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FILM MUSIC IN THE WORKS OF CONTEMPORARY UKRAINIAN COMPOSERS

The purpose of the article. The research is related to the study of film music of contemporary Ukrainian com-
posers. It is a specific genre layer in Ukrainian music culture of today. The author tries to define the problem field of cul-
tural studies of film music of Ukrainian composers and identify some aspects of its understanding (film music as a sound
reality of culture, communicative function of music and sound image, etc.). Research methodology lies in the use of
comparative methodological principles as well as system and musical-historical methods. The above methodological
approach allows to study the applied (by its origin) composing sphere in perspective of representation of contemporary
culture and reveal national and cultural identity of film music of Ukrainian composers. The scientific novelty of this
study consists in the expansion of notions of the “secondary” field of Ukrainian composers’ works, which is a significant
part of our culture and often reflects the major trends of its development. "Music for Films" is a constant of the works of
Ukrainian authors, but this issue has not yet become the subject of a special scientific discussion. Conclusions. Film
music of Ukrainian composers of the second half of the XX century and today represents a specific phenomenon, char-
acterized by heterogeneity of functional and stylistic manifestations. If, in some cases, music created for a film, is only a
special case of manifestation of the creative talent of the composer (as Boris Liatoshynsky, Miroslav Skoryk, Valentin
Silvestrov), in others — we are dealing with real experts in this area, whose works in their bulk are connected to the "pro-
duction" of music for films (Vladimir Guba, Oleg Kiva).
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OecsiHHikoea-Tpenb OnekcaHOpa AHOpiieHa, kaHOuGam mucmeuymeo3Hascmea, doueHm, doueHm Kaghedpu
meopemuyHOi i npuknadHoi Kynbmypornoeii O0ecbkoi HauioHabHOI My3u4Hoi akademii im. A. B. HexdaHosoi

KiHomy3uka y TBOpYOCTi Cy4acHUX yKpaiHCbKMX KOMNO3UTOPIB

MeTta craTTi. JocnigxeHHs MoB'A3aHe 3 BUBYEHHSAM KiIHOMY3UKM Cy4aCHUX YKpPaiHCbKMX KOMMO3UTOPIB, sKa
cknagae cneumivyHMA XaHPOBUA NNacT B YKPaAiHCbKUIA MY3WYHIA KynbTypi Cy4acHOCTi. 3pobneHo cnpoby okpecnuTu
npobnemHe none KynbTypOororiYHOro AOCHIAKEHHSA KIHOMY3MKM YKPaiHCbKMX KOMMO3WUTOPIB, BU3HAYUTU AeKiNbKka acrnekTiB
il pO3yMiHHSA (KIHOMY3uKa SIK 3ByKOBa pearbHiCTb KynbTypu, KOMYHiKaTuBHa (OYHKLIS My3n4YHO-3BYKOBOro obpasy i T.n.).
MeToponoris JoCrnigXeHHSA MOMsirae B 3aCTOCYBaHHi METOAOMOMNYHUX MPUHLMMIB KOMMNApaTUBICTMKN, CUCTEMHOrO Ta
MY3WYHO-ICTOPUYHOIO MeToAiB. 3azHa4YeHUn MeToAoMNOoriYHUIA Niaxig [O03BONsE AOCMiAXYBaTU NPUKNaAHy 3a CBOIM NMOXO-
DXXeHHSIM cdepy KOMMO3UTOPCHKOT NPaKTUKN B pakypci NpeAcTaBHULTBA Cy4acHOI KynbTypu, a TakoX BUSIBUTW HaLioHa-
NbHO-KYNbTYpPHY CaMOOYTHICTb KIHOMY3MKM YKpaiHCbKMX KOMNo3uTopiB. HaykoBa HOBMU3Ha AaHoi cTaTTi nonsirae y pos-
LUMPEHHI yABNEeHb NPO «APYropsaaHy» ranysb TBOPYOCTI YKPAiHCbKMX KOMMO3WUTOPIB, SiKa € 3HaYHOI YaCTWMHOI KyNbTypu
Cy4acHOCTI i yacTo Bigobparkae npoBigHi TeHAeHLUiT it po3BuTKy. «My3aunka Ans KiHO» € NOCTINHOKO BENUYMHOK TBOPYOCTI
YKPaiHCbKNX aBTOPIiB, OOHaK LS TeMa Lie He cTana npegMeTtoMm crelianbHoro HaykoBoro obroBopeHHs. BucHoBku. Ki-
HOMY3UKa YKPaiHCbKMX KOMMO3UTOPIB APYroi NonoBMHM XX CTOMITTS i Cy4acHOCTi NpeAcTaBnse cneumdivyHe asue, Ans
SIKOro XapakTepHa HeOOHOPIAHICTb YHKLIOHANBHUX Ta CTUNBOBMX NPOSABIB. FAKWO B OAHUX BUNaAKax, My3uka, CTBOPeHa
Ana dinbMy, € nuille okpeMuMm BUMNaAKoOM NposiBy TBOpYoro obgapyBaHHA koMnosuTtopa (sk y bopuca JsaTowmHeekoro,
Mupocnasa Ckopuka, BaneHTuHa CunbBecTpoBa, Hanpuknag), To B iHLWMX — MW MaeMO crpaBy 3i CnipaBXHiMy daxiBLisi-
MU B Ui cdepi, y SKMX OCHOBHUIA MacuB TBOPIB MOB'I3aHUIA caMe 3 «BUPOBHULTBOMY MYy3uku ans kiHo (Bonogumup Iy-
6a, Oner Kuga).

