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«E[WHI HOBUHU»

AHoTauia

MeTa pocnigyeHHsa — pocnigutu TpaHcdopMmaLiiHi npouecu HOBUHHOIO
KOHTEHTY B YMOBax BiHW Ha npuknafi TenemapadoHy «EfuHI HOBUHW».
MpoaHaniayBaTh, SIKMX OHOBJIEHb 3a3HaNlo ykpaiHCbKe TenebayeHHs Bif
noyaTky POCINCbKO-YKpaiHCbKOI BiiHW. BusHauuTu, fiki 3MiHM Bigbynucs
y NPOrpaMHOMY KOHTEHTI MOBJeHHs. [oBecT BaXIMBICTb TenieMapacoHy
B XMWTTi CyCninNbCTBa, AOCNIANTU AOKYMeHTaNbHe TeniebayeHHs Ta AKMX 3MiH
BOHO 3a3Hasio y BOEHHOMY acrekTi. MeTogonoris Aocnig)XeHHa nonsirae
y 3aCTOCYBaHHi TakMx MeTOfiB: TEOPETUYHOrO — A7 aHanisy TeneBi3ifHUX
CHOXETIB, iHOpMaLiNHUX [Xepesn, BUBYEHHSI BMAMBY iHChOpMaLiiHOrO
npvBoAdy Ha AKICTb TeseBi3IMHOro MaTtepiasny; aHanisy — Ans AOCHiOXKEHHS
TEeNeBi3iHOrO eTepy; CUHTEe3y — AN BUBYEHHS IHpOpMaUinHKUX mxepen,
BM3HaYeHHs1 B3a€MO3aNeXHOCTi CTPYKTYPHUX KOMMOHEHTIB, fKi (hopMytoTh
HOBUHY; eMMiPUYHOro — /151 cCUCTeMaTu3aL, i BNacHOro A0CBifAY, y3arasbHeHHs!
poni o6'egHaHoro MapadoHy y BWCBITNIEHHI KJIHOYOBMX MOAIA | repois,
OKpECNIeHHA 3MiH Y [lOKyMeHTanbHOMy TesiebayeHHi nig yac BiHW. HaykoBa
HOBUW3Ha: BrepLUe NpoaHasisoBaHO €fleMEHTU BUCBIT/IEHHS! peasibHUX Nogin
BilHW, NpPOBefEHO aHani3 BigobpaxeHHs repoiB pPoCiNCbKO-yKpaiHCbKOT
BiliHW, [OCNIOXEHO BUCBITNIEHHA AOKYMEHTaNIbHOrO KOHTEHTY B CyYacHOMY
HaLioHanbHO-iH(popMaLiMHOMY MpoCTOpi, akLeHTOBaHO Ha npaBAWMBOCTI
[OHEeCeHHs1 iHpopMalLlil, @ TakoX HarosolWeHO Ha nepekpyyyBaHHI [esKux
dakTiB un nopin. Ha npuknagi repoiB BilHW BWUCBITIEHO iCTOPIi, fIKi He
€ BUragkamu i BigbyBanucsa Hacnpaspi. BACHOBKM. Y cTaTTi npoaHanizaoBaHo
OHOBJIEHHA B iH(DOpPMaLiMHOMY MOBJIEHHI Bif, MoyaTKy MoBHOMacLuTabHol
BilHW, BU3HA4YeHO OCHOBHI 3MiHM y MPOrpaMHOMY KOHTEHTI Ta OKpeclieHo
X BNAMB Ha rnspgava. MNpoBefeHo aHani3s TeneBi3iHUX cloxeTiB. JloBefeHO
BaXJIMBICTb TenleMapadoHy B NOBCSKLEHHOMY XUTTi FpoMafsiH. BusHayeHo
B3aEMO3aNIeXHICTb CTPYKTYPHUX KOMMOHEHTIB, fKi (POPMYHOTb HOBUHY.
JocnigxeHo 3MiHuW, ki Bigbynucsa B [OKYMEHTaNbHOMY KiHO Y BOEHHOMY

© OnekcaHgp byTko, Onbra Jlecbkis, 2024 Haginwna 23.05.2024

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

audiovisual-art knukim.edu.ua



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

2024+ 7(2) - pp.184-197

acnekTi. Takox BUBYEHO 0COBNMBOCTI [LOHECEHHS NPaBAMBOCTI iHhopMaLii
npo nogii Ta pakTn. ONpunoAHEHO HeBUIragaHi icTopii, AKi cTanu KN4YoBUMHU

Y Ui BifHI.
Ik yuTyBaTH:

byTko, O. Ta JlecbkiB, 0., 2024. TpaHcopMaLis HOBUHHOrO KOHTEHTY B yMOBaX BiiHU Ha NpuKiagi
TenemapadoHy «€auHI HOBUHW». BicHUK KniBCbKOro HalioHaibHOro yHiBepCcUTeTy KybTypu i MUCTELTB.
Cepisi: AynioBizyanbHe MUCTELTBO i BUPOGHUYTBO, 7 (2), ¢.184-197.

dopmynioBaHHs npobnemu

BinHa B YKpaiHi cnpuynMHuna cnpaBx-
HiM iHdopMaLiHMIA Konarc, i rofioBHe
Ha CbOrofAHi — Le «iHdopMauiiHa ririe-
Ha», YMiHHA dinbTpyBaTh iHdopMaLito
Ta npaBwibHO i cnpunMaTtu. Tema repo-
B € po3noBclogxeHoro we 3 2014 poky,
BigKkonu posnoyanacsi 36poviHa arpecis
NpoTu YKpaiHu fepxxaBoto-TepopuUCcCTKOr
pcd. 3a BCi poku pocnigXeHHSAMU Liel
TeMU Ta MOBILOMJIEHHSIMU NPO JOA4EN,
AKi cTanu YacTUHOO icTopil, po3noBiga-
M BigOMi Mefia ik BcepeuHi KpaiHu,
Tak i 3a1i Mexamu.

Mponwno BXe [OCUTH YMMano 4acy
3 noyatky mMoBHOMaclUTabHOro BTOp-
FHEHHS | MOXHa CTBepAXyBaTy, WO Ha-
pasi noaun nepenwnun Ginble [0 AisHa-
BaHHA HOBWH 4epes couiajibHi Mepexi.
Bbo ue cTano 3pyuvHiwe Ta noTpebye
MeHLe yacy. | xoya TenebayeHHA Mae
3HaAYHWUW MOMWUT, MPOTe He [OMiHye, §iK
ue 6yno no 24 ntotoro 2022 poky. Jltogu
X04yTb fisHaBaTucs Ginblle npaBOuBOl
iHdbopMaLil, a He 3aByanboBaHOI, Mpu-
KpalueHol. Lle pacTb 3Mory rpomagsHam
BYACHO yXBanoBaTW PILLEHHS i 3aBXAu
npucnyxaTucs [0 noyyToro.

B ymoBax BefeHHs iHcpopMauUinHMX
BiMH | 306ifblUeHHA TUCKY Ha rpomMag-
CbKiCTb NpobniemMa 3axmcTy NOBIAOMIEH-
HSl, AOr0 [OCTOBIPHOro BiATBOPEHHS Ta
36epeXxeHHs1 B icTopil 3aans noganbLuo-
ro BU3HaYEHHSA crnpaBenMBoCTi HabyBae
ocobnnBo BaroMoro 3MmicTy. JlokymeHTa-
nicTUKa sIKHaWKpalle crnpaBisTUMeTbCS
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3 UMMU 3aBAHHSAMU Ta € HafiHUM 3a-
cob6OM 3axUCTy HauioHanbHoro iHdop-
MaLiiHoro npocTopy.

AHani3 ocTaHHix gocnig)XeHb
i ny6bnikawin

3axucT iHdopMaLinHoro npocTtopy Ta
0co6MBOCTI 300paXKeHHs BiIMHU Ha Ka-
Mepi npoaHanisyBanu O. Ixonoc (2020)
Ta A. Manuwenko (2022).

Buou TenesisiiHOT [OKYMeHTanicTu-
KM Ta 1 yyacTb Yy iHpOpMaLifHIA BiliHI
nocnigxysanu B. Kopobko (2017) Ta
B. bBanguHiok (2023).

3MiHK YyKpalHCbKOro cycrninbCcTBa Ta Me-
JiapuHKy nicns noyaTky NoBHoMacluTab-
HOro BTOprHeHHs BuBYana . Kopba (2022).

Ocob6nMBOCTi HauioHanbHoro mMapado-
Hy mocnigue Ta getanbHo onucas 0. [lo-
BXeHKo (2022a; 2022b).

C. Kotnsp T1a b. bBoHgapuyk (2020) yce-
6iYHO pPO3rNAHYNM TeneBi3ilHI HOBUHU
B Cy4YaCHOMY MeJiiiHOMy AUCKypci Ykpa-
THM Ta CBITY.

|. MaBpaH, O.JleByeHko Ta O. Maciy-
HuK (Gavran, Levchenko and Pasichnyk,
2021) FpyHTOBHO [OOCHIOAWAN CKNaOHMW-
Kn obpasy Tepopy B aymioBisyasibHOMY
MUCTELTBI | BAPOBHULITBI.

A. MepgBeneBaTaA. HoBak (Medvedieva
and Novak, 2022) 3BepHynu yBary Ha
BaXJIMBICTb BUBYEHHSI PO3BaXaSlbHUX
Loy Ha TenebayeHHi YKpaiHu 0o noyaTky
Ta nicns noBHoMacLuTabHoT arpeci.

MpoaHanisyBanu akTyanbHiCTb i AoUiSb-
HICTb TBOPEHHS Cy4acCHOI iLEeHTUYHOCTI

Butko, O, Leskiv, O. Transformation of News Content in Wartime
on the Example of the "United News" Telethon
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YKpalHCbKOI Hauii B yMOBax pPoOCiACbKOl
arpecii 3a [OMNOMOrOK eKPaHHOro Muc-
TeytBa O. bespyuko Ta H.CtenaHeHko
(Bezruchko and Stepanenko, 2024).

MeTta pocnigxeHHsa — pjocnigutu
TpaHcdopMaLiiHi pouec HOBUHHOIMO
KOHTEHTY B YMOBaXx BillHW Ha npukiagi
TenemapadoHy «EAuHI HOBWHW». [lpo-
aHani3yBaTW, SIKUX OHOBJIEHb 3a3Haso
yKpaiHcbke TenebayeHHsi Bif no4yaTky
pocCiicbKO-YyKpaiHCbKOI BiiHU. BusHauu-
TW, SIKi 3MiHK BiABynuca y nporpaMHoMy
KOHTEHTI MOBJEHHS. [loBeCTM BaxJM-
BiCTb MapadpoHy Yy XWUTTi cycninbCcTBa.
Jocnigntn nokymeHTanbHe TenebayeH-
HSl Ta SIKUX 3MiH BOHO 3a3Haso y BOEH-
HOMY acnekTi.

OCHOBHUI MaTepian JoCNigKeHHSA

Big nouyaTky noBHomacLTabHOro BTOP-
rHeHHA Ha TenebayeHHi BUMLLO YMMarso
pobiT, SiKi OEeMOHCTPYTb BCH pearib-
HiCTb BilHW. 3BicHO, gna Tb ui gocni-
IXXEHHS MPUBOAATH [0 TaKOro CTaHy,
wob NponTun BCi MopasnbHi MexXi. 3rigHo
3 onpavlboBaHMM MaTepiasnioM, HakKpaLli
BUMYCKM Ta [OOCAIOXEHHS XXypHanicTiB
noaaHo y Lin poborTi.

KOHTEHT BWMpOONAOTL TpU MpUBATHI
MegmiaxonguHru: «1+1 Media», «Starlight
Media» Ta «Inter Media Group», Hauio-
HanbHa cycnifbHa TenepafioKoMnaHis
YkpaiHu, a Takox [upekuia Tenepagi-
onporpamMm BPY, wo Hanexutb Bepxos-
Hin Papgi YkpaiHu. [Onsi KOXHOro MoB-
HWKa BUAiNEHO 6 roauH, Oo 2 TpaBHS
2022 poky ueu yac 3MeHwwuBCA [o 5.
MoyunHaroum 3 24 notoro go 21 nunH4a
2022 poKy BUPOBHMKOM HaLiOHanNbHOMo
TenemapadoHy byna Takox «Megia py-
na Ykpaina». Ane O. [loBxeHko (2022a)
y cTatTi «[AuBo, Wo 3aTArHynocsa» 3a-
3Hayae, Wo «3 8 iMcTonana 4o BUPOGHM-
uTBa TeneMapacboHy 3HOB [O€[HanUCA
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KONULWHI MepfiviHuky "Mepgia Mpyna Ykpa-
Ha" — "Mu-YkpaiHa"».

Tak, I. Kop6a (2022) B poboTi «Tenema-
padoH: fIK BiH 3MiHIOE yKpaiHCbKe cyc-
NiNbCTBO Ta MefiapMHOK» 3a3Hayvae, o
«Le iHpopMaLiiHMI KaHan, Wwo BMpob6s-
ETbCS | TPaHC/MIOETbCH LWICTbMa Tene-
BiSiNHMMM KaHanamm Ta Megiarpynamu,
a TaKoX MOBHICTIO abo 4acTKOBO pe-
TPaHCMIOETLCS LeCcATKaMMU iHWKUX KaHa-
niB i pagiocTaHuin. OgHak odilifHO BiH
He € KaHasioM, He Ma€ CnifibHOI pepakui,
a KoopAuHauis npoatocepiB 34iNCHIOETb-
cs1 30,e6inbLIoro Ha cTpaTeriYyHoOMy PiBHi».

HatomicTb O. [loBxeHko (2022a) BBa-
Xae, Wwo ue «iHdopmauinHui Tenema-
padoH, SSKuin noyas TpaHchsuio 24 nto-
Toro 2022 poky, wob6 iHdopMyBaTH
HaceneHHs Woao cuTyauil B YkpaiHi Big,
MoyaTKy POCIAICbKOrO BTOPFHEHHS». IH-
dopMauiiHuin npocTip 6yB HanNoBHEHUN
danbwmsnumMm, MigpobreHMMn HoBUHA-
MM, LLO BWKJIMKANU MaHiky Yy HaceneH-
HA. OHNaMH-BUOaHHA, HaBiTb Ti, AKi Ha-
MararoTbCsi BCTaHOBUTM (haKTW, YacTo
noTpanisitoTb B iHCOOPMALiHI  «MiHW»,
noparoumM cyMHiBHy iHdopmauito. Odi-
LifHI calTu Ta couiasibHi Mepexi YacTo
3N1aMyBanncsl POCINCbKUMU  Xakepamu,
TOMY Ha Hux 6yno He6GesneyHo Mokna-
Jatucs. BuuiesasHayeHe 3yMOBWIIO MO-
elHaHHs nepepad CycnifibHOrO KaHany,
AKOMY [0Bipsie GiNblWicTb YKpaTHCbKUX
Tenernsgavise, si cninbHUM MapadoHOM
i3 OepXaBHUM «3HAKOM SIKOCTi», AKUM
AKLLO 1 He pO3roBifaB ycto npaBgy npo
BillHY, TO MPUHAMMHI He MoLMpPOBaB Po-
Cifcbky gesiHdopmalito.

I Kop6a (2022) y cBoeMy [OCHiAXEHHI
3ayBaxye: «Lle Oyno HanasBuyaiiHO fOo-
PeYyHOo He nuLie Ans rsifadie, SKMM Mo-
TpibHa 6yna npuuMHa BIipUTM HOBMHAM,
a M AN MOBHMKIB, AKi He 3Moriv 6 BuU-
KOHATU CBOKO POBOTY HaNeXHUM YMHOM
B YMOBax MAyTaHWHU Ta MaHiku ogpa-

ByTko, O, Jlecbkig, O. TpaHchopMaLlii HOBMHHOMO KOHTEHTY B YMOBaX BiliHM
Ha NpvKkNai TenemapadoHy «SAVHI HOBUHWY
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3y nicns nmoyatky BiiHW». 3a clioBamMu
J1. emenTbeBoi Ta [I. CykoBoi (2023, c.9),
HaBefeHuXx y cTaTTi «Bname denkoBux
HOBWH Ta AesiHdopmalii B aygioBisyasnb-
HUX Mefia», «BUSIBNEHHSI (DEMKOBUX HO-
BUH — Lie noTpeba iHdhopMaLifHOT ririeHn
Ta 3axXMCTY CYCNisIbHOI CBiJOMOCTi».

HaTtomicTe O.JleByeHko Ta O. binaH
(2023, ¢.21) y cTaTTi «TenesisiitHa XypHa-
nicTUKa B YMOBax BOEHHOro CTaHy» BBa-
XaloTb, WO «LUMHIYHY POSib Y POCIACbKO-
YKpaiHCbKill BilHi Bigirpae kKpemniBcbka
nponaraHfa, sika BMKOPUCTOBYE MNPOTU-
npaBHi MeToAM Ta MPUINOMM PO3MOBCHO-
IKeHHs iHdopmalii. ToTanbHa 6pexHs,
y TaHOEeMi 3 LIeH3ypoto, HaLliieHa Ha Ma-
COBY MaHinynsiyito, hopMyBaHHSI cycnifib-
HOT [YMKW B iHTepecax BlagHOI BepXiBKU
Kpemsisl, HaMaraHHs CXBanMTU 30BHILLHIO
arpecito pd Ta 3arapbHuLbKe BTOPrHEHHS
i BINCbK Ha TEPUTOPItO YKpaiHW».

BapTo norogutuca 3 gymkoto I YUmineb,
H. KopabnboBoi Ta O. bespyuka (2024,
€.230), WO «eKpaHHUI TBip HaWyacTile
cTocyeTbesi 3adhikcoBaHOI peasibHOCTI,
fAKa Oinblu-MeHLl 3HanoMa rnajgavesi
3 ocobucToro goceigy». 3 ornagy Ha Le
cnig ckasaTu, Wo TenemapadoH BefyThb
y HenepenbayyBaHMX YyMOBax: 3ary-
TaHi NOBIJOMJIEHHS, MOBITPSAHI TPUBOIY,
HEMOXJIMBUMA MOBHOLHHUIA [OCTYN [0
iHdbopMaLuii Ta micueBocTi, ge BigbyBa-
toTbCA NoAil, i 6araTo iHWKWUX YAHHUKIB, O€,
3a 06pasHUM BUCIIOBOM, «MPOXMBaHHS
nocsiny BinbyBaeTbcs 6e3 nonepegHix
penpeseHTaLii, Yepes 3any4yeHHsl cyyac-
HMX eKpaHHMX noBepxoHb» (Chmil et al.,
2024, p.124). ToMy iHOZi HABiTb MOBHU-
KW MpunyckarTbCs NOMWUIIOK. 3arasom
MapadhoH He NOCTynaeTbCs MO MpaBhu-
BOCTIi BiNbLIOCTi IHTEPHET-BUAAHb. 3BicC-
Ho, rnafayaM BapToO 3BepTaTu yBary He
nve Ha MefiaxoNauHT, KU [OHOCUTb
HOBWHY, a W aHanisyBaTu KOMMETEHT-
HiCTb TOro, XTO Ti po3noBifgae.
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Y wopiyHomy pocnigxeHHi USAID-
Internews «YKpaiHCcbKi Mefia, CTaB/eHHS
Ta goBipa y 2022» 3a3HayeHo, Lo 3 Tene-
MapadoHOM «EOMHI HOBUHU» 3HANOMMUIA
Malixe KOXeH rnsifiay, a OCHOBHUMMU Cro-
XuBadamu TenemapadoHy € 32 % onu-
TaHux. 3aranoM 36 % yKpaiHuiB Kopuc-
TytoTbCAl TeniebayeHHAM A1 OTPUMaHHSA
iHdopmauii. MoHan 60 % cnocTepiratoTb
3a TesiemMapadhoHOM KOXHOro gHs, a 30 %
OMBNATLCA WOTUXHA (2022, ¢.21).

JouinbHo 3ayBaxuTy, wo M. KpeyetoBa
y pocnipxkeHHi «Tene6ayeHHsi He MOCTY-
naeTbcA coLMepexaM: ae ykpaiHui fisHa-
FOTbCA HOBMHM Mif, Yyac BiiHW» 3a3Hayvae,
WO TaKoX rpoMagsaHn YkpaiHu BuU3Ha-
YMIMCsl 0Nl YOO KOPUCTYHOTBCA Pi3HM-
MK Oxepenamu iHpopmaldii. 3a noro pe-
3ynbTaTamu, 34e6inbLoro ajs Toro, Lwob
Ji3HaTHCA NMOTOYHY CUTYyaLito B KpaiHi (72-
82 %). BooHouac 82-90 % KopucTyBadiB
OKpeMUX [Kepen XxapaKTepusyroTb iX fiK
«iHcpopMaUinHi». He 6inbwe 5 % HasuBa-
FOTb iHLLI XapaKTepUCTUKK, AK-OT «po3Ba-
XanbHi» Towwo (KpeuetoBa, 2022).

ABTOpKa TaKOX Harosowye, o «rs-
Jayvi MalTb BUCOKY [OOBipy 4O HOBWH
MapadoHy, a TakKoX MO3UTUBHO OLi-
HIOOTb SKICTb aHanisy nofin, cBoe-
yacHicTb Ta [OCTOBIpHICTb iHdopMaLii.
JocnigXeHHA nokasanu, Wo nogn, AKi
OMBNATbCA "€OUHI HOBUHK", OLLIHIOKOTb
3a KaTeropisiMu, WO 3AINCHIOTL aHa-
ni3 nopin, fAki Bigbynucsa» (Kpeyeto-
Ba, 2022). binbWicTb ONUTAHMUX, 3TiQHO
3 [. KpeuetoBoto (2022), He 3BepTae
0cob6nMBOI yBaru, \KUM MOBHMK Mofae
iHbopmMauito, Konn BBIMKHEHO TeseBi-
30p — BOHU He BBaXalThb Lie CYTTEBUM.
HacnpaBpgi MmapadoH po3rnafaetbes sk
OKpeMUN BWUA NporpamMu i He npue'a3a-
HWUM [0 XOJHOro 3 TeflekaHaniB. 3Ha4yHo
3MeHLWuNacs KinbkicTb MaTtepiany Ha
3aMOBJIEHHS, SIK, Hanpuknag, y nepiog
nepeaBnbopYOT KaMMaHi.

Butko, O, Leskiv, O. Transformation of News Content in Wartime
on the Example of the "United News" Telethon
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Ti, XTO AMBNATLCS NOrO perynspHo, BOJIO-
Lit0Tb BUCOKOIO 3a[0BOJIEHICTIO Ta [OBI-
poto no iHdopmaL,i, o MICTUTbCA B HbO-
My, BogHo4Yac BuMagkoBi rnsgadi Ginblu
KPUTWMYHI [0 cBoevacHocTi iHdopmauii
Ta MOBTOPEHHS OJHUX | TUX CaMUX HOBUH
JeKinbka pas nigpsg 3a AgeHb. OnutyBaHi
Jenani vacTilwe MopiBHIOWTb TeneBisii-
Hi HOBMHM i3 NofaHHAM Uiel iHdopmaLi
B iIHTEpHET-pecypcax i MeceHkepax.

ABTOpKa TakoOX MifKPECIIOE, L0 Xo4a
TenemapadoH noB'A3aHuin 3 odiuin-
HAMK  pxepenamu iHdopmauii, ane
ocobu, AKi MOKUHYNM CBOI OOMIBKM Ta
€ nepeceneHysiMu, 6inbll HeLoOBIPIMBO
BiflHOCATbCS [0 Hboro. barato xTo He
Mae TesieBi3opa, TOX iXHi MOXIUBOCTI
nepernsHyTM HauioHanbHUN MapadoH
obMeXeHi, xoya pecrnoHAeHTH Bikom 35
pokiB i Binblle ckasanu, Wo nepernsiHy-
nm 6 roro, AK6K B HUX Byna Taka MOXJIN-
BiCTb. BinbLWicTb ONUTYBaHMX 3a3HAYMNN
HETOYHICTb Y 3MiCTi nogaHoi iHpopmaluii,
K BMNAMBae Bnafa Ha il nofgaHHsd, HEBU-
npaBOaHUi ONTUMI3M, LLO [EMOHCTPYE
Nuwe ykpaiHCbKi «nepemMoru», i Heba-
XaHHS po3rnagaTi HeBgadi Ha nosi 6oto
Ta HeBTIiLLHI nporHo3u (KpeyeToBa, 2022).

Cnipg, ckasaTy, wo 0. JoBxeHko (2022b)
y cBOi ny6nikau,ii «I3 KoxHoT npacku. Yce,
L0 BapTO 3HaTW MPO HaLioHaNbHUA Ma-
pachoH» BUBOAUTb TBEPLKEHHS, LLLO «Of-
HWUM i3 He[loNiKiB TenemapacdpoHy € Te, Lo
gy, AKi 3anuUWLMAMCSA Ha OKYMOBaHMX
TEPUTOPISX, BiAUYyBalOTb HE3AXMLLEHICTD,
a TaKoX BiAcyTHicTb iHcpopMaui, 3oKkpe-
Ma Mpo HeBESIMYKI HaceNeHi NyHKTU».

Cnip, 3ayBaXxuTw, WO TeMa repois € po3s-
noBcroaXeHoto e 3 2014 poky, Bigkonu
posnovanaca 306poiHa arpecis npoTu
YKpaiHn [epxaBo-TEPOPUCTKO  pdb.
Tak, T. YpbaHcbka (2022) y cTaTTi «BiiHa
B npsiMmoMy ecpipi. lcTopnyHuii MmapadpoH»
3a3Hauae, Lo 3abe3neyeHHsIM NpoBeeH-
HS MapadoHy Lifofo60oBO 3aMatoTbCs
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npmbnusHo 2000 cpaxiBuiB, SKi LWOAHSA
nepebyBatoTb nifg 3arposamu obcTpiny,
BeAyTb pernopTaxi 3 OyHKepiB Ta pusun-
KYHOTb CBOIM XUTTAM. | BCe Lie BOHU po-
6519Tb 3 OfiHiet0 MeTolo — 3abe3neyyBaTu
HaceneHHs nepeBipeHO, [OCTOBIPHO
iHdopmauieto. Y nybnikauii BKasyeTbcs,
wo 6nmsbko 69 % yKpaiHuiB [OBIPSOTb
TenemMapadpoHy «EIMHI HOBUHM».
MpoTaromM yciel BilHWM FONOBHUMU Te-
Mamu TenemapadoHy «EaunHi HOBUHU» €:
MoBiJOM/IEHHS MPO MoYaToK MacLTab-
HOI BiViHK, iHdopMauis npo o6'ekTn Ta
MicLa aTak, KibKiCTb XepTB aTakyruoi
CTOPOHK, BOPOXOI apMii, BTpaTK TEXHIKH,
CaHKLUii 3axigHMX KpaiH npoTu pd, aHanis
i NporHo3 ManbyTHix ain arpecopa, ryma-
HiTapHa kaTacTpoda B MUPHUX MicTax
YKpaiHu, [onoBiAi Ta Hapucu, opraHisadis
KopuaopiB ONa eBakyaLil MMPHUX rpoma-
[SH, repoiyHMiA onip YKpalHCbKMX 3axuc-
HMKIB, opraHisaLisi BOJIOHTepCbKOl pobo-
TW, HOBMHW Ta aHaniTUYHi MaTepianu npo
eKCTpeHi 3acifjaHHsa, 3axoaM Ta 3acifaH-
Hs1 OpraHizauii 06'egHaHux Hauin, HATO,
3yCTpidi NpefcTaBHUKIB YKpaiHu 3 pocii-
CbKO CTOPOHO B binopyci Ta Typeyuu-
Hi, BUCTYNK npe3npeHTa CLUA [xoseda
banpeHa, reHceka HATO €Hca CtonTeH-
6epra, Buctynu lNMpesnpeHTa YkpaiHu ne-
pen napnaMeHTaMu Maixe BCiX CUNTbHUX
[EeMOKPaTUYHMX KpaiH CBIiTY, NOKapaHHS
pocivicbkux 3BIpcTB. [MaBa gepxasu Bo-
noguMup 3eNeHCbKUIA CBOED MeJiNHO
LisinbHiCTIO 3ab6e3neynB HaneXxHun pi-
BeHb CMifIKyBaHHA 3 rpoMagsaHamu. Lllo-
OHA y BucTynax [lpesupeHTa MiCTUTb-
cs BaxsmBa iHdopmauis npo obopoHy
YKpaiHW, po3s'saCHeHHS1 MO3uLii AepXasw,
NigTPUMaHHA MOpanbHO-MCUXOMOriYHOro
CTaHy BilCbKOBMX, [OMNOBIAI NPO B3aEMO-
[it0 i3 3aXigHUMMN COHO3HUKAMMU.
Hanbinblw onepaTMBHO MaTepianu npo
BilHY nofatoTb Ha TenebayeHHi Ta pa-
[io, y couianbHMX Mepexax, a aHaniTuu-
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Hi BiOMOCTi My6nikytoTbCSA NepeBaXxHO
B [PYKOBaHMX BUIAHHAX, aKTyasbHIiCTb
AKX He 3MeHLWyeTbcsA. TOMY B HUX Me-
peBaxae aHaniTUka, a KOpoTKi iHdop-
MaLiiHi MaTepianu npefcTaBneHi nepe-
Ba)XHo Ha cantax 3MI Ta B coLiasbHUX
Mepexax. HanbinbLu BXMBaHUMU XaHpa-
MU BBaXarTbCsl TEPMIHOBI MOBIJOMJIEH-
HS1, 3aMiTKK Ta 3BiTU. OKpemo xoTinocs 6
3BEPHYTU yBary Ha 3poCTaHHs Monynsp-
HocTi nnatcpopmu Telegram sk 3acoby
nowmpeHHa MepiaiHdopmauir.

BapTo TakoX pO3rnsiHYyTU BUCBIT/EH-
HS1 repoiB POCINCbKO-YKpPaTHCbKOI BiltHU
B MpOrpaMHOMY KOHTEHTI TenemMapa-
hoHy «EaMHI HOBUHM». Tak, NepiognyYHo
HapaeTbcs iHopMaLis Npo TUX, KOMY
O6yno HapaHo 3BaHHA [epoiB Ykpai-
H/ NOCMepPTHO. 30KpeMa, B POKOBUHMU
BTOprHeHHs H. HaropHa (2022) y cTaTTi
«3a CTo OHiB BilHW...» Hafana Taki Bigo-
MOCTI: B YKpaiHi 70 4onoBikiB i 2 XiHKK
yOOCTO€EHI 3BaHHs lepos YkpaiHu. Cepep
HUX € i Ti, XTO LLLOMHO 3aKiHYNB BiAICbKOBI
akagemil, i Ti, XTo niLoB Ha BilHY 8 pokKiB
TOMY B 3BaHHi JleiTeHaHTa i BXe [OCHy-
XMBCA [0 reHepanbCbKOro 3BaHHs.

OoHUM 3 nepLUnX HapOOHUX repoiB MOX-
Ha BBaxxaTu PomaHa Npubosa. Mpeccnyx-
6a TenekaHany CTBb y maTepiani cTtatTi
Onsi nNpoekTy «HeliMoBipHa mpaBpa npo
yKpaiHuiB» (2022) 3a3Hayvae, L0 caMe BiH,
OyBLUM MPUKOPAOHHUKOM OCTpoBa 3Mii-
HWI, NPUBIB BCiX 4O TSIMW | CNOHYKaB A0
OrMopy POCINCbKOMY BTOPrHEHHHO 3i cXoy
Ta niBHoui. Konv okynaHTK 3anponoHyBa-
NN yKpalHCbKUM MPUKOPAOHHMKAM 3[a-
TUCSH,, BiH BUMOBMB JiereHgapHy dpasy
npo pociicbkuin Kopabenb. Lle HaguxHy-
no 6araTbox yKpaiHLiB Ha onip pocisiHam,
30KpemMa, 3a gonomoroto rpadiTi Manto-
BanM COTHI JOPOXHIiX 3HaKIB, BeHTexaun
Ta BUCMitorouM Bopora. Lis 6escTpaliHa
dpasa ctana Temoro 60poTLOU | HaBITb
HaZMXHyNna Ha MicHi, BipLWi, XapTu i Mix-
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HapoZHWM cKaHpan — BiAMOBa CIYXUTU
pocinicbkomy dnoty. PomaH Mpubos nic-
NSl 3BIIbHEHHSA 3 MOJIOHY CTaB HaLioHasb-
HVIM repoem.

3rigHo 3 iHdopMalLlieto XypHanicTiB Npo-
€KTY «HenmoBipHa NpaBa nNpo yKpaiHLiB»
(2022), we oOHUM repoemM BapTO BBaXa-
T «[puBnaa Knuesar. BiH cTaB YyaMoch Ha
3pas30K KyJbTOBOI iereHan npo 6utey nig
KueBom. PocisiHn HepByBanu yepes arpe-
CMBHI MOBITPSAHI MaHeBpW, AKi iM BRawTy-
BasM yKpaiHCcbKi ninoTn. bonosi nopsiaku
ZOMOMOIIM CTBOPUTM NereHy npo cosja-
Ta, IKUM MOBEPHYBCS [0 CBOro 060B'A3KY
i BMpaBHO 3HULUMB OKYMaHTIB B YKpaiH-
cbKin ctonuui. lMicna Toro, Ak 3axigHi 3MI
noBiLOMUIN NPO 3arnbenb repos, Li 3asiBu
CNpOCTyBanu, MOSICHMBLLK, WO «[puBug
KueBa» Le NbOTYMKM BacunbkiBCbKOro
3aroHy, ski 3saxuwanu KuiB i obnactb,
KOUyBanM HaBKOJIO Ta HECNOfiBaHO 3HU-
LLLyBanM Bopora.

Onsa Toro wo6 BUCBITAUTU TaKy iHop-
MaLito, TeflexypHanicTu HeogHOPa3oBO
Opanu iHTEpB't0 Y PigHUX BINCbKOBWX.
IHo4i HaBiTb 3B'A3yBanUCsl 3 KOMaHOM-
pamu 6aTanbioHiB. lNpoTe y Tenemapa-
bOHI OEeMOHCTPYIOTb TenernsfayaMm He
JIMLLIE NPO repoiB, siKi 6ynn BINCbKOBUMMY,
HAMWU TakoX € MefuKM, SIKi LWOAHA pu-
3MKYIOTb CBOIM XUTTAM [N MOPATYHKY
iHWKx. [lo npuknagy, feMoHcTpyBanacs
icTopis 6onoBoro meanka 80-7 fecaHTHO-
LWTYpMOBOI BpuragyM 3 no3mBHUM «lan-
Ka». ¥ 2016 poui BOHa niwsna B apMito
nobpoBinbHO. [lBa poku psaATyBana Ha-
LUMX BOIHIB Ha nepenoBin i He Baranacs
nif Yyac MaclTabHoro BTOPrHEHHs poci.

ABTop cTaTTi «100 OguHMLbL BOPOXOT
TEXHIKM MPOTKU [ecATUKIIACHUKA...» (2022)
y CBOEMY MaTepiasi po3roBifae He nuiie
npo TuX, XTO ByB Haropoa>XeHWn 3BaH-
HAM [eposa YKpaiHu, a ¥ Npo 3BUYANHMX
UMBISIbHUX OCI, uui fii XypHanictu BBa-
XalTb repoiyHnMK. 30KpemMa, MaeTbes

Butko, O, Leskiv, O. Transformation of News Content in Wartime
on the Example of the "United News" Telethon
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npo AHApis lMokpacy, 15-piyHoro xwmre-
ns cena KonoHumHa. 13 camoro novatky
BilHM BIH HamaraBcsi LOMOMOITU apMil.
Konu BusiBunocs, wo 6e3ninoTHin pos3.i-
OyBasbHiN rpyni noTpibHa gornomMora, BiH
3anycTuB CBill 0COBUCTUI [POH Yy MOBI-
Tpsa i cdoTorpachyBaB TexHiKy Bopora
(100 oguHMLB BOPOXOT TEXHiKK, 2022).

Mpe3npeHT YKpaiHn Takox fisHaBcs Npo
BUMHKM AHApIsi. XnoneLb pa3oM 3 «nobpa-
TUMaMW» — IOHUMM BOIHaMMU, siKi Habnmxa-
toTb ManbyTHio [lepemory, oTpumaB Mno-
[SIKY Bifj IMaBuW HaLOl fepXXaBu Ha 3axofi
«[liTN-psITYyBanbHUKK — repol BiiHW».

AHppin TMokpaca B iHTEPB'H0 TaKoOX
pO3MOBIB: «<MeHe HaropoguIn NoAsKoto,
dopmoto [ICHC i HoBMM apoHoM. § ByB
Ha emouisx — TaM llpe3naeHT, "3ipku”.
| TyT TaTo 3anponoHyBaB: OT AUBMUCH,
JiBUMHKa 306upae [oHaTK, 3anpomnoHyM
i gpoHa. A Takui gymato: a Yomy 6 Hi?
Miwos i nogapyeas gpoH» (100 ogMHNLb
BOPOXOT TexHiku, 2022).

TakoX y UbOMYy MaTepiani 3rafyeTbcs
npo Te, WO TaKoro reposi, ik nec-miHep
MaTpoH, YacTO TpaHC/OTL Ha Teneba-
YeHHi. BiH BUsiBNsie 3a 3anaxoM cHapsiow,
LLLO He posipBasnucs, i JonomMarae ix eBaky-
toBaTu — yepes Mary Bary 60M6u Ha HbOro
He pearyloTb. A 3a [ONOMOry oMy Aapy-
HOTb cup — Le ynobieHa ixxa cobaku. Came
TaknuMuy edpipaMu HaAUXarTbCs XYLO0XKHU-
KM Ha CTBOPEHHS NMPOCTUX KOMIKCIB i Ma-
NFOHKIB, LLLO 1OCUTb CUJbHO Ta e(PeKTUBHO
niginMaroTb YKpalHCbKUIA OyX.

flk BBaxae B. Kopob6ko (2017, c.35)
y cTaTTi «TeneBisifHa OOKYMeHTanicTu-
Ka Ta 1i Bugun»: «fOKyMeHTasnbHe Terne-
6ayeHHa — Le BUJ MOBJIEHHS, L0 Noes-
Hye po3ginu iHdopmauii, ny6niLmMcTuKy,
HayKOBO-MOMNYNAPHOrO MOBJIEHHS, KiHO
Ta TeNIeXPOHiKM Ta iHLWI HeirpoBi XaHpu
nepenay Ta inbMiB».

Cnig Takox 3ayBaxuTu, wo |. MaBpaH
Ta M. boTBuH (2020, ¢.12) y mocnigxeH-
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Hi «[lJoKyMeHTanbHe KiHO B Cy4acHOMY
eKpaHHOMY [MCKYpCi» BBaxaTb, L0
«KIHOJJOKYMeHTanicTuka € 3acobom, 3a
[ONMOMOrOK SIKOTO  pexucepu MOXYTb
[OHeCTM CBOO Bisito npobnem, BUCBITNN-
TW HaWrocTpiwi KoHMNIKTK cycninbcTBa
Ta rnokasaTu WiAXu 4515 X pO3B'A3aHHA».

B. bBanguHiok (2023) y cBoeMy [0po6KY
«JlokyMeHTanictuka B iHdopMaLiviHii
BillHi» pO3KpMBAaE TeMy, fIka € BaroMuwm
CKJTafHUKOM Yy DOpPMYBaHHi [yMOK Ha-
CeJIeHHs1 B CbOrOAHILHIN cUTyaLiT.

Cnip ckasaTtu, wo B.Kopobko (2017,
c.30) TakoX NpPUCBATUB LiA Temi po-
CnigXeHHs, sike ony6nikoBaHe y BiCHUKY
XapKiBCbKOro HauioHaJlbHOro YHiBepcu-
TeTy. 3a cnoBamMu BKa3aHOro BULLE aB-
TOpa, MiX XYPHaniCTUKOK Ta LOKYMEH-
TaniCTUKOI € HeBennKka pisHUUA. OKpim
TOro, HaykoBelLlb aHanidye etanu po-
3BUTKY HayKu Ta 3a3Haya€e OCHOBHI pucy,
B/IAaCTUBI LIbOMY XaHpy. ABTOp BBaXae,
O «Cy4yacHe yKpaiHcbke TenebayeHHsd,
crMparoynMcb Ha Tpaguuil ykpaiHcbKoT
TenefoKyMEHTaNiCTUKK, CTBOPHE Te-
NEBI3iNHI [OKYMeHTaNbHi CTPiYKM Npo
aKkTyanbHi nogil, icTopito, dbakTh Ta BU-
JaTHUX ocobuctocTen. TeneBi3iNHI BU-
POBGHUKM MPOMOHYIOTbL FNAfadeBi pisHO-
TeMaTUYHi eKpaHHi TBOpW, WO CTakwTb
nonynsapHumMmm» (Kopobko, 2017, ¢.31).

3okpema, B. Kopobko (2017, ¢.31) sa-
yBaxye: «B ykpaiHCbKOMYy >ypHani-
CTUKO3HABCTBI  Opakye  OoOCHiOXeHb,
NPUCBSIYEHUX TeMi TeneBi3ifHOI [O0KY-
MeHTaNiCTMKM». ABTOpP Harosiowye, o
Ha piBHI nybnikauii i pgocnigxeHb US
TemMa 4acTKOBO BUCBIT/IEHA TakKUMU MU-
cTeytBo3HaBusaAMK, K K. LlleproBa Ta
J1. Haymoga Ta iH. (Kopo6ko, 2017, ¢.30),
AKi 3BepTanu yBary Ha ocobnmBocTi Te-
nepilHbOT [OKYMEeHTanicTukM 1 npa.-
OMBOCTI 3006paXxxyBaHOro B Hill XUTTA Ta
30cepemXyBanncss Ha [OCHifXeHi eBo-
JIoUiT XaHpiB Y [OKYMEHTaNIbHOMY KiHO.
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[OouinbHo cka3zatu, wo 0. Oxonoc (2020,
€.26) y npaui «3axucT iHdopMaLiiHoro
NpocTopy: BiiHa 3a Mi3K1» 3a3Havae, Lo
«po60Ta Haf, CTBOPEHHAM [OKYMEHTaslb-
Horo KiHo notpebye Bif TBOpYOI rpynu
Heabusiknx 3ycunb. Benvka Bignosiganb-
HICTb Mpunagae Ha pexwucepa, CLeHa-
pucTa, MOCTaHOBHWKA, akTopiB. [lpoTe
BapTO NpUAINNTN ocobnmBy yBary poboTi
XYPHanicTiB, AKi 3anyyeHi y CTBOpPEHHS
[OKYMEHTaIbHOro hifibMy».

OOoHUM i3 TONOBHUX 3aBfhaHb, fike
CTOITb Mepes TBOPLUAMM [OKyMeHTani-
cTuKKM, € 36ip iHdopmauii. Came BoHa
Mae 6yTW [OCTOBIPHOK B YCiX NposiBax:
nouMHarouM 3 JKepena, 3akiHuyruu
6esnocepefHiM 3micToM. Monogi pe-
XWcepu nparHyTb [OHEeCTM Ao rnsfja-
Ya cBo€e BayeHHs KOHKPeTHWUX npobnem
i MOXJIMBUMX LUNAXIB TX po3B'A3aHHs. Cy-
yacHa TeneBisiHa [OKYMeHTasicTuKa
MOBUHHA MaTu, MO-MepLUe, XYPHaNCTCh-
Kuii (@aBTOPCbKWI) CKNAQHUK i, No-gpyre,
opraHisauito Ta nogayy martepiany. IH-
LWIMMK cnoBamu: Afis Toro, Wwob cyyacHa
KiHemaTorpadpiss 6yna satpebyBaHa Ha
Tb, HeobXigHa HasABHICTb OpUriHaNbHOIo
KOHTEHTY Ta Moro 350604eHHICTb.

Hapasi B YkpaiHi wopaHa 3'aBAsOThb-
Csl NpUMBOAM ANl CTBOPEHHSI LOKYMEH-
TanbHUx dinbMiB. 36poiHa arpecis pocii
NpoTu YKpaiHW TakKoX MICTUTb Hagno-
TYXHWUWA MNCUXONOrYHMI cKNagHuK. [o-
KyMeHTanicTuka fonomarae BUCTOSATU
Ha iHcpopMauinHOMY dpoHTI. Ha gymky
0. Oxonoca (2020), skwo cinbMu 3any-
UYMTKU B iHLWWKN, HE KIHO3HABYUM, AUCKYPC,
BOHM CTaHyTb OCHOBHOK 4aCTUHOM
LiNlicHOT KapTUHU peanbHOCTI, WO [03BO-
nsie rnubwe 3po3yMmity Garato i acnek-
TiB. [lOKyMeHTanbHe KiHO Mae pisHi
PiBHi: Bii CMOHTaHHWX 3MOMOK [0 Mpo-
deciiHux HeirpoBux inbMiB. Yci BOHM
3apas npefcTaB/ieHi Ha BigeOXOCTUHIY
YouTube.
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MpuknagoM BOEHHOI OOKYMEHTaNicTu-
Ku € inbM «HeBuaMMUA GaTanbioH»,
inea sikoro HanexuTb Mapii bepniHcbkKin.
oinbm 2017 poky, pexucepctBa lpuHu
Llinvk, CsiTnaHu JliwMHCbKOI Ta AniHu
lopnosol. [0/10BHUMM repoiHAMU € N'ATb
XiHOK. Lle neple nokymMeHTanbHe Bifeo
npo ix yyacTtb B ATO Ta npobnemu, 3 sku-
MU BOHM CTUKaKTbCS: OUCKPUMiHaLis
nig yac cnyx6bu Ta Ha peabiniTauil, cek-
cyanbHi [OMaraHHs, npo fKi 4acTo He
XO0YyTb MOBIQOMASATM KOMaHAYBaHHIO.
Pexwucepkn Bano BiATBOPWUAN peanbHy
KapTuHy, Wo BigdyBaeTbCs i3 XIHKOM
y 36poinHnx Cunax YkpaiHu.

®inbM «HeBuaumum 6atanbiioH» — Le
HeirpoBe KiHO, Oe € BTiNeHU 3agym,
cLeHapii, uikaBi ocobucTocTi repois,
BaX/MBa Mofisi, nokasaHa 3 KOHKPETHO-
ro nornagy, i3 3actocyBaHHAM rpadiku,
NMOCTaHOBKM, 3 BUKOPUCTAHHSIM YHiKasb-
HUX KaapiB i cneuedekTiB, WO BNACTMBI
LibOMY XaHpy.

Takox uen cinbm € onopoto iHdbopma-
LifHOro (hpoHTY, WO BOJAHOYAC Crpusie
3axMCTy HauioHanbHoro iHcopmauinHo-
ro npoctopy. Y nybnikauii «<HeBugummii
6aTanbhOH: y4acTb XIHOK Yy BilCbKOBUX
niax ATO» ony6nikoBaHa posnoBigb aB-
Topku dinbMy, B sikin Mapis 3ayBa-
Xye: «Hawa meTa — 3af0KyMeHTyBaTu
icTopito, Wo BigbyBaeTbcA MNpPsIMO 3a-
pas... yepe3 [OKYMEHTasNbHI Kagpyu Mu
X0YeMO MoKasaTu, Lo Y Hac He rpoma-
OSHCbKWUIA KOHPAIKT, a pociicbka okyna-
Lis BXe yeTBepTUit pik» (MpuueHko, KeiT
Ta MapueHtok, 2016, ¢.12).

Llle ofHMM HOBUM XaHPOM [OKYMEH-
TaNbHOro KiHO, Ik 3a3HauvatoTb O.bes-
pyuko Ta M. CyxiH (Bezruchko and Sukhin,
2023) y cTaTTi «AHIMaUiHO-O0KYMeH-
TajlbHi PiNnbMU B cydyacHOMY KiHOMWC-
TeuTBi: cneyundika BUpoOHULTBA», €, AK
BUIHO i3 Ha3BW, «aHIMeOoK», L0 ABJAE
cob0t0 TBOpYY PEKOHCTPYKLIiO Mogin

Butko, O, Leskiv, O. Transformation of News Content in Wartime
on the Example of the "United News" Telethon
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POCINCbKO-YKpPalHCbKOI BIMHW Ha Mpwu-
knagi 6uten 3a Mapiynonb 3aco6amu aHi-
MaLii 3@ HEMOXJIMBOCTI IXHbOI peasnibHOl
3noMKu. Cnipg ckasaTtu, Wwo B. bangnHiok
(2023) y poboTi «[JokyMeHTasnicTUKa B iH-
dopMaLinHin BiHI» 3a3HaYae, W0 iHLWO
po6oToto € «dopTeuss Mapiynonb». ®ifibM
CTBOPEHUI YXe nicnsi NOBHOMacLUTabHO-
ro BTOPrHEHHS], KONIM po3royanacs HoBa
icTopist YkpaiHu, sky HeobXifHO [OKYMEH-
TyBaTWU. Pexucepkoto «dopTeui Mapiy-
nonb» Big o6'egHaHHA  «BaBunoH'13»
€ tOnist ToHTapyk, a ui dinbmu B. bangu-
HIOK Ha3MBaeE «[3BiHKOM Y neksio» (2023).

ABTOpKa 3a3Hauag, L0 cepito CTBOPEHO
Ha OCHOBI BieoA3BiHKIB A0 GiNLiB non-
Ky «A30B», siki nepebyBanuM B OTOYEHHI
Ha 3aBofi «A3oBcTanb». LLnpi cTocyHKy,
AIKi 3aB'si3anunca B pexucepku 3 ii reposi-
MU, BO[Al0Tb TXHIM oBpa3am NoasAHOCTI
(BanguHiok, 2023).

BapTo 3BepHyTM yBary 1 Ha Te, WO Le
30BCIM iHWWMA XaHpP [OKYMEHTaslbHOro
KiHO, Biflble CXOXWW Ha HapuC 3 efleMeH-
Tamu iHTepB'to. OfHaK posib pexucepa TyT
JyXe BaXJIMBa, OCKiJIbKM BOHA € BELyYOHO
uboro cpinibmy, T06TO TiEw, WO nae no-
nepeny. Bin TBOpUSA 3anexuTb PO3BUTOK
MopAin, YeproBiCTb 3anuTaHb. TSIOM NSl CHo-
XeTy CTatoTh XaxmBi BUOYXM, EMOLLIHUM
CKJIaHWUKOM — €MOLiIiHWI CTaH repois.

BucHoBKu
Big, noyaTky noBHoMacliTabHoro BTOp-
FHEHHS MUWHYNO gocuTb 6araTo uyacy,

TOMY 3apa3 MOXHa BMEBHEHO CTBEPOXY-
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BaTW, WO NOAN BiNbliCTb HOBUH fi3Ha-
FOTbCSl OHNANH | JOBIPSIOTb CoLianbHUM
MepexaM. Ockinbku ue HabaraTto 3pyu-
Hile Ta wBupwe. | xoya TenedbayeHHs
Mae 3HauyHy 3aTpebyBaHiCTb, MPOTe He
3alMMae neplumx nosuuin, sk ue 6yno
0o 24 ntotoro 2022 poky. Jlloan xouyTb
JisHaBaTucs Ginblue npaBauMBOI iHOP-
MaLii, a He 3aByanboBaHoOi abo npukpa-
weHol. Lle pactb 3Mory rpomapgsiHam
BYACHO yXBasnoBaTy pilleHHA i 3aBXAau
O6yTW HanoroToBi, W06 CNpMNMaTK KOH-
TEHT, KWW TM NPOMOHYHOTh.

Ha MOMeHT HanucaHHs poboTu BilHa
MiX pocieto Ta YKpaiHow TpuBae, ToMy
3p0oOMTU OCTaTOYHI BUCHOBKU MOKU L0
He BOaeTbCs,, ane B KOHTeKCTi obcsi-
ry npoaHanisoBaHWx Martepianie cepep,
NPOMIXKHMX MNiACYMKIB BapTO 3a3HAYUTY,
Lo BiMHa 06'eiHana ykparlHcbKe cycnifib-
CTBO; BinblicTb MaTepianiB Ha BiACbKO-
BY TeMaTUKy afieKBaTHO Ta 06'€KTUBHO
BUCBITNEHO B 3MI kpaiHu; 3Ha4yHO 3poc-
Na ponb couiasibHUX MepeX y NOLWNUpPEHHI
aynioBi3yaslbHOrO KOHTEHTY; poJib fKic-
HUX iHcbopMaLinHMX 3acobiB sik B YKpai-
Hi, TaK i y CBIiTi 3HaYHO nigBULLMNAacs.

B ymoBax BefeHHA iHdOpMaLiHUX
BilH Npobnema 3axucTy MOBiIQOMIIEHHS,
Moro [OCTOBIPHOrO BiATBOpPEHHA Ta 36e-
pexeHHs1 B icTopil 3afns NofanbLioro
BU3HaYeHHs crpaBennMBocTi HabyBae
0cobnnBo BaroMoro 3micTy. JlokymeHTa-
NicTUKa sIKHanKpaLle cnpaBiasiTUMETbCS
3 UMMM 3aBOaHHAIMUM Ta NocTae Hafin-
HUM 3acob0M 3axUCTy HaLioHaJIbHOro
iHdbopMaLinHoro npocTopy.
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Abstract

The purpose of the research is to investigate the transformation processes of news content in the
context of war on the example of the United News telethon. To analyze what updates Ukrainian television
has undergone since the beginning of the Russian-Ukrainian war. To determine what changes have
taken place in the program content of broadcasting. To prove the importance of the telethon in the life
of society, to study documentary television and what changes it has undergone in the military aspect.
The research methodology is to apply the following methods, namely: theoretical — analysis of television
stories, information sources, the impact of the information occasion on the quality of television material;
analysis — analysis of the television airtime; synthesis — analysis of information sources, determination
of the interdependence of structural components that form the news; empirical — systematization of own
experience, generalization of the role of the joint marathon in covering key events, heroes and changes
in documentary television during the war. Scientific novelty. For the first time, the author analyzes the
constituent elements of coverage of real events of the war, analyzes the portrayal of the heroes of the
Russian-Ukrainian war, studies the coverage of documentaries in the modern national information space,
focuses on the truthfulness of information, as well as the distortion of certain facts or events. The stories
of war heroes are used to highlight the stories that are not fictional and took place in reality. Conclusions.
The article analyzes the updates in news broadcasting since the beginning of the full-scale war, identifies
the main changes in program content and their impact on the viewer. The analysis of television stories is
carried out. The importance of the marathon in the everyday life of citizens is proved. The interdependence
of the structural components that form the news is determined. The changes that have taken place in
documentary cinema in the military aspect are studied. The features of conveying the truthfulness of
information about events and the transparency of some facts are also studied. Non-fictional stories that
have become key in this war are published.

Keywords: documentary; telethon; news; media; content; program; United News
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ayauTopis; MalCTepHOCTI TenexypHanicta, 30Kpema roJIoBHi acrnekTu KiHOMUCTeuTBa
MOBJIEHHS; B npodbecii Tene-, pafioxypHanicTa, BUBYUUTU KOMYHIKATUBHI TEXHIKK, METOAM
TenebayeHHs; Ta IHCTPYMEHTW, BMIHHSI aHanisyBaTu W oOUiHIOBaTU KiHeMaTorpadiyHi
rnspnav; TBOpY. OnNaHyBaTM OCHOBU KOMGiHaLil rMMBOKOro po3yMiHHSI KiHOHapaTuBy,
BeAy4ui BOJIOAIHHA KOMYHIKaTUBHUMM HaBUYKaMK Ta BUKOPUCTAHHA PiSHOMaHITHUX

MeTogniB  MegiaBupobHuuTBa. MeTogonoris

DOCNiAKeHH nonarae

y BUKOPWUCTaHHI MeTOLIB aHanisy Ta CUHTe3y — npoaHanisoBaHO BMIUB
TenexypHanicTiB Ha AKICTb nepefdadi iHcbopmMaLii Ta B3aeMogito 3 risigayamu;
y3arasbHeHHsi Ta cucTemaTtusauii 3ibpaHoi iHdopmauii — Ha OCcHOBI
OTpUMaHUX AaHux cchopMoBaHO pekomeHpaLil Tene-, pafioBefyyvMM LWo8o
BL,0CKOHANEHHS TXHIX HaBMYOK, a TaKoX cucTeMaTu3oBaHo iHdopMaLiiHy
6a3y; NopiBHSNIbHOrO MeToAy — NpoBeAeHo napanesi poboTy B pi3Hii TeMaTuui
eTepy, B eheKTUBHOCTI Ta pe3yNnbTaTUBHOCTI Cy4yacHOro MepgianpocTopy.

HayKosa HOBU3Ha nondrae B aKTyaJ’IbHOCTi

o6paHoi TemMMu, OCKiNbKK

NMOKpaLLLEeHHA TEXHOJOrIN | AOCTYNHOCTI A0 Mefia CNpuUAOTb PO3LUMPEHHIO
MOX/MBOCTEN A1 PO3BUTKY TenepagioXypHanicTuku. Mu cnoctepiraemo
nosiBy HOBMX Mefia, fIKi BUKOPUCTOBYKOTb TEXHOMOrl, L0 Lie BYopa
3[aBanucsi HepeanbHUMU. TemMa € LOCUTb NePCreKTUBHOLD, OCKiSIbKM 3pOCTae
NnonuT Ha OHNanH-Mefia, BebGiHapy, CTPUMIHIOBI nnatcgopmu i, BiANOBIAHO,
KOHKYPEHTOCMPOMOXHICTb. YCnillHa MoJSiofb CTAHOBWUTb 3HAYHY YaCTUHY
ayauTopil TenepagioxypHanicTUKY, TOMY BUBYEHHS TXHIX NOTpeb € BaXIMBUM
3aBAaHHSAM [ns nonynsipu3auii putopis. BUCHOBKMU. Y cTaTTi fochifxeHo
3acobu KiHOMUCTEUTBA, fKi BUKOPUCTOBYIOTb TeneBeayYi Onsi HaNeXHoro

npodecinHoro BWKOHaHHSA cBOEI poboTu. OnaHoBaHO OCHOBM KOMGiHaLil

pO3yMiHHA  KiHOHapaTuBy. [lpoaHanisoBaHo

KOMYHIKQTUBHI  HaBUYKM

MegiadaxiBuiB, Wo pornomMararoTb 3abe3neynmTu siKiCHIi NpoekTu y cdepi
Mefiia Ta BUNMYCTUTM BUCOKOKBanichikoBaHWx opaTopiB. Po6oTy cnpsiMoBaHO
Ha BAOCKOHaMNEHHs 3HaHb NPO 3a3HayeHy cnewiasibHICTb.
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dopmMynioBaHHs npobnemu I NecaTtHuk Ta C. NMonewko (2016) y KHu-
3i «[Mpochbecis: TeneBisinHWMI Begy4UNN»
MpobnemaTka 3anporMoOHOBAHOro [0- BU3HAuYWAW 3arasbHi pyucu npodoecii Tene-
CNiJKEHHSI Nonsirae y TOMY, L0 B ayfio- Befyuux.
BidyanbHOMY MWUCTeLTBI Ta BUpobHuuTtei M. Mow Ta M. Opnonbdd (2019) B «Te-
KOHKYPEHLLiSi MiX XypHanictamu, TefieBe- NEBI3INHIN XypHanicTMLi» nucanun npo
JyusMu Ta pafiioBefyuvMM cTana JOCUTb  CMOHTAHHICTD i WBUAKY peakLito XypHa-
Besnmkoto. LLLo6 36epertu cBoto nonynap- JicTa.
HiCTb | NpuBepHYTK yBary ayauTopii, Be-  |. OrieHko (2010) y BuaaHHi «PigHa MoBa»
Iydi 060OB'A3KOBO MaoTb BJOCKOHANO- BW3HAUMB BaX/MBICTb A1t Hapopy JiTe-
BaTWU CBOI HaBWMYKW, MOCTIMHO BMBYATM  paTypHOI MOBW.
HOBi MeToOM i 3acobu poboTu Ta Hama-  J1. YepHikoBa (2007) y cTaTTi «KynbTypa
ratucst 6yTu Kpawmmn. B cTaTTi posrns- | TexHika MOBJIEHHS1 B TeslepagioxypHa-
HYTO OfHY 3 MPUYMH L€l KOHKYPEHTHOI  NicTULi» HaBYana BUMOT KybTypy TeXHi-
60opoTbOM B Mefjia — PO3LUMPEHHS iH- KW MOBJIEHHS TeSIeBI3iiHMX OpaTopiB.
dopMauintHoro npocTopy 4epe3 nosisy  H. Konotinoea (2007) npoaHanisyeana
iHTepHeT-NNaTdopM, coLianibHUX Mepex OCHOBM PUTOPUKM K MUCTeLTBa Ny6niy-
i OHNanH-3acobiB MacoBOI KOMYHiKaLi. HWX BUCTYMIB B aynioBi3yaslbHOMY MMC-
3HauylLLicTb oKpecneHol npobnemMu no- TeuTsi.
nArae B TOMY, WO Hapasi Tenesisiiium  C. ABpamoBud Ta M. YikapbkoBa (2013)
BeAyYMM MOTPIOHO MO-HOBOMY MiAXxo- BU3HAuYUUNM cneuudiky po3BUTKY PUTO-
ONTU 0O cBOEI poboTu, Wob BUrpatu puUKK Ta MOBJIEHHEBOT KOMYHiKaLil.
BopoTbOy 3a yBary rmagadis i cnyxadie.  J1. [lemeHTbeBa Ta [l. CykoBa (2023)
BoHu MmatoTb 6yTM roToBi [0 6e3nepepB- 3BepHYIM yBary Ha HeobxigHicTb 60-
HOro B[ OCKOHAJNIEHHS, MOCTINHO NifBM- POTbOM 3 ABULLEM PO3MOBCHOKEHHS
wyBaTM cBoOK KBanidpikauito i onaHo- pAesiHdopMalil Ta npoaHanisyBanu ii He-
ByBaTU HOBiI HaBWYKW. BucokosikicHa raTMBHUIM BMAMB Ha cy4vacHe iHdopma-
Ta edpeKTMBHa NiArotoBka [0 BeAEHHS  LilHe cepeoBULLE.
Tenenporpam abo iHTepB'to, NpaBunbHe | MaBpaH Ta M. [lybuHa (2020) pmocni-
i rpamMoTHe chopMyntOBaHHA NpobneMu — OWUAM HOBUHHUWA KOHTEHT Yy Cy4yacHOMY
e Te, L0 MOXe BUPI3HATU Bey4oro ce- MnpsMOETEPHOMY MOBJIEHHI.

pefn KOHKYPEHTIB. P. 3o3ynsak-Cnyuunk (2019) gocniguna
npo6nemaTtuky dopMyBaHHsI npodoeciii-
AHani3 ocTaHHix gocnig)xeHb HOI eTMKM ManbyTHIX couianbHUX npa-

i ny6nikawin LliBHUKIB B yHiBEpCUTETAX.

C.Kotnap Ta b.BoHgapuyk (2020)

3. AmuTpoBcbkuit (2009) y KHUSI «Te- y cTaTTi «<HOBMHM B cydyacHOMY Me[ilHO-

neBisifHa XypHanicTMKka» BUC/IOB/IIOBaB My OUCKYPCi» BUBYMSIN CKITQfHUKMY, iCTO-

BflaCHY OYMKY LWo[0 06'€eKTUBHOCTI MO- pito Ta 0COBANBOCTI PO3BUTKY Cy4YacHUX
navi iHdbopmalii B edpip. iHdbopMaL,iiHUX HOBUH.
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0. bespyuko, [I. OecaTtHuk, M. lweHko,
C.Monewko Ta C.MNopoxHa (2015) Bu-
CBITAWAM cneumndiky NiagroToBKW Tene.i-
3iiHNX BedyuYunx Ta npoaHanisyBanu Bu-
MOIY [0 HAaBYaHHS IKICHOTO MOBJEHHS.

I. FaBpaH, C. CTosiH, M. PoroxHa, |. Binb-
ynMHcbka Ta X. MNeuaH (Gavran et al., 2023)
npoaHanisyBasan pi3HOMaHITHI CKagHu-
KM TBOPYOCTi B €KpaHHI KynbTypi NocT-
MOZEPHY.

I Yminb, H. KopabnboBa, O. bespyuko
(2024) Ta I. Yminb, H. Kopabnbosa, 0. bes-
pydyko Ta H.Xykosa (Chmil et al., 2024)
BcebiyHO pocnignnn  cdeHoMeH «homo
villicus» y cyyacHoMy aypgioBisyanbHOMy
MUCTeLTBI | BAPOBHMLTBI YKpaTHu.

AHanisyounm pxepena, MOXHa [LiNTu
BMCHOBKY, L0 TENeXypHanicTu MarwTb
JoTpumyBaTucs npodpeciiHux cTaHmap-
TiB | 30060B'AI3aHb, 30KpemMa HagaBaTu
00'eKTMBHY Ta TOYHY iHdopmalito, a Ta-
KOX AOTPMMYBaTUCA ETUYHUX MPUHLMMIB.

MeTa craTTi nonsrae B MOSICHEHHI Ta
onuci OCHOBHMX HaBMYOK, BMiHb i Xapak-
TEPUCTHK, SIKi BUBHaYatoTb NPodoecinHicTb
B OKpecrieHin cdepi. 3aincHeHo cnpoby
[OMOMOITY TEnexypHanicTaM 3po3yMiTy,
LLLO NOTPIBHO pobuTH, L6 BYTK edbeKTmB-
HUMW Ta BU3HAHMMU nNpoddecioHanamm.
MNpoaHanisyBaTvi MeTOAM BNIMBY Ha ayau-
TOPItO Ta rPOMAJICbKY OYMKY.

OcHOBHuMI MaTepian focnigKeHHA

MoOBNEHHS — BaX/MBUIN eNleMeHT [Ns
rnagadviB Ha TenebayvyeHHi Ta 3HaAYHUN
CKJIafHUK HALLOro XWUTTS, 3aBAAKU KO-
My rnsgadi oOMiHOTbCA  AyMKamMu
i MOKasyrTb CBill NMCUXOJSIOTIYHMI CTaH.
Yitko cchopMoBaHa i BUCNOBIEHA OYyM-
Ka B cycnifibcTBi Bce Binblue npuBepTae
yBary, fae 3Mory 3po3yMiTu i 3aLikaBu-
TUCSA HOBUHOLO, IKy [OHOCUTb TefneBeny-
yui B edpipi, a Takox onaHyBaTu He3Ha-
nomy Temy.
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Mepen TMM sIK CTBOpHOBATU MpPSIMY
TpaHCHALiO, XypHanicTu Ha TenebayeH-
Hi MalTb 3PO3YMITW, XTO IXHS LiNboBa
ayauTopis, sika MeTa IXHbOI NporpamMu Ta
AKY iHpopMaLito BOHM X04yTb MepenaTu.
Lns [ocArHeHHs MeTK chig po3yMiTu, AKi
LiHHOCTI Ta iHTepecu € B ayauTopii. BapTo
3ayBaXuTH, LLLO aBTOP KHUMM «MucTeLTBO
roBoputu. TaeMHULi ecpeKTUBHOro cnin-
KyBaHHs» [I. bopr (2019, c.34) 3asHavaB
MOTMBALiMHI ppa3u, 30Kkpema, Wwo Tpebda
MoBYaTK, Wwob6 «CMakyBaTW» C/OBa ne-
pen TUM, SIK BOHM 3MiTalOTb 3 PO3MOB-
HOro noToky, chopMynoBaTh CBOI LYMKMU
cnoBamu, iKi BUKOPUCTOBYIOTbCS AiA iX
BMpaXeHHs. ToOMy cnif, KOHTpOnoBaTH
BHYTPILLHIN ronoc i obupaTtu cnoea 3 Hafg-
3BMYaNHOK TOYHICTIO, W06 chiflkyBaTUCS
edeKTUBHO, MaliCTEPHO.

TexHika MoOBMeHHS nepenbavae 3a-
CTOCYBaHHA 3acobiB ronoCcoyTBOPEHHS,
OVKLiT, MeTofiB hOHALINHOIO OUXaHHS,
AKi 3abe3neyytoTb eEeKTUBHICTb MOB-
HOro BMJIMBY Ha CMiBpo3MoBHMKa (TexHi-
Ka MOBJEHHS: MOHATTSA 1 KaTeropil, 6.4.).

Byob-Akui BUCTYN Beay4vyoro B Kagmpi
po3paxoBaHWii Ha MepekoHaHHsA i edhek-
TUBHICTb [OHeceHHs iHdopmauii. Bu-
BUYaTU TEXHIKY MOBJIEHHS,, AIK 3a3Hauva-
m 0. Bespyuko, I OecaTtHuk, M. IeHko,
C. Nonewko Ta C. MopoxHa (2015) y KHKSI
«MaWicTepHicTb TeneBi3iMHOrO Beay4voro
AIK HaBYasibHa gucUMmiiHa Ta MeToauka it
BMKJIa[laHHs1», 03HAYa€ BOJIOLiTU FOJIOCOM
(peryntoBat Temn, Tembp, apTUKYNSLito,
LOVKUitO, BUCOTY), iHTOHYBaTW, YnpaBnsi-
T ayguTopieto. Lllono ocTaHHbOro, TO
OiNbLICTb BeayuMx 3asBuYal CrpoCTO-
BYE BMKJa[ TekcTy. Tpeba rpatu, ane He
neperpaBaTty, AeknamMyBaTy, ane He BU-
XOOWUTW i3 3aranbHOro CTWUKO Mepegfavi.
MopepaTopcbkuii MeToA, NMoNArae B TOMYy,
wob Begyumin 6yB He TiflbkM nocepenHu-
KOM MiX ciiyxayamu Ta iHcpopmallieto, ane
i NpeAcTaBHMKOM ayauTopii. BiH mMae Bi-

3axapos, B, Fony6, /1. TexHika MOBNEHHS
AK OCHOBa MPOMECIMHOI MaiCTEPHOCTI TENEXYPHANICTa
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nobpaxaTu TXHi MKW, MOrnsan Ta eMoui,
LLLO CTBOPHOE BiJUYTTS NPUCYTHOCTI XMBOI
NIOAMHM 3i CBOIMU BIACHUMM NepeKoHaH-
HaAMM (Bespyuko Ta iH., 2015, ¢.5).

3a cnoeamu J1. YepHikosoT (2007, c.88),
BWCIOBNIEHNMU Y CTaTTi «KynbTypa i Tex-
Hika MOBJIEHHS1 B TenepagioxXypHanicTu-
Li»: «YKpaiHCbka MOBa 3 BYCT AMKTOpIB
pagio i TenebayeHHa 3By4yana B edipi
rigHo, HaBiTb y Yacu igeonoriyHoro npe-
cuHry. Maparo, YMCTUN TOH 1T 3BYy4YaHHS
3YMOBEHWUN LiNMM KOMMIIEKCOM YUHHU-
KiB, MOMIX SIKMX, 30KpeMa, 1 BUCOKI BU-
MOMM [0 KYNbTYpU ¥ TEXHIKU MOBJIEHHS
TeneBi3iNHNX OopaTopiB».

Cnifi TakoX 3a3HauuTu, L0 NpaBWfib-
Ha MOBa € BUSIBOM MOBaru [0 rnsgavise.
Micna noBHoMaclTabHOrO BTOPrHEHHS
B YKpaiHy bifiblua yacTuHa nepenwna Ha
Oep>XaBHY MOBY sik B nobyTi, Tak i B ay-
OioBi3yanibHUX TBOpax pisHMX dopM, Lo,
SIK cnpaBefIMBO 3BEPHYNM yBary B cTaT-
Ti «KiHO ik ocHoBa bopMyBaHHS / TBO-
PEHHS MOAEPHOI HauioHaNbHOT ifeH-
TYHocTi» O. bespyuko Ta H. CTenaHeHKo
(Bezruchko and Stepanenko, 2024), sryp-
TyBaso yKpalHCbKY HaLito.

. OrieHko (2010, c.46) y BugaHHi «PigHa
MoOBa» 3a3HauyaB: «[Jis 0gHOro Hapoay —
o[Ha niTepaTypHa BUMOBa». BuLie 3raga-
HMI aBTOP TaKOX MUCaB, L0 KOXHa MOBa
cknapaeTbcs 3 BaraTbOX roBipoK, KOXHa
roBipka 3Hae CBO BJlaCHy BUMOBY TUX
camux i cnis, cBol BnacHi choopmu. Hapog,
L0 3Hae OAHy NiTepaTypHy MOBY, KOHYe
TBOPUTb | OOHY NliTepaTypHy BUMOBY.

Ak 3asHavanu [ JecatHuk Ta C.[lo-
newko (2016, c.4) y mocnigxeHHi «Mpo-
decis: TenesisinHMN BeayuMin», KOMMO-
3ULiA BUCTYNY € Ha43BUYANHO BaX/IMBOIO
ans  3abeanevyeHHs edeKTUBHOCTI Ta
CMPUMHATTA ayguTopieto opaTtopa. Tene-
6ayeHHs1 HeMOXJIMBO YysBUTU 6e3 sckpa-
BUX | MOCTIMHUX Bepyuux. BoHu GepyTb
Ha cebe BiANOBIAANbHICTL 338 CTBOPEHHS
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LikaBoOro Ta 3MIiCTOBHOIoO TeNeBi3iNHOMo
KOHTEHTY. Benyyi pobnsiTb nposiBU CBO-
X NIOACbKMX peakuii, 0ofat0Th XUBOCTI
Ta eMouiiHoro 3abapBrieHHs1 Ha eKpaHi.
)XrBe ekpaHHe cniflkyBaHHS € Baromoto
YacTUHO TenebayeHHs.

