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Abstract

The paper deals with the problem of rendering film industry jargonisms, textile industry
jargonisms, and terminology in the film critique book Textiles on Film. The distinction between
the aforementioned terminology and common language terminology has been revealed, focusing
on the specificity of the film, textile industry jargonisms, terminology and its divergence from
everyday language usage. The translation text contains the proper percentage of the film, textile
industry jargonisms, and terminology in the indicated industry, selected as established equivalents.

Key words: film industry, textile industry, jargonisms, Textiles on Film, established
equivalent.

AHoOTAIIIN

PoGota npucsiueHa npoOiemi BIATBOPEHHS XaproHi3MiB Y KIHOIHIYCTpii, TEKCTUIbHIN
IHIYCTpii Ta TepMiHOJOTIT Y KHU31-KiHOKpUTHI «TekcTwib Ha [TniBii». BusBieHo BiAMiHHICT
MDK BUIIE3TaJaHOI0 TEPMIHOJIOTI€0 Ta 3arallbHOMOBHOIO TepMiHOJOri€r0. Pazom 3 Tuwm,
30CEepeKEHO yBary Ha crnenudili >KaproHi3MiB KIHOIHAYCTpPii, TEKCTWIBHIA I1HAYCTPII,
TEpMIHOJIOTIi Ta iXHIA BIAMIHHOCTI BiJ] MOBCSKICHHOTO MOBHOTO BXXHUTKY. TeKCT mepexiamy
MICTUTh BIAMOBIAHUI BIJICOTOK JKaprOHI3MIB KIHOIHAYCTpPIi, TEKCTUJBHIN 1HAYCTpii Ta
TEPMIHOJIOTIi y BKa3aHil rauaysi, 00paHUX, IK BCTAHOBJICH] €KBIBaJICHTH.

KarwuoBi ciaoBa: KiHOIHIYCTpis, TEKCTWJbHA I1HAYCTpis, *kKaproHizmu, «TekcTwib Ha
ILTIBII», BCTAHOBJIEHUI €KBIBAJIEHT.



Introduction

The topicality of the study. At this point of time, the film and textile industry act not only
as the means of mass communication, but conjointly as the sources of specialized professional
language. One of the paramount elements in the indicated industries is the artistic design of
costumes, which plays a key role in creating a visual image of characters. Concomitantly,
professional activity in the field of cinema and textile is accompanied by the use of specific
vocabulary, including professional jargonisms. Translating texts containing vocabulary of that
kind may appear a challenging assignment, as not only linguistic, but conjointly cultural
competence from the translator is required. In this regard, the study of the translation of the
professional jargonisms in “cinema” and “textile” texts appears relevant and timely.

The issues of professionalism, terminology, and jargonisms translation are actively
considered in the works of Ukrainian and foreign researchers, including V. Karaban, M. Baker, P.
Newmark and others. However, the translation of jargonisms in the field of cinema and textile is
an insufficiently studied issue, especially in the context of Ukrainian translation of non-fiction
English-language texts about cinema and textile. Nevertheless, the are some authors, who studied
the topic of textile and cinema industries. For instance, O’Sullivan, C. (2011). Translating Popular
Film, an author who studies the peculiarities of translating films aimed at a wide audience. Other
scholars focus on audiovisual translations and translations not directly connected with the
indicated topic.

The object of the study is an English-language nonfiction text on film and textile industries
art. Specifically, the analysis of the book Textiles on Film by Becky Peterson.

The subject of the study is the peculiarities of translating stylistically marked vocabulary,
in particular professional jargon related to cinema and costume design.

The purpose of the study is the analysis of stylistically marked lexical units in the book
Textiles on Film and to identify effective techniques for their translation into the Ukrainian
language.

The objectives of the study are:

e to characterize a non-fiction text devoted to the cinema and textile industries, as an object
of the translation analysis;

¢ to classify film, textile industry jargonisms, and terminology in the selected text;

e to describe the main difficulties in translating film, textile industry jargonisms, and
terminology;

¢ to identify the translation techniques used in the transmission of the film, textile industry
jargonisms, and terminology into the Ukrainian language;

¢ to evaluate the effectiveness of the applied translation solutions.

The material for the research is based on the book Textiles on Film by Becky Peterson, in
particular the sections containing the adequate amount of professional jargonisms.

The structure of the translation project consists of an introduction, an abstract, two
chapters, conclusion, a list of references, and two appendices. The volume of the source text is
about 67,000 characters; the volume of the translated text is about 73,000 characters. The total
volume of the work is 57 pages.



Chapter 1

Translation of the book Textiles on Film by Becky Peterson

Source Text
1 Modern Women Wear Satin
Fabric, Femininity, and Art Deco Hollywood

The film screen presents us with multiple layered surfaces. The
screen itself is a surface, and the surfaces of sets, props, and
costuming make up the visual world of the film. As our eyes move
across these surfaces, the qualities of light and texture direct and
capture our attention. Satin fabric, a material that evokes urbanity
and glamour, possesses a unique relationship with light and the
film camera. In this chapter I am concerned with how satin
complicates ideas about women, femininity, and class in 1930s
Hollywood film. The idea of the modern woman, often expressed
in the metallic and lacquered surfaces of Art Deco interiors and
statuary, is brought to life by the satin-clad Hollywood film starlet.
The physical properties of satin are relevant to understanding the
broad cultural and political themes present in the films I discuss
here. In particular, | see the relationship between satin fabric and
the cinematographer's use of light as contributing significantly to
the representation of the modern woman's body in a time of rapid
technological development as well as economic crisis. The
specific components of satin presented filmmakers with a novel
way to direct light and focus the viewer's eye. In a satin weave, the
weft threads float over the warp, creating a surface of "floats.”
Satin fabrics, Elena Phipps writes, "are particularly lustrous due to
the ability of the long float to reflect light.” Originally made in
China from silk, satin has historically been seen as delicate,
expensive, and associated with wealth. The delicacy of

Target Text
1 CyuacHi scinku nocams camun
[Ipo TkaHUHY, KIHOUHICTb TA TOJUIIBYICBKUH CTHIIb ap-I€KO

Ha xiHOeKpaHax riisady npeJcTasiieHi 6araromaposi nosepxHil. ExkpaH i € 0CHOBHOIO
MOBEPXHEI0, HA K ayIUTOPis Oa4uTh yce, 0 Bin0yBaeThbes. EneMentu ciienorpadii,
PEKBI3UTY Ta KOCTIOMIB CTBOPIOIOTH Bi3yallbHUH CBIT (QUIBMY, 10Jar04u HOMY JieTanen
1 armocepu. | Konm Haml MOTJISA TJIABHO CIIYE 32 IUMU €JIE€MEHTaMU, BIIACTUBOCTI
CBITJIa Ta TEKCTYPH NPUTATYIOTH Hallly yBary. HairomoBHIIMM €JIeMEHTOM € CATHHOBA
TKaHuHa. Lle matepian, KUl TEMOHCTPY€E €JIETAaHTHICTh Ta BUTOHUEHICTH MICHKOTO
JKUTTS, 1 Ma€ yHIKaJIbHY B3a€MOJIIIO 31 CBITJIIOM Ta KIHOKaMeporo. Y 1bOMY PO3JiIi MU
chokycyeMocs Ha BIUTMBI CATHHOBOI TKAHWHH Ha 00pa3 JKIHKH, 11 )KIHOYHICTb 1 CTATyC
y rosutiByacbkomy KiHoMucTenTBi 1930-x pokiB. O6pa3 cydacHOi KIHKH, K CHIIBHOI,
€JIeTaHTHOI Ta HENOCSDKHOI y (ipMax TOro yacy 4acTO BTUIGHHUH Yy MeTaleBHX,
JIaKOBaHUX MOBEPXHSX IHTEP €PYy Ta CKYJBITYP Y CTHIII ap-1exo. Cam 00pa3 «0KUBaAE»
3aBJIIKM MaiCTEPHOCTI rOJUTIBYACHKOI KiHO31pKH, BOpaHiil y catun. YacTo y dinpmax,
sK1 OepyTbcs 10 aHaJli3y, CTBOPUTHU Kpallle pO3yMiHHS KyJbTYpHHUX 1 HOJITUYHUX TEM
JOTIOMAararTh came (i3WdHI BIACTHBOCTI CATHHOBOI TKaHWHH (OJUCK, TIIAJIKICTh,
THYYKICTB). | Tak caM0 HE030pOEHUM OKOM BHJIHO BiHOIIEHHS KiHeMaTorpadis 1o ii
JNEMOHCTpAIlii y Kaapi. Y Yach CTPIMKHUX TEXHOJOTIYHHUX 3MiH Ta €KOHOMIYHOI
HECTaOULTBHOCTI, Tpa CBITJIA y KaJIpi 3HAYHO BILJIMBajIa Ha 300paskeHHs 00pasy cy4acHOi
KIHKH. 3aBAsKA TMOMITHUM (I3MYHUM BIACTUBOCTAM CATHHOBOI TKaHWHH,
KiHeMarorpadu BIAKPWIM HOBHM CIOCIO HampaBieHHs CBITJa, L0 B CBOI 4YEpry
yTpuMye yBary riasaada. CatuHoBe neperuvieTeHHs (YTOK) — 1€ CIOCiO CTBOPEHHS
TKaHWHU, KO OCHOBHI HUTKHU MPOXOJSATH Y3/0BXK MOMEPEYHUX, CTBOPIOIOYH TIIaIKy
MMOBEPXHIO 3 «IETAAMU». 3a CIIOBAaMHM INMHCHbMEHHHIIl Ta JOCHITHUII cTHio EneHu
dinrc — caTiH «0COOTUBO ONMMCKYYH 3aBJISIKH BIACTHBOCTSAM HOTO IIAJIKUX NIJISTHOK
BimOMBaTH CBiTIO». Ymepine caTiH BUroToBWIM y Kutai 3 moBky. IcTopuyHO 110

! Bararoniaposi MOBepXHi - Y KOHTEKCTI KIHOBUPOOHMIITBA [[efl TEPMiH 4aCTO BUKOPUCTOBYETHCS ISl OMUCY CKIIAMHHX JEKOpAallill, KaApyBaHHs 3 Pi3HUMH IUIaHaMK ab0 [E(pPOBUX

KOMITO3HILiH, 5IKi I0JIal0Th Bi3yaJIbHOT IINOWHH.



interweaving satin threads perpetuates its status as a coveted
textile: satin is “a weave structure with a surface of long floats,
bound in a systematic way, but whose binding is not readily
visible. Satin fabrics, often made of silk, are particularly lustrous
due to the ability of the long float to reflect light. However, if the
float is too long, the woven structure loses its integrity.” Fragile,
beautiful, and difficult to acquire, satin's origins established its
rarity and desirability.

Unlike most textiles, satin conceals its warp and weft, an effect
that renders its maker invisible and further separates this fabric
from the working class. Anni Albers writes of satin weave: "the
long, floating threads cover the points of intersection of warp and
weft and permit the threads to be beaten together closely, so that a
uniform, smooth surface is achieved, lacking any obviously
visible structural effects.” Satin's lack of a visible structure
reinforces the idea that satin is a "magical” or "special” fabric, able
to erase evidence of its making and take on the qualities of other
materials (such as glass or chrome).

Eventually, developments in synthetic textiles made satin more
affordable to larger sections of the population. The construction of
satin fabric-with its floating warp and smooth, glossy look-catches
and holds light in a more concentrated manner than other textiles.
In descriptions of fiber-based objects specifically, luster is defined
as a "gloss or sheen of a textile or fiber created through the
reflectance of light on its surface.” The light seems to gather and
pool on the finish of the fabric. The effect is often a kind of
liquifying of the light, as if light has taken on a thicker, more
tangible form. Satin's luster can recreate the look of melting metal,
and is therefore especially effective, on film, in illustrating the
layered relations between money, machines, and women's bodies.
Smooth and reflective, satin can look metallic on screen, offering
unique opportunities for cinematographers. The strong, carefully

TKaHWHY OMUCYBAIN K BUTOHUCHY, JOPOTY Ta MOB’s3aHy 3 PO3KIIIII0. BulrykaHicTh
MEPETUICTCHHS CATHHOBUX HUTOK MiJKPECIIOE CTATyC OMPISHOTO TEKCTUIIIO: CATHH —
1€ PO BUTOHYCHE TIICTIHHS, TTIaJIKy MOBEPXHIO, JIOBT1 HUTKH, SIKi 3’ €IHaHI Y IEBHOMY
MOPSIIIKY, 13 Maiike HEMOMITHUMU MiclisiMU 3’ €qHaHHS. CaTHHOBA TKaHWHA, BUPOOIeHA
3 MIOBKY — 0COOJIMBO OJHMCKy4Ya 3aBISKU TOMY, IO JIOBI1 HUTKU HIyTh TOBEPX iHIIHX,
He meperutiTarounchk. [IpoTte, SKIIO 1[I HUTKH 33JI0BTi, CTPYKTypa IUICTIHHS BTpadae
CBOIO MIIHICTh. Pa3oM 3 TUM, M’sika, rapHa Ta piJKiCHa CAaTHHOBA TKAHWHA Ma€ I[IKaBy
icTopiro.

Ha BigmiHy BiJ IHIIMX TEKCTUIBHUX BUPOOIB, y CATHHI IPUXOBAHI yCl MOTPIIIHOCTI Ta
IITKAHHS, 1110 CTBOPIOE BPAKEHHS «HEBUIUMOI poOOTH» MalCTpa Ta BKOTPE BKa3y€e Ha
JAJIEKICTh JIFOACH poO0YOro Kiacy Biji TakOi pO3KIIIHOCTI. XyaoKHULS AHHI Anboepc
nycajga Mpo CaTUHOBE IUIETIHHS TaK: «JOBTi, IVIaJKi HUTKU NEPEKPUBAIOTh TOUYKU
MepeTUHY JIIHIN, HEPIBHOCTEH Ta yTOKIB, Uyepe3 10 HUTKH MIIHO MEPeIUiTaloThCs 1
CTBOPIOIOTh PIBHOMIPHY TJIQJKy MOBEpXHIO». BilCyTHICTH HOMITHOI CTPYKTypHU
CaTMHOBOI TKaHWHU (TUIETIHHS, BOJOKHA Ta IHII.) MIJKPECHIO€ I «Mari4HicTby,
0CO0JIMBICTB Ta 3/1aTHICTh HA0YBAaTH BIACTUBOCTI TAKUX MaTepiajiB, K CKJIO a00 XpoM.

3pemro0, pO3BUTOK BHUIOTOBJIICHHS CHHTETHYHUX BHUpPOOIB 3poOMB  CaTHH
JOCTYMIHIIIUM Ui OUTHIIOCTI BepcTB HaceneHHs. CTpyKTypa CaTMHOBOI TKaHWHHU
npuiiMae Ta yTPUMYE CBITJIO y OUIbII BUpakeHid ¢dopmi, HA BIIMIHY BiJ 1HIIHMX
TEKCTUJILHUX BUPOOiB. B ommcax 00'ekTiB, CTBOPEHHMX Ha OCHOBI BOJIOKOH, OJIMCK
BH3HAYAETHCS SIK «TIISHEIb 00 OJMCK TEKCTHIIIO, 800 BOJIOKHA, IO BUHUKAE BHACIIIOK
B1IOWTTS CBITJIa HA iXHIM MOBEepxH1». CBITIO, 3MA€THCS, 30UPAETHCS Ta HAKOTTUIY€THCS
Ha MOBEpXHI TKaHUHMU. Edekr yacto Haraaye «piake CBITIO», HIOM BOHO HaOys0
rycrimoi, Maixe BiguyTHOi (opmu. bnuck caTMHy MoOXe BiATBOPIOBATH BUTIIAL
IJIABKOTO METajly, TOMY BiH 0Cc00JIMBO e(peKTUBHUI y KiHeMaTorpadi ajis UTrocTparii
CKJIAJJHUX 3B’S3KIB MDK TpoIlMMa, MallMHAMU W JKIHOYMMH Tinamu. [magkuii i
B1IOMBHUHM, CATUH Ha €KpaHI MOXXE BUIJIAJATH SIK MeTaj, NPOMOHYIOYM YHIKaJIbHI
MOXJIMBOCTI g omeparopiB. [IoTykHi il peTeiabHO CHPSIMOBAaHI OCBITIIOBAJIbHI
€JIEMEHTU Ha 3HIMaJbHUX MailJaHYMKaX KOHTPOJIOIOTH HAIpPSIMOK CBITJIa Ha CaTHHI
TaKUM YHHOM, IO BOHO (POKYCYETHCS, a HE PO3CIIOETHCS. 3aBISKU IBOMY TIsaadi



directed bulbs on film sets control the directionality of light on
satin in a way that focuses, rather than diffuses, light. This means
that film viewers can visually track light as it moves on satin
fabric. Often, light on satin is in continuous motion.

A concentrated pool of light on satin's surface can act like a
spotlight or multiple spotlights, guiding the eye. Satin was and is
sometimes still associated with bedroom décor, bridal wear, and
lingerie. Because satin is most often used in domestic interiors and
in women's dress, viewers are encouraged to follow moving light
as it travels over women's bodies and intimate living spaces. The
visual eroticism of satin material is determined primarily by the fit
of the garment on the body. It is often the dressmakers' decisions
about fold and drape that dictate how exactly satin hugs the body.
The new fashions in draped fabric popularized by designers
Madeleine Vionnet and Madame Gres in the 1930s, as well as an
aesthetic interest in classicism, for example in the dance
costuming of Isadora Duncan, brought new focus to how different
fabrics conformed to women's bodies, and, in turn, how these
fabrics translated to the projected image. The tightness or
looseness of the garment changes how our eye moves across the
surface of the actor's body on screen.” Satin's role in creating
draping effects—in the development of the bias cut, for example-
contributes to this new presentation of the body. Satin material
offered directors a way to visually emphasize athleticism and
flexibility.”

Women's fashion in the early twentieth century was largely
defined in opposition to the corset. While the figure of the New
Woman freed women's bodies from the restriction of the corset, it
introduced new limitations. The vision of the modern American
woman at this time was often a wealthy white woman who
engaged in sporty leisure activities requiring flexible, loose

MOXXYTh BI3yaJbHO BIICTEXKYBAaTH pyX CBiTJa, a/Jpke Ha CaTHHI BOHO nepelyBae€ y
Oe3repepBHOMY pyCi.

CKOHLIEHTpPOBAaHUH 3IYCTOK CBITJIa Ha NOBEPXHI CaTHMHY IPUBEpPTAaE yBary risjaauya,
aJpke BIH MOXKE JAISITH K TNPOXKEKTOp abo HaBiTh JAEKiIbKa MpoxeKkTopiB. CaTuH
acoIlIFOBABCA, a TOJEKYIH W JOCI acCOIIIOETHCS 3 JIEKOPOM CIajbHi, BECUTBHUM
BOpaHHsAM Ta OuUmM3HOIO. OCKUIBKM CaTHH HalyacTilie BUKOPUCTOBYETHCS B
0(OpMIIEHHI JIOMAIlIHIX 1HTEP'EPIB 1 )KIHOUOMY OJI5131, IVISIa4iB CHIOHYKAIOTh CTEXKUTH
32 pyXOM CBITJIa, II0 KOB3a€ I10 XIHOYMX TUIAX Ta 3aTHILIHUX NpocTopax. 3BadiinBa
Kpaca caTuHY 3Ha4YHOIO MIpOIO BU3HAYAETHCS TUM, K TKAHUHHUI BUpPIO macye A0 Tija.
Came pilmeHHs KpaBlLiB IIOAO CKIAJ0K 1 JpamipoBOK BHU3HAUYAIOTH, SIK CaMe€ CATHH
oropratuMe Ti10. HoB1 Mozeni ApamipoBaHUX TKaHWH, MOIMYJIIPU30BaHI TU3aliHEpaMH
Maien Bionne Ta magam I'pe B 1930-x pokax, a TakoX €CTCTHUYHHUH IHTEpeC 10
KJIaCHIIM3MY, HANpPHKIAJ, Yy KOCTIOMax, CTBOpPEHHMX s TaHmiB Icimopm [lyHkaH,
MPUBEPHYJIU yBary J0 TOro, SK pi3HI TKaHUHU OTOPTaJIW XKIHOYE TUIO, 1 K BOHU
CTBOpIOBAIM Bi3yalbHMI 00pa3. IinpHICTP a00 BUIBHICTP TKAHWHHHUX BUPOOIB
3MIHIOIOTH T€, SIK HaIll TOTJIsA Oye pyXaTHCh MOBEPXHEIO Tijla aKTopa Ha ekpaHi. Poib
CaTHHY Y CTBOPEHHI €()eKTIB JpanipyBaHHs — HANpPUKIAJ, Y 4YaCH PO3BUTKY KOCOTO
KpOI0O — CTajla BHECKOM Yy 1€ HOBE ysBIEHHS mpo Tino. CaTWHOBa TKaHWHA Jaja
pexucepamM MOKITUBICTh Bi3yalbHO IMIKPECIIOBATH aTJICTU3M 1 THYYKICTb.

Moza novatky XX cTOJITTS 3HAUHOIO MIpOIO BU3HAYAIACh y IPOTUCTABIEHH] KOPCETY.
Xoua 06pa3 «Hopoi JKinku»? 3BiIbHMB KiHOYE TiNO BiJ OOMEXKEHb KOpCETa, BiH
BOJIHOYAC 3aMPOBaauB HOBI oOMexeHHs. O0pa3 cydyacHOi aMepUKaHCHKOT KIHKH TOTO
4yacy 4acTo acOLOBAaBCS 3 3aMOKHOIO, CIIOPTUBHOIO OUIOMIKIPOIO KIHKOIO, sKiil OyB
NOTPiOEH THYUKHH Ta BUIBHMM OASr. Y CBATKOBUX BOpaHHSX CaTUH CTaB O3HAKOIO
CTHJIIO, 1 YacTO KiHemaTorpad crpusB nomyisipusaii uporo yssiuenss. Jlo 1920-30x

2 Hosa JXinka — 11ie TepMiH, o BUHUK Ha Mexi 19-20 cTomiTTs i BigoOpaskae HOBHIT 00pa3 KiHKH, SKWi OyB XapaKTEepHUH TS eMOXH COIiaTbHUX 3MiH, 30KpeMa B
KOHTEKCTI eMaHcunaiii. BoHa Biapi3Hsiacs BiJ TpaguuiiHOI XKIHKHA THM, L0 IparHyJja A0 OUIbIIoi CBOOOAM, HE3AIEKHOCTI Ta PIBHONPAB 'S 3 YOIOBIKaMHU.



clothing. In formal wear, satin marked its wearers as fashionable,
and film helped popularize this notion. By the 1920s and 30s,
particularly in the United States, film had become a regular part of
many people's lives. Movie attendance was high during The Great
Depression of the 1930s, and a large population of the United
States went to the movie theatre at least once weekly. In this era,
a new story about changing attitudes about women and sexuality,
as well as attitudes about money and class, unfurled on the film
screen.

Fred Astaire and Ginger Rogers are famous for their graceful and
physically challenging dance routines. They made many popular
films in the 1930s, throughout the duration of and the recovery
from The Great Depression. Their films are recognizable not only
for their impressive dancing but for the sparkling, glittering sets
and costumes on screen. Mirrored surfaces reflect light back to the
camera, especially in elaborate, fantastical settings for dance
numbers. Satin, alongside other types of ornamentation—such as
sequined fabrics, lacquered floors, and mirrored walls-transforms
the screen into a shining surface. Materials such as cut glass,
polished chrome, mirrors, and satin work together to develop a
canvas in which the viewer's eye constantly follows light in
motion.

At this time, the act of watching light moving over women's bodies
had taken on new anxiety. Censorship laws in accordance with the
1934 Hayes Code prevented overt discussion of sex on film:
outrage over "morality” in 1920s and early 1930s films led to this
code, which was developed in part by Hollywood studies. The
code required that certain protocols were observed in order for
films to be screened in US film theaters. In the UK, the British
Board of Film Classification served a similar role. In order to get
around these strict rules, filmmakers had to figure out different
ways to express taboo topics. One of these, the restriction on
showing an unmarried couple sleeping in the same bedroom,

pokiB, ocobnuBo y Cnonyuenux lllraTax, KiHO YBIMIIIO Yy MOBCAKJIEHHE >KUTTS
OaraTbox Jrojieil. BingBigyBaHICTh KiHOTEATpIiB 3ajulIaiacs BUCOKOIO HaBITh y 4Yacu
Benukoi nmenpecii 1930-x pokiB, i 3HauHa yactuHa HaceleHHs CIIIA xomwma o
KiHOTeaTpy IIOHAWMEHIIe pa3 Ha THXKIEHb. Y Il Mepio] Ha eKpaHi po3ropranacs
HOBA ICTOPIs PO 3MiHY CTaBJIEHHS /10 JKIHOK 1 X MPUBAaOIMBOCTI, @ TAKOX 10 TpoLIEi
1 COLJaJILHUX KJIACIB.

Bnanum npuknagom Buiesraganoro € poiab @pena Acrepa i Jxunmxep Pomxkepe y
kiHemaTorpagi. OOuaBa BigOMI CBOIMH TpamiiHUMH Ta (I3HYHO CKJIQJHHUMH
TaHIIOBAJbHUMHU HOMepamu y ¢urbmax. ¥ 1930-x pokax, a came y dacu Benukoi
Jernpecii Ta HACTYIMHOI'O TEpioay BiJHOBJICHHS, BOHU CTalKd OOJHYYSAM OaraThbox
BiZloMuX (PUTBEMIB. «Ixmin CTpIYKM BMi3HABaHI HE JIUIIE 3aBISKA BPAKAIOYUM TaHIISIM,
asne i yepe3 OJUCKYYi, CAIOUI CLIEHIYHI JeKopalii 1 KOCTIOMH. J[3epKaibHi IOBEpXHi
B1I0MBAIOTH CBITJIO Ha3aJl Y KaMepy, OCOOJIMBO y JETAIBHO PO3POOICHUX HE3BUUHUX
JNEKOpallisgx i TaHIIOBAIbHUX HOMepiB. CaTWH, MOPSJ 3 IHIIUMH EJICMEHTaMH
037100JICHHSI — TaKUMH SIK TKAHWHH 3 OJIMCKITKaMH, JaKOBaHI MiJIOTH Ta JA3epKalbHI
CTIHM — IIEPETBOPIOE €KpaH Ha CYLUIbHY CsSI0Yy MOBEpXHIO. Marepiaiu, gK-OT
IPpaHOBAHE CKJIO, TIOJIPOBAHUN XPOM, J3epPKaJia Ta CATHH, TOETHYIOTHCS Ta CTBOPIOIOTH
«TIOJIOTHOY, HA SIKOMY TOTJISIT TJIsa4a TOCTIHHO CTEXHUTh 32 PYXOM CBiTjIa.

3akoHH npo ueH3ypy BianosiaHo 10 Koaekcy I'eiiza 1934 poky 3a00poHsIM B1IBEPTI
oOroBopeHHs pi3udyHOi OnM3bKOCTI y Quibmax. OOypeHHs yepe3 "MOpasbHICTB" y
¢ubmax 1920-x 1 mouarky 1930-X pokiB MPU3BEIO 10 BIIPOBAKEHHS KOJIEKCY, SIKUI
4acTKOBO OyB po3poOJieHUI caMUMH TOJUTIBYACHKUMHU cTynisMu. Koaekc BuMaras
JOTPUMAHHS TEBHUX MPOTOKOJIB Jjis Tokasy ¢uibMiB y kKiHoTeaTpax CIIA. VYV
Benukiii BpuTanii cx0xy poJib BUKOHYyBajia bputanceka pajaa 3 kinacudikarii GpiabMiB.
o0 o6ifiTu w1i cyBopi mpaBuia, KiHemaTtorpadictu Oynu 3MyIIEHI BUIraayBaTH
albTepHATUBHI CIOCOOM BUpakeHHs 3a00poHeHuX TeM. OiHa 3 TaKUX 3a00pOH - MOKa3
HEOJPY>KEHOT TapHu, sSKa CIHUTh B OJHIA KIMHATI - CIIpUsiIa BTUICHHIO KPEATHBHOTO
BUKOPHUCTAHHS MiABileHoi TkauuHu y GinbMi 1934 poky «lle cTamocs SKOCh BHOY1»,
KU PO3TIIATAEThCS y YeTBepTOMYy po3aini. CaTWH Ta iHIII €JIEeMEHTH Mi3aHCIeHU



resulted in a creative use of hanging cloth in the 1934 film It
Happened One Night, which I discuss in Chapter 4. Satin and other
elements of the mise-en-scéne also helped to communicate
unspoken desire during this era of censorship. Because the
Astaire/Rogers film plots usually center around the marriage
contract, nervousness about sex and desire often finds expression
in nonsensical narratives, comical misunderstandings, and
sparkling film sets. Lucy Fischer writes, “the Astaire/Rogers cycle
was known for its 'integration’ of narrative and production number.
This stylistic unity followed from the fact that the films were
essentially romantic comedies in which the love affair that
blossomed between the leads was articulated through
choreography. If, in the 'screwball comedy,’ witty repartée
functioned as a substitute for lovemaking, in the Astaire/Rogers
musical that role fell to dance”. We trace the characters
“blossoming” love affair through choreography as well as through
the sparkling sets and the movement of light.

setsand
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Figure 1.1 Fred Astaire and Ginger Rogers dancing in Top Hat,
1935. Courtesy Getty Images U.K.

In Astaire/Rogers films, as in other notable films of the period by
Busby Berkeley and Ernst Lubitsch, a glittering film screen,
spectacular costuming, and quick dialogue are more important
than a clear plotline. The emphasis on mise-en-scéne rather than

J0TIOMaraiy nepefaTH MpuxoBaHe OakaHHA B yMOBaX IEH3ypH. OCKUIBKH CIOKETH
¢inbpMmiB 3 ActepoMm Ta Pojxepe 3a3Budail oGepranucs HaBKOJIO HUTI00Y, TPUBOKHICTD
moa0 ¢Gi3nyHOi OIU3BKOCTI 1 O0akaHHS, 4acTO 3HAXOJAWIA BHUPAKECHHS Y O€3rIIy31Hux
iCTOpisiX, KyMEIHUX HEMOPO3yMIHHSIX 1 csouux Aekopamisx. Sk 3a3nawae Jloci
@imep, mukn ¢inmemiB 3 Opengom Acrepom Ta Dxunmkep Pomxepc OyB Bimommii
MOETHAHHSAM 1CTOPi Ta MY3MYHO-TaHIOBAJIbHUX HOMEpIB y ClokeTHiH minii. Taka
CTWJIICTUYHA €IHICTh BUILJIMBAJA 3 TOTO, 1[0 HacmpasAi GiabMu Oy, pPOMaHTHYHUMHU
KOMEJIsIMH, y SKHUX ICTOpis KOXaHH:, 10 PO3TOPTAlIMUCA MK TFOJIOBHUMHU IepOsiMH,
po3KpHBaachk yepe3 xopeorpadito. K0 B «IIaJeHUX KOMEAIsIX» JOTEMHI PeruTikKu
3aMiHIOBaJIM (P13MUHY OJIM3BKICTh, TO B MIO3HKIII 3a yuacTi Actepa ta Pomkepce st poib
nepeinua 1o taHo. Po3kBiTaroue KOXaHHS repoiB MOKHA BICIHIJIKYBaTH SIK 4epe3
xopeorpadiro, Tak i uepes cArUi IeKopallii Ta pyx cBiTia.

