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JlucepTallito MPHUCBIYEHO CHUCTEMHOMY OCMHCICHHIO KiHemarorpadizmy
XYJ0’KHBOTO MUCJeHHSI €BreHa ['yiana Ha 0CHOBI aHai3y MOETUKH HOTrO poMaHiB
(«ITo3uuenuit 4vomnoBik», «IllpuBatHe XUTTS ¢eHomena», «llapag mmaHer»,
«Ymommki», «bmymy, «IMmpoBizaiis mioTi») Kpi3b NpuU3My 3aco0iB 1 TPHIOMIB
KiHeMarorpady.

Y po06oTi y3araJlbHEHO 1 TEOPETHUYHI CIIOCTEPEKEHHS MI0J0 3aco0iB i
npuiioMmiB KiHemaTorpady Ta iXHBOI IMIUIEMEHTallli B JITEpaTypHy TBOPYICTH, 1
KPUTUYHY peleriiito TBOPYOCTI €. I'yuaina; JOCJI1IKEHO O3HAKH
KiHeMaTorpagpiyHOro MUCJICHHS NMHUChbMEHHUKA;, BUSABICHO peani3oBaHi BUIU Ta
OoKpeciieHO (yHKIIT MOHTaxXy B pomaHax €. ['ymana; mpocTeXeHO €BOJIOIII0
KiHEMaTorpap1yHOrOo MHUCIICHHS aBTOPA.

Kputnuno mnpoaHasizoBaHO JUCKYCIIO MO0 CHHTE3y JiTepaTypu Ta
kiHemaTtorpadgy. OCMHCIEHI 1 YUHHUKH TNPUHLUIIOBOI BIIMIHHOCTI LUX BUIIB
MUCTEITBA (XapaKTep CHPUHHATTS, BUPaXalbHI 3aco0M TOIIO), 1 IiJCTaBU
BU3HAYEHHSI IXHBOT'O MIITHOTO 3B 3Ky (IOTEHIlIa]l 00pa3HOro CBITYy, MHOKUHHICTh
1HTEeprpeTanii). Y A0CIIIHKEHH] CTBEPAXKYETHCS, 110 BHACIIIOK CUHTE3Y MHUCTELTB
JiTeparypHuil TBip HaOyBae HOBOi MPUKMETHOI O3HAKH — PO3IIUPEHHS
300pakabHO-BUPAXKAIBHUX 3aC001B, YHACIIIOK YOT'O MOCUITIOETHCS €HEPreTUUHUN
MOTEHII1a] XyI0)KHBOTO CJIOBA HAa YMTAYA.

Y JochmigKeHH! 3ampONOHOBAHO IMiJI TMOHSATTSAM KIHOTIOETHKA PO3YMITH
cCUCTEMY ITPUHOMIB 1 3ac001B KiHeMaTorpadii, 3a JOIMOMOT 00 PO3YMIHHS IKMX MOKE

OyTH TOTpaKkTOBaHa MOETHKA JITEPAaTypHOrO TBOPY. Y pe3yibTaTi BUBYCHHS



KIHOIIOETUKH OIPUSBHIOIOTHCS HOBI IHTEPIIPETAL[IHI 3HAYEHHS XY I0)KHBOT'O TBOPY,
a 3HAYUTh BIJIKPUBAIOTHCS MOKIIMBOCTI IO TIUOIIOrO0 OCMHUCIEHHS XYJI0KHBOTO
MUCJIEHHS TUchbMeHHrKa. OCHOBHA yBara 3B€pHEHa Ha Takl KaTeropii KiHOMOETHKH,
K KaJIp, MOHTaXX, pUTM, IIJIaH, CBITIIO, PaKypc, TeMIOpUTM. Ha 0CHOBI TeOpeTHIHNX
1 TIpaKkTUYHUX PO3BIJIOK YBHPA3HEHO TOHATIMHWI amapar Kareropid Ta
3alpONIOHOBAHO YMOBHE iX IPYIyBaHHS 32 ()yHKLIOHAJIBHUM BUPAKEHHSM: KaJp 1
MOHTaX € OCHOBOIO XY/IO)KHBOTO TEKCTY; PUTM 1 TUTaH CIIYTYIOTh BUPA3HOCTI; PaKypc
1 TEMIIOPUTM 3a0€3MEeUyI0Th EMOLINHICTh XYI0KHBOTO TBOPY.

