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Meta cTtaTTi — npoaHanisyBatu cneuyudiky akTOpPCbKOro BMKOHAaBCTBa
Npo30BUX NiTepaTypHUX TBOPIB i BiplWiB B ayAioBidyaslbHOMY MUCTELTBI.
Po3risHyT# 0coBNMBOCTI aKTOPCbKOro XYAOXHbOro YATAHHS Ha Kamepy
B MNCUXOEMOLIAHOMY KOHTEKCTi, BCTAHOBUTW PpONb MOHOJIOTY AJs
BMKOHaBUS B KiHO, [OBECTM BaXJIMBICTb aKTOPCbKOI penpeseHTauil
npo30oBMX TBOPIB Yy Cy4YacHOMYy MefinHoMy npocTopi. MeTtoponoris
DOCNiAXEHHs1 NONsirae B 3aCTOCYBaHHI TakUX METOMIB: TEOpPeTMKO-
aHaniTUYHOro — AONs NPoBefEeHHs aHani3y o040 aKTOpCbKux 3aibHoCcTeN
i ncMxonoriyHMx gakTiB, CIMpParyYUChb Ha HayKoBe MifI'PyHTS [OCiIgXEHb
BiJOMMUX aKTOpiB i MaMlcTpiB-negaroris, NornubniOYMCb B YsIBHI Ta
NPaKkTUYHI eTanu 4YMTaHHA XYOOXHiX NiTepaTypHUX TBOPIB i BipLWiB,
aHani3yroum KOXEH CKJafHWK OKPeMoO; METOAY CMOCTepexeHHs — Ons
NpoBeAEeHHA aHaniTUMHOrO CMOCTEPEXEHHS 3a MOBEMIHKOI Ta TEXHIKO
nifi Yac aKTOPCbKOrO UYMTaHHA aKTopiB-noyaTkKiBUiB, AKi 3HaXoAATbCA
B MNPUPOOHOMY CTaHi; €eMMipu4yHOoro =— Afs  eKCnepuMeHTasbHOT
nepeBipku, Wo 6a3yeTbcA Ha MPSIMOMY BTpyYaHHi Ao cyb'ekTa, sikun
3HaXoAMTbCA B MPOLECI YMTaAHHA NiTepaTypHUX TBOPIB i BipwiB, 3aans
CTBOPEHHSI KOHTPONbOBAHMX | KepoBaHUX YMOB, fKi [alTb 3MOry
BULINNTU XapaKTepHi MCUMXOEMOLiNHI O03HaKu Mif Yac aKTOpPCbKOro
BWKOHaHHA. HaykoBa HOBM3Ha. Bneplue 3acToCOBaHWIN MCUXOTEXHIYHUMA
aKTOPCbKWIN aHani3 YMTaHHSA XY[OXHIX NiTepaTypHUX TBOpPIB i BipwiB
BMKOHaBUS Ha Kamepy. BuMBYEHO Ta npoaHanisaoBaHO OCHOBHI (hopMu
XYLOXHbOFO YMUTAHHS 3 NOMNsAYy CaMOCNOCTEPeXeHHs aKTOPOM CBOro
BHYTPIWHbOrO MCUMXOEMOLIHOrO CTaHy nepen 3anucoMm. BucHoBkwm.
Y cTaTTi npoaHanizoBaHo 0CoBNMBOCTI aKTOPCLKOFO XYLOXHbOF0 YNTaHHS
XY[OXHIX NiTepaTypHWUX TBOPIB | BipWiB Ha KamMepy B NCUXOeMOLiNHOMY
KOHTeKCTi. Mif Yac YMTaHHS NiTepaTypHOro TEKCTY BCTAaHOBMEHO POJib
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WO € XapakKTepHWM CKJafHUKOM aKTOPCbKOr0 YWUTaHHA
B ayfioBi3yanbHuUX TBOpax.

[eTtanbHo onpauboBaHa | goBefeHa

BaXJIMBICTb aKTOPCbKOI penpeseHTalil Npo30BUX TBOPIB y Cy4yacHOMY

MefianpocTopi.

K uMTyBaTK:

BapHuy, M. Ta BipboBueHko, b., 2025. Cneumndpika akTOPCbKOro BUKOHABCTBA NPO30BUX JliTepaTypHUX
TBOPIB | BipWiB B ayAioBidyanbHOMY MWUCTELTBI: CyyacHi NpakTUKWU. BicHMk KuiBcbKoro HayioHasibHOro
yHIBEPCUTETY KynbTypy | MucTeyTB. Cepisi: AysioBiayanbHe MucTeyTBO i BUPo6HMLTBO, 8 (1), €. 8-19.

dopmynioBaHHs npobnemu

AypioBisyanbHe BMKOHAHHSI XY[0XHbO-
ro, NPO30BOr0 Yy BipLLOBAHOIo TBOPY Ha
KamMepy € BaroMoOl YacTUHOK aKTop-
CbKOI MaWcTepHOCTi B KiHemaTorpadi.
Y npoueci Xy[oXHbOro YMTAHHS Ha Bi-
[leosanuc 3aBAaHHA BWKOHaBUS MOnsi-
rae He Tifibkv B TOMY, W06 MancTepHO
nepenaTtv aBTOPCbKY ifeto, aii Ta nopii,
3MaJiboBaHi y BipLi YX OMNOBiAaHHI, a Ta-
KOX Y TOMY, 06 CTBOPUTU B Kagpi o6pas
nepcoHaxa, Bif, AKOro BUKOHYETLCS TBIp.
[ns uboro akTop, KOPUCTYHUYUCH iHTO-
HauinHUMK 3acobamMu MOBJIEHHSA, MiMi-
KOK Ta XecTamu, BUBYOBYE B3aEMUHU
MiX posnosigayem i nybnikoto. B aynio-
Bi3yaslbHOMYy MMWCTeLTBI BiH BiATBOpOE
iNt03it0 3B'A3KY Yepes Kamepy 3 rnsga-
yemM 3a [OMOMOrOH 3a3HAYEHUX BULLE
€/leMEeHTIB, fAKi [0onoMararTb BUKOHAaB-
Ut y KiHemaTorpaddi CTBOpUTU Hacuye-
HWUI Ta eMoLinHWMIA 00pa3s, AKWUI BiapisHS-
€TbCSl Bif, TeaTpanbHOro nigxoay.

Y cBITi KiHemaTorpada aKkTopcbke BU-
KOHaBCTBO BMPI3HAETbLCA 3-MOMIX iH-
LIMX MUCTEUTB TUM, LLLO BOHO Hambinb-
Wwe HabnuxeHe 0O 3BUYANHOIO XMUTTS
noanHn. Tak, Ha BigMiHY Bif onepHoro
yn GaneTHoOro, e OCHOBHMMMK 3acoba-
MU BMPA3HOCTI € CMIiB YN TaHOK, aKTop
KOPUCTYETbLCA 3BUYANHUM MOBJIEHHAM
i pyxamu. YTiM MoOHoJOriYyHa MNpomMoBa
BUKOHaBUA B PpoOJii HaoguHui 3 coboto
€ TUM BUHATKOM, SIKU HE TpanisieTbes

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

y 3BUYAHOMY XWUTTi. AfXe nioguHa He
MOXe Tp1BaJIMii Yac PO3MOBJIAITU Brosioc
cama 3 coboto. JIloanHi He NpUTaMaHHO
JymMaTu Ta po3MipKoByBaTW TpUBanNum
yac, roBoputu npo cebe, To6TO BecTu
BHYTPILLHIN MoHonor. Ta KoM B XUTTI
MPOroBOPHOETLCS BEJIMKMUIA 0OCAT TEKCTY
HaoAMHLUi (SKLLO Lie He 3anuc SKOroch Bi-
Jleoponuka), e MoXe CBifuMTUu Npo pos-
najau B MCUXiYHIN cucTeMi ocobu.
AKTOpCbKa penpeseHTaLlisi B Cy4acHOMY
MepianpocTopi cTae Bce Binbl nonynsp-
HOI cepejl BUKOHABLB [/si NepefaBaH-
HS rnagady 3MicTy Ta QYMKU nofibHux
TBOpiB. Npo3a BiApi3HAETbCA Bif iHWMKX
niTepaTypHUX BUTBOPIB CBOEH CTPYKTY-
poto, BoHa € 6ifbll 3aranbHo opmoto
niTepaTypHOro BUCJIOBJIIOBAHHS, siKa OXO-
MAKE pisHi cTUNi Ta hopMy, a TaKoX He
06MeXyeTbCS Pi3HMMU BULAMU MOHOJIOTY.

AHani3 ocTtaHHix gocnig)xeHb
i nyébnikawin

Y  pocnipgXeHHi BUKOpUCTaHi  npaui
M. BapHuya (2016; 2018). ABTOp aHanisye
OMaHyBaHHSI aKTOPCbKUX TEXHIK MepeBTi-
NEHHS1 — BiJl XMTTEBOIO NEPEXMBAHHSA [0
TBOPYOro iCHyBaHHS aKkTopa B poJii.

H. Babnu (1990) npoaHanisyBana Bax-
NMBY poJib iHTOHAUiT B fOHeceHHi iHdop-
MaLii B NPOMOBUS SIK TBOPYOro iHCTPY-
MEHTY.

Y po6oTtax . bpyk (2005) 3a3Ha4eHo
PiSHMLIIO MiX XXMTTSIM Ha CLEHi Ta peasb-

Barnych, M., Virevchenko, B. Specifics of Acting in Prose Literary Works
and Poems in Audiovisual Art: Contemporary Practices
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HiCTIO, [OCRIAXEHO CYTHICTb MpOLECIB,
NoB'sI3aHNX 3 BUXO40M Ha nyoniky.

|. FTaBpaH (2015) BU3HAUMNA NOHATTS «iH-
TeprpeTalisi» B KOHTEKCTi TBOpYOI B3ae-
MoZil BMKOHaBLIiB MOHOJIOMYHMX TBOPIB
3 TekcToM, a |. MaBpaH Ta B. [lombpoBcbka
(Gavran and Dombrovska, 2019) — y KOH-
TEKCTi BW3HAYEHHS TOJIOBHUX TEOPETUY-
HUX | MPAKTUYHUX acMeKTiB, siKi CTOCYOTb-
CA MUTaHHA 3aCTOCYBaHHS MeTOLONOril
M. YexoBa y CTBOpEHHI CydyacHoro gpa-
MaTypriyHoro KiHoTBOpY.

Po6oTy akTopa 3 TEKCTOM nepef 1oro
BMBYEHHAM npoaHanidyBaB O. MoTebHs
(1996).

YiTKo oKkpecnunu Ta npoaHarsniaysanm no-
HATTA «MoHonor» P.Ipom'sik, 10. KoBanis,
B. Tepemko (2007), 30KpeMa, B aBTOPCbKUX
nporpamMax Ha TenebadeHHi — C. Kotnsp,
0. bytko Ta H. Kpouak (Kotliar, Butko and
Krochak, 2020), y cyyacHoMy MefiiiHOMy
npocTopi — A. MeaBeneBa Ta C. YepHeHko
(Medvedieva and Chernenko, 2021).

TnymadyeHHss noHATTA «homo villicus»
B ayfioBi3yaslbHOMY Ta CLiEHIYHOMY MUC-
TeutBax Bu3Hauuau [ Yminb, H.Kopab-
nboBa Ta 0. bespyuko (2024) Ta I Yminb,
H. KopabnboBa, O. bespyuko Ta H. Xyko-
Ba (Chmil et al., 2024).

OcobnuBocTi crnoBecHUx 3acobiB Bu-
pasHocTi akTtopa onucanu 0. KociHoBa
Ta 0. KanycTaHcbka (2022). Y cTaTTi BU-
CBIiT/IEHI acnekTU LWoOA[0 aHani3yBaHHS
MOHOJIOTYHMX BUCTAB 3 aKL|EHTYBaHHAM
Ha TexHiui MOBNEHHEBOI BMPA3HOCTi Ta
MaWCTepHOCTI akTopa.

C. OnbxoBeubkuit  (2010) 3a3HauMB
posib ny6iyHOro cTpaxy, Moro Nposisu Ta
HeaoniKy AN MOAVHM.

TnymaueHHs NOHATTA «MiATEKCT» AK NCU-
XONIOFYHOrO MeTody PO3MOBHOI gil ajis
akTopa Bu3HaumB P. YepkawmH (1989).

[PYHTOBHO OKpEC/MnM Ta npoaHanisy-
Banu NOHATTSA «feKopalisi» B TeaTpi Ta Ki-
HemaTorpadi O. bespyuko, . MorpebHsik,
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H. KopabnboBa, C. O6opcbka Ta . YUMinb
(Bezruchko, Pogrebniak, Korablova, Obor-
ska and Chmil, 2024); NOHATTA «CLEHIY-
HUM KocTiom» pocnigunu 0. bespyuko,
I. FfaBpaH, H. Kopabnboea, C. O6opcbka Ta
I Yminb (Bezruchko, Gavran, Korablova,
Oborska and Chmil, 2024).

M. bapHuy, |. MaTiiB Ta O. BeHrep
(Barnych, Matiiv and Venher, 2021) npoa-
HanisyBasim OCHOBHi acneKkTu iCHyBaHHS
aKTopa B MpoLeCi Xy[,0XHbOr0 YATaHHSI.

OcHOBHi TBOpYi eTanu poboTu akTopa
Hag, ponnito y TeaTpi Ta KiHO gocnigunm
M. BapHuu i T Poxko (Barnych and Rozh-
ko, 2020).

MeTa ctaTTi — npoaHanisyBaTu ak-
TOPCbKe XYAOXHE YMTAHHA Ha Kamepy
3 OrNsily Ha NCUXOEMOLINHUI CTaH BUKO-
HaBuUS. BU3HaunTn ponb MOHONOriYHOro
MOBJIEHHSI aKTOpa B KiHO B iHTepnpeTaLi-
MHOMY KOHTeKcTi. [loBecTu BaXJMBICTb
aKTOpPCbKOI penpeseHTauiil NpPo30BUX
TBOPIB Yy Cy4yacHOMY aypgioBi3yanbHOMY
MUCTELTBI.

OcHOBHUI MaTepian fOoCNiAXKEHHS

MNepen 3MOMKOIO aKTOPOBI Hanneriie
B ySIBi BiATBOPUTM KapTUHKY NOAIN, AKi BiH
Oyne nepefnaBaTu rnsgayveBi B ny6aivyHMUX
YMOBaXx, Ha BigMiHy Bif NPUCYTHbLOIO Msi-
[aya, ocKinbku TyT Bye BiACYTHE XBUIItO-
BaHHS, fIke 3a3BMYal HasiBHe nepef, ayau-
Topieto. [MigTBEpAXEHHS LIbOMY MOXe ByTK
aymka O. MNoTebHi (1996, ¢.266): «JliTepa-
TYPHUI TEKCT aKTUBYE Halli BNacHi 3i6-
HOCTI, Haf,al0uM HaM 3MOrY BiATBOPIOBATH
CBIT, NpeACcTaBfeHnn y TekcTi. MNpoaykTomM
L€l TBOPYOI aKTUBHOCTI € Te, W0 MOXHA
6yno 6 Ha3BaTW AiNCHAM BUMIPOM TEKCTY.
Lien DifncHWin BUMIp He € CaMUM TEKCTOM,
He € YSIBOKO uMTaya — BiH HaAXoauTh pa-
30M i3 TEKCTOM i YSIBOIO».

Y XXI cT. cepeq Monogi cTanu MoLmn-
peHVMK 3anucK XyLO0XHix TBOPIB Ha Ka-

BapHuy, M., BipboB4eHKo, b. CneLmdika akTOPCbKOro BUKOHABCTBA MPO30BUX
NITEPaTYPHUX TBOPIB | BIPLLIB B ayAiOBI3YansHOMY MUCTELITBI: Cy4aCHI MPaKTUKA
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Mepy Ta nybnikyBaHHA iX y couianbHUX
Mepexax. Hanbinbw BupasHUMU cepef
aKTopIB, AKi AEMOHCTPYOTb Bifeo3anu-
CY Xy[OXHbOr0 YMTaHHS TBOPIB, € pobo-
T B. AxHoBa — akTopa HauioHanbHoro
akajeMiyHoro TeaTpy iM. IBaHa ®paHka.
BnacHe, noro aypgioBisyanbHi TBOpU Bip-
WiB € TUM B3ipLUEM, Ha SIKUI Ma€E OpieH-
TyBaTUCA pellTa BUKOHABLIB 3affs ne-
pefaBaHHA MOUHM NOYYTTIB i eMouin,
CMOHYKaKun rnspaya BigyyTM Mcuxoe-
MOLiHWI BiTyK | 3aHYpUTU Y CBIT TBOPY.

B akTopiB-uMTLIB, AIKi TiflbKM OMaHOBY-
I0Tb LUel BUA TBOPYOCTi, BUHUKAE XBU-
NIOBaHHA Ta TPUBOXHICTb nNepen abo
BXe B npoueci 3anucy. Tak, B.[MaHco
(2014, ¢.137) y cBoiln kHu3i «[payga i Ta-
NaHT y TBOPYOCTi aKTOpa» BUC/OBJIIOBAB
JYMKY LL0J10 aKTOPCbKOro XBWJIHOBaHHS:
«CnpaBa He y XBUtOBaHHi. BOHO 3aBXau
3 aKTopoM. XBUIIOKOTbCA Mepef BUCTY-
nom Bci. XBUntoBaHHA Mae ByTu. fka x
TBOpYiCTb 6e3 xBuUNMtOBaHHA?!». 3 ornsay
Ha Lie MOXEeMO 3ayBaXWTW, LLO XBUIIO-
BaHHS ONA akTopa — Ue 3BMYalHui de-
HoMeH. Ha OoCHOBI MpaKTU4YHOro JOCBigy
MOXHa CTBEpA)XyBaTW, LLO BMKOHaBeLb
Mae BOJIOiTM TaKOK MalNCTEpPHICTHO, LWo6
BMITWM TamyBaTu CTpax, TPMBOry Ta XBWU-
NIOBaHHS nepef BUKOHAHHAM Ha Kamepy
(Bespyuko Ta iH., 2015). AgXe Ui YAHHMKM
3aBaXalTb aKTOPOBi CNpuMrUMaTH Ta ne-
pexuBaTu BUrosoLLYyBaHUIA TEKCT.

Y cBOi1 cTaTTi «deHOMeHoNoric TPUBO-
rm Ta ctpaxy» M. OnbxoBeubkuin (2010,
c.182) cTBepaXye, WO «..CTpax BrMBae
Malxe Ha Bci cdepy XUTTERIANBHOCTI
NOAVHK, MOMITHO noripwytoun i caMo-
NoyyTTA | YCKIIafHIOKYM B3aEMOBIAHO-
CUHU 3 JIoAbMWU». ABTOP TaKOX Harosio-
LIye Ha KOHKPETHUX 30BHILLHIX NposiBax
XBUJIIOBaHHA Ta CTpaxy, a caMe: po3ry-
6/1eHICTb, FOBOPUTb TUXUM | TPEMTAUYNUM
rosIocoM, HiMitloTb KiHLIBKM i OesKi 4a-
CTUHM Tina (pyku, Horu, ronoea), nepe-

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

2025-8(1) - pp.8-19

XOMJIH0e [uXaHHA, OnigHie obnuyysa Ta
3'aBnAeTbes NiTuBiICTb (ONbXoBeLbKUMN,
2010, ¢.180). Biatak CnpuAHATTA rnsaa-
ya 3MilWyeTbcs He Ha obpa3 po3nosiga-
Ya, @ Ha CaMOro YNUTLS SIK NIIOAUHY.

Cnif ckasaTy, WO € pi3HMLSA MiX BUCTY-
MoM nepen Kamepor Ta XWBOK ayauTo-
pieto. Tak, 30Kpema, 3anuc 3a 4oNoMoror
Cy4acHUX TEXHOJIOMN MOXHa Bigpenary-
BaTu abo nepeosByuntn (Kotliar, Butko
and Krochak, 2020). Konn X BMKOHaHHS
BifOyBaeTbCA B NPSIMOMY €Tepi U nepef
ny6nikoto, akTop MyCUTb MaTu Heabu-
AKUM [0CBIf, W06 NofonaTy XBUIHOBaHHS.
Y cBoeMY AochigxeHHi «XXo4HNUX CeKpPeTIB.
[lyMK1 Npo aKkTOpCbKY MaWCTEpPHICTb i Te-
atp» M. bpyk (2005, c.12) minutbes 3rag-
KamMy OJIHOro akTopa, sikui rpaB GaraTo
pokiB ans ny6niku, He BAMBASKOYMCH B OUi
rmsgaviB; «[ecATb PoKiB CBOrO XWTTSA
A NpoBiB y npodeciiHoMy TeaTpi i Hiko-
M He 6aumB NIOAEN, ONS AKUX rpaB. A TyT
pantoM A ix 6auy. LLle 3 pik Tomy 51 6 3a-
NaHikyBaB 4epe3 Lie BiOYyTTs OrosieHo-
CTi. 3abpanu Miln HaUMILHILLWA WKT. KNI
Xax — 6aunTu ixHi 061mMyys, — oymas 6m a».

OpHieto 3 0c0BNMBOCTEN BUKOHAHHS XY-
[OXHbOro TBOPY Mifj Yac 3anucy € Te, Wo
aKTyasibHe 30CEepefXEeHHS akTopa Mae
OyTM He Ha TEeKCTi, a Ha 30BHilIHiX 03-
Hakax cTBoproBaHOro obpasy, a oCcMMC-
NeHHA cniB BigbyBaeTbcA Ha [pyromy
nnaHi. BogHovyac 3aydyBaHHSA iHTOHaLiN
€ XUBHUM LLAIAXOM, TOMY L0 TOAi enonest
He 3BYYMTb SIK LLOMHO HapOAKEHUN TEKCT
abo dhpasa, K y XUTTi, a € BigTBOPEH],
TOMY BOHa He «XuBa». Ha nigTeepaxeH-
HS uboro M. bapHuy, |. MartiiB Ta O. BeH-
rep (Barnych, Matiiv and Venher, 2021,
p.200) y cBoi ny6nikauii «OcobnmBocTi
rosiocy, iHTOHaLil Ta TOHYy MOBJIEHHS aK-
TOpa B poJli» 3a3HAYaIOTh, WO «3-MOMIX
IHLUIMX MPUYMH, WO BMAMBAKOTbL Ha nepe-
XMBaHHSA aKTopa Nif Yac YMTaHHS, € Ha-
MaraHHs JIOriYHO NPaBWUJIbHO iIHTOHYBATM

Barnych, M., Virevchenko, B. Specifics of Acting in Prose Literary Works
and Poems in Audiovisual Art: Contemporary Practices
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TEKCT, L0 NPpU3BOAUTbL HEe [0 OCMUCIIEH-
HSl MOro 3MICTY, @ 1O OCMUCIEHHSI NOro
iHTOHYBaHHSA».

HalnowmpeHilo MNOMUIKO aKTopiB
€ HaMaraHHs BifMeXyBaTu CTBOPHOBaHUIA
obpas Bif rnsgayva, HagiMTU Moro aTpu-
6yTamu gpamatuyHoil poni. [lo uboro 3a-
3BUYal NPOBOKYE caMm TBip. [lpamaTuuHi,
30KkpeMa naTtpioTuyHi, Bipwi (T. LLeBueH-
Ka, |. ®paHka Ta iH.) YaCcTO NMOYMHaIOTbCSA
i3 3aKJMKIB oroBifgaya [o Aii. B iHWux xe
XYLOOXHIX TeKCTax NepcoHaX 3BepTaeTb-
ca go daHTomie (Jleca YkpaiHka «bes
Hapil cnogiBatocb», T. LLleBueHko «[ons»,
«My3sa»). Y KiHo, ge nybnika € crocTtepi-
rayeMm, a He NpPSAMUM yYaCHWKOM fil, BU-
KOHaBeLb Mae 30epiraTu TOW peaniam
i He HamaraTucsi WITY4YHO BTSArHYTWU [Nsi-
Jaya y KOHIKT nepcoHaxiB, sIK 3asHa-
yanu M. bapHuu i I Poxko (Barnych and
Rozhko, 2020, p.184) y cBoiiA po6OTi «AKT
CTBOPEHHS poni B KiHemaTorpadi Ta Tea-
Tpi»: «BapTo 3ayBaxuTy, WO NEpCoOHaxX —
Le He MPOCTO aKTop, SKUN rPae, a YiTKo
BU3HAYEHUI XY[,0XHin 0Opas, yepes AKun
aBTOp HamaraeTbCsl NepefaT CBOI AYMKM
Ta nornsiau». Mpo3oBi TBOPK TEX MICTATb
NMPOBOKATMBHI MOMEHTU OJIA aKTopa, L0
CMOHYKalTh MOro Ha TBOPEHHSA MeBHOI
poni. AKWo [iaTK BiAMNOBIAHO OO0 TaKWUX
TEKCTIB, TO NMOCTae TUMOBE [JI1 KOXHOro
00pa3y 3anuTaHHA Woa0 MOTuBaL,i nep-
COHaXa Ta B3aEMO3B'AI3KY 3 ayUTOpIEt0
B KOHTEKCTi MOro icTopii. 3BepHEMO yBary,
Lo sIK6K e Byna «rpyrnoBKa, ik y KiHo, To
ny6niky Haginunn 6 ponsto, AKOKCb KOH-
bNiKTHOIO MPUYETHICTIO [0 MEepcoHaxa,
aKTop 3HanwoB 6u 3acib, wob BunpaBga-
TW 3BEPHEHHSA NepcoHaxa [0 nyoniku.

MMspgay He € irpoOBUM eNeMEHTOM y po3-
NoBifj, a WTYYHO HALINMTU MO0 Takum
3aBAaHHAM Oyae HenpaBuibHO W Le
He npu3Befe Ao 6GaxaHoOro pesynbrary.
M. BapHuy (2016, c.215) y cBoiit po6oTi
«MancTepHicTb aKTopa: TexHika “obma-
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HY"» 3a3Ha4ae, WO «NOACHIETHLCS Lie TUM,
Wo B pes3ynbTaTi aHanisy TBOpY aKTop
HamMaraeTbCsi TOHOM repefaTu MeBHUM
BUXigHWA HacTpi uM cTaH. OgHaK Taka
nosuuia € XubHo, TOMY L0 HaMaraHHs
CTBOPUTM Ha Mo4yaTKy po3MoBifi ApamMa-
TMYHUI HACTPIN Tak caMo, fK i emolito,
Npu3BOAMTL [0 TBOPEHHA KOHKPETHOro
nepcoHaxa 3 nesHoto Giorpadpieto». Tox
AIK BU He HaMararnacs akTopKa, sika YaTae
MoHoror XXaHHu O'ApK, WO NoYnHaeTbCA
3 TekcTy «Bu Opelwetel», BigHaWTU BU-
npaBfaHHA 019 3BUHYBAYEHHSI B YOMYCb
rnagava, y Hei Hiyoro He Bunige. A aKLWO
BOHa npumyllye cebe HaginuMTu rmsapaya
ponnto, To Ue Byne HEeTUYHO Ta Hernpo-
decinHo. |HWMMKM cnoBamMuW, HamaraH-
HSl aKTopa CTBOPWUTM MepcoHaxa, fKWUM
€ 6esnocepegHbO YYaCHUKOM TUX UM iH-
LWKMX MNofdin, Npo siki BiH po3noBifgae Ha
Kamepy, Npu3BOAMTb [0 yAaBaHHs. lNcu-
X0eMOLjiiHa cucTemMa BUKOHaBLS He Bif-
pearye Ha Take MO3WLiIOBaHHS BacHOI
ocobu nepef rnagayem.

K NOpiBHATWU BipwWw i npo3y, To nep-
LKA po3noBifaeTbca Ginbll PUTMIYHOO
MOBOIO, B HbOMY € pUMM, SIKi HaJalTb
MOMy MenogifHOCTi Ta p[onomararTb
BMKOHaBLUAM CXONWUTW Temn i nepexo-
W, a Npo3a He Mae TakKuX [OMOMiXHUX
dyHKUIN. BTintoouM posib nepcoHaxa,
aKTOp 4acTO BWKOPUCTOBYE 3BUYANHY
nobyToBy MOBY. 3a3Buual Lie 3acTOCO-
BYETbCA B HedhOpManbHOMY CiJIKYBaHHI
Ta B MOBCAKAEHHOMY XMWTTi, fIke AOMo-
Marae rnsgadvy pos3nisHaTW XapakTep
nepcoHaxa i 3aranbHy KapTuHy ob6paay.
AKTOpCbKa perpeseHTaliss Mpo30BOro
TBOpPY noTpebye Bif BMKOHaBLS IHLIOMO
nigxony, 6inblW ACKPaBOro, HiX MobyTo-
Be CMifIKyBaHHS, i MEHLI PUMOBAHOIO, Hix
BipLLOBaHMWI BapiaHT.

Onsa petanbHOro aHanisy 3BepHEMO-
ca o «JlitepaTypo3HaBYOro CIOBHUKA,
y sikomy P lpom'sk (2007, c.561) uyiT-
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KO OKpecntoe ue noHaTTA: «[po3a (nar.
prosa, Bifi prosa oratio — npsiMa, Taka,
WO BifIbHO PO3BUBAETLCA W PyXae€Tb-
Csl, MOBa) — MOBJIEHHSI He OpraHi3oBaHe
pUTMIYHO, He BpPWUTMOBAaHe; niTepaTyp-
HUW TBip abo CYKyMnHiCTb TBOPIB, Hanu-
CaHUX HeBipLIOBaHO MOBOW». OTXe,
B KiHO aKTOp Y NMpo30BOMY TBOPi No36aB-
NEHUI BIPLWIOBAHUX PSAKIB, PUTMIYHOCTI,
ane Mae BiNlbHE MOBJIEHHS, LLO PO3BU-
BAaETbCS | pyxaeTbecs, TO6TO mpuponHe
MOBJIEHHS], IKe MOXe YyTBOPUTUCH Y BU-
KOHaBLsl, KOJIU TON B3aeMoJie 3 LOBKiN-
NsIM, 3HaeE i BiATBOPIOE eMoLii nepcoHa-
Xa Ta nepefae atmocdepy, TUNOBY AJis
KiHemaTorpadii.

YnTaHHS NpO30BUX TBOPIB Ha Kamepy
€ He MeHLW JIerkMM 3a iHWi 3acobu Xxy-
LOXHbOT BMpasHocTi. ¥ nopibHux ono-
BiflaHHSAX HEMAE 3HAYHOro EMOLiiHOro
nepexuBaHHs abo pUTMIYHMX pUMOBa-
HUX PSAOKIB, K y Bipwax. Ane BrnpaBHUN
aKToOp MOXe 3pobuTu Tak, Wob Burosno-
LyBaHMWII TEKCT NepeHic rnsgavya B ToW
€MOLIMHUI CTaH, SSIKUIA iHTepnpeTye BWU-
KOHaBeLpb, i 3aHYpUTU ayauTopIto Y CBIT,
npo KU npetbcs B onosigaHHi. 0. Ko-
ciHoea Ta 0. KanyctsiHcbka (2022, ¢.174)
3a3Hayvanu: «ToX akTop nepepyciM no-
BVWHEH MpefCTaBsiTU CLEHiYHY chopmy
Bijo6paXKeHHsA OCHOBHOI aBTOPCbKOT ifei
niTepaTypHOro TBOpY, BiAf3epKaneHol
B CLEHIYHOMY TeKCTi, BUKOPUCTOBYOUU
MOBY, JIOTiKY AYMKM 7 iHLWWi acnekTu».

Mpo3oBi TBOPWM PO3MOBIAAOTL MPO ic-
Topil B jpeTanisoBaHi chopmi. ABTOpM
YyacTo OMUCYIOTb Y HWUX Kpacy npupoau
JeTanbHo. [1ns akTopiB NocTae 3aBhaH-
HA BIATBOPUTM OCOGAMBUIA NipUYHUI
HacTpii onoBigaHHA MofibHOro >XaHpy
3a [0MOMOrOK MPUPOLHOIO MOBJIEHHS,
B sIke 3ayJeHi iHTOHaLisl, rosioc i MiMi-
Ka, wob nepepatM 3apaHy aTmocde-
py 3 TeKCTy Ha ekpaHi. fk cTBephxye
M. BapHuu (2018, ¢.118) y cBoiln npadi
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«lNcuxoTexHika akTopa. MancTtep-knacy:
«[l0 30BHIlWHIX 03HaK NepcoHaxa, AKi
Mae crpuimMaTui aKkTop y pofi, HanexarTb
Moro BniacHa iHTOHaL,ifl i TOH MOBJIEHHS,
3aranbHa Ta MiMiYyHa NoBefiHKa, SKUMU
BiH Hafinsie nepcoHaxar». 3Baxarouu
Ha AYMKY aBTOpa, MOXeMO 3ayBaXWTHW,
o Mpo30Bi TBOPU 3a 0OGCAroM BesnM-
Ki, i AKWO po3noBifatv B 04HOMY TOHi
3i cTaTUYHOK MiMiKOlO, cnyxayam byge
HYZHO CMpUAUMAaTU TEKCT K MUCTELTBO.
ABM TaKoro He Tpanuiocs, BaX/UBO
nam'ataTy, WO TOH, MiMiKa Ta iHToOHaL,if
6yOb-KOro Npo3oBOro TBOPY He MakTb
36iratucsa 3i 3MicToM TeKkcTy. BukoHa-
Belb Mae€ BiATBOpUTM 0b6pas ocobu, sika
posnoBsifae npo wochb, a He ByTu Noau-
HOMO | EMOLLIMHO He BiaYyBaTH Ti NOYYTTS,
AKi nepexuBae nepcoHax. [po Le Takox
nucaes M. Baphuy (2016, ¢.179) y cBoiit
poboTi «MalcTepHiCTb akTopa: TexHika
"o6bMaHy"». «Take "3aBaHTaXeHHA" Mo-
narae B ToMy, Wo6 yepes aHanis nig vyac
CaMOCTINHOI MpaLi Haj ponsio OOCArTU
CTaHy cniBYyTTS [0 MepcoHaxa B TOMY
Micuji, fie, Ha JYMKY aKTopa 4Yu pexucepa,
nepcoHax rMboKO eMOLIHO Mepexu-
Ba€ MNeBHy nopgito». ToOTO SAKLLO Y TBO-
pi HasBHWUI CYMHMI NiATEKCT, He Tpeba
ofpasy BuUpoONATM BIQNOBIAHWM CcTaH
i HacTpiy roflocoM Ta iHTOHaLi€Eo, Y KiHO
Halkpauie obpaTu HelTpanbHO-KOMYHI-
KaTUBHWUM TOH PO3NOBIfi 3a4/15 KpPaLLoro
CnpuUnHATTSA iHdopMaLil rnsgadem.
Mpo3oBuiA TBip 3a 0COBIMBOCTSIMU YM-
TaHHSA 36iraeTbC 3 Ka3Ko, fIKY PO3-
noBifalTb B AUTAYOMY cafKy RIiTAM.
Lto Temy pocnigxyeana H. ba6uy (1990,
c.22) B poboTi «OCHOBM KynbTypu MOB-
neHHs»: «Jo npuknagy, OUTAYMA ca-
DoK. MMocCTiHI OKpWKK, HaKa3oBi hopmy,
nigBuLLEHi iHTOHaUil 3aMicTb narigHoro
MecT/IMBOro TOHY, KOJIMCKOBOI MiCHi AN
NANbKW, TPY IHTOHAUiM Mif, Yac YMTaHHS
Kasku». Mo30K rnsfaya Ha nepluux Bu-

Barnych, M., Virevchenko, B. Specifics of Acting in Prose Literary Works
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rofIollyBaHNX CfoBax PO3MNOBifi 4TS
nofibHUn [0 CAPURHATTA ManeHbKol
OUTUHKM Kasku. CnovaTky Tpeba «3auye-
NUTU» ayaUTOPIK0 KOMYHIKaTUBHOK MO-
CMILLKOIO, Tpileykun rinep6osisoBaHoOlo,
ane M'sikoro i Jobpoto MiMikoro, Togi Mo-
30K NIOAVHM MOYHE crnpurMaTu Npo30-
BWUI TBIp 30BCiM NO-iHLIOMY.

3BepHEMO yBary Ha Liie OAUH He MeHLU
LiKaBUMA XYLOXHi 3aci® umTaHHA niTe-
paTypHUX TBOpPIB, Takui siK MOHOJIOT.
BnacHe acnekT #0oro BUKOHaHHS Brosoc,
HaoauHLi 3 coboto € 0gHMUM i3 Npobnem-
HUX Y KOHTEeKCTi KiHemMaTorpadiyHoi
MaWlCcTepHOCTi, TOMY LLO HeMae TaKoro
npeLeneHTy Yy 3BUYANHOMY XUTTIi, AKUM
cnyryBaB 6 aHanoromM HacnifyBaHHs.

3apns peTanbHOro aHaniay TeMu akTop-
CbKOro MOHoOJIOry 3BepHemocsi Ao «Jli-
TepaTypo3HaBYOro CIIOBHUKA», Y AKOMY
P.[pom'sik (2007, c.465) 4iTKO okpecsitoe
ue noHATTs: «MoHonor — TpuBare, BHy-
TPilWHbO OfHOpPiIgHE | 3B'Si3aHe BUCJIOB-
NIOBaHHS, WO HanexXuTb OfQHOMY cyb'ek-
TOBI i BMpaxae Moro AyMKW, CBiOMI um
niacBigoMi NepexuBaHHsA, pedonekcii, no-
yyTTA Ta akTu Bofi». Cnif 3a3HaunTH, WO
B LIbOMY KOHTEKCTi He BKa3yeTbCsl Mpo
MOHOJIOI HaoAWHLi 3 cobot, 0YEBUIHO,
Lo naeTbca Npo nybniyHe YNTaHHS, ke
MOXE MaTW 3HAYYLLICTb Y KOHTEKCTI KiHO.
Y kiHemaTtorpadiyHoMy MUCTeLTBI BO-
KaJlbHa MiCHA TeX € MOHOJIOroM, 3Bep-
HEHUM [0 rnafayda, Xxo4a ii 3MiCT MoXe
BKa3yBaTW Ha BHYTPILUHI, ocoBUCTI nepe-
XuUBaHHA 06pa3sy, He NoB'A3aHi 3 ayau-
Topieto. Ane y Takui cnocib «BigkpuTol
crnoBigi» nepep, rnagadeM BUKOHaBeLlb
KOMOpTHiLe novyyBae cebe K MUTELb,
30KpeMa, caMe Tak rubwe i 6araTto-
rpaHHille PO3KPMBAETbCS MOr0 TanaHT.
Yepes cnifikyBaHHA 3 ayguTopieto BiH
MOXe TBOPYO iHTEprpeTyBaTu Mepexu-
BaHHs 00pa3y nepen 3HiManbHOK Ka-
Mepoto. Y cTatTi |. MaBpaH (2015, c.26)
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«dOpMyBaHHS NeparoriyHoi emnarii cTy-
OEHTIB IHCTUTYTIB MUCTeUTB fIK 3acib
onTuMI3saLil npouecy HaBYaHHsSI» 3a3Ha-
YeHOo: «..iHTepnpeTauia — Ue AYXOBHMI
3MICT MyauyHoi iHdopMaLii. 1 meToro
€ He TiNIbKM OLiHKa My3U4YHOro TBO-
py, a # oBrpyHTYBaHHS, [A0OKa3, a TaKoX
nparHeHHs NepeKkoHaTW YYHSA, crnyxada
B afleKBaTHOCTi AyMok». To6To akTop-
CbKMWI MOHOMOr B KIHO MOXHa BUKOHATU
Tak camo, AK MiCHI, — Yepea CnifKyBaH-
HSl 3 rMAaYeM, He BiAropoaKyHUunch Tak
3BaHOK «4YETBEPTOO CTiHOW». [0 npu-
Knagy, e4MHUIA MoHosor kopons Knaegis
i3 n'ecn B. LLlekcnipa «famneTt», B sAKOMy
Lien NepcoHaXx po3roBifae npo CBOI BHY-
TPIiWHI nepexuBaHHS 4epe3 BOUBCTBO
pigHoro OpaTa. HapsBuYamHO BaXKui
TEKCT [N eMOLIMHOro Ta MNCUXiYHOro
CTaHy, afiXe Liei nepcoHax nepexuBae
OypXJ/IMBUI CMEKTP eMOLii, BeNnKy Ha-
npyry, cyM, ckopboTy, iHofi 3nicTb, Hepo-
3YMiHHSI CKOEHOrO, NPOBUHY i HAaOLMUHLL
nouynHae po3MoBNsATU caM 3 coboto. [1na
aKTopa BWHUKAe HWU3Ka MpodpeciiHux
TPYOHOLLIB, KOMM BiH BiAropoaXyeTbcs
«4eTBepTol CTiHOWO» Bif rnapgava. Ta
KOMW BiH iHTepnpeTye MOHOJIOr NogibHo
[0 BOKaJIbHOrO0 BMKOHaBLS, 3BEPTAETh-
csi cnoBipgaeTbes ny6niyi, To o6pas cTae
HabaraTo rmbwunMm i BUpasHiWKUM 334N
nepefaBaHHA MepexunBaHHs NepcoHaxa
yepes ekpaHMm.

OpHak He 3aBXAW aBTOPCbKi TBOpU
€ uikaBumu. Topi akToOpoBi cnif BUKO-
pucToByBaTM TBOPYi IHCTPYMEHTU: TOH
MOBJIEHHS, MiIMiKy Ta «po3dapboByBa-
TW» IHTOHAUINHO CBOIM FOJIOCOM «Cipwuit»
TekcT. [po WO, 30Kpema, CTBEPOXYE
M. Bpyk (2005, c.84): «3Babnnea My3suka
rofiocy BUKIIMKae y Bac 6axaHHsl cnyxa-
T, 60 MiCTUTb Y cOBIi NtOACHKUI BUMIp, T
HallMeHLLe, YOro Hi MM, Hi Hali Komn'to-
Tepu He 3[aTHi 3p03YMITU 3i CBOEID Hay-
KOBOI TOYHICTHO».

BapHuy, M., BipboB4eHKo, b. CneLmdika akTOPCbKOro BUKOHABCTBA MPO30BUX
NITEPaTYPHUX TBOPIB | BIPLLIB B ayAiOBI3YansHOMY MUCTELITBI: Cy4aCHI MPaKTUKA



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

IHTepnpeTyBaBLWN ANna cebe 6yab-AKNN
TEKCT Yy KiHO, aKTop sik npodbecioHan 6yae
KopucTyBaTUCA He TiNlbkn 6apBaMu CBO-
ro roniocy AJisi NpaBUJILHOMO NPUPOAHO-
ro MOHOMNOTIYHOIO MOBJIEHHS, ane TakoX
MOXe 3aNyunTu 30BHILLHI Ons rnspada
3acobu npodecinHoro YnTaHHA MOHOJO-
ry, sk ye onucanum 0. KociHoBa Ta O. Ka-
nycTsaHcbka (2022, ¢.175) y cBoiit ny6ni-
Kauil «<MucTelbka MpakTUKa TEXHIYHUX
KOMMOHEHTIB MOHOJIOTYHOrO MOBJIEHHS
aKTOpIB»: «..nay3u MNigKpecsoTb eMo-
LiviHe 3abapBneHHs ChiB, L0 BUpPaXatoTb
OYWEBHUA CcTaH, nepefalTb HACTPIn
i MepexvBaHHSA NepcoHaxa Ta € Haf3Bu-
YallHO [OPEYHUMU B eKCMPECUBHUX CLe-
HiYHUX TekcTax abo ypuBKax». 3peLuToto,
AK 3asHayaB M. bapHuu (2016, ¢.210)
Yy KHU3i «MalcTepHicTb aKTopa: TexHi-
Ka “obmaHy"», MOMpu «MauCTepHY BU-
pasHiCTb TeKCT Mae 6yTU BUrONIOLIEHUM
NPUPOIHO, SiK Lie 6yBa€e B XUTTi».
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[HTOHYBaHHSI rONIOCOM, YMPaBAiHHA Mi-
MIKOIO Ta CBOIMM pyXamu [OMOMOXYTb
aKTOPOBI MOTPanNUTU B MNPaBWILHWIA Jli-
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XY[OXHbOI0 YATAHHS, a i 0 camocrnocTe-
peXeHb 3a CBOIM BHYTPILLUHIM MCUX0EMO-
UiHUM cTaHOM. BUKOHaHHSI MOHoOsOry Ta
iHTepnpeTauisi Moro KOHTEKCTY B KiHO He
TiNbKW [lae 3MOry PO3KPUTU CYTb TEKCTY,
a 1 JeMoHCTpye ocobucte GayeHHsT akTo-
pa, Noro [ocCBifg, PO3yMiHHS | aHani3 poni.
MalicTepHIiCTb Monsrae TakoX Yy TOMY,
o6 3pobuTn 3a [OMOMOrol TEKCTY Li-
KaBOro repcoHaxa, yepea nayau, iHToHa-
Lii, pyxu, ronoc i Mimiky 3auikaBuUTu aygu-
TOpIto Ta NepefaTu CyTb Poni.
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Abstract

The purpose of the article is to analyse the specifics of actor's performance of prose literary works
and poems in audiovisual art; to consider the peculiarities of actor's artistic reading on camera in the
psycho-emotional context, to establish the role of the monologue for the performer in cinema, to prove
the importance of actor's representation of prose works in the contemporary media space. The research
methodology consists in the use of the following approaches: theoretical and analytical — to analyse acting
abilities and psychological facts, based on the scientific basis of research by famous actors and master
teachers, delving into the mental and practical stages of reading literary works and poems, analysing
each component separately; observation method — to conduct analytical observation of behaviour and
technique during acting reading by novice actors in a natural state; empirical — for experimental verification
based on direct intervention with a subject who is in the process of reading literary works and poems, to
create controlled and manageable conditions that allow to identify characteristic psycho-emotional signs
during acting. Scientific novelty. For the first time, the psychotechnical actor's analysis of reading fiction
and poetry on camera is applied. The primary forms of artistic reading are studied and analysed in terms
of the actor's self-observation of their internal psycho-emotional state before recording. Conclusions.
The article analyses the peculiarities of the actor's reading of literary works and poems on camera in
a psycho-emotional context. During the reading of a literary text, the role of the monologue, which is
a characteristic component of an actor's reading in audiovisual works, is established. The importance of
the actor's representation of prose works in the contemporary media space is studied in detail and proven.
Keywords: poem; prose work; audiovisual performance; intermediality; acting; literary and cinematic
adaptation; psychoemotion
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Kniouosi cnoea:
KiHoaKTOp;

KiHO;

onepa;

aKTop;

TeaTp;

CLeHiYHa fis;
nepeBTiNeHHs

AHoTauin

Meta cTatTi — [OCRIiAMTU  NCUXOMOMYHUMA KOHTEKCT aKTOPCbKOT
MaucTepHoOCTi, 3'sicyBaTu cnocobu apanTauil BMKOHaBUS OO poni
B TeaTpi Ta KiHO; PO3rnsHyTM 0cOONMBOCTI BTiNleHH 06pasy B Pi3HUX
CLEHIYHMX cepefoBULLAX i MCUXOTEXHIKM apTucTa Mig 4yac apganTtauii
no poni. Metogonoria gocnipxeHHsa. bynu 3acTocoBaHi Taki MeTogu:
TEeOpeTUYHUn — AN aHanidy  KiHemaTorpadpiyHMx  MaTepianis,
iHcbopMaUiiHKX gkepen, HayKOBUX NpaLlb W00 aKTOPCbKOI MaCTepHOCTI
Ta BTiNIeHHS pofli B PI3HUX €KpaHHWUX CepefoBuLLaX; MOPIBHANbHUA —
0N 3icTaBNeHHs pPi3HUX aKTOPCbKMX TexXHIK i nigxomiB y npoueci
BTiNIEHHA ponel, 30KpeMa aMepuKaHCbKOro Ta €BPOMENCbKOro CTWNIB;
MeTon CcuHTe3y — pana OpPMyBaHHS Yy3arajbHEHOro YsIBNIEHHS Mpo
BMJIMB aKTOPCbKUX TEXHIK Ha CNPUMHATTA ponen 4epes iHTerpauito
OTPUMaHUX [AHUX i MOEAHAHHS TEOPETUYHUX MiAXOAIB 3 NPaKTUYHUMU
npuknagamMu [Ons CTBOPEHHS LinicHOT KkapTuHW. HaykoBa HOBM3Ha.
Bneple npoaHanizaoBaHO MCUXOJMIOMYHI acneKTU CTBOPEHHSI aKTOPCbKOI
MalcTepHOCTi B KiHemaTtorpaddi, TeaTpi; [HeTanbHO npoaHanisoBaHo
ocobnuBocTi afanTauil akTopa Ha cueHi Ta B KiHO. JlocnigxeHHs
TaKOX OXOM/0e METOAM MNCUXOMOriYHOI MiAroTOBKM, WO AonoMararTb
aKTOpOBi afanTyBaTUCA 4,0 YMOB, L0 NOCTIMHO 3MiHIOIOTbLCS, Ha CLUEHI Ta
3HIMaNbHOMY MalfaHuuKy, 30Kpema 3 Morfisay emouinHoi perynsauii Ta
nigTPMMKM NpodpeciiHOT KOHUEHTpaLil, @ TaKoX B3aeMOfil 3 TEXHIYHUMHU
efnemMeHTaMn 3WOMKW. BMCHOBKWU. Y cCTaTTi [OOCHiAXeHO CKNagHiCTb
NCUXOTEXHIKM Ta apanTauil BUKOHaBLUSA Yy KiHeMmaTorpadi Ta TeaTtpi. 3a
[OMOMOror aHanisy iHopMaLinHOro NMpocTopy MaWCTepHOCTI akTopa
6ynu fgeTanbHO ONpaLboBaHi MCUXOTEXHIKM apTUCTa B Pi3HMX €KPaHHUX
cepepoBuuiax. [poaHanisoBaHO BaX/MBICTb IMMpoBi3aLil siK OfHiel
3 KJIIOYOBUX TEXHIK KiHOAKTOpa.
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dopmynioBaHHs npobnemu

Y cyyacHoMy mucTeuTBi nepdopmaHc
notpebye TanaHOBMTUX BUKOHABLiB,
3[aTHUX afjanTyBaTUCH OO PiSHUX cLe-
HiYHUX yMOB. JlocnifXeHHs ncuxoso-
FYHMX acrekTiB 3a3HauyeHoi TeMu Ta
ocobnmBocTeln aganTaLii BAKOHaBL,iB [0
pornei y pi3HWX BUOAx MUCTELTBA, OCO-
671MBO KiHO, TeaTpi Ta onepi, nepenbayae
rnnboke PO3YMIHHS | BigYyTTA 00pasy,
a TaKoX BiAnoBigHe BUPaXeHHs1 eMOLil
i MOYYTTIB AK NeBHOI TpaHcdopmaLii ak-
TOPCHKOrO NEPEBTINIEHHS.

AKTOpCbKa MalcTepHiCTb 3aBxau Byna
GaraTtoio i BpasnuMBol opMolo BUpa-
XeHHs1. [pa nepcoHaxa Ta BifobpaxeHHs
MOro oCoBUCTOCTi Ta eMOLii € BaXJINBU-
MU efleMeHTamu, fiKi Crif, BpaxoByBaTW.
MpoTe npouec BTineHHs1 06pasy pisHUTLCA
3as1eXHO Bif, CLIEHIYHOIO KOHTEKCTY: Y KiHO,
onepi Ta Teatpi. Mpouec aganTauil fo cue-
HIYHOI NMEepCOHN B €KPaHHOMY MUCTELTBI
Moxe OyTu i 3axonjvMBuUM, i CTPECOBUM,
0co61MBO KONM apTUCT nepebyBae y Kagpi.

AHani3 ocTaHHix gocnig)xeHb
i nyénikawin

Ponb npodoeciiHoi akTopcbKOi iMMpo-
Bi3auUil y KiHemaTorpaci Ta K/HOYOBI
crnocobu niAroToBKW akTopa A0 CLEHiu-
HOI Ta KiHoponi BM3HauunuM M. BapHuy
i H. Topbauyk (2021).

l. IBaweHko Ta B. Ctpenbuyk (2018)
chopMyBanu MeTOLMKMN Ta TPEHIHIY, LLLO
6a3yloTbCsl Ha KOHLENUil «40CKOHaNICTb
NPOTUCTOITb PYTUHI».

T. KpaBuyeHko (2018) onwucana ocobnu-
BOCTi aKTOPCbKOIO MWCTELTBA, 30KpeMa

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

BMKOPUCTaHHSI MOBHUX €MIEMEHTIB, Nif, Yac
po60TK B TeaTpi, KiIHO Ta Ha TeniebayeHHi.

OpraHisaTopcbki, KOMyHiKaTUBHI Ta ocC-
HOBHI CKJTaJIHUKU BUKOHABCbKOI Maiic-
TepHoCTi ManbyTHix GakanaBpiB 3 aKTop-
CbkoOro MmucteutrBa posrnsgamnu O. Mat-
BieHKo, A. KoneHko, K. MonsiHcbka (2020);
6akanaBpiB  MMWCTELbKMX creLianbHoC-
Tel B YMOBax [UCTaAHLIMHOrO HaBYaH-
HA — O.bapuubka, |.laBpaH, P. lyuan,
H. TypoBcbka Ta C.Lapyk (Barytska
et al., 2021); cTyneHTiB y cdepi aymio-
Bi3yanbHOr0 MUCTELTBa Ta BUPOBHULIT-
Ba — 0. bespyuko, B. Yepkacos Ta T. LLIto-
TiB (2023a; Bezruchko, Cherkasov and
Shiutiv, 2023b).

I. CypmiHa (2016) BM3Hauuna LjiHHiCHO-
CMUCIOBI penpeseHTalil pyHKLIOHYBaH-
Hs1 1 pO3BUTKY TeaTpy onepwu Ta 6aneTy.

A. Aniwep (2021); O.bespyuko, I MMo-
rpebHsk, H. Kopabnboea, C. O6opcbka Ta
I YUminb (Bezruchko, Pogrebniak, Korablo-
va, Oborska and Chmil, 2024) pocnigxy-
BaJM BMJIMB Bi3yaslbHUX acrekTiB CLeHOo-
rpadcbii Ha eMoLiiHe CNPUIHATTS Magada
TeaTpasibHOI MOCTaHOBKMW.

Bumoru no aktopiB KoMegii genb apTe,
BKJIHOYAOUM IXHI iMNPOBI3aLifHi HaBUYKMY,
BMKOHaBCbKY TEXHIKY Ta KyJIbTYpHi 3HaH-
Hs, nocnigxyeae H. CtagHiyeHko (2010).

A. KysbMeHko (2021) HarosiowyBana,
WO CTaHOapTHIi MY3WYHi WabnoHn cTta-
JM BinbW pPiBHOMaHITHUMKM Ta LikaBUMU
3aBAfKM HOBATOPCbKUM KOMMO3WULLIN-
HVM pILLIEHHAM Y CTUJIbOBOMY Ta TeXHiy-
HOMY MJiaHi.

0. EHcbka, A. MakcumeHko Ta |. TkaveHko
(2020); O. bespyuko, |. MaBpaH, H. Kopab-
nboBa, C. O6opcbka Ta I. Uminb (Bezruch-
ko, Gavran, Korablova, Oborska and Chmil,

Havran, |., Polovko, Ye. Psychological Strategies of Actors in the Process
of Role Implementation in Theatre and Cinema



BicHMK KWIBCHKOTO HaLIIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELITBO | BUPOBHULITBO

2024) BUCBITNOBaNM BaX/IMBICTb 30BHilLI-
HiX €N1eMEHTIB, TaKMX SIK pyXu Tina, NaHTo-
MiMa, My3KKa, KOCTIOM i rpUM, Y BTINIEHHI
00pasiB i XxapaKTepiB Ha CLIeH.

J1. Hegin (2021) okpecnuna 3HaJeHHs
ncuxodpiaMyHNMX SIKOCTEN akTopa Ta He-
00XiHICTb NpodeciNnHOro posBUTKY fK
BHYTpPiWWHbOro (MCUXiYHOrO), TakK i 30-
BHILIHBbOrO (dPi3UYHOro) CKafgHUKIB BU-
KOHaBCbKOI MaiCTEPHOCTI.

BaxnuBicTb LUMPOKOro Kpyrosopy Ta
OCBIYEHOCTI Ans aKTopa, siKi gonomara-
HOTb B 0OpaHHi LWAsIXY A0 AOCSATHEHHS He-
00OXiIHOr0 CLIEHIYHOrOo camMonoyyTTs Ta
BHYTPILUHBOT cBOOO M, L0 BUPAXaETbCS
y hi3nyYHIi noBegiHLI HA CLEHI, 3a3HAYM-
nu H. TycakoBa, B. LLITedbtok (2020).

M. KHebenb (2020) BU3Haumna, Wwo asis
aKTopa BaXJ/MBO YCBIOOMUTW He nuvwe
TEMy, a ¥ METY NEepPCOHaxa, po3yMiTH, siKi
nogii Ta XWTTEBI MOMEHTU BJIMBaKOTb
Ha Hboro HanbinbLue, a AKi — MeHLLe.

Ha gymky B. CociHoi (2018), onaHyBaH-
HSl McMxodi3unKK Aae 3Mory npautoBaTu
npodeciiHo Ha CLieHi He3anexHo Big Ha-
TXHEHHS, BXOOUTU B MOTPIOHUIA TBOpYMIA
CTaH BiJIbHO Ta BYaCHO 3a [OMOMOroH
BOJIbOBOIO 3yCUJIIS.

T. CoBrupa Ta M. TatapeHko (2018) Bu-
3Hauunu, Wwo 6araTo TeaTpanbHUX aKTo-
piB YHVKalOTb poJiel y KiHO Yepes cknaa-
HOW,i Y BXOOXKEHHI B AWHAMIYHUI PUTM
Cy4acHOro 3HimMasnbHOro npouecy.

3BepHYnM yBary Ha BaxJMBY poJib
Beyyoro sk MocepefHMKa Mix aymio-
BisyanbHUMKU MeTacbopamu, BTifIeHUMU
aBTOopamu Ta rmagadveMm, O. bespyuko,
I. decaTHuk, M. luieHko, C. lNonewko Ta
C. MopoxHa (2015); C. Kotnsap, O. byTko
Ta H. Kpouak (Kotliar, Butko and Krochak,
2020); A.MepBegeBa Ta C.YepHeH-
ko (Medvedieva and Chernenko, 2021);
0. BeHrep, X.-M. Ambop (2024).

Ocob6nuBocTi poboTn npodpecinHoro
aKTopa, 30KpemMa OrfaHyBaHHA HaBUYOK
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i BMiHb, BUCBITNeHO B poboTi |. MaBpaH
i M. ly6uHm (2020).

Meta crtatTi — npoaHanisyBatu mncu-
XOJIOTiYHi acrmeKkTU aKTOpPCbKOI Maiic-
TEpHOCTi, 3'AcyBaTM MeToAu apanTa-
Lii BUKOHaBLSA [0 poni y TeaTpi Ta KiHo,
DOCNiANTU XapaKTepHi pUCK BTIiNEHHS
o6pasy B pi3HMX CLIEHIYHMX yMOBax Ta
MCUXOTEXHIKW, fKi aKTOp BUKOPUCTOBYE
[N NPUCTOCYBaHHSA [0 poni y KiHemaTo-
rpachi Ta TeaTpi.

OcHOBHMI MaTepian foCNiAXKEeHHS

KoxHe 3 ekpaHHuUX cepefoBuLy MO-
Tpebye ocobnuoro nigxopy Ta Habopy
HaBUYOK. AKTOpPW, SIKi YCMiWIHO apanTy-
FOTbCA [0 KOXHOIrO 3 HUX, PO3KPUBAKOTh
yClo rMnbuHy CBOET MaWCTEpPHOCTI Ta Ha-
JaloTb CBOIM pONSiIM HernepeBepLUEeHUN
BMpa3 Ta eMOLLiHyY Bary.

Tak, O. MaTBieHko, A. KoneHko, K. MonsiH-
cbka (2020, ¢.297) y cBoiit npaui «lpak-
TUYHI acnekTM MoTuBaUil opMyBaHHSA
pUTOPUKM Ta pPoJSib TPEHIHMB npodecin-
HOT afganTauil y BULLiM LIKONi» 3a3HaYanu:
«BuKoHaBCcbka MaNCTepHICTb MaMnbyTHix
6akanaBpiB 3 aKTOPCbKOro MMCTeLTBa
OpamMaTuyHoro TeaTpy i KiHO y dhaxoBii
NiAroTOBLi PO3MAHYTa SIK CYKyNHe yTBO-
PEHHS1 PI3HUX acneKTiB BUKOHABCLKOI
MancTepHOCTi». TakoX aBTOpW 3ayBaxy-
OTb, LLLO OpPraHi3aTopCbKi, KOMYHIKaTUBHI
Ta OCHOBHi CKJTaJIHUKWN BUKOHABCbKOI Mal-
CTepHOCTi ManbyTHix 6akanaBpiB 3 aKTop-
CbKOr0 MUCTELTBA ApaMaTUYHOro TeaTpy
i KIHO BM3HayalTbCsl MOKAa3HUKAMMU OCO-
BUCTICHOro KpUTepito.

CyyacHa KiHOaKTOpCbKa MaWCTepHICTb
notpebye HeabUSIKUX 3yCUSb | KOHLLEH-
Tpauii Ha BnacHux fisix. B ekpaHHUX Muc-
TeuTBax NoTpibHa TOHKA igeHTUdiIKauinA
3 NepcoHaxeM i BMiHHA fonaTu BifCTaHb
MiX cobot0 Ta KaMepor. ApTUCT MOBU-
HeH BMIiTU BMpaxaTu BeCb CNeKTp INu-

[aBpaH, |, Monosko, €. MNenxonorivri cTpaTerii aktopa
B MPOLIECI BTINIEHHSA pOnen y TeaTpi Ta KIHO
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OUHM emoLii 3 0OMEeXeHMMU cJioBaMu
Ta pismu. TocTiiHi nepepBu y 3nMoMKax

i HeobBXigHICTb BigTBOPIOBATU Pi3Hi cue-
HW BMMararoTb Bif, akTopa rapHoi nam'si-
Ti Ta CNPOMOXHOCTI 36epiraTh NOCTiNHY
CTiMKiCTb NepcoHaxa.

T. KpaBueHko (2018, ¢.37) y cBoiiA npaui
«Ocob6MBOCTIi BUKOPUCTAHHA MOBU Mifg
yac poboTu Ha cLeHi Ta B Kaapi» 3ayBa-
XYE, W0 «B KiHO Ta Ha TenebayeHHi, Ha
BiAMIiHY Bif TeaTpy, MOCNiIAOBHICTb CLEH,
HaJ SIKUMM MpaLtoe akTop, 34e6inbLworo
nopyuwyeTbcs. Tak, nicna 3WoMOoK nepLioi
CLEHM MOXYTb MepenTu OO OCTaHHbLOI.
AkTOp Mae 6yTu roToBMM [0 LUBUAKOIO
“nepeMmnkaHHs" eMouin». Takox aBTopkKa
3a3Havae, Wo B KiHO pyxu 6yayTb CKyni-
Wi Ta NpupoaHiwi, i NnepegaBaTy emouii,
HaniMoBipHiwe, 6yae He nnacTuka Tina,
a 06nmyus. Tomy wo 6e3 KpynHoro nna-
HYy He npavtoe xoneH pexucep. TyT Bax-
NUBO BCE, HaBIiTb BUpPa3 oyel. Aoxe Ha
KpyrnHoMy nnaHi 6yne BMOHO HaWMeEHLLUi
netani (KpaBueHko, 2018, c. 37).

JouinbHo ckasaTu, Wo B MY3WUYHIN
BUcTaBi abo dinbMi aKTop MNOBUHEH
noegHyBaTU My3U4YHY iHTepnpeTauito
3 aKTopcbkuM BupasoMm. Lle noTtpebye
Bifl aKTOpa BMiHHSI MpautoBaTu 3 rono-
COM i BUPasHICTIO MiMiKM, W00 nepenaty
BCi BiATiHKM MOYyTTIiB i CloXeT nyoniu,.
MoenHaHHA aKTOPCbKOI MaMCTepHOCTI
Ta cniBy HemoxsmBe 6e3 [OBruMX roguH
peneTuuin i 3ocepedXeHOCTi Ha Bif-
TBOPEHHI eMoLin 4yepe3 My3uKy. Tak,
I CypmiHa (2016, ¢.36) y pochnigxeH-
Hi «LliHHiCHO-CcMUCnOBI  penpeseHTauil
byHKLiOHYBaHHSI # pO3BUTKY TeaTpy
onepu Ta Ganety YkpaiHuW» Harosowye:
«LliHHiCHMI 3MicT TeaTpy onepu Ta ba-
neTy BiApi3HAETbLCS TUM, LLO BiH cnoyaT-
Ky MOCTae XpaHWTeNeM BWCOKOI [yXO-
BHOCTI ¥ BUCOKOT Xy[,0)XHOCTi». ABTOpKa
CTBEPLAXKYE, LLLO MYXHICTb BTpPayae CBOE
3HAYEHHSA,, 3aMilLyOYUCb [OMOCEKCY-
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anbHicTio, NoOOB cTae [eMOHCTpaui-
€10 TEXHIKKW, a BUKOHAHHSA npodecinHmx
OnepHUX apin um GaneTHMx NapTik nopy-
LWYyeTbCA HenpodpecinHMMKN LiaMKU aKTo-
piB 3 KpMMiHaIbHOrO cepefoBuLla, fAKi
He3aKOHHO NMPOHUKAKM B TeaTp. Lle npu-
3B0AUTb [0 HeoBOpOTHOro 3aHenapy
LiHHOCTEN, L0 HaKoMuYyBanucsa MpoTs-
rom GaraTbox MOKOJiHb pexwucepis, ne-
naroris Ta akTopiB (CypMiHa, 2016, ¢.36).
BapTo noroguTtucs 3 yMKOH BULLE BKa-
3aHOT aBTOPKM MNpO Te, W0 cknagHo 6yTu
rigHuM i npodpecinHMM BUKOHaBLEM
B YKpaiHi y cyyacHux peanisix.

CyyacHoMy aKTOpoBi HeobxigHO npar-
HYTU BLOCKOHANEHHs CBOEI MawncTep-
HOCTi 4Yepe3 caMoOMi3HaHHSA, L0 3a3Ha-
yatoTb . IBaweHko Ta B. CTpenbuyk
(2018, ¢.181) y cBoiit npaui «HoBawilHi
MeTOAUKM  MNCUXOPiSNYHOrO  TPEHiHry
€. [poToBCbKOro», «TeaTp [[OChiAXYe
CTaHW NOOMHU — HecTany cybcTaHuito,
fka nepebyBae y NOCTINHOMY PO3BUTKY».
TakoX aBTOpWU BU3HAuWUIY, WO Migxoawm,
MeTOAMKM Ta TPEeHiHrKn, siki 6asytoTbes
Ha KOHLenuil «00CKOHaNiCTb NMPOTUCTO-
TTb PYTWHI», CnNpsMOBaHi Ha B3aeMoO-
Oit0 3 Liet0 KOHLenuieto. Y4yacHUKn Ta
IHCTPYKTOPU LUX Nporpam JiMLaKThCs
BiLKPUTMMM [NIA BJIACHOrO caMoOMi3HaH-
Hs, Wob6 3abe3neunTn akTyasbHICTb Me-
TOLIB Ha CyyacHOMY eTani Ta cnpusaTu
TBOPYOMY PO3BUTKY YYaCHUKIB, AKi pop-
MYIOTb BJaCHi BapiaHTV HaB4YaHHsA (IBa-
weHko Ta Ctpenbuyk, 2018, ¢.181).

M. BapHuy Ta H. lop6auyk (2021, ¢.21)
y poboTi «<AKTOpCbKa MalCTepHICTb: Bif
ysIBU [0 MepeBTINIEHHSA» HArosiowyTh
Ha TOMY, O «OCHOBHVWM METOAOM [Nl
HabyTTs TBOPYOro cTaHy € iMnpoBisaL,isi.
BoHa € BaroMum efieMeHTOM [Asl KiHO-
aKTOPCbKOT rpu i OfHIED 3 HAWKOPUCHI-
LIMX BMpaB AJjisi akTopa». TakoxX aBTopu
aKUEHTYOTb Ha TOMY, L0 BaX/IUBUM
€ BMiHHA cnyxaTu cebe Ta atmocdepy

Havran, |., Polovko, Ye. Psychological Strategies of Actors in the Process
of Role Implementation in Theatre and Cinema
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B 3ani nig 4yac rpu. Age Hesauikaene-
HiCTb nagadiB OINCTBOM YCKNafHIE
BUKOHAHHA poni. AKTOp, Y fIKOro «3a-
3ybpeHi» BCi cnoBa cueHapito Big Kpa-
MKW 00 Kpanku, KU He BMI€ BiATU «TyT
i Tenep» Ta BigLWTOBXyBaTUCA Bif 06CTa-
BWH, HeMoB po6oT 3 BOYyOOBaHOK Mpo-
rpamoto. Came TOMY AJ11 HbOro BaXJIMBO
po3BMBaTK CBOIO YsBY, haHTasito, afgxe
ue [Jonomarae BMXOBYBaTW iMMpPOBI-
3aUifHi HaBUYKK, AKI € OOHMMMU 3 Hal-
BaX/IMBIWNX, HaNHeOoOXiOHILWMX rpaHen
akTopcbkol MancTepHocTi (BapHuy Ta

lopbauyk, 2021, c.21).

TeaTp (y KOHTEKCTi eKpaHHUX MUCTELITB)
€ YHiKanbHUM cepefoBuLLEM, fie Bi3yasb-
Hi Ta aygianbHi acnekTu o006'efHyOTbCA
NS CTBOPEHHA KOMIUIEKCHOTO BpaXeH-
HS. Y LbOMY KOHTEKCTi akTop BUCTYyrnae
B POJ1i XXMBOIO €/IEMEHTa, KU B3aEMOfj€
3 ayauTopieto B peanbHOMy u4aci. Aygio-
Bi3yasibHi Ta CLIEHIYHi 3aCc00M Xy[0XHbLOI
BMPA3HOCTi OXOMJIOKTb BUKOPUCTAHHS
OCBIT/IEHHS], KOCTIOMIB, AeKopauin i Maki-
SXY OJ1 CTBOPEHHA BidyaslbHOro obpasy
nepcoHaxiB Ta aTMoccepu NOCTaHOBKM.
3BYK Ha CLeHi Bifjirpae K/04YOBY posib 5K
B MY3WYHUX eJIeMeHTaXx, TakK i Yy BUKOpUC-
TaHHI rosiocy akTopiB Ans nepegadi gia-
noris Ta emouii. A. Aniwep (2021, ¢.172)
y cBOIN npaui «MucTeuTBO3HaBYa AMHa-
Mika TeaTpasnbHoi cLueHorpadii» BU3Hauu-
na, Wo «Bi3yasibHi acnekT! ohOpPMJIEHHS
TeaTpanbHOI NOCTAHOBKM YMHATbH [0AaT-
KOBWI [0 ApamaTyprii eMOLiNHWIA BrvB
Ha nigceBigoMicTb ntoauHn. 0OBpasHo-
nnacTU4Hi NnpocTopoBi dopMK cLeHorpa-
il cTatoTb 0OAHMMM 3 MPOBIOHUX YMHHU-
KiB Ha LLAXY [0 HaNEeXHOro TPaKTyBaHHS
OCHOBHMX HapaTuBiB, siKi cLieHorpad i pe-
XUCEep XO4YTb [OHECTU [0 risigadar.

Tak, H. CtagHiueHko (2010, ¢.237), aBTop
npaui «dopMyBaHHA cucTeMu npodoeciii-
HOl MiAroToBKM ManbyTHBOro akTopa Ta
PO3BMTKY MOrO iHAMBIAYaNbHOrO TBOPYOro
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noTeHLjiany», 3a3HayaB, Lo «aKTopy KoMe-
Oil nenb apTe NoOBWHHI 6ynn iMNpoBi3yBa-
TU TEKCT, BOJIOLITU BipTYO3HOH BUKOHAB-
CbKOK TEXHIKOI, MaTu MOYYTTS FyMopy,
3HaTK niTepaTypy, Noesito, BONOAITU HaBU-
YkaMu CKJlafaHHsa BipwiB, 6yTU BUHaXxig-
NMBUM, BMITU NpaLoBaTU B aHCaMO/li».

Cnin ckasat, wo A. KyabMeHKO
(2021, c.41) HaronowyBana Ha TOMY, LIO
«3 PO3BUTKOM KiHO pOfib MY3MKU B HbO-
My aKTMBHO 3MiHIOBanacsi — Bif MOBHOT
3aneXxHocCTi, NignopsaaKoBaHOCTI Bisyasb-
HIM gil My3suka 3aBotoBafia Mosuuio ca-
MOCTIHOTO Xy O0XHbO-ApaMaTypriyHoro
eneMeHTy». TakoX aBTOpKa 3asHauuna,
WO CTaHOapTHi My3WYHi WabnoHK, sKi
paHile XxapaKTepusyBanucs OLHOMAHIT-
HICTIO | posrnsganncs AK MeHLW LikaBui
My3U4YHUIA NPOAyKT, Gynu OHOBIEHI, ne-
PeTBOPMBLUMCH HA HOBATOPCbKi MY3UYHO-
KOMMO3ULNHI PilLEHHSI 3 PiSHOMaHITHI-
CTIO Yy CTWUJIbOBOMY Ta TEXHIYHOMY MnaHi
(KysbmeHKo, 2021, c.41).

O. EHcbka, A. MakcumeHko Ta |. TkayeH-
ko (2020, c.81) HarosiolwytOTb Ha TOMY,
WO «ONA BTiNEHHs 06pasy, BHYTPILHIX
BNMaCTUBOCTEN XapaKTepy Ha CLEHi uu-
Mainy posib BifirpatoTb 30BHILUHI 03HaKMK,
ocobnueo B xopeorpadii, Ae Bce Bupa-
XaeTbCs pyxamu JIOACLKOrO Tina, naH-
TOMiMOIO abo MiMiKOK, My3UKOHO, KOCTHO-
MOM i FPUMOM, CBITIOBUM 0CPOPMIIEHHAM
i, 3BUYAHO, MatOHKOM TaHLo». Ha aym-
Ky aBTOpIB, MastoHOK TaHL|t0, HE3ANEXHO
Bif, NOro HampsiMKy, 3aBXOU MPUCYTHIl
y BUCTYni. Bif uboro enemMeHTa, Tak camo
AK | Bif piSBHOMaHITHMX BMpPasHMX 3aco-
6iB xopeorpadii, 3aK1eXuTb, Y1 BAACTHCS
BTIIUTK 3afyMaHui GaneTmeincTepoM xy-
[LOXHiln 06pas y XUTTS, un Hi (MakcMMeH-
ko Ta TkaueHko, 2020, c.81).

BuBuyatoun 0co6AMBOCTI  BHYTPILIHbLOI
i 30BHILUHbOI aKTOPCbKOI TexHiku, J1. He-
LiH (2021, c.41) sasHavana: «Bigomo, wo
€OVMHUM HCTPYMEHTOM aKTopa € Woro

[aBpaH, |, Monosko, €. MNenxonorivri cTpaTerii aktopa
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ncuxodpianka. OTxe, uen “iHCTpyMeHT"
Mae 6GyTM 30aTHUM CrpUiAMaTU TBOPYI
iMnynbcK, TOBTO HapomaXyBaTu, BiATBO-
ptoBaTU florivHi aii, a gna uboro Tpeba
NpodOeciNnHO Y40CKOHANOBATU BHYTPILL-
Hif (MCUXiYHWMIA) | 30BHILWHIN (DiZUYHKI)
CKNafHuKW». ABTOpKa Harosiowye, LWoO
BaXJIMBO OMaHyBaTW HABWUYKKU FCUXO-
TexHiku, ane X He cnif BiAKPUTO LEMOH-
cTpyBaTu ciyxadyam. EcekTuBHiCTb ncu-
XOTEXHIKM BUABNSIETLCS Yepe3 ocobucTe
OCMWCIIEHHSI XMUTTEBMX MOAIN i BiAryKis-
BiOpauin. MNcuxoTexHika CTae KJHOYOBUM
iHCTPYMEHTOM /17 MpoBefieHHs1 edbek-
TuBHOro aHanisy (Hegi, 2021, c.44).

H.TycakoBa Ta B. lUTtedrok (2020,
€.289) y3zaranbHOOTb 0COBAMBOCTI fi-
SINBHOCTI aKTopa Ta 3ayBaxyoTb, L0
BiH «NoBWHEH 6yTWM OCBiYEHON NHOLM-
HOO, MaTW LLUMPOKMIA KPYyrosip, ocobucTe
CBITOCMPUAHATTS AN Toro, Wwob y cBo-
M npodoeciHin pianbHocTi 0bpaTtu no-
TPIOHMI WNSAX Y [OCATHEHHI HeobXigHOro
CLIEHIYHOrO camMonoyYyTTS, SIiKe, BignoBij-
HO, HafacTb BMEBHEHICTb BHYTPIHbLOT
cBo6oay, WO 3HAWLE CBOE BUPAXEHHS
y hisnyHin noeepfiHUi BMKOHABLS, FOJo0-
ci, macTuui, Nosi, XecTi». | 3a3HayvaloTh,
WO CTPYKTYPY aKTOPCbKOI MancTepHO-
CTi MOXHa 3HaWTW y BMBYEHHI BRacHoO-
ro ncumxodpisMyHoro anapaty Ta BMiHHI
BMKOPUCTOBYBaTU Moro eheKTUBHO Mif,
yac BMKOHaAHHSA poni. Llboro gocsirHyTtu
HeMOXNMBO 6e3 TBOPYOro CLEHIYHOro
TPEHIHIY, OCKINbKY JMLLE CUCTEMATUYHE,
NnocnifoBHE Ta CBiOMe TPeHyBaHHSA aK-
TOPOM MO0 MCUXOTEXHIKWM Hajae nomy
MOXJIMBICTb OCMMUCJIEHO BUBYATM BNaCHy
npupogy, o nepebyBae y HEPO3pPUBHO-
My 3B'I3KYy i3 peanbHicTio (lycakoBa Ta
LLTedrtok, 2020, ¢.289).

M. KneGenb (2020, c.33), aHanisytoum
npouec po6GOTU Hap POJIUIO, AOXOAMTb
Takoro BUCHOBKY: «LLlo6 akTop 3ymiB no-
PYWIUTM Ty UM iHWY TeMy, HeAOCTaTHLO
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Tinbkn HasBaTyu ii. HeobxigHo ycBigomu-
TH, WO CTaBUTb cOBi 3a METY NepCcoHax.
M ockinbKn aKTop yxe 3Hae rofloBHI Mo-
Dii BCi€l n'ecyn, 3Hae XUTTEBY METY repos,
MNOMY NEerko BU3HauUTK, SIKi TEMU B NEBHIN
pO3MOBI € BUpiWanbHUMK, a fKi Opyro-
pPSAOHUMMU, NpoXiaAHUMU». | fodae, Wo ak-
TOPY BUBYAKOTb KOHKPETHI BUMHKN NEepPCo-
HaXxiB, [OCNIAXYIOTb POJib HE LUMaTKaMu
un chparMeHTaMu, a 30CepeaXyroTbCs Ha
KJIFOYOBMX MOMEHTaX JIHOACHKOro XUTTS,
BifloBpaxeHux y ctoxeTi n'ecu. BoHu 3po-
6yBaloTb 6GayeHHs LWOAO0 MNepcrnekTUBM
poni B caMoMy no4aTky, a noTiM, nepexo-
0S4 0o aHanisy ii getanen, BUBYaoTh TX
3 nornsay ocHoBHOI, NpoBigHoT poni (KHe-
6enb, 2020, ¢.32).

Ha pymky B. CociHoi (2018, ¢.10), ona-
HYBaHHS «CBOro "iHCTPYMeHTY" — ncu-
x0i3MKN — [ae 3Mory akTopoBi MOBHO-
LiHHO i NpodpeciinHO NpautoBaTU Ha CLEHi
HesanexHo Bifi HAaTXHEHHS, a BipHiwe —
BXOAMTU B MNOTPIOHMIA TBOPYMI CTaH
came Topgi, Konu Le HeobxigHo, BOJIbOBUM
3yCUIIsIM [ocsiraTu NpaBuiIbHOro TBOP-
yoro camonouyTTs». ABTOpKa Harono-
LUYye, Lo NOBeiHKa NIOAUHU BKJIHOYAE ABi
B3aEMOMOB'A3aHi CTOPOHU: hi3nyHy Ta
ncuxivny. Lli acnekTun 3aBx v B3aeMogi-
IOTb | HEMOAiNbHI, OCKINIbKM KOXHUIA aKT
NIOACHKOT NOBEJiHKM CTaHOBUTbH CO60H0
€AVHUA KOMMJIEKCHUIA nNcuxoddi3nyHui
npouec. Po3yMiHHS noBegiHkM ntogu-
HU Ta Ti BUMHKIB CTa€ HEMOXMBUM 6e3
PO3YMiHHS 1T OYMOK i MOYYTTiB, a TaKoX
6€e3 ycBifoMIIeHHs1 06'€eKTUBHUX 3B'A3KIB
i BigHOCUH 3 poBKinnsaM. Tak, ncuxodi-
31YHa Npupoa cLeHiYHoT Aii Ta il cknaga-
HUKIB CTa€ OCHOBHWUM 00'€éKTOM BUBYEH-
HA. CTBOpeHa apTUCTMYHa TexHika Mae
Ha MeTi 3abe3neunTy, WO6 cLUeHiYHa fif
BiAMNoBigHO 00 YMOB n'ecu Bigobpaxana
BCi XapaKTepUCTUKU peanbHOro, XuBoro,
OpraHiyHOro BUMHKY, KW BiabyBaeTbCs
B peanibHoMy XuTTi (CociHa, 2018, c.11).

Havran, |., Polovko, Ye. Psychological Strategies of Actors in the Process
of Role Implementation in Theatre and Cinema
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BuByatoun cneumdiky pobotu aktopa
TeaTpy ikiHo, T. CoBrupa Ta M. TaTapeHKo
(2018, c¢.65) migkpecntoTh, WO «4nMa-
No TeaTpasibHUX aKTOpIiB BigMOBASIOTh-
csl Bif, ponen y KiHo, ocKiflbku pisnyHo
i MCUXONOrYHO HE MOXYTb YBINTW B Ou-
HaMiYHUIM PUTM CY4aCHOro 3HiManbHOro
npouecy. MpuynHoto LUboro € HebaxkaHHs
UM HECMPOMOXHICTb eKCNepUMeHTYBaTH
Ta BiQiATK Big NpUHLMNIB ycTaneHol kna-
CUYHOT TeaTpasibHOT LUKONU».

LisnbHicTb KiHOaKTOpa BiApi3HAETbLCA
BifL poboTU apTMUCTa ApaMaTU4HOro Te-
aTpy, 30KpeMa 4epes3 eJsleMeHTU YMOB-
HOCTI Ta NMpupoay BUKOHaHHSA. OCHOBHa
BiAMIHHICTb aKTOPCbKOI MalCTepHOCTI
nonsirae B TOMY, LLLO aKTOP KiHO He Mae
rnspaubKoi ayguTopii nig yac noro po6o-
TW. Y TeaTpi X apTUCT NpaLtoe, 3Baxaro-
UM Ha «OCTaHHIN pAd»: NOMY HafaeTbCs
NpocTip 3any, iKW BiH NOBUHEH 3amnoB-
HUTW CBOEID «eHeprieto». TeaTpanbHUM
BMKOHaBeLb YiTKO pO3yMi€, L0 BiH rpae
ONs rnapfavdie y 3ani, i Le ycBifoMIIeHHSs
cTumynoe 1oro. KiHoakTopu, HaBnakw,
He MaloTb LIbOr0 KOHKPETHOro ajpeca-
Ta Ta MOX/MBOCTI OTpUMATU HerawmHui
XuBuii emouinHmin Bigryk (Coerupa Ta
TaTapeHko, 2018, c.66).

Y poboTi «Begyunin y cyyacHoMmy po-
KYMeHTanbHOMY KiHO: B Kafpi Ta nosa
HuM» O. BeHrep i X-M. Am6op (2024, c.9)
HaroJioLWYyHTh, WO «CaMe KapTUHKa, CJo-
BO, UYMW, My3uKa YTBOPIOKOTb €LUHUM
obpas, SKM [OHOCUTL Nsfdavy igeto
TBOpY». ABTOPU TaKOX 3ayBaxytoTb, L0
NPOBIOHMKOM MiX aymioBisyalibHUMM
MeTacdbopamMu, 3aKylafeHUMU aBTOPaMM
Ta rnsgayeM, € Begyuun.

I. MaBpaH Ta M. ly6uHa (2020, c.177)
y po6oTi «HOBMHHMI KOHTEHT Yy cy4yac-
HOMY nNpsMOETEepPHOMY MOBJIEHHI» 3a-
3HAuaroTh, WO «... TOW, XTO MpaLIOE Ha-
XWBO, MOTEHLiNHO Mae ByTU rOTOBUM 1,0
yCbOro».
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BucHoBku

OTXe, B Pi3HUX HAYKOBMX [OCIIOXEH-
HSIX PO3rNsAQaeTbCsl CyyacHa BWKOHaB-
CbKa MaWCTepHiCTb, ONaHyBaHHSA SIKOI
nepepnbayae Bif BMKOHaBUIB aganTauii
0O PiSHMX CUEHIYHMX cepepoBML, Ta-
KUX §IK KiHO i TeaTp. 3ocepenxyroumncb
Ha MCUXOMOriYHUX acneKTax aKTopCbKOol
MalCTepPHOCTi, aBTOpPM MiAKPECNOTb
BaX/IMBICTb MBOKOro PO3YMiHHA Ta
BiAYyTTA 06pasy, a TaKOX BUPaXEHHS
emMouin i nepexuBaHb. BaxMBoto yacTu-
HOK € BMBYEHHSI MexaHi3My 30y[XeHHS
aKTOPCbKOro nepexuBaHHA B poni. Ta-
KOX 3BepTaeTbCsA yBara Ha 3Ha4yeHHs
iMnpoBi3auil K BaXnMBOro mMetony Ans
HabyTT TBOPYOro cTaHy Ta HaBMYOK
BUKOHaBLSA. Bu3HayeHo, wWo ycniwHa
MalCTepHICTb BUMarae Bif, KiHOaKTOpiB
TEXHIYHOI BMpPaBHOCTI Ta HaBWMYOK INu-
BGOKOro 3aHypeHHs He JiLLE Y CBIT CBOFO
nepcoHaxa, a n y BnacHy ynsy.

BaxnMBo 3po3yMiTU CKJIAQHICTb NCK-
XOTEeXHIKM Ta afanTauil akTopa Ha CLieHi,
AKWIA rpae nepcoHaxa B NPOLEeCi 3MOMKM.
Lle pincHo BucHaxmMBa npaua — 36epira-
TU B NaM'ATi HACTiNbkn 6araTto 3MiHHMX,
AKi BNAMBaKOTb Ha reposi. MNcUxXoTexHiku
NnofiNATLCS Ha ABaA TUMW: BHYTPIWHI Ta
30BHIiWHI. KoXHa 3 Uux naHOK Mae HU3KY
MOXJIMBOCTEN, WO MICTATb HesbarHeHHy
KifIbKICTb afanTauii opraHisamy JoauHKU
00 6yab-SIKUX 3anpONoOHOBaHUX OBCTaBUH.

Xovya akTopcbKa MaWCTEPHICTb € KIIto-
YOBMM €JIEMEHTOM Y BCiX TPbOX CLEHIY-
HUX cepefoBULLaX, KOXHE 3 HUX Ma€E CBOT
YHiKanbHi BUMOIM Ta BUKJIMKU OISl KiHO-
BUKOHaBLUSA. B aypioBisyanbHux mucTte-
LTBax akToOp Mae MOXJIMBICTb BUPA3UTH
cBOI eMouii Ta ifel yepe3 kamepy, ane
BOAHOYAC CTUKAETLCA 3 YHiKaNbHUMMU
BUK/IMKaMK, NOB'A3aHUMM 3 MPOLECOM
3MOMOK | HeoOXiHICTIO MUTTEBOIO pea-
ryBaHHSI Ha 3MiHMU.
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Abstract

The purpose of the article is to explore the psychological context of acting, focusing in particular on the
ways in which a performer adapts to a role in theatre and cinema. It also considers the particularities
of embodiment in different stage environments, and the psychotechnics of the artist in adapting to the
role. Research methodology. The following methods were used: theoretical — analysis of film material,
information sources, scientific works on acting and role embodiment in different screen environments.
The application of this method involved the analysis of film material and role embodiment in different
screen environments. The comparative method is a comparison of different acting techniques and
approaches in the process of role performance to compare American and European styles. The synthesis
method is the formation of a generalised view of the influence of acting techniques on the perception
of roles by integrating the data obtained and combining theoretical approaches with practical examples
to form a holistic picture. Scientific novelty. For the first time, the psychological aspects of the creation
of acting skills in cinema and theatre are analysed. A detailed analysis of the actor's adaptation to the
stage in cinema. The study also includes methods of psychological training that help an actor adapt to
the constantly changing conditions on stage and on set, particularly in terms of emotional regulation
and maintaining professional concentration, as well as interacting with the technical elements of filming.
Conclusions. The article explores the complexity of psychotechnics and actor adaptation in cinema and
theatre. By analysing the information space of the actor's skill, the psycho-techniques of the actor in
different screen environments have been studied in detail. The importance of improvisation as one of the
key techniques of the film actor is analysed.
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AHoTauin

MeTa cTtatTi — gocnigMtu ocobnmBocTi po60TM BOEHHUX TENEXYPHanicCTiB,
npaBuia, MOXIMBOCTI Ta 3abOpoHM B cy4vyacHoMy iHcpopMauiiHoMy noni,
npoaHaniayBaTM acrnekTW BRAMBY IXHbOI [HiSSIBHOCTI Ha CYyCninbcTBo,
[OBeCcTU BaxsMBicTb poboTu creuianicTiB Mif 4ac BilHM Ta 030pOeHMX
KOHNikTiB. MeTogonoria gocnifxeHHs. Y cTaTTi 3aCTOCOBAHO TaKi MeTOAM:
TEOpPeTUYHUN — npoBefeHO po36ip i mepernsg 3 noganbWMM aHani3oM,
BUSIBSIEHO BaXJIMBi acnekTu BMAMBY Ta peakuil niofew, 3icTaBneHo fIKiCTb
i 3HauyLicTb pobOTU creuianicTiB y pPi3HUX YaCOBUX NMPOMiXKaX, BUSIBIIEHO
KJFOYOBI Nofii, SKi BMAMHYNM Ha pobOTY BOEHKOPIB | BOEHHY TeNeXypHanicTuKy
B LiIOMY; CUCTEMATUYHUIA — MOKPOKOBO MEPErISIHYTO Ta PETENbHO JOCAIAXEHO
nopdii, Aki 6ynu BUCBITNEHI pPi3HUMU Mefia, WO MOB'A3aHi 3 AiANbHICTIO
MefifHUKIB Yy Hebe3aneuyHux Micusx, 30KpemMa B YKpaiHi; NOpPiBHANbHUNA —
npoBefeHo Napaneni Mix poboToto creianicTa Ta gismu LumBinbHUX. HaykoBa
HOBUW3Ha. BriepLue npoBefeHo [OCIAXEHHS, IKe OXOME HE OAUH YacoBU
NMPOMIXKOK PO3BUTKY Ta NafiHHA BOEHHOI TeNeXypHaniCTUKW, [eTanbHO
npoaHanizoBaHo po6oTy cneuianicTiB. 3aBASKU LbOMY [OCHIOXEHHIO
MOXHa 3acTepert ManbyTHIX TenexXypHanicTiB, fKi X04yTb CTaTU BOEHHUMMU
KOpecrnoHaeHTaMy, Wo ue Hebe3neyHo, a BiAMNOBIAANbHICTE € BEIMKOLO.
BopHouac cTaTTsi MOXe clyryBaTu 03HalnoM4MM MaTepianom ans ManbyTHiX
creuianicTiB y Ui ranysi. BucHOoBku. Y cTaTTi npoaHanisoBaHO pi3Hi
nybnikauii, JOKYMEHTH, NOCIOHUKKN, KHUIN. 3aBASIKM AOCHIOXKEHHIO MOXHa
3pO3YMITU BaX/MBICTb HaBYaHHA MaMbOyTHIX BOEHHWX KOPECMOHAOEHTIB.
BcTaHoBREHO, WO caMoLieH3ypyBaHHSl € HaABaX/MBUM Mifg yac BiiHM abo
036poeHMX KOHNIKTIB. TakoX aHanisa HafaB MOXJIMBICTb 3pO3YMITH, LLO
iHoai poBeAeTbCcs pobUTK cknagHui BUOIp, y SIKOMY MOXE CTOSITU Ha KOHY
XUTTA Noaen.

© Bonogumup Januntok, Hikita dinoHeHko, 2025

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

Ik uMTyBaTH:

2025+ 8(1) - pp.32-43

Januniok, B. Ta dinoHeHko, H., 2025. YkpaiHcbka TenexypHanicTuka sk iHdopMauiiHa 36pos B ymoBax
BillHW. BicHuK KuiBCbKOro HalioOHa/lbHOro YyHiBepcuTeTy KynbTypu i mucTteyts. Cepis: AyaioBidyasnbHe

MUCTeUTBO | BUPO6HMYTBO, 8 (1), €.32-43.

dopmynioBaHHs npobnemu

Mig yac HanWcaHHSA CTaTTi BCE LLE TPUBAE
BillHa B YKpaiHi npoTu arpecopa Pocii, sika
He LUKOoAye CBOIX pecypciB i MeTogiB, LWob
oTpUMaTu nepeBary Ta nepemory. dasnb-
cudpikauis, nponaraHga, KOHTEHT BOPOra,
BUKpUBIEeHi hakTu — Bce Lie 36pos cyvac-
HOI BilHM Nig, Ha3Boto iHcbopmalLlis.

Ons 60poTbbu MNOTpPiIBHO HaB4YaTK cne-
yianictie y ranysi Megia. 3aBasiku poborTi
TenexypHanicTiB cTtae Moxnme dikcy-
BaHHA BOEHHVX 3JI0YMHIB 3 MiABULLEHOHD
6e3rneKoto Yepes 3HaHHS | HaBUYKU, AKUMU
BOHW BOMOSiHOTb, iHaKLIE LMBISIbHI rpoma-
OSHU MOXYTb ony6iikyBaTu iHdopmaL,ito
y Mepexi, HagaBLUKX BOPOroBi 6axaHi faHi.

ToMy BapTO 3a3HauuMTW, WO noTpeba
B crieljanictax €, 60 3aBAAKM LIbOMY po-
MafsHM OTpUMAatOTb NpaBauBy iHopmMa-
Ljito, BogHOYAC BOPOT He MaTMMe GaxaHoro
pesynbTaTy y CBOI MegiafisafbHOCTI, a [0-
KasW, sKi 3ibpaHi, 6yayTb HagaHi gnst Mix-
HapoJHOro cyny 34715 MOKAPaHHS BUHHMX.

AHani3 ocTtaHHix gocnig)xeHb
i nyénikawin

K. AkonsH (2023) posrnspana cneuu-
hiky poboTH BOEHHMX XYpPHaNicTiB nig
yac BiiHM Ha TepuTopil YKpaiHu.

I. 3emnsaHa (2016) mocnigxysana, AKi He-
6e3nekun 3arpoXyroTb XypHanicTy nifg yac
po6oTU B rapsiumx TOYKax, a Takox Hapana
nopagu Ta npaBuna, Aiki 36inbLIaTh LWaHCK
Ha BUXMBAHHS NpaLiBHMKa Megia.

C. Kotnsp Ta . CipeHko (2019) aHani-
3yBanu npobnematuky MofepHisauin
TenexypHanicTtcbkux npaktuk. A. Mep-
BegeBa Ta C. YepHeHko (Medvedieva and
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Chernenko, 2021) BMBYanM o0co6/IMBOCTI
XaHpy iHTepB't0 Ha Cy4yacHOMY YKpaiH-
CbKOMY TenebayeHHi.

C. loHyapyk, B. MapyceHko (2023), O. bes-
pyuKo, 10. LLieuyk, [l. AHapieBcbkuit (Bez-
ruchko, Shevchuk and Andriievskyi, 2022)
JocnifxyBanv BMMB PO3BUTKY TEXHOJIO-
riv Ha mepgia.

L. 3onoTyxiH (2022) posrnsagas BrivMB
i MPUYMHKU UEeH3YpyBaHHS iHdopmMauii
nif, Yyac BiiHU. ABTOp aKLEHTYE, L0 caMe
daxiBLi NOBMHHI KepyBaTu nybiikalieto
B iHcponpocTopi.

0. bespyuko, |.TaBpaH, O.[pabapuyk,
H. KocTiok i I Kot (Bezruchko, Gavran,
Hrabarchuk, Kostiuk and Kot, 2020) no-
cnigxyBanu BaX/MBICTb i4€0NOMYHOMO
CKJIafHMKa MapagurMyv eKpaHHUX MUC-
Teytrs, a O. bespyuko Ta H. CTenaHeH-
ko (Bezruchko and Stepanenko, 2024)
BMBYanM popMyBaHHS Cy4yacHO! HaLio-
HaJIbHOI i4eHTUYHOCTI.

J1. NlemeHTbeBa Ta [. CykoBa (2023) po3s-
rnaganM BaxmMBICTb GopoTbbu 3 chelt-
KOBO iHdbopMalLlieto | HachiaKu, [o AKUX
Moxe npuaBecTu 6e3aisnbHicTb (2023).

Y KOHTEKCTi cy4yacHoro ykpaiHCbKOro
CNpoTUBY MNif 4ac MOBHOMAacLUTabHOro
POCINCbKOro BTOPrHEHHSI B YKpaiHy cTae
aKTyanbHUM  [OCRifXEHHs hbeHOMeHy
XOMO BIfiKyC, SIKUA BUCBITNIMAM B ny6ni-
Kauiax I Yminb, H.Kopabnboea, O. bes-
pyuko (2024) Ta I Yminb, H. Kopabnboea,
0. beapyuko, H. XXykosa (Chmil, Korablova,
Bezruchko and Zhukova, 2024).

B. Kopornb (2016) posrnagaB KOMYyHika-
LlIMHO-KOHTEHTHY arpecito KpeMiBCbKUX
TEXHOJONIB, L0 MarwTb 3HAYHUW BMJIMB
Ha CBIiJOMICTb MepeciYyHUx rpomagsH
HaLLOol KpaiHu.

Danyliuk, V, Filonenko, N. Ukrainian TV Journalism
as Information Weapon in Wartime
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Y KOHTEKCTi [[OCHioXeHHs1 yKpaiHCbKOT
BOEHHOI TENEXYPHaNICTUKN BaXTMBUM
eneMeHTOM € aHanis dikcauil ¢oTto- Ta
Bigeomartepiany. C. Kotnsip, B. Muxanbos,
L. Mepeacnaseub (Kotliar, Mykhalov and
Pereiaslavets, 2022) noeenv BaxMBICTb
orepaTopcbkoi po6oTH B CyyacHUX yKpa-
Hcbkmx Megia. O. bespyyko Ta [. Anicha-
HoB (2024) npoaHanisyBasm cy4yacHi Tex-
Honorii onepaTopcbkol poboTy.

0. NleBueHko, O. binaH (2023) po3rnsHy-
NV TeneBi3ifHY XypHanicTMKy B yMoBaXx
BOEHHOrO0 CTaHy Ta HarosiowyBanu Ha
BaX/IMBOCTI OMaHyBaHHA MNpPodecinHux
HaBMYOK MeJiHUKaMu.

M. Kynsic (2018) pnocnigxyeas ribpuaHy
BilHYy B Cy4yacHOMy CBiTi. ABTOp Hapae
iHdbopMaL,ito, ika MoXe CTaTu B NPUrogi
XypHanicTy Ta pefakTopy.

MeTa cTaTTi — JOCNIAUTU 0COONMBOCTI
poboTU BOEHKOPIB, NpaBuia, MOXIUBO-
CTi Ta 3aBOpoHU B cy4yacHOMy iHopMma-
LitHoMy nosi, NpoaHaniayBaTu acnekTu
BMJIMBY TXHbOI [ListSIbHOCTI Ha cycnifb-
CTBO, [OBECTM BaX/MBIiCTb poboTu cre-
uianicTiB nig 4Yac BiHW Ta 036pOEHUX
KOHNIKTIB MiX gepXaBamu.

OCHOBHUI MaTepian foCNiAKeHHSA

BoeHHa TenexypHanicTuka € BaroMmm
CcKJIafHMKOM Mefia, ofHaK creuianictu
oTpUManu CcBi PO3BUTOK JiMLIE MicAs
BTOprHeHHst Pocii. Monpu 3apomeHHs
Megia we B 1991 poui, konu YkpaiHa cTa-
Nla He NPOCTO [EepXaBoto, a HE3aNIEXHO0
KpaiHoHo, W0 MaJso CMoHYKaTu pO3BUTOK
i BiJOKPEMJIEHHSI HaLliOHaNbHOro Bif 3a-
KOpAOHHOro. BapTo akueHTyBaTu, WO
HaLuioHaNbHi Mefia Manu He TakU 3Ha-
YHUI PO3BUTOK, SIK POCINCHKI.

B. Koponb (2016, ¢.136) y cBoeMy pno-
cnipxeHHi  «KOMYHiKaLiAHO-KOHTEHTHI
arpecii KpemJsi: xapakTepucTuka, TeH-
[OeHuii, opraHisauis cnpoTuMBy» Harono-
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wye: «KomnnekcHe 6araTopiBHEBe MNpo-
CyBaHHS pisHobopMaTHUX NpPo6eM, TeMm,
inen, dyHoamMeHTanbHUM NiArPYHTSAM
AKMX € i1e0NoriYHUN KOHLEeNT “pycbKoro
Mupa", 3hiAcHOBanocs [ns KoMyHika-
TMBHOIO NMPOHWKHEHHSI B Pi3Hi couiasnbHi
BEepCTBU YKpaiHM 3 METOK YHEeMOXJn-
BMTMW HalUiOHaNbHU/A CNpPOTMB Ta NoBep-
HyTW Ti Ha op6iTy pociiicbkoi iMnepii».
Y cBoiit poboTi «[iBpuagHa BilHa B cy4yac-
HOMY CBITi. LLlo Npo Hel MOBMHEH 3HATH
XypHanicT i pegaktop?» . Kynsic (2018,
c.19) 3a3HaumB, WO «BiiHY 3 YKpaiHO
KepiBHULTBO Pocii rotyBano npuHanm-
Hi 10 pokiB». 3i CKa3aHOro BULLE MOX-
Ha 3pOo3yMiT, LLO Bif caMoro no4vaTky
iCHYBaHHSI YKpaiHu sk HesanexHoi pep-
XaBu BinbyBaeTbcs iHpopmMauiiHa BiR-
Ha, B AKii, Ha Xanb, Ao 2014 poky Hauio-
HaJlbHUN KOHTEHT NporpaBaB BOPOXOMY.
Mepwnin BaxIMBUN MOWTOBX Y PO3-
BUTKY BOEHHOI TeNeXypHaniCTUK1 npu-
naB Ha 4ac AHTUTEPOPUCTUYHOI orne-
pauii (ATO) i onepauii 06'egHaHNUX cun
(00C). 3acobu MacoBoi iHdopMaLil
(BMI) OGynu BUMYyLLEHI po3noyaTu Mo-
LYK BOEHKOPIB, AKi A0 BTOPrHEHHA He
Manu Takoro nonuTy, yepes wWo npode-
CiMHICTb | Npaue3paTHICTb cneuianicTiB
Morna noctpaxgpaTu. 3BepHeMO yBary
Ha Te, wWo K. AkonsH (2023, c.6) y cBoe-
My pocnifkeHHi «MefjiaeTvka BOEHHOro
yacy: BiliCbKOBa >XypHanicTuka B YyKpa-
THCbKO-POCICBKIN  BilHI»  3a3Havana:
«[10 2014 poky YkpaiHa He 6yna KpaiHoto,
wo Botoe. Tox 6arato Yomy yKpaiHCbKUX
XYPHanicTiB y NoroHax HaB4ana “4yxa"
BillHa, a came y4yacTb y MWUPOTBOPYMX
KOHTUHreHTax, 3okpemMa y lOrocnasii un
Mpys3ii. A rofoBHO X 36poeto Bynun 3Hi-
ManbHa TexHika, apkylw nanepy Ta ro-
CTPO 3aTOYEHUN OJliBELIb».

Takox K. AkonsH (2023, ¢.6) cTBepaxy-
Basa, WO He BCi Manu 3Mory oTpumatu
npakTMYHUIA pocBifg poboTu B ekcTpe-

Hanuntok, B., ®inoHeHko, H. YkpalHcbka TenexypHanictnka
AK IHDOPMaLliiHa 36post B YMOBaX BiHM
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MaJlbHMX YMOBaX, HaBiTb KONIM pO3Mo-
yanacs BitHa y 2014 poui. bynu 1 Ti, xT0
CTBOPIOBAB HOBWHK, CMMPaAKOYUCb Ha
3BiTM [eHepanbHoro wrtaby, a 24 noToro
2022 poky Bneple CcTanu CBigKamu
36poWiHOT arpecii 3 BNacHUX 4O0MIBOK.

JouinbHo 3ayBaXuTW, WO iCHYBaHHSA
MOHATTA BOEHHOI XXYPHaNiCTUKM csrae
nepiony XeHeBCbKMX KOHBeHUin. Tak,
cTaHoM Ha 2023 pik y MixHapogHoMy
KomiTeTi YepBoHoro Xpecta 3asHaua-
€TbcA, Wo npeactaBHukn 3MI, 3Haxo-
OSluNCb Yy 3arposniMBux npocdpeciHux
BiAPSOXEHHSAX, Y 30Hax OonoBuUX fiN,
BU3HavatoTbecs |. [lopaTkoBMM MpoTO-
KOJIOM [0 )XXeHeBCbKUX KOHBEHLN Bif
12 cepnHa 1949 poky. Lle Takox cToO-
CYETbCS 3aXUCTY XEPTB MiXHapPOLHUX
36poMHMX KOHNIKTIB Big 8 4epBHS
1977 poKy fIK UMBINIbHUX OCi6 Yy 3HAYeH-
Hi NyHkTY 1, cTaTtTi 50 3ragaHoro AoOKy-
MeHTa MixHapogHoro KomiteTy YepBo-
Horo XpecTa (Protocols additional to the
Geneva Conventions of 12 August 1949,
2010, p.9). TenexypHanictm KOpUCTy-
IOTbCA 3aXUCTOM 3rifHO 3 KOHBeHLi€t0
Mpo 3axWUCT LMBINIBHOrO HaceNleHHA nifg
Yyac BOEHHUX i 32 YMOBM, LLLO BOHU He
UMHATb HECYMICHOro 3i cTaTycoM Uu-
BiNlbHMX ocib, a came: He BepyTb y4YacTb
y BefeHHi 60M0BUX i, He 3aCTOCOBYOTb
36poto, He 3aMMaloTbCs PO3BiAyBasib-
Hoto gisnbHicTio (2010, ¢.9).

BaxnMBO po3rnsiHyTM 3arasbHi MpUH-
uMnM Ta nNeBHi nNpaBuna KOHBEHLi,
a came: «Bucoki [loroipHi CTopoHu 30-
6oB'A3yt0TbCA MoBaxaTun i 3abesneuy-
BaTU [OTPMMaHHA Uboro lNpoTokony 3a
Oynb-aknx ob6CcTaBWMH; Yy BuMnagkax, He
oxonyieHux UMM lNpoTokonomM abo iHLWK-
MW  MiXHapoOgHUMK Yyrogamu, UMBINb-
Hi ocobu Ta kombaTaHTU 3anuLalTb-
cs nif 3axuMcToM | BNagow NpuHUMMIB
MiXXHapoAHOro npaea, L0 BUMIMBAKOTh
i3 BCTAHOBNEHUX 3BWUYAIB, MNPUHLUNIB
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rYMaHHOCTI Ta BeJiHHA CYCNifibHOI CBi-
nomocTi» (Protocols additional to the
Geneva Conventions of 12 August 1949,
2010, p.10). Takox cnig poO3rAsHYTU
[OJaTKOBY YacTUHY MPOTOKOMY, B AKIN
3a3HayeHo, WO «CUTyauii, 3ragaHi B no-
nepegHbOMY MyHKTI, BKHOYaOTb 036po-
€Hi KOHMNIKTK, B IKUX Hapoau 6opoTb-
CA NPOTM KOJOHIAJIbHOr0 MNaHyBaHHSA
i YyXKO3eMHOI oKynauii Ta NpPOTK pacucT-
CbKUX PeXMMIB Y 3[iANCHEHHI CBOro npa-
Ba CaMOBM3HaYeHHs, AK Lie 3aKpinnaeHo
B CtaTyTi OpraHisauii 06'egHaHux Hauin
i Jeknapauii npo NpUMHUMUNK MiXHapo4-
HOro mpaBa, WO CTOCYHTbCA [APYXHiX
BiIHOCUH i cniBpo6iTHMUTBa» (Protocols
additional to the Geneva Conventions of
12 August 1949, 2010, p.10).

OTXe, 3aXMCT TenexypHanicta Ha CBi-
TOBOMY PiBHi € BaXX/IMBUM aKTOM 3asisl
36epexeHHsl XXUTTSA B pasi eKkcTpeMalb-
HUX | HenepepbadyyBaHUX cUTyauilt, AKi
MOXYTb BUHUKHYTU B By[ib-AKUIA MOMEHT
IXHbOro NpochecinHOro BiAPSAOKEHHS.

BapTto norogutucs 3 BUCHOBKaMM
MixHapogHoi depepauil  XypHanicTis
(M®X), ykpalHCbkMx TBOpYMX | npo-
decifiHuX cninok, HaBegeHux y poborTi
M. BypomeHbckoro, C. LLTypxeubkoro,
E. bniz (2016, c.21) «beaneka xypHanic-
Ta nig Yyac poboTu y 30Hi KOHpNIKTY Ta
BUCBITNIEHHSA BOMOBUX [Lil», y AKiN Haro-
NOLLEHO, WO «KOJEH penopTax He Bap-
TYE XMUTTS XypHanicta». Yacto mepin-
HUKU WOYTb Ha CaMOMOXepTBY 3apagu
Toro, wob noan 3Hanu npaegy i posy-
Minn Bci nopgil HaBiTb MOMPU BOPOXY
nponaraHgy, ane € MeToau, siki MOXYTb
NiABULLMTY LLIAHCU Ha BUXXMBAHHS.

Y pocnigxeHHi «XypHanicT i (He) 6es-
neka» |. 3emnaHa (2016, ¢.107) 3a3Ha-
yae, Lo He MOXHa BpaTu HiYoro, Lo Mae
KaMydIbOBaHUIM MPUHT, W06 MepifHuKa
He ipeHTUdiKyBann sk npefcTaBHUKA
BINCbKOBMUX CTPYKTYp. fK 3ayBaxye aB-

Danyliuk, V, Filonenko, N. Ukrainian TV Journalism
as Information Weapon in Wartime
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Topka, poboTa XypHanicta CynpoBoOf-
XYETbCSl NMOCTiNHOI Hebe3nekoto i ans
Toro, wob6 36epertm XuTTs, 0COBMMBO
B eKCTPEHUX CUTyaLifix, NoTpibHO mifaTu
3a BKasaHWMU Nopafamu Ta npaBuiamu.

L. 3onoTyxiH (2022) y cTtatTi «LLo KOH-
KpeTHO (i 4oMy) He MOXHa MOBigOMIISA-
TW | nokasyBaTu B Mefia nig 4yac BilHW»
3a3Hauag, Lo Kosm BiabyBaeTbCs yaap no
TepuTopii, € UMOBIPHICTb TOrO, LLLO L& XTOCb
Moxe 3acpikcyBaTun i ony6nikyBaTu B iH-
TepHeTi, AaBwu Bopory iHdopMaLito npo
BNyYaHHs. 3aBASKM TakUM [LisiM arpecop
OTPVMYE [aHi BAyYaHHs, L0 noneruye im
poboTy Ta 36inbluUye LWAHCK Ha MOBTOPHY
aTaky BXe 3 BifIbLLOK CUJTOH i LUKOAOHO.

BapTo nmoroguTtucsl i3 TBEPOXEHHAMMU
0. lleBueHko Ta O.binaH (2023, c.23),
BUCMOBNEHNUMU Yy CTaTTi «TenesisinHa
XypHanicTuka B yMOBaX BOEHHOrO CTa-
Hy», WO BMiHHA TpumaTtu cebe B pykax,
LOfAaBIUM [0 LUbOrO BJlaCHe LEH3YpYy-
BaHHSl, [OMOMOXe MefinHuKy: «Kpalue
3aTBepA)XyBaTU Ta Y3rofxyBaTu nybni-
Kauil, Konu iaeTbcs Npo Hacnigky ypa-
piB BOPOra, i3 perioHasnbHUM BiiCbKOBUM
KEpIiBHMLTBOM, a TAaKOX i3 peflakTopamu
TenekaHany. Tofai norodXeHHs Ha nyo6ni-
Kauito iHdbopmaLii o3HayaTMMe, WO CuU-
Tyauisi nig CTOBIACOTKOBUM KOHTPOJiEM
i Ginbwe wkogu He Gyne 3aBAaHo. <..>
0060B's13KOBO Mae 6yTU [03BiN Ha 31OM-
Ky i OCTyn Big KOMaHAupa nigpo3ainy».

BUCBITNEHHA HOBWHM, L0 He Mpouwna
eTanu [03BOJIB i NepeBipoK, MoXe Ao-
noMorTu arpecopy B 360pi Ta aHanisi
baHux, siki Hagani 6yoyTb BUKOPUCTOBY-
BaTUCA NPOTU YKpaiHW.

0. Jleuenko Ta O.binaH (2023, c.24)
TaKOX 3ayBaXyloTb: «Y CBIiTi € HagMipHa
KiflbKicTb iHdbopMalLii, o He BignoBsigae
pificHocTi. MmeTbes Npo TekcTu Ta Bifeo,
AIKi He nepeBipsOTbCA abo X HaBMUCHO
CMOTBOPHOOTLCA. ICHYIOTb CUCTEMHI gl
opraHisau,ii, Lo MatoTb Ha METI BIJIMHYTK
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Ha MacoBy CBIQOMICTb, i Lie cTae Hebes-
neyHum». MpoOTAroM LbOro Yacy mpawto-
I0Tb MeiNHMKK, AKi, PUSMKYIOUM CBOIM
XUTTSIM, 36upatoTb Baxnuey iHdopma-
Uito, pikCcytoTb BOEHHI 3710YMHK, MOpPY-
LLUEHHS 3aKOHY, Wo6 rpoMaasiHn YKpaiHu
i NoaM iHWKX KpaiH, siki cnocTepiratoTh 3a
BCiMa fissMn 060X CTOPiH, 3HaNW, WO Bif-
6yBaeTbca. C. MoHYapyk Ta B. MapyceH-
ko (2023, ¢.172) y cBOEMY [OCHIOXEHHI
«BnnuB TexHonorii Ha pPo3BUTOK EKpaH-
HOro MOBJIEHHA» 3asHavanu: «lHTepHeT
Mae nepe.ary B onepaTvMBHOCTI nepepaui
iHdopMmalil. IHTepHeT fae 3Mory MuTTe-
BO NepemMuKaTy BiTBOPEHHA Bifeo 3 0fi-
HOro NPUCTPOHO Ha iHLLNIY.

Cnifi 3a3HaunTW, LLO Cy4YacHa BOEHHa
TenexypHanicTuka oTpumana Habarato
Ginbllie MOXIMBOCTEN 4Yepes pPO3BUTOK
TEXHOJIOT i, OCKIJIbKK 3BUYaNHUIA ragXeT
MOXe 3acdpikcyBaTU BOEHHI 3/104MHU Ta
iHWY BaxnuBy iHcbopmauito. Takox Byna
nposefeHa poboTa 3i CTBOPEHHA KO-
MiTeTiB, npaBus, 3acobiB 3axucTy, LWob
npocbecinHo HaBYeHi Ta MigroToBseHi
noan Manu 3Mory 36upatu, 06pobnsaTu
Ta BUCBITNIOBaTH iHchbopmMaLito. ToMy Lo
nepeciyHni rpoMasiHUH MOXe 3aLlKOo-
ONTKN poboTi MedilHMKa i HaBITb Npu3Be-
CTW OO HEeBigOMMX Hacnigkis, onyoniky-
BaBLUM iHOpMaLLito B iHTEpPHETI.

H. NMigMorunbHa Ta A. Haypysos (2019,
€.62) y cTaTTi «YKpaiHcbka BilicbkoBa
npeca: BignNoBiAHICTb Yacy» Haronouly-
Banu: «3 2014 p. B YkpaiHi Hag3Bu4YanHo
3aTpebyBaHMMU € MaTepianv Ta BUOAH-
HSl, 3MICT SIKUX MOB'I3aHUNA 3 BOEHHUM
KOHNIKTOM Ha Cxogi YkpaiHu. CTaHOM
Ha 2018 pik — 3a pesynbTaTamMu couio-
NIOTIYHMX OMUTYBaHb — TFOJIOBHOK MpPO-
671eMoto cyyacHOT YKpaiHU pecnoHAeHTH
HasBanu came KoHGNIKT Ha [oHb6aci Ta
JlyraHLwuHi».

BapTo 3BepHyTU yBary Ha nymky C. lo-
peBanoea Ta H.3wukyH (2013, c.250),

Hanuntok, B., ®inoHeHko, H. YkpalHcbka TenexypHanictnka
AK IHDOPMaLliiHa 36post B YMOBaX BiHM
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WO po3BMTOK i BMIMB 3acobiB Maco-
BOI iHpopMaUii Bigirpae BaxnvBy poJsib,
OCKiNlbkM CcTae 3acoboM [OCArHEHHSA
BOEHHOI 0e3neku p[epxaBu, MOCUIIEH-
HSA [OeMOoKpaTii B CYCMinbCTBi, @ Takox
€ BaXJIMBUM KOMIMOHEHTOM KOMYyHiKa-
uii. ABTOpU cTBEPAXYHOTh: «lHpopMaLis
B YMOBaX BiliCbKOBOI AisifIbHOCTi HabyBae
ocobnmBoro ceHcy». Bapto norogutucs
3 gymkoto H. MigmMorunbHoi Ta A. Hay-
pysoBa (2019), BUCBiTNIeHOIO B POBOTI
«YKpaiHCcbka BilicbkoBa npeca: Bigno-
BiAHICTb Yacy», Wwo o 2014 poky Benunky
yacTky edpipy 3aliMaB came pOCINCbKUMI
KOHTEHT, KpiM Toro, B echipi ayxe pigko
3ByYana pigHa moBa. lMicna 2014 poky
noyano 3'aBnsatuca OGinblue He3anex-
HUX CTyHin, siKi 3aiManucs po3BUTKOM
i nybnikauiero yHikanbHOro yKkpaiHcbKoro
NPOAYKTY, AKMIA 3rofoM Movanu TpaHc-
NOBaTM i 3a KOPAOHOM.

K. AkonisiH (2023 ¢.17) TakoX CTBEPOXY-
Bana, Wo «BilHa, ika Tpmeae 3 2014 poky,
nepeTBopuNiia YMMano YKpaiHCbKUX Xyp-
HanicTiB Ha BOEHHWX KOPECMOHAOEHTIB.
36pOoNHI KOHpNIKTU BUBENU BOEHHY XYp-
HanicTUKy Ha abcoNOTHO HOoBWI LAGesb
PO3BUTKY, fie 00 CNPaBXHIX BOEHHUX XYyp-
HanicTiB y MoroHax fJonyyunacs Koroprta
UMBINbHUX NpefcTaBHUKIB 3acobiB Maco-
BOI iHcbopMaLil, SiKi NpaLtoroTb Ha BilHI».

3 ornagy Ha 3a3HayeHe Crif 3BepHY-
TN yBary, Wo YkpaiHa He € BUHATKOM
3 NpaBwWI | TaKOX LOTPUMYETLCS CBITOBUX
CTaHAapTIB 3aXMCTY TeNeXypPHanICTIB, Lo
3HaXo4ATbCA Yy 30Hax OoMoBWMX Ain, SAKi
HanucaHi B |. [lonaTKOBOMY MpPOTOKON
10 YXeHeBCbKUX KOHBEHLiN Bifg, 12 cepnHs
1949 poky.

[0NoBHMM eTanoM po3BUTKY CTaB Yac,
KONM posrnoyasnocs MoBHoMacluTabHe
BTOpPrHeHHsi Pocii B YkpaiHy. 3aBAasiku
npayiBHMkam Mepgia 6yno 3adhikcoBaHo
i BUCBIT/IEHO BOEHHI 3/104MHU, TOMY CBIT
3Hae npaspy. Hapasi TenexypHanictu

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

2025+ 8(1) - pp.32-43

3alMMatloTb BaX/UBY Posib Y Uil BiliHI, 60
3aBASKN IM € PO3YMiHHA TOro, W0 Biaoy-
BaeTbCs Ha OPOHTI.

Y cy4yacHoMmy cCBITi BilHM BefyTbCsi He
Ti/IbKM 3a 00MOMOIOH0 BiCbKOBOI TEXHi-
KM i conpariB, a TakoX 4yepes iHdopMa-
Ljit0, 30KpeMa KOHTEHT, IKUM NMOYMHAOThb
3anoBHOBaATM  MegianpocTip. Bigno-
BigHO, 3'ABNAOTLCA BeNn4YesHi obcarn
HenepeBipeHOro MarTepiany, BUKpUBIe-
Hi dbakTW, nponaraHga, WO 3MYLIYHOTb
CYyCMiNbCTBO TPUBOXUTUCS, CYMHIBaTUCSA
i HaBiITb He Po3yMiTW, fe caMe MpaBpAa.
Takun cneuynddiyHmin Bug 36poiHMUX KOH-
dnikTiB icHye gaBHO, i Wwo6 GopoTucs
3 HMM | NepemMaraTu, NOTPIBHO He TisIbKK
CMpoCTOBYBaTHU faHi, ki ny6bnikye Bopor,
a TakKoX CTBOPOBATU BIACHUNA KOHTEHT,
AKWMN CTaHe SIKICHUM 3aMiHHUKOM BOpO-
xoMmy (Bezruchko and Stepanenko, 2024).

BapTo 3BepHYyTM yBary Ha JOCHIA)XEHHS
l0. bBabeHko (2006) «lHdopmauiiHa Bii-
Ha — 36p0si MacoBOr0 3HULLEHHS!», Y KO-
My 3asHayeHo. «MeTta iHdopMaLinHOT
BilHM — nocnabutu MopanbHi i MaTepi-
anbHi cUNM CynpoTUBHMKA abo KOHKYPEH-
Ta Ta MOCUNUTKM BnacHi. BoHa nepepnbavae
3axofM nponaraHAUCTCbKOro BMJIMBY Ha
CBiJOMICTb JNOOMHM B i[€OJIOrYHIA Ta
eMOLiiHIN ranyssx». KpiM Toro, aBTopka
3a3Hayvae, Lo «pyWHYyBaHHS, SIKUX 3aB-
[0atoTb iHpopMaLifiHi BiHM y cycnifnbHiN
Ta ncuxonorii ocobu, 3a MaclTabamu
i 3@ 3HAYEHHSM UINKOM cniBMIipHi, a ya-
COM i MepeBULLYIOTb HacnigkM 36ponHUX
BiH». OTXe, cyyacHa arpecia nobyposa-
Ha He NvLle Ha fiax apmii, a 3anyyae Be-
JIMKY KinbKiCTb Pi3HUX MefifHKKIB, AKi 3a
JOMOMOrol CTBOPEHOr0 HUMMU KOHTEHTY
MaHinyntooTb iHopMalieto | BBOAATb
B OMaHy LMBINIbHE HaceeHHs | conpaaris.
Yepes 1o rpoMagsHu MOXYTb po3mnoya-
TV OMBEPCIVHY AifNbHICTb NPOTU BRACHOI
KpaiHW, HaBiTb HE PO3YMitouu, L0 X BUKO-
pvcTanu Boporu.

Danyliuk, V, Filonenko, N. Ukrainian TV Journalism
as Information Weapon in Wartime
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Cnin noroguTucs 3 TUM, WO BaXJM-
BY ponb Bifgirpae came pesiHdopmalis
i MPUCYTHICTb B POCIACHKO-YKpaiHCbKiN
BilHi BENMKOT KifIbKOCTi cpeikoBoTl iHpop-
Mauii. Y HUHIWHIX peanisx NpoTUAIaTY in
ayxe Baxko. 3okpema, J1. JemeHTbeBa
Ta [.CykoBa (2013, c.11) 3asHavaroTh,
Wo «afns YkpaiHu gesiHdopmauia 3anu-
LIAaeTbCA CEPMO3HOK 3arpo3o, apxe
caMe BOHa cTasnia OfHWUM i3 FOfIOBHUX iH-
cTpyMeHTIB Pocincbkoi depnepadii nig yac
ribpuoHoi BiHKW. |HcbopMaLiiHuiA BNMB
Moxe OYTU HaCTiNbKM MOTYXHUM, L0 3a
noro gornomoroto Pocii BAaeTbcs He nuile
3MiHIOBaTW HACTpOI yKpaiHuiB, a 1 BNAn-
BaTM Ha cycninbcTBo €Bponu Ta CLLIA».

MepfifiHUKK, CTBOPIOOYN KOHTEHT AJis
TenebayeHHss 3 MeTow gesiHdopmalii,
MOpPYLLYHOTb HOPMMU XYPHaniCTCbKOT eTu-
KW | BUCBITNEHHSA iHdopMaLil B Lisiomy.
K. AkonsiH (2023, c.11) 3a3Hayvae: «Xyp-
HanicTcbka eTuka ue Hacamnepep,
BHYTPILLUHI NepeKoHaHHs TUX, XTO 0bpaB
cobi e pemMecno, iXHE PO3YMiHHSA TOrO,
LLLO MOXHa i YOro He MOoXHa pobuTu». [lo
CKasaHoro cnif pgojaTtu, WO «KypHa-
NiCTCbKi €TUYHI HOPMM MatTb Ha MeTi
3axuaTi CycrninbCTBO BifJj 3/T0BXMBaHb
3MI, a Takox po3B'A3yBaTU KOHMMIKTK
B cepepoBuLi XypHanicTie. LLlogo xyp-
HanicTcbKOl eTUKM, TO BOHa nepenbayae
Hacamnepepn BignoBifanbHICTL nepen
ayaouTOpiel0 3a NpaBAMBICTb, MOBHOTY
" 06'€KTMBHICTb OnputoaHeHOT iHdop-
Mauii» (AkonsH, 2023, c.11).

Takox oKpemoi yBarm 3acfyroBsye
XypHasnicTCbka €eTuKa, fika € BaromMor
YaCTMHOK BOEHHOI TeseXypHaniCTUKM
i Mac-Megia B LisioMmy. Baxnuneso posrns-
HYTU feKinbka i npaBun: «cBoboa cnosa
Ta BUCNIOBJIIOBaHb € BarOMUM CKaJHM-
KOM [iNIbHOCTI XYypHanicTa; XypHanicT
He NOBMHEH BWKOPUCTOBYBATM He3a-
KOHHI MeTogM OTpUMaHHS iHdopMmauir,
6es3nigcTaBHi 3BMHYBaYeHHS — cepilo3He
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MOPYLLEHHS, XYPHanNicT Mae 3 NoBarok
CTaBUTMUCA [0 NPUBATHOIO XMUTTA NOAU-
HU; pakTK MatoTb BYTU YITKO BigoKpeM-
NeHi Bif CyOXeHb i NpunyLweHb, Nornagu
OMOHEHTIB MatlTb OyTU npepcTaBneHi
36anaHcoBaHo» (AkonsH, 2023, ¢.12).
MoxHa cTBepaXyBaT, WO iHopma-
Lis — ue noTyxHa 36posi, KoK B cyvac-
HOMY CBiTi BOPOIM aKTUBHO KOPUCTYHOTb-
CAl, MOPYLUYIOYN BCi BiAOMi €TUYHI HOPMMU
i po3rongyoun cTabinbHICTb B HaLUii Kpa-
Hi. YKpaiHa € npuknagom Toro, K JIerko
BTPanuTWM B MacTKy BOPOXWUX KpaiH, fiKi
MoYMHalOTb 4Yepes3 PpisHi TOK-LIOY, Mpo-
rpamMu, HOBWHM PO3MOBCHAXYBAaTU Ma-
HINYNsSTUBHI MecedXi Ta BMMBaTM Ha
CYCNifIbCTBO, SIKWIO POKaMW He pO3BU-
BaTW BJlacHWM MegianpocTip. Ha anb,
YKpalHCbKUIA MefianpocTip OTpUMaB CBil
6YpXJIMBUIA PO3BUTOK NULLIE B YacK NMOBHO-
MacLuTabHOro pocificbKoro BTOPrHEHHS.

BucHoBku

OTxe, BilHa B YKpaiHi nokasana Bax-
nuBICcTb npodbecii TenexypHanicTiB, SKi
MOXYTb CTaTu «36poeto» B iHhopMaL,ini-
Hin BiNHi 3 Pocieto. CTaHOM Ha 2024 pik
MeAiNHMKKN BiQirpaloTb BaXIUBY PoJib
y 6opoTbbi 3a npaBaMBe BUCBIT/IEHHS
nogiii, TOMy L0 MallMHa nponaraHgu
Ta pAesiHdopmauii Bopora po3noBcCto-
KY€ CBIill BMJIMB He TiNIbKW Ha yKpaiHUiB,
a  Ha Becb CBiT, HaMararu1cb NpUXoBa-
TV npasay.

BapTo 3a3HauuTK, Wo npodecia BOEH-
HOro TenexypHanicTta i pobota 6e3noce-
penHbo y 30Hax BoloBuKX Ll NoB'A3aHa
3 BUCOKMMM pU3MKaMU OTpUMaTu nopa-
HeHHs. HeGe3neka, Ha siky Hapaxae cebe
npayiBHMK Mepfia, Moxe 3abpaTu ioro
XUTTA, ane caMe 3aBAAKU LN fifASIbHOCTI
CBIT [Hi3HAeTbCA MPO 3JI0MMHW, SIKi Bif-
OyBaroTbCs, i Le MOXe CTaTu [0Ka30M
y ManbyTHbOMY cya,.

Hanuntok, B., ®inoHeHko, H. YkpalHcbka TenexypHanictnka
AK IHDOPMaLliiHa 36post B YMOBaX BiHM
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Abstract

The purpose of the article is to explore the peculiarities of military TV journalists' work, rules, opportunities
and prohibitions in the modern information field, to analyse aspects of their impact on society, and to prove
the importance of the work of specialists during war and armed conflicts. Research methodology. The article
uses the following methods: theoretical — analysis and review with subsequent analysis, identification of
important aspects of the impact and reactions of people, comparison of the quality and significance of the
work of specialists in different time periods, identification of key events that influenced the work of military
commanders and military television journalism in general; systematic — the events covered by various
media related to the activities of media professionals in dangerous places, in particular in Ukraine, were
reviewed step by step and thoroughly investigated; comparative — parallels were drawn between the work
of a specialist and the actions of civilians. Scientific novelty. For the first time, a study was conducted
that covers more than one time period of the development and decline of military television journalism,
analyzing in detail the work of specialists. This study can be used to warn future TV journalists who want to
become war correspondents that it is dangerous and the responsibility is great. At the same time, the article
can serve as introductory material for future specialists in this field. Conclusions. The article analyzes
various publications, documents, manuals, and books. The study helps to understand the importance of
training future war correspondents. It has been established that self-censorship is crucial during wartime
or armed conflicts. The analysis also made it possible to understand that sometimes difficult choices will
have to be made, in which people's lives may be at stake.
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Abstract

The purpose of the article is to show the close ties between Lesia
Ukrainka's literary works and choreographic, musical, stage, and audiovisual
arts and outline the directorial means of adapting poetic texts by means of
screen, musical, stage, and choreographic arts. Research methodology. The
article uses general scientific methods (induction, deduction, comprehensive
art historical analysis, synthesis). This made it possible to comprehensively
analyze the historical and cultural background of the problem under study.
The study used the methods of systematization and generalization to argue
for the originality of the phenomenon of choreography in the context of the
stage, music, and screen arts. The scientific novelty of the research is to clarify
the specifics of directorial activity through the coverage of the film adaptation
of Lesia Ukrainka's literary works using the means of choreographic art.
Conclusions. It is substantiated that the use of expressive means by directors
and choreographers that provide the chronology of image creation (long shots,
intra-frame editing, acoustic, light and shadow effects) is evidence of a high
degree of skill in screen, stage, and choreographic art. It is proved that the
screen creativity of directors contributes to the wide popularization of ballet,
stage, and musical art.

Pohrebniak, H., 2025. The life and creativity of Lesia Ukrainka through the prism of choreographic art:
screen and stage discourse. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art
and Production, 8 (1), pp.44-59.

Problem Statement the poetess and her unique personality

are of interest to the general public,

The lively interest in the life and work of  scientists, and representatives of various
Lesia Ukrainka has not disappeared for types of art, in particular, stage, screen,
many decades. The creative heritage of and choreography. Another proof of the
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significant attention paid to the figure of
the writeris the ballet performance “Lesia",
created by “Ukrainian choreographer
Artem Shoshin to Franz Schubert's music"
(Kachkovska, 2025). The premiere of the
performance took place in January 2025.

It should be noted that dance (despite
the writer's poor health) has always
occupied a significant place in Lesia
Ukrainka's life. Therefore, in many of
her works, the characters are related to
choreography and have their own bodily
“code of expressiveness" (Zabuzhko,
2007, p.178). The study of this problem,
in our opinion, requires new scientific
explorations in the field of stage, screen
and choreographic art. After all, the
poetess's literary works were adapted to
the plane of the stage and screen using
the expressive means of these arts.

Recent research
and publications analysis

0. Afonina, V. Aksiutina, O. Babii, L. L. Dolo-
khov, M. Korostelova, I. Morozova, A. Pash-
chenko, A. Pidlipska, M. Pohrebniak, D. Sha-
rikov L., K. Stanislavska, Yu. Stanishevskyi
L. Tarasenko Vyshotravka devoted their re-
search to the problems of adapting ballet
performances in screen and stage space.
Over the 130 years of cinema's existence,
artists from many countries worldwide have
created dozens of films dedicated to the
work of ballet premieres, prominent chore-
ographers, and ballet troupes. M. Korostelo-
va (2018, p.1) points out that "an import-
ant direction of modern research is to
consider the relationship between tradi-
tions and innovations in the context of
the general development of choreogra-
phy (phylogenetic perspective) and the
specific process of interpretations in re-
constructions, revisions, and productions
by postmodernist ballet masters (onto-
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genetic perspective)". The researcher is
convinced that “a detailed understanding
of various artistic processes that have
taken place in the ballet theatre in recent
decades will contribute to the identifica-
tion of modern trends in choreographic
art and the prediction of vectors for its
further development” (Korostelova, 2018,
p.1). V. Aksiutina (2021), in the article “The
Aesthetic Category of the Comic in the
Musical Characterization of Characters
(on the Example of Yuri Shevchenko's Bal-
let “Pinocchio and the Magic Violin")" ex-
amines the synthetic nature of ballet in
the context of musical, stage, and screen
arts. 0. Afonina (2020), in the article “The
Musical Basis of Modern Ukrainian Bal-
lets", writes that composer Volodymyr
Shevchenko, in the new ballet "Chasing
Two Hares", chooses "as the leitmotif of
the ballet the song by Vadym Homoliaka
to the words of Yevhen Kravchenko A. Ca-
nary Flies in the Sky from the famous film
Chasing Two Hares.

L. Vyshotravka (2020, p.136), in the
article "On the history of the film adap-
tation of the first Ukrainian television
ballet film Lilia, explores the historical
and cultural origins of the appearance of
ballet on the screen. The author points
out that "in the era of silent cinema, the
first experience recording dance move-
ments on film belonged to choreogra-
phers L. Myasin, M. Grekhm, V. Koralli. In
1908, cinematographer O. Drankov filmed
a performance by I. Chistyakov's troupe
and released it for wide distribution un-
der "Pierre and Pieretta." The research-
er notes that “with the development of
television, dance was actively involved in
developing a new means of mass com-
munication." The researcher also adds
that "“from the Soviet television experience,
it is known that the first dance numbers
appeared on television in documenta-

Pohrebniak, H. Life and Creativity of Lesia Ukrainka Through the Prism
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ry recordings as early as the turn of the
1930s and 1940s. Scenes and fragments
from ballet performances were recorded
primarily for newsreels. In Ukraine, these
were “Soviet Ukraine”, "Youth of Ukraine",
“Art of Ukraine", "Ukraine Today", "Mill", and
“Pioneer" produced by the Ukrkinokhroni-
ka studio (Vyshotravka, 2020, p.137).

A. Pashchenko (2014), in the arti-
cle "Motives and Images of the Kobzar",
writes that Lilia is the first Ukrainian film
ballet that became a model of the genre
and gained recognition in the USSR and
abroad". The author analyzes ballet
productions adapted for the screen, in
particular, the film-ballet Lilia, and also
points out that despite the fact that “the
film quite successfully conveyed the
dance using cinematic means: a change
of plans, a beautifully shot nature, a suc-
cessful colour solution <...>, Lilia did not
avoid the phoney elements of the land-
scape — a painted sky, an artificial tree
on the heroine's grave, etc.; individual
scenes are marked by theatricality, in
particular, the episode of the uprising”
(Pashchenko, 2014).

The purpose of the article To identify
connections between the literary works
of Lesia Ukrainka and choreographic,
musical, stage and audiovisual art and to
determine directorial methods of adapt-
ing poetic texts through the means of
ballet, theater and screen.

Main research material

In the early years of cinema, filmmakers
tried to capture dances, ballets, or choreo-
graphic numbers on film. In 1894, T. