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Abstract

Thepurpose of theresearch is to analyze the communicative relationship of screen
culture with the viewer, to determine the forms and means of media influence
on the audience, to rethink the concept of “media manipulation” and to outline
the importance of non-verbal semiotics on television. The research methodology
is carried out by analyzing and synthesizing the activities of modern mass media
based on: the empirical method, which is manifested in observing and comparing
the general trends in the development of media communication processes;
the method of theoretical substantiation of the screen arts work, in particular,
television, in the context of the manifestation of special forms and means of
communicative influence on the viewer; a systematic approach that allows
analyzing, specifying, clarifying and generalizing all stages of the technology
of using communication in the media. The scientific novelty is due to the
identification of strategies and tactics for the use of various manifestations of
verbal and non-verbal communicative influence by analyzing specific examples
of television programs. The manifestations of wordless communication on
television are analyzed in detail, the dialectic of the visual-verbal image on the
screen is explained, and modern technologies of manipulation in the screen
discourse are formed. Conclusions. In the course of the research, we have
studied in detail the technologies of media communication and determined the
dependence of typical forms of communication on audience targeting. With
the help of deciphering the methods and means of communicative influence,
the concept of media manipulation has been explained, and the importance
of using NLP and neuromarketing technologies in the domestic media market
has been proved. Specific tools of non-verbal semiotics have been revealed in
the example of domestic political talk shows and their hosts.
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Problem statement

A characteristic feature of post-industrial
society has undoubtedly been the rapid
development of the media. However, in
modern realities, it is necessary to under-
stand the context of the transformation of
the media into the media. The latter accu-
mulates a standardized reproduction of
facts and the ability to manipulate them.

This approach to the presentation of
information is often used in the domes-
tic media space. This is evidenced by
a study published by Golubov. Ukraine
ranked 97th in the world's press freedom
index this year according to the rating
from the international legal organization
Reporters Without Borders (2021). This is
a step lower than last year. It gives a rea-
son to believe that the leading media use
communication primarily to influence the
consciousness and subconscious of the
consumer.

As television is still one of the primary
sources of information in Ukrainian so-
ciety, understanding the methods and
technologies of implementing unique
forms of media communication, particu-
larly on television, gives an accurate un-
derstanding of the extent of involvement
in the Ukrainian media landscape.

Recent research
and publications analysis

An analysis of recent research and
publications in media communications
shows that the problems of media in-
fluence are of interest to various schol-
ars — from philosophers and psycholo-
gists to TV critics and linguists. Promi-
nent among researchers on this topic
is Georgy Pocheptsov, who in his works
Propaganda 2.0 (2018), Cognitive Wars
(2019), and Wars of New Technologies
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(2020) scientifically substantiated sever-
al concepts: “communication technolo-
gy,”" "propaganda,” "information war."

Modern technologies of manipula-
tion in screen discourse are covered by
many domestic scientists N. Lihachova,
S. Chernenko, V.lvanov, S.Datsiuk Ma-
nipulation on TV (2003) study. A descrip-
tion of suggestive technologies of ma-
nipulative influence can be found in the
textbook by V.Petryk, M. Prysiazhniuk,
and L. Kompantseva (Skulysh ed., 2011).

Forms of communication of media in-
fluence are covered in the Poetics of
Television Journalism by Y. Shapoval
(2003), and the manifestations of non-
verbal communication are explored by
Alan and Barbara Piz in the famous Body
Language (A. Piz and B. Piz, 2017).

In addition, many organizations in
Ukraine study media communications.
Among the main ones: are the niche on-
line publication Telekritika (until the end
of 2020, it provided detailed comments
on the development of trends in the
Ukrainian media sphere), and its succes-
sor NGO Media Detector (their slogan is
Watch Ukrainian Media Watch). English —

“watchdog of the Ukrainian media", the

portal analyzes the market of Ukrainian
media, provides annual reports on media
literacy, fact-checking, etc.), journalistic
analytical center Institute of Mass Me-
dia (engaged in daily fact-checking news,
research fakes, narratives, and "“jeansa”
(commissioned material); the monthly
column Barometer of Freedom of Speech,
which investigates cases of violations of
freedom of speech throughout the coun-
try), the Center for Social Communica-
tions of the National Library of Ukraine
named after V. |. Vernadsky, in particular
the author Natalia Aksonova in the arti-
cle «War» (2017), a fact-checking project
«VoxChek», which examines the state-
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ments of politicians and opinion leaders,
which they convey to the public the eyes
of the audience in one way or another.
The purpose of the research is to ana-
lyze the communicative relationships of
screen culture with the viewer, identify
and explain the forms and means of in-
fluencing the media on the audience, re-
think the concept of media manipulation,
and outline the importance of nonverbal
semiotics on domestic television.

Main research material

Modern society is in the age of informa-
tional society, where perhaps the most
crucial role is played by knowledge and
technology. The latter quickly assimi-
lated with mass culture and, as a result,
created unlimited access to information.
However, such democracy borders on
oversaturation and, consequently, on the
quality of the information received, com-
plicating the individual's ability to distin-
guish the simulacrum from the original.

All this creates the basis for mass com-
municative influence on the conscious-
ness and subconscious of people. As an-
alysts and experts of Telekritika Natalia
Lihachova, Serhii Chernenko, Valerii lva-
nov, and Oleksandr Datsiuk noted in the
Monitoring of TV Manipulation: “The mod-
ern world has become the world of mass
media — with powerful mechanisms of
self-reproduction and self-regulation. The
media began to influence the world of ob-
jective reality not only by reflecting it but
also by constructing it at their discretion»
(Lihachova et al., 2003, p. 4).

The media have become mass media,
introducing their forms and technolo-
gies of influence into the screen culture,
mainly for the sake of manipulating the
consumer's consciousness, rather than
covering facts and events «as is.»
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This approach to interaction with the
Ukrainian audience is due to various
factors, which can be divided into exog-
enous and endogenous. Exogenous re-
fers to external factors, among which the
main ones are:

1. A hybrid war with the Russian Federa-
tion, which uses active, harsh anti-propa-
ganda of Ukrainian ideology in the media;

2. World politics of post-truth, which
appeals to the irrational factor of infor-
mation perception.

Endogenous or intrinsic factors cor-
relate with the following conditions:

1. Involvement of domestic mass media
in favor of the owner;

2. Personal attitude to a certain situa-
tion of a media outlet representative.

A special place is occupied by compe-
tition between the media. It is due to the
capriciousness and clipping thinking of
today's society. By «surfing» from one
resource to another, the viewer constant-
ly «keeps up» the media, forcing them to
invent even more clickable (attractive),
stunning (shocking) leads, and content
for their materials.

Thus, in the struggle for the consumer,
the media use specific tools to influence
the audience, including persuasion, sug-
gestion, imitation, psychological conta-
gion, and manipulation.

Each of the above factors has its appli-
cation characteristics.

Persuasion appeals to the rational — ar-
guments, facts, and research and is based
on logical, consistent information delivery
to the consumer. As noted by V. Petryk and
others in the Suggestive Technologies of
Manipulative Influence Textbook: "Along
with consistent, logical, rational persua-
sion there is a suggestion (suggestion),
which is a direct intrusion into the mental
life of man and is to influence his will and
mind" (Skulysh ed., 2011, p. 16).

Kotnap, C., Aatenko, T. MeaiakoMyHikaLlis:
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This effect is achieved by substituting
concepts (creating a so-called simula-
crum), which distracts, dulls attention,
and later — is generally perceived as
a proven, indisputable fact. This type of
information and psychological influence
can be carried out in various ways, de-
pending on the target audience (object of
influence), interests, preferences, ability
to irrationally perceive the world, and the
goal that manipulators seek to achieve.

An imitation is a tool of influence that is
especially common in screen discourse
(film, television). The audience can see
a particular sound and visual image and
adopt any of its characteristics (behavior,
habits, style, values, etc.). Coupled with
emotional contagion — a technique that
emphasizes the irrational perception of
information, the leading media skillfully
communicate with the viewer and «pull
him to his side.»

The influence of media communication
reached its apogee thanks to various
manipulation technologies. Many schol-
ars give their definitions of this concept,
in particular B.Bessonov, R.Goodin,
H. Hrachey, E. Dotsenko, L. Proto, P. Rob-
inson, G. Schiller.

Thus, it can be stated that manipulation
is a kind of psychological impact on an in-
dividual for a specific purpose with specif-
ic tools, which include: distortion or con-
cealment of information, emotional pres-
sure on the individual, methods of neu-
rolinguistic programming, fabrication of
facts, the illusion of pluralism of informa-
tion, references to authorities, contrasting
presentation, emphasis on the secondary,
instead of the primary, the universality of
concepts, stereotypes, labeling, etc.

All the technologies of influence men-
tioned above are demonstrated in the
screen discourse of the Russian Federa-
tion, in particular in the program 60 Min-
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utes on Hot Tracks. The hosts and par-
ticipants of this show promote a tough
anti-Ukrainian position, turning most of
their stories into full-fledged informa-
tional weapons. And half a million view-
ers who watch this program on the You-
Tube platform consume such a media
product every day. This indicates a low
level of media literacy in society.

A prominent place in the manipulation
of the Russian Federation is occupied by
the use of neurolinguistic programming,
which is based on the penetration of the
human subconscious and directs his
thoughts in the right direction through
the so-called “zombie box".

Domestic media also use a variety of
manipulation technologies, among which
prevail: falsification of facts in political
talk shows, concealment or omission of
certain topics in the news, differentiation
of persons on "“their" and “foreign" and
consequently — neglect of balance, special
layout topics and substitution of the hier-
archy of importance, emotional contagion.

These characteristics in the context of
television have special forms of appli-
cation of communication through image,
word, and sound. Due to the special syn-
thetic nature of TV language, these com-
ponents are equivalent in their ability to
form a certain stereoscopic image of the
program on the screen, and accordingly —
allow one to analyze not only words and
facts but also the nonverbal component
of this phenomenon.

This opinion is confirmed by the re-
searcher Y. Shapoval in his book Poetics
of Television Journalism: "Therefore, the
image and the word are in inseparable
unity, complementing and explaining
each other" (2003, p.187).

The inhomogeneous combination of
a visual and verbal image requires a de-
tailed study and understanding of each of

Kotliar, S., Diabelko, T. Media Communication:
Technologies of Application in Screen Discourse



BicHMK KWIBCEKOTO HaLlIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO

the forms separately and the dialectic of
the phenomenon as a whole.

The word is the main formative means
of expressing human thoughts, and it is
the main element in the media system
of communication. It is thanks to a word
that mass communication media of any
kind can perform their main, primary
function — informing the audience.

Nevertheless, it should be noted that
writing texts for each type of audiovisual
art is different. This is dictated by the tar-
geting of respondents, their preferences
and tastes, the technical capabilities of
the media, and so on.

In the case of a television story, the
word is able not only to inform but also to
evoke a certain emotion, and as a result —
to form the viewer's attitude to what is
seen. This effect can be achieved through
the imagery of the language and the cor-
rect technology for writing the material.

In journalistic discourse, there are vari-
ous methods of presenting news: quotes,
event news, and stories on one or more
topics. The most popular method in the
domestic media market is to present the
news on an hourglass, where first the most
important things are announced. Then the
background is added — information indi-
rectly related to the event but allows the
viewer to understand the causal links.

Given the gradual transition of the TV
market to customization, a prominent
place is also occupied by the method of
presenting news according to the formu-
la of P. White. As O. Kholod notes in the
course of lectures Fundamentals of TV
Journalism: “The essence of the method
is as follows:

1) you should look for a concise way to
capture the attention of viewers;

2) you should write a message,

3) it is necessary to summarize the
above" (2012, p.77).
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This method involves the presence of
a trigger — a psychological «hook» that
motivates the viewer to watch the mate-
rial to the end. Therefore, it is logical to
place it at the beginning of the message.

As triggers affect a person's subcon-
scious and instincts, the relationship be-
tween this form of verbal media influence
and NLP becomes clearer. It is neurolin-
guistic programming that allows us to
determine how human psychology works,
thoughts arise, and to create specific
patterns of behavioral reactions that will
push the audience to certain actions.

The above provides grounds for scien-
tific substantiation of the importance of
sound and image as separate forms of
communication of media influence.

Sound «breathes» life into a dry text
written on paper on television and radio.
When it comes to reading, it is essential
to successfully use such elements of
nonverbal communication as intonation,
tempo, rhythm, emotional coloring, and
presentation. Suppose we are talking
about the music and noise design of the
audiovisual product. In that case, the
main task of sound is to create a particu-
lar thematic atmosphere, enhancing spe-
cific emotions and feelings.

The visual component is the predom-
inant component of communicative
influence on television. Thanks to the
accurate, bright, accurate image on the
screen, you can completely capture the
viewer's attention, and accordingly — his
thoughts and emotions. However, there
are several nuances dictated by harsh
information realities. Among them: are
the dominance of cruelty and violence
in the news, leveling the aesthetics of
the staff in the pursuit of exclusivity,
and installation «quickly.» All this harms
the audience, fostering distaste and
aggression.

Kotnap, C., Aatenko, T. MeaiakoMyHikaLlis:
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In addition, the emancipation of the
WMC has led to the emergence of pro-
sumers — amateur journalists, for whom
the speed of information, rather than
quality, comes to the fore. In this case,
all forms of media communication can
suffer: from a picture taken on the phone
without stabilization to communicative
verbal characteristics.

In addition, non-verbal (non-verbal) mani-
festations of communicative influence
occupy a prominent place in media com-
munication.

American researchers Alan and Barbara
Piz, in the extended edition of Body Lan-
guage, notes that “The manifestations
of nonverbals are due to impulses of the
human subconscious, so they can not be
forged. This is the reason to trust ges-
tures and facial expressions more than
the classic channel of communication”
(A. Piz and B. Piz, 2017, p. 5).

Given the above, there is a need to study
wordless communication and a detailed
analysis of their manifestations on the TV
screen.

T. Anokhin in the work Trends in the
designation of nonverbal gaps in mul-
tilingual discourses. Philological Trea-
tises (2010), analyzing this issue, notes
that “the range of nonverbal codes is
quite wide, as it includes such reactions
as tactical (clapping, kissing, touching),
proxemic (use of local spatial factors),
prosodic (physiological pauses, voice
characteristics), kinetic (manner of
dressing, hair, body language), psycho-
logical and physiological (cough, crying,
laughing)” (p.6).

However, it should be added that the
analysis of each nonverbal semiotic
marker depends solely on the context.
For example, the same gesture may be
interpreted differently according to the
situation, as well as nationally specific
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features when it comes to intercultural
relations.

In scientific discourse, kinetics deals with
the decoding of means of wordless com-
munication. According to |. Sieriakova in
the book The Magic of Nonverbal Commu-
nication (2004) “Kinetics — a theory that
studies the reflection of human behavior
in its nonverbal manifestations. Facial
expressions, pantomime, spatial drawing,
and expression can be decisive in the inter-
pretation of individual statements” (p. 50).

Ukrainian TV channels use peculiar
non-verbal codes, such as a means of
syncretic action on a mass audience. By
appealing to such signals, television push-
es the viewer to one or another model of
information perception. In the conditions
of excessive politicization of society, it
would be expedient to consider the mani-
festations of nonverbal communication in
the example of socio-political talk shows.

The visual-spatial factor — the premis-
es, the contact zone of communicators,
their location in space - is the first word-
less signal to which political programs
appeal. To create an atmosphere of en-
chanting action, the studio is designed
in the form of ancient Greek theater. To
show the conflict between the opposite
parties, guests are placed opposite each
other. All this is demonstrated in the pro-
gram Freedom of Speech of Savik Shus-
ter (Ukraine TV channel).

The talk show Right to Power (1+1 TV
channel) has a similar meaning in this
non-verbal code. However, if Schuster's
guests are physically present in the stu-
dio, then N. Moseichuk shows the partic-
ipants of the program during the quaran-
tine restrictions via video link. The authors
place the guests on the screen so that it
is immediately clear "who is playing for
whom." For example, in the program on
April 2, 2020, at the top right (where peo-

Kotliar, S., Diabelko, T. Media Communication:
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ple often pay attention), viewers saw the
then Deputy Minister of Health, now Min-
ister V. Liashko, the ruling party, as well as
those who approve of their decisions. At
the bottom left was the opposition — Yuliia
Tymoshenko and O. Honcharenko.

In addition, Moseichuk often uses an
inconspicuous but critical pantomime
signal associated with her hands. A re-
pulsive gesture with the palm is an at-
tempt to stop the interlocutor to reject
his influence. At the same time, there is
the position of the open palm up in her
arsenal — a sign of trust, and in terms of
subordination — a correct request.

The emotional component of wordless
communication is demonstrated by the
host of the program Echo of Ukraine (TV
channel Direct), Matvii Hanapolskyi. He
declares his political preferences openly
and is not afraid to criticize the program
participants not only verbally, but also
with the help of certain wordless semiot-
ic codes. To do this, the presenter uses
the technique of looking over glasses,
which means skepticism about the op-
ponent. In addition, his gaze is always fo-
cused directly on the interlocutor, which
indicates a detailed study of the subtext
of what the guest said.

Similar techniques are used by the host of
Channel 4 0. Drozdov. His active facial ex-
pressions, as well as the ability to position
themselves in space, speak of looseness
and a sense of their privileged position. To
such nonverbal codes is added restless-
ness. The presenter tries to disturb the in-
timate space of the interlocutor — to throw
him off balance, to evoke vivid emotions.

The main manifestations of nonverbal
communication also include intonation,
tempo, and the rhythm of the voice. They
have learned well to control these sym-
bolic codes on domestic television, which
is worth the impressive restraint.
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M. Padalko, when she lost her front
tooth in the live broadcast of TSN on the
1+1 TV channel. In no way did the pre-
senter show her concern about the situ-
ation, which speaks of high profession-
alism and the ability to use non-verbal
communication for its intended purpose.

All the above forms of broadcasting
information in the WMC give grounds to
consider media communication as the
main tool in the struggle for the attention
and commitment of the individual.

Conclusions

Conclusions and prospects for further
research on this topic indicate that the
technology of media communication in
the Ukrainian media market requires a de-
tailed interpretation of domestic programs'
example, the behavior of presenters in the
frame, news broadcasts, and more.

All this is needed to solve one of the
biggest problems of media influence on
the individual — the development of criti-
cal thinking, i.e., the ability of a person to
recognize and resist manipulation by the
WMC. The Code of Professional Ethics
of the Union of Professional Journalists
of the United States states that journal-
ists have only one obligation — to enable
the public to obtain reliable information,
regardless of external influences. Re-
spect for the public's right to complete
and objective information about facts
and events is also declared by the Code
of Ethics of Ukrainian Journalists as the
first duty of a journalist. But in addition to
journalistic ethics, there must be public
control, as well as individual, critical con-
sciousness of each person.

Taken together, all this will make it im-
possible to mislead society by carrying
out the above-mentioned forms of media
manipulation.
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@ KuiBcbKuii HayioHaslbHWUI yHiBepCcUTET KynbTypu i MucTeyTs, Kuis, YkpaiHa

AHoTauis

Merta gocnig)xeHHss — npoaHanidyBaTh KOMYHIKaTUBHI B3aEMO3B'A3KM eKpaHHOI KynbTypu
3 rnspgaveM, BU3HauuTM copmu i 3acobu BBy 3MK Ha ayauTopito, NepeocMUCIUTM
NOHATTA «MefiamMaHinynsaui’» Ta OKPecnuTM 3HaudyuwicTb HeBepbasbHOI CEMIOTMKM Ha
TenebayeHHi. MeTogonoris AocnifXeHHs1 3AINCHIOETbCA 3a [OMOMOroK aHanisy Ta
CUHTe3y [isiNIbHOCTI cy4yacHuMX 3acobiB MacoBOi KOMYHiKauil, eMripMyHoro MeTogy, LWO
BUABNSETLCSA Y CMOCTEPEXEHHI Ta MOPIBHSAHHI 3arafbHUX TeHAEHLi POo3BUTKY MNpoLeciB
Me[fiakOMYHiKaLiT;, MeToy TeOpeTUYHOro 0BI'pYHTYBaHHS poBOTU eKpaHHUX BULIB MUCTELTB,
30Kkpema TenebayeHHst — y KOHTEKCTi NposiBy ocobnmBux chopM Ta 3acobiB KOMYHIKaTUBHOIO
BMAMBY Ha rnafaya; CUCTEMHOro migxody, WO [aB 3MOry aHasnidyBaTW, KOHKpPeTU3yBaTu,
YTOYHIOBATM Ta y3aranbHIOBaTM YCi eTanu TeXHOMOoril 3acTocyBaHHA KOMYHiKauil B Megia.
HaykoBa HoBM3Ha 00yMOBJIeHA BWSIBJIEHHSIM CTpaTeril i TaKTUKW 3acTOCYBaHHSA Pi3HUX
nposBiB Bepb6anbHOro Ta HeBepbanbHOro KOMyHIKaTUBHOIO BM/IMBY Yepes aHasi3 KOHKPETHUX
npuknagie TeneeisiiHMX nporpaM. [eTanbHO npoaHanisoBaHo nposiBu 6e3crioBecHol
KOMYHiKauil Ha TenebayeHHi, po3TNyMayeHO fianekTUKy BidyaslbHO-CIOBECHOrO obpasy
Ha eKpaHi, cCbOpPMOBaAHO Cy4acHi TeXHONOoril MaHinNynALuil B eKpaHHOMY LUCKYpCi. BUCHOBKM.
B pocnipXeHHi fgeTanbHO BMBYEHO TEXHOJOri MefiakOMYHiKaLil Ta BUSHAUYeHO 3aneXHicTb
XapakTepHux chopM CMifIKyBaHHS Bif, TapreTUHry ayauTopii. 3a [,ONoMoror po3wwndpyBaHHs
MeTofiB i 3aco6iB KOMYHIKaTUBHOIO BM/MBY PO3T/iyMayeHO MOHATTA «MegiaMaHinynsuii»,
a TaKkoX [OBefeHO 3HauyliCTb 3aCTOCYBaHHA TEeXHOJIOMW  HEeMpOJNIHIBICTUYHOrO
nporpamMyBaHHS Ta HEMPOMAapPKETUHTY Ha BITUN3HAAHOMY MefiapuHKY. BUSBNEeHO KOHKPETHUN
iHCTpyMeHTapin HeBepbanbHOT CEMIOTUKMN Ha NPUKNAAi BITYN3HAHUX MNONITUYHUX TOK-LIOY Ta
X BEAYyUMX.

KntoyoBi cnoBa: Mefiia; KOMyHikaLisi; 3acobu MacoBOT KOMYHiKaLiT, MaHinynawia; HeBepbanbHa
CeMiOTMKa; HEMPONIHrBICTMYHE NpOrpaMyBaHHs; TenebadyeHHs
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Abstract

The purpose of the study is to analyze the relevance and feasibility of studying
such a phenomenon as entertainment shows on Ukrainian television. It is also
important to investigate how popular such content is in the Ukrainian context
and the main factors that influence the degree of its popularity and analyze the
current trends in entertainment TV shows. The research methodology consists
in applying the following methods: theoretical — analysis of scientific sources
of other researchers, a comparative approach to the analysis of TV programs
and information sources; the generalization of the collected information,
features of TV programs and trends; structural — the determination of the
interdependence of structural components that influence the formation of the
content of television programs, as well as the attitude of the viewer towards
them; specific sociological — the preferences of the Ukrainian audience and
why certain factors influence it are taken into account. The scientific novelty
is that for the first time, the tendencies of TV shows are systematized and
a comprehensive analysis of their development is carried out. Not only the
Ukrainian context was taken into account, but a causal relationship was drawn
between the state of Ukrainian television and world trends in entertainment
programs. Conclusions. As a result of the study, the relevance of studying this
area and the continuation of deeper research in this area have been analyzed.
The current state of entertainment TV shows on Ukrainian television, the degree
of popularity, and the main factors influencing it have been determined. It
investigated how the global context influences the current trends of Ukrainian
entertainment shows, the correlation with the tastes of the Ukrainian audience,
and the results of such influence on the current state of the TV show.
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Statement of the problem

Entertaining TV shows are a popular
product among viewers on television.
In addition, this product is such attrac-
tive content that on streaming servic-
es, which are now displacing traditional
TV channels, the whole air is occupied
by entertaining shows. Such content
reaches the largest audience. Also, giv-
en the diversity of the show, any viewer
can find a show to their liking. Some TV
channels, such as STB, neglect news and
movies in favor of entertaining programs.
That is, channels with a certain themat-
ic format were formed. Something like
channels that show only news or purely
movies around the clock. At the same
time, among all TV genres, there are the
entertaining programs that receive the
least attention in research.

To understand the importance of re-
searching entertaining TV shows, it is
necessary to identify the main factors
that determine their popularity. If such
factors are significant and worth re-
searching, they can be considered not
only in the context of the causal rela-
tionship between the popularity of en-
tertaining TV shows but also as socio-
cultural factors that may be worth some
research.

In the study of entertaining programs,
it is necessary to pay attention to the
trends of modern Ukrainian television. In
the context of globalization, it is neces-
sary to take into account the global con-
text and consider foreign influences and
trends in television. In addition, an impor-
tant factor is that in the Soviet Union, the
genre of entertaining television programs
was not developed until the late 80s of
the twentieth century. Moreover, televi-
sion itself was not so popular until the
1990s, when televisions began to appear
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in large numbers among consumers and
finally supplanted radio.

Recent research
and publications analysis

The number of publications researching
television entertaining shows is small.
Consider a few of them. U.V. Mulenko
in her article Entertaining Programs on
Ukrainian Television (2015) most com-
prehensively raised the issue of the re-
search relevance in this area. Kotliar S.
and Harkusha N. in their work Trends and
Principles of the Impact of Entertaining
Content on the Ukrainian Audience (2019)
considered the current state of entertain-
ing TV shows and the main aspects of
the impact of entertaining TV shows on
the audience. A.Nedo's work Entertain-
ing nature of modern television: prospects
and trends not only global trends were
described, but also how these trends
affect the tastes of Ukrainian viewers.
Putsyata |. Aesthetics of words and imag-
es in social talk shows: the Ukrainian expe-
rience (2018) also described the impact
of global trends on the Ukrainian context
of entertaining TV shows.

The purpose of the study is to deter-
mine whether the topic of entertaining
TV shows on television is sufficient-
ly researched and to analyze the rele-
vance and feasibility of studying such
a phenomenon as entertaining shows on
Ukrainian television. It is also important
to investigate how popular such content
is in the Ukrainian context, and the main
factors influencing the degree of its pop-
ularity. Because the popularity of enter-
taining TV shows determines whether
they are worth exploring. It is also nec-
essary to analyze current trends in en-
tertaining TV shows. Trends in this area
may be worth some research or there are
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already enough scientific works to draw
further conclusions about this area as
a whole.

Main research material

Firstly, after analyzing the television pro-
grams of the largest Ukrainian channels,
we can conclude that this segment is the
most popular. It is important to take into
account that sometimes entertaining TV
shows are not a segment that dominates
the channel's program. However, on any
channel that is not focused on a specific
topic (channels only with movies, pure-
ly with entertaining programs, or news
channels), no other single TV genre can
outnumber entertaining TV shows.

Y. V. Mulenko (2015, p.68) in her article
Entertaining Programs on Ukrainian Tele-
vision states: "The most popular Internet
content platforms that displace televi-
sion have absorbed the entertaining seg-
ment of the TV genre".

Given the above, the viewer is most in-
terested in this genre. In addition, an in-
teresting observation is that he is inter-
ested not only in contemplating but also
in creating such content himself. This
may be another explanation for why this
genre is so popular (Mulenko, 2015, p.69).

It should be noted that S. Kotliar and
N. Harkusha note in their study “Trends
and principles of the impact of entertain-
ing content on Ukrainian viewers": “For
many researchers of the issues of enter-
tainment television programs, the conclu-
sions about the nature of the popularity
of this genre are common. Among such
factors are lightness, unobtrusiveness,
and detachment. Humor is an important
factor. Because there are jokes and irony
in culinary and talk shows" (2019, p.86).

We should not forget about humorous
shows, which are completely focused on
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this. The factor of the spectator's inter-
est in the lives of famous people must
be taken into account. There are some
programs about the life of the “stars”.
Famous people are also invited to the
TV show because it is interesting for the
viewer to see his idol in one or another
new image and unusual situation for him.
Shows that cover a person's private life
are popular. For example, a show about
a date, the exchange of a partner, real
or directed family dramas, talk-shows,
during which one or another problem of
family life is discussed as individuals
and a certain trend in society (Kotliar and
Harkusha, 2019, p. 86).

It is also worth mentioning that Y. Shche-
rbyna in her article Genre features of En-
tertaining Programs on Ukrainian Television
notes: "Entertaining TV shows can cover
all areas of our lives. That's why their di-
versity is so great” (2015, p.256).

In addition, each show has its specific
target audience and is broadcast at the
most favorable time for that audience.
For example, cooking shows take place in
the morning and the afternoon. Because
that's when people prepare to eat and, as
an accompaniment, turn on a show. In
the morning there is a show for house-
wives because at this time they are at
home doing household chores.

According to Y. Shcherbyna, such pro-
grams, except for cooking, also cover is-
sues of life, family life, useful advice for
the house, and so on. Consider another
example. In the morning before school, or
the afternoon, when children come home
from school, TV channels broadcast teen
and children's shows. If such a show is
put on the lunch program, the number of
spectators will be minimal. This is be-
cause children are mostly in school, and
the TV is watched by retirees or house-
wives (2015, p.257).
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Given the above, entertainment shows
can be selected for any demanding view-
er. Such a program is created as if spe-
cially for him to be interested and keep
for the whole time of broadcasting. Under
such conditions, the influence of televi-
sion on human life cannot be underes-
timated. It is necessary to understand
that the flow of information coming to
the viewer forms his worldview. And
this affects his real behavior in decision-
making and purchasing goods, as well as
his ideological and political beliefs.

The average movie is better than the
average TV show, but it may not reach
the right audience. And if it does, it may
not convey the idea embedded in it, be-
cause the audience is not so easy to
accept a position highlighted in the film.
Entertaining content is created for a spe-
cific target audience, so the information
that should reach the viewer is selected
specifically for him. At the same time,
the methods of influence that are most
effective for this audience are used. Of
course, influence should be understood
not so much as manipulation, but as the
perception of content. Every audience
needs the right presentation and the right
messages. Under such conditions, the
viewer will stay longer watching the pro-
gram. A universal product will have much
worse results than a product designed for
a specific target audience.

We should not forget the fact that an en-
tertaining TV program is primarily a means
of organizing and spending leisure time,
accordingly, it is designed to receive pos-
itive emotions from its target audience,
so that the viewer can fully relax and get
away from everyday life. In other words,
the program strives for the maximum per-
formance of the recreational function.

It is important to note the approach
of S.Kotliar and N.Harkusha (2019,
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p.87). They see the show as simple, fun
content.

So, after analyzing the opinions of dif-
ferent researchers, we can conclude that
common in their thoughts is that the
show brings pleasure, relaxation, and re-
moval from real problems. An entertain-
ing program should satisfy the needs like
getting pleasure and positive emotions,
relieving tension, reducing anxiety, and
moving away from reality.

The next argument is the variety of TV
shows. E. Tsymbalenko (2013, p.209) in
the article Tabloidization of Media Com-
munications notes that today's enter-
taining content ranges from classic talk
shows to extraordinary survival of stars
in unusual conditions. This is the mer-
it of television marketing. Because the
task of the channel is to keep as many
viewers as possible, and therefore to in-
terest different categories of people. Of
course, the channels are betting on the
highest-rated entertaining TV programs
in which they invest the most money. But
the important thing is that they take into
account the airtime of a certain audience.

In particular, after 18 p. m., the channels
broadcast those programs that reach the
largest audience. Mostly these are fam-
ily shows that can be watched by both
adults and children. When children are
at school, retirees and housewives stay
at home, so they are shown shows about
life, cooking, dramas, and more. In the
morning, the family cooks and eats, so
the airtime is busy with cooking shows.

Except for the time of broadcasting, an
important factor is the topic of a program.
Because different viewers are interested
in different topics. Teenagers will not
watch cooking shows, and retirees will
not watch programs about modern mu-
sic. Therefore, it is important to note the
thematic diversity of the show. Among
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the main entertainment programs are the
most popular ones: talk shows, cooking
shows, transformation shows, secular
chronicles, music programs, humorous
programs, and show games. All kinds of
entertaining shows are designed to sat-
isfy a certain category of viewers. Culi-
nary shows are created for housewives
and cooking lovers. Show games are for
teenagers. Humorous shows are made
for all generations. Secular chronicles
are mainly for lovers of fashion and secu-
lar life. Show transformation is for young
people. Very often these genres are com-
bined. The viewer can see a show with in-
vited stars who do notjust give interviews
or cover a problem, as on a talk show, but
cook, transform into various roles, and
participate in interactive games.

The popularity of such shows is due to
the fact that viewers want to see typical
situations. And even more, he wants to
know how his idol will behave in an un-
usual for him, but typical for the viewer's
situation. The plot of the show is also an
important factor. Not only comedy shows
are popular, but also those that contain
drama. Directed shows, in which guests
argue or fight, have high ratings. It is
a certain analog of TV series or movies.
However, they do not require significant
budgets and imagination when writ-
ing a script. Sometimes, of course, the
guests of the show can create the appro-
priate effect without a script. Such shows
are popular among retirees, women, and
the elderly.

