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Abstract

The purpose of the study is to analyse the changes in the approach to creating
observational documentary cinema, the search for coverage of ‘objective
reality’, modern distribution potential, the transformation of documentary
through the hybridisation of genres, and the influence of video games on
cinema. To investigate the emergence of the ‘machinima’ genre, its role,
development prospects and influence on modern audiovisual discourse. To
outline the formulation of the method of creating an animation documentary
film by observing the virtual world. The research methodology is based on the
application of several scientific methods. The theoretical method focuses on
analysing literary sources regarding the history and traditions of observational
documentary cinema's creation by various movements and authors, the path
to its transformation and hybridisation, the emergence of video games, and
the subsequent development of the ‘machinima’ genre. The empirical method
involves researching the development of observational documentary cinema
and the subsequent emergence of the ‘machinima’ genre by retrospectively
highlighting essential authors and their works that directly influenced the
formation of the genre within the broader cinematic context. The comparative
method is used to draw parallels between video games and cinema. Scientific
novelty. For the first time, the hybridisation of observational documentary
cinema and the influence of video games as a medium on cinema are
analysed. The details of the origin and development of the ‘machinima’
genre are established. The impact of the ‘'machinima' genre on the creation
of animation documentary films is outlined by observing the in-game
documentary environment. Conclusions. The article analyses the approach to
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creating observational documentary films, their transformation, and modern

cross-genre discourse. The role of video games as part of modern audiovisual

art, and their complementary influence on cinema, is defined. The emergence

of the ‘machinima’ genre and its subsequent influence on contemporary
observational documentary cinema are examined.
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Problem statement

Documentary cinema has always been
a place to search for the true: what can be
called 'objective’. Movements of Direct Cin-
ema and Cinema Verite were formed due to
the authors' desire to record reality without
manipulation, minimising the fictional com-
ponent. Consequently, observation became
one of the primary methods of recording the
truth by documentary filmmakers.

With the advancement of scientific
and technical progress in the 1990s of
the 20th century, video games began to
appear in large numbers. Realising the
artistic cinematic potential of this phe-
nomenon, player-artists began to record
gameplay and create films from it. In this
way, a separate genre was formed, which
was called ‘machinima’.

Later, with the advent of open-world vid-
eo games, players had the opportunity not
only to follow the story component but also
to observe a whole animated world. This
prompted a documentary exploration of
the in-game environment and a renewed
interest in the ‘machinima’ genre. Thus, the
phenomenon of animated documentaries
created in virtual worlds appeared.

Recent research
and publications analysis

P. Johnson and D. Pettit (2012), in the
fundamental work ‘Machinima: the art
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and practice of virtual filmmaking', re-
searched and analysed the phenomenon
of the 'machinima’ genre, based on their
own author's experience and communica-
tion with dozens of authors who have at
various times worked with the medium of
video games in their cinematic practice.

S.Honcharuk, O.Levchenko and N.Tsi-
mokh (2022) in the work ‘Mockumentary
Genre as a Cinematic Phenomenon of the
Postmodern Age' investigated the reasons
for the emergence of pseudo-documentary
cinema and the development of its popu-
larity during the second half of the 20th -
beginning of the 21st centuries.

S. Vseliubska (2022a) in the work ‘Infinity
According to Florian: a portrait of the artist
against the background of an architectur-
al monument' explored interesting trends
in the creation of modern documentary
cinema, analysing O. Radynsky's feature
‘Infinity According to Florian' (2022).

S. Honcharuk and O. Provolovskyi (2020)
in the work ‘The staged reality of documen-
tary films: manifestations and meanings'
analysed the contexts of the presence of
staged reality that is formed in documenta-
ry film and outlined the manipulative nature
of documentary as a medium.