R_ |
3o6pascenna 1.1 ®pen Actep i Jxxunmkep Pomkepc tanmiowots y dpinbmi «Kanemaroxy,
1935 pik. Hamano Getty Images UK.

VY ¢dinemax 3 Actep ta Pompkepc, K 1 B IHIIMX BUAATHUX KIHOCTPIYKAaX aMEPUKAHCHKUX
kiHopexxucepiB bac6i bepkii Ta Epracra JltoOnuya, «6nuckyunii» KiHOeKpaH, ePeKTHI
KOCTIOMH Ta KOPOTKI JiajJord BaXKIMBIII 3a YITKY CIOXKETHY JiHIIO0. AKIEHT Ha
MI3aHCIICHAX, a HE Ha MIHOWHI IIEPCOHAXKIB UM CKIIAJTHOCTI CIOKETY, CTBOPIOE MATITPY,



depth of character or complexity of narrative creates a palette that
both stimulates the eye and flattens the screen space. Directors
create an attitude toward watching film that is not unlike watching
a beautifully draped gown-admiring, inspired, and transported. It
is significant that this sort of escapist viewing experience was
popular during this time. Many of these films were made and
shown during The Great Depression, when a quarter of the
population was unemployed. Films that presented worlds where
characters did not worry about money, and where Hollywood's
extravagant budgets could enable impressive props and luxurious
costuming, were popular forms of temporary relief for many
moviegoers.

While the glittering, moneyed world of Hollywood fiction films
likely did offer a sense of escape for film audiences at this time,
this same world also serves to heighten the intense desire for
economic security many viewers of the time must have felt.
Diverging from readings that position Astaire/Rogers films as
escapist, | see the mise-en-scéne of these movies operating as a
sort of mirror, reflecting the viewers' capitalist longing back to
them. In the Astaire/Rogers films, there is no respite from the
obsessive display of wealth and consumerism. It is as if viewers
are trapped inside the feeling of shopping for things they will
never be able to afford. The Rogers/Astaire films, unlike other
films of the period (such as Busby Berkeley musicals), are not
explicit about the political reality of their time and do not claim to
be anything other than fantasy. The films are easy to watch, and
the narratives do not require much thought. On Lubitsch, Frangois
Truffaut writes, "there is no Lubitsch plot on paper, nor does the
movie make any sense after we've seen it. Everything happens
while we are looking at the film.” This is also true for one of the
most well-known of the Rogers- Astaire musicals, Top Hat (1935).
Dale Tremont (Rogers) and Jerry Travers (Astaire) meet in

mo Qopmye sCKpaBy, ajie BOJHOYAC IUJIOCKY €KpaHHY peaibHICTh. Pexucepu
BHOYIOBYIOTh TakHil criocid meperisaay (GuTbMiB, 0 HAraaye 3aXxorIeHe MUTyBaHHS
rapHO 3aJ[panipoBaHOI0 CYKHEIO — BiH 3a4apoBYe€, HAIUXAE 1 IEPEHOCUTH Y CBIT MpIii.
[TpumiTHO, 110 caMe 1ieil BUJ ecKari3My 3100yB HOMYJISPHICTh y Toi nepioa. barato 3
nux (GuUIBMIB Oyl CTBOpEHI Ta JEeMOHCTpYBaIucs y dacu Bemukoi nempecii, Komu
YBEPTh HAcCeNIeHHs 3anummiacs 0e3 podortu. Kaprunam, mo 300paxyBaiu CBiTH, Je
repoi He JyMaJld Mpo TPOIII, a BeTru4e3Hi 0t keTH [ 0uTiBy 1y 103BOJISITH CTBOPIOBATH
Bpakaroui JIEKopallii Ta po3KilllHI KOCTIOMH, CTalIK JJis 6aratboX TiIsaadiB CriocoooM
TUMYaCcOBO BTEKTH B1Jl pEaJIbHOCTI.

Xoya OJIMCKYYH 1 3aMOXKHUH CBIT TOJUTIBYICBKUX XYJIO’KHIX (PUIbMIB, 6€3 CYMHIBY, 1
MPOTIOHYBAB IJIs1a4aM TOT'O Yacy MEeBHHUM BIIMOYHUHOK Bijl peaibHOCTI, IICH CaMHii CBIT
TaK caMO MIiJCHJIIOBAaB IaJKe Oa)XaHHS IOCIITH E€KOHOMIYHOI CTaOIBLHOCTI, SKE,
WMOBIpHO, BimuyBaja OUIBIIICT TJsSAaviB. Binxoasum Big TpakTyBaHb, SIKI
MO3UITIOHYIOTH (DiTbMU 3 AcTepoM 1 Popkepc, ik BUKIIFOYHO €CKaIiCTChKi, Mi3aHCIIEHH
y HHUX PO3TJISIAIOTBHCA K CBOEPIAHE I3EpKano, IO BiloOpa)kae KamiTadiCTHYHI
IIparHeHHs rsaaviB. Y nux QuibMax HEMae€ MEPENOYNHKY BiJl HaB S3JMBOTO MOKa3y
OaraTcTBa i CIIOXKUBAITBA — 1€ HIOW MacTKa, e Tsiadi MOCTIHHO BiIYyBalOTh cebe
MOKYMIISIMU, SIKI JKaJaloTh pedei, ki iM HIKOIHM He BracThes mpuadatu. Ha Biaminy
BiJl IHIIUX (DITEMIB TOTO MEPiOAY, TAKHX SK MIO3UKIU ba3061 bepkri, ctpiuku 3 Actepom
1 Pomxkepc He akIEHTYIOTh yBary Ha TMOJITUYHIA pPEaJbHOCTI CBOT'O 4Yacy, 1 HE
MPETEHYI0Th OYTH YMMOCH OLIBIINM, HIXK (aHTa3is. BoHM nerki ansg cupuiHATTS, a
iXHI CIO)K€TM HE BHMararTh ocobnuBHX posaymiB. @pancya Tproddo mmcas mpo
JIrob6iua: «Ha namepl Hemae croxkery JtoOivya, 1 HaBITH Mmicis Heperyisay QuibM He
3MIA€ThCS IOTTYHUM. YCe CTa€e 3p03yMUTUM JIUIIE TOJli, KOJIM MU TUBUMOCS Ha €KPaH».
Te came MOXHa cKa3aTH ¥ MpPO OJMH 13 HAWBIAOMIMIUX MIO3HMKIIB 13 Pomxepc i
Actepom — «uningp» (Top Hat, 1935). ¥V ¢inemi Jleitn Tpemont (Pomxepc) i
Jxeppi Tpasepc (Actep) 3ycTpiuatotbes B JIoH10HI, a cepist KyMeJHUX HEMOPO3yMiHb
1 My3WYHO-TaHIIOBAJbHUX HOMEpIB pyXae CIOKeT ixHboro pomany. [locTiiiHa
MPUCYTHICTh J3€pKAJIbHUX TIOBEPXOHb 1 3alepedyeHHs Oyab-sKoi 30BHIMIHBOT



London, where a series of humorous misunderstandings and
musical numbers drive the narrative of their developing romance.
The constant presence of mirrored materials and the denial of any
outside reality forces the audience into a closed world, where their
desire for escape is reflected back to them over and over.

While Top Hat does not mention the Depression directly, its focus
is consistently on money and wealthy display. In part its mise-en-
scéne works to repeatedly remind audiences they have no access
to the world on the screen. In Top Hat, light and satin help create
the world of the film as a space of capitalist longing. An early
scene uses satin to establish the sexual tension between Dale and
Jerry. We are introduced to Jerry's hotel room, which is
noteworthy for its modern décor: low horizontal lines; cut glass
decanters; an angular pattern on the parquet floor; and small bright
lights illuminating the rooms. As Jerry and Dale engage in banter,
the camera moves closer to the actors and then moves back while
Jerry dances, maintaining sparkling, light- filled compositions.
The spectator's eye is pulled around the room and back to the
actors' bodies in a way that feels smooth and constant. Catching
on objects, light moves around the screen in a manner similar to
the movement of light on the surface of satin.
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PeanbHOCTI 3MYLIYIOTh ayAUTOPII0 3aHYPUTHCS B 3aMKHEHHUH CBIT, /1€ IXHE OakaHHS
BTEUI BiI0OPaKAETHCS 3HOBY 1 3HOBY.

VY ¢dinemi «uninapy» He 3ranyioTees yacu Benukoi genpecii mpsiMo, OCHOBHOIO TEMOIO
3aMuIIaloThes Tpolr 1 JAeMoHcTpanis OaratctBa. YacTKOBO MizaHCLEHH (UIbMY
BJIAIIITOBaHI TaK, 100 Oe3mepepBHO HaraJayBaTH IJIsAadaM Mpo Te, 0 BOHU HE MaloTh
JOCTYIy JI0 CBITY, IO 300paxeHuil Ha expaHi. Y ¢uibmi « {umiHapy CBITIO Ta caTuH
CHPUSIOTH CTBOPEHHIO IPOCTOPY, SIK CHMBOJTY KaIliTaJiCTAYHUX MparHeHs. Hamowarky
KIHOKapTUHH CAaTHH BUKOPHUCTOBYIOTH MJISl IJKPECICHHS NPUXOBAHOTO Oa’kaHHS
omm3bkocti Mk Jlein 1 Jkeppi. Mu noTpamiseMo B Homep rotento Jxeppi, sikuid
BUPI3HAETHCS CYyYacCHUM JCKOPOM: HU3bKI TOPHM30HTANIBHI JIiHII, CKJIsAHI rpaduHH,
rocTpi BI3epyHKM Ha NAapKETHIM MiAI031, 1 MaJleHbKi sCKpaBi JaMIIOYKH, IO
ocBiTiO0TH npocTip. Konu xeppi Ta Jein BenyTs xapTiBiuBy Oecify, kamepa
HaOJIMKAETBCSI 10 aKTOpIB, a MOTIM BIADKIKae Hazan, Noku Jkeppl TaHITOE,
30epiraroun iCKpUCTI, HAOBHEH1 CBITIOM Kommo3uiii. Oui riasgada Oe3nepepBHO
pyXarwThes MO KiIMHATI, TUIABHO MOBEPTAIOYUCH A0 TLT akTOpiB. Jlerko BigoOpakarouu
IIPEMETH, CBITIIO PYyXA€THCS HA €KpaHI TaK, Haue MO MOBEPXHI CaTHHY.



Figure 1.2 Fred Astaire dancing in Top Hat, 1935. Courtesy Getty
Images U.K.

The central plot point of the scene is that Jerry's dancing is
disturbing Dale, who is trying to sleep in the hotel room directly
below him. Her presence is revealed when the scene cuts to her
room. The camera appears to move down to reveal a cutaway of
the hotel, but the cut is actually a very brief dissolve. The
appearance of tilting downward flattens the space of the film, an
effect that emphasizes the film's theatricality: the film identifies
itself as a fantastical construction, something which has been built.
The viewer's eye moves freely between hotel rooms, peering in as
if we are looking inside a dollhouse. The characters' trivial
problems and minor annoyances with each other contribute to the
sense that they are playing entertaining, doll-like roles for the
audience. We see Dale in her hotel suite, where the walls, bed, and
Dale herself are all draped in satin fabric.

Dale's platinum hair gleams like satin, and she pulls on a dressing
gown with long heavy satin sleeves. When Dale leaves the room
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3obpascenna 1.2 ®pen Actep tanuroe y dinsmi «uniaapy», 1935 pik. Hagano Getty
Images UK.

IlenTpanpHa CIO)KETHA TOYKA ITi€] CLIEHHU TOJISATae B TOMY, IO TaHIi J[>keppi TypOyoTh
Jleiin, sika HaMaraeThbes 3aCHYTH Y TOTEIbHOMY HOMepi npsiMo mig HuM. IlpucyTHicTh
Jleiin crae OYEeBHIHOIO, KOJIM CIIEHA MEPEeXoauTh A0 ii kiMHaTu. Kamepa, 3maerncs,
pYXaeTbCsi BHHM3, IIO0 TIOKa3aTWH 3pi3 TOTENI0, aje HacmpaBli Iie HE IUIaBHE
MEpEeMIlIeHHs, a KOPOTKUH Tepexin. [mo3is HaXmwiy KaMepu BHHU3 CILIOINIYE TPOCTIp
¢u1bMY, MIIKPECIIOIOUN HOro TeaTpali30BaHICTh. CTPIUKAa «CaMOBHUPAXKAETHCS SK
(aHTacTUYHA KOHCTPYKIiA — MIOCh, M0 CTBOpeHe mTydHo. Oui risigadya BUIBHO
MEPEeMIIIYIOThCS MK TOTSIbHHMH HOMEpaMH, 3a3Upar0dd BCEPEIUHY, HEMOB MU
CIIOCTEPIraeMo 3a MOJIiSIMH B JISTIbKOBOMY OyAMHOYKY. By ieHH1 mpoOiemu nepcoHaxiB
1 ixHi apiOHI po3apaTyBaHHs OJHWH Ha OJHOTO CTBOPIOIOTH BPa)KEHHS, IO BOHU
BUKOHYIOTh PO3Ba)KaIbHi, MaiXke JISIbKOBI poui epea risaaueM. Mu 6aunmo Jleiin y
roTeJIbHOMY HOMEpl, /€ CTiHM, JIDKKO 1 cama Jleiln 3azapamipoBaHi CAaTHHOBOIO
TKaHUHOIO.

[Toxu [leiin Hajsdrae xanaT 3 JOBIMMH CaTUHOBUMHU PYKaBaMmH, ii 30JI0T€ BOJOCCS
BinOnuckye, Haue catuH. Konmu Jleln mokumae kiMHaTy, abu TOXKATITHCS HA IIyM,
3[Ia€ThCS, Haye 11 TII0 BIOKPEMITIOETHCS B/l TKAHWHHU, sIKa BKpUBAE ii KiMHaTy. Takox,



to complain about the noise, it looks as if her body has detached
from the fabric covering her room. As we are acquainted with Dale
in her room, we crosscut to Jerry dancing and looking at himself
in an oval mirror. Both actors are presented as physically
immersed in their reflective surroundings. Their bodies, especially
Dale's, appear almost sunken into the shiny, mirrored material
around them. When they dance, it is as if they are decorative
objects that have become animated. At one point, Dale catches
Jerry dancing with a statue. This foregrounds Dale's eventual role
as Jerry's dance partner-a piece of Art Deco statuary come to life.
Art Deco is a movement associated with consumerism and
capitalist progress, and so it makes sense this is the style shown
most prominently in Top Hat. Satin embodies many of the ideals
of the Art Deco movement. Art Deco innovations spanned, among
other areas, architecture, fashion, and interior design, making
material culture central to the study of this period. An emphasis
on shine in particular made metal and lacquered surfaces an
important part of the manufacture of Art Deco objects. While the
materials of Art Deco architecture and décor-for example, the
significant use of metals and glass-have been widely researched
and examined, the role of satin in Art Deco has received little
attention. Other than Deco print designs on fabric, textiles are
usually not included in conversations about the aesthetics of this
period. Attention to the use of satin on the film screen expands our
understanding of Art Deco to include a broader range of materials
and media. As discussed, the fashions of the time appear alongside
mirrored and lacquered surfaces to create an overall shine effect
on screen. This shininess, coupled with the draping techniques
developed by Grées and Vionnet, create a dynamic canvas on which
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KOJIM MU 3HalloMUMOCS 3 TepoiHero y 11 KIMHATI, CLIEHa 3a JOIIOMOTIOI0 MEPEXPECHOTO
MOHTaXy mnepexoauia 1o Jlxeppi, sIKUil TaHIIOE 1 AUBUTHCA Ha ceOe B OBAJIbHOMY
asepkani. O6uuBa akropu 300paxkeHi, sK (i3HYHO 3aHYPCHI B CEPEJOBUILE, LIO
CHIOHyKa€ JI0 po3ayMiB. IxHi Tina, oco6nuso Jleiln, 3mar0Thes Maiike 3aHYPEHUMH Yy
CBITJIi, BiIOMTOMY BiJl HAaBKOJMIIHIX MaTepiamiB. Kojaum BOHM TaHIIOIOTH, BUHUKAE
Bpa)keHHs, HIOM BOHHU JEKOpPAaTUBHI 00'eKkTH, 10 OXuiau. B omnomy emizomi Jleiin
3actae J[xeppi 3a Tanmem 3i craryero. lle migkpeciaroe MaitOyTHIO ponb Jleitn sk
napTHepku J[>eppi 1o TaHII0 — CTaTyi B CTUJII ap-/1€KO, 10 OXKHUIIA.

Ap-Iex0 — 1€ pyX, SKHH acCOIIIOETHCS 31 CIMOXUBALTBOM 1 KamiTaTICTHYHUM
IporpecoM, TOMy He JIUBHO, L0 caMe IIel CTHIb € HailsickpaBilie 300pakeHUM y
bineMmi «uniaap». CaTuH BTUTIOE YUMAJIO 1/1ealliB CTUIIIO ap-/IeKo. [HHoBaIlii ap-aexo
OXOIUTIOBAJIM, CEPE]l HIIIOTO, apXITEKTYpPy, MOy Ta IHTEP'€pHHUI TU3aiH, 110 POOUIIO0
MaTepiallbHy KyJIbTYPY HEHTPAIBHOIO TEMOIO JOCIIHKEHHS [[LOTO Mepioy. AKIEHT Ha
ONMUCKY pETEIbHO CTBOPEHUX METAJIEBUX 1 JIAKOBAHUX IIOBEPXOHb € KIIOYOBUM
€JIEMEHTOM BHIOTOBJICHHS OO’€KTIB y LIbOMY CTHUJII. XOuYa MaTepiaid ap-AeKo B
apXiTEeKTypi Ta JEKOpi — 30KpeMa IIMPOKEe BHKOPUCTAHHS METaliB 1 ckia — OyiIu
I'PYHTOBHO JOCIIDKEHI, POJIb CATHUHY B HbOMY 3QJIMIIIIACH MalkKe HEOCBITIEHOIO.
OxpiM JEKOpPOBAHMX BI3E€PYHKIB Ha TKaHMHAX Yy CTWJIl ap-A€KO, TEKCTWIb 3a3BUYall
3aJMIIAETBCS 11032 YBaro B OOrOBOpEHHI €THKHM IIBOTO IMepiogy. YBara Ha
BUKODUCTaHHI CaTHHY Ha KIHOGKpaHax pO3IIMPIOE Halle PO3yMIHHS ap-AeKo,
JO3BOJISIIOUM  BKJIIOYMTH HIMPUIMKA CIEKTp MatepianiB Ta wmenia. Sk yxke
00roBOPIOBANIOCS, MOJIa TOTO Yacy 3 SBUJIACS PAa30oM i3 A3epKaJbHIUMHU Ta JAKOBAHUMHU
MOBEPXHSAMH, 100 CTBOPUTH MOCTIHHUI edexT Onucky Ha expaHi. Lleit Omuck y
MOE€THAHHI 3 TEXHIKOIO JApalipyBaHHS, po3pobiieHoro I'pecom 1 Bionne, cTBOproe
JUHAMIYHE MOJIOTHO, Ha SIKOMY MOKHA rpaTucs 31 cBiTiIoM. [IpHCYTHICTh caTHHY Ha
KIHOEKpaHaX PO3IIMPIE €CTETHKY ap-IeKO 3a MEXI apXiTeKTypu Ta iHTep €pHOro
JU3aifHY, HAJAI0UH 171eIM ITPOrpecy i CydacHOCTI TOJI0C Ta PyX.



to manipulate light. The presence of satin on the film screen
extends the Art Deco aesthetic beyond architectural and interior
details, giving voice and movement to ideas about progress and
modernity. Specifically, women's bodies, often present as static in
Art Deco décor, are brought to life when draped with satin on Art
Deco-themed film sets. Fischer explains Art Deco's "fixation on
the figure of the woman" as expressing the "ambivalence" society
felt about the New Woman. The "New Woman" usually refers to
a post-First World War rejection of the Victorian puritanical view
of women, a view also reflected in Art Deco styling, which
stripped interiors of Victorian clutter and excessive decoration. In
the relatively new medium of film, the New Woman embodies Art
Deco's celebration of speed, athleticism, and the potential for
transformation in the modern age.

It is important to note that the ideal future, as envisioned by Art
Deco, is restricted to white women. On film, white satin gowns
not only provide visual interest but also reinforce the whiteness of
the (usually white) celebrities wearing them. Art Deco design was
notorious for its embrace by fascists and Nazis, and its classical
references are punctuated with images that reflect the Orientalist
and Primitivist trends of the period.

While satin fabric is not as ideologically charged as other elements
of Art Deco material culture, there are examples of the use of black
satin as code for "bad" women. For example, in the 1935 film
Roberta (dir. William A. Seiter), another Astaire/Rogers film, the
plot revolves around a black satin dress made by Roberta, a
fashion designer. The female characters use the dress, initially
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3okpema, KIHOUMI 00pa3 y CTUIIl ap-/IeKO Ha €KpaHi YaCTO BUPAKEHUHN Y CTATUIHUX
€JIeMEHTax JEKOpY, TOKPUTOMY CAaTUHOBOIO TKAHUWHOIO, Ta B 0/131. AMEpPUKaHCHKHM
nocnigHuK Dimep onucye TepMiH «ap-IeKoy, SK: «yBara Ha )KiHouoMy o0pasiy, 10 B
CBOIO Uepry JEMOHCTPYE «JIBO3HAYHICTE» MTyMKHU cycminbeTBa nmpo HoBy XKiHky Toro
gacy. Y 4yacu micas Ilepmoi cBiTOBOi BINHH, KOJIM B CYCHUIBCTBI IaHyBalH
Biktopianceko-TypuTaHchKi morsiaus, 0opa3 Hosoi XKiHku miggaBaBcst HENPUI3HOMY
CTaBJICHHIO Ta 4acTo OyB BiOOpa)KeHHH y CTWIi ap-IeKo, 3 SKUM 1HTep epu Oyiu
11030aBJIeH]1 BIKTOpIaHCBKOro Oe3naday Ta HaAMIPHOI JAEKOpPAaTHUBHOCTI. Takox, y
B1IHOCHO HOBIH cdepi kiHo «Hosa JXinka» yocoOutoe nIparHeHHs CTHIIIO ap-AEKO 10
LIBUAKOCTI, aTJIETUYHOCTI Ta MOKJIMBOCTI MIJUIAIITOBYBATUCH /10 CyYaCHHUX peaiil.

BaxxnuBo migkpecnauTu Te, MO «MailOyTHE Mpii» Kpi3b MPU3MY CTHIIO ap-IAeKO
BOauaeThCsl camMe JKIHKAMHU €BPOMEHCHKOTO TOXOKEHHS (OUTMMHU >KiHKaMu). Y
¢inpbmax Oini caTWHOBI CYKHI HE JIHMINE TMPUBEPTAIOTh Bi3yalbHUN iHTEpec, ane i
MiJKPECIIOI0Th OUTH3HY MIKIpH aKTOPOK (MEepeBa)KHO OiTMX 3a KOJIBOPOM MIKIpH)
3HAMEHUTOCTEH, sKi ix Basrarote. CTWIb ap-lIeKo, SK BIIOMO, LIHYBaBCA
NpUXWIbHUKAMU (pamm3mMy Ta HalK3My, a KJIacCH4YHi 3rajJkl Ipo 1€ MiJTBEep/HKEHI
¢doTo noKazaMM, Ha SIKUX 300pakKeHHH CTHJIb OpIEHTANII3MY Ta MPUMITUBI3MY TOTO
nepiony.

Xo4a caTMHOBA TKaHHMHA HE HECE TaKOI'O 1J€OJIOTIYHOIO 3MICTY, AK 1HIIl €JIEeMEHTH
MartepiajgbHOl KYyJbTYpPU ap-IeKo, ICHYIOTh NPUKIAAH, 1€ YOPHUU CaTHH CIyTye
CUMBOJIOM 00pa3y «daTanbHoi» xiHKU. Hanpukian, y ¢puismi «Pobepta», 1935 poky,
(pex. Yinesaum Caiitep), y TOJIOBHUX poJisix sikoro @pen Actep ta [Jxunmxep Pomxkepc,
OCHOBHOIO TEMOIO iCTOpii € YopHa CAaTHHOBA CYKHI, Ky Moumia (eurH-au3aiHep
PoGepra. AkTOopku BOpaHi y CTpUMaHi CYKHI, a/)keé BOHHU 3MararOThCs 3a yBary

3 BikTopiaHChKO-TTypUTaHCHKI TIOTIISAN - CITOCIO JKHUTTS, JJIsl IKOTO XapaKTepHi KpaiHs CTPOTiCTh BJay, ITHOTIUBICTD 1 aCKETUYHE 0OMEXKEHHS MOTped, 00aYHICTh 1
OII[A UTHBICTh, PAIIbOBUTICTH 1 HIIECTIPSIMOBAHICTh; HAITPUKIIA, ITPAIIKY BBKATHCS MAPHUMH, a JITH 3MAIIKy JOTIOMAarajy J0pociauM y poooTi. CTis, mo yBiOpas
y cebe Bce HalKpariie, 110 MpUTaMaHHe aHTIINIIM: KOHCePBATH3M, BUIITYKAHICTh, CTPOTICTh, YPOUHUCTICTh, HEHMOBIPHY €IIETaHTHICTb.



discarded for being too revealing, as they compete for the
attentions of desirable bachelor John. The black satin marks its
wearer as unmarriageable and therefore determines whom John
will ultimately choose as his love interest. In Pandora's Box (dir.
G.W. Pabst, 1929), the femme fatale Lulu at first wears white satin
as she seduces and then marries her wealthy lover; when she
appears on trial for his murder, she wears black satin. While many
of the films of this period are noteworthy for their absence of any
discussion or representation of racial diversity, the association of
"blackness™ with danger and threat reflects the unspoken racist
attitude present in the worlds of these films.

Figure 1.3 Louise Brooks as Lulu, wearing white satin on the set
of Pandora's Box, 1929. Courtesy Getty Images U.K.

Pandora's Box does not confront the issue of skin color, but it does
make intriguing visual connections between satin and skin. At the
beginning of the film, we see Lulu through her lover Schon's eyes:
lying back on a bed, her neck and décolletage are lit at an angle so
her skin appears as satiny as the sheen on the fabric of her dress.
The painting hanging above her features a harlequin dancer
wearing a shiny white satin suit, enhancing the appeal of Lulu's

* Femme fatale — (¢p.) paranbha sxinka
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oMpissHOTO XxoJjoctska J>kona. YopHuil Komip caTtuHy BiA3Hadyae «BOpaHy», fK
HE3aMDKHIO Ta HEHapOKOM BKa3ye Ha Ty, Koro J[>koH ckopiml 3a Bce Mae obpatu. Y
HiMoMy ¢utbMi «Suwk [langopu» (pex. I'eopr Binmbrensm Ilader, 1929), femme
fatale* JIyny criepiny ogsirHeHa y caTuH O110T0 KOJIBOPY, OCKIIBKH 3Ba0JIIO€ YOJIOBIKIB,
a 3roJJOM BHUXOJHUTHh 3aMiK 332 3aMOXXHOTO YOJIOBIKa; 1 KOJW BOHA 3’SIBIISIETHCS Ha
CyJIOBOMY PO3IJIsi/Ii CIIPAaBH PO HOro BOMBCTBO, MU 0a4NMO, III0 KOJIIp CYKHI - YOPHUH.
binpuricts  QinpMiB  IIbOTO MEpiONy BiA3HAYAIOTHCS BIACYTHICTIO  OyAb-SKHUX
00roBOpeHb UM NPEJICTABICHb PACOBOi  PI3HOMAHITHOCTI, aje  acorialis

«TEMHOIIKIpUX» 3 HEOE3MEKOI0 Ta 3arp030l0 BCE K TaKH B1100Opa)ka€ HEBUCIIOBIICHE
PacUCTChKE CTaBJICHHS.

3o6paxcennsn 1.3 Jlyiza bpykc B poui Jlyny, BAasrHeHa y caTHH OUIOrO KOlbOpy Ha
3HIMaTbHOMY MakgaHunky (inemy «SAmmk [Manmopu», 1929 poky. Hamano Getty
Images U.K.

Y oinemi «Ammk [Tanmopu» HeE mopyliyeTbess npobjieMa KOJAbOpy IIKIpH, ae
BOJIHOYAC MPUCYTHICTb IHTPUTYIOUUX Bi3yaJIbHHUX 3aB’sI3KiB MK CATUHOM Ta KOJIOPOM
uikipu aae npo cede 3Hatu. Ha mouatky ¢guieMy mu 6aunmo Jlyny ounma ii koxaHus
[llena, ne BOHA HEBUMYIICHO JICKUTh HA JIDKKY, 1l U Ta JEKOJIBTE OCBITIICHI IiJl
KyTOM CBITJIa, TOXK 11 IIKipa BUTJISAAE TyKe TIAJKOI0 Ta OJIMCKYUOI0, K 1 TKaHWHA 11
cykHi. Ha xapTuHi BuIe 300pakeHnii TaHI[IBHUK-aplieKiH, BOpaHUil y sckpaBo Oinuit



skin as she tells the engaged-to-be-married Schon that he will have
to Kill her to get rid of her. Lulu's body serves as an object of
exchange several times in the film's narrative, as she is traded for
money or sexual currency. Her body is bought and sold, and she
never seems to be in complete possession of it. Over the course of
the film, Lulu is portrayed repeatedly destroying the lives of those
around her (in this way she is similar to the femme fatale character
in A Fool There Was, which I discuss in Chapter 3). At the same
time, her numerous seductions and manipulations of others do not
bring her any power or influence.

Figure 1.4 Louise Brooks as Lulu. Credit: Pandora's Box (dir.
G.W. Pabst, 1929), Praesens Film AG.

Figure 1.5 Louise Books as Lulu, confronting Schon (Fritz
Kortner), 1929. Courtesy Getty Images U.K.
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CATUHOBUN KOCTIOM, MiJKPECIIOYH MPUBAOIUBICTh csat04doi mKipu Jlymy, y Toit yac
SIK BOHa TOBOpUTH 3apyueHoMmy llleny, 1o oMy noBeaeTbcs BOUTH i, 1 IMIIE TaK BiH
3moxxe i moz6aBuTuck. Tino Jlymy aexinbka pasis ciyrye «PO3MIHHOIO MOHETOKO» Y
cIokKeTi (PibMy, OCKIBKH i1 «0OMiHIOIOTEY Ha rpomri abo (Gisuuny npusabuBicTs. Ii
TIJIO MOKHA KyIHUTH Ta MPOAATH 1, 3JA€THCS, 10 BOHA cama HIKOJH 10 KiHIS HUM He
BoJiofie. YpoaoBx ¢insmy Jlyiry 4acTo mokasyrTh B POJIi «PYyHHIBHUIID KHUTTS THX,
XTO 3HAXOJUTh y 1i KOJI CIUJIKyBaHHS (CX0ke Ha 00pa3 repoiHi-(haTanbHOI )KIHKH Yy
¢bineMi «KuB-O0yB nypeHb», PO KUK po3NOBiAaeTbes y 3 po3aini). PazoM 3 Tum mu
06aunMo, 1110 ii YMCJIEHH] CIOKYCH Ta MaHINMyJALIi 1HIIMMHU, HACIpaB/l HE HAJalOTh
repOiHi BJIay Ta BIUIMBOBICTb.

3obpascenns 1.4 Jlyiza bpyxkc B poni Jlyny. Jxepeno: «Amuk [Tangopu» (pex. ['eopr
Bingsreasm IMabcer, 1929), kinoctyais Praesens Film AG.