It should also be noted that I. Putsiatain
his article Aesthetics of Words and Imag-
es in Social Talk Shows: Ukrainian Experi-
ence (2018) notes that the characteristic
of modern shows is the presence of a live
audience. Firstly, it creates interactions in
the studio itself and removes the feeling
of directing the show itself. Secondly, the
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presence of people with whom the view-
er identifies himself inspires confidence
in him and as if unconsciously creates
a friendly attitude to what is seen. Having
kids at a children's show demonstrates
to the child that they are happy to see.
Consequently, the child spectator should
be happy. Let's imagine that instead of
children, adults will sit on the children's
show as spectators. It is easy to predict
a child's negative reaction (p.3).

Thirdly, regarding the trends of Ukrain-
ian entertaining TV shows on television,
it is worth noting the following. Through-
out the history of Ukrainian television
and entertaining shows, in particular,
there is such a trend as Westernization.
That is, borrowing existing models of the
show. Of course, the broadcast is largely
adapted to the local context. It should be
added that this happens with movies, but
more often with TV series. When the se-
ries about the Johnson conditional fami-
ly in the post-Soviet space is adapted to
the Ivanovs, leaving funny and dramatic
situations. At the same time, the location
and interior are changed, cliches branded
for the region are added, and so on. In the
field of talk shows, the situation is similar.

The dominance of Western products af-
ter the collapse of the Soviet Union ex-
plains why such a phenomenon as West-
ernization has taken place and has such
a great impact on mass culture. The sec-
ond factor is that in the United States and
Europe, as locomotives of the genre, such
shows have existed for decades. There-
fore, they have passed the test of time.
I.V. Cheremnykh in his article states: “It
is easy to follow by someone else's ex-
ample which product is most interesting
to the audience. In addition, during this
time the evolution of such programs took
place, so they reached our viewers in the
already developed form” (2006, p.175).

Medvedieva, A, Novak, A. Relevance of Entertainment Shows' Study
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It should be added that the concept of
Westernization needs to be expanded
or replaced. Because borrowing comes
not only from the United States and Eu-
rope. At the beginning of the zeros Latin
American melodramas were very popu-
lar, and with them and similar shows. In
recent years, according to I|.V.Cherem-
nykh (2006, p.176), borrowings from Asia
became popular. In particular, game TV
shows from Korea and Japan are char-
acterized by their extraordinary. Interest-
ingly, they find their audience in Ukraine
as well.

Another trend on Ukrainian television
is the so-called "McDonaldization". This
term refers to features that come from the
corporate culture of the McDonald's fast
food chain. Its features are also reflected
on television. This trend can be described
as follows. Creating content that aims to
satisfy the needs of the viewer as soon
as possible. That is, achieving the max-
imum result in the shortest time. In par-
ticular, it is best viewed through the prism
of humorous and game shows.

The second characteristic feature of
this trend is the use of tools to achieve
the best results. That is the quality as-
sessment standards.

Thus, A. Nedo (2016, p.40) in the article
Entertainment Nature of Modern Televi-
sion: Perspectives and Trends notes that
over the years of the industry's existence,
it has become clear that the most pop-
ular shows are those that are hosted by
famous stars, that select the appropriate
audience in the halls, and are shown at
the best time for viewing by the target
audience. Another feature is a kind of
standardization.

For example, the show of talented vo-
calists Voice of the Country has analogs
in most countries. If you follow this pro-
gram in other countries, you can see that
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they do not differ from each other. Be-
cause standardization creates brand rec-
ognition. Another important factor is that
after watching the Ukrainian Voice, the
viewer will watch a foreign one, and may
become a fan of the entire franchise. The
next feature is not positive. It consists in
the primitivization of content. Simplici-
ty is an advantage for the producer but
offsets the quality of the product. On the
other hand, due to low quality, you can
create more such a product, spending
less money on its shooting, directing, and
so on.

As A.0.Nedo (2016, p.41) notes: "An in-
teresting trend is the dominance of post-
shows." The decision to split one reality
show into two turned out to be very lu-
crative. Because now you can squeeze
out more content from one script. Post-
shows, according to A.Nedo, take the
form of a talk show, which discusses the
events that occurred during the main pro-
gram. It is unlikely to attract new audienc-
es but will keep the old ones and increase
the time they spend on this channel.

A feature of Ukrainian television and
a common feature for most types of en-
tertaining programs is the mixing of gen-
res. In particular, the presence of political
issues in non-native programs. A talk
show is a classic for this topic. However,
now all comedy shows are not left out of
the political context of today. In addition,
sometimes politicians do not neglect to
participate in game TV shows. They often
appear at cooking or morning shows. Ac-
cording to the author, this is the result of
Westernization. Participating politicians
in such shows are common in the United
States. Because the politician's task be-
fore the electionis to please the electorate,
he must move away from the boring im-
age of seriousness and play the role of an
ordinary person with his hobbies, sense
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of humor, flaws, and so on. This is a good
opportunity to raise your rating and re-
mind yourself of the electorate. First of all,
this is since in this way a politician can
sway the viewer to his side, causing him
sympathy as a fine fellow.

According to I. Putsyata, in the United
States all started with the "Saturday night
show" (2018). This is a classic talk show,
where various celebrities talked to the
host about themselves, current trends,
and problems of the country and the world.
However, to raise the ratings by keeping
the audience, these shows used humor,
non-standard tasks for guest stars, tricky
questions, and more. It is clear that after
that the politician changed radically in
the eyes of the audience (p.4).

Conclusions

The topic of entertaining shows on tel-
evision has been little studied and this
is not a positive trend, given their impact
on our lives. We have determined that TV
shows are the most popular content on
television. Therefore, they reach the larg-
est audience. Also, an important factor is
that each type of entertaining TV show
is aimed at its specific audience. Due
to this, the viewer is more interested in
watching. Therefore, he will better accept
information messages in the form of cer-
tain opinions or indirect advertising and
so on. By researching the preferences of
viewers, we can draw conclusions about
certain social and cultural factors in so-
ciety, current trends, and how to shape
the media space in Ukraine. We have
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AHoTauin

Merta gocnigxeHHss — npoaHanisyBaTu aKTyasbHICTb Ta AOLIIbHICTb BUBYEHHS PO3BaXaslbHUX LIOY
Ha yKpaiHCbKOMY TenebayeHHi; AOCNIAWTU MONUT Ha TaKUN KOHTEHT B YKPaiHCbKOMY KOHTeKCTi Ta
BM3HAYMUTU OCHOBHI UMHHMKMY, LLLO BMMBAKOTb Ha CTYMiHb MOro MOMyfsipHOCTI; NpoaHanisyBaTu Cy4YacHi
TeHeHLiT B po3BaxanbHux Tenewoy. MeTogosoris AoCaigXeHHs NoNsrae y 3acToCcyBaHHi Takux MeTOAiB:
TeopeTUYHOro — A5l aHasi3y HayKOBUX AXepen iHLWKX JOCNifHWKIB; KoMNapaTUBHOro Nigxony A0 aHani3y
nporpam TefiekaHaniB Ta iHhopMaLiiHUX Oxepes; y3aranbHeHHs 3ibpaHoi iHdbopMallii, puc Tenenporpam
Ta TeHAeHLiW; CTPYKTYpHOro — A/ BU3HAYEHHA B3aEMO3aJNIeXXHOCTI CTPYKTYPHUX KOMMOHEHTIB, fAKi
BM/MBalOTb Ha (DOPMYBaHHA KOHTEHTY Tenlenporpam; KOHKPETHO-COLiOoSIoNYHOro — B3ATO O yBaru
BrnoAo6aHHA YKpaiHCbKOro rnsgaya Ta YoMy Ti UM iHLWWi YUHHWUKY BMMBalOTb Ha HbOro. HayKkoBa HOBU3Ha.
Bneplwe cucTtemaTnsoBaHO TeHAeHUil Tenewoy Ta MNpoBefeHO KOMMEKCHUN aHania X PO3BUTKY.
B3saTo fo yBaru He nuwie yKpaiHCbKUA KOHTEKCT, @ i NPOBefeHO MPUYUHHO-HACNIAKOBUIA 3B'A30K MiX
CTaHOM YKpaiHCbKOro TenebayeHHs Ta CBITOBUMM TeHAEHLiS MU Y po3BaxasibHUX nepefayax. BUCHOBKY.
MpoaHanisoBaHo aKTyaslbHICTb BMBYEHHSI 3a3HAYeHOI TeMW Ta OKPEecsIeHO MepcrieKTUBM MoJanbLUUX
pocnifxeHb. BusHaueHo cyyacHuii CTaH po3BaxasnbHUX Teslelloy Ha yKpaiHCbKoMy TesniebayeHHi, CTyniHb
X NONYNAPHOCTI Ta OCHOBHI YWHHUKW, LLLO HA HUX BNAMBaOTh. [lOCNif)XeHO, AKMM YAHOM CBITOBUIA KOHTEKCT
BM/IMBAE Ha CyYacHi TeHAEeHLT yKpaiHCbKUX po3BaxasibHUX LLOY, X KOpensLito 3i cMakaMu YKpaiHCbKOro
rnafava Ta HacnifKy Takoro BMJIMBY Ha Cy4acHWUA CTaH TeneLloy.
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TenekaHan

This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
BY

ISSN 2617-2674 (Print),

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



BicHWK KMIBCBKOrO HaLiOHanbHOro YHIBERCUTETY KYNbTYPN | MACTELITB.
Cepid: AynioBigyanbHe MUCTELITBO | BUPOOHULITBO 2022 - 5(2) - ¢.158-165

DOI: 10.31866/2617-2674.5.2.2022.269504
UDC 791:654.197]:793.35(477)

CINEMA AND TELEVISION AS FACTORS
OF RAVE CULTURE SPREADING IN UKRAINE

Lev Rjazancev'?, Ivan Sliesariev?

" Honored Culture Worker of Ukraine, Associate Professor

of the Department of Cinema and Television Arts;

e-mail: I.ryazancev2016@gmail.com; ORCID: 0000-0003-1452-9602
2 Master of Audiovisual Arts and Productions;

email: janslessd@gmail.com; ORCID: 0000-0003-3257-8392

@ Kyiv National University of Culture and Arts, Kyiv, Ukraine

Keywords:
rave,

techno;

club;
subculture;
cinema;
television;
mass media;
audiovisual art

For citation:

Abstract

The purpose of the research is to investigate and analyze the main stages
of the club techno culture formation in Ukraine in the context of Ukrainian
audiovisual art development. The realization of this goal involves solving the
following tasks: to determine the role played by cinema, television, and modern
media in the growth of techno music popularity; to prove the importance of
electronic music in the context of the modern Ukrainian techno culture
formation; to learn about the role of club life in shaping the image of a modern
country. The research methodology consists in the application of the general
scientific principle of objectivity, cultural, structural-functional, and analytical
methods in the analysis of theoretical works of art, the subject field of which
concerns the formation of club techno-culture in Ukraine in the context of
Ukrainian audiovisual art development. Scientific novelty. The article analyzes
the influence of cinema, television, and modern media on the spread of club
culture in Ukraine, and systemizes the information obtained from periodicals
and scientific domestic and foreign literature. The study can become
a springboard for the development of topics in Ukrainian film studies and media
theory. Conclusions. The article has analyzed the main factors influencing the
spread of rave, indicates the stages of Ukrainian club life development; has
identified the main factors and socio-political vectors that influenced the
spread of club subculture, and has outlined the role of club life as a socio-
cultural factor influencing the formation of domestic techno-culture). The
development of music festival culture in Ukraine has been outlined as a way
of joining the world culture, a stage of entering civilizational achievements,
and an opportunity to express oneself in the world and in history.

Rjazancey, L. and Sliesariev, I. (2022). Cinema and Television as Factors in the Spread of Rave Culture
in Ukraine. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production,

5(2), pp.158-165.

© Lev Rjazancey, Ivan Sliesariev, 2022 Recieved 14.05.2022

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

audiovisual-art knukim.edu.ua



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

Problem statement

Two decades after Ukraine's declaration
of independence, the cultural space of
our country was still influenced by those
models of social and artistic life that were
established in Soviet times. Television as
well as radio space was still under the
influence of modern, especially under-
ground manifestations in music. It was
then that rave parties appeared in local
music venues, which attracted the un-
usualness of a constant rhythm, in which
the music sounded constantly, changing
only the tempo and speed, increasing and
decreasing. Electronic technical sounds,
their synthesis, and combination in an
orchestra of sonic chants, reminiscent of
the sound of wheels, the sounds of the
machine, the monotony of a laptop key-
board, engine noise or tropical rain com-
bined with timpani bells, clocks, and rat-
tling glass and bass guitar strings. And
all this was not a cacophony, on the con-
trary, the sounds combined and changed
each other so that it created a harmoni-
ous sound in its own sound.

This is how a new trend in music — rave —
is manifested. This direction, as a rela-
tively young direction in music, has al-
ways been and is a part of modern music
festivals. After all, rave culture is not only
a marker of freedom in society, an indica-
tor of its democratization and modernity
but also a factor in the development of
urban infrastructure, a factor in promot-
ing the development of modern culture in
the country. Rave is one of the most pop-
ular and controversial formats of the par-
ty, which is positioned as a space of ab-
solutely independent free culture, where
gender, age, and nationality do not matter,
where people dress and behave as they
wish. Recently, this area of club culture
has been hotly debated and disseminat-
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ed, in which the media and especially
television, from which, in fact, began to
promote this art direction in Ukraine, cer-
tainly play an important role.

Recent research
and publications analysis

Analysis of the media specifics and their
impact on society is quite widely present-
ed in the works of the following research-
ers: |. H. Mashchenko (2005), J. Millerson
and J.Owens (2009), and others. The
work of I. Hryshchenko (2016) is devo-
ted to the history of club culture. The
popularization of techno was studied
by V. Veseliak (2020). The phenomenon
of Kyiv raves as islands of freedom was
analyzed in their works by K. Vyshneva
(2019), and O. Nechai (2019).

The purpose of the research is to in-
vestigate and analyze the main develop-
ments of club techno-culture in Ukraine
in the context of Ukrainian audiovisual
art formation; to identify the role played
by film, television, and modern media in
the growing popularity of techno music;
to prove the importance of electronic
music in the context of the formation of
modern Ukrainian techno-culture and to
determine the role of club life in shaping
the image of a modern country.

Main research material

The term Rave originated in Britain in
the late 1980s, describing large night-
clubs, most often held in abandoned in-
dustrial areas and open-air fields. The
main attribute of the raves at that time
was electronic music and an unbridled
feeling of freedom.

At this time, a new genre of electronic
music techno is being formed in the Unit-
ed States, which combines the features

Rjazancey, L, Sliesariey, I. Cinema and Television
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of the sound of such genres as house,
synth-pop, and electro. For techno, the
rhythm is 4/4 and the speed of sound is
120-150 bpm.

We should agree with V. Veseliak (2020)
in the article A Brief History of Detroit,
the Bolivian Trinity and How Techno Be-
came Popular, that despite the fact that
the term rave originated in Britain in the
late 1980s, techno music itself, which
consists of the audio part in this direc-
tion, first appeared in the late eighties
in Detroit, USA. The new genre of music
was characterized by machine rhythms,
machine sounds, and technical sounds.
Audiovisual arts — television, cinema, as
well as the World Wide Web have made
a great contribution to the development
and promotion of the rave among young
people. And although in culture this
trend did not manifest itself immediately,
ahead of all in the promotion of this phe-
nomenon was the art of cinema. It is the
films that are still the most informative of
all the audiovisual arts. Most of the films
made on this subject date back to the
late 1990s and early 2000s. That period
is considered to be the peak in the world
club culture. The most indicative films for
understanding the specifics of rave cul-
ture are the following feature films:

1. High-Tech Soul — about the birth of
Detroit-techno;

2. Groove — about the illegal rave in San
Francisco, in particular, there is a very ac-
curate depiction of the event;

3. Berlin Calling — a film that shows the
life of a techno DJ who started using
drugs and was forced to be treated in
a clinic, and thanks to serious work on
himself and writing techno music was
able to return to normal life. Note that af-
ter the release of the painting Berlin Call-
ing in Germany, a new wave of rave pop-
ularity began;
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4. 24-hour Party People — this feature
film can be called a video chronicle of
the Manchester music scene. The film
depicts events that took place before the
rise in popularity of rave culture;

5. Eden — the picture differs from oth-
ers because it shows the rave culture
from the point of view of a DJ with twenty
years of experience, for whom this direc-
tion in music is a normal job, a routine
without any embellishments;

6. Beats — about a real illegal rave in
Britain, which takes place according to all
canons in the field fifteen kilometers from
the metropolis, away from the police. The
film reflects the first years of the forma-
tion of rave culture.

As a musical direction and a cultural
layer, the rave is an indicator of freedom
in society, which can be used to monitor
the processes of its coagulation. As, for
example, in Russia, where in recent years
the pressure on clubs has increased and
parties are banned. The government's at-
tempts to destroy rave culture are best il-
lustrated in the documentary The Amaz-
ing Journey to the World of Russian Rave
(Shilin, 2020). The protagonist of the
above film is an eighteen-year-old boy
who first got on the rave and began to
study different aspects of this culture. He
focused on history, interaction with the
government, the vector of development,
and problems of the industry. There are
different styles of techno music through-
out the film, and video projections of
the dance floor are used to immerse the
viewer in the process.

Perhaps the first breakthrough of
Ukrainian rave culture in the global media
space was the documentary film Explor-
ing Ukraine’s Underground Rave Revolution
(Ukrainian — Soul of High Technology)
portal 1-D, dedicated to a series of Kyiv
parties Scheme (2016). According to the
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film, the revolutionary events of 2014 pre-
served the usual club life of the city, and
spending Saturday night with electronic
music, proved to be an impossible mis-
sion. The plot of the film acquaints the
viewer with the organizational side of the
rave, and shows the main stages of the
party. The main characters are a group
of young people who started having par-
ties as a rave for friends. In three years,
the Scheme has become a large-scale
event that gathers several thousand peo-
ple a quarter. Both foreign and local DJs
perform here. The film was published on
the YouTube channel Vice and as of 2021,
it was watched by more than two million
viewers (I-D, 2016).

To assess and analyze the main signif-
icant events in the development of rave
culture in Ukraine, it is worth watching
in particular a series of video parties
Schemes filmed by the Boiler Room team.
Thus, by 2018, the global music platform
Boiler Room offered collaboration to the
organizers of the Scheme, which result-
ed in a party at the walls of the capital's
plant Tetra Pak stopped a few years ago.
The rave was filmed by the Boiler Room
team using professional filming equip-
ment. Multi-camera shootings were
conducted from different angles, which
enhanced the effect of the audience's
presence at the event. The peculiarity of
the format was the involvement of exclu-
sively Ukrainian performers and the pres-
ence of the rave host, who announced the
appearance of new DJs. It is interesting
that this leader was the People's Dep-
uty of Ukraine Serhiy Leshchenko. The
recordings of the rave were published in
the global media space the day after the
shooting with the help of the Boiler Room
music platform (BR x cxema, 2018).

According to Oleksandr Nechai (2019),
the author of publications on avant-
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garde music, one of the first programs on
Ukrainian regional television to focus on
the rave was KoZa. Short stories of 8-10
minutes were broadcast on Kharkiv tele-
vision, in particular on the TV channels
Simon, Channel 7, a Favorite. The program
immediately became popular due to the
coverage of new musical trends, the pro-
fessionalism of the film crew, and the nov-
elty of the format — a guide to nightclubs.
Note that KoZa still exists as a YouTube
channel with 5,000 subscribers, with an
average of eight issues per month. At that
time it was a new and unique phenome-
non in Ukrainian music. This trend was
especially unusual for people who are ac-
customed to traditional club formats, pop,
and chanson. After its first appearance
on television, the rave was mentioned
more often. However, very often these
mentions had a negative connotation
because the word "rave” sounded along
with such as "“drugs”, "fight", “police",
preventing the rave from gaining new
audiences both on television and in real
life. Discos began to open in some clubs,
which presented techno songs. Young
artists who were looking for themselves
in various musical trends were interest-
ed in this trend because it provided great
opportunities for creativity. It was enough
to have a good musical ear and show in-
terest in composing different sounds, and
creating unique compositions.

In addition to television, after the proc-
lamation of Ukraine's independence, the
rave began to actively promote the club
culture of major Ukrainian cities. This is
especially true of Kharkiv and Kyiv.

For two decades, two social realities
coexisted within one country. The first is
in the form of ZhEKs, creative unions for
a limited number of artists. The second is
in the form of independent media, modern
national culture, and public associations.

Rjazancey, L, Sliesariey, I. Cinema and Television
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The 1990 granite revolution, which began
with a protest by Lviv students in Kyiv's
central square, along with other political
processes in the USSR, led to Ukraine's
independence and the complete lifting
of the Iron Curtain. And in 1992 the first
Kazantip electronic music festival took
place in Crimea. The format gathered
more and more visitors from around the
world every year, and over time began to
attract the attention of major TV chan-
nels. Thus, entertainment TV channels
began to pay attention to the event, such
as TET — in the format of the program
Durnev +1, M1 — in the format of the pro-
gram POPconveyorXL.

Parties in the rave format were given
some attention by news programs, in
particular on TV channels 7 + 7, Channel 5,
Public Television, DW Ukraine. Sometimes
the word “rave" could be found in news
stories and media articles, along with the
word "“drugs”, which clearly influenced
the formation of public opinion among
consumers of such television content.

The Revolution of Dignity in 2014 signifi-
cantly affected the development of rave
culture, as Ukraine became incomparably
freer. In the same year, the first electronic
music festival SCHEME was held, which
is today the most popular Ukrainian rave.
Unfortunately, out of all the variety of
Ukrainian TV channels, only Public Tele-
vision paid attention to the event — in the
format of documentary stories that cov-
er the problems and vectors of the rave
culture development (Naibilshi media-
kompanii v Ukraini, 2013).

Today, some attention to rave culture in
Ukraine and its role in the formation of
the society's cultural needs are paid in
stories on regional and local TV channels,
and in articles in the print media.

We should agree with the conclusions of
expert Alisa Mullen in the article by I. Gry-
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shchenko, “Stories about Club Culture:
PR-manager Closer Alice Mullen about
Parties in Kyiv", so the rapid development
of music culture in Ukraine has led to the
fact that the best parties go to Kyiv world
DJs, decent venues have started to ap-
pear all over Ukraine, there is a rotation
of DJs and promoters, there are journal-
ists who write on this topic, as well as
specialized media: "Many countries can
not boast of such a developed electronic
scene, they know about us in Berlin, Am-
sterdam and so on" (Grishchenko, 2016).

Kateryna Vyshneva in the article “Kyiv
Raves: Islands of Freedom and Points
on the Music Map of the World" quotes
the words of the program director of
the independent online radio 20ft Radio
Mykhailo Bondareva, whose guests of-
ten perform at raves, festivals, and Pin-
chukArtCentre, that the popularity of rave
culture can have a positive effect on the
development of the city, infrastructure
and tourism in general, and Kyiv can be-
come a musical Mecca if local authorities
and raves make efforts:

“It may happen that music will begin
to affect the life of the city. The di-
alogue between the authorities and
the raves will move forward when
both sides realize the need for coop-
eration and dialogue, and the phrase
‘Kyiv — New Berlin' will justify itself,
as the history of Berlin — not only in
quality parties and developed mu-
sic culture but also in how parties
and partygoers make the city better".
(Vyshneva, 2019)

All these plans and ideas are impossi-
ble without a constructive dialogue with
the authorities, when the tourist infra-
structure will be developed, taking into
account the needs of club culture in de-
velopment. In order to reach a truly Euro-
pean level and impress not only with in-
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teresting compositions and charismatic
DJs, but a music party should also take
into account compliance with modern
technical requirements and know-how
in the arrangement, as well as be able
to modernize the premises. For this pur-
pose, the raves are still using their own
funds, but with the support of the au-
thorities, they could expand. And this, of
course, would affect the development of
city infrastructure and intensify tourism.
A large proportion of modern tourists
traveling to Ukraine are young people
who are not indifferent to music and rave
in particular, so the active support of the
club culture in Ukraine would help fill the
country's budget. Mentions of raves are
not so common on Ukrainian television —
they usually report breaking news about
police raids and ravers' protests.

Conclusions

Rave today is an important part of mod-
ern culture, and it is impossible to imagine
a modern metropolis without it, so the de-
velopment of rave is a contribution to the
formation and improvement of modern in-
frastructure, which in turn is an important
component of modern life. Therefore, it is
important for the authorities of the coun-
try and its capital to learn to establish con-
tacts with musicians, demonstrate oppor-
tunities for dialogue, and optimize the sit-
uation to create conditions for further de-
velopment of the rave direction. Thus, the
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AHoTauia

Meta pgocnigxeHHsa — [OCNIOUMTW Ta MpoaHanisyBaTW OCHOBHI eTanu CTaHOBNEHHSA KJyOHOI TexHo-
KynbTypu B YKpaiHi B KOHTEKCTI PO3BUTKY YKpalHCbKOro aypmioBisdyasbHOro mucteuTBa. Peanisauis
nocraeneHol MeTu nepepbayae po3B'A3aHHA TakuX 3aBfaHb: BU3HAUMTW, Ky POfb Bifirpanu KiHo,
TenebayeHHst i cyyacHi 3MI y 3pocTaHHi NONyAsSipHOCTI TEXHO-MY3UKW; [OBECTU BaXJIMBICTb €IEKTPOHHOI
MY3UKM B KOHTEKCTi hOpMyBaHHS Cy4YacHOT YKpaiHCbKOI TeXHO-KYNbTYpK; [i3HAaTUCA MPO posib KJy6HOro
XUTTS Y hOopMyBaHHI iMigXy cydyacHoi kpaiHu. MeTogosoris gocnigyKeHHss Nonsirae B 3aCTOCYBaHHI
3aranbHOro HaykoBOrO MPUHLMMNY 06'€KTUBHOCTI, KYNbTYPONOriYHOro, CTPYKTYPHO-DYHKLIIOHANbHOro Ta
aHaniTMYHOro MeToAIB Mif Yac aHanisy TeopeTUYHMX Mpalb MUCTELbKOro HanpsiMy, NpefMeTHe none
AIKUX CTOCYETbCS CTAHOBJIEHHS KJYOHOT TEXHO-KYNIbTYpU B YKpaiHi B KOHTEKCTI PO3BUTKY YKPalHCbKOro
ayfioBi3yanbHOro mMucteuTBa. HaykoBa HOBM3HA: B CTaTTi NpoaHanisoBaHO BMMB KiHO, TenebayeHHs
i cyyacHux 3MI Ha nowmpeHHs KnyBHoI KynbTypu B YKpaiHu, cucteMaTnsoBaHo iHpopMaLlito, OTpUMaHy
3 MNepioguYyHUX BUAAHb Ta HAYKOBOI BITYM3HSIHOI M 3aKOpAOHHOI NiTepaTypu. [locnimXeHHs Moxe
cTaTv NnaugapMoMm Ans po3pobku TeMaTUKM B YKpaiHCbKOMY KiHO3HABCTBI Ta Teopii Mefia. BUCHOBKH.
Y cTaTtTi npoaHanisoBaHoO OCHOBHI (haKTOPW BIJIMBY Ha MOLUMPEHHA pelBY, 3a3HaYeHo eTanu po3BUTKY
YKpPaiHCbKOro KnyGHOro >WTTS, BU3HAYEHO OCHOBHI UMHHUKM Ta couianbHO-NMOMITUYHI BEKTOPW,
WO BMJIMHYNM Ha MOLWMPEHHs KNy6GHOI CyOKynbTypu, a TaKoX OKPecsieHO Pposib KJIyOHOro XMTTA SK
COLiOKYIbTYPHOTO UYMHHMKA, WO BrMBae Ha (POpMyBaHHS BITYM3HAHOI TeXHO-KyNbTypu. PO3BUTOK
My3U4YHoI hecTUBaNbHOT KYNbTypy B YKpaiHi OKpecneHo sik cnocib [ony4YyeHHs1 [0 CBITOBOI KyNbTypy, eTan
BXO/KEHHS A0 LMBINi3aliiHnx 3006yTKiB, MOXUBICTb 3aABUTM Npo cebe y CBIiTi Ta B icTopil.

KniouoBi cnoBa: peiB; TexHo; kiy6; cybkynbTypa; KiHO; TenebayeHHs;; 3acobu MacoBoi iHopMaLil;
ayfioBisyanbHe MUCTELTBO
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Abstract

The purpose of the research is to analyze the components of modern content
production methods and identify the dominant areas and technologies
in modern production. Show the importance of learning new things and
working with a rapidly evolving industry. The research methodology consists
in using such methods as theoretical analysis of information sources,
generalization of the influence of the latest production methods on the
quality and speed of content production, and determination of the reasons
for such trends. Scientific novelty. For the first time, the latest technology
trends in content development are analyzed, a detailed analysis of the
impact of the latest production methods on the quality and speed of content
generation is carried out, and an assessment of the further development
of the technologies under consideration and their future impact is made.
Conclusions. In the course of the article, the technologies that are currently
used in the development of content in technical terms have been analyzed.
Analysis of information sources shows the influence of new approaches in
content development on the quality and, above all, on the speed of content
production. The factors influencing the development of the considered
technologies and their subsequent impact on the content production
industry have been overviewed.
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Problem statement

In the last few years, the media industry
has begun to expand significantly, which
means areas that were quite elitist for
a while (cinema, theatre) have begun to
intersect with audiovisual specialists
from many narrow areas.

There is a need to dive deeper into the
media industry to see how innovations
currently are changing the media busi-
ness landscape. From digitalization to the
emergence of many freelance resources —
the media industry is impacted from al-
most all directions. The main trends are
changing the direction of the media, so
soon, we can expect additional shocks.

To truly understand the industry's path
nowadays, we need to evaluate the ma-
jor technological trends that are currently
affecting it and which may have the po-
tential to do so in the future.

Recent research
and publications analysis

M. Kavis (2014) noticed the problem of
the growing speeds of media production.

E. Haines and N. Hoffman (2018) inves-
tigated new methods of processing au-
diovisual content.

0. Shaw (2015) considered the specifics
of content consumption in social networks.

The purpose of the research is to ana-
lyze the components of modern content
production methods. Identify the dom-
inant areas and technologies in mod-
ern production. Show the importance of
learning new things and working with
a rapidly evolving industry.

Main research material

To understand what producers will be
like and the content they will produce in
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the coming decades, it is necessary to
highlight the prominent trends that mod-
ern media are beginning to follow.

The first trend mentioned in the article
Four Digital Trends Reshaping the Media
Industry (2016) is mass digitization. The
digital representation will replace print-
ing — it is inevitable. The cost of technol-
ogy continues to fall, and devices used
for media consumption are becoming
more sophisticated and convenient. The
historical barriers to this transition (gen-
erational preferences, convenience, ease
of use) are slowly being broken down. As
soon as they are destroyed, everything
old will disappear, and new technologies
will replace them. Nowadays, companies
need to make digital production their pri-
mary goal and printing operations one-
time.

The second trend, which was men-
tioned in the above article, can be called
freelance mania. With resources such as
outsource.com, upwork.com, contently.
com, and others, finding freelance writ-
ers, photographers, editors, designers,
and audiovisual producers is now very
easy and fast. Companies that manage
the entire recruitment of their employees
are finding it increasingly complex and
challenging to compete with companies
that strategically use the talents of free-
lancers. Media companies that can take
advantage of this can lower costs and
increase profits (Four Digital Trends Re-
shaping the Media Industry, 2016).

The third trend mentioned in the same
article is excessive content production.
Even the average consumer nowadays
notices a dramatic increase in content
production on the Internet. With the
number of new articles, videos, shows,
publications, and movies — it becomes
increasingly difficult to review and com-
prehend it all. In addition, barriers for new

Bezruchko, O., Shevchuk, Yu., Andriievskyi, D. The Role
of the Latest Technologies in the Media Production Development
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media companies are shallow, as there
are many means of distribution available
to new entrants. Soon, these new players
will provide the same high-quality con-
tent as existing media giants. Even com-
panies like Red Bull have started produc-
ing their media content. Seven years ago,
there were no such trends among com-
panies (Four Digital Trends Reshaping
the Media Industry, 2016).

The fourth trend is that ways of watch-
ing video and audio are developing very
fast. Content consumers are now look-
ing for quick and easy ways to consume
information, which has led to increased
video upload requirements. Combining
this with the rapid advancement of HD,
4K, 8K, and VR, there is now a huge op-
portunity to create fascinating audiovisu-
al content.

The last trend is to change generations.
Many articles examine the many chang-
es that have taken place with millennials
gaining the status of major economic
powers, while previously, they were con-
sidered a generation of boomers. Michael
Kavis commented on one of them in his
book Architecting the Cloud: Design Deci-
sions for Cloud Computing Service Mod-
els (2014) on designing new production
environments. He, in particular, noted
that this transition would be much more
challenging for the media. Millennials
treat information and content signifi-
cantly differently than other generations
before them. They get more information
than they can ever need, and it is all with-
in instant reach. This overload has made
them especially wary of anything created
by screen art professionals.

They are also rarely affected by advertis-
ing that has a financial impact on media
companies that rely on traditional adver-
tising-based sales. The good news is that
millennials value authenticity and process
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and perceive content faster than other
generations. Media companies that are
open, honest, and transparent and pro-
duce content powerful enough to share
are successful with the new generation.

The last and most significant trend is
the Internet. It is backward if a compa-
ny does not create a successful business
model around delivering content over the
Internet. The line between traditional and
digital media has disappeared. Now they
are the only ones, and companies need
to figure out how it all works together to
deliver the right content to the right audi-
ence at the right time.

Several minor trends affect media com-
panies' business — the spread of mobile
devices, the maturity of content market-
ing, the merger of radio and Internet me-
dia, etc. However, all of the above is not
new — all these trends have long been on
the radar. The latest long-term strategy
should be based on key trends and take
into account minor trends for short-term
strategies.