In the work ‘Reality in documentary cin-
ema' (2017) investigated the history of
observational documentary cinema and
questioned the presence of ‘objective’
and ‘true’ in the work of a documentary
filmmaker.
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L. Novikova (2012), in her dissertation
Ukrainian Cinema and Processes of Na-
tional Identification at the Turn of the 20—
21st Centuries, I. Havran, M., and Botvyn
(2020), in the article 'Documentary Cin-
ema in Contemporary Screen Discourse’,
examined Ukrainian cinema, focusing on
documentary film. O. Bezruchko, M. Sta-
rosta (2018) in the article 'Peculiarities
and Conditions for Development of the
Regional Audio-visua'; 0. Bezruchko,
K. Kostenko (2019) in the work ‘Commer-
cialization of Ukrainian Television in the
Modern Informational Space'’; Z. Alfor-
ova, S. Marchenko, Y. Shevchuk, S. Kot-
liar, S. Honcharuk (2021)in the article
‘Contemporary Ukrainian cinema into the
European context (2014-2019)"; O. Bez-
ruchko, N. Kachmar (2021) in the arti-
cle ‘'The Development of Contemporary
Ukrainian Cinema'; H. Chmil, A. Bieliko-
va (2021) in the article 'Producer Activ-
ity in Audiovisual Production: Ukrainian
Aspects' analyzed trends in changes in
the approach to creating national screen
content in the 20th and 21st centuries,
describing its distribution potential and
festival successes.

E. Fraser (2023) in the work ‘What is
Cinéma Vérité? A guide to this vital film-
making technique explores the origin,
further development, and flowering of
the French Cinéma Vérité group, analys-
ing the authors' manifest concepts in the
search for ‘truth’.

A. Medvedieva, O. Seredytskyi (2022), in
the article 'Special Aspects of the Camer-
amen's Work at the ‘A’ List Film Festivals';
I. Gavran, R. Hutsal, D. Kushnarov's (2022)
‘Specific Features of TV Journalist's Work
at the World Film Events' outlined the
challenges and proposed options for their
solution for festivals in the era of global
crisis. A. Vallejo and C. Taillibert (2023)
in the work 'Finding allies in Pandemic
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Times: Documentary Film Festivals and
Streaming Platforms. Rethinking Film
Festivals in the Pandemic Era and Beyond:
Researching and Analysing the Important
Role of Film Festivals in the Formation of
Documentary Filmmakers, Outlining the
Challenges, and Offering Solutions for
Festivals in an Era of Global Crisis.

R. Ebert (2000), in the work ‘Ghost in the
Machinima’, critically analysed the de-
velopment of the ‘machinima’ genre and
outlined the prospects for the formation
of the genre in the cinematic discourse.

0. Bezruchko and M. Sukhin (2023) in
the work 'Animated Documentaries in
Modern Cinematic Art: Specifics of Pro-
duction' analysed the peculiarities of the
production of animated documentaries in
modern discourse.

P. Solomon, and H. Aldouby (2020), in his
work ‘Interview with Phil Solomon’, asked
American avant-garde director P. Solo-
mon about his practice of working with
the medium of video games. Analysing
his own experience of ‘'machine’ research,
Solomon outlined the importance of work
in this direction and the prospects for the
development of the genre.

Also, the following researchers devot-
ed their work to this topic: M. Manetas
(1996-1997), '‘Manifesto of Art After Vid-
eogames' and 'Videos after videogames’;
M. Turner (2019) ‘Art within the machine:
how machinima turns the camera on vid-
eogames'; S. Crane (2023) ‘Making mov-
ies in video games: why the film world is
finally ready to take ‘'machinima’ serious-
ly'; S. Niewalda (2023) ‘Against Gravity.
The Art of Machinima'.

The purpose of the Article. To study
the indicated problems, it is necessary
to analyse the changes in the approach
to creating observational documentary
cinema, the search for coverage of ‘ob-
jective reality, modern distribution po-
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tential, the transformation of documen-
tary through the hybridisation of genres,
and the influence of video games on
cinema. To investigate the emergence of
the 'machinima’ genre, its role, develop-
ment prospects and influence on mod-
ern audiovisual discourse. To outline the
formulation of the method of creating an
animation documentary film by observ-
ing the virtual world.

