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Josef SEDLAK, Petra CEPKOVA

GLOBAL AGE OF MAN WITHIN THE CONTEXT OF
PHOTOGRAPHY

The study is a reflection on photographic image within contemporary visuality
and aesthetics of metamodernism, when, in the concepts of last decade, the human and
the natural permeates each other in subjective interpretations of socially significant
contents. The authors’ objective is to search for complex contexts within the topic in
question across various areas of social life with specification on the medium of
photography and history of art, taking into account the inevitable changes in
conventional ways of looking at the photographic image.

Keywords: Anthropocene, global age, narrative, pandemic, photography,
posthumanism, trauma, visual communication.

rt is always about a subjective interpretation and

communication of the socially significant content. However, it

is also the methodology and inner structure of the medium of
photography itself that is constantly re-formed by the contexts of the theory
of photography, aesthetics of the periods of modernism, postmodernism,
and metamodernism, as well as current trends of differentiation of languages
used in author-conceived programs.

Discursive analysis within the research of visual communications can
include many social science areas that are, to a certain extent,
preconditioned and determined by the anthropological principle and
approach to the world in itself; a world that we can interpret through the
medium of photography. Within this context, more and more authors are
currently addressing visual topography in various artistic genres.
“Photography provides a record of a concrete landscape of urban area and
its poetic testimony from the aspect of the author — passer-by, who
wanders the land, maps it, and records it. Historically, one of the first
landscape photographers was Englishman Francis Bedford (1816 — 1894),
who had been commissioned by Queen Victoria to travel the country and
photograph territories under the Monarchy. Bedford also recorded
landscape parts in a form of double compositions, which were probably
made as outputs from a camera with twin lenses. Back then, these were
known as stereographs, forming a 3D image effect for a viewer looking
through special tools and devices. They were a sort of predecessors of
current 3D photography and virtual reality. Similar composition
approach of double compositions is also used by Slovak photographer

( 1
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Lukacovicova, when she photographs a certain place with a time delay and
places together two photographs of a similar and yet slightly altered
environment. Her photographs can also be perceived as visual diary
entries, either formally recorded or modified by the author through a slight
intervention in a form of land art and performance, demonstrating our
cultural-social climate. In her photographs, she captures longer processes,
but also a physical moment, here and now - for instance in a form of
simple gesture of throwing stones into the water. Through some works,
Lukacovicova also reflects on the state of our surroundings during the year
of living with coronavirus ... they present records of new vegetation grown
during “the lockdown” on a football field and at the edge of a city park, as
well as situation/shot from area-wide testing taking place by the Salesian
church in Trnavka, Bratislava. Michal Huba does not examine the defined
country solely from its direct topicality and visibility point of view, but also
through invisible contexts related to its historical, archaeological,
genetical, geographical, biological, and mythological layers. Howeuver, he
apprehends these layers through a metaphorical expression in
photography, and he considers the depicted country also within the context
of philosophy. For his artistic examination, which can even evoke
principles of an archaeological or historical exploration, he deliberately
chooses an area with certain characteristic features. For the country
between Zahorie and Malé Karpaty, these are: borderland, roads and
barriers, nomadism, woods, an intersection of mountains and lowlands,
steppe, sand, wetlands, tectonics and fault lines, wind, and rocks. His cycle
of photographs takes a form of a massive set that works with space-time
characteristics of a place and its genius loci. Although a human being is not
physically present here, he still is present, because he has left/imprinted a
significant mark on the landscape. He has been forming the country since
prehistoric times, leaving such footprints that are becoming more and
more ambiguous” (Prechadzanie krajinou v Zahorskej galérii 2021:
https://kultura.pravda.sk/galeria/clanok/581314-prechadzanie-krajinou-v-
zahorskej-galerii/).

Without dreams, our world would be quite a grim place; and even more
without visualizing our ideas in art. Time and space that belong to the sphere
of the most secret imaginations and wishes are inherent to every living
creature. What would it, then, be like to dream about a better world here and
now, in the real life? The answer is hidden in the reflections on a desire that
does not oppose Kant’s categorical imperative, but quite the opposite. If you
asked yourself that definite question, what would you want your last dream
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to be? Life of each of us, here and now, lasts (figuratively) only a few short
moments. Every artist and every conscious being, as they grow older,
contemplates the meaning of existence, its purpose, and, especially, its
consequences. Our thoughts predetermine the impact of our actions on a
society-wide level. Here and now, we have never been alone. Our every act or
thought should be perceived as a dependant consequence of a well-known
butterfly effect (an idea that goes back more than 40 years), when even a
minimal initial change or our decision can cause a major change and
variations in the development of the whole system. Can our ability to foresee
lead to decisions that would be considerate of others?

These thoughts are inevitably followed by reflections on the era in
which we live in and which we also are the creators of. At the end of the 20th
century, this geochronological period has been named Anthropocene (from
Greek., anthropos - human, kainos - new) and corresponds to a period
characterized by intensive human activity and its influence on the present
world, although, it is still disputed whether Anthropocene should replace the
last phase of Holocene (Working Group on the ‘Anthropocene’ |
Subcommission on Quaternary Stratigraphy 2019:
http://quaternary.stratigraphy.org/working-groups/anthropocene/). This
informal term is ascribed to ecologist and botanist E. F. Stoermer, but it
gained popularity thanks to Dutch atmospheric chemist P. J. Crutzen after
2000, when our age has been declared a global age of man (Crutzen 2002:
23, https://www.nature.com/articles/415023a). Its origins, sometimes also
called the atomic age or the Great Acceleration (1950) (The Anthropocene |
Great Acceleration 2015: https://www.anthropocene.info/great-
acceleration.php) have been linked to the industrial revolution, new
inventions powered by coal and oil, the emergence of first railways and cars,
through which humans had been able to connect all parts of the world within
a few years, and new discoveries in medicine that have saved a great number
of people who would not have otherwise survived. And maybe it dates back
to the cave paintings of our ancestors, and maybe it has all started with the
first seed planted or with animal domestication, with rice growing or the tests
in the atmosphere. This all has led to an increase of human standards of
living and interconnection, as well as to the population growth and pollution.
Modern history of humankind is writing its infamous story mainly due to the
production of plastics that has grown from 1 million tonnes to 300 million
tonnes per year (McNeill, Engelke 2014:
https://www.worldcat.org/title/great-acceleration-an-environmental-
history-of-the-anthropocene-since-1945/oclc/926050454) and there is a
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constant growth of population, industrialization, urbanization, and
globalization. For some it is a crisis and catastrophe, for others a new
opportunity, on the one hand a space for scientific and technical hypotheses,
on the other hand, a rich artistic topic. It is our reality, but also a socially,
culturally, and politically determined construct. It is one of the biggest
concepts of today that mostly requires a deeper thought. However, we can
state with certainty that Anthropocene is a disturbing concept. In 2018,
Canadian landscape photographer Edward Burtynsky published a book of
photographs entitled Anthropocene, in which he captures a wide range of
natural sceneries affected by human activity. In the same year, Burtynsky
also participated on Canadian documentary film Anthropocene: The Human
Epoch, which provocatively debates the topic of our unprecedented influence
on our planet in a moment when we, the humans, are more powerful than
natural forces or, at least, we often tell ourselves that (Burtynsky 2018:
https://www.worldcat.org/title/anthropocene/oclc/1050861419). It can
lead to extinction of our species and although many scientists had already
warned us in past, it is still not too late. We are probably not going to witness
it, but we can at least imagine what it could be like here. If only we could go
back in time and be a little bit smarter. National Geographic in cooperation
with screenwriter Ann Druyan and producer Seth MacFarlane has produced
a monumental film documentary series entitled Cosmos — Possible Worlds,
which is based on stunning and iconic ideas of American astronomer,
astrophysicist, astrobiologist, and science popularizer Carl Sagan that have
been scientifically, but also accessibly and humanly, narrated by
contemporary significant astrophysicist Neil deGrasse Tyson. Thanks to
their appeal for a better civilization, we can embark on a scientific journey of
discovery of our feelings and coordinates in the space and time, so that we
ultimately, in astonishment, get to understand the meaning of being but also
how tiny we are; so that we could and had to ask ourselves a fundamental
question — What will come after us and what kind of world will it be for our
children? And whether, maybe, the maturing of Anthropocene could not also
lead to our own maturing. We also see a significant parallel to this topic
within the context of famous philosophical film opera 2001: A Space
Odyssey (1968) by Stanley Kubrick, screenplay of which was cowritten by
Arthur C. Clarke. Here, the meaning of evolution and human existence is
confronted with a sinister and silent symbol of alien life in a form of a black
monolith. In this timeless story about a journey beyond the boundaries of
space and time, contexts referring to Kazimir Malevich’s suprematism are
visually encoded.
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Within the photographic concepts of the last decade, the human and
the natural are intertwined. Many authors map and record a concrete
landscape or urban area in combination with a poetic expression; they point
out our social climate through invisible contexts related to the cultural,
geographical, and biological layers, as well as to the time-space
characteristics of a place and its genius loci. Within the contemporary
“everchanging” and “unstable” visuality, photographic narratives turn more
and more in the direction of the analysis of inner psychological feelings that
consequently, to a certain extent, become generally valid, as, through them,
the authors address a pursuit of thoughts from the past and suppression of
reality when a being becomes just a fragmented body wishing to escape.
Strong association and appropriation of this essential desire within staged
photography can refer us, for example, to Frida Kahlo’s paintings and
surrealism of dreams in the context of a body, and not only the female body.
Artificial beings, depicted in contemporary art, acquire contexts of our fears
of an intelligence form that could substitute or even completely replace
human species in future. Science-fiction theme in art is also articulated in
the background of subcultural fashion that often suggests new beings with
robotic elements, or even replicants from the famous Ridley Scott movie
Blade Runner. Suddenly, we have a feeling that future with the new beings
is not that distant and a motive of digital data flow is within reach in the near
future. Another trend worth mentioning is using fashion photography within
the context of swap fashion, the philosophy of which is acquiring an
increasing societal and recycling aspect that respects considerate and
responsible behaviour of the population. An increasing visual accent is also
placed on a depiction of the impact of anthropocentric aspect on urban
environment within a possible coexistence of two realities that may or may
not reflect in the objects made by our hands. Such ambivalence provides
space for contemplation about a possible existence of the world without
people, when the current pandemic has emptied the spaces which have
become quiet still-lifes in the landscape, withdrawn and inertially resisting
the passage of time in silence. Authors often implement the tension from
such kind of detachment (both physical and psychological) into their visual
concepts also through a staged metaphor of partnership, starting a family or
expectation of a child. Here, we can find a semantic parallel in a desire for
material security, the current state of which, in its anti-aesthetics, rather
refers to self-destruction that is so often a part the sphere of human
relationships. For example, wall structures become unstable structures of
our touches that we build our lives on; they are a synonym for spiritual,

( 1
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psychological, and internal decay, which strongly resembles the inspiration
with an aesthetics and work with a body in Francesca Woodman’s artwork,
when the fleeting nature of spaces is parallelly intertwined with both the
physical and psychological vanishing. This inner and outer imprisonment by
cold walls becomes a process of wandering through being, forgetting and
remembering again. Deformation of reality and hybrid neologisms
transform in art into convincing statements about the existence of possible
worlds in almost manneristic compositions of post-industrial environment
of urban nooks, decoding our footprints that constitute a key memento of the
environmental situation and an imprint in time. Such still-lifes of various
graffiti scenes and object wall structures internalize a story about us; they are
full of symbols and attributes defining the human species with its desires and
extroverted attempts to rule the world. They are a sad and grave visual
grotesque, our factual footprint, and a reflection in the mirror of these
modern sites. Other times, authors use a form of a suggestive and
metaphysical game referring to Magritte’s surrealism to articulate elements
of urban and peripheral housing estate parts which, despite their artificial
attributes, carry a dreamy atmosphere. Such images are not only strict
records of reality, but also vague formulas referring our reading to Rhotko’s
abstract paintings of colourful geometric surfaces or Mondrian’s
neoplasticism. Diverse associations to, e.g., film compositions of David
Lynch or photographs of Leslie Krims in evidently postmodern satirical
fictions full of black humour can be found in the works of artists who urgently
comment on the superiority of humans over animals, and who often play
with the meaning of individual attributes that are vital mainly for reading
this type of image scenes, set in banal contexts of day-to-day lives and
activities of human species. The most critical view can be seen in conceptual-
documentary photographs that capture the remains of mass-consumption
at, e.g., landfill sites, when these piles of trash become metaphorical, but
mainly sad, portraits of us rather than just another landscape picture. It is
similar in the landscape sceneries of constructions, industrial zones or
impressions of water surfaces which are also, in other layers of their reading,
references to the sphere of consumerism marking us as the main actors in
polluting the planet. These minimalistic and discovered still-lifes constitute
a tiny, but explicit, accentuation of the recycling of our actions characterizing
interventions of people and their desire to appropriate and subdue the world
at all costs. The opposite of this, let’s say, a more general genre interpretation
of landscape is the subjective staged photography that is dominated by grim
landscape sceneries so typical for, for example, Pavel Pecha from The Slovak
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New Wave or Pasolini’s controversial filmography. In the dramatic and dark
lighting, we are able to decode topics of condemnation, pain, death and
resurrection, where theatrical expressions from subconsciousness become a
cathartic, but also bleak, journey between the earthly world and the absurd
wating for the next one. Provoking semiotics of the individual attributes
takes a shape of a dreadful postapocalyptic country, as if coming straight
from biblical revelations, while defining human species as an architect of all
endings, but, at the same time, refers to temporality, to our helpless defiance
and insignificance in the cycle of boundless time that always takes its toll.
We have been intrigued by a text entitled “Art in the Anthropocene”
from a book The Posthuman Glossary published by Bloomsbury Publishing
in 2018, the editors of the volume mapping the basic terms and theoretical
contexts reflecting the current era of Anthropocene being Rosi Braidotti and
Maria Hlavajova. The theory, based on the pillars of posthumanism and
post-anthropocentrism, is even more urgent today — it does not belong just
to the academic world, but can be more and more often encountered in the
areas of art, culture, and media. Anthropocene has the power to remind us
of our restricted and contingent time on this earth. In the text, Heather Davis
and Etienne Turpin state that “..so far as we are to accept the term
Anthropocene and its mobilizing potential, it is an aesthetic event. I mean
this in three ways. First, aesthetics can be understood from its etymological
source in aesthesis, meaning sense perception. Taken in this light, the
Anthropocene marks a period of defamiliarization and derangement of
sense perception. This is primarily what is unfolding around us: the
complete transformation of the sensations and qualities of the world. In
other words, the world that we are born into is receding in front of our eyes,
causing a rearrangement of the sensory apparatus of our organism.
Climate change, under these terms, can be understood as a complete
rearrangement of our sensory and perceptive experience of being in the
world, where the threat itself becomes hard to identify based on the sensory
limitations of our bodies. As Nicholas Mirzoeff (2014) argues, the problem
with these changes is that they are often written into the canon in a way
that signifies beauty. He uses the example of Claude Monet’s Impression:
Sun Rising (1873). This painting, one of the most circulated images in art
history, marks not just a particular aesthetic shift associated with
Impressionism, but portrays the intense smog produced by early
industrialization. The fact that air pollution has been anaesthetized into a
kind of beauty marks one of the central problems of the Anthropocene era.
This fetishizing of environmental destruction which troublingly straddles




(COBPEMEHHDBIN AUCKYPC-AHAU3) EN PRI

the realms of beauty and awe can also be seen in the work of photographers
such as Edward Burtynsky and Andreas Gursky ... Second, the
Anthropocene has been framed through modes of the visual: data,
visualization, satellite imagery, climate modelling and other legacies of the
‘whole earth’... Third, art is a polyarchic site of experimentation for living
in a damaged world, offering a range of discursive, visual and sensual
strategies that are not confined by the regimes of scientific objectivity,
political moralism or psychological depression. Art can provide a space for
dealing with the affective and emotional trauma of climate change, dams
and environmental pollution as it can hold together contradictions. We
need modes of expression for the collective loss we are suffering through
and venues to express the emotional toll of living in a diminished world.
This sense of multiplicity that is contained within art provides a way to sift
through the numerous contradictions of our everyday lives, to deal with
divergent and discontinuous scales of time, place and action. Art practice
can also provide a space of propositions and future imaginaries ... As David
Garneau says ‘What art does do — and what is difficult to measure — is that
it changes our individual and collective imaginaries by particles, and these
new pictures of the world can influence our behaviour’. The arts are part of
the emergence of the narratives about the ways, in which we live in the
world, narratives that can be damaging or visionary, which can connect or
dislocate us from the earth. The fact that so much of Anthropocene
discourse has been taken up in the arts merits more attention” (Braidotti,
Hlavajova ed. 2018: https://34.sk/umenie-v-antropocene/).

If we consider photographic image within the intentions of current
visuality, we must accept the notion of a photographic image as a constantly
changing flow of information, data, and stories, which are being transformed
in time, space, and contexts of the era. It is a consequence of the volatility of
the term “reality”, when not only art but also our physical bodies and all our
being transforms into a sphere of virtual possibilities. Aesthetics of
metamodernism carries within itself neologisms in thinking, to which we
must also adjust our perception of the established interpretations of
photographic image. Hybridization in the era of post-humanity and in the
contemporary visual photographic language does not only influence
morphology, but it also increasingly affects the medium itself and its
philosophy, not excluding transformations of the content, structure, i.e.,
those that address the contexts of body, portraiture, and even conceptual
documentary. “The message of Foucault’s book "The Order of Things"
subtitled "An Archaeology of the Human Sciences”, was this. The main
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question of modern philosophy since the times of Kant is: I, i.e., my
consciousness must be both an empirical object of representation and a
transcendental originator of representations. How can it be possible? In
Foucault’s opinion, history has showed us that it cannot — and this
impossibility means a collapse of modern episteme. He concluded the book
by comparing the eventual end of man to erasing a face drawn in sand at
a shore ... People acquainted with Kittler as a coldblooded theoretician, a
hot typhoon that has washed away all the marks left by a familiar face at a
shore and has melt it down into silicone chips, are often surprised by the
poetic power of his texts. Make no mistake, for Foucault and Kittler it was
not about an elimination of the humankind itself. They mostly addressed
epistemological questions within the context of human sciences traditions
which have, during the last two centuries, built and glorified the "oh,
human"—human supremacy over the events and life on the planet and the
whole universe; supremacy stemming from the privilege of being able to
think (and speak). Human sciences and artists have only recently started
to draw consequences from the withdrawal from anthropocentric positions
and that is also the reason that ecological themes and Anthropocene are
such resonating topics. And it seems that natural sciences are going to need
us... Anthropocene has become one of the main narratives of our time quite
fast” (Barok 2015: https://monoskop.org/Talks/Antropoc%C3%A9on).

Just as a river tide carries the silt of memories, our own memory and
experiences, it also transforms ourselves. This interflow and constant
changes in time can be implicitly found in contemporary photographic
language in a form of an interflow of realities. Within the postmodern shift
in the portrayal of self-portrait photography and its biographic features, it is
mainly the fundamental author’s identity, interpreted mostly through their
relationships with their close ones, that is coming to the fore. Contemporary
authors more and more often address the time-space reconstructions of real
and key life events, while the narrative of the photographs is based on a
thorough direction of individual characters, their facial expressions,
gestures, and attributes, while simultaneously remaining in a position of
fiction about possible reality that is taking place in the area of personal
memory. Within the theory of photography, art, and philosophy, such
disruption of time continuum by a parallel reality, which a spectator has no
way to verify, raises many fundamental questions about the stability or
uncertainty of the truthfulness of the medium of photography itself. The
effort of photographic concepts of all genres and intermedia overlaps of the
last decade could be defined as a need to find the human being in their
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imperfect wholeness; finding one’s place in the journey that secretly speaks
of who we are, where we are heading, and who we are becoming; on a journey
that frankly reveals socially sensitive topics and shows us that “look, this is
us, people, nothing more and nothing less”. In contemporary photography,
genres such as landscape, still-life, portraiture, and body are becoming the
bearers of social trauma, our emblem and imprint, so that we could learn to
accept difference one small step after another. “Darwin has defined the
main, destined peculiarity of a human being: their saliency and oneness,
thus, a certain loneliness in it ... Man has lost a sense of limits, boundaries,
and order; has spilled themselves all around the planet as a biblical flood ...
is unique both up and down ... has overflown their banks and that inevitably
leads to chaos in them that they cannot handle ... man is a God to man
(Spinoza) ... is not a master in their own house, as Freud had pointed out ...
a human being is unwillingly against themselves“ (Milinz 2020: 91-94).
Therefore, if, within our reflections, we have such a preview before our eyes,
there is a lingering key question - in what way, if at all, can art, in connection
with the critical theory, give answers to the diverse challenges related to both
the current and future ideological, political, and economic factors.
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Eva JONISOVA

PHOTOGRAPHY AS A MEDIUM AND TOOL FOR SOCIAL
CHANGE

When American photographer Dorothea Lange took a photo of “Migrant Mother”
during the Great Depression in the USA, she contributed to an immediate support for
the affected farmers. The objective of the paper is to analyse social/sociological
photography and appeal to changes in society that could be achieved, as well as to map
similar initiatives around the world and in Slovakia.

Keywords: Ban, Dmitrijev, FSA, Koudelka, Lange, Riis, Salgado, social
photography, sociological photography, Streit.

Introduction

hrough digitalization, photography has become an even more

available medium than it was before, and, it is now an everyday

part of our lives, whether through media or social networks
inundated with aesthetic and perfect photographs. However, many of us still
do not comprehend what photography is and has been capable of, the power
this tool holds, as it is able to not only promote, sell, or capture pretty
memories, but can also influence, transform the society and its development,
hold up a mirror to it, be both its critic and proponent. Or, it can also be an
efficient instrument of propaganda even today, as it is so simple to
manipulate photography. It is very easy to capture and display nice moments
of our lives, but it is important to remember those, who have not been as
lucky as we are, and, therefore, photographs by humanist authors with social
conscience can be that voice which draws attention to the disadvantaged or
forgotten.

Briefly about the Origins of Social Photography

The second half of the 19th century was a very fruitful period, as regards
the documentation of lower segments of society. In his artwork, Italian
photographer C. Ponti captures Venice, its streets and lives of the lower
classes, street peddlers and beggars (Hlava¢ 1974: 14). In England, in his
work Street Life in London from 1877, the author J. Thomson captures day-
to-day life and work of people in the streets of London outskirts as a
reportage. Country life in Northeast England and everything it comprises,
from fishing to agriculture, is documented by F. M. Sutcliffe (Mrazkova 1985:
56). So far, all of these are just documentary works, some with a character of
reportage, by different authors from different countries, which were not
deliberately aiming at social photography or portrayal of the topic of human
work. At the end of the 19th century and at the turn of the centuries, which,
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according to Hlavac, is considered the realistic period of photography,
authors such as P. A. Emerson start to emerge (Hlavac 1974: 14). Emerson’s
photography philosophy differed from the others by its naturalism and, in
his opinion, photography should faithfully reproduce what is seen by human
eyes, without retouching, modifications or combination of photographs. He
regards spontaneity, naturalness, and authenticity as the fundamental values
of photography. He carries this philosophy over into his work and records
the country and daily lives of people in Norfolk for the purpose of
ethnological study which he publishes in the work “Life and Landscape on
the Norfolk Broads” from 1886 (Mrazkova 1985: 34). At the turn of the
centuries, when the social differences in the two world powers — one
capitalist, the other socialist, are increasing, social photography and its voice
are also rising.

Danish photographer J. A. Riis is among the first photographers who
have demonstrated how powerful the instrument of photography can be. He
photographed East Side streets in New York with an aim to draw attention
of the society to the inhumane conditions that immigrants live in. In his
photographic work and articles, he demonstrated the poor living conditions,
criminality, and diseases that affected this segment of New York society.
Jacob Riis himself was one of the millions of immigrants who had moved to
America at the turn of centuries in search of a better life but had ended at the
edge of life instead. After seven years, he had found a permanent job as a
journalist and focused his work on this part of society that he experienced
himself and needed to raise awareness of. Riis was also a pioneer in
photography using artificial light which he saw as an opportunity to
dramatize the statement of his photography. In photographing night streets,
he had assistants helping him with illumination by igniting magnesium
powder. “His photography became a conscience of the society. Its power
does not lie only in the fact that it informs, it also brings evidence and
impacts emotions” (Mrazkova 1985: 66-67). His photographic work, also
noticed by the US president Theodore Roosevelt, brought a new face to the
New York East Side area in the form of parks and housing for immigrants
(Anonym 2021).

At the other side of the world, in Tzarist Russia, photographer
Maxim P. Dmitrijev calls for help for the poor through his socially critical
work (Mrazkova 1985: 57). The 1890s in the Upper Volga Region around
Nizhny Novgorod were affected by drought that caused poverty, hunger, and
consequently, disease-afflicted people, who the tsarist government showed
no interest in. Originally a portrait photographer, working in Novgorod
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atelier, sets out to photograph this desolate land, starving people and cattle,
and its shacks with an intention to appeal to society and to find help. Despite
censorship, thanks to Russian intelligence, reporters, and writers, he is able
to publish this authentic documentary anonymously in a magazine and a
book under the title “The Barren Year 1891 — 1892 in the Nizhny Novgorod
Region”, urging the society to put pressure on the government (Mrazkova
1985: 60-61). Similarly to J. Riis, his activities were successful at drawing
attention to the social problem, raising society’s awareness and its
willingness to help. His work had, thus, led to an organization of material
support for the region from the citizens, and later also from the tzarist
government, which had ignored the problem at first (Hlavac¢ 1987: 162).