PosBuTOK YyKpaiHcbkoro TenebayeH-
HSl HEMOXJIMBMI 6e3 Takux BNUCKyuuX,
yntobneHnx TeneBegyuux, sk Anna Ma-
3yp, lOpin MopbyHoB, KaTepuHa Ocapgua,
Mapiss EcppocuHiHa. MaHapiBHUK, aBTOP
i Begyuui TenesisiiHol nporpamu «CBiT
HaBuBopiT» OMmutpo KomapoB HeopHo-
pasoBO PU3MKYBaAB BJIACHUM XUTTSAM,
ane CTBOPMB LieW NPOEKT ONs rnspgada
i MokasaB HaJBUCOKWIA piBEHb CBOro
npodecioHaniamy. besnepeyHum OGpeH-
OOM TenekaHaniB, TeNeBi3iNHUX LLOY
€ OVUKTOp, TeneBenyuui puropin Peluet-
HiK, Yl ronoc BMi3Hae KOXeH yKpaiHeLb.

JouinbHo 3ayBaxuTy, WO TenexypHa-
nictamu 3aBxAaun 6ynn akTUBHI, KpeaTuB-
Hi, HarMoOBHEHI HOBUMM ifeaMu Noau, AKi
He 6oaTbcA NpobyBaTu WOCb HOBE fIK
B MicLi 3ioMKU (NaBinbioHK, gekopadii),
Tak i y BlaCHUX KOCTOMax. 3 ornsgy Ha
3pOCTaHHA KOHKYpeHLUil B iHdopMaL,iii-
HiM cdoepi cydyacHi MefilHUKM HacaMm-
nepen MatoTb OYyTM CTPECOCTINKUMY,
rpaMoTHUMMK paxiBuaMM, BignoBiganb-
HUMKU nepen cycninbCTBOM. OCKiNbKK
BClo iHdopMaLito y CBIT NofatTb Xyp-
HanicTM W Teneeenydi, TO, PO3yMitouu
MacluTabu BNAUBY Ha NOAEN, Lie MaloTb
OyTW cUNbHI 0cobucTOCTI, AKi 6epyTb Ha
cebe TArap BignoBiganbHocTi. ToMy, ik
3asHavatoTb 0. bespyuko, 0. LleBuyk,
O. Anppiecbkuii (Bezruchko, Shevchuk
and Andriievskyi, 2022) y cTatTi «Ponb
HOBITHIX TEXHOJOri Yy pO3BUTKY Mefia-
BUPOOHMLTBa», NOTPIOHO Ceplo3Ho cTa-
BUTMUCA [0 HAyKOBO-TEXHIYHOro npo-
rpecy B €eKpaHHuMX MwucTeurtBax. [lpo-
decioHaniam y cyyacHomMy CBIiTi — Le
rnMboKe yCBIiJOMNIEHHS B3SITOrO Ha cebe

Zakharov, V., Holub, D. Broadcast Technigque as the Basis
of a TV Journalist's Professional Skills
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000B'sI3Ky 3a CBOK [fisiNIbHICTb, 34aT-
HiCTb [0 NPOrHO3yBaHHSA HacNigKiB, sKi
BOHa MOXe 3yMOBWTH, L0 nepenbayae
nornsag Ha N auHY ik Ha MeTy Byab-sKoT
DISNbHOCTI, Mipy Ycix peyei i npuyet-
HICTb [0 KNHOYOBMX Npobnem NoLCTBa.

B enoxy rno6anisauii iHdbopMauiiHui
MOTIK CYTTEBO BIJIMHYB Ha Te, K JIHOAM
CMiNIKYOTbCS, B3AEMOLIIOTb | OTPUMY-
HOTb AOCTYN 4,0 NOfil, SKi BigdyBatoTbCs
(Yminb, Kopabnbosa Ta beapyuko, 2024).
3a ponomoroto TenebayeHHs, 3acTo-
CYHKIB | couianbHUX Mepex nau oT-
pUMYOTb BEJIUKY KiNbKicTb iHpopmMaLii
B PeXuMi peanbHoro vacy. lHdopmauis
y XXI cT. nowwuproetbca 34ebinblioro
iHTEPHET-MPOCTOPOM, TOMY OCHOBHOM
METO MefiiiHMKa € He MPOCTO HanucaH-
Hs1 260 3HATTS CIOXETY MPO SAKYCb MOAito,
SIBULLE UM NOAKHY, a nobynoBa guckypey
Tak, Wwob iHdopMmauis ginwna oo rnaga-
ya i 3auikasuna ioro (Chmil et al., 2024).

Tak, J1. BacuneHko, O. lHaToK, |. CaeBny,
|. YooBuueHKo, |. Lnbyx (2020, c.21) y Bu-
OaHHi «lopafHUK OHUM XypHanicTam»
npoaHaniayBanv faHi Ta 3ayBaxuiu, L0
«3a iHdopMmauieto Facebook, cepegHbo-
cTatucTnyHmm msapady 3a 0,25 cekyH-
OV NpUAMaE PpilleHHs, 4Yu nepernsipa-
TW KOHTEHT Y CTpiuLi, a B cepefHbOMY
Ha nepernsg ny6nikauil BiH BUTpayae
3 Mo6inbHoro TenedoHa 1,7 cekyHau Ta
3 Komn'totepa — 2,5».

3. OmuTposcbkuid (2009, c.43) B KHUSI
«TeneBisinHa XypHanicTMKa» Haroso-
wye: «Y nporpamMax HOBUH XYpHasicT-
TeneBenyun Mae 06'eKTUBHO NMofaBa-
TM bakTW, He HaB'A3yBaTuW rNsfavyeBi
cBO€Ei AymKu. TeneBisiHa iHdopma-
Lisi — sIBMLLE CYCMiNIbHO 3Hauvylle, TOMY
dakTn, ki obupae [N BUCBIT/IEHHSA
XYpHanicT, MatoTb ByTU akTyalbHUMY,
NoTPIOHNUMU rnsapayveBi».

MNpaBunbHO PO3yMiTK Ta nepenaBaTHl iH-
hopmalLLito HaXMBO € BaXJIMBUM 3aBAaH-
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HAM [J19 BeAy4voro, sIKMA Mae YCBiOOM-
NoBaTH, WO npamMui edip nepenbayae
6e3nocepefHe CNiNKyBaHHA 3 rnsifavamu,
TOMY HeoOXigHO B3aEMOLISITU 3 ayauTo-
pieto Ta BpaxoByBaTu ii noTpebu Ta oui-
KyBaHHs1. 3ayBaXvMO, LLO FOJIOBHE, 3 YAM
BeCb 4ac Mpautoe XypHanicT Ha Teneba-
YeHHi, — iHdpopMalisi. BiH 36upae i, ocmMuc-
NtO€E, CUCTEMATU3YE | PO3MOBCOAXYE. [1ns
[OCSAHEHHA MeTW HeOOXiAHO PO3YMITH, AKi
LiHHOCTI Ta iHTepecu € y rnspadis. 3as-
Janeriib BaXJMBO MaTW MEBHI HaBUYKM
yNpaBMiHHA B €MOLMHO HamnpyXeHUX cu-
Tyauisix i BMITU CRifKyBaTUCA i3 PO3yMiH-
HAM Ta MoBarolo [0 ayouTtopii. 3aranom
npsiMui edpip Ha TenebayeHHi noTpebye
Bif, TenexypHanicta BMCOKOI KBanidika-
LjiT, THyYKOCTI Ta WBWAKOI peakLii Ha nogji.
. Moii Ta M. Opnonbdd (2019, ¢.86) y BU-
[aHHi «TenesisiiHa XypHanicTuka» 3asHa-
YalTb: «fKLWO KOPecrnoHAeHTOBI BGpakye
iHpopMaLii Npo HoBi Mopji, BiH NOBUHEH
MaKcrMarbHO KOPOTKO iX 3rafgaTy, a noTiM
nepeTn 0O NUTaHb, IKi caM MiAroTyBas.
Cnpoby CrnoHTaHHO PO3MOBICTH LLOCh MPO
nopAji, Mpo AKi TW e Maso 3HaeLl, Manxe
3aBX AU 3aKiHUYIOTbCS HEBIAYEHO».

3BepHEMO yBary, Wo TeNexypHanicTu-
Ka Mae CBOT 0COBNMBOCTI, OHIEI0 3 AKUX
€ MOX/MBICTb nepepadi 3o6paxeHb. Te-
NEBI3iNHI HOBUHM MOXYTb nepenatu He
Tinbku chakTh Npo nogito, ane iii Bisyanb-
HWUWA acnekT. 3 iHwWoro 6oKy, B Tenexyp-
HaniCTULi TaKOX HasBHIi MEBHi PU3KKWY,
NnoB'si3aHi 3 BUKOPUCTaHHAAM 306paXxeHb.
He 3aBxaM MoxHa nepefatu o06'ek-
TUBHY iHcbopMmalito, iHo4I rnspgay Moxe
crnpuiMaTu Te, Wo BiH 6aunTb Ha ekpa-
Hi, SIK ICTMHY, He3anexHo Bif TOro, Ha-
CKiNlbKM NMpaBAUBUMM BOHO € HacnpaBsfi.
Kpim Toro, HenpaBuibHe BUKOPUCTaHHSA
300paxeHb MOXe Mpu3BecTU [0 Hera-
TUBHUX HaCNiJKiB, TAKUX AK MOPYLUEHHSA
NpMBaTHOCTI, a00 BUK/IMKATW eMOLLINHWIA
cTpec y rnsigavis.
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dopMyBaHHSA NpodhecinHol CBifOMOCTI
y MamnbyTHIX TenexypHanicTiB € Baro-
MO YaCTUHOK MiArOTOBKU [0 PoboTy.
Lle o3Hayvae, Wo nogMHa NOBUHHA 3pO-
3yMIiTU CyTb cBOro daxy, Moro LjiHHOCTI Ta
€TUYHI CTaH[apTH, a TakoX 0cobIMBOCTI
po60oTK 3aeXHO Bif XaHpy, TEMU Ta KOH-
TekcTy nporpamu. Mig yac dopmyBaHHSA
npodecinHoT CBiAOMOCTI Chlif HABUNTUCS
aHanisyBaTy, OLiHIOBaTH Ta 3ilICHIOBaTH
nowyk iHcdopmauii, KpUTUYHO MUCTIUTY,
OpIiEHTYBaTUCS B CYYacHUX MefiaTexHo-
niorisix i BMino onepysaTtu cnoesom (Mo
Ta Opponbddy, 2019, c.7). Tak, iHTOHa-
UiHe 3abapBneHHsT MOBW Y MO€LHAHHI
3 MIMIKOIO Ta XecTaMu MOXYTb 3HAYHO
36iMbIMTM 3HaJyLlicTb croBa Ta 3po-
3yMiNlicTb MOBIJOMMIEHHS. AfXe BWKO-
pUCTaHHS 306paXkeHHs Ta 3BYKY MOXe
3pobuTK iHpopMaLito Ginbll 4OCTYMHO
Ta edpeKTUBHOW LS CMPUAHATTA rnsaa-
yamn. Kpim Toro, iHToHauiHe 3abapB-
JIEHHS1 MOXe MepenaBaTy pi3Hi eMoLuii Ta
HacTpoi, Lo [03BOJISE MsifayaM Kpalie
3PO3YMITM KOHTEKCT | TOH MOBIAOMIIEHHS.
Hanpuknagf, siKWio TenexypHanict pos-
rnoBifae Npo nogii 3 cepio3HUM BUPaA30M
0651Muyys, TO Lie MOXe CUrHasnisyBaTu npo
Te, Wo iHdopMaLia € Baxnnsoto. OgHak
cnif TakoX [AOOoTpuMyBaTuUCs Mpodeciii-
HUX CTaHapTiB Ta eTuKM, Wwob He BUKO-
pUCTOBYBaTU MOBY Ta iHTOHALit0 3 METOH
3/10BXMBaHHSI BNafot abo HaB'si3yBaHHSA
BMIAaCHWX NOrNAAIB risgadam.

YKpalHCbKOMY  CYCMiNbCTBY  [HiACHO
noTpibHi  BMCOKOKBanidpikoBaHi  Tesne-
XypHanictu, siki 6ynm 6 rigHMMKU npeg-
CTaBHWKaMM iHpopmauiniHoi enitu. Cne-
UianicTu NOBMHHI MaTW HauioHasNbHY
igeto, iHHOBaLiMHE MWUCJIEHHA | 3HaHHA.
BignoBigHO 0O NpuMHLMNIB TeneBi3iNHOI
€TMKM BaXJIMBO MaTW 3[aTHICTb onepa-
TMBHO pearyBaTu Ha 3MiHM B MacluTabax
BCbOro XUTTA. CborogHi BapTo He nmiie
BOJIOAITU NMPOMECINHUMUN TEXHONOTiISIMU,
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ane n rnmboko yceigomnoBaTW Bigno-
BifanbHICTb nepep 3aKOHOM i BJIaCHUM
CYMNiHHAM. ManbyTHe KpaiHu 3ane-
XWUTb Bifg npodoecioHaniamy npaw,iBHUKIB
Mac-Mefiia K NpeCcTaBHUKIB YeTBEPTOT
Bnaau. IxHiit BNAnMB Ha cycninbcTBo, dhop-
MyBaHHSA rPOMafCbKol AYMKK Ta CBifo-
MUX FPOMaLsiH € BaXJ/IMBUM 3aBOAHHAM.
TomMy HeoOXigHO RNigTpUMyBaTK iHili-
aTMBHICTb, CMpPsIMOBaHy Ha BBeAEHHS
npodbecinHoro piBHA TenexypHanicTiB,
nigTpUMKy HesanexHocTti 3MI Ta cTBO-
PEHHS1 YMOB OJ1sl PO3BUTKY SIKICHOTO iH-
dopmMauiiHoro npocTopy B YKpaiHi.
30BHIlLIHI 03Haku TenebayeHHs, Taki
AIK 3[aTHICTb NepefaBaTu 300paxeHHs,
CTBOpPIOBATU €eMoLii, 3ByK, MOXYTb Mif-
TBEpOXyBaTW Te, WO MW Maemo crpa-
BY 3 Bi3yanbHO-06pa3HO-eCTeTUYHUM
ABULLEM cyvyacHocTi. TenebauyeHHs siK
MefiyM CrnMpaeTbCs Ha BUKOPUCTAHHS
306paxeHb i 3BYKY [OJis nepepadi iH-
dopmMaLii, 30kpema, fIK [OCHIoXYHOTb
0. bespyuyko Ta O. AHikiHa (Bezruchko
and Anikina, 2021) y ctaTTi «CyyacHe ay-
JioBi3yanbHe MWUCTELTBO B MpoCTOpax
Mepexi IHTepHeT: HOBi acnekTu B3ae-
Mofii», Yepe3 BCECBITHIO rnobanbHy me-
pexy |HTepHeT. Ik 3a3Hayanocs BULLE,
BOHO 3aNieXuWTb Bifj Bi3yaslbHOro Crpwi-
HSITTA, @ IOr0 30BHILLHI 03HaKW € BaXJn-
BMMM OJ1s1 BUSHAYEHHS eCTEeTUYHOro Xa-
pakTepy. TOX cyyacHuin TenexypHanict
MOBWHEH MaTW PO3YMIHHS Ta HABUYKM
B 6GaraTbox acnekTax Megianpomykuir.
Ockinbku umdpoBa epa 3MiHWMIa Nigxig
0O TenexypHanicTUKW, HOBI TeXHOMOril
Ta iHTepHeT MoTpebyoThb Bif MenifHU-
KiB G6araTorpaHHOro BMiHHS1 npautoBaTu
3 pisHUMK MepiadbopmaTamu. Tenexyp-
HanicTu HagarTb iHdopMaL,ito Npo noaji,
AKi BigbyBatoTbCcAa y cBiTi. Lle fosBonsie
ayguTopil 6yTM B Kypci OCTaHHIX Mmofin
i po3yMiTK, WO BigbyBaeTbCs HAaBKOJIO
Hux. ToMy puTOp — Lie MUCTeLTBO edhek-
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TUBHOrO BUKOPUCTaHHA MOBW AJ1s BMU-
BY Ha ayguTOpito.

|. FaBpaH Ta M. ly6uHa (2020, ¢.177) 3a-
3HauUUNK, WO NpsIMi TpaHCnAUil — Le Hau-
ornepaTUBHILLE, WO € 3apa3 He TiflbKK Ha
cyyacHoMy TenebayeHHi, a 1 B iHTEpHETI.
LLlogHs Bce Binblie Ntofei BeoyTb NpsiMmi
ecbipu Ta npobytoTb cebe B poni Tene.e-
Lyuunx, HabuparoTb nepernagu, nanku Ta
nignuckun. HaeiTb yKpaiHCbKi TeniekaHanu
OCTaHHIMM poKamu po3KpyvytoTb cebe
B coLia/lbHMX Mepexax i NPoBOASITb NPSMI
edbipn oKpeMo Bif, TOro, W0 NoKasyTb Mo
TeneBi3opy, afxe nogueBuTUcA 36epexe-
He Bigeo abo MpOKpyTUTM MOro — npuvBa-
6ntoe cyyacHux rnsgadie Ginbwe. Bpoane
BMKOPUCTaHHS1 KpaCHOMOBCTBA [J03BOJISIE
3pobUTU BUCTYN 3aXOMIMBUM, NEPEKOHN-
BMM i 3amam'aAToByBaHVM. Y BUCTYNi opa-
TOpa pUTOpUKa MICTUTb Taki eNleMeHTH, K
npaBuiibHE BUKOPUCTAHHS rosiocy (Temobp,
iHTOHALlis, PWUTM), BWKOPUCTAHHSA MOB-
NEeHHEBKX 3acobiB (MepPeKOHaHHS!, BUKIINK
€MOoLlii1, po3noBifAb iCTOPIT), BAKOPUCTAHHS
Bi3yaslbHUX edoekTiB (CBIT/O, KOJip, KOM-
noauuisi Kagpy), BUGIp My3UYHOIO Cynpo-
BOJY Ta 3BYKOBUX eheKTiB.

Putopuka pocnigxye pofib MOBU SIK
iHCTPYMEHTY cycninbHOT B3aEMOIT B ay-
nioBisyanbHOMY MucTelTBi. OpaTopcbke
MUCTeUTBO nepenbayae BMiHHA afanTy-
BaTW MOBJIEHHs1 0o ny6niku, BpaxoByto-
yn Tl NoTpebu, LiHHOCTI Ta NepeKoHaHHs,
a TakoX 0COBNMBOCTI KOHKPETHOI Tene-
nporpamu.

Y cBoil kHU3i «Putopuka» H. Konoti-
noBa (2007, c.11) 3ayBaxusa, W0 HasiBHI
MpuKiagu BUCTYMIB, AKi 3aBepliumnucs
npoBasnom. Lle cTocyeTbca Hacamnepep
ayfioBisyanbHOro MUCTELTBA, ane CryLu-
HO i 4J1 FPOMaACbKUX BUCTYMIB, NPe3eH-
Taui, MONITUYHUX BUCTYMIB Ta iHLWWMKX
nomioHMX cuTyauii: «BMHMKaOTb 3aKo-
HOMIpHi 3anuTaHHs: Y1 MOXJIMBO Nepes-
6aunTn peaynbtat BUCTYMy? Yu Moxe
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3BMYalHa NOAUHA HaBYUTUCA BUrONO-
WwyBaTu npomoBu? Yn nofibHe BMiHHA —
Lie BUKJIFOYHO NpUpoaHe o6 aapyBaHHA?».

Ane HaBiTb OOCBifYeHi rpoMaacbki Ta
TeneBi3ifHi Crikepn He MOXYTb rapaHTy-
BaTu 100 % ycnixy cBoro Buctyny. YuH-
HVMKaMM ycnillHOT MPOMOBY € MiArOTOBKa,
BMBYEHHSI TEMW, CTPYKTYPYBaHHSA BUCTY-
ny, po3yMiHHA ayauTopii, BMKOPUCTaH-
Hsi epeKTUBHMUX MOBJIEHHEBMX 3acobiB,
KOHTPOJIb HEPBO3HOCTI Ta Garato iHWuX
acnekTiB. [Leaki nogu MOXyTb MaTu
NpvpoaHi 3ai6HOCTI 80 edheKTUBHOIO BU-
CTYNy, TaKi K Xxapu3ama, eMoLiHa iHTeni-
reHuist abo BPOLKEHUN TanaHT Al KOMY-
Hikau,iT. Ane Le He o3Ha4ae, WO iHLLi Jiroau
He MOXYTb HaBUYMTUCS BUCTYNaTKW yCniLl-
HO. PO3BUTOK HaBMYOK FPOMaACbKOro BU-
CTYyny € npoLecom, sikuin Moxe ByTu Bifa-
KpUTUMI AN BCiX, XTO 6axae HaBUYMTUCS.
3HayHa yBara npuAINAeTbCA BUKOHAB-
CbKill MalCTepHOCTI opaTopa, BK/Yaro-
UM 30BHILLHIN BUMMIAL (3a4icka, KOCTHOM,
akcecyapm), rosnioc (r'y4yHicTb, YiTKa OuKLis,
BMPA3HICTb MOBJIEHHS, iHTOHAL|IiHA THYY-
KiCTb), MiMiKa Ta XeCTUKYNALf, a TaKox
€MOLiNHMI cTaH opaTopa. Bei Li acnekTy
MOBHOIO MIpOK PO3KpUBaKOTHCA Mif yac
TeneBi3iiHOI TpaHcsLil, ToMy T™M NoTpi6-
HO MPUIINATU HaNexHy yBary.

L. bynsiHcbkuin (2016, ¢.65) y cTaTTi
«BUKOHABCbKO-apTUCTUYHUI KOMMOHEHT
PUTOPUYHOT KYNMbTYpU CY4YaCHOro ne-
Jarora» 3asHauaB: «CunbHe BpaXeHHs
BUKJIMKAE LLMpa CXBWUIbOBAHICTb oOpa-
TOpa CTOCOBHO NpobrieMaTukn, fika BuU-
paxaeTbCsl y rofioci, Norna4i Ta iHWMX
BepbanbHMX i HeBepbanbHWX 3acobax.
Lle crnoHykae ayguTopito, 30KpeMa BU-
XOBaHLiB, YBaXHO CMifIKyBaTu 3a BUKNa-
[IOM TeMMU Ta crniBnepexmBaTn».

Y cBoeMy BupaaHHi T.lcaeHko Ta A.Jlu-
ceHko (2019, ¢.16) CTBEPAXYHOTb, LLO 3Ha-
YyLLMM acrekToM JOCHiIXEHHS MOBMU Ta
KOMYHiKaLjil € 3B'SI30K PUTOPUKWU 3 JIiHr-
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BOCTUNICTUKOI.  JIIHFBOCTUMICTUKA  [0-
rnomMarae puTopuLi PO3YMITH, SIK BUKO-
pUCTOBYBATU CTUICTUYHI 3acobu MOBM
Ons nocsirHeHHs1 6axaHoro ecpekTy. BoHa
BMBYaE OCOONMBOCTI BXMBAHHSI MOBHMX
3acobiB y pi3HuMx cTunsx. Lle possonse
opaTopaM obupaTu BUpasHi 1 edeKTUBHI
3aco6M MOBJIEHHS! 3aJ1EXHO Bifj KOHTEKCTY,
ayauTopii Ta NocTaBeHol MeTH.

YeniwHuin npuknag pns ManbyTHIX Me-
LINHUKIB — OUKTOP i TeneBegyuui Mpuro-
pin PeweTHik. JltoauHa HapineHa HWU3b-
KUM TeM6pOM rosocy, iKui 3 NoAUXoM
CNyxatoTb MiNnbioHM ntogen. BiH cBoeto
MOBOIO, Biffayeto, LUMPICTIO MOXe He
TifIbKM 3a4apyBaTy, a 1 nepekoHaTy, nig-
nawrtyBaTucs nig 6yab-aKy TeMy, 3aBX-
OV TpuMaTucs B TOHyCi. ApTUCT mpo-
BOAWUTb PiBHOMaHITHI CBSITQ, € rOJI0OCOM
po3BaxasnbHUX, POMaHTUYHUX, CIMENHUX
Tenenepefay, WO CBifYATb MPO CNpUN-
HATTS BULLEHaBEeOEHOro 3B'I3Ky pUTO-
pVYKM 3 NIHFBOCTUMICTUKO. XecTuky-
nAuia B AMKTOpa 3a3BWYal onucoBa Ta
BKasiBHa, L0 3aBXAW BignoBigae 3Ha-
yeHH0 dpasun. YacTo npucyTHA Mimika,
fIka [03BOJIIE BU3HAUUTKU MO3ULO Be-
Zyyoro (ycmilika, 3gUBYBaHHS), LLO BU-
KNMKae BeNuUKy AoBipy B rnsigava. Mpote
cnif posyMiTu, WO yCnix 3anexuTb Bif
LLLOAEeHHOI Npaui Hag coboto.

Ak 3a3Havae J1. AdbaHacbeBa (2014, ¢.5)
y CBOeMY gochigkeHHi «OCHOBM KpacHO-
MoBcTBa»: «CyyacHe opaToOpCbke MwUc-
TELUTBO BMMarae OBOJIOAIHHA YOoTUpPMa
"K": KynbTypolO MWCHIEHHS, KYNbTYpOo
MOBJIEHHS!, KYNbTYpOK CMiNKyBaHHA Ta
KyJIbTYpOlo MOBefiHKU». 3a [10MOMOro
TaKUX HaBUYOK, SIK YMIHHA CTPYKTYypy-
BaTU OyMKM, BUPA3HO Ta TOYHO BUCJIOB-
NoBaTU CBOI TBEPLXKEHHS, eheKTUBHO
B3aEMOJIATA 3 iHLIMMK, BPaXOBYHOUM iX
noTpebu Ta NepeKoHaHHs], a TakoX KyJsib-
Typa MNOBELiHKYW, SIKa OXOMJIOE 3O0BHILL-
HICTb opaTopa, Moro MiMiKy, XeCcTUKyns-
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Lito Ta 3arajibHUi CTUJIb, OpaTOp MOXe
cTatu 6inbll BNEBHEHOH Ta BM/IMBOBOKO
Ons rnagadvie ocobucTicTio (AdpaHacbeBa,
2014, c.5). Yci Ui enemMeHTH € BaxJIMBUMM
CKNafHUKaMU KOHCTpYHOBaHHA 06pasy
criikepa uv Bey4oro Ha TenebayeHHi.

Y pocnipXeHHi «MoBneHHEBa KOMYHiKa-
uisi» C. AbpamoBud Ta M. Yikapbkosa (2013,
c.174) akueHTyBanu: «CyyacHa puUTopuKa
nparHe He JimLLe NepekoHaTy, ane N HaBuM-
TH, IK 3HANTN MaKCUManbHO e(PeKTUBHUN
anropuTM CMifIKyBaHHSA. Y putopuli LieH-
TpasbHe MicLe 3aiMae KibepHeTUYHUI
NPUHLMN 3BOPOTHOrO 3B'AA3KY, 3 Mornagy
AKoro 6yap-sKka cUCTeMa, Ae NaHye nule
MOHOJIOT, MpMpeYeHa Ha 3arnbenb».

BucHoBku

MigcymMoBytOUM BUKIAAEHE BULLE, MOX-
Ha 3a3HauuMTW, WO KBanidikoBaHi opa-
TOpY MatoTh MeBHE 3HAUYEHHS Y TENECBITI,
a TeNEeXYPHaNICT, puTop, Beay4ni pobnsite
BEJIMKUIA BHECOK Y MOLUMPEHHSI HOBWH Ta
3[iMCHIOTb BIJIMB Ha rnsagada. Too6To Bi-
LirpatoTb KJHOYOBY PoJib Y 3abe3neyeHHi
rPOMafCbKOCTI AOCTYNoM Ao iHdopmaL,ii
i BCTAHOBJIEHHSIM [IUCKYCIVHUX TeM. Tpu-
BaJliCTb iHTEPHET-BIAEO Ta CTPUMIHIOBUX
nnaTdopM 3poCTag, Lo 3yMOBJIHOE NONUT
Ha AKICHWIA TeNeXypHanCTCbKUA KOHTEHT.
Takox TeneBefydi BigirpaloTb BaXIuey
posib Y CTBOPEHHI MefifHOI rPaMOTHOCTI
Ta KPUTMYHOrO MUCIIEHHS cepef, rpoMa-
OsH. OTxe, MepiachaxiBLi MatoTb BeMKe
3HAYeHHSA Y Cy4aCHOMY CBITiI.

YcniliHe 3acTOCYBaHHS pUTOPVKM [10-
nomMarae CTBOPWUTM TapMOHilHE MOEL-
HaHHSA MOBW, 06pasiB i 3BYKIB, WO MakK-
CMManbHO MepefatoTb 3adym aBTopa
Ta 3[aTHICTb ed)eKTMBHO CNiNIKyBaTUCS
3 ayguTtopieto. Takox noTpibHO po3y-
MiTH, WO BUCTYNW | MPOMOBU — CKNagHi
3aBfaHHsA, | HaBiTb npodbecioHann Mo-
XYTb MOMUASITUCS | 3a3HATK HEBAAYI.
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YMiHHSI BMCNOBMIOBATU [YMKM HacaM-
nepen BigobOpaxae BHYTPIWHIO CBifo-
MICTb, CTaBJIEHHS1 [0 iHWWX Nofen i pi-
BeHb OCBiYeHocTi. KomMnnekcHa npupopga
TenebayeHHs Nonsirae B NOeLHaHHI PisHUX
UMHHMKIB, MPOTE FOJIOBHUM €KPaHHUM re-
poem € ntoguHa. Tox npodpecinHo nigro-
TOBJEHI TENEBEyYi € BaroMOK YaCTUHOO
Cy4YacCHOro TeneBisiiHOro BUPOOHWLTBA.
BOHM BMKOHYIOTb 3HauYHy posfib Yy CTBO-
peHHi iHcbopmMaLiiHoro, posBakasibHOro
Ta OCBITHbOTO KOHTEHTY, [OMOMaratThb
3a6e3neunTun 3B'A30K MiX TenebayeHHAM
Ta ayguTopieto. BpaxyBaHHsi ocobnmBoc-
Teh MepiannatcopMu, ayguTopii Ta Ko-
MYHIKaLiMHMX Uifed [03BONSIE pUTOpaM

CMUCOK BIBJTIIOrPA®IYHUX MOCUJTAHDb
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MpUCTOCYBaTU CBOI BMiHHSI BUCTYMY A0
KOHKpeTHoro mMepiachopmaty. Hanpuknag,
B TeneisiiHoMy echipi yac obmexeHui,
TOMY CJlifi BUC/IOBMIFOBATU JYMKM JTaKOHiu-
HO Ta BMJIMBOBO; y BeOMefia 3HauyLLUMM
€ 3BOPOTHWUI 3B'SI30K Ta IHTEPAKTUBHICTB,
TOMY BapTO BpaxoByBaTW KOMEHTapi Ta
B3aEMOJIATY 3 MsifaYaMu.

OTXe, BOCNiAXEHO Ta ONaHOBaHO OAVH
i3 TOJIOBHUX acnekTiB KiHOMUCTeuTBa —
BMiHHSI aHanisyBaTu W OLiHIOBATK KiHe-
MaTorpacdiyHi TBOpH, L0 OXOMJIOE PO3Y-
MiHHSI efleMeHTIB KiHOHapaTuBY, XaHpiB,
CLEHApHUX CTPYKTYpP, KaMEPHUX TEXHIK,
BVMKOPWCTAHHS CBiTNa Ta 3BYKY, aKTop-
CbKOT rpu Ta iH.
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Abstract

The purpose of the research is to study the broadcasting technique as the basis of the professional skills of
aTVjournalist, in particular the main aspects of cinema in the profession of TV and radio journalist, to study
communication techniques, methods, and tools, the ability to analyse and evaluate cinematographic works.
To master the basics of combining an in-depth understanding of film narrative, communication skills, and
different media production methods. The research methodology is based on the methods of analysis and
synthesis — the influence of TV journalists on the quality of information transmission and interaction with
the viewers is analysed; generalisation and systematisation of the collected information — based on the
obtained data, recommendations for TV and radio presenters to improve their skills are formed, and the
information base is systematised; comparative method — parallels are drawn between the work in different
themes of the period, in the effectiveness and efficiency of the modern media space. The scientific novelty
lies in the relevance of the chosen topic, as improvements in technology and access to media contribute to
expanding the possibilities for the development of broadcast journalism. We are witnessing the emergence
of new media using technologies that seemed unrealistic yesterday. The theme is very promising, as
the demand for online media, webinars, streaming platforms, and the corresponding competitiveness is
growing. Successful young people make up a significant part of the audience of broadcast journalism, so
studying their needs is an important task for promoting rhetoricians. Conclusions. The article examines
the means of cinematic art used by TV presenters for the proper professional performance of their work.
The basics of combining the understanding of film narrative are mastered. The article analyses media
professionals' communication skills, which help ensure the quality of media projects and produce highly
qualified speakers. The work aims to improve the knowledge of this specialty.

Keywords: broadcast journalism; audience; broadcasting; television; viewer; presenter
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Keywords: Abstract

displaced persons; The purpose of the research is to prove the importance of publishing successful
internally displaced stories of IDP integration on the screen and in the modern information space,
persons; to outline their impact on the life of the host communities, with emphasis on
migration; the historical component, to analyse the problems of social and psychological
integration; adaptation and integration of IDPs. To establish the relationship between the
adaptation; portrayal of modern migration processes in literary and audiovisual works.
refugee problems; The research methodology. The following methods were used: theoretical
film; (analysis of films, information sources, generalisation of information material,
film adaptation determination of the interdependence of the components that form attitudes

towards IDPs in general); comparative and analytical (study of the impact
of IDPs on the life of host communities); empirical (observation of life and
display of various aspects on the screen that can be used for further research).
The scientific novelty. For the first time, the problems of socio-psychological

adaptation and integration of IDPs are analysed

in contemporary screen

discourse. A literature review is carried out, and a detailed analysis is made
of the interdependence of factors that shape attitudes towards IDPs as active
participants in the functioning of host communities. Through the theoretical
analysis of audiovisual works, the author establishes the relationship
between the representation of modern migration processes in literary and
audiovisual works. Conclusions. The article analyses the problems of socio-
psychological adaptation and integration of IDPs in contemporary screen
discourse. A literature review is carried out, and a detailed analysis is made
of the interdependence of factors that shape attitudes towards IDPs as active
participants in the functioning of host communities. The author summarises
the factors that prove that contemporary cinema presents the issues in
sufficient detail, conveying dry facts to the audience and allowing them to
understand the psychological aspects of forced displacement.
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Problem statement

The years 2014 and 2022 became
the periods of the largest migration of
Ukrainians in the country's entire history.
It is a challenging period for our state,
which has apowerful destructive force but,
at the same time, a stimulating one. The
large flow of refugees within the country
and abroad prompted all participants to
take active actions aimed at adaptation
and socialisation in conditions of survival
far from home. Unfortunately, the scale of
displacement in 2022 is significant and
unpredictable. Currently, this is the cause
of psychological problems that come to
the forefront.

The events mentioned are often high-
lighted in literature, media, and films.
Watching movies about forcibly dis-
placed persons (FDPs) can help better
understand the problems and develop
measures to address them. This topic is
crucial and should be widely covered in
the media and on-screen to prevent sim-
ilar situations in the future.

Recent research
and publications analysis

0. Novikova et al. (2016) emphasised
the challenging psycho-social condition
of displaced persons forced to leave their
homes.

I. Havran and M. Botvyn (2020) focused
on the problems of displaced persons
and highlighted the growing role of docu-
mentary filmmaking in cinema. |. Gavran,
0. Levchenko, and O. Pasichnyk (2021)
explored terror with screen images.

ISSN 2617-2674 (Print),
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0. Hazizova (2019) discussed essential
aspects of refugees' adaptation, empha
sising their social and educational needs.

I. Pecheranskyi and K. Vaskul (2018)
found that more than half of Ukrainian
migrants to European countries have
higher education, and rapid requalifica-
tion and language learning are highly
respected.

A. Diachenko (2018) emphasised the
positive impact of integration on entre-
preneurship, business relocation, and the
creation of new jobs.

I. Muzychenko (2016) noted the positive
influence of displaced persons on local
communities, with a high level of activity
in the public sector and their impact on
the development of host cities.

0.Bezruchko and M. Sukhin (2023)
studied animated documentary films
during the Russian-Ukrainian war.
0. Bezruchko and N. Stepanenko (2024)
emphasised the importance of works of
audiovisual art as the basis for the for-
mation of Ukrainian statehood.

0. Pankova and O. Kasperovych (2018)
analysed the situation, noting a shift in
priorities in addressing the problems of
displaced persons by the state, the com-
munity, and individuals.

0. Demidko (2022) introduced films that
address the issues of forced displace-
ment from various perspectives.

The purpose of the article is to anal-
yse the problems of socio-psychologi-
cal adaptation and integration of forcibly
displaced persons, establishing a con-
nection between the portrayal of con-
temporary migration processes in literary
and audiovisual works. It emphasises the
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importance of showcasing successful
integration stories on screen and in the
modern information space, focusing on
the historical component.

Main research material

Already for ten years, due to military ag-
gression, Ukrainians have been leaving
their homes, and these events are fre-
quently depicted in literature, media, films
and the Internet (Bezruchko and Anikina,
2021). By watching movies about forcibly
displaced persons (FDPs), one can bet-
ter understand the problems and develop
measures to address them.

In the monograph “Internally Displaced
Persons: From Overcoming Obstacles to
Success Strategies”, authored by 0. No-
vikova and her team, the situation of forc-
ibly displaced individuals is described
as follows: “Citizens' attitudes towards
events in Ukraine related to the military
conflict in the east are contradictory and
ambiguous". The authors note that those
directly involved in these events most
acutely feel the burden of war (Novikova
etal, 2016, p.448).

There is an increasing emphasis on
the problematic psycho-social state of
people who have lost everything — their
past lives, homes, jobs, and relatives.
Many cease to communicate with family
and friends due to different views on
the situation. Sometimes, individuals
on opposite sides of historical events
fail to understand each other. Those
who left the occupied territories made
a difficult choice, embarking on a journey
to nowhere but demonstrating loyalty to
their country.

The adaptation and integration factors
include housing and employment (No-
vikova et al., 2016, p.448). It is worth
highlighting that there are specific prob-
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lems with staying in one's own country
as a refugee, and the authors agree that
“they want to shed this burden and be-
come, once again, free citizens of their
country” (Novikova et al., 2016, p.448).

0. Hazizova, in her work (2019, pp.44-
48) "Ways of Overcoming Socio-cultural
Conflicts in the Process of Integrating of
Internally Displaced Persons into New
Territorial Communities”, emphasises
that "an important factor in the adapta-
tion of refugees in new places of Resi-
dence is the level of provision of educa-
tional, cultural, and social needs. One of
the importantindicators is the placement
in educational institutions and psycho-
logical support for families with children”.

As mentioned by O. Demidko (2022) in
the article "Films about Forced Displace-
ment That Will Not Leave You Indifferent”,
the documentary film Distant Barking of
Dogs (2017, dir. S. Willemont), nominat-
ed for the 2020 Emmy Award, vividly por-
trays events that occurred in Donbas in
2014. The film depicts the life of a ten-
year-old boy living with his grandmother
in a conflict zone. Despite initially decid-
ing not to leave their home even during
the active phase of the war, circumstanc-
es compel them to change their minds
and go to preserve their lives. The film
powerfully explores family bonds, the
challenges of growing up during wartime,
and the dilemma of choice.

Since 2014, documentary filmmaking has
regained prominence on television (Bez-
ruchko and Chaikovska, 2020). I. Havran
and M. Botvyn (2020, p.11), in their work
“Documentary Cinema in Contemporary
Screen Discourse”, attribute the growing
role of documentary films to the formation
of the Ukrainian documentary film market
and the ability of contemporary filmmakers
to create realistic portrayals that truthfully
reflect our history.

Butko, O, Chernysh, V. Mediatising the Lives of Internally Displaced People:
Documentary and Cinematic Aspect
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In the article “Television Journalism in
Conditions of Martial Law", O. Levchen-
ko and 0. Bilan (2023, p.23) describe the
needs of individuals who have experi-
enced trauma, emphasising that after
tragic events, crucial for every person are
feelings of safety, control over the situa-
tion, and predictability of events. In such
situations, informational support (televi-
sion, media) is as essential as psycho-
logical support.

According to the UN portal's operation-
al data on the "Situation with Ukrainian
Refugees" page, from February 24, 2022,
over 17 million people have left Ukraine
for neighbouring countries, with around
9.2 million returning internally displaced
persons (Ukraine Refugee Situation, n.d.).
Despite the immense displacement with-
in the country and beyond, coupled with
challenging geopolitical and economic
circumstances worldwide, Ukraine has
gradually progressed towards address-
ing these painful issues. In 2023, as in
2014, successful and least painful in-
tegration of displaced people into host
communities remains a primary concern.
The support from the international com-
munity and volunteers worldwide has be-
come an example of unity.

Itis pertinent to note that contemporary
cinema intricately showcases the issues,
transmits dry facts to the audience and
allows understanding of the psychologi-
cal aspects of forced displacement.

According to the internet article “UA:
Pershiy” will show a documentary se-
ries about internally displaced persons"
(2015), the Gromadske TV team imple-
mented the documentary project Forced
about internally displaced persons. The
series presents stories of people from
across the country whose lives were
overturned by the war. Much attention is
given to the stages of adapting to the new
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situation, starting from post-traumatic
stress after displacement. The focus is
on their new place of residence and how
it affects adaptation and self-positioning.
The series also features success stories,
successful business projects, and new
initiatives for the benefit of others. The
documentary series is rich in stories of
civic activists and those who defend the
rights of internally displaced persons,
striving to do everything possible to bring
Ukrainians back home.

Analysing the problems of displaced
people in 2022, the primary issue is mi-
gration to different countries. A significant
challenge for Ukrainians abroad was the
lack of sufficient communicative resourc-
es, meaning there was no single website
with up-to-date information on housing
and other assistance in various countries.
This information had to be sought from
different sources. Another crucial issue
was housing problems, as many were un-
willing to provide accommodation to ref-
ugees, a problem common to all nations,
not specific to any particular one. The
language barrier posed another obstacle
to rapid integration. Culture and education
were aspects that refugees found chal-
lenging to adapt to in foreign countries.

It's important to note the problematic
psychological state of children, adoles-
cents, older people, and people with dis-
abilities — the most vulnerable categories
facing prolonged adaptation challeng-
es. All these problems are extensively
covered in the media and researched by
scholars. The years 2014 and 2022 for
Ukraine have been immensely destruc-
tive yet simultaneously a driving force.
The large influx of refugees within and
abroad prompted all involved parties to
take active measures toward adaptation
and socialisation in survival conditions
far from home.
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As noted by O. Makarova (2015, p.44) clude the activation of entrepreneurship,
in the monograph "Social Policies in business relocation, the creation of new
Ukraine", social-psychological adapta- jobs, and the involvement of the local
tion is defined as a "multifaceted process  population in working for their enterpris-
of active adjustment of the psyche and es, as well as assistance in the develop-
behaviour of an individual to the condi- ment of the host community through the
tions of the social environment, mediated use of grant and project funds.
by the leading activity of the individual at ~ Throughout history, no nation has been
a certain stage of their development”. among refugees that has become a role

The significant impact of forcibly dis- model for others in a short period, some-
placed persons (FDPs) on the life and de- times even for the local population. The
velopment of communities is noteworthy, strong desire to be active and help one's
although this issue remains understudied. country in difficult times exemplifies resil-
Given that the war persists, there are am- ience, unity, and strength. As 0. Novikova
ple grounds for preliminary conclusions. etal. (2016, p.448) note in the monograph
Indeed, there is a specific negative impact, “Internally Displaced Persons: From Over-
including the strain on social structures, coming Obstacles to Success Strategies”,
medical facilities, utilities, and, undoubt- those who fight for themselves grow and
edly, the job market. Candidates from the develop, receiving support from others. In
FDPs are often hired for their higher qual- this case, Ukrainians have demonstrated
ifications, work experience, and new ideas  strength of character, indomitable spirit,
and methods. This has led to competition and the ability to find solutions even in
in the job market and some tensions be- non-standard situations.
tween residents and forced guests. Diffi- In this regard, I. Muzychenko (2016,
culties exist, but undoubtedly, the positive  pp.18-21), in the study "Forced Migrants:
impact far outweighs them. The Problem of Social-Psychological Ad-

As pointed out by I. Pecheranskyi and aptation”, states that “social-psychologi-
K. Vaskul (2018, pp.22-29) in the work cal adaptation involves the interaction of
“Contemporary Media Discourse and the two complex systems — personality and
Role of Journalistic Research in It", more the environment".
than 70% of those displaced to Europe- Regarding the positive impact of mi-
an countries after the war began to have grants on local communities, it is worth
higher education. Consequently, even af- noting the high activity of civil sector work-
ter losing everything, they found ways to  ers and their influence on the development
address employment, start businesses, of receiving cities. For example, O. Panko-
engage in civic organisations, and create va and O. Kasperovych (2018, pp.53-69),
new jobs abroad. Rapid requalification, in the article "Directions and Mechanisms
learning foreign languages, and master- of Civil Society Institutions Participation
ing new professions evoke great respect. in Creating a Protected Space for Internal-

Let's agree with the opinion of A. Dia- ly Displaced Persons in Ukraine", analyse
chenko (2018, pp.62-68), in the article the situation of migrants in the general
“Ways to Increase the Integration Ca- context and note a complete change in
pacity of Internally Displaced Persons in  priority directions in solving their prob-
Ukraine”, argues that the positive conse- lems by the state, the community, and the
quences of integrating migrants can in- individuals themselves.
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Increasingly, flmmakers are producing
movies about the lives of forcibly dis-
placed people. Through cinema, the real
stories of individuals and their fates are
presented to the world, providing a future
source for studying history and under-
standing the chain of events. An example
is the film The Way Home (2022), pro-
duced by Valeriya Toode, which portrays
the lives of different people who do not
give up even when thousands of kilome-
tres away from home.

In addition to the above, a notable film
from 2020 recommended by the UN is
We Are Not Born Refugees. While the di-
rector is not specified, this adaptation is
illustrative. It depicts the fates of lawyers,
translators, and musicians who became
exiles from their country and how they
faced difficulties and overcame them,
serving as an example for those whose
life stories are similar.

After the events of 2014, the number of
scientific works on the lives of migrants
significantly increased. It's essential to
note the diverse attitudes and interpre-
tations of "an internally displaced per-
son". For instance, M. Nikolaichuk (2005,
p.105), in the publication “Components
of the Mechanism for Regulating Mi-
gration Processes of Rural Population”,
considers “forced migrants" as a specif-
ic audience within the implementation of
migration policy. Translating the work by
M. Mendzhul and Y. Panina (2016, pp.293-
297) in the article “Concept of “Internally
Displaced Person": Comparative Analy-
sis of Legislation in Ukraine and Foreign
Countries", forcibly displaced persons are
individuals who lived within their country
but were forced to leave their places due
to threats to their lives and health.

Unfortunately, the scale of displace-
ment in 2022 was significant and unpre-
dictable over time. Currently, this is the
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cause of psychological problems that
come to the forefront. The monograph
“Internally Displaced Persons: From Over-
coming Obstacles to Success Strategies”
highlights the diverse and severe con-
sequences experienced by those direct-
ly involved in events, whether victims or
perpetrators, condemned or affected,
defeated or undefeated. According to
Novikova, Amosha, Antoniuk, et al. (2016,
p.448), more than 10 million Ukrainians
have been forcibly displaced, becoming
internally displaced persons or refugees.

The authors emphasise the current issues
and note that these people’s problems are
not always understood by those living in
quiet regions or safe countries. O. Demidko,
in the article "Movies about forced reset-
tlement that will not leave you indifferent”
(2022), suggests exploring films that por-
tray this issue from various perspectives,
reviewing a selection prepared by repre-
sentatives of the UNHCR. These films de-
pict the lives of forcibly displaced individu-
als who had to flee military aggression.

One such film is Human Flow (2017), di-
rected by Ai Weiwei. It vividly portrays the
phenomenon of “forced displacement”,
focusing on different regions and coun-
tries, especially those most affected by
the influx of refugees. The documentary
covers Greece, Germany, Turkey, Kenya,
France, Jordan, and Irag. The UN has rec-
ommended the film for analytical review.

Another film the authors recommend
is This Rain Will Never End (2020) by the
Ukrainian director A. Horlova. It reflects
the cycles of war and peace, illustrating
the urgent problems of people who fled
from one war and found themselves in
the epicentre of another as events unfold-
ed in Eastern Ukraine. The film received
awards at the Festival dei Popoli (2020)
for Best Feature Film and Best Feature
Film in the First Appearance section.
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The article also highlights projects ac-
companied by participatory video shoot-
ing involving forcibly displaced persons.
In 2014, they could not have imagined
that their life stories might repeat and
become a reality for many people in con-
temporary Ukraine.

In an internet article published on the
official website of the CHAS publica-
tion, another film, Escape and Homeland
(2016), created by students of Yuriy Fed-
kovych Chernivtsi National University
and Amberg and Weiden East Bavarian
Technical University, is discussed. The
film features 11 interviews with displaced
persons who left Bukovinian regions in
the 1940s and those who were evacuated
due to the annexation of Crimea and the
conflict in Eastern Ukraine (Chernivcha-
nam pokazhut film, 2016).

We believe that essential life questions,
the socialisation of forcibly displaced in-
dividuals, and their integration into new
communities are increasingly addressed
in films. This serves to enhance awareness
and prevent similar situations in the future.

We agree with other researchers that
films provide a better understanding and
a reevaluation of attitudes towards forcibly
displaced individuals, especially by those
who may have initially considered them re-
sponsible for their predicament. This was
evident during the displacement of people
from Donbas in 2014 when residents from
other regions of the country did not fully
grasp the challenging material and psy-
chological conditions they faced. Over the
subsequent eight years, films played a cru-
cial role in analysing all aspects of the lives
of forcibly displaced individuals.

Conclusions

The presented publication emphasises
the importance of showcasing successful
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integration stories of displaced individu-
als on screens and in modern information,
focusing on the historical component. It
analyses the issues of social-psycholog-
ical adaptation and integration of forci-
bly displaced individuals and establishes
a connection between the portrayal of
contemporary migration processes in lit-
erary and audiovisual works.

Films and television highlight problem-
atic issues and present exemplary sto-
ries of displaced individuals. All forcibly
displaced individuals face similar social
problems, such as housing, food, health,
finances, etc. However, films are exciting
and illustrative when depicting how in-
dividuals address these challenges dif-
ferently. Many can be examples of those
who overcame difficulties and assisted
other displaced persons, even in a new
country and unfamiliar conditions.

Thanks to the widespread coverage
through cinema and television, positive
stories of displaced individuals overcom-
ing obstacles will accelerate the processes
of adaptation and integration for those who
have not yet found the strength to navigate
this path and build a successful life story.

Analysing the above, it is noteworthy
that the number of individuals who did
not give up and have the strength and
desire to help others is impressive. In
the coming years, it will be relevant to
study the phenomenon of the movement
of Ukrainians in terms of rapid adapta-
tion, socialisation, and integration into
new communities. The challenges faced
by forcibly displaced individuals receive
significant attention in cinematography
and journalism. Furthermore, audiovisual
products on this topic will become mate-
rials for investigating and analysing his-
torical events in the future.

In the challenging year of 2022 for all
Ukrainians, after the onset of the war, the
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lives of people in our country undoubtedly
changed. Every individual faces challenges,
and how they overcome them can become
material for new audiovisual works. These
works can demonstrate how quickly peo-
ple adapt and acquire new skills in contem-
porary realities, such as motivating others.
The discussed films can serve as infor-
mation for researching such themes in

2024+ 7(2) - 211222

the coming years. Currently, many screen
works are being created to address vari-
ous issues in the lives of displaced indi-
viduals. The themes of these films and
projects focus on events in Ukraine and
the realities in other countries. These
films help audiences understand the
obstacles and difficulties displaced per-
sons face".
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MELIATUSALIA XXUTTA BUMYLUEHO NEPEMILLEHUX OCIB:
AOKYMEHTAJIbHO-KIHEMATOIPA®IYHUU ACTEKT

OnekcaHap byTko'?, BikTopia YepHuw??

3acnyeHui XypHanicT Ykpainu, Jo4eHT kaeapu KiHo-, TeNeMUCcTelTBa;
e-mail: butko2016@ukr.net; ORCID: 0000-0002-5054-284X

2MaricTp aygioBidyanbHOro MUCTeLTBa Ta BUPOBGHMLTBA;

e-mail: 2017netta@gmail.com; ORCID: 0009-0005-7883-4632

a KuiBcbkuii yHiBepeuTteT KynbTypu, Kuis, YkpaiHa

AHoTauia

MeTa gocnigyXeHHs — LOBECTM BaX/IMBICTb ONPUIIFOAHEHHS HA eKpaHi Ta B Cy4acHOMY iHhopMaLiiHoMy
NpoCTOPi YCMIWHMX iCTOpPIW IHTerpawii nepeceneHuiB, OKPECNUTU TXHI BNIMB Ha XWUTTS NpUAMaroumx
rpomMag 3 akLeHTOM Ha iCTOpUYHWMM cknagHuk. [MpoaHanisyBaTu npobnemMu couianbHO-MCUXONOrYHOT
apjanTauii 1 iHTerpauii BUMyLLeHO nepeMilieHnx ocib. BcTaHOBUTM B3aEMO3B'A30K MiX BUCBITIEHHAM
CyyYacHMX MirpauiiHux npoueciB y niTepaTypHUX i ayfioBi3yasnbHUX TBopax. MeToponorisi AOCNifKEHHS.
3acToCOBaHO TaKi MeToAu: TEOPETUYHWUI (aHani3 KiHOCTPIYOK, iHhopMaLitHMX axXepes, y3arasbHeHHS
iHbopMaLinHoro mMatepiany, BU3HaYEHHSI B3aEMO3asieXXHOCTi KOMMOHEHTIB, siKi (DOPMYIOTb CTaBfIEHHS
0O BUMYLLEHO MepeMilweHnx ocib B UiSIoMYy); MOPIBHANbHO-aHaNITUYHUIA  ([OCHIAXKEHHS BMMBY
nepecesieHUiB Ha XUTTSA NPUAMAOYMX TPOMAL); eMMiIPUYHMIA (CNOCTEePEXEHHS 3a XUTTAM i BioOpaXeHHsIM
Ha eKpaHi pi3HUX acneKTiB, WO MOXYTb OyT BUKOPUCTaHI Ans noganblumnx AOCHiAKeHb). HaykoBa HOBU3Ha.
Bnepwe npoaHanisoBaHo npo6nemu couianbHO-MCUXONONYHOI afjanTauii W iHTerpauii BUMYyLUEHUX
nepecesieHLiB y cy4acHOMY eKpaHHOMY AucKypci. 3po6ieHo ornisig NiTepaTypy Ta NpoBeAeHO AeTaNbHUM
aHanis B3aEMO3aNeXHOCTi UMHHMKIB, fiKi (DOPMYIOTb CTaBfIEHHA [O NepeceneHuiB fK aKTUBHUX
yyacHUKiB y npouecax hyHKLIOHYBaHHA MpuitMaloymx rpoMag. 3a [ONOMOroK TEOPETUYHOro aHasisy
aynioBi3yanbHUX TBOPIB BCTAHOBJIEHO B3aEMO3B'SI30K MiX BWCBITNIEHHSIM CYy4YaCHUX MirpayiiHux
npoueciB y nitepaTypHux i aygioBidyanbHux TBopax. BucHoBku. B cTaTTi npoaHanisoBaHo npobnemu
couianbHO-NCUXOMOriYHOT afjanTauii 1 iHTerpauii BUMYLLEHUX MepeceneHLiB y Cy4YacHOMY eKpaHHOMY
auckypci. 3pobneHo ornsg NiTepaTtypu Ta NPoOBeAEHO AeTallbHUIN aHasi3 B3aeM03aNeXHOCTi YNHHUKIB,
AKi popMyOTb CTaBneHHs [0 NepecenieHUiB K aKTUBHWX YYaCHUKIB Yy npouecax (OYHKLiOHYBaHHS
npuiMarounx rpomag. YsaranbHeHO YMHHWKM, SIKi OOBOASITH Te, LLO Cy4YacHUN KiHemaTorpad JOCUTb
[eTanbHO AeMOHCTpYe NpobnemMaTuKy i TpaHC/IOE FisiayYam He nuLle cyxi dhakTu, a 4ae 3Mory 3po3yMiTu
NCUXOJIOTiYHI aCMeKTU BUMYLLIEHOIO NepeceneHHs.

KniouoBi cnoBa: nepeceneHL; BUMyLLIEHO nepeMillieHi ocobu; Mirpadis; iHTerpadis; agantauis; npo6nemu
6iXeHLiB; KIHOCTpiuKa; ekpaHisaLis
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AHoTauis

MeTa pocnigykeHHi — npoaHasisyBaTu eBOJIOLI0 eKCrepUMEHTaNIbHOro
KiHemaTorpacha 3 MeTOH BU3HAYEHHSI BNPOBAXEHUX ENIEMEHTIB B €KpaHHy
MoBy. [locniavTu BNAMB HeTPagULINHOrO KiHO Ha ayfioBi3yanbHU NPOCTIp,
a TaKoX BUSIBUTM MO0 BIJIMB Ha Cy4acHe MacoBe KiHO. OKpecnuMTu iHHoBaLiiHi
acnekTU eKcrnepuMeHTaniaMy Ta BW3HAYMTU TXHI NEepPCrneKTUBU PO3BUTKY
B KOHTEKCTi cyyacHoro KkiHocepefgoBuuia. MeTtogonoria pocnigkeHHs
6a3yeTbCsi Ha BUKOPWUCTaHHI HW3KWM HAyKOBWUX MeTofiB. [osicHIoOBanbHWiA
MeTof, CpsIMOBaHUIA Ha BU3HAYEHHS1 PaKTOPIB, WO CMIPUYMHUIN BUHUKHEHHS
BiIMIHHOCTEN Yy KIHOMOBIi MiX €eKCMepuMEeHTaslbHUM | TpaAuLUiiHUM KiHO.
TeopeTUYHUII MeTof FPYHTYETbCA Ha CUCTEMHOMY aHanisi niTepaTypHUX
IXepen Ta BKOYaE A[OKNAfHWIA ornag icTtopii ekcnepumMeHTanbHOro
KiHO, aHani3 HaykoBMX Mpalb TEOPeTUKIB Ta pexucepiB 3 akLEHTOM Ha
BM3HAYEHHI KJIHOYOBMX E€NleMeHTIB ekpaHHOoI MoBW. EmnipuyHun meTtop
nepen6ayae peTpoCrneKTUBHUM aHanisa @iNnbMiB  eKcnepuMeHTanlbHOro
KIHO [OnA BUABNEHHST 0COONMBOCTENW eKpaHHOI MOBU. [lOpiBHANbHUIA
MeTO[, BUKOPUCTOBYETLCA [/ BCTAHOBJNEHHsI Mapanenei Mix PisHUMM
pyxaMu eKcriepuMeHTaNbHOro KiHO Ta 1Moro cuHTesi. HaykoBa HOBU3Ha:
Breplue, Yepes peTeflbHUNA aHani3 efneMeHTIB eKpaHHOI MOBW, BUHANOEHUX
i peanizoBaHuMX y HeTpaguuilHOMY KiHemaTorpaddi, BUM3HAYeHO KJIOYOBI
eKcrnepuMeHTasibHi NPUAOMM, sIKi 3HAXOAATb CBOE BTiSIEHHA B CyyaCcHOMY
MacoBOMY KiHocepeaoBuLLi. BUCHOBKK. Y xofi focnigXeHHs npoaHaniaoBaHo
PO3BUTOK eKCrepUMeHTanbHOro KiHemaTtorpada Ta BUSHa4YeHO BMNPOBaAXEHi
€fleMeHTU B eKpaHHiii MoBi. 3'coBaHO, WO eKCrepuMeHTaslbHe KiHO 3HaYyHO
PO3LWIMPUAO XYAOXHI MOXAMBOCTI TpaauuiiiHoro KiHematorpada. Moro
€fleMeHTU eKpaHHOI MOBM, KONIUCb HOBATOPChHKI, TeNep CTanu NpUAHATHUMU
Ta LUMPOKO BUKOPUCTOBYHOTLCSI B Cy4YacHUX pinbmax. OKpecsnieHo iHHOBaLinHi
acnekTW Ta BUSHAYEHO NEPCTNEKTUBY PO3BUTKY HETPAAMLIAHOIO KiHO. LLInsaxom
CMHTE3Y OCHOBHUX TeuYill eKCrepuMeHTasniaMy, Cy4acHUn ekcrnepuMeHTanbHum
KiHemaTorpad CTUKaeTbCsi 3 BUK/IMKaMU PO3BUTKY CBOET MOBM B yMOBax
HMHILIHbOr O ayfioBi3yanbHOro cepefoBULLa.
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dopmynioBaHHs npobnemu

HaykoBwui nigxig 0o [OCHigXKeHHS eBO-
nouil Ta BNIMBY eKCNepMMEeHTaNbHOro
KiHemaTorpad)a Ta “oro ekpaHHoT MOBM
B KOHTEKCTI Cy4YaCHOro KiHocepefoBuLLa
3aNMWIAETLCS MasiooNUCaHUM | Hepo-
CTaTHbO PO3ropHyTUM. [pobnema no-
narae B po3po6iieHHi 6inbw cuctemaT-
30BaHMX MigXo4iB [0 aHanisy Xy[oXHix
i TEXHIYHMX acnekTiB eKcnepuMeHTasb-
HOrO KiHo.

OcHoBHa npo6riemMa rnonsirae B ToMy, L0
icTopiorpadbia  kiHemaTorpadpa dhokycy-
€TbCSA HA BUSIBJIEHHI Ta OMWUCI 3arasbHUX
TEHJEHLi oro po3BuTKY. Ekcrnepumen-
TaflbHUMA acnekT 3aMLaeTbCs Ha nepu-
chepii gocnigKeHb, WO CTaBUTb NifJ CYMHIB
MOBHOTY Ta 06'€KTUBHICTb HAsiBHMX 3HaHb
Mpo BM/IMB €KCMEPUMEHTANBbHOMO KiHO Ha
KynbTypHUIA naHawadT KiHemaTorpadir.

Y KOHTEKCTi Cy4acHUX TEXHOJOTIYHUX
TpaHcdopmauin y KiHemaTorpadii cno-
cTepiraeTbecs noTpeba AoChiOXeHHS Ta
aHarnisy nepcrnekTUB PO3BUTKY eKCrnepu-
MeHTanbHOro KiHo. BigcyTHicTb posgy-
MIB W00 MOXJIMBOIO BM/IMBY LUX 3MiH
Ha HeTpamuLiNHWIA KIHOPYX YCKafHIOE
OL}iHKY M0ro MicLsi Ta BaX/IMBOCTI B Mai-
O6yTHbOMY CBITOBOMY KiHemaTorpadi.

AHani3 ocTtaHHix gocnig)xeHb
i ny6nikawin

CTpyKTypy HamnpsiMiB y €KCMepuMeH-
TanbHOMY KiHemaTtorpadpi Ta woro ene-
MEHTU KiIHOMOBM OMucaB GpUTaHCbKUM
aBaHrapgHun pexucep MankonsM ne
Mpaiic (Le Grice, 2001) y kHU3i «Ekcnepu-
MeHTasbHe KiHO B LncpoBy enoxy».

ISSN 2617-2674 (Print),
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PeTeslbHO MpoaHanidyBaB KOHLEMNL,ito
€KCMepUMeHTasIbHOT MOBY Ta MOFO CTPYK-
Typy [. BapHeTT (Barnett, 2008) B KHU3I
«Pyx sk ceHc: B eKcriepuMeHTanbHOMY
KIHO».

OcTaHHi [oCnifXeHHs, WO CTOCYHTb-
CA MOHTaxXy sIK CYTTEBOIO eJleMeHTa
KiHemaTorpadii, BUCBiTNeHi y poboTax
«CeMioTMYHa KOHLUenuia B KiHemaTo-
rpacpi» Big P LUupmana, C. Kotnsp Ta
A. CynpyH-Xuogposoi (2018), a Takox
y «MOHTax KiHO: Bif, pafstHCbKOro KiHoa-
BaHrapgy 0O Cy4yacHWX MpPaKTUK MOHTa-
Xy» Bif I Yminb Ta K. MweHnyHoT (2018).
3asHayeHi poboTU BUOKPEMITHOKOTb MOH-
Tax K K/IHOYOBUI KOMMOHEHT Y nobypo-
Bi eKpaHHoI icTopil, 0co6MBO B acnekTi
eKCMepUMEeHTaniamy.

Po6oTtun A.J1. Pisa (Rees, 2011) «lcTo-
pisi eKcnepuMeHTanbHOro KiHo Ta Bifeo»
i Pei BanbaeH (Walldén, 2017) «O6epex-
Ho! KoHcTpykuis! CeMioTuyHa meTomo-
noris migxony A0 aBaHrapAHOro KiHo»
MpeseHTYOTb PETPOCMEKTUBHUIA MOMNsAL
Ha iCTOpIi0 Ta CyyacHICTb eKcnepuMeH-
TaNbHOro KiHO, BKJIHOYAKOUM CEMIOTMY-
HWUI aHani3 aBaHrapgHoro KiHo.

TeopeTuk umdpoBoi KynbTypu J1. Ma-
HoBuY (Manovich, 2002) y kHusi «MoBa
HOBUX Mefia», OKPiM aHanisy esleMeHTIB
eKCrepuMMEeHTani3aMy, PO3BUHYB Oro nep-
CMEeKTUBU PO3BUTKY B MeJjiacepeoBuLL.

0.bespyuko, Il.laBpaH, H.Kopabnbo-
Ba, C.0O6opcbka Ta [ Yminb (Bezruchko,
Gavran, Korablova, Oborska and Chmil,
2024) nocnignnm CUeHiYHUIA KOCTIOM, a Ta-
kox O. beapyuko, I- MorpebHsk, H. Kopab-
nboBa, C. 06opcbka Ta I YUminb (Bezruch-
ko, Pogrebniak, Korablova, Oborska and
Chmil, 2024) posrnaHynu gekopadito SiK
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Ba)>JIMBUI €NEeMEHT ayfioBi3yanibHOOro Ta
CLIEHIYHOro MUCTELTB.

AHania cyvacHoro cTaHy KiHOMOBM
onucanu BITYM3HAHI gocnigHuku: |. Ka-
HiBeub (2016) y cTaTTi «BapiaTuBHicTb
y KiHO Ta yHiBepcasibHiCTb KiHOMOBW»,
€. lopucnaeeupb (2021) y cTatTi «KynbTy-
POJSIOriYHMI OANCKYpPC eBONOLiT eKpaHHOT
MoBwu», H. LLlaponanosa, B. JaHunok Ta
0. KpacHeHko (2021) B cTaTTi «lHHOBa-
LiIHUIA Wnax po3BUTKY KIHOMUCTeLTBa».

Merta cTati — NpoBecTV KOMMEKCHUN
aHania eBosiloLil eKkcnepuMeHTanbHOro
KiHemaTtorpacpa Ta MOro ekpaHHoOI MOBMU,
3 0cOONMMBMM aKLLEHTOM Ha BUBYEHHI
BHECKY LIbOr0 pyxXy B ayfioBi3yanbHuii
NpPOoCTip; OKPecnUTu BNNB iHHOBALiMHKX
acrnekTiB eKCcrepyMMeHTanbHOro KiHo Ha
TenepiwH TpaauuinHy dopMy KiHOpos3-
noBifi; BW3HAUMTM MeEpPCrneKTUBUA pPO3-
BUTKY HUHILLIHBOIO €KCMePUMEHTAaNIbHOrO
KiHemaTorpacha B KOHTEKCTi Cy4yacHoOro
KiHocepenoBMLLA.

OCHOBHUI MaTepian JoCNigKeHHSA

KiHemaTorpady, Big camoro noyaTtky
CBOr0 BUHWKHEHHS, MpU nepLunx cnpobax
JeMOHCTpaLii pyxoMux 306paxeHb Bu-
3HayaBCcs AK HOBITHSA popma TBOPYOCTI.
Y nepuwi oecATUNITTA NOSAABM LbOro SIBU-
L@ He BUSIBASANIOCS KOHKPETHOI Tpaauuii
pO3MoBifi eKpaHHUX ICTOPIN, AKY MOX-
Ha 6yno 6 BM3HATM AK OCHOBOMOJIOXHY
M NPOTUCTOATKM Ti. YCi yY4acHUKM nue
npobyBann B3aeMOfiATH 3 L€ ekcre-
PYMEHTasIbHOK TEXHOJIOTIEH.

B akapgemiuHii ny6nikauii «BapiaTus-
HICTb Yy KiHO Ta YHiBepcasbHICTb KiHOMO-
BW» KiHeMaTorpaddicT i Buknagady IBaH
KaniBeub (2016, ¢.37) cnyllHO 3a3HaAyJae:
«MounHaroun Big neplmx KpoKiB KiHO-
MUCTeLTBa, MMsha4y BUMBCA Pa3oM 3 Ki-
HOMUTUAMU. BoHM Buunucs cninkyBaTu-
csl MOBOIO KiHO, ra4ay BUMBCSA LIHO MOBY
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poO3yMiTu». Y nparMaTU4HOMY MparHeHHi
KiHemaTorpacpil [0 CBO€EI caMOCTIVHOI
iIEHTUYHOCTI K OfHI€l 3 ranysen Muc-
TeuTBa CMNOCTEPIraeTbCsl iIHTEHCUBHE BU-
KOPUCTaHHSI HapaTUBHUX KOHLENLiW, AKi
MatoTb CBOE KOPIHHS B NiTepaTypi, | TEXHIK,
Lo 6ynn 3ano3uyeHi 3 06pa3oTBOPYOCTI.

Y cratTi «O6epexHo! KoHcTpykuia!
CemioTuyHa MeTogosnoris nigxogy Ao
aBaHrapgHoro KiHo» TEOPETUKUHA KiHO
Pea BanbgeH (Walldén, 2017, p.127)
CTBEPOXYE: «..BapTiCTb BUPOBHMLTBA
i LUMPOKe PO3MOBCHOAXEHHS NPOIYKLii
JyXe LWBUOKO MNepeTBOpPUNM KiHeMaTo-
rpacp Ha iHmycTpito, sika nponaryBana
KOHCepBaTUBHY ecTeTuKy, Wwob npusa-
OUTU iHBECTOpIB Ta 3anyuynTu LUUPOKY
nyoniky».

A TOMy B nepiof MepLioro OecATuiT-
TSl MUHYJIOTO CTOJNITTSA CNOCTepiraeTbcs
TeHAeHLiA cTaHgapTMsauil MOBU KiHe-
MaTorpadpa, WO BWHUKaNa BHacnifoK
opieHTaUil Ha 3af0BoJsieHHA NoTpeb Ma-
coBoro rnsgava. EkpaHHe mwucTeuTBO
HabyBae XxapakTepHuUX LWTamniB. YHac-
MoK LbOro cepen OKpeMUX MUTLIB Ta
KYNbTYPHUX CMiNIbHOT Ha TepuTopil €B-
ponu ccpopMyBanacs ifes CTBOPEHHS
anbTepHaTMBHOI Mofeni KiHemaTtorpada,
fIka 34aTHa NPOTUCTOSAITU pO3Baxalib-
HocTi. BiaTtak BigbyBaeTbca BaroMui
nepesioM y LbOMY MUCTELTBI Ta Mo-
yaTKoBUN eTan POPMYyBaHHSI eKpaHHOI
MOBW B €KCMEPUMEHTANbHOMY KiHO.

Y cTatTi «KynbTyponoriyHmin guckypc
eBonoOLil ekpaHHOI MoBu» €. [lopucna-
Beupb (2021, c.31) 3a3Havae: «AK 00BO-
OVUTb peTpOCNeKTUBHWUM aHani3, yBecb
yac CBOro iCHyBaHHs KiHemaTorpad pos-
BMBaBCS [BOMaA LUIsSiXaMU — eBOJHOLiN-
HUM Ta peBoNOLUINHUM. [poTArom nes-
HOro nepioay BigdyBanocb HaKOMUYEHHS
HOBUX €NEMEHTIB CEMIOTUYHOro Komy,
Ake BMUOYXano MOSIBOK PEBOJIHOLIAHOMO
dinbmy». Came BanbTep PyTTMaH, lMaHc
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PixTep, Ockap ®iwunHrep Ta BikiHr Erre-
NiHr, Ak cTBepaxye KpictiaH Pycy (Rusu,
2015) B cTaTTi «<ABCTpaKTHe KiHO Ta ec-
TeTUYHa yToMis y MIDKBOEHHWUIA nepiofy,
CTanu iHiyiaTopiB Ta nepLIonpoxigusmm
opuvriHanbHOro HanpsiMy B KiHemMaTorpa-
ii, cnepwy BigoMoro Ak «abcosnoTHe
KiHO» Yyepes BiACYTHICTb penpeseHTauii
peanbHOCTI B CBOIX (hinbmax.

