BicHWK KUIBCEKOrO HaLlIOHANBHOMO YHIBEPCUTETY KYNbTYPU | MUCTELITB.
Cepist: AynioBigyanbHe MUCTELITBO | BUPOOHULITBO 2026-9(1) - c.50-63

DOI: 10.31866/2617-2674.9.1.2026.361852
UDC 791.221/.228:791.633

METHODOLOGICAL SPECIFICITY OF USING SOLO SCENES
AS A DIRECTOR'S TOOL FOR CHARACTER NARRATION IN FICTION FILM

Svitlana Kotliar'?, Yehor Harmash??

TAssociate Professor, Honored Art Worker of Ukraine;

e-mail: ilanit1925@gmail.com; ORCID: 0000-0002-4855-8172
2Master of Audiovisual Art and Production;

e-mail: yehorharmash@gmail.com; ORCID: 0009-0007-4255-078X
aKyiv National University of Culture and Arts, Kyiv, Ukraine

Keywords:

solo scene;

feature film;
character-centric film;
feature film directing;
character in film;
director's toolkit

For citation:

Abstract

The purpose of this research is to determine the specificity of the
director's use of the solo scene as a dramaturgical element in constructing
character and subtext in fiction film; to ground the classification of this
technique as a component of director's methodology; to differentiate
between the concepts of “solo scene” and “interstitial scene” in the context
of the narrative development in audiovisual works. Research methodology.
The study employs the following methods: theoretical analysis (to review
source materials on the chosen topic), terminological method (to define
the key concepts of “solo scene” and “interstitial scene” within the scope
of the research), comparative method (to illustrate differences in the use of
dramaturgical tools in selected audiovisual and literary works), hypothetical
method (to identify directorial instruments for narrating character through
solo scenes), generalisation (to formulate conclusions). Scientific novelty. For
the first time, specific narrative techniques used to construct character and
subtext within solo scenes are identified. The manifestations of the protagonist
in scenes of solitude are studied not as an aspect of the actor's work alone
but as a meaningful director's statement, where the director serves as the
carrier of the film's conceptual message. Conclusions. This study reveals
the functional and dramaturgical differences between interstitial scenes and
solo scenes within audiovisual works. It is shown that solo scenes, despite
being written into the script and largely dependent on performance, function
as a director's tool for narrating character. Based on examples from character-
driven narrative films, this research identifies concrete means of expressing
subtext through solo scenes: the character's solitary action, their existence
within space, habit, point of view and atmospheric contrast.
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Statement of the problem

The creation and development of
a character in feature film has long been
a subject of interest within the interna-
tional academic community, yet it has
only recently begun to receive attention
in Ukrainian academic discourse. Today,
the dramaturgical technique of the solo
scene is not widely employed in national
filmmaking, as such moments are often
categorised as "interstitial" and consid-
ered insignificant to the narrative. As
a result, the potential of scenes in which
the character is alone remains underuti-
lized, leading to the frequent production
of films featuring conventional, mask-
like characters lacking personal traits,
psychological depth, and credible hu-
man complexity, thereby narrowing the
range of meanings the authors embody
in their works.

One of the key means of approaching
a holistic understanding of character
is observing their behaviour both with-
in social environment and alone. While
instances of the first type are common
in cinema (as the character's interac-
tions drive the narrative forward), mo-
ments of solitude are often overlooked,
depriving the viewer of the opportunity
to compare the character's behaviour-
al patterns across different contexts.
However, solo scenes can provide such
insight.

For directors seeking to integrate soli-
tary moments into the broader narration
of character, it is essential to understand
their functions and specific applications
within the audiovisual form. Such a ne-
cessity defines the relevance of the pres-
ent study, whose results may be of prac-
tical value to authors of character-driven
narrative films.
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Recent research
and publications analysis

A distinct definition of the concept of
the character-driven film and its differ-
ences from the plot-driven film, as well as
the fundamental principles of construct-
ing such narratives, was formulated by
A. Horton (1994) in the work "Writing the
character-centered screenplay”.

Building upon A. Horton's research,
A. Khimich (2024) examined the phenom-
enon of subtext in fiction film and direc-
torial techniques for its creation, and also
introduced the term “solo scene" into
Ukrainian academic discourse.

I. Gavran and V. Dombrovska (2019) ex-
plored unique human behaviour and em-
bodiment as a tool for an actor to conduct
a psychological analysis of their role. The
character's on-screen costumes were
researched by O. Bezruchko, I. Gavran,
N. Korablova, S. Oborska and H. Chmil
(2024a); the sets of the audiovisual work
were researched by O. Bezruchko, G. Po-
grebniak, N. Korablova, S. Oborska and
H. Chmil (2024b).

The principle of conflict and plot density
in narrative, discussed by R. Shyrman and
D. Berdnikov (2022), is complemented by
the diametrically opposing view of V. Vit-
riv (2024), who in his article considers
dedramatisation as a key author's meth-
od for interpreting events and revealing
character in film.

The multi-level communicative function
of film from a semiotic perspective was
examined by R. Barthes (1973), who fo-
cused on the elements enabling the au-
thor to convey meaning at different levels.
The scientist's works were later recon-
sidered by R. Shyrman, S. Kotliar, and
A. Suprun-Zhyvodrova (2018); I. Gavran,
S. Stoian, M. Rohozha, I. Vilchynska,
K. Pletsan (2023); H. Chmil, N. Korablo-
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va, 0. Bezruchko (2024); H. Chmil, N. Ko-
rablova, O. Bezruchko, N. Zhukova (2024),
who grounded the presence of cine-
matographic signs within the film and
the principles of their interpretation by
the viewer.

A. Sarris (2023) analysed the principles
of the author's expression in audiovisual
works, one of which is the viewer's active
participation and intellectual engagement
during viewing as a necessary condition
for successful communication with the
filmmaker. O. Bezruchko and O. Fedorova
(2024) analyzed K. Nolan's film “Tenet".