Another milestone of social photography is the photographic work of
the American sociologist Lewis W. Hine, who had contributed to the
transformation of child labour laws (Hlava¢ 1974: 14). His first known
photographs come from New York Harbor, where he photographs arriving
ships full of immigrants searching for new life in a free country. It is here that
Hine realizes how powerful photography is by being able to say a thousand
words. However, from 1908, he focuses on a slightly different, not very
popular topic of child labour. On five thousand photographs taken within
thirteen years, he captures children and their work in factories, mines, mills,
glass factories, plantations, and fields. “Although regulations on child labour
already existed at the time, they had not been respected, because children
could be paid less than adults” (Mrazkova 1985: 68). Hine felt a need to
document and publicly present this fact and that is why he started to work
for National Child Labor Committee. But it was not easy, as he often had to
carry out his photographic and sociologic activities in disguise, e.g., as an
inspector or insurance salesman. His harsh or rough photographs, in which
the working children often look straight into the lens, oftentimes said more
and resonated in the society much stronger than any article written before.
He composes the shots in a way that captures the environment in which the
children work as truthfully as possible (Mrazkova 1985: 69). After his work
was published in progressive magazines, government was put under
enormous public pressure to set minimum age requirements for working.
Through his photography, Hine has, thus, contributed to the cessation of the
use of child labour in America and the return of many children to schools
(Halliday 2020).

At this time, photography gains momentum and popularity and
becomes an increasingly used medium in press and a weapon in the fight
against injustice. Thanks to the aforementioned authors, the world got to see
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the power the photography has to influence the society and its development.
Hidden potential of photography as a trustworthy medium had been found
also by representatives of countries that saw an opportunity to use
photography as an instrument of agitation and promotion of their political
or ideological interests in the society (Mrazkova 1985: 118). According to
historians, the shortcomings of Tzarist empire, such as poor economic
situation, casualties of war, poverty, and hunger, started to manifest
themselves during the First World War. This led to the fall of the Tzarist
government, the Great October Revolution, and the consequent civil war that
the Bolsheviks supressed successfully (Anonym 2017). During this time,
usage of photography had taken on a new dimension. It was meant to inform,
agitate, and teach the uneducated society in a comprehensible, persuasive,
and authentic way. “And thus, for the first time, photography in Soviet
Russia becomes an instrument of a programmed, centrally controlled, and
didactically focused propaganda and agitation” (Hlava¢ 1974: 14).
However, there had been a lack of photographers at the time, as most had
fled abroad or stopped photographing because of the changes in the system
and entrepreneurship. Therefore, the Russian government decided to recruit
new photographers from among common people, such as workers, peasants,
or miners. Shortly after the October Revolution when Bolsheviks came to
power, they established a cinema-photo department alongside the State
Committee for People’s Education, and one year later also the Higher
Institute of Photography, which were intended to train new cadres of
working-class photographers, and it was also the first school in Europe to
teach all genres of photography. In the 1920s, working people and
construction of the country became the main topics of photography in the
Soviet Union. In this period, social photography becomes socialist and
acquires an educational-propagandistic character (Hlavac 1974: 14). At first,
in larger cities, thematic photographs had been hung as image newspapers
into “agit displays”, shown at exhibitions of proletarian photography, and
published as albums (Mrazkova 1985: 118). Later, after the improvement in
economic situation in the Union’s second decennium, magazines and
weeklies such as Ogonok, Sovetskoje foto a fotograf start to emerge, and an
agency Sojuz Foto is established. According to Mrazkova, in all of these,
“photography becomes an image language of magazines” (Mrazkova 1985:
119). In 1930, magazine SSSR na stroike (USSR in Construction) is
established with an aim to inform Soviet people about the development of
construction in the country according to the first five-year plan. The
magazine also played its propagandistic role abroad, as it had been published
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in different languages (Mrazkova 1985: 119). “From the beginning of the
1930s, Soviet authors had been bringing photographic stories about the
construction in their homeland, about the transformation of Soviet
worker’s life-style, and developing industrialization in the excellently edited
magazine SSSR na sroike, founded by M. Gorky, or in youth illustrated
magazine Ogonok. Although painful, it was a birth of something new and
hopeful, and a Soviet photographer reported about it with committed
engagement” (Hlavac 1974: 9).

In Germany, a magazine with a topic of working-class photography
entitled Arbeiter Illustrierte Zeitung (AIZ) was established as early as 1921.
Magazine’s content consisted of reportages of working-class environment
and political development in the country supplemented by authentic
photographs. In 1926, under the AIZ, magazine Der Arbeiter-Fotograf
(Worker-Photographer) started to be published and reached 7000 printed
copies in 1929. The magazine also contributed to the development of the
German Association of Worker-Photographers which had 1480 members at
the time. In the 1930s, similar associations and left-wing movements also
emerged in the nearby countries affected by the crisis. At the time,
Hungarian worker-photographers published their works in magazine
Munka. An association of worker-photographers, called Szociofoto, is also
established by artist and poet Lajos Kassak (Mrazkova 1985: 119). Left-wing
photographic movement of the same name Sociofoto is established also in
Slovakia as an alliance of communist propagandists led by Irena Blithova and
Barbora Zsigmondiova and Friends of Nature association (Hlava¢ 1989:
168). Majority of the associations, groups or unions of social and socialist
photography remained active until 1938, when political situation changed
mainly in Germany and Hitler came to power.

The Wall Street Crash from the 24t October 1929 constituted a
catastrophe for the American society and economic crisis for the whole
world. In 1932, there were as many as 15 million unemployed people in the
United States. President Hoover was unable to improve the economic
situation and, therefore, Roosevelt takes over the office in 1933 (Medvedova
2017). President Roosevelt adopts measures to revive the economy known as
the New Deal. This new system had also its opponents and, therefore,
Roosevelt’s government establishes groups of photographers with an aim to
document the hard living conditions on American farmers in order to gain
support for his economic reforms. Later, in 1937, this project was renamed
Farm Security Administration (FSA). The large number of authors involved
in the project comprised prominent personalities such as Arthur Rothstein,
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Walker Evans, Russell Lee, Marion Post Wolcott, Jack Delano, John Vachon,
and Dorothea Lange. It was the portrait by Lange entitled “Migrant Mother”
from 1936 that became the icon of the Great Depression in America. During
this period, until the World War Two, the FSA team managed to create
approximately two hundred and fifty thousand photographs, which shows
the scale and magnificence of this sociological project that is considered the
largest photo-documentary project thus far (Mrazkova 1985: 57).

Contemporary World and Slovak Social Photography

Within the whole history, the period considered contemporary history
is the period after the World War Two. During this post-war period, an
agency Magnum Photos has been established as a consequence of the World
War Two. The agency was founded in 1947 by photographers Robert Capa,
David Seymour, Henri Cartier-Bresson, and George Rodger. Its objective
was to associate socially committed photographers with humanist values
from around the world, to provide them with freedom for their work, and,
through its members’ work, to present visual testimonies of society’s
problems to the world (Greenberg 2013).

The most famous Czech photographer of global significance from the
Magnum Photos agency, who has dedicated his work to the criticism of
society and its problems, is Josef Koudelka. He became renowned for his
photographs from the protests against Warsaw Pact troops invasion of
Prague in 1968, which had gone around the world media through Magnum
Photos agency. They were signed by a pseudonym “P.P.”, Prague
Photographer, because of fear of possible persecution. In 1968, due to the
unfreedom and fear, Josef Koudelka emigrated and later obtained asylum in
Great Britain, which allowed him to travel around Europe and continue his
previous work (Anonym 2017). Before the occupation, he had focused his
attention on photographing the Roma. In times when there is a growing
number of expressions and crimes based on hatred of the Roma and Sinti
community, Koudelka’s work provides an alternative to simplified,
polarizing, and racially stereotypical media images of the Roma. In 1974, he
became a member of Magnum Photos and, a year later, he published a book
“Gypsies”, where he presented his emotional photographs from Roma
settlements supplemented by factual texts by a social anthropologist
(Bayryamali 2020). His last large contemporary photographic work (2008 —
2012) is a panoramic series from the Israeli-Palestinian border area, which
has also been published as a book entitled “The Wall”. In the Holy Land, he
photographed two nations divided by a barrier built by Israel on the west



https://sk.wikipedia.org/wiki/Robert_Capa
https://sk.wikipedia.org/w/index.php?title=Henri_Cartier-Bresson&action=edit&redlink=1
https://sk.wikipedia.org/w/index.php?title=George_Rodger&action=edit&redlink=1

(COBPEMEHHDBIN AUCKYPC-AHAU3) EN PRI

bank of Jordan. In this barrier, Koudelka sees an absurdity and also an
analogy to his own experience with life behind Iron Curtain in the CSSR
(Smyth 2019).

Simon Norfolk, born in Nigeria, is also one of the renowned
contemporary photographers. He aims his work at landscape photography
in different war zones, such as Bosna, Liberia, Afghanistan, and Iraq, where
he documents destroyed cities and countries affected by fighting. Norfolk has
created a collection of works showing ruins that were left in the wake of
conflicts in these countries. Despite his aesthetic photographs, he is a critic
of conflicts and captures ruins of buildings as metaphors for human
foolishness and pride. He is well-known for his book on Afghanistan,
published in 2002, in which he documented a devasted country strewn with
remains of buildings (Anonym 2021).

Another one of the significant contemporary social-documentary
photographers is Sebastiao Salgado. Salgado has focused his work on global
issues, such as violence, hunger, migration, and inequality. He spent most of
his photographic career in South America, Africa, and Central Europe, where
he aimed his attention at people living in disadvantaged conditions or
without home. In the 1970s, Salgado photographed a wide scale of topics
including the famine in Niger and the civil war in Mozambique. He also
became a member of prestigious agency Magnum Photos in 1979. He
attempted to create larger social-documentary projects, the most significant
being the series “Workers” and “Terra: Struggle of the Landless”. In these,
he concentrated on impoverished workers at a gold mine in Brazil. Salgado’s
work is driven by his empathy and compassion for the photographed social
groups (Anonym 2021). In one of his last artworks entitled “Exodus”, he
addresses a massive movement of refugees from around the world. This six-
year project points out millions of people that have been forced to leave their
homes because of poverty, war, and repressions (Anonym 2021).

Andrej Ban is a Slovak documentary photographer and reporter who
constitutes an integral part of contemporary social photography. He is
known for his long-term projects, in which he focuses on conflict zones in
various parts of the world, especially in the Balkans. He has photographed in
several crisis areas, such as war-afflicted Kosovo, Israel, Georgia,
Afghanistan, Pakistan, Ukraine, Haiti after the earthquake in 2010, or
refugee crisis in the Mediterranean. “He is interested in an in-depth look at
the causes of conflicts, as well as the difficult situation of the victims of wars
or natural disasters over a longer period, while they are trying to return
back to normal life” (Anonym 2021). As a photographer with humanist
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approach and social conscience, he participates in humanitarian aid and help
for people he photographs, who have found themselves in a crisis situation.
During the Kosovo War in 1999, with other journalists, he has cofounded an
organization that helps local inhabitants affected by war named People in
Need which he had also run for several years. He also addresses social
problems in Slovakia, and, in recent years, has brought several reportages
from Eastern Slovakia, in which he points out the faulty system of
agricultural subsidies and its consequences for local farmers and the whole
Slovak agriculture (Ryba 2020).

Another recent project worth mentioning is a project by two social
photographers — Czech author Jindfich Streit and Slovak author Peter
Lancari¢, who have documented families taking care of their relatives in vigil
coma. Afterwards, they held a travelling exhibition in several Czech and
Slovak cities under the name “Drzme spolu” (Let’s Stick Together). The
objective of the project was “to demonstrate the deficiency of the social and
healthcare system in Slovakia and to connect people in a very difficult life
situation needing help with experts and politicians” (TASR 2018). Besides
pointing out the issue of patients with vigil coma diagnosis, it was also a
charity event, and, therefore, artist ASot Haas donated one of his artworks to
an auction, the proceeds of which were used to support patients in vigil coma
(Anonym 2021). Official opening of the charity vernissage took place at the
Bratislava Castle and was attended by prominent personalities from the
fields of medicine, science, art, and politics from Slovakia and abroad.

Instead of a Conclusion

We have learnt from history and theory that photography as a powerful
tool of social criticism has accompanied every single period or event, from
the times of its invention, through film until current digital age. Photography
is an authentic reflection of its time, both its proponent and critic, and it is
very important for each period of time to have its critic and for every
disadvantaged or vulnerable social group to have a voice that draws attention
to its problems. In the current world of internet and social media,
photography as a medium is even more available to the masses and can
spread even faster. Therefore, we can state that photography is now even
more social that ever before and is a fast and efficient communication
instrument not only for commercial purposes, but also for public
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presentation of social issues.
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Ladislav HALAMA, Zora HUDIKOVA

NIGHTFALL OF THE CINEMA

Three phenomena of current mainstream production: production of franchise films,
production of remakes and tentpole movies are the current pillars of the profitability of
global film production. Their preference significantly limits resources for independent,
artistically ambitious film production. More original, less commercial or art films don ‘t have
a fair chance in the new cinematic marketplaces. Audience behavior is changing. The
number of visitors who are willing to go to the theater and pay more money for a single ticket
than for a one-month subscription to a streaming service is declining. The film viewer thus
settles irresistibly in front of the home tv screens and the culture of the cinema disappears.

Keywords: Cinema, digital film, digital technologies, franchise movie, tentpole movie,
remake, independent movie.

Introduction

ver the last three decades, digital technologies in cinema have

made an intensive impact on all phases of film production.

Their gradual development and improvement were initially
aimed mainly at post-production editing of previously traditionally shot
material (on celluloid). The change was completed with the development of
digital recording in a quality comparable to that of a film image. In this way,
the medium of film changed its material nature and filmmakers lost the
'tangible' result of their work. However, they have gained a wealth of CGI
technology, and the possibilities of film distribution have expanded. And it
is these new techniques that have been perfected in the last ten years or so
that have begun to fundamentally change the behaviour of the film viewer.
Digital movies have entered networked clouds, and audiences have moved
from the armchairs in movie theaters to the couches in their living rooms.
This 'displacement’ has had a profound effect on the behaviour of producers,
the selection and development of themes and, as a result, again on audience
expectations. In less than three decades, the paradigm of film has completely
changed. As recently as 2000, almost 100% of mainstream Hollywood films
were shot on film stock. By 2015, that number had dropped to roughly 22%
- the rest was already being shot digitally. Similarly, as recently as 2005,
almost 100% of films were projected from film stock. Just eight years later,
film exhibition already accounted for less than 3% of the market. (Dixon
2019: 30) The year 2013 marked the literal end of film - digital projection
was almost exclusively used, with the exception of art cinemas, museums and
research institutions. This period also saw the collapse of the (only recently
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discovered) physical media market for home use. Sales of DVDs, which in
2005 accounted for almost 100% of the home video market, fell by more than
80% in 2018 (Dixon 2019: 30).

The aim of our study is to elucidate the processes in mainstream
American production, which, with its worldwide distribution, has serious
implications for the behaviour and expectations of audiences in all countries.
The proliferation of distribution channels for American productions raises
the question of what the future holds for independent, artistically quality
productions. To develop our study, we will use the methods of logical and
content analysis, induction, and deduction.

Signs and symptoms of decay

Parallel to the processes mentioned above, the digitalization of
production has also begun to manifest itself very strongly in changes in the
creative practices of the world's largest producers, the American Big Six
companies that top the charts in terms of volume and profits in film
production. This dominance also stems from their leading position in the
introduction of digital production and has had a major impact on the
development of world cinema. We will briefly mention three phenomena of
contemporary American mainstream production that have an impact on
global film culture. The first - but not the most important - is the continuing
and growing trend of adaptation. Adaptation is defined as "adaptation to
environmental conditions and composition rewritten into a new form."
(URL: https://www.merriam-webster.com/dictionary/adaptation’.)
Adapting stories from one medium to another has been around since people
started writing them down. Every storyteller alters his or her story, every
story is slightly modified to suit the storyteller and the audience. Even when
a story is written down or otherwise recorded, it has to deal with subtle
adjustments, a variety of versions, and the medium of recording itself. In the
contemporary film environment, however, we encounter not only
adaptation, but also mutation and convergence of genres, without evolution.
R. Stam even links this to a kind of new life for texts, saying: ,,If mutation is
the means by which the evolutionary process proceeds, then we can also see
film adaptations as "mutations” that help the source novel "survive" them®.
So, in addition to adapting to changing environments and tastes, the new
medium adapts the text through its distinctive industrial demands,
commercial pressures, censorship taboos, and aesthetic norms (Stam 2005:
3).

The current form of adaptations is the production of so-called
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franchise  films. (Merriam-Webster. A media franchise  URL:
http://dictionary.sensagent.com/ Film %2o0franchise/en-en/) They are part
of a never-ending stream of adaptations of stories from other fields and
media. As G. Smith stated: “One of the primary sources of aesthetic
innovation is adaptation from other media. (...) When a medium borrows
an effect from other existing media, the borrowing medium often evolves
and gains expressivity” (Smith 1999: 32-53). With the help of new CGI
technologies, the producers have succeeded in bringing to life characters and
stories inspired by the drawings of comic book authors in a perfectly
believable animated form. The reuse of story material, characters and worlds
in franchises is the result of convergence in the media industry. It's why there
are so many expensive productions nowadays, with different variations of
popular comic book material. H. Jenkins explains that, “in recent decades,
the entertainment industry has moved into the world and narrative logic of
franchises and trans media. This is an economic necessity given the way
Hollywood conglomerates operate, where the same companies own many
different media platforms” (Henry Jenkins Interviewed at the 5D
conference. ‘5D Presents: The Amazing 5th Dimension!’12.11.2009. 28-09-
2011. 00:02:53 — 00:03:12.).

The reasons for the success of franchises have been explored by many
theorists and they include several: T. Elsaesser sees them in the cross-
connection of narrative material with other media (Elsaesser 2000: 28).
M. Piccard defines audience interest as the result of a desire for repeated
experiences, a kind of appetite for the same thing (Picard 2009: 298-299).

In the case of adaptations, when audiences are familiar with the quoted
text and recognize the references in the film, it strengthens their relationship
to both texts. Audiences can use their knowledge of the texts to distinguish
themselves as individuals, as L. Hutcheon argues that “the art of this
pleasure (of adaptations) comes simply from repetition with variation,
from the comfort of ritual coupled with the piquancy of surprise” (Hutcheon
2006: 4). This strategy capitalizes on consumers' desire for stories they knew
from childhood, that they liked, and therefore they logically and emotionally
wanted to acquire more of the products that the franchise was currently
offering them - both narratively and materially.

But what are the implications of this overproduction of comic book
franchise films that occupy the majority of multiplexes? In addition to the
portion of the audience that consumes this type of production, there is a large
group of viewers whose feelings were aptly expressed by A. White in his
article: “How many more times can we tolerate digitally enhanced
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characters flying through the air with a spear or knife to destroy an
adversary as Superheroes? How many super-dynamic shots of fantasy
landscapes, 360-degree panoramas, and criminal and grotesque monsters
entering our consciousness can we take before our heads spin and we
realize that those millions of digital pixels no longer make sense?” (White,
A. “Cinema Is About Humanity, Not Fireballs,” The New York Times 13 June
2013 URL: https://www.nytimes.com/roomfordebate/2013/03/07/are-
digital-effects-cgi-ruining-the-movies/cinema-is-about-humanity-not-
fireballs).

Not everyone is thrilled with the digital grandeur of franchise films,
which suffocates what A. Bazin and previous generations of theorists, critics,
and filmmakers considered to be the essence of cinema: nature and the
human face. It seems as if Hollywood's emphasis on digital effects is aimed
at turning viewers into children rather than to aesthetically responsive
spectators. Audiences are also becoming addicted to these films under the
influence of the overwhelming marketing mediated by the internet and social
media. Through spectacular visual effects experiences, they leave behind the
reality that the film camera was able to convey. Audiences expecting more
and more franchise films, more Star Wars, Guardians of the Galaxy,
Avengers, Spider-Man and Superman, seem to be conveying a single
message: entertain us, but don't ask us to think. Thus, the viewer experiences
stereotypical story twists, ongoing superhero wars and victories, dramatic
clichés and endings that only pave the way for more sequels. The film has
stopped being thought-provoking, it wants us to turn off our minds and let
ourselves be carried away by the "wow" aesthetic for a few hours. This is the
21st century mainstream cinema: images that don't really exist, serving
stories that offer no help to our lives off-screen.

And the situation may be even worse: Superhero movies have grown to
take themselves increasingly seriously, and studios are varying and
canonizing ever more complex stories and subplots to suit them, in an effort
to satisfy a voracious fan base for whom their stories are becoming
mythology. The major players, Disney/Marvel Entertainment and Warner
Bros.-DC Entertainment, have no reason to change their strategies. Marvel
has grossed $18.5 billion to date and Warner Bros'-DC Entertainment nearly
$5 billion (2019 figures), with more than 3/4 of revenue coming from
distribution outside the US. (URL:
https://www.cnbe.com/2019/04/05/warner-bros-dc-films-are-no-longer-
trying-to-be-marvel.html Published 2019 04 05). That's why plans for
superhero, tentpole movies, more sequels with new comic book heroes,
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spinoffs and reboots are planned for the rest of the decade and even for the
next one.

Another phenomenon that contributes to the schematization,
insubstantiality and soullessness of the mainstream is the making and
production of blockbusters - films whose budgets are extremely high, whose
promotion consumes more resources than their actual making, and whose
profits are supposed to make up for all the losses suffered by the producers.
It is franchise films - and not only adaptations of comic book stories, but also
James Bond stories - that fulfill the role of 'tentpole' films - Hollywood slang
for films designed to attract audiences with stunning special effects and to
'cover' the producers' losses or accelerate their profits on a global scale. A
very fresh example is the worldwide release of the latest Agent 007 film, 'No
Time to Die', which after its world premiere (September 30th, 2021) earned
$119 million in four days, with a current release in 54 countries (before the
release in China) (Whitten, S.: ‘No Time to Die’ scores $119 million in
international debut URL: https://www.cnbc.com/2021/10/03/no-time-to-
die-scores-119-million-in-internatio nal-debut.html). For cinema owners,
this will probably be a lifeline that will come in handy and probably save
them from bankruptcy after the pandemic period. At least for now...

Success of such films has been partially attributed by filmmakers such
as S. Spielberg and G. Lucas, who can be described as the main architects of
the blockbuster phenomenon. Spielberg has said that the end of the
superhero franchise is still not in sight, likening it to the western genre: “We
were there when the western died and there will come a time when the
superhero movie will go the way of the western. (...) Right now, the
superhero mouvie is alive and well. But the day will come when mythological
stories will be replaced by some other genre that some young filmmaker is
already thinking about and discovering for all of us” (Coyle, Jake. “Full
Movie Preview: Spielberg Plunges into the Cold War,” The Associated Press
2 September 2015. URL: https://www.yahoo.com/news/fallmovie-preview-
spielberg-plunges-cold-war-131839190.html?ref=gs). This reflection of
Spielberg, however, seems to us rather too optimistic, because it is unlikely
that in the current state of the commercial production boom, perhaps some
creative force can change the direction of the whole industry.

The third phenomenon of the producer's one-sidedness aimed only at
maximum profitability is the exploitation of already played themes. Here,
however, it must be admitted that the motive that drives producers to
remakes is not only declining sales. The revival of older, already played out
themes that were once successful is usually motivated in different ways -

(= )


https://www.cnbc.com/2021/10/03/no-time-to-die-scores-119-million-in-internatio%20nal-debut.html
https://www.cnbc.com/2021/10/03/no-time-to-die-scores-119-million-in-internatio%20nal-debut.html
https://www.yahoo.com/news/fallmovie-preview-spielberg-plunges-cold-war-131839190.html?ref=gs
https://www.yahoo.com/news/fallmovie-preview-spielberg-plunges-cold-war-131839190.html?ref=gs

(COBPEMEHHDBIN AUCKYPC-AHAU3) EN PRI

most often by casting currently popular actors or by transferring, updating
the plot in new contemporary conditions. Even remakes have become a
proven means of raising money. It must be said, however, that remakes are
an innocent symptom of commercialization, so to speak, and among them
can be found films that meet higher aesthetic and artistic criteria (Little
Woman, 2019; Silence, 2016; It, 2017; Cinderella, 2015; True Grit, 2010;
Murder in the Orient Express, 2017; A Star Is Born, 2018; etc.).

Where is it heading?

All three of these phenomena in contemporary pop cinema contribute
to a trend that W.W. Wheeler has termed "synthetic cinema" and defines it
as: film making motivated by profit alone, designed solely to make money,
with no real art. In the early days of digital cinema, computer-generated
effects already existed, but were used to some extent in fantasy, action and
adventure films. But with the transition to digital cinema and the current
scale of production of franchise (comic book) films, the temptation of
limitless possibilities is irresistible to audiences (and producers) to the point
where the film world is escaping from reality, taking the viewer out of reality
- into the world of "synthetic cinematography" (Wheeler 2019: 16).

How do all these phenomena relate to the new distribution channels
brought about by digital distribution? It is clear that all the big franchise,
tentpole films are made with the main intention of presentation - screening
on the big screen, in a cinema with perfect digital picture and sound. After
all, it's the special effects budget, CGI imagery and multi-channel sound that
most of the budget for these films is invested in. Although cinema attendance
has been in long-term and worldwide decline, these most powerful calibers
of producer's weapons are still profitable. Hence, we conclude that audiences
are choosing to visit the cinema specifically in favour of blockbuster titles,
and more artistically valuable films are losing audience interest. It is the
declining number of these audiences that reduces absolute numbers, but this
does not directly imply a reduction in the profitability of the big studio
conglomerates. These losses are being replaced by the new distribution
channels and markets that are opening up for them.

On the other side of this boom in franchises and transmedia
convergence is the supply of independent filmmakers, a market that stands
outside the mainstream and has always produced better quality, more or less
profitable films. Independent producers have also been able to survive
through independent cinema networks, DVD, Blu-ray, or VOD distribution.
However, this distribution pillar has weakened a lot. Almost the entire space
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has been filled by digital VOD distribution through streaming services. Of
course, both DVD and CD are now obsolete formats. Physical media is being
abandoned in favour of cloud streaming, again bringing the prospect of profit
to studios and distributors. Once you've bought a DVD, you've owned it
forever. Now, even if one 'buys' a film title digitally (VOD), it is stored in the
cloud and is only accessible to them according to the agreement and terms
set by the supplier, which may be subject to change. So where once the
cinematic community supported each other, the ubiquity of the web has
turned audiences into a legion of lonely moviegoers, each with their own
laptop or mobile phone. This, figuratively speaking, closed the door to
cinema and opened the way to the lonely consumerism of the mainstream.
The current distribution system is clearly trending in favour of the most
easily marketable and aesthetically trivial projects. The more thoughtful,
artistic films are relegated to the depths of digital libraries, to the lists of
"indie" films.