KniovoBi cnoBa: kiHoMy3vKka, KoMnosuTop, KinemaTorpad, cy4acHa KynbTypa, My3uyHa KynbTypa.

OecsiHHUKoea-Tpenb AnekcaHOpa AHOpeesHa, kaHOUGam uckyccmeosedeHusi, doueHm, douyeHm kaghedpbi me-
opemuyeckol u npuknadHol Kyrsmyponoauu Odecckoli HayuoHabHol My3bikarbHoU akademuu um. A. B. HexxdaHosol

KnHomy3bika B TBOpYeCTBE COBPEMEHHbIX YKPauHCKUX KOMNO3UTOPOB

Llenb ctaTtbu. ViccnegoBaHne CBA3aHO C M3YYEHUEM KUHOMY3bIKM COBPEMEHHbIX YKPaUHCKMX KOMMNO3UTOPOB,
KOTOpas cocTaBnsieT cneumduyecknii xxaHpoBbI NNACT B YKPAMHCKOW My3blKanbHON KynbType coBpemeHHocTn. Caena-
Ha nonbITka 04epTUTL NPOGNEMHOE Mose KyrnbTypPOororM4eckoro NCCNefoBaHNs KMHOMY3bIKM YKPAUHCKUX KOMMNO3UTOPOB,
onpeaennuTb HeKOTOpble acnekTbl €€ NOHMMaHMS (KUHOMY3biKa Kak 3ByKOBasi peanbHOCTb KyNbTypbl, KOMMYHMKaTVBHas
YHKUMS My3blkarnbHO-3BYKOBOro obpasa u 1.n.). MeTogonorus nccnegoBaHns 3aknioyaeTcd B NPUMEHEHNM MEeTO40o-
TMYECKMX MPUHLMNOB KOMMNApPaTUBUCTUKN, CUCTEMHOIO U My3blKarbHO-UCTOPUYECKOTO METOAOB. YKa3aHHbI MeToaoro-
TMYECKUA NOAXoA MO3BONSET UCCreaoBaTh NPUKNagHylo No CBOEMY MPOUCXOXOEHWIO cdepy KOMMO3UTOPCKON MPaKTUKK
B paKkypce NpeAcTaBUTENbCTBA COBPEMEHHON KynbTypbl, @ TaKKe BbIIBUTb HALMOHANbHO-KYNbTYPHYHO CamMOBbITHOCTb
KMHOMY3bIKM YKpauHCKUX KOMNo3uTopoB. Hay4yHass HOBU3Ha [aHHOW CTaTbW 3akriovaeTcs B pacluMpeHun npeacTasne-
HWUA O «BTOPOCTEMEHHON» OTpacny TBOPYECTBA YKPAWUHCKMX KOMMO3UTOPOB, KOTOPas SIBMSETCH 3HAYMTENbHOW YacTblo
KynbTypbl COBPEMEHHOCTMN N YacTO OTpaXkaeT OCHOBHbIE TeHAEHUMN eé pa3suTus. «Mysbika Ans KMHO» ABMAETCH NOCTO-
SIHHOW BENWUYMHOWM TBOPYECTBA YKPAMHCKNX aBTOPOB, OAHAKO 3Ta TeMa elle He cTana npeaMeToM CneuuanbHOro Hayu-
Horo obcyxaeHus. BoiBogbl. KMHOMY3bIka YKPAUHCKMX KOMMO3UTOPOB BTOPOW MOMOBUHBLI XX Beka U COBPEMEHHOCTU
npeacTaBnsieT cneunduyeckoe siBNeHWe, Ans KOTOPOro XapakTepHa HEOAHOPOAHOCTb (PYHKLMOHAMbHBLIX U CTUMEBbLIX
nposiBreHuii. Ecnm B ogHux cnyyasx, My3blka, co3faHHas anst punbma, sBnsieTcs Nuilb YacTHbIM CllyYaem MposiBleHns
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TBOpYECKOro gapoBaHus komnoautopa (kak y bopuca JlarowmHckoro, Mupocnasa Ckopuka, BaneHtnHa CunbBecTpoBa,
Hanpumep), TO B APYrMX — Mbl UMEeM [eN0 C HAaCTOALMMU crielmanucTammn B 3Ton cdepe, Y KOTOpbIX OCHOBHOW Maccus
NPOV3BEAEHMWI CBSI3aH MMEHHO C «NMPOU3BOACTBOM» My3blki Ans kuHo (Bnagumup MNy6a, Oner Kusa).