Means of cinematic realization were
further addressed by R. Spadoni (2020),
who defined the concepts of atmosphere
and style.

Purpose of this research. To study the
stated issue, it is necessary to analyse
the manifestations of character in both
plot-driven and character-driven films,
as well as their influence on narrative de-
velopment in each case. This study aims
to distinguish the concept of the solo
scene from that of the interstitial scene
and to demonstrate the importance of
their use in achieving a full depiction
of the character in feature film. Having
substantiated the classification of solo
scenes as a directorial instrument, the re-
search seeks to identify specific methods
of subtext narration through which the
character's personality is revealed.

Main research material

Most scenes in narrative film typically
depict interaction between characters:
dialogue, confrontation, and active be-
havior. Through these events, the central
intrigue and plot structure unfold, with the
viewer observing an active protagonist
pursuing a clear goal within a three-act
sctructure full of obstacles. Such films
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are defined by A. Khimich (2024, p.31) in
his thesis “Subtext as a directorial tool in
narrative cinema" as “plot-driven films".
In these narratives, the key events con-
stitute the fabula as the primary focus of
both the audience and the author. In sto-
ries constructed upon functional charac-
ters, any information that does not con-
tribute to advancing the plot is deemed
superfluous.

For example, in the film Heathers (1988,
directed by Michael Lehmann), all infor-
mation about the protagonist, Veronica
Sawyer, relates either to social status or
romantic relationships — the central plot
lines. Every scene contributes new in-
formation that propels the story forward.
Even moments in which the protago-
nist is alone serve to develop the main
intrigue by depicting reactions to prior
events or proposing solutions related to
the central conflict. Other solitary scenes
are interstitial, functioning to establish
atmosphere or to shift between locations.

In “Making a good script great", a screen-
writer L. Seger (2011, p.139) states that a
scene must “either move the story for-
ward, reveal character, develop the idea,
or build a visual image." In plot-driven
films, moments of solitude tend to prior-
itize advancing the intrigue rather than re-
vealing the character. Yet exceptions exist.
In Uptown Girls (2003, directed by Boaz
Yakin), the opening sequence depicting
Molly Gunn preparing for her day reveals
not only her financial situation but also her
amiable nature. Although this scene adds
little to the narrative arc, it nonetheless
develops character before the plot un-
folds; later solitary scenes primarily depict
her reactions or transitions.

Thus, in plot-driven cinema, non-inter-
active scenes may reveal character dur-
ing exposition, while later they primarily
serve to develop the intrigue or function
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as atmospheric interstitials. Howev-
er, there are films in which dramatur-
gy — which R. Shyrman and D. Berdnikov
(2022, p.204) in “Manifestations of Dra-
ma in Feature Films" describe as “the
way of organizing the material and meth-
ods of stimulating the viewer's interest ...
as well as the methods that trigger the
viewer's emotionality and empathy.” — is
constructed not through active conflict
but through observation of the character
in solitude. In such works, the protago-
nist's private moments reveal unexpect-
ed or non-plot-related dimensions of
personality.

For instance, the film A Coffee in Berlin
(Oh Boy, 2014, directed by Jan-Ole Gerst-
er), when summarised, is about a young
man, Niko Fischer, attempting to drink
a cup of coffee. In a plot-driven version
of this premise, every scene would con-
tribute directly to this goal. Gerster, how-
ever, foregrounds character rather than
action: the personality of Niko becomes
the true locus of meaning, while the plot
merely provides movement. This thought
is supported by V. Vitriv (2024, p.185)
who, studying this work in his article “The
principle of dedramatisation in arthouse
films as the director's approach to the in-
terpretation of social reality" notes that in
this film, the main plot does not influence
the protagonist's development but forms
a metaphorical image of his inner state.
The principal transformation and devel-
opment thus occur not within the plot but
in the viewer's gradual comprehension
of Fischer's character, which the author
reveals through a series of peculiar sit-
uations. In this context, scenes in which
the protagonist is alone become no less
significant, as they expose another, previ-
ously unseen dimension of the character
at moments when he is not influenced by
his surroundings. That is why the film in-
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cludes episodes where the protagonist is
lost in thought (and the viewer can only
speculate about the subject of his reflec-
tion), wanders aimlessly, or, for instance,
tries to buy a ticket from a broken termi-
nal — all of which emphasise not the im-
mediate actions of Niko but the way how
those actions unfold. The character does
not simply “go to the train station”; he in-
explicably picks up a stick (like a child),
smokes along the way, and appears to
remain in a continuous inner process of
thought that the author never fully dis-
closes, thereby compelling the viewer to
look ever deeper into him.

Films like A Coffee in Berlin, in which
a plausible and dynamic character forms
the core of narrative structure, are defined
by A. Horton (1994, p.2) in his work "Writ-
ing the character-centered screenplay” as
character-centered. When viewing such
films, the viewer's attention is drawn less
to the protagonist's ultimate goal and
more to the process itself, to the particu-
lar ways in which the individual portrayed
in the story moves forward. Consequently,
both the author's and the audience's fo-
cus is directed toward the character, and,
according A. Khimich (2024, p.81) the
meaning of such films lies in understand-
ing the person on the screen: their mo-
tives, their attitudes toward other char-
acters, and so forth. A pertinent example
is Krzysztof Kieslowski's Three Colors:
Blue (1993), which tells a story of a wom-
an coping with the loss of her family. The
feeling of grief, which at first seems sim-
ple and comprehensible, becomes per-
sonified and increasingly complex as the
film progresses, since Julie expresses it
in various — sometimes entirely unex-
pected — ways. She undergoes trans-
formation throughout the story without
having any explicit goal along this path,
and the nature of this transformation is,
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without doubt, the central focus of the
director's attention. Thus, by decipher-
ing the protagonist on screen in a char-
acter-centered (or character-driven) film,
the viewer approaches the author's intent,
while the plot narrative itself performs
merely a supporting function.