Technological change is only half of the discourse on distribution.
Much more serious - and not much talked about - is that distribution form
has become a driving force in determining what is produced. The most
important factor in the making of a film today is whether the studios can sell
it. In the last ten to fifteen years, the marketing and distribution departments
of the studios have had a decisive voice in deciding what is produced, how
many films are made, and how much is spent on a particular production.
Marketing in all its forms has dominated the decision-making processes in
film distribution and has a decisive influence on the kinds of films that the
viewer will see. People vote with their wallets - they can buy a film online,
watch it on TV or pay for a streaming service - and they don't have to go to
the cinema at all. This has a huge impact on the creative professions, too.
You can find a lot of commentary on this from creative professionals. S.
Frank, a successful screenwriter and director, in his book Distribution
Revolution, articulated a number of implications that have changed the
situation among creative professionals: “Proficient, experienced writers and
directors don't have many options - their opportunities have diminished.
There are many filmmakers who, despite their artistic ambitions, have
accepted to work on a sequel or spinoff of a big-budget film. Screenwriters
get the job of rewriting and adapting franchises rather than the
opportunity to develop their own film. Instead of developing our own
scripts, we rewrite foreign, old ideas that are guaranteed to be realized by
a major studio. Writers shy away from films that have little hope of
financing - even if they are talented and proven filmmakers” (Curtin, Holt,
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Sanson 2014: 168) Film studios don't want to take the risks of innovative
films, and independent producers can't. The search is always for the same -
a profitable film, no one is looking for artistic value. "Prequel" or
"reinvention" have become watchwords. That's how the latest Spider-Man,
Batman, Transformers movies were made. And major studios are engaging
renowned directors to adapt even board games (R. Scott - Monopoly) or
theme park stories for them.

The overall trend is that the worthier, imaginative and artistic films are
nowadays not being made for cinema - but, surprisingly, for television. Good
dramatic stories are now being made as TV series in the new production
parameters of so-called high quality television. The kinds of dramas that the
viewer is willing to respect, almost all take place on TV screens. Film
production for cinemas has fallen into the grip of huge, spectacular 3D films
that lack a compelling story and believable emotion. These are now offered
by TV movies, which reach the viewer via streaming services, albeit in the
form of series and their sequels. As these companies (Netflix, HBO, Amazon,
Hulu and dozens of others) accumulate huge financial resources through
regular subscriptions, they are able to deliver not only cinematic quality but
also authorial quality.

Conclusion

Although in this paper we have discussed American mainstream
production and the consequences of digital distribution, the result of these
processes is similar in the US as in Slovakia. The proof is summarized in a
short Facebook status by Slovak film publicist P. Konec¢ny: “Currently,
worthy films are experiencing a total crisis of attendance in Slovak
cinemas. A lot of young people don't plan to go to the cinemas to see art-
house cinema at all anymore, and the middle and older generation has
settled down to Netflix and soon to HBO Max, which is coming to Europe.
(...) High-quality Slovak and foreign films often have an attendance of 200-
500 spectators in cinemas outside festivals, and in our cinemas they
struggle with the disinterest of the middle, but mainly the emerging
generation. (...) I fear that the scissors of interest and taste are opening
wide. We currently have the opportunity to see festival titles in club
distribution, but it's quite possible that with zero audience interest, there
will be fewer and fewer of them” (URL:
https://www.facebook.com/konecnypeter/posts/10223297493456831)

Our study reflects on the underlying factors influencing contemporary
American mainstream production as it has evolved in the wake of digital
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transformation. We argue that it is digital production and distribution that
has contributed most to the changes in creative practices, changing themes,
and dramaturgy that have dominated mainstream production. We believe
that it is the improved production practices, the use of CGI technology, and
especially the intense pressure on producers to maximize profits that have
led American mainstream production to a significant thematic decline. The
factors we have named in the study are actual concomitants of the
transformation of the film medium today: the absolute dominance of
commercial, franchise production has resulted in a narrowing of the space
for more artistically valuable productions in cinema distribution. This has
resulted in a gradual change in the audience's tastes, evaluation criteria and
habits, especially among young audiences. A new segment - so-called HQ
television (premium television) with production quality comparable to that
of film, designed for new distribution channels, especially streaming
services, provides an alternative space for creative professionals and the
production of more valuable film productions. Paradoxically, this gives space
to higher quality film productions on TV screens, which multiplies the
outflow of viewers from cinemas. It is questionable whether and how these
trends, also under the influence of other factors (global pandemic), will
develop in the upcoming years.
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AHacmacus FOpvesHa JIEM3AKOBA
AnHa BukmoposHa bEJIOE/[OBA

AYV/IMAJTBHASY APXUTEKTYPA KUHOTPEIJIEPOB:
MYJIbTUMOJIAJIBHBIH ITOIXO/T

B cmamve npednpuHsama nonsimka onucaHus ayoudavHoll cocmasasiowletl
KUuHOmMpeiinepos ckeo3b NpusMy MyabMumooanbHo2o nodxooa. MyabmumoodanbHbill
no0x00 K U3YueHUl0 KoMMYHUKayuu npedno.nazaem usydeHue pasaudHsvlx modycos,
m.e. O0OnNpeodeneHHbIX «pexcumos8», Komopwvle Oelicmeyiom 8 «aHcambae» U
ynopsidouusarom, obycaogaugarom npomexkaHue KOMMYHUKAUUU 8  pPamKax
KoHKkpemHo20 duckypca (wau duckypcos). AyduanvHas apxumexkmypa mpelinepa
gblcMpausaemcs 8 pamkax 08yx munoe ouckypca — KUHOOUCKYPCA U PeKAAMHO20
Jduckypca. OHU Hakaaodvlearom ceoll 0OMneuamox HA CMpYKmMypy u coodepicavue
ayouanbHoOll CMOPOHbL OP2AHU3AUUU KUHOMPELL1ePOos.

KioueBble cjoBa: HegepbanbHA  cemuomukda, MYyabMUMOOAAbHOCb,
MYAbMUMOO0anbHbLll aHaAu3, ayouanbHas apxumexmypa, KuHo, mpeiiiep

Anastasia Yu. LEMZYAKOVA
Anna V. BELOEDOVA

AUDIAL ARCHITECTURE OF FILM TRAILERS:
MULTIMODAL APPROACH

The article attempts to describe the audio component of movie trailers through
the prism of a multimodal approach. A multimodal approach to the study of
communication involves the study of various modes, i.e. certain «modes» that operate
in the «ensemble» and order, condition the flow of communication within the
framework of a particular discourse (or discourses). The auditory architecture of the
trailer is built within the framework of two types of discourse - film discourse and
advertising discourse. They leave their mark on the structure and content of the
auditory side of the movie trailer organization.

Keywords: non-verbal semiotics, multimodality, multimodal analysis, auditory
architecture, cinema, trailer.

O3/1aHMEe U BOCIPUATHE TPEWJIEPOB MpeJICTaBIsAET coOOM
CJIOXKHYIO KOMOWHAINIO CTPYKTYPHO-CEMUOTHUECKHUX
COCTaBJIAIOIMNX — 3TO0 W Habop 00pa3oB, KapTUHOK,
IepCOHAKeW, ¥ BepOaJbHBIM KOMIIOHEHT, IMPOTOBAPUBAEMBIN WJIN
BKJIIOUEHHBI B BU3YJIBHYIO YacCTh B BUJIE TUTPOB/CYOTUTPOB, U, KOHEUHO
’Ke, ayIUJIbHBI KOMIIOHEHT, B KOTOPBIN BXOJUT MYy3bIKa (ualle BCero
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cayHATPEK KapTUHbI), Pa3JIUUYHbIEe 3BYKHU (B3PBIBbI, BU3T TOPMO30B, TUKAHbE
YacoB, IIaTH, IITyM BOABI U MH. Jp.) U JIaKe TUITMHA (HampuMep, KaK 4acTh
co3manus »ddekra wucImyra B Tpeilsepax K ¢uIbMaM yKaca).
HeBepbanu3upoBaHHasi CTOPOHA OpraHU3allMU Tpeisepa Haubosee c1abo
HU3y4yeHa Cero/iHs, BO3MOKHO, B BUJIy CJIOKHOCTHU BBII€JIEHUS KOMIIOHEHTOB
aHaym3a, mmojbopa HanuboJslee MPOAYKTUBHOTO METOZa, a TaKXKE B CBS3H C
TE€M, YTO caMa IPoIeypa OIMCAHUS CO3JaHUS ayAUaIbHOTO KOMIIOHEHTA
MIpe/ICTaBysIeT COO0OH CJIOKHYIO0 3azady. Takum o0Opa3oM, aKTyaJabHBIM
HallpaBJIEHUEM HCCJIE€/IOBAaHUM SIBJIsIeTCS MU3yUYeHHe He TOJBbKO CTPYKTYPbI
OpraHM3aIuy ayJuajJibHOTO KOMIIOHEHTa Tpelsjepa, HO U IIOUCK
MIPOJTYKTUBHOM METOJIOJIOTHUH JIJIsI 9TUX IeJIEH.

Ha Harm B3IJIs/1, TaKyIo CJI0KHYIO HCCIIEIOBATEbCKYIO 3a71a9y MOKHO
PEeIINTh C IMOMOIIBI0 MYJIBTUMOAAIBbHOTO aHanu3a (Bateman, Wildfeuer,
Hiippala 2017). JlaHHBIE MeTOJi IIO3BOJISIET U3YYUTh pPa3IAYHBIE
KOMMYHUKATUBHBIE CUTYaIlNH (B JaHHON paboTe — MPOoIecChl HOCTPOEHUS U
BOCIIPUSATHS TPEHJIEPOB) B ACIIEKTE COUETAHUA PA3TUUIHBIX POPM 1 KaHAJIOB
— CMeHAINHe APYT J[Apyra Kajapbl, ayJAuaJbHOE WX COIIPOBOXKIEHHE
(My3bIKa, 3BYKH, IIyMbI, THUIIHNHA), BepOATbHBIA KOMIIOHEHT (THTPBHI,
O3BydYeHHbIEe WU BBIBEJEHHbIE Ha OJKpaH), KaHp Tpekljepa, CTpaHa
IIPOM3BOJICTBA U JIp. Bce aTH cpeacTBa 0Opas3yrOT pas/MuHble aHCcaMOJIH,
KOTOPBIE B COBOKYITHOCTH ITOPOKAAIOT HOBBIE CMBICJIBI K SMOIIUH 3PHUTEJIA,
BBITIOJIHASA, B TOM YHCJIe, TPOMOIIUNHYI0 (DYHKIUIO. MyJabTHMOIATbHBINA
TIO/IXO/I, BKJIIOUAIOIIUN B ce0A CTPYKTYPHO-CEMHOTHUYECKHUHM aHaIU3 W
KOHTEHT-aHaIU3 B JAHHOM HCCJI€/IOBAaHUHU, ITI03BOJISIET BBHISIBUTH U OITHCATH
ayTUaIbHYIO0 aDXUTEKTYPY KHHOTPENJIEPOB.

My3bIka — 3TO (popMa CEMUOTHYECKOTO BhIPAayKEHHs, OCHOBAaHHAs Ha
BpeMeHH. HauwHasg OT OCHOBHBIX CBOMCTB 3BYKOBBIX BOJIH, BPEMEHHOU
MIPOJIOJIKUTEIPHOCTHA, PHUTMOB U  IIOCJIEIOBATEIbHOCTEN BBIOPAHHBIX
3BYKOB, TEKCTyp U TEMOPOB, A0 0oJiee KPYIIHBIX BPEMEHHBIX ITATTEPHOB U
IIOBTOPEHHUHA MOTHUBOB, TEM W JIBMXKeHUH. My3bIKa IIpUBsA3aHa KO BpEMEHU
TakuM 0oOpa3oM, UTO He BCerja BO3HHKAeT HeOOXOAUMOCTh BU3YaJIbHOTO
COTIPOBOK/IEHUSI.

My3bIka, HHTETPUPOBAaHHAsA B KUHOJIEHTY, paccMaTpuBaeTcsa Oosiee
HEIIOCPEJICTBEHHO, IIOCKOJIBKY TaM  acCOoIlMallid  OCHOBaHbI  Ha
IapayieJILHOM BOCIIPOU3BEIEHUN MY3bIKaJIbHBIX MOTHBOB U U300paKeHUS
Ha 3KkpaHe. E1me o/iHO n3aMepeHre MyJIbTUMOJAJILHOCTH, BOBHUKAIOIIEE HE
TOJIPKO B (UJIbMAaX, HO U BO BCEX BO3MOXKHBIX CIydasX HCIIOJIb30BAHMUS
3ByKa, CBf3aHO ¢ (U3HMYECKUMHU CBOHMCTBAMU Cpe€Jibl. 3BYKH MOTYT
OKa3bIBaTh CWJIbHOE BJIUSHUE HA SMOIIUU, HACTPOEHHWE U UYYyBCTBA. IJTO
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HCIIOJIb3yeTcsd B 00JIacTH 3BYKOBOTO JW3aliHa, KOTOPBIM BJIUAET Ha
cBoeoOpa3Hoe cocTossHUe adpdeKTa, COMPOBOXKAAS JIpyTHe BbIpa3uTesibHbIe
pecypchl 3ByKaMHU, CIIEITUaIbHO pa3pab0TaHHBIMU /IS YCUJIEHUS JKeJTaeMOM
peaKIum.

B KUHOMHAYCTpUUM CyLIECTBYIOT IieJible KOMIIAHHU CO37laTesien
MYy3BIKAQJIbHOTO COMPOBOXKAEHUS (WJIBMOB, KOTOpblE paboTalOT C
Pa3/JIMYHBIMHA BHUJAMU MY3bIKH, BBIOJHAIONMIENH cOOCTBEHHBIE (DYHKITUN
(XypymoBa 2021: 155):

1. BHyTpukagpoBaa My3bIKA — 3TO Ta My3bIKa, KOTOpasd
HCHOJIHAETCA HENOCPEeZICTBEHHO B KaJpe, HampuMep, B KaJipe BBICTYNIAIOT
repou (uiabMa Ha clieHe, BKJIIOUEHHAs 3alUCch HAa HOYTOyke u p. s
ymobcTBa W BO u30bekaHME W3JIHUITHUX IIOCTOPOHHHUX IIIYMOB, TaKO€
MYy3BbIKQIbHOE CONPOBOKAEHNE UMIOPTUPYIOT B ayANOJOPOXKKY (QUiIbMa,
HCKyCCTBEHHO BHEJIPAIOT B CIOKET.

2.3akaapoBas My3bIKa — 3TO My3bIKa, KOTOpas siBJseTcss GQOHOBOMH,
TOT CaMbIN CayH/ATPEK, OHA CIYKUT odopmiieHueM GUIbMY JJIs TlepeIaduu
atMocdepbl U JieiTMOTHBa ¢puiabMma. Tak Kak My3blka caMma II0 cebe yxe
NpeACTaBiasgeT HEKYId MHOTOCOCTAaBHYIO NApTUTYPy, BCTyIlaTb B
KOHTPAIIYHKT C BHYTPUKAJPOBOU MY3bIKOU My3bIKa 3aKa/IpOBasd HE MOXKET,
MI03TOMY B 3BYKOBOU IAPTUTYype TeJiedKpaHa IPUCYTCTBYET TOJILKO OJIHA
My3bIKQJIbHas JTUHUA.

3.KonkperHaa My3bIKa — 5TO CTUJIb, B OCHOBE KOTOPOTO JIEKUT He
MeJIOqUYecKass MbBIC/Ib, 4 COBOKYIIHOCTh IPUPOJHBIX IIIyMOB W 3BYKOB,
3alMCaHHbIX 3apaHee, U B PsJie CJIy4aeB, IIOJBEPTHYTBHIX Pa3JINUHBIM
npeobpa3oBaHUAM.

B kxuHemartorpade My3blKaJIbHasl KOHIIENIUSA CTajla He OTJIaraeMbIM
asieMeHTOM. CuUMOMO3 BCeX BHJOB MYy3bIKAJIHBHOTO COIPOBOXK/EHUS
o0pasyeT BJIUATEIBHBIN aJIbIHC HA IMOJCO3HAHUE W BOCIPUATHE 3PUTEJIA.
Hapsay ¢ mupokuM npuMeHeHneM IpuéMa MpsMoro napasieinsma, Korjaa
KUHOMY3bIKa YCUJIMBAET Ty WJIN UHYIO SMOITUIO, HACTPOEHME, BEIPAsKEHHbIE
SKpPaHOM, BCE OOJIBIIYI0O POJIb HAUMHAET UTPaTh «KOHTPAIyHKTUUECKOE»
HCIOJIb30BaHNE KHUHOMY3BIKH, IIOCTPOEHHOE YacTO Ha KOHTPACTHOM
COTIOCTaBJIEHUM MY3bIKU U U300paKeHUsA, « KOHTPAIYHKTUUECKUN» MTPUEM
yCWJIMBaeT JipaMaTU3M  TMOKa3bIBaeMbIX COOBITHU. 3HAUYUTEJIHHYIO
SBOJIIOIUIO MIpeTepIes My3blKaJIbHBIU JIENTMOTHB, PACKPBIBAIONIUN YaCTO
o6yt uaetw ¢uapma.

Takum o00pa3oM, TOBTOPAIOIINECA TPEACTABIEHUS O PUTME,
MaTepUaJbHBIX  3BYKOBBIX  KauecTBax (M  HUX  SMOI[MOHAJIBHBIX
MIOCJIEZICTBUAX), y3HABAEMBIX  IIOCJIEJIOBATEJIBHOCTAX U SIBJIEHUAX
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BpPEMEHHON CHUHXPOHHU3AIIMU UMEIOT IIOCTE/ICTBUSA MYJIbTUMOAAIHBHOTO
XapakTepa, BBIXOAIIME JTAJIEKO 32 PAMKH OIMCAHUS 3BYKOBBIX (opm
BBIDAKEHUsI, paccMaTpUBaeMbIx 0ojiee y3ko. B coBpeMeHHOM Mwupe
ayiuajJibHasi apXUTEKTypa CTPOUTCA Ha MYJbTUMOJAIbHOCTH. Jlyis
ayIUTOPUN Ba’KHO PACHIUPUTH KOJIMYECTBO KAHAJIOB BO3JIEHMCTBUS U
YBEJIMYUTH BIIUSHUE HA TI0/ICO3HAHUE, YTOOBI MO/ITOJIKHYTH K TEM MJIH UHBIM
eV CTBUAM, Y/IOBJIETBOPUTH eI, 3aJlaHHble KUHOMHAYCTPUEN U chepoit
pEeKJIaMBbl.

V3yuyeHre KUHO, TPEWJIEPOB U IIPOMOPOJIUKOB MPEJICTABIISAET COOOM
CaMOCTOSITEJIbHYI0O ~ 00J1acTh, KOTOpasg B 3HAUUTEJIbHOU CTENeHU
3aTparuBaeTcsi B paboTe MHOTHX, 3aHUMAIOIIUXCA MYJIbTUMOAAIbHBIMUI
uccaenoBanusaMu. CTPyKTypa KUHOTpeHepa Ype3BbIUaliHO CJIOXKHA, €CJTH
CMOTPETDH C TOYKU 3pEHUSA MYJIbTUMOAATbHOCTH. HocuTenu, ¢ KOTOPhIMU
paboTaeT KMHOWHAYCTPUS, SBJIAIOTCS OJHUMH M3 CaMbIX CEMUOTHYECKU
CJIOKHBIX B Hacrosmee BpeMsA. OHH IIPENOCTaBJIAIOT IMHPOKHE
n300pa3uTeIbHbIE BO3MOKHOCTH JJIsI COYETaHUA JII0O0W BU3YaJIbHOH H
3BYKOBOUW WHGOPMAIIHH, a TaKXKe TeCHOW CHHXPOHU3AIMU ¥ WHTETPAITUHN
Pa3IUIHBIX MOAYCOB. EcyTi BJ10OABOK yU€ECTh, UTO BCe, UTO BUIHO U CJIBIIITHO
Ha JKpaHe, MOTJIO OBITh CIUIAHUPOBAHO U CIPOEKTHPOBAHO, MBI MOXKEM
IIPE/ICTAaBUTH, HACKOJIBKO CJIOKHBIM IIOJIyYaeTCsI TOTOBBIN MPOAYKT B BHUJIE
KUHOTpeepa.

Bcé — oT MopraHus JI0 TOTO, KaK KTO-TO HJET IO CIieHe Ha 3aJHEM
IUIaHe, 10 Ife0eTaHus NTUIIBI 32 Ka[pOM — MOIJIO OBITh CIIPOEKTHPOBAHO B
dbuiIpMe UMEHHO TOT/A, KOTZA €r0 BUENH WJIN CIAbIatd. FIMEHHO 3TO
CBOMCTBO MOOY/IMJI0 HEKOTOPHIX TEOPETUKOB KMHO U BU3YaJIbHOTO UCKYCCTBa
B IIPOIIJIOM TIPEIIOJIOKHUTD, UTO MeANYM (UIbMa Ha CAMOM JieJIe SIBJISETCS
«CaMOU peasIbHOCThIO», T.€. PEAJIbHBIN MUP B3AT U 0POPMJIIEH TaK, UTOOBI
BBICTYTIaTh B KauecTBe 00pabaThIBA€MOT0 MaTepHaia CPE/IbI.

Takast XapakTepHCTHKAa OJJHOBPEMEHHO M CJIUIIKOM IITUPOKA, W
CJTUIIKOM y3Ka. [[Ilupoka B TOM CMBICJIE, YTO CYIIIECTBYIOT aCIIEKThI HAIIIETO
B3aMMOJIENCTBHUSA C PEATbHOCTHIO, KOTOPbIE HEJIb3s YJIOBUTh U KOTOPBIMH
HeJIb3s MAaHUITYJIUPOBAaTh, XOTs BCSA UCTOPUA TEXHOJOTHUECKOTO PA3BUTHS
KUHO ObLJla OJIHOM U3 TONBITOK IIPEOJIOJIETh 3Ty TPaHUILy, HCCIIEIys
MMMEPCHUOHHYIO BUPTYaJIbHYIO PEJTbHOCTh KaK ITOTEHITHATBHYIO CPey JJIst
kuHO. Ho OHa TakKke CIMIIKOM y3Ka B TOM CMBbICJIE, UYTO (QUIbM
CTPYKTYPHUPOBAH M OPraHM30BaH KaK KOMMYHUKATUBHBIA apTedaKT, YeTro
MBI HE HAXOIM B PEAJIbHOCTH, 1 UMEHHO 3TU ACHEKTHI, B IEPBYIO OUEPEb,
CIIOCOOCTBYIOT CHJIE KWHO KaK KOMMYHHUKAaTUBHOMY cpezicTBy. Hatipumep, B
JIeICTBUTEILHOCTU MBI HE JieJlaeM BHE3aIHbIN MPBIXKOK K OU€Hb KPYITHOMY
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IUIAHY Ybero-Jubo JUIa, YTOOI OJTYyUYUTh SBHO SMOIIMOHAJIbHbIE CUTHAJIBI,
B TO BpeMs KaK OIJIYIIUTEJbHas OPKECTPOBas My3bIKa e€IIe€ OoJIblie
yBeJIMUNBaeT WHTEHCUBHOCTh MOMeHTa. MbI Takke He HaOJIIOZlaeM, UYTO
Hallle BOCIIPUATHE SABHO JIBUJKETCA II0 IApaJUIEJIbHBIM WU Jake
aJIbTEPHATUBHBIM HAIlpaBJI€HUAM, IIOCKOJIBKY IIepe/l HaMU Pa3bITPhIBAIOTCA
KOHKYPHUPYIOIFE WJIN ITPOTHUBOIOJIOKHBIE cOObITHA. Bce 3T m MHOTHe
JPyTHE BO3MOXKHOCTH SIBJISIIOTCS «OOBIYHBIM JIEJIOM» B TOM, YTO KacaeTcs
kuHO. Takum oOpa3om, «XoOJCT» (uiIbMa HWMeeT HEKOTOpbIe
crenuduyeckre OCOOEHHOCTH, KOTOpble BOCIPUHUMAIOTCA TOJIBKO B
1[eJIOCTHOM KOMIIO3UITUM.

NmenHo TOT (paxT, 4To PUIBM UMEET B apceHasle He TOJIbKO OoraToe
paszHooOpasue BU3yaJIbHbIX CUTHAJIOB (eCTeCTBEHHBIE 0Opa3bl, aHMMAIIHIO,
MUCHbMEHHBIH A3BIK U JIP.), HO TaK)Ke IMIOUTH TaKoe e boraTtoe pazHoobpasue
3BYKOBBIX CUTHAJIOB, OXBATHIBAIOIIUX 3BYK, My3bIKy U PAa3TOBOPHBIN A3BIK,
YTO JleJlaeT ero TaKUM MOIIHBIM U MHOTOTPAaHHBIM MYJIbTUMO/JAJIbHBIM
obpazoBaHueM. [losydeHHBIN ay/InOBU3YyaJIbHBIN apTedakT MOMKET TaKKe
CIY>KUTh IIAPOKOMY KpYTy 1eJjiell, OT OTHOCUTEJbHO MPOCTBIX
IIOBECTBOBAHUM  TOJUIMBYACKOTO  Osokbacrepa 70 ~ KPUTHYECKUX
JIOKYMEeHTaJIbHBIX (DUJIBMOB, HalleJIeHHBIX Ha W3MeHEHHe NOBeJeHUs U
OTHOIIIEHUS 3pUTEJIEN, U SKCIIEPUMEHTAIBLHBIX Xy/103KECTBEHHBIX (PUTBMOB,
O6pocarolx BbI30B BOCIPUATUIO U IPE/ICTABJIEHUAM O CyIIHOCTU. Takum
obpaszoMm, GUIbM — 3TO Topaszio O0JIbIle, YeM «Xy/TI0KECTBEHHBIN (HUITBM».

Emé onuH BaKHEUIITUI acIeKT, KOTOPHIH HEOOXOAWMO OCBETHUTH B
paMKax JJaHHOTO MYyJIbTUMOJAJILHOTO aHajnu3a, — 5TO CMbICJIOBas
HAIIOJIHEHHOCTh TeX WJIM WHBIX 3BYKOB. X MOXKHO pa3iesuTh Ha JIBE
TPYIIIBL: 1) I€EHOTAaTUBHbBIE 3HAUEHUA — (PaKTUUeCKUe 3HAaUEeHUA 3BYKOB; 2)
KOHHOTaTUBHbIE 3HAUE€HUS — SMOIUU, KOTOPble BBI3BIBAIOT COYETAHUA
3BYKOB. IlepBble — CONPOBOK/IAI0OT OCHOBHOE MMOBECTBOBAHUE, B TPEMiepax
BBITIOJIHAIOT POJIb KPATKOTO Tepeckasa CloyKeTa U OCBEIleHUsA CTUJIUCTUKU
OIIpe/IeJIEHHOTO KaHpa, UMeHHO OJsiarojaps JeHOTAaTUBHBIM 3HAUYEHUSM
3pUTeJIb MOXKET paclo3HaTh JKAHP TOTO WIM HWHOIO Tpeusepa.
KoHHOTaTUBHBIE 3HAUEHUS — 3TO TE€ CaMble BBIIIEONUCAHHbIE TPUEMBI,
cBoeoOpa3Hble TPUITEDPHI [IJIs CO3JAHUSA OIPeJIEJIEHHONW BMOIIMU B
MOJICOBHAHUU ayAuTopuu. VIMEHHO Ha 3TOM BJTalle BOCIPUITUA
MOTEeHIIMAJIbHBIA 3pUTENIb TOHUMAET, JAOCTOMHA JIM JaHHas KapTUHA
BHUMAaHUsI, JINOO 5TO OUepeTHOMN IMTPOXOTHOU (HUIBM.

O6o0061m1as1 BBINIECKA3aHHOE, MOXKHO YTBEPXKJIaTh, UTO ayAHabHAs
apXUTeKTypa CJOKHOOPraHW30BAaHHAsA CHCTeEMa, B KOTOPOM  Bce
MYJIbTUMO/AJIbHBIE COCTABJIAIONINE TECHO CBSA3aHBI MeXAy coboi. Ctout
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OTMETHUTh, YTO Tpeisepbl (UIBMOB, BBIJEPKAHHBIX B OMPEAETEHHBIX
’KaHpaX, MPUAEPKUBAIOTCA MPAKTUUECKH IMMAOJIOHHYI0 ITOCEKYH/IHYIO
CTPYKTypy. Takke, OTpOMHOe 3HauyeHWE /A KacCOBbIX COOpPOB u
MIOJIOJKUTEJIPHBIX OT3BIBOB KAaK KPUTHUKOB, TaK U 3PUTEJIEH, BBITIOJHSIET
CMBICJIOBAsA «HAIIOJITHEHHOCTh» Tpeiiepa.

2Kanp xomeduu. [JaHHBIA >KaHP OTHOCHUTCA K KJIACCUYECKOMY
»KaHPOBOMY JieJIeHHI0 B KuHeMaTorpade. OCHOBHOH I1€JIbI0 KHHOKOME TN
SIBJISIETCA PACCMEINTh, BBI3BATh IIIKBAJI MO3UTHUBHBIX SMOIUHA. 3PUTETH
BBIOMPAIOT 3TOT KAHP, HAIPUMEDP, UYTOOBI JIETKO W HENPUHYKIEHHO
IIPOBECTHU Beuep, OTBJIEUBCS OT IIPObIIEM.

AynnanbHas apxXuTEKTypa TPEWJIEPOB KOMeEWH BBICTPOEHA TAKUM
crIoco00M, YTOOBI IIPH IIOMOINM TPaMOTHO ITOOOPAHHOTO CayHATPeKa
MpoOyINTh B CO3HAHHWU AyAUTOPUU IMO3UTHUBHBIE acconuarnuu. 3obuime
MCKPOMETHBIX IIIYTOK, KOTOPBIE, CKOpee BCETO, SBJISIOTCA CaMbIMHU
CMEITHBIMHU 32 XPOHOMETpPa’K BCEH JIEHTHI, HE OCTaBAT MOTEHITUAIBHYIO U
IeJIEBYI0 ayJINTOPUI0O PaBHOAYIIHBIMU. I'paMOTHass MapKeTHHTOBast
KaMIIaHHWs BKyIle C IPaBWJIBHO IIOCTPOEHHBIM TPEHJIEPOM ITPUBJIEKYT
3pUTEJIed B KHHOTEATPbI, TEM CAMbIM, BO3PACTyT KaCCOBBIE COOPBL.

CyIIecTBYIOT OT/ieJIbHbIE BHU/BI JKaHpAa KOMEJIMH, KOTOpbIE
pasyimyaroTcsa IOAXOAaMU K MYyJbTUMOJAJIBHOCTH, BO3/IEHMCTBYIOT Ha
pa3sHOOOpa3Hble OTTEHKU ITO3UTHBHBIX SMOITUN:

1)  Komeduiinwiil puabm yxicaco8 — 3TO KOMeJHsl, U300MIyIoIIast
«4EPHBIM» IOMOpOM. I[lo/BUZIaMH SIBJISIIOTCS Kak (UJIBMBI, B KOTOPBIX
OPUTHUHAJIBPHBIA CIOJKET CKpuMepa pas30aBiseTcsi OMOPHUCTHIECKUMU
BIIN30/IaMU, TaK U (PUIBMBI-ITAPOUH Ha QUIBMBI Y?KacOB, KOTOPbIE CTAIH
KaHOHUYHBIMH. [lepe/t TpeiiyiepMelikepaMy CTAaHOBUTCS CIIEAYIONIAs 3aaua
— CO CTOPOHBI JIEHOTATUBHBIX 3HAUEHUU IOKa3aTh KOMEJIUNUHYIO CTOPOHY
KapTUHBI, JIPyTUMH CJIOBAaMH — IIOCJIE TEPBOTO IIPOCMOTpA Tpensiepa
3PUTEJIb OTYETIUBO IOHUMAET, YTO Iepe HUM KoMeaust. KoHOTaTUBHBIE e
CMBICJTBI IIPUBHOCAT 3JIEMEHTHI (PUIbMA y3KacoB.

HarssiaeiM mpuMepoM ctas Tpeiiep k dunbmy «uub» (Freaky,
2020 T.). [IepBble 20 CEKyH/1 XpPOHOMETParka — THITUYHAs KOMEIHSA C JIETKUM
cayHATpekoM. HecrrenrHoe moBecTBOBaHME TJIAaBHOHM TEPOWHH O 3aBsI3KE
HCTOPUM He IOJ[pa3yMeBaeT Jake HaMEKOB Ha JaHHBIA moasui. Ilocie
CKJIEHKU My3bIKa CMeHseTCs Ha OoJiee IMHAMUYHYIO, Jlaske Imocyie dakara
pacckad TepOMHU MPOAOJIKAaeT ObITh pa3MepeHHBIM, OJIHAKO, THUTPBHI,
CJIOTAaHBI B KOTOPBIX IIPUQPT BBIMVISAUT «HAIUCAHHBIM KpPOBBIO» U
yBeJIMUEeHNE YaCTOTHOCTU KPUKOB U 3ByKa O€H30IUIIbI — IPUBHOCAT TOJIUKY
CKpUMepa.
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2)  Komedus cumyauuii — 3TO KHHOKOMEJIUSA, KOTOpas HMeeT
OCHOBHYIO JINHUIO CIO’KETA U OTBETBJIEHUS B CTOPOHY Pa3/INUHbBIX CUTyaIlUH,
B KOTOpHIE IIOMNAJIal0T Tepo: OyAb TO SIU30AbI, HPOUCXOJAIIUE
HEIIOCPEJICTBEHHO B IIpoIlecce Xoj/la CloyKeTa, CKeT4yu, Jubo dienidexu.
3/ech y TpelepoB cieAymoIas 3ajlada — CTPYKTYPHO BbIYJIEHUTH
OT/leJIbHbIE KaJpbl W3 JIMHUU IIOBECTBOBAHMs, He Hapyllas JIOTUKY U
BBIZIep;KUBasi ONIPEIEJIEHHBIN KOHTPACT.

B kadecTBe TIIpuMepa MOKHO IIPUBECTH  HOCTaJIbIHUYECKYIO
POCCHUMCKYI0O KOMEIHIO IOJIOKeHHH «batsa» (2020 r.). OCHOBHOH wupeeH
CTAaHOBUTCS COOCTBEHHBIE B3aMMOOTHOIIIEHUSI C CEMbEN IJIABHOTO Teposi U
CpaBHEHHE OTHOIIEHUUN C OTIOM B €ro JieTcTtBe. Tpeilsiep Bbifep:KaH B
CTUJINCTUKE road-movie, e OCHOBHBIE IEWCTBUS MOE3OKH U IUaJIOrOB
MIPOUCXOAT Ha (DOHE cayHATpeKa B UCIOJHeHUN Banepus JIeoHTbeBa, YTO
CTAaHOBUTCS KaK OTCHUIKOM K HJiee KapTUHBI, TaK U TPUTTEPOM JIJIA
HocTaJibrum 3putesieid. Te camble ¢uiellibek Teposs C ero OTIIOM He
COIIPOBOXK/IAIOTCS MY3bIKOM M CTOPOHHHUMHU 3ByKaMU, UYTO CO3JIA€T
BIleUaT/IEHHE «PeaJlbHOCTU» ITPOUCXOJSIIET0 W, B CBOIO O4Yepeab, YETKO
pasjiessieT rPaHUIlbl B 3ITN30/aX.

3) KpumuHnaavHas komeluss — 3TO TOABHJ KOMEIUH, TJIaBHbIE
repou KOTOPOH CBsA3aHbI ¢ KpUMHUHAJIBHBIM MUPOM. J[OBOJILHO MOIyJIsIpHAs
PA3HOBUHOCTh KOMEAWM, B KOTOPBHIX BhICMeUBAIOTCA (HeNIbl U3 KU3HU
BOPOB, TaHICTEPOB U MOJUIEUCKUX. TpelsiepMerKepbl 3auMCTBYIOT
WHCTPYMEHTApUH y J[JeTeKTMBOB W TPHWLJIEPOB: TUIUYHAs MYy3bIKa,
CTPYKTypa CKJeeK JuajoroB U ¢opMa IOBECTBOBAHUSA C HU300UIHEM
BMU30/I0B C IIyTKaMHU.

g npuMepa paccMoTpuM Tpeiiep ¢puiabma «Adepucrka» (I Care a
Lot, 2020 r.). Ha mpoTs>KeHUN BCEro Tpeisepa repoOruHsI pacCKa3bIBaeT O
CBOMX MaXWHAIMAX C BBIMOTAHUEM JIeHeT Y OKUJIBIX JIF0/Iel, CO BCTaBKaMU
Ha JUaJIoTy, IpoJBUTalole repecka3. @oHOBas MeJIOAUs BbIJIEPKaHA B
cTiie Kiaccmueckux «OpuuHammatu apyseir Oyirena» (Ocean's Eleven,
2001 T.), 4YTO cpady HaMeKaeT Ha KPUMHHAJIBHOCTh WCTOPHU. 3a
dakTUUecKyr0o KOMEIUNHYI0 4YacTh OTBEUAIOT BCTABJIEHHbIE IIIYTKA B
ZINaIorax, KOHOTaTUBHbIE 3HAKU MOJOTPEBAIOT IOMOPHUCTUYECKHE SMOIUH:
3BOH BO BpeMsI YJIBIOKH M XapaKTePHBIH KOMEIUAM 3BYK «II€PEIUCThIBAHUS
KaJIpOB».

4) My3svikarbHas kKomeduss — OIIMCAaHWE JIAHHOTO  BHA
KUHOKOME/IU COJIEPKUTCSA B CaMOM Ha3BaHUU, (PUIBM CO MHOKECTBEHHBIMU
MY3bIKQIbHBIMU KOMIIO3UITUSAMHU KaK UCHOJHAIOIUMUCI CAMUMU TePOsIMU
HEIIOCPEJICTBEHHO B KaJipe, TaK M CTOPOHHUMU 3BE€3naMu. Takke B 3Ty
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KaTeropuio IMomaAamT (GUIbMBI PO TAHIOPOB. Tpelsiepbl IPU3BAHBI
OTPa3uTh TOT (PAKT, UTO MPOUCXOJAIee HANPAMYIO CBA3aHO C MY3BbIKOH,
COOTBETCTBEHHO — HACTPOEHHE B 3TUX Tpeijiepax CO3/IAETCA HE CTOJIBKO
INAJI0TaMU, CKOJIBKO COITPOBOK/IAIONIUMHU TpeKaMu. MIMeHHO My3bIKaJIbHAsA
COCTaBJIAIOIIAA ABJISETCA PACCKA3UYUKOM B TAKOTO BUJA TpeHyIepax.

B tpeiinepe x dpunbmy «Illar 3a marom» (Work It, 2020 r.) B mepBoit
YacTH Tpelsiepa 3ByYUT MeJIo/iusA 6e3 CJIOB ¥ Ha MEPBHIN IIJIAaH BBIIBUHYTHI
UAJIOTU TEePOEB, Jajiee, B MeCHe HAYMHAIOTCA CJIOBA, MEPEBOJ] KOTOPHIX
cBOeoOpa3Ho Impojioskaer nepeckas. IIIyTku B IPUBBIYHOM ITIOHUMAaHUU B
Tpeljiepe OTCYTCTBYIOT, HO OCO3HaHHE TOTO, UYTO 3TO Tpeuaep K
KOMeIUMHOMY (PUJIBMY CO3/AET JIETKOCTh U TaHIleBaJIbHASA JIMHAMUYHOCTD
MEeJIOUM.

5) Pomammuueckas xkomedus — KOMeaus, B KOTOPON OCHOBHOU
CIO’KETHON JIMHUEN sABjsAeTcs JiioboBHasA. CyllecTBYIOT HECKOJIBKO
BapUaAHTOB CIOJKETA B JITAHHOW TeMAaTHKe: IlepBas JII0O0Bb JIBYX HOJAPOCTKOB;
ucropus 00 OJUHOYKAX, KOTOPble HAIILIXA APYT JIPyTa; CEMbs C KPU3UCOM
CpeZlHErO0 BO3pacTa; JIIOOOBHBIM TpeyroJbHUK. OAHAKO, CAayHATPEKU K
POMaHTHUUECKHUM KOMEIUSIM C JTFOOBIM U3 BBIIIIEYITOMSAHYTHIX CIO3KETOB JIETKO
y3HATh U3 MaCChl JIpyTux. ITO 00513aT€ILHO MOIICOBBIE TIECHU ITPO JII0OOBB.

Tpetisiep puabma «Ilapa Ha mpazgauku» (Holidate, 2020 r.) ycstoBHO
MO3KHO Pa3/IeJIUTh Ha TPU YacTU: 3aBsA3Ka, B COIPOBOXKAEHUU PUTMUYHOU
Mesoauu 0e3 CJI0B; KyJbMHUHAIUA — Becésasi, 0ojiee MHCTPYMEHTaIbHAs
MeJIO/INs; IPeICTaBIeHNE TPOOIEMBI — TOT CAMBIHN «IIOTICOBBIA» CAYHATPEK.

6) Tpasuxomelus — KOMeIUH, B KOTOPHIX ApaMaTHIecKas UCTOPUS
Tpe/icTaBjieHa ¢ MO3UTUBHON CTOPOHBI. TUNMIMYHBIM NPUMEPOM SBJISETCSA
HUCTOPUS HEU3JIEUYUMO OOJIBbHBIX JII0JIEN, KOTOPBIE B CBSA3U C MTOCTABJIEHHBIM
JUATHO30M >KUBYT Ha IMOJIHYIO KaTYLIKy. Tpensepbl TakKuX (GUIBMOB 4acCTO
HEe TOBOPAT O BO3MOXXHOM TParudyHOM OKOHUYAaHUU WCTOPUH, OJHAKO,
COIIYTCTBYIOIIlee 3BYKOBOE COIIPOBOXKJEHHWE HAIOMHHAEeT, YTO IIepe]
3puTeIeM cCOBceM He OObIYHAsI KOMEIHS.

Hampumep, B Tpeitiepe ¢pmipma «boabHoe cepare» (Dil Bechara,
2020 T.) KOKble 20 CEKYH/I IIPOUCXO/IUT CMeHa HAacTpoeHus ucrtopuu. Te
BIU30/Ibl, B KOTOPBIX IPEJCTABJIEHbl MO3UTUBHBIE CTOPOHBI W300UIYIOT
IITyTKAMH1, BECEJIOU MY3bIKOH, IIPOTUBOIIOJIOKHBIE KaJIpbl TPAHCIUPYIOTCS
napajuieJibHO C JIMPUYECKOW MeJo/inell, YTO 3acTaBJIIeT 3PUTEs
comepe:KUBaTh Teporo.

2Kanp opamwt. OCHOBHBIM JIBUTATEJIEM CIOJKETA SABJISIETCS PEIeHNe
KOH(JIMKTHBIX CUTyallUd U MICHUXOJIOTUYECKUX MMPO06JIeM, BOSHUKAIOIIUX Y
repoeB. (OCHOBHBIM OTJIMYHMEM JIpaMbl OT Tpareguu  SABJAETCA
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Heo0s3aTeJIbHOCTh Y IEPBOTO HECUACTJIMBOTO KOHIA, BIIOJIHE BO3MOXKHO,
YTO BCE 3AKOHUYUTCS XIIIU-3H/IOM.

CaMm xkaHp JApaMbl IIOCTPOEH HA IOOYKIEHUU TaKUX SMOIHUN KakK:
COUyBCTBUE, COCTPaZlaHUE, IlepeknBaHue. Yallle Bcero pamMbl OTJIAYAIOTCS
KaMepHOCTbIO,  YTO  TpeWJIepMeUKepbl  IBITAIOTCA  IOJYEePKHYThb
MYy3bIKUIbHBIMU KOMIIO3UIUAMHU U JIAKOHUYHBIM BUleopszioM. KaHp
npamMbl oObenHsET B cebe OTAeIbHble BHUBI, KOTOPHIE, CBOIO OYEPElb,
HUMEIOT PAJ, CieU(PUIHBIX TPU3HAKOB:

1)  Meaodpama — OCHOBHBIM IOATEKCTOM JAaHHOTO BHJIA JPAMBbI
Bcerjia fABJisieTcs Jito00Bb, BHE 3aBUCUMOCTU OT TOTO, CUACT/IMBAasA UJIU HeET.
ITO Kak pa3 TOT BU/JI APaMbl CO CUYACTIUBBIM KOHIIOM, O Y€M ObLIO CKa3aHO
BbIllle. OCHOBHOUM (OKyC CrOKeTa HalpaBjieH Ha SMOIMOHAJIBHOCTh U
YyBCTBEHHOCTbD, UTO, B CBOIO OUepe/b, pa3MbIBaeT Bce TOHKOCTU XapaKTepa
repoeB U OHU BBITJIAJAT JOCTATOYHO CTEPEOTUNHBIMU. B camoM HaszBaHUU
3aKJII0YeHa eleé OJHa OCOOEHHOCTh MeJIoJIpaMbl — MY3BIKQJIbHOE
COIIPOBOKJIEHNE TePOEB.

Hampumep, B Tpeiiiepe «Cymacmenmas Jjwo6oBb» (Words on
Bathroom Walls, 2020 r.) nepen TpeiiepMmeiikepaMy BO3HHKJIA 33jiadya
M0Ka3aTh JIAUT-BEPCHUI0 N30 pPEHNUN TJIABHOTO TepPOosl /ISl TOTO, YTOOBI He
MIPEBPATUTh KAMEPHYIO MeJIOZPaMy B 3KeCTOKUU Tpusiep. OHU BBHIIOJTHUIIU
9Ty 3aZladyy C IIOMOIIBI0 3BYKOBBIX 35(@EKTOB, KOTOpbIe IMOMOTAIOT
MIOTPY3UTHCSA B IPOOJIEMY U OIIYTUTH €€ B IepBOM Jiulle. Bo Bpems 511307108
C MPOSABJIEHUAMH IICUXUYECKOTO PACCTPOMCTBA, HA 3aKAJAPOBYI0 MY3BIKY
HaslokeH 3(PdeKT «OOUKM», IJIFOCOM BCTABJIEHBI 3BYKH MOTYCTOPOHHETO
MHUpa U pa3zHooOpa3Hble MHOKeCTBEHHBIe rojioca. OTpakeHne peaibHOTOo
MHUpA U MPOUCXOJIANIUX B HEM COOBITUN COMPOBOMK/IAETCA HEUTPATbHBIM
MIOI-CAyHATPEKOM.

2)  Tpuanep — OCHOBHOU 3ajlavyell JAaHHOTO MO/KaHpPa ABJISAETCS —
BBI3BATh HAIPSIKEHUE Yy 3PUTENSA U yJIEPKUBATh JAaHHOE 3MOIMOHATBHOE
COCTOSIHME KakKk MOKHO JoJjblie. [[Jisi Tpussiepa XapakTepHble JJIMHHbIE
DKCHO3UIUY, HAaTHeTawIllue Kaapbl W LIymMoBble 3d¢ekTbl. OmHaKO, B
oTinuue OT (UiIbMa yKACOB, TPWJIED He MPU3BaH IyraTh, CKOpee, OH
MPU3BaH «II[eKOTaTh HEPBBI» U JJOBOJIUTDH HATIPSIXKEHUE JI0 TIpeieia.

TUnUIHBIM TpUMepPOM cTaHOBUTCS Tpeliep «Ilobera us I[IpeTopun»
(Escape from Pretoria, 2020 T1.) — B3ByKOBasg JOPOXKKa BJIHSIET
HCKJIIOUUTEJILHO Ha [0/ICO3HATeIbHOE BocIpuaThe. Kak TAKOBOU cayHAITPEK
OTCYTCTBYET, €CTh JIUIIb HAarHETAIOIUN 3BYK, KOTOPHIU BO3/IEHCTBYeT Ha
HEPBHYIO CUCTEMY YeJIOBEKA, OT Yero OH MCIIBITHIBAET CTpaX OYKBaJIbHO HA
NPOTSKEHUU BCero XpoHoMeTparka. JIMIp Ha IocjefHUX 20-TH CeKyHax
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BKJIIOUAETCS MEJIOAUsI B MCIOJHEHUHM IIEPKOBHOTO XOpa, YTO TOJIBKO
yCUJIMBAET CIIa3MaTHUUECKOE BOJTHEHUE.

3) /Jlemexmue — TJIaBHOW 4YEPTOH >KaHpPa CTAHOBUTCS OIMCAHUE
IyTA OT MPECTYIUIEHUs] K HaKa3aHWIO. [JIaBHBIMU TE€POSIMU CTAHOBSTCS
JIIOAU, KOTOpble TaK WM WHAYe CTAHOBATCA HEMOCPeICTBEHHBIMU
Y4aCTHUKAMH, CBUJETEAMH, CJIeIOBATEIAMU WIU TPETbUMU Jullamu. B
COBpeMEeHHOM KuHeMmartorpade He HNPUHATO COIMPOBOXKIATH JAETEKTUBHBIE
HCTOPUAMHU TUIUYHBIMM cayHATpekamMu B cTuwie Illepioka XosmMmca,
I03TOMY 3BYKOBasl HAIlOJITHEHHOCTh 3aBUCHUT OT 3IIOXH U MECTa, B KOTOPBIX
pa3BOpAYMBAETCS JEeHCTBHE.

Hampumep, B Tpelsiepe «YobwuiictBa 1mo oTkpbiTkam» (The Postcard
Killings, 2020 T.) cOOBITHS pa3BOPAUYNBAIOTCA B HACTOSIIIEM, IIOBECTBOBAHHE
JIOCTaTOYHO MpavyHOe, IO3TOMY B TPeiiepe 3ByK NMPaKTUYECKU UJIEHTUYEH
O0COOEHHOCTSIM 3ByKa B TpuwuiepaX. OTIUYUTETbHON YepTOH JaHHOTO
Tpeisiepa siBasieTcsi (POHOBBIM 3BYK YacOBOrO MeXaHU3Ma, KOTOPBIN
yCKOPsIeTCs HapaBHE ¢ PACKPBITHEM IOAPOOHOCTEN CIOKETa, UTO BHI3HIBAET
He TOJIbKO UHTePeC 3pUTeJIe K CI0KETy, HO U HEKOTOPOEe BOJTHEHHE I X0y
HapacTaHUs MEHTAJILHOTO HAIPs>KEHUs B TEUEeHHe Tpeiiepa.

Kanp yoscacovt. OcHOBOMoOMATaIIUM (DAKTOPOM IIPU CO3JAHUHA
XOPPOPOB CTAHOBUTCA CTPaX y AyJUTOPUU, KOTOPHIN peasln30BbIBAETCS C
TIOMOII[bIO IITUPOKOTO UHCTPYMEHTAPUA: OT IyTaoIIUX 00pa30B 0 PE3KUX
HEOXKU/IAHHBIX 3BYKOB. [lelicTBHe dyallle BCero MPUIEP:KUBAETCA TaKOTO
BuZia GOpMyJIbI Kak «KepTBa — IMajady», B KOTOPOM He Bceraa ao6po
o/lep;KUBaeT BepxX. B KkauecTBe «Ilajlaga» MOTYT BBICTYHaTh Kak
IIOTYCTOPOHHUE CUJIbI, TAK U CTUXUUHbIE OECTBUA, pa3pyIlalolie BCEé Ha
CBOEM IYTH, & TaK¥Ke JIIOJIU C JIEBUAHTHBIMHU OTKJIOHEHUSIMU — MaHbSIKU,
youiinel, cuxonatsl U T.4. OIHAKO, C TEYeHNEM BPEMEHU, UeIOBEUECKOe
CO3HaHME BBIPA0OTAJI0 CBOEOOpPa3HyI0 B3aIlUTy, C IOMOIIBI0 KOTOPOU
KJIACCUYECKNE B CBOEM IOHHMMAHUM «Y:KACBI» YK€ He MOTYT C TaKOM »Ke
CUJIOU BIIEYAT/IUTH AYIUTOPUIO.