3obpascenns 1.5 Jlyiza bpykc B pouni JIyny, cunute HaBnpotu [llena (®ping KopTrep),
1929. Hanano Getty Images U.K.



Pandora's Box emerges from Weimar Germany, not, like the
Astaire-Rogers films, from Hollywood, and the cultural and
political contexts around sexuality are different. The Weimar
period in cinema history refers to the interwar years in Germany,
when financial anxieties and artistic and sexual experimentation
resulted in innovative and influential film productions. Mary Ann
Doane writes of “the tendency of Weimar society in general to test
continually the limits of sexuality in relation to legal (or moral)
jurisdiction.” In Pandora's Box Lulu constantly moves against and
away from the moralizing of her social circles, alternating between
positions of power and vulnerability. Despite speaking from an
environment more open to discussion of sexual difference,
contemporary critics of Pabst dismissed his "obsession with
surfaces and atmosphere" and "the decorative."

Lulu's status as a "New Woman™ and flapper (in other words, a
woman who embraces changing ideas about sex and power in the
1920s) does not give her lasting control or influence in her society.
Instead, she is continually "traded" among powerful men. As the
figure of the woman in Art Deco is lifted up as the symbol of
modernity and forward movement, at the same time she is reduced
to a form of currency. In the United States, the link between
surface and sexuality is portrayed more directly in pre-Hayes Code
Hollywood. The qualities of satin fabric highlight issues of sexual
subversion and power in films made before the establishment of
the code. Mick LaSalle says, "the best era for women's pictures
was the pre-Code era, the five years between the point that talkies
became widely accepted in 1929 through July 1934, when the
dread and draconian Production Code became the law of
Hollywoodland. Before the Code, women on screen took lovers,
had babies out of wedlock, got rid of cheating husbands, enjoyed
their sexuality, held down professional positions without
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«Smuk [Mangopu» 3HiManu y micti Beiimap, Himeuuuna, a ¢inemu 3 Acrtep Ta
Pomxepc - y TlomnmiByni, TOX KyJbTYpHI Ta MOJITHYHI KOHTEKCTH BHpaXEHHS
CEKCyaJIbHOT 1IGHTUYHOCTI € a0CONIOTHO pi3HUMH. Beiimapchkuii mepiox B icTopil
KiHemarorpada OXOIUTIOE MIXBOEHHI POKH, KOJMU (DiHAHCOBI CKPYTHOIl i TBOPYO-
€pOTUYHI  EKCIEPUMEHTH TMpHU3BEIM J0  IHHOBAIIMHOTO Ta  BU3HAYHOIO
KiHOBUpOOHuUITBA. ABTOpKa Mepi Enn JloaH y cBOIX KHHrax MmuIle Ipo: «CXHIbHICTh
BEMMapChKOTro CYCHiIbCTBA IMOCTIHHO BUIPOOOBYBAaTH OOMEXKEHHS TEMHU CTaTEeBOL
MOBEAIHKH pa3oM 3 MpaBOBUMHU ab0 MopaibHUMH HOopMamu. Y «Smuky [lanmopu»
Jlyiy mocTiiHO NPOTUCTOITh MOPAJIbHUM IIPUHIMIIAM CBOTO COLIAIBHOTO OTOYEHHS 1
BIIJIAJISIETHCS B1J] HHOTO, YEPTYIOUM MIXK MO3UIISIMU BJIaj iy Ta BpaznusocTi. [lompu Te,
mio I'. [aGcT (pekucep) mpairoBaB y CiCIUIBCTBI, OLIBII BIAKPUTOMY 0 OOTOBOPEHHS
CTaTEeBHUX BiIMIHHOCTEH, Cy4acHiI KPUTUKU 3HEBAXKAIOTh «OACPKHUMICTH MOBEPXHIMU
Ta aTMOC(Eeporoy» 1 «JIeKopaTUBHICTLY» [labcTa.

O6pa3 Jlyny sk «Hooi XKinku» Ta duennepku (iHIIMMUA CIOBAaMH KIHKH, KOTpa
npuiimMae HOBI ysBIeHHS Ta Biaay y 1920-x pokax) He Ja€ ill TPUBAIOro KOHTPOJIIO Y1
BIUIMBY Ha i1 KOJIO CHUIKYBaHHS. 3aMICTh L[bOTO, BOHA MOCTIHHO «IIPOJAETHCA» CEPe
BIUTMBOBUX YOJIOBIKiB. Xoua 00pa3 XiHKM (TOJIOBHOI TepoiHi ¢iibMy) B Tepion
PO3KBITY ap-/€KO MiTHOCUTHCS SIK CUMBOJI Cy4acCHOCTI Ta pyXy yIepea, y Toi caMHuid
gac 3BOJIUTHCA 10 «popmu Bamoth». Y Cnomyuenux Illratax, a came ommiByni,
3B'SI30K MDXK 30BHIITHICTIO Ta 3BA0JIMBICTIO OUIBII BiTKPUTO 300paxyBaBcs 10 Komekcy
[eit3a®. Tak camo, 710 BCTAHOBICHHS KOJAEKCY, 3 SKOCTI CATHHOBOT TKAHUHH MOXKHA
OyJs10 3p0OUTH BUCHOBOK PO BIUIUB MPOOJIEM MIJPUBY CEKCYAIbHUX HOPM Ta BIaAH y
¢ibmMax TOro yacy. AmepukaHcbkuil KiHOKpuTMK Mik Jla Canb roBoputs, IO
HaWKpaIow €noxow, KOJH BiA3HAYWIUCh GUIBMU IS KIHOK, OyB mepiox 10
BcraHoBlieHHs Kopekcy I'eiiza - 5 pokiB mMik 1929 pokom, KOJW TOK-IIOY CTalu
IIUPOKO PO3MOBCIOKCHUMH, Ta JUIHeM 1934, xonu 6e3xanpHuii Kogekce ['eliza cta
3akoHoM [ommiBymienay (crapa Ha3Ba ['osutiByay). [lo #oro mpudHSATTS KIHKH Ha
€KpaHi MOIJIM MaTu KOXaHI[IB, HApOJKyBaTHU IITeH Mo3a LUIF0OOM, pO3ydyaTHCs 3
HEBIDHUMHU YOJIOBIKAMH, HACOJOJKYBATUCS CBOEK CEKCyalbHICTIO, 3aiiManu

® Konexc I'eii3a - eTnunumii koaekc BUpoOHUITBA (inbMiB y [onmiByi, npuitaaTuii 1930 poky Acoliariero BUPOOHHKIB i MPOKATHHKIB (inbMiB (HUHI AMepHKaHCHKa
acoujarisi KiHokoMnadiit), i 1934 poxy HeodiliifHUM YMHHUM HALllOHAJIBHUM CTaHAApTOM MOpPAJIbHOI IIeH3ypH KiHemaTorpadga CILIA.



apologizing for their self-sufficiency, and in general acted the way
many of us think women acted only after 1968.

I would argue that pre-Code films are not entirely liberating-in fact
many of them present a mixed message about women. In the pre-
Code Dancing Lady (1933), the modern woman is figured as a
type of coinage while also displaying agency and ambition. Joan
Crawford plays Janie Barlow, a dancer who wants to get out of
burlesque work and into dancing on the Broadway stage. Janie
spends much of the film alternating between two high-powered
men who exercise their control while expressing a confusing mix
of love and disdain for Janie. The shining satin fabric so prevalent
in the fashions of this time reinforces the sense that women are
powerful primarily in their role as objects of exchange. Tracing
the use of fabric in Janie's costuming shows how satin in particular
communicates Janie's transition from economic desperation into
financial stability. Always at stake in the narrative is the role
Janie's body—Dboth as a dancer and as a potential lover—will play
in determining whether she succeeds. The shininess of her
costuming throughout reinforces the idea that her body operates as
a kind of currency.

At the start of the film Janie is arrested for lewd dancing at a strip
club and is bailed out by a wealthy suitor who was slumming at
the club. Her suitor, Tod Newton, gives her fifty dollars and advice
on how to change her dress and language to appear less working
class. In the apartment she shares with another burlesque dancer,
we see Janie struggling with whether she should follow Tod
uptown and seek societal approval for her dancing. She confesses
her true ambitions to her skeptical roommate: Janie wants to be a
legitimate dancer. Janie says she is through with burlesque and
wants to go uptown, where dancing is considered "art." We see her
ambition and, although she is insulted by Tod's attempts to change
and control her, Janie decides to pursue dancing opportunities
uptown.
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npodeciiiHi mocaay, He BUIPABIOBYIOUYUCH 32 CBOK CaMOJIOCTATHICTh, Ta B LIJIOMY
MMOBOJIWIIMCH TaK, K 33 JYMKOIO 0aratbox, >KIHKHA MOBOIMIHMCH JinIie Ticis 1968.
MoskHa 3anepedntu Toi ¢akrt, mo y ¢inbmax ao-KomekcHoro mepiogy He 30BCIM
JIEMOHCTPY€EThCSI HE3ANIeKHICTh — HaBIAKW, B 0araThbOX TMPE3CHTYIOTh 3MillIaHe
ysIBIIGHHS TIpo KiHOK. Jlo mpukmnany, y ¢inemi no-KogexcHoro nepiony «TanHmroroua
Jlemi» (1933 poky), cydyacHa *iHka 300pa’keHa B 00pa3i po3MiHHOI MOHETH, MTOTIPH i
caMocTiiiHicTh Ta amOiTHICTh. J>koan Kpoydopn rtpae pons JIxeni bapioy,
TaHIIBHUIl, KOTPAa X04€ BUPBATHCH 3 «IAPOJIMHOI» POOOTH Ta BHCTYIATH Ha CIIEHI
bpoasero. bunbiry uyactunHy ¢uibMy JlkeHI Bara€eTbcsi MK JBOMa BIUIMBOBHMHM
YOJIOBIKAMH, $IKI MPOSBIAIOTH KOHTPOJb 1 BOJHOYAC BHpaXarTh JUBHYBaTe
IOo€THAaHHS JI000B1 Ta 3HEBaru A0 Hel. biauckyda caTuHOBa TKaHMHA OyJja HACTUIBKU
HOLIMPEHOI0 B MO/l TOTO Yacy, 10 cTaja BU3HAYAJILHOK PUCOIO, sIKa MiAKpecioBaia
o0Opa3 KiHKM — Hacammepe] BIUIMBOBOI MOCTaTi, ajie¢ BOJHOYAC JHUIIE PO3MIHHOI
MoHeTu. CaTvH y KocTroMax JIkeHi BigoOpaxae ii IUIIx BiJl EKOHOMIYHOT O€3BUXO0 11
10 (piHaHCOBOI CTAOLIBLHOCTI. Y CIOKETI MOCTIIHO MOPYIIY€ETHCS MUTAHHSA PO TE, AKY
poub BifirpaBaTuMe TUTO J[PKeHI — SIK TaHIIBHUII Ta MOTEHUIHHOI KOXaHKH — Yy ii
HUIAXy 70 ycnixy. binck i1 KocTIoMiB Harosourye Ha TomMy, 1o i T10 QyHKIIOHYE SIK
CBOEpIIHA BATIOTA.

Ha nmouatky ¢inpmy J’keH1 3aapenIToBy0Th 3a HEPUCTOWHI TaHIll B CTPUI-KIY0i, a
3roJIoM i psATye OaraTil 3aUIUIBHUK, SIKHH PO3Ba)KaBCA B TOMY K 3akiaji. [Hmmi
sanmisuibHUK, Ton HeioToH, mae it 50 monapiB i paauTh 3MiHUTH BOpaHHS Ta MOBY,
1100 BUIVISIATH MEHII SIK NTpeACcTaBHULSI poOiTHHYOro Kiacy. Kagpu y kBapTupi, siky
repoiHs 3HIMAE 3 1HIIOIO Kabape-TaHIIBHUIICIO, TTOKA3YIOTh, SIK BOHA BAra€ThCs, UM 11
CJ11 OTXaTH B eITHHUM paiioH 3 Togom, fe TaHIll BBaKarOTh MUCTETBOM. Tox, [[xeH1
313HAETBHCS CYCIAI Yy CBOIX HaMipax OyTHM 3aKOHHOK TaHIIBHHIICID. Mu Oaunmo ii
aMOITHICTB, Ta rmorpu 3ueBary Toja i fioro cripoOu 3MiH Ta KOHTPOJIIO, JI)KeHi BUpIlITy€e
IITH 32 CBOEI MPI€L0.

Cuena 3 pinbmy*



After shutting off the lights, Janie undresses in front of the
window. Outside, a neon light flashes on and off. The presence of
flickering neon outside their apartment, likely in an undesirable
downtown New York City location, underlines their marginalized
economic status. The repeated flashing light also echoes Janie's
persistent distaste for her working-class life and her anxious desire
to get out. As this is a pre-Code film, the on-and-off motion of the
light also provides a peek-a-boo look at Janie's body as she
undresses.

First, the outline of her satin-clad body is highlighted as she leans
into the window. After this, we see her silhouette, the neon light
behind her, at the center of the screen. Interestingly, this occurs at
the moment of Janie's strongest assertion of ambition and
willpower. As we look at the outline of her body, she voices her
determination to create legitimacy and independence for herself.
The fact that this legitimacy is linked to an already-established
financial dependency between herself and Tod shows us that she
has been caught in an exchange relationship and must spend the
rest of the film attempting to sort this out. The pointed focus on
her body demonstrates that it is her body which is at stake here
and which will be at the center of this exchange, both in her dance
career and in her role as object of sexual desire.

Immediately after this scene we are subject to a barrage of images,
sounds, and editing techniques such as a whip pan and a fast
tracking shot, intended to convey the speed with which Janie is
traveling uptown. We are first in the subway, racing past signs
marking different stops, and then find ourselves immediately at
the stage door. This sequence makes a parallel between Janie's
determination and modern transportation and photographic
technologies. The linking of transportation with speed and modern
life is found through films of the period; an important example is
the pre-Code Flying Down to Rio (dir. Thornton Freeland, 1933),
another Astaire-Rogers vehicle. This musical romance celebrates
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JI>)keH1 BUMHKA€E CBITJIO Ta PO3AsAraeThes nepeja BikHOM. Jlech Ha Bynuli MU 0a4uMO
MepeXTINBE HEOHOBE CBITIIO. HasBHICTH MEpPEXTIIMBOIO HEOHOBOT'O CBITJIa HA BYJIUII],
Ak BiporimHo OyBae y HeGaxanomy cepeamicti Hpro-Hopky, miakpeciioe
HEJI0OI[IHEHNI eKOHOMIUHUH cTaTyc repoini. [loBTOpHI cnianaxu cBiT/ia BiUTyHIOIOThH
MOCTIHY Bifpa3y JkeiH A0 ii ®KUTTs, K poO0YOro Kiacy Ta HEBUMOBHOTO OaKaHHS
no30ytucs ioro. Ockinbku 1e ¢inbM g0-KoaecHoro yacy, HecTaOuIbHUIN pyX CBiTiIa
JI03BOJISIE HAM B MIXKMYPKH 1M0OAYNUTH OrojieHe Tino J[xeHi.

Briepiiie Ham MOKa3yrTh CUITYeT OASTHEHOT Yy CaTHH JIBYUHU, KOJIM BOHA CITUPAETHCS
Ha BIKHO. 3rofoM 3a ii TUIOM BHIHIETHCI HEOHOBE CBITIO. LlikaBo, IO CBITIO
3 SBJISIETbCS Yy KaJApi Jivie Kou JIKeiH 3asBiis€e Mpo CBOK aMOITHICTh Ta CHUJTY BOJI.
JuBnsuuch Ha ii Ti70, YITKO MPOCTEKYETHCS PIIIYUiCTh T€POiHI CTaTH MPABOMIPHO
He3aynexxHoro. Te, o ii JeriTMMHICTh TOB’s13aHa 3 PiHAHCOBOIO 3aeKHICTIO Bij Toxa,
MOKa3y€e Ham, IO BOHA MOTpANmia y MacTKy «PO3MIHHUX BIJHOCHH» Ta TIOBHHHA
npotaroM ¢GuibMy 3 UM po3ibpatucs. 3ocepekeHicTh Ha TUll J[KeH1 1eMOHCTpYy€E
3arpo3y OyTH LIEHTpOM OOMIHY HE JIMIIE 3apaau Kap'e€pu, aje ¥ y poii 00 €KTy
CEKCYaJIbHOTO OaXkaHHSI.

Onpa3y micis 1i€l CIIEHN HAac OXOIUTIOE MOTIK KapiB, 3BYKIB Ta TEXHIK MOHTAXY, TAKUX
SK IaHOpaMyBaHHs (TUI 0OepTaHHS KaMepHu) Ta LIBHJKE BIJCTEXKEHHs KaJpiB, aOu
[I0Ka3aTu IWBUAKICTh, 3 sKOK JlxeHl 30upaerbcs mnepeixmxkatd. Crodatky MH
3HaXOJUMOCh Y METPO, O1KYUYH MOB3 3HAKH, IO MMO3HAYAIOTh PI3HI 3yMUHKHU, 1 MOTIM
parnToBO ONMUHIEMOCH 011 CITy»)KO0BOTO BX0ay. Taka mOCIIiIOBHICTh CLICH MapaieibHO
BKazye Ha pimrydicte JKeHi, CcydyacHICTh TEXHIKM NepexojiB Ta (ororpadivni
TEeXHOJOril. 3B'S30K MK MIBUAKHUM TEPEMIIICHHSIM Ta CY4YaCHUM O KUTTAM
MPOCTEXKYEThC Y (iTbMax TOro Hacy; Ba)JIMBUMH NpHUKiIanamMu a0-KomexcHoro
nepiony takox € (M «Ilomit no Pio» (pex. Toputon ®pinang, 1933) ta iHmn
¢inbmMu 3a yuyacTio Actepa Ta Pomxkepc. Y 1poMy My3HMUYHOMY pPOMAHCi Mepiii
aBiamepeBe3eHHs BiJJ3HAYAIOTHCS TaK, Ha4Ye 1€ BEPIIMHA JOCATHEHHS CYy4acHOCTI, IO



air travel as the pinnacle of modernity, displaying unusual Art
Deco-styled wipes and split screen effects to transition between
scenes, as well as a finale number featuring gravity-defying

dancers performing on airplane wings.
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Figure 1.6 Promotional poster for Flying Down to Rio (dir.
Thornton Freeland, 1933), featuring dancers on a moving airplane.
Courtesy Getty Images U.K.

We follow Janie's rise to success and the narrative eventually
culminates in a production number that celebrates Janie as a
transformed modern woman. In the "Rhythm of the Day" finale,
the story turns on the visual transition of the stage from an “old-
fashioned,” slow-moving group of people in a Baroque setting to
a new, modern Art Deco world. Film editors insert a vertical split
at the center of the stage to show aesthetic, technological, and
cultural transformation. As actors move from one side of the
screen to the other, the costume, props, and background design
undergo a dramatic change. Horse-drawn carriages are turned into
cars, and speed and jazzy music become an essential part of the
environment. Janie emerges from the car in a satin gown,
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MIJKPIIUIEHa HE3BUYHUMM cHelepekTaMu NepexoAiB MIDK CLEeHaMHu, SK OT:
«BUTICHEHHSI HITOPKOIO» Ta «pPO3ILEIUICHHS eKpaHy» (U1 BimoOpa)KeHHS ABOX
300pakeHsb), 1 Ha 10/1avy TAHI[IBHUKH, 10 KUAAIOTH BUKIUK TpaBiTallii, TAHIIOIOYN HA
Kpujax JiTaka.

DOLORES
DEL RIO

GENE RAYMOND
GINGER ROGERS
RED R

3o6pascenns 1.6 Pexnamuuii moctep ginbmy «Ilomit go Pio» (pex. TopuTon @pinann,
1933), 3a yuyacTi TaHIIIBHUKIB Ha JiTaKy, 1m0 B3iiTae. Hamano Getty Images U.K.

3a IoCsArHEeHHAM ycmixy JIKeHi MU crocTepiraeMo axk 10 MOMEHTY KyJbMIHALil y
MY3HUYHO-TaHIIOBAJIbLHOMY HOMEDI, A€ B1JI3HAYA€ThCs NEPEBTUICHHA JI)KeH1 y CydacHy
KiHKy. Y ¢inani ¢inbmy «PutMm JHs» Cro)KeTHA JIiHIS 3MIHIOETHCS Yyepe3 Bi3yaIbHUI
nepexia, Ae rpymna jgoAel HNOBUIBHO pyXaeTbes Bif atmocdepu ctwino bapoko o
HOBOTO CYYacCHOTO CBITYy ap-leKo. MOHTaXepu CTBOPIOIOTh €(PEKT BEPTUKAIBHOTO
pO3pUBY Yy LEHTpi Kajapy, aOW MOKa3aTH E€CTETHYHY, TEXHOJIOTIYHY Ta KYJIbTYPHY
tpanchopmartito. Ko akTopu pyXxaroThCsi 3 OAHIET CTOPOHU €KpaHy B 1HINY, JU3aiiH
KOCTIOMIB, Jekopaliid Tta (oHy 3a3Hae pi3kux 3MiH. KiHHI ekimaki 3aMiHSFOThCS
MalllMHaMHM, a TIPUCKOpPEHa JKa30Ba My3HKa CTa€ BAXKJIMBOIO YACTHMHOIO aTMochepH.
JUKeHI BHUXOOUTH 3 aBTOMOOUISA B CAaTWHOBIM CyKHI, OTOYEHA TaHILIBHUKAMHU Y
BiZIBEpTHX KocTiomax. ['pyma miTHiX >xiHOK Hae mo Beauty Repair Shop, ne ix
MepEeTBOPIOIOTh Ha «HOBI MoJiei». Michki mei3axi, sk 3a3Hadae Mapkerta YiipoBa, €



surrounded by dancers in risqué costumes. A group of older
women go to a "Beauty Repair Shop” where they are turned into
“newer models.” City backgrounds such as this one, Marketa
Uhlirova writes, provides a "prime sites of modernity": "ever-
evolving visual (and aural) landscapes that provide ideal
landscapes against which fashion and film are staged.” In the
modern setting, the fast-paced point of view continues to rely on
the figure of the woman as commodified object in need of “repair.”
Janie emerges from the narrative as a “new model,” now wearing
the classy satin gown of an uptown lady, having discarded the
satin lingerie of her former working-class life. Esther Leslie,
through Georg Simmel, links lighting, fashion, and the modern
metropolis by connecting the "intensified level of sensory
stimulation™ of fashion and cinema to "an overflow of stimuli
[intrinsic] to modern life itself.” As an uptown woman in a
scintillating urban setting, Janie now projects this type of light-
filled glamour. She has negotiated her way to legitimacy, though
she remains stuck as a piece of shiny currency exchanged between
powerful men.

As previously mentioned, the shine on satin gives it a metallic
look, and metals—especially chrome-are associated with
futuristic Art Deco design. The metal of cars, planes, and other
machinery have the smooth, lustrous look of satin. The quality of
light created by satin and metal differs from the shininess of glitter
and sequins. Glitter, sequins, glass, rhinestones, and other faceted,
jeweled surfaces scatter light, reflecting and fracturing light away
from themselves, often suggesting a magical, singular moment.
The starburst or pointillist effect-which throws dots of light in a
sort of spray toward the camera lens-can illustrate a sense of
otherworldliness or fleetingness. Satin also reflects, rather than
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«MPOBIJHUMM MICISIMH CY4YacCHOCTI». Y Cy4YacHOMY CEpEeJOBMIII MIBUAKA 3MiHA
MOTJISAIIB Ha pedl acOIII0ETHCS 3 00pa30M KIHKH, K KOMepIliani3oBaHOro 00'ekTa, 110
noTpedye «BiMHOBICHH. J[KeHi 3’ sBisieTbest y GinbMi B 00pasi «Hosoi XKinkmy, mo
OJIiTHEHAa B KJIACHYHY CATUHOBY CYKHIO, Ta € IPEACTaBHHIICIO BHIIOrO Kiacy,
BIJIMOBUBIIINACEH BiJ HEAKICHOI CATHHOBOI HIKHLOI OUIM3HHM Ta KOJHUIIHLOIO >KUTTS
po6iTHr4doro kmacy. IIpodecopka nomitnunoi ectetuku Ectep Jlecni, mocunarounch
Ha pobotu ¢inocoda ['eopra 3imMmens, MOB’SI3y€ OCBITICHHS, MOJY Ta Cy4acHY
METPOMOJIII0, MiAKPECTIOIYH, K «30UIbIICHUI PiIBEeHb CEHCOPHOT CTUMYJIALIT®» B MO
Ta KiHeMaTorpagi NOB'S3aHUN 3 «IIEPEHNOBHEHHSIM CTUMYIJIIB, Kl € HEBIJ €EMHOIO
YaCTUHOIO CYYacHOTO XHTT». SIK CIipaB)kHS *KiHKa BHCOKOTO KJIacy y OMMCKydOMY
MICBKOMY cepeaoBulll, Ternep JKeHi MpoekTye Iedl TUM TiaMypy, HAlmOBHEHHH
cBiTIIOM. BoHa mpoiina Takuii TepHUCTUN NUISIX IO MPABOMIPHOCTI, OJJHAK BCE OJTHO
3aIIUIIAE€THCS CAIOYO0I0 MOHETOI0, IKOI0 OOMIHIOIOTHCS BILTUBOBI YOJIOBIKH.

SIk 3ragyBanoch paHilie, OJINCK CaTHHY HaJa€ HOMY METaJIeBOrO BiITiHKY, & METAIH —
0COOJIMBO XPOM — aCOIIOIOTHCS 3 (PyTYPHUCTUUHUM JU3aHOM CTHIIIO ap-ieko. Mertai
aBTOMOO1JIIB, JIITAKIB Ta 1HIIOI TEXHIKH MA€ IIaAKUN, OJTUCKYUYUN BUTIIA, TOAI0HUI 10
caTuHy. Xapakrep OJMCKY CATHHOBOI TKAHWHU Ta METally BIAPI3HIETHCA Bix OJIUCKY
riirepy uu OJuCKITOK. lumitep, OJMMCKITKM, CKJIO, CTpa3d Ta IHII T'paHOBaHIi,
MPUKpAIICHI KOIITOBHOCTSIMH IMOBEPXHI, PO3CIIOI0Th, BiJOOpaXarTh Ta 3aJIOMIIOIOThH
CBITIIO BiJ ce0e, 4acTO JNEMOHCTPYIOYM MariyHuUd Ta BHHATKOBUN MOMEHT. Edekt
30pSHOrO crnajgaxy abo MyaHTHIICTUYHUM edeKT’, 1o pO3KuIac TOYKU CBiTIa Ha
00'€eKTHB KaMepH, CTBOPIOE BITUYTTA MOTOHOIUHOCTI abo edemeprocti. Cama mo cobi
CaTMHOBAa TKaHWHA CKoOpille BimoOpaxae, aHiK BOupae cBimio. Ha BinaMiHy BiA

® CencopHa cTHMYyJIAIis B KiHO — I1¢ e)eKTH, AKi BIUTMBAIOTH HA Pi3Hi OPraHM UyTTS TMIA1a49a, CTBOPIOIOYHM TIEBHI eMOIilHI 9u (iziomoriuni peakiii.
’ Pointillist effect (myanTunicTudnmit edeKT) B MECTENTBI i KiHO 03HAYa€ TEXHIKY, KOJH 300pa’KEeHHS UM CIIeHa CTBOPIOETHCA Uepe3 po3MillleHHs 6e3iui api GHux

TOUYOK KOJIbOPY abo CBITIA.



absorbs, light. Instead of catching light and throwing it back in
flecks and fragments to the viewer, satin holds light, creating a
more concentrated (and metallic-looking) optical effect.

Across historical and cultural lines, the use of light reflection in
dress and ornament is an effective way to communicate economic
value. Victoria Rivers writes that “civilizations all around the
world assign great value to cloths and items of personal adornment
which use light-reflecting materials,” and that “much human
endeavor, energy, and expense are devoted to the creation of
stunning, lavish, and imaginative light- reflecting textiles,
although they are hardly essential to survival." Though shiny
textiles themselves are not necessary to survive, the object they
reference and celebrate—money—is of course crucial to survival.
The seductive image of the woman, especially those glowing with
an Art Deco shine, express the physical and psychological
longings of capitalist culture.

However, the figure of a commodified, metallic-looking woman
can also edge toward representations of horror and monstrosity.
The 1927 film Metropolis, directed by Fritz Lang, another Weimar
director, is often held up as the pinnacle of Art Deco set design.
The film's noteworthy mise-en-scéne is the setting for a moral
fable that confronts wealth and privilege and the plight of
industrial workers. Maria, the primary female character, is
depicted as simultaneously a compassionate, maternal savior
figure and a demonic robot unleashing the worst of capitalist
industrialist greed. Played by the same actress, Brigitte Helm, the
human Maria and her robot counterpart (created in Maria's image)
are a particularly straightforward example of how metallic
material and femininity combine to create a vision of modern
horror. When the mad scientist Rotwang brings his metal robot
form to life, she has the face of the angelic Maria but is a heartless
and chaos-provoking machine.
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MaTepiajiiB, Kl pO3CIIOI0Th CBITJIO, CATUH YTPUMYE HOT0, CTBOPIOIOYH 30CEPEKEHUM
Ta METaJeBUH 3a BUTJIAIOM ONTUYHUN eeKT.

VY pi3Hi iCTOpHYHI Ta KyJIbTYypHI NEpioau BIAOUTTS CBITJIA HA OJsA31 Ta MpHUKpacax
e(eKTUBHO TepeiaBajio iXHI0 eKOHOMIYHY LiHHICTh. ABTOpKa BikTopis PiBepc nuie,
I10: «IIUBLTI3aIli] 10 BChOMY CBITY HaJJaf0Th BEJTMKE 3HAUCHHSI TKAHUHAM Ta IIpeIMETaM
0COOHMCTOro MPUKpAIIaHHS, 1110 BUKOPUCTOBYIOTh MaTepiaH, siki BiIOMBaIOTH CBITIION,
11110 «3HaYHA YaCTHHA JIIOACHKHX 3yCHIIb, CHEPTii Ta BUTPAT CIIPSMOBAaHA HA CTBOPEHHS
Bpa)kal0UMx, PO3KIIIHUX Ta OPUTIHAIBHUX TKAaHUH 3 €(PEKTOM BIAOUTTS CBITJIA, X04a
BOHU JIaJIEKO HE € HEOOX1IHUMU AJIs BUKUBAHHD». X 04a CsH04l TKAaHUHU caMi 1o co01
HE € BAXKJIMBUM aTpUOyTOM MOBCSAKIEHHS, TO TPOIIl — Ha MPOTHBAry. 3BaOauBuUil
XKIHOYHMI 00pa3, 0cOOJMUBO TOH 110 CsI€ OITMCKOM CTUIIIO ap-JIeKO0, BUpaxae (pi3udHi Ta
TICUXOJIOTIYHI MparHeHHs KaliTaaiCTUYHOI KYJIbTyPH.