Main research material

Artistic reality always appeals to au-
thenticity in documentary cinema be-
cause any observation, even without the
author's influence on the objects of con-
templation, is a modified form of reality
in which there is a specific intervention.
Even if the director consciously refuses
to make any artistic changes to the im-
print of reality intended for filming and
rejects the edit, creating a single-frame
canvas, everything remains a specific
part of the subjective: what can be called
‘artistic reality’ because the author clear-
ly selects the place, time and framing of
a possible observation, the moment of
the start and end of filming. At its core, all
this is a meaningful artistic decision that
alters the proposed reality through the
director's lens. However, flmmakers have
been looking for a form of embodiment of
‘objective reality' for a long time, appeal-
ing to the contexts mentioned above.

The first movements in documentary
cinema, in which the reproduction of di-
rect, objective reality was the most es-
sential value, emerged in the late 1950s
in Canada and the US, known as Direct
Cinema, and in France, as Cinema Vérité.
Ukrainian film critic S. Ksaverov in his
work ‘Reality in Documentary Cinema'
(2017) states: ‘These directions were
born thanks to the technical evolution
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of the filmmaking process itself. Cam-
eras had become much lighter, but the
main convenience was the emergence of
a portable tape recorder, which allowed
for recording sound and then synchro-
nising it with the image. Both of these
trends aimed to reveal the truth and did
so with similar yet distinct methods. It
is worth noting that the principles of Di-
rect Cinema greatly limited the directors
themselves. This was created to limit
the space for any possible manipulation
of the documentary environment. For
example, filming with only one camera,
a complete ban on off-screen voice and
music, and the use of artificial light-
ing. An important aspect was also the
author's non-interference in the film-
ing process. S. Ksaverov notes: 'This is
probably the main difference between
Direct Cinema and Cinema Verite. Ac-
cording to the ideologues of Direct Cin-
ema, the following is guaranteed. If the
author (that is, the person behind the
camera) does not interfere at all in what
is happening, then life unfolds in front
of them in its immediate primary form'
(2017). Cinema Verite was made possi-
ble by the same technical improvements
in the film process: lighter cameras and
portable tape recorders for sound re-
cording. However, there was one major
difference between the movements. In
the work 'What Is Cinéma Vérité? A Guide
to This Vital Filmmaking Technique’', film
critic E. Fraser (2023) notes that for the
ideologues and founders of this move-
ment, documentary filmmaker Jean
Rouch and sociologist Edgar Morin, the
active position of the author was critical,
in contrast to Direct Cinema, which never
intervened in the filming process. Thus,
the contexts of ‘objective’ and 'subjec-
tive' (artistic) reality in documentary
have always been cross-cutting themes
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in the reflection on the nature of truth
and falsehood in filmed imprints of life.

L. Novikova (2012), in her work ‘Ukrain-
ian cinema and processes of national
identification at the turn of the 20— 275t
centuries’' outlines an interesting ten-
dency that in the 2000s the leading film
festivals for the first time shifted their
focus to documentary cinema and even
went as far as breaking the canon of pro-
gramming their competition programs,
including documentaries along with fic-
tion films. The 57th Cannes Film Festival
began this tradition with the screening of
two non-fiction films in the official com-
petition, one of which, Fahrenheit 9/11
(2004, M. Moore), received the Palme d'Or,
the main jury award.

It is worth noting that numerous inter-
national documentary film festivals exist
worldwide. For example, IDFA — Interna-
tional Documentary Festival Amsterdam,
which is considered the most prestigious
international event focused on docu-
mentary cinema. Also, a notable phe-
nomenon is the Doc Alliance — a network
of the seven largest European documen-
tary film festivals (except IDFA): CPH:-
DOX (Denmark), Doclisboa (Portugal),
DOK Leipzig (Germany), FIDMarseille
(France), Ji.hlava IDFF (Czech Republic),
Millennium Docs Against Gravity (Po-
land) and Visions du Réel (Switzerland)
(Vallejo and Taillibert, 2023, p.103). Thus,
there are now many ways to realise the
festival distribution potential for con-
temporary documentary cinema. Espe-
cially for national documentary cinema,
the world's increased interest in Ukraine
has significantly expanded the breadth
of opportunities, which, in today's reali-
ties of war and limited funding, is almost
the only viable option for film production.

S. Honcharuk and O. Provolovskyi (2020,
p.87), in their work 'The staged reality of
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documentary films: manifestations and
meanings' note: ‘Contemporary doc-
umentary films are created based on
political forces and their reflection. The
desire to achieve justice through the dis-
closure of facts in cinema contributes to
the fact that today not only the demand
for documentary films as a product is in-
creasing, but also the number of young
filmmakers who start their careers in the
specified genre'. Thus, it is interesting to
consider the reality proposed by the au-
thors in contemporary documentary cin-
ema, specifically through the lens of the
search for truth, which in turn can lead
to significant socio-political changes.
In this context, observation as a form of
presentation of the imprint of filmed life
is the most appropriate solution. A good
example of such a documentary film is
the Ukrainian film ‘Infinity According to
Florian' (0. Radynsky, 2022), where the
author masterfully models the portrait
of the architect Florian Yuriev, who very
archetypically fights for the autonomy of
his creation, which is encroached upon
by the developers of the shopping cen-
tre (Vseliubska, 2022b). Constructing an
‘artistic reality’ in his observation of Yu-
riev, Radynsky openly sympathises with
the protagonist, which the viewers of the
film very much feel. To a certain extent,
by creating such an empathetic image of
an architect, the director aims to engage
the audience in civil resistance against
construction arbitrariness. The 'desire
to achieve justice' which S. Honcharuk
and 0. Provolovskyi (2020) noted in their
work, is indeed an important factor for re-
viving the dialogue about the need to cre-
ate a new social contract, implementing
changes by highlighting them through
direct observation of life.

In describing the limits of contemporary
documentary cinema, it is notable that
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a specific cross-genre discourse has be-
come increasingly visible in recent years.
Authors who work with documentary, as
0. Bezruchko and V. Hryftsov (2025) as-
sert in the article '‘Documentary Style
in Fiction Film', often integrate certain
fictional elements into their works. The
concepts of ‘docu-fiction' and ‘anima-
doc' are already sufficiently original and
are fully considered in the scientific dis-
course. S. Honcharuk, O. Levchenko and
N. Tsimokh (2022, p.185) in their work
‘Mockumentary Genre as a Cinemat-
ic Phenomenon of the Postmodern Age'
state: 'The new ‘filter' through which the
viewer of the postmodern era is forced to
perceive the key ideas of films has been
formed from a combination of such char-
acteristic features of the postmodern so-
cial and cultural period as fragmentation
(at the level of individuals and communi-
ties), a consumerist lifestyle, a sense of
alienation and a vision of everyday real
life as a theater of the absurd, an apoca-
lyptic carnival'. The traditions established
by the members of the Direct Cinema and
Cinema Verite movements are now taking
on hybrid forms and continuing their life
in the postmodern discourse. Thus, there
is a basis for the emergence of new gen-
res that go beyond the established per-
ception of cinema.

Due to scientific and technical progress
in the late 1990s of the 20th century, an
entirely new type of media emerged — vid-
eo games with open worlds. In addition to
the main plot, which was often based on
the dramatic principles of writing a sce-
nario of a fictional film, there is an oppor-
tunity to observe and explore a detailed
virtual world. The in-game space must
not be a meaningless animated canvas
without defined borders and boundaries.
Usually, for the creation of the world, real
existing places were taken as a reference.
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For example, Grand Theft Auto: San Andre-
as (2004), produced by Rockstar Games,
exploited the real-life space of the Amer-
ican states of California and Nevada, fully
recreating three large cities: Los Angeles
(game version — Los Santos), San Fran-
cisco (game version — San Fierro) and
Las Vegas (game version — Las Venturas).
It is worth noting that, although the in-
game world reflects the real world, the
authors were not guided by the desire to
replicate it, but rather to create a distinct
artistic reality that would resonate with
the American socio-cultural order and
often satirically critique it.

Thanks to the advent of screen capture
technology, players got the opportuni-
ty to film the in-game space. This led to
the formation of a fascinating context
that blended the nature of animation and
documentary, a combination that had
not existed before. The virtual world is
an animated space where the player can
observe the interaction of in-game ob-
jects with one another. Actually, as fol-
lows from the interview of O. Hoisan with
S. Vseliubska (2022b), ‘Oleksandr Hoisan:
‘A normal person cannot be apolitical to-
day, and cinema is always fundamentally
political', it is very similar to the creation
of observational documentaries in real
life. However, in the above-mentioned
context, it is even more precisely subli-
mated because the player has much more
freedom to observe in the virtual world
than a person in the real world, since the
in-game camera does not involve techni-
cal limitations, and in-game objects exist
outside the awareness that they are be-
ing observed. Interestingly, this manifes-
tation bears a striking resemblance to the
principles of Direct Cinema and Cinema
Verite. To some extent, it again appeals
to the existence of 'objective’ reality in
the context of documentary filmmaking.
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Additionally, it is essential to highlight
that video games have provided a new
impetus for considering and rethinking
the phenomenon of animated documen-
taries, which previously did not exist in
either artistic or scientific discourses. For
example, researching a similar context
in their work 'Animated Documentaries
in Modern Cinematic Art: Specifics of
Production’, O. Bezruchko and M. Sukh-
in (2023) consider animation as a new
alternative to the presentation of docu-
mentary material. However, they do not
emphasise the possibility of document-
ing an animated image in an artificially
created virtual space, as one method of
implementing ‘animadocs’.

With the ability to film in-game environ-
ments, many films created inside video
games began to appear. This genre re-
ceived a separate name — machinima,
from the words ‘machine’ and ‘cinema’.
Film critic M. Turner (2019), in his work ‘Art
within the machine: how machinima turns
the camera on videogames', notes that art-
ists, shooting films in the spaces of video
games, as a rule, took a more critical posi-
tion — offering reflections and appealing to
the medium, its mechanics, limits and pos-
sibilities of imperfect virtual worlds.

One of the pioneers of machinima, art-
ist and director M. Manetas (1996), who
successfully contributed to the aestheti-
cisation of the in-game space as a medi-
um that is part of audiovisual art, created
a series of works, 'Videos After Videog-
ames' (1996-2002). These audiovisual
works have been exhibited around the
world, including at Basilico Gallery (New
York, US), Galerie Analix Forever (Geneva,
Switzerland), Lux Gallery (London, UK),
and Antonio Colombo Gallery (Milan, It-
aly), among many others. Sublimating
his experience as a player and observer
of hundreds of virtual worlds from 1997
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to 2016, Manetas created the manifes-
to 'Manifesto of Art After Videogames'
where he stated that video games are
not games, but EVR: extended versions
of reality through which the process that
started with the poems of Homer, Mahab-
harata and the Bible, continues. Manetas
(1997) believes that artists, having devot-
ed themselves to video games, no longer
play, but communicate with them.

R. Ebert (2000), a famous American film
critic and winner of the Pulitzer Prize in
1975, in his work ‘The Ghost in the Ma-
chinima’, notes: 'The key elements in ma-
chinima are low cost and artistic freedom.
These movies do not require actors, set de-
signers, cinematographers, caterers, best
boys, or key grips. They can be made by
one person sitting at a computer. This is
revolutionary. However, we guess that the
films themselves will not be as revolution-
ary as the techniques used to make them —
that out of those basements and bedrooms
will come not cinematic art but elabora-
tions on the themes of video games'. In-
stead, P. Solomon, a prominent American
avant-garde director, turning to the ma-
chinima in his later works, describes his
experience of contemplating the in-game
world of Grand Theft Auto: San Andreas
(2004) with great admiration, emphasising
his own attention to how the virtual world
absorbs him, as an artist, with its detailing
and elaborateness. Solomon, contrary to
Ebert's scepticism, finds a sure salvation
in the in-game space and aestheticises it
within the avant-garde film tradition (Solo-
mon and Aldouby, 2020, p.80).

Summing up, M. Turner (2019) notes:
‘Machinima is one of the most demo-
cratic forms of filmmaking, requiring only
a computer for its creation, but without
an equally independent archival infra-
structure it might easily end up forgotten.
Cinema has had more than a century to
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reach its current state, whereas games
have only had half of that, depending on
when it is agreed they began. It would be
a shame if something involving the con-
vergence of these two young media did
not get its fair chance to grow too'.

At this time, it is crucial to emphasise
the significance of the bridge between the
video game and cinema worlds. Specific
processes are already underway, as many
festivals consider video games to be on
par with cinema, which requires their own
development and separation from the
mainstream, multibillion-dollar industry.
For example, in a recently published 10-
year strategy, the British Film Institute
equated video games as an equal part-
ner alongside film and television to ‘pro-
tect the value of the full breadth of screen
culture' (Crane, 2023). Additionally, there
has been arecent trend in the selection of
films for leading international film festi-
vals. Last year, the Locarno Film Festival
(Switzerland), one of the world's most im-
portant film festivals, selected the short
machinima "Hardly Working" (2022), pro-
duced by the Austrian collective Total
Refusal, for the international competition
program "Pardi di domani." The film re-
ceived the Best Director prize. Addition-
ally, the film was awarded the European
Film Academy's Best European Short
Film at the 36th European Film Awards in
2023. This machinimais entirely based on
the gameplay of the video game Red Dead
Redemption 2 (2018). In 2023, one of the
oldest film festivals in the world — the In-
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ternational Short Film Festival Oberhaus-
en (Germany) announced machinima as
the focus of its main out-of-competition
Theme program — Against Gravity. The
Art of Machinima (Niewalda, 2023).

Conclusions

Outlining contemporary trends, docu-
mentary cinema is increasingly moving
away from the contexts of the ‘search for
truth'. Cinema is being hybridised. The
concepts of ‘docu-fiction' and ‘animadoc’
are fully present in the modern cinema
discourse, which actively contributes to
the emergence of new hybrid forms and
presentations.

One of the 'youngest' hybrid genres -
‘machinima’, which emerged from the
filming of virtual worlds — is experiencing
a noticeable shift towards academization
and is becoming increasingly visible at
the world's leading film festivals. Authors
actively explore in-game environments
and find space for their own artistic ex-
pressions outside the dictates of restric-
tions. This is the primary advantage of
machinima: the ability to create a film
without requiring substantial financial
and personnel resources.

Thereby, in the contemporary film pro-
cess, the development prospects of ma-
chinima are unlimited. Virtual worlds will
continue to progress rapidly in the com-
ing years, and their documentary poten-
tial will only grow with the development
of artificial intelligence technologies.
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AHoTauis

MeTa cTaTTi — npoaHanisyBaTu 3MiHM B MNigxofax A0 CTBOPEHHS CMOCTEPIirafbHOrO JOKYMEHTasbHOro
KiHO, 30Kpema MoLlUyKu cnocobiB BMpaXeHHs «00'eéKTUBHOI peanbHOCTI», a TaKOX MPOCTEXMUTU NOro
TpaHcchopMauito B ymoBax ribpuausauii XaHpiB i BNAMBY MegiaTexHonorin. Po3kpuTu cyyacHui
OUCTPUOYLIMHANA  NOTeHUian [OKYMEHTaniCTUKKM, 3yMOBNeHUn uudpoBuMM nnatcpopMamMu  Ta
iHTepakTMBHUMM popMaTamu. [ocnigMTu MOsIBY XXaHpy MalluHIMa, WOro pofib Yy Cy4YyaCHOMY
aypioBisyanbHOMY OMCKYpCi, MEpPCNeKTUBM PO3BUTKY Ta BMAMB Ha KiHemaTtorpad. Okpecnutu 3acamm
opMyBaHHSI METOAY CTBOPEHHS aHIMaLiHO-4,0KYMEHTaNbHOro KiHO, No6y[0BaHOro Ha CNOCTepPeXeHHi
BipTyanbHoro cBiTy. MeToponorisi gocnifxeHHss 6a3yeTbCsl Ha BUKOPUCTaAHHI HU3KWU HAayKOBUX MeTOSiB.
TeopeTuYHUIA MeTOf, 30CepelXyeTbCA Ha aHanidi niTepaTypHUX [Xepen LWo[o icTopil Ta Tpaauuin
CTBOPEHHSI CMOCTepirasbHOro AOKYMEHTaNbHOro KiHO PisHUMU TedisMM W aBTOpamu, NpoLeciB
TpaHcopMauii Ta ribpuaunaadii KiHO, a TakoX BUHUKHEHHSA Bifeoirop i nofanbLioro opMyBaHHs XaHpy
MaluMHiMa. EMnipuyHui MeTof nepen6ayae JOCHiIIXEHHS PO3BUTKY CMOCTePiraibHOro JOKYMEHTabHOro
KIHO Ta MOSIBU XaHpy MallvMHiMa Yepe3 peTpOCNEeKTUBHWUM aHani3 KJIloYoBMX aBTOpIB Ta X pobiT, Aki
6e3nocepefHbO BIJIMHYM HAa CTAHOBJMIEHHS LibOrO XaHPY AK YaCTUMHU KiHeMaTorpadiyHOro KOHTEKCTY.
MopiBHANBHMI MeTOA, 3aCTOCOBAHO [AJ1 OKPEC/IeHHs1 naparnenen Mix Bigeoirpamu Ta KiHemaTorpacom.
HaykoBa HoBuM3Ha. Brieplue npoaHanisoBaHo ribpuansaLito crnoctepiranbHOro JOKYMeHTanbHOro KiHo Ta
porb Bifeoirop sk Mefiyma, Wo BrivMBae Ha KiHeMaTorpady. BcTaHOBNEHO K/HOYOBI €Tany BUHUKHEHHS
Ta pO3BUTKY XaHpPy MaluMHiMa, oKpecneHo cneuundiky noro BnAMBY Ha QOPMYBaHHS aHiMauilHO-
[OKYMEHTaNbHOrO KiHO 4Yepes CrocTepexXeHHsi BHYTPILUHbOINPOBOro AOKYMEHTaNbHOrO CepefoBULLA.
BucHoBKu. B cTaTTi npoaHanisoBaHo Nifxif 40 CTBOPEHHS CNOCTepiranbHOro AOKYMeHTanbHOro KiHo, horo
TpaHcopMaLito Ta CyYaCHUIN KpOoC->XaHPOBUIA AUCKypc. BUaHaueHo 3Hauyllly posib Bifleoirop y po3BuTky
aypioBi3yanbHOro MucTeuTBa Ta iX B3a€eMOAOMOBHIOBaNIbHUI BMMB Ha KiHemaTtorpadd. [ocnifxeHo
MosiBY XaHpy MallMHIMa Ta Moro Nofanblunil BNJIMB Ha CyyacHe crnocTepiranbHe fOKyMeHTasbHe KiHO.
KniouoBi cnoBa: fokyMeHTaslbHe KiHO; peanbHICTb; CMOCTEPEXEHHS; Bifeoirpy; MallvHiMa; aHiMagok;
BipTyanbHWUiA CBIT
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