3anponoHOBaHO METOJUKY JOCJI1IKEHHS KiHemaTorpadizmy:
1) BUOKpeMJIEHHSI KJIIOYOBHX 0O0pa3iB TBOPY 3 HAroJIONMIEHHSM Ha Ccroco0ax
TBOPEHHsI Bi3iil (CHUMBOJIYHICTh, TUIACTUYHICTb, €MOIIMHICTh, HECKIHYEHHICTD);
2) modin Ha KaJpu Ta BHU3HAYEHHS KiHemaTorpadiuyHuUX 3aco0iB; 3) 3’sicyBaHHS
byHKUIT M1aHy, pakypcy, puTMy, 4acy; 4) AOCTiHPKEHHSI MOHTAXY B XYJI0KHbOMY
TBOpPi, a/DKE II€ MacThb MOKJIMBICTH BHUCHOBYBATH PO KiHeMarorpadizMm TBOPY
3arajom.

VYnepiie mpoaHalli3oBaHO Ta CHCTEMAaTU30BaHO KPUTUYHY PEIETIIiI0 TBOPYOi
CHaIIUHA, 30KpemMa poMmaHicTuku €. ['yrana. 3ayBaxeHo, 1110 0JHO3HAYHA OIlIHKA
XUMEPHOT'O CTHJIIO MUChbMa B Cy4aCHOMY JIITEpaTypO3HABCTBI BiACYTHA. Pazom i3
TUM, TIOTJISIIA HAYKOBI[IB CYTOJIOCHI B TOMY, II[0O pOMaHHAa Mpo3a MHUChbMEHHUKA
CIpHsUIa PO3LIUPEHHIO XAHPOBHX MEX YKpaiHCHKOi JiTeparypu. BimmoBigs Ha
npoOieMHe MUTaHHA 1OoA0 eBoIoLll cTuiito €. ['ynana ctana MOXKIMBOIO 3aBASKA
JOCITIKEHHIO KiHemaTorpadizMy poMaHiB.

Tak, y mocmimkeHH1 HoBeaeHO, 1o s Tpuiorii («Ilo3uyeHuii 4omoBIK»,
«IIpuBatHe xutts deHomeHay, «l[lapan minaHeTr») MPUKMETHA CHUMBOJIYHICTS,
MJIACTUYHICTh, €MOIIHHICTh, HECKIHYCHHICTh SIK OCHOBHI 00Opa3oTBopuYi 3acodw,
3MiHA TeMITy PUTMY JUIsl YBUpPA3HEHHS >KMUTTEBUX KOJI31M MMepcoHaXiB, MaiicTepHe
CTBOpEHHS Bi3ii, SIKi pO3MIMPIOIOTH T4 AKTUBI3YIOTh MEXK1 YUTAIIbKOI ySIBU.

VY nuceprallii TPUIJIOTISE OCMUCIIIOETHCS SIK TPU 3aBEPILICHI KiHOCEpIi, y SKUX
KaJIpu € 06a30BUMH eeMeHTaMu. Yepes BMijie OnepyBaHHS MMCbMEHHUKOM Pi3HUMHA

BUJIaMHU MOHTaXXy KapTHHHU 3’€I[HYIOTBC$I y CMUCJIOBUM JJaHIIIOKOK, a peI_[I/IHiGHT HEC



BIJIUYBAa€ IXHbOI CKIECUKHU. AHali3 PO3NOYMHAETHCA 13 BUOKPEMJIEHHS KIIFOUOBHUX
0o0pa3iB, TaKUM YHHOM IPOCTEXKYEThCS aBTOpChbKka crienudika BiIOOPY
KiHemMaTorpapiyHux 3aco0iB, OpIEHTOBAHA Ha KaHpP TBOPY, HOro 11eHHO-3MICTOBI
0COOJIMBOCTI.