Opnak, pa3oM 3 TuUM, 3BaOJIMBICTh MOXKE MEPETBOPUTUCS Ha KaX Ta MOTBOPHICTb.
®ineM «Metpononic» (pex. 1927 ®piua Jlanra, 1927), me ogHoro BedMapchbKoro
pexucepa, 4acTo BBaKAIOTh BEPIIMHOIO JU3aiHY creHorpadii ap-aexo. 3HaKoBa
Mi3aHCIIeHa QiTbMY CIyTy€e MailJaHIMKOM JUIS MOPAJIbHOI MPUTYI PO KOHQIIIKT MiXK
0araTcTBOM, NMPUBLIESIMHU Ta TSDKKUM CTAHOBHUIIIEM ITPOMHUCIIOBHX POOITHHKIB. Mapis,
TOJIOBHUH JKIHOYMIA MEepCOHaX, 300pakeHa MUJIOCEPAHOI0 PATIBHUICIO Ta BOAHOYAC
JEMOHIYHUM pOOOTOM, 110 BUBUIBHSIE HAUTIPIII MPOSBH MTPOMHUCIIOBOT kaaiOHOCTI. Y
BUKOHAHHI Ti€i ’x aktpucu, bpimkur ['eam, mronuHa-Mapis Ta ii poOoT-Komis
(cTBOpena 3a 06pa3zom Mapii) € 0COOTUBO ACKpPaBUM MPHUKIATIOM TOTO, SIK METaJIEBUM
MaTepial 1 )KIHOUHICTb MOEAHYIOThCS, 1100 CTBOPUTU OaueHHs cyyacHoro xaxy. Konu
00>xeBUTbHUI BUeHUI POTBAHT 0)KHBIIsIE METaIEBOI0 pOOOTA, CTBOPEHOTO 32 00pa3oM
Mapii, BiH oTpuMYye€ i 0019 YsI, ajie 3aIUIIae OS3TyIIHOK MAIIIMHO, IO Ci€ Xaoc.



Karl Toepfer says of Metropolis: “no other film has ever used
dance, costume and cinematic technique to produce such a
complicated emotional response from the viewer and make such a
complex statement about the relation between technology and
sexuality.” The robot Maria's seductive dance in a men's nightclub
brings about rioting and destruction in the city (similarly,
Pandora's Box explores the figure of the woman who incites
chaos). Dangerous and desired, the machine/woman is capable of
inciting chaotic transformation. Fears about technology often find
expression on the film screen; during the first half of the century
in particular, before widespread use of color processing, the visual
effect of metal is well-suited to the cinematography of the time as
well as to imagined visions of a technological future.

v N / l'b

Figure 1.7 Robot Maria (Brigitte Helm)'s face as she incites chaos
among male viewers with her provocative dancing. Courtesy
Getty Images UK.

More recently, films such as Under the Skin (dir. Jonathan Glazer,
2013) utilize digital special effects to, in the tradition of
Metropolis, create a terrifying combination of beautiful woman
and inhuman alien/robot. In this film the transitions from reality
into an otherworldly dimension are marked by the presence of a
digitally enhanced environment. The narrative revolves around
what Ara Osterweil calls "the female protagonist's ritual
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Astop Kapn Tondep rosoputs npo «MeTpomnoiiic» Tak: «Iie B *KoJHOMY (LIbMI HE
BUKOPHCTOBYBAJIOCH ITO€THAHHS TAaHIIO, KOCTIOMIB Ta KiHeMaTorpadiyHuX TEXHIK TakK
MaicTepH, mo0 BUKIMKATH HACTUIBKH E€MOIIIHY peakiliio y Iiisijiada, Ta HACTUIbKU
ITMOOKO MOKA3aTH 3B'130K MK TEXHOJIOTISIMHU Ta JIFOJICHKOI0 TIPUPOJIOI0». 3BA0IMBUI
TaHelb poOoTa-ABiiiHMKa Mapii B 4onoBiyoMy KiyOi NpU3BOIUTH A0 OYHTY Ta
HUIIEHHS B MicTi (HotudyHO 110 dinbmy «muk [Tanmopu», ne mpocTexyeTbes 0opa3
KIHKH, 10 po3mnaiioe xaoc). HeGesneuna ta OaxaHa, )KiHKa-poOOT Tak camMo 37aTHA
po3nanutu xaoc. CTpaxu nepes TEXHOIOTIIMU 4acTO 3HAXOAATh CBOE BUPAKEHHS Ha
KIHOEKpaH1; 30KpeMa, y MepIliid MOJOBHHI CTONITTA, JO HIMPOKOTO BUKOPHCTAHHS
KOJBOPOBOTO KIHO, BI3yalbHHH e¢eKkT MmeTany Jo0pe BIANOBIAaB TOTOYacCHOMY
KiHeMmarorpady, a TaKoX yIBHOMY Oa4eHHIO MailOyTHHOTO TEXHOJIOT'1H.

3obpascenna 1.7 Ob6muuus pobota-Mapii (bpuritra [T'enbMm), y cueni ii
IIPOBOKAIIHHOIO TAHITIO Ta Xaocy cepen yosioBikiB. Hamano Getty Images U.K.

HemonaBuo 3’sBunuck Taki GinbMu sk «OMUHUCH B MOTH miKipi» (pex. J[xoHatan
I'neiizep, 2013), ne 3acrocoBaHo HUGPOBI crnenePexTH, Moo, y Tpaauuisx (uibmy
«MeTtporonicy», CTBOPUTH MOTOPOILIHE MOETHAHHS NPUBAOIMBOI KIHKH y TiJIi poboTa.
VY npoMy ¢ibMi epexoau BiJl peaIbHOCTI B IHIINH, MOTOWOIYHUN BUMIp, TO3HAYCHI
MOSIBOIO ITU(POBOTro cepepoBuia. Sk roBoputh Apa OcTepBeiill, CIOKET 00epTaAEThCS
HABKOJIO «PHUTYaIbHUX 3Ba0JICHh TOJIOBHOIO TepoiHero»: «BoHa ime lllotmanmiero,
JIUBJISYUCH Y BIKHO cBoro ¢ypronumka. Skmo ili cmame 10 oka He3HAHOMHIA



seductions”: “driving around Scotland while gazing through the
window of her van, she picks up random male passerby, and lures
them to a distant site where they are conveniently disemboweled
in a viscous lagoon." As the protagonist seduces her male victims,
they sink into an often colorless space. Somewhere between solid
and liquid, this environment acts like the malleable metal of the
morphing, dangerous woman.

While Under the Skin does not make explicit use of satin fabric,
the metallic shine of the alien’'s world recalls the qualities of satin.
The deadly "viscous lagoon” shines like satin; the use of
concentrated, pooling light is another satin-like feature of Under
the Skin. In the film, gleaming surfaces are figured as seductive.
Like the femme fatale characters in Pandora's Box and Metropolis,
the alien woman in this film is predatory and destructive. A
seductive and manipulative "monster," she uses men's fixations on
her body in order to prey on them. Throughout, we are presented
with a series of void-like spaces as well as an ocean drowning-
mirrored surfaces that bewitch victims and pull them under. The
alien's lure, seemingly connected to the landscape, serves as a
warning about the attractive sheen of late capitalism: rather than
promising the hope of a modern future, as seen in Art Deco-styled
sets, Under the Skin offers a vision of horror.

The film's sleek surfaces, associated with the alien, suggest a cold
metal world in opposition to reality. In making significant use of
the properties of metal, including its liquid quality when
unformed, the filmmaker depicts the processes of making, both in
craft and in industry, as alien and alienated from the characters'
lives. It is the liquid form of metal that envelops the victims,
suggesting they are returning to some sort of unformed state.
Created using computer technology, the images of men sinking
into the liquid presents an eerie vision of total disappearance. This
specific aspect of the film's mise-en-scéne-the motif of both
melted and hardened metal-echoes earlier films which link women
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Mepexo’KUil 40I0BiK, BOHA midepe HOro Ta 3aMaHUTh Yy BiJJalIeHe MICIE, CX0XKe Ha
YOpHUH OJIMCKy4Hi 0e3MEKHUMN TPOCTIp, /1 HIXTO HE T0OAUNTh, SIK BOHA BUTSTHE HOTO
HYTPOII Ta 3aJIUIINTh JIUIIEe MKipy». Konu ronoBHa repoiHs CIOKyIIae CBOiX KEPTB
MU 0a4MMO, SIK BOHU 00H/IBa TIOCTYTIOBO 3aHYPIOIOTHCS y O0e30apBHY pinuHy. Jlech Mix
TBEPAUM 1 PIIKMM CTAHOM, ILI€ CEPEJOBHILE «IIOBOJUTHCS», SIK MOJATIMBUI MeTal
MIHJIHBOI, HeOE3MMEYHOT JKIHKH.

Y ¢ineMi «OnuHUCH, B MOIH MIKIpi» HE MPOCTEKYEThCS SIBHUWM IMOKAa3 CATHHOBOI
TKaHUHU, ajle METaJIeBE CSANBO P1IMHU, B A3KO1 JIaryHH, Haraaye mnpo il BIaCTUBOCTI.
[le onniero 0coOauBICTIO (UIBMY € BUKOPUCTAHHS HACHUYEHOTO 30CEPEKEHOTrO
CBITJIa, TOXK Ha €KpaHi OyJib-sK1 OJUCKy4l TOBEPXHI HaM IIOKa3aH1 CIIOKYCIUBUMHU. Sk
1 rosioBHI repoini ¢ineMiB «Sumk [Tangopu» Tta «MeTpomnosricy, y i KIHOKapTHHI
XKIHKa-IpUOYJIelh TAKOX € HHINIBHOK XWXA4KOI0. SIk 3BaOinBa Ta MaHIMyJsATHBHA
ITOTBOPa BOHA KOPUCTYETHCS OJCPKUMICTIO YOJIOBIKIB, a0U 3aMaHUTH y CBOT «CITKH».
[Ipotsrom ¢inpMy HaMm HOpeaCTaBICHUI psJi MyCTOHNOPOKHIX IPOCTOPIB, SIK OT
3aTATYH04a J3€pKajabHA IOBEPXHs OKEaHy, 10 3a4apOBY€ XKEPTBY Ta MAHUTH ii HA JTHO.
Pexucep ¢inbMy «OnuHUCH B MOiH IIKip1» MPOMOHY€E HaM 3aHYPUTHCh Y BIAUYTTA
cTpaxy. 3BabnuBicTh IpUOYIBIL, 3aBaIOCs O OB’ A3aHA 3 OMKCOM Mei3axy, CIyrye
3aCTEpPeKCHHSIM TIPO HeOe3leyHe MNpuBaOIUBE CSIfBO Ta ONUCK JOOM TMi3HBOTO
Kamitaiai3My, aHDK Ja€ HaJllo Mpo cydyacHe MailOyTHE, SIK IOKa3aHO y CLEHAaX CTHIIIO
ap-Iexo.

I'manki moBepxHi y ¢iIbMi, IO ACOIIIOIOTECA 3 MPUOYNIBISIMHU, IEMOHCTPYIOThH
XOJIOHUM METaJeBUil CBIT, 10 MPOTUCTOITh peanbHOCTL. BukopucroByroun
BJIACTUBOCTI Me€Taily, 30Kpema Horo piaky ¢opmy B HecpOpMOBaHOMY CTaHi,
KIHOp@XHCep IOKa3ye, SIK MPOLECH BHUTOTOBJICHHS Yy peMecili Ta MPOMHCIOBOCTI,
BIIUY)KCHI BiJl XUTTIB mepcoHaxiB. Came pigka ¢opma MeTalxy Oroprae >XepTs,
HATSAKAIOYW Ha T€, 110 BOHU MOBEPTAIOTHCA A0 SKOrOCh HEC(OPMOBAHOIO CTaHy.
CTBOpEHI KOMIT'I0TepOM 300pakeHHs JIFOJIeH, [0 TOHYTh B PiJIMHI, MPEJICTABISAIOThH
MOTOPOUIHY  KapTHHY IIOBHOIO  3HUKHEHHA. [led  KOHKpETHUH  acCIeKT
KiHeMaTorpapiqyHoi MOCTAHOBKH (UIbBMYy — MOTHB DPIIKOIO 1 TBEPAOro MeTany —
BitoOpaxae i1ei nmonepeAHix (iapMiB, sIKi MOB’SA3YIOTh JKIHOK 1 KOMOIU(IKAIIIO K
BI/IMOB1/Ib HA TEXHOJIOTTYHHH PO3BUTOK Ta CKOHOMIYHI 3MIHH.



and commodification as a response to technological development
and economic change. The qualities of satin-its metallic, liquid
appearance and association with women and sexuality-has made
for evocative costuming and set design.

Atatime of financial collapse, the Hollywood studios of the 1930s
offered up silvery reflections of wealth and comfort to its
audiences. Shiny materials presented on screen act as mirrors,
continually reflecting audience's (usually cash-strapped) reality
back to them. Futuristic Art Deco sets and costuming move light-
and the viewer's eye-around the screen, highlighting modern
women and modern technology. Characters restricted by set social
roles and science-fiction visions of robotic, unfeeling femmes
fatales convey a darker, more fearful side of how women are seen
within this mise-en-scéne. Reading satin and satin-like surfaces as
they appear through the camera lens brings focus to how a
particular fabric illuminates meaningful background elements on
screen. The idea that a single fabric type can absorb, alter, and
disseminate cultural information, particularly in representations of
gender, class, and power, is a central concern of my next chapter,
which explores the look and connotations of polyester and other
synthetic fabrics. Both satin and polyester fabric were marketed as
cutting-edge fabrics, designed to meet the needs and desires of
their forward-thinking buyers. Like satin, polyester offered the
public a vision of the future in which a machine-made textile
might transform their lives. The historical trajectory of polyester,
however, moved from a celebration of its high-tech origins to a
rejection of its tackiness and lack of connection to modern culture.
Imagery projected on the film screen embodied and reframed
perceptions of what was new, what was "natural," and what was
potentially threatening.

“That Polyester Look"

Cinematic/Synthetic/Aesthetic
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[HIIMM acmeKTOM, MI0 TOCHPHUSB CTBOPEHHIO BHPA3HOTO JH3aiiHy KOCTIOMIB Ta
JEKOopallid € BIACTUBOCTI CATHHY — pIiAKe TEpeluBaHHS OJIUCKY Ta acoriaiis 3
KIHOYHICTIO 1 3Ba0JIUBICTIO.

Tox B yacu ¢inancoBoi kpusn, y 1930-x pokax, kiHoctyii ['omiBy 1y nmpencraBisin
risiiadaM KapTHHY cpibnscTtoro Binonucky OaratcTBa i kompopty. biuck Ha expani,
K J3€pKajo, IO TOCTIHHO BiAOWBae pealbHICTh TisAmada (37e0UTHIIOTO
He3aMoxHoro). Ha 3HIManbHHMX MaiilaHyMKax Ta B Ju3aiiHI KOCTIOMIB IaHYBaB
GyTypUCTUYHUI CTWIB ap-A€KO — pyX CBiTJa, L0 IOKa3ye€ CY4YacHICTb 00pasy
KIHOYHOCTI Ta TeXHoJIOTiH. ['epoi mimnarTbcsi OOMEXKEHHSM, IO BCTAHOBJIECHI
COLIIAJIBHUMU pPOJSIMM Ta HayKOBO-()aHTACTUYHUM OaueHHSAM pobOoru3amii 1
O0e3nymHOCTI (aTaJbHOI JKIHKK; a 1i JKaxjuBilla CTOPOHA PO3KPUBAETHCA Y
Mi3aHCIIeHaX. «34YUTyBaHHS» CATMHOBOI TKAHMHM Ta CXOXI1 Ha Hei MOBEpXHi depes
00’exTB KamepH, (POKycye yBary risjgada Ha TOMY, SIK IIeBHA TKAaHWHA BUCBITIIIOE
(OHOBI1 €JeMEHTH Ha eKpaHi. [nes mpo Te, 1o OAMH THN TKAaHWHU MOJKE IOTJIMHATH,
3MIHIOBaTH 1 MOIIMPIOBATU KYJbTYpHY iH(OpMaIil0, 0COOIHMBO B pErpe3eHTALIsIX
TeHJIEPY, KJIacy 1 BJIAJH, € TOJOBHOI TEMOIO HACTYIHOTO PO3JLUTY, sIKa JOCIIIKYE
30BHIIIHIHM BUTIIAL 1 3HAYEHHS TOJiECTepy, Ta IHIINX CUHHTETHYHUX TKaHUH. | caTuH, 1
noJliecTep NpoJaBaJIUCA SK HalCydacHIlll TKAaHWHHU, PO3POOJIEHI UIsl 3aJ0BOJICHHS
noTpe6 1 6axkaHb CBOIX IPOCYHYTUX MOKYILIB. SK 1 caTHH, NoiecTep BUCYyBae My Ol
OaueHHsI MailOyTHBOTO, B SIKOMY TEKCTHJIb MAITMHHOTO BHPOOHHIITBA MOXE 3MIHUTH
ixHe )uTTa. OHAK, TOBOPAYM NPO ICTOPUYHUNA HUIAX BUPOOHUIITBA MOJIIECTEPY CHIN
3rajlaTd He JIMIIe BiJ3HAYCHHs BUCOKOTEXHOJIOIIYHOIO IIOXOJ/DKEHHs, ane W
BYJIBI'ApHOCTI Ta JAJIEKOCTI BiJ Cy4acHOI KyJbTypHu. Ll «kapTHHKa», CIPOEKTOBaHA Ha
€KpaHi, CTajla BTUICHHSM Ta IEPEOCMHCIEHHSAM CIPUNHATTS «HATypaJbHOIO» 1
BOJIHOYAC MOTEHIIIIHO 3arpO3IUBOrO0.

«Burnsg momiectepy»
Kinemarorpadiuauii, CHHTETUYHUI, €CTETUYHUI



Sifting through used clothes in thrift stores, | find synthetic fabrics
offer up a wide range of textures. Older, more cheaply made
polyester garments feel scratchy and make a sound when 1 drag
my fingernails across them. Other 100 percent polyester clothes
are smooth-almost like satin-to the touch. Many appear to be soft
and luxurious, but often you have to touch them to know for sure.
The resemblance between polyester and silk on screen helps create
a visual illusion—a fabric that in reality is inexpensive could look
luxurious and costly. Polyester is particularly cost-efficient for
film costumers, as, especially in its more high-quality forms, it
looks very similar to silk.

Speaking about polyester fabric immediately provokes an
emotional reaction. Most often, this emotion is some shade of
revulsion. Whether recoiling at its stiff, scratchy feel, laughing at
its gauche sensibility, or being embarrassed by its cheapness and
lower-class associations, we experience visceral reactions to this
cloth. Consumers and practitioners dislike polyester for its
associations with tackiness and its lack of sensory appeal. As
fabric manufactured for clothing, polyester has moved from being
celebrated (in the mid-late twentieth century) for its efficiency and
convenience, to being mocked for its discomfort and
"unnaturalness." This chapter is concerned with reading the
cultural and emotional language of polyester and, more broadly,
synthetic fabrics. The films I discuss in this chapter occasionally
present compelling examples of polyester as props and costuming;
their main points of interest, however, lie in the way they present
us with a multisensory, multidimensional articulation of
polyester's role in society. Emerging from the technological
invention that produced nylon, and providing the foundation for
future synthetics such as spandex, polyester's impact has been
significant. In his study of the influential DuPont chemical
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[Mlopa3y mepernsnaruyd BKUBAHUW OJST Y CEKOHJA-XEHII, S 3HAXOMKY CHHTETUYHI
TKAaHUHU B IIMPOKOMY acOpTUMEHTI iX Tekctyp. Crapimi, OUIbII JEIIeBOr0
BHUT'OTOBJICHHS TIOJIIECTEPOBI CYKHI, IPSTAIOTHCS, KOJH S TPOBOJIKY TI0 HUM HIT'TSIMH.
Iammii onsr, BurotosneHui 31 100% mosmiectepy, OUTBII IIaAKUAN 1 HA TOTUK Haraaye
caTuH. Mail>ke yBech OJrI BUIJIAA€ M SIKUM Ta PO3KIIIHUM, ajle a0M BIEBHUTHUCH Y
IUX BIACTHUBOCTAX BaM MPOCTO CIiJ IO HBOTO JOTOPKHYTHCSA. CXOXICTh MiX
MOJTIECTEPOM Ta IIOBKOM Ha €KpaHi CTBOPIOE Bi3yaJbHYy UIIO31F0 — TKaHWHA, IO
HACIpaBJli € HEJOPOTOl0, MOTja BUIUISIATH PO3KIIHO Ta KomToBHO. [lomiectep €
0CcO0JIMBO €KOHOMIYHUM MaTepiajoM AJis KOCTIOMEpIB B KIHO, OCKUIBKH 3a3BUYall 15
TKaHWHA (AKICHOTO BUPOOHUIITBA) BUTJISIIA€ HAYE IIOBK.

Yacto po3MOBHM NPO MOJMIECTEP BHUKIMKAIOTh €MOIMHY peakiilo, a camMe — OTHy.
IHTyiTHMBHI peakuii Ha If0 TKaHMHY, LI€ — BiJpa3a O HEHPUSIEMHOIO IPSNaroyoro
BIIUYTTSI, HACMIIIKA HAaJl HCBUTOHYCHOI €CTETUKOO, 3JIMBOBAHI OYi MICJIsA MOYYTOI
L[IHU, Ta acoLialli 3 JIIOJbMU HUXKYOTO colliajpHOro kiacy. Crnoxupaui Ta (GaxiBli He
CHpUIMaIOTh MOJIeCTep Yepe3 acoliallii 3 ByJIbrapHICTIO Ta BIACYTHICTIO BUTOHYEHOT
npuBaOIMBOCTI TKAaHWUHH. SIK TKaHWHA, SKYy CTBOPWJIM JUIsi BUTOTOBJICHHS OJIATY,
noJtiecTep MPOMIIOB NUISX BiJ BU3HAHHS (B CEepelvHI Ta HaNpuKiHII XX CTONITTA)
iioro e(heKTUBHOCTI Ta 3pYYHOCTI O BUCMIIOBaHHS HOTO AUCKOM(OPTY Ta MITYYHOCTI.
[eit po3ain mpUCBAYEHUM aHalI3y KyJIbTYpHOI Ta €MOLIMHOI MOBHU IOJIIECTEPOBOL
TKaHWHH, MIUPIIE — CHHTCTHYHHX TKaHWH. DiTbMH, SKI pO3TISIAIOTECS B IIBOMY
po3aiii, MOJEKYyAM HPOINOHYIOTh BHpa3HI NPUKIAAM BUKOPHUCTaHHS IOJIIECTEPY B
pekBi3uTI Ta KocTioMax. OnHaK, iXHsA TOJIOBHA LIHHICTh MOJAra€ B TOMY, SIK BOHH
nepefalTh OaraTodyTTeBe Ta OaraTOBUMIPHE OCMHCIEHHS pOJIi IOJIIECTEpY B
cycninbceTBl. [lomectep 6yB cTBOpeHHUH Micis MOSBU TEXHOJIOITYHOTO BUHAXO.Y, 1110
BUTOTOBIISIB HEWJIOH, a 3roJI0oM 3a0e3ledyBaB OCHOBY JUISI MaiOyTHIX CHHTETHYHHX
MaTepiaiiB, TaKMX sK CIaHaeKc®. Y CBOEMY IOCHII)KCHHI MPO BIUIMBOBY XIMIYHY
kommanito DuPont, ¢pannyspkuii icropuk Ilanm Hpuiaii 3a3Havae BHpilIaabHy pOJIb
KOMITaHil K y BHUPOOHMIITBI CHHTETHYHHX BOJIOKOH (HAHJIOHY), TaK 1 SJACPHHUX
KOMIIOHEHTIB (IUTYyTOHil0), a, pa3oM 3 TuM, 1 ¢akt, mo y 1950-x pokax HalaoH

8 Cmanzekc (spandex), naiikpa (Lycra) abo emactan — 3arajbHa HasBa BCiX BHJIIB IOJIyPETAHOBHUX €JaCTHYHHUX HUTOK, BHCOKOEIACTHYHHMX KaydyKOIOMiOHHX

BOJIOKOH.


https://uk.wikipedia.org/wiki/%D0%9F%D0%BE%D0%BB%D1%96%D1%83%D1%80%D0%B5%D1%82%D0%B0%D0%BD
https://uk.wikipedia.org/wiki/%D0%95%D0%BB%D0%B0%D1%81%D1%82%D0%B8%D1%87%D0%BD%D1%96%D1%81%D1%82%D1%8C
https://uk.wikipedia.org/wiki/%D0%9D%D0%B8%D1%82%D0%BA%D0%B0

company, Pap Ndiaye points out DuPont's crucial role in "both
synthetic fibers (nylon) and nuclear components (plutonium)," and
how "in the 1950s, nylon symbolized a new way of life, the future,
the spirit of America and its mythical modernity."

Nylon and its increasing numbers of polymer cousins (such as
polyester) represented a sense of post-Second World War
optimism at the same time as they presented new environmental
dangers. Polyester and other synthetic textiles were practical and
resilient, with good elasticity and uncomplicated washing
instructions. The affordability and malleability of nylon in the
1920s and 1930s, Rachel Worth notes, "made it attractive to the
ready-to-wear industry, and it offered men and women on modest
incomes an opportunity to enjoy mainstream fashions at
affordable prices." The reduced labor required for consumers to
care for synthetic fabrics was an important selling point; in
addition, the ability of these textiles to be manufactured
inexpensively was crucial to their success. Worth writes, “In the
period after the Second World War, Marks & Spencer
technologists were preoccupied with introducing new,
commercially viable fabrics as population increased and living
standards slowly began to improve following the economic
dislocation caused by the war. Natural fabrics such as cotton, linen
and wool- though in high demand-were exhaustible and the
perceived advantages of man- made and synthetic alternatives lay
in their lower price potential and easy-care qualities.

Over time, the mass production associated with synthetic fabric
eventually marked it as unfashionable: Susannah Handley writes,
"the very proliferation of polyester was its downfall.” Though
polyester has become a laughable textile, the current iteration of
popular synthetic fabric-especially in "athleisure” clothing—
shares a chemical history with early synthetics. The manufacture
of polyester in particular grew in conjunction with an increasingly
globalized textile industry (especially in the latter half of the

26

CHUMBOJII3yBaB HOBUHU CIOCIO KUTTs, MailOyTHe, nyx AmMepuku Ta ii MidoiorizoBaHy
CYy4YacHICTb.

Helinon Ta Horo 4ucieHHI MOJIMEpPHI aHAJOTH, Takl AK IOJiecTep, OJHOYACHO
yOcOOIoBaly MiCASBOEHHHUI ONTHMI3M 1 CTBOPIOBAJIM HOBI €KOJIOT1YHI 3arpo3u. 3a
BJIACTUBOCTSIMH, TIOJIIECTEp Ta iHIN CHHTETUYHI TKAHUHU OYJIM JOBOJI MPAaKTUIHUMU
Ta CTIMKMMM, 3 TapHOIO €JIACTHYHICTIO T4 HECKJIAAHMMHU IHCTPYKLISMHU O IpPaHHS.
JlocTynHICTh Ta €JacTUUYHICTh HenoHy B 1920-1930x pokax, aBropka Peituen Yopt
BHU3HAYa€ TaK: «1€ poOMIO HOro mpuBaOIMBUM JJIsl TEKCTUIBHOI IPOMHUCIIOBOCTI Ta
J03BOJISZIO HE3aMOKHHUM JIIOJM HACOJIOJKYBAaTUCh MOJHHMMHU TEHICHLISIMM 34
JOCTYITHOIO LIHOIO». 3MEHILIEHHs TPYIOBUTPAT CIOXXKHMBAa4iB Ha JOIVISI 34
CUHTeTMYHUMM TKaHMHaMU OyJI0 BaXJIMBUM (DaKTOPOM MPOJAxXy; KpiM TOro,
MOJKJIMBICTh HEZOPOrOro BUPOOHUIITBA IIUX TKAHWH Maja BUPILIaJbHE 3HAUYEHHS AJIs
iXHBOTO ycmixy. YopT nuiie: «y nepioa micis Jpyroi cBITOBOi BiifHM, HalBigoMiLIi
OpurtaHchki TexHosoru Marks & Spencer Oyiu 30cepekeHi Ha BIPOBaXKSHHI HOBUX,
KOMEPIIIHO BUT1IHUX TKAHWH, OCKUTHKU YHCEIIBHICTh HACEJICHHS 3pOCTala, a piBEHb
KUTTSL TICIS EKOHOMIYHOI KpU3M TOMally IodYaB IMOKpamryBatucs. HatypaibHi
TKaHMHM (0aBOBHA, JIbOH Ta LIEPCTh) X0Y 1 KOPUCTYBAIHUCS BEIIMKUM MOMUTOM, BCE XK
Takl Oynu AeQiIMTHUMH, a TepeBard IITyYHUX Ta CHHTETUYHUX aJbTEPHATUB
MOJISITAH Yy IXHBOMY HUKUOMY I[IHOBOMY CETMEHTI Ta JIETKOMY JOTJISII.

3 yacom, MacoBe BUPOOHUIITBO 110YAJI0 aCOLIFOBATUCS 3 BUPOOHUIITBOM CUHTETUYHHX
TKaHWH, $SKI 3roJoM Buinuin 3 wMoau. ABropka Cro3anHa XaH[Uli MHIIE:
«PO3MOBCIO/UKCHHS IMOJIIECTEPOBOi TKAaHWHU CIPUYMHWIO 11 Kpax». MOXKIUBO
rmoJtiecTep i craB 00’ €KTOM HACMIIIOK, Ta CyYaCHUW BUTJIAJ CUHTETHYHOI TKAHUHH —
0COOJIMBO B CIIOPTUBHOMY OJIsi31 — Hauye HaBIIO€ ICTOPIIO XIMIYHOI IPOMUCIOBOCTI 3
MOYaTKy CTBOPEHHS CUHTETUYHHUX TKAaHUH. Y Jpyriil mogoBuH1 XX CTOJITTS, pa3oM i3
ro0ani3aiielo TeKCTHIBHOI MPOMHUCIOBOCTI, 3pOCTa0 1 BUPOOHMIITBO TMOJIECTEPY.
JlopeunuM (GiIbMOM, /1€ TOKa3aHO 3aHETIOKOEHHS BHPOOHUIITBOM CHHTETHUYHHX



twentieth century). The Man in the White Suit (dir. Alexander
Mackendrick, 1951) is an important film for understanding
anxieties around synthetic fiber, especially in the UK. The
growing popularity of polyester was central in blurring the rigid
lines that separated economic groups. A fiction film about the
textile industry (though not necessarily about the representation of
textiles), the Ealing satire The Man in the White Suit imagines a
magical fabric that poses a threat to the capitalist textile industry.
Of the film, Susannah Handley says: «The Man in the White Suit
was, in reality, symptomatic of many of the attendant worries of
the sudden chemical-fibre revolution. Nothing would ever be the
same again: textile making, clothing manufacture, retailing, dry
cleaning, and, most confusing of all, the social status and value
attached to fabrics and fashion. Would an everlasting suit be the
dream or the nightmare of modern man? This was the cultural
background against which polyester was set».

Among polyester's assets was the fact that it did not demand
additional housework such as ironing. For this reason, the birth of
polyester, and the subsequent incorporation of synthetics into
everyday life, make polyester a provocative touchpoint for
discussing consumption and culture in the mid-late twentieth
century. Women, often associated with domestic labor, have been
important consumers of synthetic fabrics from the initial
production of DuPont nylon in the late 1930s. Susan Smulyan
writes, "as the company interacted with the women who bought
nylon stockings, DuPont constructed what it meant to be gendered
humans as well as gendered consumers in the twentieth century.”
From the beginning, the making and usage of synthetic fabrics
have intertwined with issues of gender and labor.