KnrouyeBble cnoBa: KMHOMY3blka, KOMNO3UTOP, KMHemaTorpady, CoBPeMeHHas KynbTypa, My3blkarbHas KynbTypa.

In the rich and diverse world of Ukrainian musical culture of the XX century, the professional com-
posers’ art is of the utmost importance because it represents the national academic tradition. Our familiar
and traditional concepts of national identity and the originality of the Ukrainian music are inseparably con-
nected with the names of such Ukrainian composers as Boris Liatoshynsky, Igor Shamo, Myroslav Skoryk,
Vladimir Guba, Valentin Silvestrov. Certainly, we are familiar primarily with the traditional genres of musical
art, constituting the basic and undoubtedly the most valuable part of the listed above composers’ creative
heritage like symphonies, operas, chamber music and choral works.

However, there is another, less serious form of musical creative work of almost each of these com-
posers, which reveals another side of their talent. It is film music, or “film score”, which is a kind of “applied
art” in music, and which can be characterized as a “constant value” of the Ukrainian composing practice of
the second half of the twentieth century and the present time. Ukrainian composers turn to this musical gen-
re rather frequently. However, this issue has not become a subject of scientific discussion yet (the articles
covering issues of film music written by the Ukrainian authors are not numerous). One of the most interesting
and considerable experience in this respect was an attempt of Ukrainian art critic Olga Litvinova to describe
Ukrainian cinema music. Her catalogue "Music in the Ukrainian cinema" was issued in 2009 in Kiev. Litvi-
nova listed all the authors who wrote music for films, shot at the Ukrainian film studios covering the period
from silent movies to the present day.

Cinema is one of the most extensive layers of contemporary culture. This kind of art became an es-
sential part of modern life. Thus, the film music can be of unquestionable relevance for research as an inte-
gral part of cinematic art, which is one of the most popular kinds of modern art.

The art of cinema is one of the youngest and most popular forms of artistic creativity in the twentieth
century culture, which due to its synthetic nature is in the "access zone" of mass cultural consciousness. In-
fluencing on different receptors of our perception, cinema actualizes the eternal themes of human existence
in the "convenient” form. Contemporary researchers more and more often consider the art of cinema in the
light of impact and perception theory, discovering the specific functions of each of the constituent elements
of effect, produced by cinema. Therefore, musicians’ interest in musical component of the film is natural. This
interest includes cultural and musicological approaches to the analysis of a soundtrack, which carries certain
conceptual and semantic functions.

