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Abstract

The purpose of the study is to analyze the details of the media representatives’
accreditation to one of the “A” list film festivals; to determine the specifics
of the cameramen’s work at such cultural events; to highlight the process
of preparing audiovisual material from the “A” list film festivals for the
broadcasting on Ukrainian TV channels. The research methodology of this work
includes the use of such methods as a generalization — the author’s search
for and establishment of similar signs of the large film festivals functioning,
the theoretical method - the analysis of the available scientific works on this
topic by our foreign colleagues, the empirical method - the description and
systematization of the author's own experience gained while working at the
major film festivals. Scientific novelty. For the first time a Ukrainian cameraman,
who, not in theory, but practice, managed to study the work of the world’s
most outstanding film festivals, summarizes and systematizes his experience,
adding to this the relevant information from foreign sources, and teaches
cumulative developments in this scientific work. Conclusions. In the process of
researching a given topic, the author was able to investigate and analyze both
the specifics of the “A” list film festivals functioning and the nuances of the
cameramen’s work on them. The aggregated analysis of our own experience
and the insufficiently studied works of foreign researchers made it possible to
structure useful information, creating a foundation for further research, both for
beginners and specialists in this area.
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Problem statement

Today, the largest “A” list film festivals
are real markers of changes in the field of
film and show business. There are both
high-profile commercial premieres and
impressive film debuts, world-renowned
film professionals, millions of dollars in
local film markets, and the red carpets of
these festivals are covered by the entire
world’s leading media. However, despite
the importance of such events and their
impact on trends in cinema and culture
in general, hardly one can see there often
some representatives of Ukrainian media.
But once you get there, you can easily get
confused by the scale of events and lose
the main goal — to get quality exclusive
material. And while French, American,
German cameramen and photographers
have been working there for years and
gaining vast experience, it is difficult for
a Ukrainian representative of the audio-
visual sector to get and work there, not
only because of lack of funding but also
because of lack of knowledge. In fact, no
one teaches or shares this experience
with us. That is why we aim to close this
gap, share the information gained during
our own work at film festivals and add
here observations and analysis from oth-
er sources on a given topic.

Thus, the relevance and need for an in-
ternational experience of Ukrainian cam-
eramen at major film festivals make this
study interesting and popular, both for
students and for various representatives
and professionals in the media, including
cameramen, videographers, bloggers etc.

Recent research
and publications analysis

The accreditation process and algorithm
for media representatives’ distribution to
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different areas and types were described
at www.festival-cannes.com by the press
office of the Cannes Film Festival.

The important place of the Cannes Film
Festival in the world hierarchy of film
events was explored in an article by the
BBC (Brook, 2014).

The structure and organization of ma-
jor film festivals was reviewed in detail
by a film critic of Los Angeles Times
Turan K. (2002).

The basics of TV reports are explored in
the work of Lisnevska A. and Kozhenovs-
kaT. (2013).

The transition process from the stan-
dard TV into modern multimedia was de-
scribed by Kachkaeva A. (2010).

The theory and practice of the Inter-
net media were described by Lukina M.
(2010).

The creative and technical approach
to the filming process was explored by
Goldovskaya M. (1986).

The methods and techniques of filmmak-
ing during the research were described by
Yeliseeva Y. (2011).

The purpose of the study is to analyze
the peculiarities of media accreditation
representatives for one of the top film fes-
tivals; determine the specifics of the cam-
eraman’s work at such cultural events;
cover the process of preparation of au-
diovisual material from film festivals of
“A” list for broadcasting on Ukrainian TV
channels.

Main research material

Going to work at one of the top film fes-
tivals, each media representative has to
overcome primarily the first barrier of ac-
cess to this event — to get accreditation.
The scheme of its acquisition is more or
less similar at all film events of so-called
“A” list festivals, so for this study, the au-

Medvedieva, A, Seredytskyi, O. Special Aspects of the Cameramen's Work



BicHMK KWIBCEKOTO HaLlIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO

thor chose as an example one of the most
desirable to visit by all members of the
media — Cannes Film Festival.

In this context, the author would like to
agree with the American film critic Ken-
neth Turan (2002, pp.15-16), who stated
in his work “Sundance to Sarajevo: Film
Festivals and the World They Made”: “For
many film people, the first trip to Cannes
is kind of a grail, a culmination that tells
you, whether you're a journalist with
a computer or a flmmaker walking up the
celebrated red carpet to the Palais du Fes-
tival for an evening-dress only screening,
that you've arrived”.

In general, despite the prestige and lim-
ited access to many events, the organiz-
ers of the above-mentioned film festival
strive to accredit as many media as pos-
sible. Therefore, despite the serious com-
petitors like Berlinale and the Venice Film
Festival, the numbers of media accredit-
ed in Cannes are always higher. Thus, the
author absolutely agrees with the BBC
journalist Tom Brook. In his article “Is the
Cannes Film Festival still number one?”
Tom mentioned:

“It is one of the most media-saturated
spaces on Earth, making Cannes a par-
ticularly desirable platform for the big
studios seeking maximum publicity
for their pictures — and the press pres-
ence continues to grow. Last year four
thousand journalists were accredited
to cover the festival; forty years ago,
there were just over a quarter of that
amount”. (Brook, 2014)

It is necessary to mention that accredi-
tation is usually obtained after submitting
an online request through the official web-
site, and further work between media rep-
resentatives and the film festival is car-
ried out through a special department of
the audiovisual press. After all, even after
receiving the main accreditation badge,
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the media representative could still not
be able to work at the gala shows and
the red carpet. According to the official
website of the Cannes Film Festival, this
requires a separate registration: “For Gala
Screenings, accredited television chan-
nels and photographers may sign up with
the Audiovisual Press Department which
will provide them, according to the num-
ber of available emplacements, with an
authorization to access the sites reserved
for filming and installing technical equip-
ment” (Festival de Cannes).

Based on the author's own experience
at the Cannes Film Festival, we would like
to emphasize the importance of prompt
application for registration to work on the
red carpet, because during the premiere
of a headline-making film and celebrities’
appearance, access to this very event may
be limited due to many requests from var-
ious media representatives.

Concerning the shooting of artists
during the so-called “photo calls”, then
a separate registration should be held
for already accredited photographers, but
cameramen are not given access there.
The organizing committee of the film fes-
tival announces more about this on its
official website: “The photo calls, which
usually precede the press conferences,
allow accredited press photographers,
who are also in possession of a special
authorization provided by the Audiovisual
Press Department, to take pictures of the
filmmakers and actors of the films in Offi-
cial Selection. Only TV Festival de Cannes
is authorized to film photo calls” (Festival
de Cannes).

Press conferences can be considered as
separate media events within the frame-
work of the film festival. They do not re-
quire additional accreditation. However,
entry for all types of journalists depends
on the category of their badge and is car-
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ried out on a first-come-first-served basis,
because there may not be enough space
to accommodate everyone in the press
hall. But there is a significant advantage
here for cameramen and technical staff,
who are allowed to enter earlier than jour-
nalists. More about this one can be read
on the official website of the Cannes Film
Festival: “The press conferences for the
films in the Official Selection are exclu-
sively reserved for accredited journalists
according to their accreditation card cat-
egory and the availability of seats. Televi-
sion crew access to the press conference
room is organized by the Audiovisual
Press Department of the Festival” (Festi-
val de Cannes).

Finally, despite the fact that there is
a large gradation of accreditation badges
for the press, the author, based on his own
observations, would like to note that any
type of accreditation, that a media repre-
sentative will receive, definitely allow him
or her to gain exactly that professional ex-
perience, which is currently impossible to
obtain in our native land.

Each year, major film festivals attract not
only screen artists, but also technical staff
from various types of media from around
the world. Their main task is to transmit
the atmosphere, to catch images of differ-
ent personalities and to reveal news from
this very film event, which might be not
only interesting but also historically im-
portant in terms of modern culture and art.
To realize it professionally and to a high
standard, one could use not only his or
her creative ingenuity but also implement
new technical equipment and software.
However, despite the rapid progress in
this area, the author, based on his own ex-
perience, is often faced with the fact that
not everyone seeks ways to master the
new technical decisions, but continues
to work with outdated methods and no
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longer modern technology, although the
difference in content’s quality is obvious.
To a greater extent, this is typical to media
managers, to a lesser extent — directly to
the cameramen themselves, who adapt to
the technical changes far more quickly.

In this context, it is necessary to agree
with the opinion stated in the proceedings
of the scientific-practical conference “Art-
ist and film image. From the experience
of a film artist”: “Most cameramen and
artists welcomed the arrival of digital
technology. Because they consider this
process as the formation of unprecedent-
ed technical possibilities while working
with the image, as a unique tool” (Eliseeva
comp., 2011, p.11).

So, right now, having relevant skills and
access to modern technology, the cam-
eraman has the opportunity to create at
important cultural events, such as film
festivals, in fact, different types of audio-
visual content at the same time: it means,
one could shoot and broadcast-quality
sound and picture, plus have the oppor-
tunity to get high-quality photos from this
material while shooting Full HD or 4K vid-
eo with a high frame rate.

Thus, we would like to agree with re-
searcher Kirillova (2020, p.10), in her work
“Paradoxes of Media Civilization: Select-
ed Articles”, she states: “The digital form
of audiovisual communication gradual-
ly leads to the convergence of different
screens into a single cultural and commu-
nication union — multidimensional virtual
reality”.

The gradation of cameramen, which de-
serves our attention, was described by
the once outstanding filmmaker Eduard
Tisse, who was quoted in the work “Cre-
ativity and Technology: the experience of
screen journalism” by Marina Goldovska:

“There are three levels of the concept
of “cameraman” that simultaneously
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develop and complement each oth-
er: the first one is just a person with
a camera, whose role is passive and
is limited by the maintenance of the
film camera.. The second one is
a person with a film camera. The role
of the cameraman changes: from the
usual staff he turns already to the
technical manager... And, finally, the
third one, the highest gradation: the
artist with a film camera”. (Goldovska,
1986, p.39)

According to the author’s mind, this apt
quote by Eduard Tisse does not lose its
relevance even today. Based on our own
experience, the gradation of cameramen
accredited to work on the red carpet of
film festivals can also be divided into
1) “man with a camera”: usually such spe-
cialists shoot standard news content on
reportage cameras, their main task: just
to film the general and mid-shot, without
spoilage in production, but also without
certain artistic or cinematic techniques;
2) the second type - is a “man with a film
camera”: such cameramen are working
already with more modern cameras and
special optics, which help them to achieve
a better and clearer picture, which is al-
ready suitable for modern infotainment
magazines and morning shows; 3) and,
finally, the third type — “artist with a film
camera”: these are the most experienced
professionals, whose talent is supported
by the presence of modern and expensive
cameras and optics, they work mostly for
specialized TV or Internet publications in
cinema, fashion and style. Such special-
ists can work for themselves as well, fill-
ing their portfolio with artistically filmed
shots, or they can send such content to
competitions or exhibit it on video stocks
for sale.

Considering the specifics of the
Ukrainian television production’s realities,
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namely the constant lack of funding, TV
channels, for the most part, cannot send
a full-fledged film crew abroad. Thatis why
positions of a journalist, administrator, ed-
itor, cameraman, sound engineer, editing
director and photographer often combine
just 2 people. Taking into account the
status and exclusivity of events that take
place at film festivals, the responsibility
for acquiring such high-quality material is
doubled.

Leonardo da Vinci’s apt quote was given
by Alexander Makhov (2008, p.15) in the
book “Fairy tales, legends, parables”: “In
nature, everything is wisely thought out
and arranged, everyone should do his
work, and this wisdom is the supreme jus-
tice of life”. However, in the context of the
profession of the modern media represen-
tative, the author does not fully agree with
the opinion of the legendary philosopher.
Leonardo himself was so-called “homo
Universalis” and in many aspects, thanks
to the fact that he combined the positions
of an artist, writer, musician, scientist —
this helped him to achieve such results
that he is still quoted even 500 years later.
Similarly, in the process of preparing ma-
terial for the broadcasting, when one per-
son combines the positions of operator,
sound engineer and editing director — it
has a positive effect on the final result,
because such a specialist integrated
into material deeply, quickly understands
what he needs, controls all stages of pro-
duction and can promptly send already
cut material for broadcast.

In this regard, we would like to agree
with the opinion of Professor of the Facul-
ty of Communications, Media and Design
of the Higher School of Economics Anna
Kachkaeva. In her work “Journalism and
Convergence: why and how traditional
medias turn into multimedia” she noted:

“Speed, mobility, multimedia, universali-
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ty, interactivity — these are the keywords
of modern editorial and modern media
space” (Kachkaeva ed., 2010, p.6). That is
why, in the conditions of general demand
for universal and operative media pro-
ducers, the author claims that a team of
2 people is the best option for preparing
high-quality broadcast material from ma-
jor cultural events, both in terms of mobile
communication with each other and with
video protagonists as well.

The advent of digital technologies at the
beginning of the 21st century, which as-
sumes that the transmission, processing
and storage of video and audio material
are carried out in digital form, has led to
revolutionary changes in media activities.
In modern conditions, the preparation
of a quality broadcast product requires
a minimum set of equipment that is re-
sponsible for: video recording (camera,
lenses and tripod), sound recording (re-
corder, microphone, in-camera sound)
and a laptop with software capable of
processing video of high quality.

And considering that today all TV chan-
nels already have their own web resourc-
es, it becomes more important not only
to prepare materials for broadcasting
but also Internet publications or so-
called “streams”: live broadcasts on so-
cial networks or websites. In this regard,
the author agrees with researcher Maria
Lukina. In her book: “Internet Media: The-
ory and Practice” she said: “Now you can
report simultaneously with the event, live,
achieving a real effect of presence... Abil-
ity to quickly publish and frequently up-
date filled this “old” genre with new mean-
ing” (Lukina ed., 2010, pp.254-255). There-
fore, thanks to new technologies, in the
process of editing, one could also make
photo reports, which are prepared from
the stills of the shot Ful HD or 4K video.
So, before the broadcasting of the main
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video, viewers or followers can watch the
author's exclusive material first-hand.

The specifics of filming at film festivals
suggest that during filming a random blitz
interview, there is no time to change the
size of the shots, so the author, based on
his own experience, offers to use at least
2 cameras for shooting, mounted at one
rig (otherwise use phone or GoPro), it al-
lows you to shoot several plans at once.

Alina Lisnevska (2013, p.99) in her work

“The Art of Television Reporting” noted:
“General and mid-shot convey more ex-
pressive information. They give the effect
of continuity of life in its screen version;
show the event, the action as a whole.
They give an idea of the place of action,
and how the objects are located. The
author, on the other hand, wanted to em-
phasize the importance of a detailed shot
that will add cinematography, both when
filming interviews and when filming on
the red carpet.

Thus, as the author's practice shows,
for the shooting of such events, the min-
imum set of equipment with which you
can achieve maximum quality is could be
the following:

* for video recording: Sony A7slll cam-
era, Sony 18-105 universal lens (me-
dium and close-ups), Samsung Gal-
axy s10, iPhone or analogue (general
plan), shoulder focus — for festivals
where it is possible to record a blitz
interview. Sony A7slll camera, Sony
70-200 lens, tripod — for red carpets
without an interview;

* for sound recording: Sennheiser hand
and button microphones;

* laptop (often gaming one) with a min-
imum amount of 32 GB of RAM, for
processing 4K and UltraHD video files
with a frequency of 100 frames.

Finally, many Ukrainian TV channels
do not think about the fact that one can
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send their representative to such events
because it is much easier and cheaper to
buy a subscription to a video from Reu-
ters or even plagiarize footage from the
Internet and just blur the logos of other
channels. However, based on our own ex-
perience, the proposed alternative in the
form of a team of 2 people, who are capa-
ble to do the entire production cycle and
can quickly create quality content, gives
us a chance to realize such a project.

Conclusions
Thus, according to the author, regard-

less of the above type of cameraman, the
so-called “A” list film festival will always
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be that very creative platform that will
provide new opportunities and a further
improvement in the practice of technical
and artistic skills in the filming process.
All related professions to the cameraman,
namely: photographers, video bloggers,
and other audiovisual content makers,
also have a high chance to improve their
professional level, especially considering
that each film festival often welcomes
newcomers by granting accreditation to
shoot on the red carpet. That is why the
author emphasizes that film festivals, es-
pecially major ones, should be considered
as well as a kind of accelerator for those
who plan or are already involved in cine-
matography.
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Abstract

The purpose of the study is to analyze the current relationship between media
and “A” list film festivals. Determine the specifics of a TV journalist’'s work
at such events. Establish the necessary steps to prepare for interviews with
celebrities who attend these events. To prove the importance for a modern
media representative of being able to work at “A” list film festivals and other
large events of a similar scale. The research methodology consists in the
application of such methods: theoretical — analysis of studies by foreign
authors, available information sources, systematization of their own experience
and determination of the relationship between film festivals and the media.
Scientific novelty. For the first time, a Ukrainian TV journalist, who has worked
at most of the world's film events, undertakes to summarize the experience
gained, analyze foreign sources and systematize all this in domestic scientific
work, thus combining a theoretical and practical approach. Conclusions. In the
course of the article, we analyzed the specifics of the work of a TV journalist
at large-scale film events. With the help of an analysis of foreign sources,
the developments of other researchers and the author's own experience of
work at the aforementioned cultural events, the nuances of the relationship
between media and film festivals are highlighted in detail, and the main stages
and nuances of preparing for an interview when working at such forums are
identified.
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Problem statement

Almost every day various film festivals
are being held all over the world. The
most important of them are now becom-
ing a source of information not only in the
sphere of cinema but also kind of news
breaks in the world of music, fashion,
show business etc. Unfortunately, most
of these events are left unnoticed by the
domestic media, which causes Ukraine to
fall out of the cultural context of Europe
and the rest of the world, focusing purely
on domestic and local news.

Nowadays, one can get footage from
the red carpet or other events by subscrib-
ing to well-known Reuters or Getty Imag-
es, without spending a budget for sending
its own film crew to the highly anticipated
events. This way is the most preferable for
our domestic Media. But it's quite a differ-
ent case when one doesn'’t get just a b-roll
video but also gets an exclusive interview
with a famous person — such material
can already be considered image-making,
and that's a real reason to send a TV crew
to the top film festivals.

Thus, the importance of gaining neces-
sary experience by domestic TV journal-
ists at such events and insufficient study
of the relationships between media and
film festivals — make this topic relevant.
That is why the author is convinced of the
expediency of conducting such research,
which results could be useful both for
students and various representatives and
professionals of the media sphere.

Recent research
and publications analysis

The classification of the largest modern
film festivals was successfully highlight-
ed in the book of “Los Angeles Times” film
critic K. Turan (2002).
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The specifics of the journalist's work
with film studios and celebrities were
studied by K. Jungen (2005).

The diversity of film festivals and the
people who attend them was analyzed by
C. Hin-Yuk Wong (2011).

The history of film festivals, the practice
of attending them and working from the
inside were researched in their work by
M. De Valck, B. Kredell, S. Loist (2016).

Professional guide on different types of
interviews with celebrities systematized
and presented in his work K.Rhodes
(2017).

The art of finding important informa-
tion during the preparation for an inter-
view has been explored by S. Brinkmann,
S. Kvale (2014).

The practical side of preparing for the
interview was identified and described by
D. Nelson (2019).

The purpose of the study is to analyze
the current relationships between media
and “A” list film festivals; determine the
specifics of the work of a TV journalist at
such events; identify important stages of
preparation for interviews with celebrities
attending these events; prove the impor-
tance of the modern journalist’s ability to
work at “A” list film festivals.

Main research material

Hosting any top film festival is inex-
tricably connected to building relation-
ships with numerous media resources.
After all, a wide range of people usually
learns about all the important messages
and news of the chosen event, not from
reports of film critics or even the main
site of the film festival, but from media
resources, whose representatives are at-
tending the chosen event.

That is why, despite the so-called “elit-
ism” of “A” list film festivals, they are often
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willing to provide accreditation to various
types of media, trying to reach the wid-
est possible audience. Working on these
events, the author saw representatives
not only of large media brands but also of
small provincial newspapers or radio.

However, film festivals are still grading
the media, giving the well-known media
companies much more opportunities to
get to the exclusive event. Therefore, as
Los Angeles Times film critic Kenneth
Turan (2002, p.13) rightly remarked in his
work “Sundance to Sarajevo: Film Festi-
vals and the World They Made”: “It's where
you need a press pass to get a press pass,
and where those passes come in five hi-
erarchical (and colour - coded) levels of
importance”.

In this case, we are talking about the
Cannes Film Festival, where such a filter
of media gradation works with different
types of accreditation badges. Based on
our own observations, it is necessary to
note that each film festival builds its work
with media representatives through sep-
arate press offices and communication
departments, which send press releases
and up-to-date information about planned
events and the presence of certain celeb-
rities to the registered e-mail. However, as
mentioned by the author above, depend-
ing on the type of your badge, you will not
be able to get access to all events.

Press conferences can be called a sep-
arate type of communication between
the film festival with the media. Without
the opportunity to conduct a personal in-
terview with a representative of a certain
film, journalists have the opportunity to
put their questions in person during such
conferences. Considering that such film
festivals are not just places of screenings,
but also huge film markets, where stu-
dios need to sell their video product, such
press conferences can be held even for
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films, which didn’t enter the official pro-
gram, to promote them better.

As German researcher Christian Jungen

(2005, p.298) points out in the work “Jour-
nalist, Business Partner Studios: Star In-
terviews as a Means of Promoting Film”:
“The first such press conferences were
organized in the 1980s, when studios be-
gan to concentrate their production on
blockbusters. And such mass interviews
were 1o raise attention to the film, but at
the same time to neutralize film critics,
who are still focused on auteur films, and
traditionally set negative about blockbust-
ers”. Thus, given the global trend of video
content development, and the increasing
number of presentations at major film
festivals, even serial films from online
distributors such as Netflix, it is clear that
cooperation between the film festival and
the media will always be relevant and con-
tinue to intensify.

In this regard, it is important to note the
relevance of such a study, which is given
insufficient attention, both in domestic
and foreign scientific circles. In this con-
text, we agree with Cindy Hing-Yuk Wong
(2011, p.3), aresearcher of the film festival
movement and head of the media culture
department at Staten Island College, who
noted in her work “Film Festivals: Culture,
People, and Power on the Global Screen”:

“Despite their global importance and pub-

licity appeal, discussion of festivals has
remained for the most part the domain
of journalists and memoirs, institutional
practitioners and festival publications...
Only recently has there emerged a more
systematic interest in film festival studies,
with the increased presence of film festi-
val panels in academic conferences”.

Currently, the significance of TV journal-
ist's job specifics at major film festivals
is still poorly investigated in Ukraine, but
if we are going to take into consideration
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different Western works, then one could
reveal much greater interest in such re-
search subjects and general comprehen-
sion of the film festivals™ influence on
global culture. For example, a senior lec-
turer at the Pennsylvania University Meta
Mazaj, who works at the local Department
of Cinematography, states authoritatively
in her review of Marijke de Valck’s book
“Film festivals: history, theory, method,
practice”: “Festivals, no doubt, offer the
most fruitful ground on which to investi-
gate the transnational dynamic of cinema,
but they are a complex phenomenon and
anything but easy to study. Because they
present such a dizzying convergence of
numerous elements — cinephilia, tour-
ism, art, business, geopolitics” (De Valck,
Kredell and Loist, 2016, p.256).

Providing associative series to the word
combination “film festival”, one can defi-
nitely get such options as “red carpet”,
“film premieres”, “stars”, “paparazzi’, etc.
Although, based on the author's own ex-
perience, often behind the glamorous
facade of these events, there are many
other socially useful motives that will be
interesting to cover for an audiovisual
specialist of a different profile. In this re-
gard, we would like to agree with the idea
of Utrecht University's Professor of Media
and Culture — Marijke de Valck, which she
described in the above-mentioned book:
“These events can generate daily news, as
well as a promise to influence history and
social change” (De Valck, Kredell and Lo-
ist, 2016, p.20).

Usually, the most influential, prestigious
and highly regarded film festivals are
those, which once were accredited by the
International Association of Film Produc-
ers. To make sure of it, we would like to
quote Cindy Hin-Yuk Wong, an American
investigator from Staten Island College.
In her research project “Film Festivals:
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Culture, People and Power on the Glob-
al Screen” she explains: “The “A” festival
designation is widely used by all in the
film festival circle to refer to a FIAPF-
endorsed general competitive film festival
where an international jury is constituted
to give prizes” (Hin-Yuk Wong, 2011, p.3).

Among them, for our further research,
we would like to highlight the top three
most prominent European film festivals:
Cannes, Berlin and Venice. The author of
this work visited all of them not only as
a guest but worked on each of them as
an accredited TV journalist. Gained expe-
rience gave him an opportunity to gather
necessary information and knowledge,
both theoretically and practically, which
were used by him for this very research.
The author emphasizes the importance
of conditions created for TV journalists
at these festivals, namely: high level of or-
ganization, networking between press of-
fice and accredited media, well-equipped
space for journalists, well-thought-out
technical aspects for cameramen and
photographers, high level of security at
such festivals and the positive impact
they have on the host city.

Taking the Cannes Film Festival as an
example, we would like to quote Ameri-
can film critic Kenneth Turan (2002, p.13):
“Normally, a city of 70.000, Cannes sees
its population increase by 50 per cent
during the twelve days it functions as the
stand-alone epicentre of the international
film world”.

We'd like to underline that working in such
epicentres of cultural events really hard-
ens and improves emotional-volitional,
professional, moral, ethical values and
qualities of a TV journalist as much as
possible. In addition, significant competi-
tion among the represented media should
be considered, according to the author,
only as an advantage. After all, it is that
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very place, where TV journalist gets the
opportunity to observe the way of work
of foreign colleagues, taking into account
both the technical aspect and the creative
one. So, at the top film festivals, there is
always someone and something to learn
from.

During our study, we would like also to
consider the statistics on accredited me-
dia for the Cannes Film Festival in 1999,
provided by Kenneth Turan (2002, p.13) in
his work “Sundance to Sarajevo: Film Fes-
tivals and the World They Made”: “3893
journalists, 221 TV crews, 118 radio sta-
tions representing 81 countries”.

Unfortunately, among them usually,
there are not so many representatives of
Ukraine. Domestic media, as the author’s
experience shows, do not care too much
about international cultural events, focus-
ing more on our local market, which in the
long run reflects the lack of professional
growth of Ukrainian TV journalists, cre-
ates a lack of skills and ability to work
quickly at major cultural events, especial-
ly with foreign colleagues and specialists.

Considering that international film festi-
vals and film awards are always attended
by first-tier stars, not only from the world
of cinema but also from areas such as
fashion, sports, music and others, so for
any TV journalist or video blogger — this
is a good opportunity to learn how to get
exclusive material and to take the content
they create to a new level.

The specifics of TV journalist prepara-
tions for such interviews differ only in the
limited time because at such events ev-
erything happens quickly. If we analyze in
general, we should agree with the opinion
of the American journalist, producer and
Emmy Award winner Kenny Rhodes. In his
book “Good Question! The Professionals
Guide to Celebrity Interviews” he divides
the process of creating an interview into
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3 stages: 1) pre-production, preparation;
2) production, recording of the interview
itself; 3) post-production, editing inter-
views (Rhodes, 2017, p.6).