As | show in several films from the 1970s, a changing perception
of what it means to be a housewife finds expression in the
presentation of fabrics on film. Historically, the housewife of the
1950s is presented as celebrating the relief that synthetics brought
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TKaHUH € OpuTaHcbka Komenis «YonoBik y OUIOMy KOCTIOMI» (pex. AJiekcaHap
Makkenpuk, 1951). 3pocTaHHs MOMyJISPHOCTI MOJIIECTEPOBOI TKAHMHM BIIIrpajo
OCHOBHY POJIb Y PO3MHTTI KOPCTKUX JIiHIN, 0 PO3AUISIN €KOHOMIUHI TPy JFOACH.
XymoxHii QUIBM PO TEKCTUIBHY MPOMHCIOBICTH (HE 000B’SI3KOBO MPO 300pakeHHS
TEKCTHJIIO), CAaTUPUYHA CTpiuka KiHocTynall ImiHr «YosoBik y OULIOMY KOCTIOMIY,
pO3MOBiIa€ TPO YapiBHY TKAaHWHY, SIKa CTAaHOBUTh 3arpo3y KamiTaJTiCTHYHIN
TEKCTWIIBbHIM ~ mpomucioBocti. CrozanHa  XaHmn  KOMEHTYe  QuIbM  Tak:
«kiHocTpiuka «JomoBik y 6i10My KOCTIOMI» HaCIpaBAi BIT0Opaxaa 6arato CymyTHIiX
TPUBOT, CIPHUYMHEHHX PANTOBOIO PEBOJIONIEI0 XIMIYHUX BOJIOKOH. Ii He MOkHA GyII0
3YIIUHUTH: BHUTOTOBJICHHS TEKCTHIIIO, BUPOOHUIITBO OJSATY, PO3ApiOHA TOPTIBII,
XIMYHUCTKA, Ta HAUOLIBII AUBHE — COLIAJIBHUMN PIBEHB 1 3aKPITUICHY I[IHHICTh TKAHHHHU
Ta Moau. KimacuuHui KOCTIOM, IO HIKOJHM HE BHUXOAMTH 13 MOJM CTaB OU Mpi€l0 uu
KommMapom Juist Jroeii? Och 11e 1 0yJio KyJIbTypHUM TJIOM MOSBH MOJTIECTEPY.

Cepen mepeBar MoJieCTEpOBOi TKaHMHH OyJlO Te, MO BiJ JKIHOK HE BHMAaraiocs
JIOJIATKOBOT JIOMAalIHbO1 pOOOTH, SK OT NpacyBaHHsA. 3a IIi€l NPUYUHH, IOSBA
oJliecTepy Ta MOJAIBIIOTO MPUAHAHHSA CHHTETUKHU Y TIOBCSKACHHE )KUTTS, POOUTS 1110
TKAaHUHY CYyIIEPWIMBUM aCIIEKTOM CTOCOBHO 11 BUKOPUCTAHHS Ta KyJIbTypHU, CEpEIUHU-
kinns XX cronitta 3aranom. [losepratounce 1o komnanii DuPont ciin 3a3nauunTy, 1o
HaBa)XJIMBIIIMMU CIIO)KMBAayaMHM CHUHTETMYHMX TKAaHUH, L€ 3 CAMOI0 IOYaTKy iX
BUpoOHUIITBA B KiHII 1930-X pokiB, Oynu came xinku. [Ipodecopka aMmepukaHChKUX
cTy it Cpro3zeH CMyJISIH IUILE: «KOJIM KOMITaH14 [104aJia B3aEMOISATH 3 )KIHKaMU, KOTp1
KYIUTSJIM Y HUX HEWI0HOBI manuoxu, DUPoNt ctBopus Te, 1110 03Hayae OyTH reHIepHo-
BU3HAYEHUMH JIOJbMU Ta crnoxuBadyamu y XX cromirti». llle 3 mnouatkiB
BUPOOHMIITBA, CTBOPEHHS Ta BUKOPUCTaHHS CUHTETMYHHMX TKAaHUH IMEpervITanocs 3
MUTAHHSAM FeHepy Ta Mpali.

VY nekinpkox ¢impMax 1970-x pokiB mOKa3yeThCsl MPOLEC 3MIHU CTABJIEHHS 10 TOTO,
110 HacTpaB/i 03Haya€e OyTH JOMOTOCIOJIapKOI0, Ta BUPAKEHHS 1UX 17eH y TKaHUHI.
VY 1950-x pokax JOMOTOCHOJAPKH BiTYYBAJIM TOJETIIEHHS BiJ TOTO, 0 CUHTETUKA
3’4BWJIaCh y IXHBOMY JOMAaIIHbOMY Tocnojapctsi. llomiectep cTraB YacTHHOIO



to domestic labor. Polyester is linked to the growing middle- class
suburbs in post-Second World War United States, and its usage
altered the mechanics of daily household work. As growing
feminist movement begins to question the role of "housewife,"”
polyester on film reflects a new perception of women and work.
Societal attitudes toward new synthetic fabrics (as toward many
aspects of the fashion industry) often move between, at first,
admiration for its new technological possibilities, then disgust and
dissatisfaction. The waxing and waning of the popularity of
certain fabrics occurs alongside the repeated rebranding,
renaming, and revamping of chemically created fibers. Textiles
such as polyester are usually defined in opposition to "natural”
fibers: "synthetic fibers-those that do not occur in nature-have
been produced since the end of the nineteenth century from both
natural and man-made materials.”

The use of chemically engineered plastic material-the source of
both the film strip and synthetic fabric- marks a sharp break from
a sole reliance on natural fibers in textile production. Giuliana
Bruno says "film can be said to be a form of tailoring. It is stitched
together in strands of celluloid, woven into patterns, designed and
assembled, now even virtually, like a customized garment.” The
origin of synthetic textiles is the same as that of filmic material,
and the manipulation of the material-the way it is "designed and
assembled"—is often similar. Pre-digital film editors handled the
film strip by cutting, mending, and patching it in preparation for
assembly and eventually projection.

The synthetic material used to make a polyester shirt is noteworthy
for its ability to be mass-produced and made accessible to people
from a range of income backgrounds. Esther Leslie writes, "when
celluloid first appeared, it was used in clothing-corset stays,
waterproof shirt collars, cuffs and false shirt fronts." She notes, “at
the turn of the century celluloid found application as film strips,”
and that the cellulose in celluloid was later used in textile
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3pocTaruoro cepeanboro kiacy B nepeamictsax CILIA micnsa Jpyroi cBiToBOi BiliHH,
Ta 3MIHMB MOBCSAKJIEHHY JOMAIIHIO MpaIo. 31 3pOCTaHHAIM (EMIHICTUYHOTO PYXY
MITHIMAETHCS TTUTAHHS POJII «IOMOTOCIIOJAPKH»; TOXK IMOJIECTEp Ha KIHOGKpaHaX, B
CBOIO uepry, BimoOpakae HOBE CIIPUIHATTS KiHKK Ta mpami. CTaBiIeHHS CyCHiILCTBA
JI0 HOBO1 CHHTETUYHOT TKAHUHH (5K 1 10 OUIBIIOCTI ACMEKTIB MOJAHOT 1HAYCTpIi) 4acTo
KOJIMBAETBbCS MK 3aXBaTOM HOBHMH TEXHOJOTIYHUMH MOJIMBOCTI, Ta BiJpa301o i
HEBJIOBOJICHHSM. 3JI€TH 1 MajAiHHA MNOMYJSPHOCTI NMEBHUX TKAHUH BiIOYBalOThCS
napajeibHO 3 TOCTIHHUM peOpEHAMHIOM, TEpPEeHMEHYBaHHSAM 1 MOJIEpHI3AIlIE0
XIMIYHO CTBOPEHUX BOJIOKOH. Bu3HaueHHs moJliecTepy MPOTHIIEKHE CIOBY
«HATypaJbHUI», a/PKe CHHTETHYHI BOJIOKHA HE ICHYIOTb Yy MpPHUPOAl, a IoYalu
BUT'OTOBJISATHCS B KiHII 19 CTOITTS 3 HATYpaJIbHUX Ta LITYYHUX MaTepiaiB.

BukopucTtanHs XiMigHO pO3pOOJICHOTO MIIACTMACY — PECYPCY, AKHIl BAKOPUCTOBYETHCS
JUIsL BUTOTOBJICHHS TJIIBKOBOI CTPIYKU Ta XIMIYHUX BOJIOKOH — CBIIYUTH MPO PI3KUI
BIJIX1JT B1Jl JIUIIIC HATYPaJIbHUX BOJOKOH B TEKCTUJIBHIW MPOMHUCIOBOCTI. CrieriamicT y
rajysi Bi3yaJabHOI0 MUCTENTBA Ta Meaia J[>Kyniana BpyHo roBopuTh: «MOXHa CKa3aTH,
mo GuibM — 1e ¢opMa KpaBelTBa. Ycl KaJpu 3MIUTI pa3oM y CTpiuKax LEdyJIoiny,
BOy/I0BaH1 y Bi3yaJibHI KOMIIO3HLIii, CIIPOEKTOBAHI Ta 3MOHTOBaHI — HaBiTh 3apa3 Lei
IpoLIeC Haraaye MOIUTTS OJATY Ha 3aMOBJICHHsDY. [[0X0IKEeHHS XIMIYHUX BOJIOKOH Ta
KIHOILTIBOK OJIHAKOBE, BTIM sK 1 iXx 00poOka. KiHomMoHTaxxepu morudpoBoi enoxu
00pOoOJISITN TUTIBKA TAKUM YMHOM: PO3Pi3aTH, CKIEITH Ta MiUIaTaTy JJIs MO0aJIbIIOTO
30UpaHHs 1 3pEIITO0 MPOEKIII].

Tox, cuHTeTHKa (XIMi4HI BOJIOKHA), IO BUKOPHCTOBYBajach /AJisi BUTOTOBJICHHS
MOJTIECTEPOBHX  COPOYOK  BiJA3HAYAETHCS CBOEK  3JATHICTIO BUPOOJATUCA Y
MMPOMUCJIOBUX MaciuTabax Ta OyTH JOCTYITHOO IS JIFOJACH 3 PI3HUM PiBHEM JIOXO/IIB.
[Ipodecopka momituunoi ecretuku Ectep Jlecni mumie: «koim Bmepiie 3’ SIBUBCS
Heaysoin (MpocTimie KaKydd - IUTACTHUK), HOr0 BUKOPHCTOBYBAIM Y KOPCETHHUX
«KICTKaX», BOJOHEITPOHUKHHUX KOMIpPax JJIsi COPOUOK, MAHKETaxX Ta (haJIbII-COPOUKAXY.
Bona 3a3Hauae: «Ha pyOexKi CTONITH MIIACTUK MOYAIU 3aCTOCOBYBATH y KIHOIUTIBKaX»,



manufacturing. The malleability of cellulose-based synthetics
made them widely adaptable. Mark Miodownik points out that:
«celluloid film was developed by George Eastman as a
replacement material for glass plates, and was as central to the
photographic revolution as his invention of the compact Kodak
cameras. By changing from glass plates to a flexible film of
celluloid, which could be rolled up, he made the camera much
smaller, lighter, cheaper, and simpler.»

Photographic technology has become even more widespread due
to the use of individual cellphones. Celluloid, in its photographic
and fiber-based forms, widened the scope of twentieth-century
consumers. In its close association with mass production,
polyester lacks uniqueness; Lou Taylor writes that "rarity of fibre
or cloth type adds exclusivity and high cost and, with those in
place, notions of luxury and high positive hierarchical status.” In
contrast to textiles such as velvet, which | discuss in Chapter 4,
polyester does not evoke luxury and rarity. Similarly, early film
was considered a "low" art, in part because of its affordability and
accessibility for working-class audiences. Polyester's lack of
“rarity” is essential to its status as a disparaged textile. Below |
follow the different thematic strands of polyester's development
through the portrayals of class, gender, and artifice on screen.

Twentieth-century factory production opened up new types of
visual culture—including fashion, photography, and cinema—to
audiences who were not upper class. The perception of film,
especially in the early twentieth century, as associated with "the
masses" and therefore not "art,” contributed to the idea that widely
available media was not worthy of serious study-Walter Benjamin
calls this “the same ancient lament that the masses seek distraction
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Ta Te, WO LEJI03a B IITYYHOMY IUIACTUKY II3HIIIE BUKOPHUCTOBYBaJach 1 y
TEeKCTHJIBHOMY BUPOOHUITBI. EJacTUUYHICTP CHHTETMYHMX MaTepiajliB Ha OCHOBI
[ETI0I03M 3po0miIa iX HIMPOKO 3aCTOCOBAaHMMHU y pi3HHX cdepax. bpurancekuii
Marepiajgo3HaBenb Mapk MioJOBHIK 3a3Hauae, IO: «ICNYJIOiIHA TIUTiBKa OyJia
po3polbiieHa aMEepUKaHChKUM HIANPUEMIIEM Ta BUHaX1AHUKOM JlkopaxeMm IctMeHOM,
SK 3aMiHa Matepiany ais GororpadiyHUX CKISHUX TJIACTHHY, 1 cTalla HACTUIBKHU XK
0CEpeKOBOIO, SIK 1 HOTO BHHAXiJ KOMIAKTHOI Mi1iBKoBOi kamepu Kodak. Bin 3minus
¢ororpadiuHi CKJISIHI IJIaCTUHM HA THYYKY IUIIBKY 3 LENYJIO0iny, Ky MOKHa Oyio
3rOpHYTH, 110 3pO0MIIO KaMepy OLIbIll KOMIAKTHOO, JIETKOIO, IELUIEBOI0 Ta IPOCTOIO
710 BUKOPUCTAHHS».

3 mnomupeHHsSAM MOOUTbHUX TenedoHiB ¢oTorpadiyHi TEXHOJOTIl CTalIM e
noctynHimuMu. ToxX, OIHO3HAYHO, BUKOPUCTAHHS WENyNoiny y (OTOIUTiBKax Ta
TEKCTUJIbHIA TPOMMCIIOBOCTI PO3IIMPHUIO MOMXIMBOCTI CIOXKHBadiB XX CTOJITTS.
[Toniectepy, yepe3 MacoBiCTh HOro BUPOOHUIITBA, OpaKye YHIKaJIBbHOCTI. IcTOpUKUHS
Jloy Teiinop nuie: «piaKiCHICTh BOJOKHA UM TUITY TKAHWHU J0J1a€ EKCKIFO3UBHOCTI,
BHCOKOI BapTOCTi, a TaK0X (OPMY€ YSBICHHS MPO PO3KIII 1 BUCOKHI COIaIbHUI
ctatycy. Tox, Ha BiIMiHY BiJl BEJIbBETY, SKOMY MpucBsiueHud Po3xain 4, momiectepy
Opakye poskomii Ta pigkocTi. [TogiOHUM YMHOM paHHE KiHO BBAXKAJIOCS «HHU3BKUM)
MHUCTELITBOM, YaCTKOBO uepe3 HOro IOCTYIHICTh 1 AEHIEBH3HY, 110 poOMIO ioro
MOMYJISIPHUM cepeli poOITHUYOro Kiacy. BicyTHICTh «piKICHOCTI» y MoJiecTepy €
KIIOYOBUM YMHHUKOM HOTO CIPUHHSTTS, SIK MEHII MPECTHIKHOTO TEKCTHII0. Hibkde
IPOCTEXKYIOTCA PI3HI TEeMAaTU4YHI HANpsSMKU PO3BUTKY IOJiecTepy dYepe3 Horo
300pakeHHs Kiacy, FeHAepy Ta IITYYHOCT] Ha eKpaHi.

®abpuune BUpOOHUUTBO XX CTONITTA CTAJIO BIAKPUTTAM HOBUX (OpPM Bi3yaabHOL
KyJIbTYpU B MOJi, ¢otorpadii Ta KiHO sl ayAUTOPii, 10 HE HajeKasia 10 BHIIOTO
kiacy. KiHo Ha mouarky XX CTONITTA acoIlOBaJOCA 3 «MacoOBICTIO» Ta
«HEMHCTELTBOM». Take CTaBIeHHS CHPUATIO (POPMYBAHHIO YSBJICHHS, IO IIHPOKO
JOCTYIIHI MeJlia He BapTyroTh yBaru. Himenpkuit ¢pinocod Banbrep bennsimin HazuBae
1€ «Ti€I0 JaBHBOIO CKAprol0 MPO Te, IIO JIOAW XO0YyTh PO3Bar, a MHCTEIITBO BUMArae
Bil HHX 30CEpPEKEHOCTI». YTpPHUMaHHS I[bOTO € YaCTHHOK CHPOOHM BH3HAYUTH

® doTorpadiuHi CKISHI IUTACTUHY - BUKOPUCTOBYBAIUCS B paHHii (hotorpadii 11si HAHECEHHS CBITIIOUYTJIMBOTO LIApY.
y y M



whereas art demands concentration from the spectator.”
Perpetuating this is part of an attempt to define art as class-based.
As a result, "bad taste" has taken on a distinct class bias.

We often associate polyester with the tacky men's leisure suits of
the 1970s, famously celebrated on screen in the 1977 film
Saturday Night Fever. Saturday Night Fever offers a window into
a world where polyester is not embarrassing but covetable. John
Travolta's character (Tony Manero) is obsessed with advancing
his class standing; in part, this involves upgrading his polyester
wardrobe. Tony has achieved respect and admiration in his
community for his dancing ability, and his talent gains him some
attention outside of his neighborhood. The opening shots of
Saturday Night Fever introduce us to Tony's Brooklyn
environment: tough, crowded, and made of metal and brick. This
tells us the rural, natural world will not be an important part of this
film; instead, we are in New York City, the center of commerce
and fashion in the United States, where characters must negotiate
the limitations of their economic place in the city.

Tony has internalized the persistent demand, in fashion, to "keep
up" with trends, and he believes this is essential to moving up in
class status and out of Brooklyn. Our first look at Tony is a close-
up of his shoe- we see him lift his foot up to compare his shoe to
a newer, better pair behind glass in a store window. As the initial
scene of the film tracks Tony as he walks down the street to his
job at a hardware store, he stops at a shop window that displays a
shirt he wants to purchase. A conversation with the shop owner
reveals that Tony is interested in buying the shirt but he can't
afford it. This initial presentation of Tony as longing for what lies
out of his reach, embodied in his desire for clothing, carries
throughout the film. Both Tony and his love interest Stephanie are
obsessed with the visual signs that distinguish them from their
working-class surroundings (Tony's passionate commands,
"watch the shirt!” and “watch my hair!," exemplify this).
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MUCTENTBO SIK Take, L0 3aJEeKUTh BiJ KIACOBOI MPHHAJIEKHOCTI. Y pe3yJbTaTi
«TIOTaHUH cMak» HaOyB BUPa3HOI KJIACOBOI yHEePeKEHOCTI.

Yacto moiecTep acoOLIOETHCS 3 HECMAKOM YOJIOBIYUX MOJIIECTEPOBUX KOCTIOMIB y
1970-x poxkax, BigzHaueHuX y ¢pigbmi «JInxomanka cyboTHpor0o Bedopay. Lleit ¢inbpm
BIJIKpMBAa€ BIKHO y CBIT, Jie¢ moJjiectep He raneOHuil, a 6axkanuii. [lepconax [lxon
TpaBonra (Toni MaHepo) oaepXUMHUN TparHEHHSM MiABUIIUTH CBIH COIliaJbHUN
CTaTyC; 4aCTKOBO, 11€ CTOCY€TbCS OHOBJIEHHS rapnaepoOy. ToHI 10CArHyB moBaru Ta
3aXOIUJICHHS y CB1M rpoMa/ii 3aBISKH CBOIM TaHIIOBAJIbHUM 3A10HOCTSM; MOTO TaJlaHT
IpUBEpTae yBary 1 3a mexxamu paiioHy. [louatkoBi kagpu ¢uibMy «JInxomaHka
cyOOTHBOI'O BE4Opa» 3HAHOMIIATH HAC 3 HABKOJUUIIHIM cepeloBuileM bpykiiny, ne
xuBe ToHI: cyBOpHUM, 0araToitoJHUM, 3a0yJ0BaHUM METaJIOM Ta LierJioro. Taki Kaapu
J€MOHCTPYIOTh, ILIO «HATypaJbHICT» HE OyJe BaXJIMBOIO YacTHHOIO (UIbMY.
HartoMicth, MU OHHUHIEMOCH B Hbm-ﬁopxy — y nenTpi komepuii Ta moau CIIA, ne
MIEPCOHAX1 MAIOTh J0JATH OOMEKEHHS CBOI'0 €KOHOMIYHOTO CTAHOBHILA.

Toni 3acBOTB HAMOJIETIMBY BUMOTY MOJIU «HTH B HOTY 3 TPEHAAMI» 1 IPUTPUMYETHCS
JQYMKH, 10 I[e HEOOXiTHO JUIsl TOro, adW MiJBUIIMTH CBill COI[iaJIbHUN CTaTyC Ta
Buixatu 3 bpyxuina. [lepma 3yctpiu 3 ToHi — e mpuOamkeHnii Kaap Horo B3yTTs — MU
0a4rMo, SIK BiH MiHIMA€ HOTY a0 MOPIBHATH CBOE CTAape B3yTTS 3 HOBUM, KPAIIOk0 Ha
BUTJISII T1APOI0, SIKA 3HAXOAUTHCS 3a CKJIOM BITpUHU Mara3uHy. Konu B mepiuiii cueHi
¢inbMy Kaap caifye 3a ToH1, 1 TOKa3ye K BIH iie Ha po0oTy y Oy/1iBEJIbHY KPaMHUIIO
BHM3 I10 BYJIMI, BIH 3yIIUHSAETHCS OUI BITPMHU Mara3uHy, 1€ BUCUTb COPOUKa, SIKY BIH
Iy’Xke Xo4ye KynuTh. Po3MoBa 3 BIACHHMKOM MarasuHy pO3KpuBae Te, mo ToHi
3aIliKaBJICHUH y TIOKYTII, ajie He MOKe co0i bOro A03BOIUTH. [lepie BpakeHHS Bij
IBOT'0 TEPCOHAXY — II€ TYXKIHHS 32 HEIOCSHKHUM, IO IPOTATOM YChOro (iIbMy
MiJKpecIIoe ioro 6akanHs rapHo oxsratucs. ToHi Ta iioro koxana Credani ogepxumi
Bi3yaJIbHUMU O3HAKaMH, 1110 BIAPI3HSIIOTH iX BiJ OTOYEHHS (IasKi BKa3iBKU TOHI, K OT:
«TIJISTHb Ha MOIO COPOYKY» a00 «TIISTHb Ha MO€ BOJIOCCS, € IPUKIIAJIOM IIHOTO).



As he prepares for his night out, Tony takes his time choosing the
perfect shirt. Shots of Tony reviewing and selecting his shirt are
crosscut with scenes from the interior of the disco. The winning
shirt is framed dramatically on his bed. Establishing Tony's shirt
as central to his presentation of self-foreshadows other instances
of class struggle and desire in the rest of the film. Stephanie
declares a wish to be "refined" (in other words, to separate herself
from her provincial Brooklyn surroundings). Tony's longing for
the higher-priced polyester shirt shows us that he shares this class
aspiration. The shirt, for Tony, is an object of desire that he
believes can lead to the fulfillment of another desire: a move up in
class status. Tony and Stephanie do not know that the concealment
of these aspirations is crucial to convincing others that they are
higher class their unawareness makes them appear comical.
Viewers might laugh at their earnest desire to escape their
circumstances through superficial objects and mannerisms;
similarly, we laugh at the dated presentation of polyester fabric as
fashionable.

In the midst of the first nightclub scene, which introduces us to
Tony's social circle and establishes the trendy disco aesthetic of
the film, the DJ shouts out “I like that polyester look!” to an
enthusiastic crowd of dancers. In the world of Saturday Night
Fever, polyester is fashionable, aspirational, and emblematic of
youth culture and style. The primary role of polyester in the film
is as a symbol of a general style and attitude. The “look™ of the
nightclub dance scene in Saturday Night Fever is itself influential
and evocative of the period in which disco was at the height of its
popularity. Specifically, the quality of the lighting captured on
camera creates an atmosphere that alternates between tacky and
dreamy. The multicolored, blinking lights surrounding the
dancers—in the background, overhead, and under their feet—
combine, with the soft-focus effect of the lens and smoke
machines, to give the scene a warm glow.
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VY kazpi, konu ToHI rOTyeThCsl 10 BEUipKH, BIH BUTpayae HemMallo yacy, abu odpatu
i1eaibHy COpouKy. MOMEHTH, KOJU BiH PO3JIUBISETHCA Ta 00Mpae ii, mepexpecHi 3
MOKa30M IHTep €py MicIis, e mpoxoauTuMe 3axifa. OO0paHa copouka JISKUTh Ha JTKKY,
HiOM Tpodeii. Te, mo copouka TOHI cTae LEHTPAIBHUM €IEMEHTOM HOro
caMoIIpe3eHTallll, MPOBIIIAE 1HIL BUMAAKH KI1acOBOi 00pOTHOU Ta IPAarHEeHb YIIPOIOBXK
¢inbmy. 3rogom Credani 3asBiisie Mpo CBOE OakaHHA «OUYHMCTUTHCHY - IHIIUMHU
CJIOBaMH, CEMmapyBaTUCS BiJ MPOBIHIIMHOTO OPYKIIHCHKOTO OTOYEHHs. PazoM 3 Tuwm,
nparHeHHss TOHI KyHmUTH MOJIIECTEPOBY COPOYKY IOKa3ye, IO BiH Ile aOCOJIIOTHO
niaTpuMye. [l HbOoro copouka € 0axxaHuM 00’€KTOM, SIKUM, Ha HOTO AYMKY, MOXKe
CHPUSITU JTOCSATHEHHS IL€ OAHIE] LUl — MIABUINEHHS collialbHOTO craTycy. ToHi Ta
Credani HE yCBIIOMIIIOIOTb, IO MPUXOBYBAHHS IIUX MPArHEHb € KIIFOYOBUM IS TOTO,
o0 MEPEeKOHATH 1HIIMX y CBOIM HAJIEKHOCTI O BUIIOTO KJacy. IxHs1 HEoGi3HAHICTE
poOUTH IX KOMIYHUMHU. [ TI/1a491 MOXKYTh CMISTHCS HaJ| iXHIM IIUPUM OaKaHHSM BTCKTH
BiI peaJIbHOCTI 3a JIONOMOTOI0 ITOBEPXHEBUX IPEAMETIB 1 MaHep; TaK caMO MH
CMIEMOCS HaJl [TOKa30M 3acTapijioi MoiecTepoBOi TKAHUHU, SIK MOJHO.

VY camomy posznaii MO4aTKOBOIO KaJpy y HIYHOMY KiyOi, /6 HaM IpeicTaBicHE
comianbHe koimo ToHI Ta 3arajgbHa ecTeTHKa (QUIBMY, Ai-JKeH BUKPUKYE 10
€HEePriiHOro HATOBITY TAHIIOIOYUX TaKy (¢pa3y: «MeHi mogo0aeThes Baml noiiectep!».
VY cBiti ¢inbmy Jluxomanka cyOOTHBOTO Beuopa IONIECTEp € AY)KE MOJHHM,
HAJMXAIOYUM Ta CUMBOJIIYHUM JJI MOJIO/IO1 KyJbTypu. ['0JI0BHA poJib mofiecTepy y
(b1IEM1 € CUMBOJIOM 3arajIbHOTO CTUJIIO Ta TOBEAIHKU. BUTIIs] TaHIIOBAJIBHOT CIIEHU Y
HIYHOMY Ki1y01 ¢uibMy «JIuxomaHka cyOOTHBOro Beuopa» € caMm o co0i JoBOJI
BHUpA3HUM JJIs IEPIOAY, B IKOMY AMCKO OyJ10 Ha MKy nomyJispHocTi. Oco0auBo AKIiCTh
OCBITJICHHSI CTBOPIOE Haye MaHIpHy, a 3 1HIIOI CTOPOHM W MpiiIHMBY atMocdepy.
Pi3HOKOIBOpPOBE, MEPEXTIMBE CBITIIO, 0 OTOYYE TAHIIOIOYHX — [103a]1y, HaJl TOJIOBOIO
Ta HaBiTh IiJ] HOTaMU — MOEAHYETHCS 3 ePEKTOM «M’ KU (HOKYC» Ta reHepaToOpoM
UMY, HaJIal04H CIICH1 JIETKOTO CSIifBa.



In the nightclub setting, the lighting does not try to appear natural;
in fact, we are encouraged to admire its fake, plasticky beauty. The
multiple light sources bounce off the surfaces of faceted disco
balls and synthetic clothing worn by the actors, creating starburst
effects and scattered, random dots of light. Polyester fabric takes
on a particular sheen under the flashing lights. As Katy Kelleher
writes of iridescent fabrics: "Like all iridescent things, it looks best
when you can see how light plays over the surface of the cloth.
When you freeze it, some of the wonder is lost.” The motion of the
lights in the disco, as well as the movement of the dancers and the
movement of film itself, create the special look of the disco light
in Saturday Night Fever.

” y
Figure 2.1 John Travolta and Karen Lynn Gorney in Saturday
Night Fever, 1977. Courtesy Getty Images U.K.

Saturday Night Fever, a mainstream Hollywood film, makes some
reference to changing ideas about conventional masculinity and
femininity in the late 1970s. “Stayin' Alive" plays on the
soundtrack as we move from Tony's shoes up his body and watch
him strutting down the street, eyeing women who pass by.
Interestingly, in this film we are encouraged to look at Tony in the
same way he looks at women: the camera moves up and down his
body admiringly. Not only does this introduce Tony's body as a
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VY HiuHOMY KJTy01 OCBITJIICHHSI HABMHCHO BUTJISIa€ HEMPUPOIHO, MIKPECIIOIYH HOTO
HITy4YHY, Maiike TMiacTMacoBy Kpacy. Kijgpka jkepen CBITJIa BiIOMBAaIOTHCS BiJ
MOBEPXOHb TPAHOBAHMX JAUCKO-IIAPIB T4 CHHTETHYHOTO OMSATY, B SKHH OAATHEHI
aKTOPH; Pa30M L€ CTBOPIOE e(eKT crajaxy 3ipOoK Ta BHUIAJKOBO PO3CITHUX Kpamok
cBiTna. [lomiectepoBa TkaHWHa HaOyBae OCOONMBOTO OJUCKY [ MEPEXTIMBUM
cBiTiioM. ABTopka Keiiti Kennexep numie npo 01ucKyuyy TKaHHHY Tak: «yci OMHUCKyYi
pedl BUIIISIIal0Th HalKpallle, KOJIM Ha HUX Maja€ JOCTaTHRO CBITIA, aJKe KOJIU Horo
Opakye, OUBO csiiBa ryOuThCs». PyX cBiTIa Ha TaHLIOBAJBbHOMY MalaHUUKY,
TaHIIOIOYUX Ta KIHOKaAp1 CTBOPIOE OCOOIMBUIA BUTIIAL.

: A
3obpascenns 2.1 JIxon TpaBonta ta Kapen Jlinn T'opni y ¢inemi «JIuxomanka
cyboTHBOTO Bewopay, 1977. Hamano Getty Images U.K.

®inbM «JlmxoMaHka cyOOTHBOTO BeuOpa» — BILAOMHUH TOJIIBYACHKUM ¢(inpMm. Tyt
MIPOCTEXKYETHCS 3MiHA 1/1€H «4O0JIOBIUOCTI» Ta )KIHOYHOCTI Mi3HIX 1970-X pokis. [Tinuac
Kajapy, Je (OKyC KaMepH IIaBHO PyXaeThbcs 31 B3yTTs TOHI Ha HOTO TijO, KOJU BiH
MUXAaTO KPOKYE BHU3 T10 BYJIMII Ta OTJISAIAE KIHOK, IO IPOXOAATH MOB3, I'PA€ MICHS 3
ab0OMy OpHUTaHCHKO-aBCTpaliiChKOTO pOK-rypry Bee Gees min HasBowo «Stayin'
Alive». Bupasuum € cipuidasitts ToHi risgadeM, aike MU MOKEMO OI[IHUTH HOTO TaK
caMo, K BIH OI[IHIOE XIHOK - pyXoM Kamepu mo Tiny. Cnig 3a3Ha4yuTH, IO
0ocoOnuBICTIO 1HOTO GuUIbMYy € podab TOHI SK TaHI[IBHHKA; II¢ HaJae MHomy



significant feature of the film-his role as dancer is a major aspect
of his character's appeal within the film and the film's success with
audiences-but the camera movement feminizes Tony, suggesting
we can watch him as a man might watch a woman. This reversal
of the male gaze foregrounds the new concept of male femininity
that comes up occasionally in Saturday Night Fever. Tony's father
insultingly compares Tony to a girl, and at one point we see the
bullying of gay men and people of color on the streets of Brooklyn.
While not explicitly political, the film associates Brooklyn,
through Tony's eyes, with outdated ideas about identity expression
and femininity. Part of his new “self” is the suggestion that he is
considering a more progressive attitude toward cultural difference.
Tony and Stephanie are invested in the idea that fabric and dress
are crucial to establishing identity. An important perspective on
polyester is a theoretical stance that, particularly in the history of
queer culture, celebrates rather than denigrates artifice and
plasticity. Artifice, for example in the films of Jack Smith and
Kenneth Anger, who I discuss in Chapter 5, is a source of joy and
beauty. The ability of plastics to transform and morph into new
forms has an enchanting quality. Writing in the 1970s, Roland
Barthes admires the "magic" of plastic: "the quick-change artistry
of plastic is absolute: it can become buckets as well as jewels." For
Barthes, plastic's association with the domestic middle class is part
of its extraordinariness: «until now imitation materials have
always indicated pretension, they belonged to the world of
appearances, not to that of actual use; they aimed at reproducing
cheaply the rarest substances, diamonds, silk, feathers, furs, silver,
all the luxurious brilliance of the world. Plastic has climbed down,
it is a household material. It is the first magical substance which
consents to be prosaic.»

The material of plastic-and polyester—has "magical”
transformative possibility, not only in the creation of new products
butin the creation of self. Thinking about plasticity as a theoretical
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MPpUBAaOIMBOCTI Ta YCIIXY Mepes risaadeM. Ajie pa3oM 3 THM pyX KaMepH pOOUTh HOTO
OutbIn >kiHOYHMM. Taka 3MiHAa YOJIOBIYOTO BHUIIISIAY TEpPEeay€e€ HOBOMY KOHIICNTY
«Y0JIOBIYOT )KIHOYHOCTI», IO 1HOI 3 ABIAEThCA Y «JIMXOMaHII CyOOTHROTO BEUOPAY.
batbko ToHi 3HEBaXIIMBO MOPIBHIOE HOTO 3 JIBYMHOKO, Ta B IEBHUH MOMEHT (DiTbMy
HaBITh TPOCTEKYETbCS 1€ 3aCy/KEHHS YOJIOBIKIB-TOMOCEKCYAJICTIB 1 JIIOAEH 3
IHIIMM KOJIbOPOM IIKIpH Ha BYIHISX bpykiiny. He Oyayuu BigBepTO MOJMITHUHUM,
¢inbM acouiroe bpykiin ounma ToHi 13 3acTapiiuMu ySBICHHSAMH MPO BUPAKEHHS
IIEHTUYHOCTI Ta KIHOYHICTh. YacTuHA HOr0 HOBOTO «cebe» - Iie MPUIYLIEHHS TOTO,
10 BIH Ma€ OUIbII CyYyacHUH MiAXiA 1O KyJIbTYpHOI PI3HOMAHITHOCTI.

Toni Ta CtedaHi 3aX0IUICH] i/Ie€10, 10 TKAHWHA 1 OJAT € BXKIUBUMHU €JIEMCHTAMHU
CTaHOBJICHHS 1ICHTHYHOCTI. OJTHUM 13 KJIFOUOBHX IIJX0/IiB IO PO3MIISAY MOJIiECTepy Y
KOHTEKCTI KBIp-KyJIBTYypH IOJISITA€ B TOMY, IO BiH HE 3aCY/KY€EThCS K IMTYYHHH, a
HAaBMaKH, TIPOCIABISAETHCA 3a CBOKO IUIACTUYHICTh 1 CTHJII30BaHICTh. [apHUM
MPUKJIAJA0M IIaHyBaHHS IITy4yHOCTI € ¢unbM [xexka Cmira 1 Kenner Aurep, sikuii
posrnsgaerbes y Po3nini 5. MeH1ie 3 THM, THYYKICTb 1 37aTHICTh TUIacTMacH HaOyBaTu
PI3HOMaHITHUX (OPM HAJUISLE LIed MaTepial MarHETUYHOIO MPUBAOIUBICTIO. Y CBOIN
npaui  1970-ro  poky, ¢panmy3skuii  ¢inocod Pomanx bapr 3axorumroerscs
«MarivHICTIO» TUIACTMACH, a caMme: «IIBUIKOK Ta MaHCTepHOK 3MiHOIO (opmu. 3
HBOT'O MO>KHA 3pOOUTH SIK KOP3UHKY, TaK 1 MpUKpacy». bapT cTBepKye, 10 AJ HbOTO
HOPIBHSIHHS TUIACTMACH 3 pOOITHUYUM KJIAaCOM - 1i€ He raHb0a, a 03HaKa HE3BUYHOCTI
MaTepialy: «Jocl IITy4Hl MaTepiaju 3aBXAM BKa3yBaJld Ha YyJaBaHICTb, BOHHU
HaJeXalll CBITY 30BHIIIHIX 00pa3iB, a HE PEAJbHOTO BUKOPUCTAHHS; IXHBOIO METOIO
Oyso0 neuieBe BIATBOPEHHS HANPIAKICHIIIMX PEYOBHMH — JlaMaHTIB, IIOBKY, Hip's,
XyTpa, cpibia, yciei po3kimHoi OauckydocTi cBiTy. IlmacTuk 3iHIIOB Ha piBEHb
OyJIeHHOCTI, cTaB MmoOyTOoBHUM MatepiasioMm. Ile mepma dvapiBHa pedoBHHA, SKa
roroauiacs Oyt OyJICHHOIOY.

Martepian niaacTHKy Ta MOJiecTepy Ma€ «MaridHy» 3/1aTHICTh 70 TpaHcdopmallii — He
JUIIe Yy CTBOPEHHI HOBUX MpPOXYKTIB, a W y 3MiHI BiacHoi ¢opmu. Posrmsn
IUTACTUYHOCTI, SIK TEOPETUYHOTO KOHLIENTY, IIEPEHOCUTHCS 1 Ha IUCKYCIl po TeHmep i



concept carries over into discussions of gender and language. Jack
Halberstam embraces the political potential in recent debates
about pronoun usage and trans identity. Gender transitioning is an
ongoing, "plastic" process, not a singular event with a clear
beginning and end; in keeping with this attitude, Halberstam states
a desire "not to clarify what must categorically remain murky.”
Insisting on linguistic uncertainty rejects strict definitions of
“male” and “female.” In refusing to commit to certain definitions,
Halberstam retains the plasticity and potential for change in the
rhetoric of gender.

Part of the transformative possibility in plastic/synthetic material
is in the way it forces us to question the idea of what is "natural.”
Much of the past and current debates around dress and identity
expression return repeatedly to an attempt to define the "natural”
and the "unnatural.” Textiles in particular are divided into these
categories for consumers, even though the processes of textile
development and production are often less well-defined, as they
incorporate both factory made and naturally sourced materials.
"Unnatural” usually refers to the presence of chemistry or
chemical processing. In Chapter 3's discussion of the film Black
Girl I discuss how the Senegalese black woman at the heart of the
story gradually restores her natural (not chemically processed)
hair as she faces the truth of her situation—she is trapped in the
horrors of racism and colonialism. The embrace of natural hair is
political and self-affirming; Malcolm X writes of the “self-
degradation” of chemically processing his hair, "literally burning
my flesh to have it look like a white man's hair." This shows how
the term "natural” can assume different ethical connotations
depending on viewpoint and cultural context. The word
"unnatural” as applied to sexual identities not labeled
“heterosexual” has historically been used as a statement of
judgment, suggesting an individual is distanced from their
natural/"true" self.
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MOBY. AMepuKkaHchbkuil BueHui JIxek ["anOepctam BU3HA€E MOJNITUYHUM MMOTEHLIAT Y
CyyacHHX JiebaTax 110710 BAKOPUCTAaHHS 3aiMEHHUKIB 1 TPAHCTE€HIEPHOT 1IeHTUYHOCTI.
I'ennepHuii mepexing — 1e Oe3nepepBHUN, «IUTACTUYHUID TMPOIEC, a He OJHOPa30Ba
OISl 3 YITKUM TOYAaTKOM 1 KiHIeM. BiamoBimHO a0 1mporo migxomay, I'ambepcram
BHCIIOBIIIOE Oa)KaHHS «HE TPOSCHIOBATH TE, IO KATETOPUYHO MAa€ 3alUIIATUCS
HEUITKUM». BinmMoBnsrounchk Bif (iKCOBaHWX BH3HA4YeHb, [ anbepcram 30epirae
MJIACTUYHICTh 1 MOXKJIUBICTD 3MiH y PUTOPHII TEHIIEPY .

3/1aTHICTh IUIACTMAaCH Ta CUHTETUYHOI'O MaTepiandy 3MiHIOBaTH (OpMY, CTaBUTh IIiJ{
CYMHIB iJIel0 «HATypaJbHOTO MaTepiany». binpmicTs aedatiB ToAl 1 3apa3, CTOCOBHO
BUPaKEHHS IIEHTUYHOCTI B OJI5131 Ta 1IGHTUYHOCTI SIK TaKOi, IIOCTIHHO MPU3BOJAMTH JI0
cpoOM BU3HAYMTH, IO «HATypalbHE», a M0 «IITy4YHe». TeKCTHIb, 30Kpema,
MOAUIIETbCS HA 11 KaTeropii Juisi CHOXKMBAYiB, XOo4ya MPOIECH pPO3pOOKH Ta
BUPOOHUIITBA TEKCTUJIIO YaCTO MEHII YiTKO BHU3HA4Y€HI, OCKUIBKM BKIIFOYAIOTh B ce0e
gk (abpuuHi, Tak 1 mpupoHi MaTepianu. «DadpuuHi» (a0 MWTy4YH1) BIAHOCITHCS 10
MarepiajiB, BATOTOBJICHUX 3a JOTIOMOTOIO JTOJaBaHHS XIMIYHUX PEYOBHH Ta XIMIYHOL
00poOku. ¥ Po3aini 3, npucesiueHomy QinbMy «TeMHOIIKIpa 3...», pO3MOBIIAETHCA
Ipo Te, K TeMHOILIKIpa AiBunMHa 3 CeHerany, TOJIOBHA TepoiHs iCTOpii, MOCTYIOBO
BIIHOBIIFOE CBOE MPUPOJHE (He 0OpoOIeHe XIMIYHO) BOJIOCCS, KOJTU PanTOM PO3yMi€,
110 3HAXOJUTHCS Y MACTII KaXy pacu3My Ta MOHEBOJIEHHS. [I[pUHHATTS IpUPOIHHOTO
BOJIOCCS] — L€ OJITUYHUHN akT 1 popma camMocTBepkeHHs. MankoiabM [ke mucas npo
«3HUIIEHHS» CBOTO BOJIOCCS XIMIYHUMHU 00pOOKaMu Tak: «0yKBaJIbHO CIIANIIOIOTH cebe,
pocTo 11100 TXHE BoJioccs OyIIo AK y CBITIOLIKIPO toauHm». e nokasye, sk TepMiH
«HATypaJIbHUI» MOXe HaOyBaTu PI3HUX €TUYHUX BIATIHKIB, 3aJIEKHO BiJ TOUKU 30py
Ta KyJIbTYPHOTO KOHTEKCTY. TepMiH «HENpUPOIHHI», 3aCTOCOBAHHUNA 110
HeTpaauIiiHUX PopM caMoieHTUDIKaIlil B KOHTEKCTI CEKCyalbHOCTI, ICTOPUYHO MaB
OI[IHOYHMI XapakTep 1 BUKOPHUCTOBYBABCS JUISl MPHIYIICHHS, IO ocoba HIOUTO
BIIXOAMTH Bl CBO€ET MPUPOIHOT 200 "ICTHHHOI" CyTHOCTI.



As a defiantly unnatural fabric, polyester is uniquely poised to
challenge the idea that "naturalness” is superior. Examples in
queer history of embracing what is considered “unnatural” include
nineteenth- century aesthetes and dandies and Joris-Karl's 1884
novel Against Nature. In bodily and architectural adornment, a
taste for excessive, maximalist décor has historically been
associated with femininity, flamboyance, and dandyism. This
aesthetic can be traced further to the world of film melodrama and
to layered, heavily ornamented sets and costuming. Synthetic
fabric, and especially polyester, is part of an aesthetic tradition that
uplifts the excessively feminine and the obviously artificial.
Speaking about aesthetic conflict during the mid-1960s to mid-
1970s, Mike Kelley explains the use of “displays of femininity as
a sign of resistance™: he says, "if the female is Other, then the
homosexual is doubly Other since he is ‘unnatural.”

The Gay Rights Movement took place alongside other movements
such as back-to-the-land, the 1970s craft revival, and a growing
awareness of the benefits of organic farming-in other words, a
growing popularity of artisanal, anti-chemical, pro-local politics.
At this same time, filmmaker John Waters wrote and directed
films that celebrated the unnatural, the synthetic, and the artificial.
Unlike Saturday Night Fever, which was created in the traditional
Hollywood film system, Waters's films during this period were
outside the industry, and were aligned with the punk, hippie, and
other counterculture movements of the time. Waters, who is
known for his celebration of uncomfortable subject matter,
complicates our understanding of 1970s counterculture. His 1972
film Pink Flamingoes, like his 1981 film Polyester, takes as its title
a tacky object representing 1950s suburbia and middle-class
aspiration. Polyester revels in what society rejects as gauche and
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Sk BiIBEPTO HENPHUPOAHA TKAHUHA, NOJIIECTEP OJHO3HAYHO MIJXOAUTH IS TOTO, 11100
KUHYTH BUKJIHUK i€, 10 «HaTypaJbHICTh» € Kpalllolo 3a «ITy4HIcTh». [lo emoxu
MPUIHATTS HENPUPOIHHOIO MOYKHA MIPUIHCATH ECTETIB, IEHAl Ta HOBely 19 cTopivus
- Mopic-Kapna «Hanaku», 1884 poky. SIKII0 FOBOPHUTH MpO TileCHE Ta apXiTeKTypHe
03100JIEHHS], TO CI1J] MIAKPECIUTH, 1110 CMaK HaJMIPHOCTI Ta MaKCUMAaIi3My y AeKopl
ICTOPHYHO acoIiOBAaBCs 3 MPOSIBOM KIHOYHOCTI, €KCTPaBaraHTHOCTI Ta JAeHAu3My 0.
Taki CTHIIICTHYHI OCOOJIMBOCTI MOYKHA BIJCTEKHUTH y CBITI KIHO-MEJIOJpaMH, PSICHO
IIPUKpAIEHUX JeKopaliix Ta KocTiomax. CHHTETMYHA TKAaHUHA, 0COOJIUBO IOJIieCTED,
€ YaCTUHOIO €CTETUYHOI TPAJMIIii, 110 3HAYHO IMIJBUILYE 1 TaK HaJAMIPHY *KIHOYHICTh
Ta OYEBHUIHY IUTYYHICTh. |'OBOpSYM PO €CTETHYHUI KOHQUIIKT IPOTIATOM CEepearHU
1960-x no 1970x pokiB, cyyacHUI aMepUKAHChKHI Xy 10)kHUK Maiik Kesi mosicHroe
BUKOPHUCTAHHS «IIOKA3y KIHOUYHOCTI SIK 3HAKY CIPOTUBY». BiH TOBOPUTH: «SKILO KIHKA
— [H1ma, Toi roMocekcyan € BABidi [HIIMM, 111e 3 TOro 4acy Sk CTaB «HEIMPHUPOIHIMY.

Pyx 3a npasa JII'BT BinOyBaBcsi olHOYACHO 3 IHIIMMU pyXaMH, TakuMu sk «Hazan no
semutin!l, BimpomkenHs pemecia y 1970 pori. 3poctana i 00i3HaHICTh MepeBaramMu
BEJICHHS OPTaHIYHOT 0 JOMOTOCIIOJapPCTBA — IHIIUMH CIIOBAMH, 3pOCTaNIa MOMYJISIPHICTh
PEMICHHYO1, aHTUXIMIYHO1 Ta JIOKAJIICTCHKOI MOJIITUKH. Y 11e# yac, KiHopexucep JkoH
Yorepc mnucaB Ta mpojrocepyBaB (iIbMHU, 1€ BiJ3Hayaiacsd HEHATypaJbHICTb,
CUHTETUYHICTh Ta WTYy4HIcTb. Ha BimMiHy Big ¢inbMy «JIluxoMaHka cyOOTHBOTO
BEUOpa», CTBOPEHOIO0 B MEXKax TPaAULINHOI IOJUIIBYACHKOI KIHOCHCTEMH, (DiibMu
Yotepca Toro nepioay 3ajdUIIANKCS 1032 1HAYCTPIEIO Ta BIANOBIIANM MaHK-, XiMi- U
IHIIMMU KOHTPKYJIBTYPHHUMH pyXaMu TOrO 4dacy. YoTepc, BIIOMMH 3a BiI3HAUEHHs
«HE3pYUHMX» TE€M y CBOiX KIHOKapTHHaX, YCKJIAJHIOE Halle pO3yMiHHA
KOHTPKyIbTypHu 1970-X pokis. Moro ¢inbm «Posxesi dmaminro», 1972 poxy, sk i fioro
¢ineM «Ilomiectep» 1981 poky, oTpumanu 3BaHHS «ACLIEBHH Ta ByJIbrapHUN», aJKe
MPE3CHTYIOTh 1CTOPIT JIFOCH CepeHhOro KiIacy, 10 KUBYTh y mepeamicTi. Pexucep
¢ibmy «Ilomiectepy» HaAUXHYBCS THM, 10 CYCIUIBCTBO BiJI3HAYa€, K HEJAOPEUYHE Ta
BIUISIKyI0Ye, a caMme: HeTpaJuLiiHy Kpacy, BHpPaXXEHHs T€HJEpHOI 1AeHTHYHOCTI,

1% enmi (anr1. dandy) - conianbro-KyaeTypHEiT THI XX CTOTITTS: YONOBIK, ITiIKPECIEHO CTEKHUTH 3a €CTETHKOIO 30BHIIHLOTO BUIIISLY Ta TOBE/i HKH, BUITYKaHICTIO

MOBH.

" Pyx «Ha3zan 10 3eMii» - 1e OyIb-SKuif i3 pi3sHUX arpapHUX PyXiB y pi3Hi iCTOpPHYHI TIepioH.



repellent, including: unconventional beauty and gender
expression, the frustrations of the middle-class housewife, and
bourgeois aspirations to move up in class status. The film explores
the multiple cultural connotations of this often reviled and
trivialized fabric. Like the Douglas Sirk melodramas of the 1950s
in which bourgeois women suffer under stultifying cultural
restraints—and which influenced Waters-Polyester combines
ironic camp with sincere feeling to deepen Francine's character
and emotional complexity. Utilizing sound and, surprisingly,
smell, Polyester creates a highly stylized environment in order to
articulate Francine's social standing and ongoing despair at her
condition.

Before introducing us to Francine, the film opens with an homage
to past film-screening gimmicks that tried to sell smell experiences
to theatrical audiences. A "mad" scientist announces the film will
feature “Odorama,” an accompanying scratch-and-sniff card to
follow with numerical film cues. The smells include "gasoline"
and "skunk"; we are warned, "some odors may shock you."
Sensory revulsion is established as an important part of the mood
and theme of the film. Soon after meeting Francine, we are
acquainted with her exceptional sensitivity to smell. She notices
the scent of new clothing, and sniffs an air freshener when she
needs to relax. Notably, all of the smells in this beginning section
of the film are synthetic. The fake floral, chemical aromas of
synthetically produced scent are key to understanding Waters's
celebration of the unnatural. Francine's (unexplained)
attentiveness to constructed, scientifically enhanced smells works
with other elements to create an overall multisensory "polyester"
aesthetic for the film.

The song that opens Polyester carries us through a crane shot of
the neighborhood and into the house where the drama begins. Tab
Hunter croons Francine's name and calls her a "polyester queen.”
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HEBJIOBOJIEHHSI  JIOMOTOCIOJapKaMH  CEpeJHbOro  Kiacy Ta  OypiKya3HUMU
BMOJOO0AHHAMHM, SKI «IIJBULIYIOTh KJIAcOBHH cTaTyc». DinbM AOCHIIKYE 3HAUHY
KUTBKICTh KYJIBTYPHHX KOHOTAIlil, 4acTO 3HEBA)XEHOI Ta 3HEIIHEHOI MOJieCTepOBOT
TKaHUHU. Sk oT Hanmpukian y pinemax-menoapamax yrmaca Cupka 1950-x pokis, e
OyprKya3Hi )KIHKH CTpa)KIaroTh I1iJ THITOM 33y ITUBUX KYJIbTYPHUX OOMEXEHb — 1 AKi
BIuMHYH Ha (ineM Yotepca «Ilomiectep» - MOETHYIOTh B COO1 ipOHIYHME KemIT'? 3i
IMPUM TIOYYTTSM, 00 pO3KpUTH XapakTep DpaHCiH 1 MiAKPECTUTH ii eMOLiHY
riuOuHy. 3 BUKOPUCTAaHHAM 3BYKOBHUX €(eKTiB Ta 3amnaxy, [losiectep cTtBoproe mysxe
CTHJII30BAaHE CEPElOBUIIE 3a]U1s1 TOTO, a0u BUPA3UTHU CcolliajibHe CTaHOBUIIE PPAHCIH 1
pa3oM 3 TUM il HECIMHHUH pOo3May.

Ilepen TiMm sik mo3HalioMuTH rasaaya 3 @pancid, GLIbM HOYNHAETHCS 3 OB’ I3aHKU J10
CTapuX TpaJuLild KIHOMOKAa3iB, II0 BUKOPUCTOBYBAJIM DPI3HOMAHITHI TPIOKH MJs
CTBOpEeHHs e(deKTy 3amaxy B 3aii. «b0KeBUIbHUI) BUEHHUH OToJIonlye, Mo y (uibmi
Oyne Bukopuctano Odorama — crerianbHy KapTKy 3i CKpeT4-apoMaTraMu, SKY
rIsia4i 3MOXKYTh HIOXaTH BIAMOBITHO JO HYMEPOBAaHUX MiAKA30K Y CTPIvIli.
[TpuknagamMu TakuX apoMaTiB € «OEH3MH» Ta 3amax «CKyHCY»; pa3oM 3 THM, Hac
MIOTIEPEIKAIOTh, L0 JIESKi 3aIaxy MOKYTh IIOKYBAaTH. Ba)JIMBOIO YaCTHHOIO HACTPOIO
Ta TeMd (QIIBMy € YyTTeBa Bimpasza. 3romom micis 3yctpiui 3 DpaHCiH, MH
3HallOMUMOCH 3 11 HE3BHUHOIO UyTJIMBICTIO JI0 3amaxiB. BoHa momivae 3amax HOBOTO
OJISITY Ta TIUOIIE BIUXAE MOBITPs, KOJHM Tpeda po3BisTHCh. [IoMiTHO, 10 yci 3amaxu
Ha [o4atky (puibMy — ITy4yHi. Kit0o4oBUM e1eMeHTOM, SIKUI BKa3y€ Ha Te, 1110 PEXUCED
¢ubMy INpuiiMae IUTYYHICTh € HECHpaBXHI KBITKOBI, XIMI4Hi, IITy4YHO CTBOpEHI
apoMatu. HesicHa yBaxHicTe ®paHCIH A0 IITYYHO CTBOPEHUX, HAYKOBO MOCHUJIEHHX
3araxiB MOEJHY€EThCA 3 IHIIMMHU €JIeMEHTaMu, (OPMYIOUH 3arajibHy 0araToceHCOpHY
«TI0JIIECTEPOBY» €CTETUKY DLIbMY.

«3aBicu» ¢inpmy [lomiecTep BIAKpUBAIOTHCS 3 MICHETO, IO CYMPOBOKYE HAC TIiJ Yac
3WOMKH «KPaHIBHOTO IUIaHY» paiioHy Ta Bele 10 OYIMHKY, JIe PO3rOPTAEThCS qpama.

12 Kemn (camp) — 11 crienudigamii TepMiH, 0 OMICy€e HABMUCHO TIepebilblIeHy, KiTIOBY a60 TeaTpaabHy €CTETHKY, 4aCTO 3 eleMEHTaMH ipOHii Ta TPOTECKY.



A handheld camera moves through the front door, around the
house, and upstairs to our protagonist, Francine, who is getting
ready at her dressing table. Surrounded by the paraphernalia of
feminine artifice-hair removal products, home fragrance,

perfume-we watch Francine as she engages in the private rituals
of bodily preparation. She wears a tight-fitting girdle and bra, and
checks her underarms for odor. Francine alters her odor in an
attempt to cultivate femininity and conventional heterosexual
desire.

Figure 2.2 Divine as Francine Fishpaw. Credit: Polyester (dir.
John Waters, 1981), New Line Home Entertainment, Inc.

Sianne Ngai writes, "artists as well as philosophers have
demonstrated that desire and disgust are dialectically conjoined.”
Throughout the film, Francine's desire to be desired is received
with disgust. In Polyester, the emotions associated with polyester
fabric are also associated with the character of Francine. Over and
over, we see people repulsed by Francine-by her vulnerability, her
naiveté, her willingness to trust despite being consistently rejected
and taken advantage of. Echoing many female leads in "women's
pictures” and melodramas, Francine is a victim, and the plot
follows her repeated humiliations. Like Cabiria in Federico
Fellini's 1957 film Nights of Cabiria (and Charity in the 1969
musical version, Sweet Charity, directed by Bob Fosse), Francine
faces tragedy and disappointment despite her relentless hope that
things will turn out differently.
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Tab T'antep HiXkHO HacmiBye iM’si dpaHCiH 1 Ha3UBa€ il «KOPOJIEBOIO MOJIECTEPYY.
Kamepa pyxaeTbcs uepes BXiIHI JIBepi, IO MEPUIOMY MOBEPXY Ta HAropy A0 Haloi
roJioBHOi repoini dpaHCiH, sKa 30MpaETHCS 32 CBOIM TyaJIeTHUM CTOJIMKOM, OTOYEHA
aTpUOYTHUKOIO KIHOUMX 3aCO01B IS IITYy4HOI enisAwii Ta mapdymamu. BoHa Basraena
B OOTATyrOUMi KOpCeT i OI0CTrajbpTep Ta mnepeBipse, Y HEMae HENMPUEMHOTO 3araxy
mig naxBamMu. @paHCiH 3aBXKAM HaAMaraeTbcsl MaxXHYTH A00Ope, aJke BBa)kae, 1O 1€
KYJBTHUBYE 11 )KIHOUHICTh Ta FreTepoceKcyanbHe OakaHHS.

3o6pascenna 2.2 boxectBenHa, sk @pancin ®immoy. dinem «Ilomiectep» (pex.
Jxon Botepc, 1981), New Line Home Entertainment, Inc.

AmMepukaHcbka TeopeTuk KynbTypu CieHH Hrail nuine: «XynokHUKH, K 1 ¢pinocopu
MPOJICMOHCTPYBAIH, 10 Oa)kKaHHsS Ta Bijpas3a mialeKTUYHO TOB’s3aHi. [IpoTsarom
¢bineMy, OaxkanHs PpaHCiH OyTH OakaHOIO CHpPHIMAEThCS 3 Bimpaszow. Y ¢iuabMi
«IlomiecTep», BIOHOLIEHHS 1O IIOJIECTEPOBOi TKAaHMHM Ta HepcoHaxka PpaHCIH
onHakoBe. ®PpaHCIH BUKIMKAE OTUIY YEPE3 CBOIO BPA3IMUBICTb, OE3MOCEPEIHICTb,
Oa’kaHHS JOBIPSITU 1HIIMM, MOIPHU HOCTINHI BIIMOBU Ta KopucauicTh. [loaibHo 1o
0aratbox TepOiHb «KIHOYMX KapTHH» 1 Menoapam, PpaHCIH € KEPTBOI, 1 CHOKET
pPO3ropTa€eThCsl HABKOJIO ii MOCTIHHUX NMpuHIKeHb. Sk 1 Kabipis y dinemi denepiko
®emnini «Houi Kabipii», 1957 poky (i YapiTi y dinbmi-Mro3ukini «Mmuia Yapiti», 1969
poky, pexucepa boba dDocca), DpaHCIH CTUKAETHCS 3 TpPaAredic€lo 1 po3dapyBaHHSIM,
HEe3Ba)kKal0uM Ha HEBMHMHHY HAJil0 Ha Te, 110 BCE 00EPHEThCS 1HAKIIE.



Cabiria is a prostitute, and Francine is a middle-class housewife.
Both long for respect and attention while those around them laugh
at them and take advantage of them. As targets of ridicule, the lives
of these characters inspire sympathy in their viewers. Francine's
husband and children are depicted insulting her- even Francine's
own mother is cruel to her. Waters skirts the line between comedy
and melodrama, using exaggeration to make Francine both comic
and tragic. She longs for love and faces repeated rejection. Sandra,
the woman with whom Francine's husband is having an affair,
brags to Francine that she wears clothes made from "the finest of
polyester and | didn't pay for them." The thought of polyester as a
"fine" fabric is humorous; at the same time, the attentions her
husband has given his mistress while disparaging and rejecting
Francine exposes yet another layer of Francine's suffering.
Francine aspires to an idyllic marriage and home life. Like Tony
in Saturday Night Fever, she imagines life and love outside of her
current situation. Francine's longing for a conventional middle-
class life is mirrored in the character of Cuddles, Francine's best
friend and the one person in the film who is genuinely kind to her.
Cuddles was Francine's maid until she inherited money and
immediately assumed the life of an American woman born into
old-money wealth: she plays polo, wants to move to Connecticut,
and plans her debutante coming-out party. Both Cuddles and
Francine continually expose their lower-class status and their
dreams of different lives; however, while Cuddles embraces her
fantasy, seemingly immune to humiliation, Francine becomes an
increasingly abject object of derision.

