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Ximiu A.B. ITigTekeT IK peskMcepCbKUM IHCTPYMEHT Yy irpOBOMY KiHO. —
Kamidikariitna HaykoBa Tparisi Ha MpaBax PYKOIHCY.

HaykoBe 0OrpyHTyBaHHSI TBOPYOIO MHMCTEIBKOTO MPOEKTY Ha 3700YyTTS
OCBITHBO-TBOPYOTO  CTYNEHS  JOKTOpa  MHCTENTBA 3a  CHEIaIbHICTIO
021 «AynioBi3yajlbHe MUCTEITBO Ta BUPOOHUIITBO». — KHUIBChKUI HaIllOHATBLHUN
yHIBEpCUTET Tearpy, KkiHO 1 Tenebauenns imeni [. K. Kapnenka-Kaporo,
MiHicTepcTBO KyJIbTYpH Ta iHPOPMALIMHOI mOMTHKK YKpainu. Kuis, 2024.

3micT aHoTamii. Y HaykoBOMYy OOIDYHTYBaHHI aBTOp JOCIIIDKYE poOOTY 3
PEXKUCEPCHKUM  IHCTPYMEHTOM  IMIJATEKCT. ABTOp BHUBOJIUTH crHenuQivHe,
MpUTaMaHHe JUIsi KIHOMHUCTENTBA 3HAYEHHSI 1HCTPYMEHTY MIATEKCT — CyOmexcm.
AKTYyaJIbHICTb TEMH IMOJSITa€ B aHaII3l PEXKUCEPCHKUX METOJIB CTBOPEHHS
CyOTEKCTY SIK aBTOPCHKOT'0 IHCTPYMEHTY IE€peIayl XapakTepy NepcoHaxka. 30KpemMa
y poOOTI BUILJIEHO JBI MIAKATETOPii MPOSIBY CYOTEKCTY: CyOTEKCTyallbHI Bi3yalbHI
dbopmu Ta cyOTeKCTyanbHI BepOaidbHl (JOPMHU Ta PO3TIISHYTO B3aEMO3B’SI30K IIMX
(dopM 1 0axkaHOrO €CTETUUHOIO BPAXKEHHS Yy IJIsi1aya.

Meta pociigskeHHs1 TOJNSITaE y OKPECICHHI 3MICTOBHMX Ta XYHOXKHIX
MPUHIUIIB BUKOPUCTAHHS MIATEKCTY K IHCTPYMEHTY PEXHUCYPHU ITPOBOTO KIHO.

HaykoBa HOBM3Ha OOTpyHTYBaHHS MOJISITA€ B TOMY, 1[0 aBTOPOM BUSIBJICHO
crienndiKy peKUCcepChbKoi poOOTH 3 MIIATEKCTOM Ta MPOaHaI30BaHO BUKOPUCTAHHS
BI3yaJIbHUX Ta BEepOaJIbHUX CYOTEKCTyalbHUX (POpM.

Y nmepmoMy po3aiumi 3’SCOBAaHO TMOXO/KEHHS TOHATTS «IIATEKCTY Y
JpaMaTypriyHOMY Ta MUCTEIIbKOMY KOHTeKcTaxX. [IpoananizoBaHO B3a€MO3B’ 130K
TEKCTY Ta MIATEKCTY Ha OCHOBI JIpamatyprii EBpimiga ta llekcnipa. 3pobyieHo

BUCHOBOK, 110 MIATEKCT 3aKJIAJA€THCS Y CIPUUHSATTI PEIHIIIE€HTA.



Y npyromy po3iiii BHCBITICHO KIIFOUYOBI 3HAYCHHS TOHATTS «ITATEKCTY y
pI3HUX BUAAX JOTHUYHOI IO KIHO MUCTELBKOI MIsUTBHOCTI, 30KpeMa y JITepaTypl Ta
My3ulll. Po3ransHyTo «mpuHImn aicoepry», 3anpornonoBanuii E. I'eminrseeM, Ta
OKPECIICHO  PpO3YyMIHHS  «TEKCTy» Ta  «IIATEKCTY» Yy  KiHemaTtorpadi.
[IpouItoCTpOBaHO TMOHATTS KIHOTEKCTY Ta MOTrO B3a€EMO3B’SI30K 13 MMIJATEKCTOM.
BusiBneHo mocTymoBe 3pOoCTaHHS MPOSIBY MIATEKCTY y KIHO — BiJ 3aMiHU CIiB
KECTaMHU JI0 300paKeHHS 3aKaJpOBOTO MPOCTOPY MEPCOHa)ka, WOro MOTHUBIB Ta
cBitoryiany. Ha mpuxmiani AeTaibHO MpoaHaTi30BaHUX ITPOBUX (DUIBMIB JI0BEICHO,
0 MATEKCT MOXE JISIITH B OCHOBY XYIOKHBOTO 3aJyMy, CIIOHYKaTH MO
cnenudiyHOl OpraHizaiii KIHOTEKCTY Ta CTaTH CaMOJIOCTaTHIM BHUpPa3HUM
IHCTPYMEHTOM BIUIMBY Ha Iisgada. BusHaueHo cneuu@iuHe, NpUTaAMaHHE s
KIHOMHUCTENTBA 3HAYCHHS IHCTPYMEHTY MIATEKCT — cybmeKkcm, OpIEHTOBAHE IS
CTBOPEHHSI XapakTepy IepcoHaxiB. BojgHouac HarojomeHo Ha BiJCYTHOCTI
MOBHOIIIHHOTO OCMHCIJIEHHS IIOTO 1HCTPYMEHTY, METOJI0JIOTIl MOro CTBOPEHHS,
IPOTHO3YBAaHHS MO0 €CTETUYHOTO BILJIMBY Ha Iisgaya.