Tpunorist — e cBo€epiHa SHIMKIIONEAIs YKPATHCHKOTO (POJIBKIIOPY, & TOMY
00pa3u moYacTy TBOPATHCS 32 JJOTIOMOTOI0 300y CUMBOIIYHOCTI Ta MIACTUIHOCTI.
Tak, cMMBOJIIYHICTh AKTHBI3y€ MOTEHIAN KXUTTEBOTO JOCBIAY 4HWTada. Y CBOIO
4yepry IUIaCTUYHICTh JOTIOMAara€ IMPOCTEKUTH AaBTOPCHKE CTaBICHHS 0
300paxyBaHOro. EMOLIMHICTE Ta HECKIHYEHHICTh BHCTYNAIOTh Y POMaHax
MPOMIXKHUMHM 3ac00aMH, K1 MIACUIIOIOTh PO3YMIHHS CMHUCIOBUX JIIHIN. Y Takux
KaJpax 30CEpPEKYEThCS yBara Ha BUMHKax IEPCOHAXIB, OOYMOBJIEHUX IXHIM
MICUXOJIOTIYHUM CTaHOM. BiaTak, moegHaHHS 3aco0iB BHUPA3HOCTI JIOMOMOTJIO
€. I'yuany ctBoputu 00pasu, siKki HaOJMKAIOTh T€POIB 0 YMTaya, PO3UIUPIOIOYU
J0ro TBOpYy Bi3yani3auliio.

3ayBa)keHO, 1110 MHUCHbMEHHUK BIAETHCA 0 (POIBKIOPHOI airo3ii, CBOEPITHOT
JEKCUKU «Hasiy yeneodis, yaeimb cobi», K1 TaHAEMHO HAOJIMKaIOTh TEKCT M0
KiHemaTorpagiyHOro MHCTENTBA. Y Takuid CHocid dYWTad HECBIIOMO CTae
ciniBaBTopoM. IliKpecieHo, 10 poMaH CIPOEKTOBAHO HA 1HTENIEKTYalbHOTO
pELUIIEHTA, SIKUI 3yMi€ JEKOTyBaTH 3aKJIaJICHUN CEHC MOHTaXHUX (pa3, OCKUIbKH
BCsI TPUJIOTIS — 11e cBoepigHa popMyra-cxema. €. I'yiamo 3a J0MOMOTOK Pi3HHX
BUJIIB MOHTaXy (MOCIIAOBHOTO, KOHTPACTHOTO, METPUYHOI0) CIOJIy4ae KaJpH-
CEHCH aKTyaJbHUX CYCHUIBHUX MPOOIIEM.

JloBesieHO, 110 KaJpy MOYaCTH BIJKPUTOI KOMITO3HIIIT Ta CYPOBOIKYIOTHCS
putMoM. CiioBaMU-MapKepaMu KaTeropii 3alpollOHOBAHO BBAXKATU 8pA3, paAnmoM,
3HeHayvka. CIIOCTEPITAETHCS YaCcTe 3aCTOCYBAHHS aBTOPOM KOHTPACTHOTO PUTMY,
10 yBUpa3HIo€ Moii B ceni S0nyHiBKa Ta Amepuili. Jjisi MOCUIIEHHST €MOIIIHHOTO
BIUTUBY THUCHMEHHHUK BJIA€THCS JI0 HArpOMAaKCHHS 3BYKIB, CTBOPIOIOUU €(eKT
PUTMIYHOI TTACTUKH.

BigznaueHo, 1110 oHI€I0 13 MIJCTAaB TBEPKEHHS II0JI0 KiHeMaTorpahiyHOro

MUCJICHHSI MUTIII € yYMOHTYBAaHHS B POMaH KaipiB i3 (inbMy SK CBiIYCHHS



0013HaHOCT1 MUTIIS B 3aKOHAX KIHO.

[Ti3uiit mepiox 3acBimuye 3miHy opieHtupiB €. ['ymama, mo 3ymMoBieHa
OCTMOJIEPHOIO €MoX0r. MonudikyeTbcsi maniTpa HACTPOEBOrO 3BYYaHHS MpU
TBOpPEHHI 00pa3iB mepcoHaxiB. PoMaHTHYHICTH, JTFOOOB JI0 T'epoOiB, OCIIBYBaHHS
BEJIMY1 JIIOJIMHU TIEPEXOAUTD Y IJIOMIUHY JIAKOHIYHOTO 3MaJIIOBaHHS JIETPaI0BaHOTO
CyCHUIbCTBA.