Similarly, such narrative principles also
function in literature, e.g. in J.D. Salin-
ger's (2025, p.57) novel Franny and Zoo-
ey. Referring to his work as a “prose home
movie", the author implicitly suggests its
affinity with cinema and employs tech-
niques characteristic of audiovisual art
throughout its composition. Much like
character-driven films, the novel's pro-
tagonists lack a clearly articulated goal,
relatively few external events occur, and
Salinger (2025, p.202) reveals the central
intrigue well before the climax. Still, over
the course of the narrative, the reader be-
comes deeply immersed in the worldview
of Franny and Zooey Glass, observes their
internal transformation, and gradually
comes to understand them — an effect
which, according to A. Khimich (2024,
p.30), constitutes the foundation of per-
ceiving character-driven stories. The
author achieves this through a variety of
techniques. Some of them are unique to
literature, such as extended introspective
passages or sudden digressions from
the main storyline that recount the lives
of former inhabitants of the room Zooey
enters, or, within an extensive footnote,
retell the backstory of the entire Glass
family that the reader “may care to know"
(Salinger, 2025, p.62). Other techniques,
however, possess broader dramaturgi-
cal potential: conveying emotional states
through characters' actions or shifts in
mise-en-scéne, dramaturgical use of in-
terior details, scenes in which characters
are shown alone, slips of the tongue, or
pauses in dialogue. According to the vi-
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sion of A. Khimich (2024, p.120), subtex-
tual visual and verbal forms constitute an
effective directorial tool for constructing
and presenting a complex human char-
acter. Therefore, the examples above are
entirely applicable to audiovisual art when
analysing character-driven storytelling.
Similarly to Franny and Zooey, works
such as Three Colors: Blue or A Coffee
in Berlin (Oh Boy) may lack a chain of
strongly intrigue-driven actions and re-
actions on the part of their protagonists,
yet they nonetheless sustain the view-
er's attention through a different mode
of communication. These films convey
their central themes, meanings, and ide-
as not directly but through sets of hints
whose significance is revealed gradual-
ly and across multiple interpretive lev-
els. In this way, the viewer's perception
of the on-screen character resembles
the process of decoding a message. The
filmic narrative becomes a system of
cinematic signs which, according to the
article "Semiotics of cinema" by R. Shyr-
man, S. Kotliar, and A. Suprun-Zhyvodro-
va (2018, p.84), carry both rational and
emotional weight and are interpreted by
the viewer depending on their knowledge,
cultural background, and temporal con-
text. Discussions of understanding and
decoding character often refer to psy-
choanalytic approaches (Horton, 1994,
p.5), which, as 0. Briukhovetska (2003,
p.45) argues in "Why Psychoanalysis?”,
operate within seemingly ordinary and
familiar processes. This mode of stud-
ying a character on screen enables the
author to infuse actions and speech with
secondary meaning, adding subtext that
reveals aspects of the character's in-
ner world. In auteur cinema, according
to A. Khimich (2024, p.12), subtext be-
comes the key sense-forming instrument,
and its understanding and interpretation
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occurs in co-authorship with the viewer.
Consequently, certain subtext must be
employed with a clear awareness of its
dramaturgical function. Khimich (2024,
p.82) refers to this subtext as a manifes-
tation of the character's inner essence.
Among subtextual forms, A. Khimich
(2024, p.123) also identifies “portraying
the character alone with themselves" —
solo scenes. A character in solitude may
reveal themselves in unexpected ways,
because according to the researcher, in
relationships with others, a character de-
pends on the person opposite them, plays
along, adjusts. Emphasising the signif-
icance of solo scenes, the author notes
a common misconception in which they
are mistakenly equated with interstitial
scenes, meaning scenes that merely indi-
cate a change of location or serve atmos-
pheric purposes. These claims are only
partially accurate. First, “"atmosphere”,
according to R. Spadoni (2020, p.53) in
“What is Film Atmosphere?”’, is present
everywhere in cinema, and there is no
component of a film that does not con-
tribute to it; it is what prevents the film
from being torn apart by the centrifugal
force of its own heterogeneity (Spadoni,
2020,p.55). This definition aligns with the
principle of character-driven narration, in
which narrative progression arises not
from a linear intrigue but from multi-lay-
ered revelation of character, often inde-
pendent of plot. Second, solo scenes, like
interstitial ones, may depict the character
moving from one location to another. E.qg.,
in Causeway (2022), directed by Lila Neu-
gebauer, the viewer repeatedly observes
the protagonist traveling alone from
place to place. However, and this marks
the essential difference between solo and
interstitial scenes, the director's focus is
on something entirely different: not on
spatial movement or atmosphere but on
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the character herself. This is particularly
evident in the opening episode, in which
Lynsey — a veteran injured in Afghan-
istan — returns to her family home. In
a plot-driven film, this journey would like-
ly be reduced to a short sequence con-
sisting of several shots establishing the
act of returning home. In Causeway, how-
ever, the director's attention is concen-
trated directly on the protagonist's inner
experience. Through a sequence of solo
scenes and Lynsey's manner of existing
within her new, civilian surroundings, the
viewer perceives not only her difficulties
with reintegration into society but also
her relationship with her mother (the her-
oine expects to be met, yet does not ap-
pear surprised when she is not) and her
estrangement from home. These solitary
moments and the heroine's actions do
not convey any specific information es-
sential to the plot (details about her rela-
tionship with her mother and her aliena-
tion from her hometown are revealed later
through dialogue). Instead, the director
articulates the film's narrative tone - its
atmosphere (Spadoni, 2020, p.51) — and
the complexity of Lynsey's character.
Thus, solo scenes by their nature do not
show meaning; they allow the viewer to
see, or fail to see, the subtext on their own.