Note that with the volume of technolog-
ical activities affecting the media indus-
try, the costs of the IT industry in media
companies have increased. To stay com-
petitive, companies need to invest wisely.
The main goal is not to exceed the com-
petition. It means spending more tech-
nology dollars on strategic initiatives and
less on infrastructure. Instead of con-
stantly expanding production or scaling
up some processes, it is better to focus
on new ideas at some point.

Projects that help build scale, reduce
costs, and improve customer engage-
ment need to get the most out of the IT
budget. According to Sonny Livingston
in Handbook of New Media: Student Edi-
tion, key performance indicators that
point in the right direction include reve-
nue per employee, cost of technology per

bespyyko, O, Llesuyk, KO., AHApieBCbKAIA, [1.
Po/b HOBITHIX TEXHOMOTI Y PO3BUTKY MefiaBUPOOHNLITBa



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

employee, and the total percentage of
revenue spent on technology. Costs and
income per employee should increase
over time, while the total percentage of
income spent on technology should de-
crease. Moreover, while small business IT
spending is estimated to range from 1.5
percent of annual revenue to more than
10 percent, such media companies can
be expected to reach high levels even-
tually (Livingston, 2006). The industry is
hyper-competitive, barriers to entry are
constantly shrinking, and technology sig-
nificantly impacts the modern landscape.
Cloud rendering can become one such
technology over time.

Rendering is the process of creating
a photo-realistic or non-photo-realistic
two-dimensional or three-dimensional
image from a model using applications.
CPUs and GPUs are usually required for
this calculation.

The basis of cloud rendering is the par-
allel computing power of remote GPUs
on so-called cloud rendering servers.
Content producers do not need to buy
and keep many devices themselves. Ev-
erything happens somewhere else. Video
production specialists do their work fast-
er and cheaper due to higher productivity
with fewer resources.

According to Linkedin Learning, cloud
server users can build their files, up-
load them to the cloud rendering server
through the user interface, take full ad-
vantage of computer hardware on the
web, and render complex 3D scenes with
a large number of computer process-
ing to generate a preview image or a fi-
nal animated image to adjust the visual
effect or its synthesis after production
(2017). Better specifications help reduce
the time spent on finishing. These are all
points where cloud rendering has advan-
tages over traditional.
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Consider a situation where a special-
ist made an interior composition. If the
rendering is performed on an output of
3600X2500, the calculation on a regu-
lar computer will take at least 3-6 hours.
However, if a person uses the cloud ser-
vice for this process, the only need is to
upload the file to the user interface, and
the processing time can be less than
1 hour. Cloud rendering is also several
times faster than a home rendering farm,
a pre-planned and dedicated space for
many devices connected to one network
and performing one specific task. Fur-
thermore, during the process itself, the
hardware resources of the content pro-
ducer are not used at all. Also, the user
does not always need to be in front of the
computer because they can view the pro-
cess results remotely anytime and any-
where.

Using a cloud rendering farm, if appro-
priately used, can have a complex effect
on digital audiovisual content creation
workflows. This can help in many cases:
when the project deadlines expire, save
a considerable investment in equipment
and maintain the farm rendering. More-
over, they can also provide calculations
for massive projects if the screen art spe-
cialist is far from the primary workplace.

Thus, cloud rendering is a very workable
option in different situations, and the size
of the project is not the main factor. We
might disagree with the statement of Eric
Gaines and Nate Hoffman, who in their
book Real-Time Rendering called cloud
rendering more popular and common-
place than traditional. However, we can
agree with the highlighted most signifi-
cant advantages of processing final vid-
eo files (Haines and Hoffman, 2018).

At first, according to the thoughts of
mentioned authors, cloud rendering pre-
vails when it is needed only for a short pe-

Bezruchko, O., Shevchuk, Yu., Andriievskyi, D. The Role
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riod — a company that sells broadcasts or
post-production with huge projects can
fully manage all different rendering pro-
cesses in the cloud, without the demand
to build redundant studios or buy, config-
ure and maintain a significant quantity of
additional computing resources.

Secondly, as the same specialists say —
it is helpful when production delays and
deadlines are missed. If an expert under-
valued the requirements of the project or
the scale of the product has exceeded
the internal capabilities of the hardware
resources, then cloud rendering can be
pretty helpful.

Finally, as the authors of the previous-
ly mentioned book summarize, these are
cases when their infrastructure is used
to the maximum; if the manufacturer al-
ready uses all its allocated resources for
rendering, all workstations. When it is not
possible to rent more machines to add to
the studio, it is time to pay attention to
solutions in cloud technology.

Like a television studio, an independent
artist can use cloud servers for comput-
ing under any of the above conditions, just
as a small, medium, or large visual effects
studio, architectural firm, or advertising
agency can. The benefits of cloud render-
ing are determined primarily by the situa-
tion, not the size of the project.

Cloud technologies are beginning to be
implemented in many areas. We agree
with Michael Kavis's statement in his
book Architecting the Cloud: Design Deci-
sions for Cloud Computing Service Models
(2014) that the basic idea remains the
same — to take away the user's need to
process information from their resources
and carry it to the owner of a cloud tech-
nology farm. The main question for vid-
eo production specialists is how quickly
they will get the result they need. This
may also depend on factors beyond the
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control of the above technologies, such
as the remoteness of the central servers
from users. However, there are many of-
fers and opportunities. Most audiovisu-
al professionals are trying to please the
customer, so it is time for content pro-
ducers to find new opportunities that are
much more convenient and cheaper than
existing ones.

Summing up the impact of the “speed
race", we see that at the end of the 20th
century, manufacturers fought for the
customer by developing and gradually
increasing the capabilities of the manu-
factured hardware. Audiovisual market
leaders have provided a wealth of statis-
tics and data showing how their product
works better, more reliably, and faster.
However, over time, productivity has be-
gun to reach its peak, as technological
advances are now moving extremely fast,
and nowadays, even phones process and
display relatively high-quality images.
Therefore, in the 20s of the 21st centu-
ry, a stage came when producers are al-
ready competing for speed. This mainly
affects specialists in audiovisual arts
and production in general.

Conclusions

Many professions have tried to automate
in the last few years, saving a lot of time
and money. Some of the specialties that
this automation will not come to anytime
soon are creative, especially audiovisual
and related areas. However, in addition to
the global automation of all specialist ac-
tivities, there is also a partial modification
of work processes, which facilitates and
simplifies human work, which helps focus
on more important things.

New film and video formats increase the
processing and bandwidth requirements
of devices every couple of years, and me-
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dia corporations have no choice but to
keep them updated so that they can mon-
etize their content for as long as possible.
Currently, this means that studios must
periodically destroy and replace their
expensive hardware systems. Thanks to
the software-defined infrastructure, stu-
dios can keep up with the ever-increas-
ing demands on NVM's servers, network
and storage technologies (non-volatile
memory) without having to dispose of old
equipment and start overhastily.
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AHoTauia

MeTta gocnipXeHHss — BU3HAYMTU NaHiBHI ccpepy Ta TEXHONOrIT y cy4yacHOMY MpoAakLHi. JlocarHeHHs
nocTaBneHoi MeTU nepefdavyae po3B'A3aHHS TakKWMX 3aBAaHb: MpoaHaniayBaTW CKJa[oBi CyyYaCHMX
cnoco6iB BMPOGNIEHHSI KOHTEHTY; MokasaTW BaXJIMBICTb HaBYaHHS HOBOMY Ta PO3YMiHHSI OCHOBHMX
npouecis po6oTu B iHAYCTPIi, AKa LWBUAKO PO3BMBAETHLCS; BUAIIMTM Ta y3aranbHUTU OCHOBHI BEKTOPU
pO3BUTKY rasnysi MepfiaBupobHuULTBa. MeTogosoris A[ocnifXeHHs Tonsrae y 3acToCyBaHHI Takux
MeTO[iB: TEOPETUYHOro — A1 aHani3y iHpopMaLiiHUX gyxkepen, y3arasbHeHHs BMIMBY HOBITHIX cnocobiB
BUPOBHMLTBA Ha SIKICTb Ta LWUBWAKICTb BUPOBIIEHHS KOHTEHTY, BU3HAUEHHS MPUYUH OKPECTIEHUX TEHAEHLil;
CUCTEMHO-aHaNiTUYHOro — [ONA BW3HAYEeHHA MaHiBHUX cdep y cyyacHOMy MefiaBUpoOOHMUTBI Ta
[OUNIbHOCTI BUKOPUCTaHHSI NEBHUX TEXHOJONIN y NPOoAaKLLHi. HayKkoBa HOBM3Ha: BrepLue NpoaHasnisoBaHo
HOBITHI TeXHiYHI TeHAeHUT Y BUMPOOGJIEHHI KOHTEHTY, MpOBeAEeHO AeTaflbHUI aHani3 BMMBY HOBITHIX
cnoco6iB BUpOBGHULITBA Ha AKICTb Ta LWBUAKICTb BUPOBNIEHHSI KOHTEHTY, @ TAKOX OKPECNeHO NepcnekTUBu
3aCTOCYBaHHSA PO3MNSAHYTUX TEXHONOriA. BucHOBKM. Y cTaTTi mpoaHani3oBaHO TEXHOJOrii, AKi HUHI
BUKOPUCTOBYIOTbCS Y MeiaBMpPOBHULTBI. 3a 4OMOMOror aHanisy iHpopMaLiiHUX axepesn BCTaHOBEHO
BMJIMB HOBUX MiAXOAiB Ha fKICTb Ta Hacamnepen LBMAKICTb BUrOTOBJIEHHSI KOHTEHTY. Y3aranbHeHo
UMHHUKK, AIKI 3YyMOBIHOKOTb PO3BUTOK TEXHOJIOTiM Ta BMMBAKOThb Ha iHOYCTPi0 BUPOOBIIEHHS KOHTEHTY.
BupaineHo ocHOBHI TeHAeHLl, L0 BU3HaYaoTh HanpsiM po3BUTKY cdepu MefiaBupobHULTBA.
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Abstract

The purpose of the research is to analyze the features of sound recording in
open space from a technological point of view. To do this, the following tasks
should be performed: establish the role of open space when it performs the
function of the dominant environment during speech or sound recording;
prove the importance of obtaining intelligible speech from the microphone
when recording sound in an open space, taking into account the influence
of extraneous sounds. Research methodology. The following methods have
been applied: analytical for the study of the scientific basis for the considered
issues; theoretical for generalizations of theoretical provisions and practical
observations and generalization of the obtained theoretical base and
practical results, structural and functional for highlighting the components of
successful sound recording in open space conditions and determining their
functions in the process. Scientific novelty. For the first time, information
on the use of specialized equipment that will help to hide the shortcomings
of sound is summarized. The importance of further sound processing by
technical devices is also highlighted. The article outlines the specifics of
open space in the context of sound recording; the main sources of sound in
open space are identified and the features of working with them are analyzed.
Conclusions. The article has analyzed the peculiarities of sound recording in
open space and has established the role of specific factors that can affect
the work in terms of the peculiarities of the sound engineer's work. The role
of using special microphones to hide flaws is established by analyzing the
literature. The factors affecting the sound recording quality in open spaces
have been generalized.
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Problem statement

One of the modern sound design chal-
lenges is the quality of the sound re-
cording in open space. Filmmakers are
trying to expand their vision to attract
new audiences and offer new unexpect-
ed locations, and sound engineers have
to accept all the challenges and find
high-quality and professional methods
of recording sound anywhere. According
to Volodymyr Diachenko:

«Today there are many different views
on the aesthetic and artistic nature of
sound. But, to define, create and mea-
sure sounds, a person uses the laws
of physics and musical acoustics. For
example, sound engineering as a cre-
ative profession uses technical termi-
nology regarding the nature of sound,
because in it the artist's goals are
achieved with the help of technical
means». (Diachenko, 2008, p.6)

So, in our study, we will consider what
are the features of sound recording in an
open space.

It is worth noting that an open space
includes: streets and squares, sports
grounds and stadiums, open platforms
and sorting stations, green theaters and
summer stages, parks and areas of fes-
tivities and recreation, outdoor exhibi-
tions and shows and advertising, etc. In
addition, open spaces include warning
and information areas in the open air, for
example for civil defense purposes.

The specificity of open space is its de-
pendence on climatic factors and atmo-
spheric conditions, as well as the need
to take into account the attenuation in
the air, as the length of the sound zones
reaches several hundred meters and
even kilometers. When creating a wide
variety of video content, quality audio re-
cording is just as important as the visible
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range. So, for example, the microphones
built into various types of cameras are far
from perfect and have certain shortcom-
ings that most likely do not allow record-
ing the sound accompaniment of the vid-
eo in the proper quality when the group is
in an open space.

These disadvantages of built-in micro-
phones include the presence of sound
interference when touching the record-
er during video recording, limited range,
omnidirectional sensitivity diagram (hen-
ce the inability to eliminate extraneous
noise), narrow frequency audio range,
and inability to record loud sounds with-
out distortion.

An indisputable solution to these prob-
lems is the use of external microphones
with cameras or mobile devices. But
there is another, less obvious, difficulty.
The fact is that there are no microphones
that can record sound equally well in dif-
ferent conditions and scenes. For each
creative task and situation, it is neces-
sary to select models with the most suit-
able characteristics.

The question now is why it is difficult to
get a legible speech from a microphone
when recording sound in an open space.
It is logical to conclude that extraneous
sounds interfere because the automatic
signal level control system cannot al-
ways correct the situation completely.

If there is a loud noise in the back-
ground of the language, the system will
lower the level and the language will not
be heard at all. If the system speed is
low, the first phrase will be truncated at
the beginning of the conversation. You
can use a digital control system instead
of an analog automatic level control sys-
tem. In the latter, the speed of operation
is faster.

In this regard, it should be noted that
human speech is in a very narrow fre-
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quency range. The lowest voice, bass, is
about 80 Hz. Based on this, if you want to
record human speech in an open space,
you need to “reject”" all frequencies out-
side the range of human voice. To do this,
there are special high and low-frequency
filters that are built into the microphone
amplifier. The range passed by these
filters is called the transmission band
bandpass.

There is an opinion among industry
professionals that it is better to use spe-
cialized microphones for recording out-
side, in particular in an open space, the
transmission band bandpass of which
is narrowed to 100-4000 Hz. You should
also pay attention to microphones with
adjustable filters. In some situations,
such a fine-tuning capability can be quite
useful.

Recent research
and publications analysis

This issue is considered in the works of
V. Diachenko, V. Didkovskyi, and S. Luno-
va, who work not only as researchers in
the field but also produce educational
literature (methodological recommenda-
tions, training manuals, etc.).

The purpose of the article is the analysis
of sound recording features in open spa-
ce, namely sound sources in open space;
devices needed to record sound on the
spot; means of sound and voice reduc-
tion; features of voice recording, and
voice recording on the button micro-
phone.

Main research material

Large open areas, such as parks, squa-
res, playgrounds, gardens, and adjacent
areas that need sound recording have
a whole range of conditions and nuanc-
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es in creating such a project. A sound
engineer, like an artist, must create his
own, fundamentally new sound pan-
orama based on a model (music per-
formance). The phonogram differs from
the original image in terms of size, three-
dimensional structure, and balance of
sounds. The main reason for the differ-
ence in perception between "live" and
“reproduced” sound lies in the peculiar-
ities of human localization of sound
sources.

The task is a bit complicated by the fact,
that the open area is more difficult to
voice, because it is wider, which requires
laying several hundred meters of wire
to connect the speakers, the speakers
themselves must be specialized, and the
sound in the finished system is nowhere
to be seen. Accordingly, the power of
such a system must be very significant.

It is necessary to determine the main
sources of sound in an open space,
namely, it is advisable to start with the
main — speakers, as the central system
will be securely hidden in the room. But
the speakers must meet all the necessary
requirements, such as moisture-resis-
tant and frost-resistant housing, which is
not afraid of the wind, direct sunlight, rain,
or snow.

You should also pay attention to the
nuances of the environment because
all-weather speakers are not a panacea.
Of course, they can help in sounding in an
open area, but it is better to install them
not far from the premises, and for larg-
er tasks, you should think about suitable
technical support.

For louder sound, which can be perfect-
ly audible in large open spaces, several
types of special acoustics are used, one
of which is the speakers. They are able to
propagate sound directed over long dis-
tances without much distortion, they are
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convenient to mount on walls or poles,
and playback of sounds, music and
voice will be at a high level. As written
in an article by the educational company
Nas, "When approaching sound design,
it's good to remember the three parts of
sound in film: human voices, music, and
sound effects. These are the three ele-
ments that audiences expect a video or
movie to have" (The Importance of Sound
Design, 2022).

The second option for sound recording
of open spaces is landscape acoustics.
It differs in that when a site or part of it
needs sound recording without attract-
ing attention, the speakers of landscape
acoustics can be made in the form of
a stone or a small lantern to illuminate
the area.

If the main task of the sound recording
of a large open area is the transmission
of voice and voice messages, you should
use horn acoustics. It is the loudspeakers
that clearly transmit speech messages in
a certain direction, such speakers can
be easily fixed at a high enough height
on poles, fences, or decorative elements.
However, there are also loudspeakers de-
signed to play music.

It is also necessary to determine the
features of the sound recording of open
areas. Namely, in addition to special
speakers designed for sound recording
in wide open spaces, there are several
nuances of sound. Thus, to ensure the
efficiency of the system will need a large
number of wires.

There are three ways to record sound:
mechanical, optical, and magnetic. In
modern devices, the sound is recorded
using electrical energy. Direct audio re-
production is only possible with mechan-
ical recording. The optical and magnetic
recording must be amplified, correct-
ed, and converted on special electro-
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acoustic devices, which are called repro-
ducing equipment. The optical method
of the sound recording is used in sound
cinematography and, in addition, in some
studies.

It is advisable to determine what de-
vices are needed to record sound on the
spot, namely: in this regard, it should be
said that almost anyone can record in the
studio, but professionals are much more
appreciated for their ability to quickly and
efficiently solve non-standard problems.
Creative thinking has always been valued.
When we say “recording”, we mean the re-
cording of sound from a living source. The
most popular sound recording is voice
recording.

Many organizations have to pre-
pare musical material, for example for
a sketch, and in this case, it is not about
studio quality, but about the possibility of
recording directly in the workplace.

It is believed that the studio is charac-
terized by the presence of a special room,
and a large amount of equipment for re-
cording and sound processing. In addi-
tion, there is a large number of additional
devices which make the process easier.
We should not forget about the role of the
environment itself. The training manual
for acoustic equipment states:

“To create optimal acoustic conditi-
ons in acoustically defined rooms,
sound-absorbing materials and stru-
ctures are used, as well as sound-
dispersing elements and structures
that cover and decorate the surfac-
es of the room. At the same time, the
main acoustic parameter of the room
is considered to be the standard re-
verberation time. Without the use of
sound-absorbing materials, the re-
verberation time in the room exceeds
the necessary optimal value". (Did-
kovskyi and Lunova, 2001, p. 8)
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But all this is not possible if there is no
mobile studio based on a spacious car.
For this reason, sound engineers should
have only the essentials.

If the sound is tracked from the source
to the recorder, you can use the follow-
ing simple scheme: microphone — mix-
er — sound card — laptop. You will also
need headphones to control the record-
ing process. Another important detail is
the microphone stand. The main require-
ments for recording equipment outside
the studio are small size, lightweight, and
autonomy.

Using a laptop is more convenient and
easier. This is because it is easy to take
along. In addition, you can quickly and ac-
curately record and edit material. Another
plus of using a laptop is the huge amount
of time it takes to record. The laptop al-
lows you to connect various modules and
use any convenient software. We can say
that almost any laptop can be configured
to work with sound.

If the task of a laptop is only recording,
it's easiest to set up, as this process re-
quires minimal resources. If an auton-
omous operation is envisaged, special
attention should be paid to the battery.
Also, do not forget that to digitize the
received sound you will need a sound
card with analog stereo input and stereo
output.

The microphone must be dynamic. If
condenser microphones can be used
when recording in the studio, because
they are more sensitive and record in
more detail, then when recording out-
side a certain room without soundproof-
ing, they will pick up a lot of extrane-
ous noise. A microphone stand will be
necessary to secure the microphone in
a stationary position. The holder should
fit the microphone (appropriate devices
are often included with the microphone).
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Therefore, you need a stand, as the re-
cording quality may deteriorate if the
artist holds the microphone.

Another important step is the choice
of cables. Most often, these are special
ready-made cables with the appropriate
characteristics. Out-of-studio record-
ing is unlikely to improve sound through
cables, but it's more realistic to spoil ev-
erything. Choosing cables is a matter of
practice, but it is important to remember
that almost identical cables may have
different characteristics.

For an experienced sound engineer,
even appearance can tell a lot, but be-
ginners should gain experience and
make their choice in favor of world-
famous brands such as Neutrik. Most
of the extraneous noise comes through
the cable. It, in turn, goes to the micro-
phone. Therefore, a balanced connection
will be of particular importance. From
this, it follows that three contacts will
be used to transmit a mono signal, as,
for example, in unbalanced stereo. Such
cables are characterized by the pres-
ence of a standard three-pin XLR con-
nector or a stereo jack (TSR).

The most important thing for the artist
is not the equipment and its quantity, but
the pleasure of the recording process
itself. In this sense, the best recording
engineer will be a person who can com-
municate normally and who is willing to
accept the wishes of the artist. In addi-
tion, it happens that the customer and
the contractor are different people. And
here it is necessary to take into account
the interests of all parties.

When recording a non-professional per-
former, he needs to clearly explain what
is required of him and create comfort-
able conditions for him during recording.
When working with people, you always
need to remain a bit of a psychologist,
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because the final result directly depends
on the performer and his mood. In favor
of this, the words of Volodymyr Diachen-
ko (2018, p.6) testify that it is worth “pay-
ing attention to the performance inter-
pretation, which is fixed with the help of
software complexes for measuring such
objective sound parameters as the full
spectral composition, intensity and dy-
namic range".

So, to record sound in the field you need
a laptop, sound card, mixing console,
and a microphone on the rack. As for the
quality of the recording result, it will de-
pend on the specific artist and the skill of
the sound engineer.

In the course of our research, it is nece-
ssary to find out the means of sound,
and voice, in this regard, it should be
noted that sound information is a pro-
cess of combining different soundtracks
into a single whole. This assembly pro-
cess can be divided into 5 components.
In each part there is work with different
sound parameters:

1. Magnitude (dynamic processing);

2. Working with frequency components

of sound (equalizer);

3. Spatial processing;

4. Pitch;

5. Timing features.

Dynamic processing is volume control.
There are two ways to adjust the volume -
manual and compression.

Manual processing includes the nor-
malization of all tracks, as well as nor-
malizes phrases, words, or even syl-
lables that are difficult to hear in the
mix. This is usually done on your own,
aural reception. Otherwise, the analyz-
er monitors the RMS value. The volume
of each fragment should be sufficiently
equal.

Compression is an automatic change
in volume according to a certain law. The
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compressor automatically makes the
loud parts quieter.

As for the voice, it is even more diffi-
cult here. The microphone perceives the
voice in an undistorted natural dynam-
ic range, which means that there are
both very quiet and very loud moments.
In addition, even just one word can
vary greatly in syllable volume. There-
fore, the compressor should be one
of the first at the top of the processing
list.

The devices with dynamic processing,
in addition to the usual compressor, can
also include the following:

The limiter does not allow the passage
of a signal with a volume above the set
value (ratio = infinite or large number).

The extender makes quiet places even
quieter (ratio <1).

The maximizer increases the volume of
quiet components but does not affect the
loud ones.

Multi-band compressor compresses in-
dividual frequency bands.

De-Esser compresses the high-fre-
quency range from a certain value. It is
effective against hissing noises.

Equalization. This is the next effect after
the compressor. An equalizer is a device
that controls the signal strength at cer-
tain frequencies.

A person hears from 20 Hz to 20,000 Hz.
The range of the human voice depends
on the timbre itself. The lower level for
men is about 100 Hz, and for women -
200 Hz.

The frequency components of vocals
and speech also depend on the note
being recorded. The recitative does not
contain any specific notes; the pitch var-
ies depending on the intonation.

The equalizer is a complex device. You
need to work with it carefully, you do not
need to significantly increase or decrease
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the volume of certain areas to control the
dB level.

In the course of our research, it is expe-
dient to determine the features of voice
recording and to study voice recording
on a button microphone. In this regard, it
should be said that the human voice itself
is expressive, but with the help of vari-
ous methods of sound processing can
achieve even more interesting and vivid
language effects. The full range of exist-
ing processing methods, such as ampli-
tude, frequency, phase, and time can be
applied to the voice.

When processing a recorded voice,
a 60-100 Hz high-pass filter is usual-
ly used first. In some cases, the bass
reaches 150 Hz, depending on the type
of voice of the narrator and his timbre.
This eliminates, on the one hand, unnec-
essary low-frequency overtones and, on
the other hand, if necessary, an excessive
amount of low-frequency frequencies
caused by the effect of the proximity of
the directional microphone.

The frequency range from 800 to
1500 Hz gives speech performance and
confidence, but the main thing here is not
to overdo it, if the level in this range is
increased, exceeding these frequencies
can be disgusting. A small increase in the
range of 2500-5000 Hz can lead to better
speech intelligibility.

Thus, the main advantages of the but-
ton microphone are its small size and
high-quality sound processing, which
allows you to record speech and vocals
almost imperceptibly. Speakers speak
freely and forget about the availability of
devices.

Conclusions

In the course of our research, the pe-
culiarities of sound recording in an open
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space were analyzed. The role of using
special microphones to hide shortcom-
ings has been established with the help
of literature analysis. Structural compo-
nents that form the news are elaborat-
ed in detail. The factors that affect the
quality of the sound recording in an open
space are summarized.

It was determined that there are three
ways to record sound: mechanical, op-
tical, and magnetic. In modern devices,
the sound is recorded using electrical
energy. Direct audio reproduction is only
possible with mechanical recording. The
optical and magnetic recording must be
amplified, corrected, and converted on
special electro-acoustic devices, which
are called reproducing equipment. The
optical method of the sound recording
is used in sound cinematography and, in
addition, in some studies.

It was also determined that to record
sound in the field you need a laptop,
sound card, mixing console, and a micro-
phone on the rack. As for the quality of
the recording result, it will depend on the
specific artist and the skill of the sound
engineer.

The process of combining sound and
voice can be divided into 5 components.
In each part there is work with different
sound parameters:

1. Magnitude (dynamic processing);

2. Working with frequency components

of sound (equalizer);

3. Spatial processing;

4. Pitch;

5. Timing features.

It was found that the main advantages
of the button microphone are its small
size and high-quality sound process-
ing, which allows recording speech and
vocals almost imperceptibly. Speakers
speak freely and forget about the avail-
ability of devices.

Gavran, |, Marandin, Ye. Features of Sound Recording in Open Space



BicHWK KMIBCbKOrO HaUiOHanbHOro YHIBERCUTETY KYNbTYPW | MACTELTB.
Cepid: AynioBi3yanbHe MUCTELITBO | BUPOOHULITBO 2022+ 5(2)-¢.173-180

REFERENCES

Diachenko, V., 2018. Tvorcho-tekhnolohichnyi analiz audiovizualnykh tvoriv [Creative and
technological analysis of audiovisual works]. Kyiv. [online] Avialable at: <https://Ink.com.ua/
fLf7e> [Accessed 10 September 2022].

Diachenko, V.V., 2008. Zvuk yak fizychnyi protses i khudozhnia informatsiia [Sound as a physical
process and artistic information]. Issues in Cultural Studies, 24, pp.186-192.

Didkovskyi, V.S. and Lunova, S.A., 2001. Osnovy arkhitekturnoi ta fiziolohichnoi akustyky
[Fundamentals of architectural and physiological acoustics]. Kyiv: Avanpost-prym.

The Importance of Sound Design and Why You Should Focus On It, 2022. Nas Academy, [online]
06 April. Available at: <https://nasacademy.com/blog/article/the-importance-of-sound-
design/> [Accessed 10 September 2022].

OCOBJINBOCTI 3ANMUCY 3BYKY HA BIAKPUTOMY NMPOCTOPI
IpuHa MaBpaH'?, Erop MapaHgiH?®

T KaHAWA[AT neaaroriyHUX Hayk, OLeHT;

e-mail: yarynka.77@gmail.com; ORCID: 0000-0002-6777-3038

2 maricTp ayaioBidyasnbHOro MucTelTBa Ta BAPOGHNLTBA;

e-mail: marandinegor@gmail.com; ORCID: 0000-0002-9701-0613

@ KuiBcbKuvi HalioHas1IbHWUIA YHIBEpCUTET KynbTypu i MucTeUTB, Kuis, YkpaiHa
b Kuiscbkuii yHiBepcuTeT KynbTypu, Kuis, YkpaiHa

AHoTauia

MeTta gocnigxxeHHs1 — NpoaHanisyBaTu TEXHOMOrYHI 0COBNMBOCTI 3anucy 3BYKY Ha BiAKPUTOMY MPOCTOPI.
Ons uboro cnif BUMKOHATW TaKi 3aBAaHHS: BCTAHOBWUTW POfib BifKPUTOrO MPOCTOPY, KOSU BiH BUKOHYE
OyHKLiO MaHiBHOrO cepefoBuuia Mif 4Yac 3anucy MoBu abo 3BYKY; JOBECTM BaX/MBICTb OTPUMAHHS
po36ipnmBoi MOBM 3 MIKpodhOHa Mif, Yac 3anucy 3BYKY Ha BIAKPUTOMY MPOCTOPI 3 ypaxyBaHHAM BrJIMBY
CTOPOHHIX 3BYKiB. MeTogosoris focnigXeHHs. 3aCTOCOBaHO TaKi METOAW: aHaNiTUYHUA — O71s1 BUBYEHHS
HayKOBOrO NiAr'pyHTS PO3rsiHYTOI NPO6NEMaTUKMW; TEOPETUYHUI — ANis y3arabHeHb TEOPETUYHMX NMOJIOXEHb
Ta NpaKTUYHUX CMOCTEPEXeHb, CUCTeMaTU3aLil OTPUMaHoOI TeopeTUYHol 6asn Ta NPaKTUYHKUX Pe3ynbTaTis;
CTPYKTYPHO-(OYHKLiOHaNbHUA — LA BUAINEHHSI CKNAafOBMX YacTMH YCMIHOrO 3BYKO3anucy B ymoBax
BiJKPUTOro MPOCTOPY Ta BU3HAYeHHs ix PyHKLUin. HaykoBa HOBM3HA: Bnepllue y3arasbHeHO iHcpopmaLito
OO0 BUKOPUCTaHHS creLjiani3oBaHol TEXHIKKM, sika [OMOMOXEe MPUXOBAaTU HEAONiKM 3By4YaHHs. Takox
BUINEHO 3HAYEHHSI NoAanbLUoi 06poBKM 3BYKY TEXHIYHUMU Npunagamu. Y cTaTTi BAOKPEMIIEHO crnieumdiky
BiLKPUTOrO MPOCTOPY Y KOHTEKCTI 3BYKO3anucy; BU3HaYeHO OCHOBHI A)Xepena 3BYKY Ha BifKpUTI TepuTopil
i NpoaHanisoBaHo ocobnMBOCTIi Po6OTU 3 HUMWU. BUCHOBKKM. Y CcTaTTi NpoaHanisoBaHO 0COBMBOCTI 3anucy
3BYKY Ha BifKPUTOMY NPOCTOPI, BCTAHOBNEHO POJib CreLndiYHUX YMHHUKIB, 30aTHUX BNMBATU Ha MnpoLiec
3ByKO3anucy 3 ornsgy Ha ocobnmBOCTi poboTM 3BYKOpexucepa. 3a [OMOMOrow aHanisy fiTepaTypHUX
IPKepen BCTaHOBJIEHO pOJib BUMKOPUCTAHHA creliasibHUX MIKPOOHIB AN MPUXOBYBaAHHSA HeOoNiKiB.
Y3aranbHeHO YMHHKKM, sIKi BIIMBAKOTh Ha SIKiCTb 3anucy 3BYKY Ha BiIKPUTOMY MPOCTOPI.
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AHoTauis

Meta pgocnigxeHHss — npoaHanisyBatu OpMU XYAOXHbOrO BTINIEHHSA
MOK'OMeHTapi Ik KiHeMaTorpadiyHoro eHOMeHy enoxu MOCTMOLEPHY.
BignoBigHO [0 MeTu MocTaBleHi Taki 3aBAaHHA: NpoaHanidyBaT MOPIBHSHO
HOBWI ANA ranysi KIHOMUCTELTBA XaHP MOK'FOMeHTapi; BOCnifuTy nepeiyMoBu
opMyBaHHA  XaHpy, BU3HAuMTU opManbHi XaHPOBI XapaKTepuUcTUKK
Ta cneyupiyHMn  IHCTPYMeHTapin  MOK'HOMEHTapuCTIiB; MpoaHanisyBaTu
CTUNICTUYHY Ta (OYHKLIiOHaNbHY eBOJOLi0 (iNlbMiB-MOK'FOMEHTapi NpoTAromMm
apyroi nonosuHM XX — noyatky XXI cT.; BCTAaHOBUTU YMHHKKMY, LLLO 3abe3neynnm
3pOCTaHHA MONYNAPHOCTI XaHpy 3a p[obu nocTmopgepHy. MeTtogonoris
AOC/iAXKeHHs NONSArae y 3acTOCyBaHHI TakMX TEOPETUYHUX METOZIB: aHanidy
deHOMeHy MOK'tOMeHTapi Ansi BU3HaYeHHS 3acafHNUYMX XapaKTepUCTUK XaHpy;
MeTo4y MOPIBHSAHHSA WOoA[0 (OYHKLI iIrpOBOro Ta HeIrpoBOro KiHo; MeTomy
ysaraflbHeHHs CMilbHUX AN1A BCIX rany3eil KynbTypu nepiofy MOCTMOAEPHY
npoLeciB Ta TeHAEHLin; MeTody abcTparyBaHHs LWOAO XYLOXHIX 3acobiB, siKi
0[IHAKOBO XapakTepHi AK Ans AOKYMEHTaNbHOro KiHO, TaK i Ana KiHOXaHpy
MOK'toMeHTapi. TakoX BUKOPUCTaHO CUCTEMHUI MPUHLMN, @ Came CTPYKTYPHO-
OyHKLiOHaNbHWI NiaXig Anst po3risfy OKpeMUX eNeMeHTIB XaHPy MOK'toMeHTapi
1iX 3B'ABKY AK CKJ1a[JOBUX YaCTWUH Yy Mexax xaHpy. HaykoBa HoBM3Ha 3yMOB/ieHa
3BEepHeHHAM [0 (heHOMeHy MOK'IOMeHTapi came y KOHTeKCTi MOCTMOAEepHY
Ta NpoBefeHHsIM [eTaslbHOro aHanidy XapakTepHUX XaHPOBMX O3HaK. Takox
y BOCAIIXEHHI BUOKPEMEHO MPUYMHU MOSIBU HOBOTO XXaHpPy Ta 3pOCTaHHSA MOro
nonynapHocTi. BUCHOBKK. Y CTaTTi MpoaHasi3oBaHO MPUYMHK MOSIBU XaHPY
MOK'tOMeHTapi Ta 3poCTaHHA MOro MomnysspHOCTI NPOTArOM APYrol NMoJIoBUHM
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XX — noyaTtky XXI cT. 3a [OMNOMOrow aHanidy oKpeMux 3pasKiB XaHpy

BUSIBNIEHO MOro XapakTepHi CTWICTUYHI Ta TexHiYHi pucu, cchopMynboBaHO

nigKateropil XaHpy Ta IHCTPyMeHTapihi MOK'tOMeHTapucTiB. BuaHayeHo posb

XaHpy MOK'tOMeHTapi y po3BUTKY Cy4acHOro KiHOMUCTELTBa.