In revealing the collective revulsion at Francine—her odor, her
body, her embarrassing emotions-Waters conflates Francine with
polyester fabric. Creating what we might think of as a humanized,
metaphorical representation of polyester in the fictional character
of Francine, Waters explores larger questions of difference,

38

KaGipis — noBis, a @paHciH — JOMOTOCHoJapka cepeaHboro kiacy. O0uaBi MpioTh
Mpo TMoBary Ta YyBary, IOKM OTOYYIOYi CMIIOTBCS HaJA HUMH Ta O€3yNMUHHO
KOPHUCTYIOTBCS A00poTor0. JXKUTTA HHUX TepoiHb BHUKIMKAE CIIBUYTTS y TIAJAYiB.
Yonosik Ta gitu @paHCiH 3MaTb0BaHi HETAaTHBHO, aJKE 00pakKarOTh TOJIOBHY TePOTHIO
— HaBITh P1IHA MaTH >KOPCTOKa 110 Hel. YoTepc OanaHCye Ha MEX1 MK KOMEJIEO 1
MEJIOAPaMOI0, BUKOPHCTOBYIOUM TPHHOM mepedinblineHHs, mo0 3pobutn PpaHciH
OJIHOYAaCHO KOMIYHOIO 1 TpariudHor. Bona Oaxae Ir000Bi, aine CTUKAETBHCS 3
nocTiiiHuMu BigmoBamu. CaHppa, *KiHKa, 3 SKOW 4oJioBik DpaHCiH 3aBiB poMaH,
XBaJIUTHCA, IO HA/ISATAE OMST, BUTOTOBICHUH 3 «HAMKPAIIOTO MOJIECTEPY, 3a AKUM HE
3amiaTiIa Hi Komiku». JlyMKka, 110 MOJiecTep € «HaHKpallol TKaHUHOIO» € J0BOJ1
I'YMOPHUCTUYHOIO; OJIHOYACHO 3 I[UM, IPOSIBU yBaru, sKi il YOJIOBIK Japye€ KOXaHIIl,
pazoM 3i 3HEBaroo Ta BigMoBoro 10 dOpaHCiH, pO3KpUBAE IIe OJUH PIBEHb CTPAXKIAHb
T'OJIOBHOI T'epOiHi.

@paHCiH MparHe 70 11eajJbHoro nuirody Ta ciMeHoro XuTTs. Sk nepcoHax ToHi 3
«JIuxoMaHkHu CcyOOTHBOIO BEYOpa», BOHA YSBIISE JKUTTS Ta KOXaHHS I03a MEKaMu
cBo€i peanbHOCTI. TyXiHHA PpaHCIH 32 3BUYATHUM CepeHbOCTATUCTHYHUM KUTTSIM
BioOpaxaeThcs y mepcoHaxi Ha im’s Kanmic - Haiikpama noapyra @paHcid Ta ogHa
3 IepCOHaXIB y (QiIbMI, sIKi MPOSIBIAIOTH 10 Hei mmpicte Ta no6poTty. Kanmic Oyna
NmokoiBKot0 PpaHCiH, TOMOKK HE YCHaJKyBala KOIITH POJAWHU Ta Ojpa3y NMpHHSIA
KUTT AMEpUKaHCHKOT *KIHKH, HAPOHKEHOI y 0araTcTBi poAoBoi apucTtokpaTtii. Bona
rpae B MOJO, Xo4ye mepeixatu 10 mrtaTy KOHHEKTHKYT Ta IUIaHy€e CBOIO JEOIOTHY
Beuipky. I Kamns, 1 @paHCiH MOCTIIHO BUCTaBISIOTh HANOKa3 CBI CTATyC HUKYOTO
KJlacy Ta CBOi Mpii Npo 1HIIE JXKUTTS;, OJAHaK, skuo Kaan3 BTuIO€ cBoi (haHTasll,
3maBanocst 0, Oe33axucHa mepen mpuHKeHHsM, To DpaHciH cTae nemani OUIBII
HKAJIIOT1THUM 00'€KTOM HaCMIIIOK.

Bussistoun kosieKTUBHY oruay 10 ®paHciH - i 3anaxy, Tijga, COpOM'S3JIMBUX €MOIliH
- Yorepc nopiBHioe ®paHCiH 3 MomiecTepoBO0 TKaHWHOK. CTBOPIOIOYU CBOEPIIHUN
OJlyXOTBOpeHul, MetadopuyHuii 0bpa3 noniectepy B nepcoHaxi dpancin, Yorepc
JOCIIPKY€E TIUOII MTUTaHHS BIAMIHHOCTI, BIITOPTHEHHS Ta OyHTapChKOI0 MOTEHIIIaTy,
SIKHW BIIKPUBAETHCS, KOJIM MU TIOYMHAEMO YBAXKHIIIE TPUIUBIISITUCS 10 HEITOMITHUX
pedel MOBCAKIECHHOTO KUTTSL.



rejection, and the subversive potential in playing close attention to
overlooked everyday objects.

In examining the attempt to find love in the midst of humiliation,
Waters-while also relying on parody and satire-foregrounds the
experiences of those who feel marginalized. Here, polyester serves
as a useful touchstone for reading Francine: while not necessarily
aprominent prop in the film, polyester fabric evokes the intangible
emotions of being socially rejected and “othered."

Francine is played by Divine, a man in drag; however, in the film
as a whole, trans identity is not a primary theme. The point of the
film is not that a man is wearing traditionally feminine clothes but
that this is a character who is doing all she can to achieve the
supposed rewards of being a good woman. As he does not confront
the question of gender expression directly, Waters turns the idea
that there is a “natural,” biologically determined femininity on its
head. In focusing on Francine's character rather than the person
acting in the role, Waters successfully shifts the thematic focus
from the identity of the actor to sexism and anti-femininity. Julia
Serano offers a nuanced reading of how the rigid association of
femininity with artifice and “unnaturalness” harms all kinds of
women. Serano writes, “in a world where femininity is so
regularly dismissed, perhaps no form of gendered expression is
considered more artificial and more suspect than male and
transgender expressions of femininity." In defining the concept of
femininity and breaking down its association with fakeness,
Serano rejects the idea that femininity is not feminist.

Disgust for what is “natural” and an embracing of what is fake,
constructed, and synthetic acknowledges that plastic and plasticity
are part of our contemporary reality. The idea that chemical
artifice is now part of everyday life is central to Paul B. Preciado's
Testo Junkie: Sex, Drugs, and Biopolitics in the
Pharmacopornographic Era, a creative and theoretical look at the
intersection of sexuality, chemistry, and technology. Preciado
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Hocnimpkyoun  cnpoOy 3HAWTH KOXaHHsS T[OCepe] TNPHUHIKEHHSA, YoTepc,
MOKJIAJIAI0UMCh Ha MapoAil0 Ta CaTHUpPYy, BUCYBA€ HAa MEPIIUH IUIaH JOCBIJ THX, XTO
BiuyBae ceOe BIATOPrHEHMM. TyT MOJIECTep CIYrye KOPUCHUM OpIEHTHPOM JUIsS
npouyuTaHHs oOpa3y dpaHciH: Xo4ya BiH HE 00OB'SI3KOBO € BaXKJIUBUM PEKBI3UTOM Yy
¢binbpMi, moyiecTepoBa TKaHMHA BUKIMKAaE HeMmaTepialdbHI eMollii, MoB's3aHi 3
COLIIAJIbHUM BiJTOPTHEHHSM Ta «IHAKIIICTION.

Posp @pancin rpae aktop JuBaiiH, 40JI0OBIK y ®KIHOUOMY 00pas3l; OJHAK, y 3aralbHOMY
CIOXKETI (UIbBMY TpaHC-1I€HTUYHICTh HE € OCHOBHOIO TeMO10. CyTh (pLIbMY HE B TOMY,
10 YOJOBIK HOCUTH TPAIAUIIAHO KIHOYUN OJST, a B TOMY, IO 1€ TIEPCOHAXK, SIKUU
poOuTh BCe MOXKJIUBE, 1100 JOCATTH NependavyyBaHOI BUHAropojau 3a Te, 110 BiH €
XOPOLIOKO KIHKO0. OCKIIBbKHM YOTepc He IPOTUCTOITh MUTAHHIO BUPAKECHHS I'€HIEPHOT
IICHTUYHOCTI HAmNpsIMy, BIH pPYHHY€E VSBICHHS TpPO «IPHUPOJHY», O10JOTIUHO
3aKiIaZeHy JKIHOYHICTh. 30CepeKYIUnCh Ha nepcoHaxi DpaHCiH, a HEe Ha JIIOJIMHI,
sIKa TPaE 110 POJIb, YOTEPC BAJIO 3MIIIy€ TEMAaTUYHUN (POKYC 3 0COOUCTOCTI aKTOpa Ha
CEKCH3M Ta aHTHU(eMIHIHHICTb. AMepuKaHcbhka nucbMeHHuls [[xynis CepaHo nojae
TOHKE i rIHMOOKe TIyMadyeHHs TOTO, SIK )KOPCTKA acomiallis )KIHOYHOCTI 3 MITYy4YHICTIO
Ta «HENPUPOJHICTIO» 3aBAA€ IIKOAM BCIM >KIHKaM 0e3 BUHATKY. CepaHO mumie: «y
CBITI, 1€ ’KIHOYHICTb TaK peryJIsipHO BIAKUIAETHCS, MAOYTh, K0 JHA (popMa reHIepHOTro
CaMOBHUPaKEHHS HE BBAXKAETHCS OUIBII IITYYHOIO 1 OUIBIII MiT03P1I0I0, HIXK YOJIOBIYE i
TPAaHC TEHJIEPHE BUPAXKEHHs JKIHOYHOCTI». Bu3Hadarounm MOHATTSA >KIHOYHOCTI Ta
pyHHYIOUH Horo acorjiamito 3 ¢aipmuBicTio, CepaHo BIIKHAAE 1€ TPO Te, M0
KIHOYHICTb HE € (PEMIHICTUYHOIO.

Binpasa BiJ «IIpUpOIHBOT0Y, MPUIHATTS IITYYHOTO Ta CHHTETUYHOTO MiITBEPIKYE Te,
110 TUTacTMaca Ta INTACTHYHICTh € YaCTHHO HAIOT Cy4acHOi peallbHOCTI. Ines npo e,
10 XIMIYHA MITYYHICTh CTaja YaCTUHOIO MOBCAKIACHHOTO XHUTTS, € LIEHTPAJIBHOK Y
kau3i [loma B. «IIpeciamo Testo Junkie: Sex, Drugs, and Biopolitics in the
Pharmacopornographic Era», - TBOp4YOro Ta TEOPETHYHOIO MOIJISIAY HAa MEPeTHH
CeKCyalbHOCTI, Ximii Ta TtexHomorii. [Ipeciamo ommcye, sIK TUIACTHK, «B'S3KUH,
HAMIBKOPCTKUN MaTepian, SKAW € BOJOHENPOHMKHHUM, TEPMIYHO Ta EJIEKTPUYHO



describes how plastic, “a viscous, semi-rigid material that is
waterproof, thermally and electrically resistant, produced by
artificial propagation of carbon atoms in long chains of molecules
of organic compounds derived from petroleum, and whose
burning is highly polluting,” became an increasingly significant
cultural and technological, as well as environmentally destructive,
force in the twentieth century. Polyester is one result of this social,
sexual, political phenomenon.

Significantly, Francine's job in Polyester, a film made at the end
of the 1970s, is that of a housewife. In the 1970s, second-wave
feminist movement in the United States and elsewhere questioned
the idea that being a domestic wife and mother was a biologically
determined role. The Wages for Housework movement, an
international network of groups dedicated to activism for
caregiving and other forms of reproductive labor, advocated for
recognizing housework as work. In "Wages for Housework and
Social Reproduction: A Microsyllabus,” Arlen Austin, Beth
Capper, and Tracey Deutsch tell us, "this movement attunes us to
how the devaluation of reproductive work sustains capitalism's
racial, sexual, and global hierarchies. It also attests to the ways in
which actors on both the right and the left have disregarded,
disavowed and rebuffed demands to take social reproduction and
carework seriously."

In discussing feminist works that are increasingly attentive to the
importance of technology and chemistry in gender/sexual
identities, it is useful to revisit representations of femininity during
second-wave feminism. The idea of a “natural” femininity was
debated in the 1970s, especially in relation to the perception of
women as innately suited to being housewives. Second-wave
feminist critique of this labor division raised questions about
domestic work and social value. As Rozsika Parker writes, “The
conviction that femininity is natural to women (and unnatural in
men) is tenacious. It is a crucial aspect of patriarchal ideology,
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CTIMKUM, Ta BUPOOJEHUI HUIAXOM IUTYYHOTO 3’€IHAHHS aTOMIB BYIJICIIO0 B JIOBIUX
JAHIIOrax MOJIEKYJ OpPraHIYHUX CIIONYK, OTPUMaHUX 3 HaTH, 1 CHATIOBAHHS SKOTO
3a0pyAHIOE HaBKOJUIIHE CEPEIOBUINEY», CTaB BCE OUIBII 3HAUYIIMM KYyJbTYpHO Ta
TEXHOJIOTIYHO, @ TAaKOXX €KOJIOTIYHO pyHHIBHOWO cuinoro XX cromitta. Ilomiectep €
OJIHMM 13 pe3yJIbTATIB ILOTO COLIAJIBHOTO, CEKCYaJIbHOTO Ta MOJITUYHOTO SIBUIIIA.

ITokazoBo, mo y ¢iuaemi «llomiectep», 3uaToMy HanpukiHii 1970-x pokis, @paHciH
npairoe gomorocrnogapkoro. Y 1970-x, npyra xBuis (EMIHICTUYHOIO PYXYy Yy
Cnonyyenux Illtatax Ta Oyab-Ie Ie, MOCTaBWJIO MiA MHTAHHA 1€, IIO POJb
JIOMOTOCIIO/IAPKH Ta APYKHUHU OyJia 0i00TivuHO 3akianeHor. Pyx «3apo0biTHa miara
3a XaTHIO po0OTY», MDKHApPOIHA MEPEKa TPyTI, 1110 3aiMalOThCs aKTHBI3MOM y cdepi
JOTJIALY Ta 1HIKX (GOpPM pPENpOAYKTHUBHOI Mpalli, BUCTYMAE 3a BU3HAHHS XaTHBOI
po6otu - pobotor. Y kHuU31 «3apobiTHa mjaTa 3a XaTHIO poOOTy Ta colliajbHE
BiITBOpeHHs: Mikponporpama» Apnen Octin, ber Kammep 1 Tpeiici [loitu
pO3MOBIAAIOTh, MO IEH pyX MpHUBEpTAaE HANly yBary 1O TOTrO, SIK 3HEIIHCHHS
pPENpOOYKTUBHOI Tpami MiATPUMY€E pacoBi, CeKcyalbHI Ta TiaobanbpHI iepapxil
Kamitaiaizmy. Lle Takox CBIAUUTH PO Te, SIK IPEACTABHUKY [IPaBOTO Ta JIBOTO CIEKTpa
MOJIITHYHUX CTOPIH ITHOPYBajH, JE3aBYIOBAJIM Ta BIAKHAAIH BHMOTH CEPHO3HO
CTaBHTHUCS JI0 COILIaJIBHOTO BIATBOPEHHS Ta IOTIISIOBOT MpaIi».

Oo6roBoproroun (HeMIHICTHYHI Ipalll, K1 IPUALUIAIOTE Aeail OlIbllie yBaru 3Ha4€HHIO
TEXHOJOriM 1 XiMmii y ¢(opmyBaHHI T€HIEpPHHUX Ta CEKCyaJbHUX 1EHTUYHOCTEH,
JOIIUTHHO MTOBEPHYTHCS JIO PETPE3CHTAIIIH )KIHOYHOCTI YaciB Apyroi XBuili (heMiHI3MYy .
Ines «mpupoanboi» xkiHOYHOCTI Oyma Temoro cymepedok y 1970-x, ocobmuBo y
BIIHOWICHHI 10 CHOPUUHATTA JKIHKH K  «IIPUPOJHO  MIIXOMSIION  JJIs
nomorocnojaapctsa. PemMiHICTUUHA KPUTHKA TAaKOrO PO3MOJULY Mpali Apyroi XBMIIl
MiJHSUIa TUTAaHHA NPO JOMAIIHIO Mpamio Ta ii couianbHy ILiHHICT. bpuraHchka
ncuxotepanenTka Po3cuka [lapkep muie: «mepekoHaHHS y TOMY, IO >KIHOYHICTb y
KIHKK Mae OyTH MPUPOJHBOIO (Ta HEMPUPOIHKOIO ISl YOJOBiKa) - ycTraTkoBaHe. Lle
BOKJIMBUI aCHEeKT TaTpiapXaidbHOi i4e0JIorii, W0 CaHKIIOHYE JKOPCTKUH i



sanctioning a rigid and oppressive division of labour. Thus women
active in the upsurge of feminism which began in the 1960s set out
to challenge accepted definitions of the innate differences between
the sexes, and to provide a new understanding of the creation of
femininity.”

Parker's book The Subversive Stitch continues to be an influential
study at the intersection of feminism and textile studies. Parker
explains the way textile work has presented women with a
simultaneously  liberating and  restricting  occupation:
"Historically, through the centuries, it [embroidery] has provided
both a weapon of resistance for women and functioned as a source
of constraint. It has promoted submission to the norms of feminine
obedience and offered both psychological and practical means to
independence.” Parker's interest in defining what we think is
"natural” in terms of gender is relevant to my examination of
textiles, particularly in how textile “craft” was both embraced and
disparaged during this time period.
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JECTIOTUYHUI po3Mmoait npari. TakuM YuHOM, )KIHKH, aKTUBHI YUYaCHHUIII MiTHOMY i€l
bemiHizMy, SKuii po3noyaBcs B 1960-x pokax, HocTaBUIN co01 32 METY KHHY TH BUKITUK
3arajlbHONMPUHHATAM BH3HAYCHHSM BPOJDKCHUX BIAMIHHOCTEH MIDK cTaTsIMHu, 1
3aMpoOTNOHYBATH HOBE PO3YMIiHHS KIHOYHOCTIY.

Kuura Poscuku Ilapkep «The Subversive Stitchy mpomoBxye OyTH BIUTMBOBHM
JOCTIPKEHHSIM B3a€MO3B 3Ky MK (PeMiHI3MOM Ta AOCITIIKEHHAM TekcTuito. [lapkep
HOSICHIOE, 0 p00O0Ta 3 TEKCTUJIEM JIaBalia )KIHKaM MOKJIMBICTb 3BUIBHITUCH BiJ| TATAPS
1 OHOYacHO OOMEXyBaTH ce0e: «BHUIIMBKAa ICTOPUYHO, MPOTITOM CTOJITh, Oyiia
3aco000M 3JKIHOYOTO CHPOTHBY, a, pa3oM 3 TuM, 1 (popmoio oOmexxkeHHs. Bona
3MILIHIOBajJda HOPMHM JKIHOYOi IOKOpH, HpOTE BOJHOHYAC 3ale3neuyBajia sK
TICUXOJIOT1YHI, TaK 1 MPAaKTUYHI NUISIXHU 10 He3aleKHOCTI». [HTepec [lapkep Bu3HaunTH
TE, IO € KIIPUPOTHUMY 3 TOUKH 30pY F'€HIEPY, Ma€ BIAHOLICHHS O MOT'O JOCIIKEHHS
TEKCTHIIIO, 30KpeMa JI0 TOT0, IK TEKCTUIIbHE «peMecioy» OyJio OJHOYACHO MPUIHATE i
MIPUHIKEHE B 1IeH TIepioJ1 yacy.
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Chapter 2
Approaches to Translating Textile Terminology in Film Discourse: A
Case Study of Textiles on Film by Becky Peterson

Chapter 2.1. Becky Peterson as a text creator

Becky Peterson is an honored academic and author, whose research focuses on the
intersections of media, material culture, and gender expression. Her groundbreaking work, Textiles
on Film, explores the cultural and emotional resonance of textiles as employed in cinema, offering
a comprehensive analysis of the role fabrics play in shaping mood, character, and meaning. This
interdisciplinary study draws from film, fashion, and textile studies, providing valuable insights
into how textiles function as visual and symbolic tools in cinematic narratives.

Dr. Peterson holds advanced degrees, including an MFA in Poetry and a PhD in English.
She has contributed numerous articles on film, literature, and materiality to esteemed scholarly
journals. Her broader academic interests encompass the representation of labor and gender in both
visual and literary arts. In addition to her scholarly output, she has published poetry and book
reviews in prominent outlets, such as Hyperallergic and The Rumpus.

Her work, particularly Textiles on Film, is of significant value to scholars in the fields of
film, fashion, and design. The genre of the book is a film critique. It is a highly recommended text
for those interested in understanding how the materiality of fabrics contributes to cinematic
storytelling. Through her research, Peterson demonstrates a nuanced understanding of how
textiles, far from being mere set decorations, are integral to the conveyance of character, mood,
and deeper societal themes within films.

In Textiles on Film, Peterson examines an array of films from various genres, emphasizing
how materials such as satin, polyester, and velvet encapsulate notions of gender and labor. She
approaches the subject from multiple academic perspectives, integrating gender studies, film
studies, and literary analysis. Beyond her written work, Peterson actively engages in academic and
public dialogues on textiles in media, frequently giving talks and contributing to broader
conversations in the field.

One of the book’s strengths lies in its interdisciplinary methodology. Peterson draws from
a broad spectrum of cinematic examples, ranging from classical to contemporary films, and offers
a detailed analysis of how costumes, fabrics, and patterns function not only as functional attire,
but as narrative extensions, that deepen a film’s thematic richness. From the elegant draped silks
in historical dramas to the course, industrial textures, seen in dystopian genres, she demonstrates
how textiles help construct the visual language of cinema, adding layers of subtext that enrich the
viewer’s experience. Particularly, compelling is Peterson’s exploration of textiles as reflections of
socio-political contexts. She delves into the ways costumes signify power, class, gender, and
identity, analyzing films such as Gone with the Wind and Blade Runner. These case studies serve
as illustrative examples of the intricate relationship between fabric and identity, as well as the
broader cultural implications. Moreover, her discussion of Edith Head’s contributions, as a
costume designer highlights the historical use of textiles to express character development, internal
conflict, and cultural transitions.

However, Textiles on Film is not without its challenges. Some readers may find Peterson’s
in-depth analyses overly technical, particularly those who are not well-versed in textile design or
film theory. For readers outside the fields of film and fashion studies, the more nuanced discussions
may require additional contextual research to fully appreciate the complexities of her arguments.

Despite these challenges, Textiles on Film remains an indispensable resource for students,
scholars, and film enthusiasts alike. Peterson's work opens new avenues for film interpretation,
and enriches our understanding of how visual aesthetics influence cinematic storytelling. Her
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scholarship offers a compelling testament to the pivotal role that costume design and materiality
play in shaping both the visual and cultural significance of films.

In conclusion, Textiles on Film represents an insightful and substantial contribution to the
fields of film studies and textile history. Peterson’s interdisciplinary approach encourages readers
to engage with films in a more profound way, revealing the often-overlooked narrative threads that
textiles weave into the cinematic experience.

Chapter 2.2. Theoretical aspects of jargon analysis

In this study, the text provided for translation is characterized by a wide range of
terminology. It covers three thematic areas - art, cinema, and textiles - and correspondingly
contains metaphorical expressions and quotations. The process of translation a scientific and
journalistic text was accompanied by a number of complications, caused by lexical and semantic
features, cultural and ideological factors, and stylistic aspects. In the indicated chapter, the main
translation challenges are provided. Along with it, they are professionally characterized and
assessed by their impact on the quality of the final text.

Since the main topic of the study is the analysis of film industry jargon versus generally
accepted terminology, in the indicated chapter, the concepts and appropriateness of terms “jargon”
and “jargonism” are provided. According to the Ukrainian associate professor O. Glazova,
“jargon” and “‘jargonism” are equivalent in nature, but indeed both have dissimilar connotations.
Consequently, jargon is a characteristic style of speech inherent in certain social, age, or
professional groups, united by common interest or long-term stay together. Jargon refers to
platitudinous or meretricious ideas presented either in the colorless language of bureaucracy
(technocracy, chancery language, officialese), or in the literary/national tradition of ‘folk’
(Newmark, 2008, pp. 209-210). To support the aforementioned theory, the following sentence can
be provided: The shirt, for Tony, is an object of desire that he believes can lead to the fulfillment
of another desire: a move up in class status. (p. 31). The idea of a shirt as an “object of desire”
that leads to “social upgrade” sounds like an analytical formula, but it is essentially an over-
intellectualized platitude: understandable that clothes often signal status, and it should not be put
into a formula like “fulfillment of another desire”. Jargon differs from the literary language in its
specific vocabulary and pronunciation, but does not have its own phonetic and grammatical
system. Unlike argo (argotism), a type of social dialect, used by a certain group of people (on any
grounds) to prevent people outside the group from understanding their conversations, slang is
open, and occurs among relatively broad, mostly youthful groups of native speakers. The
psychological basis for the emergence of jargon in certain groups of native speakers is their desire
to be witty, to impress their interlocutors with freshness and vividness of expression, to show
disdain or indifference to the subject of expression, and to avoid habitual worn-out words or
expressions. In the translation text, the author used jargon precisely out of a desire to be witty and
to point out the exact term that describes a particular action or object (The Encyclopedia of the
Ukrainian Language, 2004, pp. 183-184). Accordingly, in this study, the source text contains
jargon. Such an author’s approach was made precisely out of a desire to be witty and to point out
the exact term, describing a particular action or object. For instance: ... fixation on the figure of
the woman. (p. 13); ... embrace by fascists and Nazis. (p. 13); ... black satin marks its wearer as
unmarriageable. (p. 14). All the aforementioned examples serve as the critical theory jargon.

The right choice of jargon translation ensures accurate conveyance of meaning, taking into
consideration cultural, social, and emotional nuances, which allows to maintain authenticity and
the original style. This is important for effective communication with the target audience and
avoiding misunderstandings or mistakes, that could distort the meaning or tone of the text.

Jargonisms are defined as words or expressions, used by members of a particular social or
professional group. Indeed, jargonisms are the use of jargon. Academically, jargon is a system of
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informal vocabulary, and jargonisms are individual words or expressions in the whole system (The
Encyclopedia of the Ukrainian Language, 2004, p. 184).

Finally, the term jargonism was used for the analysis, since the study refers to specific
words or expressions used within informal vocabulary or a specific language group that may be
characteristic of a particular cultural or social context in a book.

The important aspect of the study is in the same manner a myriad of metaphorical
expressions, concomitantly called translation challenges. The interpretation of the term metaphor
is a semantic process in which a linguistic unit or category is transferred from one object to another,
based on perceived similarities (The Encyclopedia of the Ukrainian Language, 2004, p. 334).
Appropriate examples of metaphor in the translation text are: ... polyester is emblematic of youth
culture and style. (p. 31), ... create the special look of the disco light. (p. 32). Therefore, the
metaphor is based on a curtailed or hidden comparison, and, more broadly, on the implicit analogy
of the new with the existing, the “farther” with the “closer”, the lesser known with the better
known, etc. Appropriate examples of the metaphorical analogy in the text are: ... polyester fabric
takes on a particular sheen under the flashing lights. (p. 32); In the nightclub setting, the lighting
does not try to appear natural; in fact, we are encouraged to admire its fake, plasticky beauty. (p.
32). Metaphor can be considered in many approaches of lexical semantics, such as the
semasiological approach - as one of the main ways of creating figurative meaning, changing the
meaning of linguistic units and developing linguistic semantics. In the source text metaphors of
the semasiological approach are used. Appropriate examples of the metaphors of the
semasiological approach in the text are: Sensory revulsion is established as an important part of
the mood and theme of the film. (p. 36); Polyester revels in what society rejects as gauche and
repellent, including: unconventional beauty and gender expression. (p. 36).

To provide an adequate translation of the term from the English language into the Ukrainian
language, the word formation, morphological structure, and, moreover, semantic differences from
common words ought to be recognized. Terms are divided into simple, derivative terms - suffixed,
prefixed, suffixed-prefixed, compound, and phrase terms (Karaban, 2004). Simple terms consist
of a single root, without affixes, or other parts of the word. For instance, the word luster, which is
translated as oauck, can be provided as an appropriate example. Suffixed derivatives are formed
with the help of a suffix, for example, spectacular, translated as spaowcarouusi (spectacle + -ar).
Prefixed derivatives are formed with the help of prefixes, for instance, overt, translated as
siokpumuii (over- + root). Suffix-prefix terms that have a suffix and a prefix, such as interweaving,
translated as nmeperuterinus (inter- + weave + -ing). Compound terms, consisting of two or more
roots, for instance, crosscut, translated as nonepeunuti po3piz (Cross + cut). Phrase terms with two
or more words, as satin weave, translated as amiacue nepennemenusi.

Lexical and semantic difficulties. The translation of terminology from three different
industries as cinema, art, and textiles appeared challenging. Significant difficulties were caused by
the same terms, requiring different translations in dissimilar contexts. Therefore, to overcome
translation challenges, the two main translation techniques classifications were taken: V. Karaban
and Molina, L., & Hurtado Albir, A. Both authors propound systematizing translation techniques,
depending on the specifics of the text and context.

Considering cinematic context, the term multiple layered surfaces, translated with calque
as baecamowaposi nosepxni, can be provided. The aforementioned expression is used to describe
complex sets, multi-dimensional framing, or digital compositions that create visual depth.
Considering art context, the term satin-clad, translated with calque as odsenenuii y camun, or
séopanuit y camun, can be provided. Considering the textile industry context, the term weft,
translated with the established equivalent as ymox, can be provided. The choice of translation
technique determines whether the translation will be understood by the recipient or not.
Consequently, culture is defined as the way of life and its manifestations that are peculiar to a
community, that uses a particular language as its means of expression (Newmark, 2008, pp. 94-
95).
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Along with lexical and semantic challenges, the text contains gender, racial, and cultural
aspects. Appropriate examples of aforementioned are: Polyester revels in what society rejects as
gauche and repellent, including: unconventional beauty and gender expression... (p. 36); While
many of the films of this period are noteworthy for their absence of any discussion or
representation of racial diversity, the association of "blackness"” with danger and threat reflects
the unspoken racist attitude present in the worlds of these films. (p. 14); The idea that a single
fabric type can absorb, alter, and disseminate cultural information, particularly in representations
of gender, class, and power. (p. 24). As in the skopos theory, translation is considered as a
communicative act that occurs across cultural barriers, and the main criterion is the specific
function of the translation for its intended recipient. (Snell-Hornby, 2006, p. 59). In the text, the
gender aspects can be divided into the codedness of clothing, fabrics as a symbol of control or
rebellion, and cross-gender wearing of fabrics. The coded nature of clothing in Textiles on Film is
described by fabrics and textures that are often associated with certain gender norms. For instance,
her skin appears as satiny as the sheen on the fabric of her dress, enhancing the image of
femininity in films; or the shine on satin gives it a metallic look, enhancing the idea of shiny
materials in films to have been associated with glamour. Furthermore, women's clothing in certain
textures (for instance, stiff corsets or heavy fabrics), can symbolize oppression or, conversely,
emancipation. The term emancipation appeared in the middle of the 19th century, and initially
meant the movement of women for liberation from dependence and oppression, the abolition of
restrictions on the basis of gender, and the desire for legal gender equality (Krotova, 2012, p. 3).
The appropriate examples of the aforementioned are: the shininess of her costuming throughout
reinforces the idea that her body operates as a kind of currency. (p. 17); Lulu constantly moves
against and away from the moralizing of her social circles. (p.16). Conjointly, clothing and textiles
in films, provided in the text, can undermine traditional gender roles, when actresses/actors wear
materials that are “atypical” for their gender. An appropriate example of the aforementioned in the
text is: we are encouraged to look at Tony in the same way he looks at women: the camera moves
up and down his body admiringly. (p. 33). Additionally, the use of white clothing (e.g., purity,
innocence) for white characters, and dark fabrics for negative or “other” characters, often
reinforces stereotypes. In films, fabrics can be exploited to create the “color” of certain racial
groups, sometimes in a stereotypical or superficial way. For instance, there are examples of the
use of black satin as code for ‘bad’ women... (p. 13); Art Deco design... punctuated with images
that reflect the Orientalist and Primitivist trends of the period. (p.13). Ultimately, there are cultural
aspects presented. It reveals class affiliation, as textiles can signal the social status of characters
(silk for the rich, rough fabrics for the poor). An appropriate example of the aforementioned is:
Tony'’s longing for the higher-priced polyester shirt shows us that he shares this class aspiration.
(p. 31).