In the process of the first stage and
preparation, it is important to gather the
maximum number of interesting facts
about the chosen person, as well as to
watch or read previous interviews with
him or her on this or a similar topic. This
will help to build the right questions. Ac-
cording to the author, it is obligatory to
search and get acquainted with original
sources in foreign media, but not with
translations or adaptations in domestic
information resources.

Regarding the shooting stage, as you
know, the best improvisation is that one,
which is thought out and prepared in
advance. However, based on his or her
own experience, the author believes that
during the interview one should be able to
respond quickly to any new information
received from the interlocutor and adjust
the course of the conversation. In this con-
text, we should agree with the well-known
American journalist and teacher Dean
Nelson. In his work “Talk to Me: How to
Ask Better Questions, Get Better Answers,
and Interview Anyone Like a Pro” he notes:
“One thing that that all interviewers must
confront is that we all carry assumptions
about people we talk to. It's unavoidable.
Even good scientists make assumptions
as they go into an experiment... Good in-
terviewers must be aware of their biases
as they head into an interview and must
be equally ready to abandon or at least
adjust those assumptions as the inter-
view progresses” (Nelson, 2019, p.27).

A distinction should also be made be-
tween scheduled static interviews, which
must be arranged in advance, and blitz in-
terviews, which TV journalists can film by
chance, being at the right time in the right
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place or following the route of the stars.
Based on our own experience, everyone
can master the latest option of obtaining
exclusive material. And if a TV journalist
is supported by a powerful media brand,
which will arrange a full-fledged static
interview for you, so the blitz variant be-
comes the best alternative.

Despite its short form and inner sense,
a blitz interview can be even more at-
tention absorbing for the viewers due to
the feeling of being present at the event,
which is amplified by the sounds of the
crowd from the place of filming and cam-
era flashes. Such events and blitz inter-
views are often recorded unexpectedly.
The main thing is to capture this moment
in time and not get confused, to be able to
put your question to the star, despite the
ambient pressure and noise. In this con-
text, the author completely agrees with
his American colleague, journalist Kenny
Rhodes noted in the above-mentioned
work: “In live theatre, if during the play,
a cat were to wander out onto the stage,
no matter how brilliant the performances,
the audience would start watching the
cat. Simply put life before art. There's un-
mistakable energy to authentic, real-time
events that always trump the rehearsed.
Interviews are that rare combination of
both” (Rhodes, 2017, p.2).

So, considering the constant demand for
quality interviews, both on TV and among
Internet resources, as well as their grow-
ing share of viewers during the broadcast-
ing of different types of media, the author
would like to mention the opinion of Pro-
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Conclusions

Therefore, it is the author’s opinion, that
modern international film festivals and
cinema awards should be considered as
a real catalyst, both in general and individ-
ual branches of audiovisual art: photogra-
phy, music writing, design, video blogging,
television. So, working at major film festi-
vals any journalist will definitely strength-
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an opportunity to reach out international
level in this sphere and find new profes-
sional connections. In other words, any
opportunity to work at such events should
be considered an investment in your pro-
fessional capacity.
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Abstract

The purpose of the study is to analyze the impact of artistic space
commercialization on the development of the artistic process and to find
out the growth factors of the latest digital masculinity on the audience. The
research methodology consists in the application of the following methods:
historical — analysis of sources on the problems of conflict between works of
art and a commercial product; theoretical — a study of the factors of growth of
the influence of the latest digital masculinity on the audience; practical — work
with archival videos related to iconic figures in the development of cinema in
Ukraine and the world. Scientific novelty. The influence main stages of digital
and information technologies on the development of modern cinema and
serial production are investigated. It was found that the all-encompassing
aggressive commercialization of the art space and the latest digital masculinity
are increasingly negatively affecting the development of the art process.
Conclusions. In the course of the article, we have proved that technical and
technological development, human greed and ignorance kill real cinema. Art
has become a commercial product for its own human enrichment — without
immersion in the depths of the human psyche.

Balaban, O., Popova, Ya. and Lobachova, V., 2022. Apocalypse of Art (Cinema. People. Close-up.). Bulletin of
Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production, 5(1), pp.23-27.

Introduction tal technologies, the conflict between art-

works and commercial products is growing.

One of the most significant features of the  This issue was considered in their theoreti-
modern cultural world is the information cal works by film experts, culturologists, art
space. But with the development of digi- critics, philosophers and directors.
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However, this problem is not solved yet
at the theoretical level. Moreover, getting
aggravated stronger every single year. In-
formation and mankind’'s technological
achievements have a negative influence
on the art process development. The
close-ups are disappeared and the actor’s
inner feeling is stopped to worry socie ty.
The bright picture is the main thing as well
as movements and a plot are getting the
secondary role. The actors became an in-
built unit of numbers.

Recent research
and publications analysis

The negative digital development impact,
also the art conflict and commercial prod-
ucts in the cinema were described in de-
tail by S. Danchenko in 1987.

Modern youth, namely “the generation of
snow” was investigated by the Financial
Times in 2021.

In addition, the Bible contained a lot of
valuable information.

The purpose of the study is to analyze
the impact of artistic space commercial-
ization on the artistic development pro-
cess. Also, the aim is to find out the grow-
ing impact of the latest digital masculinity
on your audience.

Main research material

Conflict problems between works of art
and commercial products in their theoret-
ical works were considered by L. Kurbas,
S. Danchenko, O. Levchenko, H. Lypkivska,
N. Kornienko, L. Taniuk, and E. Mytnytskyi,
V. Zabolotna, O. Balaban and many other
film critics specialists, culturologists, art
critics, philosophers, directors.

However, this problem has not yet been
solved at the theoretical level. Moreover, it
gets worse every year.
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Encompassing aggressive commercial-
ization of the artistic space and the latest
digital masculinity have increasingly neg-
atively influenced the development of the
artistic process. Digital and information
technologies, which developed in paral-
lel with high art, at some point not only
crossed paths with it but also tried to “dig-
itize harmony” (in Pushkin’s Mozart and
Salieri: “..impossible algebra to believe in
harmony ..").The movie came out when
the close-up came out. This is an axiom.

This movie is not about “What to do..”,
“How to do.." or “What is going on ...", but
about what internal conflict tears, torments,
haunts the character are. And these are not
movements in general, this is in close-up...

As K. Stanislavsky (1926, p.123) wrote:
“The true art of all peoples and centuries
is clear to all mankind”.

That's why you will not find close-ups in
sitcoms and soap operas. This is a com-
mercial disposable product without im-
mersion in psychology. It uses the means
of shooting, but no attention to the inner
essence of the character.

Along with serial commercial production,
there was another commercial industry,
the so-called feature film, which is made
mainly by digital technology. In addition,
they are using the same film technologies.
There is no creativity here. The plot, com-
puter graphics and the actor as a function
are built into the numbers world. Avatar
can not be called a work of art. This is
a plot and graphics, but there are no stops
atthe inner character’'s monologue. It does
not even occur to me to call them “heroes”.
It is necessary to distinguish series about
and for people from “product” for “a quick
dinner at McDonald's”. The Seventeen Mo-
ments of Spring or Born by the Revolution
differ from this work by a constant empha-
sis — through close-ups — on the inner life
of the characters. In this regard, it should

BanabaH, O, MNonoga, ., Jlobayosa, B.
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be said that the actor's feelings are not his
own, as noted by M. Chekhov: “The feel-
ings on stage that create an actor are not
so real, because they are filled with a kind
of artistic colour we experience in life, the
taste of which is the same as yesterday’s
hot dish ... Even our nature requires that
we allow the subconscious to penetrate
our experiences and forget personal im-
pressions” (1986, p.380).

Not surprisingly, the “digital cinema” fea-
ture has appeared in modern digital shoot-
ing and editing software programs. Not “Cin-
ema”’, namely “UNDER CINEMA", is an imita-
tion of art for... In these technologies, the or-
igins of “simplification of the content of life”
are the roots of Instagram, tick-tock, and so
on. That is, the technology of simplification
prevails. This is reflected even in the termi-
nology. Instead of “masterpiece” - “Project”,
instead of genre characteristics of the work -
TV series, feature film — “Product”.

Art universities teach producers to re-
move the director of a film or series in order
to edit the finale, change directors during
the filming of the series, or even shoot
one series with the help of two directors,
for example, on-site and in nature. Scripts
are written by groups of freelancers, etc.
What creative idea and its implementation
can be discussed here? Previously, in fea-
ture films, the scene was often rehearsed
with actors for two weeks to take 10 sec-
onds per shift, the frame was lined up.
Now the shift has changed to the filming
of 10-20 minutes in the hustle and bustle.
What kind of creativity and creative self-
realization can we talk about? It was said
that cinema killed sound, then colour then
abandoned film for commercial gain (the
latter is indeed a turning point, tragic for
cinema). But, above all, cinema has killed
the digital capabilities and lust of modern
producers. Previously, the film could have
failed due to a mistake made by the pro-
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ducers and directors in the selection of ac-
tors, such as in the 3rd film The Godfather
by Ford Francis Coppola. Now a commer-
cial failure is a clumsy plot and editing. The
human factor, the personality factor sank
into the air. 30-40% of actors on the screen
are not human actors, but biorobots. Every-
thing is not true — muscles, teeth, glossy
photoshopped faces, a set manner of be-
haviour, simplified to the primitive text.

The 19th century freethinking and inter-
nal resistance to the revolutions, wars
and dictatorships of the twentieth century
were presented to the world Great litera-
ture, great poetry, great drama, theatre,
music, cinema, animation. V. Benjamin
(1996, p.32) wrote about this more than
once: “The artistic skill of a stage actor is
conveyed to the public by the actor him-
self in person; at the same time, the artis-
tic skill of the film actor is conveyed to the
public by the appropriate equipment”.

The world has changed faster than man
can comprehend. Many people admired
writers like Pushkin and Shevchenko to
grow up (without stumbling). Modern chil-
dren do not know that Dostoevsky used to
be like Monatic for them today. Outstand-
ing works of foresight have virtually disap-
peared from the artistic circulation: Eagles
have flown by Oleksandr Oles, Bitter Al-
mond Fairy by lvan Kocherga, Young Blood
by Volodymyr Vynnychenko, and Boyarynya
by Lesia Ukrainka. If we read these works
carefully, we would better understand the
causes of today’s troubles. Pilniak, Platon-
ov, Dombrovskyi, Zamyatin, early Kaverin,
Ehrenburg, Antonenko-Davidovich are un-
known to the general public. We will not
talk about the work of Feofan Prokopo-
vich - the author of the first Ukrainian play
Vladimir and poems by Ukrainian poets of
the 13-18th centuries in modern Ukrainian
translations by Valery Shevchuk. They for-
got Svitlana Yovenko and Anatoliy Kim.

Balaban, O, Popova, Ya., Lobachova, V.
Apocalypse of Art (Cinema. People. Close-up.)
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They will not even know Pavich, Kundera,
Marquez, Amad, Zhadan, lzdrik, Deresh,
Pelevin, Sorokin. We want the return of
prosperity from “the day before yesterday”
for “tomorrow”, but we do not want to look
soberly into the present and the near future
after reading the novels-predictions Preda-
tory Things of the Century by the Strugatsky
brothers, Time of Death Christ and Time of
the Great Game, Vibrakovka by Oleg Divov,
cycle Enclaves by Vadim Panov.

Curse words are a sign of modernity. Not
a mo-ve-tone, but a bearer of primitive func-
tion, primitive communication of “simpli-
fied” society, born after 1985 - “Snowflake
Generation” (an offensive term to denote
the generation whose years of adulthood
fell atthe beginning of the 21st century. The
title emphasizes the vulnerability of these
young people and their confidence in their
uniqueness, combined with the need to be-
long to large communities of like-minded
people. The Snowflake Generation is part
of the Millennial and Buzzer Generations in
the sense of “word of the year”, and Col-
lins’ dictionary included the expression in
the top ten words of 2016). | do not know
when the Biblical Apocalypse will come,
butin art, including the art of cinema, it has
already come. Earlier they joked: — “There
will be no cinema. The filmmaker fell ill.”
Now we can say: “There will be no cinema.
The movie was digitized and died.” More
precisely, it was killed by human lust and
ignorance. According to journalist Arkady
Babchenko: “Unfortunately, we have raised
a generation of single women, eternal boys
and girls who will never become real men
and women.” (Fedorov, 2021)

There is a movie about people’s events,
and there is one through people about
events. There are films about events that
distorted people, there are ones about
people who created events. A movie with
computer-drawn nature, digital faces, shot

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

2022 - 5(1) - ¢.23-27

on “green”, showing a naked plot without
immersion in the depths of the human
psyche — anything but a work of cinema,
not a movie! There is a small chance. The
thinking part of the educated youth, who
have the necessary professional — from
God - abilities, can, rejecting the commer-
cial component, make a film with a close-
up — “not plots”, but “about the soul”. Mod-
ern gadgets, accessible to the average
citizen, allow it. The path is not easy, but
it is possible. For example, the feature
film Patience is based on the story by Yuri
Nagibin (KNUCA, Department of Television
Journalism and Actor Skills, term paper, di-
rector Alyona Kovtun, artistic director Alex-
ander Balaban 2021), TV show shot in na-
ture Flies by Jean. Fields of Sartre (KNUCA,
Department of TV Journalism and Actor
Skills, term paper, director Eugene Simon-
chuk, artistic director Alexander Balaban
2021). God created man, and man creat-
ed the Digital. The Digital influences and
conquers the person. The digitized man
has rejected God. So, if we really want to
restore the real MOVIE, it's time to “drive
the merchants out of the Temple.”

Conclusions

It is not known when the Biblical Apoca-
lypse will come, but in art, including the art
of cinema, it has already come. The movie
was digitized and died. Even more, it was
killed by human lust and ignorance. A film
with a computer-drawn nature, digital fac-
es, shot on a “green”, showing a naked
plot without immersion in the depths of
the human psyche — anything but a work
of cinema. Real cinema is an internal con-
flict, a close-up, That is why there are few
close-ups in sitcoms and soap operas. It is
a commercial disposable product without
immersion in human psychology. It uses
the means of shooting, but no attention to
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the inner essence of the character. There fessional abilities, can, having rejected the
is a small chance. The thinking part of the commercial component, make a film with
educated youth, who has the necessary pro- a close-up — “not plots”, but “about the soul”.
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@ KuiBcbKuvi HalioHasIbHWUIA YHIBEPCUTET KynbTypu i MucTeUTB, Kuis, YkpaiHa

AHoTauia

Meta gocnigxeHHss — npoaHanisyBaTv BMAUB KOMepLianisauii MUCTELbKOro MpocTopy Ha pO3BUTOK
MUCTELbKOro MnpoLiecy; 3'AcyBaTM YMHHMKU 3POCTaHHSA BMAMBY HOBITHbOI LMGPOBOI MacKynbTypu Ha
rnapalbky ayautopito. MeTogosoris BOCNiAXEeHHS NONsrae y 3acTocyBaHHi TaKMX METOAIB: iCTOPUYHOIO —
ANA aHanisy mxepen npo npotnemMu KOHGMNIKTY MUCTELbKMX TBOPIB Ta KOMEPLIMHOro MNpoAyKTy;
TEOPETUYHOro — AN AOCNIAXEHHS YMHHUKIB 3pOCTaHHS BM/UBY HOBITHbOI LM(GPOBOI MacKynbTypu Ha
rnapalbKy ayAuTopito; MpakTUYHOro — ANA po60oTU 3 apXiBHUMM BifjeomMaTtepianamu, WO CTOCYHOTbCA
3HaKOBMX NocTaTen y po3BUTKY KiHO B YKpalHi Ta cBiTi. HaykoBa HoOBM3Ha: [OC/NIAXEHO OCHOBHI eTanu
BMMBY UMPpoBUX Ta iHOOPMALINHUX TEXHOMOrin Ha PO3BUTOK CY4YaCHOro0 KiHO Ta cepiasbHOro
BMPOGHMLTBA. BUsiBNeHO, L0 BCeOCsXKHa arpecMBHa KomepLianisalis MACTeLbKOro MpoCcTopy Ta HOBITHA
undpoBa MackynbTypa BCe akKTUBHille HeraTMBHO BMAMBAKOTb Ha PO3BUTOK MUCTELbKOro MpoLecy.
BucHoBku. Y cTaTTi fOBEAEHO, WO TeXHIYHUIA i TEXHOMOrYHUIA PO3BUTOK, NOACbKA MOXaAAUBICTb Ta
MaJiooCBiYEHICTb B6UBAE CrpaBXHE KiHO. MUCTeLTBO MepeTBOPWUIOCh Ha KOMEPLINHWIA NPOAYKT ANns
BJTACHOrO JTIIOACbKOro 36arayeHHs — 6e3 3aHypeHHs B MIMOUHM TIOACHKOT NMCUXIKW.
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Abstract

The purpose of the article is to analyze the importance of training exercises in
video surveillance for the creative abilities’ development of film and television
directors; to prove the necessity and usefulness of such exercises not only
for documentarians but also for feature film and animation directors; identify
specific methods of the director's work on video surveillance. The research
methodology is based on a theoretical analysis of the work of outstanding
film directors, in particular films and evidence on the nature of documentary
films by Hertz Frank and Frederick Wiseman and analysis of Ukrainian and
foreign observation films. Scientific novelty. The role recognition of film
and video surveillance as a basic element in the education and training of
cinematographers; determination of characteristic features and fundamental
differences of work on screen observations in comparison with work on other
types of the screen works. Conclusions. The article analyzes the importance
of video surveillance for the creative imagination development of students-
directors. The importance of observations has been proved for the work
of directors working in all types of cinematography from documentaries to
feature films and animation. Examples of directorial work strategies on video
surveillance are given, which are fundamentally different from the methods of
creating other types of screen works.

Shyrman, R., 2022. Video Surveillance as an Educational Exercise and Artwork. Bulletin of
Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production, 5(1),

pp.28-37.

Problem statement detective but also a metaphor for movie

watching. The protagonist, chained to

Alfred Hitchcock’s Rear Window (1954) a wheelchair due to a broken leg, begins
is believed to be not only a classic screen to look at his yard, the windows of the
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house opposite and what the neighbours
are doing. He is almost invisible to oth-
ers. And a spectator is watching pictures
of the neighbours’ lives in the dark cine-
mas. With binoculars and a camera with
a long-focus lens, it constantly resizes
frames. His observation leads to the fact
that he exposes the crime that took place
nearby.

Recent research
and publications analysis

Hitchcock’s film is also a kind of mod-
el for the creation of a documentary film-
observation, where the author seeks to
be an invisible observer of the various
life situations development. Victor Kosa-
kovsky’s film “Quieter!” is an almost 100%
embodiment of the principle of invisible
view through the window (2003). The di-
rector used a camera mounted on the
windowsill to observe the life of the lane
where he lived for a year.

The observational film is not only a man-
datory training exercise for future direc-
tors in the first year of university. It is also
a significant and important segment of
professional documentary films.

In his seminal study, Introduction to Doc-
umentary Film, Bill Nichols (2001) identi-
fied film video surveillance as one of the
six major types (or directions) of a docu-
mentary film: “In a documentary film, we
can identify six ways of depicting reality,
which is a kind of subgenres of the doc-
umentary, which can be: poetic, explana-
tory, actively involved in events, observa-
tional, reflective and performative”.

The vast majority of films are a combi-
nation of different authoring approaches
and strategies. This classification can
help authors better structure their own
works, understanding the established
practice and established approaches to

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

2022 - 5(1) - pp.28-37

different types of documentary filmmak-
ing. Nichols constantly emphasizes the
certain conditionality of all these distinc-
tions and the artist’s right to his own cre-
ative search.

American documentary filmmaker Fred-
erick Wiseman, “Oscar” winner, three

“Emmy” winner, winner of the Golden Lion
at the Venice Film Festival has been mak-
ing films that have been classic video sur-
veillance for decades. However, the very
titles of his works are High School (1968),
Legislative Assembly of the State (2007),
National Gallery (2014), Ex Libris. The New
York Public Library (2017) can to surprise
and raise questions: how these objects
(mostly social infrastructure objects) can
interest the audience and why the docu-
mentaries born there become real works
of art?

One of the fathers of Italian neorealism,
Cesare Zavattini, wrote that the first and
most superficial reaction to everyday real-
ity was boredom:

“Itis clear that it is time to learn to con-

sider a cinematic spectacle not only
to show something extraordinary but
also to demonstrate something very
ordinary. In other words, the viewer
may be impressed by the awareness
of the importance of what he saw
every day, but never noticed before.
It is not easy to turn these facts into
a spectacle: the intensity of human
imagination is needed both by those
who make the film and by those who
watch it”. (Bogemskii comp., 1989)

A talented director can reveal drama and
spectacle, conflicts and emotions, even
where no one expects it, to see in an ev-
eryday event or situation its deep, even
philosophical dimension.

The purpose of the study is to analyze
the importance of training exercises in
video surveillance for the creative abili-

Shyrman, R. Video Surveillance
as an Educational Exercise and Artwork
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ties development of film and television
directors.

Main research material

Jean Epstein wrote:

“I want films in which nothing happens,

but nothing special happens. Do not
be afraid, there will be no mistakes.
The most modest detail conveys the
sound of imaginary drama ... How
much sadness can be removed from
the rain! How much purity is there
in this country yard, when the room
lovers are surprised by the alienation
that has come? The door closes like
a gateway to fate. There is the dispas-
sionate eye of the castle slits” (lam-
polskii comp., 1988).

Filming an observation documentary is
one of the most important practical di-
rectorial tasks. Prominent teachers and
mentors (not only cinematographers but
also artists, writers and theatre artists)
constantly urged students: “look and lis-
ten to the world around you, to yourself,
speak in your own voice, do not repeat
after others”.

Leonid Trauberg (1977) in the book “The
film begins..” gives the following exam-
ple: “I often asked my guests in Vance,
“writes Henri Matisse,” whether you saw
the acanthus by the side of the road? No-
body noticed this plant... The first step to
creativity is to see everything as it really is,
but it takes constant effort”.

Observation is extremely important for
the professional skills development of
future filmmakers, no matter what further
specialization in feature, documentary,
animated film or television they choose.
Practice shows that the ability to observe,
see, hear and record features of human
behaviour, phenomena and state of na-
ture, vivid manifestations of social life can
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be educated and trained. These skills are
necessary for creative imagination devel-
opment and become a solid foundation for
any of the boldest bursts of imagination.

Vsevolod Meyerhold called on young di-
rectors to constant training. Among other
things, he suggested going as often as
possible to travel the unfamiliar streets
of his city in order to closely monitor
passers-by (their behaviour, appearance,
psychological state), unfamiliar houses
and courtyards and what is happening
there: “And during these travels, you will
see thousands of interesting things that
you have not noticed before, because of
this you will have excitement, and along
with the excitement the imagination will
start working. It is simply impossible and
unnecessary to fantasize. Fantasy should
come from something you saw and be-
cause you were excited about what you
saw” (Meyerhold, 1968). Meyerhold was
by no means an ardent realist in his work.
But he believed and proved to his stu-
dents that any fantasy should be based
on a solid foundation of observation and
the ability to see and hear what is happen-
ing in real life.

The experience of many film directors
testifies to the validity of this point of
view. And there are not just documentar-
ians. Yuri Norstein, the author of The Tale
of Fairy Tales (1979), which has been re-
peatedly hailed as the best-animated film
of all time, says that the old house in his
film is the house next to which the director
lived as a child. That's how he stayed in
his memory. And the image of the girl and
the atmosphere of the impressive shots
with her participation appeared thanks
to the photo of Norstein’s little daughter,
which he took on a sunny morning in the
garden.

Terry Gilliam, whose films are character-
ized by stormy rises of fantasy, testifies:

[LInpmaH, P. BineocnocTepesxeHHs
AK HaBYasbHa BNpaBa Ta MUCTELIbKMIA TBIP
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“I grew up in a wonderful place: there
was a lake, two steps from the house,
a forest just behind the house, on the
opposite, there was a cornfield and
behind it a swamp. There was no TV
in the house, only books and a radio.
All this together is extremely con-
ducive to the development of imag-
ination and all that | can now invent,
| already invented as a child”. (Gilliam,
2010)

Krzysztof Zanussi says that in a lot of his
films, which took place at different times
and in different places, he created charac-
ters similar to members of his family:

“Images of my parents often appeared

in my films, and my father even
more often: | argued with him, quot-
ed him, mimicked his manners, and
then trembled when he came to the
premiere. But the same thing hap-
pened every time: my father did not
recognize himself, although my other
characters reminded him of someone
from our acquaintances or relatives”.

(Zanussi, 2015)

Returning to the creation of student
documentary films-observations, we note
that they are quite capable of turning from
educational exercises into real artworks.
As, for example, happened in the summer
of 1964, when a third-year student of the
Faculty of Directing VDIK Sergei Solovy-
ov (in the future he will make films One
Hundred Days After Childhood, 1975; Assa,
1987; Gentle Age, 2000) came to the Her-
mitage and saw that Leonardo da Vinci's
painting “Madonna Litta” is not like all the
others. It hung not on the wall, but on a
bracket that was attached perpendicular
to it. That is, being behind the picture, you
could invisibly observe the facial expres-
sions of those who looked at Leonardo’s
work. This spectacle impressed the stu-
dent Solovyov. He wrote the screenplay
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for the ten-minute documentary Look at
the Face, which was soon shot, and de-
scribed how high-art people meet and fail
to meet. This short film was a milestone
in the development of the then documen-
tary film.

For all the conventionality of the exis-
tence of any rules in art, the directors of
observational films are mostly guided by
some common principles.

The first of them is the main one: the
directors of observational films are es-
pecially meticulous in making everything
that happens in front of the camera a real,
not a staged spectacle. The director
should not artificially organize life in front
of the camera. According to Richard Ly-
cock, who was Robert Flaherty’s assistant
when he was young, he was upset, when
he was forced to shoot some scenes
from the documentary Louisiana History
(1948) as a play, with written lyrics and re-
hearsals: “And it happened that after film-
ing such scenes, Flaherty told us:

“But this is extremely bad!!!” He was
forced to do so, firstly, because of the
primitiveness of the filming technique
and, secondly, because his films were
to be liked by a wide audience. But
we also knew a completely different
Flaherty. Flaherty, who could watch
wild animals for hours, watched the
rig waiting for the oil fountain, wait-
ing for the storm to approach. Here
he did not interfere in the course of
events, did not try to control them. He
obeyed the events. And, in my opinion,
this is the best thing he has done”.
(Drobashenko ed., 1967)

Without interfering with the events in
front of the camera, the director has the
right to his own interpretation of what he
is shooting and editing. Any shooting, the
size choice of the plan and the selection
of what falls and does not fall into the

Shyrman, R. Video Surveillance
as an Educational Exercise and Artwork
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frame are all these reflects the subjective
view of the director. Editing allows the di-
rector to demonstrate his attitude to the
events, phenomena or characters that
caught his attention.