K yuTyBaTH:

loHuapyk, C., JleBueHko, O. i Llimox, H., 2022. XXaHp Mok'toMeHTapi ik KiHemaTorpadiyHuin choeHoMeH [o6m
nocTMoAepHy. BicHuk KniBcbKoro HauioHasibHOro yHiBepcuTeTy KynbTypu i mucteyTs. Cepisi: AyaioBisyasibHe

MucTeyTBO i BUpo6HMYTBO, 5(2), ¢.181-188.

MocTaHoBKa npo6nemu

Mok'tomeHTapi abo nceBOoO[OKYMEH-
TanicTMka BU3HA4YaeTbCsl SIK BiQHOCHO
HOBUIA XaHp KiHO, AAIKOMY npuUTamMaHHa
iMiTalin [OKyMeHTanbHOCTI, anbcu-
dikauis Ta MicTudikadin. dinbmu uier
KaTeropil NpoTUCTaBAAKTLCS HEIrpOBUM
LOKyMeHTanbHuM dinlbMaM, repoi Ta
CIOXeTU fIKUX € NpaBOuBMMMK Ta 3aciy-
roBylOTb Ha [OBIpy rnsgava.

Cnpobu patu efuHe JiTKe BU3HAUYeHHS
XaHpy [OKYMEHTaNbHOMO KiHO, Ha Xarlb,
€ MapHMMW. [xoH MpipcoH, oanH 3 Kopw-
eiB XaHpy, AKWUI, BracHe, i npuaymMman
Momy HasBy B 1926 poui, cxapakTepu-
3yBaB MOro sik «TBOpYy 06pob6Ky minc-
HocTi». | xoua GaraTo XTo Hapgasni Hama-
raBcsi OCKapXuTu Takui nigxig 0o [OKy-
MeHTasIbHOro KiHO, aHani3 HamBuaaTHi-
LWIMX OOKYMEHTasNIbHUX CTPIYOK B icTopil
KiHemaTorpadba, iMOBIpHille, rOBOpUTb
Ha KOPWUCTb TPiPpCOHIBCbKOro BU3HAaYeH-
HSi, HXXK CMPOCTOBYE MOrO.

LLlogo aHpiB [OKYMEHTAIbHOro KiHO,
TO BOHW [OCUTb PiSBHOMaHITHI: KiHopenop-
TaX, KiHOHapUC, KiHOAOCHIOXEHHS, Mogi-
€Ba XPOHika, KiHoMiTOoMMUC, couianbHa Ki-
HonyoniuMcTMKa, KiHOMOZOPOX, iNbM-
NnopTpeT, KiHOMpo3a, KiHofgpama TOoLO.
MepepaxyBaTu BCi [OKYMEHTasbHi >aH-
pU NPaKTUYHO HEMOXIIMBO, OCKINbKMY,
nepebyBaroun Ha CTUKY MUCTeuTBa i ny-
ONiLUMCTUKN, BOHU MOCTINHO BUIO3MIiHIO-
toTbcs. ®akT HabyBae 06pasHicTb, repon —
Tunax. Xy[oXHii 06pa3 CTBOPHOETLCS He
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TiSIlbkM 3BMYHMMM 3acobamu, ane i 3a [o-
NMOMOrOHO Bife€0LOKYMEHTIB, TENEBI3INHNX
crnoco6iB AeMOHCTpaL,ii ICTOPUYHUX Noain
i sBuw,. CamMe Ha CTWKY irpoBOro Ta Hei-
rpoBOro KiHO 3'SIBUBCH aHP MOK'HOMEH-
Tapi, abo nNceBAOAOKYMEHTAsbHE KiHO.

CyyacHe MOK'tOMeHTapi — L MpocTip,
B SIKOMY MIiCTAAITbCA €NeMeHTU KiTuy,
Kemna, akTyanbHOro MUCTeLTBa, a Ta-
KOX pi3Hi NPOBOKATMBHI MepfiHi npak-
Tuku. beanpobnemHe cniBiCHyBaHHSA pi3-
HUX €CTETUYHUX | eTUYHUX XYL 0XKHIX cuC-
TEM MOSICHIOETLCS YBarok Cy4acHoro
rnsgavda, AKMn Mae BUNTUCS forydaTucs
[0 Bi3yaslbHUX NPaKTUK, SIKi BigKMAATb
TpaguuinHi cbopMn rnspaubKoil igeHTu-
dikauii 3 06'eKTOM cnornsiaaHHs.

[oBipa rnsgaya oo Megia Ak 4o Hocis
006'eKTMBHOI iHbopMaLii HeyxXunbHO Ta-
Hyna npoTArom ycboro XX cT. Y ubomy
dakTi M1 BM3HaAYaeMo nposB rnobasb-
HOro MOCTMOJZEPHOro npouecy — 3HeLi-
HeHHA OoKyMeHTa. lNpuBopfiB Ana Lbo-
ro 6yno 6e3niy: 3HaMeHuTi choTorpadii
3 rapsiunmx TOYOK BUSIBASINNCS MOCTaHOB-
KaMW, HeCaMOBUTI LWOAeHHUKN BiXeHL,iB
Bill «a» OO «f» CTBOPIOBANINCSA LITYYHO
y 3aTulKy BypxyasHux kBapTup. danb-
cudbikaliss cTana HacTiflbKM 3BUYHOLO,
O HaBiTb HEMMOBIPHI KOHCMIPOOriYHi
Teopil 3HaxoAATb 6e31i4 WaHyBaJIbHUKIB.

MNMosiBa MoOK'tOMeHTapi MoBHICTIO abo
YaCTKOBO BWUrafaHoro MnpoayKTy, Lo
«niapobnsie» cnpaBXHiN fOKyMeHT, Byna
00yMOBEeHa TUM, LLLO caMe NOHATTSA «[,0-
KYMEHT» CTasI0 HECKIHYEHHO PO3MUTUM.

FoH4apyk, C., leB4erko, O, Llimox, H. XKaHp Mok toMeHTapi
AK KiHemMaTorpadidHmi heHoMeH 106K NOCTMOAEPHY
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3aBAaHHA pexucepa NnceBLOLO0KYMEH-
TanicTUKM — nokasaTu Hepo3BipnAuBICTb
rnsgava, Moro HaiBHe 6GaxaHHA BipyUTU
B Te, LLO rOBOPATH 3 TeneekpaHa. Apxe
noasM BRacTUBO BipUTU nobayeHomy,
OCKIiNbKY Bi3yanbHWUIA KaHam CNpUAHATTSA
iHTYITUBHO 3[aeTbcs Hanbinblw [ocTo-
BipHUM. MoOK'IOMEHTapi BUNTb CKemnThY-
HO CTaBUTWUCA [0 HABKOJMLLHIX MOmiN,
npobynxxye noacbky pednekcito, a Ha-
CKiflbKM BO,AJIO € Ta UM iHLWA NCeBAONO0-
KyMeHTarnbHa KapTuHa, 3 NoKIajeHuMu
Ha Hel aBTOpoM (YHKLiAMY, 3anexuTb
B KOXHOMY KOHKPEeTHOMY BWMagKy Bif
camoro rnsgauva.

AHani3 ocTaHHix gocnig)xeHb
i ny6nikawii

Y uinomy TeopeTuyHa 6asa gocnigxeHb,
06'eKTOM sikux Byna TenenoKyMeHTanic-
TUKA, HUHI AOCUTb 3HayHa. J[lOKyMeH-
TanbHe KiHO Ta KpuTepii NpaBAMBOCTI
y KiHOJOKYMeHTanicTuui npoaHanisyBaB
L. Ent3aeH (Eitzen, 1995). XapakTepHipucu
HOBOIO XaHpy Ta HanbinbLL BiAOMI CTpiy-
KM MoK'tomeHTapi gocnignnm K. Xant ta
I>x. Pocko (Roscoe, 2001). Eontouito
dinbMiB HOBOro XaHpy MOK'HOMeHTapi
onucas T. OorepTi (Doherty, 2003).

)XaHpoBi, cMUCNOBI, ecTeTUYHI npobne-
MU Cy4yacHOro BITYM3HSIHOTO KiHO Mmpef-
cTaBneHi B po3Bigkax B. CkypaTiBCcbKoro
(2020). M. Yaitka (2018; 2019) gocnigxye
XaHp MOK'IOMEHTapi 3 MUCTELTBO3HaB-
yoro mornsdy, a TakoX po3rnsfae ma-
HINYNSITUBHI MOXJMBOCTI LbOFO XaHpy.
OpfHaK MOK'OMeHTapi sIK XaHp BifHOCHO
«HOBUMI», a 0TXe, NoTpebye noasnbLIoro
[OCHIOKEHHS.

Buknag oCHOBHOro Matepiany

Y cuctemMaTuui npoaykuil eKpaHHMX
MUCTeUTB (Takux fK KiHO, TeneGayeHHs,
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MynbTUMeia), He3aNexXHo Bif TeEMM i 30-
6paxyBaHoro o6'ekTa, 3aBefeHO po3fi-
naTn inbMM Ha irpoBi Ta Heirposi. [lo
nepLuoi rpynu HanexaTtb NPoAyKTU Apa-
MaTU4HOI fii, oo apyroi — Bei iHWi (To6-
TO Ti, OCHOBA, CYTHICTb, «pYyLUiiHa cuna»
AKUX He € ApaMaTUYHOO Li€t0).

Mepwi pokyMeHTanbHi dinbMu Bynm
3HATI We Ha 30pi KiHemaTtorpada. Mo
CyTi, nepLwi B icTopil KiHoinbMKu GpaTiB
JlioM'ep «Buxip pobiTHUKIB 3 habpu-
Ku» abo «MpubyTTs Noizpa Ha Bok3an
Jla-CboTa» 1895 poky — ue penopTaxHa
XPOHiKa, a «<Hbto-Mopk: BpoaBen i nnowa
tOHiOH» 1896 pOKY IXHBOrO XX aBTOPCTBA —
e iHWWU/A BUI LOKYMEHTaNIbHOMO crnocTe-
peXeHHs, TaK 3BaHi XXaHPOBI CLLEHKMU.

I3 pO3BUMTKOM TEXHIYHUX MOXIIMBOCTEW
KiHemaTorpada [OKYMEHTaNbHi CTPiuKu
cTaBanu pgepani Ginbwe 6GaraToKoMmmMo-
HEHTHUMU 3 MOMNAAY MOHTaxy Ta pis-
HoBuAiB ¢oTo- i Bigeomatepianis, siKi
cTanu 3a ocHoBY dhiHaIbHOro KiHOTBOPY.
CueHapii [OOKYMeHTanbHUX CTPIYOK Mo-
Yanu CcKNapatu 3 ypaxyBaHHSIM BUMOT
CTOPITeNiHrY, TOX pexucepu Ginblue He
32[0BOJILHANMCA BUKJIIOYHO HasiBHUMM
MaTepianamMu CnpaBXHbOI KiHOXPOHIKM.
Pobept ®naepri, [xoH pipcoH Ta iHwWi
nepLlionpoxoaui-gokymMmeHTanictu  6ynu
BMMYLLEHI WITY4YHO CTBOPHOBATU MCEBLO-
peanicTU4Hi BigeomMaTepianu, KoM Lboro
BMMaraB cloxeT KiHocTpiuku (Doherty,
2003).

BuKOpUCTaHHS MOCTAHOBOYHUX efe-
MeHTIB 6e3XanbHO KpUTUKYBanocs npu-
XUJIbHUKAMU  «CMPaBXHbOro» [OKYMEH-
TanbHOro KiHo. BoHu 6ynu nepekoHaHi,
o nofibHe 3MiwyBaHHA (hakTiB Ta BU-
rafok € HeeTUYHMM Ta NarnJIXnUTb KBiH-
TeceHLUit0 [JOKYMEHTaNIbHOMO XaHpy KiHO.
KpuTukn «nocTaHOBOYHMX» Bifeo BBa-
Xanu, Wwo iCTUHHICTb, fIKa € KJIFYOBOI
XapaKTepuCTUKOK XaHpy, byae BTpave-
HO. BoHM 6y NepeKkoHaHi, SKLLO pexu-

Honcharuk, S, Levchenko, O, Tsimokh, N. Mockumentary Genre
as a Cinematic Phenomenon of the Postmodern Age
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cepu [OKYMEHTaslbHUX CTpPivoK ByayThb
BMKOPUCTOBYBATU 3aCO6M irpoOBOro KiHo,
Y HUX, MO CyTi, 3'ABMTbCA NpaBO MaHiny-
nAuii icTopuyHMMKn dpakTaMm Ta HaB'sl-
3yBaHHSA rnsgadyamM BnacHoro cy6'ekTuBs-
HOro 6a4yeHHs Noin.

MopibHa KpUTUKa nMpu3Bena A0 Heoui-
KyBaHUX HacnigkiB. Pexucepu HaBMUC-
HO BBOJASITb MOCTAHOBOYHI €NeMeHTU
y [OKYMeHTanbHi inbmMu. TakKuM YMHOM
3'ABNAETLCA Y KIHOMUCTELTBI caMOCTil-
HUIN XaHPp XYL,0XHbO-OOKYMEHTaNIbHOro
KiHO — MOK'toMeHTapi.

Lla cermeHTauis cTana OYEBULHOMO
B 1950-x pokax. KaTanizatopamu chop-
MyBaHHS1 HOBOT'O XaHpy CTanu Taki dhak-
TOpWU, SIK KOoMepuianisauis [LOKYMeH-
TaNbHOrO KiHO, @ TaKOX ICTOTHe Cnpo-
LLLeHHs JOoCTyny 4O MaTepiaiB apXiBHUX
KIHOXpPOHiK.  [JOKyMeHTanicTu-HoBauku
noyanu Bce uYacTille BUKOPUCTOBYBA-
TW y cBOIX dhiflbMax «hakTu» Ta Kagpwu
CYMHIBHOT fOCTOBIpHOCTI. [ToraHy sikicTb
UMX  YPUBKIB-MCEBOOXPOHIKM  (Hanmpwu-
Knag, BUCOKY 3€pHUCTICTb) KOMMEHCY-
Bana OynbBapHa CcKaHOanbHICTb TeM
(Hanpuknapn, 4ypoBucbko o3epa Jlox-
Hecc, HJ10 Towo). CyTb XaHpy nonsrana
B [OBefeHHi norpiwHocTen 6e3BianoBi-
JanbHUX OOKYMeHTanicTiB fo abcypny
Ha TNi NpaBAMBUX iICTOPUYHMX 0BCTaBUH
(Roscoe, 2001, c.118).

ETumonoria TepmiHa «MOK'tOMeHTapi»
(«mock» — HacMmillka) TpoxXu Oe30pieH-
Tye. Ha nepwuin nornsig 3paetbcs, WO
po3noBifAb Yy CTpiyLi-MOK'tOMeHTapi He-
OOMIHHO MOBWHHA BECTUCS B Mapofin-
HOMY, XapTiBnMBoMy gyci. | gicHo, ue
cnoBo 3'aABuoca B cepeanHi 80-x pokiB
y 3B'A3KY 3 cinbMom «Lle — Spinal Tap!»
Pob6a PaviHepa, sikui Hacnigye Knacuu-
Hy MCeBAOAOKYMEHTalNIbHY CTPIYKy Mpo
npuroam rpynu bitns «Beyopu Baxkoro
OHS» | € CyTO KOMiYHMM. Xoya Hapani
MaWcTpu XaHpy MOK'tOMeHTapi hakTuy-
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HO npavuBaTUMYTb B MPOCTOpPI caTupw.
BopHouac ue ToW BUNafoK, KON fABULLE
3'aBunoca HabaraTo paHille, HiX TepMiH,
AKWUIA MOro onucye, i HacnpaBpai € Haba-
raTto rmubliunm, Hix 3paeTbcs. CTOCOBHO
Toro x «Lle — Spinal Tap!» Poba PaiiHe-
pa M.Yarka nuwe HacTynHe: «dinbm
1985 poky MaB 3HaYMMUI echekT: He3Ba-
Xarun Ha 04YeBUIHY TYMICTb K CaMMUX
repoiB CTPIYKK, TaK i IXHix niceHsb, “Spinal
Tap” cTaB Takui NOMNyNAApPHUN, WO rpyny
6ysio BUpiLLEHO CTBOPUTKU. BoHa icHye g0
LbOro fHs, yac Bijf Yacy, pagytouu nyoni-
Ky CBiXMMU anbboMaMu. TakMM YMHOM,
KoMegis, aBTOp sIKOI Bneplue BBiB B 06ir
TepMiH "MOK'toMeHTapi", BXe He NpocTo
nigpobuna sBuue, ane dakTUYHO Noby-
nyBana moro 3 “Hynst", BTIMBLUM B XWUT-
Ta» (Yanka, 2018, ¢.146).

MpuiioMn  MOK'tOMEHTapi  MPOHUKIIU
B CYTO XYOOXHi/A >XaHPOBUA KiHemMa-
Torpacp («BipbmMa 3 Bnep» E.CaHue-
ca 1a [.Mipuka); y Tenecepiann (cut-
koM «Odpic»), y cepiiosHe aBTOpCbKe
KiHO («MapiHHs» MiTepa piHyesn). IHodj
MOK'FOMEHTapi 3 camoro rnovyaTtky po3-
KpuBae npaBwia rpu, iHogi — ax go di-
HanbHUX TUTPIB HaMaraeTbCsA MOPOYUTHU
rnsnayda (Doherty, 2003).

3a vyacoM nosiBa CaMOCTIMHOIO >aH-
Py XyLOXHbO-[OKYMEHTANIbHOIO KiHO
MoOK'toMeHTapi 36iraeTbca 3 novaTt-
KOM MNaHyBaHHSi MOCTMOAEPHICTCbKO-
ro KyfbTYpHOro QUCKYPCY i € ACKpaBUM
beHOMeHOM, SIKOMY npuUTaMaHHi BcCi
XapaKTepHi 03Haku nocTMopepHy. [lo-
CTMO[epHi3M TpaHcopMyBaB cyuvac-
Hy Ky/nbTypy 4epes LUMPOKE PO3MOBCH-
IXKEHHS1 oHnanHoBUX dhopmMaTiB Megia.
«CborofHi cy6'eKT CnpuinMae ekpaHHWi
NpocTip AK LUapuHy pAns npeseHTauil
ecTeTusoBaHoro obpasy cebe» (YUMmisb,
2020, ¢.190). BoockoHaneHHsi TexHoso-
riyHoro iHcTpyMeHTapito dhanbcudpikawyii
OpWriHasIbHOrO ayfioBi3yasibHOro KOH-

FoH4apyk, C., leB4erko, O, Llimox, H. XKaHp Mok toMeHTapi
AK KiHemMaTorpadidHmi heHoMeH 106K NOCTMOAEPHY
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TEHTY | CMpOLLEHHS [OCTYny OO HbOro
BiAHaANLWNM HOBI chopMK KOMYHiKaLil Ta
penpeseHTaLil.

HoBuin «inbTp», Kpisb siKUi rnagad
€rnoxy NoCcTMOAEepHY BUMYLLEHUWA CNPUNA-
MaTK KJHOYOBI if€l KiHOCTpIYoK, cdhop-
MyBaBCSl 3 NOE€fHAHHA TaKMX XapakTep-
HMX O3HaK CoLianbHOro Ta KynbTYPHOro
nepiogy nocTtMogepHy, sK dparMeH-
Tauia (Ha piBHi iHAMBIAIB Ta CRINbHOT),
CMOXWUBALbKUN CTUMb XMUTTHA, MOYYTTS
BiflUy>)XE€HHS1 Ta BayeHHs MOBCAKOEHHO-
ro peanbHOro XWUTTS sIK TeaTpy abcypay,
anokaninTUYyHoro kapHaBany. BpaxoBy-
louM BMLLe3rafaHi ymMoBM, NoOsiBa MOB-
HOLIHHOrO CaMOCTIMHOMO XaHpy KiHO —
MOK'FOMeHTapi cnpuiMaeTbCs AK LiIKOM
npupogHa BiANOBiAb KIHOIHAYCTPIl Ha
3anuT NOCTMOAEPHOBOrO rsifava.

JoBoni yHiBepcanbHe, xo4 i 6araTto-
CniBHE TNyMa4yeHHS XaHpy, 3Haxo4uMo
B poboTi Ix. Pocko i K. XanT. HaykoBui
BiLUTOBXYIOTbCA Bif, BU3HAYEHHA [O-
KYMEHTanbHOro KiHo, 3anpornoHOBaHOro
L. EnTueHoM: «CroXeTu yciXx [0KyMeH-
TaNbHUX CTPIYOK, He3anexHo Bif TOro,
UYM CNpMUMalOTbCS BOHW BpeLUTi-pewuT
AIK [0CTOBIpHi, 0b6epTatoTbCcA [[0BKOSMA
NUTaHHA [oBipu. TOX [OOKYMeHTalbHe
KiHO — uUe 6ygb-sike KiHO, W0[0 SIKO-
ro mMoxe 6yTu nocTaBfieHe 3anuTaHHSA
"Yn ua ctpiuka Ham 6Gpelue?”» (Eitzen,
1995, ¢.20). Konu npetbcsa npo rncesno-
OOKYMeHTanbHUt  difibM, BpUTaHCbKI
OOCNIAHWKN CTaBNATb Lle MUTaHHSA Ha-
Bnaku: «"Mok'toMmeHTapi", abo irpoBum
dinbMoM, WO 3anosnyye KiHemaTorpa-
hiyHY KOHCTPYKLiIO [OOKYMEHTaNbHOro
KiHO, € Byfb-sIke KiHO, CTOCOBHO SIKOrO
Moxe OyTW nocTaBneHe nNUTaHHA "Yu
MOXe Te, NPO L0 PO3MoBiJae Us CTPivKa,
6yTv npaBpoto?"» (Roscoe, 2001, ¢.90).

ABTOpY CHOXETIB XaHpy MOK'lOMeHTapi
YCiNAKO MigKpecntoTb iX BUragaHicTb
Ta HecnpaBXHicTb. BogHouac TXHsi ro-
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JIOBHA MeTa — NiAWTOBXHYTU MAfaLbKy
ayauTopilo 00 PO34YMIiB CTOCOBHO TOrO,
ynm Mir 61 TOM UM iHWWUA BUTragaHUn cro-
XeT BUSIBUTUCS CMpaBXHiM i BigbyTucs
B peasibHOMY XUTTI.

MosiBa BCe BiNbLIOI KiIbKOCTi CTPIYOK-
MOK'FOMeHTapi flana 3Mory KOHKpeTuay-
BaTu hopMasibHi 03HAKU HOBOIO XaHpy.
Lli MucTeubki 3acobu ob'egHaHi crifib-
HOO MeTOK 3acCTOCYBaHHSl, a came —
3MYyCUTU BUrafiaHy icTOpito CNpaBUTH Ha
rnsgada peanicTuyHe BpaXeHHs. 3acTo-
COBYIOTbCS Taki BUpaxarbHi 3acobu:

HaTypHi 31MOMKU Ta MpuUpoAHe OCBIT/IEH-
Hs1. YHUKatoumn notpedbum 6yayBaTu LUTYYHI
JeKkopauii ons cLueH y NaBifibAoHi, pexm-
cepwu, SIKi NpauioTb B XaHpPi MOK'HOMeH-
Tapi, YHEMOXJIMBIIIOOTL HafgMipHY oxan-
HicTb dbiHanbHOro 306paXKeHHs], xapak-
TEePHY 4119 KNAaCUYHUX irpoBUX diNlbMiB;

pyyHa kamepa. OnepaTopCbKUM MPUIAOM,
3ano3nyeHuit inbMaMmn-mMok'rtoMeHTapi
3 eKCMepUMEHTaNbHOro HanpsiMKy KiHo-
JOKYMeHTanicTuku cinéma vérité. LLeu-
OKi 3MiHW KafpyBaHHSA, HabNMXEHHSA Ta
BiJfaNeHHs1 KaMepy JonomararTb one-
paTopoBi CTBOPUTW iNtO3it0 MPUPOOHOI
HenepenbadyyBaHoCTi xomy nopgin. Lle
OLMH HacnifoK 3aCTOCYBaHHSI MPUAOMY
«PY4YHOI Kamepu» — [OBLUI, HX B TUMO-
BUX irpoBUxX dinbmax, Kaapy Ta MeHLwwa
KifIbKicTb MOHTaxHUxX ckneinok (Nichols,
1991, ¢.57);

aKkTopcbka iMnpoBizayisi. [Jossonstoun
aKTopaM MnepioguyHO HiATU Ha BACHUM
poscyf, a He 3a YiTKMM CLeHapieM, pe-
Xucep MoK'toMeHTapi gocsirae 6inbL pe-
anicTUYHOI gpamaTyprii CoXeTy;

[HCTpYMEHTM  ekcnnikayil  nigTekcTy
(po3'sicCHEHHsT rnspadyeBi Npo BigYYTTS
Ta HacTpoi MepcoHaxiB 3a [OMOMOro
TUTPYBaHHS, 3aKaApOBOro rosocy ToL0).
XapaKkTepHUM caTUpU4HUM  3acobom
ons dinbMiB-MoK'toMeHTapi € HeBMoO-
TMBOBAHO 4acTe, HaJMipHe BUKOPUCTaH-

Honcharuk, S, Levchenko, O, Tsimokh, N. Mockumentary Genre
as a Cinematic Phenomenon of the Postmodern Age
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HSl HAPaTMBHOIO MPUAOMY O3BYYYyBaHHS
CIOXEeTY 3akafpoBumMm rosiocom. [poTe
NpUNOM «3aKagpoBOro CMixy» Mawxe
HIKOJIM He BMKOPUCTOBYETbLCS, Lie Tpor,
HaLiMHO 3aKPinneHuit 3a CiTKOMOM,;
xea3uTauii, noBTOpYU, HEPO3Bipnuae Byp-
MOTIHHS, Mepep1BaHHs CMiBPO3MOBHMKA
Ta iHWi TUMOBI OJ19 NOBCAKOEHHOIO MOB-
NeHHA sBMLLa 36epiratoTbea B peniikax
repois. B irpoBux cinbmMax MOBEHHS
MepcoHaxiB LITYYHO OYMLLAKOTL Bif ne-
pepaxoBaHux seuly, (Kozloff, 2000).

BucHoBKu

)XaHp MoK'tOMeHTapi — peakLisi KiHO-
CrnifibHOTK Ha 0O6MaH y dinbMax, ki 3rig-
HO 3 OpUriHaNbHUM XaHpPoM Manu 6yTu
3aCcHOBaHI BUKJIOYHO Ha peanbHux dak-
Tax, 3HATI 6e3 NOCTAaHOBOYHUX CLieH Ta
3a y4yacTio crpaBXHix odeBmgauis abo
yyacHukiB nopfin. dopmanbHi 03HaAKK
HOBOTO XXaHpy MOK'IOMeHTapi — ue Muc-
TeubKi 3acobu, 06'eiHaHi CMiJIbHOO Me-
TOK 3aCTOCYBaHHS: 3MYCUTU BUragaHy

CMUCOK MOCUJIAHb
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iCTOpito cnpaBUTU Ha rnsgada peanic-
TUYHE BPaXeHHs.

3a gobu NnocTMoOepHy LIMPOKOro po3-
MOBCHOAXEHHSA HABYNU OAuIXUTan-Memnia,
a TexHosoriyHi 3acobu canbcudpikauir
OpWriHasIbHOrO ayfioBi3yaslbHOro KOH-
TEHTYy cTanu nerkogocTynHumu. [Moeg-
HaHHSA UMX [BOX YMHHMKIB 3YMOBWIIO
HesJiYyeHHi CBiAOMi i HepigKO 3N10BMUCHI
daKToNoriYHi MaHinynauii B MeginHomy
npocTopi. Lle cnpusano nocnabneHHto
LOBipy ayguTopil A0 SIBULA «OO0KYMEH-
Ty» 3arajiomM Ta [10 XaHpy LOKYMeHTaslb-
HOro KiHO 30kpeMa. BHacnigok Lboro
MOK'tOMeHTapi MOXHa ifeHTUdikyBaTu
AIK anbTepHaTMBY K/ACUYHIN [OKYMEH-
Tanictuui, wo cebe puckpeauTyBana.
®inbMU-MOK'tOMeHTapi cnuparTbesl Ha
ipoHilO Ta caTupy, LLO [OMOMOrae rns-
[layy pO3BMBATU HaBUYKU KPUTUYHOIO
MUcrieHHsi. HoBuii xaHp HabyBaTu Ha-
6upaTn NonynsipHOCTI AOTW, OOKM YacTi-
WalTb BUMNAAKU CBiJOMOrO0 BUKPUBJIIEH-
HS peaslbHOCTI B LLapuHi KiHO- Ta Tese-
BUpPOOHMLTBA.

Kopobko, B.l., 2017. XapakTepucTuka
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Abstract

The purpose of the research is to analyze the forms of artistic embodiment of mockumentary as a cinematic
phenomenon of the postmodern era. By the purpose, the following tasks are set: to analyze the relatively
new genre of mockumentary for the field of cinematography; to study the prerequisites for the formation of
the genre, to determine the formal genre characteristics and specific tools of mockumentary filmmakers; to
analyze stylistic and functional evolution of mockumentary films during the second half of the twentieth —
early twenty-first century; to establish the factors that ensured the growth of the genre's popularity in
the postmodern era. The research methodology consists in the application of the following theoretical
methods: analysis of the mockumentary phenomenon to determine the basic characteristics of the genre;
a method of comparison regarding the functions of feature and non-feature films; a method of generalizing
the processes and trends common to all spheres of the postmodern period culture; a method of abstraction
about artistic means, which are equally characteristic of both documentary cinema and the mockumentary
film genre. A systemic principle, namely a structural-functional approach, was also used to examine
individual elements of the mockumentary genre and their relationship as constituent parts within the genre.
The scientific novelty is caused primarily by addressing the phenomenon of mockumentary precisely in
the context of postmodernism and conducting a detailed analysis of characteristic genre features. Also,
the research singles out the reasons for the emergence of a new genre and the growth of its popularity.
Conclusions. The article analyzes the reasons for the emergence of the mockumentary genre and the
growth of its popularity during the second half of the 20* — the beginning of the 21t century. By analyzing
individual samples of the genre, its characteristic stylistic and technical features have been revealed, and
subcategories of the genre and the tools of mockumentary filmmakers have been formulated. The role of
the mockumentary genre in the development of contemporary cinema has been determined.

Keywords: mockumentary; documentary film; irony; satire; postmodernity; critical thinking
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Abstract

The purpose of the research is to identify the problems of training directors
in the field of audiovisual art and production; to outline the prospects for
modernization of the educational process in higher educational institutions
of artistic direction in Ukraine. The research methodology is based on the
methods of scientific analysis, comparison, and generalization. Analytical and
systematic methods were used to study the art historical aspect of the problem.
The empirical method was used to observe and study the educational process
and production practice in the Kyiv National |K.Karpenko-Kary Theatre,
Cinema and Television University, Kyiv National University of Culture and Arts,
and Kyiv University of Culture. The scientific novelty of the study is that the
problem of directing education in Ukraine in the context of the state support
programs functioning time became the subject of a special study for the first;
the concept's content of “directing education” as specific integrity and unity of
interrelated elements is argued; the worldview principles of training directors
in the field of audiovisual art and production are singled out and characterized;
the expediency of using communicative methods in the educational process
of training directors is proved. Conclusions. Familiarization with the materials
presented in the article expands the arsenal of knowledge about the specifics
of providing quality educational services in higher education institutions of
artistic direction in Ukraine and enables their use in pedagogical practices.

Pogrebniak, G. (2022). Topical Issues of Modern Directing Education. Bulletin of Kyiv National University of
Culture and Arts. Series in Audiovisual Art and Production, 5(2), pp.189-198.