As a result, such a technique, through
its ability to reveal character, possesses
significant expressive potential (Khimich,
2024, p.113). However, the conscious
distinction between plot-driven and
character-driven films is essential for de-
termining whether its use is appropriate
in a given narrative — and consequently,
for its effective application by the director.
As demonstrated above, in plot-driven
films solo scenes serve purely exposito-
ry purposes: they introduce the character
and establish certain expectations for the
audience. Beyond this introductory stage,
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they become unnecessary, as the charac-
ter's function is to move the plot forward.
Each of their appearances must therefore
advance the central intrigue of the film.
Consequently, moments in which a char-
acter is shown alone perform a utilitarian
function — they display reaction, indicate
spatial transition, or convey the general
atmosphere of the film (often between
two active, eventful scenes). In contrast,
in character-driven cinema, solo scenes
are a necessary component for depicting
the protagonist's individuality and their
genuine, unperformed self — one that is
not influenced by society. As M. Travis
(2011, p.301) argues in "Directing feature
films: the creative collaboration between
directors, writers, and actors", auteur cin-
ema and independent film operate on the
assumption that it is the character who
carries the meaning of the story. Con-
sequently, every means of character ex-
pression is potentially significant, and
solo scenes are no exception.

When analysing auteur cinema, it is im-
portant to note that in most such cases the
film functions as an expression of a par-
ticular thought or idea, conveying a specif-
ic conceptual meaning. In his work "Notes
on Auteur Theory", A. Sarris (2023) refers
to this as the film's “inner meaning" and
explains it as something that is extrapo-
lated from the tension that arises between
the material and the individuality of the di-
rector. Thus, the meaning embodied in the
film constitutes the author's reflection —
a kind of conclusion drawn specifically by
the director on the basis of the textual ma-
terial, often expanding or narrowing what
is written in the script, or altering emphasis
when working with the storytelling camera
and storytelling actors. For instance, in
Martin Scorsese's Taxi Driver (1976), the
well-known scene in which the protagonist,
Travis Bickle, talks to himself in the mirror
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is described in P. Schrader's (1976, pp.62-
63) script merely as a set of mechanical
movements and general directions for
the character's actions as he prepares to
“wash all this scum off the streets". Yet, in
the filmed version, the viewer witnesses
the protagonist's precarious psychological
state and his self-performance before the
mirror, made possible through the direc-
tor's guidance. In directing the solo scene,
Scorsese told Robert De Niro that Travis is
like a child playing with his guns and talk-
ing to himself (Biskind, 2011, p.300).
Through the director's interpretation of
the script source, a concrete manifes-
tation of the character is created, one
which becomes, to some extent, a key
to understanding the protagonist's per-
sonality. This interaction partially real-
ises the working principle that I. Gavran
and V. Dombrovska (2019, p.11), in the
article "To the question of M. Chekhov
methodology in the creation of contem-
porary drama film work", describe as an
essential feature of acting: the products
of the actor's imagination are realized in
action, acquiring concreteness through
expressive deeds. However, it is the di-
rector who guides these imaginings to-
ward the creation of a persona capable
of carrying the film's meaning. Therefore,
in character-driven cinema, even though
solo scenes may be scripted and depend
significantly on the actor's performance,
they function as a directorial instrument
for conveying the subtext of the narrative.
In spite of their significance and narra-
tive potential, the methodology for using
solo scenes and the specific means of
revealing character within them have not
yet been clearly defined. Although A. Kh-
imich (2024, p.113) introduces this con-
cept into Ukrainian academic discourse
and mentions its “strong subtextual po-
tential”, he does not isolate particular
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structural elements through which the
hero's personality can be revealed from
an unexpected angle. This research gap
prevents the meaningful application of
solo scenes in character-driven cinema
and, consequently, narrows the range of
themes and ideas that can be articulated
in audiovisual works.

Based on observations and examples
from the aforementioned films, the study
proposes a hypothesis regarding specif-
ic techniques through which the director
reveals a character in solo scenes. This
hypothesis is grounded in the belief that
conveying the subtextual content of such
moments is possible only when the com-
municative function of the scene is con-
sciously understood and made readable
to the viewer. According to R. Barthes
(1973, p.46) in "The Third Meaning: Notes
on Some of Eisenstein's Stills", every im-
age carries three levels of meaning: in-
formational (external circumstances, the
character, and concrete actions), sym-
bolic (what is perceived through dou-
ble determination, the “surface mean-
ing"), and filmic (a deeper meaning that
prompts interpretive inquiry). The third
meaning, which cannot be put into words
(Barthes, 1973, p.50), may be associated
with Sarris's (2023) “inner meaning" and,
in the case of solo scenes that depict the
character's isolated existence, with sub-
text. Therefore, the components of a solo
scene must operate as signs that com-
municate with the viewer on multiple lev-
els, enabling the recognition of a particu-
lar manifestation of the character and of
the meaning they embody.

Drawing from character-driven films,
the following directorial techniques for
revealing character in a solo scene can be
identified: the character's solitary action,
their existence within space, habit, point
of view and atmospheric contrast. E.g.,
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returning to Three Colors: Blue, one may
note the specific solitary action through
which Julie's inner state is revealed most
powerfully — during the solo scene of
her departure (or escape) from her fam-
ily estate. After spending the night with
her husband's colleague, she gently bids
him farewell and leaves. However, when
alone, Julie walks along a stone wall and
deliberately rubs her hands against it un-
til they bleed. This concise action shows
the viewer that the romantic comedy
note (a night with another man) did not
work; the heroine experiences such over-
whelming emotional pain that she seeks
to drown it with physical pain. This scene
serves as one of the first clear revelations
of the destructive nature of grief with
which she struggles throughout the film.