Etanmaumu y tBopuocTi €. I'ynana € pomanu «YaroMpki» ta «IMmposizaitis
10T». JloBeeHO 3MIHHICTh Yy CTHJII MMTIISI, BAKOPUCTAHHI KiHeMaTorpadiuHux
3ac001B Ta croco0l mojaayl oOpa3iB. Y TEKCTaX HPOCTEXKYETbCS HACKPI3HUN
NOPTPETHUHN akieHT. s yBUpa3HEHHsS IMCUXOJIOTI3MYy Ta MPOOJEMaTUKH TBOPY
aBTOp BUKOPHUCTOBYE IMOTEHI1a] HApPaTUBHOI KaMEpH, MIJCUIIIOE €PEKT PI3SHUMU
BUJIAMU TUTAHY Ta PUTMOM. SKIIO B TPWIOTIT MUChbMEHHUK CIIOHYKaB YUTada OyTH
CIIBABTOPOM, aIleII00Y1 J0 AOCBIAY, TO B pOMaHaxX MOCTMOIEPHICTCHKOTO Mepioay
30CEpEIKYEThCS yBara Ha CHIBICHYBaHHI 13 MEpCOHaXXamMu. Mi3aHCIeHU
«IMmpoBizalii MmIoT» 3HAYHO CKIAIHINI JUIsl PO3KOAYBAHHS, OCKUIBKH KOXHA
CIO’KE€THA JIIHIA Ma€ KiUIbKa MIATEKCTIB. Y TaKuM CMOCI0 MUCbMEHHHUK UIUPILIE
OXOIUIIOE MpoOieMaTuky no06u. Kaapu 3ae011bII0r0 3aMKHEHOI KOMITO3HMIIII, IO
MJICUITIOE 1IEMHO-XYI0KHIO CITPSIMOBAHICTh TEKCTY.

KoncranTtoBaHo, 1o B poMaHl «YIIOMIXKID» TMEPCOHaXI TapMOHIMHO
HNOEHYIOTHCSI 3 MPHUPOJIOI0, B3aEMOJIONOBHIOIOUM OJIHE OJHOro. B ysBI uuTaua
NIOCTA€ CBOEPIHUN TUIACTUYHUN MANIOHOK JKUTTA NPOCTUX KanMmukiB. [Ipore B
«IMmpoBizailii MIOT» CHOCTEPIraEThCA MPOIEC HANMOBHEHHS MYLIEBHOI MMyCTOTH
repoiB XTUBICTIO Ta aMOPAJIbHICTIO, 1110 THKOJIM BUKJIMKAE JUCOHAHC Y PEIUIIEHTA.

3a OMOMOrol0 IHTENEKTYaJbHOTO MOHTaXy Bi3yali3yloTbcs aOCTpakTHI
nousaTTs. Kanpu-oOpasu, Kajapu-KOHCTaTallid, KaJApU-IHTPUTH JONOMAararoTh
PELUITIEHTY PO3KOyBaTU BCI T€HEPaJIbHI JIiHII, BI3yalli3yBaBIIM IIJTIICHY KapTHHY
TBOPY. 3a3Ha4Y€HO, IO B poMaHi «IMIpoBi3allis MmI0T» emi30/Iu-CKeTUl yTBOPIOIOThH
KiHeMaTorpagp14yHO-XyI0KHIO KIHOCEPIIO.

Otxe, y aucepTallii oOrpyHTOBaHO KiHeMaTorpadiuHe MHUCIEHHS MMTILI,

30KpeMa BiJ3HA4eHO, IO B poMaHax 1980-x pokiB MPUKMETHUM € 3B’SI30K MIXK



(dosIbKIOpHUM 1 KiHeMaTtorpadgiyaum mucienssm €. I'ynana, a B pomanax 1990-x
POKIB IHUCBMEHHUK MalCTEPHO BHUKOPUCTOBYBAB IOTEHIIAJ IHTEIEKTYaJIbHOTO
MOHTaXy. Binrak iloro pomanHa cnaiiinHa — ICKpaBe CBIAUYEHHS «()UTbMOBAHOI0»
XYJI0)KHBOT'O TEKCTY.