Problem statement problems are the separation of the edu-

cational process from the realities of film

At the present stage of the development production and film product distribution.
of Ukrainian art culture, there are topical Inadequate funding for art institutions
issues of directing education in the field of higher education leads to mass re-
of audiovisual art and production. These cruitment for directing specialties. This
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approach does not always provide the
construction of a quality individual edu-
cational trajectory for the student.

Recent research
and publications analysis

The theoretical basis of this research
was the works of scholars and cinema-
tographers, who study and analyze art
education.

Studies of a whole constellation of do-
mestic foreign practitioners and film
theorists, both modern and past de-
cades, are devoted to the problems of
art education and its modernization.
Research by V.Andrushchenko, M. An-
tonioni, O. Bezruchko, R. Brumberg, H. Ch-
mil, D. Hershey, E. Hoffmann, V. Gorpenko,
J. Jacobs-Lawson, K. Keslovskyi, O. Kohan,
0. Kopievska, F. Modigliani, O. Rodnyansky,
K. Stanislavska, A.Vaida, V.Vasyanovych,
L. Visconti, V.Viter, S.Volkov, K.Zanussi,
I. Zubavina are devoted to the problems
of art education and its modernization.
V. Andrushchenko (2004, p. 37) believes
that “art education and upbringing helps
a person to penetrate the boundless
world, to be enriched by it and to become
an omnipotent personality”. S.Volkov
(2010, p. 14-15) in the monograph “Insti-
tutionalized socio-cultural systems: re-
gional specifics and dynamics" says that
artistic educational institutions form the
spiritual elite of the nation, are the basis
of the "spiritual development of national
culture, and are the guarantor of personal
development”. O. Kopievska emphasizes
the significant “discrepancy between the
structural elements of the educational
process and the future practical activi-
ties of students". The researcher notes
that the art education system of Ukraine
has “poor curricula and programs, and
students' knowledge does not meet the
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modern needs of the labor market". She
is convinced that it is expedient to use
the European experience, "which con-
vincingly demonstrates the effectiveness
of involving practitioners and future em-
ployers in the formation of curricula and
programs” (Kopievska, 2014, p. 244). Pol-
ish director A. Vaida mentioned studying
at the Krakow Film School and stated that
lectures and practical classes gave stu-
dents very little. The director said that the
students were not acquainted with the
technique of building the stage, with the
principles of working with actors. Teach-
ers talked a lot about filmmaking. The
artist mastered the technique of direct-
ing only during his internship with O. Ford
when he worked as his assistant in the
film Chopin’s Youth (Wajda, 2000, p. 17).
Monographs and articles by Ukrainian
and foreign scholars, memoirs, inter-
views with Ukrainian and foreign direc-
tors, producers, curriculums, and educa-
tional programs of universities that teach
directing are the materials of this study.
Methods of scientific analysis, com-
parison, and generalization were used to
study current issues of directing educa-
tion. The empirical method was used in
the observation and study of the educa-
tional process and production practices
at the K. Karpenko-Kary Kyiv National
University of Theater, Film, and Televi-
sion, Kyiv National University of Culture
and Arts, and Kyiv University of Culture.
The analytical method was used to di-
vide the learning process into separate
components and their in-depth study.
The comparative method allows consid-
ering common and different principles
in educational directors in Ukrainian
and foreign universities. The system of
theoretical methods (induction, deduc-
tion, identification, complex art analysis,
synthesis) made it possible to work out

MorpebHsk, [T AKTyansHI npo6nemu CyHacHO! PEXMCEPCHKOI OCBITH
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the historical and factual basis and clar-
ify the terminological apparatus of the
study; methods of systematization and
generalization were used to argue the
uniqueness of the directing profession,
its place in modern cultural processes of
determining the objective patterns that
characterize cinematic practices in mod-
ern cultural space.

The research was carried out in four
stages: studying the practical experience
of Ukrainian universities that train di-
rectors; study of scientific works, which
describe the experience of foreign uni-
versities; study and comparison of cin-
ematographic practices of Ukrainian
and foreign directors and producers who
teach students; materials and research
methods were used to build an optimal
model of modernization of directing edu-
cation in Ukraine.

The purpose of the article is to identify
problems of training film directors in the
field of audiovisual art and production
and to outline prospects for moderniza-
tion of the educational process in higher
art institutions of Ukraine.

Main research material

Education and art are special areas
through which the process of develop-
ment and formation of the human per-
sonality is carried out, its worldview is
realized, the results of human experi-
ence and consciousness are synthesized,
one's essence is realized, the spiritual
world is formed, knowledge is acquired
and accumulated. This art is entrusted
with an extremely honorable and at the
same time responsible mission to involve
a person in the knowledge and develop-
ment of the world, to expand his life ex-
perience, to educate moral and ethical
qualities, to form aesthetic and artistic
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tastes, and to crystallize worldview po-
sitions. Therefore, to improve the meth-
ods and techniques of modern directing
education, special emphasis should be
placed on the development of both the
worldview basis of a creative personality
and knowledge of production technolo-
gies, especially when it comes to art ed-
ucation.

Cinematography and filmmaking should
involve people in cognition and explora-
tion of the world, expand their life experi-
ence, bring up moral and ethical qualities,
and form aesthetic and artistic tastes, and
ideological guidelines. The development
of the worldview of the creative personal-
ity and the presentation of new cinematic
technologies should become the basis for
improving the methodology and technol-
ogy of modern directing education.

Higher education should provide fun-
damental scientific and practical training
for film directors, students should receive
qualifications by their vocation, interests,
and abilities. The training of film profes-
sionals should be based on the latest
conceptual foundations of the compe-
tency approach. The concepts of com-
petence and competency are the central
categories of the competency approach
in modern art education. It should be
borne in mind that art education is a spe-
cific social phenomenon, which, satisfy-
ing the interest of society in art, socially
lays in the subconscious of the individual
a system of value orientations, the main
of which is not material incentives, but
the desire for spiritual (intellectual, moral,
volitional) improvement.

Modern requirements for the training
of a specialist in the field of culture and
art require a systematic review of sci-
entific content and teaching methods,
the selection from the arsenal of scien-
tific knowledge of exactly those that are

Pogrebniak, G. Topical Issues of Modern Directing Education
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needed for the training of highly qualified
creative personnel of the necessary pro-
files, further forecasting, and modeling of
their professional structure.

Professors of art universities pay con-
siderable attention to the development
of professional models of specialists.
Many scientists understand the mod-
el of a specialist in a certain field to be
his generalized image of a certain profile,
which is reflected in the main character-
istics. Scholars prefer a model that re-
flects curricula, programs, and other doc-
uments that regulate the learning pro-
cess in higher education. The model of
professional training of a specialist in the
most general form is a schematic repre-
sentation of the scope and structure of
socio-political, specific-professional, or-
ganizational management, specific pro-
fessional, ethical knowledge, qualities,
and skills that are necessary for work.
They believe that the most acceptable
concept is such a model of a specialist
(for example, a creative field), which is
based on the essence of the profession-
al's activity in a certain field. This allows
us to consider the problems of planning
and the use of specialists in the artis-
tic field, in particular in cinematography.
According to the Ukrainian culturologist
S.Volkov (2010, pp.13-14), “"empirical
experience shows that art education
as a system is based on the purposeful
process of forming the spiritual sphere
of the individual through the conscious
understanding of the aesthetic value of
art objects created and accumulated
by mankind and the simultaneous pro-
duction of works of art in the process of
learning”. At the same time, it is known
that the professional structure of the
personality (especially creative) consists
of its knowledge, skills, experience, and
mastery, which are associated with the
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attitude and motives of the specialist,
manifested in a particular type of activity
(for example, in film direction), taking into
account the psychological processes
that occur in a person.

In our opinion, the development and
implementation of the model of a film
industry specialist should be reduced
to the production activities' analysis of
a specialist from a prognostic position;
fixation of knowledge, skills, abilities,
qualities, construction of the system
of educational disciplines providing its
formation; optimization of this system
based on logical and didactic require-
ments to the structure, content, and or-
ganization of the educational process.

We believe that the most important
stage of building a model of specialists in
a certain field is not only the definition of
their knowledge, abilities, and skills, that
is, the development of professional qual-
ification characteristics of the specialty,
but also their implementation in specific
pedagogical practices. In the context of
the problem of directing education, the
following questions remain important:
what is the purpose of studying future
specialists in film directing in Ukraine;
what topics, ideas, and thoughts will be
conveyed to the viewer? After all, the di-
rector must trust the viewer, and the best
thing is to make him a co-participant
in the creation, to be captivated by the
plot of the work so that he loves and be-
lieves in the characters. In this context,
the opinion of the Polish director Andrzej
Wajda (2010), in his book Cinema and Ev-
erything Else emphasized that “the most
difficult thing in teaching future artists is
to convince them that, in addition to their
views and tastes, there is an audience
that also has something to say” (p. 16).

The difficult socio-economic situation
has led to the decline of film production
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in Ukraine. Nowadays, educational in-
stitutions of higher education in Ukraine
(and art ones in particular) in difficult
conditions of “constant delays with bud-
get funding <...> received the opportu-
nity to supplement their budgets at the
expense of paid services” (Volkov, 2000,
p.155). Educational institutions of high-
er education are placed in such condi-
tions that they are forced to resort to the
graduation of a large number of directors.
“Professional art interests and economic
interests collide in contradictions. Per-
sons who did not pass the competition at
the expense of the state budget began to
be enrolled for training at the expense of
legal entities and individuals. This low-
ered the general level of creative talent of
the contingent of students” (Volkov, 2000,

p. 155). The problem of public demand
for film directors and the artistic and aes-
thetic, ethical orientation of their work is
topical. Methods and techniques of mod-
ern directing education should be aimed
at educating a powerful creative person
who can have a decent dialogue with the
recipient of the film, to educate him.

Producer O. Kokhan believes that the
Ukrainian educational system is inca-
pable and needs to be reformed with-
in the entire film industry. He says that
“Ukrainian students are deprived of com-
munication platforms, not involved in
filming" (Desiateryk, 2011). Producer
0. Rodnyanskyi (2018) points out that
American directorial education "does not
divide students into directors, producers,
screenwriters, cameramen, they study
together and gradually find their artistic
functions".

The problem of the attitude of young
directors to their film debut is also im-
portant in Ukrainian education. Prac-
tice shows that sometimes debutants
do not realize that the first film, like the
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next, should be made as if it were the last
and requires a lot of effort. In our opin-
ion, the main task of artistic directors is
to focus on such concepts as relevance,
film search, film culture, and film tradition.
L. Visconti reasoned as follows: “You al-
ways learn from someone, you do not in-
vent anything yourself, and if you invent,
you are still under someone's strong in-
fluence, especially when you make your
first production” (Bacon, 1998, p. 220).

It is important to develop students' re-
search functions, to teach them to re-
search the audience, its social psychol-
ogy, requests, and expectations, which
are the result of their own life experienc-
es. Well-known Ukrainian director V. Va-
sianovych is convinced that the director
first of all needs talent to recognize which
story will interest the viewer. He believes
that a talented director must be able to
comprehend heard, and seen stories, to
imagine psychological characters (Bond-
areva, 2020).

The creation of young directors study-
ing in the studio of V. Viter (Kyiv National
University of Theater, Film, and Television
named after I.K. Karpenko-Kary) is posi-
tive. They founded two creative associa-
tions Atelier 9 and Free. Students produce,
distribute and promote such Ukrainian
film projects as a film trilogy about the
revival of churches: St. Michael’s Gold-
en-Domed, Assumption Cathedral, Vladi-
mir Cathedral in Chersonesos, and others.
Screenings of films by young cinematog-
raphers are gaining more and more res-
onance, gathering viewers from Ukraine
and abroad.

The great aspirations of students of di-
recting specialties, the desire, despite the
lack of professional competencies, festi-
val awards, quick satisfaction of material
needs, and success under any circum-
stances, even in the short term, is also
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a problem of Ukrainian education. Polish
director K. Zanussi notes that the easiest
way to material success is a shame. In
this sense, it is unprofitable to be a decent
person, although there is a belief that it
is morally necessary. The artist believes
that honesty gives a sense of self-worth,
but sometimes a person is ashamed of
it (Zanussi, 1999). Another Polish film
director, K. Kieslowski (2010), was also
biased toward success. He believed that
the artist in his creative field should be
difficult, his suffering, and feelings of pain
are useful, because they shape a person,
and allow him to understand not only
his own life but also others. However, he
was convinced that popularity makes life
easier for the director: it is easier to find
money, invite good actors and solve other
similar problems.

The current problem of film education in
Ukraine is not the desire to master direct-
ing and the technological basics of the
profession, but the desire to create a film
to express oneself in any way. Debutants
are often not responsible for the artistic
result. Italian director M. Antonioni noted
that the "basis of any work is the artist's
relationship with his conscience. This is
what primarily determines the degree of
his responsibility” (Chatman and Duncan,
2004, p. 16). In our opinion, the director's
self-expression is possible only when he
has a formed worldview, has a wide ar-
senal of cultural and artistic knowledge,
has deeply mastered the technology of
film production, mastered professional
skills and abilities, which will reveal his
personality.

The formation of future directors' abil-
ity to “see” a film on paper, and to iden-
tify and analyze their own mistakes
is also a problem of Ukrainian educa-
tion. Ukrainian scientists Yu. Bohutskyi,
N. Korablova, H. Chmil (2013, p. 88) be-
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lieve that to teach vision and understand-
ing, you should "know the rules, alphabet,
axiomatics, laws and contemplation, and
vision, because the film view is based
(from the basis) on the ability to think,
the rest — a matter of experience and the
ability to conclude”. Scholars point out
that “to think does not mean to blindly
build syllogisms" (Bohutskyi, et al., 2013,
p. 89).

The practice of the so-called “artificial”
selection of applicants and the manda-
tory age criterion, which allowed people
with a certain life experience (and some-
times the first higher education), a sys-
tem of values, guidelines, aspirations,
and preferences, people full of certain
ideas and ready to convey them to the
world, has long disappeared in Ukraine.
This reduced the overall level of creative
talent of the student body. However, di-
recting is a profession that should be
mastered deeply. Learning to direct re-
quires the construction of an individual
student trajectory.

Testing the ethical qualities of entrants,
based on awareness of such concepts
as goodness, honor, dignity, conscience,
shame, responsibility, decency, respect,
tolerance, love of neighbor, self-aware-
ness, and national consciousness is an
important criterion in selecting future
students of directing. However, such
qualities are ignored by professors in
the entrance exams to higher education
institutions in Ukraine. In our opinion,
teachers ignore the fact that in the worl-
dview as spiritual and practical devel-
opment of the world is realized by soci-
ety's concepts of goodness, justice, and
happiness. Moreover, the soul of the di-
rector is obliged not only to be open to
kindness but also to create it. Creation
of educational programs that would in-
clude the national component and stim-
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ulate students of directing specialties to
realize the national basis of works of art
and empathic and emotional attitude to
the national essence of artistic images;
carrying out in the process of learning ar-
tistic parallels between works in different
types of art on national-stylistic grounds,
encouraging students to deeply con-
scious reproduction of national signs us-
ing cinema in their work can give a posi-
tive result in Ukrainian education.

The selection of entrants to directing
specialties should take into account the
psychophysiological characteristics of
the young person. A prominent place in
this selection should be the assessment
of the nervous system type of applicant,
but professors do not pay attention to
this factor. Teachers should keep in mind
that the directing profession is inher-
ently dictatorial and requires the artist
to demonstrate strong-willed qualities,
good health, endurance, perseverance,
and patience because the filmmaking
process takes more than one year and
the director must be able to make the
best use of his creative potential, be able
to wait patiently.

The ability to organize the creative pro-
cess, to manage a large number of cre-
ative specialists is an important compo-
nent of the directing profession, but the
identification of communicative abilities
and development of communication
skills of entrants is a big gap in the mod-
ern Ukrainian education of a film director.
Professors do not teach students to form
and manage a creative team or use the
thoughts and ideas of members of the
film crew, which accelerates the pace of
work on the film and makes it high quality.

In our opinion, communicative methods
in the training of film directors can give
a positive result, so you can work in clos-
er contact between students and teach-
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ers in the creative workshop. The use
of communicative methods in the edu-
cational process of film directors could
increase the effectiveness of their acqui-
sition of professional competencies: to
master and accumulate modern methods
of historical, theoretical and general aes-
thetic analysis of artistic phenomena; to
navigate in the process of historical de-
velopment of world art; to analyze, gener-
alize and evaluate historical phenomena
to create them in their creative activity;
to analyze modern problems of society
development; to have deep knowledge
of the history, theory and practice of the
art of film directing, to constantly deep-
en them; to form and defend one's own
civic position in creative activity; to form
own moral and aesthetic criteria of an
estimation of various phenomena of art
culture, to create on their basis own an-
alytical device; to introduce the latest
technologies into the cinematographic
process; to use in practical artistic and
creative activity cultural heritage, folk
traditions, customs, rites; to determine
the artistic direction of the work, its sty-
listic features; manage the creative and
production process of making a film; to
develop together with the author of the
script the ideological and artistic concept
of the film and to embody it by cinematic
means; to have a method of profession-
al education of the film production team;
choose the cast of the film and rehearse,
because, according to Andrzej Wajda
(2000), “in teaching directing, the focus
of young followers should be on work-
ing with actors, not building the stage”
(p. 62). Ukrainian scientist 0. Bezruch-
ko (2009, p.157) believes that the use
of communicative methods in teaching
helps to accelerate their integration into
real film production and the acquisition
of creative experience on the set.
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0. Popovych, and O.Kostrytsia (2017,
p. 6) analyzed the problem of the emigra-
tion of Ukrainian scientists and university
professors, promising Ukrainian students
in recent decades. The outflow of scien-
tists, aging of the teaching staff, loss of
motivation of university teachers, and the
need for qualitative renewal of the teach-
ing staff are urgent problems in Ukrainian
and world education. F. Modigliani and
R. Brumberg (1954) developed “a model of
the financial life cycle of a person”, as well
as "a model of financial planning of the fu-
ture person” (p. 346).D. Hershey, J. Jacobs-
Lawson (2012, p. 406) point out that “the
scientist and professor as a person is
a central element in the process of both
scientific and teaching activities". How-
ever, a scientist and a professor do not
make economic sense to engage in scien-
tific or teaching activities in Ukraine. The
decline in the social status of scientists
over the past twenty-five years is typical
of Ukrainian education. The systemat-
ic reduction of professors' motivation to
work, and the reduction of requirements
for qualification works is a problem in the
system of Ukrainian education.

In the article, we have indicated and ana-
lyzed the current problems of Ukrainian ed-
ucation in the field of audiovisual art. In the
conclusions, we will try to indicate ways
to solve these problems and prospects for
the development of education in Ukraine.

Conclusions

The author of the article believes that the
problems of directing education in Ukraine
can be solved by the following steps: to
revise and update the content of curricu-
la and give preference to the formation of
practical skills of students; to update the
technical and technological base of train-
ing that meets modern world standards;
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to reduce the licensed volume of student
recruitment, as directors are in low de-
mand in the domestic labor market due
to the "overproduction” of creative per-
sonnel; to use empirical and experimen-
tal criteria in assessing the knowledge
and creative potential of applicants. The
main selection criteria should be intellec-
tual, moral, ethical, artistic and aesthetic,
psychophysiological, and communicative;
the selection of future directors should
take into account the level of intelligence,
general education, and most importantly —
the ability to acquire knowledge; students
should undergo internships in the sys-
tems of national and foreign film produc-
tion. It is necessary to teach students to
create audiovisual products in demand on
the market, and only then to produce films
intended exclusively for film festivals.

We are convinced that the moderniza-
tion of directing education is the optimal
combination of holistic worldview devel-
opment, outlining worldviews, attitudes,
and positions, mastering professional
competencies in directing and relat-
ed specialties (production, screenwrit-
ing, cameraman, sound design, acting),
formation of such professional skills
and abilities: to orient in the process of
the historical development of cinema;
choose socially demanded ideas and top-
ics; create a literary, director's script, ex-
plication; to develop the ideological and
artistic concept of the film; to form a cre-
ative team; to communicate with creative
co-authors of the film; use the means of
plastic expression; have the latest tech-
nologies to create an audiovisual product.

The author proves that the director's
deep mastery of professional competen-
cies, skills in studio filmmaking, and ex-
perience with foreign internships are the
basis for creating a cinematic model of
the author's cinema.
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HauioHanbHa akageMisi KepiBHUX KagapiB KynbTypu | MucTeyTs, Kuis, YkpaiHa

AHoTauia

MeTta gocnigxeHHs — BUSIBUTU NpobnemMu NigroToBKMU pexmncepcbkux Kaapis y ranysi aygioBisyanbHoOro
MucTelLTBa Ta BUPOOGHULTBA; OKPecnMTU MepcrneKTUBU MOAEPHi3aLlii OCBITHLOro npouecy B 3aknagax
BULLLOI OCBITM MUCTELbKOrO CrpsiMyBaHHS B YkpaiHi. MeTogosoris pocnig)KeHHss T'PYHTYETbCSl Ha
MeToAax HayKoBOro aHanisy, MopiBHAHHSA, y3arajbHeHHsl. 3acTOCOBaHO aHaNiTUYHWIA | CUCTEMHUIA
MeTOAM — 151 BUBYEHHSA MUCTELTBO3HABYOro acnekTy npobnemu. EMnipuyHmin MeToq BUKOPUCTaHO ANs
CMOCTEePEeXEHHS Ta BUBYEHHA HaBYallbHO-BUXOBHOrO mpoLecy Ta BUPOOHUYOT NMpakTukn B KUiBCbKOMY
HalioHanbHOMY YHIiBepcuUTeTi TeaTpy, KiHO i TenebayeHHs iMeHi |. K. KapneHka-Kaporo, Kuiscbkomy
HaLioHaIbHOMY YHIBepCUTETI KyNibTypu i MUCTeLTB, KUiBCbKOMY yHiBepcuTeTi KynbTypu. HaykoBa HOBU3Ha
AOCifKEeHHs NoNsrae B TOMYy, L0 npobnemMa pexucepcbKoi 0CBiTU B YKpaiHi B KOHTEKCTi (OyHKLiOHyBaHHS
nporpam [HepxaBHOl MiATPUMKKM Brneple nocTana MpegMeToM CreuiasbHOro  [OCHIfKEHHS;
apryMeHTOBaHO 3MICT MOHATTSA «peXucepcbka OCBiTa» K NEBHOI crneumdiyHol LificHOCTI Ta €AHOCTI
B3a€EMONNOB'A3aHUX eNeMeHTIB; BUOKPEM/IEHO Ta CXapakTepu3oBaHO CBITOMAAHI 3acafju MifroToBKM
pexucepcbkux Kagpis y cdepi ayfioBidyanbHOro MUCTeLTBA Ta BUPOOHULITBA; AOBELEHO [OLINbHICTb
BWKOPUCTAHHA KOMYHIKaTMBHOI METOAMKM B HaBYanbHOMY MpoLeci MiAroTOBKM pexucepiB irpoBoro Ta
HeirpoBoro KiHo. BucHoBku. O3HailOMMeHHs1 3 MaTepiasamu, BUKNIafAeHUMM y CTaTTi, pPO3LUNPIOE apceHan
3HaHb WOA0 crneundiku HafaHHS SIKICHUMX OCBITHIX MOCAYr y 3aknajax BULLOI OCBITU MUCTELIbKOro
crnpsAIMyBaHHSA B YKpaiHi 1 YMOXIUBIIOE IX BAKOPUCTAHHS y NefaroriyHnx npakTmkax.

KniouoBi cnoBa: ocBiTa; 3aknaf, BULLOT OCBITU; pexucep; cBiTornag,; inbMoBUPOOHULTBO; KOMYHIKaTUBHA
MEeTOAMKA; CTaXyBaHHS
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Abstract

The purpose of the article is to study the manifestations of drama in feature
cinema and to consider dramaturgy and conflict as the main aspects of
feature cinema to form the interest of the audience. The research methodology
is based on the use of analytical and systematic methods (to comprehend the
basic principles of the conflict as a result of the theoretical material's study
and analysis of its interpretation specifics in the artistic structure of the film
and to determine its place in the construction of a film); method of theoretical
generalization (to summarize the manifestation of drama in feature films
and its role in shaping the interest of the audience). Scientific novelty. The
modern film industry is built on a variety of stories based on the drama of
the plot, which is built on conflict (conflict between peoples, countries, and
worlds). The modern literature, in particular of Ukrainian authors, has been
processed, which made it possible to conclude the interest in the outlined
topics in the context of national theoretical thought. Conclusions. Dramaturgy
in feature films is a way of organizing the material and methods of dynamics of
viewer interest. Dramaturgy, built by the modern needs of the viewer, forms the
success and high rating of feature films. As a result of the theoretical sources
analysis and consideration of individual examples of cinematographic art, it is
possible to determine the fundamental differences in the construction of the
collision of the screen spectacle with the literary work. Thanks to this, it was
possible to outline the specific means by which the director or playwright of
the film industry can achieve the goal.
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Setting the Problem

Nowadays cinema remains the main
form of art. This is a fact that every day,
for many decades, is confirmed by mil-
lions of dollars of investment and the loy-
alty of the public. The lavish demand for
cinematographic products leads to an in-
exhaustible interest of people in this type
of art, and its primary role in world culture.

Thus, the American film Joker (2019),
the new story of the DC Comics char-
acter about the antagonist “superhero”
Batman, grossed a billion dollars at the
world box office. On February 16, 2021, it
ranked 53rd on IMDb's list of the 250 best
pages.

Along with success, which sometimes
justifies its costs with very unrewarding
and insignificant profits, there always
comes a setback when certain works,
on which great stakes have been placed,
suffer the same unaccountable failure,
as well as a considerable loss of money.
And this risk does not protect either the
world's leading companies or domestic
companies. This fact brings home the
main idea of the classic film theory: De-
spite the modernized technical equip-
ment, thanks to which modern artists
have an advantage over their predeces-
sors, the center of the industry's heart
remains sophisticated art remains the
outstanding talent of those who are the
body and soul, the mind and the beauty,
the spiritual belongings and the founda-
tion of the outstanding pages' creation.

The main rate in the conveyor of the film
production remains a good drama, which
can protect the studios from cowardly
failure and bankruptcy.

Film and dramaturgy, when merged into
a single unit, produce a quality product
that can encourage the viewer to think,
evoke emotion and reach for the beautiful.
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Recent research publications analysis

The study of screen works, including
film dramaturgy, was carried out by such
researchers as H. Desiatnyk (From Idea
to Screen, 2015), and L. Briukhovetska.
(Cinematography, 2011), S. Horevalov and
H. Desiatnyk, (Introduction to the specialty
of film and television arts, 2014), H. Desi-
atnyk and L. Lymar (Basics of acting skills
in screen creativity, 2020). S.Leontiev
(Composer technologies in the musical
practice of American game cinema, Com-
poser’s Techniques in the Musical Practice
of Feature Films, 2019).

Screen art and on-screen culture were
researched by |.Zubavina (Screen Cul-
ture: Tools for Modeling the Artistic Real-
ity (Time and Space in Cinematography,
2006) and V. Skurativskyi (Screen arts in
sociocultural processes of the 20th centu-
ry: Genesis. Structure. Function, 1997).

Dramaturgy in a feature film was dis-
cussed by O. Trofymchuk (Dramaturgical
Functionality of Details in Feature Film,
2013), and M. Liadov (Script. Basics of film
dramaturgy and script technique, 1930).

The purpose of the research is to ana-
lyze and investigate the manifestations
of dramaturgy in feature films, as well as
to look at drama and conflict as the main
aspects of feature films for the formation
of interest in the viewers.

Main research material

Although it is widely and naturally be-
lieved that the success of the film is en-
tirely based on the bright and brilliant
cast of popular, skilled actors the main
goal of this drama is to give a brilliant
and subtle professional skill to each of
the actors — from the leading roles to the
numerous employees of the large team,
the grand mega-metropolis of workers.
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The main goal of this work is to convey
to people who are far from the complex
world of cinema the fundamentals and
basic constants of dramaturgy in an
understandable language, free of many
professional terms, in the minimum pos-
sible form, but clearly and clearly. This is
a way that reveals its value, and therefore
the value of the personal influence of the
meters of industry, capable of moving
and creating thorough drama; The work
is aimed at identifying, among many
other ideas, those capable of conveying
the whimsy and subtlety of the dramatic
phenomenon of art cinema.

The drama art, including its record-
ed history, has its source in the heroic
epic and the ancient Greek theater with
its outstanding works. According to the
prominent philosopher of antiquity Aris-
totle, the artist shows the real world of
humanity, where the imitation of events
and natural collisions of life situations
is a reflection of the universe and cos-
mic dramas of life in general. Since the
event happens in life, but it is not essen-
tial either for the fate of people or for the
course of world history, it does not matter
for dramas.

The key principle for the definition of the
theory of Drama is the concept of conflict.
Conflict from the Latin conflictus means
clash (Kuzmenko, 2012, p.15).

Referring to the notable synthesizer
of philosophical ideas, Georg Hegel, re-
searchers A.Hirnyk and V.Rezanenko
claim:

“We find an attempt to define this only
in Hegel. In Aesthetics Hegel treats
conflict as a synonym for collision,
which he defines as a differentiation
of a situation that “creates oppo-
sites, obstacles, complications, and
disturbances". "The collision is such
a change of the harmonious state,
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which, in turn, must be changed". The
tradition to consider the conflict in
a work of art as a contradiction, the
unfolding and resolution of which
gives the plot sharpness, originates
from Hegel. At the same time, in oth-
er works of this author (Phenome-
nology of Spirit, Science of Logic) the
use of conflict as a synonym for con-
tradiction is preserved. (Hirnyk and
Rezanenko, 2012, p.38)

This is why prominent filmmakers
sometimes reveal an excessive structure
of the primary conflict, which can now
be an intrinsic part of a personal event,
a piece-by-piece experience. There is
also an opinion that conflict is a certain
life dispute: the inconsistency of some
interests, desires, feelings, views on life,
prevailing morality, social order, and po-
litical ideals about others. Such an expla-
nation is relevant for film theory because
it takes into account the difference be-
tween written and audiovisual art.

As a literary work can be reduced to
a fiery description of conjectures, fanta-
sies, and musings, and thereby have ad-
ditional ways and means to influence the
reader's attitude, on his emotional state
and the level of sympathy or antipathy,
sympathy or rejection of the story pre-
sented, its characters and the ideological
component of the story, the film does not
have this ability.

The connection of time and peculiarities
of visual information perception, differ-
ent levels of emotional and intellectual
preparation of the viewer, his mood, and
even the social atmosphere act as harsh
censors in the selection of ways of work-
ing with the film idea on the level of its
implementation. The limited time with
the primary need for all-embracing atten-
tion is the principle value, which makes it
necessary to create a storyline of conflict

Shyrman, R., Berdnikov, D. Manifestations of Drama in Feature Films
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in the very dynamic changes of circum-
stances, actions, and pictures. “The spir-
it — in any form — physical, psychologi-
cal, dramatic, informational — in general
forms the basis of cinematographic and
televisual action" (Desiatnyk, 7, p.141).

And the more difficult and tense, quick
and grotesque is the tempo of this change,
the more it is possible to retain the view-
er's attention. Any accumulation of facts
by itself does not become a monstrous
thing, which is forced to keep the situ-
ation, to abandon other matters and for
any price trying to stay behind the screen.
To break up the important details from
the busy, to find the provocateurs of the
perception, which will make the secret,
indefinitely, to select the very decor, the
background, the selection of scenes, dis-
tinguish the foreground from the back-
ground — all this and a lot of other details
need to be approached by the playwright
through the prism of a very clear notion
of the first and second rows of plot col-
lisions, to make a fine line of intelligent
analysis of the leading ideas.

It should be noted that the main feature
of visual art is to depict the dynamics of
action and change is necessary not only
to tell the story plot history but also to re-
flect the light of an individuated life, the
perspective of the self-awareness of the
characters. That s, to give a lot of people,
which inherently have no physical ap-
pearance, such a visual intonation, which
can give an ideal world of another person
as their own, their own. So that the view-
er does not even notice when he or she
crosses the line between what he or she
sees and what his or her mind perceives.
So that his emotions would tell him that
everything he perceives is happening in
reality and with him personally.

The illustration of the peculiar psycho-
logical transformation, which takes place
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in the inner world of human beings, but
is presented to us by the concatenation
of specific events, is very illuminating for
the main antipode of the hero, whose im-
age is so skillfully depicted on the screen
by Hoakin Fenix, who played the Joker in
one of the films. Although the viewer is
gradually shown the grim reality of his
hypnotized microcosm with picturesque
images of the tragic and oppressed per-
ception of the hero of his personality and
his perception of the world in general, It
also depicts the hopeless benevolence of
the closerelationship, through which heis
unable to achieve a sympathetic connec-
tion to society. The playwright demon-
strates the main factor that makes him
cross the boundaries of socially permis-
sible by the act of the inverse response
to the asocial protest. The fact that the
Joker was given a gun by his colleague
at work. From this moment the conflict
acquires a real body — the viewer is at-
tached to the dilemma, which became
the Joker the boundary, behind it the
struggle between good and evil, between
the perception of themselves as a victim
or the overcoming of the interval and the
recognition of the role of the cat.

Thus, a particular subject is always the
basis of a dramatic conflict. From this,
the conflict expands not only as a spe-
cies but also as a moral problem, and
emotional pressure, which the viewer is
forced to bear together with the actors.
This moment of the personal and so-
cial collision is grotesquely followed by
scenes of mass pogroms and protests —
in a traumatic society, the ruination of the
individual always entails the ruination
of the entire system. But to bring to the
screen the individual prism of one's dis-
sipation, into which a person falls under
the pressure of a painful state, to com-
bine this cacophony of alleged madness
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with the noise of the streets as if they
were not made of stone, but of living bod-
ies sprinkled with flour on the table, is an
example of an exquisite director's hand-
writing. A filmmaker who not only saw
the tragedy but also managed to show it.