The same film provides an example of
another technique as showing the char-
acter's existence within space. Observing
a character within an environment allows
the viewer to understand not only their
emotional state but also their mannerisms
and ways of interacting with the world of
objects. For instance, the solo scene in
which Julie first enters her new apartment
is filled with a sense of hope for a lighter
future: she does not inspect the rooms but
quickly glances through them and exhales
in relief, accepting the change. Immediate-
ly afterward, she hangs a decoration (the
only item she brought from her old home).
On the symbolic level (in Barthes's sense),
this may express the weight of her past, but
on the subtextual level it reflects her refus-
al to let go of her sorrow. Equally mean-
ingful is the short film Tuesday (2015) by
Charlotte Wells. Through a sequence of
solo scenes in which Allie spends time in
her late father's house, the viewer under-
stands her internal conflict (her father has
died, yet she continues to visit him every
Tuesday as before).
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This example also highlights anoth-
er directorial technique: character habit
as a means of revealing personality. In
Tuesday, Allie's habit becomes a prin-
cipled act — an embodied declaration
of love for her father. Justifying habit
as a visual subtextual form, A. Khimich
(2024, p.113) gives a precise example
from Wim Wenders' Perfect Days (2023),
noting that the subtext of Hirayama is
revealed not in the habits themselves
but in understanding why he has created
them for himself, and how important they
are to him.

The character's point of view also serves
as an effective tool for conveying char-
acter, since the object of their attention
may carry information about the charac-
ter's emotional state, worldview, or even
convey aspects of their thought process.
For instance, in Taxi Driver, Travis (2011),
in numerous solo scenes inside the cab,
sees only the “scum” in the streets out-
side his window — scum he believes he
must purge from the city. Julie in Three
Colors: Blue decides to remove mu-
sic from her life; however, when alone
in a café, she nevertheless finds herself
transfixed by a street flutist performing
a melody she recognizes. In both cas-
es, these directorial solutions in the solo
scenes draw the viewer closer to under-
standing the protagonist and their “inner
meaning".

The contrast of atmospheres is anoth-
er subtextual form, articulated by A. Kh-
imich (2024, p.111): “a character may ex-
ist in their own atmosphere that stands in
contrast and counterpoint to the external
one". Existing within a wider set of cir-
cumstances and maintaining relation-
ships with society, the character partially
adapts to the demands of their environ-
ment. When alone, however, they are able
to stop "filtering" their expressions and
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can act freely. According to R. Spadoni
(2020, p.53), it is the character's emo-
tions that are capable of “distilling" the
film's atmosphere; therefore, by drawing
closer to the protagonist's feelings in
a character-driven film, the viewer can
also approach the tone of the narrative
and its meaning. This technique of at-
mospheric contrast is used, for example,
by Jan-Ole Gerster in A Coffee in Berlin
(Oh Boy). In the solo scene composed
of two silent close-ups of Niko, the film
presents the character, who previous-
ly was shown simply going about his
ordinary activities, now in a moment of
quiet and calm. Up to this point, the pro-
tagonist's journey has been accented by
non-diegetic jazz music, yet in this solo
scene, the viewer hears only the sounds
present in the space (the noise of the
city, the neighbors' movements) and ob-
serves the unhurried process of reflection
visible in his eyes. This instrument may
also be applied in reverse, as in the afore-
mentioned film Perfect Days. The viewer
observes Hirayama existing within his
carefully cultivated personal atmosphere.
Suddenly, his car runs out of fuel, plac-
ing him amid the hectic rhythm of the big
city. The solo scene showing Hirayama
in heavy traffic allows the viewer to un-
derstand how his inner principles coexist
with his surroundings and whether they
withstand external pressure.

Thus, the above-mentioned techniques
serve as effective directorial instruments
for conveying subtext in character-driven
cinema.

Conclusions

As aresult of analysing artistic plot-driv-
en and character-driven films, differenc-
es in the use of scenes depicting the pro-
tagonist alone are identified, allowing for
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a distinction between interstitial scenes
and solo scenes based on their function
and dramaturgical purpose. Intersti-
tial scenes depict the character during
changes of location or serve to establish
the atmosphere of the film, whereas solo
scenes are focused on conveying the
protagonist's inner world and character.
In plot-driven cinema, where the primary
requirement is the continuous develop-
ment of the narrative's central intrigue,
solo scenes are appropriate primarily in
the exposition, when introducing the pro-
tagonist. In contrast, in character-driv-
en cinema, solo scenes play a crucial
role: by revealing the protagonist's inner
life, they bring the viewer closer to the
film's meaning.
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Using Taxi Driver (directed by Martin
Scorsese) as an example, it is shown that
solo scenes, though they may be written
into the script and heavily influenced by
the actor's performance, are fundamen-
tally a director's tool for conveying char-
acter and serve as manifestations of the
authorial meaning embedded in the work.

Within the framework of this study's hy-
pothesis and based on examples from
character-driven films, it is shown that
directors (Krzysztof Kieslowski, Charlotte
Wells, Wim Wenders, Martin Scorsese,
Jan-Ole Gerster) employ the following
techniques in order to convey character
in a solo scene: the character's solitary
action, his existence within space, habits,
points of view, atmospheric contrast.

Bespyuko, 0. Ta depoposa, 0., 2024. Bsaemopfiss MUCTELTBA M HAYKU B OCSIFHEHHI 3aKOHIB
BCECBITY: aHani3 inbMy «TeHeT» KpicTodepa HonaHa. KynbTyposoriuHa gymka, [e-journal]
26 (2), ¢.151-161. https://doi.org/10.37627/2311-9489-26-2024-2.151-161

BptoxoBelbka, 0.B., 2003. YoMy ncuxoaHanis? KiHo-TeaTp, 4, ¢.45-46.