OTpuMaHi  pe3yslbTaTd  MOKHAa  BHUKOPUCTOBYBAaTM IpU  po3poOIi
YHIBEPCUTETCHKHUX KYpPCIB, CIIELIKYpPCIB, CEMIHAPIB 3 YKPAIHCHKOI JIITEpaTypH APYroi
MOJIOBUHU XX CTOJITTSA; y MPOIECl MiATOTOBKM HAaBUYaJbHUX TOCIOHUKIB IS
CTYJIEHTIB (IIOJOTIYHUX CHEUIaJbHOCTEH; NpH HaNMCaHHI HAyKOBUX pOOIT
3100yBauaMu BUIIO1 OCBITH. Takok OTpUMaHi pe3ysIbTaTi MOXKYTh OyTH MOKJIaIeH1
B OCHOBY JIOCJIIJIPK€Hb 13 KIHOTIOETUKH JIITEPATYPHOTO TBOPY.

Kirouosi cnoa: €Bren ['ynano, nucbMeHHHK, TBOPYICTh, MOETHKA, POMaH,
CIOKET, CIleHapii, Bi3ifA, BI3yaJlbHICTh, KiHeMarorpadiuHe  MHUCICHHS,

KiHeMaTtorpadizm, KaJip, MOHTaX, PaKypcC, PUTM.
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Bulbachynska Olha. Cinematography of Yevhen Hutsalo’s novels of 1980—

1990s. — Qualification scientific work on the rights of a manuscript.

The dissertation for obtaining a scientific degree of the doctor of philosophy
in the area of expertise 03 Humanitarian sciences (humanities) in the specialty

035 Philology. — Borys Hrinchenko Kyiv University, Kyiv, 2021.

The dissertation is devoted to the systematic comprehension of the

cinematography of Yevhen Hutsalo’s artistic thinking on the basis of the analysis of



poetics of his novels («Borrowed Many, «Private Life of Phenomenony, «Parade of
Planetsy», «Uliumdzhi», «Fornication», «Improvisation of body») through the prism
of means and techniques of the cinematography.

The work summarizes both theoretical observations on the means and
methods of cinema and their implementation in literary work, and a critical reception
of the work of Y. Hutsalo; signs of cinematic thinking of the writer are investigated;
realized types and outlined functions of editing in Y. Hutsalo’s novels are outlined;
the evolution of the author 's cinematic thinking is traced.

The work critically analyzes the discussion on the synthesis of literature and
cinema. The factors of fundamental difference between these types of art (the nature
of perception, means of expression, etc.) and the grounds for determining their
strong connection (the potential of the figurative world, the multiplicity of
interpretations) are also understood. The study argues that as a result of the synthesis
of arts, a literary work acquires a new distinctive feature - the expansion of pictorial
and expressive means, which increases the energy potential of the artistic word to
the reader.

The study proposes to understand the concept of cimema poetics as a system
of techniques and means of cinematography, through the understanding of which the
poetics of a literary work can be interpreted. As a result of the study of cimena
poetics, new interpretive meanings of the work of art are revealed, which means that
opportunities for a deeper understanding of the writer's artistic thinking open up. The
main attention is paid to such categories of cinema poetics as frame, editing, rhythm,
plan, light, foreshortening, temporitum. On the basis of theoretical and practical
investigations the conceptual apparatus of categories is expressed and their
conditional grouping on functional expression is offered: a frame and installation is
a basis of the art text; rhythm and plan serve expressiveness; foreshortening and
temporitum provide the emotionality of the work of art.

The method of cinematography research is offered: 1) highlightening of key
images of the work with emphasis on the ways of creating visions (symbolism,

plasticity, emotionality, infinity); 2)division into frames and definition of



cinematographic means; 3) clarification of the function of the plan, angle, rhythm,
time; 4) the study of montage in a work of art, because it will allow to conclude
about the cinematography of the work in general.

For the first time, the critical reception of the creative heritage, in particular
the novels of Y. Hutsalo, was analyzed and systematized. It is noted that there is no
unambiguous assessment of the bizarre style of writing in modern literary criticism.
At the same time, the views of scholars agree that the novel prose of the writer
contributed to the expansion of the genre boundaries of Ukrainian literature. The
answer to the problematic question about the evolution of Y. Hutsalo’s style became
possible thanks to the study of the cinematography of novels.

Thus, the study proved that the trilogy («Borrowed Many, «Private Life of the
Phenomenon», «Parade of Planets») is characterized by symbolism, plasticity,
emotionality, infinity as the main visual means, changing the pace to express the life
conflicts of the characters, skillful creation visions that expand and activate the
boundaries of the reader's imagination.