OCHOBHBIM aCHEKTOM, Ha KOTOPBIU JieslaeTcsl yIOp NPU CO3JaHUU
TpeliepoB K (pUIbMAM Y>KaCOB, ABJISETCA MCUXO0JIOTUYECKOE BO3AEUCTBUE.
AynuTopusi MPUBBIKJIA K pa3HOOOpa3HBIM 00OpaszaM UyZOBHIIL, U UMEHHO
IIO3TOMY TpeljiepMeUKephl TOUEYHO BO3JEHCTBYIOT Ha IIOJCO3HAHHE U
YyBCTBO y?Kaca, a He Ha 3pDUTEIbHYIO TaMsATh. DTUM O0bICHIETCS OTCYTCTBUE
Kakou-1ubo wmesiomuu B TpeisiepaXx. OCHOBHOM YIIOp HAaIlpaBJeH Ha
IIOCTOPOHHHUE IIyMBbI, YTOOBI CMECTUTh BHUMAaHUE ayJINTOPUU, TEM CAMbIM,
«yZap» MTPOUCXOAUT B TOT MOMEHT, KOTJl[a HaINpshKeHWe HaKaJeHO 10
npenera.
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B kuHeMaTorpadge NpuHATO BBIYWIEHATh MHOKECTBO BU/I0B (PUIIBMOB-
XOPPOPOB, PAaCCMOTPUM CaMble PaclpOCTPaHEHHBIE U3 HUX:

1)  Cnswep — nojpxaHp GuIbMa y»Kacos, JJIs1 KOTOPOTO XapaKTepHa
y3HaBaeMas cXeMa Pa3BUTHUA CIOKeTa — IPyIIia IOAPOCTKOB OTIIPABIAIOTCA
3a ropo/i OO0 BBA3BIBAIOTCA B HEKYIO UTPY, IIOCJIE Uero MaHbsAK-youiina (B
MIOZIaBJIAIONIEM OOJBIIMHCTBE CJIyYaeB, CKPBIBAIOIIUICA II07] MAaCKOI)
IIOOYEPETHO YOUBaeT repoeB. Takol BU/I XOppopa elll€ Ha3bIBAIOT « CUETIUK
MEPTBBIX Tesi». Co3maTesu puabMa 4acTo UCIOJIb3YIOT KJIUIOBBIA MOHTAXK
1 0O6usIre ecTeCTBEHHBIX KPUKOB.

HarssimapiM mpuMepoM crai Tpeisiep «®Pepma crpaxa» (Fear PHarm,
2020T.), JUIMHOU XpOHOMeTpaka B 1:49. IlepBasg MuUHyTa ONHCHIBAET
0e33a00THYI0 KHU3Hb YETBIPEX /IPy3eH-IOJ[POCTKOB B  JIOCTATOYHO
COJIHEUHBIU JIeHb, HeUTpaJbHAasA My3bIKa He UMEEeT HUKAKUX MO/ICMBICJIOB U
HaM€EKOB. Jlajiee TIpPOUCXOAUT XapaKTepHas «IoMexa» B  KaJpe,
HAIlOMHUHAOIAs 3acTPSABIIYI0 IUIEHKY, IIOCJ€ CKJIEHKH JIeHCTBUE
IIEPEHOCUTCA Ha IIapy 4acoB BIIEPE]] B TEMHOE BpeMs CYTOK, BMECTe C 3THM,
dboHOBasT My3bIKa CTAHOBHUTCA OOJlee HANPsSIKEHHON, BO3HUKAIOT 0Opa3bl
yOUIII U PEIUINKYU TePOoeB MePEeX0IAT Ha KPpUK. JlaHHBIH KaHP CO BpeMeHeM
CTaJI HOCUTH CKOpee pa3BjleKaTeJIbHbIN XapaKTep, UCXO/IS U3 3TOT0, TPeuJiep
Jlaske He MBbITAeTCsA UCKYCCTBEHHO BJIMSATH Ha PEIENITOPHI CTpaxa.

2) Cnasmmep — OTJIMUUTEJbHAs 4yepTa IIOJ[BUJIa — HaMepeHHOoe
rpaduueckoe n300pakeHre MyYHUTETbHBIX ITBITOK KEPTB, CII€H JKECTOKOCTH
U obwime OyTadopckol KpOBH U BHYTpPeHHOCTeH. VIMEHHO S5TOT »KaHP
HauboJsiee OOIIUPHO MCIIOJIH3YeT PA3HOTO Poj/ia 3BYKOBBbIE 3D EKTHI /i
pellleHus TaKuX 3a7lauy: peaIuCTUUYHOEe ONMCAHUE KECTOKUX ClieH (KPUKH,
3BYK PByIlelcA KOXH W T.J.) U JIONOJHUTEJIbHOE BO3/JEHUCTBUE HaA
BOCIIPUATHE 3PUTEJIEN TTOCPEJCTBOM HEOKHU/IAHHO BO3HUKAIOIIUX 00pa30B
U pe3KUMU 3ByKaMU.

Hampuwmep, tpeiyiep «IlTwra: Croupanb» (Spiral: From The Book of
Saw, 2021T.) He CHENIUT MMOKAa3bIBaTh KPOBaBble CIleHBI. JJaHHBIN POJIUK
BO3/IEHICTBYeT HA BHMOI[UM TOCPEACTBOM CIelU(UUECKN BBICTPOEHHOU
3BYKOBOU JIOPOXKKU: BCe IUAJIOTH U PEIUIMKU 33IBUHYTHI HA BTOPOU ILJIaH,
Ha TOJIOCOBYIO YacCTh CBEPXY HaJIOK€H HEBPOTHUUECKHUU 3BYK, B CJIEJICTBUE
Yyero TroJioca CJbIIIATCs Kak BTopocTeneHHoe. Takoke, IPUCYTCTBYIOT
MHOTOYMCJIEHHBIE PEe3KHe 3JIEMEHTBI, UYTO YKe IIOCJIe MEPBBIX 27 CEKYH/]
XPOHOMETPAXKa, 3pUTEJIb HAXO/IUTCA B TAHUKE.

3) OKwH-xoppop — Takou BujA (GUIBMOB MOKHO OIHCATh KaK
«bOeBUK C 3JIeMeHTaMU ykaca». Kak n3BecTHO, 00€BUK — 3TO MacIlITabHOe
JIeVICTBUEe C MepecTpesKaMU, B3PbIBAMH U 3peJUINHOCThI0. OpHako, 1o
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KaHOHAM JKaHpa Xoppopa, [lelcTBUe 3aJ[BUTAaeT caclleHC Ha
BTOPOCTENIEHHbIN IUIaH. TeM camMbIM, Ha BBIXOJIe IOJY4YaeTCA
MPUKJIIOYEeHYEeCKUN (PUIbM, JIUIIb OTAAJIEHHO HANOMHHAIOMUN (QUIbBM
y>KacoB.

Hampumep, Tpeiiiep ¢uabMma «Xuimable Boabl: 3amamHs» (Black
Water: Abyss, 2020 T.) COCTOUT HUCKJIIOUUTEIBHO U3 JUHAMHYHBIX CIIEH, C
XapaKTEPHBIMHU CIOKETy BCIUIECKAMHU BOJbI, IMPU 3TOM aKIEHThl Ha
BCILJIECKAX HACTOJIBKO SIBHBIE, YTO My3bIKJIbHAA TeMa IJIOXO pa3jInuuMa,
3as1BJIEHHBIN KaHP He IMOJTHOCTHIO PACKPBIBAETCS, UTO BBI3bIBAET Y 3PUTEJIA
CMeIllaHHbIE SMOITUH.

4) Tomuxa - [eficTBUE CHOKeTa TaKOTo pojia KUHOKApPTHH
pasBopauuBaercsi InpuMepHo B XII-XVI BB. ®PuibMbl H300MIYIOT
aTpuOYTUKON TeX BPEMEH, XapaKTePHBIMU KOCTIOMEPHBIMH PeEIIeHUSIMU,
JULS TIepefiaum ayxa u atMocdepsl Toro BpeMeHu. [loBecTBOBaHUE B TaKUX
dupMax HecIenrHoe, IMyTalolllee CBOEU TATYy4YeCThbI0. 3BYKOBBIE peIleHUs
obparamTcss B CTOPOHY OpraHHON Man (JIeHTOBOM MY3bIKU U XOPOBOTO
HCIIOJTHEHUS. FoTrueckue XOPPOPBHI HEYacTo BBIITYCKAIOTCA
KUHOKOMITAaHUSIMU, T10 IIPUYHNHE IMOBBIIIEHHOTO OI0/>KeTa.

Hamnpuwmep, Tpeisiep punbma «3anoBenpb 31a» (The Curse of Audrey
Earnshaw, 2020 r.) HaunHaeTca €O CIIOKOMHOHM MEJIOAHH, YTO 3aJacT
HECIIENTHBI TeMN MoBecTBOBaHWIO. /Jlajiee, MmO Mepe HapacTaHUA
Halps>)KeHUs B TPAHCJAUPYEMBIX CIleHaX 3BYK (PJIEHMTHI CTUXAaeT U B XO/
BCTYIIA€T YCKOPAMOIIHUUACA B3BYK OyOHa, B COMPOBOKJEHUU KPUKOB.
HecMmoTpst Ha 3BYKOBOE KPEIEeH/10, IeCTBHE OOPUCOBBIBAETCA JIETAJIHLHO, IO
YacTsAM, BbI3bIBAsA OCTPHIN MHTEPEC K Pa3BA3Ke Y ayIUTOPHUH.

2Kanp 60eduxa. OnuH U3 caMblX PACHPOCTPAHEHHBIX >KAHPOB B
kuHemaTtorpade. I[1aBHBIM acneKToM OOEBUKOB ABJISIOTCS JIPaKU,
IiepecTpeJiKy, B3PbIBbI, TEDPOPUCTUUECKHE AKTHI U T.[. KaXablll U3 3TUX
BJIEMEHTOB CO3/AETCS MPU IOMOIIU OOJIBIIOTO KOJUYECTBa OIEPATOPOB,
KackaJIEpoB U crnerndddeKToB.

JKanp 6oeBuka TroBOpPUT caM 3a cebs, OHAKO, KaK OBLIO CKa3aHO
BbIIIIe, KHHEMaTorpady CBOMCTBEHHO CMellleHe KaHpoB. Takum obpasom,
JlaKe Takoe MepPOIPHUATHE, Kak 0O0eBUK, CTAHOBUTCA 00Jiee CTEIIEeHHBIM U
BIIOXAJILHOCTh CIIeH yKe He TaKas aKTyaJibHas XapaKTepPHUCTHKA JTaHHBIX
KUHOJIEHT. Takyio TeHAEHITUIO MOAXBATHUJIM U CO3/IaTesI TPeuIepoB, UTO
OTpakaeTcs Ha CTPYKType PoIMKOB. OCHOBHOU yIIOP BCE €Ill€ HAllpaBJIeH Ha
BU3yaJIbHYI0 YacTb, OJIHAKO OCHOBHOU KOH(JIMKT He PaCKPbIBAETCA
JOCKOHATBbHO. [[pUYMHON TOMY — HE3aMbICJIOBAThIH CIOXKET, 1 UMEHHO 3TOT
HEJIOUET MBbITAETCA CKPHITh TPpEUIep.
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JKanp He ominuaercss pa3HooOpa3WeM BUOB, OJIHAKO YCJIOBHO
bmIbMBI 00EBUKHU MOKHO Pa3/leJINTh HA JIBE TPYIIIIHI:

1)  baoxbacmep — KuHEMATOTPAdUCTBI OTHOCAT K 3TOMY BHAY
BBICOKOOIO/I>KeTHBIE (DUJIBMBI JIJIsI MACCOBOTO 3pUTEJIA. DTOT BUJl OOEBHUKOB
MOKHO Ha3BaTh OJHUM U3 CaMbIX KAaCCOBBIX M KOMMEPUECKHUX, CpeIU
OCTJIbHBIX KHWHOKApPTHH. XapakTepHas OJIIOXaJbHOCTh ¥ MOIIHBIN
3aIIOMUHAOITUICA CAYHATPEK — OCHOBHBIE XapaKTEPUCTUKHU OJIOKOACTEPOB.

OnyH W3 MpUMEpPOB — TpeHsep Cylepreporckoro OoeBuka «Jlura
cupaBeauBocTu 3aka CHatzgepa» (Zack Snyder's Justice League, 2021 1.).
CrpykTypa Tpeijiepa BBICTPOEHA IOC/IEA0BATEIBFHO U JIMHEHHO, 3BYKOBOE
COIIPOBOXKJIEHNE MPAKTUUYECKH HE COJIEPIKUT SIBHBIX 3BYKOBBIX IPHUEMOB,
CAyH/ITPEK OPKECTPOBBIH, B JlyXe IMPUBBHIYHBIX (PUJIIBMOB IIPO CyTIEPTEPOEB.
Tpeiinepmelikepbl He MBITAIOTCA YOEAUTb 3PUTENS JIOMOJHUTETIHbHBIMU
ayJIN0/IOPOKKaMHU, T.K. KAacCOBOCTH (IJIaBHas 3a/iaua TpeiiepoB) Oyzer
BBICOKasl M3-3a Y3HABAEMOCTHU TEPOEB.

2)  Body-movie — naHHOMY KaHpPY XapaKTEPHO MPUCYTCTBHUE IBYX U
60Jiee TPOTAarOHKCTOB W HA TEPBBIN IUIAH BBIBOAUTCS HE 3PETUIHOCTD, a
mpo6sieMa, BOJIHyIOIIas repoeB. YacTo, IyiaBHbIe POJIN — 3TO MIPEICTaBUTENN
MPABOIIOPsAKA. Y3HaBaeMbId CayHJTPEK — eIé oAHa O0coDeHHOCTh
TpPENJIEPOB TAKOTO POJIa KUHO.

Hanpumep, Ttpeinep «Hukto» (Nobody, 2021 r.) HaumHaeTcsa c
KaJ[pOB, NIEPECKA3BIBAIOIIUX 3aBA3KY CIOJKETA, B COITPOBOXK/IEHUH MEJIOJIUH,
CBOMCTBEHHOUM TpusiepaM. 3areM, IOCJe BBIKJIIOUEHNUA, HAYUHAIOTCS
JUHAMUYHBIE CIIEHBI PAK, UTO IPUMeYaTeIbHO — CayHATPEK IMO00paH Tak,
YTO PUTM ITapajuiesieH 3ByKaM OOpbObI, UYTO YCHUJIMBAET BIIEYaTJIEHUE OT
IPOCMOTPA B Pa3bl.

Kanp myavm@urbma. AHUMaMOHHBIN (PUIbM, BBITIOTHEHHBIN
MIOCPEACTBOM MYJIBTUILUTUKAIUU. MOKeT co3faBaThbCs KaK C IIOMOIIBIO
rpaduku B o6beMHOM U 2D ¢opmarax, Tak U ¢ HOMOIIBIO TTOKAJAPOBOTO
3areyvyaTyieHus pPeayibHbIX (UTYpP, CO3/IAaHHBIX XY/IOKHUKAMU. 3BYKOBBIE
JIOPOKKU MYyJIbT(PUIbMA OTINYAIOTCS TPOMKOCTBIO, TPOTECKOM U OOMIIEM
MYy3BIKAJIbHBIX KOMIIO3UMUU. Kak TpUHATO, aHUMAIMOHHBIA QUIBM
OPUEHTHUPOBAH Ha JIETCKYI) ayINTOPHUIO0, YTO SBJISETCA OCHOBAHUEM JIJIsSI
TpeiIepMeNKePOM CO3/1aTh TPEMIEDP KaK MOKHO 0oJiee SpKUM U IIPOCTBIM,
YTOOBI TPHUBJIEYb BHUMAaHUE CIENU(PUIECKYI0 ayAUTOPUIO, IPH 3TOM He
3a0bbIBasi O B3POCJIBIX, KOTOpPbIe 00s3aTeJbHO HPUAYT B KHUHOTEATPHI C
nerbMu. KpacouHas mecrpsamiass OyddoHama cobirogaer OayaHc, He
HaArpOMOXK/1asl TpeWiep U3JIUITHUMHU EeCHSAMU.

Tak Kak BUZOBbIE PA3IUYUSA B MYJIbTUIUIMKAIIUN OCHOBBIBAIOTCS Ha

[46

'



(COBPEMEHHDBIN AUCKYPC-AHAU3) EN PRI

criocobax n3o00pakeHus, pACCMOTPUM CaMbI HETUIIMYHBIN IIPUMeEp:

1)  KombuHnuposanHHas aHumauus — KapTHHa, CHATas Kak
MIPUBBIYHBIN (PHUIBM, OZTHAKO € TAKOW OTOBOPKOU KaK MOKAJIpOBasi BpUCOBKA
AaHMMHUPOBAHHBIX HepcoHaked. bosiee panHme kapTuHbl XX B. ObUIN
OPUEHTUPOBAHBl Ha B3POCJIYI0 ayJIUTOpHI0, Hampumep, «Krto moacraBui
kposinka Pomxepa» (Who Framed Roger Rabbit, mysisrduism, 1988 r.), B
CBOIO OU€epe/ib, COBpEMEHHbIN KHHeEMaToTpad CO3/Ia€T TaKue MyIbTHOUITHMBbI
JUIsL IETCKOW 1IeJIeBOM ay/INTOPUM, YTO MPUAAET KapTUHE KPAaCOYHOCTh U
MIPUCYTCTBUE IINPOKOTO CIINCKA CAYH/ITPEKOB.

Tak, Tpetsiep «Tom u Ixxkeppu» (Tom and Jerry, 2021 r.) ¢ nepBbIX
CEKyHJ[ TIOTpY>KaeT 3PUTeJI B MHD, HAIIOJIHEHHBIA PHUCOBAHHBIMU B 2D
IUIOCKOCTH TEPOSIMU U MY3bIKQJIbHBIMUA KOMITO3UIUAMHE. B TaHHOM poJirke
BCe 3BYKU, U3/]aBaeMble OT JIEUCTBUHN 5TUX repoeB, TUIIepOOIU3UPOBAHEI, C
I[eJIbI0 aKIEHTUPOBaTh BHUMAHHE HA UX «MYJIbTAMIHOCTU». Ilpocras
CTPYKTypa Tpeljiepa C OJIHOM KOMIIO3UIIMEeN He Harpy»kaeT CO3HaHUe
ayJINTOPUH, YTO, COOTBETCTBEHHO, BBINIOJHSET (PYHKIIUIO MPUBJICUYECHUS
BHUMAaHUS JIeTeH.

WTtak, 3BykOBasg CTOpOHAa TpeWepoB — 3TO MIMpoYaiiliee
MYJIbTUMEJUNHOE MPOCTPAHCTBO, KOTOPOE HUCIIOJIb3YeTCsA JJIs pean3alnuu
MapKEeTUHIOBOTO IUIaHA. MyJbTUMOJIAJIBHOCTh JeJIaeT U3 IPOCTOTO
BUJIEOPOJIMKA CJIOKHYIO CHUCTEMY C OIPEJeJIEHHBIM HaOOpOM 3BYKOBBIX
93¢ deKTOB, KOTOPbIEe BBIMOJHAIOT (PYHKIIUIO BO3/IEMCTBUA HAa ayJUTOPUIO,
MIPOU3BOAUT HY:KHOE BIleUaT/IEeHUE U BbI3bIBAET HEOOXOAMMBIE SMOILINHU JIJIs1
TpuBJeueHus 3puresed. [IpuHINT MyJIbTUMOJIAIBHOCTH 3aKJII0YaeTCs B
TOM, UTO KaK/10€ U3 3BYKOBBIX PEIIeHNH HECET B ceOe omnpe/ieIEHHBIN Habop
CUMBOJIOB ¥ 3HAKOB, KOTOpbIE, B CBOIO OUYepEe/ib, MOXKHO pas3/leIuTh Ha
JleHOTaTUBHbIEe (TpsMble, (daKTUUeCKHe B3HAKH, KOTOpPbIE IPOJBUTAIOT
IIOBECTBOBAaHUE B Tpelyepe BIEPEN) U KOHHOTATHUBHBIE (CKPBITHIE
3HaUEHUs, KOTOPbIE HE TOJIBKO IMIOMOTAIOT PACKPBITh 0COOEHHOCTH TOTO WJIU
WHOTO »KaHpa, HO U BbI3BATh HAOOP OIpe/IeIEHHBIX SMOIUUN Y 3PUTEJISA).

Kax/ip1i 13 3KaHPOB U MOAKAaHPOB MMeET CBOU MHCTPYMEHTAPUU s
repefjlauy pa3HOTO pojila 3HAUEHUM, HAIPUMEpP, ¢ MOMOIIbI0 T'PAMOTHO
BBICTPOEHHON ay/IMaJIbHON CTPYKTYPbI, 3PUTEb CMOKET OIPENEUTh HE
TOJIPKO SMOIIMOHAJIbHYIO HATIOJIHEHHOCTh (DUJIbMa, HO U caM IIEPEKUBET Te
TepeKuBaHUs U SMOITUHU, KOTOPbIE XOTEJIH IIepeiaTh CO3aTe T KAPTUHBI.
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Aana Muxaiinosna IHIIECTEPHHA

OCOBEHHOCTU U ITPOBJIEMBI ITOITIYJIAPU3ALII
HAYYHOI'O SBHAHHWA B CUCTEME BUJIEOB/JIOT'THT'A

Buoeobaoz2uHz npowen Hecko.1bko cmadutl pa3sumus U Ha ce2o0HAWHeM amane
e20 CywecmeosaHus d2mo Ae/1eHue peaausyem e6ce @GUHKUUU, CBOLICMBEHHble
Mmeduacgepe. B mom uucae u HayuHo-npoceemumensckyr. B cmamve uccaedyemes
80Npoc 0 nomeHuuaie U Npod.aemax NonYALpu3aAuUU HaAy4HO20 3HAHUSL 8 cucmeme
8u0e00.102uH2a KAK HA CO0ePHCameabHOM, MAxK U Ha4 OPMANLHOM YpPOBHe.

KitoueBnle citoBa: 8udeob.102uHe, sudeob.noe, baozep, Hogetiwue medua, HayuUHo-
nonyaspHoe udeo

Alla M. SHESTERINA

FEATURES AND PROBLEMS OF POPULARIZATION OF
SCIENTIFIC KNOWLEDGE IN THE VIDEOBLOGING SYSTEM

Videoblogging has gone through several stages of development and at the present
stage of its existence, this phenomenon implements all the functions inherent in the
media sphere. Including scientific and educational. The article examines the issue of the
potential and problems of popularizing scientific knowledge in the videoblogging
system, both at the substantive and formal levels.

Keywords: videoblogging, videoblog, blogger, latest media, popular science video

BeedeHue

1/1e00JIOTUHT CTaJl 3aMEeTHBIM sIBJIEHHEM B MEJINMHOM H, IIIHPE,

COITMOKYJITYPHOM ITpocTpaHcTBe. CeroHs OH pa3BHUBAETCS Ha

PA3JIMUHBIX CETEBBIX IIaTHOPMax M B Pa3jJIUYHBIX (popmaTax.
ITo manupiMm BIIMMOM Ha 6 uiosia 2021 rojga BuzaeoxocTHHr YouTube mo
MOMYJIAPHOCTH B Poccuu 3aHUMAaeT yCTOMIHUBOE TpeThe MecTo (34% poccusH
obpamarTes K matdopme), yerynasi tumb BKontakre (48%) u Instagram
(39%), KOTOpBIE TaKKe MMO3BOJISIOT ITyOJIMKOBATh BUJIEOKOHTEHT KaK B JIEHTE
HOBOCTeH, Tak U B ¢opmare wucropuii (BIIMOM, 2021). I[IpuumHbBI
aKTUBHOTO pa3BUTHUA BHJIEOOJIOTMHTa CBsA3aHbl KakK C TEXHHUKO-
TEXHOJIOTUYECKUM IIPOPHIBOM, IPEJIOKUBIINM ayUTOPUH BO3MOKHOCTD
CTaTh IyOJIMKATOPaMU CBOETO BUJIEOKOHTEHTA, TAK U C COIUOKYJILTYPHBIMH
MPeANOChLIKAMU, CIIPOBOIIUPOBABIIUME CMEHY apXeTHIla I0JIb30BaTesIs Ha
apxeTun TBopua. Tak, 110 YIIOMHUHAEMOCTH IJIaTPOPM B COIMATIBbHBIX CETAX
B PYCCKOSA3BIYHOM cekTope MHTepHeTa YouTube 3HauMTEILHO OIlEepekaeT
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CBOMX KOHKypeHTOB (ColuasibHble CeTU B COICETAX, 2019). DTOT aCIEKT
MO3KHO UHTEPIPETUPOBATh KAK BIUATEIbHOCTD IJIAT(POPMBI OTHOCUTETHHO
ApYTUX  COIMAJIBHBIX MeJua. BzaumojelictBue 3TUX  (PaKTOpPOB
obOecrieunBaeT  OUEBUJHBIA  HAYYHO-IIPOCBETUTEJHCKUU  IOTEHITUAT
BUzleobsioruHra. Ero MoOXKXHO TIPOTUBOIIOCTABUTH 0OECCMBICJIEHHOMY
KOHTEHTY, KOTOPBIi aKTUBHO PACIPOCTPAHSETCS B CETEBOU cpelie U
TOoJIBEpraeTcsl pPe3KOU KPUTHKe AyMarolled ayautopuu. Hapsaay c stum
OTMEUAeTCsI POCT HHTepeca ayAUTOpHUU K o0pa3oBaTeJIbHOMY H, B
COIIPUKOCHOBEHUU C HUM, HAyYHO-IIOMYJIIPHOMY KOHTEHTY. JTa TeHJeHIUA
0COOEHHO OIIyTHMAa B MOJIOZIEXKHOU cpeie. Tak, 93% MUJIJIEHUAI0B CETOAHSA
CMOTPUT oOOpasoBaTesibHOe BuAeo (AHAEpcoH, 2017). KosmuecTBo
MIPOCMOTPOB BH/IEO MO WHOCTPAHHBIM fA3BIKAM BBIPOCJIO 32 2020 Toj HA
500% (Tpenn, 2020). besycioBHO, o0pa3oBaTeJbHBIM U HAY4YHO-
MOITYJIAPHBIA CETMEHT COBNAJIAIOT HE MOJHOCTHIO, OJTHAKO O POCTe UHTepeca
ay/INTOPUU K CEPhE3HOMY KOHTEHTY MOKHO TOBOPHUTH KaK O CBOEro poja
TpeH/Ie, KOTOPBIN UMeET 3HAaUNTETbHBIN ITOTEHIINAI.

BMmecre ¢ TeM, Hay4YHO-NONYJSAPHBIN CEKTOP BUE00JIOTHHTA
CTAJIKUBAETCS CO MHOTUMMU ITpo0JieMaMu, KOTOPBIE /IO CUX IOP He MOIyYHIN
JIOCTaTOYHOTO OCMBICJIeHUA. B 11es10M, BOIpOC MOIyJIApU3allud HAyKU B
HOBEUIIMX Meaua YyKe IOoJHUMAJICA wucciaenoBatenamu. Tak, HW.A.
TekyrbeBa, O.B. IluHuyk, aHaIU3UPYyA KAHPHI BUAE00JI0TOB, BHIJIEJIAIOT B
HUX TPYIIIIBI ’)KAaHPOB, HAIIPABJIEHHBIX HA TPAHCJIAIUIO MPOdECCUOHATIBHBIX
(B TOM uymcCJie ¥ HAydYHBIX) 3HAHUU B KOHKpeTHOU cdepe (ITunuyk, 2018;
TekyTbeBa, 2016). O oIy IApU3alui HAYKU B CETEBOU CpeJie IUIITYT aBTOPBI
cbopauka «HayuHo-TOIyJiApHAs >KYPHAJIMCTUKA: OMNBIT CHUCTEMHOTO
a"Hasu3a» (ABTtapeBa, 2018; beiinencod, I'pugumnHa, 2018; 2018,
KanmeikoBa, 2018; IlaBioBa, 2018). OjHako wHcCIegOBaTeNI HeE
KOHKPETU3UPYIOT Te KOMILJIEKCHBIE CJI0KHOCTH, C KOTOPBIMHU CTAJIKUBAIOTCSA
BHUJIeO0JIOTEPHl  PYCCKOSIBBIYHOTO  CEeKTopa  MeZla B IIpOIIecce
pacnpocTpaHeHUs HAyYHO-TIOIYJIAPHOTO BUJIEOKOHTeHTa. CerojiHs, Korja
2021 roji 00bsABJIEH B HAIIIEH CTPaHe ToJIOM HAyKU U TEXHOJIOTHM, 0COOEHHO
BAKHO PACCMOTPETh U CHUCTEMATHU3UPOBATh H3TH IPOOJEMBI, a TaKKe
MIPEJIOKUTD IyTH UX PellleHusl.

Memodoao2usn
B HameMm wuccieqOBaHWM MBI OCTAaHOBWJIMCH Ha BHJIE00JIOTAX,
pasmeriaembix Ha riatrdopme YouTube. ITpoekT SciTopus cocTaBuI CITCOK
u3 6Oosiee yem 370 Hambosiee BOCTPEOOBAaHHBIX HAYUHO-TIOMYJISAPHBIX U
obpasoBaTesibHBIX KaHaoB (SciTopus, 2020). MarepuajsoM HaIIEro
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HCCJIEAOBAHUA CTAJIN JIECATh HanOOJiee 3aMETHBIX HayUHO-IIOMYJISPHBIX
KaHAJIOB PYCCKOSA3BIYHOTO CEKTOpa BHJIEOXOCTHHTA: « Hayumok» (2.4 MIIH.
MIOZIMMMCYNKOB), «Arzamas» (1.35 wH.), «IlocrHayka» (978 TrIC.),
«LOONY>» (571 TbIC.), «Redcom» (549 ThIC.), «Alpha Centauri» (478 TbIC.),
«Bce xak y 3Bepeit» (362 TbhIic.), «K:AHTPOIIOTEHE3 PY» (355 TbIC.),
«Kypuinka I'yrenbepra» (122 toic.), «CUTAP» (119 Thic.). Ha xaxkmom u3
0003HAaUEHHBIX AKKAYHTOB MbI PETPOCIHEKTHBHO, C OIIOPOM Ha METO]
aHaJIM3a KOHTEHTAa PacCMOTPEIN BCe BBIMYCKHM U 0Oojiee MOAPOOHO,
IIPUBJIEKAsA  TEKCTOJIOTUYECKHH, CpPaBHUTEJIbHO-TUIIOJIOTHUYECKHUH U
HCTOPUKO-(PYHKIIMOHAJIBHBIA METOAbl H3YYUJIU 10 BBIIIYCKOB, KOTOPBIE
OBbLTH OIyOJIMKOBAHBI IOCJIETHUMHU 70 1 aBTycTa 2021 roga. B mesom 6bL10
MIPOAHAJIU3UPOBAHO 100 BBIMYCKOB. L[eIbI0 HAIIErO HCCIEAOBAHUSA CTAJIO
BBIsSIBJIEHHE IIPOOJIEM Pa3BUTHS aHAJIU3HUPYEMOT'O CEKTOPA BHUE00IOTHHTA.

JlocTr:KkeHue 5TOU 1eJId HOTPeOOBaIO PEIIeH s CAeIYIONIUX 3a/1a4:

1. OrmpenenuTh TeMaTHYECKHE MPEAIIOUTEHUs] BHUE00JIOTEPOB B
cepe nomyasApu3anui HaAyKH;

2.  KoskpermaupoBarth XKaHpbl U ¢GOpMaAThl HAyUHO-IIOMYJIIPHOTO
BU/1I€00JIOTHHTA;

3.  YTOYHUTH Cpe/iCTBa aKTUBU3AIIMU BHUMaHUA U (GOPMUPOBAHUS
WHTepeca ayJuTOPUH, BbIOMpaeMble OJIorepaMu B HAyYHO-HOIYJIAPHOM
CEKTODE;

4. BpiABUTH KJIIOUEBBIE WPOOJIEMBI BHAE00JOTHHTA B cdepe
MOy ISIPU3AIIAN HAYKU.

Pe3yavmamul

IIpexxie Bcero, BaKHO OTMETHTh, UTO B XOJ€ aHaJM3a MaTepuasia
HICCJIEJIOBAHUSA M, PETPOCIEKTUBHO, O0JIee IMIPOKOTO CEKTOPa BUAE00I0TOB
MbI IIPUIIIM K BBIBOJIy O TOM, UTO €r0 HAayYHO-TIOIYJISAPHBIN MOTEHIIHAI
CBSI3aH C 0COOEHHOCTSIMU CaMOTO0 BH/IEO0JIOTHHTA U B TOM MJIM HHOM OObeMe
IIPe/ICTaBJIeH BO MHOTHUX BU/Ie00JI0Tax, He ABJIAIOIINXCS B IIPSIMOM CMBICJIE
CJI0Ba MPOCBETUTEIHCKUMU. OH 00YCJIOBJIEH IEJIBIM PAAOM IIPUYHH:

1. CtpemsiennemM OJiorepa yAWBUTH, paccka3aThb ayAUTOPHUH O
HeoOBIYHBIX (haKTaX PeaTbHOCTH, IPUBJIEYb €€ BHUMAaHNE K OPUTHHATbHBIM
COOBITHSIM U CIOKETaM, IIOZ€JIUTHhCSA 3HAHUSAMH, KOTOPBIE KaXKyTCS eMy
YHUKAJIbHBIMHU, IIPUBOAUT K BKJIIOUYEHHUIO IIPOCBETUTEIHCKOTO KOMIIOHEHTA
B CTPYKTYpPy €J/iBa Jiu He Jitoboro Bujeobsora. Tak, kaHp Janudcraii,
TPAAUITMOHHO CYUTAIOIIUHICSA ITOBECTBOBAHUEM O JKU3HU OT IIEPBOTO JIUIA U
He MMEIIIUU IeJIbI0 MPOCBellleHne, pparMeHTapHO HpejjaraeT HaydHo-
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TIOIYJISIPHBIM KOHTEHT B KOHTEKCTE paccKkasa O YbeM-JI100 obpase ;KU3HU
(«Sasha Spilberg», Beimyck «OauH genp paboraro IT-umxenepom»);

2. DOKyCcHPOBKOI 0JIOTEPOB HAa CAMBIX AKTYaJIbHBIX U COBPEMEHHBIX
3HAHUSX B PaA3/JIMUHBIX TeMaTUYECKUX ceKkTopax. [losaTomy, Hampumep,
6J10TepBhI-UHTEPBBIOEPHI B INAJIOTE CO CBOUMU T'OCTIMU HEPEAKO CTPEMSATCS
MOTUEPKHYTh WX SKCHEPTHOCTh U HAIPaBUTh pa3roBop B cdepy
nomyaspusanun  Hayku («Eme wHe Ilo3Hep», Bbiyck ¢ TaThsaHOU
YepHUTOBCKOM);

3. Tenzmennyuell K aKTUBHOMY B3aMMOJENUCTBUIO C ayJIUTOPUEN,
KOTopasi 3allpallliBaeT Pa3/JIMYHOTo pojia wHopmaruio. Tak, 60Teps
HEPEeJIKO OCYIECTBIIAIOT MH(GOPMAITMOHHBIN MOUCK MO 3apOCy ayJUTOPUU
TemaTtnuecku Takasg uHOpMaIusa, KakKk IIpaBWo, CBsA3aHA C
HaIpaBJIeHHOCThI0 Ostora. («Wylsacom», pyopuka «AliExpress rojoBHOro
Mo3ra»; «Alpha Centauri», miaeianctsl « OTBETBI HAa BOIIPOCHI» ).

OpHako eciu TPAKTOBATH MOMYJISIPU3AIAI0 HAYKHU KaK JIeATeIbHOCTbD,
HaITpaBJIEHHYIO HA paclipoCTpaHeHHe B MaccaxX TOUHBIX 3HAHUU B TOU WJIN
UHOU cdepe, UNCI0 TaKUX OJIOTOB 3aMETHO COKpalaeTcsa. Bece Ux yc0BHO
MO3KHO Pa3/Ie/IUTh HA TPU TUTIA:

1. MoHoTeMaTHUeCKHe — HallpaBJeHHble Ha IIOIMyJISIPU3AITI0
Kakou-nmnbo ogHou orpacau HaydHbIX 3HaHUN («AHTPOIIOTEHES PY»;)
2. [losuremMaTuueckne — BKJIIOYAKOIIUE IUIEHJIMCTHI IO JIBYM U

boJsiee oTpacsisiM 3HaHUH («Arzamas»);

3. YHuUBepcaJIbHbBIE — PACCKA3BIBAIOIIME O HEOTPAHUUEHHOM KpyTe
3HAHUU U3 CaMbIX pa3HbIX HayudHbIX cdep («Hayumok»).

Takke MBI YCTAaHOBWJIM, YTO TEMAaTHYEeCKd MOJKHO BBIJIEJTUTH
HECKOJIBKO HHII, HaIIpaBJIEHHBIX Ha MPOCBEIeHNe ayAUTOPUH B HAyUHOU
cepe:

- IOCTY>KEHUA HayKU (B pa3HbIX ee otpacisnx) («IToctHayka»);

- DKCTPAIoJISANUs JOCTHKEHWH Hayku Ha cdepy o0pa3oBaHUA
(«Arzamas»);

- mpukIagHON (1 Jake OBITOBOI) ITOTEHIIMAJ JIOCTHKEHUN HAyKU
(«<LOONY»).

B comocraBeHMH C aHIVIOA3BIYHBIM CeKTopoM YouTube, MbI
MMPAKTUYEeCKH He OOHApYKWJIM B PYCCKOSI3BIYHOM CETMEHTE PEeCypCOB,
HaIIpaBJIEHHBIX Ha OOpHOY C JPKEHAyKOU M PacIpOCTPaHEHWEM HETOUHBIX,
HEJIOCTOBEPHBIX 3HAHUU.

B umcie Haubosiee BOCTPEOOBAHHBIX TEeMAaTHUYECKHX CHEP MOIKHO
0003HAaUUTh UCTOPUIO, GUBUKY, MATEMATHUKY, ACTPOHOMHUIO, aHTPOIIOJIOTHIO,
TICUXOJIOTHUIO, MeIUIVHY, reorpaduio, JIUTEpaTypy, MY3BIKY,
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n300pa3uTesIbHOE HCKYCCTBO U TEXHOJIOTUM. BaKHO OTMETUTh, 4UTO
YHUBEPCAJIbHbIE KaHAJIbl JIOCTATOYHO OIEPAaTUBHO pearupyroT Ha
TeMaTU4YeCKHe 3ampochl ayauTopuu. Tak, ¢ pa3BUTHEM CUTYyallUu,
CBA3aHHOU ¢ TaHAeMHuel, MeJULIMVHCKasg TeMaTUKa  HadYuHaeT
paccMaTpuBaThbcs OsiorepamMu  0OoJjiee akTUBHO (Hampumep, IUIEUIHCT
«Bupycel 1 ummynureT» Ha kaHase «IloctHayka», mieinuct «bosie3nn,
n3MeHuBuIe Mup» Ha KaHasle « LOONY», BUzeo «I9BOJIIOIUA BUPYCOB U
9KOJIOTHS 3IMUIeMUIl» Ha KaHaJle « Bce Kak y 3Bepei»).

MoO3KHO TOBOPHUTH U O >KAHPOBBIX MPEAINIOUYTEHUAX BUJIE00JI0TEPOB B
cdhepe HayqIHOTO MIPOCBEIIEeHUsA. JTO, IPEK/IE BCETO, 3AIUCU BUJIEOJIEKIIUN,
KOMMEHTapHH, a Tak:ke pa3HopopMaTHOEe BUIE0 B :KaHPe poop (Hampumep,
Ha KaHane «Hayumok»). OCOOHSIKOM CTOAT IlepCOHU(MUIIMPOBAHHbIE
>KaHpbl. [IpenMyIIiecCTBEHHO — UHTEPBBIO C AeATeaMu Hayku («Bupychr —
Crpax wu Tpenmer» Ha kaHane «lloctHayka», «TumoHoBa —
MapiieHKyJI0BOU » Ha KaHasle « Bceé Kak y 3Bepei»).

B nesisax mpuBJieueHns BHUMAHUSA K TPOU3BEAEHUIO OyiorepamMu Jare
BCET0 UCIIOJIb3YIOTCA:

1. CpezcTBa 3MOITMOHAJIBHOTO BO3JEUCTBUA. JTO, IIPEXKE BCETO,
NPUHIUIT 5K30TUKH, ABTOPUTET HAYKU U MCKYCCTBa, cHenuduyecKuiu
MO/I00OP TepOeB, YCKOPEHHBIUM TeMIOpPUTM. Tak, Bce 3TU CPEACTBA MbI
BcTpeuaeM Ha kKaHase «AHTPOIIOT'EHE3 PY» B mieisncrax «YdeHbIe
npotuB MuQoOB», «IlocTckpunTym: ydeHble IPOTUB MUQDOB»;

2.  BusyasbHble cyOMOJQJIBHOCTH (acconmmupoBaHHBIN-
JINCACCOITUUPOBAHHBIN, IJIOCKUN-O0BEMHBIN, IIBETHON-MOHOXPOMHBIN,
U3MeHEeHHEe PACCTOsIHUSA /0 OObEKTa U er0 MeCTOIIOJIOKeHMs, B pamMmKe-6e3
rpaHuil). 9TU cyOMO/IaJIbHOCTU MPHUCYTCTBYIOT B JIIDOOM BHUJIEO YKA3aHHOU
HAIlpaBJIEHHOCTH 3a MCKJIIYEeHWeM TeX BHAe0(ailjioB, KOTOpbIE
MPE/ICTABJISIOT  COOOM  ayAMo3amuch JIEKIUM WM  BBICTYIUIEHUS,
COIIPOBOK/IA€EMYIO0 CTATUUHON KaPTUHKOU;

3.  AyaumanbHble CyOMOAAJTBHOCTU (IPOMKHUM-THUXUM, OTUYETINBBIN-
HEOTUET/INBBIH, IIIyM-PeUYb-My3bIKa).

Oco0eHHOCTBIO HCIIOJIb30BAHUS BCEX STUX CPEACTB CTAHOBUTCH HX
YaCTOTHOCTb. BIOTEPHI B 11€JI0M YacTO 00paIaroTes K IprueMy KOMIIPECCUH.
OpHako wWHoOrZA Mbl HAOJIOZlaeM UM TPOTHUBOMOJIOXKHBIM TpueM. Tak,
OCO3HaBasg, YTO HAYYHO-NOMYJAPHBIM KOHTEHT ayJAUTOPHUS HEPEeJKO
CJIYIIIAET, a He CMOTPUT, OJIOTEPHI MOTYT UTHOPUPOBATH BUIEOPs/. B Takom
CIydae CTaTUYHAsA 3aCTaBKA «BUCUT» IepeJ; HAMH HAa MPOTSKEHUH BCEro
BU/IEOIIPOM3BEJIEHNS, U MBI CJIBIIINM TOJIBKO TOJIOC JIeKTopa (Hampumep,
«ITouemy «¥Yiuce» BETUKUU pOMaH» Ha KaHasle « Arzamas»).

[53

'



(COBPEMEHHDBIN AUCKYPC-AHAU3) EN PRI

dopMUpOBaHUIO HWHTEPECa CIOCOOCTBYeT amnesuIsaius K Haubosee
AKTUBHBIM y ayJIUTOPUU MeTaIrporpaMMaM BOCIPHUSTHA: IeHHOCTH (Kak
MaTepUaabHble, TaK U AyXOBHBIE), MPOIECC, JOCTHKEHUE, IPOIILIOE,
yesioBeK. Kak mpaBusio, B 6siorocdepe HabII071aeTCs cOUeTaHUE HECKOJIBKUX
MeTamporpaMM B OJIHOM IIPOU3BEJEHUM, YTO II03BOJIAET OJsiorepam
3aXBaTUTH OOJIbIIIee KOJTMUECTBO IEJIEBBIX ayTUTOPHBIX TPyII. Tak, B ITUKITE
«Hayunas craanusa B Erunre» (kanan « AHTPOITIOTEHES3 PY») mbl Buaum
aneJuUIANAI0 K TMPOILJIOMY CTpaHbl, IIPoIlecC CHEMOK BHJIEO, €r0
nepcoHUMUKAINIO, paccka3 O MaTepUaJIbHBIX U JYXOBHBIX I[€HHOCTSIX
HACTOSIIEr0 U MPOIILJIOTO, a TaK¥Ke CJI0KHOCTh 0OpeTeHNsI TOUYHBIX 3HAaHUM.
Takum obpa3om, aBTOP 3aJIEMCTBYET BCE OCHOBHBIE MeTAIIPOTPaMMHBlI.

Peanusys Hay4HO-TIPOCBETUTEJIHCKYIO (DYHKITUIO, OJIOTEPHI HEPEJIKO
ONUPAIOTCA Ha MpUEMbl reUMHUdUKAU U cTopuTesUinHra. K mpumepy,
kaHay «Haydmok» akKTUBHO SKCIIEPUMEHTHUPYET ¢ rpaduKOM, a Ha KaHaJIe
«Arzamas» HEKOTOpPbI€E IJIEHUJINCTHI UCIIOIb3YIOT IIPHUEMbI MYJIbTUILIUKAIINU
(«KopoTtkue MmyabTduabMbl 0 OyKBe, CJI0OBE U SI3bIKE» ).

Buwvteoodut

Bce BbIllIECKa3aHHOE ITIO3BOJISIET TOBOPUTH O TOM, 4YTO HAy4HO-
TIOIYJISIPHBIA CEKTOP BUAEO0JIOTHHIA aKTUBHO Pa3BUBAETCA W IIpejlaraeT
ayIUTOPUM IITUPOKUN BBIOOP (OpPM pempe3eHTaIlluyd HAyYHOTO 3HAHWUS.
OmHako B XOJie aHAIN3a PYCCKOSI3bIYHBIX KaHAJIOB HAM YaJ0Ch BBISIBUTH
psz mpo0JieM, C KOTOPBIMU CTaJIKUBAIOTCS BUAE00JIOTEPHI.

OpHa u3 KJIIOYEBBIX IMPOOJIEM He SIBJISeTCA COOCTBEHHO CETEBOU U
COIpsIKeHa ¢ HeOoOXOAMMOCTBIO BBIpAOOTATh OasaHC MEXKAY CA0XKHBIM H
noctynHbIM. Tak, emie BeceBosioa MetiepXoJibi TOBOPUJI O TOM, YTO MacCOBOE
3peUIlle HeIb3s YCIIOKHUTD (Meliepxosib 2001). B ciryuae Buieo610ruHra
3Ta MBICJIb ITOJITBEPIKAETCSA C OCOOEHHOM CUJION, TTOCKOJIBKY BHUZe00I0TED
HMeeT YCTAaHOBKY Ha MAaCCOBU3AIUIO, HA YBeJIMUEeHUEe YHCJIa HOAIIUCIUKOB,
JIAKOB, KOMMeHTapueB. IMeHHO 3TON MOTPEOHOCTHI0 MOXKHO OOBSCHUTH
OTMEUYEHHYI0 HaMM aKTUBU3AIIUI0 CPEJICTB IIPUBJEUEHHs] BHUMAHUS B
6siorocdepe. Bcé — OT UCMoOIb30BaHUSA MPUHITUIIA SK30THKH JI0 SJIEMEHTOB
reiMuUKaAnd, - B BHAEOOJIOTMHTE HAIIPaBJIE€HO Ha peIleHhe STOU
npobsiembl. B pesysbTaTe MBI CTQJIKMBaemMcsi C  IIPOIECCOM
MIPUMHUTUBU3AIIMYA  CJIOKHBIX  SIBJIEHHU (HaAmpuMmep, YIPOIIEHHBIMH,
CXeMaTU3UPOBAHHBIN paccKka3 O CJOXKHBIX IICUXHUECKHX IIpolleccax B
BoIllycKe «Ilouemy BUTIIOJIAPKA — 3T0 €J10:KHO, HO HE Becesio» Ha KaHaje
«Hayumok»). C 3TUM 3Ke MOKHO CBfI3aTh W BapUATU3AIUIO KAHPOB:
MIOCTOSIHHBIM IMOHWCK HOBBIX (POpPM JIOHECeHUs HaydyHOU UHQOpMAIUA
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3acrasJiseT 6J10repoB BapbUPOBaTh GOPMATHI.

Erte ogHOM 1Ip006JIEMOM CTAHOBUTCS BBI30B cCaMOU HH(POPMAIIMOHHOMN
cpeAbl W CONPSKEHHBIX C 3TUM OCOOeHHOCTer WHOOPMAIOHHOTO
MOBeJleHNA ayuToOpum. Takue KadecTBa ayJUTOPUH, KaK OTKJIOHEHUE
MEHTOPCTBA, obeclieHUBaHUE, OTCYTCTBHE aBTOPUTETOB,
TUNIEPSMOIIMOHAIBHOCTh. HU3Kas KPUTHUYHOCTh BOCIHPUATHSA CHHXKAIOT
a¢dekTUBHOCTh HEKOTAA PabOTaBIIUX CPEACTB yOexxaeHus. Kpome Toro,
YCTaHOBKA Ha WHTEPAKTUBHOCTb, TUNIEPTEKCTYaIbHOCTD,
MYJIBTUSKPAHHOCTD 3aCTaBJ/IAIOT BKJIIOYATh B BU/ICONIPOU3BEIEHUA HAYYHO-
MOIYJIIDHON HAaNpaBJIeHHOCTH He CBOWMCTBEHHbIE UM paHee 3JI€MEeHTBI
(HampuMep, MOCTOSTHHAS UTPA ¢ KOTOM B KQ/Ipe B BBIITyCKE «Y KOIIKH JIEBATH
»KM3HeW» Ha KaHasie «Bce KakK y JKUBOTHBIX» ).

He meHee BaxKHOU sBjsAeTcA mpobJieMa MNOSIBJIEHUS JIKEHAyYHOTO
BHUJIE0, KOT/Ia TUIIOTE3hI MPEMOJHOCATCA KaK JlokazaHHble dakThl. O0mIne
TAaKOTO BHUJIEO MOXKHO OOBACHUTH CTpEMJIEHHMEM OJiorepa 3MaTUPOBATH
mybsmky. B pesysbraTe Mbl 1mosiydaem (eHKOBYIO HOBOCTH (Hampumep,
BUJIE0O O HaJIUYUM OOIIECJTOBIHCKOTO $3bIKa, TIJe HUH(GOPMAIUIO
paccka3bpIBaeT MOJIOJZIAA JeBYIIIKa, KOTOPAas Jjake B CUJLy CBOETO BO3pacTa He
MOKET OBITh SKCIIEPTOM B 00J1aCTU JIMHTBUCTUKU).

W, HakoHel, efBa JIU He CaMOU Cepbe3HOU MpPOO0JIEMOUN CTaHOBUTCS
HE3HAYUTEIbHOE YHUCIIO KauyeCTBEHHBIX BepU(UIIPOBAHHBIX
BU/IEONIPOU3BEJIEHUN HAYYHO-IIOMYJIAPHON HAIIPABJIEHHOCTA B IIOTOKE
JKeHAayYHOU U IPOCTO HeHayuyHOU nH@opmanuu. HecMoTps Ha TO, 4TO P
HccsieloBaTesiel BbIJIEAIOT 3T OJIOTM B OT/IEJbHYIO THUIIOJIOTUYECKYIO
rpynny ([Iuuyrmna 2018, bBeliHeHcoH 2018), B PpPYCCKOS3BIYHOM
BHUJIeOCETMEHTE OHU IIpe/ICTaBJIeHbI KpaliHe cj1a00 U Jallle BCero He BXOJIAT
B TOII-10 HAYYHO-TIPOCBETUTEIHCKUX BU/I€00JIOTOB.

[Tpeogonenne aTux OapbepOB HAM BHUIUTCS B BO3BpAIlEHUN HAyKe
TOTO CTaTyca, KOTOPBIM KOTIJIa-TO y Hee ObUI, B (popMUpPOBaHUU
MPECTKHOCTU OOpallleHusi K TOYHOMY HaydyHOMy 3HaHuio. W 37ech
BHUIEOOJIOTUHT MOMKET CZleJIaTh MHOTOe. VI3BECTHO, UTO CETO[HA OOJIBIIYIO
posb B (OPMHPOBAHUM TPEHAOB HUIPAIOT MAKPOUH(IIIOEHCEDPHl —
MyOJIUKATOPBI, UMEIOIe OOJIBIIIOE YMCIO MOANUCYUKOB. B ciydae, eciau
OHU OY/ZIyT JIEMOHCTPUPOBATh MOCTOSHHBINA, aKTUBHBIU UHTEPEC K TOUHOMY
HAy4YHOMY 3HAHUIO, TIPOOJIEMbl Pa3BUTHS 5TOTO CEKTOpAa Meaua OTYACTU
MOTYT OBITH PeIlleHbl. BayKHO MOAKIIIOUEHNE K ITPOIECCY U KPYITHBIX yUEHBIX,
SIBJIAIONUXCA YK€ U3BECTHBIMHU MEUUHBIMU JIMYHOCTAMH. Buieob10THHT
— BBICOKOIIePCOHU(UIIPOBAHHAA CPeZia, a IOTOMY UMEHHO Yepe3 INYHOCTh
IIOBECTBOBAaTesIA WM BeAylllero KaHajla MOXKHO peajin30BaTh 33/auy
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PacClIipoCTpaH€HHUA TOYHOI'O HAYYHOI'O SHaAHHUA.
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Viera KRUPOVA
Zora HUDIKOVA

PODCAST STRATEGY IN PUBLIC MEDIA

The study focuses on the analysis of the use of a new communication channel -
podcast - in the public media environment. Specifically, it compares the concept of
podcasting in public media in Slovakia (Radio and Television of Slovakia) and public
media in the Czech Republic (Czech Television and Czech Radio). In addition, the study
analyzes the podcasting strategy of the mentioned media for the future, as well as the
perception and perspective of podcasts as such in the coming years. The collection of the
necessary data was obtained in the form of semi-structured interviews, in its processing
were used mainly methods such as analytical comparison, generalization, induction,
and deduction.

Keywords: podcast, public media, television, broadcast, strategy, service on
demand

Introduction

dvancing digitization, increasing Internet coverage, change in

the habits of listeners or viewers to consume media content, the

coming new generation that receives media content in a
completely different way than standard channels - all of the mentioned above
force traditional media to innovate and think about new distribution
channels. It is no exception that in the traditional media new unions or
sections are emerging, of the so-called "New media", which analyze the
current situation and come up with new strategies on how to reach viewers,
listeners, or how to attract a new target group with their programs. New
media sections include communication through websites and social
networks in their strategies, they even sometimes create complex online
platforms. The new media also includes strategies for deploying podcasts
and distributing them through special online channels created specifically
for them. The ever-increasing popularity of podcast platforms forces the
media to consider how best and most effectively to support this new
communication phenomenon and use it to their advantage - whether in
terms of expanding the reach of various, especially young target groups, or
as a tool for self-communication or even marketing strategy. Media of all
types are responding to the coming boom of podcasting — printed media
within their online platforms, as well as radio, television, and online portals.
The rise of podcasts affects the media regardless of their owner. Podcasts
appear in both commercial and public media. Public service media are very
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often perceived as representing a more traditional, perhaps more
conservative, style of broadcasting. That is why several questions arise in
connection with public media and podcasting. When and how did these
media react to the coming wave of podcasts? Why did they decide to produce
podcasts? Do they produce podcasts of already broadcasted media or do they
create their own podcasts that are not primarily intended for broadcast?
What is their current podcast deployment strategy and what are they
preparing for the future? How do they estimate the development or
expansion of podcasts in the coming years? All of these questions are
addressed by the authors of this study. Their goal was to map the current
situation, as well as the vision of the development of podcast production in
public media in Slovakia, specifically in RTVS (Radio and Television of
Slovakia). Their ambition was also to compare the situation in the public
media in Slovakia with the current situation in the podcast production of
public media (Czech Television, Czech Radio) in the neighboring Czech
Republic. They chose these two countries for comparison because the Slovak
Republic and the Czech Republic are still very close, united by a common
history and long-term operation as one country. They are also still
linguistically close. It is common for Slovak citizens to listen, also via the
Internet, to Czech programs, and vice versa. In addition, with the division of
Czechoslovakia into two separate countries, it may have seemed that our
starting positions were approximately the same, and thus that we would
make the same progress in the field of media. But is it so? Based on these
shared contexts, a comparison of both cultures or environments can bring
interesting findings. In the presented study, the authors use semi-structured
interviews to obtain study material and methods: analysis, synthesis,
comparison, and generalization to process theoretical knowledge and
empirical findings.

1 Theoretical background

The term public (...) refers primarily to the organizational and legal
form of the institution. In particular, as an adjective, it represents the essence
of the transformation of the former state radio and television in the new
socio-political conditions after November 1989. The content of public service
broadcasting is better expressed by the English term "public service" (public
service or service for the public). Public service broadcasting is thus a non-
state, state-independent broadcasting, oriented to the needs and interests of
the public, which is responsible both to the institutional structures of civil
society and to individual viewers and listeners. (Secik 2008: 21-22) So if we
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are talking about public media, we are talking about their organizational and
legal form, the opposite of which is private law, respectively, a private
company. In the environment of the Slovak Republic, the private media are
the organizational and legal counterpart of public service media. (Samelova
2020: 41)

An analysis of the meaning and attributes of the term public service has
shown that most analyzes contain three basic attributes:

- public utility - a service provided to the public usually by the state (eg
post office, road construction, railway operation), their basic feature is their
universal availability and quality standard,

- broadcasting in the service of the public sphere - in this case, public
space is understood as a space where members of the public become citizens
who decide collectively on matters of common interest; public service media
should provide them with access to information and knowledge that will
enable an individual to participate in public life,

- broadcasting in the service (in the interest) of listeners and viewers -
is based on the assumption that terms audience and meaning are the same
(auditorium), while the audience is considered to be a summary of individual
consumers of media content. In this sense, broadcasting is no longer
understood as satisfying collective needs, but as covering individual interests
(Smid 2004: 64).

The first mentions of the issue of public law in terms of its content and
functioning appear in Slovakia in 1991 in connection with the creation of Act
no. 254/1991 Coll. about Slovak Television, which also introduced the term
public institution into the legal system of the Slovak Republic (SR). It was to
highlight its exceptional position in the process of newly emerging
organizations and institutions. At the same time, it was to represent the
political will to transform state television into an independent medium that
would meet the needs and interests of the public (Botik, JanoSova, Jenca
2012: 13). Also in 1991, the SNR adopted Act no. 255/1991 Coll., On the basis
of which Slovak Radio was established as a public radio institution for
Slovakia (Act of the Slovak National Council on Slovak Radio 255/19091,
https://www.slov-lex.sk/pravne-
predpisy/SK/Z7/1991/255/19910701.html). The merger of Slovak
Television and Slovak Radio took place on January 1, 2011, as of this date
they operate as one institution - RTVS - Radio and Television of Slovakia
(RTVS). This legislative change is regulated by the Act of 2010 on Radio and
Television of Slovakia. It defines RTVS as a public, national, independent,
informational, cultural and educational institution that provides a service to
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the public in the field of radio broadcasting and television broadcasting. The
RTVS program service consists of: news, journalistic, documentary,
dramatic, musical, sports, entertainment, educational programs, programs
for children and youth, other programs (RTVS website, Mission of the
program  service, https://www.rtvs.org/o-rtvs/poslanie-programovej-
sluzby-rtvs).

In 1991, after the adoption of the federal law, which divided the
competence of the Czech and Slovak federations, the Czech and Slovak
Republics in the media field, the Czech legislators decided to proceed
differently from the Slovak ones in establishing radio and television
broadcasters. According to the founding laws, Czech Radio and Czech
Television are "providers of public service" who are not responsible for the
obligations of the state, just as the state is not responsible for the obligations
of these providers. The law does not even refer to them as "national", "public"
or "public" broadcasters, it focuses exclusively on the provision of public
service and its precise specification. Even other media legislation of the
Czech Republic (CR) does not give Czech Radio and Czech Television any
organizational-institutional attribute related to their public status; it refers
to them as "broadcasters- broadcasting by law". Despite the points
mentioned, we still consider and refer to both public Czech broadcasters as
providers of public service, because their program mission corresponds to
the public service. (Sdmelova 2020: 44-45) Therefore, Czech Television,
similarly to Slovak Television (RTVS) in the Slovak Republic, provides a
service to the public throughout the Czech Republic by creating and
distributing television programs, or other multimedia content and additional
services to fulfill democratic, social and cultural needs of society and the
need to preserve media pluralism (Czech Television website, Czech
Television Statute,
https://img.ceskatelevize.cz/boss/image/contents/statut-ct/pdf/statut-
ct.pdf?verze=2020-01-06.1& ga=2.15350478.1199533626.1633029257-
561087460.1633029256). In terms of its status, Czech Radio is also a
national cultural institution of special importance, which provides a public
service by creating and distributing radio programs, or other multimedia
content and additional services throughout the Czech Republic and abroad,
both analogously and digitally (Czech Radio website, Czech Radio Statute,
https://rada.rozhlas.cz/statut-ceskeho-rozhlasu-7722273).

Since its formation, public service media in both the Slovak Republic
and the Czech Republic have undergone their development. An essential part
of their progress is constant innovation and reactions to upcoming trends,
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including new media, new formats as well as podcasts.

2 Podcasting in a public service broadcasting environment

Public radio and television broadcasting in Slovakia has been operating
under the corporation RTVS (Slovak Radio and Television) since 2011 when
RTVS was established by merging Slovak Television and Slovak Radio. We
describe the current state of podcasting in RTVS based on an interview with
Dusan Jancovic¢, who is the director of the New Media Section. It covers radio
and television as a whole and its section is responsible for all websites,
mobile applications, social networks, and podcasts. We also relied on the
analysis of information on websites, platforms, as well as analysis of
individual podcasts. In 2013, RTVS announced the establishment of the
"New Media" department as a separate part of the Marketing and
Communication section. The main task of the "New Media" department is
the creation of RTVS websites, applications, and specifications of the vision,
form, and direction of digital online content. The new media coordinate the
processing of audio archives, TV archives, and the implementation of live
broadcasts (RTVS also redesigned the corporate website, websites are
already  being addressed by the new media  section,
https://medialne.trend.sk/televizia/rtvs-redizajnoval-aj-korporatnu-
stranku-weby-riesi-sekcia-novych-medii). The head of the "New Media"
section is the already mentioned DuSan Jancovic, according to which the
section began to develop fully only after the arrival of Jaroslav Reznik to the
position of General Director of RTVS in 2017 (Interview, Dusan Jancovic,
8.9.2021). It currently covers the points mentioned above for radio and
television as a whole and its content is mainly focused on the development
and update of RTVS websites, the development of mobile applications, the
management of social networks, and podcasts.

Although the first podcasts in Slovak Radio (RTVS Slovak Radio
Program Services Section) were already ... a turning point for RTVS didn’t
come until 2019. In the first half of the year, RTVS focused on its first strategy
for deploying podcasts in terms of content, technology, and personnel, and
in the second half began publishing podcasts on distribution platforms.
“We've found out that people’s interest in new technologies and podcasts is
increasing. RTVS has a lot of quality content that people can't always reach.
Many listeners register only Radio Slovakia, while Slovak Radio has 11
program services. That is why we wanted to make our content available in
the form of podcasts to everyone who likes to use new technologies,” says
Dusan Jancovi¢ (Interview, Dusan, Jancovic, 8.9. 2021). The shows that had
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the most listeners in the web archive began to be processed into a podcast
form. Specifically, the shows Saturday Dialogues (political discussion
session), Night Pyramid (evening session, moderator's interview with an
interesting guest), First Hand (noon session, discussion mostly by
politicians, analysts on current topics), Morning on FM (guest program,
sections, competitions, music), On the way FM (show about travel,
adventure, and exotics), Pena dni FM (Foam of daysFM) (talk show about
ordinary but also unusual things with an interesting guest), all shows within
Radio Slovakia International — one podcast was processed from each
language variation. Today, RTVS offers 54 podcasts in categories of news and
journalism, sports, leisure, health, entertainment, art and culture, history,
travel, economics, business. “We are constantly expanding the offer of
podcasts, there is someone every week, whether the author or the
moderator of the show, who would like to put their program into the form
of a podcast. We need to guide and regulate them because not everything is
suitable as a podcast. We always have to think about our target audience
and what it's supposed to bring. There are thousands of shows on the
podcast market today, if we want to be interesting, we have to be brought
something different, we need to bring new or interesting topics” (Interview,
Dusan, Jancovic, 8.9. 2021) All podcasts are specially processed, music is
edited, introductory and closing sounds are added, then the podcasts are
distributed to channels, in the case of radio podcasts there are four in
particular - Google Podcasts, Spotify, Apple podcasts and Deezer. In terms
of personnel, this is ensured by a smaller production team of four people.

RTVS wants to continue producing podcasts as part of its radio
production. They do not rule out the possibility of creating podcasts that
would be primarily produced for podcast applications. The vision is to start
such production in 2022. In the first stage, their priority was the web and
mobile applications. They want to launch a mobile application in a short
time. They plan to create a large online platform that would allow people to
download podcasts directly. According to Dusan Jancovic, a comprehensive
and complex strategy of deploying or producing podcasts in RTVS is still
being worked on. “It is a platform that is important to us and we definitely
want to focus on it in the future when there will be human and especially
financial capacity, it will not be possible without it” (Interview, Dusan,
Jancovic, 8.9. 2021).

2.1 Podcasts on Czech Radio
Czech public radio, unlike public radio in Slovakia, operates separately
from Czech Television. As an independent institution, it has a rich history of
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audio production in the online environment. It started in 1998 when Czech
Radio offered the first internet broadcast. It was followed by the first steps
in the production and publishing of audio content on demand. In 2004, it
became a pioneer in the on-demand audio offer, a promoter of podcasts and
during the podcast boom, in 2019, it began to support listening and
podcasting in the Czech Republic as well as cultivate the Czech podcast
environment. Today, Czech Radio produces more than 420 podcasts, on a
daily, weekly, monthly, or serial basis. It is the largest producer of podcasts
in the Czech Republic. With its podcasts, it addresses various target groups
aged between 18 to 80. They produce various podcast genres — from news,
journalistic formats, through documentaries, entertainment, talk shows,
literary-dramatic or educational formats. Iva Jonasova is responsible for the
development and strategy of podcasts on Czech Radio. She started
implementing the podcast strategy in 2018 as the editor-in-chief of Radio
Wave, which is a Czech Radio station intended primarily for young listeners.
After three years of experience, Czech Radio created the section of Digital
Audio Content Development, which is responsible for the dissemination of
digital content strategy and podcasts on all Czech Radio stations.

Czech Radio started podcasts much earlier than during the podcast
boom in the Czech Republic in 2017. This can be considered a visionary act
by Czech Radio. “It was already in 2004, when the so-called "Radio na
Zelanie (Radio on demand)", at Czech Radio 6, was created. This was the
first time on the Czech Internet that listeners could create their own playlist
of shows, so they could only listen to those programs that interested them.
In the same year, the "iRadio" application was added, offering online
broadcasts of individual stations. Later, "eRadio"” and "Radio na Zelanie
(Radio on demand)" were merged into one, on the Czech Radio web service.
In 20035, Czech Radio also began offering audio content through the iTunes
podcast application (later Apple Podcasts)” (Interview, Iva Jonasova,
15.9.2021) Since 2017, internal discussions on the definition of podcasts and
podcast strategy have started on Czech Radio. In the same year, the first
podcast series of Czech Radio "Zhasni (Turn off the lights)", produced by
Radio Wave, began broadcasting. Subsequently, a lot of time was spent
distributing shows to podcast channels, after iTunes (2005) it was Google
Podcasts (2018) and Spotify (2019). Previously, the content of podcasts was
published only on the websites of Czech Radio. “Another important
milestone was December 2019, when we launched the audio portal
mujRozhlas.cz and its application offering the largest audio selection in the
Czech Republic. On the occasion of the launch of mujRozhlas, several new
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on-demand formats were published. It was also around this time when an
internal podcast group was formed, which dealt with podcast topics, search
for creators, and the development of new podcast formats” (Interview, Iva
Jonasova, 15.9.2021) In 2019, Czech Radio launched the first regular news
podcast Vinohradska 12, which was not originally formatted for broadcast,
but only for an on-demand environment. It is currently broadcasted on
Czech Radio Plus and has become the most-streamed podcast on Czech
Radio. Subsequently, podcasts of various genres and formats were added. “In
2019, we started publishing various podcast series on Radio Wave, which
were not primarily created for broadcasting, but on-demand listening. We
mostly placed them in the broadcast as short promotional demonstrations,
in 5 to 7 minutes’ format, based on which we refer people to listening on
demand” (Interview, Iva Jonasova, 15.9.2021) Among the formats that were
primarily created for demand consumption, Czech Radio includes 12 radio
detective games Stopar (Hitchhiker), which Czech Radio publishes on the
web and in the My Radio application, that are based on interactivity. The first
feature podcast series of Radio Wave Skuskova (Examination) is intended
for a young audience, it deals with relationships, studies, and work at school.
Another series Unrest is the first podcast series in the genre of horror and
psychothriller. The Digital Writer podcast is thematically dedicated to
artificial intelligence. Specifically, these are short stories that were not
written by writers but were created through artificial intelligence. Another
very popular podcast is the series Sadlo (Fat), which is about women
struggling with being overweight and the acceptance of their own bodies. The
series is complemented by interviews with therapists, psychologists, and
other experts. Iva JonaSova emphasizes: “We also started to address a
younger target group; teenagers aged 12 to 15. It is a group that is
beginning to receive media information, which is why the educational
podcast series called Filter talks about how the media works, what the
headlines look like, what are fake news and how to verify the information.
We invited one of the prominent Czech YouTubers Lukefry to collaborate,
which contributes to the format being entertaining and easy to accept for
children” (Interview, Iva JonaSova, 15.9.2021). Podcasts are produced
mainly by the Production department and at individual stations that benefit,
for on-demand content, from linear broadcasts, or they are created by teams
from off-station podcast series. The digital audio content development
department is mainly dedicated to supporting all stations, methodologies,
and digital thinking (Think Digital) of playwrights, authors, brand managers,
and other people who work with content in the online environment to create
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the best competitive content possible. “Distribution, analytics, and trends
in the on-demand consumption of digital formats are handled by a large
department of new media, which, among other things, creates an
environment supporting podcasts availability. Specifically, they take care
of the My Radio application, radio websites, or their distribution to podcast
platforms” (Interview, Iva Jonasova, 15.9.2021).

At present, Czech Radio does not plan to significantly expand the
production of podcasts. Some podcasts will naturally disappear, others will
arise. In March of this year, Czech Radio reached a record number of on-
demand launches per month - more than 4.7 million unique audio launches.
That is why they consider the digital environment to be extremely promising.
While the linear, i.e. classic, radio market is stable, we perceive the digital
environment as ever-growing. Here we still see a space for reaching new
listeners. We want to be constantly innovative, technologically advanced so
that we can address new audiences and respond to changes in the
consumption of existing audiences. That is why we prepared the final version
of the digital audio content strategy during April-May this year.

3 Podcasting in a public television environment

Compared to podcasts on RTVS radio, the television component of
RTVS (STV Program Services Section) is less prosperous. According to
Dusan Jancovi¢, head of the New Media section, podcast production on
television is rather marginal. "There is relatively little podcast content on
television. We had to choose from our entire portfolio of sessions. There
cannot be music or video previews, once you have a lot of them, the podcast
listener can get lost. So it’s mostly discussion sessions. This was the main
thing we had to take into account and, based on that, determine which
sessions will be interesting, even from the auditory online processing point
of view." (Interview, Dusan Jancovic, 8.9.2021) The first session, which was
transformed into a podcast form, was a discussion Dinner with Havran
(moderator Michal Havran invites experts and guests from various fields to
talk about social phenomena and current events in Slovakia). “Our shows
often do not have a very high audience, because they address more serious
topics, as well as various specifics or problems that may not affect
everyone. As a public television, we also have to provide such shows.
Therefore, we wanted to offer their content through another platform in
order to reach more people” (Interview, Dusan Jancovi¢, September 8,
2021) As part of the television broadcast, RTVS currently offers three more
programs in podcast form. VaT - Science and Technology (a magazine about
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science and technology with moderator Gregor Mares), About sport (sports
discussion on current topics with interesting guests). And the last show that
was added as a podcast is "Silna zostava (A strong grouping)", where the
female cast talks about weak points in society on a weekly basis, as well as
about topics that are often considered taboo). “We are currently preparing
another podcast that should go out. However, it is not yet in the final stage,
so I would not specify it further” (Interview, Dusan Jancéovic, 8.9.2021).

The same applies to the strategy of further distribution of podcasts
created by RTVS television formats as to RTVS radio broadcasting.
According to Dusan Jancovic, it will be about priorities. And these currently
include the web and the upcoming RTVS mobile applications.

3.1 Podcasts on Czech Television

Czech Television is considered to be an "old" medium, although
viewership data do not confirm such statement, says Denisa Kollarova,
Marketing Director of Czech Television. That is why it is a great topic for
Czech Television to constantly look for innovations, to be the engine of
innovative projects. “The trend of consuming content produced by TV
houses requires a change in the perception of content distribution, and this
change may be the new media platforms,” says Denisa Kollarova, who spent
four years before taking up the position of Marketing Director at Czech
Television, working for the new media department. (Interview, Denisa
Kollarova, 1.9.2021) At present, in addition to creating media strategies,
brand support, and viewership of individual formats, her team also covers
experimentation with new ways of how to reach younger target groups. “As
part of marketing, we have created a special unit called non-linear self-
promotion and innovation. This team is basically looking for new ways to
get closer to younger target groups, mainly the 15-18 age group, and then
the 20-25 age group. This team came up with the idea that we should start
to systematically focus on podcasts, not only in distribution but also in
marketing. The team currently consists of 6 internal and 7 external
collaborators” (Interview, Denisa Kollarova, 1.9.2021).

Podcast production was started by Czech Television 4 years ago, it
created shows regarding news and sports. “I would divide the use of the
online environment into two areas. The first is an area that aims to increase
the reach of the public service by transferring television formats that have
the potential to do so, i.e are based mainly on interviews or information, to
podcasts. The second area, which we have been working on intensively for
2 years, is podcasts, which have a different purpose than distributing
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content intended for broadcast. We currently have 3 or 4 of these podcasts
and we are experimenting with them” (Interview, Denisa Kollarova, 1.9.
2021) Czech Television currently offers podcasts that are taken from their
broadcast. The sports editorial team is currently experimenting with
broadcast commentary on football, this show also functions as a specific
football podcast. For podcasts that were not primarily intended for
broadcast, they experimented with a new travel podcast created for the
Wandering Camera show. Authentic podcasts are also created within the CT
art website, where the authors process parts of programs into podcasts that
did not fit into the television broadcast. “Another novelty is the Kavka
podcast, which is a purely marketing tool that serves to acquaint the viewer
and the listener with what Czech Television does. At the same time, it is a
space for communication on topics that we have nowhere else to place, such
as: what is the role of public service media or what does it mean that Czech
Television is a co-producer of Czech films” (Interview, Denisa Kollarova,
1.9.2021) Czech Television started to distribute podcast “Kavky” earlier this
year on a regular 14-day basis.

Denisa Kollarova also sees podcasts as an important marketing tool. As
the audio and podcast market grows, so do the opportunities to easily listen
to this type of content. At the same time, the popularity of podcasts is
growing, especially among the city's population, but also among the
population that comes to the city for work. Through podcasts, it is possible
to establish further relationships with the target group, which does not have
time to watch broadcasts in linear times. It is therefore a response to a
change in lifestyle and the advancing digitization of society. In addition, she
also emphasizes the economic benefits of podcasting. When they create
content that is part of regular contact with the target group, they reformat
this podcast during the campaign phase and use it differently. This way, they
can tactically use this tool, during campaigns, several times (Interview,
Denisa Kollarova, 1.9.2021).

Czech Television is currently undergoing a major transformation in the
area of digital strategy. Part of the discussion is also to what extent it is
necessary to concentrate on an audio form of television production. Denisa
Kollarova says “I believe that the incremental benefits of the audio market
can be something that will help finance the still complex financing of public
media. There is certainly an opportunity, as we currently publish books, to
work with the audiobook format in the future. But it will mainly be a
question of priorities. Personally, I will stand by the importance of working
with audio content even more strategically” (Interview, Denisa Kollarova,
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4 Conclusion

If we were to evaluate the situation in connection to podcast
production in the Slovak Republic and the Czech Republic very simply and
in one word, it could be said that it is different. This difference is visible at a
first glance simply by looking at the number of podcasts produced. RTVS -
Radio currently produces 54 podcasts on a daily, weekly, monthly basis,
Czech Radio is one of the largest producers of podcasts in the Czech Republic
with more than 420 on a daily, weekly, monthly or occasional basis. RTVS -
Television offers viewers 4 podcasts transformed from its programs, Czech
Television offers more than 13 podcasts, of which taken from the broadcast
are 10, own podcasts are 3. The difference stems from two basic factors:
market size and the start of podcast production. Although the Czech Republic
has a double market of listeners or viewers, the numbers of podcast
production are well above the 2:1 ratio. All public institutions began to focus
on podcasts more systematically during their boom, i.e in the period from
2017 to 2019. Czech Radio experimented the most, launching some programs
based on the podcast philosophy as early as 2004. However, there is a more
significant difference between the two countries and that is in the strategy.
While RTVS approaches this topic more or less intuitively and openly admits
that so far, the further development of podcasts is a matter of priorities, the
Czech side perceives the situation differently. The deployment of podcasts,
their use, as well as reflections on their perspective in the coming years is
perceived more systematically. It continuously works on the preparation of
strategies and is better equipped in terms of staff, specialized teams that deal
with the topic of audio production, and its support on a daily basis.

In our opinion, there are several reasons for this condition. However,
two of them are probably more significant. The first is the starting position
of the Czech and Slovak public service media. Here we offer an explanation
based on our individual experience, as we have worked directly in the public
media of the Slovak Republic for many years. However, we do not dare to say
that our evaluation is absolute. After the division of the Czech-Slovak Federal
Republic, it was assumed that the starting position of both countries was the
same. However, Czech Television and Czech Radio were built for many years
as the main media of the common state. They were well funded and staffed.
Within the federation, Slovak media institutions were only a supplement to
federal broadcasting and were built practically only as regional institutions.
In this context, the formats of the sessions, which were produced in both,
now separate countries, also looked different. So, the starting position after

1.9. 2021).
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the separation was much worse for Slovak Television, and despite the 30
years, this difference is difficult to catch up on, partly due to being undersized
financially. The second reason is the already mentioned financial side. Public
institutions in Slovakia and the Czech Republic have the same obligation as
a broadcaster in the public service. The broadcasting part is the same in both
countries to the extent of 24/7, but the financial coverage for the operation
of individual institutions is significantly different, the Slovak institution is
still financially undervalued. This is also reflected in the technological and
personnel under dimensioning of the said section.

A very interesting aspect of our research was how the respondents
perceived the perspective of podcasts as a specific auditory format and how
they consider their use, not only to address viewers or listeners but also to
use this new channel for marketing purposes. They evaluate the perspective
of their development positively, albeit realistically. Dusan Jancovi¢ from
RTVS states: “I think about whether podcasts just” hit "the generation of
people who are not raised on social networks, or it is a trend - as people
age, grow up, they also focus more on podcasts. In any case, I think that
podcasts will definitely not be lost, there are still many years and space for
them to develop and bring new things” (Interview, Dusan Jancovic,
8.9.2021). On the other hand, Iva Jonasova from Czech Radio admits that
the podcast market may fill up over time. “We may have to deal not always
being in a permanent podcast boom. Therefore, we monitor and try to
predict the behavior and habits of listeners and respond accordingly. In
any case, as Czech Radio, we will produce quality audio content for various
target groups in various genres and we will look for ways to distribute it to
listeners, whether in linear broadcasts or as on-demand” (Interview, Iva
Jonasova, 15.9.2021).

Denisa Kollarova from Czech Television considers herself to be a great
podcast enthusiast. “I think that the podcast as a form of communication
has finally reaped the harvest after years of gaining a foothold in the
market. It may have taken a little longer, but people finally understand the
options podcast brings. I anticipate that the market will somehow
consolidate in the future, as podcasts are produced by anyone today. But
this inconspicuous and relatively inexpensive format can be a great help,
and therefore I assume its further development, at least in the next 5 to 10
years” (Interview, Denisa Kollarova, 1.9.2021).

This is the right place to raise the question of how and whether the
media will be able to make full use of the new communication format and its
potential. This study also provides some interesting inspirations. Podcast
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media production can appeal to a new target group, as well as a group of
young people who already watch traditional media significantly less. A
quality podcast can be an excellent educational tool, e.g. how it is used by
Czech Radio in the case of educating young people on the topic of media
education. But a podcast can also be used to promote a brand and content of
a medium as well as serve as a marketing tool, as used by Czech television,
for example. Therefore, we believe that the development and retention of
podcasts in the media market will also depend on the degree of creativity and
real use of podcasts by the media for purposes that contribute to the
development and advancement of their own media.

References

Act of the Slovak National Council on Radio and Television of Slovakia 532/2010 Z.z.
o RTVS https://www.zakonypreludi.sk/zz/2010-532

Act of the Slovak National Council on Slovak Radio 255/1991, URL https://www.slov-
lex.sk/pravne-predpisy/SK/ZZ/1991/255/19910701.html

Act of the Slovak National Council on Slovak Television 245/1991 https://www.slov-
lex.sk/pravne-predpisy/SK/Z7/1991/254/vyhlasene znenie.html

Botik M., Janosova D., Jenc¢a I. Verejnopravnost v medidlnom prostredi Slovenskej
republiky, Univerzita sv. Cyrila a Metoda v Trnave, Trnava 2012.

Czech Radio website, Czech Radio Statute. URL https://rada.rozhlas.cz/statut-
ceskeho-rozhlasu-7722273

Czech Television website, Czech Television Statute. URL
https://img.ceskatelevize.cz/boss/image/contents/statut-ct/pdf/statut-
ct.pdf?verze=2020-01-06.1& ga=2.15359478.1109533626.1633029257-
561087460.1633029256

Interview, Denisa Kollarova, Marketing Director at Czech Television, 1.9.2021

Interview, Dusan Jancovic, Director of the New Media section, podcast production
on television is rather marginal, 8.9.2021

Interview, Iva JonaSova, Head of Section of Digital Audio Content Development,
Czech Radio, 15.9.2021

RTVS also redesigned the corporate website, websites are already being addressed by
the new media section. URL https://medialne.trend.sk/televizia/rtvs-
redizajnoval-aj-korporatnu-stranku-weby-riesi-sekcia-novych-medii

Samelova A. Dejiny verejnopravnosti, Univerzita Komenského v Bratislave,
Bratislava, 2020 ISBN 978-80-223-4816-4.

Sec¢ik 1. Vyznam verejnopravnych médii v politickom a kultGrnom systéme
spolo¢nosti,  Studia  politica  Slovaca, 2008, pp. 21-22, URL
https://www.sav.sk/journals/uploads/04031256SPS 1 2008 1%20Secik.pdf

Smid M. Vefejnopravni asoukromné televize v nékterych evropskych zemich,
Parlamentni institut, 2004, (online), s.64, dostupné na:
http://www.louc.cz/prilo1/pi44vvseu.pdf

70

——
| —


https://www.zakonypreludi.sk/zz/2010-532
https://www.slov-lex.sk/pravne-predpisy/SK/ZZ/1991/255/19910701.html
https://www.slov-lex.sk/pravne-predpisy/SK/ZZ/1991/255/19910701.html
https://www.slov-lex.sk/pravne-predpisy/SK/ZZ/1991/254/vyhlasene_znenie.html
https://www.slov-lex.sk/pravne-predpisy/SK/ZZ/1991/254/vyhlasene_znenie.html
https://rada.rozhlas.cz/statut-ceskeho-rozhlasu-7722273
https://rada.rozhlas.cz/statut-ceskeho-rozhlasu-7722273
https://img.ceskatelevize.cz/boss/image/contents/statut-ct/pdf/statut-ct.pdf?verze=2020-01-06.1&_ga=2.15359478.1199533626.1633029257-561087460.1633029256
https://img.ceskatelevize.cz/boss/image/contents/statut-ct/pdf/statut-ct.pdf?verze=2020-01-06.1&_ga=2.15359478.1199533626.1633029257-561087460.1633029256
https://img.ceskatelevize.cz/boss/image/contents/statut-ct/pdf/statut-ct.pdf?verze=2020-01-06.1&_ga=2.15359478.1199533626.1633029257-561087460.1633029256
https://medialne.trend.sk/televizia/rtvs-redizajnoval-aj-korporatnu-stranku-weby-riesi-sekcia-novych-medii
https://medialne.trend.sk/televizia/rtvs-redizajnoval-aj-korporatnu-stranku-weby-riesi-sekcia-novych-medii
https://www.sav.sk/journals/uploads/04031256SPS_1_2008_I%20Secik.pdf
http://www.louc.cz/pril01/p144vvseu.pdf

(COBPEMEHHBIN JUCKYPC-AHAJIU3) USRI

RTVS website, Mission of the program service, available at: https://www.rtvs.org/o-
rtvs/poslanie-programovej-sluzby-rtvs

The scholar text was elaborated within a national research project supported by the
Grant Agency of the Ministry of Education, Science, Research and Sport of the Slovak
Republic and the Slovak Academy of Sciences (VEGA) No. 1/0283/20, titled ‘Synergy of
the Media Industry Segments in the Context of Critical Political Economy of Media’.

KRUPOVA Viera — Ing., University of Ss. Cyril and Methodius in Trnava,
Faculty of Mass Media Communication, Department of Artistic
Communication, Trnava, Slovak Republic, viera.krupova@divydmedia.sk

HUDIKOVA Zora — assoc. prof., PhDr., PhD, University of Ss. Cyril and
Methodius in Trnava, Faculty of Mass Media Communication, Department
of Artistic Communication, Trnava, Slovak Republic,
zorahudikova@gmail.com

71

——
| —


https://www.rtvs.org/o-rtvs/poslanie-programovej-sluzby-rtvs
https://www.rtvs.org/o-rtvs/poslanie-programovej-sluzby-rtvs
mailto:viera.krupova@divydmedia.sk
mailto:zorahudikova@gmail.com

(COBPEMEHHDBIN AUCKYPC-AHAU3) EN PRI

Banepus Heopesna CYLIIKOBA

OCOBEHHOCTU MYJIbTUMOJAJIBHOTI'O ITOJAXOJA K
AHAJIN3Y ITIO/INKOJ0OBbIX TEKCTOB

IToauxodosocmb Mekcmog8 — Heomsemaemas Hacms CMAHOB.1eHUA U PA38UMUS
yenoseueckoll KommyHukauuu. EE kauecmeenHoe usyueHue nosgoasem 2ayboice
nosHams npouecc obweHus, KOOuposaHus u OexoduposaHue uHgopamauuu, a
MYAbMUMOOanbHBLLL N00X00 Ycuausaem 3mom npouecc.

KitroueBbie CJIOBA: NnoAUK00080CMb, NoAUK0008ble mexkcmol,
MYALMUMOOANLHOCTIb, MYALMUMOOANbHDLU NOOX00, KOMMYHUKAUUS

Valeria I. SUSHKOVA

FEATURES OF THE MULTIMODAL APPROACH TO THE
ANALYSIS OF POLYCODE TEXTS

The polycode nature of texts is an integral part of the formation and development
of human communication. Its qualitative study allows us to learn more about the
process of communication, encoding and decoding of information, and the multimodal
approach enhances this process.

Keywords: polycode, polycode texts, multimodality, multimodal approach,
communication

OMMYHUKAII CEeroAHsA — CJIO)KHBIM W MHOTOTPAHHBIN

IIpoliece, KOTOPBIN IIpeTepIies OOJIBIIYI0 TpaHchopMaIuo 3a

BCIO HCTOPHUIO UesioBedecTBa. U ri1aBHOM ero XxapaKTepuCTUKOU

cerojiHa OyJieT ABJATbCA MNOJIUKOJIOBOCTh. A.I'. COHUH YTBEpKAaeT, 4TO
TaKue TEKCThl «IOCTPOEHbl HA COEJUHEHUM B €IMHOM TIpaduyecKoM
MIPOCTPAHCTBE CEMUOTHUUECKU TeTEPOTeHHBIX COCTABJIAIOINTUX — BEpOAILHOTO
TEKCTa B YCTHOU WJIM MMIUCbMEHHOU (popMe, n300pakeHNs, a TAK:Ke 3HAKOM
nuHou mnpupoabl» (Conun 2005: 117). T.B. HecrepoBa roBOpUT O
TOJINKOZIOBOM TEeKCTe, KaK O TOM, B KOTOPOM COOOIIleHHEe 3aKOAUPOBAHO
CEMHUOTHYECKH PA3HOPOAHBIMHU CpeJICTBAaMH — BepOaJIbHBIMH (S3bIKOBbIE
eUHUIBI PA3HBIX YPOBHEMN, TEKCTHI) M HEBEPOATbHBIMH KOMIIOHEHTaMH
(MuMUMKa, jKecTbl, pUCYyHKHU, dotorpadum, cxembl, >MOJEMbI U T.1.),
o0belHEHNE KOTOPBIX IIPEACTaBjseT cOOOU OIpeAesIEHHYI0 CTPYKTYPY,
XapaKTepUIYIOUIYIOCs IPOABIEHUEM B3aUMOCBA3U 3TUX COCTABJIAIONINX KaK
B COJIepKaTeIbHOM, TakK U B (popmasibHOM acnekTax (HectepoBa 2019: 213).
[TosimkoAOBbIE TEKCTHl, B CHJIy CBOe€ll NpPUPOAbI, HE MOrYT
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paccMaTpuBaThCsl OJHOOOKO (TOJIBKO ¢ aHAIM30M OJIHOM CTOPOH / OJHOTO
HMCTOYHHKA KOMMyHHKanuu). Ecu ke OHU paccMaTpUBAIOTCSA UMEHHO TaK,
3HAYUT, WHTEPIpPETAsI KOMMYHUKAIIUN OyZeT HEMOJHOU U, 4To Oosee
BEpOATHO, HeBepHOU. I[lo3TOMy B COBpEMEHHOM MHUPE HCIIOJIH3YETCs
MMEHHO MYJIBTUMOZAJIbHBIN TTO/IX0/T ¥ aHAJTU3.

[Ipexxae, yeM HCHOJIB30BATh MYJIBTUMOJIAJIBHBIN TIOAXOM, HY>KHO
U3y9IUTh KOHTEKCT KOMMYHUKATHUBHOU cutyanuu (/lerreBa 2019: http://).
J1s1 3TOTO TIpeIaraeTcs 3a4aTh 4 6a30BBIX BOIIPOCA:

1. OT KOro ucxoauT nHPoOpManua?
2.  Kro aBnsgerca penunueHTOM?
3. IIpu xakux obcrosiTesibeTBaxX nepesaercsa nHpopmanus (Kakoe

KOMMYHUKATUBHOE IMOJIOTHO UCIIOJIb3YIOT aKTOPHI)?

4.  KaxoBa pimnTenbHOCTh KOMMYHHUKAIUAH.

ITOT «IpelaHaIN3» IO3BOJIUT BHIOpATh HAWIYYIIHE CHOCOOBI U
WHCTPYMEHTHI y3Ke HEeIIoCPeJICTBEHHO CaMOT0 aHa/IM3a U JacT 00Jiee MOJTHYIO
KapTuHy. Takyke 5TH BONPOCH 3HAYUTENHFHO 00JerdaT MpOoBeZeHe
MYJIbTUMOJAJILHOTO aHAINU3A.

OCHOBOIIOJIO?)KHUKU MYJIBTUMOAAJIBHOCTH Kak Hayku T. Bad JIuBeH u
I'. Kpecc B cBoux paboTax Tak:Ke paccy»k1aau Ha TeEMY MyJbTUMOAAJIBHOTO
moaxoza B KoMMyHHKanmuu. OHU  TOPENJIOKWIN  HECKOJIBKO
3aKOHOMEPHOCTEH B PeEINpe3eHTAIUN W HWHTEePIpeTariyl OTHOIIEHUU B
KoHTeKcTe nzobpakenus (Ilut. mo Jleturko 2017: 113). IlepBoe, 4TO HYKHO
cZles1aTh, 3TO 3a71aTh Bompoc « Kak n3006pakeHHbIe JIIO/IN COOTHOCATCS C TEM,
KTO CMOTpPUT Ha wusobpakeHUe?». 3/ieCh aBTOPhI TOBOPAT O TPEX
U3MEepPEeHUsIX:

° ComuasibHasg  JIUCTAHIUS  MeXAy  H300paKeHHBIMU U
HaOJIIO1aTEJIEM.

° ComuasibHbIE  OTHOIIEHUS  MEXJIy HM300paKeHHBIMU U
HaOJII01aTEeJIAMHU.

° ComuasibHOE B3aMMOJIEMCTBHE MEXKAY UW300pa’keHHBIMU U
HabJI0/1aTEsIEM.

Jlajiee HeoOX0AMMO 3a7aTh BOIIpoc « Kak m3o06pakeHsl jiroan?». 1 yxe
3areM, 6s1aroziaps MoJiy4eHHbIM JaHHBIM, IIPOBOIUTCS CaM aHAJIU3.

[IpuMmeuaTesbHO, YTO, HECMOTPS HA TO, UTO WUCCJIeA0BaTEN
ONUCBHIBAJIA STOT TIPOIEecC MPUMEHUTEIBHO HWMEHHO K HU300pa’kKeHUIo,
MOA0OHBIN MYJIBTUMOIATBHBIN ITOAXO0/ MOKHO UCIOJIL30BATh IPU aHAIN3E
JIF0O60TO TTOJIMKO/IOBOTO TEKCTA.

ITU Ke HCCIIe/loBaTes I TOBOPMJIM O MOJYCax, KOTOpble SABJISIOTCA
OCHOBOIIOJIATAIOIIMMU  3JIeMEeHTaMU  MYJIbTUMOJAJIBHOTO  IOAXOA.
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@yHKIMOHAJIbHBIE  BO3MOKHOCTH  TaKUX  MOJIyCOB  CYyII€CTBEHHO
pasnuuaoTcsa (ITerpoBa 2008: http://). HMx wHabop, BapuaTUBHOCTH,
KOMOWHAIIMY M aKIEHTHl OYeHb CHJIBHO BJIUSAIOT Ha IPOTEKAHHUE U, CAMOE
IJIaBHOE, HCXOJi KOMMYHUKANuu. [I03TOMy OYeHb Ba)KHO MHPU aHAIU3E
MOJINKOZOBBIX TEKCTOB VEJSATh BHUMAHHE KaXKJIOMY HCIOJIb3yEMOMY
MOJycy ¥ ero posu B obmeir kaptuHe. He crouT 3abpIBaTh, 4YTO
paccMaTpuBaHUE KaKJIOTO MOyca II0 OTAEIbHOCTH — omuoOKa. K mpumepy,
BO3BMEM S3BIK KECTOB, MUMHKH. EcjM UesloBeK IIPOCTO CHUIUT/HUIET U
TIEPEBOJIUT B3IVIAJI C MECTAa HA MECTO — 3TO OOBIUHOE ITOBEJIEHNE CKyJaOIIero
yesjoBeKa (WU Ke OH YTO-TO HINeT). Ec/iu MpoucxouT MeKIUIHOCTHAs
KOMMYHHUKAIIMSI U IIPU OTBETAX HA BOIIPOCHI UEJIOBEK COBEPIIAET Te K€
JIeCTBUSA, MOXKHO C/IeJIaTh BBIBOJI, UTO OH HepBHHYAeT. [Io3TOMy BaskKHO
paccMaTpuBaTh BCe MOJYChI B COBOKYITHOCTH U IIPUaBaTh 3HAUEHUE JIUIIb
KOHEYHOMY pe3yJIbTaTy aHaJIn3a MOJIUKOA0BOTO TEKCTA.

l'oBopss 0 MyJBTUMOAAJBLHOM IIOJIXO/E, HEJIb3sl He YIOMSHYTh O
runepmojiaibHOCTH. JIkelt JlemMke ompenesisiyi JaHHBIU (peHOMEH KakK He
IIPOCTO KOMOWHAIIMIO TEKCTa, KapTUHKH W B3BYyKa, a KOMILIEKC
UMILTAIUTHBIX (CKPBITHIX) U SKCIUTUITUTHHIX (SIBHBIX) B3AUMOCBS3EN MEXKITY
Humu (Lemke 2002: 305). Ha Ham B3rmis/, 5TO OJWMH K3 BayKHEHIINX
dakTopoB B MYyJIBTUMOJIQJIBHOM aHaJIu3€e, BeAb HMEHHO IIPaBUJIbHO
packpbiTas U IIOHATAs B3aUMOCBSI3b JTHX aCIEKTOB IIOMOKET IOHATH
CYIIIHOCTb, I1€JIb 1 UTOT KOMMYHHKAIINHU, @ TAKXKe HaIleJIEHHOCTh CO3/ITaHHOTO
TOJIUKO/IOBOTO TEKCTA.

PazBuBass 35Ty MBbICJIb, HE CTOUT 3a0bIBaTh O HMILUIUKATypax B
MTOJIUKO/IOBBIX TEKCTax (KOrjia uyeoBeK 3airpPOBbIBAET CKPBITHIA CMBICT)
(HecrepoBa 2019: 213). Hanpumep, ajjpecadT C IIOMOIIbIO KaKoro-yimubo
MTOJINKOOBOTO TEKCTA TPAHCIUPYET CBOU MOOYKAEHUs U JKAET OT ajipecaTa
OTBETHYIO peakiuio. Takas KOMMYHUKAIIMS YaCTO MPOSBJIAETCS B UHTEPHET
OOIIeHNH, HO U B MEXJIMUHOCTOM JIMAJIOTe/IIOJIUJIOTEe OHA HMMeeT MECTO
OBITh. DTO ABJSAETCA OJIMH U3 Ba)KHeUINX (haKTOPOB, KOTOPBIA BasKHO
YYUTBIBATh IPU MYJIbTUMO/IAJIBHOM ITOJXO/IE.

OgHUM M3 TaKUX IOJUKOJOBBIX TEKCTOB SBJISAIOTCS TpPEWUJEphl —
«BUJIEOPOJIUKHU, COCTOSIME U3 HauboJsiee  3PEIUIHBIX  KaJIpoB
KUHOMUIbMa, CMOHTUPOBAaHHBIE B €/IMHYI0 KOMIIO3UIUIO, UCIIOJIb3YEMYIO
IUIs1 ero mpoasrkenusi» (I'1a3oBa 2017: http://).

CTouT OTMETHUTH, UYTO BCSA BU3yaIbHAA YacTh He OyZeT 3hdeKTUBHON
0e3 IOJKHOTO MY3BIKaJIbHOTO COMPOBOXKAeHHs. FIMEHHO 37ech Tpeusep
HauylHaeT PacKpbIBaTh KaK IIOJUKOJOBBIM TEKCT, KOTOPBIA 3aJeUCTBYET
HECKOJIbKO KaHAJIOB /I BJIMAHHUA Ha ayaurtopuio. Iloatomy coszarenu
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GMUILMOB Bcerga TIIATEJIBHO IOAXOAAT K MOAOOPY KOMIIO3UTOPOB JIJIA
cayHATpPEeKOB. B Tpeiyilepax B MOMEHTHl HAarHETAaHHs W YCHJIEHUS
SMOITMOHAJIBHOTO (pOHA 3BYKOBOE COIPOBOXKJEHHE TAKXKE YCUJIMBAETCA U
3aCTaBJIAET 3pUTEJIA IIePeKUBATh 00JIbIlE. B Tpeiiepax k puabMaM y»Kacos
IyTalomasi THUIINHA, a 3aTeM PEe3KUH MY3bIKAJBHBINA B3PBIB — 3TO TO, YTO
HY?KHO I1eJIEBOU ayJINTOPUH, JIIOOAIEH mogo0HbIe GHIbMbl. KauecTBeHHOE
BO3/IEMCTBIE Ha ayUaIbHBIM KaHaJ — II0JIOBUHA ycIiexa Tpeuepa.

[Iposmoykast  pa3BHBaTh IOJUKOJIOBOCTh, CO3/IaTENIM, IIOMHMO
BU3yaJIbHOM U ayIHAJIbHOU COCTaBJIAIOIIEH, O0ABJISIOT TEKCT B Pa3HBIX
dopMaTax: TUTpPBI, AUAJIOTH, MOHOJIOTH, 3aKaJpOBBIH TOJIOC U T.JI.
AynuTopusi, Kak U3BECTHO, OoJIee JIOSUTbHA K TAKUM BHUAM TEKCTOB U JIydlIlle
BOCIIPUHUMAET 3aJI0KEHHBIN aBTOPaMU CMBIC/I. Bojiee TOro, COBOKyITHOCTb
BCEX ATHUX COCTABJIAIOIINX BBI3BIBAET UYBCTBO 3CTETUUECKOTO HACIAMKIEHMS,
YTO 3aCTaBJISIET 3PUTEJIEN HE TOJIBKO IIOCMOTPETD TPEUIED €AUHOMKIBI, HO U
TIOJIEJTUTHCA MM CO 3HAKOMBIMH U CaMOCTOSTEJIBHO IIEPECMOTPETH €ro
(MoskeT u He pa3).

Tpeiepbl MOKHO Ha3BaTh OJJTHUMH U3 CAMbBIX APKUX IIPECTaBUTEIEeH
IIOJINKOAOBBIX TEKCTOB, I/l€ 3aJIeHCTBYIOTCA BCE KaHAJIbl KOMMyHHUKauu. U
MMEHHO MX COBOKYITHOCTb (@ He KaXKAbIH KaHaJI IO OT/IeJIbHOCTH) OKAa3bIBAET
TIOJIOKUTEIbHBIN /7151 co3/iaTesnei 3¢ deKT Ha ayITUTOPHIO.

CeroziHsi, B BeK BBICOKHX TEXHOJIOTHH, IOSBJIAIOTCA HOBBIE CIIOCOOBI
MYJIbTHMO/IAJIBHOTO MIOAX0/a: cHeIaJIbHO pazpaboTaHHBIN
MYJIBTUMO/JAJTbHBIN JIUCKypC-aHaIN3, CHUCTeMHO-QYHKITUOHATbHBIE
MOJIeJ I, CO3/IaHHbIe ¢ IMoMoIbio Adobe Premier 6.0, n3ydeHre KOHTEHTA
BusieoxoctuHra YouTube u T.71. (OmenbsaaeHko 2018: http://). MbI yBepeHHI,
YTO JaJIbllle TaKUX cIoco0oB u ¢popmaToB OyZIeT TOJILKO OoJibIiie. Ho make
ceiuac HEKOTOPBbIE aBTOPHI CUUTAIOT, UYTO MYJILTUMOIAJIBHOTO IOAXO7A
HenpocratouyHo (KubOpuk 2010: 136), Tak Kak IMHPOTa IMOHUMAHUSA
ITOJTUKO/IOBBIX TEKCTOB HEBEPOSTHO OOJIBINIAA. A 3BHAUHUT, HEOOX0AUMO OyIeT
HaXOJIUTh HOBBIE ITOJIXOAbI B U3YUYEHUH ITOJIMKOAOBOCTH yiKe B OJIMKaNIIIeM

OyayIIEM.
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