We know that such famous composers as L. Revutsky, V. Kosenko, Y. Meitus worked at the Ukraini-
an film studios. Boris Lyatoshinsky composed music for 14 motion pictures (such as "Karmelyuk", "Libera-
tion", "Taras Shevchenko", "Grigory Skovoroda" etc.).

Composer Igor Shamo wrote music for nearly 30 feature, documentary and animated films. The
composer collaborated with many film directors, such as Vladimir Braun, Sergei Parajanov, Anatoly
Slesarenko, Victor Ivchenko, Les Shvachko Timofey Levchuk. The most famous films with music written by
Shamo are "The Duma about Kovpak", "Flower on the rock" and "Andries" and "Shine, my star". The World
War Il theme takes a significant place in his creative work. He wrote the ballads "The immortal garrison”
"There is a mound over the Volga," "The Ballad of Soldiers", "Front-line soldiers", "The Ballad of brother-
hood", "Heroes of the city", "Recall friends." The songs about war also sound in many films, for which the
composer wrote music, e.g. "They were known only by sight," "Far from the Motherland", "Night before the
dawn", "From the Bug to the Vistula River,” "The Ballad about Kovpak", "The Carpathians","The command-
er", "Rockets should not take off* and many others.

Myroslav Skorik is the author of the music for more than 40 films, among them "Shadows of Forgot-
ten Ancestors" (director Sergei Parajanov, 1964), "Life-giving Water" (directed by Grigory Cohan), "Personal
life" (directed by Vladimir Dovgan), "The High Pass "(dir. Vladimir Denisenko) and others. The most famous
film music written by Skoryk is the well-known “Melody in a-moll” from the movie "The High Pass". The film
director, not sharing the interpretation of the film script, imposed by the Soviet censorship, asked Skoryk to
write the music for the film that could "tell" the audience something that was impossible to show. Initially, this
music was written for flute and piano, but later the composer made a transcription for violin and piano and a
version for violin and orchestra. “Melody in a-moll” is often used for commercial purposes without the au-
thor's permission. For example, it was used in a Russian-Ukrainian co-production, television series "A Milk-
maid from Hatsapetovka" (2007).

Valentin Silvestrov wrote music for films too. This composer represents not only modern Ukrainian
music, but is also significant for European musical culture. Silvestrov’s works are studied well enough. How-
ever, in Ukraine his film music has not been the subject of a special study yet. The composer wrote music for
more than ten films, including "A Pushy Man", "Rooks", "The Garden of Gethsemane" (directed by Rostislav
Sinko) and "Time to Leave (dir. Frangois Ozon).

V. Silvestrov worked with a famous European art-house film director Kira Muratova. In Muratova’s
films Silvestrov refers to the artistic principles of postmodern culture. Silvestrov wrote music for such films as
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"The Tuner" (2004) and "Chekhov's Motifs" (2002). His music as a constituting expressive-semantic element
of the so-called intellectual cinema is of a great cultural interest. Here the function of the film score is to cre-
ate the completeness of audio-visual integrity, which is always complicated in Muratova’s films.

Composer Oleg Kiva (1947-2007) is also famous for his numerous experiments in the area of "ap-
plied" genre of film music. Having graduated from the Kiev Conservatory in 1971 (class of Miroslav Skorik),
he wrote not only ballets, chamber cantatas, concertos for piano and orchestra, symphonies, chamber and
choral works, but also music for feature films and television series. The most famous films with the music
written by Oleg Kiva are "Hearts of three" (based on the novel by Jack London, 1992), the Ukrainian-Swiss
film "Dead End" (1998), as well as the popular television series "The Countess de Monsoreau" (1997), “Kill
the snake", "The Doll", "Ashes of the phoenix". In total, Kiva wrote music for 36 films. Since the 1990s, writ-
ing music for “soap operas”, so popular in modern mass culture, became the dominant tendency in his crea-
tive activity. Kiva mostly wrote music for films made by Russian directors, for example, Vladimir Popkov. Co-
operation with this film director was a peculiar creative collaboration, as in most films directed by Popkov
Kiva’s music is used.