There are no faceless heroes or con-
flict-free themes for effective drama. Not
only evil but also good appears contra-
dictory. Therefore, the image of an anti-
hero acts as a significant lever of this in-
tellectual confrontation. What makes the
antagonist the opposition to the benevo-
lent and social is precisely what becomes
the lever that causes the movement of
the plot and what accumulates the atten-
tion of the viewer.

The anti-hero is determined to ruin both
the external and the internal worlds. But
he is certainly suffering, even more than
the hero, who is often confident in his
path. Whether it's the pain of hurt self-
love or a challenge of self-confidence -
everything goes beyond the screen and
is isolated in the soul of the viewer. The
anti-hero is always the protagonist of
his own unique and complex philosophy,
an oracle of an incomplete state of be-
ing, with a powerful appeal to the audi-
ence's attention, to their sympathy and
sympathy, which would have a real pow-
er to renew the damage done by people
themselves to their souls: faith, hope,
and love. The anti-hero is never simple or
single-hearted, he is woven of opposi-
tions, and he is in himself the embodi-
ment of the idea of conflict, of the species,
of the drama.

The dual nature of his image appears to
be the main draw of the anti-hero since
for the sake of realizing his personality
in society he is forced to combine de-
structive ambitions as well as common
people's needs in an excessive way. The
antihero's moral structure, traumatized
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by his excessive self-love, allows him to
break people's norms and results in the
transformation of the recognized axio-
logical systems, sometimes into a full
society. The anti-hero always has a sad,
negatively colored history, which gives
him a kind of indulgence in immoral
methods, rejecting the ideas of the past
and devaluing morals.

In the context of cinema dramaturgy,
this expression of human character al-
lows us to show the richness and ambi-
guity of the character, because the neg-
ative manifestations of his personality
are based on the system twisted by the
negative experience, which allows the
social norm to be violated, resulting in
chaos and ruin not only in his world but
also in the tragedy of others. However,
despite the negative manifestations, the
anti-hero preserves his or her general
human qualities, which are expressed in
the need to realize and achieve a certain
social status. Moreover, being based on
the capacity for empathy and acquir-
ing the image of a person of interest, he
shows very clearly the pull of his suffer-
ing, which madly causes pity, sums, and a
certain level of solidary sympathy among
the witnesses of these transformations.
Thus, in the field of vision of the viewer,
there is a conflict between the author's
view of an individual, and a piecemeal
and socially recognized, perception of
reality.

Along with the violation of social taboos,
one of the most important elements of
activation of the viewers' attention is
the acceptance of tameness. When the
action is deprived of the viewer's under-
standing is presented in the form of a lack
of information about what is happening,
or a lack of intelligible understanding of
the link between the events, encourag-
ing the desire of the viewer to know and
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understand what is coming. And thus, it
reaches the main goal of the dramatic
creation — capturing the attention and
desire to follow further.

In general, for a cursory glance, without
going into detail, it is important to note
that the art of drama builds its monumen-
tal institution for the principle of throwing
away the busy without losing the main.

Therefore, consistently and inevitably, it
is based on four pairs of structural ele-
ments:

1) character — characters;

2) action — conflict;

3) plot — history;

4) plot — composition.

None of the elements here is occupied,
but they are, on the contrary, irreplacea-
ble. But the axiom is that the first mov-
able element, without which dramatur-
gy as a creation of art of creation loses
any sense, is the viewer, the person, the
very “third element”, by analogy with the
famous film by Luc Besson. This is what
the best dramaturgy should be based on.
And in this regard, modern dramaturgy
follows the ancient tradition of dramas.

That is why we emphasize that cinema
dramaturgy means the way of organizing
the material and methods of stimulating
the viewer's interest (i.e. constant sup-
port of attention), as well as the methods
that trigger the viewer's emotionality and
empathy.

Even the modern technique of drama-
tization (a term that emerged in the late
1950s), which consists in abandoning
dramatic construction and the tendency
to chronicle, often even at the cost of de-
priving the heroes of character and truly
expressive traits, preferring a post-West-
ern worldview and subjectivism, still aims
to achieve tension and hold the viewer's
attention. It should be noted that this
strategy mostly achieves its goal.
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This is how the popularity of Latin
American series with their fairy-tale and
primitive scripted plots is built. They
achieved the main goal, because the
viewer, immersed in everyday troubles, is
more likely to fall under the spell of un-
real, literally fantastic sensuality because
it comes from his desire to be freed from
insignificant reality.

Belief in the transformation of villains
into do-gooders, belief in the charismat-
ic power of those who united in the fight
against injustice, belief in the happy fate
of Cinderella, even if maid up and taken in
the image of a twentieth-century maiden,
and the same iconic desire to see realis-
tic depictions of the idealistic picture of
freedom-loving existence — all this gives
the playwright a great advantage. All he
has to do is to use the desire for what
he wants in a sophisticated way, and the
viewer will perceive any impossibility as
the fairest vision in the world.

And this, perhaps, is the future of ac-
tion cinema — to move in the direction
of a fantasy reality, piecemeal, imaginary
people, created living ists or chimeras
or transformers, leaving one thing un-
changed — a dramatic conflict, presented
by vivid pictures by artists of the will.

Conclusions

Summarizing the above, we can con-
clude that the dramatic conflict in the art
of fiction cinema is not only one of the
prerequisites and the primary component
of the theory of cinema. It, as the only
category of the universal dimension of
humanity's existence and the immanent
representation of the world's existence as
a whole, has always been the very matter,
the basis, the material, and the mirror on
this material, which is only able to fill any
artist's idea with the full force of the liv-
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ing environment. And only thanks to the
careful implementation of this framework
by qualified professionals, the world of
cinema can keep in touch with the world
of people during their lifetime, in a timely,
grandiose and bankruptcy-free manner,
both economically and morally.

The fundamental difference between
film collision and literary description is
that in the film there is no time and un-
necessary ties to the disputes or fanta-
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sies of the characters, which would help
the viewer to better understand the au-
thor's and characters' intentions. Drama
in cinema exists only due to the contin-
uous collisions of events, mishaps, and
imperceptible interweaving of the au-
thor's thoughts, firstly, in dialogues, mon-
ologues, and anonymous or the public
voice of the author, and secondly, due to
the skillful artistic design of the video se-
quence for the sake of emotional impact.
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AHoTauia

MeTta gocnig)xeHHss — OOCNIAUTU NPOSBM ApamMaTyprii B irpOBOMY KiHO, PO3r/istHyTU ApamaTyprito Ta
KOHCNIKTHICTb SIK OCHOBHI acnekTu irpoBoro KiHo ansi hopMyBaHHS iHTepecy B rnsifavis. Merogosoris
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Abstract

The purpose of the research is to analyze the perception of color by the
viewer and to establish the role of the color score in the structure of the film,
to determine the symbolism of the main colors in the fabric of the film. To
achieve this goal, the following tasks are outlined: to establish the role of color
in building the character and image of the character; to prove the importance
of the ability to build and harmoniously organize the color scheme in the use of
amonochromatic color system; to consider the role of color and its symbolism
on specific examples. The research methodology consists of the application of
the following methods: theoretical — for the analysis of films, and informative
sources; generalization of the different colors' influence on the general
association of perception, the formation of subjective perception of scenes
with the dominance of a certain color from the chromatic range; structural and
functional, which consists in the isolation of color as a separate element from
the integral fabric of the film and determining its function in the construction of
characters, creating dramatic tension, etc. The scientific novelty is that the role
of certain colors is analyzed in the example of modern projects, and a detailed
analysis of the selection of colors depending on certain tasks in various scenes
is carried out; with the help of theoretical analysis, the factors that influence the
general impression of the viewer are determined. Thus, work was carried out
on the collection and systematization of theoretical material on the topic and
an attempt was made to apply theoretical concepts in practice. Conclusions.
In the course of the article, we have analyzed the ambiguity of colors, the use
of color combinations with sound, with other colors of the chromatic range.
The role of color in conveying symbolism, associations, and the significance of
changes in perception has been determined by analyzing films.
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Problem statement

Films play an important role in modern
society. They have penetrated all spheres
of the culture of different countries and
have influenced people's lives since
childhood. One of the main components
in creating a film is the color balance,
which helps the viewer to better under-
stand the meaning of the film.

Each color due to its historical develop-
ment in the minds of viewers has its sym-
bolic meaning. Therefore, directors often
use color as a means of influencing the
viewer's subconscious and the percep-
tion of the frame in general.

In addition to influencing the audience's
psyche, the color in the film creates an
atmosphere, creates a general mood,
and also carries additional information
about the content of the film or individ-
ual characters. Colors in cinema perform
certain functions — plot, dramatic, sym-
bolic, and are used by a complementary
color scheme. In particular, in this article,
we consider the specifics of the symbolic
meaning of color in cinema.

Recent research
and publications analysis

The theoretical basis for mastering the
symbolism of color was laid in the work
of V. Goethe's Theory of Colors (1840).
Related to the topic of the work are also
found in Ukrainian researchers, such as
A. Alforov or M. Hertz. Significant inter-
est was also noticed in the framework of
popular science materials in blogs.

The purpose of the research is to an-
alyze the symbolic meaning of color in
cinema. Identify the features of the influ-
ence of color on the consciousness of the
viewer. Establish the role of color in cre-
ating the atmosphere of the film, building
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the image and character of the charac-
ters. Prove the importance of the ability
to create a harmonious color scheme us-
ing a monochromatic color system.

Main research material

Most of us have a laid-back attitude
when it comes to painting a picture of
popular colors. For example, red means
anger and stress, blue means peace and
relaxation, black means depression, white
means purity and perfection, and so on.
However, colors can mean much more
than just a change of mood. They can also
influence desires and the flow of thoughts.

Meaningful use of certain colors in cin-
ema is related to the psychology of audi-
ence perception. In The Art of Color, Jo-
hannes Itten (2019) notes that most col-
or combinations (“harmonious") usually
consist of close tones or different colors
with the same intensity. For example, if
you look at a green square for a while, you
can close your eyes and see a red square.
But the opposite result is possible.

There is also a more subtle way of har-
monious organization — the use of similar
colors, i. e. monochromatic color scheme.
In the case of the obvious dominance of
a certain color from the chromatic scale
(7 colors) in a film or a single scene, we
can talk about the purposeful use of color
to create a specific emotion in the view-
er. It is always important to keep in mind
that each color has several associations,
one of which corresponds to the con-
text and with a certain degree of prob-
ability may coincide with our subjective
perception. That's why directors always
pay attention to the color scheme of their
films — thanks to color, they can convey
a much deeper meaning (Itten, 2019).

Yellow is the lightest color. It can lose
this quality when combined with darker
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colors (gray, black, purple). Accordingly,
transparent and bright tones of yellow
are perceived positively, and blurred and
dim - negatively (Itten, 2019).

It is generally believed that yellow is the
color of friendship, but in cinema, it can
take on the opposite meaning. Thus, in
Birdman (2014), director Alejandro Iiar-
ritu uses yellow in scenes with the pro-
tagonist's daughter, which broadcasts
her unstable psyche and, consequently,
illness. In the film Elizabeth (1998, direct-
ed by Shekhar Kapoor), yellow means
“madness". It is thanks to the shades of
yellow that it is possible to strengthen
the unusual habits and aspirations of the
deluded Queen of Britain.

The frame, flooded with yellow light, is
used by Danny Villeneuve in The One Who
Runs the Blade 2049 (2017). This means
that the hero is close to insight, and the
plot will soon return in an unexpected di-
rection.

In Sin City (2005, directed by Robert Ro-
driguez), almost all the characters are
mutilated. The director uses yellow to
highlight the vile villain and emphasize
that he is the main antagonist in the film.

Wes Anderson is a fan of bright yellow.
The director often uses yellow, illustrat-
ing naivety, joy, and a child's view of the
world. However, in the Hotel Chevalier
(2007), a short prologue to the film The
Darjeeling Limited (2007), this color sym-
bolizes loneliness, painful madness, and
isolation of the two main characters from
the world and themselves. Thus, with the
help of the dominant yellow color in com-
bination with the refined atmosphere and
romantic music, Wes Anderson express-
es the general state of the place, and time,
as well as the inner experiences of the
characters. In the frames, you can see
small details that slightly balance the vi-
sual perception. For example, gray suits,
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blue books, etc. (Kolir v kinovyrobnytstvi
vid natiaku do yaskravoho symvolizmu,
sei-khai, n. d.).

The ambiguity of red depends on the
density and tone. Approaching red-or-
ange — a way to express militancy, dan-
ger, dominance, power, and madness.
This is the symbolism of red and orange
in some scenes in Macbeth (2015, direct-
ed by Justin Kurzel).

Itis worth noting that often the color red
indicates something that sharply manip-
ulates a person's feelings: love, passion,
danger, violence, and anger. Recall the fa-
mous scene with rose petals in the movie
American Beauty (1999) by Sam Mendes.
The red rose here symbolizes lust and
passion, as well as reflects the main
character's attraction to his daughter's
friend. And in general, red rose petals ap-
pear throughout the film and appear in
every scene of erotic fantasies (Kolir v ki-
novyrobnytstvi vid natiaku do yaskravo-
ho symvolizmu, sei-khai, n. d.).

You can also give an example of the cult
movie Space Odyssey (2001, directed by
Stanley Kubrick). The arch, where astro-
nauts encounter artificial intelligence, is
dominated by red. In this scene, red tones
are a harbinger of danger and confronta-
tion. Even the computer itself has a red
eye, which predicts potential danger long
before the event and creates a sense of
anxiety in the viewer.

Scenes of violence and fights are also
dominated by red. In fact, through the as-
sociation with blood, it is possible to im-
pose on the viewer the feeling that he is
also experiencing physical pain.

Sergei Parajanov's films Shadows of
Forgotten Ancestors (1964) and The Color
of the Pomegranate (1968) are also dom-
inated by red.

In Color ... it is associated with the sym-
bol of Armenia (pomegranate), as well as
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the color of blood - living water, which
resurrects, rejuvenates, and gives new
life. The value of the color in the fabric of
this film is determined by the high degree
of conventionality of what is depicted
in the film. According to the researcher
M. Herts, color is the material with
which the director creates his film. “The
Color of a Pomegranate is an image that
flows into each other and is directed only
by the conditional division into chapters
and quotes of the great poet. The acting
here is conditional, the characters most
often embody symbols, statues, mechan-
ical dolls”" (Herts, 2015, p.40).

In Shadows ... it is dictated by the local
color of the landscape, interiors, Hutsul
ornaments, and costumes. The blood ap-
pears here in one of the first scenes — the
murder of the protagonist's father Ivan
when after brandishing an ax in the frame
splashes of blood appear and turn into
silhouettes of fiery horses. Especially
dramatically, these colors are combined
with black, creating a gloomy mood, and
causing subconscious bad feelings. Film
critic Andriy Alforov, in an interview about
the exhibition dedicated to the film's an-
niversary, claims that the role of colors in
Parajanov's films is to enhance the dra-
matic elements. The researcher draws
parallels between Paradzhanov and the
American avant-garde artist Kenneth En-
geromta, as well as the director Michel-
angelo Antonioni, who managed to reflect
the inner state of the heroes through col-
or (Tini Zabutykh Predkiv u chervonykh
tonakh, 2016).

In Tim Barton's Sweeney Todd, the Fleet
Street Hairdresser Demon (2007), all of
Helena Bonham Carter's (Mrs. Lovett)
costumes are created by costume de-
signer Colin Atwood based on a synthe-
sis of black and red. Even when Helena's
personal life improves and the disturbing
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black color disappears from her toilets,
red remains, broadcasting that the hero-
ine's bloody past is not over.

The pink hue is formed as a result of
a combination of red and white. This col-
or symbolizes softness, innocence, and
tenderness. According to several studies,
it has a calming effect and evokes pos-
itive emotions. However, a metaphorical
interpretation is also possible here. For
example, Dolores Umbridge, a world-
famous character in Harry Potter (2001,
directed by Chris Columbus), adored the
color pink, which evoked feelings op-
posite to tenderness and emotion (Kolir
v kinovyrobnytstvi vid natiaku do yask-
ravoho symvolizmu, sei-khai, n. d.).

Pink is often associated with women —
a typical stereotype often used in movies.
In Bad Girls (2004, directed by Mark Wa-
ters) scenes where there is a "girls’ squad”
are dominated by shades of pink. In this
way, the director emphasizes their fem-
ininity and beauty. In fact, in this ribbon,
pink serves as an exaggeration.

Pink also signifies beauty and playful-
ness. For example, in the film Blonde in
Law, the work of director Robert Lukevich
(2001).

Blue on yellow seems a bit dark and
loses its brightness. A pure blue is a col-
or that has neither yellowish nor reddish
hues. If red is a symbol of dynamism,
then blue becomes its opposite — pas-
sivity. At the same time, blue can express
a hidden danger, such as in the scenes
of With Eyes Wide Shut (1999, directed by
Stanley Kubrick), or a magical mystery,
such as in the scenes of Moulin Rouge
(2001, directed by Baz Luhrmann).

Blue is the color of thrillers and horrors,
which causes the viewer to feel alienated
and uncomfortable. The fabulous mean-
ing of blue in the episode of the animated
Fantasy (1940, directed by Samuel Arm-
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strong, James Elgar, and Bill Roberts) is
complemented by terrifying motifs of the
unknown, dangerous and evil.

Blue also expresses melancholy. For
example, in The Eternal Radiance of Pure
Reason (2004, directed by Michel Gondry),
the director uses shades of blue to reflect,
first and foremost, the melancholy of
characters and heroes (Kolir v kinovyrob-
nytstvi vid natiaku do yaskravoho sym-
volizmu, sei-khai, n. d.).

Blue is the embodiment of the dreami-
ness and unreality of what is happening,
for example, in Birdman (2014, directed
by Alejandro IRarritu). Interestingly, in
Harry Potter (2019, directed by David
Yates), blue, on the other hand, is associ-
ated with destructive power.

Green in combination with yellow, as
a rule, evokes light feelings and is as-
sociated with the birth of something
new, with youth and harmony. If you add
shades of blue to the palette and mute
the tones, green will reflect coldness, in-
difference, confusion, and fear. In this
sense, it is used mostly in monochrome
movie scenes. For example, Dizziness
(1958, directed by Alfred Hitchcock) is
a reflection of the mystery of the protag-
onist's image, green scenes in The Matrix
(1999, directors Lana and Lily Wachows-
ki) create an unnatural effect of another
reality, and in Room of Fear (2002, direct-
ed by David Fincher) is an illustration of
anxiety. Green can represent the negative
and is often the calling card of villains.
For example, green smoke from a potion
indicates its poisonous properties, and
green fog accompanies witches and evil
wizards.

Orange is the color of warmth, joy, and
peace (this applies to the external en-
vironment and the internal state of the
hero). In Wes Anderson, a follower of
Kubrick, you can see the tendency to use
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this color in almost all films. It signifies
friendliness and happiness. Each scene
leaves behind a warm feeling in the soul
and an involuntary smile. Orange also
conveys exoticism. For example, if the
landscape is different from our planet, as
in the movie Martian (2015, directed by
Ridley Scott).

The double values of orange change ac-
cording to the amount of red. In combi-
nation with red shades, orange acquires
an energetic, sensual, festive, or fabulous
sound. However, when darkened by black,
it begins to fade and expresses alertness
and danger. The contrasts between sat-
uration and choice create a light atmo-
sphere in the somewhat sad Tenenbaum
Family (2001, directed by Wes Andreson).
In this film, the color orange is rich and
symbolizes good feelings. In contrast,
in the background image of The Martian
(2015, directed by Ridley Scott) — orange
is combined with yellow to emphasize
the gloom and transport us to another
planet.

Purple color uniquely affects the sub-
conscious. Depending on the contrasts,
it can make the viewer both sublime
and depressed. This color is often used
to create a fantasy reality on the screen,
and other worlds, to immerse yourself in
the inner world of the hero. In purple, un-
like other colors, the ambiguity of read-
ing does not depend on the context, it is
meant in almost every case. For example,
in Neon Demon (2016, directed by Nich-
olas Winding Refn), the choice of purple
suggests an escalation of the conflict
throughout the story, and in Guardians
of the Galaxy (2014, directed by James
Gunn) it takes us to another dimension.

Still purple is evidence that the hero is
in his dreams. A very revealing scene be-
tween Joy and Kay in Running on the Edge
of 2049 (1982, directed by Danny Ville-
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neuve), where we learn that Joy is a robot
and has a shell of Kay's fantasies, and is
not a real person.

The appearance of purple on the screen
can mean lost opportunities, and lost, or
wrong decisions of the heroes (Bridge
of Arts, 2004, directed by Eugene Green).
Purple can also mean parting with people,
dreams and illusions, all kinds of loss, and
death (Cabaret, 1972, directed by Bob Foss).

Black reflects not only destruction. It is
a color mystery that shows such shades
of emotions as restraint, strength, and
depression. You can see that black
clothes are worn by authoritarian or neg-
ative characters.

For example, in the Grand Hotel Buda-
pest (2014, directed by Wes Anderson),
Dmitry (Adrian Brody) is dressed in black,
just as Joling (Willem Defoe) is sitting
next to him in black — a hired assassin,
a negative character in the film. If you fol-
low these types, it turns out that during
the film, they never change the color of
their clothing. These are minor char-
acters who should not be expected to
change their character, their main task
is to create conflict. And it is this conflict
that moves history forward. The black
color in Willem Defoe's clothes empha-
sizes his destructive strength, determi-
nation, and emotionlessness; he is ca-
pable of anything, and murder for him is
within the norm.

David Lynch is black — never neutral.
The black color in Lynch's film symboliz-
es darkness and everything that is hidden
behind it, everything that is already on
the other side. In Blue Velvet (1986), it is
Frank's leather jacket, Dorothy's evening
dress, and black beetles underground in
the first frames of the film.

In general, the colors of clothes in the
movies are often symbolic. An example is
Disney's Beauty and the Beast (1991, di-
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rected by Gary Truesdale and Kirk Weiss).
The main character is the only one in her
village who wears blue things. This sym-
bolizes her "differentness" compared to
other characters. Although this detail is
not mentioned in the dialogues of the film
but in the tale itself it is noted that Belle
stands out against the crowd.

Color opens up great opportunities for
the director and allows you to use un-
usual combinations, and work with con-
trasts. For example, at the end of the film
Oil (2007, directed by Paul Thomas An-
derson), when the adopted son comes to
the father for the final conversation, the
characters stand out with the light of dif-
ferent colors. Yes, the son is flooded with
cold bluish light, and the father's space
contrasts with the warm shade of a ta-
ble lamp. These shots evoke a sense of
sharp polarity in the characters.

In filmmaking, color is often used as
a way to distinguish between two peri-
ods of life. These are not always strictly
black-and-white and full-color "modes".
Halftones and shadows can also “talk" to
the viewer.

The Fauna Labyrinth (2006, directed by
Guillermo del Toro) depicts two worlds.
In the fantasy world, warm colors mean
softness. The harsh reality of Ophelia
is dominated by sharp corners, as ex-
pressed by blue and gray tones. As the
plot progresses, the two worlds begin to
intertwine, and the colors mix. "My idea
was to show how one world is starting to
affect another,” says Guillermo Del Toro,
the film's director. Ophelia is beginning
to see the world objectively. "According
to the cameraman Guillermo Navarro,
during the creation of the film “... used
color as a language in which to explain
the intricacies of the plot.”

In Steven Soderbergh's Traffic (2000),
color distinguishes plot lines. At first
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glance, this is not noticeable, but some
scenes are painted to show the sepa-
ration between the two plot stories. Mi-
chael Douglas's line is gray-blue. Then,
when we see the heroes and their history
in Mexico, the yellow hue prevails. Traffic
is an example of how several groups of
heroes and, accordingly, their stories are
intertwined. Color helps to separate them.

Color often helps the director to tell
several stories in parallel, and the view-
er — not to get confused, especially when
it symbolizes a certain space. Yes, Chris-
topher Nolan in the film Beginning (2010)
had to visually separate the levels of
dreams. There are four of them in the film,
but each of them has the same charac-
ters. Nolan uses color codes to keep the
viewer crazy when moving from one lev-
el to another. They are different for each
level and serve as their distinguishing
mark.

The first level of sleep is easily recog-
nizable by the gray rainy street. In the
second level, the events take place in the
hotel, where soft light turns each frame
yellow. The color code of the third level
is white, there is a snow-covered castle
in the mountains and camouflage white
suits. In the fourth, deepest level of sleep,
the palettes of the previous three are
mixed.

One of the most stunning examples of
color play is reflected in Steven Spiel-
berg's Schindler's List (1993). This is
a black-and-white film in which the view-
er can watch a girl in a red coat several
times. This color change is clearly sym-
bolic.

The director of The Sixth Sense (1999),
Manoj Knight Shyamalan, also uses color
symbolism in his films. In The Invulnera-
ble (2000) it is purple and green, in The
Mysterious Forest (2004) it is red and yel-
low, and in Signs (2002) it is blue. Colors
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are a random choice. They are selected
according to specific scenes, their con-
tent, and sacred significance.

Conclusions

Color is a very important part of our
lives. It affects the perception of reality,
controls attention, and can trigger neuro-
physiological processes in the brain. Not
surprisingly, this remarkable phenome-
non has taken a special place in art — in-
cluding in the field of cinema.

When choosing to use a certain color,
directors focus on the general human
associations associated with a particular
color. However, there is always the op-
tion of subjective reading, which depends
on personal preference for color and the
benefits of harmonious combinations.
You can see that every director tries to
convey the mood, tone, or character of the
characters to the viewer through the art
of color. And it is through these aspects
and associations that we conclude that
color has a symbolic meaning in cinema.

Thus, the symbolism of color in cinema
is reflected in different ways. Cinematog-
raphers broadcast the character's inner
world, additional content, or transition
to another world through a specific col-
or, and also influence the viewer's con-
sciousness, encouraging him to immerse
himself in the atmosphere of the film. It
is important that after watching the tape,
where yellow predominates, we have
positive feelings, but at the end of the
film, where yellow is combined with red
or black — negative. The color tone of the
film depends on the worldview, creativi-
ty, and ideas of the director, cameraman,
and colorist. Color is one of the import-
ant factors influencing the development
of the plot and the emotional state of the
viewer.
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AHoTauia

Merta gocnigxeHHs — npoaHaniayBaTh CNPUAHATTS KOMbOPY rNsifjayemM Ta BCTAaHOBUTU POJib KONIbOPOBOT
napTuUTypu y CTPYKTYpi KIHOTBOPY, BUSHAYUTU CUMBOJIIKY OCHOBHWUX KOJIbOPIB Y TKaHWHI CcTpiuku. [Ons
[LOCSITHEHHS1 METU OKPEeCNeHO TaKi 3aBAaHHs: BCTAHOBWUTWU Pofib KOMbopy Yy nobyaoBi xapakTepy Ta
obpa3y nepcoHaxa; [AOBECTU BaX/MBICTb YMiHHSI NMoOyAoBM Ta rapMOHIHOI opraHidauii KonbopoBol
ramMum y BUKOPWUCTaHHi MOHOXPOMATUYHOI CUCTEMU KOMbOPIB; PO3MNSIHYTU POJSib KONbOPY Ta Woro
CUMBOJIKY Ha KOHKPETHMX Mpukiapax. MeTtogosnoris Aocnif)KeHHs TONsrae y 3acToCyBaHHI Takux
MeTO[iB: TEOPEeTUYHOro — AJIsi aHanidy KiHOTBOPIB, iH(POPMaLINHMX [Xepen; y3arajbHeHHs1 BMUBY
pi3HMX KONMbOPIB Ha 3arafibHy acouialito CnpuriHATTS, POpMyBaHHA CY6'€éKTUBHOIO CMPUMHATTS CLEH
3 [OMiHYBaHHAM MEBHOr0 KOJIbOPY 3 XPOMATUYHOI ramu; CTPYKTYpHO-OYHKLOHABbHOrO, WO Monsirae
Yy BUOKPEMJIEHHI i3 LiNiCHOI TKaHUHU KIHOTBOPY KOJIbOPY SIK OKPEMOro efleMeHTa Ta BU3HAYeHHi 1oro
OYHKLIT y KOHCTPYIOBaHHI NMEePCOHaXiB, CTBOPEHHI ApamMaTUYHOro HanpyXeHHs Towo. HaykoBa HOBU3Ha.
MpoaHanisoBaHO posib NEBHUX KOJIbOPIB Ha MpUKai CyyaCHUX NPOEKTIB, MPOBEAEHO AeTaNbHUIA aHani3
nigdopy KosibopiB 3anexHo Bif NeBHUX 3aBhaHb Y Pi3HUX CLEHaX; 3a AONOMOrol TEOPETUYHOro aHanisy
KapTWH Ta peueHsiii [0 HUX BM3HAYEHO UMHHUKM, SIKi BMSMBAKOTb Ha 3arafibHe BpPaXeHHA rnsgava.
3ibpaHo Ta cMcTemMaTU30BaHO TEOPETUMYHUI MaTepian i 34iicHeHo cnpoby NpakTUYHOrO 3aCTOCYBaHHS
TEOpPEeTUYHMX KOHLlenuin. BucHoBKkM. Y cTaTTi npoaHanisoBaHo 6araTo3HaYHICTb KONbOPOBOI ramu,
BMKOPUCTaHHA NOELHaHb KOJIbOPY 3i 3BYKOM Ta iHLIMMM KOSIbOpaMu XpOMaTUYHOI ramu. 3a JONOMOror
aHanisy KiHOKapTWH BCTaHOBJIEHO POJib KOMbOPY AN nepefayi CUMBOJIKK, acolialii Ta BU3HAYEHO
3HauyLLiCTb 3MiH CIPUAHATTSA.
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Problem statement

With the development of informa-
tion technology and the availability of
the Internet, video marketing has taken
a leading position in advertising among
marketers. Video marketing is most of-
ten used in education and entertainment.
New formats and growing consumption
continue to establish video as an effec-
tive and efficient means of attracting
customers.

The use of video marketing is quite
popular in advertising, but several bar-
riers hinder the full coverage of the ad-
vertising market. From editing equip-
ment and software to frame lighting and
sound optimization, production and post-
production factors are so competitive
that creating truly high-quality, unique
content requires hiring a professional
cameraman who can make the most of
winning techniques, and combine and
modify them. customer needs.

The technique of shooting on camera
is one of the most fundamental parts
of cinematic narratives. Thus, to under-
stand the specifics of advertising devel-
opment, you need to get acquainted with
the terminology of basic methods and
techniques and understand the role of
the cameraman in the production pro-
cess and its importance as a creator of
video content.

Recent research
and publications analysis

The role of the socio-psychological im-
pact of video advertising was successful-
ly highlighted by Shevchuk Yu. S. (2021).
His book highlights the main impact of
advertising on the viewer.

The main types of video advertising
were described in the book by Zaria S.
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(2021). The essence of image formation
in cinematography, including advertising,
is revealed by Priadko O. M. (2015).

The main technical aspects of the cam-
eraman's work are revealed in the work
of Honcharenko M. M. and Priadko O. M.
(2021).

The purpose of the article is to analyze
the main means of expression of the
commercial; determine the role of the
cameraman in the production of adver-
tising; study theoretically the main cam-
era techniques that ensure the effective-
ness and efficiency of the commercial.

Main research material

After analyzing several scientific sourc-
es, we can distinguish the general defi-
nition of video advertising as advertising
content that is reproduced before, during,
or after streaming content.

The biggest advantage of video advertis-
ing is the ability to reach a wide audience
on the Internet. American researchers
in the field of advertising and marketing
T. O'Guinn, K. Allen, R. Semenik, A. Schein-
baum in their book Advertising and Inte-
grated Brand Promotion (2008) note that
video advertising will dominate in the next
decade, as marketers learn more about its
overall effectiveness and actively explore
the possibilities of its improvement.

One of the factors attracting customers
to use video services in advertising is the
application of benefits to the business
sector on advertising platforms. Yes,
YouTube recently announced the ability
to show video ads with “sharp” content.

It should be noted that there are many
ways in which marketers can create com-
pelling videos that arouse the interest of
viewers. First, it is the ratio of duration and
content. Video conveys a lot of information
in a short time, so videos are the perfect
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platform to cover specific events and sto-
ries. Secondly, the enhancement of the vid-
eo image with spectacular sound increas-
es the emotionality of video advertising. In
the course of the article, the technologies
that are currently used in the production of
content are analyzed from a technical point
of view. Using the analysis of information
sources, the influence of new approaches
in content production on the quality and,
above all, the speed of content production
has been established. The factors influ-
encing the development of the considered
technologies and their further impact on
the content production industry are sum-
marized. The main trends determining the
direction of development in the field of
metal production are highlighted.

Third, it is the ability to view ads on mo-
bile devices. It is possible to optimize
video for mobile devices. The team of
marketers must ensure its smooth re-
production on phones and optimized ap-
pearance on small screens. Video orien-
tation should also be considered.

It is necessary to identify trends in dig-
ital video advertising. Namely, the world
of digital video is not static. Experienced
cameramen need to be aware of new
developments and trends to understand
what the audience wants and needs. In
our opinion, the most common trends
include the duration of advertising; defi-
nition of the target audience; mobility;
cinematography; specifics of advertis-
ing distribution on social networks. Let's
consider these trends in more detail:

1. Duration of advertising. A large num-
ber of videos creates significant competi-
tion in the advertiser market. An audience
that can view almost anything will only
see an ad if it is relevant, valuable, and
engaging.

Today, it is believed that viewers need
short advertising content that will cause
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an immediate emotional response. How-
ever, this format is a creative challenge
for cameramen who must realize the sto-
ry in the video in less than 15 seconds.

2. Defining the target audience. Over the
top (OTT) is a term used to describe con-
tent providers that distribute streaming
media over the Internet.