Y TperbOoMy pO3IUII MPOAHATI30BAHO PEXKUCEPCHKI PIIIEHHS CTBOPEHHS
CyOTeKCTyaIbHUX BepOanbHUX GOpM, sAKI Oyau pO3AiJEHI aBTOPOM Ha Bl
NiArpynu: BepOaibHi Ta Bi3yalibHi. Y pe3ysbTaTi aHali3y TBOPIB CBITOBOTO KIHO,
BUOKPEMJICHO CHEUM(PIYHI PEXKUCEPChbKI MNPUMOMHU Ta CYTHICHI O3HaKu
3aCTOCYBaHHSI ~ BepOajdpHHUX  CyOTekcTyanbHUX  (GopM Ta  Bi3yaJbHUX
cyoTekcTyanbHux ¢dopMm. BHCBITIEHO, 1O Taki MPUAOMH MAalOTh MOTY>KHHM
MOTEHITIaJI OTIOBIIl XapaKTepy MepcoHa)ka, ajie BOJAHOYAC CUIILHO BIJIMBAIOTh Ha
Bi3yaJlbHE pilleHHd 0uIoro ¢uibMy. JloBeeHO MOXJIMBICTh NPAKTUYHOTO
3aCTOCYBaHHS IHCTPYMEHTY CYOTEKCT SIK peKHCEPChKOTO MPUMOMY IS Iepenayi
CKJIaJHUX JIFOJChKHUX XapaKTepiB y iIrPOBOMY KiHO.

PesynpTaTom q0CiimKeHHS € BUCHOBOK, 110 CYOTEKCT y KiHemaTorpadi € CyTo

ABTOPCHKUM PEKUCEPCHKUM 1HCTPYMEHTOM, SIKMH Hece B co01 3MICTOBHMM IIap



€KPaHHOTO TBOPY Ta € €(PEKTUBHUM IHCTPYMEHTOM [Js TMepeAadl CKIaJIHOTO
XapaKkTepy NePCOHaXa.

PoGoTta ckmamaeThcst 31 BCTyMy, TPbOX PO3ALUIIB, BHUCHOBKIB, CIIHUCKY
BUKOPHUCTAHUX JIKEPET Ta JOJIATKIB.

Karw4oBi ciaoBa: icpose kino, pescucypa ieposozo KiHo, niOmeKkcm,

xapaxmep 6 KiHo, cyOmexkcm, XapaKxmepuszayis, pexicucepCcbKuli incmpymeHmapiil

SUMMARY

Khimich A.V. Subtext as a directorial tool in narrative cinema. —
Qualification scientific work as a manuscript.

Scientific justification of a creative art project for the attainment of Doctor of
Arts in the specialty 021 "Audiovisual Arts and Production™. — Kyiv National |.K.
Karpenko-Karyi University of Theatre, Cinema and Television, Ministry of Culture
and Information Policy of Ukraine, Kyiv, 2024.

Abstract content. In the scientific justification, the author explores the use of
subtext as a directorial tool. The author derives a specific meaning of the subtext
tool, which is inherent in cinema. The relevance of the topic lies in the analysis of
director's methods of creating subtext as an author's tool for character portrayal.
Specifically, the work identifies two subcategories of subtextual expression: visual
subtextual forms and verbal subtextual forms, and examines the relationship
between these forms with the desired aesthetic impression on the viewer.

The purpose of the study is to outline the substantive and artistic principles
of using subtext as a cinematic directorial tool.

The scientific novelty of the study lies in the author's identification of the
specificity of directorial work with subtext and the analysis of the use of visual and

verbal subtextual forms.



The first chapter the origins of the concept of ""subtext" in dramatic and artistic
contexts are clarified. The interrelationship between text and subtext is analyzed on
the basis of the drama of Euripides and Shakespeare. It is concluded that subtext is
embedded in the recipient's perception.

In the second chapter are highlighted the key meanings of the concept of
"subtext" in various forms of artistic activity related to cinema, including literature
and music. The "iceberg theory" proposed by E. Hemingway is examined, and the
understanding of "text" and "subtext" in cinematography is outlined. The concept of
film text and its relationship with subtext are illustrated. In article revealed a gradual
increase in the manifestation of subtext in cinema — from substituting words with
gestures to portraying a character's off-screen space, motivations and worldview. On
the example of the analyzed feature films, it is proved that subtext can form the basis
of an artistic idea, encourage a specific organization of the film text and become a
self-sufficient expressive tool for influencing the viewer. The specific, inherent
cinematic significance of the subtextual tool for character portrayal is determined.
At the same time, the author emphasizes the lack of a full understanding of this tool,
the methodology of creation, and the anticipation of its aesthetic impact on the
viewer.

The third chapter analyzes directorial decisions in creating verbal subtextual
forms, which the author has divided into two subgroups: verbal and visual. As a
result of the analysis of world cinema, specific directorial techniques and essential
features of the use of verbal subtextual forms and visual subtextual forms are
identified. It is highlighted that such techniques have a powerful potential in
character narrative, while strongly influencing the visual resolution of the entire
film. The practical application of subtext as a directorial technique for conveying

complex human characters in narrative cinema is proven possible.



The research concludes that subtext in cinematography is purely an authorial
directorial tool that carries a substantive layer of screen work and is an effective tool
for conveying complex character traits.

The work consists of an introduction, three chapters, conclusions, a list of
references used, and appendices.
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