Another interesting personality who certainly deserves attention in the world of Ukrainian film music
is Vladimir Guba. He is a composer who, in fact, specialized in writing film music. It constituted the major part
of his creative work. Having graduated from the Kiev Conservatory in 1977, (he studied in the classes of
Liatoshynsky and Shtogarenko), he worked as a music editor at the studio "Ukrkinohronika". Guba is the au-
thor of music for more than forty films (both fiction and documentary as well as animated films). The most
famous of them are "Olesya", "Zakhar Berkut", "Kashtanka" (1970s), "Tomorrow Begins Today" (1983),
"More Than Love" (2010), the animated films "Bright personality" and "Disposable eternity" (2000s). At the
present time, the composer is an honorary member of The Ukrainian Association of Cinematographers, as
well as the Creative Union "Cinematography of the Slavic peoples."”

Music written by a famous young Ukrainian composer Alexander Shchetinsky (b. 1960) also can be
referred to the cinematographic art. In the late 1980s, he was one of the organizers of contemporary cham-
ber music festivals in Ukraine and Russia. Shchetinsky is the author of the music for two films made by a
young Ukrainian director Igor Podolchak, who nowadays represents a line of experimental cinema in
Ukraine. The film "Las Meninas"” (2008) was the first Ukrainian project, which took part in the Rotterdam Film
Festival in 2008. Later, this film was presented at over 27 international film festivals. Rejecting the linear plot
development, the director seems to draw the audience into a strange atmosphere of the film. Here he sug-
gests to the viewer the role of "an invisible observer", devoid of any deliberate aim to perceive what is hap-
pening. Thus, the audience at some point stops feeling the line between self-reflection and the reflection of
the film characters. Exactly in this point of "blurring of lines", the association between the film and the paint-
ing by Diego Velazquez with the same title becomes apparent. Since the main character of the film (Mother)
is a former cellist and her Son learned to play the piano when he was a child, much of the music was written
specifically for these instruments. Without completely discarding the traditional use of background music in
the film, the director and the composer focused attention on its independent role. Music in this case is like a
counterpoint to the video. In many scenes, the music comes to the forefront. It is connected to the noises,
both natural and artificially created, mounted on musical principles. Therefore, the entire music score of the
film can be regarded as an integral sound installation. For the 15-minute film scene which does not contain a
single word, representing Son’s memories and delirium, Shchetinsky created Sonata for Cello and Piano. It
is an independent composition, which can be performed separately from the film. Stylistic music palette is
rather multifarious, as well as multi-dimensional semantic structure of the film. The music contains baroque,
classical and late-Romantic allusions, multiple serialism and sonoristics. However, the composer claims that
he avoids the collage combination of different styles but makes an effort to integrate and synthesize them.

In the film "Delirium" (2012), the director and the composer had originally planned to use Dies Irae
(Day of Wrath) as a part of the Catholic Mass. Therefore, he wrote six complete instrumental parts, named
after the sections of the Latin text of the Mass respectively: Dies Irae, Quantus tremor, Mors stupebit, In-
gemisco, Tubamirum and Lacrimosa. At the same time, Shchetinsky confined himself to symphony orches-
tra, without using either text or vocals. Due to avant-garde stylistic means the music did not illustrate directly
what was happening on the screen. In addition, the use of the names of the Mass parts appeals to the prin-
ciples of surrealism and thus makes the aesthetics of the film completely developed. However, in the process
of work the authors decided to use only two musical pieces — Mors stupebit at the beginning of the film
(opening credits) and Dies irae at the end. During the film, we do not hear music. The only exception is a
prayer, the recitation of the priest, where the text of Dies irae is used (the composer himself was involved in
dubbing of this episode). Due to this, the initial and the final musical fragments have acquired an additional
dramatic importance. The music at the beginning performs the function of tuning on the appropriate aesthetic
"wave", and the final sounds like a semantic generalization. At the same time, the prayer of the Priest speci-
fies this range of the problems.