Mopanblumin pO3BUMTOK LbOro pyxy npu-
3BIiB [0 MOSABU LUe OfHieT HasBU — «ab-
CTpaKkTHe KiHo». 30KpeMa, BigOMUNI
OpUTaHCbKMI aBaHrapOHunm pexucep
Mankonbm ne [paiic (Le Grice, 20017,
p.317) y KHK3I «EKCnepuMeHTasnbHe KiHO
B uncpoBy enoxy» HaBOAUTb OBI'PYHTY-
BaHHSI BXMWBaHHSA 3a3HAY€HOro TEPMiHy:
«K i abcTpakTHe MUCTELTBO 3arasnom,
abcTpakTHe KiHO nepegb6avano “aHa-
NiTuyHe" abcTparyBaHHSA  BisyaslbHUX
AKOCTEeN Bif TXHbOI pernpeseHTaTUBHOI
dyHKUIT Ta TXHiN "cUHTEe3" y HOBI MOBI,
AIKY 4acTO OMUCYHOTb AIK Bi3yasibHy abo
XPOMAaTUUYHY MY3UKY».

3 ornsify Ha My3uKy, OJHUM 3 acnekTiB
poboTu iHiliaTopiB abCcTpakTHOrO pyxy
Oyfio MparHeHHs OOoCniAUTU Bi3yasbHYy
OMHaMiKy KiHemaTtorpada. OcKinbku Ton
yac e 6yB «HiMMM» MnepioloM B icTopil
KiHO, iges TpaHcdopMauii uncTo 3BY-
KOBOro Mefiymy B BisyanbHui Babuna
X, i ue BUAHO B 0OpaHOMY HUMW TUTPY-
BaHHi CBOIX CTpiyok. Hanpuknag, Banb-
Tep PyTTMaH, MaHc PixTep Ta BikiHr Erre-
NiHr, nebroTyroun y cBiTi KiHemaTorpada,
npucBooBanu cBoiM poboTam Taki Has-
Bu, AK «Onyc I» (1921), «<Put™m 21» (1921)
Ta «[iaroHanbHa cuMdoHis» (1924).
B aBTOpUTETHIN KHU3I «IcTopia ekcne-
pYMeHTanbHOro KiHO Ta Bigeo» AnaH
JleoHapp Pis (Rees, 2011, p.38), Akuit BU-
Knagae BidyasibHy KOMyHiKaLito B Kopo-
NiBCbKOMY Konegxi MucteuTB Yy JIOHOH,
3asHavae, Wo nepLi cnpobu HoBoro ab-
CTpaKTHoro cinbmy, 3okpema B «PuUTMmi
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23» (1923), 6ynu rpydyBaTUMMU, OCKIiSIbKU
PixTep po3pob6nsie MmoBy 6a30Bux hopm
B eKpaHHOMY MPOCTOPI.

MopibHO OO0 Xy[OXHUKIB-KYOICTIB, BIiH
BMKOPUCTOBYE BUTUHaHKK, rpaddiky Ta
MasnoBaHHA A1 CTBOPEHHS MOCAiJ0B-
HoCTeln KBagpaTiB i NPAMOKYTHUKIB, LLLO
3MeHwWyoTbes Ta 36inbwytoTbes (Rees,
2011, p.38). [iicHo, aHani3youn novar-
KOBi ekcrnepumeHTU PixTepa, cnig Bia-
3HAYMTU WOro [OCHifKEHHSsl, MoB'A3a-
He 3 iHTerpauieto reoMeTpuyHux dopm
3 Bapiauieto WBWAKOCTI nofadi kagpis
Ta iX MOBTOPEHHS, @ TaKOX BUKOPUCTaH-
HSl eNnleMeHTa HeraTuBy B 300paXKeHHi.
Y sragaHin Buue kHusi A.J1. Pi3 (Rees,
2011, p.38-39) nonae: «Cepef LUbOro iHo-
ni "cuporo” matepiany € NiHiiHI MasntoH-
KM, SIKi MeperykyroTbCs i3 30BCIM iHLLIO
€CTEeTMKOLO Bi3yasibHOI MY3UKMW Ta YUCTOT
nnowmHu ErreniHra. fIK i ©oro cyyacHuk
Banbtep PyTtTmaH, PixTep 6yB 6inblie
3alikaBieHnn y JoCNigXXeHHi BisyanbHOT
ONHaMiKn dinbmy».

PUTM CTBOpPIOE EMOLiNHI KONMBaHHSA
Ta OWHaMiKy, BiH He nignopsaKoBaHWUM
XOJHOMY KOHKPETHOMY CHOXeTy, a BU-
paxaeTbcsl yepes creundiky MOHTaxy
i Temny dinbmy (Myslavskyi, Chmil, Bez-
ruchko and Kupriichuk, 2021). A6cTpak-
THe KiHO BUKOPUCTOBYE OOMEXEHUI Ha-
6ip NOBTOPIOBAHUX NPUAOMIB, Ha BiAMiHY
Bifl IHWOI aBaHrapAHoi cTpiuku «Jltoan-
HW 3 KiHoanapaTtom» (1929) [3uru Bep-
TOBA, i€ 3aCTOCOBYIOTbCS Pi3HOMaHITHI
eKcrnepuMMeHTanbHi Metoau. OpgHak, fiK
3asHayvalTb Yy cTaTTi «Big "OpguHHag-
uaToro” go “JltoauHu 3 KiHoanapaTtom”:
KoHLenTyanbHMM nowyk [i3urn Bepto-
Ba» B.MucnaBcbkui, I Yminb, O. bes-
pyuyko Ta H.YepkacoBa (Myslavskyi,
Chmil, Bezruchko, Cherkasova, 2020),
3aBAsAKM BMINIOMY PUTMIYHOMY MOHTaXY,
BllacTMBOMY abCcTpakTHOMY KiHO, Bep-
TOB YCNIiWHO BNPOBaAMB MOro B ranysb
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IOKYMEHTaNIbHOr0  KiHO,
BpaXKaroumi aTpakL,ioH.

Y cTatTi «MOHTaX KiHO: Bif pafgsiHCbKO-
ro KiHoaBaHrapfy OO Cy4YacHMX Mpak-
TUK MOHTaxy» . Yminb Ta K. MweHnYHa
(2018, ¢.102) 3asHavatoTb: «Knouy pgo
pO3yMiHHS BidyanbHoro cinbmy “Jlroam-
Ha 3 KiHoanapaToM" NeXuTb Y 30pOBOMY
CMiBBIgHOLWEHHI KagpiB OAUH 3 OOHUM.
BisyanbHun psag dinbMy nobynoBaHui
Ha pWUTMiI Ta CNIBBIQHOLWIEHHI NMaHiB,
CBIT/IOTIHEN, WBUOKOCTI 3MOMKM, paKyp-
CiB, pyxy BcepeauHi kagpy».

JocnigHUKKM HOBOI eKpaHHOI MOBH, fK,
Hanpuknapg, O. [JoBXeHKO, TaKkoX BUSIB-
nAnm iHTepec oo xwusonucy (Bezruchko,
2024). Pexucep OnekcaHgp [loBXeHKO
3 onepatopom JaHunom [leMyubKuMm, K
3a3HavaTb B. Mucnaecbkuin, [T Yminb,
0. bespyuko, H. Mapxainuyk (Myslavskyi,
Chmil, Bezruchko and Markhaichuk,
2020) y cTvaTTi «[loeTuka ykpaiHCbKO-
ro inbMy «3emMnsi»: KOHLENTyasbHUiA
nowyk OnekcaHpgpa [oBxeHKa» Ta iHLWi
BUOATHI MUTLI eKpaHa po3rnsganu KiHo-
nniBKy K MaTepiarn, Lo MoXe crlyryBaTu
OCHOBOIO [/11 CTBOPEHHSI TBOPIB, HibM
CXOXOH Ha MOMOTHO.

bBynb-fAki MaHinynsauii 3 uieo noeepx-
Helo posrnsganucs K akT TBOPEHHS
KapTuHW. TeopeTuk LMdPOBOI  KyJb-
Typu JleB MaHoBu4y (Manovich, 2002,
p.306) y kHM3i «MoBa HOBMX Mepgia»
nigTBEpPOXYE Ler niaxin, BKasyouu Ha
Te, Ak JleH Jlan mantoBaB 6e3nocepen-
HbO Ha nniBui we B 1935 p. J1. MaHoBUY
(Manovich, 2002, p.306) 3asHauae, WO
Moro TexHiky HacnigyBanu Taki MUTL, K
HopmaH Mak-JlapeH i CTeH bpaxenpgx.
OCTaHHIi BUMKOPUCTOBYBAB iHTEHCUBHE
MOKPUTTS BIA3HATOro Martepiany Kpa-
nKkamu, noApsinMHamu, po36pU3KaHO
dapboto, MazkaMu Ta JiHiAMMK, cnpsMo-
BYHOUM CBOI 3YCUJIISI HA NEPETBOPEHHSA
cBOIX (QiNIbMIB y eKBiBasIeHTU XUBOMNUCY

crBopuBLLUK
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abcTpakTHOro ekcrnpecioHiaMy. MacoBa
iHOYCTpis KiHO 36epirana iN30pHUIA Me-
Ziym, e rnsigad nepebyBaB y4aCHUKOM
eKpaHHOT po3noBifi.

Y cBOIi TeKCTOBIW MNpaLi GpuTaHCbKUi
aBaHrapgHun pexwucep Marnkonbm e
Mpaiic (Le Grice, 2001, p.301), AKMIA TaKoX
OYyB aKTUBHUM YYacCHWKOM CTBOPEHHS
dinbMmiB 3 TpaHcdopmoBaHUM  306pa-
XeHHAM y 60—70-x pokax XX cT., Big3Ha-
yae, WO Taka yBara Ao Martepiany Bof-
Hoyac pyviHyBana into3ito i cTBoptoBana
HOBY OCHOBY, Ha fIKil MOXHa GymyBaTu
XY[OXHIA eKCrnepuMeHT y MegiyMi, oxa-
paKTepu3oBYyHOUM Lei nigxig sk 6pex-
TIBCbKWN MpUHUMI BiguyxXeHHs. Pexwuce-
pu-HoBaToOpW BifoKpemstoBanu cebe Bif
KOMepUiHoro KiHemaTtorpadpa 1 Ha Tex-
HiYHOMY piBHi, BpaxoByrOUM TON haKT, LLLO
KiHOMJIBKA, sIK HOCil 306paxeHb, BUKOHY-
BaJia CBOIO NepBiCHY GOYHKL,iO.

MpoTe uA dyHKLUiA BM3Hayanacs ToY-
HO He MantoBaHHAM. B ece «[licns aBaH-
rapOHoro KiHo» HaykoBellb Ta BUKJaday
icTopii KiHo xxum lobepmaH (Hoberman,
1984, p.62) BUCNOBMIOE TaKy [OYMKY:
«...bpaxenox genani 6inblue HaronoLwyBaB
Ha MniBUi K MaTepiani, iIHTerpyroumn y cBoi
po60TK eMyNbCiVHI NOAPAMNWHA | TOpLEBI
BigOnncku. OgHak ons Hboro us matepi-
anbHicTb 6yna He caMoLinto, a paaLue Ho-
BOHO (OOPMOIO BUPA3HOCTI (PifibMy...».

TpaguuinHi macoBi dinbMu, 6asyrounch
Ha NiHIVHIA CTPYKTYypi onoBigi, BiA3Ha-
yanucsi CBOEH MPOCTOPOBO-YaCOBOH
nocnigoBHicTio. OgHak y npouleci eBo-
NoUIT  eKCriepMMEHTanbHOro  KiHeMaTto-
rpacba BMHMKNA noTpeba y BigMOBI Bif
Liel KOoHUenuil Ha KOpWUCTb NPUHLMNIB
HeHapaTuBHoCTi. OcobnuBui iHTepec
O UbOro HampsiMy BUSIBISIM pexuce-
pv-ctoppeanicTv, ski 3BepTanuca [0
e CBiJOMWUX CHOBUAiHb YN 3MiHEHUX
CTaHiB CBIAOMOCTI. IXHIM KIOYOBUM iH-
CTPYMEHTOM Yy [OCSIFHEHHI Lboro 6yna
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BMKOpUCTaHa ippaLioHanbHa KOHCTPYK-
uis cinbmi. 3a BucnoentoBaHHAM Man-
kosnibMa ne Npavica (Le Grice, 2001, p.318),
dinbMy, Taki AK «Mywna i CBSALLEHUK»
(1927) pexucepkn XepmeH Lronak abo
ctoppeanicTuyHe kiHo byHwoens i Oani
«AHpanysbkuin nec» (1928) um «3o0n0TnN
Bik» (1930), BUKOPMCTOBYBaSIM MOHTaX
[NA1 BCTAHOBJIEHHS 3B'A3KIB, AKi HE onu-
CYIOTb NMPWYMHHO-HacNigKoBYy fito abo
HapaTUBHY NiHit0 3 METOH BTiJIEHHSA KOH-
uenuii cHy B CTPYKTYpI KiHO.

Ha HacTynHoOMy eTani eBosntouii crop-
peanicTMYHOro KiHemaTtorpada BUHUKAE
KOHLlenuisi «BepTUKanbHOI» hopMu ono-
Bifi, ika 6yna BBefeHa came pexucep-
Koto Maieto [lepeH. 3rigHo 3 aHaniaom
Mankonbma ne paiica (Le Grice, 2001,
p.318) womo nobymosu Ti cTpiukn «Mo-
nygeHHi TeHeTa» (1943), dinbM Big3Ha-
YaeTbCA CripasibHOK KOHCTPYKLi€eto, fe
MpU KOXXHOMY MOBTOPI OHMX | TUX CaMUX
nofiv BigOyBalOTbCA HEBESMKI 3MiHW.
KoxHa nonepepgHsi Bepcis nepernspa-
€TbCA HACTYMHO, PO3LLUMPIOOYN YABHY
KOHCTPYKLit0 CUMBOJIIYHOrO MNPOCTOPY
(Le Grice, 2001, p.318).

HacTynHuM eTanom y po3BUTKY ekcre-
pUMeHTanbHOI eKpaHHOI MOBM CTaB Mpo-
uec TpaHcdopMmal,il Bif, XaoTUYHOCTI [0
CTPYKTYypOBaHOCTI. B. YkpaiHi, sika B Ton
yac Bxogwuna QAo cknagy PagsHCbKo-
ro Cotogy, a9k 3asHavatoTb 0. bespyuko,
|.TaBpaH, O.[lpabapuyk, H.KocTiok Ta
I Kot (Bezruchko, Gavran, Hrabarchuk,
Kostiuk and Kot, 2020) y cTatTi «lgeono-
riyHi KoHuenuii B KiHemaTorpadi MixBo-
€HHOro nepiofy», Liei npouec BigdyBaBcs
30e0iNbLIOro BiJ, BMJIMBOM i0€0JIOTIYHUX
HapaTuBiB. Big3HauyaeTbcsi 3HOBY Mosi-
Ba aHTU-iNKO3iT, aHanoriyHa TiR, sika byna
NPUCYTHA B pyci NANiBKKM 3 TpaHcdopmo-
BaHWM 306paxeHHAM. OfHaK Yy CTPYKTYy-
panicTtcbkoMy KiHO LUen edekT pocsra-
€TbCA 4Yepes BiACYTHICTb MOHTaxy, L0,
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AK HacnifoK, Oronte nepen rnsgadyem
KIHOCTpIYKy AIK 00'eKT st [OCHiOXKEHHS.

Takoro Tuny ocobnvMBuiA acnekT BUAB-
nseTbcA B TBOpYOCTi EHAi Boprona, sikui
y cBOIiX po6oTax npubupae KOHTPOJIbO-
BaHW QOKYyC pexucepa, Hafarum MOX-
NMBICTb TNsAfayeBi CaMOCTIMHO [MBU-
TUCS N iHTepnpeTyBaTW nofaHi obpasw.
Y cBoiin TekcToBiN npaui Oxum obep-
MaH (Hoberman, 1984, p.64) Bucnoenioe
BaXMBY AyMKY: «Bopron nporonocus
BiOXig BiA MCUXONOMYHO Hamnpy>XeHoro,
iHTEHCMBHO Cy6'eKTUBHOrO (3peLuToro,
ctoppeanicTuyHoro) KiHo CteHa Bpaxei-
oXa [o 6iNbl BifCTOPOHEHOrO Ta aHTU-
€KCMPEeCUBHOIrO aBaHrapgy — Takoro, Wwo
nofdinas 6arato 3alikaBiieHb MiHIManis-
My CBiTY MuUCTeuTBa, 30epiratoum npu
LibOMY ipOHit0 aHaerpayHgHoOro KiHo».

Bci ocobnuBi eneMeHTU KiHOMOBM, LLLO
36upaB [0 LbOro 4yacy ekcrnepumeHTa-
ni3am, 6ynu BiOKMHYTI. Y Takui cnoci6
Bopron Hibu noBepTae pyx OO BUTOKIB
MUCTeLTBa [OOKYMEHTanbHOl PyXxomol
KapTUHKM 6e3 000SIOHKM aTpakLioHy.
AKWO Ha noyaTKy icTopil KiHemaTorpa-
da obmexeHicTb TpuBanocTi dinbMmiB
BM3Hauyanacs BapTicTio Ta o006csirom
JOCTYMHOI KiHOMMIBKK, TO Yy CTPYKTypa-
nicTiB ue nepectano 6yt npobnemoto.
JoBruin xpoHoMmeTpax inbMiB cTaB ix-
HbOIO BiSUTHOH KapTKOHO.

Y cBOIlA TeKCTOBIN poboTi MankonbM ne
Mpaiic (Le Grice, 2001, p.17) cTBepOXyE,
WO [eaKi pexucepu 3BepTanu yBary Ha
npobnemMy peanbHOro 4yacy cBOiX @ifib-
MiB i aKLeHTyBanu yeary rnsgadie abo Ha
daKkTUYHI TpuBanocTi 3oMKK, abo Ha
HaMipeHiin 6esnepepBHOCTI KaapiB 3 6OKY
Kamepw, BUKJIoYaouM MoHTax. Ha apeHi
CTPYKTypaniamy 3'sIBNAETbCS TBOPYICTb
Mankna CHoy, npencTaBneHa inbMom
«JloBxuHa xBuni» (1967), AKuin TpuBae
45 xBunuH. EpHi lep TakoX BHOCUTb CBIlt
Bknag 3 30-XxBUAMHHUM pinbMoM «EB-
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pvka» (1974), WwoOo SIKOro HayKoBelb
IOxum FobepmaH (Hoberman, 1984, p.65)
BMC/OBJIIOE Take TBepaXXeHHs: «[o3baB-
NeHVn niTepaTypu, NCUMXONOril Ta BCbOro,
OKpIiM HalpyOWMEHTapHILIOro HapaTuB-
HOro pyxy, BiH MpencTaBAsie CBIT, MOB-
HICTIO onocepefKOBaHWM KiHeMaTorpa-
cbom: oo Npupoau MoxHa HabnmauTucs
mvwe Yepes i oinbMoBaHy penpeseHTa-
Lito». 3rofoM 3'BMSIETLCS KPUTUKA KOH-
Lenuin cTpykTypaniamy.

MosiBa  MOCTCTPYKTypanicTis, opnep-
XUMUX iOEE0 NPOBECTU [EKOHCTPYK-
uito dinbMiB 3 MeToto TpaHcdopmaLi
KiHoMoBM [0 cdepu Bi3yasbHOro BU-
paXeHHs, nNigTBEPOAXYETbCA  CriOBaMu
Ix. NobepmaHa (Hoberman, 1984, p.65):
«MoBa BWKOPUCTOBYETbCS SIK Pa3oM
i3 3006paxeHHAM, TakK i MPOTU HbOrO;
i camMe LeN akLUeHT Ha MOBi € Haloude-
BMOHILLOK  XapaKTEPUCTUKOK  MOCT-
CTPYKTYpanicTCbKoro KiHo. ¥ LbOMy CeH
ci paHe KiHO € peakuieto Ha dhopmaniam
Mawmkna CHoy, a Takox CTeHa bpaxenmxay.

Micna NoCTCTPYKTYpanicTCbKOro pyxy
PO3BUTOK €KpaHHOI MOBU eKcrepu-
MeHTaNlbHOro KiHO CTaB Masonepcrnek-
TUBHUM, HabyBLUM MeNaHXONINHOT aypw.
OupekTop  IHCTUTYTY  KiHO3HaBCTBa
B YHiBepcuTeTi TopoHTO [xenmc Jleo
Kexinn (Cahill, 2008, p.91) y cTaTTi «AHa-
ciHeMa: KiHeMaTorpadiyHi 3puBu lMNeTpa
YepkacbKkoro (Ha Lnsixy Ao HEBUMOBHO-
ro cinbMy)» posrnagae TBopuicTb Yep-
KacbKOro fiK TaKy, L0 HeMUHyYe No3Ha-
YyeHa Kp130to aBaHrapgHoro KiHo 1970-x
POKiB, CMPOBOKOBAHOK [NyXUM KYTOM
i BiJUYTTAM BUCHaXEHHS, CNPUYNHEHU-
MU 3BEAEHHSIM [0 HyNA rpagyciB CTPyK-
TYPHOrO KiHO, @ TaK0X MOSBOO BifeO0.

Mopanblui eKkpaHHi TBOPU HOBUX pe-
XucepiB I'PYHTYBasNCS Ha CUHTE3i BXe
HasiBHUX TexHiK. Hanpuknag, y dinbmi
OeHiena bapHeTTa «bine cepue» (1975)
MOXHa  crnocTepiraTu  BMKOPUCTaH-
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HSi  MOCTCTPYKTYaNiTCbKUX €NeMEHTIB
y MOEAHaHHI 3 NPUHUUMOM PyXy MAiBKM
3 TpaHcdOPMOBaHMM  300paXxKeHHAM,
BK/IHOYAKOUM HakNafaHHA KinbKoX 30-
OpaxeHb Ha kagp. [.BbapHeTT (Barnett,
2008), popMytoumn 3aranbHy KOHLIEMLito
eKcrepuMMeHTanbHoro KiHo, y 2008 p.
BUIAB KHWTY Nif Ha3BoOK «Pyx fIK CeHc:
B eKcrnepuMeHTanbHOMY KiHO». [locni-
IKEeHHA pexucepa € LjikaBUM Y KOHTEKCTi
BUHUKHEHHSI HOBOTO CMPUMHATTA 4yepes
BMBYEHHS HEHApPaTUBHUX CTPIYOK, Ae BiH
3a3Hayae: «...po34YyMU MPO MOBEPXHIO
eKpaHa [03BONISIlOTb HaM He ApamaTu-
3yBaTu KiHO, a BTpaTUTU 0BOB'A3KOBUM
NoTiK icTOpii i BUKOPUCTOBYBATU eKpaH
ONA 0OCTIAXEHHS WMPLLMX NUTaHb enic-
TeMOJIOrii Ta OHTOJIOrII, @ He nuwe cnab-
KocTel ntoacTea...» (Barnett, 2008, p.17).

HacTynHi KiHopexucepu nepeBigKpu-
Banu pyx abCTpakTHOro KiHO Ta BUSB-
NIANN B HbOMY YHiKasnbHi efleMeHTH, AKi
MOXHa MepeoCMUCTIUTU B KOHTEKCTI
eKpaHHOI MoBW. Hanpuknag, y KHU3I
«BifgCyTHICTb Y KiHO: MUCTELTBO HiYoro
He nokasyBaTu» [OoLEHT Kadegpu Ki-
HO3HaBCTBa YHiBepcuTeTy wTaTy AWo-
Ba [xacTiH Pemec (Remes, 2020, p.139)
aHaniaye TBOPYICTb KOHKPETHUX pexuce-
piB, IKi CTBOPIOIOTb BaraTum ecTeTUYHUN
[OCBIZ Y CBOIX (hinbmMax, ekcnyaTytoun
KiHemaTorpadiyHi nyctotv B 0co6MBO
nepekoHINBUI cnocib: «Y "OuTauni pyx
Boau y BikHi" (1959) CTeH bpaxeiax Bu-
KOpWUCTOBYE Tuuy, W06 CTBOPUTU Haf-
3BMYaAHO HEOLHO3HAYHYy eCTeTUYHY
3ycTpiu. Y po6oTi “BunydyeHnin” (1999)
Haomi YMaHb feMOHCTpye cuny BiacyT-
HOCTIi ON19 MOCUNEHHS epoTu3amy. A B “[le-
aHiMoBaHwui" (2002) MapTiH ApHonbg, 3a
JONMOMOroK CTUpaHHA [03BONsE rMsafa-
YaM BiguyTW LUYHbATY, CTaH paguKalb-
HOI BiAKPUTOCTI».

MpoTarom XX cT. ekcrniepyuMeHTanbHUN
KiHemaTorpadiuyHui pyx yHKLUioOHYye AK
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YHiKasibHa apeHa MOLWYKiB Ta PO3BUTKY
YHiKanbHOT MOBU MUCTELTBA PyXOMOIo
300paxeHHs. BigTiHkM Lboro HoBaTop-
CTBA BM3HAYalOTb HOBi FOPU3OHTU AJiA
CMPURHATTA Ta iHTepnpeTauil KiHO, Ke-
poBaHi i TBOpusAMM, i spadamu. Hacu-
YEHICTb LbOr0 eKCMEepUMEHTY BU3HAYae
HOBI KOHTYpu B eBOJItOLIl KiHemaTorpa-
dil, pobnsun koxeH kagp Ta dinbMo-
BUI eni3of, YaCTKOK BENUKOro Xy[oX-
HbOro BIAKPUTTS. [LocnigHuus Teopil
KiHo Pea BanbaeH (Walldén, 2017, p.124)
posrnsifae aBaHrapg ik Bupas Gypxnu-
BO-OMNTUMICTUYHOIrO [AOyXy nonepegHbo-
ro CTONITTSA: FOHALbKOro, CTPaxiTNIMBOro
" BOLHOYAC KpMXKOro. Ha gymMKy Hayko-
BuUi, 6araTo iHHOBaLi aBaHrapgy ctanu
HEBMAUMOK YaCTMHOK MAacCoBOI KyJib-
Typw, Nigaanuca Komepuianisauii yepes
peknamy, Ppo3MNOoBCHOAMIUCSA 3aBLAKU
HOBWUM TEXHOJIOTIAM i, MOX/IMBO, HaBiTb
HECBiOMO 3MIiHWM CMOCi0, AKUM MM
crnpuiMmaemo ceit (Walldén, 2017, p.124).

BHecok ctoppeanicTMYHOro KiHO € Heo-
LiHEHHUM, OCKiJIbKWM MOr0 YMUCIIEHHI eKc-
nepumeHTH BOyLyBanucs B CydacHWn
TpaguuinHui KiHemaTtorpad. barato cy-
yacHux iflbMiB BUKOPUCTOBYIOTbL efe-
MEeHTU CcHoBUOHOI abo ippauioHanbHOT
00pasHOCTI, HeNiHiHI HapaTUBHI CTPYK-
Typu Ta HecTaHOaApTHi TexHiku OonoBi-
Oi. HaBiTb TepMiH «croppeanicTUYHUA»
y KiHO 3 vyacoM cTaB 6inbll enacTuy-
HUM, | MOro noyanu BUKOPWUCTOBYBATU
OJ1s1 OMUCY LUMPOKOro crnekTpy dinbMiB,
AKi 00epexHO BMPOBaAXYOTb NpUiio-
MU HagpeasnbHOro B OKPEMUX emni3omax
3 METOH CTBOPEHHS HECMOAiBaHOro
edbekTy ONs rnspadis.

MNpoTte 3paeTbcq, wo y XXI cT. cno-
CTepiraeTbCsl MPU3YNMUHEHHS MpoLecy
pPO3BUTKY  €KCMepUMEHTasnbHOT  KiHe-
MaTorpacpiyHoi MoBW. [MoToyHMI eTan
XapakTepusyeTbCcs BIACYTHICTIO Bupa-
XeHoi AuMHaMiku B TpaHcdopmauii cuH-
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TaKCUYHUX Ta CTPYKTYPHUX eJleMeH-
TiB hinbMmiB, WO Moxe 6yTU noB'A3aHo
3 psiioM 00'eKTUBHUX YM CYB'€KTUBHUX
UMHHWKIB, fIKi BMAMBaKOTb Ha TBOPYUIA
npouec B Ui ranysi. B akapgemiyHin
ny6nikauii €. Ffopucnasus (2021, c.32)
npeacTaBneHo Taki BUCHOBKMU: «KiHO-
MOBa TpuUBaJMN 4ac He 3a3HaBaja pa-
OVKanbHUX HoBaUin. EBontouinHuiA npo-
LLlec OHOBJIEHHS! KIHOMOBW BiAOyBaeTbCSA
Ha[3BMYaNHO MOBIIBHO, | Le He 3yMOB-
JIIOE PEBOJOLIHMX 3MiH, fIK Le Biaoby-
Banocsl paHile». EkcnepuMeHTanbHUii
KiHemaTorpad I'pyHTyeTbCSsl Ha cTpaTerii
pecTtabinizauii 3arasibHOMNPUNRHATUX Me-
Jiauin, oe Ko4YoBUM €JIEMEHTOM € Mo-
CTilHa HenepepnbadyBaHiCTb.

Y KHu3I «MoBa HOBUX Megia», Teope-
TMK UuudpoBoi KynbTypu J1. MaHoBMY
(Manovich, 2002, p.10) BUCNOB/OE KOH-
Lenuito MOTEHLINHOrO PO3BUTKY: «...3aB-
[JaHHAM aBaHrapAHuUX MUTLIB HOBUX Me-
Jia CbOrofHi € NpornoHyBaTu anbTepHa-
TUBU iCHYIOUI MOBiI KOMM'IOTEPHUX Me-
Jia. Llboro MoxHa Kpaltle focartu, AKLL0
MaTK Teopito Toro, AK “MenHcTpiMoBa"
MOBa BfalUTOBaHa 3apa3 i ik BOHa eBO-
NIIOLIOHYE 3 MJIMHOM Yacy».

JMHaMiYHMIA pO3BUTOK CyyacHuX Lud-
poBMX Mefia CTaBUTb Mif CYMHIB MOX-
JIBICTb YiTKOrO BM3HAYEHHS TXHiX rpa-
Hel, yHacnigoK 4oro yckiagHHEeTbCs
nowyk 6yHTiBHOI eKpaHHOT MOBW. Y CBOI
TEKCTOBIN npaui MankonbmM ne paiic (Le
Grice, 2001, p.309), 6pUTaHCLKNIA aBaH-
rapoHuUi pexucep, BUCIIOBMOE CIYLUHY
OYMKY LLOA0 CYy4yaCHOro cepefoBuLLa.
BiH 3a3Hayvae, WO TEXHOJIOTiYHI MeXi
CTaloTb HEO3HaYeHUMM, a JUCKYpPC BXe
€ HacCTiNIbKK X TiOpMOHMM, WO CKagHO
3p03yMiTH, AK iHHOBALil MOXYTb BU3Ha-
yaTucs K paguKanbHi napagurmu, KL,
BOHM He BMUCYHOTLCS B iCHYHOYI iIHCTUTY-
LiHi KOHTEKCTH, TaKi AK CBIiT MUCTeLTBa
(Le Grice, 2001, p.309).

Niwadan, O, Mwiwa, B. EkpaHHa MOBa B eKCNEPUMEHTANBHOMY KiHEMaTOrpadi
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BucHoBKu

LocnigxyBaHa npobnema BuMarae
KOMMJIEKCHOIO aHanisy pi3HOMaHIiTHUX
acnekTiB, BKJ/IHOYAKOUYM  TEXHOMOTIYHY
FHYJKicTb UMcpoBUX Megia, BNIUB OuUC-
Kypcy Ha NpUAHATTS HOBOBBEAEHb Ta
B3aEMOJiI0 3 HasIBHUMM KYJIbTYPHUMMU
i TBOpYMMM napagurmamu. Xoya TBO-
puUi paHHIX pyxiB eKcnepMMEeHTanNbHOro
KiHO MpPOLOBXYIOTb BpaXaTh HUHILIHIX
rnafaviB CBOEK OpWriHaNbHICTIO ce-
pen NpocTopy TpamuuiiHOro KiHo. Tomy,
MOXJIMBO, HECTPUSITIIUBICTb HOBUX pYy-
XiB MoXe 6yTu nos'a3aHa i3 notpeboto
MOBHOFO OCMMUCJIEHHSI Ta YCBIiJOMIIEHHS
iCHYIHOUMX TeHOEeHLiN, nepw Hix Biaody-
JeTbCcsA Mepexif [0 HacTyrmHOro etany
iHHOBAL,iNHOrO PO3BUTKY.

EkcrnepumMeHTanbHe KiHO BHECNO 3Ha-
YHUMA BKJafd, Yy PO3LUMPEHHSA XYIOXHiX
rOPU3OHTIB TpagMLiAHOro KiHemaTorpa-
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da Ta Megia. [esiki enemMeHTU eKpaH-
HOI MOBM, AKi Bynn po3pobrneHi pexuce-
paMyM B pamKax eKCrMepuMeHTasIbHOro
KiHO, CbOrofHi CTanM NPUUHATHUMMU Ta
JOCUTb 4YacTO BMKOPUCTOBYHOTLCS B CY-
YyacHux cinbMax. HeHapaTuBHUIA cTunb
onoBigi, TpaHcdopMoBaHi 306paXxeHHs,
abCcTpaKTHI  MankoHKK, croppeanicTuy-
Hi NpMMOMK Ta [OBFi NaHW He € 3apas
HOBUW3HOIO 1 CTanu BaXJIMBUMU efleMeH-
TaMu OJ1s CTBOPEHHS ApaMaTypriyHoro
aTpaKLioHy.

CyyacHU ekcrnepuMeHTaIbHUIA  KiHe-
MaTorpac, xo4a i CMHTe3ye Ta nepeBifa-
KpMBa€e OCHOBHI Teuil ekcnepumMeHTanis-
My, 3iTKHYBCSl 3 BUKJIMKaMW PO3BUTKY
CBOET MOBM B YMOBaXx Cy4YacCHOro KiHoce-
pepoBulia. HeoHO3HAYHICTb Yy BU3Ha-
YeHHi MeX LIbOro MefliyMy CTBOPHOE KOH-
TEeKCT Ona ManbyTHiX [ocnigXeHb, ae
BaX/IMBMM 3aBAAHHSAM € MOLUYK HOBUX
HanpsIMKiB PO3BUTKY eKpaHHOI MOBMU.

lopucnaseub, €., 2021. KynbTyponoriyHui AucKypc eBositouil ekpaHHOT MoBW. KynibTypa
Ykpaiuu, [e-journal] 73, c.28-34. https://doi.org/10.31516/2410-5325.073.03

KaHiBeupb, I, 2016. BapiaTUBHiCTb y KiHO Ta YHiBepcasnbHicTb KIHOMOBW. KysbTyposioriyHa
aymka, [online] 9 (1), ¢.34-39. NocTtynHo: <https://www.culturology.academy/wp-content/
uploads/KD9_Kanivets.pdf> [[laTa 3BepHeHHs 14 TpaBHa 2024].

Yminb, I. Ta MweHnyHa, K., 2018. MoHTax KiHO: Bif, paAstHCbKOro KiHoaBaHrapgy L0 Cy4acHUx
NPaKTUK MOHTaxy. BicHMK KWIBCbKOro HauiOHa/bHOro YHIBEPCUTETY KY/IbTYpU i MUCTeLTB.
Cepis: AygioBisyanbHe MucTeuTBO | BUPO6HMYTBO, [e-journal] 2, ¢.98-106. https://doi.
org/10.31866/2617-2674.2.2018.151823

LLlaponanoea, H., Oanuntok, B. Ta KpacHeHko, 0., 2021. I|HHOBaLiiHWIA LWNSX PO3BUTKY
KiHoMucTeuTBa. BicHMK KWIBCbKOrO HawuioOHasbHOro YHIBEPCUTETY KyNnbTypu | MUCTELTB.
Cepis: AyaioBisyanbHe MUCTEUTBO i BUPO6HMUTBO, [e-journal] 4 (2), ¢.233-243. https://doi.
org/10.31866/2617-2674.4.2.2021.248696

LLiwpman, P, Kotnsp,C. Ta CynpyH-XuBogpoBa, A, 2018. CemioTUyHa KoOHLenNUis
B KiHemaTorpadi. BicHuk KuiBCbKOro HauioOHaslbHOro yHIBEPCUTETY KyAbTypu i MUCTELTB.
Cepis: AygioBisyanbHe MucTeyTBo | BMpO6HMUTBO, [e-journal] 2, ¢.79-88. https://doi.
org/10.31866/2617-2674.2.2018.151819

Barnett, D., 2008. Movement as Meaning: In Experimental Film. Amsterdam: Rodopi.

Bezruchko, 0., 2024. Oleksandr Dovzhenko's experiment in film pedagogy. Studies in Russian and
Soviet Cinema, [e-journal] 18 (3), pp.1-18. https://doi.org/10.1080/17503132.2024.2393930

ISSN 2617-2674 (Print),

ISSN 2617-4049 (Online) Lishafai, O., Hrysha, V. Screen Language in Experimental Cinema



BicHMK KMIBCBKOrO HaUOHaNbHOro YHIBERCUTETY KYNbTYPN | MACTELITB.
Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO 2024+ 7(2) - c.224-235

Bezruchko, O., Gavran, I, Hrabarchuk, 0., Kostiuk, N. and Kot, H., 2020. Ideological concepts in the
cinematography of the interwar period. Astra Salvensis, [online] 1, pp.669-690. Available at: <https://
www.researchgate.net/profile/Nataliia-Kostiuk/publication/364366805_ldeological_Concepts_in_
the_Cinematography_of_the_Interwar_Period/links/6350048a6e0d367d91ab026b/Ideological-
Concepts-in-the-Cinematography-of-the-Interwar-Period.pdf> [Accessed 14 May 2024].
Bezruchko, O., Gavran, |., Korablova, N., Oborska, S. and Chmil, H., 2024. Stage costume as an
important element of the subject environment in cinema and theatre. E- Revista De Estudos
Interculturais, [e-journal] 12, pp.1-21. https://doi.org/10.34630/e-rei.vi12.5777

Bezruchko, O., Pogrebniak G., Korablova, N., Oborska, S. and Chmil, H., 2024. The Scenery as
Compositional and Artistic Components of the Subject Environment in Ukrainian Screen and
Stage Culture. Heranga, [e-journal] 7 (2), pp.125-137. https://doi.org/10.52152/heranca.v7i2.831
Cahill, J.L., 2008. Anacinema: Peter Tscherkassky's Cinematic Breakdowns. Towards the
Unspeakable Film. Spectator, [online] 28 (2), pp.90-101. Available at: <https://cinema.usc.edu/
assets/096/15636.pdf> [Accessed 14 May 2024].

Hoberman, J., 1984. After Avant-Garde Film. In: B. Wallis, ed. Art after modernism: rethinking
representation. New York: New Museum of Contemporary Art, pp.59-74.

Le Grice, M., 2001. Experimental Cinema in the Digital Age. [e-book] London: British Film Institute.
https://doi.org/10.5040/9781838710880

Manovich, L., 2002. The Language of New Media. [online] Cambridge: MIT Press. Available
at:  <https://manovich.net/content/04-projects/163-language-of-new-media/language.pdf>
[Accessed 14 May 2024].

Myslavskyi, V., Chmil, G., Bezruchko, O. and Kupriichuk, V., 2021. Formation of Ukrainian
Newsreel and Documentary Cinema in 1923-1928. Media Education (Mediaobrazovanie),
[e-journal] 17 (4). pp.684-692. DOI:10.13187/me.2021.4.684

Myslavskyi, V., Chmil, G., Bezruchko, O. and Markhaichuk, N., 2020. Poetics of Ukrainian
Film 'Earth’: Oleksandr Dovzhenko's Conceptual Search. Media Education (Mediaobrazovanie),
[e-journal] 60 (4). pp.713-720. DOI:10.13187/me.2020.4.713

Myslavskyi, V., Chmil, G., Bezruchko, O. and Cherkasova, N., 2020. From "The Eleventh Year”
to "The Man with a Movie Camera": conceptual search of Dziga Vertov. Media Education
(Mediaobrazovanie), [e-journal] 60 (3), pp.507-514. DOI:10.13187/me.2020.3.507

Rees, A.L., 2011. A History of Experimental Film and Video: From the Canonial Avant-garde to
Contemporary British Practice. 2nd Ed. [e-book] London: British Film Institute. https://doi.
org/10.5040/9781838710637

Remes, J., 2020. Absence in Cinema. The Art of Showing Nothing. [e-book] New York: Columbia
University Press. https://doi.org/10.7312/reme18930

Rusuy, C., 2015. Abstract Cinema and Aesthetic Utopia in the Interwar Period. Echinox Journal,
29, pp.53-64.

Walldén, R., 2017. Beware! Construction! A semiotic methodology for approaching avant-garde
cinema. Punctum, [e-journal] 3 (2), pp.111-136. https://doi.org/10.18680/hss.2017.0018

REFERENCES

Barnett, D., 2008. Movement as Meaning: In Experimental Film. Amsterdam: Rodopi.
Bezruchko, 0., 2024. Oleksandr Dovzhenko's experiment in film pedagogy. Studies in Russian and
Soviet Cinema, [e-journal] 18 (3), pp.1-18. https://doi.org/10.1080/17503132.2024.2393930

ISSN 2617-2674 (Print),

ISSN 2617-4049 (Online) Niwadan, O, Mwiwa, B. EkpaHHa MOBa B eKCNEPUMEHTANBHOMY KiHEMaTOrpadi



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2024+ 7(2) - pp.223-235

Bezruchko, O., Gavran, I, Hrabarchuk, 0., Kostiuk, N. and Kot, H., 2020. Ideological concepts in the
cinematography of the interwar period. Astra Salvensis, [online] 1, pp.669-690. Available at: <https://
www.researchgate.net/profile/Nataliia-Kostiuk/publication/364366805_ldeological_Concepts_in_
the_Cinematography_of_the_Interwar_Period/links/6350048a6e0d367d91ab026b/Ideological-
Concepts-in-the-Cinematography-of-the-Interwar-Period.pdf> [Accessed 14 May 2024].
Bezruchko, O., Gavran, |., Korablova, N., Oborska, S. and Chmil, H., 2024. Stage costume as an
important element of the subject environment in cinema and theatre. E- Revista De Estudos
Interculturais, [e-journal] 12, pp.1-21. https://doi.org/10.34630/e-rei.vi12.5777

Bezruchko, O., Pogrebniak, G., Korablova, N., Oborska, S. and Chmil, H., 2024. The Scenery
as Compositional and Artistic Components of the Subject Environment in Ukrainian Screen
and Stage Culture. Heranca, [e-journal] 7 (2), pp.125-137. https://doi.org/10.52152/heranca.
v7i2.831

Cahill, J.L., 2008. Anacinema: Peter Tscherkassky's Cinematic Breakdowns. Towards the
Unspeakable Film. Spectator, [online] 28 (2), pp.90-101. Available at: <https://cinema.usc.edu/
assets/096/15636.pdf> [Accessed 14 May 2024].

Chmil, H. and Pshenychna, K., 2018. Montazh kino: vid radianskoho kinoavanhardu do
suchasnykh praktyk montazhu [Film Editing: From Avant-garde Films to Modern Editing
Practice]. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 2, pp.98-106. https://doi.org/10.31866/2617-2674.2.2018.151823
Hoberman, J., 1984. After Avant-Garde Film. In: B. Wallis, ed. Art after modernism: rethinking
representation. New York: New Museum of Contemporary Art, pp.59-74.

Horyslavets, Ye., 2021. Kulturolohichnyi dyskurs evoliutsii ekrannoi movy [Cultural Discourse
of the Cinematic Language Evolution]. Culture of Ukraine, [e-journal] 73, pp.28-34. https://doi.
org/10.31516/2410-5325.073.03

Kanivets, I., 2016. Variatyvnist u kino ta universalnist kinomovy [Variability in Cinema and the
Universality of the Cinema Language]. The Culturology ideas, [online] 9 (1), pp.34-39. Available
at:  <https://www.culturology.academy/wp-content/uploads/KD9_Kanivets.pdf> [Accessed
14 May 2024].

Le Grice, M., 2001. Experimental Cinema in the Digital Age. [e-book] London: British Film Institute.
https://doi.org/10.5040/9781838710880

Manovich, L., 2002. The Language of New Media. [online] Cambridge: MIT Press. Available
at:  <https://manovich.net/content/04-projects/163-language-of-new-media/language.pdf>
[Accessed 14 May 2024].

Myslavskyi, V., Chmil, G., Bezruchko, O. and Kupriichuk, V., 2021. Formation of Ukrainian
Newsreel and Documentary Cinema in 1923-1928. Media Education (Mediaobrazovanie),
[e-journal] 17 (4). pp.684-692. DOI:10.13187/me.2021.4.684

Myslavskyi, V., Chmil, G., Bezruchko, O. and Markhaichuk, N., 2020. Poetics of Ukrainian
Film 'Earth’: Oleksandr Dovzhenko's Conceptual Search. Media Education (Mediaobrazovanie),
[e-journal] 60 (4). pp.713-720. DOI:10.13187/me.2020.4.713

Myslavskyi, V., Chmil, G., Bezruchko, O. and Cherkasova, N., 2020. From "The Eleventh Year”
to "The Man with a Movie Camera": conceptual search of Dziga Vertov. Media Education
(Mediaobrazovanie), [e-journal] 60 (3), pp.507-514. DOI:10.13187/me.2020.3.507

Rees, A.L., 2011. A History of Experimental Film and Video: From the Canonial Avant-garde to
Contemporary British Practice. 2nd Ed. [e-book] London: British Film Institute. https://doi.
org/10.5040/9781838710637

ISSN 2617-2674 (Print),

ISSN 2617-4049 (Online) Lishafai, O., Hrysha, V. Screen Language in Experimental Cinema



BicHMK KMIBCBKOrO HaUOHaNbHOro YHIBERCUTETY KYNbTYPN | MACTELITB.
Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO 2024+ 7(2) - c.224-235

Remes, J., 2020. Absence in Cinema. The Art of Showing Nothing. [e-book] New York: Columbia
University Press. https://doi.org/10.7312/reme18930

Rusu, C., 2015. Abstract Cinema and Aesthetic Utopia in the Interwar Period. Echinox Journal,
29, pp.53-64.

Sharolapova, N., Danyliuk, V. and Krasnenko, 0., 2021. Innovatsiinyi shliakh rozvytku
kinomystetstva [Innovative Way of Cinema Development]. Bulletin of Kyiv National University of
Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 4 (2), pp.233-243. https://
doi.org/10.31866/2617-2674.4.2.2021.248696

Shyrman, R., Kotliar,S. and Suprun-Zhyvodrova, A, 2018. Semiotychna kontseptsiia
v kinematohrafi [Semiotics of Cinema]. Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Art and Production, [e-journal] 2, pp.79-88. https://doi.org/10.31866/2617-
2674.2.2018.151819

Walldén, R., 2017. Beware! Construction! A semiotic methodology for approaching avant-garde
cinema. Punctum, [e-journal] 3 (2), pp.111-136. https://doi.org/10.18680/hss.2017.0018

ISSN 2617-2674 (Print), . .
ISSN 2617-4049 (Online) Niwadan, O, Mwiwa, B. EkpaHHa MOBa B eKCNEPUMEHTANBHOMY KiHEMaTOrpadi



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2024+ 7(2) - pp.223-235

SCREEN LANGUAGE IN EXPERIMENTAL CINEMA
Oleksandr Lishafai's, Valerii Hrysha?

"Merited Artist of Ukraine, Professor at the Sound Production Department;
e-mail: lishafay2016@gmail.com; ORCID: 0000-0003-0812-6356

2Master of Audiovisual Arts and Production;

e-mail: valeragrysha@gmail.com; ORCID: 0009-0009-7450-5849

aKyiv National University of Culture and Arts, Kyiv, Ukraine

Abstract

The purpose of the research is to analyse the evolution of experimental cinema in order to identify the
elements introduced into the language of the screen. To study the impact of non-traditional cinema on the
audiovisual space and to identify its influence on contemporary mass cinema. To outline experimentalism’s
innovative aspects and determine its prospects for development in the context of the contemporary film
environment. The research methodology is based on a number of scientific methods. The explanatory
method aims to identify the factors that have led to the emergence of differences in film language between
experimental and traditional cinema. The theoretical method is based on a systematic analysis of literary
sources and includes a detailed overview of the history of experimental cinema and an analysis of scientific
works by theorists and directors, with an emphasis on identifying the key elements of screen language.
The empirical method involves a retrospective analysis of experimental films to identify the peculiarities of
screen language. The comparative method is used to draw parallels between different experimental film
movements and their synthesis. Scientific novelty. Through a thorough analysis of the elements of screen
language invented and implemented in non-traditional cinema, the key experimental techniques that find
their embodiment in the contemporary mass cinema environment have been identified for the first time.
Conclusions. The study analyses the development of experimental cinema and identifies the elements
implemented in the screen language. It was found that experimental cinema significantly expanded the
artistic possibilities of traditional cinema. Once innovative, its elements of screen language have now
become acceptable and widely used in contemporary films. The article outlines the innovative aspects
and identifies the prospects for developing non-traditional cinema. Synthesising the main trends of
experimentalism, contemporary experimental cinema faces the challenge of developing its own language
in the current audiovisual environment.

Keywords: experimental cinema; film language; abstract cinema; avant-garde; surrealism; structuralism
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AHoTauis

MeTa pocnifpkeHHsi — pO3KPUTU 3HayYeHHs Mefiadd'toXHY sIK TeXHOMoril
Ta MexaHiaMmy TpaHcdopmalil ekocucteMu TenebayeHHs y MepLuii YBepTi
XXl cT1. MeTopgonoria pocnigyeHHa. Y cTaTTi anpoboBaHo, Mno-nepLue,
eKoCUCTEMHUI Migxig, Wo pgonomarae igeHTudikyBatu TenebayeHHs
AIK eKocucTeMy Ta OAMH 3 BaX/MBUX CErMeHTIB CyyacHoro uudpoBoro
aypioBisyanbHoro naHgwadTy, wo nepebyBae Ha TpaHcopMaLinHin cTagil,
fIka XxapaKTepusyeTbcsi py3iiHUMM, KOEBOJOLINHUMU Ta KOHBEPreHTHUMMU
npouecamMu Mix TpaauLiiHUMK Ta HOBUMU Mefia, i, No-apyre, METOL0J0rit0
MefjiaapXxeosioriyHnx [OOChiAXeHb, 3riQHO 3 SIKOK TpaguuinHi mepdia e
CTaHOBNATb 3HAYHY YACTMHY CMOXMBAaHHA HOBWH cepep Jofed MoXunoro
BiKy, NpOTe HOBI Mefia 3MiHUAM NapagurMy po3BUTKY Ta (DYHKLIOHYBaHHS
TeneiHAycTpil, NiAWTOBXYHOYM NepLUi A0 AeKOHCTPYKLil Mofenen ynpaBniHHA
Ta peny6nikyBaHHA MOMNYNAPHOrO KOHTEHTY Ha couianbHUX, MOOINbHUX
i uncbpoBux (HeTpaguuinHux) nnatgopmax. HaykoBa HoBM3Ha nonsrae
y TOMYy, L0 BrepLlie akLeHTOBaHO Ha BaXJIMBOCTI Mefiadd'toXH-TexHonoril
nif 4yac KOHBepreHuii TpaguuilHWX | HOBMUX Mefilia B MeXax Cy4vyacHoro
uucppoBoro aygiosisyanbHoro naHgwadTy, KOHUenTyanisoBaHo eHoMeH
Mefiad'toXHY fIK MexaHiaMmy TpaHcdopmalii ekocuctemn TenebayeHHs
y XXI cT. BucHoBKM. [loBefieHO, L0 Mefiadh'toXH K MexaHiam TpaHcdopmMallil
ekocucteMun TenebayeHHs CTae KJHOYOBOKO TeHfeHLjielo, 0cobnmBo Ha
npuknagi Mofeni BeSMKOro Bifeo, Ta BifKpMBae HOBI MOXIMBOCTI Ans
PO3BUTKY TENEBI3IVHUX Mefia 3aBAsKM Nepexony TpaauuinHoro TenedayeHHs
0o nnatdopMHoi iHTerpauii 3 HoBUMU Megia. Pe3ynbTaToM 3acTOCyBaHHS
Mepfiad'toXXH-TEXHOMOrT TakoX € 3MiHa dokyca yBarM Ta nigxomnis
[0 HocilB i cnocobiB [ocTaBneHHs TeneBisiiHoro (MynbTUMegifiHOro)
KOHTEHTY, Mogeneil po6oTM 3 ayguTopieto («KOPUCTYBALbKUN KOHTEHT),
pecTpykTypu3auii pefakuii HOBUH («AUCK HOBUH» Ta «MefiafUpUTeHT»),
3MiHa Mogeni BUPOBGHMLTBA, NepeTBOPEHHS 1l Ha NaHLIKOXKOK «MiaHyBaHHS»
BCix hopMmariB.

Hapinwna 04.09.2024

audiovisual-art knukim.edu.ua
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MeyepaHcbkui, |., 2024 Megiadh'toXH SIK TEXHOJIOTIA | MexaHi3M TpaHcdopMaLlii ekocucTemu TenedayeHHs
y XXI cToniTTi. BicHuk KuiBcbkoro HalioHasilbHOro yHiBepcuUTeTy KynbTypu i MucTeyTB. Cepis: AyaioBidyanbHe

MUCTeLTBO | BUPO6HMLUTBO, T (2), €.236-246.

dopmynioBaHHs npobnemu

AypioBisyanbHuin naHgwadT nepLuor
yBepTi XX| CT. € gUHAMIYHUM | [EMOH-
CTPYE HEeNiHiNHI cueHapii po3BUTKY OK-
pemMux  aymioBi3yallbHUX  €KOCUCTEM,
KOHBepreHuia Mix akumu pepani 6inb-
e NoCUIIETLCSA. SAKLLO 3BEPHYTUCA [0
HeNiHIMHOro CcLeHapito PO3BUTKY TaKoi
eKocucTeMu, ik TeniebadeHHs (oani — Tb),
BpaxoBytounm TpaHcdopMalito Tpagu-
UinHoro TB, KOHTEHTHe MoJestoBaH-
HSl, TEXHOJONIYHI MPUHLMMNU MOBJIEHHS
Ta MapKEeTUHIOBI [OCHIIXEHHS, TO CTae
3p03yMifio, Wo OiNbWiCTb BYEHUX, aHa-
NITUKIB | NpaKTUKIB 3 pisHMX KpaiH
nparHyTb OCMWUCAWUTU Crpobu Uiel eko-
CUCTEMU BUXWUTU B KOHKYPEHTHIN 6o-
poTbbi Mepia. Hacamnepen wnpetbes
Mpo aKTWMBHY yyacTb TpaguuiiHoro Tb
HaLjioHaNbHOro i CBITOBOro MacliTabis
Yy KOHKYpeHUii 3 iHTepHeT-3MI, oro B3a-
€EMOJiI0 3 HOBUMU Mefia Aofisl LOCATHEH-
HS onTMManbHoro cumbiosdy. Cnienpaus
Ta cninbHe BMPOGHULTBO BUCOKOSAKIC-
HOro MpOrpamMHOro MpoAyKTy CBiguyaTb
He nue Npo BigYyTHY OMHaMIKy Tene-
Bi3iMHOI eKOCMCTEMM B €roxy CTPUMIH-
ry, a n npo aganTauito TpaguuiiHoro Tb
[0 HOBWX pearnii, Konu 3BUYHI st Hac
Mefia peanisytoTb CTpaTerito «eguHoI
TpaHcnsAuii» nporpam, NokKiagaynch Ha
BNacHi MOXJMBOCTi BUpPOOHULTBA Me-
Oianpoaykuii, wo6 3anobirtu TpaH3uTy
[JaHUX Ha BiJEOXOCTUHIM Ta MEepeMicTu-
TWU KOHTEHT TeNeBi3iHUX Meaianporpam
Ha CBOI HOCIl, MOHOMONI3yOUN aBTOPCHKIi
npaBa Ha NOMyNsipHi pecypcy Ha BRAacHUX
nnatcpopmax. Lle 3abesneyye npmbyTok
Ta B3aeMHy Burogy. KoeBontouilHi npo-
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Lecu, IKi HasiBHI B Cy4acHin TeneiHgycTpil,
no-nepLue, NOpoaXyTb cumMBios, Konm
[Ba [OBrMi Yyac pi3Hi ABMULLA MNOCTYMNOBO
y npoueci eBontoLil chopMyBanu B3aeM-
HO ajJanTUBHI Ta B3aeMO3asieXHi BiJHO-
CMHM, i, NO-Apyre, CTBOPHOIOTb YMOBY LNsi
BUKOPUCTaHHS Mepniadd'toXXH-TEXHOSOTIT.
MigTBEpOXEHb LbOMY Ha NpakTuli [o-
CTaTHbO, 30KPEMa TEMATWUYHWUIA MOLLYK
MynbTUMeLINHMX danniBe Ha YouTube
Ta Windows Live, konu TpUBUMIPHUI iH-
Tepcbeiic cTBOPHOE YMOBU ONs OOMiHY
Me[iaKOHTEHTOM MiX KOpWUCTyBayamu
Ta 30epiraHHsl KOHTEHTY Ha NTOKaJIbHOMY
KoMmn'toTepi KopucTyBaya, abo BenuKun
iHTerpauiviHuin noteHuian «Fusion Media
Explorer» cTOCOBHO NONYNsSipHUX iHTEPHET -
CepBICIB i coLjia/ibHUX MepeX, IK-0T MOX-
NUBICTb aBTOMATMYHOIO 3aBaHTaXEHHS
doTorpacin 3 Facebook. 3ragyetbcst
BiOMUIA BUCNIB aMEPUKAHCbKOIro XYyp-
Hanicta Ta naypeata [yniTuepiBCcbKOl
npemii [xx. dynnepa (Fuller, 1996), skuii
HarosolwyBaB, WO HOBI Mefjia 3a3BuUYan
He 3HULLYIOTb CTapi Mefia, BOHW NpoCTo
CKepOBYHOTb iX TyAU, fie MatoTb BiHOCHY
nepesary. MofibHi npouecy He MOXYTb
He uikaBuTU haxiBuiB y ranysi aygiosi-
3yanbHOro MUcTeuTBa Ta BUMPOBHULTBA,
MepiaekcnepTiB i TUX, WO Npautoe y Te-
neiHpycTpil, a ue, BigNoBigHO, aKkTyanisye
HayKOBI PO3BiAKM Y LibOMY Hanpsimi.

AHani3 ocTaHHix gocnip)xeHb
i ny6nikawiin

Mpo B3aemMogito cTapux i HOBUX Megia
HamnMcaHo YMMarso siK 3a KOPLOHOM, Tak
i B YKpaiHi. Te came cToCyeTbCSl 1 iHHO-
BaLiMHOIo [UCKYpCY PO3BUTKY TeneiHay-

Pecheranskyi, |. Media Fusion As Technology and Mechanism
for Transforming the Television Ecosystem in the Twentieth Century
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cTpii B enoxu Industry 3.0 Ta Industry 4.0.
[na 6aratbox HOBI Mefia € CUMBOJIOM
TpaHcdopmalLii ayfioBisyanbHOro naHp-
wadTy Ha cyyacHomy eTani. 30Kpema,
LL. Apen, . dappenn, M. JliHy, Ox. Cang,
Ox. Kenni ta I. LlykepMaH nepeKkoHytoTb
ynTaviB, WO Nonpu 6araToMiNIbAOHHY ay-
ouTopito Facebook Ta YouTube He BapTo
HOBI Mefiia BBaXaTu SIKUMOCb YHiKanb-
HMUM KaHanoMm TpaHcnauil iHdopMmauir.
3 ornsgy Ha Te, WO Ui nnatgopmu Ma-
I0Tb Taki BUCOKi MOKa3HWKU BUKOPU-
CTaHHSA, HOBI Mefjia nepeTBOpPUNIMCA Ha
BaromMy 4acCTUHY XUTTS KOXHOT JIIOOUHM,
AK Konucb Oynu ApyKapCbKW CTaHOK,
pagio Ta Teneeisop (Aday et al., 2012).
B. Kayn nuwe npo BUKIMK, L0 MOr0 Ku-
Hyno uudpoBe CTOMITTA TpaguLiiHUM
Mefia, CyTb IKOro y HOBIilt MOBi (MySIbTU-
Mefia), HOBMX B3aEMUHAX 3 ayQuUTOPIEtD
(iHTepakTUBHICTb) Ta rinepTekcTi. Ho.i
TexHosorii nocnabunu 6ap'epu gns BUXo-
Oy NpoayKuii pisHUX Mefia Ha CBITOBUI
pUHOK, Wo 3Mycuno Tb, pagio Ta npecy
LyKaTu HOBi crnocobu yTpuMaHHA cTa-
poi ayauTopil Ta 3any4yeHHss HoBoi (Kaul,
2012). B. PexmaH i A. Baiiw (Rehman and
Vaish, 2013) BuB4atoTb py3ito KOHTEHTY
B TpaguuiiHUX | HOBUX Megia, mpono-
HytOTb Mogenb 4R reHepauii KOHTEHTY,
fIka JacTb 3MOry pekiaMofaBLUsiM KO-
puryBaTtu CBOI PilLEHHS O[O0 peknaMu
Ha TpPagMUUiNHUX | HOBUX MefiakaHanax.
[O. WaouiH (Shaoging, 2020) pocnigxye
TpaHcMyTaLito KOHLenuil MefiaMmeHenX-
MEHTY B MeXxax TeHheHUiT Mefiadd'toXHY.
Y cBoix «Po3gymMax nmpo iHTerpauito Te-
neBisinHMx Mepia» C. YeH (Chen, 2022)
3asHayae, WO iHTerpauis HoOBWUX | Tpa-
OUUINHUX Mefia [oci TpUBae, 3aKknKae
BUMTMCS Ha 1T YCMILIHUX KeWcax, po3yMi-
TW KOHOTALLito, He BTpayaTu MOXJIMBICTb,
CMINIMBO BNpOBafgXyBaTu iHHOBaLl, 36e-
piraTv YyTnMBIiCTb A0 OCHOBHUX TEHLOEH-
Ui i CMIZIMBO J0NaTU BUKJTUKM.
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YKpaiHCbKi aBTOpY TeX HamararoTbcsl
oCMUCMOBaTK LK npobnemMaTuky, Xo4
i He MPUAINAKTb HanexHy yBary TeH-
OeHuii Ta Megiad'toxH-TexHonorii. Tak,
BapTo 3raaaTtu 36ipHMK MaTepianiB 3BiT-
HOI HaykoBOi KOHcpepeHuii 3a 2019 p.
«TpaguuinHi | HOBI Mepia: Big, icTopii oo
cyvyacHocTi» (HueHko ynopsag., 2020),
cTaTTi €. Kuanuui (2020) npo ponb Kna-
CUYHMX Ta iHTepaKTUBHUX Mefia B Lund-
pPOBOMY CyCMinbCTBi, fle 3a3HayaeTbCs
npo dopMyBaHHS B pe3ynbTaTi iXHbOI
cniBnpawi «<eAnHOro MepiacepenoBuLla»
AK MOTYXHOro npoBigHMKa iHdopMaLil,
inen Ta 3HaHb, T. YBapoBoi (2023), B kil
BOHa OMUCYE OHTOAHTPOMOJIONiYHI 3Mi-
HU B MefiakynbTypi, 3okpema Tb, nig,
BM/MBOM HOBUX Mefia, i 3a3Havae, W0
KNacuyHi  TpafuuinHi Mepia nocTyno-
BO MOYMHAKOTb BUKOPUCTOBYBATU HOBI
undbpoBi TEXHOSOTIT.

MeTa cTaTTi — PO3KPUTU 3HAYEHHS] Me-
Diad'toXHY SIK TeXHOJOoriT Ta MexaHi3My
TpaHcdopmMauii ekocuctemn Tb y nep-
Wwiv yBepTi XXI cT.

OcHOBHUI MaTepian foCNiAXKeHHs

Y npoueci TeXHOJIOrYyHOro pPO3BUTKY,
AKWIA TpuBae Ta Habupae ob6epTiB, OUA-
XuUTanisauii Ta CTBOPEHHS MepeX, HOBI
Mefjia, 3acHOBaHi Ha MepexeBin nnaT-
dopMi, BONOAIIOTE 3HAYHUM  Dys3iN-
HMM noTeHuianom (Big nat. fusio, aHrn.
fusion — d'toxH abo dysia, Wwo nepe-
KNafaeTbCs AK «3NUTTA», «06'eqHaHHS»),
3aBAsfKM SIKOMY BOHM [0/1al0Tb MeXi
TpaguuinHMX Mefia Ta MaroTb MONUT
Ha cyyacHOMYy MepfiapuHKy. TpaouuinHi
Mefiia MOBUHHI BUYATUCA Y HUX Ta iHTe-
rpyBaTucsl 3 HUMM, L0 POOUTb caMmy iH-
Terpauito HEMUHYYOK Ha LUbOMY eTani,
nepeTBOPHOE Ti He MPOCTO Ha TEHAEHLLO,
6a Ginblue, Ha iMNepaTUB PO3BUTKY LiMdd-
poBoro Tb Ta KOHBEPreHTHOI XypHaJic-

MeyepaHchbkui, | Meaiad'roxxH SK TEXHONOTIS | MexaHi3M TpaHchopmaLlil
eKkocucTemMn TenebaqeHHs y XXI ctoniTTi
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Tuku. MNo-nepLue, cninbHe BUKOPUCTaHHS
pecypciB, €OuUHWUN WNAX NS PO3BUTKY
MegiaiHOycTpil — uUe 3IMTTA pecypciB
i cbopMyBaHHS pecypcHoi nnaTdopmu.
Y Mexax HOBOI Mofesi ekcrnaHcis Mepe-
XeBUX Mefiia 03Hayae Koonepawito: me-
pexeBi 3MI, pagio- Ta TenesisiiHi 3MI,
raseTu NpofoBXYHTb CBOK CMiBMpaLto,
neranisytoun 6Ginblue KOHTEHTY W pato-
yuM 3Mory pernopTepam y npsiMmomy edi-
pi NpoaoBXyBaTN aBTOPUTETHI BUMYCKW.
Mo-popyre, ue BigobpaxaeTbcsi Ha Npwu-
Knagi iHTerpauii KaHanie i TepMiHanis,
iHTepHeTy Ta TpaguuiiHMX MepfiakaHa-
nis, npuMipom, Mepexese Tb, cTBopeHe
3aBAsKM iHTerpauil dyHkuin Tb Ta iH-
TEPHETY, UM MepexeBe MOBJIEHHS, CTBO-
peHe y npoueci o6'egHaHHs dYHKLUiN
pagio, Tb Ta iHTepHeTy. 3peLlToto, pos3-
BMTOK HOBUX Mefia CrpuUsiTuMe MOBHil
iHTerpauil TpaguuiiHUX | HOBUX Megia,
AKi 3aBOAKM LbOMY MOXYTb TBOPUTM
Ginblle LiHHOMO Ta LiKaBOro KOHTEHTY,
a iHAycTpianbHUMA NaHutor Moxe O6yTu
6nXkyMM. 3apas Ha TNi MegiaiHTerpauir
Tpaguuindi 3MI nepexuBaroTb cepinos-
Hy KpY3y B yCiX acnekTax, Lo CBiJUUTb
Npo HeobXigHICTb 3aMiHW TpaguLUiNHOT
MoJeni po3BUTKY, sika BinbLle He 3aaTHa
JOMoMOrTM 3 ajanTauielo [0 BeJIMKUX
3MiH Ha PUWHKY 3Ha4YHWX MepgiarpaBLiB
(Shaoging, 2020, p.157).

Mu BCi, 3BUYalHI CnoXxwuBaui, ekc-
nepTy Ta BYEHi, — € CBifLKaMu TOro, fiK
He nuwe [pyKoBaHi Bepcii raseT, Tpa-
OuUinHe pagio Ta macoBe edipHe Tb, no
CYTi, MOCTYMUNNCS IHTEPHETY K KaHany
KoMyHikauil y XXI cT. LUBMAKicTb, iHTe-
PaKTUBHICTb, MOOBINbHICTb, MyJbTUMe-
DiMHICTb, YHiBepcasibHICTb — OCb HOBI
3acafu cyvyacHoro MegianpocTtopy. Tak,
CcborofHi 6iNblWicTb 3 Hac 4yepes iHTep-
HeT, eNIEKTPOHHY MOLUTY, TeNeBisiNHy Ka-
6enbHY Mepexy abo NMpoCTO Ha KOMMaKT-
OUCKY MOXYTb 3 JIerKiCTio 0TpMMaTu fo-
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CTyn [0 ayfioBisyanbHOI Ta TeKCTOBOI
iHdopmaLii. Lle He npocTo cnocib TpaH-
cnsilii, a cepriosHi 3MiHM B LMdpoBOMY
aypnioBisyasbHOMY naHgwaddTi, Konu Bi-
[le0 CTa€e NPOJOBXEHHSAM TEKCTY, a 3BYK
intocTpyeTbca  KapTUHKamu. [oBops-
4n Npo MynbTUMepiaTM3aLito i d'HOXH
(dysito), [OopedyHo 3ragatu KOHBep-
reduito, npo Aky |. ne Cona Myna (Pool,
1987, p.19) nNucaB AK MPO «CTUPAHHS
KOPAOHIB MiX Megia». HopBesbki BYe-
Hi A. ®arepiioppg i T. Ctopcyn (Fagerjord
and Storsul, 2007) HalnoBHiLLe onucanu
Luerh TepMiH, BUOKPEMMBLUMN LLLOHANMEH-
Wwe wWwicTb 1 iHTeprnpeTaLii: KOHBepreH-
Lia Mepex (nosiBa cyyacHux unMdpoBUX
KabeNlbHUX  TeNeMepex), TepMiHanie
(o6'emHAHHA KONMUCb Pi3HMX MPUCTPOIB
y €OVHUIA MYNbTUPYHKUIOHANbHUI Mpu-
cTpin), nocnyr (cnyx6u KOpPOTKUX MOBI-
JOMeHb Yy MoBinbHOMY TenedpoHi, 4aTy,
65nory, OOCTYN [0 €NeKTPOHHOI MOLWTH
Yyepes TeneBi30p 3a [ONOMOro NynbTa),
PVHKIB (Hampuknag, 3nMUTTS KOHLEPHY
«Time Warner» Ta iHTepHeT-npoBangepa
AOL), xaHpiB i dbopM (AK-OT 3 iHTEpHET-
KOJIOHKaMMU, fiKi € CBiJYEHHAM TOro, L0
BHacnigok o6'efHaHHS pi3HUX Megia-
nnaTdopM XaHpW, paHille BNacTuBi of-
Hin Megiannatdopmi, MPOHMUKAIOTL Ta
acUMINIOTbCA 3 HWWMKU) Ta peryso-
BaHHS (3amMpoBafXXeHHA perynounx
HOPM | NPOTOKOMIB A1 HaLioOHaNbHUX
i rno6anbHOro MeliapuHKy).