Eventually, the choice of fabrics in films of a certain era can convey predominant messages.
The translator's initial responsibility is to recognize cultural references. Moreover, as an American
translator, Lawrence Venuti wrote, the translator is obliged to take into consideration the
differences between culturally specific concepts of translation and respect the communicative
intentions of the source language author (Venuti, 2008).

The combination of terms from different fields makes it difficult to ensure the integrity of
the translation, as it is necessary to preserve the academic style of the text, and ensure that the
terms are exactly in line with the context and the general concept of the translated material.

In this study, a composite approach to translation was used, based on Karaban's
classification and complemented by Molina, L., & Hurtado Albir, A. techniques. This combination
allowed to take into account both lexical and grammatical transformations, and cultural
peculiarities, which is important when translating from the English language into the Ukrainian
language. V. Karaban, allows to work with traditional lexical and grammatical techniques that
ensure accuracy and clarity in translation, when Molina, L., & Hurtado Albir, A. offer more flexible
techniques, that allow to work better with realities and cultural aspects, as well as add techniques
for working with specialized terms and phrases. The following composite approach was used:
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Adaptation. In this study, the usage of adaptation by Molina, L., & Hurtado Albir, A.
classification is appropriate, since it is distinguished as a separate translation technique. Since the
text contains many cultural elements, need to be acceptable or familiar to the target language
culture, the aforementioned technique was decided to be used. Adaptation is a replacement of a
ST cultural element with one from the target culture (Molina & Hurtado Albir, 2002, p. 14). For
instance, a verb to strut, translated as xpoxysamu; Beauty Repair Shop, translated as Cazon kpacu;
risqué costumes, translated as siosepmi kocmiomu.

Amplification. In this study, the amplification technique by Molina, L., & Hurtado Albir,
A. classification was used, inasmuch the text requires adding information absent in the source text,
but necessary for a full understanding of the content in the target text (Molina & Hurtado Albir,
2002, p. 15). For instance, a word jeweled, translated as npuxpawenuii xowmosnocmsamu,
pinnacle, translated as sepwuna docsenenns; disemboweled, translated as ...6ona sumsene tioeo
HYympowi...

Borrowing. In this study, the borrowing technique by Molina, L., & Hurtado Albir, A.
classification was used. Borrowing is considered as an independent technique, which consists in
transferring a word from the source language to the target language (Molina & Hurtado Albir,
2002, p. 15). With aforementioned technique, we are allowed to more accurately analyze the
transfer of realities, terms, and names that have no equivalent, as well as to distinguish borrowing
from calquing or description, which is important for the accuracy of translation analysis. For
instance, a word mise-en-scene, translated as mizancyena.

Literal translation. According to Molina, L., & Hurtado Albir, A., literal translation is a
technique that involves the literal translation of language units, with the maximum possible
preservation of grammatical structure and lexical composition. It is acceptable only if it does not
violate the norms of the target language (Molina & Hurtado Albir, 2002, p. 15). For instance, a
word interweaving, translated as nepenaeminns; liberating, translated as uezanescnicms,; suitor,
translated as sazuysivnux.

Calque. In this study, the translation technique calque was implemented, according to the
Molina, L., & Hurtado Albir, A. classification. Calque is a translation technique that involves the
literal reproduction of the components of a foreign language expression, often with the formation
of new phrases in the target language. Calque is used when preserving the structure contributes to
clarity, and does not cause semantic disruptions (Molina & Hurtado Albir, 2002, p. 15). For
instance, a term satin-clad, translated as sopanuii y camun; fast-paced point of view, translated as
weuoka 3mina no2nsdis, in a scintillating urban setting, trasnslated as y énuckyuomy micoxomy
cepedosuuyi.

Description. The use of the description technique is justified within the Molina, L., &
Hurtado Albir, A. classification, as it involves the descriptive transmission of a concept that has
no established equivalent in the target language. This approach allows a clear distinction to be
made between the added information and the necessary description of a term or cultural
phenomenon, which ensures analytical accuracy in analyzing the translation solution (Molina &
Hurtado Albir, 2002, p. 15). For instance, a collocation whip pan, translated as narnopamysanns
(mun obepmanns kamepu).

Discursive creation. In this study, the discursive creation technique by Molina, L., &
Hurtado Albir, A. classification was used. It involves the creation of a new expression or term that
is not formally related to the words of the original, but is semantically adequate in the context
(Molina & Hurtado Albir, 2002, p. 15). For instance, perpetuate, translated as niokpeciosamu;
fragile, translated as . sikuu, slum, translated as pozeascamucsi.

Established equivalent. In this study, the established equivalent technique by Molina, L.,
& Hurtado Albir, A. classification was used, as this technique allows to accurately convey terms,
phrases, and fixed expressions that already have a common equivalent in the target language
(Molina & Hurtado Albir, 2002, p. 15). For instance, a collocation tracking shot, translated as
siocmedicennss kaopis; horse-drawn carriages, translated as xiuui exinasci; art historian,
translated as mucmeymeosnaseyw.
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Generalization. In this study, the generalization technique by V. Karaban's classification
was used, which involves replacing a specific or particular term with a more general concept in
the target language. This approach is used when the exact equivalent is absent or incomprehensible
to the target recipient, as well as for stylistic or semantic adaptation (Karaban, 2004). For instance,
a term garment, translated as mxanunnuii 6upi6, night out, translated as seuipka.

Linguistic amplification. The linguistic amplification technique is used as part of the
Molina, L., & Hurtado Albir, A. approach, inasmuch it involves adding lexical or grammatical
units necessary to maintain the grammatical and stylistic completeness of the translation (Molina
& Hurtado Albir, 2002, p. 15). For instance, gravity-defying, translated as xuodamu euxiux
epasimayii.

Modulation. In this study, the modulation technique by V. Karaban was used, which
consists in changing the logical or semantic perspective of a statement while maintaining the
content. Such a transformation makes it possible to convey the same idea by other linguistic means,
making the statement more natural and understandable for native speakers of the target language
(Karaban, 2004). For instance, a word bail out, translated as psmysamu;, stage door, translated as
CcyaHc608Ull 6XI0.

Reduction. In this study, the technique of reduction is considered through the prism of V.
Karaban's classification, in particular, as omission - one of the lexical translation techniques.
Omission (reduction) is used, when a certain element of the original is redundant, does not carry a
significant semantic load, or does not meet the norms of the target language, and its removal does
not distort the meaning of the message (Karaban, 2004). For instance, easy-care qualities,
translated as zeekuii 0oenso.

Particularization. In this study, the particularization technique by Molina, L., & Hurtado
Albir, A. classification is used, inasmuch it allows to use more precise or concrete terms (Molina
& Hurtado Albir, 2002, p. 15). For instance, banter, translated as eecmu sorcapmisnusy 6ecioy.

Transposition. In this study, the transposition technique by V. Karaban was used, which
involves changing the grammatical form or part of speech, while preserving the meaning of the
statement. This transposition allows the adaptation of the sentence structure to the norms of the
target language, ensuring naturalness and stylistic consistency of the translation (Karaban, 2004).
For instance, insulted, translated as snesaea; trapped, translated as nacmxa; detached, translated
as 8I00KpeMII08aAMUCY.

As a consequence, in this chapter, the expediency of using the V. Karaban's classification
of translation techniques as the main theoretical basis, supplemented by individual techniques
according to Molina, L., & Hurtado Albir, A. has been substantiated. The indicated approach
allows to ensure accuracy, semantic adequacy, and stylistic naturalness of translation, as well as
taking into account the cultural and contextual features of the English-Ukrainian language pair,
along with cultural peculiarities.

Chapter 2.3. Translation techniques used for the translation analysis of
the book Textiles on Film

Translation is a complex and multifaceted process that encompasses not only linguistic,
but also cultural interaction between two different communication systems. According to the
Handbook of Translation Studies, the translation is seen as “the process and result of the
interlingual and intercultural communication, which means reproducing the content and form of
the source text, using another language, taking into account the norms of this language and cultural
context” (Handbook of Translation Studies, 2010).

The aforementioned definition emphasizes that translation is not only a technical
reproduction of the text information, but also a process that involves a deep understanding of the
cultural and social characteristics of both language systems.
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Translation is not just a matter of automatically replacing words and grammatical structures
of one language with another. It is an intellectual activity in which it is important to preserve the
essence of the message by conveying it in a new cultural context that is consistent with the norms
and linguistic traditions of the target language. A translator, therefore, is a kind of intermediary
who not only transfers meaning from one language to another, but also adapts it for the perception
of a foreign-speaking audience (Bassnett, 2002, p. 64).

In this context, it is important to take into account cultural aspects, since the language code
cannot be separated from national and socio-cultural specifics. This means that a translator must
take into account not only lexical and grammatical features, but also the meaning of the expression
in the context of the culture and mentality of the target language speakers.

In the indicated translation study, a composite approach that combines the classification
proposed by Ukrainian linguist V. Karaban and certain techniques from the model of Spanish
researchers Molina, L., & Hurtado Albir, A. was used. These approaches were defined as:

V. Karaban

e Lexical translation techniques (generalization)

e Grammatical translation techniques/tpancdopmariii (transposition, reduction — omission)
(Karaban, 2004).

Molina, L., & Hurtado Albir, A.

e Lexical translation techniques (amplification, adaptation, description, borrowing,
discursive creation, established equivalent, calque, literal translation, particularization)

e Grammatical translation techniques, according to the Molina, L., & Hurtado Albir, A. are
not separately distinguished (Molina & Hurtado Albir, 2002, p. 15).

Let us examine several examples of the application of these techniques in the translation
process within the framework of this study:

Adaptation is an important grammatical technique where the translator changes certain
elements of the original text to make it more understandable for the target language audience. The
aforementioned technique was used in the following examples:

In the United States, the link between surface and sexuality is portrayed more directly in
pre-Hayes Code Hollywood. (p. 17). - ¥V Cnoayuenux IllImamax, a came I'onnieyoi, 36’130k midxc
308HIWHICIO Ma 36a01usicmio 6inbul I0Kpumo 300pasicysascs 0o Kooexcy Ietiza.

The "New Woman" usually refers to a post-First World War rejection of the Victorian
puritanical view of women, a view also reflected in Art Deco styling, which stripped interiors of
Victorian clutter and excessive decoration. (p. 13). - ¥V uacu nicas Ilepwioi c6imogoi itinu, koau
6 cycninbemsi namysaiu Bikmopiancoko-nypumancoki noensou, obpas Hoeoi JKinku niooasaecs
HEenpus3HOMY CIMABIeHHI0 Ma Yacmo 0ys 8i000pajiceHutl y cmui ap-0exo, 3 AKumM inmep 'epu 6yiu
no36aeneni 6iIkmopiancbko2o 6e3nady ma HaOMIpHOI 0eKOpamu8HOCHI.

Janie says she is through with burlesque and wants to go uptown, where dancing is
considered "art.” (p. 18). - I'ono6na cepoins 3assnse, wo nokinuuia 3 kabape ma xoue noixamu 6
enimHULL pation Micma, 0e MmaHyi 86ANCAIOMb K MUCTEYMBOM).

Another imperative technique in translation is amplification. It consists in introducing
additional lexical or syntactic elements to clarify the meaning. In the translation of the book
Textiles on Film, this technique was used to more accurately convey implicit information that
might have remained unclear in the original without clarification, while maintaining the semantic
and functional consistency of the text. The aforementioned technique was used in the following
examples:

Would an everlasting suit be the dream or the nightmare of modern man (p. 28). -
Knacuunuii kocmrom, wio Hikoau He 8uxooums iz MOOU cmas Ou MpIier Yu KOWMApom 0Jis 10oe?

Mirrored surfaces reflect light back to the camera, especially in elaborate, fantastical
settings for dance numbers. (p. 7). - dzepkanvni nosepxui 6iobusaroms c6imio Ha3ao y Kamepy,
0C00UB0 Y 0eMAIbHO PO3POOICHUX PAHMACMUYHUX 0eKOPAYIAX Ol MAHYIOBAIbHUX HOMEPIB.

Lucy Fischer writes, “the Astaire/Rogers cycle was known for its 'integration’ of narrative
and production number."” (p. 8). - Jlioci @iwep nuwe, wo yuxn ginomis 3a yuacmio @peda Acmepa
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ma [locunoxncep Poodocepc 6ys 6idomuil ceoclo «inmezpayicloy Hapamusy ma MY3U4HO-
maHealbHUx HOMepiG.

The examples demonstrated above picture the feasibility of using the amplification
technique to clarify culturally or semantically rich elements of the original in order to ensure
functional equivalence. The indicated approach helps to increase the comprehensibility and
communicative effectiveness of the translation while maintaining its semantic depth.

Borrowing is an example of another crucial translation technique. That involves the direct
transfer of units from the source language to the target language without change. The
aforementioned technique was used in the following example:

The film's noteworthy mise-en-scéne is the setting for a moral fable that confronts wealth
and privilege and the plight of industrial workers. (p. 22). - 3naxoea mizancyena ¢inomy ciyeye
MAUOaHYUKOM OJis1 MOPANbHOT NPUMYL NPO KOHMAIKM MIidC 6a2amcmeom, RPusiniesmu ma msriCKum
CMAaHoBUWEeM NPOMUCTIOBUX PODIMHUKIS.

The usage of the translation technique calque is important in translation, inasmuch as it
allows to maintain structural and semantic closeness to the original text without losing
comprehensibility for the target audience. The indicated technique is effective for conveying new
concepts, terms, or established expressions, especially in cases where a similar structural model
already exists in the target language. The aforementioned technique was used in the following
examples:

The painting hanging above her features a harlequin dancer wearing a shiny white satin
suit, enhancing the appeal of Lulu's skin as she tells the engaged-to-be-married Schén that he will
have to kill her to get rid of her. (p. 15). - Ha xapmuni suwe 306pasxicenuii maHyieHUK-apieKiH,
60panUll y ACKPAso OIULL CAMUHOBUL KOCIIOM, NIOKPECTIOUU NPUBabIUsicms Caio4oi wKipu
Jlyny, y moil uac sk eona 2osopums 3apyuernomy Llleny, wo tiomy doeedemuvcs sbumu ii, i auuie
mak 6in 3modice il no30asumuce.

The starburst or pointillist effect-which throws dots of light in a sort of spray toward the
camera lens-can illustrate a sense of otherworldliness or fleetingness. (p. 21). - E¢pexm 30psnozo
cnanaxy abo nyawmuiicmuyHutl eg)ekm, wo po3KUOAE MOyKu c8imia Ha 00'ekmus xamepu,
CMBOPIOE 8IOUymms nomoubiuHocmi abo eghemepHocmi.

Esther Leslie, through Georg Simmel, links lighting, fashion, and the modern metropolis
by connecting the "intensified level of sensory stimulation™ of fashion and cinema to "an overflow
of stimuli [intrinsic] to modern life itself.” (p. 21). - [Ipoghecopra norimuunoi ecmemuxu Ecmep
Jlecni nocunarouuce Ha pobomu ginocogpa I'eopea 3immens nog’szye oceimierHs, Mooy ma
CYHUACHY MeMPONoito, NIOKPecIodu, K «301buleHUll PIBeHb CEHCOPHOL CIMUMYIAYILY 8 MOOI ma
Kinemamozpagi nog'sazanuti 3 «nepenoGHeHHAM CHMUMYNI8, SAKI € Hegi) €EMHOI0 4acmUHOIO
CYHUACHO2O0 Hcummsy.

Sometimes the literal translation should be used by the translator. The indicated technique
is often used when the structure of both languages is similar, and there is no risk of losing the
meaning or naturalness of the text in the target language. The aforementioned technique was used
in the following examples:

Mary Ann Doane writes of “the tendency of Weimar society in general to test continually
the limits of sexuality in relation to legal (or moral) jurisdiction.” (p. 16). - Aémopxa Mepi Enun
Joan y ce6oix KHueax nuwie Npo: «CXUIbHICMb BEUMAPCbKO20 CYCHIIbCMBA NOCMIUHO
BUNPODOOBYBAMU 0OMEICEHH MeMU CMamesoi NOBEOIHKU PA30M 3 NPABOSUMU AOO MOPATbHUMU
HOopmamu.

The robot Maria's seductive dance in a men's nightclub brings about rioting and
destruction in the city (similarly, Pandora's Box explores the figure of the woman who incites
chaos). (p. 23). - 3sabausuit maneys poboma-ositinuxa Mapii 6 wonosivomy Kyoi npuzeo0ums 0o
OyHmy ma HuwjeHus 6 micmi (Oomuuno 00 Ginemy «Awux Ilanoopuy, de npocmedxcyemocs oopas
JICITHKU, U0 PO3NATIIOE XAOC).
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Satin was and is sometimes still associated with bedroom décor, bridal wear, and lingerie.
(p. 6). - Camun acoyiiosascs, a nodekyou i 00ci acoyitoEMbCsL 3 0eKOPOM CRANbHI, BECLIbHUM
8OparHAM Ma OIMUZHOIO.

The structures of the English and Ukrainian languages differ significantly, which often
requires the use of the technique of description in translation to maintain the adequacy of the
translated text. Description involves the explanation or detailed clarification of concepts, terms, or
situations that lack an exact equivalent in the target language. This technique is particularly useful
when dealing with cultural or specialized terms. For instance:

Immediately after this scene we are subject to a barrage of images, sounds, and editing
techniques such as a whip pan and a fast-tracking shot, intended to convey the speed with which
Janie is traveling uptown. (p. 19). - Odpa3sy nicas yiei cyenu nac oxonmoe nomix Kaopie, 36yKie
ma mexHiK MOHMANCY, MAKUX sK NAHOPAMYBAHHS (Mun obepmanHs Kamepu) ma ueuoxe
giocmediceHHs Kaopie, abu nokazamu WeUOKicms 3 Ko J{oceHni 30upaemuvcs nepeixcoxcamu.

Esther Leslie writes, "when celluloid first appeared, it was used in clothing-corset stays,
waterproof shirt collars, cuffs and false shirt fronts.” (p. 30). - Ilpogecopra nonimuunoi
ecmemuxu Ecmep Jlecni nuwe: « Koau enepute 3’a6uscs uenynoio (npocmiwie Kaxcyyu - niacmuk),
11020 BUKOPUCMOBYBANU Y KOPCEMHUX «KICMKAX», 8000HENPOHUKHUX KOMIpax OJisi COPOYOK,
MaHIICeEmMax ma qbaﬂbm-copoqu».

Sometimes, the discursive translation technique should be used. When there are terms or
concepts in the source language that do not have a direct equivalent in the target language. This is
especially important in situations where the source language contains cultural, social, or historical
elements that cannot be conveyed through a simple translation, or where existing equivalents do
not reproduce the required accuracy or shade of meaning. Examples of the discursive creation
usage are:

Always at stake in the narrative is the role Janie's body—both as a dancer and as a
potential lover—will play in determining whether she succeeds. (p. 18). - V croowcemi nocmiiino
NOPYVWYEMbC NUMAHHS NPO me, AKY poJib sidiepasamume mino Jxiceni — AK mauvyieHuyi ma
NOMEHYIUHOT KOXAHKU — Y i1 WXy 00 YCnixy.

In the "Rhythm of the Day" finale, the story turns on the visual transition of the stage from
an “old-fashioned,” slow-moving group of people in a Baroque setting to a new, modern Art Deco
world. (p. 20). - V ¢inani 'Rhythm of the Day’ cioocemna ninisi sminioemocs uepes izyanbHuil
nepexio, 0e epyna Jaoeu NOGLIbHO pyxaemvcs 6i0 ammocgepu cmunio bapoxko 0o Ho6020
CYHACcHO20 c8imy ap-0eKo.

... fashion, and the modern metropolis by connecting the "intensified level of sensory
stimulation™ of fashion and cinema to "an overflow of stimuli [intrinsic] to modern life itself. ”
(p. 21). ... MO0y ma cyuachy memponouiio, RIOKpecuoul, K «30L1bueHUll Pi6eHb CeHCOPHOT
cmumyaayiiy 8 MoOoi ma KiHemamozpaghi noe'si3anuti 3 «Nepeno6HeHHAM CMUMYLIB8, K €
Hesl0 ' eMHOI0 YaCMUHOIO CYHACHO20 Hcummsy.

The original text is full of established terminology. Accordingly, for these terms a
translation technique called established equivalent was used. Established equivalents are
commonly used for terms that are common in both languages, especially in technical, legal, or
cultural contexts where certain expressions are standardized. The examples of the aforementioned
technique are:

Satin's role in creating draping effects—in the development of the bias cut, for example-
contributes to this new presentation of the body. (p. 6). - Poas camuny y cmeopenni epexmis
O0panipyB8auHs — HANPUKIAo, y PO36UMKY KOCO20 KDOK — CMAJIA BHECKOM ) e HOBe YSBIeHHS NPO
mijo.

As we are acquainted with Dale in her room, we crosscut to Jerry dancing and looking at
himself in an oval mirror. (p. 12). - Koau mu 3uatiomumocs 3 [eiin y ii kimnami, cyena 3a
00NOMO2010 NepexpecrHo20 MOHMAMCy nepexoouna 0o /[xceppi, akuti maHyloe i Ousumscs Ha cebe
8 08AILHOMY 03epKai.
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The use of chemically engineered plastic material-the source of both the film strip and
synthetic fabric- marks a sharp break from a sole reliance on natural fibers in textile production.
(p. 29). - Buxopucmanms Ximiuno po3poodieno2o niacmmacy — pecypcy, kUil BUKOPUCIO8YEmMbCsl
OJIs1 BUCOMOBGNEHHS NIAIBKOBOL CMPIUKU MA XIMIYHUX B0JIOKOH — CIOYUMb NPO PI3KULlL 8i0XI0 8I0
Juuie HamypalbHUxX 60J10KOH 6 meKkcmuabHil npomuczzoeocmi.

Sometimes, while translating narrow or specific terms, the translation technique named
generalization should be used. As acknowledged, this technique consists in replacing words in the
source language with a narrow meaning with a word in the target language with a broader meaning.
The indicated technique is used in the following examples:

The idea of the modern woman, often expressed in the metallic and lacquered surfaces of
Art Deco interiors and statuary, is brought to life by the satin-clad Hollywood film starlet. (p. 4).
- Cam 06pa3 «oxcusacy 3a805KU MAUCMEPHOCMI 20MI8YOCLKOT KIHO3IPKU, 6OPAHIl Y CAMUH.

The strong, carefully directed bulbs on film sets control the directionality of light on satin
in a way that focuses, rather than diffuses, light. (p. 6). - [Tomyocni 1t pemenvro cnpsamosai
OCGIMJIIOBAIbHI_eNeMeHmy Ha 3HIMAAbHUX MAUOAHYUKAX KOHmMpOJIroiontb HAnNpAIAmMoK ceimaa Ha
amaaci maxkum 4YuHOM, Wo 80HO OKYCYEMbCS, A He PO3CIIOEMbCAL.

Shiny materials presented on screen act as mirrors, continually reflecting audience's
(usually cash-strapped) reality back to them. (p. 25). - bauck na expani, sx d3epkano, wo
ROCMITIHO 8i06UBAE peanbHICMb 27150a4a (30e6iIbU020 HE3AMONCHO20).

To explain cultural, historical, or technical terms when there is no exact equivalent in the
target language, the linguistic amplification should be used. This is often used when the
explanation or expansion of a certain term or phrase meaning is needed. The indicated is used to
make terms more understandable to the target audience. For instance:

Satin, alongside other types of ornamentation—such as sequined fabrics, lacquered floors,
and mirrored walls-transforms the screen into a shining surface. (p. 7). - Camun, nopso 3 inwumu
elemenmamu 03000/1eHHA — MAKUMU K MKAHUHU 3 6Jzu01<im7<amu, AAKo6aui niono2u ma
03epKabHi CMIHU — Nepemeoplo€ eKPAH HA CAI0Y) NOBEPXHIO.

Modulation is one of the most popular techniques used in the translation process for
achieving translation adequacy. The core of this technique is in logically expanding on the idea
presented in the original language and substituting the dictionary equivalent with a different one
that more effectively captures the underlying meaning. Examples of the indicated technique are:

... Waters explores larger questions of difference, rejection, and the subversive potential in
playing close attention to overlooked everyday objects. (p. 40). - Yomepc docriosxcye enubui
NUMAHHS BIOMIHHOCMI, 8IOMOPSHEHH MA OYHMAPCbKO20 NOMEHYIALY, AKUL BIOKPUBAEMBCS, KOU
MU NOYUHAEMO yeaofcniwe npu()ueﬂﬂmuc;l 00 HenoMImHUX peued NOBCAKOCHHO20 IHCUMMIL.

The waxing and waning of the popularity of certain fabrics occurs alongside the repeated
rebranding, renaming, and revamping of chemically created fibers. (p. 29). - 3zemu i nadinns
NONYIAPHOCMI  NEBHUX MKAHUH 8i00)Y8AI0OMbCSA NAPAIEIbHO 3 NOCMIUHUM PeOPEeHOUHZOM,
nepeuMeHy8aHHAM | MOOEPHI3AYIEI0 XIMIUHO CIMBOPEHUX B0JIOKOH.

Whether recoiling at its stiff, scratchy feel, laughing at its gauche sensibility, or being
embarrassed by its cheapness and lower-class associations, we experience visceral reactions to
this cloth. (p. 26). - Iumyimueni peaxuyii na yio mranumny, ye — 8i0paza 00 HENPUSEMHO2O
OpANa4020 6i0Uymmsi, HACMIUKU HAO HEBUMOHYEHOI) eCMemuUKoio, 30U808aHI 04i Nic/is NOYymoi
Yinu ma acoyiayii 3 100bMU HUNCUO20 COYIAILHO20 KIACY.

When the target language can convey an idea in fewer words without losing important
information, the translation technique of reduction can be used. It is important for a translator to
be careful when using reduction, as excessive reduction can lead to the loss of important
information or a shift in the meaning of the original. For instance:

Fragile, beautiful, and difficult to acquire, satin's origins established its rarity and
desirability. (p. 5). - M sika, ecapra ma piokicha camunoea MKAHUHA MAE YIKABY ICMOPIIO.
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The female characters use the dress, initially discarded for being too revealing, as they
compete for the attentions of desirable bachelor John. (p. 14). - Axmopku é6pani y cmpumani
CYKHI, a0dice BOHU 3MA2A0OMbCsl 3d Y8A2y OMPIAHO20 XON0CMAKA [[)coHa.

Another important translation technique that involves replacing a general or abstract term
with a more specific and detailed expression in the target language is particularization. Examples
of particularization in this study are:

As Jerry and Dale engage in banter, the camera moves closer to the actors and then moves
back while Jerry dances, maintaining sparkling, light- filled compositions. (p. 10). - Koxu [owceppi
ma Jleiin gedymu dcapmisaugy becioy, Kamepa HabauUNCaemovcs 00 akmopis, a nomim 6io 'ixncoaicac
Ha3ao, noxu /iceppi manyioe, 30epicarouu icKpucmi, HAanOBHeHi C8IMAOM KOMIOIUYII.

Another equally important translation technique, which consists of changing the
grammatical structure during translation, in particular, changing the word order or changing the
part of speech, without changing the main meaning, is transposition. Examples of the transposition
technique provided:

Over the course of the film, Lulu is portrayed repeatedly destroying the lives of those
around her ... (p. 15). - ¥Ynpooosowc gpinemy Jlyny uacmo nokasyronms 6 poi « pYUHIGHUYL» HCUMMS
Mux, Xmo 3Haxo0ums y ii Ko CNiIKY8AHHA ...

In the indicated chapter, the detailed analysis of translation techniques examples of
translation transformations, such as modulation, reduction, transposition, generalization, and
others, was conducted.

Using each of the aforementioned techniques, we are allowed to adapt the text to the norms
and requirements of the target language, while maintaining the accuracy and naturalness of the
meaning. The analysis revealed that the choice of a particular transformation depends on the
context, type of text, and cultural characteristics of the source and target languages. Consequently,
the percentage of the translation techniques used are: established equivalent (33%), modulation
(26%), literal translation (11%), discursive creation (8%), adaptation (6%), calque (4%),
transposition (3%), amplification (3%), generalization (2%), linguistic amplification (1%),
reduction (1%), description (1%), particularization (1%), borrowing (0.3%).
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Conclusion

In the indicated study, the peculiarities of translating the film industry jargonisms, textile
industry jargonisms, and terminology in a non-fiction text dedicated to the book Textiles on Film
by Becky Peterson, have been analyzed. The jargonisms, used in the text, serve a vital function in
creation a professional context, conveying the specifics of film production, and reflecting the
language of industry professionals. All the aforementioned carry not only informational, but,
conjointly, stylistic load, therefore their translation requires careful selection of equivalents, taking
into account the genre, function, context, and target audience.

According to the classification of the film industry jargonisms, textile industry jargonisms,
and terminology, technical, organizational and stylistic terms were defined.

The main difficulties have become the translation of the aforementioned terminology and
rendering of the cultural and contextual features of the source text terminology for the Ukrainian
readership.

During the translation process, to overcome translation challenges, the two main translation
techniques classifications were taken: V. Karaban and Molina, L., & Hurtado Albir, A. Both
authors propound systematizing translation techniques, depending on the specifics of the text and
context. Along with the aforementioned, the indicated composite approach has been used. More
precisely, the following translation techniques were have been used:

V. Karaban

e Lexical translation techniques (generalization, reduction — omission)

e Grammatical translation techniques (transposition) (Karaban, 2004).

Molina, L., & Hurtado Albir, A.

e Lexical translation techniques (amplification, adaptation, description, borrowing,
discursive creation, calque, literal translation, particularization)

e Grammatical translation techniques (established equivalent) (Molina & Hurtado Albir,
2002, p. 15).

The results of the analysis have shown that the most effective approaches in the film
industry jargonisms, textile industry jargonisms, and terminology translation, are the use of
functional equivalents, descriptive constructions, calque, and established equivalent, provided that
the context is clear. In some cases, it is justified to use commentary or adaptation, when literal
translation could disturb the text perception by the Ukrainian readership.

Thus, epy translation of the film industry jargonisms, textile industry jargonisms, and
terminology in the non-fiction texts on cinematography is a complex, but important task that
requires not only linguistic, but also sectoral competence of the translator. The results of the
indicated study could be useful for the translators of professional literature, researchers of the
translation studies, and teachers of the translation disciplines.
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Appendix A

Translation techniques used for the translation analysis of
the book Textiles on Film
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Appendix B

Translation techniques used for the translation
analysis of the book Textiles on Film (percentage)

1,2% 1,2% 9% 0,6%
18/0

27% %
3,0%
43%/ \

79%

R 0,3%

= Established equivalent = Modulation = Literal translation
Discursive creation = Adaptation = Calque

= Transposition = Amplification = Generalization

= Linguistic amplification = Reduction = Description

= Particularization = Borrowing