Bitpie, B., 2024. MNpuHuun peppamaTtu3auil B apTXay3HOMY KiHO sik aBTOPCbKMIA migxig
0O iHTepnpeTauil couianbHoOi peanbHOCTi. HaykoBui BicHUK KWIBCbKOro HauioHanbHOro
yHiBEpCUTETY TeaTpy, KiHO i TenebadyeHHs imeHi |. K. KapneHka-Kaporo, [e-journal] 34, c.181-
188. https://doi.org/10.34026/1997-4264.34.2024.305214

Enppto Cappic "HoTaTku fo aBTopcbkoi Teopil™ / Andrew Sarris Notes on Auteur Theory (1962),
2023. Bausbkuii nnaH, [online] 14 6GepesHs. JocTynHo: <https://close-up.com.ua/theory/
notes-on-auteur-theory-sarris/> [[Jata 3BepHeHHsA 23 ciuHa 2026].

Cerep, J1., 2011. Pobumo rapHui cueHapii reHianbHuMm. 3-Te Bug. Kuis: IHcantMegia.
Ceninpxep, ., 2025. dperHi Ta 3yi. MNepeknaf 3 aHrnincbkoi O. banepa. Kuis: BookChef.
Ximiy, A.B., 2024 TligTekCT SIK pPeXMCEPCbKUI [HCTPYMEHT B IirpoBoMy KiHO. HaykoBe
0Or'pyHTYBaHHSI TBOPYOro MMCTeLbKOro npoekTy. KWiBCbKMiA HauioHanbHUM YyHiBepcuTeT
TeaTpy, KiHO i TeniebayeHHs iMmeHi |. K. KapneHka-Kaporo.

Ywminb, M., Kopabnbora, H.C. Ta bespyuko, 0.B., 2024. Homo villicus y cyyacHoMy ekpaHHOMY
cepepoBuWi. B: MwucTteytBo3HaBcTBO. CouianbHi KoMyHikauil. Megianegarorika. Kuis:
BupasHuumi ueHtp KHYKIM, T. 10, c.214-240.

LLinpmaH, P, Kotnap, C. Ta CynpyH-XwuBogpoBa, A. 2018. CeMioTM4yHa KoHUenLin
B KiHemaTtorpadi. BicHuk KWiBCbKOro HaLjiOHaslbHOrO YHIBEPCUTETY KynbTypu i MUCTELTB.
Cepisi: AygioBisyanbHe mucTeuTBo | BuUpoGHMLUTBO, [e-journal]l 2, ¢.79-88. https://doi.
org/10.31866/2617-2674.2.2018.151819

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

Kotliar, S., Harmash, Ye. Methodological Specificity of Using Solo Scenes
as a Director's Tool for Character Narration in Fiction Film



BicHMK KM IBCHKOIO HaLIOHANBHOMO YHIBERCUTETY KYNbTYPU | MUCTELTB.
Cepig: AynioBigyabHe MUCTELTBO | BUPOOHULITBO 2026-9(1) - c.50-63

Barthes, R., 1973. The Third Meaning: Notes on Some of Eisenstein's Stills, Artforum. [online]
Available at:  https://www.artforum.com/features/the-third-meaning-notes-on-some-of-
eisensteins-stills-210328/ [Accessed 26 February 2026].

Bezruchko, 0., Gavran, |., Korablova, N., Oborska, S. and Chmil, H., 2024a. Stage costume as an
important element of the subject environment in cinema and theatre. E- Revista De Estudos
Interculturais, [e-journal] 12. https://doi.org/10.34630/e-rei.vi12.5777

Bezruchko, O., Pogrebniak G., Korablova, N., Oborska, S. and Chmil, H., 2024b. The Scenery
as Compositional and Artistic Components of the Subject Environment in Ukrainian Screen
and Stage Culture. Heranca, [e-journal] 7 (2), pp.125-137. https://doi.org/10.52152/heranca.
v7i2.831

Biskind, P, 2011. Easy riders, raging bulls: how the sex-drugs-and-rock-'n'-roll generation
saved Hollywood. New York: Simon & Schuster.

Chmil, H., Korablova, N., Bezruchko, O. and Zhukova, N., 2024. Homo villicus in the
cinema environment: Justifiably and limits of the index. Convergences - Journal of
Research and Arts Education, [e-journal]l 17 (33). pp.123-142. https://doi.org/10.53681/
c1514225187514391s.33.235

Gavran, I. and Dombrovska, V., 2019. To the Question of M. Chekhov's Methodology in the
Creation of Contemporary Drama Film Work. Bulletin of Kyiv National University of Culture
and Arts. Series in Audiovisual Art and Production, [e-journal] 2 (1), pp.8-14. https://doi.
org/10.31866/2617-2674.2.1.2019.170850

Gavran, |, Stoian, S., Rohozha, M., Vilchynska, I. and Pletsan, K., 2023. Visual practices of
human creation in postmodern culture. Heranca, [e-journal] 6 (2), pp.245-254. https://doi.
org/10.52152/heranca.v6i2.721

Horton, A., 1994. Writing the Character-Centered Screenplay. Berkeley: University of California
Press.

Schrader, P, 1976. Taxi Driver. [online] Available at: <https://bluecatscreenplay.com/wp-
content/uploads/2024/02/Taxi-Driver-Script.pdf> [Accessed 26 February 2026).

Shyrman, R. and Berdnikov, D., 2022. Manifestations of Drama in Feature Films. Bulletin of Kyiv
National University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal]
5 (2), pp.199-206. https://doi.org/10.31866/2617-2674.5.2.2022.269528

Spadoni, R., 2020. What is Film Atmosphere? Quarterly Review of Film and Video, [e-journal]
37 (1), pp.48-75. https://doi.org/10.1080/10509208.2019.1606558

Travis, M., 2011. Directing Feature Films: The Creative Collaborarion Between Director, Writers,
and Actors. Los Angeles: Michael Wiese Productions.