CyyacHi KuTaWcbKi [OCRiOHWKM Npo-
aHanisyBanM MUTaHHA  KOHBepreHuii
Megia Ta TpaHcdopmauil TpaguuinHmx
Mefiia Yy KiflbKOX acnekTax, BpaxoBy-
toun «lHTepHeT+», Benuki paHi, 3MI Ha
nnatdopMi Ta iHHOBaLiT iIHCTUTYLIMHOMO
MexaHi3My. BoHu BusiBunm, wo «lHTep-
HeT+» BTINIMB y cobi He nuwe nornubne-
Hy iHTerpawito Mepexi 3 TpaauuiitHumMm
ranyssiMu iHoycTpil, a Cnpusie OHOBJIEH-
HIO Mocnyr i onuiv TpaguuinHoro Tb ons

Pecheranskyi, |. Media Fusion As Technology and Mechanism
for Transforming the Television Ecosystem in the Twentieth Century
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3aBeplUeHHs1  iHHOBaUiNHUX  pedopM.
Mepexig oo mMopeni «IHTepHeT+» cynpo-
BOIXYETbCSI CEPUO3HUMU  TpaHcdop-
MaLisiMU KOHLenuii po3BUTKY Ta JIOTiKK
LiHHOCTEN, L0 [aloTb 3MOTy PO3rsiHY-
TW iIHTEPHET He NuLle SiK NponaraHanucT-
cbky nnatcopMy, a W SIK CTPYKTYpPHY
cuny B ranysi HoBUX Mepia, Wo dopcye
peopraHisauito  couianbHUX pecypciB
i YMHHWKIB, OOKOPIHHO 3MiHI0E cnocib
po3BuUTKY TeneiHgycTpil (Hallin, 2020).
dopMyBaHHA Cy4vyaCHOl CUCTEMU KO-
MYHiKaLil Ta 3B'A3Ky — MpoBigHa MeTa
Mepiadp'toxHy, SiK i KOHBepreHuii. Ha
LWASAXY 00 L€l MeTU NOTPIOHO «3MiLHI0-
BaTW iHTEPHET-MUC/IEHHS» Ta MIgTPUMY-
BaTM PO3BUTOK HOBUX Mefia. 6 rpygHs
2023 p. Kutaiicbka akageMmis cycnifib-
HUX HayK ony6nikyBana «PiyHui 3BIT Npo
pPO3BUTOK KOHBepreHuii Megia B Kutai
(2022-2023)», B IKOMY HaroJsiollyBaso-
cA, WO TPEHIOBi XapaKTepUCTUKU pO3-
BUTKY KOHBEpreHuii Mefjia nuwe nornu-
onotoTbes: «3 2021 poKy KOHBEpreHu,is
Mefiia nmpuckopwna BCEOCSKHY LuMcpo-
Bi3aUilo cycninbcTBa, CTBOPUBLUM Pi3-
HOMaHITHY KPOCMe[liHy eKoCcUCTeMy Ta
nigTpumMasLwmy nobynoBy posymHoro Ku-
Tal. 3aBAAKM iHTeNeKTyasbHUM TeXHO-
norism undppora iHdpacTpykTypa nnart-
hopM KOHBepreHuii Mefia MpUCKOpLOE
MiXMe[niiHy cniBnpayto Ta TpaHcdop-
Malito, CrpUsiloYM CTBOPEHHIO HOBOI
Moeni KOMMIEKCHOT MefiakoMyHiKaL,ii»
(Yin, 2024). BogHoyac MpOCTeXyeTbCs
YCBIiIOMJIEHHSI BaXJIMBOCTiI nnatcopmu
y npoueci iHTerpauii Ta Megiad'toxHy.
Lle Bkasye Ha Te, LU0 Nif Yac noganbluo-
ro aHanisy iHTerpauii Ta TpaHcdopmauii
Tb B Mexax nnaTopMHOr0 MMUCIEHHS
BaX/IMBO BMOKPEMUTU «CTpaTerito nnat-
cbopmu», BIOMOBUTUCA Bif «CTaporo
MUCHIEHHSI» (aKLUEHT Ha 3a[0BOJIEHHS
HecKiHYeHHOro mnonuTy) i MNpOoroHyBa-
TU KOHKPETHI pekoMeHpauji, K AeKOH-
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CTPYIOBaTM MWCJIEHHS W KOHKYpyBaTu
Ha TpaguuivHin ranyseBin nnatdgopmi
(Wu, 2022).

PeiHXUWHIpUMHr MegiaiHgycTpii Ha 6asi
nnaTdopMu-dopmallii, LLLO OXOMNSIOE Lifi,
inel, pokyc i No3uLioHyBaHHSA, NOBUHEH
MOBHICTIO 3MIHUTU KOJIULIHIO OpraHi-
3alifiHy CTPYKTYpy Ta 3akpuTy 6i3Hec-
cucTeMy Ha Ginblw BigKpuUTy, a Tpaau-
LivHIi nnatopMu MaloTb He nuLle Big-
MOBJIATUCS Bif, CBOIX BJIaCHUX XapakTe-
pYCTUK, a 1 BUKOPUCTOBYBAaTH MepeBaru
HOBMX Mefia y npoueci TpaHcdopmalil.
Mo cyTi, 3acTocyBaHHA Megiad'toXH-
TexHororii nepegbavae, Wo TpaguliiHe
Tb mMae aganTyBaTucs [0 JOTiKW PoO3-
BUTKY HOBWUX Mefjia Ta OHOBJIEHMX MO-
Tpeb KopucTyBauiB, iHTerpyBatu edpek-
TUBHI pecypcu 3 HOBUMYU nnaTtdopmamu
Ta cTaTy HanbiNblU NPUCTOCOBAHUM LISl
BWXMBaHHSA B €MOXY IHTEPHETY.

3 po3BUTKOM ULUDPOBUX MYNbTUME-
OIMHUX  TeXHOJNOrn TpaguuinHa iHay-
CTpis Tene- i pafdiOMOBNEHHS CWUJIbHO
3MiHMNacs, Mpo L0 CbOroAHI MULIYTb
6araTo ekcnepTiB i MefjiaaHaniTUKIB, ak-
LEeHTYHOUM Ha XapakTepi mporpam, Ha-
3eMHUX 6e34pOoTOBMX KaHanax nepegadi,
CYNYTHUKOBUX, TENIEKOMYHiKaLiHUX Me-
pexax, nepcoHasibH1X i JOMalLHiX eKpa-
Hax, nnaTdopMax ToLo, i Y Takuit cnocid
NiJKPecnoTb CTBOPEHHSI HOBOrO MNpo-
MUWCOBOrO faHLora, wo TpaHcdopMye
ofpasy Kinbka ekocucteM. Pagio i TB,
TeneKoMyHikauii Ta BuAaBHM4Ya cnpa-
Ba 3anpoBafXylTb HOBUN Mepfiabis-
Hec | po3MMBalOTb MiX COBOH KOPAOHW.
Ha nepwomy etani BigbyBaeTbcs Tex-
Hodp'toXH, TO6TO 06'eHAHHS TEXHOJIOTIN,
L0 YMOXJIMBIIIOE MOfanNblly iHTerpaLito
KOHTEHTY, Mepexi Ta TepMiHana i, Bigno-
BiZIHO, MPU3BOAUTb [0 YTBOPEHHS HOBUX
€KOCUCTEMHUX  3B'A3KIB.  TexHomoriy-
Hi 3MiHM 3yMOBJIIOIOTbL TpaHcdopmaLii
NpoAyKTYy, nepefavi Ta CepBiCHOro Tep-

MeyepaHchbkui, | Meaiad'roxxH SK TEXHONOTIS | MexaHi3M TpaHchopmaLlil
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MiHana. Ha gymky [. LLlaouiH, € BepTu-
KaNibHa, ropu3oHTasnbHa Ta MepexpecHa
MegjiaiHTerpauisi, a iHTerpauis npomMmuc-
NOBOI CTPYKTYpU € iHTerpaudieto cucte-
MU. AKLLo 6paTu 0o yBarv TpaguuinHui
NaHUor CTBOPEHHSA BapTOCTIi, TO Y HbOMY
KOHTEHT CUJIbHO 3aNexuTb Bif MefiaHo-
cifl, Wo BuUKtoYae dysito. Yepes ue He-
3aNIeXHICTb KOHTEHTY YacTO IrTHOPYEThLCH.
CtaHpapTu3oBaHa umMdpoBa TEXHOJOTIs
Jonae Lji oOMeXeHHS, i KOHTEHT € He3a-
JNIeXHUM BifJL HOCis K BEPXHIiN KnacTep
NMPOMUCIIOBOIO NIAHLOra, @ BEpTUKAsbHA
CTPYKTYypa naHutora mepgiaiHgycTpii no-
PYLUYETLCH 3a [OMOMOIOH Pi3HUX KaHa-
niB i nnatopm, Lo Tex € pesynbTaToMm
Mepiad'toxHy (Shaogqing, 2020).

Po3BKTOK coLianbHUX MepeX i KOMYHi-
KaLiiHUX TeXHOJorin 3acBigunB BTpaTy
Tpaguuiniummn 3MI MoHononii Ha no-
CepefHULTBO MiX BRafol Ta CycCniib-
CTBOM, MiX BUPOOHMKOM i CMOXMBaYeM,
BpaxoBytoun npobnemn 3 mogenno di-
HaHCYBaHHS, KON ayauTopis iae Tyaum,
e € iHdopMauis, ane Hemae peknamu.
MonynapHicTb iHTepHeTY Ta ayauTopis,
sika rosiocyBana 3a web, aktyanisyBanu
Ta onepauioHanisyBann mepgiad'toXH-
TEXHOJIOFit0, KOMM JIOKasnbHi Ta HeBenu-
Ki Mefia lWwBMAOWe noyanu pecTpykTy-
pyBaTu cBOI pepakuii nig BMPOOHMLTBO
MyNbTUMELINHUX HOTaTOK, TOgi $IK Be-
JWMKi XONnguHrK Ta iHepTHI 3MI BonitoTb
yTpUMyBaTV YMTaya y ctapomy copmari.
Bigbynacs HemuHy4a nepebynoBa pekna-
MofaBLiB Ha Tb, HblO3pyMIB Ta nepexig,
Ha 24-roguHHe MoBneHHA (iHiLiaTopoM
6yna «Washington Post», a cnigom 3a Heto
NYT, FT Ta iH.), a HanpuKiHLi nepworo ae-
caTuniTTA XX CT. BenuKi gpykoBaHi 3MI
3aroBOPUIN NPO CETMEHT «MPUHTHETIB»
(World Association of Newspapers and
News Publishers, 2009).

CBiguyeHHsAM Toro, wo 6GaraTto penak-
Ui yCBiAOMWUAN HEOOXiOHICTb 3MiHM He
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nvLle NigxoniB Ao TpaHcAsLil HOBUHHOIO
KOHTEHTY Ta iHdbopMalLiii, ane n mopenen
poboTu 3 ayguTopieto, € MosiBa MOHAT-
TS «KOPWUCTYBALbKOro KOHTeHTY» (User-
generated content, UGC) (Lukyanenko,
Parsons and Wiersma, 2014). Bigby-
BalOTbCA nepedhopMaTyBaHHs penak-
LiMHMX npocTopiB, Hanpuknag, |IFRA
(MixHapoHa opraHisalisi raseTHuMx Ta
Me[iaTexHOsOoriN) 3aKMKae «4yTu» ay-
OVTOPItO, O KOHBEPryeTbCs, 3aMiHWUTU
NPOOYKTU i MOCNYrU OKPEMUX Mefia Ha
iHTerpoBaHi KOMMEKTU KOHTEHTY, TpaH-
cchopmyBaTh iHppaCTPYKTYpy pepakLin,
rpachikm BUpPOOHMLTBA Ta YXBasleHHS
penakuifHUX pilleHb, a TaKOX anesntoe
[0 HeobXigHOCTI NpaBUJIbHOMO KepyBaH-
HS 3MiHamMu. PepakUinHi pilieHHsA cnig
hopMyBaTH He NULIe 3 OrNAAY Ha aKTy-
anbHiCTb MoOAiv | HOBWUH, ane N 3 ypaxy-
BaHHSAM KaHariB, WO BWKOPUCTOBYHOTb-
cA O/ TPaH3UTY HOBMH 00 CMOXMBaya.
Y cTpyKTypi penakuiii 3'ABNSOTbLCH MO-
HATTS «AUCKa HOBWMH» Ta «Mefdiagupu-
reHTa», a Mofefib BUPOBHULTBA 3MiHHO-
€TbCsl Ta MEPETBOPIOETLCS HA JTAHLIFOXOK
«nylaHyBaHHA» Bcix dopmaTiB (oTo, Bi-
[leo, ay[io, TeKCT, iHorpadpika ToLLo) —
OTPUMAaHHS 3aBfaHb — BUPOBGHULTBO
KOHTEHTY — pefaryBaHHs — BUPOOHU-
UTBO icTOpiN (KOMMOHYBAHHS) — BUMYCK
Ha pisHi nnatcopmu. OTxe, oKpemi ene-
MEeHTW icTopiT cTaloTb «iHdbopMaLiitHUMK
MoneKyfiaMu», 30KpeMa Konum KOMBiHy-
IOTbCS Pi3Hi BapiaHTU «ynakoBKu» (Tina)
iCTOpIN, @ HaWMONYNSIPHILLIOK MOLENIO
CTae KOHBEPreHTHUI abo iHTerpoBaHui
Hbto3pyM (ToHkix, 2017; Mueller and
Rajaram, 2021).

Llle ogHVM BaXxIMBMM acrekToM 3a-
CTOCYBaHHS  Megiadp'toXH-TexHooril
Ha MIKPOCTPYKTYPHOMY PpiBHi € 3MiHa
dokyca yBarM Ta nigxogie A0 HociiB
i cnocobiB AoCTaB/IeHHA TeNeBi3iNHOIro
(MynbTUMeiNHOro) KOHTeHTY. Haigo-

Pecheranskyi, |. Media Fusion As Technology and Mechanism
for Transforming the Television Ecosystem in the Twentieth Century
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CTYMNHIWWUM | HaUNonynapHiWMM 3 yciX BeHb (DYHKLIOHYBaHHSA 3 MOrnagy KoH-
NMPOTOTUMNIB YHiBepcanbHUX HOCIIB NOKM  BepreHuil Megia. Megiad'toxH Ik Me-
WO 3a/MLIaeTbCsl Mepexa IHTepHeT Ta XxaHi3Mm TpaHcdopMmalil ekocuctemun Tb
Biokputa Yy web-6pay3epi cTOpiHKa. CcTae KNHYOBOK TeHAeHLie, 0co6anBO
[HTepHeT-ayauTOpia  CbOrofdHi nepe- Ha NpuWKNagi Moaeni BeSIMKOro Bifeo, Ta
BeplIMna TesieBi3iiHe OXOMJEHHA $IK  BiJKPMBAEe HOBI MOX/MBOCTI O/ po3-
MiHIMYM Ha TepuTOpil BeNIMKUX MICT, BUTKY TeNeBi3iHUX Mefia 3aBAasKu
a i yacTka cTpiMKo 36iNbliyeTbCs, 30- Mepexony TpaguuirHoro Tb po nnat-
Kpema 3aBAsiKM MOKpalleHHIO nponyc- popMHOT iHTerpauii 3 HOBUMM Megia.
KHOI CMpPOMOXHOCTiI KaHaniB, wo pae Mepgiad'toxH € TexHosnorieto TpaHcdop-
3Mory guBuTucs OyOb-SiKi TUNW MyNb- MaLiHOro nepiofy, WO XapaKTepusye
TUMeLiINHOro KoHTeHTy. OfHielo 3 BaX- CUTyauito, sika cKnanacsa B CyYacHin
NMBUX BUMOTr Onsa iHTepHeT-3MI Ta TB MepgiiHin ekocucTeMi, Konu Tpaguuii-
€ afanToBaHICTb NPOrpaMHOro Kogy Ta He Tb aKTUBHO BUKOPUCTOBYE IHTEPHET
BEPCTKM [0 Oyab-siKOro 3 MOMyNsipHUX | MOro TEexHOMOoriYyHi nepeBaru, 365u-
web-6paysepis (Explorer, Safari, Mozi- XyeTbcsA Ta KOOMNEpyeTbCs 3 iHTEPHET-
lla, Opera Towo). Hanpuknag, iPhone, 3MI, nparHyyn cniBpobiTHULTBA Y CUM-
AKMN MPOAOBXYye LlaneHUMM Temna- 6i03i Ta Ha napuTeTHUX 3acapax. dop-
MW HabupaTu CBOK ayAWUTOPIKO Ha BCiX MyBaHHS CydacHOI cCMCTeMU KOMYHiKaLil
KOHTUHEHTaX, 30Kpema 3aBAsfKM TUM Ta 3B'I3KYy — rosioBHa MeTa Megiadd'toX-
crewuianbHMM nporpamMam, siki BifpisHsi- Hy. KoHBepreHuiss Mepex, TepMiHanis,
t0TbCS Bif web-Bepcii CTpyKTypoto, py- MNOCAYr, PUHKIB, XaHpiB i hopM Ta pe-
OpuvKalieto, HaBiraWinHUMKM CLeHapissMK, TynoBaHHSA BigbyBaeTbcs 3a y4yacTi
ane BogHoyac He obMexeHi y XaHpax Mepfiad'toxHy, siK, BRnacHe, i cutyauis,
i MOXYTb MaTU MaKCUMalbHO MOX/WU- KON JIoKaJlbHi Mefjia LBUALIE novyanu
BY JiHIMKY MYNbTUMELINHUX NPOAYKTIB. PecTpyKTypyBaTu CBOI pegakuii nig Bu-
Y pasi 3 popmaToM nepepavi faHUX POBHULTBO MYNbTUMELIAHMX HOTATOK,
3-ro nokoniHHA, iPhone BUMKOPUCTOBY- HATOMICTb BESIKI XONAMHIU Ta iHEPTHI
€TbCS fIK 3acib npuriMaHHA notokoBoro 3MI 1 goci BonitOTb yTpUMyBaTK YuTa-
Bigeo (Hanmpuknam, NPsSMUX BiOeoTpaH- u4iB y cTapomy dopmarti. Peaynbtatom
cnsuin) (Snickars and Vonderau, 2012; 3acTocyBaHHA Megiady'toXH-TeXHOMOTIT

Zhang et al., 2020). TakoX € 3MiHa chokyca yBaru Ta nigxo-
OiB [0 HOCIB i cnocobiB [oCTaB/IeHHSA
BucHoBkuM TenesiziiHoro (MynbTUMeLiNHOIr0) KOH-

TEHTY, Mojenen poboTu 3 ayguTopiEto
OTxe, cyyacHe umdpose Tb Ha npu- («KOPUCTYBALbKUA KOHTEHT»), PecTpyK-
Knapgi Mefiad'toXH-TEXHOMOMT  Ta  Typwusauil peaakuii HOBUH («AUCK HOBUH»
TpaHcdopMmauil  MegiannatcopMm [gOe- Ta «MefiafMpUreHT»), 3MiHa Mogeri
MOHCTpPYE pe3yNnbTaTUBHICTb Mefiia- BUPOOHULTBA, MEPeTBOPEHHS 1i HA NaH-
KOHBEpPreHLii Ta KOeBOJOLUII ayfioBisy- LHXOK «MiaHyBaHHA» BcCix dopmaTis
anbHoi ekocucTeMu. Y nepuwinnt uBepTi (cpoTo, Bigeo, ayaio, TekcT, iHdorpadika
XXI cT. cchopmyBanocs HoBe cepefoBM- TOLLO) — OTPMMaHHSA 3aBfaHb — BUPOG-
e MOBJIEHHS, WO MPOLOBXYE €BOJOLi- HULUTBO KOHTEHTY — pefaryBaHHA — BU-
OHYBaTU B enoxy MOOINIbHOrO iHTEPHETY, POOHMLUTBO iCTOPIN (KOMMOHYBaHHS) —
LEMOHCTPYIOUM nepexif Ha HOBMM pi- BUMNYCK Ha pisHi nnaTtdopmu.
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Abstract

The purpose of the research is to reveal the meaning of media fusion as a technology and mechanism of
the television ecosystem transformation in the first quarter of the 21st century. The research methodology.
The article tested, firstly, the ecosystem approach that helps to identify television as an ecosystem and
one of the important segments of the digital audio-visual landscape on the modern stage that is in
a transformational stage, characterised by fusional, co-evolutionary and convergent processes between
traditional and new media, and, secondly, the methodology of media archaeological research, according
to which traditional media still make up a significant part of news consumption among the elderly, but
however new media have changed the paradigm of development and functioning of the TV industry,
pushing the former to deconstruct models of managing and republishing popular content on social, mobile
and digital (non-traditional) platforms. The scientific novelty is that, for the first time, attention is focused
on the importance of media-fusion technology in the convergence of traditional and new media within
the modern digital audio-visual landscape and the phenomenon of media fusion as a mechanism of the
television ecosystem transformation in the 21st century is conceptualised. Conclusions. It was proved that
media fusion as a mechanism of the television ecosystem transformation is becoming a critical tendency,
especially in the example of the big video model, and is opening new possibilities for television media
development through the transition of traditional television to platform integration with new media. Media
fusion technology has also resulted in a change in focus. It approaches the media and delivery methods
of television (multimedia) content, models of working with the audience (“user-generated content"),
restructuring of the newsroom (“news disc" and “media director"), and a change in the production model,
turning it into a chain of “planning"” for all formats.
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culture; The purpose of the research is to identify relevant narratives in the work of
author's directors-authors of Middle Eastern cinema and its functioning in the space
cinematography; of international film festivals. Research methodology. The analytical method
director; was used to develop the topic, which is necessary for studying the art history
subject of creativity; and cultural aspects of the problem. The researcher used the techniques of
Middle East cinema; systematisation and generalisation, which came in handy for arguing the
national traditions; originality of the phenomenon of film directing in Middle Eastern countries, its
creativity; place in modern culture-creating processes, as well as the determination of
narrative; objective regularities that characterise directing practices in the contemporary
film festival, intercultural space. A cross-cultural method was also applied, which
co-production; contributed to identifying the peculiarities of the presentation of films by
humanities; Middle Eastern directors at international film festivals. The cultural approach
identification determined the generalised socio-cultural orientation of the research on the

cinematography of Middle Eastern countries. The scientific novelty of the
research lies in the fact that the problem of intercultural cooperation in the
production and distribution of films in Middle Eastern countries in the context
of the functioning of international support programs became the subject of
a particular study for the first time; the work of flmmakers whose films were
created as international projects and presented at international film festivals
is singled out and characterised; the practicality of using the systematic
method in the study of new narratives of films of the Middle Eastern region
is proven. Conclusions. Familiarisation with the materials presented in the
article expands the arsenal of knowledge about the specifics of the content
and distribution of films by Middle Eastern directors within the framework of
intercultural projects. It enables their use in educational courses on the theory
and history of culture, cinema and directing.
For citation:

Pohrebniak, H., 2024. Authorial Narratives in the Work of Middle Eastern Directors. Bulletin of Kyiv National
University of Culture and Arts. Series in Audiovisual Art and Production, 7 (2), pp.247-260.

© Halyna Pohrebniak, 2024 Recieved 23.05.2024

ISEIN 26721574 (Pt audiovisual-art knukim.edu.ua
ISSN 2617-4049 (Online)



BicHMK KWIBCEKOTO HaLlIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO

Problem statement

Author’s cinematography is a specific
component of the modern cultural space.
It is the object of attention in the stud-
ies of a wide range of scientists. One of
the reasons for the interest in author’s
cinema is the demonstrable tendency in
modern artistic creativity, particularly in
cinematography, towards the maximum
self-realisation of the artist due to the
strengthening of the subjective authori-
al principle. Society’s recognition of the
author's personality as a self-organised
and self-sufficient value is relevant for
modern culture. The director-author can
create and present in films marked by the
nature of his charisma, significant ideas,
ideals and images in the context of the
original cinematic worldview model.

We agree with the opinion of the au-
thoritative researcher of auteur cinema
I. Zubavina (2013, p.96) states that today,
cinema “lost its productivity in the trans-
formation of the social chronotype, ap-
proached subjectivity and began to delve
into the inner world of a person”. We are
convinced that the director-author con-
veys a subjective vision of the world,
imitates thought processes and mental
processes, and, with the help of optical
illusion, creates an imaginary world with
its organisation of the chronotype.

Today, film directors from the Middle
East present a specific individual and
personal vision of the world in their films.
They reproduce the picture of the world
using screen means, strive for innovation
of form, increase the complexity of the
cinematographic text, try to deepen the
content of images, focus on stylistic tech-
niques, and demonstrate the ability to tell
a story in an original screen language.
Their author's films are viral in cinemas
and international film festivals worldwide.
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The interest in Arab films among viewers
and critics is also related to the unstable
situation in the Middle East, the weaken-
ing of political censorship, the openness
of filmmakers to intercultural dialogue,
and changes in the socio-political life of
this region. Arab directors are constant-
ly contributing to world cinema, creating
more and more new films and gaining
success in different countries.

Recent research
and publications analysis

0. Barlet, K. Bilokin, A. Cadbury, T. Clerk,
E. Deineka, Ya. Hranovska, A. Gurkov, O. Ky-
rylova, A.Krysalna, O.Ovcharuk, B. Peril,
0. Pershko, O.Rodnyanskyi, Zh. Shapron,
S. Sljepak, K. Stanislavska, P. Zhesati, D. Zu-
benko, I. Zubavina, and L. Zhuravlyova in
their articles and monographs highlight-
ed the current problems of contempo-
rary auteur film art, explored the issues
of festival activity, defined the role of film
forum in the establishment of intercultural
relations, researched the work of direc-
tors-authors.

According to L. Kazachkova (2014, p.229),
the film forum “carries a wide range of in-
formation: historical, moral, psychological,
social, economic, scientific and reflects
reality with the greatest realism and visi-
bility". Ya. Hranovska (2019, p.120) inter-
estingly thinks about the festival activity.
In the article "Film Festival as a Socio-Cul-
tural Phenomenon”, the scientist says that
“representation by different countries of
the world of their film production at film
festivals is the dissemination of informa-
tion about the focus of the cinematogra-
phy of a particular country and the level
of professional training of its filmmakers".
The researcher points to the significant
possibilities of festival screening (in par-
ticular, films by Middle Eastern directors)
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and is sure that each “country not only
presents the best films, but also tries to
widely present films to potential distrib-
utors who will distribute film productions
in the world box office” (Hranovska, 2019,
p.121). 0. Ovcharuk (2019, p.67) notes
that film festivals are an important com-
ponent of cultural diplomacy, which is
“one of the determining factors that con-
tributes to ensuring state interests”. In
the article “Cultural Diplomacy: Theoret-
ical and Applied Aspects", the researcher
points out that film forums are a kind of
“mechanism for ensuring the functioning
of foreign policy instruments and form the
opinion of the world public about the cul-
ture of a certain state, its national cultural
traditions, cultural development strate-
gies" (Ovcharuk, 2019, p.67). The scientist
proves that cultural diplomacy as a state
policy in the field of culture should con-
tribute to the “implementation of informa-
tional, historical-cultural and educational
projects aimed at the formation of a civic
position and national identity” (Ovcharuk,
2019, p.68). D. Bondarchuk (2015) in the
article “Ten films about women’s rights in
the Middle East" says that over the last de-
cade "author’s cinema of the Middle East
has gained particular popularity in Euro-
pean countries and on the North Ameri-
can continent”. Yu. Pivtorak in the article
“New Arab Cinema" writes that Western
Europe has a large share of immigrants
from Muslim and Arab countries. The au-
thor points out that this phenomenon has
a "sociological basis, because the orga-
nization of festivals draws the attention
of the public and emphasizes tolerance
and understanding with ethnic minorities
within countries” (Pivtorak, 2009).

The analysis of research and publica-
tions on the problems of the author's cin-
ema of the Middle East and its functioning
in festival orbits showed that at the cur-
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rent stage, the films of this region have
been seen by the public of various coun-
tries. Still, a significant number of films
remain available only to a narrow circle of
viewers. At the same time, directors-au-
thors try to convey their messages to the
cinematographic public and communi-
cate with the world about common human
problems that are always relevant.

The purpose of the article is to identify
relevant narratives in the work of direc-
tors-authors of Middle Eastern cinema
and its functioning in the space of inter-
national film festivals.

Main research material

Films by directors from the Middle East
(from Egypt, Syria, Lebanon, Irag, Moroc-
co, Tunisia, and Algeria) first appeared on
Ukrainian screens in the second half of the
1950s. The action-packed film by the Egyp-
tian director Yusef Shahin, The Struggle in
the Valley, was filled with rich symbolism,
aimed at overcoming the remnants of feu-
dalism and improving man and was shown
in 1955. The primary role was performed
by the outstanding actress Faten Hamama.
Her name did not leave the pages of the
national press for many years; she became
“an icon and the most important actress of
Egyptian and Arab cinema. Every decade
of her life is a new acting era and shows
Egyptian cinema's restructuring and de-
velopment” (Faten et al.). The actress’s
partner in the film was the debutant, future
star of world cinema, Omar Sharif — actor,
screenwriter, and film director.

Later, Ukrainian viewers saw other au-
thor films by Y. Shahin, such as Cairo
Station (1958). The director truthfully
recreated in the movie the bitter fate of
society outcasts, engaged in serving
railway passengers, openly showed the
glaring discrepancies between dreams
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and reality and touched on social and
moral-psychological conflicts. His auto-

biographical film Alexandria..Why (1979)
shows that the director-author was nev-
er satisfied with what was achieved and
was in constant creative search. Unlike
the previous works of the cinematogra-
pher, this author’'s picture did not have
a logical plot. It was built from a mosaic
of the author’'s fragmentary memories of
Alexandria in the early 1940s.

Let us remind you that author cinema-
tography is, in our opinion, cinematog-
raphy in which the figure of the director
is powerfully represented, his unique
individuality with his philosophy, worl-
dview, subjective system of perception,
evaluation, depiction of the picture of the
world and the image of a person in it. In
the author's cinema, the director's per-
sonality must be able to present his own
cinematic worldview model to encourage
the viewer to penetrate common human
problems, change one's attitude toward
reality, and attempt to transform the sur-
rounding reality.

The author’s films of Salah Abu Seif,
the founder and classics of the realist
trend in Egyptian cinema, were also very
successful among Ukrainian audiences.
These films attracted the public with their
logically structured drama, the master
ability to work with actors, and the desire
to objectively and in an understandable
form show and analyse their homeland's
current socio-political and moral prob-
lems. The films created by the director
in a creative partnership with prominent
Arab writer Naguib Mahfouz earned par-
ticularly positive evaluations. His film
Master Hasan (1952) interested viewers
and critics with the documentary au-
thenticity of the depiction of the difficult
everyday life of the residents of the so-
called slums of Cairo. In the film Strong
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(1957), the director demonstrates rich
on-screen symbolism and the purely na-
tional flavour of the characters’ existence,
showing the terrible degree of humilia-
tion and exploitation of the commoner. In
the film Cairo in the 1930s (1966), Salah
Abu Seif penetrates deeply into the social
environment, reflects the feelings and in-
nermost thoughts of the screen charac-
ters, critically recreates the picture of the
controversial life of the Egyptian capital
in the 1930s, reflects the spiritual con-
nection of generations, reveals his atti-
tude to universal human values. Using
the example of the main characters' lives
(mostly impoverished representatives of
the so-called people neighbourhoods) in
all his films, the director presented the
author’'s cinematographic model of the
relationship between a "little" person and
his modern world.

In our opinion, the author’s (director’s)
cinematic worldview model is a means,
“a form of knowledge of the world by the
director, his reproduction of the picture of
the world (with an emphasis on his individ-
ual perception) with the help of screen lan-
guage, the main structural element of which
is the frame" (Pohrebniak, 2020, p.66). The
director's personality is the subject of
modelling in the director's model of auteur
cinema. The director-author demonstrates
his attitude to the world in an artistic and
symbolic form. He uses screen language,
the main creative element of which is the
frame. Cinematic reality obeys the author's
idea and transforms and acquires forms
different from real ones.

Already in the 1970s, Ukrainian viewers
could get acquainted with Syrian films.
Among them, the movie Beguiled (1972)
was awarded the main prize at the Inter-
national Carthage Film Festival in Tunisia.
The film was based on Hassan Kanafani’s
novel People under the Sun. The director
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of the film, Tawfiq Salih, told a sad sto-
ry about three Palestinians who illegal-
ly made their way to Kuwait in search of
a better life. Due to a fatal delay at the
border, the heroes died of suffocation in
a tank truck heated by the sun. In this film,
the author-director showed the sad fate
of the exiled people and asked the soci-
ety to help his native people. Nabil al-Ma-
likh''s film Old Photos (1979) also aroused
the audience's interest. In the movie, the
director-author showed the patriotic and
social awakening process of the main
character, a rural activist. At the same
time, cinematographic reality obeyed the
author's idea, transforming and acquir-
ing forms different from life-like ones. In
our opinion, an author in the art of cinema,
an author-director (in the same meaning)
should have the following specific fea-
tures: an original (in accordance with an
individual worldview) vision of the world,
not a trivial reproduction of a semblance
of reality, but purely author’s version, i.e.
a unique interpretation of a moment of
truth, based on the peculiarities of life ex-
perience and the uniqueness of his spiritu-
al world; an extraordinary ability to repre-
sent screen images through film material,
the uniqueness of one’s own personality.
The author's narratives in the films of
the Moroccan director, producer and long-
time head of the Moroccan National Film
Center — Suheil Ben Barka, are of great in-
terest. His creative destiny was quite suc-
cessful. He studied at the experimental
center of cinematography (Centro speri-
mentale di cinematografia (CSC)) in Rome.
There, he met Pier Paolo Pasolini and Fed-
erico Fellini — representatives of the Ital-
ian model of auteur cinema. Suheil Ben
Barka interned and worked as an assis-
tant on the set of Pasolini’s films The Gos-
pel of Matthew (1964) and Oedipus Rex
(1967) and Fellini's Juliet and the Spirits
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(1965). The author's films of P.-P. Pasolini
and F. Fellini had a powerful impact on the
consciousness of the young Moroccan di-
rector. On the set of these films, Suhail Ben
Barka "accidentally became friends with
the outstanding producer Dino De Lauren-
tiis and joined the main Italian film school
associated with Cinecitta" (Rochebrune,
2019). His debut, the film A. Thousand and
One Hands (1972), about the life of carpet
industry workers — brought national Mo-
roccan cinema international recognition.
The director received several awards at
prestigious film festivals, in particular, the
main prize of the second film forum FES-
PACO (Le Festival Pan-Africain du Cinema
et de la Television de Ouagadougou) — the
most significant film and television festi-
val of African countries in Ouagadougou.
In an interview, Suhail Ben Barka said that
in the film “"One Thousand and One Hands"
he tried to show that "the workers, al-
though they live together and suffer from
the same calamities, are not socially con-
nected. That is why they cannot change
their lives" (Rochebrune, 2019). We remind
you that today, international film forums
are one of the most productive ways of
presenting the director’s personality and
promoting films in the intercultural space.
International film festivals are a unique
opportunity for the director to show his
films to a wide range of audiences, cine-
matographers who meticulously evaluate
the level (both creative and technological)
of the artist's expertise, the conceptuality
of his ideas, the importance of philosophi-
cal messages, moral, aesthetic, worldview
attitudes. According to the well-known
producer O. Rodnianskyi (1997, p.21), “re-
ceived prizes, which for many are only sat-
isfaction, the satisfaction of certain ambi-
tions, in fact," are able to move the artist
further. According to K. Zanussi (a kind
of world champion for participation and
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presiding over international juries), “there
is a big difference between those awards
that have no meaning except for prestige,
and those on which fate may depend, as
it happens in Cannes, Venice or Tokyo"
(Matizen, 2013, p.211). General Director of
the Kyiv International Film Festival Molo-
dist Andrii Khalpahchi reminded that the
famous Swedish director-writer Ingmar
Bergman did not receive a single “Golden
Palm Branch"”, and only shortly before his
death, they wanted to award him as the
best director with an honorary Branch of
Branches for his significant contribution
to world cinema. However, the recognised
master refused (Vannek, 2010).

Suheil Ben Barka’s subsequent films
were also accompanied by success. His
sharp political films There Will be No Oil
War (1975), Amok (1982) and the bright
temperamental film Blood Wedding
(1977), which is based on the plot of the
tragedy of Federico Garcia Lorca, suc-
cessfully demonstrated in Morocco and
other countries. The director's histori-
cal reconstructions "Battle of the Three
Kings (1990), Shadow of the Pharaoh
(1996), and Dream of the Caliph (2019)
won the favour of critics and viewers.
These films were rich in expression and
distinguished by magnificent histori-
cal settings, an international cast (they
starred Harvey Keitel, Claudia Cardina-
le, Marie-Christine Barro) and filming in
Morocco, Italy, France, England and oth-
er countries (Rochebrune, 2019). Suhail
Ben Barka has written the scripts for his
films for a long time. He deeply investi-
gates social phenomena and problems,
carefully reflects the atmosphere of the
action on the screen, depicts the char-
acters of the heroes in detail, widely ex-
pands the space for the functioning of
the characters, creates his films based
on specific facts and believes that "be-
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cause of traditions, African countries
are still isolated from each other” (Barlet,
2019). The films of Suheil Ben Barka are
distinguished by the subject's topical-
ity and the artistic decision's subtlety.
With the help of films, the director tries
to overcome the socio-political barriers
that separate Africa and other states. In
the author's cinematography of Suheil
Ben Barka, his commitment to one theme
in art is manifested — social contrasts
in society. The director-author acutely
perceives the problems of poverty and
destitution, hunger, injustice, exploitation,
and disenfranchisement. He “painfully
feels the contrast between the poor and
the rich, black and white, between peo-
ple at different levels of the social ladder,
the inequality of women in modern so-
ciety” (Barlet, 2019). A characteristic of
an author's director is that he does not
strictly adhere to genre boundaries. So-
cial drama in his films can be combined
with political facts and an artistic and
documentary chronicle. Suheil Ben Barka
sometimes organically weaves a pam-
phlet, satire, and grotesque into the fab-
ric of both a social drama and a historical
film. All this closely connects with a par-
ticular people's cultural tradition, em-
phasising the peculiarities of its ethnic
development and the national peculiar-
ity of the psyche. A high aesthetic form
characterises the author-director’s films,
which are on the verge of genres; he nev-
er limits material from life and does not
make films to order.

In recent decades, films by directors
from the Middle East have explored the
main issues of Muslim and non-Muslim
post-colonial societies and cultural
practices in the region. These films
usually have problems with financing
and do not have a large domestic market,
but they quickly spread around the world
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thanks to their creation in co-productions.
It is necessary to point out that the full-
fledged development of national cinema
“is possible under conditions of intensive
integration and cooperation  with
international organisations in all sectors
of the industry — not only production,
distribution, film distribution networks,
but also structured film business"
(Sliepak, 2014), the festival movement
and effective legislation, which paves
the way for internal growth thanks to the
use of the powerful potential of national
culture. Several countries participate
in the co-production of the film, so
the costs of its creation are shared
between them. This makes it possible
for several interested parties (both in
sales and profit from the film) to appear
and distribute products within their
geographical cinematographic space.
Co-produced films are more successful
than films produced by countries
independently. Many directors from
Palestine, Algeria, Morocco, and Lebanon
have successfully released films thanks
to such collaborations: Caramel (Sukkar
Banat, 2007) Nadine Labaki — a joint
French-Lebanese production, West Beirut
(L’abri les enfants, 1998) Ziada Durreiri —
the work of French, Belgian, Norwegian
and Lebanese producers (Pivtorak, 2009).

Participation in international film fes-
tivals, in particular in the prestigious
American film forum of independent au-
thor's cinema “Sundance”, is essential
for directors from the Middle East. This
contributes to the spread of their narra-
tives in modern society. International film
festivals act as a means of disseminating
information about specific events in one
or another country (when in a few days
you can see a panorama of life in different
countries of the world) and serve as con-
firmation that each state itself chooses
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and presents a specific functional mean-
ing of what is happening within its frame-
work cultural policy. Such are the film fo-
rums of the countries of the Middle East in
Morocco — Marrakech International Film
Festival, in Lebanon — Beirut International
Film Festival, in Oman — International Film
Festival in Muscat, in Qatar — Doha Tribe-
ca, in Syria — Damascus International Film
Festival, in Saudi Arabia — Red Sea Inter-
national Film Festival, in the United Arab
Emirates — Abu Dhabi Film Festival, Dubai
International Film Festival.

The oldest film festival in the Middle East
is the Cairo International Film Festival,
founded in 1976. It is the first film forum
and, so far, the only international feature
film festival in the Middle East and Africa
recognised by the International Federation
of Film Producers Associations (FIAPF).
In 1979, the Alexandria International Film
Festival (AIFF) was established, organised
by the Egyptian Association of Screenwrit-
ers and Critics (EAFWC). The festival pro-
motes cinematographic culture and aims
to strengthen relations between world cin-
ematographers and Mediterranean film-
makers. When the festival turned 25 years
old, all past presidents who contributed to
the success of the festival during its ex-
istence were celebrated. The legendary
Mariam Fakhreddin and Hasan Hosni were
honoured for their lifetime achievements.
Particular respect was given to visionary
director Tawfiq Salah, cinematographer
Mustafa Imam and Kamal al-Malakh, who
was the first to establish a film festival in
Egypt (Kamil, 2011). In 2008, the Cairo In-
ternational Women'’s Film Festival (CIWFF)
was founded to introduce films made by fe-
male directors worldwide. This film forum
was not created by chance because today,
the problems of women's struggle for their
rights and freedoms are reflected in the
films of directors from the Middle East.
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Let us name some films that are appre-
ciated by international film festivals. In
the film, Osama (2003), director Siddique
Barmak tells a story about the years of
Taliban rule in Afghanistan. At that time,
women were forbidden to appear on the
street without a male escort. The main
character is a widow without a breadwin-
ner or money. She is forced to disguise her
daughter as a boy and send her to work.

The documentary Enemies of Happi-
ness, directed by Eva Malwad (2006), tells
the story of Malalai Joya, the first woman
in the Afghan parliament.

The documentary Football Under Cover
(2008), directed by David Assmann and
Ayat Najafi, tells the sad story of Iranian
girls wearing hijabs running with a ball in
a closed training hall. They are doomed
never to take part in real competitions.
However, the offer of a Berlin amateur
team to play a friendly match becomes
an unexpected stroke of luck. The film's
authors and the audience witness inter-
national negotiations with the Iranian au-
thorities on this matter.

The film Offside (2006), directed by Ja-
far Panagi, also tells the story of girls
and football. This time, it is not about the
players but about the female fans, who
are forced to dress up as men to watch
a football match since women are strict-
ly forbidden to be in the stadium. All the
heroines are detained by security, but the
girls do not lose hope of cheering for their
favourite team.

The film Wadjda (2012), directed by Hai-
fa Al-Mansor, is considered the first Sau-
di film directed by a woman. The director
tells a touching story about a ten-year-
old girl who wanted a green bicycle. How-
ever, her mother thinks this idea is crazy.
At school, the child is forbidden even to
talk and laugh loudly because men are
not supposed to hear women’s voices.
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The film is riddled with social prohibitions,
but the main character remains dignified
and still realises her dream.

The animated film One Thousand & One
Teardrops (2013) — the winner of many
international film festivals —directed by
Fatemeh Ahmadi, tells the story of a lit-
tle girl, Lula. She should go to the first
grade of school. The animated film One
Thousand & One Teardrops (2013) — the
winner of many international film festi-
vals — directed by Fatemeh Ahmadi, tells
the story of a little girl, Lula. She should
go to the first grade of school. A difficult
question arises before her: what to wear?
Should she wear an ugly school uniform
or something she wants? The Keeper of
Tears comes to help the child. He talks
about how women in Iran questioned this
for 200 years and fought against strict
traditions (Bondarchuk, 2015).

Most of the films that were shown re-
ceived awards at prestigious Europe-
an and American film festivals, became
nominees or winners of Western national
film awards, and aroused considerable
interest from the cinematographic pub-
lic. Wadjda received awards at the Venice
International Film Festival and was nom-
inated for the British Academy of Film
Awards in the foreign film category. The
tape Football Under Cover received two
Teddy prizes at the Berlin International
Film Festival — as the best documentary
film and the prize of audience sympathy.
The film Offside also won the Silver Bear at
the Berlin International Film Festival. The
picture Osama received several awards
at the Cannes International Film Festival,
the American Golden Globe Award, which
the Hollywood Foreign Press Association
awards as the best foreign language film,
and won the full-length competition of
the Kyiv International Film Festival Youth
in Ukraine. The film Enemies of Happi-
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ness became the best documentary film
in the international category of the Sun-
dance auteur film forum.

Today, none of the world's prestigious
international film forums is complete
without films created by directors from
the Middle East. There are also specially
created Middle Eastern film festivals. They
aim to expand interest in Arab cinema
outside the Middle Eastern countries. In-
ternational film festivals in the European
and American space are essential for the
Arab diasporas, who seek to know about
their homeland's cultural and political life.

The Arab Film Festival was established
in California in 1996. It is one of the first
and, to this day, the most influential film
forum of Arab cinema outside the Middle
East. The festival opposes widespread
stereotypes about Arabs and is held an-
nually in San Francisco, San Diego, Los
Angeles, San Jose, and Berkeley. In differ-
ent years, famous figures of Arab origin
in American culture were involved in its
activities: Tony Shalhoub, Jack Shaheen,
Daniel Siragusa, and Hisham Zawil.

The Arab Arts Festival in Liverpool was
founded in 1998 and is also essential for
disseminating information about the cul-
ture and art (music, cinema, theatre, cho-
reography, painting) of the countries of
the Middle East in Europe. It is interesting
that “in 2000, the first European annual
festival dedicated entirely to the cinema
of the Arab world was founded in Rotter-
dam (Holland)" (Pivtorak, 2009). 2003, the
AMAL Euro-Arabe International Film Fes-
tival was launched in Santiago de Com-
postela, Spain. The Araguaney-Puente de
Culturas Foundation founded this film fo-
rum. "For its 40-year history, this organ-
isation has become a standard of social
and economic discussion in Galicia and
an example of internationalisation, tol-
erance and integration of Arab, Spanish
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and Latin American culture" (Fundacion
Araguaney-Puente et al.

The Malmo Arab Film Festival, which
was established in 2011, is the only
one in Scandinavia and presents a wide
selectionof films created by Arab directors
or in some way related to issues of the
Arab world or culture. The LatinArab Film
Forum (Latin-Arab Co-Production Forum)
has been held as part of the International
Film Festival in Mar del Plata for 7 years
in a row. This forum aims to strengthen
the film industry in Latin America and the
Middle East through the concept of film
co-production.

Films by directors from the Middle East,
shown atinternational film festivals, raise
issues of national identity and cultural
heterogeneity, the post-colonial struggle
for self-determination, gender and sexual
liberation, and the anti-colonial struggle
for national self-determination and the
desire for cultural and social revival. The
purpose of these festivals is primarily to
show a realistic image of Arab culture,
art, history, people and politics, to break
the stereotypes of the perception of the
Arab population and to establish mutual
understanding and dialogue between
the Eastern and Western world. After all,
in many films, in particular, Hollywood,
representatives of the countries of the
Middle East are depicted as not very
intelligent, cruel and vile, associated with
terrorists (as, for example, in the film
Soldier Jane (1997) directed by Ridley
Scott, The Siege (1998) directed by
Edward Zwick.

We believe the activity of Abdelaziz Ta-
leb, a Moroccan multimedia artist and
producer, deserves attention. He found-
ed the independent media art collective
Arab Media Lab and the Digital Marrake-
ch festival. His films and video works
are shown at international film festivals
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in Berlin, Venice, Rotterdam, Montpellier,
Los Angeles, Clermont-Ferrand, the Cen-
ter for Contemporary Culture in Barcelo-
na, the World Museum in Rotterdam, and
the Van Abbe Museum in Eindhoven. The
artist conducts lectures, workshops and
master classes (Media et al.) on contem-
porary media art in the Arab world. As
part of the Arab Media Lab project, Ab-
delaziz Taleb promotes films from Arab
and North African countries at interna-
tional film festivals, works with media art,
experimental auteur cinema, artistic doc-
umentary cinema, music videos, multi-
media performances, video installations,
digital mapping, and art network and oth-
er interdisciplinary forms (Akhmed, 2019).

Abdelaziz Taleb shows films at interna-
tional film festivals, in which filmmakers
raise the issue of national self-determina-
tion, emphasise the heterogeneity of Arab
identity, “formulate the concept of nation-
al unity as a progressive embodiment of
a society in which different cultures are
combined” (Pivtorak, 2009). A typical
representation of this problem is the film
Flying Snake (Tayyara Men Wara, 2003)
by the Lebanese director Rand Chahal. He
contrasts the dilemmas of the birth of na-
tional identity and the awakening of sexu-
ality. The film tells the love story of ayoung
Arab girl, Lamia (Flavia Bechar), and an
Israeli soldier, Youssef (Maher Bsaibes),
who belong to the Druze religion. The film
is an author's commentary on the oppres-
sive reality of the occupation, which sep-
arates people and deprives them of their
national dignity. The director embodies
the Arab identity in the image of Lamia. In
this way, the director shows the constant
struggle against oppression. It should be
noted that film festivals in the Middle East
sometimes serve as a forum for political
and cultural statements by filmmakers.
2003, for example, the Egyptian director
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Khaled Hagar presented his scandalous
film Girl's Love. In the film, he told the love
story of an Egyptian and a Jewish woman.

Significantly, some international film
festivals of Middle Eastern films abroad
pay special attention to the Palestinian
issue. Such events as the Palestinian
Film Festival in Toronto, the Chicago
Palestinian Film Festival, the Palestinian
Film Festival in Boston, and the
Palestinian Film Festival in Houston
present films in which directors raise
the problems of the Palestinian people,
in particular, their existence as an Arab
ethnic and cultural group.

Conclusion

It is shown that today, the films of di-
rectors from the Middle East are increas-
ingly attracting the public's interest and
critics worldwide. Co-production is
mainly a method of their creation, and
international film festivals are a method
of distribution in the intercultural space.
Filmmakers from the Middle East region
are now raising issues important to their
countries and the world's peoples. It is
justified that the directors of the Middle
East, in their films, reveal the actual prob-
lems of anti-colonial resistance, national
self-determination, and religious dogma-
tism, develop a polemic against funda-
mentalist practices and ideology, show
them as an obstacle on the way to the
transformation of Arab society, seek to
renew interest in the problems of reli-
gious heterogeneity and increase atten-
tion to themes and problems, which re-
late to homosexuality. In our article, we
analysed the films of Middle Eastern di-
rectors from the second half of the 20th
to the beginning of the 21st century. We
can say that in the films of the current
century, cinematographers no longer
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turn to large-scale and declarative polit- Arab created by the Western media after
ical ones; instead, the filmmakers in the the tragic events of September 11, 2011.
original films tell chamber stories about Today, films by directors from the Middle
the "little man", striving for a humane East enjoy success with audiences and
portrayal of the demonic image of the critics in the intercultural space.
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AHoTauia

MeTa gocnif)keHHs — BUABWUTU aKTyaslbHi HapaTUBM Y TBOPYOCTI pexucepiB-aBToOpiB KiHO Bnusbkoro
Cxofly Ta OKpecnuTu ocobnmBOCTi Moro OyHKLIOHYBaHHA Yy MPOCTOPI MiXHapoAHWUX KiHodecTuBanis.
MeTtoponoria pocnifpkeHHA. [1nA BMBYEHHS MUCTELTBO3HABYOro Ta KyNbTYPOJIONYHOIO acnekTy
pocnigxysaHoi npobnemu 6yno BUKOPUCTAHO aHaNiTUYHUWA MeTof. TaKoX 3acTOoCOBaHO MeToAau
cucTeMaTM3sauil Ta ysarasbHeHHS — O apryMeHTauii caMobyTHOCTI (beHOMEHY pexucypu inbmis
KpaiH Bnusbkoro Cxopy, Ti Micua B CyyacHWUX KyJbTypOTBOPYMX MpoLiecax, BU3HAYEHHsI 00'€KTUBHUX
3aKOHOMIPHOCTEW, WO XapaKTepusytoTb PeXncepcbki MPaKTUKK B Cy4aCHOMY MIiXKY/bTYPHOMY NpOCTOPi;
KPOCKYNbTYPHUIA MeTOA, — [ON1A BUSIBJIEHHS ocobnuMBocTen npe3eHTaLil dinbMiB pexucepis bnmsbkoro
Cxofly Ha MiXHapogHux KiHodecTuBansax; KynbTYpOJSOriYHMM nigxid, sAKMN 0OYMOBMB Yy3arajibHeHy
COLiOKYNbTYPHY CNPSAMOBAaHICTb AOCHIA)XeHHS KiHeMaTorpada 6nm3abkocxifHux kpaiH. HaykoBa HoBU3Ha
DOCHNiZKEHHs nonarae B ToOMy, Lo npobiema MiXKyNbTYpHOT cniBnpaii y BUPoBHULTBI Ta aucTpub'touil
KiHO KpaiH Bbnusbkoro Cxofy B KOHTEKCTi OyHKLiOHyBaHHSI Nporpam MiXHapoAHOT NiATPUMKM BriepLue
nocrana npegMeToM cneuianbHOro0 [OOCAIOXEHHS; BUOKPEM/IEHO Ta CXapaKTepu3oBaHO TBOPYICTb
KiHopexucepiB, difibMu AKux 6yno CTBOPEHO K MiXXHAPOAHI MPOEKTU Ta MPE3eHTOBAHO Ha MIXKHApPOOHUX
KiHodbecTuBansx; [oBefeHo AOLIIbHICTb BUKOPUCTaHHA CUCTEMHOMO METOAY Y BUBYEHHI HOBUX HapaTUBIB
dinbMiB 61M3bKOCXigHOro perioHy. BucHoBku. O3HaOMIEHHST 3 MaTepianamu, BUKJIafeHUMU Y CTaTTi,
pO3LUMPIOE apceHan 3HaHb LWoao cneundiky 3MicTy Ta gucTpub'touil dinbmiB pexucepie bnnsbkoro
Cxony B Mexax MDKKYNbTYPHUX MPOEKTIB Ta YMOXJIMBIIIOE TXHE BUKOPUCTAHHA B HaBYaJlbHUX Kypcax
3 Teopii Ta icTopIl KynbTypH, KIHOMUCTELTBA 1 PEXUCYPU.
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cTynaii;
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MUCTELTBO

AHoTauis

MeTa pocnig)XeHHs — BW3HAuMTM Micle aHiMauii B couianbHOMY Ta
reononiTU4HOMY KOHTEKCTi. PO3rnsiHyTM cydyacHi TexHonoril aHimauir
Ta npoaHanisyBaTM MOXJIMBI MeToAM TX BUKOpPUCTaHHA. [JocniguTtu
aKTyasbHICTb aHiMalil y cy4yacHOMY XWUTTi, 0COBAMBOCTI I BUKOPUCTaHHS
Ta po3BUTKY B pi3HUX cdepax. MeTtogonoria gocnigkeHHa nepepnbayae
3acTOCyBaHHS MeTOAY y3arasibHeHHs, WO YMOX/MBUB BUAINUTY cneundiyHi
COLLIOKYJ/IbTYPHI acnekTu aHiMaLlil; TeOpeTUYHOro — AJ1f OKPECSIEHHS BMJIMBY
aHimMaUuiiHuX dinbMiB Ha rnagada (OCHOBHUM gxxepesioM iHdbopMmaLil ctanu
cyvacHi nybnikauil Wwo[o0 HanpsMiB BMAMBY aHiMauil y pisHux cdpepax).
Takox 3[ilNCHEeHO niTepaTypHUI aHanis gocnigxeHb i nybnikauin 3 obpaHol
Temun. HaykoBa HOBW3Ha. Breplie npoaHanizoBaHO HampsiMM MOXJIMBOIO
BMKOPUCTAHHA aHiMauil B YKpaiHi nifg 4ac BiiHM Ta MiCNSIBOEHHOroO
BifJHOBJIEHHS], 3BaXarouu Ha 1 COLIOKYNbTYpPHUI noTeHUian. BusHayeHo,
o B Mexax TpaHcdopMmalii Bif KIacUYHUX MynbT(iNIbMIB OO CyYaCHUX
wepnespiB CGl aHiMauisa nepeTBopunacs Ha cknafgHy ¢opMmy MucTeuTBa
3 BNacHUM HabopOM YHiKaNbHUX XapaKTepUCTUK, cepen, SKUX OCHOBHUMMU
€ pyX i pyxoMicTb, BisyanbHa NpuBabnuBiCcTb, EMOLiHI MPOSIBU, MPU3YTNUHEHHSI
peanbHOCTI, THYYKICTb | afanTUBHICTb, TEeXHIYHi HaBMYKU Ta iHHOBAL,
TpaHccopmalist i MeTamoppoan, nepebinbLUeHHst Ta KapuKaTypy, CUMBOJSIi3M
i MeTachopu. BUCHOBKMK. Y CTaTTi JOCHIAXKEHO, WO aHiMaLiHI inbMU MaoTb
BE/IMKMI NOMUT y BCbOMY CBITi. [loBeieHo, Lo B YKpalHi € Kinlbka aHiMaLinHuX
CTYAiW, SKi aKTUBHO 3aMarTbCA CTBOPEHHSIM aHiMauiiHux inbmiB
i cepianiB, a TakoX MpaLtoTb Hafd MPoeKTaMu A/t MiXKHAPOAHUX PUHKIB.
Y pocnif)XeHHi BU3HA4YeHo, WO aHiMalis K BUO MUCTELTBA Mae YUCIEHHI
COLLiOKY/IbTYPHI acnekTW, siKi BMAWBaKOTb Ha CMPUNHATTSA, CTBOPEHHA Ta
NOLUMPEHHS aHIMaLiiHUX poBiT.
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dopmynioBaHHs npobnemu

CoLioKYNbTYPHUI KOHTEKCT aHiMau,ii
OXOTJIKOE Pi3Hi HaNpsIMU BM/IMBY Ha CyC-
MiNbCTBO B LIJIOMY, KYNbTYpPHUIA NaHA-
wadpt Ta iHAMBIAyanbHI MepeKoHaHHSN
" ycTaHOBKW. Hacamnepef, BoHa 3aTHa
CTBOpPIOBATU CTEPEOTUNU Ta YNEpPeaKeH-
HS WOAO0 PiSHUX rpyn JtOf4eN, Lo MOXe
NpU3BeCTV [0 HEraTUBHOIO BM/MBY Ha
CNPUNHATTA Ta CTaBJIEHHS 0O LMX Fpym.
Hanpuknag, MynbTdinbMy MoxyTb yne-
pemxeHo abo kapukaTypHo 306paxyBa-
TW MpeAcTaBHUKIB iHWKUX KynbTyp abo
penirin. 3 ornAgy Ha Te, WO Uen BUS ay-
JioBi3yanbHOro MMUCTELTBA YacTo cnps-
MOBaHWUM Ha [iTel, CbOroAHi BaXXJMBO
BpaxoByBaTK, sIKi LiIHHOCTI Ta MoBep,iH-
KOBI cTepeoTunu BiH nponarye. He6axa-
Hi aHiMaUiiHi 06pasn MOXyTb BMIMBATH
Ha hopMyBaHHA CBITOMNAAY Ta Mopalb-
HUX MepeKoHaHb y AUTAYoMY Bili. Kpim
TOro, aHiMaLisi MOXe MopyLlyBaTh 4yT-
MBI NUTaHHS y cdoepi penirii Ta Kynb-
Typu. Hanpuknag, 306paxeHHs1 CBATUX
yn ikoHorpacpii MoXe CNPUYMHATU KOH-
dnikTK Ta 06ypeHHS B Pi3HUX KYNbTypax.

B ymoBax ribpuaHoi BiiHM XXI cT. aHi-
Mauist Moxe 6yTu BUKOpUCTaHa K 3acib
noniTMYHOT NponaraHav abo BMAMBY Ha
rpoMagcbKy nOymky. Lle mMoxe npusBe-
CTW [0 MaHINynauin i HeBignoBigHOCTI
peasibHOCTi, CTBOPEHHS Ta MOLUMPEH-
HS doelikiB, po3nasitoBaHHS BOPOXHeUi.
CborofgHi Takuil BMMB CrMOCTEPIraeThCs
Yy POCINCbKO-YKpaiHCbKiN BilHI Ta Me-
OIMHOMY BWCBIT/IEHHI HanagiB Xamacy
Ha I3painb. B 06ox cuTyauisix npoTus-
HUKN BOalOTbCA [0 aHiMauii gna nig-
TPUMKU NATPIOTU3MY Ta KapuKaTypHOro
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306paxeHHss Bopora. [lonpu HeraTuB-
HY KOHOTALit0 Y BUKOPUCTaHHI aHiMauii
y KOHNiKTax, BOHa TaKOX 3[4aTHa cTa-
TM 3acob60OM KPOCKYNbTYPHOrO BIJIMBY,
30KpeMa $IK iHCTPYMEHT M'sKoi cuin
B Cy4aCHWUX BifHOCMHaX MK KpaiHamu.
ToX aHiMallisi 3a CBOEI CYTHICTHO MOXe
OXOMJIIOBATU LUMPOKUIA CMEKTP MO3UTUB-
HWUX | HEeraTMBHWX BMJIMBIB 3aNl€XHO Bif,
KOHKPEeTHUX 06CTaBuH. 3 PO3BUTKOM iH-
TepHeTy Ta rnobanisauii e Bug eKkpaH-
HOro MucTeLTBa cTae 6iNibll AOCTYNMHUM
i BNJIMBOBMM, TOMY BaX/MBO po3rnsga-
TV AOr0 B COLiOKYJIbTYPHOMY KOHTEKCTI.

AHani3 ocTaHHix gocnig)xeHb
i ny6nikawin

CyuyacHi gocnifXeHHs COLioKYNbTYPHMX
acrnekTiB TBOpPIB aygioBi3yanbHOr0 MMC-
TeuTBa, 30kpema poboTu I Yminb, H. Ko-
pabnboBoi, O.bespyuka (2024), I. Yminb,
H. Kopabnbogoi, 0. beapyuka, H. XykoBor
(Chmil et al., 2024) n |.laBpaH, C. CTosIH,
M. PoroxHort, |. BinbunHcbkoi, X. MeuaH
(Gavran et al., 2023), € BaMBMM Hanpsi-
MOM HayKOBWX [OOCHigXeHb yepe3 3po-
CTanbHy PoJib eKPaHHOI KynbTypu B Cy-
YyacHOMY CBITi Ta HanpsMuK iT BAKUBY. Taki
LOCHNioXEHHs1 CbOrofHi 30cepemeHi Ha
BMBYEHHI BMAMBY aHiMaLil Ha rnspgada 1a
ayauTopito.

Y ctatTi K. NpeBiHa Ta K. LLpiHiBacaHa
(Praveen and Srinivasan, 2022) aHimauis
BU3HAHA e(EeKTUBHMM iHHOBALiIHUM
3aco60M CnifIkyBaHHS 3 ayaUTOPIE, L0
3acTocoBYyeTbCA B 6aratbox cdepax ons
nigBULLEHHS 3HAHb, MapKETUHTY, peKna-
MU TOLL,O, N OXOMJIHOE Pi3Hi BIKOBI rpynu:
Bif, HEMOBNIAT O JOPOCIUX.

CrenaHeHKo, K., JTamiHa, M. AHiMaLlig B ayioBI3yanibHOMY MUCTELITBI:
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OKpeMUM HamnpsMOM Cy4acHuX [ochi-
IXXEHb COLOKYNbTYPHUX BJIMBIB aHi-
Mauii € cneundpika BNAMBY Ha AUTaYy Ta
nigniTKoBy ayguTopito. Y [ochimXeHHi
M. Begekapa Ta I. Oxouwi (Bedekar and
Joshi, 2020) BusHaueHo, wWo 3a obpasa-
MU FapHUX, MUJKX i, HA NepLWA Nornsg,
HEBUHHMX MEePCOHaxiB Ta iCTOpIN repois
MYNbTINbMIB HasiBHA 3HAYHA KiNbKiCTb
NMPUXOBaHMX 0OOATKOBUX PUC.

[PyHTOBHE [AOCHIAXeHHA npobnema-
TUKU cTepeoTunizauii Ta opMyBaHHS
ynepeg)eHb B aHimau,ii 3gincHuB O. J1iH-
arped (Lindgren, 2020).

MpobrnemaTka €TUKU CTBOPEHHS aHi-
Mauil posrnsiganacs y poboti M. KoHHonni
(Connolly, 2024). 3a 3agymMoM GinbLIOCTi
MYNbTUMIKATOPIB, CBIT € MiCLleM KOH-
dnikTy. [1o6po 6opeTbcs 3i 3/510M, CBIT/IO
rnparHe pos3cisiTu TeMpsiBY, MyApiCTb npar-
He B3SITU BEPX Haf, HEBIrMacTBOM.

M. MoHTe3 (Montez, 2018) BuBYaB BMvB
aHiMauii Ha po3BUTOK CycMiNbCTBA, TOOTO
MynbTUMIKaLis po3rnsaaeTbes i3 norns-
Iy dopMu coujianbHOro BTPYYaHHS, LLO
CMMPAETbCA Ha y4yaCTb MiCLIeBUX aBTO-
piB y 3abe3neyeHHi eHaoreHHMX NpoLeciB
po3BUTKY. BogHouac y gocnimxeHHi X. lHa
(Yan, 2020) BM3HaAYeHO, WO iHAYCTPIA aHi-
MalLiil € YaCTMHOHO IHAYCTPIT KyNbTypW.

Y cyyacHUX BITYMBHSHUX OOCHIIKEHHSIX,
3okpema ctatTax O.bBespyuka, |.[aBpaH,
H. Kopabnbosoi, C.0O6opcbkoi, [ Yminb
(Bezruchko, Gavran, Korablova, Oborska
and Chmil, 2024), O.Bbespyuka, [ Io-
rpebHsik, H.KopabnboBoi, C.060pCbKOoi,
I YUminb (Bezruchko, Pogrebniak Korablova,
Oborska and Chmil, 2024), nopyuieHo ak-
TyaslbHi MWUTaHHS, WO CTOCYITbCS pO3Y-
MIHHS1 poJli CKIagHMKIB aHiMalLlii Ta BvBY
Ha rnsgava i CycninbCTBO, @ TakoX pos3-
poOKW cTpaTerin ois NoOKpaL,eHHs SKOCTI
Ta pPi3HOMaHITHOCTI EKpaHHWUX NPOAYKTIB.

Merta cTaTTi — BM3HAUUTK COLLIOKYSIb-
TYPHI acnekTu aHimauii B aymioBisyasnb-
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HOMY MMCTeuTBi, i Micue B couianb-
HOMY Ta TreonosiTUYHOMY KOHTEKCTI;
OCMUCIIUTU CyYacHi TEXHOMOTIT aHiMauil
Ta MpoaHanizyBaTu MOXIMBI MeTOAM iX
BVMKOPWCTAHHS; BOCNIANTU aKTyanbHICTb
aHiMauil y cydYacHOMY XWTTi, BUKOPW-
CTaHHS Ta PO3BUTOK Y pi3HUX cchepax.

OcHOBHMI MaTepian foCNiAXKEeHHs

AHimauis — ue copma BisyasibHOI KO-
MYHiKauil, sika [OecaTUNiTTAMM 3axo-
nnoBana yaey ntofen. Big knacuuHux
MynbTPINbMIB [0 CyyacHUX LlefeBpiB
CGlI (aHrn. Computer-Generated Imagery,
«306paxeHHsl, 3reHepoBaHi Komm'toTe-
poM») aHimauis nepeTBopunacs Ha
cKknagHy dopMmy MucTeuTBa 3 Bhac-
HUM HabBOpPOM YHiKanbHUX XapaKTepuc-
TuK. MpoTe He n1we aHimauis notpebye
TEXHOJIOTIYHUX BTpPyYaHb, afxe, AK 3a-
3HavalTb y CTaTTi «BipTyanbHe BUpOO-
HULTBO: HOBUW MNigxig A0 KiHOBMPOOHU-
uTtBa» O. Mpsagko Ta M. Cipenko (Priadko
and Sirenko, 2021, p.53): «BipTyanisauis
BUpPOOHULTBa JoroMarae BUPILLMTU OC-
HOBHI Mpob6nemu, MnoB'sisaHi 3 Tpagu-
LiIHUM KiHOBMPOOHULTBOM, BM3HAYUTU
"60NbOBI TOYKM" B TEXHOMOFIYHUX MpoLie-
cax. baraTo cyvyacHux cinbmis, ocobnum-
BO HayKoBO-(haHTaCTUYHI Ta GOMOBUKY,
BMMaraloTb Haf3BUMYaAMHO CKJIafHOro
BUPOOHUYOro npoLecy, AKMn noTpebye
3Narof)keHoi TBopyoi poboTu i3 3any-
YeHHSIM PiSHOMAaHITHUX TEXHOJOriN i Ha-
YKU 3@ KOPOTKMI Yac».

3a [0MOMOror HOBITHIX TEXHOJOriN,
30kpeMa aHiMoBaHux CGl nepcoHaxiB
i 306paxkeHb, aHiMaUilHi dinbMu gocs-
raloTb HOBOro eTamny po3BUTKY. Afxe
B enoxy LMdpOBUX TEXHONOriN Xapak-
TEPUCTUKM aHiMauil BUWLIM 3a@ MeXi
OMOBIfaHHS, CTaBLUN YHiBepcasibHUM iH-
CTPYMEHTOM Ans nepegavdi iHpopmauii
Ta CTPYKTYpW.

Stepanenko, K, Liamina, M. Animation in Audiovisual Art:
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TepMiH «aHiMauisi» Gepe CBi NoyYyaTok
Bifl NATMHCbKOrO CcJjloBa «anima», Lo
o3Havyae «paywa» abo «gyx». AHiMauis
BOMXAE XUTTSI B CTaTUYHI 300paxeHHs,
HaMoBHIOKOYM TX XUTTEBOK CWUMOKD Ta iH-
avBigyanbHicTio. Lle MucTeLTBO 3MyLIY-
BaTW MepcoHaxiB BUCTpuByBaTU 3i CTO-
PiHKM, TAHLOBATK Ha eKpaHi abo oxneaTu
B OyOb-fKOMy 06paHOMYy cepefoBWLL;.
3 iHworo 6oky, sik BkasyBaB C. PobepTc
(Roberts, 2023) y cBoiln npaui «XapakTe-
PVCTUKM aHiMaLiT: MOSICHEHHS B [eTansix»,
TeXHOJNIoriYyHa aHimauis nepepnbayae ma-
HiMyNtoBaHHA UMPOBUMY eNleMeHTamy,
YyacTo B CTBOPEHOMY KOMM'IOTEpOM ce-
pepoBuw, ons iMiTauii pyxy. Lle pocs-
raeTbcsi Yepes pos36GUTTSA pyxy Ha moci-
OOBHI Kagpw, nogibHo OO TpaauuitHMX
MeTofiB aHimalLil, a NoTiM BifoOpaXeHHs
LUMX KagpiB y WBMAKINA nocnifgoBHOCTI. Lie
WwBuaKe BigobpaxeHHs1 CTBOPHOE BigvyT-
TS MJABHOTO PyXy, [Aa€ 3MOry KOpUCTY-
BayaM B3aEMOLIATY Ta BifuyyBaTu LuHA-
MiYHi BidyanbHi edbekTH, siKi pearytoTb Ha
TxHi BBefeHHs (Roberts, 2023).

Llen B aypioBidyanbHOro MuMcTeLTBa
AIK SICKpaBuWI i yHiBepcanbHWUii 3acib mae
BifIMIHHI XapaKTepUCTUKMK, AKi CNPUSAIOTb
LUMPOKIA npuBabnmMBOCTI Ta TBOpPYO-
My noTeHuiany. Posrnspatoun BigMiHHI
XapakTepucTuky, npepcTaeneHi C. Po-
6eptc (Roberts, 2023), cnig 3a3HaunTy,
LLLO CYTb aHiMaLil nonsirae B 1i 34aTHOCTI
OXMBNATU CTaTUYHI 306paxeHHs 3a [0-
MOMOrOK pyxy Ta pyxoMocTi. [ns Bisy-
anbHol NpuBabnMBOCTI Ta eCTeTUYHOCTI
aHiMaToOpu BWKOPWCTOBYHOTb LUMPOKUIA
CNeKTP XYQOXHIX CTUJIB, KONbOPOBUX
nanitp i Bi3yanbHUX TeXHiK, Wo6 cTBO-
pUTU NPUroNOMLLANBI BidyanbHi edpekTy,
SIKi MpuBepTalOTb yBary rnspgada. AHi-
Mauisi oxonsioe 6e3iy XyQoXHiX CTUNIB:
Bifl CTUNI30BaHMX [0 rineppeanicTUYHUX.
Llei BML, eKpaHHOrO MUCTELTBA Ma€ Ou-
BOBWXHY 3[aTHICTb MepefaBaTu cknaf-
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Hi eMoUil Yepe3 nepcoHaxiB Ta iXHi Ail.
MepebinbLueHi BUpa3n 06MYYsi Ta XeCTu
aHiMaLiHMX MepcoHaxiB [atTb 3MOry
M nepepaBaTy eMoLil Tak, W06 pe3oHy-
BaTuW 3 ayauTopieto Byab-aKoro BiKy.

Y pocnigxeHHi «[TcuxonoriyHuin BnavB
aHiMauil Ha Bi3yanbHUN CKNAgHWK i ni-
3HaHHS rnspada» K. MpesiHa Ta K. Lpi-
HiBacaHa (Praveen and Srinivasan, 2022)
BMKJIQAEHO CUCTEMATUYHUIA OTNSS BNM-
BY aHiMaL,il Ha BisyarnbHy yBary rnagada
Ta BM3HA4YeHO, WO aHiMalia BMAMBae
yepes iHTerpayito pisHUX CTUMYNIB i BU-
COKOOpraHisoBaHy mnpe3eHTauito. Kpim
TOro, aHiMauifa jgornomarae rnsapgaveBi
JOCArTU KpaLLoro KOHUenTyanbHOro po-
3YMIiHHSI, PO3BMBAKOUYN MOr0 KOTHITUBHI
peakuii. 3aranom aHimauisi BusiBUNacs
KOPWCHOIO [NA BLOCKOHANEHHs HaBu-
YOK HaBYaHHS, MapKeTUHTy XapyoBUX
NpoayKTiB i cTpaTterii po3BUTKY OCBIT-
Hix nocnyr. MNpiopuTeTHUMM HanpsiMaMu
B aHiMauil aBTOpyM BM3HauuIM 3abes-
neyeHHs iHTerpauii Ta NPOEKTYBaHHSA
cTpykTyp 3D-mopentoBaHHA (Praveen
and Srinivasan, 2022).