Thus, we can come to the conclusion that film music takes a very important place in the works of
Ukrainian composers of the second half of the XX century and the present time. In some cases, film music is
only a particular manifestation of composer’s creative talent, for example, Boris Lyatoshinsky, Miroslav Skor-
ik and Valentin Silvestrov. In the others, we are dealing with real professionals in this field. Most of their
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works are connected with the "production” of music for the cinema, and the examples are Vladimir Guba and
Oleg Kiva. The term "production” is used here deliberately because an abundance of music for the TV se-
ries, for example, Oleg Kiva’s works, shows the relevance of Ukrainian composers' practice to the cultural
context of our time. In this sense, we should mention the interaction of the creative personality of the com-
poser, brought up on classical music tradition, with popular genre of cinema. One more interesting aspect of
the study of film music written by Ukrainian composers is the influence of national traditions of directors, with
whom they collaborated. The films mentioned above can be a proving example that Ukrainian composers
wrote music for film directors, representatives of different national traditions, such as Russian, Georgian
(Sergei Paradjanov), French (Frangois Ozon) and Ukrainian.

The problem of Ukrainian film music in stylistic aspect of modern cinema can be a completely sepa-
rate subject of research. The music written by Valentin Silvestrov and Alexander Shchetynsky to the films
directed by Kira Muratova and Igor Podolchik is a good example of it. Problems of studying film music can be
extended in other directions, as this area of composing in Ukraine is represented quite well. We have only
tried to give some outlines of this phenomenon, which can be of great interest for the contemporary Ukraini-
an culture study.

Cmamms Hadiliwna do pedakuii 23.01.2016 p.
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PEKNAMHI BIGEOPOJIMKU SIK BUA, AYAIOBI3YAIIbHOI NPOAYKLYI

MeTa po6oT1u. [locnimkeHHs npucBaYeHe TENeBI3iNHIN peknami sk ocobnmBomy BuAay ayaiosidyanbHOI NPpoayKLii.
B LeHTpi yBaru aBTopa CcTaTTi — ay4ioBidyarnbHi peknamHi Bigeoponuku, ix knacudikauis Ta cneumdika MMcTeLTBa CTBOPEH-
Ha. MeTogonoria JOCNiMKEHHS Nondrae B 3aCTOCyBaHHi METOAIB CNOCTEPEXEHHS, aHanidy Ta TEOPETUYHOIO y3aranbHEHHS
OaHnX MNpakTUYHOI AisnbHOCTI B ranysi aygioBidyanbHoro mucreurBa. 3okpema, TenebadveHHss — ogHoro 3 3acobiB
Bidyanisauii peknamHux BieoponukiB Ta HanbinbLl edPEKTUBHNX METOAIB 3BEPHEHHST 40 CroXuBada. 3aBasikv NOeaHaHHI0
3BYKY Ta 300paXkeHHs1, CpsIMOBaHin fji Ha rnagada TenebaveHHs Hagae GinbLui MOXIMBOCTI ePEKTMBHO BMNUBATU Ha Cro-
XMBaya 3a KOPOTKMI MPOMDKOK Yacy NpOTSArom nepernsgy pisHoMaHiTHUX Tenenepedad. HaykoBa HoBu3Ha. [ocnimkeHo
YKpaiHCbKi peknamHi ayaioBidyanbHi TBOpU SK KyNbTYPHUI NPOAYKT cydyacHoi YkpaiHu. [poaHanizoBaHO MUCTELTBO CTBO-
PEeHHS ayaioBidyanbHOro PEKNaMHOro ponvka Ta nepernsHyTi pisHOBMAWM ayAioBidyanbHUX peknaMHux TBopis. BucHoBkwu.
CyyacHa ekOHOMika Ta CyCninbCTBO HE MOXYTb iCHyBaTh 6e3 peknamu. Bigeopeknamy 0O HedaBHIX yaciB He BBaanm
npeaMeToM HayKOBOro AOCHIAKEHHS, OCKINbK/M He BGayanu B Hill 03HaK KynbTypHOI Npoaykuii. Bigeoponuku — ue HoBui Bug,
aynioBidyarnbHOi MUCTeLBKOI NPoAyKUii — ayAioBidyanbHUIN MiHI-TBIP, KOPOTKOMETPaXHW inbm, y SKOMy CTUCMO Ta 3po-
3yMino nepefaeTbcsl CyTb PEKNaMHOro NoBiAoMMeHHsi. ABTOp AOBOAWTbL, WO po3pobKa peknamy NepeTBOPHETHCA Ha
TBOPYICTb, @ peKNnamMHi Bieoponukn — Ha ManeHbKi LWeaeBpy ayaioBisyansHOro MMCTeLTBa.