In the study, the trilogy is understood as three complete film series in which
the frames are the basic elements. Due to the skillful operation of the writer with
different types of montage, the pictures are connected in a semantic chain, and the
recipient does not feel their gluing together. The analysis begins with the
highlightening of key images, thus tracing the author's specifics of the selection of
cinematographic means, focused on the genre of the work, its ideological and
semantic features.

The trilogy is a kind of encyclopedia of Ukrainian folklore, and therefore the
images are partly created by means of symbolism and plasticity. Thus, symbolism
activates the potential of the reader's life experience. In turn, plasticity helps to trace
the author's attitude to the depicted. Emotionality and infinity are intermediate
means in novels that enhance the understanding of semantic lines. In such shots,
attention is focused on the actions of the characters due to their psychological state.
Thus, the combination of means of expression helped Y. Hutsalo to create images

that bring the characters closer to the reader, expanding his creative visualization.



It is noted that the writer resorts to folklore allusion, a kind of vocabulary
«always see, imagine», which tandem brings the text closer to the art of cinema. In
this way, the reader unconsciously becomes a co-author. It is emphasized that the
novel is designed for an intellectual recipient who will be able to decode the
underlying meaning of montage phrases, because the whole trilogy is a kind of
formula-scheme. Y. Hutsalo combines frames-meanings of current social problems
with the help of different types of montage (sequential, contrast, metric).

It is proved that the frames are partly of open composition and are
accompanied by rhythm. It is suggested to consider category words as markers at
once, suddenly, by surprise. There is a frequent use of the author's contrasting
rhythm, which emphasizes the events in the village of Yablunivka and America. To
enhance the emotional impact, the writer resorts to the accumulation of sounds,
creating the effect of rhythmic plasticity.

It is noted that one of the grounds for the statement about the cinematic
thinking of the artist is the embedding in the novel of frames from the film as
evidence of the artist's awareness of the laws of cinema.

The late period testifies to the change of landmarks of Y. Hutsalo, which is
due to the postmodern era. The palette of mood sound is modified when creating
images of characters. Romanticism, love for heroes, glorification of human greatness
passes into the plane of laconic depiction of degraded society.

The novels «Uliumdzhi» and «Improvisation of the body» are milestones in
Y. Hutsalo’s literary creation. The variability in the artist's style, the use of cinematic
means and the way of presenting images are proved. There is a pervasive portrait
accent in the texts. To express the psychologism and issues of the work, the author
uses the potential of the narrative camera, enhances the effect of different types of
plan and rhythm. If in the trilogy the writer encouraged the reader to be a co-author,
appealing to experience, in the novels of the postmodern period the focus is on
coexistence with the characters. The mise-en-scenes of «Improvisation of the body»
are much more difficult to decode, as each storyline has several subtexts. In this way,

the writer covers the issues of the day more broadly. Shots are mostly closed



composition, which enhances the ideological and artistic orientation of the text.

It is stated that the characters are harmoniously combined with nature,
complementing each other in the novel «Uliumdzhi». The reader imagines a kind of
plastic picture of the life of ordinary Kalmyks. However, in «Improvisation of the
body» there is a process of filling the mental emptiness of the characters with lust
and immorality, which sometimes causes dissonance in the recipient.

With the help of intelligent editing, abstract concepts are visualized. Shots-
images, shots-statement, shots-intrigue help the recipient to decode all the general
lines, visualizing a holistic picture of the work. It is noted that in the novel
«Improvisation of the body» episodes-sketches form a cinematic and feature film
series.

Thus, the dissertation substantiates the cinematographic thinking of the artist,
in particular, it is noted that in the novels of the 1980s the connection between
folklore and cinematographic thinking of Y. Hutsalo is noticeable, and in the novels
of the 1990s the writer skillfully used the potential of intellectual editing. Thus, his
novel legacy is a vivid testimony to the «filmed» artistic text.

The obtained results can be used in the development of university courses,
special courses, seminars on Ukrainian literature of the second half of the
XX century; in the process of preparing textbooks for students of philological
specialties; when writing scientific papers by applicants for higher education. Also,
the obtained results can be used as a basis for research on the film poetics of a literary
work.

Key words: Yevhen Hutsalo, writer, creativity, poetics, novel, plot, script,
vision, visuality, cinematic thinking, cinematography, frame, editing, aspect,

rhythm.
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