REFERENCES

Barthes, R., 1973. The Third Meaning: Notes on Some of Eisenstein's Stills, Artforum. [online]
Available at:  https://www.artforum.com/features/the-third-meaning-notes-on-some-of-
eisensteins-stills-210328/ [Accessed 26 February 2026].

Bezruchko, O. and Fedorova, 0., 2024. Vzaiemodiia mystetstva y nauky v osiahnenni zakoniv
vsesvitu: analiz filmu "Tenet” Kristofera Nolana [The interaction of art and science in
understanding the laws of the universe: an analysis of the film "Tenet" by Christopher Nolan].
The Culturology Ideas, [e-journal] 26 (2), pp.151-161. https://doi.org/10.37627/2311-9489-26-
2024-2.151-161

ISSN 2617-2674 (Print), Kotnap, C., Mapmatw, €. MeToaonorivHa cneumaika BUKOPUCTaHHS CONO-CLIEH
ISSN 2617-4049 (Online)  AK PexXMCEPCHKOro IHCTPYMEHTY OMOBIfi XapaKTePy B ifPOBOMY KiHO



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2026+ 9(1) - pp.50-63

Bezruchko, O., Gavran, I., Korablova, N., Oborska, S. and Chmil, H., 2024a. Stage costume as an

important element of the subject environment in cinema and theatre. E- Revista De Estudos
Interculturais, [e-journal] 12. https://doi.org/10.34630/e-rei.vi12.5777

Bezruchko, O., Pogrebniak G., Korablova, N., Oborska, S. and Chmil, H., 2024b. The Scenery as

Compositional and Artistic Components of the Subject Environment in Ukrainian Screen and

Stage Culture. Heranca, [e-journal] 7 (2), pp.125-137. https://doi.org/10.52152/heranca.v7i2.831

Biskind, P, 2011. Easy riders, raging bulls: how the sex-drugs-and-rock-'n'-roll generation

saved Hollywood. New York: Simon & Schuster.

Briukhovetska, 0.V., 2003. Chomu psykhoanaliz? [Why psychoanalysis?]. Kino-Teatr, 4, pp.45-46.

Chmil, H., Korablova, N., Bezruchko, O. and Zhukova, N., 2024. Homo villicus in the
cinema environment: Justifiably and limits of the index. Convergences - Journal of
Research and Arts Education, [e-journal] 17 (33). pp.123-142. https://doi.org/10.53681/
c1514225187514391s.33.235

Chmil, H., Korablova, N.S. and Bezruchko, 0.V., 2024. Homo villicus u suchasnomu ekrannomu

seredovyshchi [Homo villicus in the modern screen environment]. In: Mystetstvoznavstvo.
Sotsialni komunikatsii. Mediapedahohika [Art History. Social Communications. Media
Pedagogy]. Kyiv: KNUCA Publishing Centre, Vol. 10, pp.214-240.

Endriu Sarris "Notatky do avtorskoi teorii” (1962) [Andrew Sarris "Notes on Auteur Theory" /
Andrew Sarris Notes on Auteur Theory (1962)], 2023. Blyzkyi plan, [online] March 14.
Available at: <https://close-up.com.ua/theory/notes-on-auteur-theory-sarris/> [Accessed

23 January 2026].

Gavran, |. and Dombrovska, V., 2019. To the Question of M. Chekhov's Methodology in the
Creation of Contemporary Drama Film Work. Bulletin of Kyiv National University of Culture
and Arts. Series in Audiovisual Art and Production, [e-journal] 2 (1), pp.8-14. https://doi.
org/10.31866/2617-2674.2.1.2019.170850

Gavran, |, Stoian, S., Rohozha, M., Vilchynska, I. and Pletsan, K., 2023. Visual practices of
human creation in postmodern culture. Heranca, [e-journal] 6 (2), pp.245-254. https://doi.
org/10.52152/heranca.v6i2.721

Horton, A., 1994. Writing the Character-Centered Screenplay. Berkeley: University of California Press.
Khimich, AV, 2024. Pidtekst yak rezhyserskyi instrument v ihrovomu kino. [Subtext as
a director's tool in feature films]. Scientific substantiation of a creative artistic project.
I. K. Karpenko-Karyi Kyiv National University of Theatre, Cinema and Television.

Salinger, J., 2025. Frenni ta Zui [Franny and Zooey]. Translated from English by O. Balera. Kyiv:
BookChef.

Schrader, P, 1976. Taxi Driver. [online] Available at: <https://bluecatscreenplay.com/wp-
content/uploads/2024/02/Taxi-Driver-Script.pdf> [Accessed 26 February 2026).

Seger, L., 2011. Robymo harnyi stsenarii henialnym [Making a good script brilliant]. 3rd ed. Kyiv:
InsaitMedia.

Shyrman, R. and Berdnikov, D., 2022. Manifestations of Drama in Feature Films. Bulletin of Kyiv
National University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal]
5(2), pp-199-206. https://doi.org/10.31866/2617-2674.5.2.2022.269528

Shyrman, R., Kotliar, S. and Suprun-Zhyvodrova, A., 2018. Semiotychna kontseptsiia
v kinematohrafi [Semiotics of Cinema]. Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Art and Production, [e-journal] 2, pp.79-88. https://doi.org/10.31866/2617-
2674.2.2018.151819

ISSN 2617-2674 (Print), Kotliar, S., Harmash, Ye. Methodological Specificity of Using Solo Scenes
ISSN 2617-4049 (Online)  as a Director's Tool for Character Narration in Fiction Film



BicHWK K/IBCbKOMO HALIOHANBHOTO YHIBEPCUTETY KYbTYPU | MUCTELTB.
Cepig: AynioBigyabHe MUCTELTBO | BUPOOHULITBO 2026-9(1) - c.50-63

Spadoni, R., 2020. What is Film Atmosphere? Quarterly Review of Film and Video, [e-journal]
37 (1), pp.48-75. https://doi.org/10.1080/10509208.2019.1606558

Travis, M., 2011. Directing Feature Films: The Creative Collaborarion Between Director, Writers,
and Actors. Los Angeles: Michael Wiese Productions.