LLle opgHieto i3 nepeBar aHimauii € iT
30aTHICTb MPU3YNUHATK peasbHiCcTb. Ll
XapakTepucTuka fae 3Mory ornosifavam
JocnigxyBaTn obpasHi  KoHuenuil, ki
Moxe 6yTu cknagHo BigobpasuTtu y cop-
mMaTax XuBoT fil. AHiMaLia — Le guHamiy-
He cepefloBMLLE, IKE MOXE 3a10BOJIbHUTH
pi3Hi XaHpu Ta ayguTtopito. Lis aganTtue-
HICTb Ta MHYYKiCTb A€ 3MOry aHimaTopam
ornpauboByBaTK pisHi TeMU Ta OMNOBIfi, LLLO
pobuTb MynbTUMITIKALKO NpuaaTHO AJis
BCiX BIKOBMX Ipyn i Ky/bTyp.

KoxHa 3axonnuBa aHiMalisi cTBOpeHa
Ha OCHOBI feTanbHO NPoAYyMaHOTI icTOpIT.
MopibHi aynioBisyanbHi NPOEKTU AAlOTb
3MOry onoBifayaM 3arnubnoBaTuCcs
B CKNagHi onogigi, 6araTolwapoBi croxe-
TW Ta TeMu, AKi 3aXOMOKTb aygUTopIto
Ha 6araTbox piBHSIX. AHiMaLif HaBiTb

CrenaHeHKo, K., JTamiHa, M. AHiMaLlig B ayioBI3yanibHOMY MUCTELITBI:
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HannpocCTiWmX cueH notpebye BUCOKOro
PIBHSA TEXHIYHWX HABMYOK Ta iHHOBaLiN,
TOMY BOHa 3anulaeTbCsl B aBaHrapmgi
MUCTELIbKOr0 Ta TEXHOJIONYHOro npo-
rpecy. TpaHcdopmauiss Ta meTamopdo-
3a € MOTYXHUMU iHCTPYMEHTaMu ono-
BiflaHHA, AIKi [,O3BONAOTH MepCcoHaxam
3a3HaBaT UOOKUX 3MIH (K disunu-
HUWX, TaK | eMoLiiHNX). 3aBAsiKM NpoLecy
TpaHcdhopMalLii nepcoHaxi eBOSHOLiOHY-
I0Tb, YacTo Bigobpaxaroun yHiBepcarsib-
HUI WX 0coBMCTOro PO3BUTKY.

MepebinblueHHs Ta KapukaTypa € oc-
HOBHVMMMW eneMeHTaMu OXMBJIEHHS Mep-
COHaxiB, fIKi [JalTb 3MOTY Xy[OXHUKaM
nocunoBaTu pucu, emolii Ta Bupasu
[Nsl CTBOPEHHS XapaKTepHUX repois, L0
3anam'aToBytoTbes. Ller 3aci6 popnae
rMMBVMHU NepcoHaXam i MOCUNe KoMe-
LiNHI Y1 opamMaTuyHi edoekTu. [Jo TOoro X
aHiMaLisi 4yy[oBO nepepae cknagHi iger
yepes cCUMBOJI3M i MeTacdopu, [03BO-
NAKYN TBOPLUSIM [0CHIoKYBaTK rNBOKI
TeMu BidyasnibHUMM 3acobamu. HaBefeHi
BULLE XapaKTEPUCTUKM PobnATb aHiMy
iHHOBaLinHOO bOpPMOLO Bi3yasibHOI KO-
MYHiKaLil, 3faTHO [onaTu KynbTypHi
KOPAOHU Ta BUKIMKATK rnnboki emouii
(Roberts, 2023, p.66).

flk 3a3HayeHo y cTaTTi «4oMy aHima-
LilHe MUCTeUTBO € OOHWM i3 HalBax-
NMBIWUNX BUAIB MUcTelTBa XX CTONITTA»
3 XypHany Park West gallery, aHimMauiviHi
chinbMU MarOTb 3HAYHMI NONUT Y BCbOMY
cBiTi. YacTo ue nepuwi dinbMu, 3 aKMMu
3HaAVOMNIATBCSA B AUTMHCTBI. CTBOPEHHS
nofibHoro MefianpofyKTy Ha BUCOKOMY
piBHI Nnepepnbayae onaHyBaHHS HaBMYOK
TeXHIYHOI MancTepHocTi. ManboBaHi
TBOPM — Lie He MPOCTO MUCTELbKI LefeB-
py, AKLLLO po3rnsaaTv ix y uinomy. KoxeH
aHiMaLinHMi inbM cknafaeTbcsa 3 TU-
CAY OKPEMUX MUCTELbKUX TBOPIiHb, SKi
BiATBOPOIOTbCSA 3i WBUAOKICTIO 24 Kaapu
3a cekyHay (Park West gallery, 2018).
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3rigHO 3i 3ragaHol BWULLE CTaTTel
€ 6araTto HanpsiMiB BMAUBY MYNbTUMJII-
Kauil Ha cyyacHe mucTeuTBo. doHOBe
MUCTELTBO, AU3alH, PO3nucaHi BpyYHY
poboui eneMeHTH, pe3ynbTaT — KOXEH
acnekT CTBOPEHHSI aHiMauinHoro dinb-
My € BUTBOPOM MucTeLuTBa. Baxnueo
TAKOX 3a3HauuTW, WO CBIT XMBUX Ma-
JIIOHKIB 3MiHI0ETbCS. MNpakTMYHO BCi OC-
HOBHI aHiMaUiNHI diNlbMU CbOroaHi CTBO-
prOlOTbCSA 3a [0MOMOrO KOMMN'tOTepa,
TOMY KyNnbTOBOro ¢oHy Ta 06pa3oTBOp-
Yoro MMUCTELTBA Y YUCTOMY BUMMIALI CbO-
rogHi He icHye (Park West gallery, 2018).
«KpwxaHe cepue 2» (pex. Ix. Jli; K. bak,
2019) cTaB HalMKacoBILUMM MYNbTUMIKA-
LiHMM dinlbMOM Yycix YaciB. ManboBaHi
dinbMn MatoTb Ha 30 % Ginblumin npuby-
TOK, aHix KiHo. Ha Disney npunapae 25 %
YyCbOro CMOXMBYOrO aHiMauilHOrO KOH-
TeHTY, Ha Pixar — 20 %, Wwo pobuTsb ii gpy-
roro 3a MONYJISIPHICTHO aHiMaLiNHOK CTY-
Jieto, Ha TpeTboMy Micui — Dreamworks
(15 %). AHiMaLiiHWIA KOHTEHT Ha MoTo-
KOBUX nnaTdopMax, Takux sik Disney+,
LLLOPOKY MPUHOCUTbL MiflbAPAU [OXOLIB.
Moro Takox HasvBaloTb PUHKOM Mefiia-
penisiB st LOMALUHbOIrO BUKOPUCTAHHS,
BiH MpuHocuTb $ 10 MNP WOPIYHOrO [0-
xony (Katatikarn, 2024).

LLlopoKky peknama B aHiMauii 3pocTae
Ha 7 %. [o 2025 poky Le fornomMoxe oT-
pumatn S 40 mnpa goxopy. [MiBHiuHa
AMepuka Mae TUTYN HambinbLioi aHiMma-
LifHOT iHOycTpii'y cBiTi. Lie Tomy, Wwo 6inb-
WIiCTb HaWBINbLIKMX aHIMaLiNHUX CTyqin
po3TalwloBaHi TaM, BkJoyatoun Disney,
Sony i Netflix. OgHaK HaWBULLMIA PiYHUI
TEMM NpUPOCTY Mpunagae Ha A3iACbKo-
TuxookeaHcbKkui perioH. Disney € Hanbinb-
IO CTyfjieto 3 AoxoaoM y $ 82,7 mnpga.
Oani nayte Sony (S 81 mnpa), Netflix
(S 32 mnpg), DreamWorks ($ 916 MnH),
Pixar (S 770 wmnH) i Nickelodeon
(S 628 mnH). CerMeHT aHiMauil — ue pu-
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HOK, LLLO LUIBMAKO 3pOCTae, i crnoci6 Bnpo-
Baf)XXeHHsA WTy4YHoro iHTenekty (LUI)
HEMMHyYe MaTUMe BENWKWUI BIIMB Ha
ranysb. Haibnmxymmu pokamu PUHOK
aHiMaUil WBMAKo 3pocTaTMMe nif Bhau-
BOM aKTMBIi3aLil Cy4YaCHUX TEeXHOJOrin
(Katatikarn, 2024).

B YkpaiHi € Kinbka aHiMaLiiHuXx cTygin,
fIKi aKTUBHO 3alMarlTbCs CTBOPEHHSIM
MynbTdINbMIB | cepianiB, a Takox mnpa-
LIOIOTb Haf, NPOEKTaMMU ISt MiXHapom-
HUX PUHKIB:

1) Animagrad (konuwHin «KiHOATHC») —
crewianisyeTbCsl HA CTBOPEHHI aHiMaL,in-
HMX dinbMiB i cepianie. Haneigomiwmni
TXHIN NpoekT — «MaBka. JlicoBa nicHsa»
(pex. A. Py6aH; 0. Manamyx, 2022 p.).

2) Postmodern Digital — npautoe Hapg
aHimauieto, BisyanbHUMKN edhekTamMu Ta
KoMn'toTepHoto rpadoikoto; 6pana yyacTb
Yy CTBOPEHHi cneuedekTiB 4Na PisHUX
dinbMiB, 30Kpema rofniByACbKMX MNpo-
OYKTIB.

3) Gammi Animation — cneuianiayeTbcs
Ha aHiMauii Ta pospobui irop. BoHu Ge-
pyTb yyacTb Yy CTBOPEHHI aHiMauil ons
Bifleoirop Ta MynbTCepianis.

4) Perfomance Lab — komnaHis npa-
utoe y cdpepi komn'toTepHoi rpadiku Ta
aHiMaUil, a TakoX Hapae pisHi nocnyru:
BifI CTBOPEHHS aHiMaUiiHUX pPOnuKiB [0
po3pobKu BidyasnibHUX edpekTiB.

4) Postmodern — cneuianisyeTbcsi Ha
BisyanbHux edbekTax Ta aHimauii gns
KiHo, TenebayeHHA Ta IHWUX Mepia-
MPOEKTIB.

5) Hawe kiHO — cneuianisyeTbcs Ha
CTBOPEHHI aHiMauinHux cinbmiB gna gi-
TeW, 30KpemMa ajanTauiii KNacuyHux Ka-
30K i niTepaTypHUX TBOPIB.

6) Trigon Production — cTygia npautoe
B pi3HMX cdhepax MynbTUMeLia, BKIItOYa-
FOUM aHiMaLito Ta BigeonpoayKLito.

AHiMaLif AK BMO MUCTeLTBa Mae 4uc-
NEHHI COLIOKYNbTYPHI acnekTu, siKi BNu-
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BalOTb Ha CMPUNAHSATTA, CTBOPEHHS Ta Mo-
LUIMPEHHA MaslbOBaHUX pobiT, 3o0KpeMa:

EcTeTuka Ta TexHika. AHiMaLif MoXe BU-
ABNATU BIJIMB HA CyYacHi Xy[oXHi cTuni
Ta TexHiKW, BKJIHOYAKOUM BUKOPUCTaHHSA
KoMn'toTepHoi rpadoiky, 2D, cTon-mMouito
Ta iHWi MeToam. Y ctatTi O. bespyuka Ta
M. CyxiHa (Bezruchko and Sukhin, 2023,
p.246) «AHiMaUiiHI JOKYMeHTanbHi difb-
MU Yy cy4yacHOMy KiHemaTtorpacdiyHomy
MUCTeLTBI: 0coBnAMBOCTI BUPOBHMLTBa»
3a3HayeHo: «B MynbTunnikauinHmx dinb-
Max clieHapucTam Baxue po3nosifaTu
icTopii, amxe pexucepu 3a0ebibLIOro
noknajatTbCs Ha BidyanbHy CKJa[oBY,
[OMOBHIOOUN 300paxeHHs1 MeTadopuy-
HUMKU obpasaMu». 3 UMM | MOXYTb [O-
MOMOIrTU MOLIOHI CydyacHi TeXHONOriYHi
BMHaxoau. Cnoci6 BisyasibHOro Bupasy
MynbTURMiKauii Moxe BigobpaxaTu Xxy-
JOXHI TEHOEHLT.

KynbTypHa penpe3eHTayis. AHiMauis
BifoOpaxae PpisHi KynbTypHi acnekTu
Ta Tpaguuii. BoHa moxe 6yTu Baxniu-
BMM 3acoboM 36epexeHHs Ta nepenadi
KYNbTYpHOI CNafLLUMHK, a TaKoX CpUaTH
KYNbTYPHOMY OOMiHY MiX Pi3HUMM Kpa-
Hamu. B ymMoBax cydyacHoi rnobanisauii
KOXHa KpaiHa CBIiTYy €KCMOpTYye BRacHi
€KOHOMIiYHi, NONITUYHI Ta KyNbTYypHi igel.
Kutan 3HaxoauTbCsl B HEBUTIQHOMY CTa-
HOBWLLi LLO[0 €KCMOPTY KYNbTYPHUX iH-
OycTpin. HasiBHa BenMyesHa npipBa Mix
KuTaem i, 3okpeMa, fnoHieto, CnonyyeHn-
mMu LLTaTamu Amepuku, EBpOMoOKO Ta iH.,
oo iHaycTpii aHimauii (Yan, 2020, p.6).

CouianbHi NMWTaHHA Ta akTuBI3M. AHi-
Mauifi MOXe BWKOPUCTOBYBATUCS [ONS
BUCBITNIEHHA coLjiallbHUX MUTaHb Ta ak-
TyaJlbHUX COLIOKYNbTYPHUX Npobnem, Ta-
KMX SIK NpaBa JItoAMHW, eKOJOris], PIBHICTb
ToW,o. BoHa MoXxe cnpuuYnHATK OUCKYCIT,
00roBOpEHHS Ta NiABULLUTY FPOMafCbKY
cBigoMicTb. CoLioKynbTypHa aHimauis —
ue MeTof, HafaHHA NIOAAM MOXIIMBOCTI
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6paTu yyacTb Yy pO3BUTKY BRIaCHUX rpyn
abo chinbHOT, po3rnsgaymn BRacHi no-
Tpebu, MOXIIMBOCTI, 3HAHHSA Ta HaBUYKHU
LN BUSIBNIEHHA NpobneM i afekBaTHUX
cTpaTerin ix posB'si3aHHsA. Lle cTocy-
€TbCA BCiX couiaNbHUX, KYNbTYpHUX Ta
OCBITHIiX acnekTiB fIK YaCTUHW MnpoLecy
po3BUTKY. TOX COLIOKYNbTYpHa aHiMa-
Ui € edeKTUBHUM IHCTPYMEHTOM COLLi-
anbHoi poboTK, CNpsIMOBaHOI Ha PO3BU-
ToK rpomaau (Montez, 2018, p.355).

BuxoBaHHs Ta ocsita. Llen Bup aygio-
Bi3yaJlbHOro MMUCTELTBa 4acTO BUKO-
PUCTOBYETbLCA B HaBYaHHI Ta OCBITHiX
nporpamax Ans OiTed i MoXe cnpusATh
PO3BUTKY KPUTUYHOIO MUCIIEHHS, TBOP-
YOCTi Ta IHWWX HaBWYOK, HeoOXigHUX
y Cy4acHOMY CyCMinbCTBI.

Cnpoba 3BecTM Mopasib [0 MNPOTOKO-
ny 6iHapHMUX BUBOPIB € aKTOM HaMBULLLOT
3apoaymMinocTi. Lle npu3BoanTb [0 Haf-
MipHOrO CMPOLLEHHSA €TUKM, LLLO MOPOXKYE
MONITUKY I4EHTUYHOCTI, HEPO3B'A3HY ife-
OJIOMYHICTb i 3HEBaAry [0 BCiX, XTO 6aunTb
CBIT He TaK.

3 opHoro 60Ky, aHimauil, ki npoaatTb-
cA [iTSIM, MalTb YHUKATWM HagTo pane-
KOro ifieosioriyHoro BigxuneHHs. HasBHa
HM3Ka YHiBepcasbHUX LLIHHOCTEN, AKi cnig,
KyJIbTUBYBaTWM B HACTYMHOMY MOKOJiHHi
6e3 MoNITUYHOrO BUXOBAHHSI B PaHHbO-
My Bili. | ue dbopmye HOBI BUKIMKK Onsi
po3BUTKY aHimauii. MpoTe cnig nova-
TW CMOHYKATW LiTeN CTaBUTU Mif, CYMHIB
LiiHHOCTI Ta BUOIP IHWKMX SK NepLIni Kpok
[0 KanibpyBaHHS BacHOro MopasibHOro
komnaca (Connolly, 2018, pp.45-46).

B aHimauil gnsa piten npucyTHi coui-
anbHi MOBIAOMJIEHHSA MPO reHAEepHy He-
piBHICTb i couianbHi cTepeoTmnu. 3 of-
Horo 60Ky, MynbThinbMKU fonomMararoTb
iTAM BYMTMCA, OTPMMYyBaTU 3a[0BO-
NEHHS], po3BaxaTucs, a 3 iHWoro — Mo-
XyTb CMOHYKaTK iX [0 6inbLioi XopcTo-
KOCTI, arpeCMBHOCTI Ta TPMBOXHOCTI. Lle
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cbopmye noTpeby feTanbHO BUBYATU Te,
AK LiTW iHTepnpeTyroTb MynbTdiNbEMY,
o6 3po3yMiTM [OBroTpMBanui BMIUB
MynbTINbMIB Ha [OUTSYY CBIQOMICTb
(Bedekar and Joshi, 2020, p.13).

Walt Disney Animation Studios Hapasi
€ O[HUM i3 HaNBINbLUMX Y CBITi BUPOOHM-
KOM aHiMaLiiHOro KOHTEHTY, OpieHToBa-
Horo Ha giTein. Disney yacTo acoujitoBaBcs
3 TaKUMU TemMamu, K OUTUHCTBO, Maris
Ta HEBUHHICTb, BTiM, 6arato aHiMaL,iiHUX
dinbMiB KoMnaHii ogHoYacHo nignaBa-
NUCS KPUTULi 3a iXHIO ypas/uMBICTb Ta
npobnemMaTuyHe CNpUNHATTS pacoBol Ta
€THIYHOI NPUHANEXHOCTI, a TaKoX CWJlb-
HOT 3aNeXHOCTi Bif, KYJIbTYpHUX CTepeo-
Tunis (Lindgren, 2020).

KynbTypHuii acnekt possar. AHimauis
€ BaXJIMBOIO rasly33to B KiHOIHAYCTpil Ta
po3BaxanbHin cdepi. BoHa Moxe oxo-
naoBaTK aHiMauinHi dinbMu ons giten
Ta [OOpOCnuX, MynbTcepianu, Bifeoirpu
Ta iHWi BMau posBear. Y ctatTi «CyyacHe
aypioBisyasibHe MUCTeLTBO B MpoOCTOpI
iHTepHeT-Mepexi: HOBI acnekTn B3ae-
mogii» O.Bbespyyko Ta O.AHikiHa nig-
Kpecnunu, o «3aBAaKW iHOYCTPIl irop
NIOM HapeLwwTi 3MOXYTb CTBOPUTY CBOHO
Bepcito icTopil, TakKnM YnHOM, haKTUYHO,
BMJIMBAlOYM Ha XYLOXHi Au3anH. 3aB-
OSIKM LUbOMY MpeuefeHTy KoxeH dopar-
MeHT Bifgeorpu Oyge YHIKanbHUM BU-
TBOPOM MMCTELTBa, AKMA Bigobpaxae
ocobucTun BWBIp | cTpaTerii rnagava.
KoXeH, XTO Ha CBOEMY LUNIAXY B3aeMO-
nie 3 O6yob-sSiKMUM chnpaBfi iHTepaKTUB-
HMM TBOPOM MUCTELTBA, CTBOPHOE OOHY
3 1oro Bepciii: BnacHy» (Bezruchko and
Anikina, 2021, p.44).

Lli Ta nopibHi BnacTuMBOCTI CBIT irop
3MIr BTIIMTU NLLe 3aBOAKM aHiMaLii Ta
pO3BUTKY 1l TEXHOMOTIiN, L0, 6€3yMOBHO,
MOBUHHO MOTMBYBaTW ¥ Hagani po3Bu-
BaTM came Len Buf, ayhioBi3yaslbHOro
MuUCTeLTBa.
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lNonynsipu3salisi TonepaHTHOCTI Ta Tepnu-
mocrTi. Lle HapgsBuyaiHO BaxsMBa Micis
aHimauii B pgepani rnobanisoBaHilomy
CBITi. AHiMaLisi MOXe BUCBITOBaTU pi3-
HOMaHITHI acnekTU MiXXHapPOOHUX KyJlb-
Typ, 30KpemMa Tpaguuii, MOBY, icTopito
Ta cnoci6é xuTTa. Lle Moxe ponomaraTu
rnagadYaM Kpaile po3yMiTu Ta OLiHIOBa-
TW iHWI KyNbTypu. AHiMaUis MoXxe NpoTu-
CTOSITU yrnepemXeHHsIM Ta CTepeoTunam
OO0 MEBHUX KYMbTYp YW rpyn mntofen.
BoHa Moxe HafilaBaTy 3MOry no6aynTy iH-
LUMX K iHOMBILIB 3 BNIACHUMM YHIKaNbHK-
MU XapaKTepucTUKaMu Ta nofibHoCTAMM.
TakoX MoXe CrpuUaTh PO3MOBCHOOKEH-
HIO PIBHOMAHITHUX KYNbTYPHUX BUpPasiB
i po3KpUBaTU MMsifjavyaM HOBI NepcneKkTu-
BU. BoHa Moxe HapguxaTu rnapadvis 6yTtu
BiALKPUTUMM [0 iHWKX KYNbTYp i cnocobis
XUTTS, 0COBNMBO Le akTyanbHO B Mpo-
nykuii gns giten. Y pocnigkenHi O. Jlin-
arped (Lindgren, 2020) «AHiMOBaHi cTe-
peoTunu — aHania3 cyvacHux 306paxeHb
Disney npo pacy Ta eTHiYHy npuHanex-
HICTb» BUKOHAHO OL|iHKY 300pa)xeHHs pa-
COBMX | €THIYHUX MEHLLIMH, 8 TAaKOX BU3Ha-
YeHO, UM 3MIHMBCA XapaKTep 300paxeHb
KOMMaHIl KyNbTYPHO YyTIIMBUX TEMATWK i3
YyacoMm. 3 ornafdy Ha 3aranbHi pesynbTaTu
aHanisy BU3HaHo, LU0 3 Yacom Disney cTaB
MPOrpeCcUBHUM | KYJIbTYPHO YYTIUBUM.
OpHak noku BinbLicTb OCTaHHIX dinbMiB
BiJIbHi Bif, ABHUX PAaCUCTCbKUX €JIEMEHTIB,
AKi MOXHa 3HalTK B nonepeaHix poboTax
KomnaHii. Llinkom o4yeBMHO, L0 BOHU BCe
LLLe CXWIbHI NoKafaTUca Ha NeBHi Kynb-
TYpHi cTepeoTunu. Kpim Toro, cxoxe, o
aHiMaUiHI MIO3KKNN CTYAil 3acHOBaHI Ha
NeBHOMY KymNbTYpHO-creuudiyHoMy Ma-
Tepiani (Hanpuknag, nereHanm Y HapofHi
icTopii), i YacTo oxonsntolTb MNpobdremMa-
TWUYHI 300paXKeHHs1 PacoBUX Ta ETHIYHUX
MeHLwwH (Lindgren, 2020).

no6anisayisi Ta KPOCKY/IbTYPHUI BNINB.
AHiMaUifa € rnobanbHUM ABULLLEM, AKE ne-
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peTuHae KOPAOHM Ta MOXe BMANBaTH Ha
pi3Hi KynbTypu Ta rpomau. BoHa moxe
CNpuATU B3aeMOS|i Ta B3aEMHOMY pO3y-
MiHHIO MiX Pi3HUMU KynbTypaMu. BoHa
MOXe po3noBifaTtu icTopii Npo XWUTTA
Ta npo6nemMu Noaen pisHUX KynbTyp, WO
crnpusie 36IMXKEHHIO Ta PO3YMiHHI0. Kpim
TOro, aHiMmaLiss MOXe OXOM/toBaTu ene-
MEHTU KYNbTYPHOI CriafilWunHK, Takol fK
My3WuKa, MUCTELTBO, OAAr Ta iH. Lle cnpu-
fie nonynapusauil Ta 36epeXxeHHI0 KyJib-
TYpHUX apTedakTiB. BaxinBo 3asHauu-
TW, WO BMMB aHiMaL,il Ha TonepaHTHICTb
i TEPNUMICTb KyNbTyp MoOXe 6yTu siK no-
3UTUBHWM, TaK | HeraTUBHUM (3anexHo
Bi[l KOHTEKCTY Ta 3MicTy pobiT). OgHak
30e6inbloro BoHa Mae noTeHLian CTBO-
ptoBaTu 0bpasu, siKi CIpUATb PO3YMIH-
HIO Ta CRiBICHYBaHHIO Pi3HOMAaHITHUX
KYNbTYp Y Cy4acHOMY CBITi.

B YkpaiHi aHimMaTopu cTuKaloTbCs i3
cepno3HuMu npobnemamv B MpocyBaH-
Hi KynbTypu 4epes MyfbTUMMiKaLiAHe
306paxkeHHs1. OBMeXeHiCTb KOLWTIB i pe-
cypciB, a TakoX 6pak BU3HAHHA Ta MOX-
NIMBOCTEW PO3MOBCHOIXKEHHA — Lie JmLle
Jesiki nepeLlkoau, AKi MaroTb NoJoNaTH
BITUM3HSIHI XYOOXHUKM [51 PO3BUTKY
iHoycTpil. MNpoTe nonpu ue MK MoOXe-
MO MPOCTEXUTU PO3BUTOK YKPaATHCLKOI
wkonu. sk 3a3Havae O. LLlanoean (2022,
€.99), B YKpaiHi Hapasi aKTMBHO pPO3BWU-
BalOTbCA MpUBATHI CTYLil, Ha AKux 6yno
BUNYLLEHO 6araTo HOBUX MYJIbT(INbMIB.
LLlo6 nogonaTu BUKINKK, YKPATHCbKI aHi-
MaTopu MOXYTb CMiBMnpaLtoBaTi 3 napT-
HepaMu 3 iHLWKUX KpaiH, BUKOPUCTOBYBA-
™M umdposi nnatdopmu Ta couiasnbHi
Mepexi Ta 6paTu y4yacTb Y MiXXHAPOOHUX
hecTuBansax adimauil, wWob oTpumaTu
Ginblue yBarum Ta BU3HaHHS.

KpiM Toro, ypan NOBWHeH BifirpaTu
BaXXJIMBY poJib Y NPOCYBaHHI yKpaiHCbKOT
aynioBisyasibHOI KynbTypu Ha CBIiTOBIN
apeHi, Hapatoum 6Binblly NiATPUMKY Ta
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hiHaHCYBaHHS Xy[0XHUKaM-MYNbTUMJI-
KaTopaMm i Monynspusyloun aHimauito
B MeXax KyNbTypHOI aunnomarTii, 3o0Kpe-
Ma B MpoLecCi BigHOBNEHHA Micnsa 3aKiH-
YeHHs1 6oroBMX fin Ta K 3acib iHdopMmy-
BaHHs | BIAMBY Nif Yac BiviHK (Bezruchko
and Stepanenko, 2024).

Oco6nmMBO Ue HabyBae aKTyasibHOCTI
B HOBOMY Asis YKpaiHM BUMIpi — aHiMa-
Uil y BOEHHUI Yac. 3po3yMino, Wo Bil-
Ha BMJ/IMBA€ Ha pPO3BUTOK YKPaATHCbKOI
MynbTUMAIKaLil, MOLIMPIOKOYM BOEHHY
TemaTuky. Tak, Hanpuknag, O. bespyuko
Ta M. CyxiH (Bezruchko and Sukhin, 2023,
p.247) 3asHavanu, WO «[OCHiOKEHHS
XaHpy "aHiMapgoka" nokasaso, Wo Lue
OOWH i3 HamamMbOiTHIWMX BUAIB MUCTe-
uTtea. BiH BnnuBae Ha rnagava Bigpasy
Ha KiIbKOX PIiBHSIX, BMKOPUCTOBYHOUU
BiA3HATUI MaTepian HapiBHi 3 aHiMa-
LiMHUMK cLeHaMK, €Ki jJornomararoTb
BiATBOPUTM Te, L0 He BAANOCH 3HS-
Tu». OTXe, NOLIOHMIA XaHp MOXe CTaTu
B Mpurofi Ans ykpaiHCbKOro CrnpoTuBy,
BiATBOPIOIOYM [OCTOBIPHI CLiEHN 3a [o-
NMOMOro MaJlbOBaHUX BCTaBOK.

BeszanepeuHo, 2022-2024 pp. poso-
OATb, WO YKpPalHCbKUA [yX — Hesnam-
HuNi. Lle cTocyeTbecsa i Moro aHimaTopiB.
B ymoBax BiliHM, 3Baxatounm Ha ii Kpo-
BOMPOJIMTHICTb Ta PYMHIBHUIA XapakTep,
yKpalHcbka aHiMauisi Mocuitoe  Mexi
BJIACHOI 3HAYYLLLOCTI y cycninbcTBi. BoHa
CTae BaX/MBUM IHCTPYMEHTOM [/l OCBi-
TM Ta MPOCBITHMLTBA LWOAO BiiHM Ta
3acoboM iHdopmMaLinHOT 6opoTbbu i3
derikaMmn. AHiMoBaHi iflbMU MOXYTb
posnoBifaTu Npo iCTopito, BaXIuBi icTo-
PWYHI noAii TaixHi HacNi oKW, BU3HaAYaTh ro-
JIOBHI MPUYMHU Ta NepefyMOBU POCINChKO-
yKpaiHCbKOT BiHW. Liel Bup, ekpaHHoOro
MucTeuTBa MoXe OyTU BUKOPUCTaHWIA
y NCUXOMOFiYHIN niaTpuMmui Ta peabini-
Tauii, a TakoX po3nosigaTu icTopil npo
noJoNlaHHsA TpaBM Ta Hafilo Ha Kpalle
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ManbyTHe. KpiM Toro, nomibHi npoekTu
MOXYTb 30CEpefuTW yBary Ha ryMmaHi-
TapHuUx Npobniemax, Takux K BHYTPILLIHbO
nepemileHi ocobu, oiTu, saKi nocTpaxga-
JIM BHACMIOOK BiViHK, Ta iHWI rymMaHiTapHi
BUKJIMKM, SIKi NOTPeByroTb yBaru.
AHimMaList Moxe cnyryBaTu sik 3acobom
KOMYHiKauii Ta 06MiHy OyMKamMu Mix
YKpaiHoo Ta iHWWMMK KpaiHamK, Tak i iH-
CTPYMEHTOM [AN1S1 3aNy4eHHs MiXHapoa-
HOI gornomMoru Ta nigTpumku. Llen Bupg,
ayfioBisyaslbHOro MucTeLTBa Ma€e 3Mory
30INCHUTU CUNTbHUI BMAMB Ha rnsifauvis,
JOMOMOrTU BCTaHOBUTKU eMnaTilo, BU-
CBITITU BaXMBi NMUTAHHA Ta BIUJIMHY-
TW Ha cycnifibHy CBifOMICTb, CMOHYKaTh
0O Oif i cninbHMX 3ycuib AJis NoAoNaH-
HS HacnigKiB BiMHW. Lie 3HayHOlO Mipoto
po3wnpuTb cdepy COLIOKYNbTYPHOro
BMMBY MyJbTUMIKaLT B YKpaiHCbKOMY
aypioBisdyaslbHOMYy MUCTeLTBi, MefilHo-
My cepefoBULLI Ta CYCMiNbCTBI.
OkpecneHuit BUJ, eKpaHHOro MUCTELTBA
Ma€ LiHHY KynbTypHY Micito B YkpaiHi,
a aHiMaTopu BifirpaloTb BaXIMBY posib
y nonynsipusauii Ta 36epexeHHi pigHoT
KYNbTYpW A5 ManbyTHiX nokoniHb. Maro-
UM HanexHy NigTPUMKY Ta pecypcu, ykpa-
THCbKi aHiMaTOpW NOBUHHI NPO4OBXYBaTH
pOBUTU BHECOK Y KYNbTYPHY i€HTUYHICTb
Ta cnafuumHy YKpaiHn yepes CTBOPEHHS
YHIKasIbHUX TBOPYMX MPOEKTIB.

BucHoBku

AHimauis — ue 6araTtorpaHHe cepego-
BULLE, SIKE 3a4apoOBYE Ta PO3Baxae ay-
OVTOpito, Ta BOJHOYAC PO3CYBaE MeXi
TBOPYOCTiI Ta TeXHONOrii. BigMiHHI Xxa-
pakTEpUCTUKM LbOrO BUAY aygdioBisy-
anbHOro MMCTELTBA, BK/IOYAKOUYN pYX,
Bi3yasibHy NpuBabnMBiCTb, eMoLiiHe BU-
paXeHHs1 Ta MPU3YNUHEHHSI PeasibHOCTI,
CnpusitoTb i HE3MIHHIN MOMyNsPHOCTI.
OcKiNlbkM aHiMalisi NpoLOBXYE PO3BU-
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BaTucs, il BNIMB Ha CBIT po3Bar i MucTe-
LTBa 3a11LIaeTbCs INMOOKMM, 3aX0MNIIH0E
MOKOMIHHSA Ta 3anuLae NoTYXHWUIN BNIMB
y TBOPYOMY CBiTOMNSAA,.

3aranoM BOHa € BaXJIMBOK rany3sto
B KiHOIHAYCTPIl Ta po3BaxasnbHin cdepi.
Cnoci6 BisyanbHOro BMpasy Moxe 306pa-
XaTW CcydacHi Xy[OOXHi TeHAeHUil, pi3Ho-
MaHITHI KynbTYpHi acrnekTu Ta Tpagmuir.
AHiMaLifiHi NPOEKTU MOXYTb BUKOPUCTO-
BYBaTUCS A1 BUCBITJIEHHSI COLjiaNIbHUX
MWTaHb Ta aKTyalbHUX COLLIOKYNbTYPHUX
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npo6nieM, 3aCTOCOBYBaTUCS B HaBYaHHI
Ta OCBITHIX Nporpamax gns giten.
BaxnuBuii BHECOK Y Monynsipusawito
TONIEPAHTHOCTI Ta TEpPNMMOCTi NPU3BO-
OUTb 0,0 TOro, LLLO aHiMaLis AK rinobanbHe
ABMLLE 3[aTHA NepeTVHaTU KOPAOHU Ta
BM/JIMBATU Ha Pi3Hi KyNbTYpU Ta rpoMagm.
3 ornsgy Ha Le BOHA CMpUSiE MiXKYJb-
TypHOMY 06MiHy, ocobnmBo B rnobanizo-
BaHOMY CBITi. Lli couioKynbTypHi acnek-
TV BigobpaxatoTb Pi3HOMaHITHICTL Ta
BaXJIMBICTb aHiMaLil y cy4acHOMY CBITi.
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Abstract

The purpose of the research is to determine the place of animation in the social and geopolitical context.
To consider modern animation technologies and analyse possible methods of their use. To investigate the
relevance of animation in modern life and the peculiarities of its use and development in various fields.
The research methodology involves the use of the generalisation method, which made it possible to identify
specific socio-cultural aspects of animation; the theoretical method, which was used to outline the impact
of animated films on the viewer (the primary source of information was contemporary publications on the
areas of influence of animation in various fields). A literature analysis of research and publications on the
topic was also carried out. Scientific novelty. For the first time, the author analyses the areas of possible use
of animation in Ukraine during the war and post-war reconstruction, taking into account its socio-cultural
potential. It has been determined that within the transformation from classic cartoons to modern CGI
masterpieces, animation has become a complex art form with its own set of unique characteristics, among
which the main ones are movement and mobility, visual appeal, emotional manifestations, suspension
of reality, flexibility and adaptability, technical skills and innovation, transformation and metamorphosis,
exaggeration and caricature, symbolism and metaphors. Conclusions. The article shows that animated
films are in great demand worldwide. It is proved that there are several animation studios in Ukraine
that are actively engaged in the creation of animated films and series, as well as working on projects for
international markets. The study identifies that animation as an art form has numerous socio-cultural
aspects that influence animation works' perception, creation, and distribution.

Keywords: animation; socio-cultural aspects; Ukrainian animation studios; audiovisual art
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Abstract

The purpose of the research is to analyse the peculiarities of the implementation
of the director's idea in fiction and documentary films using new hybrid genres
that influence the specifics of contemporary audiovisual art, to determine
the role of the mockumentary genre in modern cinema and to understand its
impact on the creation of a film product. To explore the psychological impact
of documentary films on the viewer's perception and change of their worldview.
To outline the standard and distinctive features of the director's approach
to making documentaries and fiction films. The research methodology is
based on the following scientific methods: theoretical — for analysing the
psychological factors that influence the perception of an audiovisual work,
understanding outstanding examples of world cinema; comparative — for
drawing parallels between fiction and documentary cinema. The research also
uses structural-systemic and general scientific theoretical research methods
(analysis, synthesis, induction, deduction, generalisation, classification, etc.)
The scientific novelty is that, for the first time, the approaches to documentary
and fiction filmmaking are compared; the details of the phenomenon of the
hybrid cinematic genre of mockumentary are established, and its psychological
impact on the viewer is studied; the influence of the mockumentary genre on
the formation of an audiovisual work through associative editing is outlined.
Conclusions. The article analyses the embodiment of the director's idea
in fiction and documentary cinema with the help of new hybrid genres that
influence the specifics of contemporary audiovisual art. The role of the
mockumentary genre in modern cinema is determined, and its influence on the
creation of a film product is studied. The psychological factors of the viewer's
perception of documentary cinema, which help to change their worldview,
are investigated.
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Problem statement

Cinematography appeared later than oth-
er forms of art. Its birth was connected with
the development of science at the end of
the 19th century because it was at that time
that its technical basis appeared. It took
time before mechanical invention became
an art with its language, expressive possi-
bilities and outstanding works. As a result,
cinematography turned into a synthetic
art, absorbing the assets and experience of
other types of art that existed before it.

In the process of technology development,
the range of tools that the stage director
can use to realise his idea in fiction and
documentary films is expanding.

It is essential to understand that despite
all the innovations and technological dis-
coveries, the direction of various types of
screen art must leave behind certain unique
features to ensure the final product's qual-
ity. Understanding the difference between
directorial approaches to filming a doc-
umentary or fiction film is extremely im-
portant for modern society. Thanks to the
rapid development of mockumentaries, two
fundamentally different schools of creating
audiovisual products have merged into one.

Film and TV production authors need
to be aware of all the subtleties and finer
points of creating a film within the scope
of screen arts to have the right to claim
to call their creative product audiovisual.

Recent research
and publications analysis

Taking into account the research of
well-known researchers of cinematog-

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

raphy, the fundamental work of Directing
as an art and a profession was written
by V. Kisin (1998), where he analysed the
stage director's profession and the pe-
culiarities of its work in fiction and doc-
umentary films.

V. Vasyanovych, in his work “When you
are not making movies, you get the feeling
that you are living for nothing", considered
precisely the methods used by the stage
director during the creation of the author's
idea (Badior and Stepanska, 2016).

A. Michelson (1984), in the book Kino-
Eye: The Writings of Dziga Vertov (Kino-
Eye is understood as "what the eye can-
not see"), examined the origin and devel-
opment of the documentary film and the
phenomenon of Dziga Vertov.

The reasons for the emergence of pseu-
do-documentary cinema and the devel-
opment of its popularity during the sec-
ond half of the 20th and the beginning of
the 21st centuries were analysed in the
article by S.Honcharuk, O.Levchenko
and N.Tsimokh (2022) "Mockumentary
Genre as a Cinematic Phenomenon of the
Postmodern Age".

R. Shyrman and D. Syz, in the article “Pe-
culiarities of the Implementation Specifici-
ty of the Director's Idea in the Screen Work"
(2020), concluded that due to the genre
specifics of the realisation of the stage di-
rector's idea of screen work, editing could
be a tool for expressing an idea, according
to the genre of the screen the work.

Ukrainian  scientist 0. Moskalenko-
Vysotska, in the article “Genre-thematic
features of the films of Ukrkinchronics
2011-2013" (2019), for the first time in
Ukrainian film studies, managed to study
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the genre-thematic spectrum of the films
of the Ukrainian Studio of Chronicle-Doc-
umentary Films, which were created at
the beginning 21st century. The author
provided a comprehensive description of
the process of combining genres in the
context of the concept of the chronotype
of documentary cinema.

Also, the author V. Demeshchenko, in
her work "Peculiarities of genre formation
in 21st-century cinematography” (2023),
considered modern genres in cinematog-
raphy and their hybrid forms, both in doc-
umentary and fiction films.

I. Zubavina (2021) studied virtual space’s
reliability fundamentally. Topical issues of
multifaceted understanding of the fea-
tures of the phase transition to the age of
digitalisation are singled out and system-
atically considered in the work “Ontology
of Virtual Space”.

H. Chmil and K. Pshenychna gave a com-
prehensive definition of cinematographic
editing in the article "Film Editing: From
Avant-garde Films to Modern Editing
Practice” (2018), where the relevance of
film avant-garde editing principles for to-
day's directorial practice is argued.

Bezruchko O. and Sukhin M., in the arti-
cle "Animated Documentaries in Modern
Cinematic Art: Specifics of Production”
(2023), analysed the peculiarities of pro-
ducing animated documentary films in
the modern film process.

Modern American researchers Gary
D. Rhodes and John Parris Springer, in
their work "Docufictions: Essays on the
Intersection of Documentary and Fictional
Filmmaking" (2006), considered new hy-
brid genres in documentary filmmaking.

American authors also devoted their
works to this topic: B. Nichols (2001) “In-
troduction to Documentary”; M. Camp-
bell (2007) “The mocking mockumentary
and the ethics of irony"); D. Roscoe and
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K. Hight "Faking It: Mock-Documentary
and the Subversion of Factuality” (2001);
K. Hight "Mockumentary. Encyclopedia of
Humor Studies” (2014); M. Renov “The-
orizing Documentary” (1993); K. Marley
“Expanded Documentary: The Aesthetics
of Pleasure” (2019); S.Lumet “Making
Movies" (1996).

The purpose of the study is to analyse
the implementation of the stage director's
idea in fiction and documentary films with
the help of new hybrid genres that impact
the specifics of modern audiovisual art.
To determine the role of the mockumen-
tary genre in modern cinema and its influ-
ence on the creation of a film product. To
analyse the psychological impact of doc-
umentary film on the viewer's perception
and the change in his worldview. To out-
line the standard and distinctive features
of the director's approach to filming docu-
mentaries and fiction films.

Main research material

In the cinema of the 21st century, the
border of screen works between docu-
mentaries and fiction films can be pretty
blurred and unclear. Moreover, some pic-
tures can contain and organically com-
bine elements of both types of screen
creativity, so this issue can undoubted-
ly be considered relevant for the future
consideration and transformation of cin-
ematographic works.

Victor Kisin, in his publication “Direct-
ing as an art and a profession”, points
out that directing a documentary and
a fiction film has some standard and dis-
tinctive features. He emphasises: “... in
the performing arts, not the behaviour it-
self, but its image is demonstrated. <..>
In the documentary film, we are dealing
with imitative behaviour. However, it can
be perceived as real and productive. <...>

Chmil, H., Vitoshkin, M. Peculiarities of Implementing a Director's Idea
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Therefore, directing is the art of creating
any spectacle” (Kisin, 1998, p.7). To sum
it up, we can say that the stage director
of afiction or documentary film must first
create a performance for the viewer.

A similar position can be found in the
work of B. Nichols, "Introduction to Docu-
mentary”. One of its key ideas is that doc-
umentary cinema has the potential not
only to reproduce reality but also to influ-
ence the perception of viewers and stim-
ulate a change in worldview. He proves
that the stage director, choosing specific
frames, stylistics, editing solutions and
sound design, actively influences the au-
dience's perception and can even change
their opinion or feelings (Nichols, 2001).
The scientist writes:

“Compared to ‘What story to tell?'
the question ‘What should | talk
about?' brings our mind back to the
public sphere and social interaction
with others on a topic of common
interest. Not all documentarians
take this position, but it is one of the
most common ways of structuring
adocumentary”. (Nichols, 2001, p.14)

It should be noted that B. Nichols, in
a book aimed at explaining the basic
principles of documentary cinema to the
reader, emphasises the importance of
the staged plot to create the necessary
conditions and atmosphere. However,
the author does not call for the complete
rejection of the observation factor. It is
worth emphasising that, to a greater ex-
tent, B. Nichols followed an attitude that
can be compared with that defined by Dz-
iga Vertov (Myslavskyi et al., 2020).

A. Michelson, in the collection of re-
cords of the Soviet artist Dziga Vertoy,
Kino-Eye: Notes of Dziga Vertov, cites
excerpts from his diary for 1924. In one
of them, it is said that the cinema eye is
understood as "what the eye cannot see”,
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as a microscope and telescope of time,
as "life catch it unawares”, etc. Different
formulations mutually complemented
each other because, in the cinema eye,
it was assumed all methods and means
that can serve to reveal and show the
truth (Michelson, 1984, p.41). There have
always been cinematographers who
believed that documentary cinematog-
raphy should be inviolable from the di-
rector's side when what happens in the
frame is decided by “fate”, not the crew
(Myslavskyi et al., 2021).

Valentyn Vasyanovych also chose this
absolute inviolability of the events in
the frame for himself in creating the film
Black Level (2017). In an interview with
LB.ua, the director emphasises that to-
day, he is against scripts because, in
documentaries, they are conditional. Ac-
cording to the artist, this was the case
with his film Black Level (2017). He fol-
lowed the character and filmed how the
future character lives and breathes. He
watched this video at home, considered
expanding it, and then offered the actors
to act (Badior & Stepanska, 2016). In the
same article, V. Vasyanovych was asked
why his work Against the Sun (2004) is
considered a documentary but looks
like fiction. The director replied that they
wrote a simple story: Tymofiy takes clay,
goes to the island, and sculpts a wom-
an. However, the stage director says this
is not enough for the movie. The group
started filming. They put Tymofiy in front
of the camera and told him what to do.
The film's character worked as an actor in
a modern fiction film, but he played him-
self (Badior and Stepanska, 2016).

This interview demonstrates how
blurred the line between documentary
and fiction film is. In the example of the
screen mentioned above, the works of
the Ukrainian artist, it can be seen that
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any techniques inherent in both types of
shooting can be used to achieve the goal
set by the stage director. The main thing
is that the author must understand why
he is shooting this tape (Bezruchko and
Chaikovska, 2020). As an argument, let
us quote Sidney Lumet's statement from
his book Making Movies:
“The most important decision: What
is the movie about? <..> What is it
about emotionally? Personalisation
of the film is important. | will have to
work on it in the next few months. The
picture should have a meaning. The
word 'meaning' can be interpreted
in an extensive range". (Lumet, 1996,
p.14-15).

This attitude takes place in the direction
of any film, regardless of the type of cin-
ematography. This can be considered the
most important common feature of vari-
ous types of screen works.

As V. Demeshchenko (2023, p. 56) notes
in his work “Peculiarities of Genre Forma-
tion in the 21st Century Film Art", using
the example of the formation of cinema
as a synthetic art, researchers have a rare
opportunity to follow the general laws of
the formation of art forms and test exist-
ing theories, because, being at the origins
of the process and receiving factual in-
formation directly from artists, modern
aesthetics and art history already have
a somewhat developed and conceptual
apparatus for understanding the pro-
cesses that take place in modern cinema.

The peculiarity of the art form, as
V. Demeshchenko (2023, p.57) noted, for
example, of cinematography,isborn atthe
intersection of itsimmanent genre system
and technical means of objectifying an
artisticidea. Genres in the process of art's
functioning play the role of regulators of
human artistic activity; they coordinate
both the processes of formation and
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the processes of perception. Species
coexist in morphological subordination,
and if we do not touch on the issues
of species generalisation according to
their significance in the distribution of
the spheres of influence of art, then their
structure is easily arranged within the
limits of the hierarchical system.

At the end of the 1920s, there were con-
troversies about the authenticity and
objectivity of documentary cinema that
lasted for more than a century (Bezruch-
ko et al., 2020). With the transition to dig-
ital technologies, his claim to the image's
authenticity is questioned because they
allow you to interfere with the fixed image
and manipulate it while creating the im-
pression of altered verisimilitude (Gavran
et al.,, 2023).

Filmmaking in the animated documen-
tary genre blurs the boundaries between
different types of cinema, documentary
and fiction film, poetry and information,
social drama and privacy, author and
viewer. O. Bezruchko and M. Sukhin, in
their work "Animated Documentaries in
Modern Cinematic Art: Specifics of Pro-
duction” (2023), reveal the specifics of
the combination of facts and events with
animation of the sequence of storylines
in films. Unlike other types of cinematog-
raphy, the reality on the screen is created
by hand, recreating events from a blank
page. When working on a film, the direc-
tor-artist can do it without actors, lay-
outs, pavilion, plein air, celluloid, camera,
and, of course, without a large budget.

Modern American researchers Gary
D.Rhodes and John Parris Springer
(2006) propose introducing a new term,
“docu-fiction", to denote popular hybrid
forms, which denotes the mixing of game
and documentary elements in screen-
work. Along with docu-drama, it also
includes another genre — mockumenta-
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ry, a wholly or partially fictional product
faked as a document.

A mockumentary is similar to a do-
cu-fiction in that it borders fiction and
documentary films but tends more to-
wards the latter. In the very term, the En-
glish documentary is combined with the
word mock; this genre reproduces the
aesthetics of a documentary film with
a fictional plot for mystification or paro-
dy. Document stylisation can sometimes
be a technique, as in Woody Allen's Zelig
(1983) or Rob Reiner's This is Spinal Tap
(1984). Many films of this genre have
an element of provocation. In the genre
of mockumentary, the film by the Italian
director Ruggero Deodato based on the
script by Gianfranco Clerici, Cannibal
Holocaust, which was released on the
screens in 1980, was successful and very
provocative. This film became the most
scandalous in the history of cinema due
to violent scenes of violence and the ac-
tual killing of animals. Initially, the tape
was banned in almost sixty countries,
and the matter even reached the court.

The British Peter Watkins made the film
The War Game (1965) in the same genre
for the BBC three years after the Carib-
bean crisis and a year after the escala-
tion of the American invasion of Vietnam.
It was the first war in history that was
chronicled on television. The director ex-
plained that his work reflects the sense of
madness and chaos that the mass media
constantly produced on TV screens in the
1960s. According to the plot of the picture,
the Soviet Union inflicts a nuclear attack
on Great Britain, America attacks China,
and a full-scale World War begins. These
events are told through news reports and
supplemented by footage of the devas-
tated Kent city streets and interviews
with survivors. Among them are a gener-
al and a bishop who justify nuclear war.
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Despite the provocative and somewhat
fantastical, the American Film Academy
agreed that, in a certain sense, the events
of The War Game are a reality. Although
the picture was never shown on the BBC
channel, it was released in 1967. 2008, he
received the prestigious Academy of Mo-
tion Picture Arts and Sciences Oscar for
the best documentary film.

It is important to note that, in addition
to the fact that mockumentary is a hybrid
genre on the border between a fiction
film and a documentary film, montage
plays a significant role. It is worth agree-
ing with the voluminous definition of the
term editing, which is noted by G. Chmil
and K. Pshenychna (2018, p.101) in the
work “Film Editing: From Avant-garde
Films to Modern Editing Practice":

“The concept of 'editing' is ambig-
uous and reflects various types of
activity. Editing is a technical as-
sembly of a film into a single whole
and a way of displaying reality on the
screen. Montage is a specific way of
organising cultural life, adopted by
cinematography and used for vari-
ous artistic purposes”.

When creating a film in the mockumen-
tary genre, associative montage is used,
which is best suited to such films.

Pseudo-documentary is a new hybrid
form of screen art and an independent
cinematographic phenomenon that com-
bines the main principles of fiction film di-
recting and the stylistics and techniques
of shooting a documentary film (Chmil
et al., 2024). Over time, the boundary be-
tween reality and fiction has blurred more
and more in films, which helps directors
achieve greater immersion in the world of
the work by the viewer (Chmil, Korablo-
va, Bezruchko et al., 2024). Due to this, in
the further development of modern art,
the rapid development of pseudo-docu-
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mentary cinema can take place because
this form of narration most successfully
performs the function of a guide between
potential viewers and the world created
by the stage director.

The relevance of the mockumentary
genre lies in its ability to convey a partic-
ular atmosphere and expressiveness that
may not be available in other examples
of documentary or fiction films (Shyrman,
Kotliar and Suprun-Zhyvodrova, 2018).
It allows authors to use creative tech-
niques to create a unique story and char-
acters that can be more interesting and
appealing to the audience.

M. Campbell, in the article “The Mock-
ing Mockumentary and the Ethics of Iro-
ny" (2007), explains the essence of the
combination of satire and irony against
the background of the British-American
comedy film directed by Larry Charles
Borat. The author of the tape very suc-
cessfully chose the form of the picture
of pseudo-documentary because it is
a great way to add a sense of unreality
and reality at the same time, making the
film “shocking and provocative” in the
eyes of critics (Campbell, 2007, p.53).
Based on M. Campbell's research, we
can say that the use of the mockumenta-
ry genre in itself creates a sense of irony
and satire of everything that happens on
the screen. The levels of cruelty of jokes
and bullying are different.

These levels were defined by the pseu-
do-documentary theorists D. Roscoe and
K. Hite (2001, p.5) in the work “Faking It:
Mock-Documentary and the Subversion
of Factuality”, divided the most diverse
films of the corresponding genre accord-
ing to the scale of harsh irony and satire,
introduced a scheme of three levels of
mocking documentary cinema, depend-
ing on from the nature and depth levels of
the plots. According to their distribution,
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films of the first degree include pictures
focused exclusively on the benevolent (or
unintentionally reflexive) use of consis-
tent and stable documentary codes and
conventions in creating a fictional en-
vironment. The purpose of these works
is, as a rule, to parody some aspect of
popular culture (Roscoe and Hight, 2001,
p.100). The second level is films based
on more purposeful abuse and criticism,
often political (Roscoe and Hight, 2001,
p.131). The authors call the third and
last link “deconstruction” because they
include works “which may or may not
expect the audience to identify their fic-
tionality easily, but which include a more
obvious degree of reflexivity towards the
documentary genre. These mock docu-
mentaries represent an 'aggressive' ap-
propriation of documentary techniques..."
(Roscoe and Hight, 2001, p.160).

K. Hight (2014) himself has a sepa-
rate article of the same name devoted to
mockumentaries in the book Encyclope-
dia of Humor Research, where he draws
attention to the popularity of this genre
among viewers and critics, as well as its
influence on the development of com-
edy art. Special attention is paid to ex-
amples of famous mockumentaries and
television shows, such as This is Spinal
Tap (1984, dir. R. Reiner) and The Office
(2005-2013). The author analyses the
style, humorous potential and impor-
tance of these works in the context of
the genre and proposes to analyse this
type of cinematography as a form of en-
tertainment content and a means for ex-
pressing specific ideas and criticism. It
examines different approaches to mak-
ing a mockumentary, including acting
improvisation, directing techniques and
editing. This helps readers understand
the complexity and creative process of
creating such content. In addition, the
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article also draws attention to the im-
portance of mockumentary as a genre
for the development of humour and the
discovery of new talent. It points out that
this genre allows artists to express their
creativity in unpredictable ways, expand-
ing the boundaries of humour and at-
tracting the audience's attention (Hight,
2014, pp.515-516).

Continuing the topic, we can note the
article "Extended Documentary: Aesthet-
ics of Pleasure”" by K. Marley (2019) for
the French magazine InMedia. The au-
thor demonstrates the importance of
the aesthetics of pleasure in extended
documentary cinema and its influence
on the viewer's perception. She explores
how aesthetic elements such as visu-
al appeal, sound design, and interactive
technologies can enhance the viewer's
emotional experience and ensure view-
ing pleasure. Also, an equally signifi-
cant place in the article is occupied by
the poetics of the new "extended docu-
mentary", which, in my opinion, includes
mockumentary (Marley, 2019). C. Marley
(2019, p.5) notes: “The poetic mode can
be seen as having a much more complex
pattern of signification than other more
conventional modes such as observation,
explanation, and participation. Viewers
are invited to engage their senses more
deeply and enjoy decoding a text where
the discourse is not so obvious". Close
to this understanding of the intricacies
of documentary cinematographic works
is the work Theorizing Documentary by
M. Renov (1993, p.35), who notes:

“...the ability to evoke an emotional
response or to evoke pleasure in
the viewer through formal means,
to generate lyrical power through
nuances of sound and image
without verbalisation, or to engage
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the musical or poetic qualities of
language itself, should not be seen
as mere distractions from the main
event".

Since M. Renov was the predecessor
of K. Marley, we should note that the
aesthetics and poetics of documenta-
ry cinema fascinated artists even earlier
and developed with time. The result can
be called the appearance and interest
of the audience in the mockumentary
genre since the directors intend to cre-
ate a sense of presence in the viewer, to
simulate an accurate observation, add-
ing, according to their design, a particular
idea through the characters or the envi-
ronment.

Conclusions

To sum it up, it is worth emphasising
that specific, apparent differences exist
between fiction films and documenta-
ries, and it is thanks to them that viewers
can still divide films by genre. However,
there are many more standard features
because everything that can help the di-
rector realise his idea will be used in the
form the author considers necessary.

In addition, it should be noted that the
peculiarity of the "mockumentary” genre
is its ability to combine the technique of
documentary cinema with elements of art
to create a unique effect since the direc-
tors try to recreate in the viewer a sense
of presence in the frame, to imitate reality,
adding a specific idea according to their
intention through the characters, envi-
ronment and circumstances.

This "freshness" of view, provided by such
a genre, allows the viewer to gain new ex-
periences and psychological sensations
and the director to understand a new way
to convey his ideas to the audience.
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AHoTauis

MeTa gocnigeHHss — npoaHanidyBaT¥ 0COONMMBOCTI BTIIEHHSI PEXMCEPCbKOro 3afymMy B irpoBOMY Ta
OOKYMEHTaslbHOMY KiHO 3a [OMOMOro HOBWUX FiGpUOHMX XaHpiB, WO YMHATb BMAMB Ha crieuudiky
CyyacHoro aypioBisyanbHOro MucTeuTBa. Bu3HauMTM posib XaHpy MOK'HOMeHTapi B CyvyacHoMy
KiHeMaTorpadi Ta OCMUCIMTU NOro BIJIMB Ha CTBOPEHHSA KiHONPoAyKTY. JlocnianTu NCUXONOriYHUA BNIMB
[OKYMEHTAaJIbHOro KiHO Ha CMPUIHATTS rnsifaya, a Takox 3MiHy noro ceitornsgy. Okpecnutu cnifibHi Ta
BiAMIHHI pyCK pexuncepcbKoro nigxoay [0 3MOMKM OOKYMeHTaslbHUX Ta irpoBux ginbmis. Metogonoris
BOC/IAKEHHA1 MOJiISirae Yy BMKOPUCTAHHI TakuUX HayKOBMX MeTOAIB: TEOPETUYHOro — A aHanisy
MCUXOJIOTIYHUX YNHHMKIB, L0 BMIMBAKOTb Ha CMIPUMHATTSA ayioBi3yasibHOro TBOPY, OCMUCTIEHHS BUAATHUX
npvKnagiB CBITOBOro KiHemMaTorpada; MOpIiBHANBHOMO — [7A MPOBEAEHHSI napanenei Mix irpoBum
i JOKyMeHTaslbHUM KiHemaTorpachoM. Takox Yy HayKOBiii PO3BifLi BUKOPUCTAHO CTPYKTYPHO-CUCTEMHUM
i 3aranbHOHaYKOBI METOM TEOPETUYHOIO [OCHIIKEHHS (aHaNi3, CUHTES, iIHAYKUIS, AefyKLUis, y3araibHeHHS,
Knacudikauist Tow,0). Haykoea HoBU3Ha. Brneplue 3icTaBfeHo Nigxoam Ao 3HiIMaHHA LOKYMEHTaNIbHOro Ta
irpoOBOro KiHO; BCTAHOBJIEHO AeTani heHoMeHy ribpuaHoro KiHematorpadiyHoro xaHpy Mok'toMeHTapi Ta
BMBYEHO MOr0O MCUXONIOFIYHUI BIIUB Ha rNisifaya; OKPECIEHO BMUB XaHPy MOK'FOMeHTapi Ha (hopMyBaHHS
ayfioBisyanbHOro TBOpY 3a [OMOMOIOK acoLiaTMBHOIO MOHTaxy. BUCHOBKM. B cTaTTi npoaHanisoBaHo
BTiNlEHHS PeXMCEPCbKOro 3ayMy B irpoBOMY Ta AOKYMEHTaNlbHOMY KiHO 3a [OMOMOrOK HOBUX FiGpUaHMX
XaHpiB, WO YMHATb BMIMB Ha creuudiky cyyacHoro ayAioBisyanbHOro MucTeuTBa. BuaHauyeHo posib
XaHpy MOK'tOMeHTapi B cy4acHOMy KiHemaTtorpadpi Ta BUBYEHO MOro BM/IMB HA CTBOPEHHS KIHOMPOAYKTY.
LocnifxeHo NCUXONOTiYHI YNHHWUKMN CTIPUAHSITTS FNsiAavyeM OOKYMEHTaNbHOro KiHO, 3a [AOMOMOrOH AKMUX
BigOyBaeTbCcs 3MiHa 1oOro ceiTornaAgy.

KniouoBi cnoBa: KiHO; Bifjeo; 31OMKa; MOHTaX; pexucypa irpoBoro KiHo; pexucypa AOKYMeHTanbHOro
KiHO; Kaap; MOK'tOMeHTapi
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Kntoyosi cnoBa:
pexucepcbke
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[OCTOBIpHICTb;
[LOKYMeHTasbHe KiHo;
iHTepB'to;

cikcauis

AHoTauia

MeTa pocnig)keHHss — 3'sicyBaTW pOJib PEXUCEPCHKOrO CrOCTEPEXEHHS
LWOAO  [OOCTOBIPHOCTI  CMPUMHATTA  peanbHUX MOAIM Yy  CyyacHOMY
[OKyMeHTanbHOMy KiHo. MeToponorisi Aocnif)KeHHsl. Y cTaTTi 3acTocoBaHO
Taki MeToau: aHaniTUYHUIA — Ot OCMUCNIEHHS Ny6nikauin i3 cyyacHoi Teopil
LOKYMEHTasNbHOro KiHo, pobiT BiAOMUX TEOPETUKIB i MPaKTUKIB; eMMipUYHUIA —
ONsi  BMBYEHHS BUKOPUCTAHHSI PEXMCEPCBKOrO CMOCTEPEXEHHS  LLOAO0
CTBOPEHHSI aHTUBOEHHOIO HapaTWBY; KOMYHIKaTUBHUIA aHasi3 ayauTopii — ans
BUAB/EHHA peakLUii i BiArykiB rnsgadiB Ha JOKYMeHTasbHi ifibMy, Wo fano
3MOry OOCniauTH, K rnsifadi cnpuiMaroTb MeBHI HapaTUMBM B HUX | 5K Le
MOXe BMIMHYTU Ha IXHi YsIBIEHHA Npo rno6anbHi npobnemu. HaykoBa HOBU3Ha.
Y pocnifyeHHi BriepLue npoaHanisoBaHO posib PEXMCEPCHKOro CNOCTEPEXEHHS
AIK IHCTPYMEHTY [Nsi [OOCATHEHHS] [LOCTOBIPHOCTI CMPUAHATTS peasibHUX
Mofi y cyyacHOMY [AOKYMEHTaNbHOMY KiHO, BKJHOYatOuM BMMB iHTEPB'tO
AIK IHCTPYMEHTY LWLOAO PO3KPUTTS BHYTPILUHLOIO CBIiTY reposi Ta BUSIBIIEHHS
ponii MeTofy CrOCTEPEXEHHs1 Y CTBOPEHHI aHTUBOEHHOro HapaTuBy. CTaTTs
PO3LUMPIOE FOPU3OHTU PO3YMIHHSI Cy4yacCHOro ayfioBi3yasbHOro MucTeLTBa
Ta BHECKY PEeXWCEPCbKOro CrOCTEPEXEHHA B CyyaCHY [OKYMEHTasnbHy
NpaKkTUKY, Yy Hin 3'acoByeTbCs creuudika BUKOPUCTAHHS LUX METORIB
Y KOHTEKCTi Cy4YacHUX BUKJIMKIB Ta KYNbTYPHUX 3MiH. BUCHOBKW. Pexcepcbke
CMOCTEepPeXeHHs] BU3HAYEHO $IK KIHOYOBUW IHCTPYMEHT, iKMW Aoromarae
cokycyBaTU [OCTOBIPHICTb CMPUAHATTS peanibHUX MOAIA Yy Ccy4acHOMY
[OKYMeHTanbHOMY KiHO. [locnifXeHHs1 posii METofy CrOCTEpPeXeHHs NoKasaro,
L0 06'€KTUBHICTb Y Cy4aCHOMY [OKYMEHTasIbHOMY KiHO € CKNafiHUM 3aBOaHHSIM
Yyepes cy6'eKTUBHMI MO pexucepa, NpoTe us cy6'eKTUBHICTb Moxe ByTu
BMKOPUCTaHa [J1s1 CTBOPEHHS Oinbll HAaCMYeHOro, eMOLIMHOro Ta BiAKPUTOro
wono 306paxeHHs peanbHOCTI HapaTuBy. 3aBAsiKM aHanidy nigxofi Ta
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nornsifiB BiOOMUX TEOPETWMKIB W aHanidy npuknafis 3 ayfioBidyanbHOro
MUCTeLTBa 3'fICOBAHO BaX/IMBICTb PEXMCEPCHKOr0 CMOCTEPEXEHHS  SIK
IHCTPYMEHTY, L0 Crpusie HabMXKEHHIO MMAAadiB [0 peanbHOCTi MOAIN, @ TaKoX
BCTaHOBJIEHO POJib IHTEPB'IO Y AOCAIAXEHHI BHYTPILLHLOIO CBITY repoiB.

K uMTyBaTH:

LLinpmaH, P. Ta Mycesuy, M., 2024. Pexxncepcbke crnocTepexeHHs Kk hoKycyBaHHS [OCTOBIPHOCTI CMIPUAHATTA
peanbHUX NofiN B Cy4aCHOMY [OKYMEHTanbHOMY KiHO. BicHUK KMiBCbKOro HalioHaibHOro yHiBepcuTeTy
KynbTypu i MucTeyTB. Cepisi: AygioBiayanbHe MUCTELTBO i BUPOGHMLTBO, 7 (2), ¢.288-299.

dopmynioBaHHs npobnemu

Mpobnema, sika BUHWKAE B KOHTEKCTI
LOCHI)KEHHST POJli PeXMUCepCbKOro cro-
CTEPEXEHHS B CyYaCHOMY [OKYMEHTaslb-
HOMY KiHO, NMonsirae B TOMY, fIK AOCAITU
[LOCTOBIPHOCTI CNPUMHATTS  peanbHUX
nopfiv y HapaTuBi, AKMI HEBIA'€MHO BifO-
Bpaxae cy6'eKTUBHUI NOTNsL pexucepa.
BigcyTHicTb abcontoTHOI 06'€éKTUBHOCTI
cTBOptoe NoTpeby B po3pobui edbekTUB-
HUX MeTOo.iB Ta nigxonis, ki 6 gornomor-
nv 3abe3neynT MakCMMasibHO [OCTO-
BipHE Ta BOJHOYAC E€MOLHO Hacu4yeHe
CNPUNHATTS ayAUTOPIED peanbHOCTI.

MoponaHHsA uiel npobnemu nepepnba-
yae po3pobKy cTpaTerii BUKOPUCTaHHS
PeXnCepcbKoro CMoCTEPEXEHHS, siKi [0-
NOMOXYTb MiAKPecnMTn rmubuHy Ta 6a-
raTorpaHHiCTb peanibHUX MOfAil, Bpaxo-
BYIOUMN CYB'EKTUBHUIA MOMMNSAL pexucepa.
TakoX BaXnMBUM acrnekToM € edekTuB-
He BWKOPWCTaHHS iHTepB't0 ONA poO3-
KpUTTSl BHYTPILIHBLOrO CBITYy repoiB Ta
NiACUEHHS 3B'A3KY 3 ayAUTOPIEtO.

3HauvyLwicTb Uuiel npobnemu nonsirae
B TOMY, LWO B Cy4YacHOMY CBiTi, Hacuue-
HOMY iHdbopMaLlieto Ta piSHOMaHITHUMU
nornsgamu, LOKyMeHTaNbHE KiHO € Bax-
NUBUM KaHanoMm [Ans nepepadi peanb-
HOCTi Ta dbopMyBaHHS rMBOKOro posy-
MiHHS Nogin. BupiweHHs Uiel npobnemu
Crpusie [OOCSIrHeHHO Oinbw 06'eKTUB-
HOro 1 BOJHOYAC EMOLIMHO HACUYEHOro
CNPUNHATTSA rsifadyamMu iNCHOCTI yepes
JOKYMeHTaNlbHU/ HapaTuB.
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AHani3 ocTaHHix gocnig)xeHb
i ny6nikawii

LocnigxeHHa «Nothing But The Truth
and the Whole Truthiness: Examining
Markers of Authenticity in the Mod-
ern Documentary» EHgpto B. [ikep-
coH (Dickerson, 2012) 3 San Jose State
University npefcTaBuio 3Hauyliuin BHe-
COK y PO3yMiHHA Ta aHani3 TeMu J0CTO-
BIpPHOCTi B CyYaCHOMY [OKYMEHTaJIbHO-
MY KiHO.

Ponb [OKyMEHTanbHOro XaHpy, Lo
PO3LIMPIOE CBill BMJIMB Ha ayguTopito,
OXOMJIFOKOYM PiI3HOMAHITHI TeMu i obpa-
3K, okpecnunu |. MaBpaH ta M. boTBIH
(2020).

LesiHdopmauis B aygioBisyanbHUX Me-
Jia ocMmucneHa B ctaTTi J1. leMeHTbeBOI
i [. CykoBoT (2023). BaxnueicTb B3aemo-
Lil 3 repoeM y iHTepB't0 B YMOBax BOEH-
Horo cTaHy po3rnaHynu O. JleBYeHKO Ta
0. binaH (2023).

CouionoriyHum  migxig  BWUCBIT/IEHO
B npaui «KiHemaTorpadyiyHa couionoris:
CouianbHe xuTTa y dinbmi» Ox. A. Ca-
3epnieHpaa Ta K. denti (Sutherland and
Feltey, 2013), KoTpi po3rnagatoTb OOKY-
MeHTaJlbHe KiHO i3 coLiofioriyHol nep-
CMEKTUBW, HAroJsIoWy4YM Ha TOMY, SIK
BOHO BMJIMBA€ Ha CMPUMHATTA Cycnifib-
Hoi pgincHocTi. K. AHgepcoH Ta M. Jly-
kac (Anderson and Lucas, 2016) y KHu-
3i «[loKyMeHTanbHU rosioc i 6avyeHHs.
TBOpuYMi Migxig 00 BUPOBHULTBA HOH-
iKWH Mepfia» akueHTyBanu yBary Ha

Shyrman, R., Musevych, B. Director's Observation as a Focus
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TBOPYOMY MifgXOA4i A0 CTBOPEHHS LOKY-
MEHTaJIbHOIO KiHO.

0. bespyuko Ta M. CyxiH (Bezruchko
and Sukhin, 2023) rpyHTOBHO BUCBITIMU
crneumdiky aHiMaLiiHO-LOKYMEHTaNIbHUX
CTpiyok Ta npobnemaTuKy TXHBOrO BW-
po6HuLTBA.

TeopeTWyHWI aHanis 34ilcHeHo B pobo-
Ti b. Hikonca (Nichols, 2017) Ta M. PeHo-
Ba (Renov, 2012). JocnifHUKN PO3KPUU
TEOPETUYHI acneKkTU [OKYMEHTasIbHOro
KiHO i 3'sicyBanu, sik pexucepcbke cro-
CTEpEeXeHHs [oroMarae CTBOpHOBaTU
pi3Hi LWapu 3Ha4YeHb Ta T/yMauyeHb, LU0
BM/IMBAOTb Ha CMPUNHATTSA rNAAaviB.

CouiasibHO-MONITUYHUI  acnekT Or-
pauboBaHo . LLlonnet (Sholette, 2010)
y poboTi «TeMHa MaTepisa: MucTteyTtso
Ta MONITUKA B €noxy KopropaTuBHOT
KynbTypu», Qe aBTopKa MiJKpecsoe
BaXJIMBICTb  [OKYMEHTAJIbHOro  KiHO
B couiaNbHO-NOMITUYHOMY KOHTEKCTI.
I LonneTt (Sholette, 2010) Bkasye Ha Te,
SIK peXncepcbke CMOCTEPEXEHHS MOXe
CNYXUTU IHCTPYMEHTOM MpPOTMAIT BiWHI
Ta HacunbCTBY, foromaraiuv mnigsu-
WMTU YCBIJOMJIEHICTb Ta MOGinisyBaTu
cycninbCcTBO.

Meta cTatTi — 3'AcyBaTu posib pexu-
CEpPCbKOro CMOCTEPEXEHHSA $IK KIIHYO0-
BOrO €neMeHTy y (OOKyCyBaHHi [OCTO-
BipHOCTI CNPUWHATTS peanbHUX Nofin
B CYYaCHOMY [OKYMEHTanbHOMY KiHO;
BUSIBUTU BIMJIMB PEXMCEPCHKOrO Cro-
CTEpEeXEHHS Ha hOpMyBaHHSA HapaTuBy,
CNPUNHATTA repoiB Ta Mofil, a Takox
CMPUSIHHS CTBOPEHHIO TIMOOKO aBTEeH-
TUYHUX Ta EMOLIAHO HACUYEHUX [OKY-
MEHTanbHUX POBIT, PO3MIAHYTU MOX-
NUBOCTI BUKOPUCTAHHSA PEXUCEPCHKOro
CMOCTEPEXEHHS] [/ CTBOPEHHSA aHTU-
BOEHHOIO HapaTuBY, WOro mnoTeHLian
B MPOTUAiI HacMbCTBY Ta Nonynsipuaa-
Lii MMpy B cydacHOMy ayfioBisyanbHOMY
MUCTELLTBI.
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OcHOBHUI MaTepian focniAXKeHHs

CyyacHe [OKyMeHTanbHe KiHO Mae
BE/IMYE3HUN BMANB Ha (HOpPMYBaHHS
rno6anbHOi CBifOMOCTI Ta CMPUAHATTSA
peanbHux nogii. OgHaK NUTaHHA [OCTO-
BipHOCTI | 06'€éKTUBHOCTI Bifo6GpaxeHHs
BUK/IMKAE aKTUBHI OWUCKycil cepep [o-
CnigHUKIB, pexucepiB i rnspnavdie, cepef
akux C. Kotnsap Ta . KysbMeHko (2023);
I Yminb, H. KopabnboBa O. bespyuko Ta
H. Xykoea (Chmil, Korablova, Bezruchko
and Zhukova, 2024); A. MegBeneBa Ta
B. Kykca (Medvedieva and Kuksa, 2024)
Ta iH. Oco6nMBO BaXJIMBUM €/IEMEHTOM
CTa€E PEXMUCEPCHKE CMOCTEPEXEHHS, siKe
MOXe BMAMBATU Ha CNPUMHATTS ayauTo-
pieto peasibHUX MOAIN Yy LOKYMeHTasb-
HOMY KiHO, L0 [OCHiIgXYHOTb, 30KPEMA,
0. bespyuyko Ta B.Yankoscbka (2020)
B cTaTTi «OcoBNMMBOCTI BTINIEHHS peXu-
CEPCbKOro 3afyMy y LOKYMeHTaNlbHOMY
diNbMi-cnocTepexeHHi».

CyyacHW [OKyMEHTasbHUIM KiHeMaTo-
rpacp 6esnepeyHo BU3HAETbCS OOHIEHD
3 HarBaxJmBiwmnx d¢opM BisyanbHOro
MUCTELTBa, fKa Ma€ BaXJIMBUI BMIMB
Ha CMpPUUHATTSA sSfadiB peanbHOCTI Ta
nopin. OpgHak obroBoproBaHa LOCTOBIp-
HICTb B LUbOMY KOHTEKCTi HEO[JHO3HAYHa
Ta 3anexuTb Bif 6araTboX YMHHUKIB, ce-
pen fKUX PeXWCepPCbKi CrOCTEPEXEHHS
BifirpatoTh KIHOYOBY POJib.

PexucepcbKi  CNOCTEPEXEHHS MOXYTb
6yTu KntoYoBUM hakTopoM hOpMyBaHHS
o6pasy peanbHocTi. Lle cnocTepexeHHs
MoXe BigobpaxaTn rmboke po3yMiHHS
pexwucepa Mogi, MOro BRacHi nepexwu-
BaHHA | NoOrnsg Ha cycninbHi siBUWa. Ta-
KWW nigxin 0o3Bossie CTBOPUTU 0cobmBY
«00'EKTUBHICTb», IKa Hagae inbMy iHOU-
BiflyanbHOCTI, @ rnagadyaM — MOXUBICTb
no6aunTy peasibHICTb Yepe3 Mpu3aMy of-
HOro mornaAy, SKUN BiLKPUBAE HOBI LLapK
" BiATIHKW 3HAYEeHHSA.

[LnpmaH, P, MyceBud, b. Pexxucepcbke cnocTepeseHHs
AK (MOKYCYBaHHS JOCTOBIPHOCTI CAPUHATTSA PEaNbHMX NOAiN
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LocnigykeHHs1 LibOro acnekTy MOXe Bu-
SIBUTK, SIKUM UYMHOM peXucepcbke cro-
CTEPeXeHHs1 foromarae cyTTeBO 365u-
3UTU peanbHIiCTb Ta i BifgobpaxeHHs Ha
€KpaHi, NigKpecnoyn ogHoYacHo 06'eK-
TUBHICTb | Cy6'EKTUBHICTb CNPUNHATTS.

Pexwucep, BUCTYNaoum ik NoCepeHuK
MiX mofisiMu Ta rnagadvem, Bigobpaxae
CBOE BrlacHe 6ayeHHs1 MO Ta OCMUCTIIOE
TXHE 3HAYeHHs], pobnsaun dinbm GinbLu Bi
porigHUM Ta ocobucTUM AONa ayauTopir.
Lle nigkpecntoe BaxMBiCTb posli aBTopa
Ik 06'€KTUBHOrO CrocTepiraya i Tnymaya
peanbHOCTi B 4OKYMEHTaNbHOMY KiHO.

HeirpoBi dinbMy BUKOHYIOTb He nnle
posib iICTOPUYHUX [OKYMEHTIB, ane 1 ak-
TUBHO BM/MBaOTb Ha rnMBoOKi npouecu
CYCMiNbHOrO PO3BUTKY Ta CMPUMHATTA
peanbHocTi. Came B LIbOMY KOHTEKCTI
BaXJIMBUM € PO3IsiL, PEXUCEPCbKUX
CrnocTepexeHb sIK IHCTPYMEHTY, SIKUM
dopMye OOCTOBIpHE CMPUMHATTSA NO4iN
yepes 0cobUCTY TOUKY 30py aBToOpa.

Bigomuii amepukaHcbkui pexwucep Ep-
pon Moppic CTBOptOE HeopAWHAapHiI Ao-
KyMeHTanbHi dinbMu, ki BigKpuBatoTb
HOBI LUNAXW CNPUNHATTS peanbHoCTi. Pe-
xucep y cBoemy inbmMi «The Thin Blue
Line» (1988) 3aHyptoe rnspavie y rnnbo-
Ki po3fymu npo posib pexwucepa sik TBO-
pus o6pasy peanbHOCTI.

Tak, |. laBpaH Ta M. boTeuH (2020 c.16)
y cTaTtTi «[lokyMeHTaslbHe KiHO B cyyac-
HOMY eKpaHHOMY IMCKYPCi» 3a3HavaloTb:
«[OKYMEHTaNbHe KiHO po3LmMptoe 06piT
CBOrO0 BMJIMBY Ha rnspaya pisHOMaHIT-
HUMU TeMaTuKamu Ta obpasamu». [oky-
MEHTaslbHe KiHO He MOXe NMpeTeHayBaTu
Ha abcontoTHY 06'ekTUBHICTb. CaMa npu-
popna cTBopeHHs dhifibMy BKJtoUae B cebe
BUOIp, penakuito, BUOKPEMJIEHHSI MeB-
HUX acnekTiB. ®aKT, WO [OKYMEHTaNbHe
KiHO € «36ipKoto cy6'eKTUBHMX NOrNsALIB»,
NigKpecsioe Te, WO KOXEH pexucep Mae
BJIAaCHUA 0COOMCTUIA nornap Ha nogil,
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AKWI BigobpaxaeTbCcsA B CTPYKTYPi 1 3Mi-
cTi binbmy.

JouinbHO 3ayBaxuTu, WO pexucep-
CbKe CrocTepexeHHs BranBae Ha obpa3s
peanbHOCTi B [AOKYMEHTallbHOMY KiHO.
«B enoxy rno6anizauii iHpopmaLinHuii
NOTIK CYTTEBO BM/IMHYB Ha Te, K 04U
CMiIKYIOTbCS,, B3AEMOAIIOTb | OTPUMY-
IOTb OOCTYN A0 MOAiN, AKi BigbyBaroTb-
cs», — BBaXaroTb aBTOpU cTaTTi «Bnnus
derikoBMX HOBMH Ta gesiHdopmauil
B aypioBisyanbHUx Megia» Jlrogmuna
OdemenTbeBa Ta [Hap's Cykoa (2023,
c.10). Posrnspatoun inbM siK CYKyn-
HiCTb CY0'€KTUMBHMX MOMNSAAQIB, MOXHa
nobaunTu, SIK pexucepu BMAUBaKOTb Ha
Halle CNpUMHATTS CBITYy 4Yepes BacHi
nepexuBaHHs, TOUKY 30py Ta BUBIp TuUx
JeTanen, siki BOHM BBaXawTb BaX/u-
BUMM, a TakoX BigobpaxatoTb cyb'ek-
TUBHUIN MOrNAn Ha Mofil i Te, AK BOHU
CrnpusitoTb (POPMYBaHHIO LifiCHOro Ta
iHdbopMaTMBHOro HapaTuBYy.

YHikanbHUi xapakTep [LOKYMeHTasbHO-
ro kiHematorpacpha nonsirae B Moro 3gart-
HoCTi TpaHcdopMyBaTK peanbHicTb B 06-
pas, 3anuwakyucb Npu LIbOMY BipHUM
nomiaM Ta dhakTam. Bigomuii KiHopexu-
cep i neparor Maikn Pab6irep (Rabiger,
2009) y cBoIil KHK3I «Pexuncypa JoKyMeH-
TasbHOro difbMy» rMMOOKO po3rnsaae
BaXJIMBICTb PeXUCEPCbKOro crnocrepe-
XEHHS1 B MpoLeci CTBOPEHHS [OKYMEH-
TasbHUX hinbMiB.

CepLeBUHOK PEXMCEPCbKOro crnocTe-
PEXEHHS € YyBaXHe CMpUiMaHHA Ha-
BKOJIMIUHBOrO CepefoBMlLa, Nofin Ta
nepcoHaxiB. Ak cTBepaxye M. Pabirep
(Rabiger, 2009, p.92), «pexucepcbke
CMOCTEPEXEHHSA € KITHOYOBUM (haKTOPOM
ons 36opy matepiany Ta Mi3HaHHS CYT-
HOCTi TeMu». BOHO [ae pexucepy MOX-
JMBICTb BJIOBJIIOBATU HIOAHCK, eMoLlii
Ta feTani, ki He 3aBX.AN MOXYTb ByTu
BiATBOpEHi B TeKCTOBIN chopmi. Pesynb-

Shyrman, R., Musevych, B. Director's Observation as a Focus
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TaTOM LbOro npouecy € 6inbl rnMboke
" NoBHe Bifo00paxeHHs peanbHUX NOLiN.

M. Pa6irep (Rabiger, 2009, p.92) Takox
NigKPEecnioe, WO pexucepcbke crnocre-
peXeHHs1 — Le He nMpocTo 3adhikcoBaHe
CMPUAHATTS, @ N aKTUBHUIA B3aeMOLis
3 HaBKOJIMLLHIM cBiTOM. BiH 3a3Hauag,
LLLO pexucep NOBMHEH «MNornnboBaTUCh
y nofii», 3HaXoAUTU CriSlbHIi MOMEHTU
3 MepcoHaxaMmu, po3yMiTu TXHi MOTUBU
Ta nparHeHHs. Taka B3aeMofisi CTBO-
ptoe 0cobucTUn 3B'A30K MiX TBOPLIEM
Ta 00'€eKTOM [OCHigXEHHS, LLO, CBOED
yeproto, 3abesneyye Oinblu BigKpuTe Ta
BipHE MpeaCcTaB/ieHHs peasibHOCTI.

Pe30HaHCHICTb peXMUCepCbKOro criocTe-
peXeHHs BifuyBaeTbCsi B KiHLLEBOMY Npo-
OYKTi — OOKyMeHTanbHoMy dinbMi. M. Pa-
6irep (Rabiger, 2009, p.92) nigKpechntoe, Lo
«peXucep MOBUMHEH BMITU BUpa3HO nepe-
[aBaTu Te, WO BiH BigyyBae». Lle BMiHHSA
TpaHCMoBaTK BNacHi emolil Ta cnocTepe-
XEHHSA pobuTb ifIbM XUBUM, aBTEHTUY-
HUM Ta LOBIpMBMM LS TNisifava.

HeirpoBe KiHO BU3HaHe He JimLLe 3acob6oM
pO3MoBifj NPo peanbHiCTb, ane i 3acobom
aHanisy, iHTepnpeTauil Ta NOpyLIeHHs Cy-
CNiNbHUX MUTaHb. Y LUbOMY KOHTEKCTi po3-
ML, PEXUCEPCHKUX CMOCTEPEXEHb CTae
Ha3BUYANHO aKTyaslbHWUM, OCKisIbKi BOHU
rpatTb BaxJMBY posib Y chopMyBaHHi [j0-
KyMEHTaJsIbHOro HapaTuBY.

Bigomi couionoru XaH-EHH CasepneHp
Ta KeTpiH M. denti (Sutherland and
Feltey, 2013, p.214) y cBoiit npaui «Ki-
HemaTorpadiyHa couionorisi: CouianbHe
XUTTA Yy diflbMi» HaronoWwyTb Ha Bax-
NMBOCTI poni pexucepa B TpaHcdopma-
Uil peanbHuXx nofin B KiHemaTorpadiu-
HUI HapaTuB. ABTOPY CTBEPAXYIOTb, L0
«Lii pexucepa MalTb BEJIMKE 3HAYEHHS
L1l CTBOPEHHSI ayTEHTUYHOIO BPaXeHHs
Nnpo HiNcHiCTb». BOHM 3asHayvatoTb, L0
peXncepcbKe CMOCTEPEXEHHSI CMPSIMO-
BaHe Ha CTBOPEHHS BiporigHoro, peanic-
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TUYHOro 300paxeHHs Mofin, wo Biady-
BaloTbCA nepef, 06'eKTMBOM KaMepu.

Mornuéntoroun Le MipkyBaHHA, XaH-
EHH CasepneHp Ta KetpiH M. denTi
(Sutherland and Feltey, 2013, p.214) Bka-
3YyI0Thb Ha Te, L0 pexucepcbke cnocrepe-
XEHHS € «BaX/IMBUM KOMIMOHEHTOM aHa-
Ni3y peanbHUX Nofin Ta iX BiATBOPEHHS
y copmi cinbmy». Bigbip Ta BUOKpeM-
JIEHHS1 KOHKPETHUX [heTanen, MOMEHTIB,
peakLuin nepcoHaxiB fae 3MOry pexwuce-
paM CTBOPUTU BpaXK€HHS MOBHOTM i MO-
BCAKAEHHOCTI peasibHOro XUTTS.

Cepep, KNFOYOBUX acneKTiB, AKi NigKpec-
NIOKOTH aBTOPM, € «3[4aTHICTb pexucepa
no6aunTu cyTb icTOpIl B 0cOBNMBMX pUcax
KOXHOT cuTyauil» (Sutherland and Feltey,
2013, p.214). Lle o3Hayvae, WO pexucep-
CbKe CMOCTEPEXEHHS] BMUMAarae BMIiHHS
posnizHaBaTh N BUAINSATM KIHOYOBI ene-
MEHTW, SIKi PO3KPMBaKOTb MMOUHY Ta 3Ha-
yyLlicTb peanbHUX Mofii. PilweHHs TBOp-
usA dinbMy Wo[o TOro, AK NpeacTaBUTH
nofii, BN/MBalOTb Ha CMPUNHATTA aynu-
TOpi€t0, BU3HAYatoun peanbHICTb i Ljinic-
HiCTb KiHemaTorpadiyHoro HapaTumBy.

JokymeHTanbHe KiHO 3aBXau 6yno me-
XaHi3aMoM st dhikcyBaHHS 1 BifobpakeH-
HSl peaslbHUX MOfii Ta CyCrifbHUX SBULL.
OfHak BaxJMBO po3rnsgaTy Ue sk npo-
uec Bnbopy 1 TpaHcdopMalii peanbHOCTi
yepe3 MpuU3My peXMCEepPCbKUX crocTepe-
XeHb. Bigomi aBTopu Kenni AHOepcoH Ta
MapTiH Jlykac (Anderson and Lucas, 2016,
p.34) y cBOI KHU3I «[lOKYMEHTasIbHUI
ronioc i 6ayeHHs:: KpeaTUBHWUI Nigxig [o
HOH-DIKIWIH Mefia BMPOGHMLTBa» 3BeEp-
TalTb YBary Ha CYTHICTb PeXMCEepCbKOro
CMOCTEPEXEHHS] B KOHTEKCTi [OKYMEH-
TaNbHOro KiHo. Ha iXHi0 fyMKy, cnocTtepe-
XEHHS — Lie NMpoLec, Lo JoroMarae «pos-
KpMBaTU ¥ OCMMCIIOBATWU peasnbHi nogil
yepeas BnacHi oui Ta kamepy». Lle nigkpec-
JIIOE aKTUBHY POJib pexwucepa K criocTe-
piraya, aHaniTMka Ta nepekasyBayva nogin.

[LnpmaH, P, MyceBud, b. Pexxucepcbke cnocTepeseHHs
AK (MOKYCYBaHHS JOCTOBIPHOCTI CAPUHATTSA PEaNbHMX NOAiN
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K. AHgepcoH Ta M. Jlykac (Anderson and
Lucas, 2016, p.34) BBaxatoTb, LLO PEXU-
CepCbKe CMOCTEPEXEHHST — Lie «BaXJIMBa
YacTuHa MiAroTOBKM [0 CTBOPEHHS [OKY-
MeHTanbHOro difibMy», ika BK/IHOYaE He
nvwe dpikcauito obpasiB Ta nogin, a n 3a-
HYPEHHS! B TXHii KOHTEKCT, PO3YMIHHS TX-
HbOI 3HAYYLLOCTi Ta BNMBY Ha rNsfauvis,
a BiATaK pexucep NoBUHEH ByTU rMnMBOKO
3aHypeHVUM Y pearnbHIiCTb, SIKy BiH CTBO-
pto€ Ha eKkpaHi.

BaxMBuM acnekToMm, SIKMIA Bif3Hava-
I0Tb aBTOpM, € 3[4aTHICTb pexucepa [o
aganTauil 0o 3MiH y cepefoBuLi Ta cu-
Tyauifax. BoHM CTBEpAXYHOTb, LLLO «PEXM-
cepcbKe CMOCTepeXeHHs 3aNexuTb Bif
pexucepcbKol rTHy4YKOCTi Ta BigKPUTOCTI
o HenepepnbadyBaHoro» (Anderson and
Lucas, 2016, p.34). LA rHyuykicTb [gae
3MOry pearyBaTul Ha HHOaHCH, AKi MOXYTb
36araTuTu peanbHuin 3MicT dinbMy. AB-
TOPU aKLEHTYITb Ha aKTUBHIN poni
pexucepa AK crocTepiraya, aHaniTuka
M TBOPUS HapaTuBy, KU MepeTBOPHOE
peasnbHiCcTb Y BidyasnbHy icTopito.

[okyMeHTanbHe KiHO, ik BaXJIMBa rifika
KiHeMaTorpadii, JonomMarae Ham po3Kpu-
TW pearnbHICTb Yepe3 Mpu3aMy crocTepe-
XeHb Ta iHTepnpeTauii pexucepa. OguH is
BMIATHUX TEOPETUKIB [OKYMEHTaNbHOro
KiHo B. Hikonc (Nichols, 2017, p.24) y KHU-
3i «BcTyn 0O [OKYMEHTanbHOro KiHO»
BMCBITJIHOE CYTHICTb PEXMCEPCHKOro Cro-
CTEPEXEHHS Ta MOro posib y OpMyBaHHI
0bpa3y peanbHOCTi B [OKYMEHTaNbHUX
dinbmax. JJocnigHMK CRyWHO 3a3Hayvae:
«KOXEH [OKYMEHTanbHUA inbM € iH-
TepnpeTauieto CBiTY, KKy 3[iNCHIOE WOro
pexucep». Lia iHTepnpeTauis 6a3yeTbes
Ha BMbopi, 06'eAHaHHI Ta BiJOOPaXEHHI
pi3HMX acnekTiB peanbHocTi. Pexwucep-
CbKe CMOCTEPEXEHHS1 [03BONIE Bifguy-
TM 0co6/MBY MNepcrnekTUBy pexucepa
Ta Moro cniByyTTa Ao Temu. lani aBTop
NigKPECIIHOE, L0 «KOXHUIA [LOKYMEHTaNICT
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Mae nornag, ocobucTun CTuib Ta cno-
ci6 nNpvBepHEHHs yBarn 0O CBOEI TEMU»
(Nichols, 2017, p.24). Pexucepcbke cno-
CTEPEXEHHSA CTa€ K/IHOYOBUM MOMEHTOM
y chopMyBaHHi LibOro nornsay Ta CTUIL.
Lle He npocTo dhikcauia nogin, a n Bubip
Ta MiACyMKOBe BiATBOPEHHSI TOro, L0
€ BaXJIMBMM [J151 pexucepa Ta ayauTopii.

OOuH i3 BaX/IMBUX acnekTiB, Ha AKUN
3BepTae yeary b. Hikonc (Nichols, 2017,
p.25), ue «BiguyTTAa Yacy», fKe pexucep
MOXe nepefaTu yepes CBOE crocTepe-
XeHHA. J[locniAHMK Harosiolwye Ha TOMY,
WO OOKYMeHTanbHUIn hinbM MoOXe «ne-
peHecTu rnagava Hasapg y vaci abo, Ha-
BMaKu, mMokasaTh MPOMIXOK icTopii Ak
wocb muttese» (Nichols, 2017, p.25).
Taku MeToL BWM3HaAyae Temn i pUTM
inbMy, BNAIMBaKOUM Ha CMPUAHATTA Ya-
COBOrO acneKkTy Nofiu.

Ponb OOKYMeHTanbHOro KiHo y chopmy-
BaHHi CNPUMHATTA peasnbHOCTI B cyyac-
HOMY CBIiTi He Moxe OyTW nepeouiHeHa.
OfOMH i3 KITHOYOBUX acnekTiB LbOoro npo-
Luecy — Le pexucepcbke CrocTepeXeH-
Hfl, iIke BM3Hayae Te, IK MM 6auMMo Ta
po3yMiemMo Mofji, o po3ropTaroTbCsl Ha
eKpaHi. B kHu3i «TeopeTusyBaHHA [o-
KyMeHTaJslbHoro KiHo», M. PeHoB (Renov,
2012, p.3) 3a3Hayae, WO AOKYMEHTasbHe
KIHO «MnparHe BigTBOPUTM XWUTTSA, Nodil Ta
nofen 3 akUeHTOM Ha IXHIO [OiNCHICTb».
Lle Bumarae Bif pexucepa He nuwe dik-
cauii nofin, ane n akTUBHOIO CMPUNHATTSA
TXHbOrO KOHTEKCTY i 3HAaUyL,0CTi. Y Takui
cnoci6 pexucepcbke CrocTepeXeHHs, 10-
romMarae CTBOPUTU 06'€KTUBHUI 1 BOLHO-
yac cyb'eKTMBHUI NOMNAA Ha peanbHICTb.

Ak cTBepaxye M. PeHos (Renov, 2012,
p.3), «pexucepcbke CrOCTEPEXEHHS Bi-
pobpaxaeTbcs B YHiKanbHOMY CTWI,
BUbOpi TeM i KyTi nmornsagy, ski pobnsatb
KOXeH [OKYMeHTaNbHUiA ifibM BigMiH-
HUM». Lle migkpecntoe iHOMBIQyanbHUA
BHECOK pexwucepa B TBOpYMM MpOLLEC,
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noro cneundivyHni Nornsg Ha Nogil, wo
Bif6yBatoTbCA. Takuih MeTof, fornomMarae
3MoentoBaTu OiACHICTb BiAMNoOBigHO A0
ocobucTtoro bayeHHs1 pexwucepa. BogHo-
Yyac aBTOpP Haronouwye, WO «OOKYMEH-
TaNlbHUA DiSIbM HIKONIM He Moxe ByTu
abcontoTHO 06'ekTUBHUM» (Renov, 2012,
p.6). Lle o3Hayvae, LWo pexucepcbke crno-
CTepexeHHA 3aBXAu Mae cyb'eKTUBHUM
eNeMeHT, MOoB'si3aHui 3 MOrNALoM pe-
Xucepa Ha cBiT. Came Yepes e nornsg
OOKYMeHTanbHun dinbM HabyBae rnu-
OVHW Ta KOHTEKCTY.

Y cyyacHOMy [0KYMEHTanbHOMY KiHO,
e aKUeHT pobuTbCA Ha HasiIBHOCTI Ba-
FrOMOro BHECKY B CTBOPEHHSI XXWBOrO
N iMNpecuBHOro HapaTuBy, iHTEpB'tO
CTa€e KJIIOYOBUM IHCTPYMEHTOM ANsi [o-
CAITHEHHA BiNbLUOT rMMOMHK Ta peaniamy.
IHTepB't0 He TiNbKK [03BOSISIE ayLioBi3y-
anbHOMY MWUCTELUTBY NMPOHUKHYTU B M-
O0Ki po3gymu repois, ane W CTBOPHOE
MOXJIMBICTb SIS B3aEMOLIT MiX Begy-
YMM Ta NepcoHaXamu.

IHTepB'to, AIK 3a3Hayvae CrtenHap Keane
(Kvale, 1996, p.144) B kKHU3I «IHTepB'to: 3a-
NPOBa[XEHHS AKICHOro [OOCHiAHULIbKOrO
iHTEPB'tO», € «BaXJIMBUM [Kepenom 360-
pYy AaHuUx». Y KOHTEKCTi aymioBisyanbHOro
MUCTeLTBa IHTEPB'0 Bifgirpae BaXJMBy
ponb y 360pi iHdbopMaLii Ta pianosi 3 re-
posimu. Lle npouec [o3Bonsie pexuce-
paM 3arnmMbuTUCh Yy BHYTPILLHIA CBIT nep-
COHAaXIB, IXHi LYMKW, MOYYTTS 1 MOTUBM.

OfHak iHTepB't0 B aygioBidyanbHOMY
MUCTELTBI BMXOAUTbH [Haneko 3a Mexi
MPOCTOro ONUTYBaHHSA. fK Big3Hauae
Marikn PeHos (Renov, 2012, p.21) y KHu-
3i «TeopeTV3yBaHHS [OKYMEHTAJIbHO-
ro KiHO», iHTEPB'0 € «B3aEMOJIE0 MiX
BeyuYsM Ta reposiMu, fie CTBOPHETbLCSA
cnewjianbHU NPOCTIp ANS CNiNIKyBaHHSA,
B SIKOMY MOXIJIMBE PO3KPUTTS TNUOUH-
HWX eMoLii Ta igei». B TakoMy KOHTeK-
cTi npouec cTae nnatdopmoto, fie repoi
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MOXYTb PO3MOBICTM CBOI iCTOPII He TiNb-
KW crioBaMu, ane 1 yepes XecTu, MiMiKy
" BUpasu obnnyys.

CnifkyBaHHS1 MiX BeLyYuM Ta reposiMu
Jonomarae BiKPUTK HOBI LIapy peanbHo-
CTi. IHTepB'to CTBOPHOE MOXJ/UBICTb BUABU-
TU Ti acnekTn, sKi MOXyTb ByTU NPUXOBaHi
3a nosepxHeto nofin. Poamoea BigKkpusae
HaM MOX/IMBICTb 3PO3YMIiTU MOTUBU [V
nepcoHaxiB, ixHi peakuii Ha nogdil Ta cnpu-
s1e CTBOPEHHIO MMMOBLLOro HapaTuBY.

0. JleBueHko Ta O. binaH (2023, c¢.21)
y cTaTTi «TeneBisilHa XXypHanicTuka
B YMOBax BOEHHOro CTaHy» 3a3Hauva-
I0Tb: «BapTo He cTaBUTUCH [0 NMHOLUHM
BUKJIIOYHO SIK [0 mxepena iHdopmauii
wono TpaBMytyoi nogii». BopHouvac
JOCniQHWL HaronowylTb Ha BaXJ/MBO-
CTi nigxony Ao iHTepB'tooBaHUX ocib Ta
notpebi BpaxoByBaTh He nuwe hakTny-
Hi OaHi, ane M rigHicTb | eMOLiNHUIA CTaH
ocib, fKi noginunucs CBOEK ICTOPIEH.
TakuM ryMaHiCTMYHMI Niaxin 0o iHTepB'to
MOXe He Nnuviue 3abe3ne4ynTu BUCOKY [0-
CTOBIpHICTb OTPUMaHUX MaTepianis, ane
M OOMOMOIrTW BiJHOBUTWU TigHICTb OCIO,
AKi Nepexunm Baxki XUTTEBI 06CTaBUHM.

Bepnyuumi, 3a [ONOMOroH CBOIX 3anuTaHb
Ta peakLiy, MOXe BNMBaTU Ha CNPUMAHAT-
TA rnspadiB peanbHocTi. BigkpuTi po3amo-
BM 3 reposiMu [dornomMaratoTb CTBOPUTU
LoBipnmBYy aTMocdbepy, LLLO CNpUsiE MOBHiI-
LLOMY CMPUNHATTIO peanibHUX NOAiN.

®inbm «Citizenfour: MNMpaBsga CHoypeHa»
(2014) Naypu [lyoHTpen € BaX/MBUM
NpUKIafgoM BUKOPUCTaHHSA iHTEPB'to Ans
[OCSIrHEHHs1 06'eKTUBHOIO Bif00paxeH-
HA nogdin. Y ubomy dinbMi po3kpuBa-
eTbcAa icTopis EnBappa CHoyneHa yepe3
rnmboki 6ecign 3 HAM, L0 0,03BOJIAE NA-
Javyam 3po3yMiTv Moro MoTMBaLito Ta Ail.

BapTo Haronocuty, Wwo 3acobu ayniosi-
3yaJlbHOro MUCTELTBa, Taki K iHTepB'to,
[O3BOJISIOTb PO3LUMPUTU MEXI Ta MOX-
JIMBOCTI [OKYMEHTaNbHOro KiHo. B3ae-
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MOJifl MiX BelyYMM Ta reposiMu, Bigkpu-
Ta yepes iHTepB'to, fonomarae 36nmMsuTu
ayauTopito 3 peasibHUMMU MOAISAMU, CTBO-
PHOHOYM XMBUIA Ta eMOLINHO HacuYeHWUi
obpas cBiTY.

CborogHi aypioBidyaslbHe MWUCTELTBO
Bifjirpae BaXJMBYy posfib Y BUCBIT/IEHHI Ta
aHanisi coujanbHUX | NOMITUYHUX MpO-
6neMm. OpHiel0 3 aKTyaNlbHUX TeM, siKa
cTana o6'eKTOM yBarm B Cy4yaCHOMYy ay-
nioBi3yanbHOMY MWCTELTBI, € MpoTUgin
BilHi. BigomMuii amMepuKaHCbKWUIA Xy[0X-
HUK | TeopeTuk peropi LLlonneT (Sholette,
2010, p.223) y cBOin KHKU3I «TeMHa Ma-
Tepif: MucTeuTBO Ta MOJTMKA B eroxy
KynbTypy MignpueMcTBa» 3BepTae ysary
Ha BaXIMBICTb BUKOPUCTaHHA MUCTELTBA
AK IHCTPYMEHTY NPOTUCTAB/IEHHS BiHI Ta
HacunbCTBY. BueHui BBaxae, Lo «MUCTe-
LUTBO MoOXe OYTM LOi€EBUM iHCTPYMEHTOM
AHTUBOEHHOI ariTawii Ta NigTPUMKN MUPY».
Lle Bka3ye Ha Te, L0 ayioBidyanbHe MUC-
TELTBO, BKJIKOYAOUU [JOKYMEHTAJIbHE KiHO,
MOXe [10MOMOrTY 3BEpPHYTU yBary rnaga-
yiB Ha HacnigKu BiHK Ta cnpusTi doopmy-
BaHHIO rIMOOKOro po3yMiHHS Tparefin, oo
AKUX BOHA MPU3BOAMUTb.

Pexwucepcbke cnocTepexeHHs B [IOKY-
MEHTaNlbHOMY KiHO B LbOMY KOHTEKCTI
MoXe ByTW KJIFOUOBUM eNeMeHTOM. K Ha-
ronowye [ LLlonneT (Sholette, 2010, p.223),
MUCTELITBO «MOXE NMoKasaTu Tparegito Bo-
€HHOro KOHdNIKTY Yepe3 ocobucTi icTopil,
3BOPOTHUI BiK KOHIKTY, KU HE 3aBX-
IOV NOMITHU Ha MoBepXxHi». Pexucep, ye-
pes CBOE CrocTepexeHHs Ta BUBIp chokycy,
MOXe MiAKPECIMTI r'yMaHiTapHi Hacnigku
BillHW, BUCBITAIMTK iCTOPII 3BUYANHUX JtO-
[Oew, ki noTepnaroTb Bif KOHANIKTY.

[okyMeHTanbHe KiHO MOXe AONy4YUTUCH
[0 aHTUBOEHHOI ariTauii, po3KpuBatoum
npaBAuMBY KapTWHY TOro, SIK BillHa BMJM-
Ba€ Ha XWUTTS JIOfel Ta CYCniNbCTBO B Lii-
nomy. Bigbip nogin Ta gonen repois Moxe
NigKPeCnUTU ryMaHiTapHy CTOPOHY KOH-
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dnikTy, BUKIMKATK eMnaTito Ta 3ak/nKa-
TW [0 3MiH. CaMe OpieHTYOUUCh Ha CTBO-
peHHA 00'eKTMBHOro 0bpasy KOHMIKTY,
JOKYMeHTasnbHe KiHO cTae 3acoboM npo-
TUOIT BOEHHIN nponaraHgi. ®inbmu, ki
MPOMOHYIOTb  aNbTEPHAaTUBHUM MNOrNsf
Ha BiliHY, pO3KpUBalOUM XepPTBU i CTPax-
[aHHs Ntofen, [onoMaraloTb YCBIAOMUTM
CMpaBXHIO peasibHICTb NoAiN.
Pexucepcbke CrMOCTEPEXEHHS [03BO-
nsie rmagadaM BifuyTU NPUCYTHICTb Ha
Micui nogin, a BigCyTHICTb 3a3panerigb
CKPUMNTOBAHOrO CLieHapito cripusie GinbLu
XUBOMY iMepCIMHOMY CNPUMHATTIO, L0
[la€ 3Mory BifTBOPUTU peasibHICTb NoLiN
yepe3a 6eanocepefHi MPUCYTHICTb Ha
Micui nofin. Y ubomy 3B'13Ky BapTo 3ra-
natu 1 dinbm Ixenmca Mapuua «Jlroam-
Ha Ha KaHaTi» (2008), y skomMy npeTtbcs
npo BUCTyn dpaHLy3bkoro daHTasepa
oininna lMeTi Ha MOCTYy Haj TOProBUM
ueHTpoM B 1974 p. i fle 3 METO CTBO-
peHHs iIMepCMBHOro AOCBigQy NS rnsapa-
yiB pexucep Bpaxaruye BUKOPUCTOBYE
apxiBHi MaTepianu Ta CNoCTepPeXeHHS.

BucHoBKkmu

OTXe, BaXJIMBICTb  PEXNCEPCbKOro
BTPy4YaHHs1 ¥ ¢boKycyBaHHi [4OCTOBIpHO-
CTi CNPUMHATTS peanbHUX NOLiA y [OKY-
MEHTaNbHOMY KiHO SIBNIIETLCS BaXJu-
BUM acnekToM. [poTugisa BilHi, rnmboke
iHTEPB'I0O Ta IMEpPCUBHE PEXMCEPCbKE
CMOCTEPEXEHHSI  CTBOPHOKOTb  MOXJIU-
BiCTb nepefaTtu 00'€eKTMBHY Ta BipHY
KapTUHY peanibHOCTi.

Y cyyacHOMYy [OKYMEHTanbHOMY KiHO
pexucepcbKe CMoCTEPEXEHHS [O3BOSIAE
CcTBOpPUTK Binblu BigKkpuTe Ta 365MxKeHe
3 peanbHiCTIO CMIPUNHATTS, B IKOMY TJ1s1-
Jadi MaroTb MOXJ/IMBICTb 3aHypUTUCS
Yy CBIiT JOKYMEHTAaNIbHOI peasibHOCTi.

Ak 3a3HayvaloThb OOCHILHUKW, [OKYMEH-
TasibHe KiHO HiKoNM He Moxe ByTu abco-
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NOTHO 06'eKTUBHUM. Cy6'eKTUBHMI MO-
rNag pexucepa 3aBXav NPUCYTHIN, i Le
[03BOJIIE CTBOPUTU BiNbLL FIMOOKUIA Ta
faraTorpaHHuMin obpas nofin, a Takox
BiAYYTTS NPUCYTHOCTI Ha Micu,i ail.
IHTepB'to, Ik HEOOXiOHWIA enemMeHT fo-
KYMEHTasIbHOro KiHO, AoromaralTb pos-
KPUTK BHYTPILLHIN CBIT repoiB Ta nigkpec-
JTW IXHI MOTUBW 1 AyMKW. Y Takuii cnoci6
nornMbneTbcA B3aeMOZis MnsaaLbKol
ayouTopil 3 reposMK, a TakoX TMOBHiLLe
PO3KPMBAETLCA KAPTMHA PEasbHOCTI.

2024+ 7(2) - ¢.288-299

Yci Ui acnekTM [EeMOHCTPYHTb Bax-
NUBICTb POSli  PEXMCEPCbKOro CcrocTe-
pexeHHs1 y dopMyBaHHI [0CTOBIpPHOrO
CTIPUMHATTSA peasibHOCTI B Cy4yacHOMY
[OKyMeHTasIbHOMy KiHo. Big o6paHHs Ka-
LpiB [0 MPOBefEHHS iHTepB't0 pexucep
Ma€e MOXJIMBICTb 3pobuTM nogii GinbLu
LOCTYMHVMMM Ta BigUyTHUMK AN risipga-
yiB. BkasaHuii mMeTon 3abesneuyye Baro-
MU BHECOK Yy (DOpPMYyBaHHS HapaTuBy,
AKUA PO3KPUBAE peasnbHy KapTUHY Ha-
BKOJIMLUHBLOTO CBITY.
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Abstract

The purpose of the research is to find out the role of the director's observation in the authenticity of the
perception of actual events in contemporary documentary films. Research methodology. The article uses
the following methods: analytical — to understand publications on contemporary documentary theory,
works by well-known theorists and practitioners; empirical — to study the use of director's observation
in creating an anti-war narrative; communicative audience analysis — to identify viewers' reactions and
responses to documentaries, which allowed us to explore how viewers perceive certain narratives in them
and how this can affect their perceptions of global issues. Scientific novelty. The study analyses for the
first time the role of the director's observation as a tool for achieving authenticity in the perception of real
events in contemporary documentary cinema, including the impact of interviews as a tool for revealing
the inner world of the protagonist and identifying the role of the observation method in creating an anti-
war narrative. The article expands the horizons of understanding contemporary audiovisual art and the
contribution of the director's observation to contemporary documentary practice. It clarifies the specifics
of using these methods in the context of modern challenges and cultural changes. Conclusions. The
director's observation is identified as a key tool that helps to focus the authenticity of the perception of real
events in contemporary documentary cinema. The study of the role of the observation method has shown
that objectivity in contemporary documentary cinema is a difficult task due to the subjective point of view
of the director. Still, this subjectivity can create a richer, more emotional narrative that is more open to the
representation of reality. By analysing the approaches and views of well-known theorists and by examining
examples from audiovisual art, the article shows the importance of the director's observation as a tool that
helps bring the viewer closer to the reality of events and also establishes the role of interviews in exploring
the inner world of characters.

Keywords: director's observation; authenticity; documentary film; interview; recording
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Abstract

The purpose of the research is to examine the distinctive characteristics of
the process of filming television programmes in the interior and their impact
on visual art and audience perception. In order to gain insight into the crucial
elements that shape the quality of the resulting television content, this
study will investigate the use of light, shot composition and mise-en-scéne.
Furthermore, this study will examine the factors that influence the choice of
interior locations for filming, including financial constraints, availability of
resources and equipment, and the specifics of the programme content itself.
Research methodology. The following methods were employed: a theoretical
approach was used to analyse existing scientific literature and publications
within the field of media studies. This enabled the concepts that reveal the
essence and functionality of camera crews filming television programmes
to be systematised and organised. The empirical method was employed to
conduct practical research, collect data and conduct interviews with experts.
The resulting data was then processed and analysed to study the impact
of these programmes on the audience and their perception. The system-
analytical method was used to analyse the relationships between various
elements of authoring television programmes and their effect on viewers. The
scientific novelty. The article presents a novel scientific contribution to the
field. The study emphasises the necessity of comprehending and considering
these elements for professionals producing television programmes and
visual arts. It also identifies potential avenues for enhancing the quality of
television content and optimising its impact on the audience, ultimately
determining the programme's success. Conclusions. The study highlights
the necessity for further advancement and enhancement of knowledge in
the domain of television programme production within interior settings.
Examining the author's programmes illustrates the significance of lighting and
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shot composition for creating premium television content. A comprehensive
comprehension of the constraints and prospects of interior filming is a pivotal
element in enhancing its quality and impact on viewers.
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Problem statement

The filming of television programs in in-
terior settings presents several aspects
related to lighting, frame composition,
and mise-en-scéne that impact the visu-
al artistry and viewer perception. These
characteristics become essential features
in creating high-quality television content
and require the attention of professionals
in the fields of television production and
visual arts. Factors determining the selec-
tion of interior filming locations, including
financial constraints, resource and equip-
ment availability, and program content
specifics, also influence the quality and
perception of television content.

Recent research
and publications analysis

In his book Cinematography: Theory
and Practice Image Making for Cinema-
tographers and Directors (2016), Blain
Brown emphasises the importance of
good composition for viewer perception
and attention control and focuses on
lighting and frame composition.

In his book The Filmmaker's Eye. Learn-
ing (and Breaking) the Rules of Cinematic
Composition (2022), Gustavo Mercado
highlights the importance of choosing the
correct focal length and camera place-
ment to create a relationship between
the character and their environment. He
argues that this helps emphasise the
interior's importance and connects the
character and the space.

ISSN 2617-2674 (Print),
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Oleksandr Bezruchko, Iryna Gavran,
Nadia Korablova, Svitlana Oborska, and
Hanna Chmil in the article "Stage Cos-
tume as an Important Element of the Sub-
ject Environment in Cinema and Theatre"
(2024) and Oleksandr Bezruchko, Galyna
Pogrebniak, Nadia Korablova, Svitlana
Oborska, Hanna Chmil in the article “The
Scenery as Compositional and Artistic
Components of the Subject Environment
in Ukrainian Screen and Stage Culture”
(2024) explored the importance of stage
costume decoration in audiovisual arts
and production. They emphasise that
this helps emphasise the importance
of the interior and creates a connection
between the character and the room.

John Jackman (2010) and Alla Medvedi-
eva, A. and Oleksandra Rosliakova “Pecu-
liarities of Using Lighting in the Process of
Film Shooting" (2023) have pointed out that
creating great lighting requires creativity
and flexibility in real-world conditions.

Harry Box (2010) has indicated the im-
portance of contrast between light and
shadow for creating volume and depth in
the image.

Steven Asher and Edward Pinkus (2019)
emphasised that fewer lights can facili-
tate preparation and filming and provide
comfort for actors. They also point out
that framing can be seen as a way to
control the viewer's attention, directing
them to specific elements in the frame.

Joseph V. Mascelli's (1998) research in
his work “The Five C's of Cinematography:
Motion Picture Filming Techniques"” fo-
cuses on the importance of choosing the
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right camera angles and frame size to in-
fluence viewer perception. His work also
emphasises the importance of the back-
ground in the frame.

Svitlana Kotliar, Volodymyr Mykhaloy,
and Dmytro Pereiaslavets, in the article
“Cinematography and Modern Media"
(2022), highlighted the importance of us-
ing different levels of lighting to create vi-
sual appeal and manage viewer attention.

David Bordwell and Kristin Thompson
(2008) noted that framing determines
which elements are included in the epi-
sode and how they are framed. It can be
vast if the entire plot space is contained
in the frame or narrow, focusing on spe-
cific details.

Michael Rabiger and Mick Hurbis-Cher-
rier analysed the impact of movement
on frame composition and considered
how the eye perceives moving and static
composition. Michael Rabiger and Mick
Hurbis-Cherrier (2020), in their book Di-
recting: Film Techniques and Aesthetics,
emphasise the importance of production
design in creating a film.

According to Robert Solo's research
in psychology, viewers analyse images
based on specific cues, and this process
can be influenced by the movement of
characters, the camera, sound, editing,
and the film's structure (1994).

André Bazin (1978) believed that shots
with deep focus give the viewer more
freedom of perception, allowing their
gaze to travel across the screen.

In his book “Television Production Hand-
book", Herbert Zettl (2006) discusses dif-
ferent lighting methods for different pro-
gram genres. He emphasises that lighting
dramatically impacts the look and mood
of scenes and actors, and it is essential to
use it properly to achieve visual goals.

Among the publications of recent years,
it is worth highlighting the research

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

2024+ 7(2) - ¢.300-314

of J.Maschell (2005), H.Zettl (2006),
M. Rabiger and M. Hurbis-Cherrier (2020),
B. Brown (2016), and G. Mercadal (2022),
which investigated various aspects of
interior filming and the specific features
associated with creating interior scenes.

D. Bordwell and K. Thompson (2008),
H. Bochs (2010), D. Schaefer and L. Sal-
vato (2013), B. Brown (2016), S. Asher
and E. Pincus (2019) focused on the im-
portance of lighting and frame composi-
tion for influencing the viewer's percep-
tion and emotional content.

The purpose of the article. This study
analyses and reveals the specific features
of filming television programs in interior
settings. It focuses on aspects such as
lighting, frame composition, and mise-en-
scene, as well as their impact on visual
artistry and viewer perception. The study
also emphasises how these features be-
come essential aspects of creating quality
television content and require attention
from professionals in television produc-
tion and visual arts. It also examines the
factors that determine the choice of inte-
rior locations for filming, such as finan-
cial constraints, resource and equipment
availability, and program content charac-
teristics, and their impact on the quality
and perception of television content.

Main research material

Creating interior scenes in film and tele-
vision presents a distinct set of challeng-
es and considerations. This topic holds
significant relevance for several reasons.
While location shooting has gained trac-
tion in the 21st century, many programs
still necessitate interior filming. This can
be attributed to budgetary limitations,
resource and equipment constraints, or
the specific content demands of the pro-
gram itself.
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Interior filming offers the opportunity to
develop unique programs with distinct
styles and atmospheres, which is not
achievable in more traditional television
formats. Additionally, it grants more sig-
nificant control over the final product's
quality by manipulating lighting, sound,
and composition.

Lighting in interior filming plays a crucial
role in shaping visual appeal and atmo-
sphere. In his book Television Production
Handbook, Herbert Zettl (2006, p.158) ob-
serves: “In the news, comedy, and game
shows, actors and sets are frequently illu-
minated brightly, with minimal facial shad-
ows. However, crime dramas and dramat-
ic series may employ deep shadows on
actors' faces, extensive use of shadows,
and even colour effects that occasionally
distort the visual appearance”.

For instance, within the author's research
domain, it is frequently observed that vid-
eo productions, particularly on sets, lack
sufficient space, time, and personnel to
achieve cinematic lighting quality. Light-
ing time is often severely limited, leaving
the sole option to flood the studio or loca-
tion with bright, diffused light, regardless
of the event's nature. While this approach
might satisfy the technical requirements
of the camera and camera operator, it of-
ten falls short of the production's aesthet-
ic needs. A dramatic scene in a dark alley-
way loses its conviction if bathed in even,
soft light. Conversely, events like news
broadcasts, interviews, or CEO speeches
do not necessitate elaborate lighting. In
such cases, even lighting suffices (Zettl,
2006, p.158).

Light is crucial in cinematography, creat-
ing appropriate illumination, emphasising
the scene's mood, highlighting key ob-
jects, and evoking the desired atmosphere.

John Jackman (2010, p.97), in his book
Lighting for Digital Video and Television,
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underscores the importance of “creativity
and flexibility" as key elements in achiev-
ing adequate lighting in practical settings.

The selection of lighting, from the cam-
eraman's perspective, is influenced by
several key factors. Firstly, genre and con-
tent play a pivotal role. News broadcasts,
for example, may utilise bright, even light-
ing to enhance clarity and detail visibility,
while dramatic series might employ soft,
moody lighting to accentuate emotional
scenes. Secondly, lighting contributes to
creating depth and space within the frame.
Mixing various light sources, such as key,
fill, and accent lights, highlights objects in
the foreground and background, establish-
ing a sense of realism and depth. Further,
cinematography lighting serves to create
mood and emphasise emotions. Warm
light tones evoke a cosy and romantic at-
mosphere, while cool tones can generate
a more tense or mysterious scene.

Light in interior filming constitutes
a powerful tool, crafting a rich and emo-
tional atmosphere, emphasising the in-
dividuality of objects, and enhancing the
image's depth. Understanding the phys-
ics of light and its interaction with ob-
jects is crucial to achieving optimal indoor
lighting results. Additionally, meticulous
planning and utilisation of appropriate
equipment and technology play a key role
in achieving the desired effect and atmo-
sphere aligned with the genre and content
of the media content. In confined spaces
with limited light availability, the camera
operator must devise optimal solutions to
create the desired atmosphere and high-
light key elements of the scene.

The selection and placement of light
sources are significantly influenced by
several factors, including the room's size,
shape, colour, and the presence and ori-
entation of windows. Experimenting with
various types of light sources allows for
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the creation of diverse effects and en-
sures high-quality filming.

For instance, larger spaces often ne-
cessitate more light to achieve adequate
illumination, whereas smaller spaces
might benefit from more directional light.
The room's shape also dictates the light
sources' optimal placement and orienta-
tion. Dennis Schaefer and Larry Salvato
(2013, p.135), in their book Masters of
Light: Conversations with Contemporary
Cinematographers, cite Bill Freaker, who
emphasises the impact of room colour:
“The room's colour and the colours re-
flecting off the walls create reflections
on the faces. You can achieve good skin
tones by raising the key light to the op-
timum level, keeping it there, and setting
the exposure for that key light".

Furthermore, O. Bezruchko and A.-N. Ma-
nuliak (2019, p.213), in their article "The
Impact of Colour on the Audience of In-
teractive Television," posit that “colour
harmony in the perception of the viewer
is not a reflection of objective reality, but
rather reflects a developing aesthetic con-
sciousness. Colour in television programs
enhances the perception of audiovisual
works as part of their artistic solution".

The colour of light additionally influences
the perception of objects and their shapes.

Cinematographer H. Box (2010), in his
book Set Lighting Technician's Hand-
book: Film Lighting Equipment, Practice,
and Electrical Distribution, analyses the
impact of mood and tone on emotional
content, exploring methods to achieve
desired effects. For instance, within his
research domain, Box H. (2010) observes
how camera and lighting specialists can
manipulate any scene based on narrative
demands, imbuing it with a range of emo-
tions, be it fear, beauty, menace, or any
other desired mood, through the strategic
use of lighting, lens, and camera.
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Using different lighting levels helps to
highlight objects and create visual inter-
est. Additional light sources illuminating
individual objects or areas help control
the viewer's attention. David Bordwell
and Kristin Thompson (2008, p.150) note
in their book Film Art: An Introduction:
“In cinematography, lighting shapes the
composition of the frame, directs the
viewer's attention, and emphasises tex-
tures. Light and dark areas create tension
and draw attention to key objects. Light-
ing plays a role in revealing details and
gives aesthetic power to images".

Planning the placement of fixtures and
using additional elements, such as filters
and smoke, can also create specific ef-
fects and moods. The placement of light
sources should be carefully considered
to ensure optimal visibility for the light-
ing technician and other crew members.
Steven Ascher and Edward Pincus (2019,
p.1325) note in their book The Filmmak-
er's Handbook: A. Comprehensive Guide
for the Digital Age: "As a general rule, the
less light you need, the faster your light-
ing setups will be. This means you will
spend less time preparing and adjusting
your lighting sources”. In the field of cin-
ematography, it has also been observed
that using less light can provide more
comfort for actors and participants in the
filming. Bright or excessive lighting can
be exhausting, so ensuring comfortable
conditions during filming is essential.

The set and decoration also play a sig-
nificant role in creating the mood and vi-
sual appeal of the program. The selection
of appropriate furniture, decoration, and
colours helps to achieve the desired effect.
In addition, details that add visual interest
can emphasise the scene's context.

Herbert Zettl (2006, p.355) emphasised:
“The television camera observes detailed
but simple decor from different distances.
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Understanding the concept of the program,
communicating with the director, and cre-
ating a spatial environment helps to ensure
arealistic look and optimal communication.

Michael Rabiger and Mick Hurbis-Cherri-
er, in their book Directing: Film Techniques
and Aesthetics (2020, p.112), focus on
two crucial aspects of filmmaking. First,
the production designer plays a pivotal
role in planning the film's visual style from
the initial reading of the script. They strive
to create a visual design that reflects
the screenplay's characters, moods, and
complexities. This encompasses creating
an entire world with all its elements, such
as characters, costumes, sets, furniture,
props, and colour schemes.

Second, lighting significantly impacts
how the sets are displayed on the screen,
making collaboration with the cinematog-
rapher of paramount importance during
the planning stages of the shoot. In cases
of limited budget, utilising real locations
instead of a studio set becomes a viable
option. Therefore, it becomes crucial to
consider each location's theme and mood
and the message it intends to convey.
The author posits that it is necessary to
consider how to light each set and select
appropriate props and the objects sur-
rounding the characters: "The characters'
clothing plays an important role in their
characterisation, and its changes from
scene to scene should be consistent. Ad-
ditionally, it is worth considering the co-
lour palette and its progression, which will
contribute to developing the film's theme"
(Rabiger and Hurbis-Cherrier, 2020, p.112).

The frame and composition correlate
with other aspects of the filming process,
such as lighting and set design, to cre-
ate a harmonious image for the program.
They enhance the scene's impact, em-
phasise its significance, and effectively
convey information to the audience.
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Blaine Brown (2016, p.48), in his book

“Cinematography. Theory and Practice

Image Making for Cinematographers and
Directors," notes: "A frame is more than
just a picture — it is information. The
importance of individual parts and the
order of perception affect the viewer's
perception. The order of perception is
important because we do not perceive
the image all at once".

In the modern world, visual art plays
an important role in the perception and
transmission of information. As noted by
S. Kotlyar and V. Fedorenko (2018, p.16)
in their article "Author's Program as the
Face of Domestic Television": “Regard-
less of the rating and “format”", an au-
thor's television program requires the
presence of personalities who have “their"
expressive face".

Frame composition and mise-en-scéne
in an author's program are key elements
that help to create a clear and compelling
impression on the viewer. The impact of
frame composition and mise-en-scéne
in an author's program can be significant
for the content, emotional perception, and
aesthetic satisfaction. In each field of art,
the concepts of frame composition and
mise-en-scéne acquire their characteris-
tics, considering the artistic and ideological
tasks, the specifics of expressive means
and the technology of creating works.

According to Joseph V. Mascelli (1998,
p.135) in his book The Five C's of Cine-
matography: Motion Picture Filming Tech-
niques, the author states: “Composition is
the arrangement of pictorial elements to
create a unified, harmonious whole".

The composition of the frame is formed
at each stage of media product creation,
starting from the development of the di-
rector's concept, where the visual and ed-
iting solution of the video frame episodes
is determined, continuing on the set, where
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the frame is selected, the mise-en-scene
is built, lighting is developed, and shooting
is carried out, and ending with the film ed-
iting process, when the film's images and
its artistic style are specified and finalised.

In an author's program, the composition
of the frame includes the arrangement of
objects, perspective, camera angle, dis-
tance between objects, and their relation-
ship to the frame. The creator can freely
manipulate these elements to achieve
a particular visual effect or emotion. For
example, symmetry can create an im-
pression of harmony or balance, while an
asymmetrical composition can empha-
sise tension or dynamism.

Blaine Brown (2016, p.106), in his book
Cinematography: Theory and Practice
Image Making for Cinematographers
and Directors, notes: "Good composition
reinforces the way the mind organises
information. In some cases, it can con-
sciously oppose the way the combination
of eye and brain works".

Frame composition and angle are es-
sential aspects of creating an image or
video frame. They determine how ob-
jects and elements are arranged in the
frame space, including the choice of an-
gle, framing, placement of primary and
secondary objects, and using lines and
shapes. Choosing the right angle can sig-
nificantly change the viewer's perception
and emotional response to the image.

Steven Ascher and Edward Pincus (2019,
p.39), in their book The Filmmaker's Hand-
book: A. Comprehensive Guide for the Dig-
ital Age, state: “Framing can be seen as
a way of controlling the viewer's attention:
directing it to certain elements in the frame,
excluding others, and creating a visually
satisfying image”.

The angle reflects the perspective from
which the observer perceives the image.
For example, a high angle can create an
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impression of grandeur or passivity, while
a low angle can convey power and drama.
The eye-level angle is the most natural,
every day, it reflects the image from the
observer's level. The angular side, in turn,
creates an unexpected effect and can dis-
tort the shapes and proportions of objects.

In addition to the angle, framing deter-
mines which elements of the image are
included in the episode and how they are
framed. Framing can be broad, where
the entire plot space fits into the frame,
or narrow, focusing on specific details.
David Bordwell and Kristin Thompson,
in their work “Film art: An introduction”
(2008, p.150), note: “The film frame is like
an artist's canvas: it needs to be filled,
and the viewer needs to be told what to
pay attention to (and what not to)".

The author can use various composition
methods to create a harmonious, engag-
ing, and compelling image. These meth-
ods include the rule of thirds, the golden
ratio, and the use of depth of field. Choos-
ing the appropriate angle and composi-
tion can significantly improve the percep-
tion and aesthetics of the frame, as well
as help the author convey their ideas and
message to the audience.

The placement of objects in the frame
is an essential aspect of composition.
Choosing the location of primary and
secondary objects can determine their
weight and interaction in the frame. The
rule of thirds is often used, which divides
the frame into an imaginary grid with
horizontal and vertical lines. Placing the
main objects at the intersection points
of these lines and using empty space in
front of or behind the main object can
create a harmonious and balanced com-
position. Another composition technique
is the golden ratio. It is based on using
Fibonacci proportions, which are con-
sidered pleasing to the eye. The golden
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ratio can help create a harmonious com-
position where the main objects are po-
sitioned according to these proportions.

Cinematographers Michael Rabiger and
Mick Hurbis-Cherrier (2020, p.112), in
their work “Directing: Film Techniques
and Aesthetics,” examine the basic
principles of composition, including
internal and external composition, as
well as the impact of movement on frame
composition. For example, in his research
field, the cinematographer analyses how
the eye perceives a static composition
and a composition that arises during
movement. He also analyses the impact
of static and moving composition on
the eye's reaction, exploring such frame
elements as lines and shapes (Rabiger
and Hurbis-Cherrier, 2020, p.112).

Lines and shapes also affect the percep-
tion of the frame. Lines can create rhythm,
direction, and depth in an image. For ex-
ample, vertical lines can create an impres-
sion of stability and power, horizontal lines
can create calmness and balance, and
diagonal lines can create dynamism and
tension. The shapes of objects, such as
circles, rectangles, and triangles, can also
affect the perception of the frame, creat-
ing a certain mood or highlighting certain
elements. The use of these composition
techniques helps the author create a har-
monious, engaging, and compelling image
that will interest and engage the viewer.

Research in the psychology of visual
perception indicates that viewers scan an
image-guided by specific landmarks. In
cinematography, static visual cues "when
and where to look” can be enhanced or
weakened through the movement of fig-
ures or camera, soundtrack, editing, and
the film's overall structure. Psychological
studies described in the book Cognition
and the visual arts by Robert Solso (1994,
p.129) support this phenomenon.
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In his book "Figures Traced in Light:
On Cinematic Staging", David Bordwell
(2005, p.150) explores how directors use
aspect ratio, frame composition, and
mise-en-scéne to control the viewer's
frame scanning.

In an author's program, mise-en-scéne
reflects the relationship between objects,
characters, and the environment in the
frame, creating captivating combina-
tions. This relationship can manifest in
the interaction of objects or characters
with each other and the environment,
which evokes various emotions and re-
veals aspects of the plot. The interac-
tion between characters is an important
aspect of mise-en-scéne, which can be
expressed through gestures, movements,
mutual touches, and other forms of phys-
ical interaction. These elements, such as
hugs or kisses, can convey feelings of
love or closeness while conflicting po-
sitions and lack of physical contact can
express hostility. Mise-en-scéne can
also reflect interpersonal relationships
between characters, such as friendship,
love, family ties, or conflicts. This can be
conveyed through various elements that
indicate closeness, trust, tension, or hos-
tility, such as smiles, touches, cold looks,
or averted positions. The author can use
all of these elements of mise-en-scéne
depending on their intentions and goals.
They help to create the desired effect and
convey their ideas, relationships, and di-
alogues between characters and objects
in the author's program.

Frame composition and mise-en-scéne
interact with each other, contributing to
mutual reinforcement. These two as-
pects are of great importance for the
viewer's perception. A successful frame
composition lets you draw the viewer's
attention to specific details and create an
impression of depth and space.
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Film critic André Bazin (1978, p.34)
expressed the opinion that shots taken
with a great depth of field and deployed
in depth give the viewer more freedom of
perception, compared to flat, less deep
shots, the viewer's eye can freely move
around the screen. However, film theorist
and filmmaker Noél Burch has a different
view, arguing in his work “Theory of Film
Practice” (1981, p.34) that all elements
in the film frame are perceived as equally
important.

Interior filming also helps protect intel-
lectual property by controlling the use of
works and preventing their illegal distri-
bution. This helps protect the rights of
creators and the rights of consumers to
quality television content.

Understanding and applying the princi-
ples of frame and composition is critical
for successful indoor television filming.
Using the right camera angles, effective-
ly using space and perspective, and po-
sitioning cameras according to program
goals create an engaging and dynamic
visual image. Harmony between these
elements helps to create a balanced and
visually pleasing frame that matches the
genre and mood of the program. Camera
placement affects the look of the scene
and conveys the necessary information.
Camera angles, such as frontal, lower, or
upper, add dynamism and highlight the
features of the interior.

According to Joseph V. Mascelli (1998,
p.65) in his book The Five C's of Cinema-
tography: Motion Picture Filming Tech-
niques, "using the right camera angles
can be crucial to the viewer's perception:
the size of the frame and the vantage point
determine how much detail of the subject
matter the viewer will see and from what
perspective.". The author argues that
special attention should be paid to the
background and size of the room when
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shooting, as these elements are of great
importance (Mascelli, 1998, p.65).

For example, for interviews in news
chronicles or other documentary filming,
it may be necessary to use a close-up or
a series of close-up shots from a distance
or medium shot. In such cases, it is espe-
cially important to avoid background ele-
ments that can distract or upset viewers.
The viewer should not be shown an unfa-
miliar background in a close-up when it
consists of parts of signs, place names,
posters, etc. Feeling the need to figure
out what is in the background, the view-
er may pay less attention to the subject.
Fancy curtains or wallpaper designs can
also be distracting, especially when they
are prominent and visible in the back-
ground of a person's close-up. The most
suitable backgrounds for such close-ups
are neutral greys, pastels, or simple cur-
tains, simple materials, according to Jo-
seph V. Mascelli (1998, p.194).

Interiors can be divided into three cat-
egories: closed, semi-open, and open.
Closed interiors with no windows, such
as corridors, cinemas, underground
metro stations, internal stairs, and oth-
er rooms without natural light, require
artificial lighting, such as lamps, hidden
lights, and chandeliers, to create a natu-
ral look lighting. Semi-open interiors with
standard-sized windows include apart-
ments, classrooms, shops, offices, and
other rooms. The presence of windows
requires mixed lighting for shooting in
such an interior, including daylight from
windows (5500 K) and artificial lighting
from lighting fixtures with a colour tem-
perature of 3200 K. This can complicate
the camera operator's work. However,
the use of appropriate technical methods
allows for the achievement of high-qual-
ity results. Open interiors are rooms in
which one or two walls from floor to ceil-
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ing are glass, or there are no walls at all,
and daylight predominates, for example,
on the terrace. In such interiors, natural
(daylight) lighting with a colour tempera-
ture of 5500 K and above prevails during
the day.

When choosing an object for shooting,
we need to find the moment when the in-
terior lighting is most expressive during
the sun's movement. Parts of the walls
opposite the windows will be bright-
er than the shadow areas between the
windows. Therefore, it is necessary to
illuminate the shadow areas. To do this,
you can use reflected lighting or elec-
tric lamps with a colour temperature of
5500 K. To preserve the expressiveness
of the interior; it is essential to carefully
select the frame composition, the focal
length of the lens and angle, as well as to
determine in what tone (light or dark) the
shooting will be carried out.

Regardless of the chosen tone, the col-
our characteristics of objects (from light-
est to darkest) should fit into the dynamic
range of the camera's matrix. To revive
the architectural space and avoid a static
protocol image, you can use light spots,
reflections and patterned shadows from
windows and curtains. Gustavo Mercado,
in his book The Filmmaker's Eye. Learn-
ing (and Breaking) the Rules of Cine-
matic Composition (2022, p.70) notes:
“Using the correct focal length and cam-
era placement plays an important role
in the visual impression and conveying
the connection between the character
and the room in the shooting. This helps
emphasise the interior's importance and
create a feedback loop between the char-
acter and their surroundings”.

At the same time, as in the landscape, the
artist can contrast the tragedy of the hero
and the calm, harmonious state of the in-
terior, or the hero, in a joyful, happy-excit-
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ed mood, enters a dirty, gloomy, disgust-
ing room. The interior in the cinema can
be perceived as an image or a symbol.
The cameraman tries to convey the feel-
ing of the interior through the eyes of the
hero, who can be in different physical and
psychological states. This leads to vary-
ing perceptions of the interior by both the
hero and other characters. In addition, the
camera angle can change depending on
the characters' position, movement and
action. All these elements add depth and
variability to the visual perception of the
interior in cinematography.

Quite often, the interiors where filming
takes place are masterpieces of architec-
tural creativity that are of museum value.
Then, the cameraman's task becomes
even more complicated: it is necessary
to preserve and emphasise the crea-
tive findings of the architect completely.
Lighting fixtures are usually installed be-
hind columns, in doorways, behind exist-
ing corners and ledges. If the walls in the
interior are white, the beams of some of
the devices are directed at the walls that
are out of camera range or at the ceiling,
obtaining even filling light throughout
the shooting space. These areas can be
illuminated with beams of directed light
that draw and add light spots to highlight
the main elements of the composition. It
is necessary to ensure that the main ob-
ject, the light, reveals the volume well and
emphasises the speaker's personality. At
the same time, due attention should be
paid to the second plan — there is also
action and life there.

According to O. Priadka and Yu. Harma-
sha (2016, p.46) noted in their article "Ac-
centuated Light and Shadow Lighting in
the Technology of Screen Painting": “Any
accentuated lighting effect that needs to
be created always consists of two com-
ponents — directed and reflected light in
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different ratios. Sources of natural light
also give directed light (sun), direct-
ed-scattered (sun in a haze with a small
number of clouds) and scattered (sky on
a cloudy day)".

Using the direction, character, intensi-
ty and shade of light, as well as the ratio
of light fluxes, the photographer or cin-
ematographer can not only convey the
time of day and atmospheric state but,
more importantly, create dramatic ac-
cents and more fully reveal the essence
of the frame or scene (Priadko and Har-
mash, 2016, p.46).

The first option is shooting using Win-
dows. In this case, the windows and the
space near them act as the background
in the frame. The subject can sit with
their back to the window or be shot at
3/4 turned to the camera. The light com-
ing from the window is used as a backlight.
The primary source of lightilluminating the
subject is the light from the camera. If the
windows occupy a large part of the frame,
the camera operator adjusts the aperture
to reproduce the illumination outside the
windows. Thus, to maintain the light bal-
ance, the light used to illuminate the sub-
ject must have a corresponding intensity
that matches this aperture.

The second option is shooting along the
windows. In this case, the light from the
windows falls directly on people's faces,
such as students sitting in a classroom.
When the shooting point is near the wall
where the board is located, and the stu-
dents are facing the camera, daylight
(5500K) from the windows mainly illumi-
nates the scene. Electric lighting (3200K),
which works from the camera, comple-
ments the illumination.

The third option is shooting using Win-
dows. This approach is used when there
is no need for artificial lighting, and we
use only natural light that comes through
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the windows. In this case, the shooting
occurs in a natural environment, where
daylight from the windows is the primary
lighting source.

Shooting occurs in a natural environ-
ment in open interiors, such as rooms
with glass walls from floor to ceiling or
terraces.

Conclusion

Developing and improving knowledge
about shooting television programs in-
doors is necessary to improve the qual-
ity of television production and meet
the needs of viewers for high-quality
content. Essential aspects to consider
when shooting indoors include space
constraints, lighting, acoustics and
sound design, set design and details, and
camera movements and framing. Indoor
shooting requires a creative approach
and quality control to create the right at-
mosphere and convey the intended con-
cept of the program.

Lighting plays a vital role in creating the
mood and emphasising the emotional
component of the program. Acoustics
and sound design are essential for sound
quality and audio transmission. Set de-
sign and details affect the creation of
the atmosphere and the transmission of
the message — camera movements and
framing help to create visual expression
and emphasise key moments of the pro-
gram. Understanding and researching
these aspects contributes to improving
the quality of television content, protect-
ing the rights of creators, and meeting
the needs of viewers.

The development of knowledge about
shooting television programs indoors
contributes to the further development of
television and the improvement of the ef-
fectiveness of television programs. Cine-
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matographic lighting in the interior is an
essential element of shooting television
programs, as it affects the image's illu-
mination, mood, volume and depth.

The use of different types of light sourc-
es and their location in the room helps
to create a particular atmosphere and
convey emotions according to the genre
and content of the program. The choice
of colour and contrast between light and
shadow is also essential for creating the
desired effect and influencing the audi-
ence. Planning the location of lighting
fixtures and using the appropriate equip-
ment is necessary to achieve profession-
al shooting quality and increase the at-
tractiveness of media content.
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The composition of the frame and the an-
gle in the author's program provide many
opportunities for artists, directors and oth-
er creative professionals in terms of the
viewer's perception. Understanding crea-
tive choices, their impact on the message
and viewer perception, and the relationship
between composition and angle helps
achieve more expressive and compelling
impressions through visual art. Thus, these
elements of the author's practice contrib-
ute to creating a harmonious, engaging,
and captivating image, influencing the
perception, emotional reaction, and trans-
mission of the message to the audience,
ultimately ensuring the quality and attrac-
tiveness of television content.

Bespyyko,0. Ta MaHynsik, A.-H., 2019. BnavMeB Konbopy Ha rnsifaubkKy ayauTopito
iHTEepaKTMBHOIO TesiebayeHHs. BicHMK KUIBCbKOro HaliOHanbHOrO yHIBEPCUTETY KyJbTypu
i mucteyTs. Cepis: AyaioBisyanbHe MUCTELTBO | BUPO6HMLTBO, [e-journal] 2 (2), c.208-215. https://
doi.org/10.31866/2617-2674.2.2.2019.185711

Kotnap,C. Ta ®depopeHko, B.,, 2018. ABTopcbka mnporpaMa — 065MY4Ya  BiTYM3HSHOMO
TenebayeHHs. BicHUk KuiBCbKOro HauiOHa/lbHOrO yHiBepCUTETY KynbTypu i mucteyts. Cepisi:
AyaioBizyanbHe MUCTELTBO | BUpPO6HMLTBO, [e-journal] 1, ¢.5-17. https://doi.org/10.31866/2617-
2674.1.2018.140831

Mpsgako, 0. Ta lapmaw, 0., 2016. AKUeHTOBaHe CBIT/NIOTIHbOBE OCBITNEHHSI B TEXHOOTIT
ekpaHHoro xusonucy. Bichnk KHYKiM. Cepia «MucteyTBo3HaBcTBO», [e-journal] 35, c.40-49.
https://doi.org/10.31866/2410-1176.35.2016.158243

Ascher, S. and Pincus, E., 2019. The Filmmaker's Handbook: A Comprehensive Guide for the
Digital Age. New York: Plume.

Bazin, A., 1978. Orson Welles: A Critical View. New York: Harper and Row.

Bezruchko, O., Gavran, |., Korablova, N., Oborska, S. and Chmil, H., 2024. Stage costume as an
important element of the subject environment in cinema and theatre. E-Revista De Estudos
Interculturais, [e-journal] 12, pp.1-21. https://doi.org/10.34630/e-rei.vi12.5777

Bezruchko, O., Pogrebniak, G., Korablova, N., Oborska, S. and Chmil, H., 2024. The Scenery as
Compositional and Artistic Components of the Subject Environment in Ukrainian Screen and
Stage Culture. Heranga, [e-journal] 7 (2), pp.125-137. https://doi.org/10.52152/heranca.v7i2.831
Bordwell, D. and Thompson, K., 2008. Film art: An introduction. New York: McGraw-Hill.
Bordwell, D., 2005. Figures Traced in Light: On Cinematic Staging. London: University of
California Press.

Box, H.,2010. Set Lighting Technician’s Handbook: Film Lighting Equipment, Practice, and Electrical
Distribution. 4th ed. [e-book] New York: Routledge. https://doi.org/10.4324/9780080928081

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

Batalina, Kh., Shatilo, D. Peculiarities of Operator Shooting
of Television Programs in Interiors



BicHMK KMIBCBKOrO HaUOHaNbHOro YHIBERCUTETY KYNbTYPN | MACTELITB.
Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO 2024+ 7(2) - c.300-314

Brown, B., 2016. Cinematography: Theory and Practice Image Making for Cinematographers and
Directors. 3rd ed. [e-book] New York: Routledge. https://doi.org/10.4324/9781315667829
Burch, N., 1981. Theory of Film Practice. Translated: H.R. Lane. Princeton: Princeton
University Press.

Jackman, J., 2010. Lighting for Digital Video and Television. 3rd ed. [online] London: Focal
Press. Available at: <https://ia802705.us.archive.org/24/items/JohnJackman-2010-
LightingForDigitalVideo-television/JohnJackman-2010-LightingForDigitalVideo-television.
pdf> [Accessed 10 August 2024].

Mascelli, J., 1998. The five C’s of cinematography: motion picture filming techniques. Los Angeles:
Silman-James Press.

Mercado, G., 2022. The Filmmaker's Eye. Learning (and Breaking) the Rules of Cinematic
Composition. 2nd ed. [e-book] New York: Focal Press. https://doi.org/10.4324/9781315770857
Rabiger, M. and Hurbis-Cherrier, M., 2020. Directing: Film Techniques and Aesthetics. 6th ed. [online]
New York: Routledge. Available at: <https://api.pageplace.de/preview/DT0400.9781351186384
A38584730/preview-9781351186384_A38584730.pdf> [Accessed 10 August 2024].

Solso, R., 1994. Cognition and the visual arts. Cambridge: MIT Press.

Schaefer, D. and Salvato, L., 2013. Masters of Light: Conversations with Contemporary
Cinematographers. London: University of California Press.

Zettl, H., 2006. Television Production Handbook. California: Cengage Learning.

Kotliar, S., Mykhalov, V. and Pereiaslavets, D., 2022. Cinematography and Modern Media. Bulletin
of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal]
5 (1), pp-70-76. https://doi.org/10.31866/2617-2674.5.1.2022.257181

Medvedieva, A. and Rosliakova, 0., 2023. Peculiarities of Using Lighting in the Process of Film
Shooting. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 6 (2), pp.252-262. https://doi.org/10.31866/2617-2674.6.2.2023.289311

REFERENCES

Ascher, S. and Pincus, E., 2019. The Filmmaker's Handbook: A Comprehensive Guide for the
Digital Age. New York: Plume.

Bazin, A., 1978. Orson Welles: A Critical View. New York: Harper and Row.

Bezruchko, 0. and Manuliak, A.-N., 2019. Vplyv koloru na hliadatsku audytoriiu interaktyvnoho
telebachennia [The Colour Influence on the Audience of Interactive Television). Bulletin of Kyiv
National University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 2 (2),
pp.208-215. https://doi.org/10.31866/2617-2674.2.2.2019.185711

Bezruchko, 0., Gavran, |., Korablova, N., Oborska, S. and Chmil, H., 2024. Stage costume as an
important element of the subject environment in cinema and theatre. E-Revista De Estudos
Interculturais, [e-journal] 12, pp.1-21. https://doi.org/10.34630/e-rei.vi12.5777

Bezruchko, O., Pogrebniak, G., Korablova, N., Oborska, S. and Chmil, H., 2024. The Scenery
as Compositional and Artistic Components of the Subject Environment in Ukrainian Screen
and Stage Culture. Heranca, [e-journal] 7 (2), pp.125-137. https://doi.org/10.52152/heranca.
v7i2.831

Bordwell, D. and Thompson, K., 2008. Film art: An introduction. New York: McGraw-Hill.
Bordwell, D., 2005. Figures Traced in Light: On Cinematic Staging. London: University of
California Press.

ISSN 2617-2674 (Print), BataniHa, X., Latnno, /1. OcobnmBOCTi ONepaTopChbKOl 3MOMKM
ISSN 2617-4049 (Online)  TeneBigiHMX Nporpam B iHTEpP'epi



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2024 -7(2) - pp.300-314

Box, H.,2010. Set Lighting Technician’s Handbook: Film Lighting Equipment, Practice, and Electrical
Distribution. 4th ed. [e-book] New York: Routledge. https://doi.org/10.4324/9780080928081
Brown, B., 2016. Cinematography: Theory and Practice Image Making for Cinematographers and
Directors. 3rd ed. [e-book] New York: Routledge. https://doi.org/10.4324/9781315667829
Burch, N., 1981. Theory of Film Practice. Translated: H.R. Lane. Princeton: Princeton University
Press.

Jackman, J.,2010. Lightingfor Digital Video and Television. 3rd ed.[online] London: Focal Press. Available
at: <https://ia802705.us.archive.org/24/items/JohnJackman-2010-LightingForDigitalVideo-
television/JohnJackman-2010-LightingForDigitalVideo-television.pdf> [Accessed 10 August 2024].
Kotliar, S. and Fedorenko, V., 2018. Avtorska prohrama - oblychchia vitchyznianoho
telebachennia [Author's Program as a Face of Domestic Television]. Bulletin of Kyiv National
University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 1, pp.5-17.
https://doi.org/10.31866/2617-2674.1.2018.140831

Kotliar, S., Mykhalov, V. and Pereiaslavets, D., 2022. Cinematography and Modern Media. Bulletin
of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal]
5 (1), pp-70-76. https://doi.org/10.31866/2617-2674.5.1.2022.257181

Mascelli, J., 1998. The five C’s of cinematography: motion picture filming techniques. Los Angeles:
Silman-James Press.

Medvedieva, A. and Rosliakova, 0., 2023. Peculiarities of Using Lighting in the Process of Film
Shooting. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 6 (2), pp.252-262. https://doi.org/10.31866/2617-2674.6.2.2023.289311
Mercado, G., 2022. The Filmmaker's Eye. Learning (and Breaking) the Rules of Cinematic
Composition. 2nd ed. [e-book] New York: Focal Press. https://doi.org/10.4324/9781315770857
Priadko, O. and Harmash, Yu., 2016. Aktsentovane svitlotinove osvitlennia v tekhnoohii
ekrannoho zhyvopysu [Accented light-and-dark lighting in screen painting technology].
Bulletin of KNUKIM. Series in Arts, [e-journal] 35, pp.40-49. https://doi.org/10.31866/2410-
1176.35.2016.158243

Rabiger, M. and Hurbis-Cherrier, M., 2020. Directing: Film Techniques and Aesthetics. 6th ed. [online]
New York: Routledge. Available at: <https://api.pageplace.de/preview/DT0400.9781351186384_
A38584730/preview-9781351186384_A38584730.pdf> [Accessed 10 August 2024].

Schaefer,D. and Salvato, L., 2013. Masters of Light: Conversations with Contemporary
Cinematographers. London: University of California Press.

Solso, R., 1994. Cognition and the visual arts. Cambridge: MIT Press.

Zettl, H., 2006. Television Production Handbook. California: Cengage Learning.

ISSN 2617-2674 (Print), Batalina, Kh., Shatilo, D. Peculiarities of Operator Shooting
ISSN 2617-4049 (Online)  of Television Programs in Interiors



BicHWK KMIBCBKOrO HaUiOHanbHOro YHIBERCUTETY KYNbTYPN | MACTELITB.
Cepig: AynioBidyanbHe MUCTELITBO | BUPOBHULITBO 2024+ 7(2) - c.300-314

OCOBJINBOCTI OMEPATOPCbKOI 3UOMKMU
TENEBI3IMHUX NPOIrPAM B IHTEP'EPI

BbataniHa XpucTtuHa, AmuTpo LWaTtuno?

"kaHAMAAT MUCTELTBO3HABCTBA, CTapLUMIi BUKIagady kajeapu KiHo- TeneMncTeyTBa;
e-mail: kostuk.kristina@gmail.com; ORCID: 0000-0007-8572-2536

2MmaricTp ayAioBidyanbHOro MUCTeLTBa Ta BUPOOHNLTBA;

e-mail: shatilodimashatilo@gmail.com; ORCID: 0009-0004-3408-0210

@ KuiBcbKuii HayioHalbHWUI yHiBepCcUTET KynbTypu i MucTelyTs, Kuis, YkpaiHa
bKuiscbkuii yHiBepcuTeT KynbTypu, KuiB, YkpaiHa

AHoTauis

MeTa pocnigkeHHsi — poO3r/stHyTU 0COBGNMBOCTI MpoLecy 3WOMKM TeneBi3iHUX MporpamM B iHTep'epi
Ta TXHIN BNAMB Ha BidyaslbHe MUCTELTBO i CIPUAHATTSA ayauTopieto. PO3KpUTK BaxJIMBI acnekTw, Taki
AIK BUKOPUCTaHHSI CBITNa, KOMMNO3uLis Kagpy Ta MisaHCLeHa, fki BW3HayalTb SIKICTb CTBOPEHOro
TeneBi3ifHOro KOHTeHTY. [locnigutn dakTopy, Wo BNAMBaKOTb Ha BMOIp iHTEp'epHUX MicLb O/ 3MOMOK,
Taki K (hiHaHCOBI 0OMEXEHHS, HasiBHICTb pecypciB i 06nafjHaHHs, a TakoX 0COBNMBOCTI CAaMOro KOHTEHTY
nporpamu. MeToponorisi focnif)eHHs. TeOPETUYHUIA MeTOo[ 3aCTOCOBAHO AJ1A aHasidy BXe HasBHOT
HayKoBOI niTepaTypu Ta nybnikauin y cdepi MefinHux focnifXeHb, WO [Aano 3Mory cuctemMaTusyBaTtu
" ynopsiiKyBaTu KOHLeNLii, AKi po3KpUBalOTb CYTHICTb Ta (PYHKLIOHaSIbHICTb OnepaTopCbKol 3MOMKM
TeneBisiiHMX Nporpam. Ha ocHOBI eMnipuYHOro MeToay NPOBEeAEHO NPaKTUYHI JOCNiAXeHHS, 36ip AaHux Ta
31OMKa iHTepB'to 3 ekcnepTamu. OTpMMaHi pe3ynbTaT 06pobeHo 11 MpoaHani3oBaHO 3 METOK BUBYEHHS
BMMBY LMX MporpaM Ha ayauTopito Ta il CpuUiHATTA. CUCTEMHO-aHaniTUYHUI METOA, BUKOPUCTAHO AJisl
aHanisy B3aeMO3B'sI3KIB MiX PI3HUMU eneMeHTaMM aBTOPCbKUX TENEBI3iHUX NporpamM Ta 1XHbOro BMBY
Ha rnspavie. HaykoBa HOBM3Ha. Y [LOCHIOXEHHI aKTyanisoBaHO BaXJIMBICTb PO3YMIHHS | BpaxyBaHHS
BCiX 3a3HayeHUX acnekTiB Ans axiBUiB 3 TeneBisiNHOT NPoAYKLil Ta BidyanbHOro MUCTELTBA, @ TaKoX
3'ACOBaHO MOX/IMBOCTI 040 MOKPALLEHHSI AKOCTI TENEBI3IMHOMO KOHTEHTY Ta 6inbLuoT echeKTUBHOCTI Moro
BMJIMBY Ha ayAMTOpItO, L0 BU3HAYae 3aranbHWi ycnix nporpamu. BucHoBku. MpoBefeHe OoCHiAXEHHS
akTyanidye npobnemy BaXJIMBOCTi MOJANbLIOr0 PO3BUTKY Ta BAOCKOHANIEHHS 3HaHb Yy cdhepi 3oMOK
TeneBi3iiHUX Nporpam B iHTep'epi. AHani3 aBTOPCbKUX NPOrpam CBifUYUTb MPO BaX/UBICTb OCBIT/IEHHSA Ta
KOMMo3uLii Kagpy A/l CTBOPEHHS BUCOKOSIKICHOTO TeNeBi3IHOr0 KOHTEHTY. YiTke po3yMiHHS oOMexeHb
i MOXNIMBOCTEN iHTEp'€EPHMX 3MOMOK € BU3HaYaNbHUM YUHHUKOM MifBULLEHHS TXHbOT AKOCTI Ta BMJIMBY Ha
rnagavie.

KniouoBi cnoBa: iHTepB't0; 3MOMKa; iHTep'ep; KOMMO3WULisi; CBIT/I0; LOCTOBIPHICTb; HOBU3HA

under a Creative Commons «Attribution» 4.0

|§ This

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

3n open access journal and all publis

audiovisual-art knukim.edu.ua



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

2024+ 7(2) - pp.315-327

DOI: 10.31866/2617-2674.7.2.2024.319014
YK 778.53:621.397.4]:791.63

TEXHOJ10T 1T BIGEO3MOMKU TA AOMOMDKHI TEXHIYHI 3ACOBU
OMEPATOPA AK HEBIA'€EMHUU CKNTAOHUK AOCATHEHHA
TBOPYOro 3AAyYMY B AYAlIOBI3YAJIbHOMY MUCTELITBI

OnekcaHpp be3pyuko'?, AmuTtpo Ani¢paHos?®

! JOKTOp MUCTeYTBO3HaBCTBa, Npogecop;

e-mail: oleksandr_bezruchko@ukr.net; ORCID: 0000-0007-8360-9388
2MmaricTp aygioBidya/nbHOro MucTeLTBa Ta BUDOOHULTBAE;

e-mail: dm.orcid@gmail.com; ORCID: 0009-0003-9222-0069

@ KuiBCbKUi HalioHasIbHUIA YHIBEPCUTET KyNbTypu | MucTeyTB, Kuis, YkpaiHa
bKuiBcbkuii yHiBepeuTeT KynbTypy, Knis, YkpaiHa

KniouoBi cnoea:
Tenekamepa;
apxeTun;
Bi4€03MOMKa;
obpas;
MaTpuus;
KiIHOMOBZQ;

KiHO;

lwTaTmB;
PO3BUTOK TEXHOJIOTIN;
aypioBisyanbHe
MUCTELTBO

AHoTauia

Meta focnig)KeHHs — 3'AcyBaTy iCTOPil0 PO3BUTKY TEXHIYHOrO CKNafHWKa
ayfioBisyanbHUX MWUCTELTB, a CaMe pPO3BUTOK KiHO-, Tesle3HiManbHUX
Kamep, Bifeo i 3BYKO3anucyloumnx MpucTpoiB, o6nafHaHHA AJsi MOHTaxy,
KOJIbOPOKOPEKLiT Ta BWUroTOBNIEHHA creuedeKTiB; BUBYUTU CKIAQHUKMK
eBOJIIOLUIT TEXHOMOri Bife03MOMKM, 3aNeXHICTb MOXJIMBOCTEN BTINIEHHA
TBOpPYMX 3a4yMiB Yy aymioBidyanbHUX TBOpax Bif MOTOYHOrO PO3BUTKY
LOMOMIXHUX  OrnepaTopcbKux npoaHaniayBaTtu
npaBuIbLHOrO BMOOPY | 3acTOCyBaHHS OMNepaTopoM BCbOrO AOCTYMHOMO
OianasoHy 3HiManbHOI  Ta TEXHIKM Yy  BMPOBHULTBI
aypioBisyanbHoro TBopy. MeTogonorilo Aocnig)KeHHsi BU3HayaTb Taki

3acobiB; BaX/MBICTb

LOMOMIXHOT

METOLM: TEOPETUYHUI — ONsi BUBYEHHSI NPodinbHOI niTepaTypu, HayKOBUX
pocnigxeHb | cTtaTen y axoBuUX MepioguyHUX BuAaAHHAX, 36opy Ta
aHanidy iHdopmalii Ha 03HayeHy TeMy, y3arasbHeHHs W Tunisauis — gns
cucTemMaTm3alii TeXHIYHOro ¥ HayKoBOro matepiany, Big6ip Ta aHania — ons
BMBYEHHS XapaKTepUCTUK 3HIManbHOI i JOMOMIXHOT TEXHIKM, y3arasibHeHHs!
IXHbOrO BM/IMBY Ha peani3aLito AKICHOro i TBOPYOro CKagHUKIB BidyanbHOro
psifly, BU3HAYEHHSI B3aEMO3aJIeXHOCTI 3HIManbHOI TEXHIKM Ta HOBITHIX
TEXHOJOriN. 3aCTOCOBaHO eMMipUYHUA MeTOf, A OMUCY BJIaCHOro 40CBidy
aBTopa nifg Yac poboTV OMepaTopoM 3 BUKOPUCTAHHSIM PI3HOTO 3HiMasibHOro
N [OOMOMIXHOroO o6fafHaHHA B CTBOPEHHI TeNeBi3IHOTO KOHTEHTY.
HaykoBa HOBM3Ha. Breplue npoaHanisoBaHO BM/IMB PO3BUTKY 3HiMasbHOro
onepaTopcbkoro obnagHaHHS | [OMOMIXHOI TEeXHIKM Ha MOXJIMBOCTI
BTifIEHHS1 ONepaTopoM HOBUX MNacTUYHUX (POpM Ta [OCSATHEHHSI 0COBNBOro
306paxanbHOro xapakTepy " cTUnicTuku, sika byae BignosigaTu TBOPYOMY
pexucepcbkoMy 3agyMy B ayfioBidyanbHoMy TBoOpi. BucHoBku. Y xopfi
DOCNIAXEHHS 3'ACyBaHO CKIAQQHWKU PO3BUTKY TEXHOONIN Bife03MOMKHM, Ha
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OCHOBI cneuiaanMx TEeXHIYHMX BnaaHb Ta BJ1IaCHOrNo NpakTU4HOro ,D.OCBi,D,y

aBTopa aeTtanbHO BUCBITJIEHO 3a/I€XHICTb MOXJ/IMBOCTI NpaKTU4HOro BTINIEHHSI

TBOPYOro 3aAyMy Bif, HAsIBHOCTI HEOOXigHOI NPOdECINHOT 3HIMaNbHOI TEXHIKM,

pi3HOMaHITHOro cnewjianizoBaHoro o6nafHaHHs Ta Cy4aCHUX TEXHOJOTIN.

AK uMTyBaTH:

Bespyuko, O. Ta AnicaHos, [., 2024. TexHonorii Bigeo3MoMKU Ta AOMNOMIXHI TEXHIYHI 3acobu onepaTopa siK
HeBif'eMHa cknafoBa JOCATHEHHS TBOPYOro 3afyMy B ayfioBi3yaslbHOMY MUCTeLTBI. BicHuk KuiBcbkoro
HaLioHa/IbHOro yHiBepcUTeTy KynbTypu i MucTeyTs. Cepisi: AysioBisyasnbHe MUCTEYTBO i BUPOGHMLTBO, 7 (2),

c.315-327.

dopmynioBaHHA npo6nemu

Y cyyacHOMy CBITi 3'IBNSIETbCS YMMa-
N0 aygioBisyasnbHOI MpogyKLuii — KiHo-
dinbMu, Tenenepegaudi, pekfamMHi  po-
JIUKW, Pi3HUI BiOEOKOHTEHT B IHTEpHETI,
i BCI BOHM MOBWHHI MaTU BUIOOBULLHWUN
i TEXHIYHO SIKICHWMA KOHTEeHT. Cy4yacHui
rnafad ctaB HabaraTo BuGarnuBilnmM,
Yy HbOro 3aBxau € 6aratui Bubip 3 6es-
nivi aygpioBisyanbHux TBOpIB. B icTopil
KiHemaTtorpadcha 6yno ymmMano BMNamKis,
KON MUTLi cTuKanucs 3 npobnemoto
HEMOXJIMBOCTI peari3aLii CBOIX TBOPYMX
3ayMiB yepe3 HeLOCKOHasiCTb TexHiy-
HUX 3acobiB, i TiNbKM PO3BUTOK TEXHIY-
HOrO OCHALLleHHS CMIPUAB YTINIEHHIO TXHiX
inen y Xutrtsa. CydyacHun CBIiT TaKoX He
nosbaBneHUi 3anexHoOCTi peanisadii 3a-
OyMY BiJ, cTaHy HOBITHIX TEXHOJIOTIN.

AHani3 ocTaHHix gocnig)xeHb
i ny6nikawiin

OnekcaHap AnidaHoB Ta puropin [e-
cATHUK (2016) y poboTi «OcHOBM onepa-
TOPCbKOT TBOPYOCTi. TeOpeTUYHi Ta icTo-
PUYHI acnekTU» [OCHigXyBanu OCHOBHI
0Cco6IMBOCTI onepaTopCbKOi TBOPYOCTI.

OnekcaHap AnicpaHoB Ta OnekcaHap
KeacHuubkuii (2013) y npaui «CydacHi
TeXHoJoril onepaTopcbKol TBOPYOCTi» Ta
OnekcaHap bespyuko Ta Onbra AHikiHa
(Bezruchko and Anikina, 2021) «Cy4acHe
aypioBisyanibHe MUCTELTBO B MpOCTOpax
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Mepexi [HTepHEeT: HOBI acrnekTU B3aEMO-
OiT» [nocnifXyBanu BrMB Cy4yacHUX Tex-
HOroniN Ha onepaTopPCbKy TBOPYICTb.

IpuHa MaBpaH, AHa MNonosa (2019) y po-
60Ti «Ponb KiHeMaTorpada y XuTTi cy-
yacHol moguHn» Ta OnekcaHap bespyu-
ko Ta AHaToni-Hasapint MaHynsk (2019)
y cTaTTi «BnavB Konbopy Ha rnsipalbKy
ayauTopito iHTepakTUBHOrO TenebayeH-
HS» BKasyBajuM Ha 3MiHW MOXJIMBOCTI
€KpaHHOT BUPA3HOCTi NPU BUKOPUCTaHHI
HOBITHIX TEXHOJIOTIN.

OneHa BeHrep i Makcum Koubkuii (2023)
y po6oTi «Xy[oXHi Ta TeXHIYHI 3acobu pe-
anisauii pexucepcbKoro 3afyMy B cyvac-
Hil KiHoiHOYycTpiT» Ta OnekcaHap bespyu-
Ko, lOnis LLleBuyk, IMTpo AHOpieBCbKUM
(Bezruchko, Shevchuk and Andriievskyi,
2022) y npaui «Posb HOBITHIX TEXHOJOTV
Yy PO3BUTKY Me[fiaBMpPOBHULTBA» HAroso-
LyBanM Ha MOCTIWHIN BOOCKOHAMOBAHO-
CTi TeneBi3iNHOT TEXHIKM.

Ceprin TopeBanos (2016) y cTaTTi
«KiHO-, TenemMncTeLTBO K KOMMJIEKC Ha-
BYaNbHUX OWUCLMMAIH i MeToaMKa iX BU-
KnafaHHs» BUCBITNOBaB TBOPYi Mpuio-
MU B ayfioBi3yaslbHOMY MUCTELTBI.

Ceprin lopeBanoB Ta lpuropin LOecaTt-
HUK (2014) y po6oTi «BcTyn Ao cnewians-
HOCTIi KiHO-, TefleMUCcTeLTBO» 3'ACOBYBa-
nm ocobnmBocTi poboTu TeneonepaTopa.

Mpwropin OecATHuk (2012) y npaui «Bu-
3HavanbHi eTanu icTopii KiHoMUCTeLTBa
i TenebayeHHsI» [OCHIAXKYBaB iCTOPIlO Po3-
BUTKY TEXHIYHMX 3ac00iB Yy KIHOMUCTELTBI.

Bespyuko, O, AnidhaHos, . TexHONOr T BiACO3MOMKM Ta JOMOMPKHI
TEXHI4HI 3aCObM OnepaTopa SK HEBI'EMHa CK1a0Ba JOCATHEHHS
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leHHagiv JopoleHkoB, Bonogumup Ko-
xeM'siko i Ceprivi Maenoe (2015) y gocni-
IKeHHI «CucTemMu TenebBayeHHs Ta Tex-
HIYHOrO 30pYy» MOSICHIOBANM MPUHLMNK
pob0TH BifEOTEXHIKM.

OneHa JleByeHKo Ta Onbra binax (2023)
y poboTi «TenepigiiHa XypHanicTuka
B YMOBax BOEHHOI0O CTaHy» akLeHTyBau
yBary Ha Hebeaneui poboTu 3HIManbHOT
rpynu B 30Hi 60MOBUX Lil.

IBaH MauieHko (1998) y kHuxui «Tene-
6auyeHHs de facto» 3'sicoByBaB icTOpUY-
HUI PO3BUTOK Tesnie6ayeHHs.

Anna MegBepneBa, OnekcaHgpa Pocns-
koBa (Medvedieva and Rosliakova, 2023)
y cTaTTi «Oco6nMBOCTI BUKOPUCTAHHSA
OCBIT/IeHHS B NpoLeci 3MOMKM KiHOMisb-
My» Ta Bitanin ®ininnoe (2016) y po6oTi
«KiHOKOMMO3MULis K HaBYanbHa OUCLM-
nniHa» onucyBanu TBOpYi MPUIAOMHU B PO-
60Ti onepaTopa.

CeiTnaHa Kotnsp, Bonogumup Mwuxa-
nooB, Omutpo MMepescnaseup (Kotliar,
Mykhalov and Pereiaslavets, 2022)
y cTaTTi «KiHoTeneonepaTopcTBO Ta cy-
yacHi megia» i Mapia Llaxpoa (1972)
B npaui «3aranbHuit Kypc coTtorpadii»
aKUeHTyBanu yBary Ha 0co6iMBOCTAX
3acTOCYBaHHA [OMOMIXHOI onepaTop-
CbKOT TEXHIKM.

MeTa cTatTi — 3'AcyBaTu icTopito po3-
BUTKY TEXHIYHOro CcKnagHuWka aypniosi-
3yanbHUX MWUCTELTB, @ CaMe PO3BUTOK
KiHO-, Tefle3HiManbHUX Kamep, Bifeo Ta
3BYKO3anucyounx MpucTpoiB, obnapg-
HaHHS [N MOHTaxy, KONbOPOKOPEeKLil
Ta BUFOTOBJIEHHS crieledeKTiB; po3rns-
HYTW CKJagHVKM eBOJoLii TeXHOJOrIN
Bi,€03MOMKM, 3aN1eXHICTb MOXJIMBOCTEN
BTI/IEHHS1 TBOPYMX 3a4yMiB Yy aygioBisy-
anbHUX TBOPAXx Bif MOTOYHOrO PO3BUTKY
OOMOMIXHMX oOnepaToOpCcbkuX 3acobiB;
OCMUCIIUTU  BaXJIMBICTb  MpPaBWUJIbHO-
ro BuGOpy i 3acTOCyBaHHS OnepaTopoMm
BCbOr0o AOCTYMHOro fianasoHy 3HiMasb-
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HOI Ta LOMOMIXHOT TEXHIKM MPU CTBOPEH-
Hi ayfioBi3yasnibHOro TBOpY.

Buknag, oCHOBHOro mMartepiany

Brvpo6HMLTBO ayfnioBi3dyanbHOro TBO-
py — BeNnbMU CKJlagHUM MpoLec, iKUK
3HaYHOK MIpOK 3anexuTb Bif Tex-
HiYHMX 3acobiB, WO BUKOPUCTOBYHOTb-
CcS B UbOMYy BMPOOHMUTBI. [ocnigHuk
C.lopeBanoB (2016, c.20) y po6orTi
«KiHO-, TeneMuCTELTBO siK KOMIJIEKC
HaBYaNbHUX OUCLMMIIiIH» 3a3Hayas, Lo
«KiHO-, Te/leMUcTeuTBO — 0COOUBUIA
BUA TBOpYocTi. Momy Bnactusi Taki
HeBifg'€MHI YAHHUKKU, AK TEXHOTEHHICTb,
TO6TO 3anexHictb chopM, MeTOLIB, BU-
paxanbHux 3acobiB Bif TexHiYHOro ob-
nafHaHH#A, sIke 3aCTOCOBYETbCA NpPU BU-
POBGHMLTBI eKpaHHUX TBOPIB...».

TBOpuYa rpyna, sika npaute Hag dinb-
MOM MOXe MpuayMaTu fAKMM 3aBrofHo
pPO3BUTOK NOAiN y Kaapi, y 6yab-skomy
MicLli, He3anexHo Bif norogu, 3 6e3siy-
Yo cneuedekTiB, 3 AKUM 3aBroHO Xa-
paKTepoM OCBIT/IEHHS | KOIOPUCTUYHUM
Ta AMHAMIYHUM BUPILLEHHSAM 306paxKeH-
HAA. To6TO WO 3aBrofHO, Ha L0 BUCTa-
ynTb yaBWU. Ane noTpibHo, Wo6 3HIManb-
Ha TexHika Mana 3Mory BigTBOPUTU BCi
i 3a0yMU 3 BUCOKOHO SIKICTHO.

AHanis posBUTKY BiAe0O3HIMaNbHOT
TeXHIKM HaBOAUTb Ha BUCHOBOK, LLO He
BCi 3aQymMu aBTOpPiB MOINM BTiNtOBa-
TUCb Y XUTTA caMe Yepes Tl TeXHIYHi 06-
MexeHHs. Tak, O. BeHrep i M. Koubknii
(2023, c.85) y cTaTTi «XyOOXHi Ta Tex-
HiYHi 3acobu peanisauii pexucepcbKo-
ro 3agymy B CYy4YacHil KiHOiHOyCTpii»
3BepTaloTh yBary Ha Te, L0 «Cy4YaCHUM
KiHemaTorpad cTaB Oifibll TEXHIYHUM,
TEXHOJNOTYHUM | Pi3HOMMAHOBUM, afXxe
TenesisiMHa TexHika MOCTINHO BMO-
CKOHanweTbes. Y uboMy npoueci 6epe
yyacTb BennyesHa KiflbKiCTb KOMIMaHiK,

Bezruchko, O., Alifanov, D. Video Recording Technologies
and Cameraman Auxiliary Equipment as an Integral Part
of Achieving a Creative |dea in Audiovisual Art
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TUcsAYi paxiBLiB 3 eNeKTPOHIKK, ONTH-
KW, CBITNIOTEXHIKM, 3anncy 306paxeHHs
Ta 3BYKY».

CaMi MpUHLMNU OTPUMaHHSI PyXoMOro
300paXKeHHs BTINMMCA B XWUTTS 3 Mosi-
BOlo KiHeMaTorpada. C. Tpumbau (2013,
c.177) B 0QHOVMEHHIN eHUMKIIONEeaNYHil
cTaTTi fae Take BU3HauyeHHs: «KiHemaTo-
rpachia — ranysb KynbTypu 1 EKOHOMIKW,
LLLO 3[iNCHIOE BUPOBHULITBO (PinbMiIB <...>
Ta IX OeMOHCTPYBaHHA <..> rnsgadamy.
B iXHin OocHOBI nexaTb 0co6nMBOCTI 30-
POBOI CUCTEMU NKOAMHU — iHEPLIAHICTb
30py | KPUTMYHA YacToTa MepexTiHb. Lo
nymky nopginatote C. Nopesanos i I Oe-
cATHUK (2014, ¢.48) y kHuxLi «BcTyn oo
cnewiasbHOCTI KiHO-, TEeNeMUCTELTBO:
«B ocHoBy kiHemaTorpada noknameHo
30aTHICTb NIOACHKOr0 OKa CrpuiiMaTy
AK LiNliCHY AMHaMiIYHY KapTUHY OiNCHOCTI
nocnifoBHO BIif3HATI okpeMi doTorpa-
divHi kKagpukK, Wo dikcyoTbea Ta fge-
MOHCTPYITbCS 3i LWBUAKICTIO 24 Kagpwu
Ha cekyHay».

Ak 3a3Havae |. MaueHko (1998, ¢.279),
TEOPETUYHI OCHOBM TenebayeHHs, To6-
TO nepegfadvi 300paxeHHA Ha BifCcTaHb,
3'aBununca we B KiHui XIX c1. Y 1920-x —
30-x pokax Oynu 3mifcHeHi nepLi cnpo-
OV TeneBi3iNHOro MOBJIEHHS HA BEJIUKY
ayautopito: ue 6yno TenebayeHHs 3 Me-
XaHIYHOK PO3ropTKOK 3a [O0MOMOroH
Jucka Hinkosa.

Cnip, 3ayBaXxuTu, WO nepLly B CBIiTi Oi-
o4y TeneBi3ifHYy CUCTEMY 3 MeXaHiYHOH
pPO3ropTKOK CTBOPUB i MPOJAEMOHCTPY-
BaB LUMPOKIN My6niLi LWOTNAHACHKUA iH-
XeHep [xoH Jlori bepg. 2 xoBTHs1 1925 p.
Bepn nepepnaB y cBoil nabopatopii nep-
Wwe 306paxKeHHsl, BUKOHaHe B Cipux TO-
Hax. ¥ kagpi 6yno 30 BepTUKanbHUX Ni-
Hil, | MOro 3miHa Npoxoamna i3 4yacToToH
5 pasiB 3a cekyHay. Lls iHdbopmauis nig-
TBEpOXyeTbCA Y KHuxUi L [ecATHuka
(2012, ¢.223) «BusHavanbHi eTanu ictopil
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KiHOoMUCTeLTBa i TenebayeHHsA»: «BuHa-
XIQHUKOM OfHI€l 3 meplmx y cBiTi cuC-
TEeM MexaHiYyHoro TenebayeHHs Ha OCHO-
Bi gucKky Hinkosa [xoHom Jlori bepgom
<..> 6yB po3pobneHnii i 1929-1931 poka-
MU MpofaBaBCcsl TENEBI3INHMI NpuiMay
Beppa, aknin | MaB Ha3By "Tenesisop”».

3 nunHAa 1928 p. beppy, sk Bkasye I [le-
CATHWK, NPOBIB MepLUy KONbOPOBY nepe-
JaJy, BUKOpUCTaBLUM Tpu auckn HinkoBa
ONs TPbOX pisHMX KonbopiB. Y 1927 p.
npocdbecop TakasiHari MpoBIB  cepito
ycnilwHMX [OCBifiB 3 KaTogHOK Tpyob-
Koto bpayHa i momirca cTivikoi nepepadi
HepyxJIMBOro 306paxeHHs eNneKTPOHHUM
MeTonoM. TeneBisiiHa cucTemMa, siky BiH
3anpornoHyBaB, MaJia efieKTPpoOMeXaHiyHy
TeflekaMepy BEeJIMKMX PO3MIpIB i npu-
MMay i3 kaTogHoto Tpybkoro bBbpayHa,
To6TO npuimad, no cyTi, 6yB npoobpa-
30M KiHeckonHoro Tenesisopa. Kamepy,
AIKi BUKOPUCTOBYBANIUCA B LIMX CUCTEMAX,
6ynu oyxe HeLOCKOHani, Manu fyxe Be-
JIMKIN pO3Mip, HA3bKY CBITNIOYYT/IUBICTD,
HEBEJNNKY KiIbKiCTb PSiAKIB PO3ropHeH-
HS (decaTHuk, 2012, ¢.223).

Y cepeauHi — HanpukiHui 1930-x poki.,
AK 3a3Hayvae |. MalleHKo, MoYNHaThCS
perynsipHi TenetpaHcnsuii y CLUA, Be-
nmkobpuTaHii, HimeyunHi i PapgsiHcbKo-
My Cotosi. Jlnwe nicnsa [pyroi cBiToBOI
BilHM y BaraTbox KpaiHax cTasno LBUAKO
po3BuBaTUCA TenebayeHHs1 3 MOBHICTHO
€NeKTPOHHOK  PO3ropTKOK, CMoYaTKy
YyopHo-6ine, a 3rogoM KosibopoBe. Y €B-
poni cTtaHgapToM TenebayeHHs cTasno
625 papgkis Ta 50 HaniBkagpiB 3 po3Mi-
pom 306paxeHHs 576 psapgkie no 768 kpa-
NnoK, To6To 306paxKxeHHA Masno BigHOCHO
HeBesIMKY PO3AiSibHY 34aTHICTb 3 ManuMm
JOWHaMiYyHMM [pianasoHoM. [letani 3a-
rasiHMX NnaHiB NpakTU4HO Bynn He po3-
6ipnMBMMK Ha Tenesi3opax, TOMy Ha Te-
nebayeHHi Oinblue BMKOPUCTOBYBaNMUCSA
cepefHi Ta KpynHi nnaHn. Kamepu 6ynu

Bespyuko, O, AnidhaHos, . TexHONOr T BiACO3MOMKM Ta JOMOMPKHI
TEXHI4HI 3aCObM OnepaTopa SK HEBI'EMHa CK1a0Ba JOCATHEHHS
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BEJSIMKUX PO3MIPIB i CTOSIM Ha WITaTUBax
abo KpaHax, 3anuc BiBCA Ha Bigeomar-
HITOdOHK, SIKi 3HAXO4MUNUCL B OKpEMIN
anaparTHin Bigeosanucy abo B oKpeMoMy
aBTobyci (MBC) nig 4ac BUI3HOT 3NOMKMN.
3/ioMKa TakMMM Kamepamu BUKJMKana
psin o6MexXeHb (TOUYKU 3MOMKM, OUHAMI-
Ka KajJpy, [OBri niaHu Ta iH.). Takox Bi-
0eoTpybKu KaMep Manu He fiyXe BeJIMKY
CBITNOYYTAMBICTb i NpY 3MOMLI 3 BUKO-
PVUCTaHHSIM LUTYYHOrO OCBIT/IEHHSI MO-
TpibHO ByNno BMKOPUCTOBYBATM MOTYXHi
OCBIT/IIOBasIbHI NMpuUniagy, Lo Hakiagnano
obmexeHHs1 npu poboTi 3i ceiTnom. Mig
yac BUKOPWUCTaHHS MOTYXHUX OCBIT-
NoBasIbHUX Npunagis, ocobnMBo B iH-
Tep'epax, HEMa€e MOX/MBOCTI OTpPUMATK
CBITJIOBI HIO@HCK | JOMOTTUCS MOBHICTHO
peanicTUYHOro OCBITNIEHHSA 6GaraTbox
06'ekTiB 3l0MKM (MalueHko, 1998, ¢.281).

3 yacom 3'SIBUNUCS py4Hi Kamepwu, Cur-
Han 3 sIkux nepefaBaBcs No kabesto
Ha 3anucyrouui npuctpiin. MNapanensHo
3 PO3BUTKOM Kamep posBuBanucs i dop-
MaTu Bifeo306paxeHHsi. OQuH 3 nepLunx,
W0 BUKOPUCTOBYBaB BifeokaceTy, OyB
U-matic, iHdbopMmauis npo skui HaBse-
OeHa B odiyinHoMy pxepeni KoMMaHii
Sony. Lle dopmaTt noxuso-psiaKoBOro
aHasioroBOro MarHiTHoro Bigeo3anucy,
KU po3pobuna komMnaHia Sony. Kacet-
HUI chopmaT CrpuUsiB CTBOPEHHIO [OBO-
Ni KOMMaKTHUX BigeoMarHitodoHiB ans
HOCIHHSI Ha nie4yoBOMY peMeHi. Lle gano
onepaTopy Mo6iNnbHiCTb, cBOGOAY PYXY,
OnHaMmiky. MoxHa 6yno BWKOPUCTOBY-
BaTU kamepy 6e3 WwTaTUBY, OMepaTuB-
HO 3MiHIOBaATU JIOKALit0 3MOMKM, BECTU
pernopTaxi, 3MOMKU Yy CasnoHi PyXoMoro
TpaHCMopTy, Wwo 6yno HEMOXJIMBUM [0
uboro. Y ubomy dhopmaTi 3anucyBaB-
CA KOMMO3WUTHWI curHan, To6To cur-
Han, B sIKOMy 06'efiHaHi KOMMOHEHTHU
sickpaBoCTi Ta Konbopy. Lle nmoripwyBsa-
no fAKicTb 306paxeHHs 3a paxyHOK Ha-
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ABHOCTI MepexpecHux nepewkon. TomMy
bani komnaHieto Sony 6yB po3pobneHuin
dopmaT Betacam, a notim Betacam SP.
MarHiTocpoHn uUboro cpopmaty sanucy-
Banv KOMMOHEHTHWUM BigeocurHan, TobTo
OfiHa 3anucyro4a rosioBka 3anucyBana
CUrHan sickpaBoCTi, @ pyra 3anucysana
no 4epsi ABa KOJIpPOBifL'€MHUX CUrHa-
nu. Betacam SP 3abesneuyyBaB edipHy
AKICTb | Ha [eKinbka OecaATuniTb cTaB
CcTaHOapToM y ranysi. dopmat Betacam
BUKOPUCTOBYBaB Oifibll BY3bKy MiBKY
(1/2" samictb %" y dopmarti U-matic),
LLLO [4ano 3MOry 3pobuTH KOMMaKTHI Mar-
HiTodOHK, sIKi oB'egHanM 3 Kamepamy,
CTBOPMBLUKM KaMKopgep, abo Bigeokame-
py (Corporate History, n.d.).

I JopouwieHKoB, B. KoxeM'siko i C. MNaB-
noB (2015) y po6oTi «Cuctemun Teneba-
YeHHs1 Ta TEXHIYHOro 30py» 3a3HavaloTh,
O KaMepHi roniBKM KaMKophepiB BXe
Manu TBEpPLOTISIbHI JaTUMKM 306paxKeH-
HA — CCD-maTpuui. 3Baxaroun Ha oco-
6nmBocTi TexHonorii CCD-maTtpuub, sikic-
He KONbopoBe 306paXxKeHHs1 MOXHa 6yno
OTpMMaTK TiNIbKM KamMepamu 3 TpbOMa
MaTpuuamMu. OcobnmBiCTb Takoro Tuny
MaTpuub nonsirana B TOMY, WO Ans
3HATTA CUMrHany 3 gaTtymka noro notpib-
Ho abo 3aTEMHUTU MexaHiYHMM 06Tiopa-
TOPOM ab0 CKMHYTU CUTHaJ y 3aTEMHEHY
YacTUHY MaTpuLi, 3BiAKM BXe MOCnifoB-
HO 34MTyBaTW CUIHaM 3 KOXHOrO psifKa.
3'ABMNNCA KaMepu 3 iHWKWMWU JaTyuka-
Mu — CMOS-maTtpuusamu. Ha BigMmiHy
Bifi CCD-maTpuub, Y SKUX 34YMTYBaHHS
BinbyBanocb MOCNILOBHO 3 KOXHOMO
nikcensi, y HOBMX MaTpuULsX 3apsif MOX-
Ha 3HiMaTK OKPEMO 3 KOXHOrO MiKcensi.
Kamepu MoXxHa BUrOTOBNATU 3 OJHIED
MaTpuuero Takoro Tuny. Lle gano amory
BUNyckaTu undpoBi KiHOKaMepu 3 Ma-
Tpuueto 1" abo 4/3" 3 HeBenMKMM pobo-
YMM BIOpi3KOM. Ha Taki kamepu 4yepes
nepexigHUKM MOXHa CTaBUTU BCHO JliHIN-
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Ky npodeciiHOT KiHO- Ta POTOONTUKMW.
Lli kamepy MaloTb LyXe BeJIMKY YyT/u-
BiCTb i BEJIMKUI OMHaAMIYHUNA [ianasoH,
AKUA OTPUMYIOTb MpUONIM3HO 3a Tielo
X TeXHOJIori€eto, Wo N Benuky doTorpa-
cdiyHy WwmrpoTy B KiHoMniBKax. KoxHui
KONipoOYyTNMBUIA LIap KIHOMMIBKKU cKna-
[aBCs 3 KiNbKOX OKPEMWX LLapiB PisHOT
yyTnmeocTi. Y CMOS BigeomaTpuui niw-
v TUM Xe wnsaxom. MaTpuus abo Kinbka
pasiB cKaHyeTbCs Mif Yac eKCNOHYBaHHSA
OQHOTrO Kafpy, ane 3 pisHMMU HanawTy-
BaHHsAAMM, ab0 OfHi NiKceNi cKaHytTbCs
3 O4HUM MOKa3HUKOM YYTAMUBOCTI, a iHLi
O[HOYACHO CKaHylTbCSl 3 iHWWMU MO-
KasHukamu uyTtnusocTi ([opoLueHKoB,
KoxeMm'siko Ta lMNaenos, 2015, c.167).

3 yacomM aHanoroBi hopmaTu 3anucy
Oynu 3amiHeHi Ha LMdPpOBI, SIKi 3anucy-
BanuCcb Ha MarHiTHy nnieky. Lindoposuii
3anMc MOXHa KonitoBaTu W nepesanu-
cyBaTu CKiflbKM 3aBrofHo pasiB, Hi-
AKOI perpapgauii He BigbyBaeTbcsl, npu
KOMM'FOTEPHOMY MOHTaxi He MoTpibHO
ouundpoByBaTU CUrHAs i NOTIM 3HOBY Me-
pepaxoByBaTV MOro B aHasioroBuii npwu
eKCMopTi Ha KaceTy.

LimcbpoBuii 3anvc faB 3mory Bunycka-
TW PYyYHi NpodbeciiHi Kamepu HEBENNKOIO
po3Mipy. BoHu 6ynun pospaxoBaHi Ha Te-
NEBI3iNHI penopTaxHi 3MoMKM, 0cobsIMBO
B Hebe3neyHux ymoBax. Lli kamepu pa-
BanM TaKy X SIKICHY KapTUHKY, AIK i Be-
JIUKi, ane mManuM 3Ha4YHO MeHLUI po3Mipy,
Bary i BapTiCTb. 3 HAMM MOXHa LUBUIKO
nepecyBaTucsl, ornepaTMBHO PobuUTK pe-
noptax y 6yab-sKOMy MicLi, MOXHa He
BMKOpUCTOBYBaTM wWwTaTuB. Onepartop
He npuBabntoBaB fo cebe yBary i B pasi
Hebe3neku Mir npocTo nNo3baBUTUCHL Ka-
Mepu. O. JleBueHko Ta 0. binaH (2023,
€.22) y pob6oTi «TenesiziiHa XypHasnicTu-
Ka B yMOBax BOEHHOIO CTaHy» MifKpec-
NIIOKOTb, WO «TeNeBi3iMHUM XypHanicTam
YyacTo foBoAUTbCA NepebyBaTy B Hebe3-
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neyHUx ymoBax, afXe LinenoknagaHHs
XHbOT po6oTK — 36MpaHHs, dikcalia Ta
onpuogHeHHA haKTiB LWoA0 peanbHol
cuTyaLil y 30Hi 6oNoBUX Lil».

Bineokamepu TpuBanui yac 6ynu pos-
paxoBaHi Ha 3aCTOCyBaHHS B TenlebayeH-
Hi Ta aMaToOpCbKMX 3MOMKax. 3 NMOSIBO
Bifle0 BMCOKOT YiTKOCTI, @ 3rofioM i ynb-
TPaBMCOKOI BiJleoOKamMepu noyanu BUKO-
pUCTOBYBaTUCH i y BUPOOHULTBI hiNibMiB,
AKIi MOXHa 6yno AeMoHCTpyBaTu 3a A0-
MOMOrOHO NMPOEKTOPIB Ha BENTUKUIA eKPaH.
Ha nouaTtkoBoMy eTani onsi 3MOMOK BU-
KOpUCTOBYBanuci i potoanapaTiu, B AKUX
OyB peXxuM Bifeo3oMKM i cnelianisoBa-
Hi undposi Bigeokamepu. Ane B umdpo-
BUX dhoToanapaTiB BieOpPeXMM Le Bce
X Taku He OCHOBHa, a foJaTKoBa (PYHK-
Lis, TOMy BOHM Manu 6arato obMexeHb
i HEOMIKIB Y LLbOMY PEXUMI.

MatoTb pauito O. AnichaHoB Ta O. KBac-
HULbKUI (2013, ¢.203), ski B cTaTTi «Cy-
YyacHi TexHorsorii onepaTopcbKoi TBOp-
YyocTi» CNyWHO 3a3HauvatoTb: «Kamepwu
ans undpoBoro kiHemaTtorpada [03BO-
NATb OTPUMAaTU BUCOKOSIKICHe 300pa-
XeHHS, NpuaTHe ONA nepeBefeHHs Ha
KiHOMMiIBKY, po3paxoBaHi Ha 3acTocy-
BaHHSI BUCOKOSIKICHOI KiHoonTuku. Ha
BUXoni undposi KiHokamepu faroTb He
CTUCNNA UUhPOBUI CUTHAN BUCOKOI KO-
cTi. Pap 3 uux Kamep MalOTb MOAYNbHY
HapoLlyBaHy KOHCTPYKLilO, fika [03BO-
Nsie BUKOPUCTOBYBATM LUMPOKMUIA CMEKTP
onepaTopCbKMX MPUCTOCYBaHb».

Y umdpoBux KiHokaMepax, K 3asHa-
yatoTb O. AnichaHoB Ta 0. KBaCHMLbKUNA,
po3Mip MaTpuui BignoBigae po3Mmipy Ki-
Hokagpy 35 MM. KiHOMAIBKK | HEBESIMKWIA
pobouiin Bigpi3oK, TOMy 4Yepes nepexif-
HUKK TM OOCTYyNHa BCS iCHytOYa JiHika
KiHO i dhoToONTMKN. B LMX Kamepax ne-
penbayeHa KoMmmeHcauisa edyekTy nna-
BaKOYOro 3aTBOPY. IXHI MaTpuLi MaloTb
JyXe BUCOKY HOMiHaNbHY 4YyT/UBICTb

Bespyuko, O, AnidhaHos, . TexHONOr T BiACO3MOMKM Ta JOMOMPKHI
TEXHIYHI 32CO6M onepaTopa Sk HeBIA EMHa CK1aA0Ba AOCATHEHHS
TBOPYOro 3aflyMy B aydioBi3yanbHOMY MUCTELTBI
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(npu6nmsHo 700 iso). Takox BoHM 36epi-
ratoTb Bifeodannn y Tak 3BaHOMY «CHU-
pomy» dbopMmaTi RAW, y KoMy Bcsl 3HSI-
Ta 3 MaTpuui iHdopmauis 6e3 06pobku
MpoLEecoOpoOM Kamepu 3anucyeTbCcsl Ha
npodeciniHi Hocil P2 abo SxS. Le Tak
3BaHWM uncppoBuin Heratue. TobTO, SIK
i B KiHOHeraTuBi, 306paxeHHs1 36epira-
€TbCS 3 MOHWXEHUM KOoedILiEHTOM KOH-
TPACTHOCTi | BE/IMKUM OUMHAMIYHUM fia-
nasoHOoM, i nicns KoMn'toTepHoT 06po6ku
Ta KONbOPOKOPeKLil MOXHa oTpumaTtiu
300paxeHHs He riplle, a B 6araTbox Bu-
najkax Kpaiie 3a KiHonsniBkoBe (Anicha-
HoB Ta KBacHuubkuit, 2013, ¢.238).

BukopucTaHHsi Takoi TexHiku pae 6es-
NiY MOXJSIMBOCTEN NpU BUPOOHULTBI KiHO-
dinbMiB. Bucoka 4yTnmMBIiCTb LUUX Kamep
Jana MOXJIMBICTb 3HIMATU MPU HU3bKUX
OCBIT/NIEHOCTSIX Ha HaTypi i B iHTep'epax
Ta 30epiraT¥ MNpu 3MOMLi BCi HIOAHCK
NPUPOOHOro OCBITNEHHS. BuKopucTaHHS
RAW-chopmaTiB [03BONSAE Yy LIMPOKMX
MeXax 3[iiCHIOBaTU KOJIbOPOBI i CBIT/IOBI
KOpPUryBaHHS OCTaTOYHOIO 306paXKeHHs.
Tak, O. bespyuko Ta A.-H. Manynsik (2019,
€.210) y pocnigxeHHi «Bname Konbopy Ha
rnafaubky ayguTopilo IHTepakTUBHOIO
Tenie6ayeHHs» 3a3HAYal0Th: «pe3yNbTaT
aHanisy nokasainu, L0 BUKOPUCTAHHS HO-
BITHIX TEXHOMOrI 3MiHWNO MOXJIMBOCTI
€KPpaHHOT BUpa3HOCTI M Niaxia [0 Xy[oX-
HbOr0 BUPILLEHHAI €KPaHHOro MpoCTOpY,
sIKe OJHOYACHO € i peaslbHUM, i CUMBONIY-
HUM. | TYT 0co6MBY porib Bifirpae Kosbo-
poBe pilleHHs, sike Moxe 6yTu | 3acobom
XYL OXHbOT BUpa3HOCTI, i 3acoboM BBy
Ha NI ANHY».

Tak, caMe 3aBAAKM BUCOKIN YYTIMBOCTI
M LWIMPOKOMY [AMHAMIYHOMY [iana3oHy
kamepu Alexa 65 onepaTopy EmaHyento
JTrobeLbkn BAANOCs 3HATU BEJUKY Kiflb-
KiCTb CLEH Yy peXumMHuin yac y dinbmi
«ToM, wo Bmxue» (2015, AnexaHapo oH-
canec IHbsppiTy). Lisa poboTa byna 3HATa
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TiNbKN NpU NPUPOAHOMY OCBITNEHHI 6e3
BUKOPUCTAHHSA LUTYYHOrO MiACBiYYBaHHS,
LLLO CrpUSANIO CTBOPEHHIO Y difibMi oco-
611MBOT KONbOPOBOT raMu.

Takox poboTy onepatopa CKnafHoO ysi-
BUTU 63 BUKOPUCTaHHS, OKPIM Kamepw,
6e3nivi pisBHOMaHITHUX TEXHIYHMX 3ac0biB
i npucTocyBaHb, 0. AnicpaHoB i I JecaT-
HUK (2016, c.4) y pocnigxeHHi «OcHOBU
ornepaTopcbKol TBOPYOCTi. TeopeTuYHi Ta
iCTOPUYHI acnekTu» akLeHTyBanu yeary
Ha TOMYy, L0 «CYTTEBUM UYMHHUKOM oOre-
paTopCcbKOl TBOPYOCTI € i MOB'A3aHICTb
3 BUKOPUCTAHHSAM KOMIJIEKCY TEXHIYHMX
3acobiB TpaHcnAUil Ta 3MOMKM, [0 SIKOro
BXOOATb Kamepy, 06'€éKTUBM, EKCMOHO-
MeTpU4yHa arnapaTtypa, TaTuBW, KpaHW,
3acobu nepecyBaHHSI KaMepu, OCBITIIO-
BaJlbHa anapaTypa, pPi3HOMaHiTHe [ono-
MidXXHe 061lafHaHHS | MPUCTOCYBaHHSI».

JonomixHa onepaTtopcbka TexHika
novyana BMKOPUCTOBYBATUCb i3 CamMoro
noyatky BWHUKHEHHSI KiHemaTorpada.
Mepwi foBOMi BaXKu Kamepu BCTaHOB-
NiloBanu Ha TpuHoru Big, cpoToanaparis.
0. AnicdbaHoe i O.KBacHuubkuin (2013,
¢.192) y ctatTi «CyyacHi TexHosoril one-
paTopcbkoi TBOPYOCTi», 3a3HA4aroTb,
Wo «3 MoABOK KiHeMaTorpady 3MoM-
Ka Benacs TiJIbKM CTaTUYHOK KaMepolo.
Ycsa nis BigbyBanacs y noni 3opy kame-
Py, XOPCTKO 3aKpinieHoi Ha LWTaTuBI.
IHOA4i akTOpW BUXOOWUAN 3@ paMKU Kagapy
" onepatopy, Wob He nepesHiMaTu eni-
30[, Hamaranucsi TPoxu MOBEPHYTU Ka-
Mepy. Lle 6ynu nepuwi naHopamu B irpo-
BOMY KiHeMaTorpadi».

ABTOpM 3BepTaloTb yBary Ha Te, L0
3 pO3BMTKOM KiHemaTorpada, a pgani
i TenebayeHHsi pa3oM 3 Y[OCKOHasNeH-
HIM 3HiIManbHOI anapaTypu poO3BuUBa-
nacs i gonomixHa onepaTtopcbka TeXHi-
Ka. 3'aBunuca cnewiasbHi WTATUBK, AKi
JaBanu 3MOry BUKJIHOUMTU XUTaHHA Ta
TPEMTIHHSI 3HATUX KagpiB i 3f4ilNcHIOBa-
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TV NaHopamyBaHHs (AnicpbaHoB Ta KBac-
HULbKMUIA, 2013, ¢.193).

3a TMNoM LWTaTUBHI ronoBku ByBatoTb
iHepUirHI, dpUKLiMHI | wTypBanbHi. Ha
TenebayeHHi Ginblue BUKOPUCTOBYHOTHCS
OpUKLIMAHI TUNW. [HepuivHi fatoTb BinbL
nnaBHi NaHOpPaMu 3 NPULLBUJLLIEHHSIM Ha
novyaTky Ta YMOBIJIbHEHHSIM Yy KiHUi na-
Hopamu. LLITypBasnbHi BUMKOPUCTOBYHOTb-
CAl B XYOOXHbOMY KiHeMaTorpadi. BoHu
3abe3rnevyloThb ifleanbHO MfaBHe MaHo-
paMyBaHHs, ane 3a cBoiMU rabapuTtamu
Ta Barold BOHM 3HAYHO MEPEBULLYHOTb
puKLinHi ronosku. Tak, C. lopeBanoB Ta
I OecaTtHuk (2014, ¢.60) 3a3HavatoTh, WO
«MaHopama <..> foromarae rnsifavy Kpa-
LLLe OpiEHTYBATUCh Y MPOCTOPI, MOCTYNOBO
HaBaHTaXyBaTW MCUXOJOTiYHE CMIPUNAHST-
TSI CKNaAHuX i3 30poBoro 6oKy 06'eKTiB».

OkpiM wTaTtuBiB, [AONna 3abesnevyeH-
HSl MNaBHOrO pyXy Kamepu B MpOCTOPi
3aCTOCOBYIOTbCA  OMepaTopCbKi  Bi3KM
i onepaTopchbKi KpaHU: 471l NePEMILLEHHS
Kamepu Mo piBHIN NOBEPXHI BUKOPUCTO-
BYIOTbCSl Bi3KM 3 T'YMOBUMMW KOJecamu,
AKi HarMoBHEHi MOBITPAM; [ONa nepecy-
BaHHS KaMepu B MicCLfX, e MOBEPXHS He
JyXe piBHa, — Bi3KM, LLLO NepecyBatoTbCS
no penkax. Peiikn MoxyTb ByTu npsimi
abo ayrosi. X BUPIBHIOIOTb BiJHOCHO ro-
PU30HTY, NigKnagaym nig HUX cnewianb-
Hi KNIMHWU. TakoX € NoniMepHi penku, AKUM
MOXHa Hapatu Oyab-siky dopmy, WO
6yne BignosigaTv NoTpiGHOMY MapLUpyTy
npoisgy kKamepu. 3a OONOMOMOHD TakKuX
Bi3KiB MOXHa poOMTU QOBri NSaHK i3 BHY-
TPILUHbOKAAPOBMM MOHTaxeM. [ns ne-
PeMiLLEeHHS KaMepU He TiNIbKU B TOPU30H-
TaJIbHIN NOWMWHI, a e Ny BepTUKaNbHIN
BMKOPWCTOBYOTb OMEPATOPCbKi KpaHu
3 pi3HOK [OBXMHOK CTpinn. CnoyaTky
KpaHu Oynu gyxe Baxki i nepepbavanu
Micua ons onepaTopa Ta acucTeHTa 6ins
Kamepu. 3 4acoM Movanu BMKOPUCTOBY-
BaTUCb KPaHW 3 AUCTaHLNHO-KepOBaHO

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

2024+ 7(2) - ¢.315-327

KamMepol Ta Le 3i CTpisioto, Aka Mana
3MOry 3MiHIOBaTM CBOIO LOBXMHY Mif, yac
3romku. Kagpwu, 3HATI 3a LONMOMOTOHO LUX
KpaHiB, GinblLe HaragytoTb BiSIbHUIA NOMIT
Kamepu y npocTtopi (AnicpaHoB Ta KBac-
HMLUbKKIA, 2013, ¢.195).

[lna nepecyBaHHsA KaMepu Ha BEJIUKI fuC-
TaHU,iT nif Yac 3M0MOK BUKOPUCTOBYHOTbCS
crieyjianbHi KaHaTHi goporu. [loBXuHa Ta-
KUX KaHaTHMX JOPIr MOXe CKafaTh COTHI
MeTpiB. TakoX Ansi pyxy Kamepu B Mpo-
CTOpi 3MOMKY MPOBOASATb 3 aBTOMODINS,
niTaka, rBUHTOKpWna, abo 3a [OMOMOror
6araTopoTOPHOrO JiTakoyoro MpUCTPOHD.
[na uboro po3pobneHo gyxe 6araTo npu-
CTPOIB, fIKi JaOTb 3MOry 3aKpinatBaTy
KamMepy Ha pyXOMOMY TpaHCMOpTi i Auc-
TaHUINHO KepyBaTW HamnpsMOM 3WOMKMU
Ta OCHOBHMMM MapameTpamy Kamepwu.
OcTaHHIM 4YacoM 3HayHOI MOMyNsIPHOCTI
Habynu Tak 3BaHi «Cnanaepu» — HeBEJUKI
NPUCTPOI, LOBXMHOIO Bifj OHOr0 [0 TPbOX
METPIB, B3OBX AKMX OyXe MiaBHO nepe-
MilLaeTbca Kamepa. lNpu BOanomMy BUKO-
pUCTaHHI NepefHbLOro MnnaHy onepaTopu
3a [OMOMOroK LibOro NPUCTPOID OTPUMY-
H0Tb KpacuBYy AMHaMIYHY KapTUHKY 3 Mif-
KpecrneHoto nepcrnekTuBoto. MNepcnekTuea
Mae HeabusKe 3HaYeHHSI B KOMMO3ULT
kagpy. B.dininnos (2016, ¢.96) y cTatTi
«KiHOKOMMNO3ULis Ik HaBYanbHa AUCLU-
nniHa» CNywHoO Harosowye: «OBONOAIH-
HSi MalCTEepHICTIO eKpaHHOI KOMMO3uL,ii
Mae Kifbka nocnifoBHMX LwWabnie. besy-
MOBHO, HaVBULLIMIA 3 HUX — KOMIMO3WLiHa
nobyaoBa 3 BUKOPUCTAHHSIM MUCTELbKOI
nepcrneKkTUBM Kagpy».

Onsa cTtabinisauii nonoXxeHHs Kamepwu
BiLHOCHO TOpPWU30HTY, fIK 3a3HayalwTb
0. AnicdbaHoB Ta O.KBacHULbKWUIA, BUKO-
pUCTOBYBaNNUCb TiPOCKOMIYHI  KaMepHi
rONIOBKM, B SIKMX BaXXKMI MaxoBUK obep-
TaBCA 3 BEJIMKOK LIBWUAKICTHO i racus
yCi BiXWNeHHs Kamepu Bif BepTukani.
3rogoM 3'sBunucs cTabinisyroui cucte-
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MU Tuny «CTedikam», y AKX BigXuneH-
HS Big BepTMKani racunucsa cnewiasnb-
HMMM Tpy3uiamMu, a KONIMBaHHSA KaMepu
Mo BUCOTI KOMMEHCYBANUCS CUCTEMOIO
LApHIpiB | MpyXWH. Ha cborofHi icHy-
t0Tb cTabinizaTopu, sIKi KOMMEHCYHOTb
KONMMBAHHSI KamMepy B TPbOX MIOLLMHAX
3a [0MOMOrOK0 FipofaTuMka Ta KpOKO-
BMUX ABUryHiB. OkpiM cTabinizauii camoi
Kamepw, iCHylTb cucTeMu cTtabinisauii
306paxeHHs. BoHM MOXyTb B6yTy onTuy-
Hi, e ONTWUYHUIA efleMeHT Nif KepyBaH-
HSIM PO, aTuMKa KOMMEHCYE KONMBaHHS
OMTUYHKUX NMpPOMeHiB. Taki cucTeMu Mo-
XYTb 3HAX0OMTUCH i nepen 06'eKTUBOM,
i 32 HAM. IHLWi CUCTEMM eNNEKTPOHHI: BOHM
BMKOPUCTOBYIOTb 3alBy MJIOLMHY Ma-
TpUUi | 3aBASKM BUKA[POBLI KOMMEHCY-
I0Tb KONMBaHHA 306paxeHHs (AnicdbaHoB
Ta KBacHuubkui, 2013, ¢.196).

Ona 3MiHW ONTUYHMX | KONbOPOBUX
XapakTepucTuk 306paxeHHs nifg vac
3MOMKM  BUKOPWUCTOBYIOTBCA  BCINSKi
CBITNOMINbLTPM Ta ONTUYHI Hacagku, siK
3a3HavyeHo M. LLlaxpoBoto. Ceitnodinb-
TPM MOXHa MOLINMUTM Ha Ti, siKi BCTa-
HOBJIIOIOTbCA Ha fg)xepena cBiTna i Ti,
AKi — nepep o6'ekTuBoM Kamepu. Oc-
TaHHI CBOEK YEprow MOMINSATbLCA Ha
Kinbka rpyn — aundysinHi, KomneHcauin-
Hi, edpekTHI, iIHTepdepeHLiHi, nonapu-
3auiiHi, inbTpy, ki 36inbwyoTL abo
3HUXYIOTb KOHTPAacT 306paxeHHs, Ta
iH. CBITNOMiNbTpM MOXYTb 6YTH Kpyrnoi
dopmn, matu onpaBy 3 pi3bboto i Ha-
KpydyyBaTuUCb Bigpasy Ha 06'ekTuB, abo
NPSAMOKYTHOT ¢popMU i CTAaBUTUCL B OK-
peMuit pinbTpoTpMMay — KOMMEHAiyM.
KomneHgiym 3akpinntoeTbca  nepepg

CMUCOK BIBJTIIOrPA®IYHUX MOCUJTAHDb

2024+ 7(2) - pp.315-327

06'eKTUBOM KaMepH, L0 [a€ 3MOry po3-
MilLlyBaTU B HbOMY fekinbka dinbTpiB
oHoyvacHo, 06epTaTu ix HABKOJIO ONTUY-
HOI oci cucTemu i 3axuuiae QinbTpU Bif
MoTpanyisiHHA Ha HUX CTOPOHHbLOTIO CBIT-
na (Waxpoea, 1972, c.127). Cnig 3a-
3HAUYNUTK, WO, KPIM LUX, € YUMASIO iHLUMNX
nMpucTocyBaHb, SiKi falTb 3MOry 3fiiic-
HIOBaTU HaWCMINMBILWI 3aQyMu KiHema-
TorpadhicTiB Ha BWCOKOMY XY[0XHbO-
TEXHIYHOMY piBHi.

BucHoBKkM

Y xopi pocnigxeHHst 6yno posrfisiHyTo
3apoXeHHA KiHoMucTeuTBa N Teneba-
YeHHA Ta PO3BUTOK TEXHOJIOTIN, AKi 3Ha-
yyLle BNJIMHYSIN Ha MOTOYHUI CTaH KiHO,-
TeneBUPOOHULITBA, a TaKOX CyyacCHWi
CTaH Ta Micue aygioBisdyanbHUX TBOPIB
cepep, iHWKWX BUAIB MUCTELTB.

AHani3 eBosOLiT XapaKTEPUCTUK | MOX-
NIMBOCTEN 3HiIManbHOI TeXHiku, npoBe-
JEeHUIN y 3B'A3KY 3 BUKJIMKaMU, 3 AKUMMU
CTMKanocs ayfioBisyanbHe MUCTELTBO,
BUSIBMB, LLO Ha 3MiHYy chopMaTiB CTaH-
JapTHOT YyTIIMBOCTI NpuiALIN doopmaTy
BMUCOKOI YIiTKOCTi, a 3rogomM — ynbTpa-
BUCOKOI, SIKi CYTTEBO MOKPALLUIN AKICTb
TenebGayeHHs, a TakoX [OMOMOMNMN KiHe-
mMaTopaddy nepenTu 3 KiHOMMIBKOBOMO
Ha MOBHICTIO UUcpoBe BUPOBHULTBO.
TakoX BWCBITNEHO 3aNieXHiCTb YChill-
Hol peanisauii TBopyoro 3anymy Bif,
HasiBHOCTI MpodeciiHOro [0noMiXHOro
obnafHaHHA; 3a3HayeHO nepeBaru, siKi
BiIKpMBaOTbCA Mepes MUTLAMM Mifg vac
30CTOCYBaHHA PI3HOMAaHITHUX LOMOMiX-
HUX onepaTopCbKUX MPUCTPOIB.
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Abstract

The purpose of the research is to find out the development history of the technical component of
audiovisual arts, namely the development of film and television cameras, video and sound recording
devices, equipment for editing, colour correction and special effects; to study the components of the
evolution of video recording technologies, the dependence of the possibilities of embodying creative ideas
in audiovisual works on the current development of auxiliary camera equipment; to analyse the importance
of the correct choice and use of the entire available range of shooting and auxiliary camera equipment by
the operator. The research methodology is determined by the following methods: theoretical — for studying
the relevant literature, scientific research and articles in professional periodicals; collecting and analysing
information on the topic, generalisation and typification — for systematising technical and scientific
material, selection and analysis — for studying the characteristics of filming and auxiliary equipment,
generalising their impact on the implementation of the qualitative and creative components of the visual
range, determining the interdependence of filming equipment and the latest technologies. The empirical
method is used to describe the author's experience of working as a cameraman using various filming
and auxiliary equipment to create television content. Scientific novelty. For the first time, the influence
of the development of camera equipment and auxiliary equipment on the possibility of implementing
new expressive forms by the cameraman and achieving a unique pictorial character and style that will
correspond to the creative director's intention in an audiovisual work is analysed. Conclusions. In the
course of the study, the components of the video recording technology development were identified; based
on special technical publications and the author's own practical experience, the author has highlighted in
detail the dependence of the possibility of practical implementation of the creative idea on the availability
of the necessary professional filming equipment, various specialised equipment and modern technologies.
Keywords: camera; archetype; filming; image; matrix; film language; cinema; tripod; technology
development; audiovisual art
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AHoTauis

MeTa pocnifidkeHHss — BUSIBUTU BrJIMB Cy4yacCHUX TEXHOJNOFi Ha npouec
CTBOPEHHA AOKYMEHTaNIbHUX BiAeopobiT Ta iXHIO0 BaXJIMBICTb Ot PO3BUTKY
LbOro XaHpy; BUCBIT/MTU ponb MOCTNPOAAKLIHOrO mpouecy y CTBOPEHHI
[OKYMEHTaNbHOro Bifileo Ta MOro BMJIMB Ha HapaTWB i BPaXeHHs rnsgavis;
PO3MNAHYTM NPUHUMMNM  PoBOTM aBTOMATUYHUX cUCTEM (DOKYCYBaHb;
NopiBHATK pi3Hi TunNu cTabinizauii. MeTogonorisa gocnigxeHHs. 3acToCOBaHO
Taki MeTofM: TeOpeTUYHUI — AN aHanidy HaykoBux pobiT i nybnikauii,
NoB'sI3aHNX i3 CyYaCHUMM TEXHOJOTISIMM Y BifleonpoayKLuii Ta iXHiM BNIMBOM
Ha [OKyMeHTasbHe Bifleo; aHasi3 i CUHTe3 — Ofs [OCHiAXEHHA nepenoBux
TeXHonorin y BigeosoMui Ta o006pobLui BigeoMaTepianiB, BKJIHOYAOUM
nporpamHe 3abesneyeHHs OJis NocTnpoAakLuii, cuctemu ctabinisauii kamep,
CUCTeMU aBTOMAaTUYHOrO DOKYCYBaHHsi Ta TXHbOro BMAMBY Ha PO3pobKy
BifjleoMarepiany; ysarasibHeHHs Ta cucTeMaTu3alil — Ha 0CHOBI OMpaLboBaHOT
OxepenbHol 6a3u Ta Bifeo 3po6reHO BWUCHOBKM, a TaKOX NPOBELEHO
cucTeMaTM3aLito TEOPETUYHOrO MiAFPYHTA AocnifgxeHHs. HaykoBa HOBU3HA.
CyTHICTb HayKOBOI HOBW3HW CTaTTi NOMArae B peTesNlbHOMY AOCHifXEHHI
CYYaCHUX TEXHOMOriW, siki BNAMBaOTb Ha BUPOOHULTBO LOKYMEHTaNnbHOro
Bi[lEOKOHTEHTY Ha BCiX eTanax — Bif nocTnpofakuil fo npouecy 3WOMKMW.
AHanis UMX TEXHOJOri y KOHTEKCTI [OKYMEHTaNnbHOro KiHO BifKpuBae
HOBiI MOXJIMBOCTI 511 TBOPLIB Ta CNpuUsie pOo3BUTKY ranysi Bigeonpoaykuii,
3abe3nevytoun BULLY AKICTb Ta BMJIMBOBICTb [AOKYMEHTaNbHUX pobIT Ha
cyyacHe cycninbCcTBo. BUCHOBKU. Y xofi [[OCHiAXEHHS NpoaHanisoBaHo
CyyacHi TexHomorii, Wwo pobnsiTb CTBOPEHHSI AOKYMEHTanbHUX BigeopobiT
NerwmMm Ta NoKpaLLyrTh iXHIO SKiCTb. [leTanbHO onpaLboBaHO BUKOPUCTAHHS
rnepefoBMX Kamep, MporpamMHoro 3abesneyeHHs Ansi NocTnpoaakuii, cuctem
cTabinisauii Ta aBToMaTU4YHOro ooKycyBaHHs. 3'siCOBaHO, LLO Lie [03BOJSE
JocsiraTu BUCOKMX CTaHOapTiB 306paXeHHs Ta NigBuLLYE NPOAYKTUBHICTb
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BUpOOHULTBA. L|i TeXHONOriYHI HOBaLLiT CNPUAIOTb PO3BUTKY JLOKYMEHTaNIbHOMO
KiHO Ta pO3LUMPIOOTb MOXJIMBOCTI TBOPLIB Y BUCBITNEHHI Pi3HUX acnekTiB
PYHKLIOHYBaHHS CYCMiNbCTBA i PO3BUTKY NPUPOAMN.