KntoyoBi cnoBa: peknama, peknamHi Bigeoponuku, Bigeo Kninu, ayaiosidyanbHUM NpoaykKT.

3apss CeemnaHa BanepueeHa, cmapwut nperoGasamerib kaghedpbl 3cmpadHo20 ucronHumernscmea Hayu-
OHarlbHOU akadeMuu pyKogoOsiLux Kadpos Kyribmypbl U UCKYCCma.

PeknamHble BUOEOPONMKM KaK BUA ayAnoBU3yanbHOW NPOAYKLMN.

Llenb paboTbl. ViccnegoBaHne MOCBSALLEHO TENEBU3MOHHOW pekrname Kak ocobomy BuAy ayAanoBU3yarbHOW
npoaykumun. B ueHTpe BHMMaHWA aBTopa CTaTbW — ayAMoBU3yarbHble pekramMHble BUOEOPOSIMKA, UX Knaccudukauus m
cneundumka uckycctea cosfaHus. MeTogonorusa vccrnenoBaHWs 3aknio4aeTcsl B NPUMEHEHUM METOO0B HabnoaeHwus,
aHanu3a n TeopeTmnyeckoro obo6LLEHNS AaHHbIX NPaKTUYEeCKON AesTENbHOCTU B 06nacTu ayAMoBM3yanbHOro UCKycCcTBa.
B yacTHOCTW, TENEBUAEHNS — OAHOMO U3 CPeACTB BU3yanusauum peknamHbIX BUAEOPOMKoB 1 Hanbonee acphekTMBHOIO
mMeToaa obpalleHus kK notpebutento. bnarogaps coyeTaHmio 3Byka U n3obpaxxeHus, HanpaBneHHOro AeNCTBUS Ha 3pu-
Tensa TeneBuaeHve npeaocTaBnsaeT 6onbline BO3MOXHOCTM 3h(PEKTUBHO BO3AENCTBOBATL HA MOTPEOUTENS 3a KOPOTKUIA
NPOMEXYTOK BPEMEHN B TeYeHMe NpoCcMOoTpa pasHoobpasHbix Tenenepenady. HayyHas HoBu3Ha. ViccnegoBaHbl ykpa-
WHCKNE peKramHble ayAmoBusyarbHble NPOu3BEeAeHNs Kak KynbTypPHbIV NPOAYKT COBPEMEHHOW YKpawuHbl. [poaHanuan-
pOBaHbl MCKYCCTBO CO3AaHUSA ayaMOBU3YyaribHOro PeKknamMHoro ponuvka n nepecMoTpeHbl pasHOBUOHOCTU ayanoBu3yanb-
HbIX peknaMHbix npousBeaeHuit. BbiBoabl. CoBpemeHHasi SKOHOMMKA M OOLWECTBO He MOryT cyuiecTBoBaTb 06e3
peknambl. Buaeopeknamy 0o HeJaBHUX BpEMEH He cuuTany npeaMeToM HayyHOro nccrefoBaHus, NoCcKOrbKy He Buae-
nn B HeWl Npu3HaKkoB KynbTypHOW NpoAyKuun. Buaeoponuku — 3To HOBbIV BUA ayaMOBU3YyarnbHON XyOoXKeCTBEHHOW npo-
OYKUUN — ayaAMoBU3yanbHOE MUHW-NPOM3BELEHME, KOPOTKOMETPaXHbIA (OUMbM, B KOTOPOM KPaTKO M NMOHATHO nepeaaeT-
CA CyTb peknamHoro coobuieHusa. ABTOp [OKa3biBaeT, YTO pa3paboTka peknambl MpeBpallaeTcd B TBOPYECTBO, a
pekrnamMHble BUOEOPOSIMKN — HAa ManeHbKue LWeaeBpbl ayanoBn3yansHOro UCKycCTBa.
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