Vitriv, V., 2024. Pryntsyp dedramatyzatsii v artkhauznomu kino yak avtorskyi pidkhid do
interpretatsii sotsialnoi realnosti [The principle of dedramatization in arthouse films as the
director's approach to the interpretation of social reality]l. Academic Bulletin of Kyiv National
Karpenko-Karyi University of Theatre, Cinema and Television, [e-journal] 34, pp.181-188.
https://doi.org/10.34026/1997-4264.34.2024.305214

Received: 27.02.2026; Accepted: 30.03.2026
The article was first published online: 26.05.2026

ISSN 2617-2674 (Print), Kotnap, C., Mapmatw, €. MeToaonorivHa cneumaika BUKOPUCTaHHS CONO-CLIEH
ISSN 2617-4049 (Online) Ak pexXMCePCHKOro IHCTPYMEHTY OMOBIfi XapaKTepy B ifPOBOMY KiHO



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2026+ 9(1) - pp.50-63

METOOJIOIN4YHA CMNEL®IKA BUKOPUCTAHHA COJ10-CLIEH
AK PEXXMCEPCbKOI'O IHCTPYMEHTY OrOBI[il XAPAKTEPY
B ITPOBOMY KIHO

CeitnaHa Kotnsap'?, €rop Napmaw?

1IOLEHT, 3aC/yXXeHuI iS4y MUCTeLTB YKpaiHu,

e-mail: ilanit1925@gmail.com; ORCID: 0000-0002-4855-8172

2maricTp ayfioBi3yanbHOro MUCTeLTBa Ta BUPOOHULTBA;

e-mail: yehorharmash@gmail.com; ORCID: 0009-0007-4255-078X
aKUIBCbKUI HaLiOHaIbHUIA YHIBEPCUTET KyNbTypu | MucTelTB, KuiB, YkpaiHa

AHoTauif

MeTa cTaTTi — BM3HAuMTM cneundiky BUKOPUCTAHHS PEXMCEPOM COJSIO-CLEHU SIK ApamaTypriyHoro
efleMeHTa CTBOPEHHS XapakTepy Ta Cy6TeKCTy B irpoBOMY KiHO. [loBeCTU NpUHANEXHICTb Liboro 3acoby Ao
peXncepcbKoro iHCTPYMeHTapito. Po3MeXyBaTh NOHATTA «COMO-CLieHa» Ta «MPOoXifHa CLEeHa» B KOHTEKCTI
BUKJagy icTopii B aygioBidyanbHux TBopax. MeTogonoria pgocnigxeHH 6a3yeTbCA Ha BUKOPUCTAHHI
TaKMx MeTofiB: TEOpPETUYHOro (Ons aHanisy HaykoBWX mxepes 3 06paHOl TeMM), TEPMIHOMOrYHOro
(Ons BM3HAYEHHSI KIIOYOBMX MOHATb «COJIO-CLEHa» Ta «MpoXifHa CLeHa» B MeXax [OOCHiAXEeHHS),
MopiBHANLHOrO (419 BUSABMIEHHS BifMIiHHOCTEN Y BUKOPUCTAHHI ApaMaTypriyHMX iHCTPYMEHTIB Yy Mexax
KOHKPETHUX ayAioBi3yanbHUX i NiTepaTypHUX TBOPIB), FiNOTETUYHOrO (A1 BU3HAUYEHHS PEXMUCEPCbKMX
iHCTPYMEeHTIB OMOBiAi XapakTepy B COJO-CLEHax), y3arajibHeHHA (onsi cucTemMaTtusauil pesynbraTis
JocnifXeHHs Ta (hopMyntoBaHHS BUCHOBKIB). HaykoBa HOBM3Ha. Brieplue BU3HaYeHO KOHKPETHI 3acobtu
ornoBifZi, 3a [OMNOMOrol sIKUX aBTOP CTBOPHOE XapakTep i cyOTeKCT TBOPY B COfo-culeHax. [1posieu
reposi ayfioBisyasnbHOro TBOPY HaOAMHL Brieplue pO3riisiHYyTO He fK pe3yfbTaT akTOPCbKol po6oTH Haf,
ponto, a K 3MiCTOBHE BUC/IOBIIOBAHHA peXxucepa, Wo € HocieM ifel dinbMy. BUCHOBKU. Y pesynbTarTi
OOCNIAXEHHS BU3HAYEHO BIiAMIHHOCTI MiX MpOXiAHUMM Ta CONO-CLeHaMu K ApamMaTypriyHuMu
CKNafHMKaMK, a TakoX TXHIMM (PyHKUiISMWM B MeXax aygioBisyanbHoro TBopy. [oBefeHO, Lo COoJlo-
CLIEHM, NOMNPU TXHIO CLEeHapHY 3YMOBJEHICTb i 3aN1eXHICTb Bifj aKTOPCbKOr0 BUKOHAHHS, € PEXUCEPCHKUM
IHCTPYMEHTOM onoBifi xapakTepy. Ha npuknagax irpoBUX xapakTepoLeHTPUYHUX ifibMiB BUOKPEMIIEHO
OCHOBHIi 3aC06M BUpaXeHHs CyBTeKCTY B COMO-CLieHax: fisi NepcoHaxa HaoAuHLii, B3aeMOJisi 3 TPOCTOPOM,
penpeseHTaLlisi 3BUYOK, CMIOCTEPEXEHHS reposi, KOHTpacT atMocdep.

KniouoBi cnoBa: cono-cLeHa; irpoBe KiHo; xapakTepoLLeHTPUYHE KiHO; pexucypa irpoBoro KiHo; xapaktep
Y KiHO; peXuncepcbKui iHCTpyMeHTapin
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