AAK yuTyBaTH:

TimniH, E. Ta BiyeHko, A., 2024. TexHONOriYHMI acnekT BUPOOHULTBA AOKYMEHTaNbHOro Bifeo: Bif
nocTnpoAakuii fo cuctem ctabinisauii i aBTomaTu4HOro okycyBaHHs. BicHnk KuiBcbKoro HalioHasnbHOro
yHiBEpcUTETY KynbTypu | MucTeyTB. Cepisi: AysioBisyanbHe MUCTEYTBO i BUPOGHMLTBO, 7 (2), ¢.328-339.

dopmynioBaHHA npo6nemu

P03BUTOK HOBMX TEXHOJOrIA MOCTIN-
HO 3MIiHIOE MpoLec CTBOPEHHSA [OKY-
MEeHTasIbHOro Bifeo, WO BiAKPUBAE HOBI
MOXJIMBOCTI s cpaxiBLiB, a TaKoX cTa-
BWUTb Nepen HUMMU HOBi BUKIUKK. Tex-
HOJIOTYHMI acnekT BUPOGHMLUTBA [A0-
KYMEHTanbHOro Bifleo € Haf3BUYariHO
BaXJIMBVM CKJIaJHUKOM AJil OOCSITHEH-
HS BUCOKOI SIKOCTI Ta npodbecioHaniamy
B Ui ranysi. BkasaHa Tema oxonstoe
LWUMPOKUMA CMEKTP MWTaHb, LLO MOYUHA-
FOTbCSA 3 MOYATKOBOro CTafil 3MOMKHM Ta
3aBepLUyoTbCs Ha cTagil nicnaBUpobHu-
yoro 06pobneHHA maTepiany.

OpHieto 3 OCHOBHUX Npo6nieM € NMocThpo-
Jbakuisi, abo obpobka BigeomaTepiany nic-
nsi 3MOMKM, sIKa BKIHOYae B cebe BaX/MBI
acnekTK, Taki K MOHTaX, KoslipHa Kopek-
Lis, BUMPAaBNEHHS1 3BYKY Ta BCTaB/IEHHS
cneyianbHux edoekTiB. JlOCArHEHHs BU-
COKOI SIKOCTi MOCTMpPOAaKLLeHy BuUMarae
Bi, onepaTopiB Ta MOHTaXepiB BOJIOAiHHS
crewjianisoBaHuM nporpamHuM 3abesne-
YEHHSIM | TEXHIYHUMU HaBUYKaMU.

Crabinisauis Bife0300paXeHHA € He-
Bil'EMHUM CKJTafHUKOM MpoLecy BUPOD-
HULTBA [OKYMEHTaNIbHOro Bifeo, 0cobmu-
BO B CUTYaL,isiX, KOS 3NOMKa BiabyBaeTbCsi
B pyci abo BUKOHYeTbCSA 3 pyK. BiacyTHICTb
afleKBaTHOrO  HOpManisyBaHHs  Kampy
MOXe NpU3BeCTU A0 HecTabinNbHOCTI Bi-
[1e0300paXeHHs], L0 CBOEHD YEproro He-
raTMBHO BIJIMBAE Ha SIKICTb i 3PYYHICTb
nepernagy. CydyacHi TexXHOMOrii MPOMoHy-
FOTb Pi3HOMaHITHI cucTtemn cTabinisauii,
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BKJIOYatoum rimbanu Ta enekTpoHHi cTabi-
nizaTopwu, SiKi CNpUSIOTb MOKPALLLEHHIO CTa-
BiNIbHOCTI | AKOCTI BiJ€03MOMKMU.

ABTOMaTUYHE (POKYCYBaHHS — Le Lie
oJlHa TexHoJIorYHa iHHOBaL,if, fiIKa noser-
wye poboTy onepaTopiB. BoHa fo3Bonsie
OTPUMYBATU YiTKi Ta TOYHI 306paxKeHHs
6e3 HeobXiAHOCTI MOCTIMHOrO HanalToBY-
BaHHSA ¢poKycy nig yac 3MoMKuM. ABTOMa-
TUYHe (DOKYCYBaHHA 0OCOBNMBO BaxJMBe
npu 3noMLi 06'eKTiB Y pyci. Y BUpOBHULTBI
JOKYMEHTAJIbHOTO Bifle0 BaXJIMBO 3HATU
i BMITU BUKOPUCTOBYBATY Lji TEXHOMONiYHI
acnekTW Onsi AOCSATHEHHS BUCOKOI SIKOCTI
Ta echeKTUBHOCTI B CTBOPEHHI BiAMiHHUX
[OKYMEHTasnbHMX pobiT.

AHani3 ocTtaHHix gocnig)xeHb
i ny6nikawin

Po6oTa rpyHTYyeTbCsl Ha aHanisi HayKo-
BO-METOAWNYHOI JliTepaTypy, METOOUYHMUX
NocibHMKIB, HAYKOBUX cTaTeW, nepiogmy-
HUX BUAaHb Ta HanpawutoBaHb OOCHILHU-
KiB CbOrOJlIeHHs1 Ta MoMNepeaHix erox.

Po3BMTOK Ta 3pOCTaHHS aBTOpPUTETY
LOKYMEHTASIbHOrO XaHpy B YKpaiHi i 3Mi-
HWM Ha PUHKY KiHemaTorpadii, Wwo Lbomy
cnpvsinu, BOano npoaHanidysanu |. Mae-
paH Ta M. boTeuH (2020).

BusHaumnm 0OKyMeHTanicTuKy siK XaHp,
WO 30aHWi MPaBWIbHO pPENpe3eHTyBa-
TW MOCTAHOBOYHY peasibHiCTb AJjisi CTBO-
peHHs1 cyyacHoro KiHo, C. MoHyapyk Ta
0. MNpoeonoecbkuii (2020)

HaykoBui C.Heuann Ta T. Xunb4yeHKo
(2015) HaBiB npuknagM Npo CUCTEMMU

Timlin, E., Vitsenko, A. Technological Aspects of Documentary Video Production:
From Post-Production to Stabilisation Systems and Automatic Focusing
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ctabinisauil kamep, WO [alOTb 3MOTY Mi-
HiMi3yBaTW TPEMTIHHS Nif Yyac 3MOMKMU
i BUNPaBUTU X Y peasibHOMY Yaci.

LocnigHuku I 3anyxHa Ta |. Hedobopo-
Ba (2020) rpyHTOBHO PO3rNAHYNM TBOP-
YMn mpouec y nocTrnpofakLii, BUKOPU-
CTaHHs edpekTiB, rpaddiku, aHiMaLi.

HaykoBui  B. Mucnascbkui, I Yminb,
0. beapyuko, H.Yepkacoea (Myslavskyi,
Chmil, Bezruchko and Cherkasova, 2020)
Ta B. MucnaBcbkui, I Yminb, O. bespyuko,
B. Kynpiituyk (Myslavskyi, Chmil, Bezruchko
and Kupriichuk, 2021) npoaHanisysanu
icTopuyHi acnekTu, a C. Kotnsp, T. [aben-
ko (Kotliar and Diabelko, 2022) Ta A. Meg-
BeneBa, O.PocnsikoBa (Medvedieva and
Rosliakova, 2023) — cyyacHy npo6nematu-
Ky [OCRigKyBaHOT TEMaTUKM.

MosicHmB cneunddiky YHiKanbHUX OCO-
6nmMBoCTEN i MigXoaXo4iB 00 KoMmeHcau,ii
pyxiB Kamepu Ta Buau ctabinizadii XX. HYao
Ta iH. (Chao, Fugen and Bindang, 2018).

3akueHTyBanu yBary Ha npobnemMaTuui
Cy4YacHUX eKpaHHMX TBOPIB Y BCECBITHIN
Mepexi |HTepHeT HaykoBui O. bespyu-
ko Ta O. AHikiHa (Bezruchko and Anikina,
2021), Ha nNoefHaHHI [OKYMEHTaslbHO-
ro Ta aHimauiiHoro kiHemaTorpacda
0. bespyyko Ta M. CyxiH (Bezruchko and
Sukhin, 2023).

TexHoNOoriyHy iHHOBAL,itO Kamep, W0 [0-
rmomarae npu oTpMMaHHI BXigHOro Bige-
OCUrHany nokpallyBaTu AKiCTb 3006pa-
XeHHs, Bgano gocniaue M. YaHrisi Ta iH.
(Changizi et al., 2008).

MeTa cTaTTi — BUABWUTM BMIMB cyyac-
HUX TEXHOJIOTiIA Ha MpoLeC CTBOPEHHS
LOKYMEeHTaNbHUX BifeopobiT Ta iXHIo
BaXJIMBICTb 711 PO3BUTKY LIbOr0 XaHpy;
BUCBITIMTU POb MOCTNPOAaKLUiNHOIo
npouecy y CTBOPEHHI JOKYMEHTaNlbHOro
Bifleo Ta #oOro BMAMB Ha HapaTuB i Bpa-
XEHHS rMafaviB; PO3rNAHYTU NPUHLMMK
pob0oTH aBTOMATUYHUX CUCTEM (POKYCY-
BaHb; NMOPIBHATM pPi3Hi TMNK cTabinisauir.
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OcHOBHUI MaTepian foCNiAXKEeHHS

TexHoOMoriyHMM acnekT BUPOGHMLTBA
[JOKYMEHTaNbHOro Bifeo € Haf3Bu4Yan-
HO BaXJIMBUM CKJIafHUKOM npoLecy
[JOCSITHEHHS1 BWUCOKOI AKOCTI Ta mpo-
decioHaniamy B cyyacHoMy cBiTi. Lisa
Tema OXOMJIHE WMPOKMUIA CNEKTP NUTaHb,
L0 MOYMHAOTBCA 3 MOYaTKOBOI cTapil
3MOMKM Ta 3aBepLUYOTbCA Ha cTagii nic-
na BUpoBHMYoro o6pobneHHs maTepiany.
P03BUTOK HOBMX TEXHOMOrIN MOCTINHO
3MIHIOE MpoLecC CTBOPEHHA [OKYMEH-
TanbHoOro Bifeo. Lle, ik 3BepTatoTh yBa-
ry O. bespyyko Ta B. YaiikoBcbka (2020)
B poboTi «OcobnnBOCTI BTINIEHHA peXu-
CepcbKOoro 3aflymMy y JOKYMEHTaslbHOMY
difbMi-cnocTepexeHHi», CTBOPIOE HOBI
MOXJIMBOCTI Al OOKYMeHTanicTiB, ane
TaKOX CTaBWUTb Nepef, HUMU HOBi BUKIIN-
Ku. 3aBOAKM HbOMY € MOXJIUBICTb CTBO-
ptoBaTy i BigTBOPIOBATU LOKYMEHTASIbHI
dinbMu, AKi He NnLLe BUCBIT/IIOIOTb Pi3HI
acnekTW [OOBKiNnsA, ane n [O3BONAKTb
rnvbLle 3po3yMmiTu iX 3aBOSKU BUKOPUC-
TaHHIO NepefoBUX TEXHOJOTIN.

Tak, C. ToHuyapyk Ta O. [poBONOBCHKMIA
(2020, c.85) y pob6oTi «[ocTaHoBYa pe-
anbHICTb JOKYMEHTAaNIbHOrO KiHO: MPOSIBMI
Ta CMUCNIM» 3a3HayarTb: «TexHonoriy-
HWI acnekT BUPOBHWLTBA LOKYMEHTaslb-
HOro Bifeo € HaA3BMYaNHO BaXJIMBUM
CKJITaJHMKOM Y Cy4yaCHOMY CBITi. 3aBAsIKM
LbOMY € MOXJIMBICTb CTBOPIOBATU LOKY-
MeHTaslbHi hinbMu, AKi He nuwe posno-
Bi[latOTb MPO Pi3Hi aCMeKTU HALIOro CBITY,
ane 1 [00O3BONAOTL MKGLIE 3pO3YMITH iX
3aBASIKM BUKOPUCTAHHIO MepefoBux Tex-
HoMorin». BapTo NigKpecnuTy, Wwo oaHUM
i3 OCHOBHWX acreKTiB eKpaHHOI KymnbTy-
py cbOrofHi BUCTYMNae acnekT iHdopma-
UiiHui. CaMe [OKYMEHTasIbHE KiHO HUWHI
€ TaKUM XaHPOM, LLLO 3[4aTHWUIN NPaBUNIbHO
pernpe3eHTyBaTU MNOCTAaHOBOYHY peasb-
HICTb, 'PYHTYIOUMCb Ha i ceHcax, BigHa-

TimniH, E., BilieHko, A. TeXHONOTYHWIA aCNeKT BUPOBHULITBA AOKYMEHTANBHOMO
BiZI€O: Bil NOCTNPOAaKLiI 10 crcTeM cTabinisallil | aBTOMaTUHHOro MOKYCYBaHHS
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XOLAYM i3 MOXIIMBUM €UHO NPaBUSIbHUM
wnsixoM il nposBy — cdpepy CTBOPEHHS
AIKICHOrO Cy4aCHOrO KiHO.

3aBAAKM HbOMY € MOXJIMBICTb CTBO-
proBaTu ¥ BiATBOPIHOBATU AOKYMEHTasb-
Hi dbinbMu, AK 3a3HavaroTb |. MaBpaH Ta
M. BotBuH (2020, c.13) y pob6oTi «[o-
KyMeHTasnbHe KiHO B Cy4aCHOMY eKpaH-
HOMY [OUCKypCi»:. «JloKyMeHTasicTuKa
pO3MoBifae HaM Mpo pi3Hi acnekTu Ha-
LIOro CBITY, ane 1 [03BONAIOTL rnubLie
3p03yMiTH iX 3aBOSKU BUKOPUCTAHHIO
nepenoBux TexHomorin. Cnig 3a3Hauu-
TH, WO BiTYM3HSAHE [OKYMEHTasbHE KiHO
NPONLLIIO HU3KY CXOAMHOK PO3BUTKY, L0
NpU3BENN L0 3POCTaHHS pPoni Ta aBTOPU-
TETY CY4YaCHOro OOKYMEHTasNIbHOrO XaH-
py». MNosicHOETbCA Le 3MiHaMU Ha PUH-
Ky KiHemaTorpacpii Ta HOBUMM Bixamu
PO3BUTKY TEXHIYHOI CKNTaf0BOI, WO Aanu
MOXJIMBOCTI  MOMOAMM  YKPaTHCbKUM
pexucepam 3HiMaTM HOBI peanicTuu-
Hi CTpiuKWM, MpaBAMBO [EMOHCTPYHUU
PiSHOMAaHITHI CTOPOHW iCHYBaHHSI yKpa-
THUiB cborofdHi Ta B MuHynomy (FaBpaH
Ta botBuH, 2020, ¢.13). Lie nigkpecntoe
BaXJ/IMBICTb  TEXHOJIOMIYHOrO  acnekTy
0N Cy4YaCHOro [OKYMEHTasIbHOro KiHo.
3aBOAKM TEXHONOriIM, SIK CTBEPOXY-
toTb O. bespyuko, 0. LlleBuyk Ta [. AH-
apiescbkuii (Bezruchko, Shevchuk and
Andriievskyi, 2022) y cTaTTi «Posb HOBIT-
HiX TEeXHOMOri Yy pOo3BUTKY MefiaBUpoob-
HULUTBa», PeXncepu MoXyTb CTBOPHOBA-
TV Ginbl peanicTUYHi Ta iHOpPMaTUBHI
dinbMU, y SIKUX BUKOPUCTOBYHOTHCS HOBI
dopmMu 1 MeToaM ONA KiHemaTorpadiy-
HOrO OCMWCIIEHHSI iICTOPIN.

OpgHak, sik 3a3Havae I [lecATHuk (2015),
y pocnipxeHHi «Big 3agymy [o ekpaHa,
TEXHOJNIOMYHUMA acneKT [OKYMEeHTaNlbHO-
ro KiHo He 06MeXy€eTbCS NNLLIE TEXHIYHM-
MU MOXJIMBOCTSAIMM, BiH TaKoX MoB'siza-
HWM i3 NpuHUMNamu 6esnocepeHOCTi Ta
rinepmepiauii. besnocepegHicTb nepeg-
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6avae, WO [OKYMeHTanbHUI hinbM no-
BMHEH BiATBOPHOBATM peasibHICTb TakoH,
AKOIO BOHa €. Lle Moxe 6yTn foCArHyTO
3a [0MOMOrO Pi3HUX TEXHIYHUX 3aco-
6iB, TakMX SIK BUKOPUCTaHHA NMopTaTUB-
HOI Kamepu, HEHaB'sI3NIMBOIrO 3MOMKU Ta
iHTepB'to 3 oyeBmauamMu. linepmepgia-
uis nepepbavae, WO [LOKYMEHTaNbHUIA
diflbM MoXe BUKOPUCTOBYBATU Pi3HI Me-
nia-cbopmaTy, Taki K Bifeo, 3ByK, TEKCT
i rpachika, gnsA CTBOPEHHS Ginbll KOMM-
NeKcHoro i 6GaraToBMMipHOro g[ocCBigy
ana rnapavie (OecsatHuk, 2015, ¢.226).
Lli oBa nmpuHUMNM B TiCHOMY B3aeMo-
3B'fI3KYy [al0Tb 3MOry LOKYMeHTasicTam
CTBOpPHOBATU KiHOKAPTUHK, siKi € BinbLu
peanicTU4HUMK, iHpopMaTUBHUMUK Ta
3aXOMJIFHYUMM.

B1poOHULTBO [LOKYMEHTasIbHOI O hifibMy,
sk 3a3HavaroTb O. bespyuko Ta H. Kaumap
(Bezruchko and Kachmar, 2021) y ctatTi
«P03BMTOK cy4YacHOro YyKpaiHCbKOro Ki-
HOMUCTELTBa» — L& CKJIafHUA TBOPYMM
npoLiec, Sikui BKJItouae B cebe baraTto eTa-
niB, BKJIOYHO 3i 3MIOMKO, MOHTaXeM Ta
NnocToOpo6KO, OCTAHHIN 3 SIKUX € OfHi-
€10 3 HalmBaxJMBIWNX a3 BUPOBHMLTBA
B [OOKYMEHTaNICTHL,, OCKiSIbKW [003BONSE
3pobuTK piHanNbHWUIM NPoayKT Bifblwl BU-
pasHMM, 3MICTOBHUM i LiiNiCHAM.

MocTnpomakiiH Bktoyae B cebe paf,
npoueci., AKi BigdyBatoTbCA Nicnsa 3aBep-
LWeHHA 3hoMKKU. OCHOBHMM eTanoMm 06-
pobKu € BifeOMOHTaX, 3BYKOBUI M3aliH,
KOJIbOpOKOpeKLisl, aHiMaLif, rpadika Ta
iHWi cneuianbHi edpekTn. KoxeH 3 Lux
eTarniB BUMarae BMiHHSI Ta KPeaTUBHOCTI
daxiBuiB, AKi NpaLOTb Hafg NPOEKTOM.
OfHak, BaxJMBIiCTb NOCTOOPOOKM oSt [0-
KYMeHTanbHOro inibMy He 06MeXyeTbCsl
nuile TeXHIYHUMU acnekTaMu. BiH Takox
€ BaXJIMBMM €TarnoMm y TBOPYOMY MpoLie-
ci JoKyMeHTanicta. Ha ubomy etani pe-
Xucep Mae MOXJIMBICTb HaflaTu CBOEMY
dinbMy ocTaTouyHy chopMy i CTBOPUTU

Timlin, E., Vitsenko, A. Technological Aspects of Documentary Video Production:
From Post-Production to Stabilisation Systems and Automatic Focusing
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Bi3yanbHe Ta 3BYKOBe O0(hOPMIJIEHHS], sIKe
Oyne HarKkpalle BignosigaT Koro TBop-
YoMy 3aZyMy.

MocTnpopakiiH [ae 3MOory [OKYMEH-
Tanictam: CTBOPUTU OMHAMIYHUA i 3ax0-
MNJOYY po3noBifb, f[ofatv MubuHn o
PO3YMiHHS icTOpIl, CTBOPUTK €CTETUYHO
npueabnueui npoaykT. Moctobpobka —
Le BaXJIMBUM eTan y BUPOBHULTBI [OKY-
MeHTaslbHoro iNbMy, KUk gornomMarae
JOKyMeHTasnicTaM MOBHICTIO peanisyBa-
TW CBill TBOPYMI 3ayM i CTBOPUTYH MPO-
OYKT, sikun 6yge MakcumanbHo edbek-
TUBHWUM Yy T/lyMayeHHi icTopil.

Bapto 3srapatu, wo [.3anyxHa Ta
I. HecbbopmoBa (2020, ¢.110) B pobGoTi
«Po3pobka iHdopMaLiiHMX Bigeoponu-
KiB OJ151 peksiaMHol KaMMaHii 3aknagy Bu-
LLLOT OCBITU» 3a3HayvatoTb, WO «TBOPYNIA
npouec nocTnpogakuii Bkintoyae B cebe
€KCMNEePUMEHTU 3 Pi3HUMMU CTUIICTUYHM-
MU pilLeHHSAMMU, SIKiI CMPUSAIOTb BUKOPUC-
TaHHIO PI3HUX TBOPYUX MPUAOMIB, TaKUX
AK KOJNaXyBaHHS, BUKOPUCTaHHSA cnewi-
anbHUX edbekTiB, aHiMauii M rpadiku.
Lle posBonsie 3pobUTM [OKYMeEHTaslb-
He Bifeo Ginbl LikaBUM, OpUriHaNbHUM
i BUMpasHMM». Lls uuTaTta nigkpecnoe
BaX/MBICTb TBOpYOro mnigxogy [HO Mo-
cTOBpO6KM [OKYMEHTaNbHOro Bifeo. AB-
TOPY CTBEPLXYIOTb, LLO EKCNEepUMEHTH
3i CTUNICTUYHUMM PILLIEHHSMU MOXYTb
JOMOMOIrTU AOKYMEHTanictaM CTBOPUTH
Ginblu LikaBi i BUpasHi dinbMu (3anyxHa
Ta HedbbopoBa, 2020, ¢.110).

OpieHTytouncb Ha pocnipxeHHs «LLo
Take MOCTNPOfaKIUH — OCTaHHIN KpoK
y npoueci» A. Maito (Maio, 2024), nouinb-
HO 3a3HauWUTK: TEXHiIYHi acnekTn B 006-
pobui [OKYMeHTaslbHOro Bifeo BKJIO-
YaloTb BUKOPUCTaHHA creLiani3oBaHoro
nporpamHoro 3abesnevyeHHss Ta obnaf-
HaHHs a1 echeKTUBHOrO BUKOHaHHSA Mo-
CTApOLaKLUiMHUX onepauin Ta 06pobku
Bennkoro obcsry Bigeo- Ta aygiomarte-
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piany. [lesiki 3 TeXHIYHMX acnekTiB, AKi
cnig BpaxyBaTW, BKJOYaKOTh: Bifeo- Ta
aynio pepaktopu. 1na BUKOHaHHSA MOH-
Taxy, KOMipHOI KopekKLuii, 3MiwyBaH-
HSl 3BYKY Ta iHLIMX NOCTNPOAAKLIAHUX
onepauin noTpibHe BUMKOPUCTaHHS crie-
uianisoBaHoro Bifeo- Ta aygiopenak-
Topie (AdobePremierePro, FinalCutPro,
AvidMediaComposer, Audacity ToLL0).
Li nporpamu p[o3BonsitoTb 06pobnaTu
M peparyBaTu Bifeo- Ta aygiomaTepian,
3acTocoByBaTu edpekTu, HanawToByBa-
TW TOH i FyYHiCTb, CTBOPIOBATH LLapu Ta
3MillyBaTU Pi3HI aydiofopiXKK, KoJbo-
poBi KopekTopu. [1ns OOCSITHEHHS MO-
TpibHOro BisyanbHoro edekTy ” 3abes-
NneyeHHss O4HOPIAHOCTI KOMbOPIB i TOHY
BUKOPUCTOBYHOTbCS cnewianisoBaHi
nporpamu gJjisi KonbopoBOI KopeKLil, Taki
ak DaVinciResolve, AdobeSpeedGrade,
AppleColor Tow,o. BoHn no3BonsatoTh pe-
JaryBaTtu KOJIbOpU, HanalToBYBaTK KOH-
TPacTHICTb, ICKpaBiCTb Ta iHWI napamMe-
Tpu, W06 cTBOPUTU BaXkaHUI BisyanbHUI
CTWIb | HacTpin; obnagHaHHA ost 06po6-
KW BENNKOro obcAary gaHux; creuiasbHi
ecbekT Ta aHimauifa. [na ponaBaHHA
creuianbHUx edbekTiB Ta aHimauii B go-
KyMeHTanbHe Bife0 BWKOPUCTOBYHOTb-
csi nporpamu, Taki sik AdobeAfterEffects,
AutodeskMaya, Cinema 4D Towo. Lli iH-
CTPYMEHTU [arTb 3MOry CTBOPHOBATU
KOMMo3uLii, aHiMoBaHi rpaddiuHi ene-
MeHTH, BidyanbHi edpekTn Ta 3D-mogeni,
AKI MOXYTb [ONOBHUTM HapaTWUB Ta 3po-
6uTn Bigeo GiNbll 3aXOMJHOKYMM: 3BY-
KoBe o6nagHaHHA — npoddecirHi ayaioiH-
Tepchencu, MikpodoHU, MIKLLEPHI NYNbTi
Ta 3BYyKoBe o6nagHaHHA (Maio, 2024).
MpoaHanisyeMo aBTOOKYC, WO CKna-
JaeTbcA 3 JaTuMKa, CUCTEMU KepyBaH-
HSl Ta MPUBOLY, KU NepeMilLlye onpaBy
ob6'ekTMBa abo Moro okpemi niH3u. Ad
(aBTObOKYC) yCiX BMIIB MOXHA pPO3rnsi-
JaTu K eneKTPOHHUN panekomip 6e3
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npuBogy, ane 3 iHAMKaLie HanpaMm-
Ky (pOKyCyBaHHsI Ta MOro 3aBepLUEHHS.
MixHapogHa abpeBiaTypa AF vyacTo BU-
KOPUCTOBYETbLCS OJ1s1 MO3HAUYeHHs1 aBTo-
MaTWUYHOTO (DOKYCYBaHHS.

LLl. KoTToH (2022), y poboTi «doTorpa-
it 5K cyyacHe MUCTELTBO» HarooLye,
wo ana aBTodoKycyBaHHS HeobXigHO
BM3HAYMTU TOYHY BicTaHb Bifg dokasnb-
HOT nnowmHM 0o ob'ekTa: «3anexHo Bif
MeToAy BM3HAUYeHHs LbOro mapameTpa
BCi ICHYIOUi cucTeMM aBTO (pOKyCyBaHHS
LiNATbCA Ha [Ba OCHOBHUX TWUMW: aKTUB-
Hi i MacuBHi. AKTUBHI cUCTEMU OTpUManu
CBOIO Ha3BY Yepes HasBHICTb eNIEMEHTIB,
AKi B3aeMofitoTb 3 06'€KTOM, Hanpu-
Knag, ynbTpasBykoBux abo iHdppayepso-
HMX nokaTopiB. Mofi6Hi npucTpoi [o3-
BOJISIFOTb BUKOPUCTOBYBATMU €XOJIOKaLLit0
abo TpiaHrynsuito, wWob obynmcnuTK, Ha-
CKiflbkM paneko ccpokycoBaHa JiH3a»
(KoTToH, 2022). YnbTpa3BYKOBUIA aKTUB-
HUI aBTOOOKYC CBOE YEProOH LUMPOKO
BMKOPUCTOBYETLCSA B OAHOCTYMiHYATUX
kamepax Polaroid (Sound Navigation
Ranging, SONAR) i gomalHix KiHO- Ta
BifleokaMepax. |HbpayepBOHUI NO3MULi-
oHep A® (aBToboKycC) Brieplue GyB BUKO-
pUCTaHWUi Yy KOMMNaKTHIA kamepi Canon
AF — 35My 1979 poui (KoTToH, 2022).

CucteMn  posnisHaBaHHA  00'eKTiB
y Kamepax Ta iHLWWUX MPUCTPOSIX BUKO-
PVCTOBYIOTb KOMIJIEKCHUI Nifgxig, sKWn
noegHye anroputmum o6pobku 306pa-
X€Hb, MALUMHHE HABYaHHA Ta LUTYYHWIA
iHTenekT. OCHOBHa iXHS MeTa nonsrae
B igeHTudikauil 06'ekTiB y peanbHOMy
yaci Ta BMKOPUCTaHHI Uiel iHopmauii
o5t noganbLoi 06pobku abo air.

Mae pauito YaHbxuHb Ta iH. (Changizi et
al., 2008, p.500), Akuit y cTaTTi «CPUAHAT-
TS CbOTOJEHHA Ta cUCTeMaTusauis into-
3iii. KorHiTuBHa Hayka» 3a3Hayae: «Konu
Kamepa abo NpUCTPIA OTPUMYOTb BXigHi
OaHi y Burnagi 3obpaxeHHss abo Bigeo,
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BOHUW MOXYTb 6yTH nonepenHbo obpobie-
Hi 0519 NOKpaLLEeHHS SIKOCTi 306paXxxeHHs
abo BWNYYEHHSA PI3HUX XapaKTepUCTUK,
TaKuX SIK KOHTPAcCT, ACKpaBiCTb abo KO-
nip. Lle nokpawye siKicTb BifobpaxeHHs
Ta crpusie nofanbLIOMy aHanisy Ta po3-
ni3HaBaHHIO 06'eKTiB». ABTOP HaroJoLLye,
Lo nonepenHs o6pobka Moxe MoKpaLLm-
TW AKICTb 300paXKxeHHA Ta 3pobuUTK 1oro
6iNbll NpMAATHUM 471 NOfaNbLIOro aHa-
nigy. Ocb Kifbka KOHKPETHUX NpUKNagiB
TOro, sIK nonepegHs obpobka Moxe ByTu
BMKOpUCTaHa B BifeoaHanisi: 3rnagxy-
BaHHS ([O3BOJIAE 3MEHWNTU LWYM i ap-
TedpakTU B 3006paXxeHHi), KOpeKLisi KOH-
TpacTy, Kopekuist konbopy (Changizi et al.,
2008, p.500).

3acTocyBaHHSl anropuTMiB KoMM'toTep-
HOro 30py [a€e 3Mory BUSBAATU 06'eKTU
Ha 306paxeHHi abo Bieo. Lle Moxe BKJtO-
YaTu METOAM BUSIBJIEHHSI KOHTYpIB, ce-
rMeHTauii abo wabnoHHoro aHanisy. Of-
HaK [J1s TOYHOro po3ni3HaBaHHA 06'eKTiB
BMKOPUCTOBYETbHCA MalUMHHE HaBYaHHSA
Ta Herpomepexi. LIi anroputmu 6asyroTb-
CA Ha nonepefHbOMY HaBYaHHI Mopenen
Ha BenMKoMy 06CA3i faHux, LWo Jonoma-
rae iM poanisHaBaTu Ta kKnacudikyBaTu
00'€KTU 3 BUCOKOIO TOUHICTIO.

JouinbHo sragat, wo . FapHep
i [ HwoToH (Garhammer and Newton,
2013, p.589) y cTatTi «[puknagHui Bige-
OaHani3» CTBEPLXYHTb, L0 «MiCNsi BU-
ABJIeHHs 00'eKTIB iHdbopMaLisi NpPo HUX
MoXxe By Ty BUKOpPUCTaHa AN noganbLuol
06pobku abo pii. Hanpuknag, cuctema
po3nisHaBaHHA 06aMY MoXe igeHTUdiI-
KyBaTuM 0coby Ha 306paXkeHHi Ta BWKO-
pucToBYBaTU Ui AaHi gnsa po36ioKyBaH-
HSl NpucTpoto abo ANns aBTOMATUYHOrO
copTyBaHHs poTorpadivt 3a ocobamu.

TakoX cnif, 3a3Ha4YnTH, Lo Bifeo3noM-
Ka B AuHaMmiui 3aBxgu 6yna cknagHum
3aBfaHHAM [Ona  KiHemaTtorpadicTis,
nepeMileHHs KaMepyu MOXe CMoTBOpU-
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TU 3006paxeHHsi, 3pobUTU MOro po3mu-
TMM abo HecTabiNbHUM, L0 BMAMBAE Ha
AKICTb Ta ecTeTUKy OTPMMaHOro mare-
piany. OfHak, 3aBOAKW BEJIMKUM [OCAr-
HEHHAM Yy PO3BWUTKY TeXHonorin, 6ynu
po3pobneHi cuctemn ctabinisauii Bigeo-
Kamep, AKi fonomMaratoTb SIKiICHO 3HiMa-
TW HaBiTb Nif Yac aKTUBHOrO pyxy. 3aB-
OsAku cTabinisatopam gns Bigeokamep
KiHemaTorpadpicT oTpMMasnu HOBi MOX-
JIMBOCTI AJ11 TBOPYOr0 CaMOBUPAXEHHS.
BoHM MOXYTb 3HiMaTK Bigeo B 6inbLu
OMHaMIYHOMY i 3aX0OMNIFOKOYOMY CTUII, He
XBUJIIOIOUUCH MPO AKICTb 300paXKeHHs.
Crabinisauis BigeokamMep TakoX cTana
BaX/IMBUM iHCTPYMEHTOM [J11 CTBOPEH-
HSl [OKYMeHTanbHoro kiHo. BoHa go3seo-
Nfie [OKyMeHTaslicTaM 3HiMaTu peanic-
TWYHe BiJl€0, HaBiTb Y CKNTagHUX yMOBaXx.

PisHi TMnn cuctem cTabinisauil Bige-
okamep MatTb CBOI YHiKaJlbHi ocobnu-
BOCTi | migxoAuM OO KOMMeHcauii pyxiB
kamepu. X.Yao, X. dyreH, X. biHpaHr
(Chao, Fugen and Bindang, 2018, p.20-
21) y pocnigxeHHi «CTtabinisauis cno-
TBOPEHOro aTtMocdepHo TypOyneHTHi-
CTHO Bifi€0, WO MICTUTb pPyXoMi 06'eKTH,
3a [OMOMOrod MOHOFEHHOrO CUTHany»
3a3HayvatoTb: «ICHylOTb Taki Tunu cTabi-
nisauili: MexaHiyHi rimbanu BUKOPUCTO-
BYIOTb CUCTEMY PYXOMUX MeXaHIYHUX
€NeMeHTIB, TaKux fIK BaJiku, MOTOpU Ta
XOPCTKI pamy, W06 yTpuMyBaTu KaMmepy
B cTabiflbHOMY MOOXeHHI. KpoHwTen-
HU [O3BONATH KOMIMEHCYBaTU TPACIH-
HSl PyK Ta HeBeJMKi pyxu, W0 [A03BONSAE
oTpuMyBaTK Binbl NnaBHi Ta cTabiNbHi
31iOMKM». JloiaMo, Lo BOHM 0CO6MBO
echekTUBHI NS BeNUKMX Kamep i npo-
deciiHux  KiHooGnagHaHHA; enekTpo-
HHi cTabinisatopu BUKOPUCTOBYHTb
CeHCcopy, TipoCKOMM Ta akcenepoMeTpu
ONnA BUSIBNEHHA pyxiB kamepu. 3a po-
NMOMOrOH LMX [aHUX eNeKTPOHika B pe-
aNlbHOMY Yaci KOMMEHCYE PyXu LUISAXOM
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KopuryBaHHsl o6pasy abo KepyBaHHS
cucteMoro cTtabinisauii. EnekTpoHHi cTa-
6inisatopu MoXyTb 6yTy BOYLOBaHI B Ka-
Mepu, cMapTdoHu abo MaTh oKpemi ak-
cecyapu, AIKi MigKYaThCA [0 KaMepu.
BoHu 3a3BMYait KOMMNAKTHILWI i 3pyYHiLLi
OJ1A1 HEBEJIMKUX | MOBINTIbHUX 3MOMOK; Ti-
OpuaHi cuctemu ctabinisauii noegHyOTh
B cobi eneMeHTM MexaHiYHuX rimbanis Ta
€NeKTPOHHMX cTabinisatopis. BoHu Bu-
KOPUCTOBYIOTb SIK MeXaHi4YHi KOMMOHEH-
M ons ctabinisauii kamepu, Tak i CeH-
COpyM Ta ENeKTPOHIKYy [ONS BUSIBNEHHS
pyxiB Ta JomaTkoBoi koMneHcauil (Chao,
Fugen and Bindang, 2018, p.20-21).

C. Heuait Ta T. XunbueHko (2015) y npa-
ui «JocnigxeHHa eddeKTUBHOCTI CUCTEM
cTabinizauii 306paxeHHss doTokamep»
3asHauvae, WO cydyacHi cuctemu cTabi-
nisauii BUKOPUCTOBYIOTb MOTYXHi Me-
TOAMKM [ONS aHanidy pyxiB Kamepu Ta
KOpWUryBaHHs 300paxKeHHs1 W BOofHOYac
CTBEPLXKYE:

«Lle no3Bonsie BUSIBNATU TPEMTIH-
HS, Oxepena Bibpauin i Bunpasns-
TW IX y peanbHOMY 4yaci. Anroputmu
MOXYTb BMKOPUCTOBYBATU Pi3Hi Me-
ToOM, Taki AK diNbTpauis, KOMMeH-
cauist kyta abo nigroHka 3obpaxeH-
HA, W06 3abe3neuynTu cTabiflbHICTb
3006paxeHHst; KOMM'toTepHe 6ayeHHs.
Jesaki cuctemn cTabinisauii BUKO-
pUCTOBYIOTb  TexHosorii  KoMn'to-
TepHoro 6GayeHHsl, Taki siK pos3nis-
HaBaHHs1 06'eKkTiB ab0 BM3HAYEHHS
rMUbuHW, ONsi BUSIBJIEHHS PYyXiB Ta
06pobkn 3006paxkeHHsA». (Heval Ta
XunbyeHko, 2015, ¢.36-37)

Came LUe [pornomMara€ CUCTEMi TOMYHI-
e BM3HA4YaTK obnacTti 300paxeHHs, siKi
noTpebyroTb KoMMeHcauji, i 3abeaneuye
Gifibll TOYHY cTabinisauito, a TakoXx Bax-
NMBICTb MeToAiB 06p0bKM 306paXKeHHs Ta
KOMM'IOTEPHOr0 GayeHHA [fsl Cy4acHUX
cucTeM cTabinisauii Bigeokamep. ABTOp
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3a3Havae, Wo Ui MeTogu [atTb 3Mory
cuctemaM cTabinisauii TouHille BUABNA-
TU pyxu KaMepu Ta 3abeaneyvyBaTu BinbLu
edbekTUBHY cTabinisauito. 3aBsKu BUKO-
pUCTaHHIO MeTofiB 06pobKM 306paxkeH-
HA Ta KoMn'toTepHoro GayeHHs cydacHi
cucTeMu ctabinisauii Bigeokamep ctanu
Giflbll TOYHUMM, ecPEKTUBHUMUM N [OCTYM-
HUMKU. BOHM [03BONAIOTL 3HIMATK siKiC-
He Bile0 HaBiTb B CKJIaJHMUX YMOBaAX, L0
BifKpMBaEe HOBI MOXJIMBOCTi OJjisi 3acTo-
CyBaHHS B Cy4aCHOMY TBOPYOMY MpOLIECi
(Hevait Ta XunbyeHko, 2015, ¢.36-37).

BucHoBKu

OTXe, cyyacHi TexHosorii 3Ha4yHO Mo-
nerwyroTh i MOKpaLLytoTb NpoLec CTBO-
PEHHSA  OOKYMEHTanbHUX  BifeopobiT.
BukopucTaHHA nepefoBux Kamep, Mpo-
rpamMHoro 3abeaneyeHHs AN NOCTNPO-
pakuil, cuctem cTtabinisauii Ta aBTO-
MaTU4YHOro pokycyBaHHs [pornomMarae
JocsiraTu BUCOKOI SIKOCTi 300paKeHHs
Ta nigBuuye edeKTUBHICTb BUPOOHM-
uTBa. BkasaHi TexHOJsoriyHi iHHOBaLLT
CMpUSIlOTb PO3BUTKY [OKYMEHTANIbHOIO
KIHO | PO3LUMPEHHIO MOXMBOCTEN ONs
TBOPLIB Y BWCBIT/IEHHI Pi3HUX acnek-
TiB  OYHKLIOHYBaHHSA cycnifbcTBa Ta
npupoau. 3aBOAKM CyYaCHUM TEXHOJO-
risM OOKYMEHTaNiCTU MOXYTb 3HiMa-
™M Bigeo B OyOb-IKMX yMOBaX, HaBiTb
B HaWCKNafHiWnX. BOHN MOXYTb Takox
BMKOPUCTOBYBaTM TBOPYi MPUAOMM, SIKI
paHiwe 6ynuM HeMoxnuBuMKM abo ayxe
TPYAOMICTKUMMU.

MocTnpopakuinHWiA npouec Bigirpae
BaXJIMBYy pPOSfib Yy CTBOPEHHI SKiCHO-
ro OOKYMEHTanbHOro Bifeo, BKJIHOYHO
3 po3pobKOIO KOHLenLii, BUKOPUCTaHHS
TEXHIYHUX pilleHb Ta 00pobky 306pa-
XEHHs1 i 3ByKY. BiH Jornomarae aMilHUTU
HapaTuB, BpaXeHHs rnspadviB Ta 3abes-
neyye BUCOKY SIKICTb FOTOBOrO NMPOJYK-
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Ty. lMocTnpomakwH He ob6MexyeTbes
nuLIe TEXHIYHUMY acrnieKkTaMu. BiH Takox
€ BaX/MBUM €TarnoMm y TBOPYOMY MNpo-
ueci gokymeHTanicta. Ha ubomy etani
pexucep Mae MOX/MUBICTb NEPErNIAHYTH
Becb MaTepian i CTBOPUTU OCTATOYHY
Bepcito inbmy.

CucTeMM aBTOMATUYHOIO ChifKYBaHHS
3a pyxoM 06'eKTIB B KaMepax BUKOPUCTO-
BYIOTb ajrOpUTMU BUSIBIIEHHS PYXY, NPoO-
rHO3YBaHHS TPAEKTOPIl Ta KepyBaHHSA
dokycyBaHHAM, W06 3abe3neynTn TOu-
HUIA PoKyc i cTabinNbHICTb 306paXKeHHS.
Lli cuctemu patoTb 3mory cpotorpacham
Ta onepaTopam Bifle03MOMKU JIErko 3a-
dikcyBaTK pyxsiMBi 06'€KTU 3 BUCOKOHD
AKICTIO Ta YiTKiCTHO. 3aBAsKM BUKOpUC-
TaHHIO MepefoBMX anropuTMIB i TEXHO-
JOTiN Taki CUCTEMU 3HAYHO MOJIETLYHOTh
npoiec 3MOMKK Ta [ornomaraioTb oTpu-
MyBaTU Bpaxaroui peaynbtatu. Cuctemu
aBTOMaTUYHOIO CMifIKyBaHHS 3@ pyXoM
006'eKTiB cTann HeBig'€MHOIK YacTUHOK
B Cy4YacHOMY TMpoLeci Bife03MOMKY,
OCKIiJIbKM BOHM pobnsiTb npouec poboTu
6inbWw focTynHMM i npoctum. Li cucte-
MU € 0cOBNMBO KOPUCHUMU OJisi onepa-
TOPIB Bife03MoMKH, sIKi XouyTb 3adoikcy-
BaTW PyxJiMBi 06'€KTU.

Cuctemun ctabinisauii BigeokaMep cTta-
NN HEBIA'EMHOI YACTMHOK CY4YaCHOro
Bigeoonepatopa. [lMpodecioHann i nto-
ouTeni BUKOPUCTOBYIOTb PiSHOMAHITHI
BUIOW, TaKi AK MexaHiuHi rimbanu, enek-
TPOHHI cTabinisatopu Ta ribpugHi cucte-
MW, A KOMMeHcauil pyxiB kamepu nig,
yac 3/OMKWY, LLO A03BOJIIE CTBOPIOBATH
npodeciviHi kagpu B 6yab-sIKUX YMOBaXx
31oMKM. CyyacHi TexHonoril, Taki sk aK-
TMBHa cTabinisauis, iHepuiasbHi ceHcopy,
anroputMmn o6pobku curHany ta obpob-
KM 300paxeHHs], a TaKoX KOMM'toTepHe
bayeHHs, ponomaratoTb 3abe3neunTy
cTabinbHe Ta sikicHe 306paxxeHHs. Bubip
npaBuibHOI cuctemmn cTabinisauii 3a-

Timlin, E., Vitsenko, A. Technological Aspects of Documentary Video Production:
From Post-Production to Stabilisation Systems and Automatic Focusing



BicHMK KMIBCBKOrO HaUOHaNbHOro YHIBERCUTETY KYNbTYPN | MACTELITB.
Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO 2024 -7(2) - ¢.328-339

NEeXUThb Bif KOHKPETHUX BUMOI Ta YMOB  30Pi€HTOBAHUMMU Ha MOKPALLEHHS SKOCTI
3MOMKW. 3aranoM HasBaHi cUCTeMU 300paxeHHs Ta POSLUMPEHHS TBOPUUX
€ HEeBif'€EMHOIO YaCTMHOI BifAEO3MOMKYM, MOXIMBOCTEl onepaTopiB.
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Abstract

The purpose of the research is to identify the influence of modern technologies on the process of creating
documentary videos and their importance for the development of this genre; to highlight the role of
the post-production process in creating documentary videos and its impact on the narrative and the
viewers' impressions; to consider the principles of automatic focusing systems; to compare different
types of stabilisation. Research methodology. The following methods were used: theoretical — to analyse
scientific papers and publications related to modern technologies in video production and their impact
on documentary video; analysis and synthesis — to study advanced technologies in video shooting and
video processing, including post-production software, camera stabilisation systems, automatic focusing
systems and their impact on video development; generalisation and systematisation — based on the
source material and video, conclusions are drawn, and the theoretical basis of the study is systematised.
Scientific novelty. The essence of the scientific novelty of the article lies in a thorough study of modern
technologies that affect the production of documentary video content at all stages — from post-production
to the shooting process. Analysing these technologies in the context of documentary cinema opens up
new opportunities for creators. It contributes to the development of the video production industry, ensuring
higher quality and impact of documentary works on modern society. Conclusions. The study analyses
modern technologies that make creating documentary videos easier and improve quality. Advanced
cameras, post-production software, stabilisation systems and automatic focusing are studied in detail.
It was found that this allows for achieving high image standards and increasing production productivity.
These technological innovations contribute to the development of documentary cinema and expand the
creators' opportunities to cover various aspects of society and nature.

Keywords: post-production; stabilisation; automatic focusing; documentary film; shooting; innovation;
video work; cameraman
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ABTOpcbKuiN 3apayM cepii. MaricTepcbkuint (hOTOMUCTELbKUIA NPOEKT NMpUCBAYe-
HWUI NpobneMi LiHHICHOro 36epexeHHs1 MaTepianbHUX Nam'siTOK KynbTypu sIK Baro-
MUX €NleMEHTIB KYNbTYPHOI CNajLMHA MUHYUX eNoX, 3a,0KyMEHTOBaHMX 3acobamu
doT0- Ta aygioBidyanbHOro MUCTELTBA.

Y marictepcbkoMy dooToMUCTELbKOMY MPOEKTI NpefcTaBnieHo cepito poTorpadpivi
nam'siToK apXiTeKTypu KyJbTYpHOI Ta cakpasbHOI MaTepianbHOl cnafWwuHu OpeB-
Hboro Micta Cambopa. BcTaHOBNEHO, WO cepef yUiNiMx nam'siTok BUPYe cyyacHe
XUTTS, a CTIHU LUMX CMOPY[ HaQuXatoTh JIIOAEeN CBOE MOTYTHICTHO, OPUriHaNBHICTIO,
[OCKOHANICTIO Ta iCTOPUYHICTHO.

MNpoaHanizoBaHO xapaKTepHi 03HaKM NaM'ATOK apXiTeKTypu 3arasibHOLEPXaBHO-
ro 3HauyeHHsa MicTta Cambopa, a came: KocTen IBaHa XpecTutens, Micbka paTylua Ta
aHcambsb 6ygiBenb kocTeny CB. CTaHicnaBa, MoHacTUpst bepHapauHiB 3 KenisiMu Ta
OyOuMHKY Koneril €3YiTiB; Ta MicLLeBUX KYyNbTYPHUX | peniriiHux 3HameH: xpam Pisg-
Ba MpeceaToi boropoguui, 6yanHok ToBapucTtea «lpocBiTa», MeMopianbHUn My3en
Jlecs Kypb6aca, Mysel «boliKiBLnHa» BOYEBMAb | 3@ JOMNOMOro poToMmucTeLTBa
" aypioBisyanbHUX TBOPIB.

3'AcoBaHo, W0 BCi 3a3HayYeHi cropyau 36epersiv pucu peHecaHCHOT apXiTeKTypu Ta
Ni3HbOro BifEHCbKOro KilacuuunaMmy, a Wo40 KOCTesiB, TO Li Cropyau 3BefeHi B NaHi
SICKpaBOro 3pa3ka BUCOKOro 6apoko.

3a [onoMoroto aynioBisyaslbHOroO KOHTEHTY Ta 3acobiB Mac-mefia [oChigXeHo
cyyacHe NpUCTOCYBaHHSA CBIAKIB Yacy MUHYJIMX CTONITh: KOCTes IBaHa XpecTuTens —
CBATUHA PUMO-KaTONULbKOI rpoMau, fie NPoxoaaTb 6OrocnyXiHHS; y paTywi npa-
ytoe Micbka Pafa HapogHux genyTaTiB Ta ronioBa Micta Cambip; aHcambb 6ygiBenb
KocTeny CB. CTaHicnaBa, MoHacTupsi bepHapauHiB 3 keniamMu Ta OyAuHKY Koneril
€3YiTiB BUKOPUCTOBYIOTb CyYacHi, KpeaTUBHI Ta TanaHOBUTI cTyaeHTM Cambipcbkoro
daxoBoro KonemXxy KynbTypuy i MUCTELTB.

MNig yac po6oTH Haf LIMM HayKOBO-MUCTELbKUM MPOEKTOM Bynn onpavboBaHi: Mo-
Horpadii l0. Pabis «KHsxxuii ropog Cam6ip» (1999), I Mawypu, [1. KagHiyaHcbKoro,
A. KagHivaHcbkoro Ta O. Kosapa «Camb6ip i CambipwuHa» (2005), |. deysaka «Cam-
Gip» (2011); rnaBa KosleKTUBHOI MoHorpadii I. YUminb, H. Kopabnbosoi Ta 0. bespyuka
«Homo villicus y cyuyacHomy ekpaHHoMy cepegfoBuLi» (2024); cTtaTTi C. 3api «Aypgio-
BisyasibHi pekslaMHi TBOpM 3 HaLioOHaJIbHOK TEMATUKOI K KYyNbTYpHUA dOeHOMEH
cyyacHoi YkpaHu» (2020); C. BopgaeHtoka, |. FaBpaH Ta B. Mpumanbcbkoi «OcobnmBoc-
Ti BynMuHoT dpoTorpacpil Ta i cnopigHeHicTb 3 KiHeMaTorpadom» (Bordeniuk, Gavran
and Hrymalska, 2021); C. Kotnsp, B. MuxansoBaTa [l. Mepescnasus (Kotliar, Mykhalov
and Pereiaslavets, 2022) «KiHoTeneonepaTtopcTBO Ta cydacHi megia»; O. LLusHa
«MicTo KHs3iB, KoponiB i Jixxeuapie» (2022); I Yminb, H. Kopabnbosoi, 0. beapyuka
«Homo villicus y cyyacHoMy ekpaHHOMY KiHocepepoBwuili» (2024), «Homo villicus
y KiHOCepeL0BULLi: BUNpaBLaHICTb i Mexi nokasHuka» (Chmil, Korablova, Bezruchko
and Zhukova, 2024) Touo.

A. AHicimoBa Ta O. be3pyyko onpuntogHUIK cepito NyobnikaLii, LWo CTOCYHTbCS OK-
pecnieHoi TeMaTuku: «AyfioBi3yanbHi MOXIMBOCTI, IK eIEMEHT PO3BUTKY TypuU3My
B MicTi» (2023a), «<MoBYasHi cBiaku yacy y cBiTiMHax» (2023b), «[am'aTku maTe-
piafnibHOT KyNIbTYpPU MUHYJIMX €MOoX Ha cydacHux TeneekpaHax» (2023c), «AypioBisy-
anbHUN KOHTEHT sik hopMa onocepeKoBaHOI KOMYHiKaLil MiX TYPUCTUYHMUM MpoO-
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OYKTOM i rnsgadem» (Bezruchko and Anisimova, 2024b), «<MaTepianbHa KynbTypHa
craflMHa B cy4acHOMY ayfioBisyasibHOMY aucKypci: [lpeBHii Cambip» (2024a).
Kniouoei cnoBa: boToMUCTELTBO; NaM'ATKM apXiTeKTypu; KynbTyposorisa; Ykpai-
Ha; cakpasbHi Micus; ayfioBisyasibHe MUCTELTBO; iCTOpiA YKpaiHu; ayaioBisyasnbHUM
KOHTEHT; Mac-Mefia; apxeTtun; obpas; Cambip
doTorpad npoekTy — AHHa AHiciMoBa,
e-mail: anichkab26@gmail.com

The author’s idea of the series. The Master's Photo Art Project is dedicated to
the problem of preserving the value of material cultural monuments as significant
elements of the cultural heritage of past eras, documented using photography and
audiovisual art.

The Master's Photo Art Project presents a series of photographs of architectural
monuments of the cultural and sacred material heritage of the ancient city of Sambir.
It is noted that modern life is in full swing among the surviving monuments, and the
walls of these structures inspire people with their power, originality, perfection and
historicity.

The characteristic features of the architectural monuments of the national signifi-
cance of the city of Sambora were analysed, namely the Church of John the Baptist,
the City Hall and the ensemble of buildings of the Church of St. Stanistav, the Ber-
nardine monastery with cells and the house of the Jesuit college. And local cultural
and religious symbols: the Church of the Nativity of the Blessed Virgin Mary, the build-
ing of the Prosvita Society, the memorial museum of Les Kurbas, and the Boikivshchy-
na museum in person and with the help of photo art and audiovisual works.

It was found that all the above-mentioned buildings preserved the features of Re-
naissance architecture and late Viennese classicism. As for the churches, these build-
ings were built according to the plan of a bright example of high baroque architecture.

The modern adaptation of the witnesses of the past centuries was studied: the
church of John the Baptist — a shrine of the Roman Catholic community, where divine
services are held; the City Council of People's Deputies and the City Mayor work in the
City Hall; the ensemble of buildings of St. Stanistav's Church, the Bernardine Monas-
tery with cells and the house of the Jesuit College is inhabited by modern, creative and
talented students of the Sambir Vocational College of Culture and Arts, using audio-
visual content and mass media.

The following monographs were developed during this scientific and artistic pro-
ject: Yu. Rabiy “The princely city of Sambir" (1999), G. Mashura, D. Kadnichanskiy,
A. Kadnichanskiy and 0. Kozar “Sambir and Sambir region” (2005), |. Fetsyak “Sambir”
(2011); the chapter of the collective monograph by H. Chmil, N. Korableva and O. Bez-
ruchko "Homo villicus in the modern screen environment” (2024); article by S. Zarya
“Audiovisual advertising works with a national theme as a cultural phenomenon of
modern Ukraine" (2020), S. Bordeniuk, I. Gavran and V. Hrymalska “Features of street
photography and its similarities with cinematography” (2021); S. Kotliar, V. Mykhalov
and D. Pereiaslavets “Cinematography and modern media" (2022); O. Shiyan “City of
Princes, Kings and False Tsars. What Tourists Should See in Sambir” (2022); H. Chmil,
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N. Korablova, O. Bezruchko and N. Zhukova “Homo villicus in the modern screen en-
vironment" (2024a), “Homo villicus in the cinema environment: Justifiably and limits
of the index" (2024b), etc.

On this topic, A. Anisimova and O. Bezruchko published a series of publications:
“Audiovisual Opportunities as an Element of Tourism Development in the City" (2023a),
“Silent Witnesses of Time in Photographs" (2023b), “Sights of the material culture of

past eras on modern TV screens” (2023c), "Audiovisual content as a form of indirect
communication between the tourist product and the viewer" (2024b), "Material cultur-
al heritage in modern audiovisual discourse: Ancient Sambir” (2024a).

Keywords: photo art; architectural monuments; cultural studies; Ukraine; sacred
places; audiovisual art; History of Ukraine; audiovisual content; mass media; arche-
type; image; Sambir

Project photographer — Anna Anisimova,
e-mail: anichkab26@gmail.com
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Cepue micta (Cambipcbka patywa XVII cT.). Cepis doTorpaddii, Ha Akux 306pa-
XeHa cambipcbka paTylla, Mae Ha MeTi 300pa3nTu Bennvd i kpacy uiel byaisni, sika
€ NaM'ATKOI0 apXiTeKTypu 3arasbHOLEepXaBHOro 3HauveHHs. KoxHa dhoTorpadis
B cepil 6ye nokasyBaTu pi3Hi acnekTu L€l feTepMiHOBaHOI Criopyau, PO3Kp1Bakoym
il iICTOPUYHICTb, TAEMHMYICTL | po3Kiw. Mpo Hel icHye GaraTo nereH, BoHa npuBa-
6ntoe | BogHo4yac HacTopoxye. Cambipcbka paTylla po3TalloBaHa Ha LieHTpasnbHii
nnowi micta — nnowi PuHok. Micna oTpumanHs Cambopom Margebyp3bkoro npasa
y 1390 poui, 3a CNPUSIHHA TOMILHBOrO CTapocTK, 6yN0 CNOPYAXKEHO NepLly paTyLly.
MepBicHa paTywa 6yna aepeB'ssHot0. BoHa 3ropinay 1498 poui pa3oM 3 ycimMa HaBKO-
nuwHiMu 6yanHkamu. Ha novatky XVI cT. 36yayBanu HOBY 0HOMOBEPXOBY paTyLly
3 HEBUCOKO BEXELD i rogMHHMKOM. LSt paTywa Tex 3ropina (1637 p.), a Ha Ti Micui
y 1638—1668 pp. 3Benu gBonoBepxoBy MypoBaHy 3 40-MeTpOBOK BOCbMUIPaHHOK
BeXelo Ta NixTapeM, ska MUJlye MICTSIH CBO€EH BIKOBOK MOTYTHICTIO foTenep.
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doTo N21

«MicbKa Bexa» 3 MaricTepcbKoro h0TOMUCTEL|bKOr0 MPOEKTY
«[lpeBHiit Cam0ip y cy4acHMX CBiTIMHAX»

Kamepa / 06’ckTus MapameTpu:
Canon EOS R6 / Canon RF 24-105 mm 28 mm | F/411S0 100] 1/800 ¢
f/4L 1S USM OEM 107 mm

®oto N21 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTna: CoHLe.

* PeparyBaHHs KOHTpAcCTY, CBIiTa, TiHi,
YiTKOCTI Ta HACMYEHOCTI.
* 3HIXEHHS KOJPHOTO LIyMYy.
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doT1o N2

«Bonogap yacy» 3 MaricTepcbKoro
thoTomucTewbKoro npoeKTy «[peBHiit CaMbip y cyyacHUX CBiTAIMHAX»

Kamepa / 06’ckTus MapameTpu:
Canon EOS R6 / Canon RF 24-105 mm 50 mm | F/411S03200]1/60¢c
f/4L 1S USM OEM 107 mm

®oto N°2 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTna: CoHLe.

* PeparyBaHHS eKcrno3uuii.
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®oto N3

«YyacHuKM EBpoONeICbKOI icTOpIi» 3 MaricTepcbKoro
thoTomucTewbkoro npoekTy «[peBHiit CaMbip y cyyacHUX CBiTAIMHAX»

Kamepa / 06’ckTus MapameTpu:
Canon EOS R6 / Canon RF 24-105 mm 30mm | F/411S0125]1/800 ¢
f/4L 1S USM OEM 107 mm

®oto N23 peparyBaHHs CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTna: CoHLe.

* PeparyBaHHS KOHTpACTY, CBIiT/a, TiHi,
YiTKOCTI Ta HACMYEHOCTI.
* 3HIXEHHS KONPHOTO LyMY.
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doto N4

«Mnow,a PuHOK» 3 cepii MaricTepcbKoro
choTomucTeLbKoro npoekTy «[ipeBHiit CaMBip y cyyacHUX CBITIMHaX»

Kamepa / 06’ekTune MapameTpu:
Canon EOS R6/ Canon RF 24-105mm 24 MM | F/4[1SO0 100 1/500 ¢
f/AL IS USM OEM 107 mm

®oto N°4 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [xepeno cBiTNa: COHLE.

* PeparyBaHHs eKCMo3uL,ii, KOHTPACTY, CBiTNa,
TiHi, YITKOCTi Ta HACUYEHOCTI.

* 3HWKEHHS KOMIPHOTO LUyMYy.

+ 3BeJleHHs 6 3HIMKIB B OJMH 32 [JONOMOIOH)
thyHKuiT «photomerge».

+ KappyBaHHs.
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ABTOpCbKMUIA 3aflyM cepil: 3ByKM MUCTeLITBA Ta icTopil (aHcaM6nb 6ygiBenb KocTe-
ny ce. CtaHicnaBa, MOHacTUpsa bepHapauHiB 3 Kenismu Ta 6yauHKY Konerii €3yiTiB
XVII cT.). doTOo300paxeHHs, 3anponoHoBaHi rnsgadam, garoTb 3MOry BigyyTu rap-
MOHIt0, L0 MOB'AA3Ye KYNbTYypy Ta My3uKKY 3i CTapOBUHOIO B aHcaMbni Byfisenb, AKi
byHKULIOHYHOTb ik CamBipcbKuii haxoBUIM KONeOX KyNbTYpy | MACTELTB, @ TaKOX sIK
3an opraHHol Ta KaMepHOT MY3UKMW.

Bcs cepist doTorpadin «3Byku MUCTeLTBaA Ta iCTOPIi» aKLLeHTye Ha 3B'AI3KY MUHY-
Nloro Ta cyvacHoro. BoHa HaguxHe rnsifaviB OUiHIOBATM 3BYKM MUCTELTBA Y CBOEMY
BJTACHOMY XMTTI, @ TaKOX AEMOHCTPYE Kpacy i 3HaYyLLiCTb iCTOPUYHOT CnaLLMHN.
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®oto N5

7

o

i e < : -
«bygiBnga 3 BeNMKOLO icTOpi€to» 3 cepii MaricTepcbKoro
choTomucTeLbKoro npoekTy «[ipeBHiit CaMBip y cyyacHUX CBITIMHaX»

Kamepa / 06’ekTune Settings:
Nikon D7200/ Nikon DX AF-S 24mm | F/411SO 100 1/500 ¢
Nikkor 18-135 mm 1:3.5-5.6G

®doto N°5 peparysaHHA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [xepeno cBiTNa: COHLE.

* PeparyBaHHs eKCMo3uL,ii, KOHTPACTY, CBiTNa,
TiHi, YITKOCTi Ta HACUYEHOCTI.
* 3HUXEHHSI KOMIPHOrO LyMy.
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doT1o N26

«Cepep, icTOPUYHOrO — cyyacHi» 3 cepii MaricTepcbKoro
thoTomMucTeLbKoro NpoeKTy «JlpeBHiii Cam0ip y cyyacHuX CBITIMHAX»

Kamepa / 06'ekTuB MapameTpu:
Nikon D7200 / Nikon DX AF-S 26 MM | F/411SO0160|1/50¢
Nikkor 18-135mm 1:3.5-5.6G

®oto N26 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: Jxepeno cBiTna: CoHLe, CBITNO Bif] BiKHa.

* PeparyBaHHS KOHTPACTY, YiTKOCTi
Ta HaCUYEHOCTI.

*+ 3MEeHLLEHHS LyMmy.

* 3HIKEHHS KONIPHOTO LIyMYy.
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do1o N2 7
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«ABTEHTHYHMI aHCaMONb» 3 cepil MaricTepcbKoro
choTomucTeubKoro npoekTy «[ipeBHiit CaMbip y cyyacHUX CBiTIMHAX»

Kamepa / 06'ekTnB MNapameTpu:
Canon EOS R6/ Canon RF 24-105 mm 24mm [ F/411SO 100 1/640¢
f/4L IS USM OEM 107 mm

®doTto N°7 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTNa: CoHLe.

* PeparyBaHHS eKcrno3uii, KOHTpaCTY, CBITNa,
TiHi, YITKOCTi Ta HACUYEHOCTI.
* 3HUXEHHSI KOMIPHOTO LLyMY.
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ABTOpCbKMUI1 3aflyM cepil: MaTepianbHa Kyl1bTypHa cnaguwuHa (mam’'aTKu npupoau
Ta apxiTekTypn Cambopa XIX cT.). ApxiTekTypHa i icTopuMyHa cnaguimHa Micta Cam-
6ip € BaroMor YacTMHOI KyNbTYpPHOT cnafwuHu JIbBiBLWMHM Ta YKpaiHM B LiSIOMY.
B Cambopi Ha gepxaBHOMY 0051iky nepebyBae 72 namM'aTKWU KYNbTYPHOI CNafLLuHW,
3 HUX 7 NaM'ATOK [epXaBHOro 3HauyeHHsi: 56 nam'aTok apxiTekTypu, 10 nam'ssiTok
icTopil, 6 NaM'ATOK MOHYMEHTaSIbHOro MUCTELTBA.
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doT1o N28

«)XuBHiA CBIJOK» 3 cepii MaricTepcbKoro
thoToMucTeLbKOro NPoeKTy «[lpeBHiit Cambip y cy4acHMX CBITIMHAX»

Kamepa / 06’ckTuB MapameTpu:
Canon EOS R6/ Canon RF 24-105 mm 26 Mmm | F/4|1SO 1250 1/80¢

f/4L IS USM OEM 107 mm

®doto N28 peparysaHHA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTNa: CoHLe.
* PeparyBaHHS eKCNo3WuLii, KOHTpACTY, TiHi,

YiTKOCTi Ta HACMYEHOCTI.
* 3HUXEHHSI KOMIPHOrO LLyMY.
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doto N9

«Binna Ko3akeBuuiB» 3 cepii MaricTepcbkoro
thoTomMucTeLbKOro NPoeKTy «JlpeBHiit Cam0ip y cyyacHuX CBITIMHaX»

Kamepa / 06’ckTus MapameTpu:
Canon EOS R6/ Canon RF 24-105mm 31mMm|F/4[1S0100|1/320¢

f/4L 1S USM OEM 107 mm

®oto N29 peparyBaHHs CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTna: CoHLe.
* PeparyBaHHS KOHTpACTY, CBIiTNa, TiHi,

YiTKOCTi Ta HACUYEHOCTI.
* SHWKEHHS KOMIPHOTO LUyMY.
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doT1o N910

«bypnHOK CTebenbcbKux» 3 cepii MaricTepcbKoro
thoToMucTeLbKOro NPoeKTy «[lpeBHiit Cambip y cy4acHMX CBITIMHAX»

Kamepa / 06’ckTuB MapameTpu:
Canon EOS R6/ Canon RF 24-105 mm 42 Mm | F/411S0 100 1/640 c

f/4L IS USM OEM 107 mm

®doto N210 pepgaryBaHHsa CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTNa: CoHLe.
* PeparyBaHHS eKCNO3WLii, KOHTpACTY,

YiTKOCTI Ta HACUYEHOCTI.
* 3HUXEHHS KOMIPHOrO LLyMY.
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doT1o N1

«Binna LLlacbpaHie» 3 cepii MaricTepcbKoro
thoTomMucTeLbKOro NPoeKTy «JlpeBHiit Cam0ip y cyyacHUX CBITIMHAX»

Kamepa / 06’ckTus MapameTpu:
Canon EOS R6/ Canon RF 24-105 mm 32mMm|F/4[1S0100|1/640¢

f/4L 1S USM OEM 107 mm

®oto N211 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTna: CoHLe.
* PeparyBaHHs eKCro3u,ii, KOHTPACTY, CBiTNa,

TiHi, YITKOCTi Ta HACUYEHOCTI.
* 3HWXKEHHS KOMIPHOTO LUyMY.
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doT1o N212

«bypuHok Jleca Kypbaca» 3 cepii MaricTepcbKoro
thoTomMucTeLbKOro NPoeKTy «JlpeBHiit Cam0ip y cyyacHUX CBITIMHaX»

Kamepa / 06’ckTuB MapameTpu:
Nikon D7200/ Nikon DX AF-S 18 mm | F/8]1SO 100]1/200 ¢
Nikkor 18-135mm 1:3.5-5.6G

®oto N212 peparyBaHHs CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTna: CoHLe.

* PeparyBaHHS eKcrno3uii, CBiTNa, TiHi,
YiTKOCTi Ta HACMYEHOCTI.
¢ 3HWXEHHS KOJPHOTO LIYMY.
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«3aHenap, KynbTypu» 3 cepii MaricTepcbKoro
thoTomucTewbKoro npoeKTy «[peBHiit CaMbip y cyyacHUX CBiTIMHAX»

Kamepa / 06’ckTus MapameTpu:
Canon EOS R6/ Canon RF 24-105 mm 35mMmM|F/4[1SO0100|1/320 ¢
f/AL IS USM OEM 107 mm

®oto N213 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTna: CoHLe.

* PeparyBaHHs eKCro3u,ii, KOHTPACTY, CBiTNa,
TiHi, YITKOCTi Ta HACUYEHOCTI.
* 3HWXEHHS KOMIPHOTO LUyMY.
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doTto N214

P

«3 pi3HuLel0 B CTONITTS» 3 cepii MaricTepcbKoro
¢hoTomucTeLbKOro NpoeKTy «[ipeBHiit CaMbip y cyyacHUX CBIT/IMHAX»

Kamepa / 06’ckTuB MapameTpu:
Canon EOS R6/ Canon RF 24-105 mm 50mm | F/411SO100]1/320¢
f/4L 1S USM OEM 107 mm

®oto N214 peparyBaHHs CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTNa: CoHLe.

* PeparyBaHHS eKcrno3uuii, CBiTNa, TiHi,
YiTKOCTi Ta HACMYEHOCTI.
¢ 3HWXEHHS KOJPHOTO LIYMY.
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