Today, scientific opinion singles out
three types of custom video advertising
models:

1. Subscription (e. g. Netflix, Hulu, HBOGo);

2. Transactions (e.g. iTunes, Amazon,
Google Play);

3.VOD with advertising support (e.q.
YouTube, Twitch, Vimeo).

Marketing on these platforms offers
benefits similar to those gained from reg-
ular online advertising. Unlike traditional
commercials, OTT allows you to use tar-
geting, and advanced analytics to create
personalized ads. This allows brands to
place full-screen ads based on viewing
habits.

This technology not only maximizes the
potential of advertising campaigns but
also ensures that viewers see advertising
that suits their interests. In the coming
years, OTT may become one of the most
lucrative channels available to modern
advertisers.

3. Mobility. According to a study by
R. Kushnir in 2015, mobile devices ac-
counted for more than 52% of global In-
ternet traffic, and all statistics on video
marketing show a steady increase (2015,
p.224). As a result, progressive brands
are working to make websites, advertis-
ing, and even services more mobile.

In addition to changing the way we con-
sume, mobile phones have begun to in-
fluence the way we create video content.
Most videos recorded on smartphones
are shot in vertical format. We agree with
R. Kushnir (2015, p. 224) that this trend
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has forced cameramen to create vertical
advertising for platforms such as Insta-
gram Stories, Snapchat, and Facebook.

4. Cinematography. This is a new form
of digital art that is gaining popularity
on the Internet. In flmmaking, photo and
video hybrids contain subtle motion that
is reproduced continuously, while the rest
of the images remain still. This is a vis-
ually interesting effect that creates the
illusion of animation.

It should be noted that R. Kushnir (2015,
p. 224) characterizes cinematographers
as those made using high-quality camer-
as and a post-production tool to compile
a series of photographs or videos. Cam-
eramen began to use technology for mar-
keting campaigns.

5. The specifics of the distribution of ad-
vertising on social networks. In-Stream ads
allow you to post 5—15-second videos live
and on demand. These short ads can be
optimized for video viewing, brand aware-
ness, app installation, reach, or interaction.
More than a billion people see advertising
through Facebook's audience every month,
making it a useful option to expand the
reach of an advertising campaign.

In the course of our research, we should
delve into the content of techniques that
help cameramen use the power of video
advertising. Yes, a good promotional vid-
eo is a choice of the right shots. Today,
at the discretion of the cameraman, many
shooting techniques can be combined
and used as building blocks to embody
the most vivid fantasies.

Frame dimensions. Size refers to how
large or small the frame is relative to the
subject. Let's look at the five most impor-
tant dimensions and how they work.

1. Close-up (CU)

One of the most common sizes. Used
when there is a need to highlight the fa-
cial features of the character without any
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other distractions. A typical close-up
shows a face from forehead to chin (pro-
duced by Bad Breath Test — How to Tell
When Your Breath Stinks).

Thus, W. Wells, J. Brunet, and S. Moriarty
(2003) in their research note that the ex-
treme close-up goes further, often show-
ing nothing but the eyes. This draws the
viewer's attention to facial features and
facial expressions that would be lost in
a wide picture.

2. Long Shot (LS)

Shows the whole body of the character
in the frame — from head to toe. This al-
lows the viewer to better feel the environ-
ment and conveys information that could
be lost in close-up.

Thus, long shots are often used in action
movies, when it is important to see how
the character moves in his environment.
One variation of this size is Extreme Long
Shot when the character is so far away
that it is almost lost in the frame or ob-
scured by the surroundings.

3. Medium Shot (MS)

A typical snapshot shows an object
from head to waist. The cameraman can
use MS when the character is carrying an
object or pointing a weapon. Or when you
need to capture with a lens how a person
writes on paper while sitting at a desk
(produced by Leo Burnett Always #Like-
AGirl).

4. Single, Double, or Triple Frame

Such names are frames depending on how
many people are depicted. They are usual-
ly combined with any other size, which has
already been discussed above. For example,
adouble close-up frame for a kissing scene
of two characters. Or triple for three people
in the room using the middle plan (First Kiss
produced by Tatia Pileva).

5. POV

Camera angles. After determining the
size of the image, the cameraman can
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add a little more perspective to the frame
by selecting the appropriate viewing an-
gle. This will help create a sense of fear,
empathy, or disorientation in the viewer.

1. Eye Level

The most neutral angle is eye-level
shooting. The camera is aimed straight
ahead at about the same level as the sub-
ject's face. This is how they shoot the in-
terview scene to achieve objectivity. The
goal is to allow the viewer to follow the
action without manipulating emotions.

2. Low Angle

A low-angle frame adds a bit of sub-
jectivity to the plot. Instead of looking
straight ahead, the camera focuses on
the subject from a low angle. J. Sivul-
ka (1998, p.448) notes that the use of
a low angle can make a character appear
threatening, dominant, or domineering
over others (Jeff Gordon: Test Drive pro-
duced by TBWA).

3. High Angle

The reverse of a low-angle frame is
a high-angle shot that creates the oppo-
site impression and makes the subject
small. For example, by selecting the size
of the POV frame and pointing the camera
down at a higher angle, you can show the
helplessness of the characters relative to
a larger object. The cameraman can take
this to the extreme with an angle from
above or from a bird's eye view (The World
is Beautiful by The Discovery Channel).

4. Dutch Corner

A Dutch angle is one of the most com-
mon ways to convey disorientation. To
take this picture, tilt the camera to the
side so that it is not at the level of the ho-
rizon. The frame is used to show the POV
of a drunken character who stumbles on
the street or in a horror movie.

5. Over-the-Shoulder (OTS)

A shoulder shot is another angle that can
change the viewer's perception of the scene.
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OTS is usually a close-up of one charac-
ter's face over the shoulder of another and
is used to convey conflict or confrontation.
With this angle, the cameraman can show
a character looking at a landscape or mov-
ing through an action sequence if there is
a purpose to avoiding POV.

Camera movements. Most of the di-
mensions and angles considered can be
used for both still and moving frames.
Adding motion to a scene makes it easy
to switch between camera angles, some-
times even within a single shot.

1. Pan or Tilt

Panorama involves holding the camera
in one place and turning it sideways and
tilting it to turn it up or down. If the cam-
era is on a tripod, the easiest option is to
turn its head to the side to get a new look
at the scene. If the subject is raised, you
can turn the eye-level frame to a low an-
gle by tilting the camera up when lifting.

2. Frame Tracking

The key to panning or tilting is that the
camera itself does not move, so the view-
er feels like a viewer. To allow the subject
to move and move the viewer into the ac-
tion, frame tracking is used.

The tracking frame moves sideways,
forward, backward, up, or down. Depend-
ing on the equipment, these movements
are used separately or in combination to
move on several axes at the same time.

3. Zoom

The enlarged image is moved into or
out of the frame using the Zoom lens, not
moving the camera. For example, you can
turn a medium shot into a close-up by
slowly zooming in on the subject's face,
or vice versa — zoom out to show some-
thing that didn't fit into the frame before.

4. Random Movement

The random movement is used to create
energy and intensity, especially in action.
Although this movement can be effective
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in creating a sense of disorientation, it is
sometimes too effective, leaving view-
ers dizzy and confused (Askona Winter
Dream).

5. 360-degree Movement

With it, the camera moves completely
around the subject in the frame. This is dif-
ficult to do on large filming sites, as it re-
quires hiding the film crew and equipment.

6. Complex Movement

You do not need to restrict the move-
ment of the camera to one axis. It is pos-
sible to combine them to move in several
dimensions simultaneously and create
more complex frames. There are two
popular complex movements:

1. Dolly Zoom

Zooming is used to create a feeling of
dizziness or trouble. In this image, the
camera moves forward or backward, while
the lens zooms in the opposite direction.

2. Single Shot

Combination of several movements, siz-
es, and angles in one elongated frame. In-
stead of zooming in on the long shot, the
camera can, for example, track, zoom, pan,
and tilt different shots. This is an effective
way to orient the audience to a new en-
vironment, to give a theatrical feeling of
advertising.

Conclusions
Summarizing the above, it should be
noted that the inclusion of video in the
marketing strategy allows you to interact

with an audience that ignores text and
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AHoTauia

MeTta gocnigxeHHss — npoaHanisyBaTu pofib onepaTtopa y 3WOMLi PeKSIaMHUX PONUKIB; BU3HAUYUTU
NOHATTA «Bigeopeknama» Ta onucaTu il OCHOBHI cneLundiyHi MeToan po3pobKu; BUBHAUNTU epeKTUBHICTb
peknamMu 3a [OMOMOrow Bigeopsgy i npogeMoHcTpyBaTu i crneuudiyHi npuitomu. MeTogonoris
AocifXeHHs. Y cTaTTi 3acTOCOBaHO KOMMJIEKC AOCNIAHULbKUX METOiB: y3arasbHeHHs, KoMnapaTUBHUI
aHani3 MefiaTeKCTiB, @ TaK0X CUCTEMHUI NiAXif, Lo BUSIBMBCA Y KOMIMJIEKCHOMY aHanisi gxepen 3 Teopil
BUPOGHMLITBA PEKIaMHUX POJIMKIB Ta 3iCTaB/IeHHSs X 3 OCHOBHUMW ONepaTopCbKMMU MPUAOMaMMU, LLLO
3abe3neyvytoTb eheKTUBHICTb Ta Ai€BICTb PeKsIaMHOro ponuka. HaykoBa HoBu3Ha cTaTTi nonsirae y cnpobi
npoaHaniayBaTu BaxJIMBi J1A eMOLIHOIO BMNJIMBY Ha peuunieHTa NpuioMm onepaTopa nifg, Yyac CTBOPEHHS
peksiaMHOro ponuka. 34iiCHEHO aHasli3 OCHOBHUX NepeBar BigeopeknaMu. 3asHauyeHO OCHOBHI crnocoby,
3a [LONOMOrO IKUX MapKeTONI0OMM MOXYTb CTBOPIOBATU NEPEKOHSIMBI POSIMKMK, L0 BUKNKAIOTb iHTepec
rnspavie. [MpoaHanisoBaHO OCHOBHI TeHAeHLil Bigeopeknamy, WO € ManofoChif)XeHUM sBULLEM
yKpaiHCbKOro KiHo3HaBCTBa Ta MefianpocTopy. BucHoBku. JocnifnxeHo ocobnmeocTi poboTu onepaTopa
nif, Yac CTBOPEHHA peKJlaMHWX Bif,eoposmkiB. PO3KpUTO posib TpMBANOCTi peknamMmu, BUBHaUYeHHS LiilboBOT
ayauTopii, MoBiNbHOCTI, KiHOMUCTeLTBa, crneuudiku MOLMPEHHS peKslaMu Yy CcoLiallbHUX Mepexax
y CTBOpPEHHi onepaTtopamun edpekTUBHOI BigeopeknaMu. MNpoaHaniaoBaHO OCHOBHI TE€XHIYHI MOXJIMBOCTI
Kagpy. BugineHo kntoyoBi 06'ekTU Ona 3acTocyBaHHS edeKTUBHOI MapKeTUHIoBOI cTpaTerii 3aBAsKu
Bifeoponmkam. 3'sicoBaHO, WO BifeopeknaMa € ifeanbHUM cepefoBULLEM ANIA eKCNepuMeHTYBaHHS,
CTBOPEHHS YHIKaNbHUX KaapiB, BTIIEHHS Y XUTTA HaWbinbLl HecTaHAApPTHUX igew.
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The author’s idea for this photography art project is to capture the important as-
pects of human life that give our lives meaning, such as family, friendship, and love.
The aim is to show sincere emotions, people's relationships with each other, with the
world around the,m and with themselves. Before, the author tried not just to photo-
graph moments in the lives of the people around her, but in each photograph to tell
a story — theirs and her own.

The series consists of both staged and unstaged photographs in a cinematic style.
The order in which the photographs are placed in the photo art project, their titles, and
the color correction in post-production illustrate the changes in the state of mind
of the storyteller herself. Throughout the project, the journey from hopelessness to
a newfound meaning of life is illustrated through the search for important life values
and beauty in the surrounding world, people, and their relationships.
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Photo No. 1

“Lost" from the Photo Art Project
In Search of the Meaning of Being

Camera/ Lens Settings:
Canon EOS 6D / 35mm|F2.2]1S0 200 1/500 s
Sigma 35mm f/1.4

Image No. 1 editing with Light scheme
Adobe Photoshop: Natural. The photo was taken
+ Cropping in daylight at 7:15 PM.

« Editing exposure, shadows,
and contrast in curves
+ Color editing in curves
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The author’s idea of photograph No. 1. The photograph “Lost" depicts the protago-
nist of the photographic art project. She is a reflection of the narrator herself and will
appear throughout the project to illustrate the author's journey from disillusionment
with her work, to regaining faith in herself and her possibilities.

The photograph "Lost" illustrates this very feeling of loss and disillusionment, when
there is no inspiration, no ideas, and no desire to do anything. However, the beam of
light illuminating the heroine's face symbolizes hope and guides the girl to begin her
journey toward self-realization.
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Photo No. 2

“Frustration”: from the Photo Art Project
In Search of the Meaning of Being

Camera/ Lens Settings:
Panasonic Lumix DMC-LX100 / 75mm|F5[1S0 200 1/500 s
Leica 24-75mm lens

Image No. 2 editing with Light scheme
Adobe Photoshop: Natural light. The photo was taken
+ Cropping in daylight at 6:23 pm.

+ Editing exposure, shadows,
and contrast in curves
+ Color editing in curves
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The author’s idea of photograph No. 2. Photography No. 2 illustrates a period when
one refuses to devote time to one's interests and new hobbies, doubting one's suc-
cess. In such moments, days pass meaninglessly. But it is important to know that
success comes with time and work, so don't be afraid to fail, but keep doing what you
enjoy and gradually get pleasure in what you do.

To illustrate this feeling, the heroine is depicted sitting frustratedly in front of her
laptop screen while life passes by.
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Photo No. 3

“Dead End" from the Photo Art Project
In Search of the Meaning of Being

Camera/ Lens Settings:
Panasonic Lumix DMC-LX100 / 75mm|F11[1SO1600|1/100 s
Leica 24-75mm

Image No. 3 editing with Light scheme
Adobe Photoshop: Natural light. The photo was taken
« Cropping in daylight at 6:23 pm.

« Editing exposure, shadows,
and contrast in curves

+ Color editing in curves

+ Adding elements using a stamp tool

* Removing unnecessary elements with
a stamp tool
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The author's idea of photograph No. 3. Photo N23 illustrates the moment when
a person is disappointed in everything, he gives up and does not see the future. At this
point, you need to realize that you need to change direction, turn around, and not look
for a way out where there is none.
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Photo No. 4

A
“Contemplating the Beautiful” from the Photo Art Project
In Search of the Meaning of Being

Camera/ Lens Settings:
Canon EOS 6D / 109 mm | F4]1S0 800 1/1000 s
Capon 70-200mm f/4

Image No. 4 editing with Light scheme
Adobe Photoshop: Natural light. The photo was taken
+ Cropping in daylight at 3:10 pm.

+ Editing exposure, shadows,
and contrast in curves

* Color editing in curves

+ Removing unnecessary elements with
a stamp tool
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The author’s idea of photograph No. 4. The following photos in the photography
project reflect positive human emotions, as well as important aspects of human life
that give our lives meaning, such as family, friendship, and love.

The main character, like the author of this project, is now focused on contemplating
the happy and intimate moments of human relationships, hoping to be inspired by
these moments and tell a story in each photo.
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Photo No. 5

“The Flow of Time 2": from the Photo Art Project
In Search of the Meaning of Being

Camera / Lens
Panasonic Lumix DMC-LX100 /
Leica 24-75mm

Image No. 5 editing with

Adobe Photoshop:

+ Cropping

+ Editing exposure, shadows,
and contrast in curves

+ Color editing in curves

+ Removing unnecessary elements with
a stamp tool

Settings:
70 mm | F2.811S0 200 | 1/2000 s

Light scheme
Natural light. The photo was taken
in daylight at 3:10 pm.

ISSN 2617-2674 (Print), Kotnsp, C., 3acna, |. XXiHo4mii nopTpeT y (hoTOMMUCTELTBI:
ISSN 2617-4049 (Online)  Big aBTEHTUKM 4O CbOrOAEHHS



PHOTO ART

Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2022+ 5(1)  pp.00-00

The author’s idea of photograph No. 5. In this photograph, the past looks lovingly
toward the future. The warmth of the mood is emphasized by the sunlight that illumi-
nates all the characters in the photograph and embodies hope.
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Photo No. 6

“Unique connection” from the Photo Art Project
In Search of the Meaning of Being

Camera/ Lens Settings:
Panasonic Lumix DMC-LX100 / 75mm|F4.5|1S0200]1/1300s
Leica 24-75mm

Image No. 6 editing with Light scheme
Adobe Photoshop: Natural light. The photo was taken
+ Cropping in daylight at 6:30 pm.

« Editing exposure, shadows,
and contrast in curves

+ Color editing in curves

+ Removing unnecessary elements with
a stamp tool
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The author’s idea of photograph No. 6. In continuation of the idea of the series
of photographs "Unique connection”, the connection between sisters is illustrated
here. Childhood moments of sibling bonding are unrepeatable moments that form the
foundation of your personality.
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Photo No. 7

“The Sky We Walk Under" from the Photo Art Project
In Search of the Meaning of Being

Camera/ Lens Settings:
Canon EOS 300V / Sigma 35mm 1.4 35 mm | Aperture auto |
Kodak Color Plus 200 1SO film. ISO 200 | Shutter speed auto

C-41 film development process, scanning
on a Fujifilm Frontier SP-3000 scanner.

Image No. 7 editing with Light scheme
Adobe Photoshop: Natural light. The photo was taken
+ Cropping in daylight at 5:10 pm.

« Editing exposure, shadows,
and contrast in curves

+ Color editing in curves

+ Removing unnecessary elements with
a stamp tool
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The author’s idea of photograph No. 7. This photo symbolizes the unexpected meet-
ing of different worlds: the old European one, symbolizing Vienna's Belvedere, and the
group of Chinese dancers performing their folk dance in front of it.

Do not be afraid to experiment in your work with different, dissimilar styles, in an
attempt to find your own.

And the vast and beautiful sky symbolizes the endless freedom of creativity. Under
this sky, creating unique things, many diverse people find their calling.
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Photo No. 8

“Love” from the Photo Art Project
In search of the meaning of being

Camera / Lens Settings:
Panasonic Lumix DMC-LX100 / 35mm | F1.7]1SO 1600]1/50 s
Leica 24-75mm

Image No. 8 editing with Light scheme
Adobe Photoshop: Artificial. Incandescent bulb.
+ Cropping The color temperature is roughly 2700 K.

« Editing exposure, shadows,
and contrast in curves
+ Color editing in curves
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The author’s idea of photograph No. 8. There is no more beautiful feeling when you
know that there is a person in the world who will always support you and perceive you
as you are.
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Photo No. 9

“Among people” from the Photo Art Project
In search of the meaning of being

Camera/ Lens Settings:
Canon EOS 300V / Sigma 35mm 1.4 35 mm | Aperture auto |
Kodak Color Plus 200 1SO film. ISO 200 | Shutter speed auto

C-41 film development process, scanning
on a Fujifilm Frontier SP-3000 scanner.

Image No. 8 editing with Light scheme
Adobe Photoshop: Artificial. Incandescent lamp.
+ Cropping The color temperature is roughly 2700 K.

+ Editing exposure, shadows,
and contrast in curves
+ Color editing in curves
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The author’s idea of photograph No. 9. Another important aspect of human life is
socialization with the world around us. It is meetings with friends and new people,
visiting new locations, inspiring creativity, and promoting personal development.
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Photo No. 10

“Touching Hope" from the Photo Art Project
In search of the meaning of being

Camera/ Lens Settings:
Canon EOS 6D / 35mm|F1.4]1SO 1001 1/2500 s
Capon 70-200 mm f/4

Image No. 8 editing with Light scheme
Adobe Photoshop: Natural light. The photo was taken
« Cropping in daylight at 6:20 pm.

« Editing exposure, shadows,
and contrast in curves

+ Color editing in curves

* Removing unnecessary elements with
a stamp tool
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The author’s idea of photograph No. 10. Throughout the photo project the journey
from hopelessness to a newfound meaning of life is shown, through the search for im-
portant life values and beauty in the surrounding world, people, and their relationships.

As stated in the first photo of this project, the main character is a reflection of the
author herself and illustrates the author's journey from disillusionment in her work to
finding faith in herself and her possibilities.

By observing the important aspects of human life that give our lives meaning, such
as family, friendship, and love, the heroine has come a long way, until she found hope
and faith.

Hope is something that cannot be shown but can be felt. That is why hope is not
visualized in the picture, but the light and movement of the heroine's gesture are what
symbolize it.

This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
BY
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The author’s idea. The idea of this photographic 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 intersected.

The photographic project is based on the story of characters such as Eros, and the
three graces — Innocence, Beauty, and Love. During the development of the storyline,
the characters go through the ages, their aesthetics, and expressiveness. The pas-
sage 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 the beauty of the human body in various forms of sensuality is
carried out. It is established that eroticism is the result of the process of ontogenetic,
and cultural development and expresses the individual psychological and semantic
components of the human body's uniqueness. And photography, as the most com-
mon way of visual communication, has formed modern ideas about it.
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“Eros Weapon" of the Photo Art Project
"Erotics in Photography: from Analogue to Digital. PART 2"

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

Image No. 8 editing with

Adobe Photoshop:

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

Settings:
35mm|F3.2[1S0 1000 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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The Author’s idea of photo N28. In photo N28 Eros Weapon, Eros spews out a man-
ifesto of his power over the Graces and women in general. His song leads to an ec-
stasy of the body and emotions. Gracia's loins bend incessantly, this dance cannot be
stopped. This action is a bacchanalia in which there is no place for decency, piety, and
virtue. In this dance what we will later call primal instincts to appear. Picking strings
on a musical instrument is a kind of allegory for the skillful manipulation of a Woman.

The action in this photo is reminiscent of the movement of expressionism, where
emotions, movements, and color create special energy and prevail over the content.
Artists such as Hanna Hoch, John Hertfield, and Max Ernst have influenced my collage
creation. They were creating a new era in art at the beginning of the 20th century.
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Photo No. 9

“The Mysterious Darkness of Desires" of the Photo Art Project

"Erotics in Photography: from Analogue to Digital. PART 2"

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

Image No. 9 editing with

Adobe Photoshop:

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

Settings:
35mm | F4]1S0 800 1/200 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 N29. The creation of photograph No. 9 The Mysterious Dark-
ness of Desires began with the question of what state can a woman be, in who has
experienced the passion of love, all the amplitudes of feelings, and after a turbulent
course of events, when Eros enjoyed his temptation. So, she immerses herself in re-
thinking the meaning of existence and cannot help but turn to the mysterious powers
of magic and divination. Extraterrestrial creatures come to the rescue, prompting her
to take decisive action, and insidious thoughts begin to ripen in the woman.

In order to emphasize this motif, | decided to involve the cello in the shooting —
a musical instrument, which in its shape and sound is identical to the female nature,
and it is the combination of this instrument with the naked body of the woman and
the shadows that appear nearby, that creates certain associations and the mood of
this plot. Enhanced contrast and the use of other digital technology tools successfully
convey the energy of feelings, which is the main leitmotif of this image.

The work is stylistically reminiscent of the avant-garde trend that was widespread
in the 20s and 30s of the twentieth century. At that time, Brassai — one of the iconic
figures of contemporary photography was creating. In particular, the work Odalisque
inspired me to create Mysterious Darkness of Desires. The use of props for this photo
was similar to the previous one.
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“Art Power" of the Photo Art Project
"Erotics in Photography: from Analogue to Digital. PART 2"

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

Image No. 10 editing with

Adobe Photoshop:

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

Settings:
35mm|[F3.2]1S0800|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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The Author’s idea of photo N210. Photo N210 Art Power continues the storyline of
the previous photo work. The Graces understood that a woman's excitement, passion,
and sexuality have crazy energy. They easily mastered the technique of seducing Eros
and are now able to tame the hearts and souls of men themselves. Now the Graces go
in search of their victims and no one can resist the charms of women.

To emphasize their power, | decided to involve electric tools in the shooting. Sparks
from a cutting power tool show that released energy from passion. And the rosette is
a symbol of their energy — libido.

The work corresponds to the style of surrealism. The unreality of the colors in the
image, the different scales of the figures, and the plot itself are reminiscent of the
erotic works of Man Ray, Andre Kertesz, and Hans Bellmer.

The figures were photographed specifically for stylistic montage and harmonious
coloring of the image.
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Photo No. 11

“CharAde" of the Photo Art Project
"Erotics in Photography: from Analogue to Digital. PART 2"

Camera/ Lens Settings:
Nikon D7200 / 18 mm|F4.5|1S01250|1/60 s
Nikkor 18-200 f/3.5-5.6G ED VR I

Image No. 11 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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The Author’s idea of the photo N211. The photo N211 CharAde represents a certain
allegory, the plot of which unfolds during an exciting popular game. Rolling balls into
pockets — literally and figuratively requires a lot of skill, and in the context of my proj-
ect, it becomes an interesting solution and adds flavor to the storyline. Also, in this
mise-en-scéne, you can see a hint of the reverse side of gambling — the so-called
addiction, where control is lost, and sometimes the reason is lost. There are no more
boundaries, the space of the moment disappears, and there is only the heat of pas-
sion. One can imagine how the boundaries of space and time are erased, and the cues
aimed at female charms try to hit the "hearts"” of female energy.

This plot stylistically refers to pop art. Thanks to the coloring and symbolism of the
image an accurate reproduction of this direction has been achieved. We can recall
a large number of names — from Hanna Hoch to Annie Leibovitz, who worked with
this technique. A distinctive feature of pop art is the work with simple form and color,
images that have moved from mass culture to another context.

Pool lights were added separately to the photo to create a more dramatic effect.
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Photo No. 12

“The Tango of Death” of the Photo Art Project
"Erotics in Photography: from Analogue to Digital. PART 2"

Camera/ Lens Settings:
Nikon D7200 / 18 mm|F4.5|1S01250|1/60 s
Nikkor 18-200 f/3.5-5.6G ED VR Il

Image No. 12 editing with Light scheme
Adobe Photoshop: Three lighting devices were used
Edit exposure, shadow, contrast for the shooting. The painting light
and saturation, crop, overlay photos, was located to the left of the model. The fill
zoom based on content. light was near the optical axis of the camera.

Contrast — top behind the model.
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Author’s idea of the photo N212. Photo N212 Tango of Death is one of the culminating
works, where all the characters, their attractive parts, the and props that were used
in the filming, twist in the last dance — Tango of death — and hope for salvation in
vain. To be captivated by the power of Eros, to feel one's own strength and energy, to
subdue the tempter himself, to possess him completely and enjoy the victory... The
kaleidoscope of all accumulated emotions and feelings turns into chaos, where there
is no clear beginning and end.

To realize the idea, | was inspired by Dada artists, who even a hundred years ago
used photomontage and collage techniques for their limitless fantasies. Although
such extraordinary figures as Raoul Hausmann, Kurt Schwitters, and Johannes Baader
did not invest any meaning in their works, their powerful energy still does not leave
the audience indifferent. Photomontage originated a long time ago, back in the middle
of the 19th century, but it still remains attractive both for photo artists and for a wide
range of artists. This technique allows you to manipulate the image quite freely, the
number and variety of variations have no limits. For this, you can use a small number
of images, as | did — | used only twenty-one source materials. And then the hard work
began, which with each step became more and more difficult and eventually brought
a lot of pleasure.

ISSN 2617-2674 (Print), Kukorenchuk, V., Vdovychenko, N., Bondar, V. Photo Art Project
ISSN 2617-4049 (Online)  Erotics in Photography: From Analogue to Digital. Part 2



BicHWK KWIBCHKOTO HaLlIOHANBHOMO YHIBEPCUTETY KYNBTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO

Photo No. 13
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“Bang" of the Photo Art Project
"Erotics in Photography: from Analogue to Digital. PART 2"

Camera / Lens
Nikon D7200 /
Nikkor 18-200 f/3.5-5.6G ED VR Il

Image No. 13 editing with

Adobe Photoshop:

Edit exposure, shadows, contrast

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

Settings:
18 mm|F3.5[1SO100|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 #13. In photo N213, the explosion represents the fatal ending
of the plot, in which the drama of the relationship between men and women gradually
unfolded throughout the project and which ends with the universal explosion of their
difficult relationship. Everything in this world has a beginning and an end, so my story
comes to a logical end.

Similarly, the style of pop art, in which you can fantasize and create bold pic-
tures-imagination, is best suited to the previous photo work.
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Photo No. 14

),

“Reboot” of the Photo Art Project
"Erotics in Photography: from Analogue to Digital. PART 2"

Camera/ Lens Settings:
Nikon Fujifilm XT-3 / 35mm|F4|1S03200|1/135s
Nikkor Fujinon XF 35mm f/ 2.0

Image No. 14 editing with Light scheme
Adobe Photoshop: Three lighting devices were used for the
Edit exposure, shadow, contrast and saturation. 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 N214. Photo N214 Reboot was conceived in the style of con-
ceptual art, which is still the leading direction of modern artists. In photography, this
style was initiated at the end of the 1950s by German photographers Bernd and Hilla
Becher, a couple who created a powerful school of photo artists, the famous Dussel-
dorf school. A little later, the stylistic similarity of forms and images began to be used
by the outstanding Andy Warhol, whose works still confuse and inspire the younger
generation of artists. For my idea, this style became the best embodiment of the idea
of the end of the whole plot. In my imagination, there are signs-symbols of what re-
mains after a large-scale eruption. Just as science formulates the splitting of matter
into elementary particles, so in this story male and female are turned into small pieces,
but they also have their own gender. | would call such a style — neo-pop art, putting
the meaning of dividing the image to infinity, or rather to pixels — the smallest compo-
nents of digital photography. It was possible to use a huge number of things associ-
ated with male and female signs, but | stopped at the image of two fruits — a banana
and an apple.

To create such pixel “chaos” | used only 2 photos, which | cloned many times and
used different methods of color processing.
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Photo No. 15
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“P.S." of the Photo Art Project

"Erotics in Photography: from Analogue to Digital. PART 2"

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

Image No. 15 editing with
Adobe Photoshop:
Edit exposure, shadow, contrast and saturation.

Settings:
35mm|F4]1S03200|1/135s

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 N215. Photo N215 “P.S." is the final one in the project. It gives
space for reflection and various imaginations, like an epilogue. Yes, my main char-
acter seduced the innocent Graces, their path changed dramatically, and the lives of
unearthly creatures ended... But in the Biblical story, something similar happened and
Adam and Eve turned into mortal sinners.

Where is Eros now? Where is he traveling to? Maybe he's already spying on one of
us? And are his actions and courtship already so obscene? The art of love and seduc-
tion can really become a real art in the life of each of us and inspire a new generation
of artists to create similar projects.

This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
BY
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Myukos, A., 2021. TpuBKui TPOJIHI' TPUKCTEPA:
MmeTagpamarypria OnekcaHapa KopHiidyka.

Kuis: Lyx i nitepa.

Puchkov, A., 2021. Tryvkyi troling trykstera:

metadramaturhiia Oleksandra Korniichuka [Persistent

Trolling of the Trickster: The Metadramaturgy

of Oleksandr Korniichuk]. Kyiv: Dukh i litera.

Mpoxomosum aAkocb MoB3 LleHTpanbHy
panoHHy 6i6nioTeky iMeHi MaBna TYnHM
(Byn. Mutpononuta AHgpes LUentuupb-
Koro, 24), 3 HeabWAKMM 3OMBYBAHHSAM
KOHCTaTyBaNa OLAaTHICTb i LWOWHO Bif-
pecTaBpoBaHoro cacafly, Ha IKOMy 3 pe-
TENbHOK MOBTOPHOBAHICTIO Byno akypaT-
HO BMYpPOBaHO MO3aiuHi MOPTPETU yKpa-
THCbKMX MoeTiB, Npo3aikiB, ApamMaTypriB.
OpHak cepen 6aratopa3oBo [Ay6nboBa-
HMX MOPTPETHUX 300paxeHb |. KoTnspes-
cbkoro, T. LLleBueHka, |. KapneHka-Kaporo,
M. KoutobuHebkoro, |. dpaHka, Jleci Ykpa-
THkK, OcTana BuwHi, |. barpsiHoro, M. Punb-
cbkoro, 0. Onecs, A. Manuiuka, J1. KocTteH-
ko, B.Ctyca i (BianoBigHO A0 iMeHHOro
cTatycy 3aknagy) . TuumHu, He BAanocb
BifWwykaTu Ha dpacagi nonnuust Onek-
caHpgpa KopHinuyyka. Tak, Haye i He 6yno
B icTopil yKpaiHCbKOro HaLioHanbHOro
[epXXaBOTBOPEHHSA LbOr0 HEMepeciyHoro
hisya, a B icTopii yKpaiHCbKOI niTepaty-
pw, TeaTpy, KiHemaTorpadya Takoro MuT-
L, HION 11 He 3aNMWKB BiH Mo cobi aHiAKOT,
rigHol yBaru, LLOHaWMeHLle 4YuTava/rns-
[aya TBOpYOI criafLLnHN.

Take cTaBNeHHS [0 3HAuyLMX MocTa-
Tel KynbTypW, SIKi OMUHSIOTbBCA croyvaT-

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

Ky «B L€HTpi CBITOBYL0BU» OJ1S1 OesKUX
npefcTaBHUKIB BiTYUM3HSIHOI, ckasaTu 6,
«...3HaBYOI» [OYMKM, a HEBLOB3i MoTpa-
NNAKTb Y LlapuHy iX Xe Mano He ocka-
XEHINIOro TPOiHI'Y, He AMBYE — cKopil
BKOTPe AEMOHCTpye raHebHy i BOAHO-
yac 3rybHy, 6a3oBaHy Ha iHCTUHKTI ca-
Mo36epexeHHs Tpaguuito (NpUHaNMHI
[efAKol 4YacTUHKM yKpalHCbKOI nceBAo-
LOCNifHULbKOT OYMKW) 3apagu Heabu-
AIKOF0 BJIACHOIO X CaMOCTBEPXEHHS
M kap'epobynyBaHHA IK COTBOPATU Ky-
MUPpIB, TaK i HelWaaHo (3HOBY 3a4sis CBO-
€i X Burogu) pynHyeatu ix. Hikyau i goci,
Ha Xasb, He nopinacb i 6aHanbHa 3a3-
IpicTb (YopHa/6ina — Ha BUBIp) «ToBapu-
WiB MO Lexy» [0 YYXOro TanaHTy, ycrixy,
L0 YacoM BWIMBAETbCA (3a CNpUATIN-
BWX YMOB [/ 3a3[PICHUKIB) ¥ HULLIB-
He pO3BIHYYBaHHS, a TO W KOJIEKTUBHE
«BWUFHaHHSA» 3i CNifIbHOTK, NpodeciT i wo-
Hauripwe — KpaiHu. JlocTaTHbO 3rafaTtu
xoya 6 sk y nepebynoByi yacu Ha V Mne-
HyMi cninku KiHemaTorpadicTis (1986)
Toni we CPCP chakTuUyHO 3aubKyBanu
" 3aTaBpyBann MaWCTPIB CBITOBOro piB-
HSl, binbMK skux 6aratopa3oBo 6ynu ni-
Jepamu npokaTy (a 0TXXe HanoBHIOBaNM
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nepxaBHuin 6rogxeT) — C. boHpapyyka,
J1. KynigxaHoBa, C. POCTOLbKOro, 3BUHY-
BaTMBLUM iX y Bcix 6igax TOHy4yoro pa-
OSIHCbKOro KiHokopabnsi. lNepenano Ha
ropixv fIK Bif Koner-sasfgpicHWKIB, Tak
i Bif, pisHOro WTHUOY «3HaBLiB» 1 yKpaiH-
CbKOMY pexucepy, negarory, TeOpeTuKy,
rpomMagcbkomy aisvy Tumodoito JleBuyKy.
MMoBIpHO, MUTLEBI cTanocs He nepe-
JIMBKM TOMY, LLLO He BCIiM KiHO- | TeaTpos-
HaBLAM [0 Brnofobu 6yno Te, AK Y CYMHi
yacu ManokapTuHHA 1946-1953 pp. 3a-
kapbyBaB BiH (a pakTU4YHO BUTAryBaB
Koner-kKiHemaTtorpadicTiB i3 MOPOKY TO-
TaNlbHOTO MNicNABOEHHOrO 6e3pobiTTs)
i ONA HawapkiB-rnagadie, i poaa  Man-
OyTHIX [OCNiOHMKIB TeaTpy BM3HAYHUX
MaNcTpiB yKpaiHCbKOI cueHn y diflbMax-
cnekTaknsax 3a n'ecamu O. KopHindyka —
«B cTenax YkpaiHu», «KanuHoBMIK ran»
(O. MintoTeHka, 0. LLlymcbkoro, M. HaTKo,
M. YxBin, B. Yanky, M. flkoB4yeHka, B. [o-
6poBonbebkoro, H. KonepxuHcebky, O. Ky-
CEHKO) — 3aBXAu AK MiHIMyM [OuvByBa-
nacb TeaTpo3HaBLSAM, L0 CTBOPOOTh
HayKOBi TEKCTM, «aHanisyloum» i BUCTa-
BY, | peXucepcbko-akTOPCbKY TBOPYICTb,
AKMX HIKONM He Gaunnu, ane ix OUBUANCH
6araTo XTo [0 HWX i LLOCb NPO Lie N1casm.
MoxnuBo, T. JleBuyka KNuHUIN TOMY, LLO
CTBOPUB KyNbTOBWUI inbM «[lyma npo
KoBnaka», ge mMeratanaHoButun K.Cte-
MaHKOB, HapeLLTi 3irpaB OfHy 3 CBOIX Kpa-
LLLMX FOJIOBHUX POJieR; 3aknaB nifgBanvHu
n Garato pokiB Mocnifib 04osOBaB Ta
pos3bynoByBaB HaljioHanbHy chifiky KiHe-
mMaTorpadicTiB Ykpainu, wo byna giesoto
" BNAMBOBOK NPOECiHO CMiNIbHOTOD
(Tox He mapeMHo Gapesibed i3 oro 30-
OpaxeHHsIM po3MmilleHo Ha dhacapi cTo-
JIMYHoro byauHKy KiHO), Bif, IKOT HUHI Nn-
lwunacb xiba Wwo XantorigHa pyiHa, a we
MyZpo cTosiB 6insi BUTOKIB Hapasi eanHO-
ro B YKpaiHi aBTOPUMTETHOrO MiXHapong-
Horo kiHodbecTuBanto «<MonogicTb».
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Ha Tni Takux HEBTILWHO-XOPCTKUX PO3-
MucniB doyHaamMeHTanbHa npaus AHgpis
MyykoBa «TPUBKWUI TPOJIHI' TpUKCTepa:
MeTagpamartypria OnekcaHgpa KopHin-
yyka» BpaXae He nuLle LUIMPOKOOXOMJI-
FOYMM PO3MaxoM | FMbuHor pochnifa-
HULbKOI OYMKM, @ 1, WO AyXe Bax/UBO,
YSIBASIETbCA  HAA3BMYANHO  BYACHUM,
BOANUM i fOCTYMHUM B OMaHyBaHHi Opu-
riHaNIbHUM MIZPYYHUKOM YN TO MPUHANM-
Hi MOTYXHUM METOAMYHUM MOCIGHUKOM
(nepepoBciM [j1si BUEHUX) TOrO, IK came
cnifg  MocnifoBHO-peTeNlbHO  BUBYATU
M BignoBifanbHO, TBEPE30-MOLIYKOBO
CTaBWUTMCb Ta aHanidyBaTu XUTTS, TBOP-
yicTb, 6araToMaHITHY AisiNbHICTb Hene-
peciyHoi OCOBMCTOCTI, TanaHoBUTOI
B ycix il nposiBax, wo06u 4yecHo 3400y-
TV NpaBoO, a TOJIOBHO, MaTu Heabusiky
30aTHICTb | BIPaBHICTb POBUTKU He nuLe
06'eKTUBHI, a We 1 LikaBi, B YOMYCb Npwu-
rofIOMLUNMBI  BUCHOBKM-MOpaan cy4vac-
HMM MWTLSIM, HayKOBLSAM, LepXaBHUM
i rpomMagcbkum pisyam. Came Takui
nigxin aBTopa OO npeameta n o6'ekta
JOCJOXEHHS YMOXJIMBMB MOSAIBY MO-
Horpadoii, yHikanbHOT Yy CBOIW Harasnb-
Hi 3HAuywW,oCTi 1 GaraTorpaHHOCTI, L0
3 Kpaw,oro 60Ky penpeseHTye BiTUU3HSA-
HY MUCTELTBO3HABYYy HayKy i € Mo cyTi
CBOEPIOHOO Lie N KoMMakTHot 6ara-
TOBEKTOPHOI eHuuKIlonefieto 3 icTopil
OEePXaBHOCTI Ta KynbTypu YKpaiHu, cyc-
NiNbCTBO- | HApOAO3HABCTBA, 3 icTOpIl
apXxiTekTypu, CKynbnTypu, My3uUKH, yKpa-
THCbKOT niTepatypu (1, 30Kpema, apama-
Typrii), TeaTpy, cueHorpadii, KiHomucTe-
LTBa, PeXNCYPMU, CLLEHAPHOT 1 aKTOPCbKOT
MalcTepHoCTi, a we dinocodil, eTuky,
ecTeTuku, ncuxosiorii (3ocibHa, ncuxo-
JIoTii TBOPYOCTI).

BusiBnsitoun HenpuxoBaHWUM iHTepec K
[0 XWTTS, Tak i O TBOpPYOro 6yTTs MUT-
us, AHgpin y4ykoB He nuwe 3[4iNCHUB
TUTaHIYHY NMOLIYKOBY Po6OTY 3 BE/IMKOHD

MorpebHsk, [T AHTUPEXMCYpa KIHONEPETBOPEHHS K TPVBKaA NepPenoHa
eKpaHHoI aflanTallil MeTaapamMatyprii Onexkcanapa KopHindyka
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noearoto 3i6paBLUN MO KPUXTax NMOPTPeT
yHikanbHol nocTati OnekcaHgpa KopHin-
yyka, ane N CNpOMIrcs, CnMparunchb Ha
OpamaTtunyHi chakTu biorpadii mancTpa i
TpariyHi dakT¥ MUHYBLUMHU HaLol Kpai-
HY, NpPe3eHTyBaTH LUMPOKE, NUCaHe po3-
FOHUCTUMM Ma3KaMW MOJIOTHO ICTOpM-
KO-MONMITUYHNX N COoLliaNIbHO-KYNbTYPHUX
peanin Ykpainn 1920-x — 1970-x pp. 6e3
rnmbokoro, 6araTo B YOMy HOBOrO, aB-
TOPCbKOro T/lyMayeHHs KOTPUX YMTaueBi
aX HisiKk He YCBIgOMUTM 3HAYYLLLOCTi 0COo-
6MCTOCTI, Ha pyKax KOTpOI «kHEMa€e KPOBi,
CTyKauTBa», a JIMLL «40rMoMora TUM, KoMy
BiH BBaXkaB 3a MOXJIMBE AornomMaratu,
ocobucTocTi, KOTpin QgoBesiocb i BAa-
JIOCb «PO3POITUCL» (OymMaTh ojliHe, Ka3a-
TU OpYyre, BUMHATM MO-TPETLOMY), LW06m
BVXXMTU, TBOPUTU, 0BEPEXHO | BOJHOYAC
piwy4ye LiATK B iHTepecax yKpalHCbKOI
KynbTypy, a e, K BUSBNSIETbCS, He3a-
NEeXHOT NpoeBpONencbkoi YkpaiHu!

BMmino 1 noBoni CMinMBO BUKOPUCTOBY-
toun 6apBUCTY NaniTpy yKpalHCbKOi MOBY,
LOCNiAHWK TBOPUTb OUHAMIYHUIA TeKCT
(e uM He KOXHe BUMECTyBaHe aBTOp-
CbKWM NepoM CJI0BO, BUCiB, hpasa «cno-
BOBUMPOMIHIOIOTb», BUKJIMKAOTb 3axo-
NSIeHHS, 6axaHHsA «CMaKyBaTWU», 3ano3u-
yyBaTu, UMTyBaTH) i 30CepeaXye CBOH
M unTaubKy yBary Ha pisHux cdoepax
nivcHo nnigHoi pisnbHocTi O. KopHinuy-
Ka — HeopAMHApPHOro AepXXaBHOro Ais-
Ya, 3anoB3AIT/IMBOrO YKPAIHCbKOro KO-
Mepiorpada, Wo «CTBOPMB YKpPaiHCbKY
KoMegito XX cToniTTs nocepep, 3Bipsyoi
cepvosHocTi odiuiiHoro coujianiamy»
(Myukos, 2021, c. 593), BUCOKOOCBIYe-
HOI M BMCOKOMOPAJIbHOI JIIOLMHK, fiKa
i He morna BciMm nogob6atucs. Mpu Lbomy
ocobnMBuUiA IHTEpec AJ1si MeHe 0cobuCcTo
CTaHOBUTb BUCBITNEHHA BYEHUM Harpa-
LtoBaHb MalcTpa y cdepi KiHemaTorpa-
da, Wwo BnepLue came B TakoMy doopmari
npeacTaBieHo, MPUMIPOM, | Yy 4YuMarnin
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dinbmorpadii. Agxe He JapeMHo Lupe
3axornyieHHa 1 BogHoyvac rnunboki 6a Ha-
BiTb MMOUHHI 3HaHHS O.[lyykoBUM Ki-
HOMWCTeLTBaA BWIMBAKOTHCS, 30KPEMA,
M B NpucBATY KHUrn JleoHigy Fanpato,
AKUN, cka3aTu 6, CMOHyKaB «BYEHOrO
6aunTu CBIT B afieKBaTHi popMmi — rpo-
TECKHil», a We, MMOBIPHO, B IPOHIYHY Lji-
KaBWHY TOro, o KUIBCbKWUIA IHCTUTYT Ha-
pOZHOI OCBITU, B AKOMY MOTaNaHWo Ha-
ByaTucb O. KopHinuykoBi, B abpeBiaTypi,
30CibHa, HasmBaBcA Wwe i Ak KIHO.

Y pisHoro wTuby cUCTEMHUX [OCHi-
IXKEHHSX 3 icTopil yKpalHCbKOro KiHema-
Torpada (0AHOOCIGHMX UM TO KONEKTUB-
HKX), ny6nikoBaHMX sIK 3a pagsHCbKOT
000K, TaK | B OCTaHHI OecaTuniTTs, iM'a
0. KopHinuyka, 6e3nepeyHo, dirypysarsno
i K pegakTopa Opecbkoi Ta KuiBcbKoi
CTyAin, i 5K cueHapucTa. [poTe aHanisy-
Banucb NepeBaxHo QilbMyu, CTBOPEHI 3a
MoTuBamMu noro n'ec («borgaH Xmenb-
HULbKKIW», «[lapTudaHu B cTenax Ykpai-
HW» |. CaBYeHKa, «dpoHT» I i C. Bacunbe-
BUX, «3arnbenb eckagpu» B. [loBraHs Ta
iH.), BU3Hayanoch X MicLe i posb y XaH-
POBIN NaniTpi HaLioHanNbHOro KiHO, 3Ha-
YyLWICTb YM TO, HaBMaKW, MepeciyHiCTb
B XPOHiL,i po3BUTKY KiHOMUCTeLTBa 3ara-
JIOM | pexucepcbKo-aKTopcbKoro chaxy
30kpeMa. Tofi AK KiHOCTpiykuM, cTBOpe-
Hi 3a MOro opuriHanbHUMK CLieHapisiMu,
3ragyBanucb cyTo iHcpopmauitHo, npw-
MipoM, «OcTaHHi nopT» (abo «3arnbenb
eckagpw») y pexucypi A. Kopgroma. 30-
Kpema, y 2-My ToMi «lcTopil ykpaiHCbKO-
ro kiHo» 2016 poky (aBTOpCbKOro Ko-
nektuy IM®E imeHi M. T. Punbcbkoro)
3rafyeTbCs, WO B OCHOBY (hinbMy «Byno
noknageHo n'ecy "3arnbenb eckagpu”
OnekcaHpgpa KopHinuyka, sika mi3Hiwe,
y Yacu CPCP, picTtana paHr KiacuyHoi»
(Tpumbauy, 2016, c. 56). OgHak A. MydkoBy
BOAETHCS BifLWYyKaTN apXiBHi [OKYMEHTH
1 3'AcyBaTy, LLLO HA MOMEHT NoYaTKy Npo-
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OyKyBaHHA KapTuHu (1934), A. Kopatom
okpeMo 1 6e3ycnillHO cuiyBaBCS CTBO-
pUTU cueHapii LWoA[0 TpariyHux no-
nin 3arnbeni YopHoMopcbKoi eckappw,
a 0. KopHiiuyk 6inbll HiX gBa poKuW nu-
CaB Ha Ty X TeMy n'ecy (L0 MOKM LLO Hi-
KOMY He 3aBOpOHEHO), iKa B OCTaTOYHIN
penakuii 3'sBuMnacb yxe nicns BUXoLy
c¢inbMy, CTBOpeHOro y cniBaBTOPCTBI
Ha3BaHWUX MUTLIB 3a OpUriHa/lbHUM CLie-
HapieM, Tofi fIK Ha cuUeHi TeaTpy iMeHi
IBaHa ®paHka n'eca y pexucypi I Opu
Oyna nocTaB/ieHa TaKoX MisHiLue.

B pasu MeHwe yBaru pocnigHuKamu
icTopil ykpaiHCbKOro KiHOMUCTeLTBa
npuainanock dinbMaM-CrekTakIsaM 3a
ApamMaTuyHumn TBopamu 0. KopHinuyka.
Cnip ckasaTy, Wo i y BiTYM3HSHINW, | B 3a-
pybixXHin TeaTpo- i KiHO3HaBYIN AyMLUi
CTaBNIEHHAA [0 XaHpy iNbMy-BUCTaBM
(AK ekpaHizauil crnekTakmnto, nocTase-
HOro Ha cueHi neBHoro TeaTpy) GinbLu
HiX cTpuMaHe, AK6U He ckasaTu 3HeBaX-
nuBe, 60 X, Ha AYMKY «daxiBLiB» 3 OLliH-
KM rnsnaubknx cMakiB Ta iHTepeciB, oc-
TaHHIM MPOMOHYETbCA Takui cobi yce-
pefHEeHUA MUCTELbKUIA NPOAYKT — BXe
HibM | He BUCTaBa, ane " e He 30BCiM
dinbM. Topi Ak i KiHemMaTorpacdpictamy,
i TenieBisiMHUKaMKM Yy CTBOPEHHI inbMiB-
CMeKTaK/iB aKTUBHO BUKOPUCTOBYHTb-
csl 3acobu aypioBisyaslbHUX MUCTELTB:
KafpyBaHHS, MOHTaX, MacluiTabyBaHHS,
NaBiNibMOHHI Ta HaTypHi 3WOMKMW, OMHa-
Mika Kamepu, Lo Hagae ™M neBHOI He-
3anexHoCTi Bif TeaTpanbHux dopm. LLo
BXe M KasaTu npo Te, Wwo noraHo/nobpe
3akapboBaHi Ha Bi3yasibHUI HOCIM nocTa-
HOBKM NPOBIAHUX YKpaiHCbKMX TeaTpis
1950-1980-x pokiB 3a y4yacTo KopudeiB
BITUM3HSHOI cLeHu 36epernu, nonpu Ha-
nafaku NpuUxuibHUKIB «Teopii» — TEATPY
TEATPOBE a6o METb TEATPAJIbLLUNHY
3 KIHA! ykpaiHCbKY LIKONY TeaTpasibHOro
MUCTeLTBa B nepiof il pO3KBITY.

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

2022 - 5(2) » €.264-271

AHpgpii yykoB HaBMWUCHe He MpOBO-
OUTb Y CBOEMY LOCHIAXKEHHI rpaHi Mix
dinbMamn i dinbMaMu-BucTaBamMmn 3a
n'‘ecaMnm MUTUS, a LWe KiHOCTpiykamy,
CTBOPEHMMMU 32 OpUriHaNIbBHUMU CLeHapi-
AMU. BueHUn cTaBUTb iHLLI LLiNi 1 3aBOaH-
HSi: MoOKasaTu uuTaudeBi M KiHornmsgave-
Bi PO3YMHOro, CMinMBOro W BoOJHOYac
XxuTporo, obepexHoro, aHTacTUYHOT
npauesfaTHOCTi TalaHOBUTOMO MWTLSI-
NFOAUVHY, CIPOMOXHOIo cTBOptoBaTy (pu-
3MKylOUM BTpaTUTM cBobony um To Bak
BJlAaCHe XWUTTA) SKiCHi, nepeBipeHi yva-
coM (a OTXe, 3 UMcCna «[OBrOXUTENIB»),
3aliMaB i nepefoBCIM r/194a4eBi npama-
TYPriyHi TBOPY 1 cLeHapii, B KX [O3BO-
naTume cobi BUMHOK! CMiATUCH 3 iMeHi
OMKTaTopa, 3HywaTucb «3 Linoi Binb-
LWOBULbKOI cTpaTerii» 1N HanosernaMeo
TOHKO BUKOPUCTOBYIOUM 3MITHUIA rymop,
npoayKyBaTW TBOPM, CMOBHeEHI nonicdo-
HiT CMUCNIB, [ie KOXEH 3MOXe BiJHanTu
«MPUEMHE NOMY 3BYYaHHS: | BalLUM, i Ha-
UMM, | XUBUM, | HEHAPOOKEHUMD,

Posrnapatoumn gisnbHicTb O. KopHinuyka
AK OYiNIbHMKA tOHaLbKoro cektopy Kuis-
CbKOT CTYAil, JoCNigHMK 3BepTae ocobnu-
BY yBary Ha WOro HamaraHHsi Bubypnysa-
TW cTpaTerito BfacHoro 6ayeHHs «hopm
CTaHOBJIEHHS yKpaiHCbKOro KiHemaTo-
rpacpba nicna npuHATTS 1929 poky nep-
LLIOro TEMaTMUYHOrO NniaHy diibMyBaHHS»
(Myukos, 2021, c. 189). Bpaxae Tow dakT,
wo npobnemu, KOTpi, Ha MepPeKOHaHHSA
e 30BCiM Monoporo 26-niTHbOro pe-
JaKTopa, 3aBaxanu po3BMBaTUCb yKpa-
THCbKOMY KiHemMaTorpacpy Mmaixe 100
pOKiB TOMY W gOHMHi 6araTto B YOMy 3a-
JMWINAUCE HE3MIHHUMM, HEBUPILLEHUMM,
30cCibHa: BigCYTHICTb KOHconigaLii KiHo-
MUTLIB Y Bifo6paXeHHi ABUL, LiNCHOCTI;
HU3bKWUN TEOPETUYHMI piBeHb i KycTap-
HALTBO B PEeXWCEPCbKUX MeTofax po-
60TU; KagpOBUI «ronof» y CLLeHapHOMY
uexy m BogHo4ac BifCYTHICTb MiaHOBOI
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NigroToBKM KiHOKaApiB (amXe HUHI Ki-
Horanysb B YKpaiHi, Ha Xasb, OnMHUIach
nepen pakToM «nepeBnMpobHULTBa» da-
XiBLIiB OeAKUX cneianisalii cnewianb-
HocTi 021 «AypioBisyanbHe MMUCTeELTBO
i BUPOOHUUTBO»); He3daTHICTb npep-
CTaBHUWKIB CLIEHapHOro W pexmucepcbKo-
ro uexiB Big4yyBaTu NoTpedu, siki BUCyBae
XWUTTS, rMsgaubka ayautopis, a npocTi-
e — «TpUMaTy Hoca 3a BiTPOM»; Marso
He xBopo6nuBa notpeba pexucepiB He
NTN 3a aBTOPOM, a HewapHo «BopoTu-
csi» 3i cueHapieM, gymaTu 3a pgpama-
Typra, «MignpaBAsSTU 3af4yM, CHOXeT,
XapakTepu», 3aMicTb Toro, wobu Bif-
KpuBaTU MiATEKCT i BECTMU MOLUYKU PEXMI-
cepcbkux  306paxanibHO-BUpaxasbHUX
3acobis!

LLInpo nparHyun gemicposnorisyBaTtu no-
ctatb O. KopHinuyka sik Takoro cobi ge-
MOHIYHOIO BJTAAHOrO NMPUXBOCHS, aBTOP
peTenbHO 1 BNpaBHO aHasi3ye colianbHO-
NoniTUYHI 06CTaBMHU W UYMHHUKK, Ge3
3HaHHSA KOTPUX He BapTo 06'€KTUBHO
cnpunMaTK 1 ouiHoBaTK diflbMuy, CTBO-
peHi 3a cueHapisMu MaKlcTpa, Hagine-
HOro, Ha BigMiHY BiJ OesIKUX «COpaTHU-
KiB M0 Mepy», rOCTPOTO iHTYiLiet0. Tak,
NPUMIpoOM, CTpiuKy «[IpMeEMHOro aneTu-
Ty» y pexucypi X. LLimaiHa (cueHapin akoil
6yno cTBopeHo 3a n'ecoto 0. KopHinyyka
«dioneToBa WyKa») He nasB xida Lo fi-
HUBUI abo 3aHagTO Aanekuhi Bif KiHO
3HaBeLb, 3BUHYBauyylouM, Hacamnepen
JpamMaTypra B KOH'FOHKTYPHOCTI N Lu-
HiYHOMY iIrHOpPYBaHHI Y/ TO HABMUCHOMY
6axaHHi 3n0BTiWATUCA 3 NWLIEHb Maii-
OyTHbOI Tparegii lonogomopy B YkpaiHi
1932-1933 pokiB. Tox rnnboko W yce-
6i4yHO, ckaszaTu 6, MOKPOKOBO, [OCHif-
XYHUM iCTOPItO CTBOPEHHSA KiIHOKapTUHK,
AHppin Myykos (2021, c. 177) goxoanTb
CNYLUHUX BMCHOBKIB: He3BaXxaruu Ha Te
W0 KiHO (BUPOBHMLTBO KOTPOrO TPMBAE
yMMano vacy — 6;M3bKo poky!) «BUALLIIO
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B camuii posnan [onofoMopy — B3UMKY
1933 poKy — BMHM aHi KopHiuyka, aHi
LLImaiHa, aHi OpecbKoi KiHOCTygil He-
Mae: napTisi | ypag He CTaBUIM TBOPUUX
nofei 0o BioMa Mpo CBOI HENMACHKI
nnaHu». B KOHTEKCTi CKa3aHOro AUBHUM
ysiBAseTbCcA ToM pakT, wo OnekcaHgpa
JoBXeHKka AIKOCb He Hamaraaucb 3BU-
HyBauyyBaTW B TOMY, L0 KOH'HOHKTYPHUI
dinbM «3eMnsi» UinecnpssMoBaHo 3'siB-
NAETbCA Ha PafsAHCbKUX W 3apybiKXHMX
eKpaHax fikpas y po3naJsn KoJsieKTuBisauii
(a no cyTi y yacu KpUBABOrO HULLEHHSA
YCTOIB YKpPalHCbLKOro cena, CensiHCTBa,
Hauil), ypounucTy ofy KOTpi pexucep,
WMPO BipsYM N nigTpuMyroum 6GinbLuo-
BULbKY NapTito i IT aHTUNOACbKI BEKTOPYU
[lep>XaBOTBOPEHHS, MaCTEPHO «CMiBae»
KiHemaTorpadpiyHumm 3acobamm  noe-
TUYHOrO couianicTUYHOro peaniamy, Lo-
npaBga Ha piBHi 6iofioriamy.

JliHis TBOpYOro M XUTTEBOro NPOTH-
CcTosiHHA KopHinyyk—[oBXeHKo noTpa-
nysie B LapuHy [OCNIOHULBKUX iHTepeciB
A. lNyukoBa.

MpoTe BYEHUI, HEe 3YMUHSIIOYUCH Ta HaB-
MUCHO He CMaKyluM 3arasbHoBifoMe
y CTOCYHKax BifMoBigHO [0 Ha3BaHWX
BUlle MpisBULL, —  «JlaKyBaslbHUKa-
Kap'epucTa» i «reHis», 30cibHa, 3ocepe-
OXY€eTbCA Ha «nepeaBoeHHOMY — 1940-ro
i BOEHHOMY — 1944-ro» pokiB enizofax.
HaykoBeLb CnyLHO CTaBUTb pUTOpPUYHE
3anuTaHHA: YoMy Npo BiABepTi pociii-
CbKOMOBHI KiHoariTkn 1940-ro poky «by-
KOBMHa — 3eMJsl yKpauHckasi» Ta «OcBo-
ooxnaeHne» (YyKpauHCKUX U 6enopyccKkux
3emernb OT rHeTa MoJIbCKMX NaHOB U BOC-
coeflvHeHNe HaponoB-6paTbeB B egu-
HYIO CEMbI) pexucepa-opaeHoHoCLSA
0. [loBxeHKa (SK 3a3Ha4aeTbCs y TUTpaX),
KOTPWUIA pasoM i3 3acCiyXeHOoK apTUCT-
Kol pecny6niku (3HOBY X 3 TUTPIB)
t0. ConHueBoto 6e3 [OKOpIB COBICTI «OC-
niBye npuHagu papsHcbKol BRafgu Ha
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3axigHin YkpaiHi, NopiBHIOKOYM i3 Xaxamu
PYMYHCbKOro sipMa y nepluomMy dinbmi
M NoNbCbKoro sipMa y apyromy dinbMi»
(Myukos, 2021, c. 361), a we 3a BUCIIOB-
neHHaMm camoro O. [loBXeHKa «aenaeT
KapTUHbl O HOBOM COLYesioBeKe... "npu-
lWMBaeT" eMy Te Maeun, TOT XxapakTep, KO-
Topbl HaM KkaxeTcs nydwwmm» (Mepe-
nik OokymeHTiB [LepxaBHoro apxisy Cb
Ykpaiuu, 2005, c. 113) mocnigHuku um To
He 3rafyoTb, U4 X TO MpUragyroTb COpo-
M'I3IMBO 1 MUMOXiTb? Mpn LboMy TBOPYU
0. KopHinyyka Lboro x nepiogy v 6inbLu
Ni3HbOro, KOTPOMY, fIK i Oro Bi3aBi, foBe-
Nocb BOATUCH [0 PATIBHOI MIMIKPIT, HUHI
UM He B TPeHAi TaBpyBaTW raHb60t0. AB-
TOp MoHorpadii pe3oHHO 3anuTye: YoMy
BflacHe CTaTW NPUABOPHUM PEXUCEPOM,
WO O3Havano — BMXWUTKM, ByNo BUMYLLE-
Hoto Hopmoto ansi O. [loBxeHKa i Masno He
MOpasbHUM 3JI04YMHOM, FaHEBHOO Yro 100
i3 coBicTto gnsi O. KopHinyyka?

AHppin TyykoB, MULIYYM NPO CMINUBY
nroanHy — 0. KopHiyyka — 1 caM pobuTb
BeSIbMU CMiNIMBI, MOBUTU 6, peBOSIOLiIHO-
LIOKYOYi BUCHOBKM (LLO BUKIJIMKAE He-
abusky noary), BBaxkarouu, WO, KOJM
1944 poky paneko He KpulTaneso-
MopasbHOI NpuHUMnoBocTi OnekcaHapy
MeTpoBMYY «HE BUCTAYUIO PO3YMIHHS,
AK cnig 6yayBaTtM cueHapin "YkpaiHa
B BorHi" [a Taka HeoBayHa MUCbMeH-
HMLbKa HEBMPaBHICTb BapTyBana MUT-
ueBi i BMBef#eHHs 3i cknagy Komitety
no CTaniHcbkux npemisix, i Bcecnos'siH-
CbKOr0 KOMITeTY Ta iH. — yToyHeHHA I 1],
TO Lie BXe MOoro BfacHa MeHTasnbHa Baga:
O. KopHiituyKy BMCTauuno TOro camoro

CMUCOK NMOCUNAHb
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PO3yMiHHSl, abu BKNacTU HaWrocTpilli
CMOCTEPEXEHHS B YCTa HEraTUBHUX Mnep-
coHaxiB, B O. [loBXeHKa — He BUCTa4u-
510: NepenboT—HenonboT» (Myukos, 2021,
c. 362). Kpim Toro, gocnigHuK npunyckae,
o HeratuBHe cTaBneHHs O. [loBxeHka
o O. KopHinuyka BUNMBaEeTLCS 'y TBOP-
i noTeHuil KiHeMaTorpadicTta, npoTe (Ha
Xanb uu Ha wacTta?) HeBpani. «4u He
KopHinyyka, — nuwe A.yykoB, — BuUBe-
ne JoBxeHko B n'eci "Hawapku 3arno-
poxuis" (dpamMaTuyHa noema CTONITb)
(1950-Ti) y nocTaTi nucbMeHHMKa |BaHa
Bepewaka, 37 pokiB caMOBMEBHEHOr0O
NakyBaJibHUKa AifcHOCTI | Bepxornaga
3 HaxXWIOM naTeTuKM i kap'epuamy? Mo-
XHa NnuLle 3gorajyBaTucs, afgxe OOBXe-
HKoBa M'eca Maso nobyBana Ha CLeHi
7 Marke Heigoma» (Mydkos, 2021, c. 365).

Jocnigxyoun LisnbHICTb  BU3HAYHOMO
yKpaiHcbkoro gpamatypra XX cT. B KiHO
(cueHapHuii [OPOBOK KOTPOro CKMaB Tpu
HaraTocTopiHkoBi Tomu), A. [Myukos (2021)
YMOXJIMBIIFOE PO3YMIHHS TiET Baromoi npu-
YMHW, YOMY BRacHe O6MCKy4Ye MNMUCbMEH-
HULIbKe 3HapsLas NPOEBPONENCHKOI i Npo-
yKpaiHcbkoi MeTagpamartyprii 0. KopHin-
yyKa, KOTPOMY YU He LLLOAHS «LO0BOAMIIOCH
obupaTM MiX CRYXIHHAM | TBOpYICTHO»
(c. 592) noBHOK Mipoto He Byno nouiHoBa-
HO N BMKOPMUCTAHO KiHemaTorpadyictamu,
a BiH, 3JaeTbcs, i caM He 0cobnMBO Haro-
nsAraB — 6amckyda cpinirpaHHicTb, Hesane-
peyHa [OCKOHanicTb, LOBEPLUEHICTb MOro
TEKCTOBMX TBOPiHb, 3 YUM TaK Mnontobns-
I0Tb HewagHo «6opoTuckb» pexucepu, 60
X CLeHapin, Ha BigMiHy Bif N'ecy, Ha Xanb,
He € HEeMOPYLLUHUM MNigr'pyHTAM dinbmy.

Mepenik nokymeHTiB [epxaBHoro apxiBsy Cb YkpaiHu npo xuTTa i gisnbHicTb O. [loBXeHKa,

2005. Kino-Kono, 25, c.110-135.

Myukos, A., 2021. TpuBkuii TposiHI' TpukcTepa: MeTagpamartyprisi OnekcaHapa KopHindyka.
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