Most directors of observation films focus
on the visual solution of their works. They
avoid behind-the-scenes author’s text; try
to do without any verbal explanations and
overt declarations of the author’s point of
view. Too often, directors use long shots
that preserve the real flow of time.

Observational filmmakers do not film
live direct interviews. The authors’ con-
versations with the characters destroy the
feeling that real life is fixed. If the charac-
ters talk to each other in an observation
film, it's organic and appropriate. But
when they turn to the authors, it breaks
the conditional boundary between them.

Specially written music is almost never
used in observation films. A lot of direc-
tors consider the musical accompani-
ment in this case an artificial intrusion
into the real world of film. If music was
played during the filming (the characters
themselves sang or played, the music
was played on a radio or TV), this is ac-
ceptable and organic. But to use music as
an emotional author's commentary, many
directors consider it superfluous.

Of course, the above methods of work
are not inviolable rules. Through rehears-
als and searches, the directors made sure
that this approach to making observation
films is quite fruitful. But the artist can
work at his own discretion; look for his
own ways of expression to achieve the
best result.

The characters or objects of video sur-
veillance can be a variety of characters,
situations, objects and phenomena are all
that attracted the attention of the director.
For example, the object of video surveil-
lance can be:

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

2022 - 5(1) - ¢.28-37

One man as in Hertz Frank’s film Ten
Minutes Older (1978), where the hero was
a little boy watching a puppet show.

Two people as in Valentin Vasyanovich's
film Twilight (2010), where observations
were made of an old grandmother and her
elderly son.

A lot of people as in the film by Sergei
Loznitsa Austerlitz (2016), where the
camera watched the tourists visiting the
former concentration camps.

An animal is as in the film Gunda (2020)
by Viktor Kosakovsky, where the heroine
is a pig.

A phenomenon of nature or some inan-
imate object as in the films Rain (1929)
and Bridge (1927) by Joris Ivens.

A social institution is as in the movie Ex
Libris. National Public Library of New York
(2017) by Frederick Wiseman.

One of the problems, that arises when
creating observational films, is that many
of the events that once impressed the
authors and witnessed were likely not to
happen again. It is extremely risky to ex-
pect that the film crew will be lucky and
accidentally something interesting will
happen in front of the camera.

But many events occur with some reg-
ularity. According to some rituals or even
the laws of nature.

Joris Evans has been watching for
months when it rains in the city. Hertz
Frank watched the reflection on the face
of a child who saw a scary tale in a pup-
pet theatre for the first time in his life. Vik-
tor Kosakovsky watched what his young
son would do when he first saw himself
in the mirror (according to psychologists,
this is an extremely important moment
when a person begins to realize his iden-
tity). Bert Haanstra watched the people
and animals at the zoo show remark-
able similarities in behaviour, habits and
reactions.
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Each of these events could not fail to oc-
cur. Each of these directors knew exactly
what to watch. Each idea had an interest-
ing, meaningful, multifaceted potential.
Each story had its hidden or overt con-
flicts. The cute kid not only smiled gently
at his reflection but angrily attacked him,
considering him an enemy or rival. The
people and animals in the zoo are so sim-
ilar externally and internally that it is not
clear who is really the king of nature and
which of them should be kept behind bars.

Unlike a feature film, a detailed script at
the beginning of the work on the obser-
vational film is almost non-existent. This
distinguishes observation even from
other types of documentary cinema. Be-
cause, for example, such documentaries
as explanatory (this term of Bill Nichols
refers to cognitive or popular science
films according to our usual classifica-
tion) require a carefully written script. And
in some cases, the creation is not only lit-
erary but also a directorial script.

At the beginning of the work on the ob-
servational film (if it takes place in a pro-
fessional studio) the director should write
a concise synopsis, which will set out
what exactly attracted his attention and
prompted the creation of the film, what
exactly he will watch. It will identify the
objects of observation, possible (expect-
ed) events, place and timing of filming,
the necessary technical means, etc. This
is necessary at least in order to determine
the timing of production and plan the nec-
essary costs. But, real, careful and metic-
ulous work on the dramaturgy of the work,
on the script will be conducted during
the filming, in accordance with what the
camera will record. Work on the script will
continue during the review and study of
the footage. But the main part of the work
on the script will be during the installation
period.
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This technology is well demonstrated by
the story of the creation of the film Dear
Juliet... (2003) by Hertz Frank.

In the spring of 2005, H. Frank visited
KNUKiM and gave a master class to stu-
dents of the Faculty of Film and Television.
Much of this master class was about the
film “Dear Juliet..”, shot by Hertz Frank in
one day. Returning from the International
Film Festival, he drove to Verona. And he
saw an old house where Shakespeare’s
Juliet allegedly lived. Her bronze sculp-
ture has been installed in the courtyard.
This house and yard have become a place
of tourist pilgrimage. A huge number of
tourists want to be photographed with the
bronze Juliet, grabbing her chest and it
seems to guarantee success in love. The
meeting struck Hertz Frank. He stayed in
Verona for a day. And the next day, the
eighty-year-old director shot a 24-minute
observation film.

During the master class, Hertz Frank
spoke about the origin and implementa-
tion of his plan:

“Life there took place, so to speak, on
different levels. In addition to adults,
there were children below eye lev-
el. Birds live there, and it turned out
that one chick fell out of the nest, like
once Juliet herself, and she jumped
underfoot and it's even lower, then he
was almost crushed. And in order to
understand what is happening in this
courtyard, it was necessary to rise
as high as possible to see the over-
all plan... There were a lot of people
in this yard; everyone was filming, so
no one paid attention to me, | was
almost invisible, | was a hidden cam-
era. There were a lot of people like me
with video and cameras, but no one
knew what | saw. However, everything
depended on this: what | exactly see
in this story ... | suddenly felt in this

Shyrman, R. Video Surveillance
as an Educational Exercise and Artwork
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courtyard how the unfortunate Juliet
the image of love and became a vic-
tim of mass culture. People lose their
individuality and turn into a crowd.
And only the Japanese retained men-
tal restraint and they allowed them-
selves only to touch the hand of Ju-
liet... | realized that this courtyard is
not only a tourist place but also a mir-
ror of culture... There are four levels of
shooting: the pavement (chick), chil-
dren, adults, balcony and the fourth
floor, from which the total overall plan
is taken”. (Frank, 2009)

The film Dear Juliet.. ends with an epi-
sode where, in the evening two visitors,
not noticing anything or anyone, diligently
and sincerely write a letter to Juliet and
then stick it to the wall of the house. And
when night comes and the last tourists
disappear, the gates open, a fire truck ar-
rives and with powerful fire hoses erase
from the walls this and many other let-
ters to “dear Juliet”, pasted with chewing
gums. The next morning it will all start
again. The gate will be opened. The crowd
will rush to the middle of the yard. It will
be fun to take pictures with Juliet and
write letters to her asking to help in love.

Frank started working on the film with-
out a script. He did not know that the
stunned Japanese, frozen in place, would
watch the roaring crowd. Those people
will almost crush the chick on the pave-
ment. That some couple will stay in the
evening to write a letter to Juliet. He had
no idea exactly where these shots would
be in the final construction of the film. But
he understood why he was struck by this
spectacle, why he turns on the camera
and what he wants to focus on the audi-
ence. And the script was created during
the installation.

A lot of flmmakers working in this type
of film are creatively arguing with com-
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mercial Hollywood film-making formu-
las. No wonder one of the classics of the
genre of flmmaking, Frederick Wiseman,
when asked what his next film, what mes-
sage he sent to the audience, answered
in the words of philosopher Samuel Gold-
win: if you have a message then send
a telegram. Ambiguity is not the same as
ambiguity.

Frederick Wiseman, who is constantly
making films about the functioning of var-
ious social institutions (school, hospital,
city hall and museum), has his own, origi-
nal strategy of work:

“For me, each of these establishments
is a kind of play space, a kind of ten-
nis court. I'm interested in almost
everything that happens in this field...
On the one hand, in the normal func-
tioning of these institutions, in the
communication between its represen-
tatives, | try to see some drama, psy-
chology, etc., and on the other hand,
their everyday life reminds me of frag-
ments of “natural life”, practically, so
to speak, an object of natural science.
After all, in a sense, my paintings are
real chronicles, even chronicles of so-
cial existence”. (Maizel, 2006)

Wiseman's film Ex Libris. The New York
Public Library (2017), which was award-
ed the FIPRESCI Prize at the Venice Film
Festival in 2018, is just such a film. The
first superficial association of the library
with a warehouse or storage of books, the
same desks, endless shelves, cabinets
and forms has nothing to do with a real
modern library. In Wiseman's film, the main
thing is not books that he will shoot very
rarely. There are a lot of extremely bright
and enthusiastic people. The spectacle of
so many smart, talented, variously gifted,
intelligent characters is simply amazing. It
turns out that the library is a place to ex-
change thoughts, emotions, dreams and
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fantasies. The director is not afraid of long
synchronicities of artists, actors and phi-
losophers during creative meetings with
library visitors. Already at the beginning
of the film, a scientist polemically argues
that atheists in America should receive
the same respect as adherents of tradi-
tional religions, later, the young author will
read his modern work, unlike “what makes
young people fall asleep” (someone’s
child will cry loudly throughout the perfor-
mance), the sign language interpreter will
demonstrate acting skills in translating
a theatrical play. The library management
will discuss at the meeting the need to at-
tract homeless people to the library, and
what to do if one of them decides to go
to bed to rest or stay overnight in these
unique halls. Library call centre operators
will answer a variety of telephone ques-
tions, from the role of unicorns in ancient
English literature to finding traces of a rel-
ative who came from Europe to America
by steamerin 1910.
Frederick Wiseman says:

“The writer has all his imagination and
I'm limited to the footage and the ed-
iting possibilities. However, editing
for me is like writing a novel. The min-
imum amount of material | ever shot
for the film was 75 hours. The maxi-
mum was 160. While editing, | am reliv-
ing the filming process, and this living
is a way that allows me not only to se-
lect the right episodes but also to build
them in the right order. In essence, this
process is the opposite of how a fea-
ture film is made. In a feature film, you
start with a script, and in a documen-
tary (in my case, at least) you end with
a script. When you realize that you
have a script and it indicates that the
film is complete”. (Maizel, 2006)

Joris Evans has been making a film about
rain for several months. As soon as it
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started to rain somewhere in Amsterdam,
his friends called him and the cinema-
tographer went on a bicycle to film. Hertz
Frank filmed his boy in the theatre (that
is, the entire film) in ten minutes. However,
this was preceded by four years of train-
ing. Victor Kosakovsky photographed his
son in front of a mirror for less than an
hour. But he managed to make the film
only on the second attempt. He wanted to
shoot an episode when a child first sees
himself in the mirror in one shot. But at
the crucial moment, the mother called
the child, and the shooting was disrupted.
The director waited until he had another
child, grew up a little, and then the dream
film was shot. Frederick Wiseman spends
four to six weeks filming each film.
Summarizing the above, it should be
said that in many cases, directors came
across the objects and characters of their
observation films almost by accident. Ro-
man Bondarchuk was working on a com-
pletely different project when he learned
about the work in a remote village of two
men elected by the locals in order to main-
tain order and security. The director went
to the scene. Familiarity with what was
happening in the village exceeded all his
expectations. The director created a vivid
observation film Ukrainian Sheriffs (2015),
which won the Amsterdam International
Documentary Film Festival. Director Iry-
na Tsilyk took part in the art project Yel-
low Bus, which aimed to help talented
children in the east get acquainted with
cinema art and take the first steps in mak-
ing films. There she met a talented family
consisting of a mother and four children
living on the front line. In these extreme
conditions, the mother tries to do every-
thing possible to ensure that the children
not only survive in a difficult military atmo-
sphere. Anna involves children in art. They
make music and make movies. Director

Shyrman, R. Video Surveillance
as an Educational Exercise and Artwork
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Iryna Tsilyk was impressed by this family.
And she started making an observation
film about them. The director says that
even after starting filming, she did not
know what to focus on. There were sev-
eral options for how to make a film about
two sisters, about the survival of locals in
difficult conditions, about Anna, a mother
of four children. But later (filming lasted
two years), she decided that the core of
the film should be the story of the creation
of this family’s amateur film about the war.
Family discussions of the upcoming film
were filmed, as well as work on the sto-
ryboard with arguments about the nec-
essary size of certain plans, the shooting
itself and even the premiere of the film.
One of the girls goes to Kyiv and takes
exams at the university’s faculty of cine-
matography. It also found its place in the
film. The whole, the dramatic story did not
appear before the shooting but was cre-
ated during a long time of working on the
film. The director of the film Earth, Blue as
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Merta gocnigyxeHHs1 — npoaHanisyBaTh 3Ha4eHHs HaBYasIbHUX BMNPaB 3 BiLe0CNOCTEPEXEHHS AN PO3BUTKY
TBOPYUX 3AI6HOCTEN pPEXUCEPIB KiHO i TenebayeHHs]; JOBECTUM HEOOXIAHICTb i KOPUCHICTb Takux Brpas
He Nulle ANs AOKYMEHTAanICTiB, a U AN peXwucepiB irpoBOro KiHO Ta aHiMauii; BU3SHauuTu cneyudivHi
npuinoMn po6oTH pexxncepa Haj BifAeocrnocTepeXXeHHsiMU. MeTogonorisi AOoCNiAXeHHs1 I'PYHTYETbCA Ha
TEOPETUYHOMY aHanisi TBOPYOCTi BUAATHUX KiHOpeXucepiB, 3okpeMa GinbMiB i CBiAYEHDb LLOAO NPUPOAM
[oKyMeHTanbHoro KiHo lepua ®panka Ta ®Opepepika YariamaHa, aHaniai yKpaiHCbKUX Ta 3aKOPAOHHMX
dinbmiB-cnocTepexxeHb. HaykoBa HOBU3Ha NMONsirae y BU3HaHHI posii BijeocnocTepexeHHst ik 6a30BOro
efleMeHTa y BMXOBaHHi Ta HaBYaHHi KiHemaTorpadicTiB; BU3HAYeHHi XapaKTEPHWX OCO6IMBOCTEN
i NPUHLMNOBMX BiAMIHHOCTEN POGOTU Haf eKPaHHWMMU CMOCTEPEXEHHSIMU, NOPIBHIOYM 3 POGOTOIO Haj
iHWKXMK BUAAMU eKpaHHUX TBOPIB. BUCHOBKM. Y CTaTTi NpoaHanisoBaHO 3Ha4YeHHs BigeOoCrnocTepexeHb
0151 pPO3BUTKY TBOPYOI YABU CTYAEHTIB-pexucepis. [loBefeHO BaXIMBICTb CNOCTepeXeHb A1 TBOPYOCTI
pexxucepis, WO NpaulotoTb Yy BCiX BMAax KiHOMUCTeuTBa — BiJ AOKYMEHTaniCTUKM A0 irpoBOro KiHO
Ta aHimMauii. HaBefeHi npuknagu cTpaTerii peXxucepcbkoi poboTW Haj BifEOCMOCTEPEXEHHSAMM, LLIO
NPUHLMMNOBO BiAMiHHI BiJ MeTOAIB CTBOPEHHS iHLUMX BUAIB eKpaHHUX TBOPIB.
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Abstract

The purpose of the study is to analyze the coverage of the Boiko church heritage
in live-action films and documentary films, in mass media and in photographs.
To determine the role of audio-visual art in the coverage of sacred objects of
Boikivshchyna and to prove the necessity to preserve works of sacred heritage
by means of photo art. The researh methodology consists in the application
of the following methods: theoretical — the analysis of television plots and
documentaries providing information about the church art of Boikivshchyna,
synchronous and comparative method for deeper analysis of film adaptations
of M. Gogol's work, generalization of media influence on the formation of
public opinion. Scientific novelty. For the first time the reflection of audiovisual
means has been analyzed and a detailed analysis of documentaries, film
adaptations, television reports and photo exhibitions representing the church
art of the Boikos has been made. The factors influencing the importance of the
popularization of sacred heritage have been defined. Conclusions. In the article,
we have analyzed the coverage of the church heritage of Boikos in live-action
films and documentary films, in mass media and in photographs. With the help
of the analysis of television plots and documentaries, the role of audiovisual art
in the coverage of sacred objects has been defined.

The factors influencing the preservation of works of church heritage have been
studied and generalized in detail.

Bezruchko, O. and Bardyn, V., 2022. Presentation of the Sacred Heritage of Boikos by Means of Audiovisual
Art. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production, 5(1),
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Problem statement

About 30 ancient churches were lost in
western Ukraine during Independence.
Most of them are architectural monu-
ments. In order to motivate society to
protect the sacred heritage of the Boyko
region, it is advisable to use modern op-
portunities of audiovisual art to promote
and preserve these assets.

Documentary films that cover sacred is-
sues of a certain ethnic group are based
on the views of experts in this field, as well
as on direct communication with repre-
sentatives of a certain ethnic group. Thus,
the screen provides an opportunity to
learn about the cultural identity of a nation.

A feature film is a synthesis of different
art forms, which most often communi-
cates in the artistic plane with literature.
Films are often used in full-length filming,
and Boikivshchyna in its original form is
best suited for filming historical films -
works of literary classics. The peculiarity
of this region is a large number of religious
buildings with authentic architecture.

The specificity of the media is to dissem-
inate certain sources of information to all
comers. This form of dissemination of
information is best suited for acquainting
an unlimited number of viewers with ma-
terials relating to the state and possibili-
ties of preserving or restoring the sacred
art of Boyko temples.

Photography is best suited for catalogu-
ing and reproducing existing church art,
and modern digitization will help dissemi-
nate these works.

Recent research
and publications analysis

The importance and possibilities of the
modern documentary film were described
by I. Havran and M. Botvin (2020).
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Functions and features of new media
and traditional media were defined by
S. Honcharuk and A. Shurypa (2019).

A. Drobotenko (2017) revealed the con-
nection between journalism and docu-
mentary film and their influence on the
coverage of events.

Technologies of formation of public
opinion through mass media were de-
fined by T. Kurchina (2013).

0. Moskalenko-Vysotska (2020) identi-
fied and characterized three types of the
Ukrainian film adaptation.

The purpose of the study is to analyze
the coverage of Boikos church heritage in
feature and documentary films, in the me-
dia and photographs. To establish the role
of audiovisual art in the illumination of sa-
cred objects of Boykivshchyna. Prove the
need to preserve works of sacred heritage
by means of photography.

Main research material

A documentary is an effective tool for
covering ethnographic issues, which are
based on the opinion of experts in this
field, as well as direct communication
with members of a particular ethnic group.

A. Drobotenko in the article “Documen-
tary film and journalism: the interconnec-
tion of concepts” points out that

“documentary cinematography in
terms of viewers consuming the prod-
uct of its activity is not inferior to tele-
vision, printed or Internet publications.
Therefore, the concept of a documen-
tary film as part of journalism will give
an opportunity to draw the attention
of researchers who cover the problem
of manipulation in the media to docu-
mentary cinematography as it doesn’t
cover fictional events, but real per-
forms both entertaining and cognitive
functions”. (Drobotenko, 2017, p.4)

Bezruchko, O., Bardyn, V. Presentation of the Sacred Heritage
of Boikos by Means of Audiovisual Art
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To realize the above-mentioned func-
tion a documentary film Boykos was shot
at Ukrtelefilm in 1995. The script of this
film was written by T. Boyko and had to
contribute to the preservation and self-
identification of the Boyko ethnos. Also
on the film worked director V. Huzyk, cam-
eraman V. Borachek, cameraman of com-
posite shots A. Kahan, sound engineer
V. Koliada, film cutters N. Arakelian and
0. Knyzhenko, music by A. Kryukov, film
editor |. Pushkarenko and film director
M. Ohrimenko. The materials used in the
film were from Lviv museums of ethnog-
raphy and crafts, folk architecture and life
as well as the museums Boikivshchyna in
Sambir and Turka.

The chronicle of the film deals with the
history, traditions, rites and present of the
ethnographic group of Ukrainians - the
Boikos. The first world festival of the Boi-
kos “From Pure Sources” in Turka, Lviv re-
gion, State Historical and Cultural Reserve
Tustan, Lviv Museum of Folk Architecture
and Life, Lviv National Museum, M. Bilas
Museum in Truskavets are shown (Barano-
va, Kisil and Bazhan eds., 2019, p.651).

The plot of the above-mentioned film
used the interviews of doctor of histori-
cal sciences S. Pavliuk, people’s deputy
of Ukraine H. Demian, people’s artist of
Ukraine M. Bilas, art critic O. Sydor, local
historian M. Rozhko and ethnographer
A. Danyliuk (Baranova, Kisil and Bazhan
eds., 2019, p.651).

The film was created in such a way that
viewers could consider all the manifesta-
tions of the ethnographic group. Lots of at-
tention was paid to the historical aspect of
the formation of the Boykos and the origin
of the name “Boikos” as well. These ques-
tions were also studied by other scientists.

Forexample V. Voynalovych (2003, p.324)
in the article “Boikos” from the “Encyclo-
pedia of History of Ukraine” states; “Boi-
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kos belong to the ethnographic group of
Ukrainian ethnos living in the mountain-
ous territories of Ukrainian Carpathians
and Zakarpattia (Dolyna district and part
of Rozhniativ district of Ivano-Frankivsk
region, Skole district, Turka district, part
of Stryi district, Drohobych district, Sambir
district and Stary Sambir district in Lviv
region, Volovets and part of Mizhhiria dis-
trict in Zakarpattia region”.

The film focuses on culture, architecture,
sacred art and the participation of Boikos
in the formation of UPA units. The pecu-
liarity of this film is lots of shooting of
nature, simple villages and even ordinary
residents who took an active part in the
plot. The film highlighted the traditions of
the Christmas Eve celebration in an ordi-
nary Boiko family and the traditional ritual
songs called “Latkanky” that were filmed
on pastures. The film also featured a dia-
logue between a resident and a member
of a creative film crew. This documenta-
ry ends with a report filming of the first
Boikos ethnic fest “Boikos festival” which
took place in Turka.

At present, it's also important to cre-
ate documentaries on the subject of the
Ukrainian ethnic group but in a new for-
mat. I. Havran and M. Botvyn noted in
the article “Documentary film in modern
screen discourse” that:

“The development of documentary
film making doesn't stand still, young
directors try to convey to viewers
their vision of eternal problems and
their possible solutions. With the help
of modern media, viewers are more
focussed on quality documentaries.
Modern TV channels actively support
young and also experienced docu-
mentary flmmakers, create their own
documentary TV projects and cover
the most relevant topics”. (Havran
and Botvyn, 2020, p.13)
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One of such modern films is called
Who are Boikos? from the media project
Ukrainer

Everyone needs to know their roots.
Nowadays documentaries occupy a large
part of information space on a level with
books and Internet editions. The means
of documentary filmmaking provide an
opportunity, in a short time to visit differ-
ent ethnographic museums, get acquaint-
ed with historical information, analyze
the testimony of eyewitnesses and form
one’s own opinions. At present, the im-
portance of historical and ethnographic
documentaries is very high. A quality film
product can be a great counter-argument
to Soviet and Post-Soviet propaganda.

At the moment the most popular film ad-
aptation of M. Gogol’s novella is the film
with the same name released in 1967.

According to O. Moskalenko-Vysotska’s
explanation “The first of them can be
roughly considered to be a direct film
adaptation. Its characteristic feature is
an unusually careful attitude towards
the original source. The degree of devia-
tion from it is extremely insignificant. As
arule, the director tries to preserve the au-
thor’s text, does not significantly change
the characters of the original, follows the
author's plot without significant chang-
es, and so on” (Moskalenko-Vysotska,
2020, p.123).

When comparing the plot with the origi-
nal source we can conclude that the film
Viy (1967) is a direct film adaptation. On
the basis of the things mentioned above,
it should be assumed that this film adap-
tation of the original is the most detailed.
According to the plot of the novella Viy by
M. Gogol, it was necessary to find an old
wooden Ukrainian church because most
of the plot was connected with it.

As M. Gogol (1959, p.176) himself wrote
in his work Viy that “the church is wood-
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en, blackened, covered in green moss, with
three cone-shaped domes, stood gloomily
on the edge of the village”. According to
this description, the search for future na-
ture started. However, at the time of film-
ing most churches in Ukraine had been
converted into warehouses or used for oth-
er community purposes according to the
atheistic views of the Soviet government.

0. Tereliak (1990, p.4) in “The Chronicle
of Boikivshchyna” states that “our Boi-
kivshchyna is rich in wooden religious
structures: churches, bell towers, chapels”.

Y. Dyba also states that

“Boikos church is the original, histor-
ically established type of Ukrainian
Christian sacred buildings of Eastern
Rite, widespread in the Carpathian
ethnographic region Boikivshchyna.
These are mainly three-part wooden
structures of general Ukrainian type
that are distinguished by a complex
profile of covering. Woodentops of
churches were narrow and consisted
of interchangeable bent and vertical
log structures”. (Dyba, 2015)

This description coincides with M. Go-
gol's description of a church.

0. Lytovchenko in the article “The film
adaptation of M. Gogol’s novella “Viy” in
Chernihiv region” points out that “after
filming in the Chernihiv region on August
25, 1966, the film crew went to Ivano-
Frankivsk region and stayed in Western
Ukraine until mid-November 1966. The
creative team worked in several localities.
As in Chernihiv region, lots of episodes
were shot in the vastness of nature. Thus,
the final version of the film includes the
Church of the Assumption of the Blessed
Virgin Mary, which is located in the village
of Horokholyn Lis. According to the plot
the dead young lady was carried there for
the funeral service. At the same time in
Moscow work was carried out on the con-

Bezruchko, O., Bardyn, V. Presentation of the Sacred Heritage
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struction of a fake church in the pavilion
of the film studio Mosfilm for filming epi-
sodes showing the events inside the tem-
ple”. (Lytovchenko, 2017, p.150)

Thus, to film the exterior of the temple
the film crew selected the wooden church
of Horokholyn Lis, situated on edge of
Boikivshchyna. At that time the church
was used as a museum of religion which
didn't interfere with outdoor shooting.

There are several hundred monuments
that form architectural and sacred her-
itage on the territory of Boikivshchyna.
This feature is due to the significant de-
velopment of the area as a craft and trade
centre, availability of rich natural resourc-
es and favourable geographical location.

V. Badiak (1994, p.143) in his work “The
collision of Ukrainian sacred art” states
that “the work of our people in the field
of church art is significant and properly
appreciated in the world. But unfortunate-
ly, losses are noticeable here. If they are
ungrounded or specially organized, they
always hurt a conscious citizen’s soul, call
for alarm, for deep scientific analysis”.

It is worth agreeing with the author’s
opinion because nowadays there are un-
precedented cases of irreversible destruc-
tion of wooden temples by fires. In this way,
not only the building itself disappears but
also priceless icons, unique carved interi-
or elements and everything in the church.
Unauthorized and incompetent repairs
and restoration of sacred art objects are
also common. They also damage church
monuments. Often the cause of such mis-
fortunes is banal frivolity and sometimes
ignorance of the church community.

One of the possibilities of mass media
is to educate viewers through a variety of
educational content. S.Honcharuk and
A. Shurypa (2019, pp.62-63) in the article

“New media and traditional mass media in
the communicative field” state, that “new
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mass media give users an opportunity to
get acquainted with different points of view,
thoughts and facts on the topic of interest
(for example in the form of hypertext). Fol-
lowing links or tags, it's possible to under-
stand different events more deeply. When
this becomes a habit, a more tolerant atti-
tude to events is formed. The influence on
human outlook is formed in this way”.

Thus, mass media contributes to the
formation of viewers’ personal opinions
about the events taking place around as
well as the current state of sacred art in
Boikivshchyna.

At the time of developed information
communications, traditional media chan-
ges its appearance to some extent. S. Hon-
charuk and A. Shurypa (2019, p.61) state,
that “old and new media are combined on
the basis of their main task — to deliver
messages; they only differ in the methods
and form of this delivery”.

Now there are a number of TV channels
and YouTube channels of religious orien-
tation which are engaged in an education-
al activity. These channels are:

* Glas - Ukrainian satellite information
and educational TV channel;

* Live television — a socio-religious
project of the Ukrainian Greek Catho-
lic Church;

* CREDO - a Catholic socio-religious
YouTube channel that covers issues
of faith in modern art;

* Mission Apostle — a YouTube channel
uniting laity and the clergy Apostle.

There are also traditional channels cover-
ing the current state of the sacred heritage
of Ukraine and Boikivshchyna. Among the
information concerning church art, the fol-
lowing reports may be singled out:

* How to save church art? (Live TV);

* Lviv debate. How to protect the sa-
cred heritage from European-style re-
modelling (Public Lviv);
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* The third Plein-Air of sacred art (TV
Truskavets);

* Inexhaustible source.
(Galicia);

* Father Sebastian Dmytruk in the pro-
gramme “Interesting about the diffi-
cult”;

* Destroyers of unique church paint-
ings in Slavske may be fined more
than one million hryvnias (Zaxid.net);

* lllegal repairs: regional authorities will
sue the community over the destruc-
tion of the historic site (Channel 5);

* The wooden church, which was an
architectural monument of local sig-
nificance burned down in Prykarpattia
(Channel 402);

* Church robbed in Svaliava region (TV
company M-Studio);

* The story of the icon of the Mother of
God in the village of Hoshiy;

* Blessing of the newly built chapel in
the village Bylychi (Halleluja TV).

However, it should be noted that the me-
dia has one more peculiarity. As T. Kurchy-
na (2013, p.36) inthearticle “Technologies
of formation of public opinion through the
media” states “the formation of a certain
public opinion through the media, manip-
ulation of public consciousness and influ-
ence on it are increasingly becoming an
integral part of democratic society’s life”.

Taking the above-mentioned into ac-
count it is necessary to increase public
awareness of relevant material related to
the church art of Boikivshchyna.

Sacred art
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Conclusions

In the article, we have analyzed the cov-
erage of the church heritage of Boikos in
live-action films and documentary films,
in mass media and in photographs. With
the help of the analysis of television plots
and documentaries, the role of audiovisu-
al art in the coverage of sacred objects
has been defined. The factors influencing
the preservation of works of church her-
itage have been studied and generalized
in detail.

It is worth mentioning, therefore, that
at present it is advisable to hold differ-
ent events to warn and strengthen the
importance of actions of church com-
munities concerning their church and to
spread them with the help of mass media.
It's advisable to develop a number of TV
programmes with useful information of
practical content, on how to protect and
preserve sacred heritage for their children.
However, it should be noted that the ex-
isting temples are primarily places of wor-
ship, not architectural monuments.

At present, Boikos churches have re-
stored their original functionality. Tem-
ples are considered to be great venues
both for live-action films and documenta-
ry films. Each temple is unique in its own
way and the place for its construction
wasn't chosen randomly. The presence
of numerous church items can serve as
stage props. All this creates an unusual
atmosphere that we often see in films.
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caKpasnbHOi cnafwuHy 3acobamun hoTomuncTelTBa. MeTogosorisi ocigXeHHs NONsirae y 3aCToCyBaHHI
TaKMX MeTOAiB: TEOPETUYHOro — [ANA aHanidy TeNlecoXeTiB Ta AOKyMeHTanbHuXx GinbMiB Ha nogady
iHbopMauii Wwoao UepKoBHOro MucteuTBa BOWKIBLUMHKM, CUHXPOHHO-MOPIBHANIBHOIO — ANst FMGLIOro
aHanisy ekpaHisauin TBOpYocTi M. lorons, ysaranbHeHHsi BNAuBY 3acobiB MacoBoi iHdopmalii Ha
(hopMyBaHHsi rpoMafCcbKoi iyMKu. HaykoBa HOBU3Ha: ynepLue npoaHani3oBaHo Bio6paXxeHHs cakpasibHOro
MucTelTBa BonkiBLMHM ayaioBidyanbHUMK 3acob6amu; NPoOBeAEHO fAeTallbHUIA aHani3 foKYMeHTaNbHUX
dinbMmiB, ekpaHisauii, TeneBi3itHUX penopTaxiB Ta GOTOBUCTABOK, Y SIKUX BifobparkaeTbcs 6OMKiBCbKe
LIepKOBHE MUCTELTBO; BU3HAYEHO YMHHUKM, AIKi BNANBAOTb Ha aKTyaslbHICTb nonynspusadil cakpanbHol
cnaaWwuHu. BucHoBkM. Y cTaTTi npoaHaniaoBaHO BWCBITNEHHS GOMKIBCbKOI LEPKOBHOI CRajLiuHK
B irpPOBOMY Ta AOKYMEHTanbHOMY KiHO, 3aco6ax MacoBoi iHbopmalii Ta doTorpadisix. 3a JONOMOror
aHanisy TesleCroXeTiB Ta [OKYMeHTanbHUX (iflbMiB BCTaHOBNEHO POfb ayAioBidyanbHOro MUCTeUTBa
y BUCBIT/IEHHI cakpasibHMX 06’eKTiB. [leTanbHO onpaLboBaHO Ta y3araJbHEHO YMHHUKM, SIKi BNIMBaKOTb Ha
36epeXXeHHs1 TBOPIB LIEPKOBHOT CNaALLUHK.
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Abstract

The purpose of the research is to study the interaction peculiarities of man
and nature in documentary film, to establish separate dramatic techniques
and features of the author’s documentaries on environmental topics using the
examples of the creative work of leading masters. The research methodology
includes comparative, factual and historical analysis. Films were chosen for
observation, in which the author’s concepts of creating a documentary film on
the topic of interaction between man and nature were most clearly manifested.
The historical-comparative method expands the search for sources to create
an objective historical picture and the time in which the events took place.
The problem-chronological method of studying the historical reality made it
possible to compare the documentary chronicles of different years, as well as
to trace the consequences of its socio-cultural and ideological influence on the
consciousness of people. Scientific novelty. The author analyzes the dramatic
techniques and features that are, to one degree or another, relevant and relevant
precisely in films on the topic of interaction between man and nature. In films
on the chosen topic, a kind of cinematic space and a complex, multifaceted
image of a hero, who is not necessarily a person (nature as the main character),
is formed. All these abilities and techniques require special analysis and
comprehension. Conclusions. The director’s desire to go beyond the traditional
chronicle perception of a screen document, to turn it into a metaphorical sign,
to create a purposeful author's monologue, by manipulating screen signs —
hieroglyphs, is analyzed. Editing techniques are considered — a sequential
conclusion from the automatism of the screen material perception through the
removal of some image techniques: the expression of the angle, the paradoxical
composition, the choice of the size of objects, the change in the shooting speed,
tonal and colouristic accents.
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Problem statement

The topic of ecology, as an interethnic and
global one in terms of geographical cover-
age, has become in demand in world cine-
ma in recent years. It is commonly known
that cinema is a significant part of modern
culture and influences our world perception.
Environmental protection issues occupy
a special place in cinematography. There
are “environmental” dramas and comedies,
animated films, feature films and, of course,
documentaries. In some of them, the top-
ic of ecology is barely noticeable, while in
others, on the contrary, environmental prob-
lems of current influence are acute. The en-
vironmental issues are reflected in various
genre forms, in particular, in film journalism
that talks about the emergency condition
of the environment, pollution of rivers, seas,
air; flms about animals living in the natu-
ral environment; there are films about men
and animals’ interaction; stories about hu-
man life and nature, etc. However, it should
be noted that this subject arrangement by
genre is conditional and reflects common
environmental problems.

The best world documentary filmmakers,
one way or another, address the problem
of human-nature interaction. For our re-
search, the author's documentary raising
the issue of human-nature interaction is
of the greatest interest. It is the director’s
work on the film that demonstrates the
unusual approaches to the collected ma-
terial and artistic decisions’ originality. It
is, first of all, about the creation of expres-
sive audial and visual images, and their
compositional and montage alignment.

Recent research
and publications analysis

In our research, we relied on the theoret-
ical work of world theorists and documen-
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tary filmmakers, including S. Eisenstein’s
collection “Nonindifferent Nature” (2006),
which presents theoretical studies of ed-
iting and filming of documentaries. In the
work “My Cinema” by film director A. Pe-
leshian (1988), there is an article “Remote
editing or distance theory” where the
author explains the content of the edit-
ing method and its difference from the
well-known concepts of “film-eye” and
“film-fist” Dzyga Vertov and Sergei Eisen-
stein. The method of remote editing has
been successfully used by the director in
a number of his films.

The works of applied nature are most
widely spread in our country, which can
help to solve practical problems and talk
about the technologies of screen docu-
mentaries production: Sh. Bernard (2007),
M. Rabiger (2008), A. Rosenthal (2000).
Theoretical understanding of modern
Western trends in the film industry is pre-
sented in the work of L. Grindstaff (2005).

The researcher H. Prozhyko (2011) stud-
ies the history of a foreign documentary
film based on the interaction of figurative
and analytical methods of argumenta-
tion, offering her own scheme of existing
documentary genres. Note the article by
Ye. Trusevych (2010) “Drama Features of
Documentary” analyses the artistic moti-
vations that prompt the world’s best docu-
mentarians to turn to this subject (Werner
Herzog, Godfrey Reggio, etc.), as well as
dramatic techniques that are more char-
acteristic of an environmental film.

Some young Ukrainian scientists study
documentary cinematography. Thus, the
article by M. Turkavi “Documentary film:
history of the issue” (2014) examines the
evolution of documentary film from the
standpoint of its demand in society and
the peculiarities of film distribution and
exhibition system. Its place in the present
and prospects of development are anal-
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ysed. Problems of spectator perception
of a documentary film on the example
of the film by French documentary film-
maker Emmanuel Gras “Makala” (2017),
are revealed in the article by A. Bezuhlyi
(2018) “Space of senses in documenta-
ry cinema”. The author deals with issues
related to the perception of the audience,
the communication of the documentary
with senses and signs, and the role of the
author/director in documentary cinema.

Full-fledged domestic research in the
field of documentary cinema is generally
few. As for the work on the narrow subject
of ecology, and human-nature interaction,
they are totally absent. However, this di-
rection of flmmaking already has a set of
its own dramatic techniques. Given that
the documentary dealing with this subject
went beyond a simple thematic designa-
tion, there is an urgent need for its special
consideration. First of all, there is a need
to analyse the work of those documentar-
ians who are the founders of this type of
film production.

Thus, the relevance of this problem is
to remove the following contradictions
between the actualization of interest in
modern documentaries on the subject of
ecology and the small number of modern
works on this issue.

The purpose of the study is to study the
peculiarities of human-nature interaction
in documentary cinema; to find out cer-
tain dramatic techniques and peculiarities
of the author’'s documentary film on envi-
ronmental issues.

Main research material

Analysing documentaries on the nature-
human interaction, we drew our focus to-
ward the artistic endeavour of the world
documentary filmmakers. The works by
directors creating films on the nature-
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society interaction are diversified. The
author's works reveal the commonality
of compositional solutions and montage
rhythm based on the unified laws of na-
ture and art, which was substantiated by
the practitioner and theorist, the classic
of world cinema Sergei Eisenstein (2006,
p.22): “The organic unity of a work, aris-
es when the law of the construction of
this work corresponds to the laws of the
structure of organic phenomena of nature.’
(emphasis in the original).

Let us turn to the work of the creator of
the original editing method A. Peleshyan,
who for a long time followed the method
he substantiated in his scientific work, but
he made his last films in other rhythmical-
ly organized editing compositions “The
End” (1992), “Life” (1993).

The director first demonstrated his ed-
iting method in his early works “The Be-
ginning” (1967) and “We” (1969). A char-
acteristic feature of the director's style
is his author's concept which combines
sound (music, noise effects) and images.
(Note that the predecessor of this method
was the Canadian animator Norman Mc-
Laren. In his jazz improvisation “Musical
Fantasy” (1952) he managed to achieve
extraordinary expressiveness in the com-
bination of sound and image) (Peleshyan,
1988, p.138). A. Peleshyan theoretically
substantiates it as a method of remote
editing: “...I try not to knock two basic
frames together that carry an important
semantic load, but to create a distance
between them. <...> This helps to achieve
much stronger and deeper content than
with direct splicing. The film's expressivity
thus becomes more intense and its infor-
mative capacity takes on colossal propor-
tions.” (The method of remote editing is
used in the documentary film “Soul of the
World” (1992) by American director God-
frey Reggio).
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The barbaric extermination of animals
leading to the reduction of biological diver-
sity on the planet is described in the film
“Inhabitants” (Belarusfilm, part 1, 1970).
The director collects/constructs the work,
partly based on archival films. As a rule,
A. Peleshyan uses in his works three/two
repetitions of frames of the same content,
which carries an important semantic load.
The film features footage of a macaque
monkey clinging to the bars of a cage and
a lot of wild animals rushing wildly from
the chase. Documentary, philosopher and
“poet” A. Peleshyan builds a visual work
(to the music of Paul Mauriat and sound
and noise track) that becomes clear that
not only sympathizes with living beings
but also calls to protect their right to life.

A. Peleshyanas film “The Seasons’
(3 parts, 1975), is edited to folk and clas-
sical music (Antonio Vivaldi's pieces)
where shots of rescuing domestic ani-
mals are repeated three times. The script
of the film reads, “In a duel with the raging
streams of water, they (shepherds — au-
thor’s note) caught sheep, but fell down
again, slipping off the rocks”, and further,
“hands picked up the drowning sheep,
passed them to each other, threw them
ashore, caught them again, not allowing
them to drown” (Peleshyan, 1988, p.41).
For the third time in the script, the lines of
the first episode are repeated, “In a duel
with the raging waters..” (Peleshyan,
1988, p.43). A. Peleshyan implements the
plan quite accurately: at the beginning of
the film, the shots are repeated over and
over, as if emphasizing the difficulties of
overcoming a mountain river. A montage
fragment in the middle confirms that the
meaning of the episode is preserved, but
now a crossing has been arranged to save
the animals: shepherds on horseback
pass the sheep from hand to hand, and
when the animals fall into the river, they
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are caught in wild water. And finally, in the
last minutes of the story, which poetizes
the difficult peasant work, people with
animals in their arms go down a steep
slope and catch them over and over in
a mountain river. In the film with a lyrical
title, the author spiritualizes the routine
work of a stock-breeder associated with
the risk of life. According to M. lampolski
(1988, p.65), in this film “the same scenes
appear either as a chronic essay of harsh
mountain life, or as a poetic metaphor.” Of
course, the works of A. Peleshyan are sim-
ilar to poetic works, where frames-rhymes
that repeat three times add substance to
the visual expression.

In the late 20th — early 21st centuries,
the world documentary filmmaking is
undergoing serious evolutionary chang-
es. Their meaning lies in the polarization
of the author’s ambitions. On the one
hand, it is the desire to participate in the
social progress of society and, as a con-
sequence, the development of a journal-
istic analytical form of screen document.
On the other hand - the need for the
author’s poetic understanding of life pro-
cesses and expression of their thoughts
in a clearly subjective monologue struc-
ture. The second direction brings over the
author’s personality to the fore — his con-
cept of the issue studied and, of course,
individualized cinematic form. The main
developmental lines of this thesis in line
with the work of American documentary
filmmaker G. Reggio are worth consider-
ing in more detail.

G. Reggio's work on his first film,
“Koyaanisqatsi” (1982), lasted more than
seven years. At the heart of the author’s
search was the desire to combine imag-
es of the real world and technically trans-
formed civilization into a single stream of
visual impressions and musical rhythm.
The acquaintance with the composer Phil-
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ip Glass, the author of numerous operas
and avant-garde opuses, became fateful
for the director. After all, P. Glass not only
wrote the soundtrack for Reggio’s film but
also sought a solution to each episode
with him. Their collaboration created the
impressive form of the film that ensured
the director’s success. The director’s and
composer’s collaborative work continued
in the following films of the “Qatsi” trilo-
gy: “Powaqqatsi” (1988) and “Nakoyqatsi”
(2002).

Working on the trilogy, G. Reggio creat-
ed a powerful screen poster to protect
the ecology of the planet “Anima Mundi”
(“Soul of the World”) (1993), which col-
lected images of more than 70 represen-
tatives of the animal world of the Earth.
The author's position is stated in a quote
from Plato’s “Timaeus” that the Earth is
a living being and has a soul; the quote
was repeated in all world languages.

Life attitudes focus on universal mor-
al issues, and the search for a special
language of communication with the
audience determined the semantic as-
pects of G. Reggio’s screen message, an
unexpected form of “nonverbal cinema”.
This formula, implying the rejection of
direct wording in words, has repeatedly
emerged in documentary filmmaking in
artistically sharpened films, usually poet-
ic in structure and aesthetic pathos.

G. Reggio’'s method is most transparent
in his first film “Koyaanisqatsi”. The dra-
matic structure of the film is quite trans-
parent: the collision of the Creator’s world
and the ant fuss of people who are busy
adapting the world to the pragmatic needs
of their endless consumption. These two
worlds are placed in different episodes of
the story manifesting in a specific screen
concept, combined with a simple “ring”
image of cave paintings. They drive the
viewer away to apocalyptic prophecies
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that the memory of the Hopi Indian tribe
preserves. It was their language that gave
the film its name, enchanting the viewer
with its incomprehensibility, which in turn
made the author’s text irrelevant. Accord-
ing to the director’s plan, the translation of
the title, as well as the texts of the proph-
ecy appear only at the end of the film, their
meaning unequivocally implies a quick
apocalypse. The soundtrack of the film
takes over the functions of the direct au-
thor’s focus, and it is not just a rhythmic
“canvas” that dictates the emotional pal-
ette of image perception.

When the film was released, it was rec-
ognized by many critics and viewers as
innovative. There is both true and false
opinion in this statement. It will be re-
called that from the moment of realization
of its artistic potential, the documentary
film, shown in the variety of authorial in-
terpretive development of reality, included
extreme forms of poetic transformation
of an adequate picture of life, consoli-
dating the screen text in the category of
metaphorical sound. The most famous
examples are D. Vertov, A. Peleshyan and
their followers.

The essence of this direction is the
strive to go beyond the traditional chron-
ic perception of the screen document, to
turn it into a metaphorical sign, to create
a purposeful author's monologue, ma-
nipulating screen signs - hieroglyphs.
Therefore, the directors were required to
consistently withdraw from the automatic
perception of screen material through the
use of certain image techniques. Here is
the expression of the angle, the paradox
of the compositions, the choice of object
size, the change of the shooting speed,
and light-tonal and colouristic accents.
And, of course, an attractive, usually mon-
tage context, which further enhances the
autonomy of every symbol on the screen.
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The human theme is perceived by the au-
thor on two levels. The first is the ant fuss,
the kaleidoscopic nature of human faces,
carried by rapid currents, which are “urged
forward” by the rhythm of music and the
speed of shooting. The second is static
portraits of seemingly random passers-by.
However, it is important that these por-
traits arise against the background of the
incessant hectic movement, which takes
the form of a vague lack of focus. This
atmosphere combines isolated portraits
of that faceless mass that “runs in and
out” of doors and stairs of escalators with
incredible speed. Here we finally get the
usual convergence of the shooting cam-
era and the subject. Moreover, in some
cases: the pilot of the plane, the girls from
the casino, the people who openly look at
the camera - the level of contact is estab-
lished, which transforms the author from
an outside observer to a specific person
with whom his characters communicate.

The remarkable thing is that modern
information technologies, for all their di-
versity, remain primarily screen ones, pre-
serving the tradition of the screen display
of reality, both in pictures of reality itself
(photographic line) and in the montage-
symbolic message (message line).

As a result of getting to know the work
of documentary filmmakers at the turn of
the century in the field of artistic develop-
ment of reality, it becomes obvious that
the autonomous vector of screen doc-
umentary, which can be called author's,
acquires new original forms supported by
multimedia technology.

Following G. Reggio, the leading cam-
eraman of his first films, R. Fricke, shot
his own films “Chronos” and “Baraka”
(1993), reproducing G. Reggio’s metaphor.
But, unlike him, R. Fricke, especially in the
film “Baraka”, seeks to influence the view-
er not by montage-rhythmic power, but
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by meditative contemplation of the view
of the world through the duration of con-
tact with the screen. Colbert in his “Ash-
es and Snow” (1998) also focuses on the
entertainment potential, where animals
and people in shots taken by a famous
artist-photographer with exquisite skill,
become part of the holistic harmony of
nature. And the film “Into Great Silence”
(2006) directed by P Gréning (France,
Switzerland, Germany) depicts a leisurely
story of the monastery life away from the
worldly bustle, and is perceived as a real
plastic metaphor.

Conclusions

Thus, attention to films that reflect the
interaction of man with nature is not ac-
cidental. The human attitude to nature
is a test for the stability of their ethical
positions. In the author’s films involved
in the analysis of the nature-human re-
lationship, the position of the creators is
unambiguous. All of them use figurative
means to speak about the value of nature
for a human, about the sensual commu-
nication with nature necessary for a hu-
man. Nature declares itself a clear tempo-
rhythmic pattern of living beings’ move-
ment, their life cycle. Nature lives by cer-
tain laws. The artist, director, and human-
creator perceive these laws and rely on
their stability and cyclicality.

Knowledge of the laws of cinematic
language, discovered and described by
the classics, their practical development
and acquisition contribute to the creation
of impressive works. Documentary ma-
terial is organized on the basis of univer-
sal laws of nature, which are included in
the list of methods of creating works of
art. Although this does not mean such
methods should be brought to the level
of canon. Cinematic language is evolv-
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ing, and this is facilitated by experiments the power of influence. Such films en-
that few dare. Sensing/understanding courage you to obey their magical cur-
rhythmic construction, as well as knowl- rents, immerse yourself in the rhythms
edge of the laws of art, the laws of nature  set by the artist, and feel the spiritual
is the key to creating works that have effect of co-creation.
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Abstract

The purpose of the study is to consider the phenomenon of violence on the
screen in its historical development. Also, outline the dominant views in
modern film discourse on the problems of violence and the peculiarities of its
perception by a wide audience. Research methodology. To achieve this goal,
the following methods were used: analysis and synthesis — to identify certain
parts of the overall problem, their study, and construction of a complete picture
of the subject of research; historical method - to characterize the development
of understanding of each category at different stages of development of
science. Scientific novelty arises as a result of comprehensive coverage of
issues in the dynamics of violence in the context of the historical development
of cinema. Knowledge of the discussion on the impact of violence on the
audience is developing. The study’s practical significance lies in its openness
for use in practice by theorists, historians, directors, screenwriters, and other
professionals in the field of cinema. In addition, the study’s results should be
used in the training of specialists in various fields related to film and cultural
studies. Conclusions. In the course of the article, we analyzed the coverage
of the topic on the screen, which proves that until the 1920s, cruelty did not
become part of the mainstream and was used in individual works of art to
strengthen universal values. It is significant that these films are not commercially
successful and shock the public. After the two world wars, violence no longer
makes such an impression on the public. It returns to the screens, gradually
increasing its intensity. When violence illustrated real situations in the post-war
years, in the 1960's it became a powerful means of expression and gradually
came to self-parody in the slashers of the 1980s, when directors themselves did
not perceive it otherwise than as a means of entertaining the public.
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Problem statement

In modern culture, there is a continu-
ous process of destruction of traditional
aesthetics in art, which has developed
over the centuries. Culture, by absorbing
the media, turns death and murder into
ordinary spectacles. Cinema has an ex-
tremely strong emotional impact on the
audience and therefore becomes an ex-
tremely dangerous art in conditions of to-
tal aggression. The depiction of violence
in the visual arts is not a constant maj-
esty. Turning to different periods in the
development of film culture, we can trace
certain dynamics. There is an increase in
the sensual, formal, and pictorial aspects
in everything related to bringing cruelty to
the screen, as well as a decrease in em-
pathy and evaluation in terms of moral
values. In the study of the evolution of on-
screen violence, special attention should
be paid to Western and American cinema
in particular, which led to the emergence
of thriller and horror as a genre, as well as
the formation of so-called “devilish” mov-
ies, disaster films and films on apocalyp-
tic and post-apocalyptic themes.

Recent research
and publications analysis

In the article, the author refers to the fun-
damental philosophical work of E. Fromm
“Anatomy of human destructiveness” and
its analysis in the study of I. Sidorenko
(Violence as the destruction of human
nature in the philosophy of E. Fromm) to
establish a fundamental understanding
of philosophical concepts of violence and
cruelty. Materials by P. Alexandrov and
V. Sobchak are also used, which study the
problems of the present, violence, and
death in the context of cinema and mod-
ern myth-making. J. Sadul’'s work “World
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History of Cinema” also became a valu-
able basis for research.

The purpose of the study is to consid-
er the phenomenon of violence on the
screen in its historical development. The
author of the article also outlines the
dominant points of view in modern film
discourse on the problems of violence
and the peculiarities of its perception by
a wide audience.

Main research material

In the discussion about the role of the
image of violence on the screen, the re-
searchers did not come to a single con-
clusion. Beginning with Freud, some be-
lieve that spectacles with elements of
cruelty perform a therapeutic function,
releasing ghosts of the subconscious
without harm to the individual and others.
Others believe that films where cruelty is
a constructive element of drama, includ-
ing horror films, are a modern analogue
of a “scary tale” that similarly prepares
a person to meet the real world with all its
possible dangers.

German scientist Erich Fromm did not
see anything positive in cruelty not in-
tended for self-defence. He believed that
violence is destructive and dulls empathy.
“Specifically, | distinguish human passion
for absolute domination over another liv-
ing being and the desire to destroy (ma-
lignant aggression) in a special group
and call it the words” destructiveness
“and” cruelty” (Fromm, 1999, p.13). An-
alyzing E. Fromm's concept, researcher
I. Sidorenko (2015, p.111) emphasizes
a rather interesting connection between
destruction and rationality: “society be-
comes destructive because guided by the
systemic interests of the whole, ignoring
the individual interests of the individual”
The essence of the paradox is that what
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is productive for the whole, in one way or
another turns destructive for the individ-
ual. Thus, the researcher concludes that
destruction is a kind of socialization of
man, which, in turn, feeds the social de-
struction of society as a whole. “The prob-
lem of social destruction is that in the so-
cial dynamics it is manifested in various
processes of imposing pseudo-values,
and thus destroys the awareness of the
value of life, and as a result, there is an
orientation to destructive forms of self-
realization, as vital interest is to preserve
its coordinate system, on which depends
the awareness of oneself as a person”
(Sidorenko, 2015, p.112).

Successive to this position is the as-
sumption that the display of crime on the
screen causes a certain category of people
to repeat what they saw. Several statistical
studies by competent specialists confirm
this view. However, there are no clear evi-
dence that it is violence on the screen, and
not other social, psychological, or even
genetic factors, that pushes the audience,
including adolescents, the audience to
transfer what they see to real life.

However, the continuous repetition of
bloody plots in film and on television
makes the viewer accustomed to them.

On the one hand, it allows you to feel
calmer in the face of real horrors and avoid
panic. V. Sobchak (2006) suggests that to-
day’s cinema seeks to teach us to live in
reality: “Death that comes to an individual
makes him a kind of chosen destiny, and
the attention of film cameras gives him
majesty. Cinema reproduces our fears,
and at the same time weakens their”.

On the other hand, the threshold of sen-
sitivity of the spectator decreases. And so,
over time, the aesthetic appetite for more
refined and bloody bloodshed is increas-
ingly inflamed. The most horrible death
takes the form of a pathetic melodrama.
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The brutal killer can be the main character
and cause admiration (a striking exam-
ple is Dr Hannibal Lecter from Silence of
the Lambs (1991) brilliantly performed by
Anthony Hopkins). And less than a cen-
tury ago, censorship excluded from Todd
Browning's Dracula (1931) a scene in
which a vampire’s hand slowly rises from
a coffin as one that could injure the viewer.

It would be hypocritical to say that this
is a new milestone in the history of mass
culture in general and mass spectacles
in particular. The desire to contemplate
scenes of violence accompanies human-
ity throughout its existence. Here we can
mention the trials of witches and heretics;
the experience of public executions is
a phenomenon that is usually associated
with the Dark Ages, but it is also wide-
spread in the practice of modern prisons;
dog fights, and the like.

Violence on the screen has been present
since the very beginning of cinema and
remains there to this day in various forms
and invariably in large portions. Consider
the historical chronology and unfolding of
the growing outspokenness of the demon-
stration of cruelty in front of the frame.

Avant-garde experimenters, such as
L. Bunuel in his Andalusian Dog (1929) or
S. Eisenstein in his films resort to physio-
logical detail in the depiction of violence.
However, in this case, pictures of cruelty
are the strongest means of artistic influ-
ence and make the viewer tremble with
compassion and pain, and are used to ex-
press the humanistic idea, while in mod-
ern cinema, the image of cruelty is gradu-
ally becoming an end in itself.

The first film to unfold a scene of vio-
lence before the audience is considered
to be the historical miniature The Execu-
tion of Mary of Scotland (1895), shot by
Edison. The film shows the story of the
execution of Queen Mary of Scotland. It
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was shot in one shot with a still image.
In this few-second video, a woman ap-
proaches the executioner surrounded by
guards, gets on her knees, and has her
head cut off. Of course, the still shot was
to replace the man in the frame before
the beheading. However, the film shocked
viewers. Just as viewers saw close-ups of
“severed heads” at that ancient stage in
the development of cinema, they believed
that someone had indeed been executed
for the shot.

D. Griffith’s Intolerance (1916) became
a landmark picture of the next decade
in the context of depictions of violence.
Although the main idea of the picture is
the deprivation of suffering by the sacri-
fice of Christ, violence is depicted here
quite intensely and emphatically. The film
consists of four episodes, each of which
tells its own story — “The Fall of Baby-
lon"”, “Mother and Law”, “Bartholomew’s
Night” and “Life and Suffering of Christ”.
Viewers will be able to see murders of var-
ious kinds, war atrocities, and crucifixions.
The picture amazed the audience with the
closeness and ease of death caught in
the lens.

Shortly after Griffith, bloody scenes
flooded the screen. The main culprit was
the First World War. Before that, the cam-
era bypassed the scene of excessive ri-
gidity. However, during this period, bloody
scenes come to the fore thanks to chroni-
cles and reports from the front.

The beginning of the 1920s was marked
by a demonstration of torture and various
injuries. Danish director Benjamin Chris-
tensen was particularly persistent in con-
veying visual information of this kind to the
audience. The 1922 film Witches, combin-
ing elements of feature and documentary
films, showed in detail what happened to
women during the Inquisition. Historian
J. Sadoul (1982, p. 195) quotes Jean Be-
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ranger, writing about this film as follows:
a kind of film outside certain audiences,
with a strict ban on children under 16. Fol-
lowing this, the historian writes about how
art rethinks horror and repulsive: “Chris-
tensen was able to call to the shadows of
Bosch, Bruegel, Callo, and Goya. Masterful
lighting made me believe in the reality of
fantastic makeup and cardboard masks.
In the Inquisitors’ discussion, where fan-
tasy is replaced by direct realism, footage
taken by Johann Anckarstern envisages
“Passions of Jeanne d’Arc” not only in cos-
tume but also in editing.

The years did not blunt the poisonous
contagion of this amazing masterpiece,
the “miracles” of which inspired the Sur-
realists and led Ado Cyrus to write: “The
most brutal accusation of the crimes
of the church, the Inquisition and its in-
struments of torture. This documenta-
ry should be shown in all schools of the
world” (Sadul, 1982, p.195).

Thus, we can see that until the 1920s,
cruelty did not become part of the main-
stream and was used in individual works
of art to strengthen universal values. It is
significant that these films are not com-
mercially successful and shock the public.

From the 1920s, gangster ribbons be-
gan to gain popularity. They were based
on criminal “disputes” of various kinds -
shootings, beatings, murders. The degree
of violence in cinema has gradually in-
creased, without being regulated. It was
natural to expect a reaction to the dom-
inance of such films, but its rigidity was
difficult to predict. In 1930, the so-called
“Hayes Code” came into force — a canon
that took control of all Hollywood produc-
tion until the Second World War. The vio-
lence, which had been lurking in the dark
for decades, was pouring in again.

After the Second World War, shots of cru-
elty and violence are gradually moved into
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the field of feature films. There is the phe-
nomenon of greenhouses — cinemas for
films, which are prohibited by the above
Hayes Code. Usually, there were shown
either openly brutal films or naked bodies.

It should be noted that at a time when
Hollywood was trying to reduce violence,
the East was much more tolerant. Samu-
rai films did not embarrass to depict vari-
ous scenes of injuries.

The turning point for open violence on
the screen for the Western world was the
appearance of the film Psycho (1960) by
A. Hitchcock. The scene with the murder
in the soul became a textbook, it was re-
peated in various interpretations by many
filmmakers.

On the wave of popularity of Psycho,
there is a subgenre of horror, which is
called splatter (from the English. Splat-
ter — spraying), which impressed the view-
er with the dominance of bloody scenes.
The first swallow of the genre was the tril-
ogy Bloody Feast (1963) by Gordon Her-
schel. In the plotter, the main role is not
played by the plot, the emphasis is shifted
to camera work, light, style, and visuals.
This is a performance, realism is not a pri-
ority for him, he is obsessed with form.
The main structural element and fetish of
the genre is blood.

The influence of Herschel's platters
makes possible the manifestation of the
famous subgenre of Giallo in Italy. This
modification skillfully combined elements
of thriller, eroticism, and love for long
bloody scenes. It is worth emphasizing
the peculiarities of the on-screen interpre-
tation of murders. The detail of their re-
production is determined by the “demon-
stration” from the first person. The cam-
era in the long murder scenes becomes
quite subjective; there is a certain admi-
ration for the brilliance of knives (usually
a cold weapon), and the wounds on the
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victim’s body are more abstract than real.
This manner of shooting makes the view-
er an accomplice rather than an observer,
regardless of his inclination to such iden-
tification, immerses him in the monstrous
world of the criminal.

The term itself has literary roots — in Italy
in the 50s was a very popular American
mystical detective, who came out in a se-
ries of books with a yellow cover (Italian
Giallo - yellow). It is from this cheap lit-
erature that the plot scheme of the direc-
tion is borrowed, according to which the
killer is determined at the last minute of
the tape, while the mood and atmosphere
are more typical of Gothic horror than de-
tective, reigns in the initial episodes. The
first Giallo were adaptations of this type
of literature. However, the main difference
from the sources is that in films the de-
tective line is secondary, it does not play
a decisive role in the development of the
plot and is gradually nullified, serving only
as a “cover” for a crazy game between the
protagonist’s interest and death.

The seventies and eighties are marked
by the total dominance of films that
brought to the fore the image of violence.
The seventies prefer the realism of situa-
tions (The Last House on the Left, 1972 by
Wes Craven) and tapes in the spirit of the

“found chronicle” (Hell of Cannibals, 1979,
R. Deodato).

But the eighties are already the home-
land of slashers. No realism, often — fan-
tastic plots, the main goal - the tension
of constant killings. For all the differenc-
es in scripts and directorial decisions, the
following youth slashers, based mainly on
the achievements of Carpenter's Hallow-
een, are built on the principle of “terrible
tale”. The motivation for this is largely be-
cause, in modern society, horror films take
over the functions previously inherent in
fairy tales, which helped in educating and
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shaping the pattern of behaviour. But for
films of this type, elements of mysticism
and fiction are not necessary: the murder
(i.e., punishment) of the hero is caused by
disregard for the norms of public moral-
ity or ignoring some limit or prohibition,
equivalent to “taboo” archaic cultures.
Sometimes a maniac or other similar
character (equivalent to fairy-tale villains)
is introduced, who begins a “hunt” and
whose actions as an isolated, self-alienat-
ed from society or otherworldly creature
are always explained, mental disorders,
cruel upbringing or genetic mutations, or
infernal). Slasher is focused mainly on
adolescents and builds certain canons of
behaviour for this group of viewers, even
sinning moralism. Yes, chaste girls live to
see the finale.

This is the period when on-screen vio-
lence reaches its apogee. Significantly, at
this time the directors do not take their
films seriously.

Another thing — the 2000’s. Here vio-
lence and its image go to another level.
The films try to add seriousness, subtext,
after all, mysticism. The viewer is already
accustomed to everything and just not
scared. At this point, the tendency to re-
produce reality on the screen and the
desire for naturalism begins to actively
develop.

According to the concept of “reconstruc-
tion of reality”, the creators of the film try
to convince the viewer that the case of
the characters on the screen is not unique,
unlike the isolated cases of “found films”
that took place in the 70s. The manipu-
lation of the recipient’s consciousness
with the imposition of the idea of the au-
thenticity of the horror embodied on the
screens begins in the headlines, where
statistics of the missing are often given
or it is claimed that the tape was shot
based on real events. This is facilitated
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by the naturalism of the depicted suffer-
ing of the victim. The findings of classic
examples of thrillers have also been re-
considered. The rejection of stereotypes
is “blurring” the type of killers against the
background of the usual crowd: “sadistic
maniacs are no different from ordinary
people (this technique is very reminis-
cent of documentaries about serial killers,
where the authors traditionally empha-
size that a real maniac human)” (Aleksan-
drov, 2010). The depressing effect is not
only the impunity of the torturers but also
the hopelessness of the victims, who do
not show heroism and unexpected skills
in fighting techniques or weapons. Thus,
the study of this film genre has naturally
led scientists to the conclusion that “re-
alistic” thrillers (which in most cases are
essential “body horrors” with a strong
psychological basis. — HB) quite severely
exploit the fears of modern man, portray-
ing the victim's helplessness in the face
of violence. They destroy the myths of the
classic youth thriller about the invulner-
ability of the exemplary behaviour of the
“righteous”, as well as the inevitability of
punishing the murderer. They seem to be
trying to prove that it is cruel realism that
has the right to be a model of a thriller of
the 215 century (Aleksandrov, 2010).
Therefore, it seems natural that the
signs of a “terrible tale” are found in the
films, which are dominated by almost au-
thentic naturalism of the cinematic em-
bodiment of the behaviour of the Terrible
Child. A typical example is the directori-
al debut of British screenwriter James
Watkins's Paradise Lake (2008), which
synthesizes features of horror and hy-
perrealism (although without its inherent
excessive detail and certainly present in
the classic examples of the impression
of illusion), and thriller. Already in the bi-
nary combination of unusual shots in the
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screen saver and the first, as it turns out
later, prophetic scene of teaching kids to
play hide and seek, a clear appeal to the
“proverb”. This is how the incomprehen-
sible combination of fragmentary shots
of an ordinary landscape with a close-
up of a young woman'’s face (by the way,
in a strange, negative reddish light and
exhausted-suffering scream or groan),
distanced by the next announcement of
the name from the sun scenes in kinder-
garten. The departure of the couple out
of the city is read as going beyond the
ordered space into the unknown world,
as hinted at by a few seconds of footage
of the camera on the bridges; in addition,
the characters “move” from day to night
and night. A metaphor for caution is an
excerpt from a radio program about the
need to punish uncontrolled children.
The heroes do not accept other “signs of
fate” — causing instant fright behaviour
of a group of cyclists who suddenly cross
the road, parking another car in a chosen
place, aggressive behaviour of locals
with their children and each other, and
even a closed fence at the entrance to
the lake (quite a visible border of the “for-
bidden land”) and the alarming message
of the GPS-navigator about the need for
urgent return. As in the “terrible tale”,
they ignore the repeatedly manifested
and once clearly stated prohibition. Yes,
as well as the tempting charms of hidden
evil in fairy tales, the couple opens tru-
ly eye-catching enchanting landscapes
shot from different positions of the cam-
era panorama of a huge forest and lake.
The idyllic picture of “Paradise Corner”
immediately disappears when several
teenagers appear on the shore, who be-
gin to mock the third. But the direct con-
flict begins with the attempt of a man
from the upper position of an adult to
calm down teenagers: in the limited
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space of the beach, he crosses the bor-
der of their territory. And although the
first clash seems to end peacefully, it is
a turning point in the plot: the expressive
space of positive characters is broken by
the actions of Steve himself, who above
all seeks to realize his dream in an un-
equal confrontation. But because he al-
ready realizes that this “evil” cannot be
negotiated, he makes a few more fatal
mistakes. They follow the simulation of
the genre of “terrible tale”, the meaning
of which is to defeat the “dark forces”, in
horror: he decides to ignore the teenage
“gang” and, the next morning after a bad
breakfast and no “adventure” in town, re-
turn to the lake and try to still relax.

With the help of elements of suspense
(listening to mysterious night sounds,
scaring the girl to Steve's bad joke, trouble
with a punctured tire, a sudden camera
shot from the perspective of an unknown
observer) and a specific genre chrono-
type (twilight and night) hut to the island
of salvation, the road “not there” — in the
same “wild”, scary space) the situation is
brought to the brink of safe reality. The
excessive cruelty of children is unbeliev-
able to an ordinary person. Moreover, the
behaviour of Steve, who is confident in
his physical and moral superiority, in such
a situation is not only ineffective but even
destructive. From a certain point — the be-
ginning of a real “hunt” for adults after the
death of a dog — the director achieves the
highest effect: numbness of fear does not
let go of the viewer until the end of the
film. In this phase, the characteristic ele-
ments of the “terrible tale” are used very
successfully: a tree branch, piercing the
car body, wounds and immobilizing the
hero and preventing him from escaping;
On the morning of the fatal third day, Jen-
ny wakes up among the roots of a tree and
returns to the place of torture in Steve’s
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bloody footsteps; an attempt to escape
from the abyss of horror after wander-
ing leads the heroine to the place of “ref-
erence” and finally — in another closed
space, whose law is proclaimed by the
leader’s father (“We only care about their
own”), resulting in a maze effect. Thus,
the film traces the synthesizing modelling
of the factors of the domestic variety of
fairy tales about wedding trials and fairy
tales about characters devoted to forest
demons and psychological thrillers. Each
of the characters of the young couple em-
bodies a modernized version of the typi-
cal “scary tale” type of hero, which type is
modernized and goes far beyond the “im-
possibility of killing a child”, and instinct
is overcome not by men but by women.
There is no internal struggle in the aspect
of ethical choice between self-elimination
and protection of one's ambitions, and
later — the choice between one’s own life
and the life of a child. At the same time,
meetings with other characters who are
removed in favour of realizing their inter-
ests also play an important role in creat-
ing emotional dominants.

Similarly, the leader of a group of teen-
agers is demonized not in terms of his
approach to the mystical afterlife, but the
embodiment of the features of the arche-
type of the Terrible Child. In his “dimension”
he is omnipotent, confident in the power
of his deforming and mentally debilitat-
ing other members of his own “team” of
influence. Moreover, the communicative
and physical violence perpetrated under
his leadership is identified with the “real
situation” image of a demonic villain who
assumes the role of the perpetrator of
human destinies (and his role model, as
it turns out, is his own father’s behaviour,
which he is mortally afraid). The ruthless
torture of his approach - a typical detec-
tive’s way of irrevocably joining a criminal
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group — in horror is nothing more than
a variant of showing the comprehen-
sion of the “true way” through his own or
someone else’s pain. The spectator shock
in this emotionally dominant atmosphere
of extreme tension is exacerbated by nat-
uralistic footage of such tortures on the
verge of hyperrealism (although the only
manifestations of “pure” hyperrealism
are close-ups of Steve’s wounds when
trying to bandage them). This shock is
not diminished even by the fact that the
director refuses to go through dynamic
dynamics, solving the dramaturgy of the
film as a series of compositional repeti-
tions with a return with some differences
to previous plot moves and emotional lev-
els, its dynamics, and its fragments. And
so the murder of the girl by the teenagers’
parents is not even shown to the audi-
ence (again, in a closed space with sev-
eral barriers — the door of the bathroom,
the house itself, wider — the town itself),
although it does not live up to the audi-
ence’s hopes for a “fabulous” happy re-
lease. Fully corresponds to the aesthetics
of horror and is perceived as the expected
solution in continuous tension.

Thus, the persuasiveness of showing
such a concept of the consequences of
permissiveness is not so much a conse-
quence of indifference and inattention of
parents, but of excessive self-confidence
of adults and their rejection of children
as sources of fatal threats in this film is
unquestionable. The question raised in it
about the disadvantages of an authority-
oriented upbringing force and a distorted
understanding of family values finds nu-
merous interpretations during the 2000s.

The tendency to romanticize maniacs
can be singled out. When Dr Lecter men-
tioned at the beginning of the article is no
longer a single pseudo-positive charac-
ter. Although he did not claim the title of
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hero or pillar of society, he was more at-
tracted to dark romance and remained an
outsider. But the characters of the 2000s
movies are already claiming outright au-
dience sympathy. These are the protago-
nists of The House That Jack Built (2018,
L. Von Trier), Extremely Wicked, Shocking-
ly Evil and Vile (2018, Ju Berlinger), Dexter
(2006-2013) - they are serial killers, who
want us to understand their worldview, to
admire the same dark aesthetics, to ac-
cept them as an integral part of society,
an inevitable evil, paramedics. Inscribing
in the picture of everyday life.

Conclusions

Thus, we can see that until the 1920s,
cruelty did not become part of the main-
stream and was used in individual works
of art to strengthen universal values. It is
significant that these films are not com-
mercially successful and shock the pub-
lic. After the two world wars, violence no
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AHoTauia

Merta pgocnigxeHHs1 — pO3rnNsiHyTM (EHOMEH HacubCTBa Ha eKpaHi B MOro iCTOPUYHOMY PO3BUTKY;
OKPECNUTU NaHIiBHi y Cy4aCHOMY KiHOAMCKYpCi NOrnaau Ha npobnemMun HacunbCcTBa Ta OCOGAMBOCTI Moro
CMPUNHATTA LUMPOKOK ayauTopieto. MeTogosnoria gocnigxeHHs. [1na BUKOHaHHS NOCTaBeHO! MeTU 6yno
3aCTOCOBaHO MeTOAM aHanidy i CUHTe3y — A1 BUOKPEMIIEHHA MEBHUX YaCTWH 3arasbHoi npobnemu, ix
BMBYEHHA Ta KOHCTPYIOBAHHS MOBHOrO YSIBAIEHHS MPO MpeAMET JOCHIAXKEHHS; ICTOPUYHUIA MeToL — ANS
XapaKTePUCTUKMU PO3YMIHHS KOXXHOI KaTeropii Ha pi3HWX eTanax pO3BUTKY Hayku. HaykoBa HoBM3Ha
nonsrae y KOMIMIEKCHOMY BUCBIT/IEHHI Mpo6nemMaTvkv B AWHaMIili PO3BUTKY HACWUNA B KOHTEKCTI
icTopMyHoro poskBiTy KiHemaTorpady. Habyno noganblloro po3BUTKY 3HAHHA MPO AMCKYCilO LWOAO0
BMJMBY HacUNbCTBa Ha ayauTopito. [pakTUYHEe 3HaUYeHHS AOCNIAXEHHS Monsrae y Noro BiAKPUTOCTI Ans
BUKOPUCTaHHS B AiiNIbHOCTI TEOPETUKIB, iICTOPUKIB, peXUCEPIB, CLIEHAPUCTIB Ta iHWKX (axiBLiB 3 NUTaHb
KiHomucTeuTBa. OKpiM LibOro, pesynbTaTut AoCNiAXEeHHS AOLiIbHO BUKOPUCTOBYBATH Y NPOLIeCi HaBYaHHSA
crewianicTiB pi3HWX ranysen, Noe’s3aHuMx 3 KIHOMUCTELTBOM Ta KynbTyposnorieto. BucHoBku. Y cTatTi
npoaHani3oBaHO BUCBIT/IEHHS TEMU Ha eKpaHi, fika JOBOAUTb, Wo A0 1920-x pp. XOPCTOKIiCTb He cTae
YaCTUHOK MENHCTPUMY i BUKOPUCTOBYETLCS B MOOAMHOKMX MUCTELbKUX TBOPax 3 METO YKPinjeHHs
3aranbHOMOACbKUX LiHHOCTeN. [MoKa3oBo, WO Ui CTPIYKM HE MaloTb KOMEpLUINHOro yCnixXy i LUOKYHOTb
ny6niky. Micns ABOX CBITOBUX BOEH HACUbCTBO YXKE€ He CMpaBfiie TAaKOro BPaXXeHHs Ha ny6niky. BoHo
NMoBepTaeTbCA Ha €KpaHW, MOCTYNOBO HAapOLLYyOYN CBOKO iHTEHCUBHICTb. TOAi, KOMM Yy MOBOEHHI POKM
HaCUNbCTBO iNHOCTPYBAsNo peasnbHi cuTyauii, y 60-Ti BOHO CTae MOTY>XXHUM BUPa3HWM 3aco60M i momany
LOXOAUTb [0 caMomnapogitoBaHHs y crewepax 80-x, KoMK cami pexucepu He cnpuiMaroTb MOro iHaklLue,
HiX 3aci6 ana possaru ny6niku.

KntoyoBi cnoBa: HacMnbCTBO Ha eKpaHi; XXOPCTOKICTb B MUCTELbKUX TBOpaxX; Cy4aCHWW KiHOAMCKYPC;
KiHemaTorpad; ictopis
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Keywords: Abstract

sound; The purpose of the article is to investigate modern sound recording
technology; technologies; analyze the structural components that affect the sound
recording; formation of audio-visual content. The research methodology consists in
art; the application of the following methods: theoretical method (consideration
media space; and structure of sound recording equipment as a process of transforming
analogue sound sound from analogue to digital and vice versa); analysis and synthesis (to
recording; analyze the work of sound recording technologies in the modern media
sound director space); systematization (a generalization of the material in the conclusions).

The scientific novelty lies in the differential approach associated with the
stage of sound recording perception, from analogue-digital signal to digital-
analogue one, as a means of influencing the increase of sound level at the
final stage. Conclusions. Under the influence of the widespread use of audio-
visual content, the study analyzed the components of the sound recording
equipment aspects and sound reproduction in general. Structural components
that are a component of factors influencing the formation of sound have been
considered in detail.
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Problem statement Most audio information is recorded in
MP3, so the listener will not be able to ful-

The claimed problem states that modern ly experience a quality melody.
audio recording technologies are increas- The use of modern technologies leads
ingly working with compressed formats. to the fact that the progress of the tech-
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nological process in the 21t century is
moving faster than the development of
sound engineers’ professional qualities.
Another problem is that professional re-
cording studios in general with the latest
equipment are high-value. For the last few
years, people have been trying to save
on recording and choosing cheaper stu-
dios, and they, of course, have outdated
equipment and non-professional sound
engineers. Therefore, the audio that every-
one can hear does not always reproduce
sound quality.

Recent research
and publications analysis

During the writing of the scientific arti-
cle, the works of artists who worked on
a similar topic were used: V. Dyachen-
ko (researched the origin and artistic
technologies development in sound
directing and described in his disser-
tation the creative activity of Ukrainian
sound directors of the second half of the
20t — early 21t century); analyzed mu-
sical sound recording as an institute of
social communication (Sineoky, 2013);
described the historical aspects and
sound technologies development of the
late 19" — 20" centuries (Shukhardin,
Laman and Fedorov, 1982), L. Ryazant-
sev (2009 ) (analyzed sound directing in
the media space). Peculiarities in creat-
ing a sound image of modern composi-
tions by a sound director were consid-
ered by a young scientist (Dyachenko,
2012). Unfortunately, there is not much
literature and scientific achievements
on this topic, so we used informational
Internet sources and Wikipedia - a free
encyclopedia.

The purpose of the article is to study
modern technologies of sound recording
in the media space.
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Main research material

Sound is one of the important compo-
nents of audio-visual art because it gives
people the pleasure of listening to radio
stations and watching television projects
and movies. Sound art is evolving so fast
that new recording standards are becom-
ing more common and displacing old ones.

New technologies of preservation and
reproduction of artworks cover almost
all artistic spheres in the 21st century, as
a result, modern music culture strength-
ens elements of the consumer percep-
tion aspect, which is connected with the
mass-production industry and reproduc-
tion of musical works.

Working with modern technologies, it is
impossible not to mention the historical
aspect that gave rise to the development
of a sound design. In 1877, Thomas Edi-
son created the first sound recording, and
a year later a phonogram appeared which
he patented. It is 1878 that is considered
to be the beginning of the era of sound re-
cording. Thanks to Edison, modern sound
directors use the means of sound repro-
duction and the ability to save voice and
music on repetition (Shukhardin, Laman
and Fedorov, 1982).

It should be noted that the article “His-
tory of sound, modern sound standards”
(2019) provides a very relevant example
of today, namely: DVD, which is used by
sound directors in Ukraine, is no longer
used in Europe. Recorded audio informa-
tion on Blue Ray and HD-DVD is increas-
ingly being stored around the world. They
are considered to be 8 times more capa-
cious than a regular DVD. Therefore, mod-
ern sound recording technologies are
likely to soon have new and sophisticated
standards.

So, the main element for creating and re-
cording sound is the microphone. This is

Yunyk, T, Riazantsey, L., Horevalov, S. Modern Sound Recording Technologies
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a special electronic device that can con-
vert sound vibrations into current fluctua-
tions (Microphone, 2020). It is used in any
recording studio and is considered a man-
datory element in working with sound. In
general, the sound can be recorded not
only with a microphone but also from any
external device. Most computers have
special inputs and outputs for them.

There are several types of modern sound
recording (and not all of them are used in
sound design):

* mechanical;

* photographic;

* magnetic;

* digital (Sineoky, 2013, p.334).

In the modern media space of audio art,
analogue and digital sound recording are
still more often used. Let’s look at each of
the species separately to understand how
they differ.

It should be noted that the human ear
perceives sounds with a wavelength of 20
Hz to 20 kHz, the sound with a microphone
becomes a set of waves. Therefore, it is in
the form of electric waves, not sound, it can
be recorded and audio information can be
stored. This is exactly what happens with
analogue recording on a magnetic tape or
gramophone record. It is not possible to
process and store audio on a computer in
this way, as this is a technique that only
works with digital recording. The sequence
of binary values during this operation varies
from 0 or 1. So, if it is possible to convert
an analogue audio signal into a sequence
of numbers and it will greatly facilitate the
work of modern technological recording.
To do this, sound engineers use special
analogue-to-digital converters. During re-
cording, the number of bits used to encode
data is called the bitrate resolution, and
the frequency of sound measurements is
called the sampling rate (Audio recording
technology and digital path, 2012).
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As for digital sound recording technolo-
gy, it is clear for sound engineers that the
higher the bitrate value and the higher the
resolution, the better the sound will be
recorded and sounds as a result. Sound
with a higher bitrate takes up more space.
Therefore, for such playback you need not
only a powerful computer, microphone but
also speakers and quality headphones
(Sound recording technologies and digital
path, 2012).

Sound conditions, which previously could
be achieved only with the help of certain
acoustics (temple, theatre, concert hall)
and the specifics of performance, today
are changing due to new technologies and
skills of the sound engineer. The sound di-
rector, thanks to widely developed modern
technologies that can be implemented in
a recording studio, was able to create the
sound of a work of art that cannot be cre-
ated in natural conditions. This is, for ex-
ample, widely used in modern pop music
(Dyachenko, 2012, pp.2-3).

According to the scientist V. Dyachenko:

“The sound director of the modern

period works with the corresponding
art technologies: fixing and extraction
of sounds (sound recording, repro-
duction); the processing of sounds
by means of software and hardware
or use of acoustic conditions of the
room or specific changes of sounds
of acoustic radiators; use of human
technological resources and tech-
nologies of subjective and objective
analysis of sounds; developed musi-
cal, balanced, frequency-relative hear-
ing; knowledge of modern technolo-
gies for recording and playing music
and sounds; knowledge in the field of
natural sciences and art”. (Dyachen-
ko, 2012, pp.2-3)

In the course of our research, it should
be noted that the creative process of re-
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cording is incredibly complex and requires

responsibility. The sound director must

have technical knowledge, skills and abil-
ities and be familiar with several types of
art, especially the one he works with more

often (Dyachenko, 2018, p.116-117).
There are so many audio formats in the

world that when you come across them,

you realize that sound technology is not
standing still. They are considered to be
the most famous among sound directors:

* mono sound is one of the world’s first
music audio formats;

stereo sound is a two-channel mono

audio format, which appeared with

the advent of CDs;

* MP3 is a format that is now used by
almost everyone, it is considered the
most popular in the world;

* MP3 Pro is an improved version of

regular MP3 that takes up less disk

space;

VQF is a format often compared to

MP3, but considered to be better,

newer and for more sensory sounds;

Super Audio CD (Sony project) is

a format better known now as Multi-

Channel and its music is multi-

channel (Sound Technology, 2019).
Modern cinema, television and radio

broadcasting are not possible without

quality sound. The picture is interesting,
but from a psychological point of view,
the viewer and listener first react to the
sound. Therefore, the ratings of, for exam-
ple, radio stations, depend largely on this.

Podcasts that record on the radio (or for

Internet resources) are the most popular

free project. There is a desire to describe

such situations in the example of Ukraine.

Radio presenters or announcers work

with a microphone more often than any-

one involved in audiovisual art: recordings
of commercials, programs, jingles, songs,
weather forecasts and news. That is why
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sound directors on radio stations very
quickly capture information and work with
it. But there are downsides and outdated
equipment at most stations. If television
and film production try to update the
equipment at least once every few years,
then the radio is updated once a decade.
As a result, sound quality and delivery are
not always high quality.

Thus, in Europe and America in record-
ing studios, the professional skills of
a sound engineer are treated with great
responsibility. Almost everyone has the
necessary education. In Ukraine, most of
them have learned to work with recording
equipment through video lessons or, as
they say, “self-taught”.

Sound recording technology is also
widely used in cinemas. The most famous
sound standards are considered:

* Dolby Surround Sound is the first 3D
format for cinemas;

* Dolby Surround Pro Logic is updated
Dolby Surround Sound format;

* Dolby Digital (AC-3), due to the ad-
vent of DVD;

* DTS (Digital Theater System) - ap-
peared thanks to Steven Spielberg's
film “Jurassic Park”;

* THX. Director George Lucas did not
like the soundtracks to “Star Wars'
during the premiere. And together
with his studio, he developed his own
sound recording technology;

* Dolby Digital EX, DTS-ES Matrix 6.1
and THX Surround EX;

* Dolby Atmos is a modern technology
that was created for sound in cinema
(Sound Technology, 2019).

Sound director and teacher L. Ryazantsev
(2009) points out in his manual that “the
essence of sound in cinema and television
and methods of its synthesis with the im-
age, the music functions and noise in cine-
ma, sound plans have a sound perspective”.

J
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Conclusions

Analyzing modern sound recording tech-
nologies, we can conclude that they are
developing faster than the professional
knowledge of sound engineers. Such
active development is most likely due
to the fact that science, technology and

2022 - 5(1) - ¢.64-69

humanity strive to change something
for the better every day. Therefore, such
modern changes can be considered
a two-way process: both sound record-
ing and reproduction technologies are
being developed and the profession-
al training of sound directors is being
improved.
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AHoTauia

MeTta gocnigeHHs1 — LOCNIANTM CyYacHi TEXHOMOTIi 3anucy 3BYKY; MpoaHanisyBaTh CTPYKTYPHi KOMMOHEHTH,
AKi BNMBaOTb Ha OpMyBaHHA 3BYKY ayAioBi3yanbHOro KOHTEHTY. MeTogosoris JoCcniAXeHHs1 nonsarae
y 3aCTOCYBaHHi TaKUX METOAIB: TEOPETUYHOrOo (PO3rNAL Ta CTPYKTypa 3ByKO3anucyBasibHOro o6nafHaHHs
AK npouecy TpaHchopMyBaHHS 3BYKY Bifi aHanoroBoro curHany Ao LudpoBoro Ta HaBnaku); aHaniay Ta
cuHTEe3y (aHanis po6oTU TEXHOMOTi 3anucy 3ByKYy B Cy4acHOMY MeAiiHOMY MpocTopi); cucTemaTusauii
(y3aranbHeHHs MaTepiany y BWCHOBKax). HaykoBa HoBM3Ha nonsirae B pAudepeHuianbHOMY Niaxomi,
MoB'A3aHOMY 3 €eTanom CNPUIHATTA 3anucy 3BYKY Bif aHanoro-uuppoBoro curHany Ao uudposoro-
aHasIoroBoro, ik 3aco6y BNANBY Ha MiABULLEHHS PiBHS 3BYKY Ha KiHLeBOMY eTani. BucHoBku. Iin BNAaMBom
LUMPOKOr0 BUKOPWUCTaHHSI ayfAioBidyaslbHOr0 KOHTEHTY Yy CTaTTi MpoaHasnisoBaHO CK/afoBi acnekTu
3BYyKO3anucyBanbHOro obnagHaHHA Ta BiATBOPEHHSA 3BYKY. [leTanbHO pO3rNAHYTi CTPYKTYPHI KOMMOHEHTH,
AKi € CKI1aA,0BOI0 YNHHUKIB BMNIMBY HAa GOPMYyBaHHS 3BYKY.

KniouoBi cnoBa: 3ByK; TEXHOJNOriS; 3anuc; MUCTELTBO; MeAiIMHUIA MNpOCTip; aHanoroBui 3BYyKO3amnuc;
3BYyKOpexucep
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media; The purpose of the study is to analyze modern and traditional media; identify
traditional media; problems and prospects, compare modern media with its traditional analogues;
modern media; describe the role of main professions associated with film and television; to
information; reveal the problems of modern media. The research methodology consists in
audiovisual art applying the following methods: theoretical — analysis of television programs,

films, information sources, generalization of the influence of media on world
transformations and determination of the interdependence of the structural
components that form the whole television space. Scientific novelty. For the
first time the components of modern media are deeply analyzed, a detailed
analysis of the interdependence of the structural components that form
the television space is carried out, using a theoretical analysis of television
programs, the factors affecting the quality of the television product are
determined. Conclusions. In the course of the article, we analyzed modern and
traditional media. With the help of the ongoing analysis, we have established
the differences between modern media and traditional ones, problems were
identified and possible ways of solving them were analyzed. The components
that form modern media were considered in detail and the role of the main film
and television professions was determined. The factors, which are influencing
the quality of television content were summarized by the author as well.
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Problem statement

Media formation and development date
back to the 18th century, when appeared
first newspapers and the bourgeoisie
started to establish themselves. The
transformation of the media was going
on, at the cusp between the 20th and 21st
centuries, the first digital online publica-
tions were emerging and stood immedi-
ately in fierce competition with the print
media. During its development, the media
had a significant impact on social change
and eventually became a symbol of the
modern world.

Traditional media, such as television,
radio and cinema, are gradually chang-
ing, taking on new forms, modernizing
and moving to the Internet. According
to statistics, at the moment there are al-
most 5 billion Internet users in the world
and their number is constantly growing.
The majority of Internet users are users
of modern media, which is why they are
becoming more and more popular and
reaching a growing audience. In this re-
gard, it should be noted that the Internet
is presented on all continents, including
Antarctica, which contributes to the very
rapid and comprehensive distribution of
information.

New forms and ways of presenting infor-
mation are being emerged, so print pub-
lications such as newspapers and mag-
azines have found new digital life on the
Internet, it means that information has
become more accessible, ways of enter-
ing there are more accelerated, and print
materials are now illustrated not only by
photographs but also by video images.
Television and cinema are going through
a period of transformation into a more in-
teractive mode. The Internet offers to use
new TV features, like watching missed
programs or pausing. Cinema is trying to
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take advantage of opportunities that can
be provided by the World Wide Web, for
example, the authors of the show series
“Black Mirror” during their experiment on
the streaming platform Netflix gave view-
ers the opportunity to choose the ending
of the series (Kopylov, 2018).

With the development of modern tech-
nologies, they are becoming more ac-
cessible to a wide range of people. The
process of creating and distributing
information is simplified. On the one
hand, humanity has been able to receive
information from anywhere in the world
in seconds, on the other hand - there is
the problem of uncontrolled spreading of
fake and inaccurate information created
by Internet users who have nothing to do
with television.

Recent research
and publications analysis

The process of media development,
transformation and models of coexis-
tence was successfully described by
Naumenko Y. (2011). The features of the
latest communication systems were de-
scribed in detail in the relevant article.

All stages of modern film production
and the importance of each member of
the film crew were researched by Roma-
nenko Y. (2018).

The details of the cameraman’s work
concerning composition and image for-
mation with the help of lighting devices
are written by M. Volynets (2007). The au-
thor intends to teach readers how to pro-
fessionally “look” and “understand” works
of audiovisual art, which are created by
cinematographers in films and programs,
and how to work with imagination during
one’s daily work.

The purpose of the study is to analyze
modern and traditional media; identify
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problems and prospects; compare mod-
ern media with traditional analogues; de-
scribe the role of the main professions
related to film and television; identify the
problems of modern media.

Main research material

According to Naumova, the media is con-
sidered now a union of interactive commu-
nication technologies and digital broad-
casting; which means there are some
changes in interaction conditions. She
emphasizes that various types of commu-
nication have undergone the process of
digitalization, and have already become
more interactive (Naumova, 2011, p.86).

The impetus for those very transforma-
tions was the computerization and vir-
tualization of information. With the help
of computers, mankind has been able to
present all kinds of information - text, au-
dio and video in digital form. The World
Wide Web, along with the possibility to
watch everything immediately, has also
contributed to a significant increase in ac-
cessible knowledge, a huge expansion of
information boundaries and the creation
of a new global information world (Nau-
mova, 2011, p.88).

However, the idea of using modern
technologies in all spheres of our life,
the radical transformation of production,
processing and data transmission has af-
fected the emergence of unqualified rep-
resentatives of this industry (Shevchenko
ed., 2012, p.5). It means that such trends
are going to affect the process of training
and developing highly professional new
faces in modern media.

Verutska I. in her online article “Enter-
tainment TV program: concept and classi-
fication” provides a list of media workers,
whose professions are related to the cre-
ation of television programs. According to
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her statement, the film crew in most cases
consists of a producer, director, cinema-
tographer, sound engineer, screenwriter,
screenwriter, editors, TV presenters and
others. The author of the publication em-
phasizes that one of the main conditions
for creating a quality media product, both
in film and on TV, is the joint coordinated
work of all members of the film crew. Ac-
cording to the author, the filming process,
regardless of the project type, has several
stages, among the main ones, it distin-
guishes the stages of preparation, filming
and post-production (Verutska, 2015).

It is worth agreeing with the opinion
of director GerasimovS., quoted by
A. Golovnya in his book “The skill of the
cameraman”, that at the initial stage of
film and television production script de-
velopment is usually carried out by the
director together with the cameraman, art
director and sound engineer. According to
the author, the cinematographer, the cam-
eraman should be involved in all stages of
script development, especially if it is relat-
ed to the visual solution and directly to the
shooting process (Golovnya, 1965).

According to Pudovkin V., at this stage,
the cameraman also creates his own
treatment, so-called explication, which de-
termines the light and colour solution of
the future project. Based on cameraman’s
explication all the further technical prepa-
rations in a shooting pavilion are carried
out. That very explication also includes
a storyboard in which the script of the pro-
spective TV program will be presented in
the form of pictures (Pudovkin, 1926).

Meanwhile, Romanenko Y. (2018) in her
Internet article “The main stages of film
production”, describes the next stage of
filming — the stage of production, other-
wise direct shooting. According to her
statement, the work in the shooting pa-
vilion begins with the scouting of the lo-
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cation. In the process of such scouting
perspective composition, lighting and
shooting technique are specified. The pro-
duction director with the cameraman usu-
ally conducts rehearsals in the pavilion
and finally sets up mise-en-scenes for the
presenters, choosing the shooting points.
The cameraman sets lighting devices to-
gether with the director to avoid changes
in further lighting equipment and to use
shooting time properly.

In his study “The skills of the camera-
man” A. Golovnya (1965, p.45) emphasiz-
es that the cameraman'’s responsibilities
on the set include: “the choice of shoot-
ing points (together with the director),
compositional and lighting building of
the frame, its material content (putting in
order all the stuff, which is visible in the
subject space of the frame), as well as
testing and preparation for the shooting
of all technical means and devices”.

It should be noted that the process
of building frame composition occurs
during all stages of creating an audiovisu-
al work: during script development, when
determining the image-editing solution of
the work, on the shooting set, while de-
veloping the lighting scheme, and directly
during filming and final editing. Golovn-
ya A. (1965, p.67) draws attention to the
fact that the cameraman’s work on the
compositional solution includes not only
specifying the location of figures and ob-
jects in the frame to build a proper mon-
tage frame but gives the main tasks of
the composition, including attracting the
viewer, confidence in acting, achieving
expressiveness and artistry (in terms of
tone, light, shade and colour), the use of
all possibilities of psychophysiological
action of pictorial techniques, like angle
shooting, frame sizing, etc.

In this regard, it should be noted that the
compositional construction of the frame
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depends on the various techniques and
rules used by the author of the audiovisual
work. One of the key rules of composition
is the rule of thirds. The essence of this
rule is to divide the plane of the frame into
9 equal parts. The key feature is that the
horizon line should not be in the centre, but
divide the frame by 1/3, and the main ob-
ject can be moved from the centre to the
left or the right by 1/3 of the frame. This
frame construction gives the effect of ac-
centuation and greater tension. But many
techniques can be used by the camera-
men in their work. Golovnya A. (1965, p.70)
identifies several ones — shooting differ-
ent shots with lenses with different focal
lengths, foreshortening or angle shooting,
rapid filming and slow motion, panning,
viewing effect, tracking effect, the effect
of arrival and departure, and others.

To create an image, the light must en-
ter the camera lens. A. Golovnya (1965,
p.107) stated in his study “Cinematogra-
phy”, that light, reflected from the object
should fall on the lens, which reflects
the optical image of the object on the
light-sensitive layer of the film, where it is
finally fixed.

Light helps to fulfil the tasks, said by
the director to the cameraman to create
the desired artistic effect. Light helps to
emphasize the three-dimensional shape
of the object, tone, colour and texture of
materials. The illuminated object is fixed
on the film in the form of light and colour
pictures on a light-sensitive material. With
the help of light, different light effects are
reproduced in cinema, which helps to de-
termine the time and place of action.

We should agree with A. Golovnya (1965,
p.109), who believed that “lighting, during
the process of improving cinema as an
art, has become an artistic and creative
work and has become an integral part of
the cameraman’s skills”.
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To express his creative ideas, the cam-
eraman uses different types of light.
M. Volynets classifies in his book “Pro-
fession: Cameraman” all types of light:
light that draws, light that fills, light that
emphasizes the contour, modelling light
and background light. The so-called paint-
ing light, the author calls the light from the
directional lighting devices. Their main
task is to create a black and white picture
on objects, figures or faces. It should be
noted that the painting light, in his opinion,
clearly separates the light and shadow
side of the object, emphasizing the vol-
ume, shape and texture.

Under the fill-in light, the author means
that very light, which is created by dif-
fused light devices, is covered with white
material to evenly fill the entire space of
the scenery. It is known that the equal
filling of space helps to identify plastic
shapes of objects, highlight the shadows
on the actors’ faces or used for a greater
psychological perception of the state of
the characters.

Concerning the light that emphasizes the
contour, the author refers to the so-called
backlight, which emphasizes the figure
and separates it from the background. It
is known that backlight promotes a sense
of depth and expressiveness, and over-
comes the feeling of two-dimensionality.

Under the modelling light, the author
means that very light is used for fine light
treatment of the face and focusing on the
large details. By directing narrow beams
of light from the lens at the actor’s figure
or face, one can get small spots that em-
phasize the feeling of volume.

Under the background light, the author
means that very light, which helps to cre-
ate a picturesque background for the ac-
tors, separates the architectural forms of
scenery and reveals the depth of space
(Golovnya, 1965, pp.105-107). So, the abili-
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ty to work with light plays the most import-
ant role in the work of the operator on the
audiovisual work. Lighting in cinematog-
raphy has many functions, including illu-
minating objects and giving them volume,
shape, colour and emotional colour.

Summarizing all the above-mentioned
information, it should be said that the
final stage of the filming process is
post-production. This stage begins when
the operator is collecting all the footage.
We would like to agree with the opinion of
the editing director, designer, production
director Pavel Tsybenko, given in the In-
ternet article “Main stages of film produc-
tion”, where he said that in order to save
shooting material for sure, it is better to
store it on at least three video storages
(Romanenko, 2018).

The next steps are to watch the footage,
create a draft version, and do the editing
itself. The last stage is colour correction,
which means bringing all the captured
material into a single product.

Conclusions

During our study, we have analyzed mod-
ern and traditional media. The analysis
helped to reveal the differences between
modern and traditional media. Thus, tra-
ditional media have created the basis of
modern media, setting the trend for their
further development and creating a whole
culture of information, which is absorbed
by modern media.

While studying we identified relevant
problems and analyzed possible ways
to solve them. The main problem is the
comprehensiveness and easy availability
of the creation and dissemination of infor-
mation to a wide range of Internet users,
and thus the dissemination of inaccu-
rate or poor-quality information, in other
words - fakes. The role of the main film
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and television professions, in particular of each member of the film crew was de-
cinematography, was also defined in de- termined. The factors that affect the qual-
tail. All stages of production of a quality ity of television content were summarized
film product were described and the role by the author as well.

REFERENCES

Golovnya, A., 1965. Masterstvo kinooperatora [The skill of a cameraman]. Moscow: Iskusstvo.
Kopylov, R., 2018. Netflix pozvolit zriteliam vybirat razvitie siuzheta v "Chernom zerkale". Sei-
Khai. [online] Available at: <https://say-hi.me/24-kadra/netflix-pozvolit-zritelyam-vybirat-razvitie-
syuzheta-v-chyornom-zerkale.html> [Accessed 12 January 2022].

Naumova, M., 2011. Novi media ta tradytsiini ZMI: modeli spivisnuvannia [New media and
traditional media: models of coexistence]. Aktualni problemy sotsiolohii, psykholohii, pedahohiky,
13, pp-86-92.

Pudovkin, V., 1926. Kinorezhisser i kinomaterial [Film director and film material]. Moscow:
Kinopechat.

Romanenko, Yu., 2018. Osnovni etapy kinovyrobnytstva [The main stages of film production].
[online] Available at: <https://studway.com.ua/znyati-kino/> [Accessed 11 January 2022].
Shevchenko, V.E. ed., 2012. Novitni media ta komunikatsiini tekhnolohii: kompleks navchalnykh
prohram dlia spetsialnostei "Zhurnalistyka", "Vydavnycha sprava ta redahuvannia’, "Reklama ta
zviazky z hromadskistiu" [The latest media and communication technologies: a set of training
programs for the specialties "Journalism", "Publishing and Editing", "Advertising and Public
Relations"]. Kyiv: Palyvoda A.V.

Verutska, I, 2015. Rozvazhalna teleprohrama: poniattia ta klasyfikatsiia [Entertainment TV
program: concept and classification]. Naukovyi bloh. Natsionalnyi universytet "Ostrozka
akademiia". [online] Available at: <https://naub.oa.edu.ua/2015/rozvazhalna-teleprohrama-
poniattia-ta/> [Accessed 12 January 2022].

Volynets, M., 2007. Professiia: operator [Profession: operator]. Moscow: Aspekt Press.

ISSN 2617-2674 (Print),

ISSN 2617-4049 (Online) Kotliar, S, Mykhalov, V, Pereiaslavets, D. Cinematography and Modern Media



BicHWK KMIBCbKOrO HaUiOHanbHOro YHIBERCUTETY KYNbTYPW | MACTELTB.
Cepid: AyfioBi3yanbHE MUCTELITBO | BUPOOHWLITBO 2022 - 5(1)-¢c.70-76

KIHOTEJIEONMEPATOPCTBO TA CYYACHI MEAIA
CeitnaHa Kotnap'?, Bonogumup Muxanboe?, imuTpo Mepesicnaeewb®

T 3acnyxeHuit fisy MucTeyTB YKpaiHu, npogecop Kapeapu TenexypHanicTukyu Ta MaiiCTepHOCTI akTopa;
e-mail: ilanit1925@gmail.com; ORCID: 0000-0002-4855-8172

2 KaHAWAAaT NejaroriYHnX Hayk, OLEHT;

e-mail: kiev-n-rada@ukr.net; ORCID: 0000-0003-0011-2152

3 maricTpaHT Kapeapu KiHO-, TenemMmncTeyTBa;

e-mail: dmpereyaslavets@gmail.com; ORCID: 0000-0002-8119-805X

@ KuiBcbKuii HayioHa/lbHWUI yHiBepCcUTET KynbTypu i MucTelTs, Kuis, YkpaiHa

b Kuiscbkuii yHiBepcuTeT KynbTypy, Kuis, YkpaiHa

AHoTauia
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The author's idea. The idea of the second part of the presented photographic project
has the same deep main meaning as the first part with the addition of figurative mean-
ings. The comparison of such polar concepts as the beauty of alive and inanimate and
revealing them through the female image, which is the basis, gives the opportunity to
rethink these concepts. Counterweight of the destructive and at the same time cre-
ative processes in the abandoned building, which are reflected in the living plants of
the fern and the girl herself, are combined into one whole.

The second part of this photo art project begins with a photo diptych called “Feel”,
which encourages you to track your own feelings while observing the work. It plays
the role of a vocation that permeates the entire series of photographic projects. We
consider that any work of art without human comprehension is only a set of certain
qualities. As an example, a picture is a set of harmoniously combined spots and lines.
Each person endows the experienced images with a special set of qualities selected
through their own prism of worldview. Thus, the image can acquire many meanings in
the outlined subject.

The presented series broadcasts the heroine's experience of a small life in the walls
of dilapidated rooms through her dance, changing poses, movement and her interac-
tion with space. Even the presence of a living person in an abandoned house fills him
with life. Another invigorating symbol here is plants and flowers. The question of who
this heroine is, the soul of the building, or flowers, or life itself, remains open.

If we turn to the irrational filed of the philosophy which is “philosophy of life”, we will
understand that everything that exists in it is considered as a form of manifestation
of “life”. Life itself is considered to be the primary holistic reality. Thus, it is possible to
draw parallels between the idea of contrasting the animate and the inanimate, aban-
doned that is displayed in the project with the “philosophy of life”, in the understanding
of which life opposes the inanimate and can be understood on an intuitive level. The
photographic project focuses on the intuitive perception, comprehension and experi-
ence of the presented images.

The girl in the frame is a part of this environment and at the same time remains
separated from it. This separation is dictated by the abandonment of the building. This
abandonment provides opportunities for the perception of the image of the protago-
nist as a manifestation of “higher powers”, which is often represented in the image of
an angel. The hint of the supernatural origin of the female image is the elements of
clothing, which in some shots are complemented by the presence of wings. Anoth-
er important building aspect in the created image is the light, which reinforces the
above-described symbolism of certain images. The idea of the work within the pro-
vided limits allows to interpret the image, which is symbolically called the “fern flower”
in the imagination and perception of everyone. In this way, against the background of
a terribly beautiful environment, the “fern flower” contains the symbolism of the magi-
cal, heavenly and living, real, which exists here and now.

Ukrainian-English translation -

Troian Ivan, e-mail: ivan.troian95@gmail.com
Photographer of the project -

Oleksandr Tverdokhlib, e-mail: icess69@gmail.com
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Diptych photo No. 1

“Feeling” of the

Photo Art Project

“Female Multi-Component
Associative Image

“Fern Flower"
Camera/ Lens Settings:
Nikon D3S / 105 mm | F1.41[1S0 400|1/350s
Nikkor AF-S 70-200 mm f/2.8G ED VR I
Images No. 1 editing with Light scheme
Adobe Photoshop Lightroom Classic 9: Light source: natural light
* Brightness and shadow areas editing from the window.

+ White balance editing
+ Color correction

Zaspa, |, Bezruchko, O. Photo Art Project
‘Female Multi-Component Associative Image
‘Fern flower"”. Part 2
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Photo No. 2

“Portrait with hydrangeas in hands" of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower"

Camera/ Lens Settings:
Nikon D3S / 105 mm | F1.41[1S0O 400 1/400 s
Nikkor AF-S 70-200 mm f/2.8G ED VR Il

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

+ White balance, exposure editing
+ Color correction

3acna, |., bespyyko, O. POTOMUCTELLKNIA MPOEKT
KIHOYMIA 6araTOKOMMOHEHTHMIA acoLliaTUBHMIA 06pas
‘LIBIT nanopoTi'». YacTuHa 2

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



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2022 - 5(1) - pp.77-87

Triptych photo No. 3

“Ballet in an Empty Room" of the Photo Art Proj‘ect
“Female Multi-Component Associative Image “Fern Flower"

Camera/ Lens Settings:
Nikon D3S / 35mm|F1.41[1SO 800 1/400s
Nikkor AF-S 70-200 mm f/2.8G ED VR I

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

+ White balance editing
+ Color correction

Zaspa, |, Bezruchko, O. Photo Art Project
‘Female Multi-Component Associative Image
‘Fern flower™. Part 2
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Diptych photo No. 4

“Portrait of a Fern Flower"
of the Photo Art Project
“Female Multi-Component
Associative Image

“Fern Flower"
Camera/ Lens Settings:
Nikon D3S / 105mm | F1.41[1S0800|1/350s
Nikkor AF-S 70-200 mm f/2.8G ED VR I
Images No. 4 editing with Light scheme
Adobe Photoshop Lightroom Classic 9: Light source: natural light
* Brightness and shadow areas editing from the window.

« White balance, contrast and saturation editing
+ Color correction

3acna, |., bespyyko, O. POTOMUCTELLKNMA NPOEKT
KIHOYMIA 6araTOKOMMOHEHTHMIA acoLliaTUBHMIA 06pas
‘LIBIT nanopoTi'». YacTuHa 2
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Diptych photo No. 5

! £ :
Shined" of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower"

Camera/ Lens Settings:
Nikon D3S / 105 mm | F1.411S0 800|1/350s
Nikkor AF-S 70-200 mm f/2.8G ED VR Il

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

* White balance editing
« Colour correction

Zaspa, |, Bezruchko, O. Photo Art Project
‘Female Multi-Component Associative Image
‘Fern flower™. Part 2
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Diptych photo No. 6

“Light and Shadow” of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower"

Camera / Lens Settings:
Nikon D3S / 105 mm | F1.41[1S0 800 | 1/400 s
Nikkor AF-S 70-200 mm f/2.8G ED VR Il

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

+ White balance editing
« Color correction

3acna, |., bespyyko, O. POTOMUCTELLKNIA MPOEKT
KIHOYMIA 6araTOKOMMOHEHTHMIA acoLliaTUBHMIA 06pas
‘LIBIT nanopoTi'». YacTuHa 2
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Diptych photo No. 7

“Sunlight” of the

Photo Art Project

“Female Multi-Component
Associative Image

“Fern Flower"
Camera/ Lens Settings:
Nikon D3S / 35mm|F1.41[1SO100|1/250s
Nikkor AF-S 70-200 mm f/2.8G ED VR I
Images No. 7 editing with Light scheme
Adobe Photoshop Lightroom Classic 9: Light source: natural light
* Brightness and shadow areas editing from the window.

« White balance, exposure, contrast
and saturation editing
+ Color correction

Zaspa, |, Bezruchko, O. Photo Art Project
‘Female Multi-Component Associative Image
‘Fern flower™. Part 2
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Photo No. 8

“Move_ment" of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower"

Camera/ Lens Settings:
Nikon D3S / 35mm|F1.41[1SO100|1/250s
Nikkor AF-S 70-200 mm f/2.8G ED VR I

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

+ White balance, exposure, contrast
and saturation editing
+ Color correction

3acna, |., bespyyko, O. POTOMUCTELLKNMA NPOEKT
KIHOYMIA 6araTOKOMMOHEHTHMIA acoLliaTUBHMIA 06pas
‘LIBIT nanopoTi'». YacTuHa 2
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Photo No. 9

“Manifestation

of higher powers"

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

“Fern Flower"

Camera/ Lens Settings:
Nikon D3S / 35mm|F1.41[1SO100]1/250s
Nikkor AF-S 70-200 mm f/2.8G ED VR I

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

+ White balance, exposure,
contrast and saturation editing
+ Color correction

|® @ This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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The author’s idea. The idea of this Master’s Photo Art Project was to create an erotic
photographic work, namely such images that contain elements of fine art, which are
closely intertwined with the myths and legends of ancient Greece. Throughout photo-
graphic history, both historical aspects and stylistic images of the visual art of each era
are explored and intersect.

The photographic project is based on the story of characters such as Eros, three
graces - Innocence, Beauty and Love. During the development of the storyline, the
characters go through the ages, their aesthetics and expressiveness. The passage of
time and the development of society in terms of morality change the attitude toward
the naked human body and its interpretation.

The analysis of beauty of a human body in various forms of sensuality is carried
out. It is established that eroticism is the result of the process of ontogenetic, cultural
development and expresses the individual psychological and semantic components
of the uniqueness of the human body. And photography, as the most common way of
visual communication, has formed modern ideas about it.

ISSN 2617-2674 (Print), Kukorenchuk, V., Vdovychenko, N., Bondar, V. Master's Photo Art Project
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Photo No. 1

“Birth of Eros” of the Master's Photo Art Project
“Erotica in Photography: from Analog to Digital"

Camera/ Lens
Fujifilm XT-3 /
Fujinon XF 35 mm /2.0

Image No. 1 editing with

Adobe Photoshop:

Increase exposure, decrease saturation,
zoom based on content, overlay photos
on top of each other.

Settings:
35mm|F2.8[1S0400|1/60s

Light scheme

Three lighting devices were used

for the shooting. The painting light was
located to the left of the model. The fill light
was near the optical axis of the camera.
Contrast — top behind the model.

ISSN 2617-2674 (Print), KykopeHuyk, B., BooBuuerko, H., BoHaap, B. Marictepcekunii GOTOMUCTELbKMIM
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Author’s idea of photo N21. Photo N21 “Birth of Eros” shows one of the main charac-
ters of this photographic work. Proponents of Orphic cosmogony believed that the god
Eros was born from an egg laid by Nyukta (or created by Chronos). This legend gave
impetus to the creation of just such a plot image that inspires a sense of originality.

To realize this idea, | turned to the works of photographers and artists of the nine-
teenth century. | was inspired by David Octavius Hill, Robert Adamson, Charles Negre,
Roger Fenton, Henry Fox Talbot and Frangois Pascal Simon Gérard, Francisco Goya,
Antoine-Jean Gros and others.

This photo is fully consistent with the style of the Classicism era — the expressive-
ness of form, specificity of the image and the proportions.

To create such an image, we used two digital photos that were compiled in Adobe
Photoshop and superimposed on each other. The shooting was carried out in the photo
pavilion using special equipment. As a result of many attempts, | settled on a light tonal
image of the image in a high key.

Translucent fabric was thrown on the model for a more expressive effect. Light and
form create a sense of unity.

ISSN 2617-2674 (Print), Kukorenchuk, V., Vdovychenko, N., Bondar, V. Master's Photo Art Project
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Photo No. 2

g
-

-

“Fascination with Graces" of the Master's Photo Art Project

“Erotica in Photography: from Analog to Digital"

Camera/ Lens
Canon 60D /
Canon 24-105 f/4L IS Il USM

Image No. 2 editing with

Adobe Photoshop:

Increase exposure, decrease saturation, zoom
based on content, overlay photos, reduce
opacity, motion blur.

Settings:
24mm|F4.5[1S0250]1/10s

Light scheme

Three lighting devices were used

for the shooting. The painting light was
located to the left of the model. The fill light
was near the optical axis of the camera.
Contrast — top behind the model.

ISSN 2617-2674 (Print), KykopeH4yk, B., BooBu4eHko, H., BoHaap, B. Marictepcokuii (hoTOMUCTELIBKMA
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Author’s idea of photo N22. At the photo N22 “Admiration of Graces” not only Eros
is involved, but also three Graces — Innocence, Beauty and Love. These heroines also
came from the ancient Greek epic and were sung by the Great Masters of Fine Arts
throughout the civilized history of mankind.

| decided to add these characters to the story of Eros to emphasize his incipience as
a god of love. At the photo, Graces enchant Eros with their seductive dance. They have
captivated his soul so much that he wants to take possession of them and never let
them go. This is where the story of temptation begins.

This photo corresponds to the style of the Romantic era — the spiritual world of man
comes to the fore, creating a whole with nature.

To create such an image, | have used 8 photos and a scanned herbarium, which
were compiled in the Adobe Photoshop editor and superimposed on each other. The
shooting was carried out in the photo pavilion with the use of special equipment, and
the light-tone drawing of the image in a high key became the best solution for the real-
ization of this idea.

The use of props for this photo was similar to the previous one.

ISSN 2617-2674 (Print), Kukorenchuk, V., Vdovychenko, N., Bondar, V. Master's Photo Art Project
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Photo No. 3

“Temptation” of the Master's Photo Art Project
“Erotica in Photography: from Analog to Digital"

Camera / Lens
Fujifilm XT-3 /
Fujinon XF 35 mm /2.0

Image No. 3 editing with

Adobe Photoshop:

Increase exposure, decrease saturation,
scale to content, overlay photos,
duplicate photos, and zoom in.

Settings:
35mm|F2.8]1S080|1/30s

Light scheme

Three lighting devices were used

for the shooting. The painting light was
located to the left of the model. The fill light
was near the optical axis of the camera.
Contrast — top behind the model.
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Author’s idea of photo N23. The idea of photo N23 “Temptation” was the birth of
a new feeling, more earthly, in which sin transcends innocence.

Under the influence of Eros’ powerful energy, Grace loses control of her mind and
emotions. It seems that in a moment, and a thin veil will fall at the feet of the tempter.
Eros acquires a clearer human, like image of a tamer of women'’s souls and hearts. His
power becomes clearer — he seems to hypnotize his victim and absorb it completely -
Love is doomed, it falls into the captivity of passion.

| was inspired to create this photo work by the unsurpassed images of Julia
Margaret-Cameron, whose work dates back to the 60-70s of the 19th century, and
which is still an ideal for many photographers. In the history of photography of that
time, the search for new forms and styles began, which formed a new direction in pho-
tography — pictorialism. The similarity of painting is the main difference in this trend.
Robert Demachy, Heinrich Kiihn, Charles Puyo, Joan Vilatoba — this list can be endless.
Indeed, all these masters were influenced by works of art from the Romantic era and
such new styles as Art Nouveau, Jugendstil, and Pre-Raphaelite currents.

The To create such an image, | used 2 photos that were collected in Adobe Pho-
toshop and superimposed on each other. The shooting was carried out in the photo
pavilion with the use of special equipment, and the restrained light image of the photo
was the best solution to implement this idea.

ISSN 2617-2674 (Print), Kukorenchuk, V., Vdovychenko, N., Bondar, V. Master's Photo Art Project
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Photo No. 4

“Immersion in the Abyss" of the Master's Photo Art Project
“Erotica in Photography: from Analog to Digital"

Camera/ Lens Settings:
Canon 60D / 58 mm|F1.4|1SO100]1/25s
Helios 44-2 58 mm

Image No. 4 editing with Light scheme
Adobe Photoshop: Filling light in front of the model.

Edit exposure, shadow, contrast
and saturation, blend brush, crop.
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Author's idea of photo N24. At the photo N24 “Immersion in the Abyss” we see the
second of the three Graces — Beauty. Love is already captivated by the love of Eros, and
she is still trying to fight in his nets. Her body curves are beginning to take on clearer im-
ages. We can't see her eyes yet, she hides them, but the path of temptation is inevitable.

The transparency of matter in this story is a kind of guide from the spiritual to the
earthly, as well as a burden that will pull from heaven to the abyss.

This work also traces the influence of pictorialism, in particular the work of Joan Vila-
toba, who also used translucent fabrics to enhance the artistic power of photography.

To create this image, | made my own Helios 44-2 58mm monocle lens. This lens was
connected to a digital camera using an adapter and macro rings. This lens added the
plasticity of the image and emphasized the plot.

ISSN 2617-2674 (Print), Kukorenchuk, V., Vdovychenko, N., Bondar, V. Master's Photo Art Project
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Photo No. 5

“Ghosts" of the Master's Photo Art Project
“Erotica in Photography: from Analog to Digital"

Camera/ Lens
Fujifilm XT-3 /
Fujinon XF 35 mm /2.0

Image No. 5 editing with

Adobe Photoshop:

Edit exposure, shadow, contrast

and saturation, crop, overlay photos,
zoom based on content.

Settings:
35mm|F3.2[1S0 1600 | 1/250 s

Light scheme

Three lighting devices were used

for the shooting. The painting light was
located to the left of the model. The fill light
was near the optical axis of the camera.
Contrast — top behind the model.
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Author’s idea of photo N25. Numerous figures of Innocence appear before us in pho-
to N5 “Ghosts”. She is lost, confused in her thoughts, trying to escape from herself, but
each time she returns to the same place. The walls of Eros' captivity rise every moment.
Its purpose is to unite with the Graces in a whirlwind of feelings and temptations.

| was inspired to create this work by the work of André-Adolphe-Eugéne Disdéri, who
in the 60s of the 19th century was fond of creating collages and editing photos of ac-
tresses and ballerinas. In particular, he was mostly interested in slender female legs,
which still attract modern viewers. Oscar Gustave Rejlander’s work also did not leave
me indifferent. Especially since he was the first photographer to present his work “Two
Ways of Life” in 1857, which presented naked nature.

To create this photo, | used 6 photos that were compiled in Adobe Photoshop and
superimposed on each other. The shooting was carried out in the photo pavilion using
special equipment, and the chiaroscuro drawing of the image became the best solution
for the realization of this idea.

ISSN 2617-2674 (Print), Kukorenchuk, V., Vdovychenko, N., Bondar, V. Master's Photo Art Project
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Photo No. 6

“Blues of Erotic Thoughts” of the Master's P!

e h -
hoto Art Project
“Erotica in Photography: from Analog to Digital

Camera/ Lens
Fujifilm XT-3 /
Fujinon XF 35 mm /2.0

Image No. 6 editing with

Adobe Photoshop:

Edit exposure, shadows, contrast

and saturation, blend brush, crop, stamp,
blend mode, zoom based on content.

Settings:
35mm|F4]1SO800|1/125s

Light scheme

Three lighting devices were used

for the shooting. The painting light was
located to the left of the model. The fill light
was near the optical axis of the camera.
Contrast — top behind the model.
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Author’s idea of photo N26. In photo N26 “Blues of Erotic Thoughts”, we see the al-
ready self-affirmed Eros, who has already fulfilled his purpose in the temptation of the
Three Graces. Now he is satisfied with himself, enjoys his actions, rests and fantasizes
about plans while Grace melts in his passion.

This work logically continues a series of previous photographs related to Pictorialism.

The photo contains two superimposed works. Also, the smoke is a complement to
the plot of the picture, creating an atmosphere of dreaminess. The chiaroscuro nature
of the lighting successfully emphasizes the idea of the plot.
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Photo No. 7

2

e . dbe
“Taste of Temptation” of the Master's Photo Art Project
“Erotica in Photography: from Analog to Digital

Camera/ Lens Settings:
Canon 60D / 24 mm | F6.3|1SO0500]1/40s
Canon 24-105f/AL IS 1 USM

Image No. 7 editing with Light scheme
Adobe Photoshop: Three lighting devices were used
Edit exposure, shadow, contrast for the shooting. The painting light was
and saturation, blend brush, crop, located to the left of the model. The fill light
stamp, scale, content brush, restore was near the optical axis of the camera.
brush, adding stars and fog.. Contrast — top behind the model.
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Author’s idea of photo N°7. Photo N27 “Taste of Temptation” depicts the celebration
of Eros’ victory. Graces are under his rule, perform whims and are able to do anything to
satisfy their master. They are intoxicated by his sexual amusements and pastimes, un-
able to recover from love and passion yet. Their images and desires became concrete,
human and sinful. A little more and they will fall. The future of Graces has already been
determined by the shining stars drawing them into the abyss.

This work is characterized by the spirit of postmodernism. The combination of the
mystical, the realistic and the domestic are characteristic of this trend.

The light and shadow nature of the lighting was used for this photo, which success-
fully emphasizes the details and the idea.

|® @ This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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The author's idea. The idea of this Master’s Photo Art Project was to draw attention
to the development and decay of cinemas in the Lviv region. Cinema, since its inception,
has had a great impact on people, his development, formation, more than once has re-
turned the course of history. Cinemas are a place where you can meet its miracle face
to face, touch it. However, what is the current state of Ukrainian cinemas? Who still
goes there? Can we say, that at the beginning of the internet era, the cinemas are a relic
of the past, which now play only a symbolic role? Having watched the cinemas of the
Lviv region, communicating with employees and visitors, | tried to answer these ques-
tions, first of all for myself. Research on the development of Ukrainian film distribution
is very important in modern conditions, as it is an integral component, the basic basis
of cinema, which in turn is a priority of public policy in the humanitarian sphere and
determined by the Laws of Ukraine ‘On Culture’, ‘On Cinematography’, etc. Successful,
profitable film distribution is a financial platform for the development of film produc-
tion. Therefore, in-depth analysis of ways and directions of film distribution, research
of formation conditions and successful realization of its potential, study and coverage
of effective principles of film network existence, construction of forecast models of its
further functioning are actual and necessary for the social and economic and political
development of society.

Bezruchko, O., Kachmar, N. Master's Photo Art Project ‘Development
of Ukrainian film distribution in Lviv region as a component
of film production in Ukraine’
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Photo No. 1

“Cinema Lives Here"
from a series of Master's Photo Art Project

Camera/ Lens Settings:
Canon EOS 250D / 18 mm | F7.1]1SO800|1/25s
Canon EFS 18-55 mm

Image No. 1 editing with Adobe Light scheme
Photoshop Lightroom Classic: Frame light source:
+ Temperature: +18 sunlight from the window.

+ Exposure: +0.36
+ Contrast: +7

* Highlights: +5
Shadows: +20

Bespyuko, O, Kaumap, H. Marictepcbkuii (hOTOMUCTELIbKMA MPOEKT
«PO3BUTOK YKPAIHCHKOrO KIHONPOKATY Ha J1bBIBLLMHI
AK CK1aoBa KIHOBMPOGHMLITBA B YKpaiHi»
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Author’s idea of photo N21. The sign ‘The cinema lives here’ encourages the audi-
ence of the cinema ‘Lviv Film Center’ to watch the film, which is on. However, although
the building is located in the densely populated Frankivsk district of Lviv, even in the
middle of a beautiful picturesque park called “Nut Grove”, which is always a holiday for
many residents, there are not enough spectators. The sign about the movie is placed
here as if ironically. After all, it seems that cinema lives here, but there is nobody to
watch it. It is known that cinema cannot exist without spectators.

Bezruchko, O., Kachmar, N. Master's Photo Art Project ‘Development
of Ukrainian film distribution in Lviv region as a component
of film production in Ukraine’
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Photo No. 2

“Planeta Kino" (The Planet of Cinema)
from a series of Master's Photo Art Project

Camera/ Lens Settings:
Canon EOS 250D / 18 mm|F4.0|1S0200|1/6s
Canon EFS 18-55 mm

Image No. 2 editing with Adobe Light scheme
Photoshop Lightroom Classic: Frame light source:
« Temperature: -13 lamp lights.

* Exposure: -0.09
 Contrast: +25

* Highlights: -35
+ Shadows: +18
* Texture: +35

Bespyuko, O, Kaumap, H. Marictepcbkuii (hOTOMUCTELIbKMA MPOEKT
«PO3BUTOK YKPAIHCHKOrO KIHONPOKATY Ha J1bBIBLLMHI
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Author’s idea of photo N°2. ‘Planeta Kino' network is a monopolist in our country's
market. It is an example of the fact that going to the cinema can be interesting, exciting
and not hit the family budget. The cinema, which is located in the King Cross Leopolis
shopping centre in Lviv, has an IMAX technology room with a screen size of a 5-storey
building.

Of course, it is almost impossible for smaller cinemas to compete with such large
corporations. Though in large cities, there is still a tendency to visit smaller and, ac-
cording to Lviv residents, ‘more authentic cinemas.’
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Photo No. 3

—L

‘IMAX Projection System’
from a series of Master's Photo Art Project

Camera/ Lens Settings:
Canon EOS 250D / 18 mm|F4.0|1SO800|1/8s
Canon EFS 18-55 mm

Image No. 3 editing with Adobe Light scheme
Photoshop Lightroom Classic: Frame light source:
« Temperature: -46 room lights.

* Exposure: +0.18
 Contrast: +18

* Highlights: -22
+ Shadows: +18
* Texture: +11

Bespyuko, O, Kaumap, H. Marictepcbkuii (hOTOMUCTELIbKMA MPOEKT
«PO3BUTOK YKPAIHCHKOrO KIHONPOKATY Ha J1bBIBLLMHI
AK CK1aoBa KIHOBMPOGHMLITBA B YKpaiHi»
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Author's idea of photo N23. This projector in the King Cross Leopolis shopping centre
in the “Planeta Kino”, almost human-sized, forms a separate image for the right and
left eyes, which allows the creation of a high-quality and surreal 3D effect. Of all the
cinemas in the Lviv region, this projector is the largest, and there is a separate person
to service it, who is always on the spot.

Bezruchko, O., Kachmar, N. Master's Photo Art Project ‘Development
of Ukrainian film distribution in Lviv region as a component
of film production in Ukraine’
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Photo No. 4

“New Hall" from a series
of Master's Photo Art Project

Camera / Lens Settings:
Canon EOS 250D / 18 mm|F4.0[1SO100|1/13s
Canon EFS 18-55 mm

Image No. 4 editing with Adobe Light scheme
Photoshop Lightroom Classic: Frame light source:
+ Temperature: +7 room lights.
+ Shade: +7

+ Exposure: +1,73
* Contrast: +15

* Highlights: +11
+ Shadows: +5

* Texture: +11

Bespyuko, O, Kaumap, H. Marictepcbkuii (hOTOMUCTELIbKMA MPOEKT
«PO3BUTOK YKPAIHCHKOrO KIHONPOKATY Ha J1bBIBLLMHI
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Author's idea of photo N24. In Drohobych and nearby cities, the network of Zlata’
cinemas is a monopolist in the market. It is well deserved because cinemas located in
the central parts of cities are new and clean with friendly staff. In addition, according
to employees, from time to time they have meetings with actors and directors, where
spectators have the opportunity to communicate with filmmakers and learn more
about Ukrainian cinema.

Bezruchko, O., Kachmar, N. Master's Photo Art Project ‘Development
of Ukrainian film distribution in Lviv region as a component
of film production in Ukraine’
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‘Meeting place’ from a series
of Master's Photo Art Project

Camera / Lens
Canon EOS 250D /
Canon EFS 18-55 mm

Image No. 5 editing with Adobe
Photoshop Lightroom Classic:

+ Temperature: -9

+ Shade: -35

* Exposure: +0,09

+ Contrast: +13

* Highlights: -18

+ Shadows: -18

* Texture: +27
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Settings:
18 mm | F5.0[1SO800|1/10s

Light scheme
Frame light source:
room lights.
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«PO3BUTOK YKPAIHCHKOrO KIHONPOKATY Ha J1bBIBLLMHI
AK CK1aoBa KIHOBMPOGHMLITBA B YKpaiHi»



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2022 - 5(1) - pp.104-121

Author's idea of photo N25. Cinema is not just a hall or a screen. Cinema is a meet-
ing place for friends and relatives. This is a cup of coffee before the movie. This is the
expectation of the film beginning and its discussion later. This is an expectation, disap-
pointment or admiration. Cinema is a forum, a centre and a meeting place. One such
place is the Drohobych cinema “Zlata'.
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Photo No. 6

‘Observers' from a series
of Master's Photo Art Project

Camera/ Lens Settings:
Canon EOS 250D / 18 mm|F4.1[1SO800|1/10s
Canon EFS 18-55 mm

Image No. 6 editing with Adobe Light scheme
Photoshop Lightroom Classic: Frame light source:
+ Colour: black and white room lights, lamp lights.

* Exposure: +0,09

Bespyuko, O, Kaumap, H. Marictepcbkuii (hOTOMUCTELIbKMA MPOEKT
«PO3BUTOK YKPAIHCHKOrO KIHONPOKATY Ha J1bBIBLLMHI
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Author's idea photo N26. For non-cinematographers, cinema has always been some-
thing extremely magical, attractive and interesting. Everyone always wants to know
how the scene is shot, how the actors play so convincingly, why some films win Oscars
and others are forgotten as soon as the premiere ends. People sit quietly in the chairs
of the cinema and continue to admire the film even after its completion.
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Photo No. 7
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‘Kameniar Cinema’ from a series
of Master's Photo Art Project

Camera / Lens
Canon EOS 250D /
Canon EFS 18-55 mm

Image No. 7 editing with Adobe
Photoshop Lightroom Classic:

+ Colour: black and white

+ Temperature: -35

* Exposure: -0,18

+ Contrast: +13
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Settings:
18 mm|F4.0[1SO100|1/40s

Light scheme
Frame light source:
sunlights.
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Author's idea of photo N°7. In ‘Boryslav’, a few steps from the central square, there
is a cinema that was closed many years ago. The beautiful and symbolic name of the
cinema, unfortunately, did not save it from decline and oblivion. There are no entertain-
ment centres or recreation areas in the city, only shops and isolated cafes. According
to a local woman, people move from here to more developed cities, such as Drohobych
or further. Therefore, for those who remain, culture is out of time. Moreover, the cinema,
as well known, cannot exist without people. The more developed the city is, the more
satisfied people are - the more diverse cinemas there are. Unfortunately, ‘Boryslav’ did
not get on this list...
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Photo No. 8
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‘Dzvin Cinema' from a series
of Master's Photographic Art Project

Camera / Lens
Canon EOS 250D /
Canon EFS 18-55 mm

Image No. 8 editing with Adobe
Photoshop Lightroom Classic:

+ Colour: black and white

+ Temperature: +15

+ Shade: +22

* Exposure: -0,36

+ Contrast: +9

+ Shadows: +5

+ Sharpness: +13
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Settings:
18 mm|F4.0|1SO800|1/30s

Light scheme
Frame light source:
sunlights.
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Author's idea of photography N28. Of all the cinemas in the Lviv region, ‘Dzvin’ in Lviv
is in a state of decline and ruin. It is unlikely that the local authorities will ever be able
to restore this building. Moreover, the people of Lviv themselves have other places to
watch movies. Citizens are already accustomed to this ruined building and routine-
ly pass by every day... Few people remember the premieres, meetings, sold-outs, old
movies...

|® @ This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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360poBeL U. KnuHomenogpama XX Beka

KaK siB/ieHe MUPOBOW Ky/bTypbl : MOHOTpadusi.

Xapbkos : Jlngep, 2016. 312 c.

360po.el, U.,2016. KuHomenogpama XX Beka
Kak siBlieHne MUpoBOU KynbTypbl. XapbKoB: Jluaep.

Zborovetc, I., 2016. Kinomelodrama XX veka
kak iavlenie mirovoi kultury [Film melodrama

of the 20th century as a phenomenon
of world culture]. Kharkov: Lider.

360poBeL U. TpogeliHbie KNHOGUIbMbI

B pederiunn COBETCKUX 3pMTeﬂeﬁ nepBoro
rMoCJIEBOEHHOI0 JECATUNIIETUA MOHOFpaCbI/IFI.

XapbkosB : Jingep, 2019. 490 c.

360poBeL, U.,2019. TpogpeliHbie KUHOGUIbMbI
B peLenyuy COBETCKUX 3puTesiel NepBoro
M0CIEBOEHHOrO AecATUeTUs1. XapbKoB: Jlugep.

Zborovetc, |., 2019. Trofeinye kinofilmy v retceptcii
sovetskikh zritelei pervogo poslevoennogo desiatiletiia
[Trophy films in the reception of Soviet viewers

in the first post-war decade]. Kharkov: Lider.

IHTepecn aBTOpa uUMX MOHoOrpadii He
06MEeXYITbCSl BUKIIFOYHO KiHeMaTorpa-
¢dom. Inonut 360poBeUb — iCTOpUK Te-
aTpy, niTepaTypu Ta aBTOp BigMoOBiAHUX
TemMaTuyYHUX MoHorpadin: «MupoH Cten-
HAK: 6iorpadis y Bipwax noeta» (2012),
«MucTteuTBo TeaTpanisauil  XyAOXHbOI
npoau» (2013), «Mdona ykpaiHCbKOro
MOBO3HaBLUA Bacuns 36oposus», «Cto-
XETU AnA TeaTpy, KiHO Ta TenebGayeHHs»
(2014), «OnekcaHgpa MoHTBUL Y XapkKiB-
CbKOMY iHCTUTYTi 611aropofHux AiByaT»
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(2015), «CamMoTHicTb MupoHa CTenHsika»
(2015) Ta iH.

MpoTe iHTepec came o KiHemaTorpady
BUABMBCS B aBTOpa 3 AMTUHCTBA, KOMU
BiH e xnonueM 6yB 3a4apoBaHWUi «Ma-
rieto» KiHo. [lecATkn pasiB BiH neperns-
[aB yno6neHi KapTuHK, KOneKLioHyBaB
KIHOKaZpuKK, BMBYaB CTPYKTYPY Pi3HMX
dinbMiB. Y cBOIX MOHOrpagisix aBTop He
TiNbKW aHanisye pisHi acnekTu KiHOMpo-
Lecy, a 1 LUMPOKO CNUPAETbCS Ha BACHI
BPaXXeHHS.

Myslavskyi, V., Markhaichuk, N. Twentieth-century Film Melodrama
and Trophy Films: Screen Discourse
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Y MoHorpadii «<KiHomenogpama XX cto-
NiTTA K SBULLE CBITOBOI KYNbTypu»
|. 36opoBeLb aHanisye HanWsHaKOBiLUi
Menogpamu HimeuunHu, Monbui, CPCPR,
CLUA, IHgii, lcnaHii. AKTyanbHiCTb po60TH
Hacamnepeg, 06yMOBIeHa TUM, LLO XaHp
«MenogpamMu» € ogHUM i3 HanlwaHoBaHi-
KX rasgadamMu (gocuTb 3rajaty xoya
6 pekopAcMeHa KacoBux 360piB ¢inbM
«TuTaHik» (Titanic, 1997, pex. [. Keme-
poH)). Afle monpu CBOK MONYJSAPHICTB,
MenogpaMa He 3Hawwna BiAryk y po6o-
Tax KiHo3HaBLiB. MabyTb, eanHe pocni-
LDKEHHS, sike 6yno ony6/1ikoBaHO — KHWra
A. MapkynaH «KiHomenogpama. ®inbm
XaxiB: KiHO Ta 6yp)xyasHa MacoBa Ky/b-
Typa» (1978).

Y po6oTi f. MapkynaH MenogpamMa Bu-
3HAYaETbCA K «HU3bKOMPOOGHUIA XXaHp»,
LLL0 HabYB LLUIMPOKOTO MOLUMPEHHS Ha 3axo-
[i, ane He 3HaWLUOB BiAryK B pagsHCbKO-
My KiHemaTtorpadi. OgHak, Ha npoTuBary
Lin AymMUi, MOXHa 3ragaTu OCKapOHOCHY
KapTuHy B. MeHbLluOBa «MoCKBa cnibo3am
He BipuTb» (1979) i dinbm-kaTacTpody
3 enemMeHTamu Mmenogpamm O. MiTTu «Eki-
nax» (1979). Ui KapTuHKW, AK HUHI 3aBe-
JEeHO KasaTu, «040JItoBanun BEPXHi pPALKK
XiT-napagiB» HaMKacoBilLMX pagsaHCbKUX
odinbmiB. Lli cTpiykm [emMoHCTpyBanu-
CSl MO TPU-YOTUPM TUXHI | Ha BCi ceaHcn
6yNn «WanAniHCbKi Yepru».

AK TouyHo 3asHayae |. 36opoBeLpb, No-
nemisytoun 3 f. MapkynaH, «3 BUCOTU
HayKOBOI eNiTn BOHa CTBOpWUa HeraTus-
HUI NOPTPET cyyacHol KiHoMenogpamu,
3JaTHUIM BUKNMKaTK 0o Hel ornay Ha 100
pokiB ynepen» (c. 289). Agxxe He BapTo
3abyBaTy, WO MeNioAapaMaThyUHi CHOXETH
B pyKax 06[apoBaHUX pexucepiB nepe-
TBOPIOBA/IMCA Ha CMpaBXHi LeaeBpw.
MoxkHa 3ragaTtu 4ynoBy KapTuHy XKaka
Oemi «lllepbypcbki napaconbku» (Les
Parapluies de Cherbourg, ®paHuis, 1964),
fka oTpumana lpaH-npi Ha KiHodecTnBa-
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ni y KanHax. QinbM My3nYHWIA, y HbOMY ic-
TOpIs ACKPaBO PO3KPMBAETbCHA 3aBAAKMU
i pexucypi, i 3aBOpoXnuBin Mysuui Mi-
wens JlerpaHa, i 6IMCKyYiil aKTOPCbKIl
po6oTi toHOT akTpuck KaTpiH [JeHboB.

Ller dinbm € npuknagoMm, Konum 6aHanb-
Ha icTopif Npo MonoAy AiBUYMHY, fiIKa He
Joyekanacs CBOro MOMOAOro YosioBika
3 apMii, BTIMIOETbCA Ha eKpaHi B fcKpa-
BUN TBip KiHOMucTeuTBa. Lle oguH my-
3MYHMIA DiNbM Ha L0 XK TeMY 6yI0 3HATO
B CPCP uepes fiecsiTb pOKiB pexucepom
AHppiem KoHuyanoBcbkuM. [epoiHsa «Po-
MaHCy Mpo 3akoxaHux» (1974) Takox He
JoyeKanacs KOXaHoro, BBaXawouw, L0
BiH 3arnHyB. BoHa ofpyXyeTbcsl 3 MOro
apyroM. Ane Ha BigMmiHy Big «lUep6yp-
CbKMWX Mapacosnibok» LA icTopia 3aKiHuy-
€TbCA TParivyHo.

TakoX Ha CTOpiHKax CBOET KHUMM |. 360-
poBeLb pPO3rnagae i KNacuyHy My3uyHy
mMenogpamy «Koponesa lLlaHTeknepa» (La
Reina del Chantecler, Icnanis, 1962, pex.
P. Xinb).

Ak cnpaBegnBO 3a3Havae |. 36opoBeLb
«...CbOrofHi MenogpaMy po3rnsfatoTb
CMPOLLEHO AIK Pi3HOBUJ i3 CIHOXKETOM MO-
6YTOBOro xapakTepy, 3 nepebinbLleHUMM
emMoLisiMK, HecrofiBaHkaMu Ta 060B'A3-
KOBOK MEpPEMOro Aobpa Hag 3710M»
(c. 12). Apxe menoapama € HaicTapilmMm
XaHpoM KiHematorpady. Ha nouaTky
MepLIoro AecATUNITTA aMepuKaHCbKi Me-
noppamu 3 6insisoto Mepi lMikdopa nigko-
punu rnagadie 3 ycboro cBiTy. | Wwo Bax-
NMBille, 3aKianu OCHOBHI MpaBwia Ans
PO3BUTKY LbOrO >XaHpy — PO3KPUTTHA Ay-
XOBHOrO Ta YyTTEBOrO CBITY repoiB y 0Co-
6/IMBO ICKPaBMX eMOLiNHMX 06CTaBUHaxX
Ha OCHOBI KOHTpPACTIB: AO6PO i 3110, KOXaH-
HA Ta HeHaBUCTb Towo. Came Ui SAKOCTI
[03BOIWAN TaknM Qinbmam JocTyKaTmcs
00 cepZieub MiNbAOHIB rnagavis.

Tak, B. MucnaBcbkuit y Heony6nikoBa-
HWX cnoragax 3ragyBaB, O BiH nam’s-

Mucnascbkui, B., Mapxandyk, H. KiHomenoapama XX cTonitTa
i TROMENHI DiNbMU: EKPAHHUIA ANCKYPC
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Tae, sIke rNM6OKe BPaXKEHHSI cnpaBwna
Ha HbOro B ANTUHCTBI MEKCMKaHCbKa Me-
nogpama «bini TpostHAM ANS MOET YOPHOT
cecTpw» (Rosas blancas para mi hermana
negra, 1970, pex. A.Canasap). Lei
binbM  geMOHCTpyBaBCA Ha NiTHbOMY
MalgaHuyunKy y napky 6insi horo 6yguHky.
| monpwu Te, WO BiH L0 KapTUHY AMBUBCSH,
3aniswm Ha gepeBo (OCKiNbKW He 6yno
rpolleit Ha KBUTOK), AOCi B AOro nam'siTi
¢dinbM 36epirca B HanApioHiLWMX aeTansx.

[o nepeBar MoHorpadii |. 36opoBus Big-
Hecemo i WMpoky reorpadito noro gocni-
[DKeHHs1. Y po6oTi aBTOp posrnagae kna-
cuyHi Menoapamu IHgii («Bpoasra», Awaara,
1951, pex. P.Kanyp), ®paHuii («Honosik
i XiHka», Un homme et une femme, 1966,
pex. K. Jlentow), CLUA («IcTopisi KOXaHHS»,
Love Story, 1970, pex. A. Finnep), Mekcrku
(«EceHis», Yesenia, 1971, pex. A.b. Kpe-
BeHHa), Monbuii («3Haxap», Znachor, 1982,
pex. €. lobdmaH ) Ta iH.

Takox y MoHorpadii aBTop posrnsgae
n TpodeiHi menogpamu «ons 6anepu-
HW» (Sieben Ohrfeigen, Hime4yuunHa, 1937,
pex. M. MapTiH), «XXiHka 6e3 MWUHYI0ro»
(Die Frau ohne Vergangenheit, Himeuuu-
Ha, 1939, pex. H. ManacoHHa), «<Mepexi
wnuryHctea» (It Happened in Gibraltar
Gibraltar, ®paHuis, 1938, pex. ®. Ouen),
«Jama 3 kamenismu» (Camille, CLLUA,
1936, pexx. 1. Kbtokop) Ta iH.

Temi «TpodenHnx dinbmiB» nNpucesye-
Ha MoHorpadia |. 36opoBua «TpodeitHi
KiHodinbMK B peuenuii pagaHCbKUx rns-
JadiB MepLIoro MOBOEHHOIO AECATUAIT-
TS», IKa TaKOX BUAINSAETbCA TNMOUMHOO
aHaniTM4YHoro nigxoay.

3a3HauYnMo, Lo TeEMi «TPOPENHOIO KiHO»
6ynv npucBsiYeHi okpemi nyénikauii, Wwo
Buxogunu B CPCP Ta Pocii. Ane ue 6ynu
JOCNifKEHHA, fKi 3arasoM crnuvpanucs
Ha JOKyMeHTU. OfHieto 3 0co6NnBOCTEW
po6oTu |. 360poBLSA € BUKOPUCTAHHSA aB-
TOPOM CBOIX BpaXeHb, fiKi BiH 3anucyBaB
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y OWTUHCTBI nicnsa nepernsgy inbmis
(c. 6). Lis autAva peuenuisi, 3adikcosa-
Ha aBTOPOM Yy CBOIX 3anucax, BusiBuna-
ca Oy)xe LiHHO, OCKiNbKK Bifobpaxae
SICKpaBi Bpa)eHHs, AKi 3anuwanu «Tpo-
derHi PinbMn» Ha pagAaHCbKUX Msgavdis.
fIK TOYHO 3a3Hayae aBTOp, 3YCTPiY pa-
OSIHCbKUX rnsgaviB i3 TpodenHumu §inb-
Mamu 6yna «piBHO3Ha4YHa NepeMiLLeHHIO
Ha iHWY NJaHeTy, TaK He CXOXy Ha "pan"
coujianiamy» (c. 449). | cnpaBa He TiflbKu
B TOMY, WO PafsAHCbKi rnsgadi amornm
BifUyTW BiTepeLb CBO6OAM, SIKWA BisIB 3 Ki-
HOeKpaHiB Mnicnsi TpMBanoro yB'A3HEHHs
3a «3ani3Hoto 3aBicotox». lNepep 6arato-
MiNIbMOHHUMM FAgavYamMum posropranocs
30BCIM iHLUE XXUTTS, MPO iIKe BOHW MOTIN
Tinbkn MpiaTu. Tak, Jlroagmuna 'ypueHko
3rafyBana npo Te, K nicns nepernsgy
¢dinbmMy «[iBuvHa moei Mmpii» (Die Frau
Meiner Trdume, HiMmeuunHa, 1944, pex.
I Ako6i) giByaTa cTanu 3MiHOBaTU 3a-
YiCKM Ta BHOCUTW 3MiHW B CBIll OAAr.

Ane, OKpiM «KpacuBoCTi» TUX Qinbmis,
AKi AMBUNNCSA pafsiHCbKi rnsgadi y noBo-
€HHI POKM, Lii KapTUHU JO3BONANM flerLie
nepeHoCuUTU Tparefito HacnikiB KpuBa-
BOI BillHY, i XO4 Ha NiBTOpY roguHM 3aby-
TW Ta BiABOMIKTUCA Bif, HAaBKONULLHbLOI
peanbHOCTI (3a crnoragamu Cy4acHMKIB,
iHo3eMHi dinbmMu BoHM nepernsganu 6a-
rato pasiB).

Kowmicis, sika d¢opmyBana penepryap,
Hamaranacsi He nuiue BigbupaTu «igeono-
rYHO HeLKigaMBi» QinbMK, a 1 Hacamne-
pef, po3BaxasbHi Ta My3u4yHi CTpiuku. Tak,
3 YepBHs Mo rpyfeHb 1945 poky B pagsH-
CbKMI npokaT BUAWAM TpoderHi ¢inbmu
«BecHsiHMI Banbc» (Spring Parade, CLUA,
1940, pex. I Koctep), «CecTpa ioro Aso-
peubkoro» (His Butler's Sister, CLUA, 1943,
pex. ®. bopseiiri), «TiTka Yapnesi» (Charley's
Aunt, CLLA, 1941, pex. A. Maiio) Ta iH.

3aBAsKKN NoniTMLi NpokaTy TPodenHnx
dinbMiB pagsHCbKi rnagadi oTpumanu

Myslavskyi, V., Markhaichuk, N. Twentieth-century Film Melodrama
and Trophy Films: Screen Discourse
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Harogy mnO3HaMOMUTUCHA 3 ACKPaBUMU
3paskaMy  MY3MYHOro, MPUroOAHULbKO-
ro Ta KomeginHoro KiHo CLUA i 3axigHoil
€sponu. TpodenHi ¢inbmMm odilinHO BU-
XOAUNU B pafsiHCbKuin npokat 3 1946 no
1956 poku. Lli poku 3aBefieHO xapakTe-
pusyBaTu KiHO3HaBUAMW K «nepiof Ma-
NOKapTUHHSA». Y el yac KpaiHa BigHOB-
nroBanacs Bif, pynHiBHUX Hacnigkis Bil-
HY | NPaKTUYHO MOBHICTHO 6YNO 3rOpPHYTO
BJlTacHe KiHOBUPOBHULITBO.

KepiBHULTBO KpalHW yXBanuno pilleH-
HSl y neplle NOBOEHHe AEeCATUNITTA Je-
MOHCTpyBaTu TpodenHi Ta oilinHO 3a-
KynneHiy CLUA i 3axigHin €sponi dinbmu.
A Ti HeuncneHHi inbmu, siki BUpobNanu-
cA Ha Ton vac y CPCP, xapakTepusytoTb-
csl sIK «6e3KOH(MIKTHE KiHO», OCKIislbKM
6ynu HaZyMaHi i hanblwnBO TpakTyBasm
OINCHICTb.

OTXe, neplie MOBOEHHE [AECATUNITTA
Jano MOXNMBICTb rnsgadaMm mnosHawno-
MWUTUCS 3 YCiM PIBHOMaHITTAM iIHO3eMHUX
dinbmiB. Ane TpodenHi dinbMu NpoHuKa-
NN Ha pafsiHCbKi eKkpaHu i nisHiwe. Tak,
TpodenHuni odinbM «KHUra mxyHrnie»
(Rudyard Kipling's Jungle Book, CLLUA,

2022 - 5(1) - ¢.122-126

1941, pexx. 3. Kopaa), AeMOHCTpyBaBCs
Yy XapKiBCbKOMY KiHOoTeaTpi «IMm. [13ep-
XXMHCbKOro» B 1978 podi.

CoTHi TpodernHux inbmiB, BUBE3EHUX
3 HiMeyvunHu Ta iHWKMX KpaiH, cTanam OCHo-
BOtO Konekuii AepxdinomodoHgy CPCP.
3a cBigvYeHHAM KiHO3HaBuUA B. bocen-
Ka, y HdepxdinbmodoHai 36epiratoTbes
i ANOHCbKi TpogenHi ¢inbmu, BMBE3EHI
3 MaHbuxypil nicna kanitynauii AnoHi.
Arne ui dinbMy He NOTpanuAn y LUMPOKMUIA
npokar.

Y cBOiin 06’eMHin MoHorpadii |. 36opo-
Belb A€ NPaKTUYHO MOBHY peTpocnek-
Lit0 PO3BUTKY TaKoro fiCKpaBoro ta ma-
noBuBYeHoro ¢heHoMeHy pagsHCbKOro
KiHOMpoKarTy, K «TpoderiHe KiHO», i aHa-
nisye peuernuito pagsiHCbKux rnagadise
NepLLOro MOBOEHHOIO AECATUNITTS.

MigcymoBytouM ckKasaHe, 3a3Ha4yMMo,
wo moHorpadii Imonuta BacunboBuuda
360poBusa «KiHoMenogpama XX cToniTTa
SIK SIBMLLE CBITOBOI KynbTypu» Ta «Tpo-
derHi  KiHodINbMKM 'y peuenuii pagsiH-
CbKMX [NsifadiB nepworo MOBOEHHOIO
JecaTuniTTA» 3aMMyTb rigHe Micue ce-
pep, pobiT yKpaiHCbKMX KiHO3HaBLiB.

|® @ This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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InteuHoBa 0. Y. My3suka B kiHemaTorpagi
YkpaiHu : katanor. Kuis : Jloroc, 2009. Y. 1.

ABTOPU MY3UMKUN XyLOXKHbO-IFPOBUX (PiNbMiB,
SIKi CTBOPIOBANUCA Ha KiHOCTYZisAX YkpaiHu. 453 c.

JlutBnHOBA, 0.Y, 2009. My3suka

B KiHemaTtorpadi Ykpainu. Kuis: Jloroc. Y. 1.
ABTOPU MY3UMKUN XyLOXKHbO-iIFPOBUX PiNbMiB,
SIKi CTBOPHOBAINCA Ha KIHOCTYAiAX YKpaiHu.

Lytvynova, 0.U., 2009. Muzyka v kinematohrafi Ukrainy
[Music in the cinema of Ukraine]. Kyiv: Lohos. Ch. 1. Avtory
muzyky khudozhno-ihrovykh filmiv, yaki stvoriuvalysia

na kinostudiiakh Ukrainy [Authors of music of feature

and feature films created at film studios of Ukraine].

More than ten years ago, a book by
musicologist Olga Lytvynova “Music in
Ukrainian Cinema” was published. This
work is almost the only publication in
Ukraine, which reflects almost the entire
palette of Ukrainian film music, from the
1920s to the mid-2000s. Unfortunately,
this certainly relevant work has not yet
received proper feedback in the scien-
tific  musicology and cinematography
literature.

Annotated reference book “Music in the
cinema of Ukraine. Catalogue. Part 1" is the
first Ukrainian information and reference
publication that contains information
about the authors of film music and its
performers. It provides an opportunity to
recreate the musical heritage of Ukrainian
composers in domestic cinema, to enrich
the scientific field with information about
their work and opens space for new sci-
entific studies of the cultural development
of society. The concept of creating the ref-
erence book is conditioned by the task of
further objective and impartial study of the
musical realities of the Ukrainian nation
and its artistic achievements. For the first
time, a new level of information is provid-

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

ed by additional (unpublished) materials.
To write the book, the author used mate-
rials from the National Union of Compos-
ers of Ukraine, the National Union of Cin-
ematographers of Ukraine, the Oleksandr
Dovzhenko National Center, the Museum
of O.Dovzhenko National Film Studios,
Ukrainian Studios of Chronicle and Docu-
mentary Films, H.S. Pshenychnyi Central
State Cinema, Photo and Phono Archive
of Ukraine, Central State Archive-Museum
of Literature and Art of Ukraine, State Mu-
seum of Theater, Music and Cinematogra-
phy of Ukraine (p. 3).

The annotated reference book con-
sists of two parts. The first is devoted to
Ukrainian fiction films: “Music of Ukrainian
cinema (history essay)” (pp. 7-44), article
by S. Trymbach “Sound in the screen cul-
ture of Ukraine” (pp. 45-74), “Catalogue”
(p. 75 -348), “Photo Documents” (pp. 349-
398). It includes information on more than
450 artists, including recognized classics
of academic music and little-known musi-
cians as well. Materials about personali-
ties in the reference book are arranged in
alphabetical order. Each of them consists
of brief biographical information: sur-

Pabyxa, H. YkpalHcbKka KiHOMY3wmKa: ICTOPIA Ta Cy4acHICTb
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name, name and patronymic; the nature of
his/her main activity; state awards, honor-
ary titles, scientific degrees, information
on education and creative path; selected
filmography.

The catalogue has a purely informative
purpose, and as the author assures, is
devoid of evaluative characteristics. Its
materials allow us to explore the general
artistic trends of film music in the context
of historically consistent changes in artis-
tic processes in the history of domestic
cinema (p. 5).

In the essay “Music of Ukrainian cinema
(history essay)” the author analyzes the
main stages of development of film mu-
sic in the country and changes in the ar-
tistic and creative orientation of compos-
ers. In a synthetic work, which is a fiction
film, the expressiveness inherent in music
can specify the content, convey an inex-
haustible range of human feelings, reveal
psychological aspects, emotional conno-
tations of events and more.

The processes of the formation of film
music in Ukraine are still poorly under-
stood. The role of music in cinema was
discussed immediately after the advent
of cinema. Initially, the films were shown
accompanied by a tapper who either im-
provised or used certain fragments of
classic works by Beethoven, Tchaikovsky,
Rachmaninoff, Liszt, Berlioz, Schubert
and others to illustrate the film.

However, ulteriorly, parallel to the compli-
cation of the form of the cinematographic
work, the musical “background” becomes
more complicated, as well as the com-
position of orchestras in the auditorium.
In the early 1920s, the practice of using
specifically published “musical templates”
by tapers and film musicians to illustrate
common screen situations: “romantic
scene with lovers”, “betrayal”, “death”, “di-
vorce” and others was widely spread.
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In the future, the practice of using musi-
cal improvisation and musical patterns is
increasingly giving way to specially writ-
ten music. Since 1928, Ukrainian films
with specially written music have been
released: “Two Days” (comp. B. Liatoshy-
nskyi), “Night Coachman” (comp.: Yu. Mei-
tus, V. Rybalchenko) and others. In the
following years, a composer |. Belza wrote
music for O. Dovzhenko's film “Arsenal”,
P Tolstiakov — for I. Kavaleridze's films
“Shower” and “Perekop”, L.Kaufmann -
for M. Kaufmann’s films “Spring” and
0. Dovzhenko's “Earth”, M. Timofeev — to
Dzyga Vertov’s film “Symphony of Donbas”.

With the development of sound cinema,
a special role in the musical score is given
to songs that compactly convey the emo-
tional reaction to the events taking place
in the film. First of all, it should be not-
ed the works of composers in Ukrainian
films: “Mountain Flower” (comp. D. Kle-
banov), “Veshnyky” and “Bohdan Khmel-
nytskyi” (comp. S. Pototskyi), “Shchors”
(comp. D. Kabalevskyi), “Sorochyn Fair”
(comp. la. Stolliar) and others.

At the same time, musical films and film
adaptations of musical works - “Ukrainian
songs on the screen’, “Natalka Poltavka”
by M. Lysenko, “Zaporizhzian over the
Danube” by S. Hulak-Artemovskyi and
others — became widespread.

Among the films of the first postwar de-
cade should be noted: “The Scout's Feat”
(comp.: O.Sandler, D.Klebanov), “The
Third Strike”, “In Peaceful Days” (comp.
Yu. Meitus), “Taras Shevchenko” (comp.
B. Liatoshynskyi) and others.

The next rise of Ukrainian cinema be-
longs to the period of “thaw”. The new
political atmosphere allowed the direc-
tors to more accurately reflect some
events in history and modern life. Artists
were able to express their thoughts more
freely, seeking to realize their roots, in

Riabukha, N. Ukrainian Film Music: History and Modernity
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new positions. It was the time when the
iconic films of the famous “sixtiers” by
S. Paradzhanov (“Shadows of Forgotten
Ancestors”, comp. M. Skoryk), Yu. lllienko
(“A Spring for the Thirsty” and “St. John's
Eve”, comp. L.Hrabovskyi), L.Osika
(“Stone Cross” and “Zakhar Berkut”, comp.
V. Huba). Under such political circum-
stances, Ukrainian cinema has evolved
as an integral part of the overall history of
national art.

At the end of the information block of
the book, there are “Appendices”, that
include a “Reference list" (pp. 398-
403), “Index of films” with the authors of
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music (pp. 404-429), “Index of names”
(pp. 430-452).

The second volume of O. Lytvynova's re-
search “Musical Culture of Ukraine and
Documentary Cinema (based on the ma-
terials of the H. S. Pshenychnyi CSFPA of
Ukraine), on which the author has worked
for many years, includes authors of popular
scientific, documentary and animated films,
adaptations of musical works, films-con-
certs and performances. This work was
published in 2014, but only in five cop-
ies. It is not available on Internet resourc-
es as well, so it is, unfortunately, almost
inaccessible even for specialists in this field.

1s «Attribution» 4.0
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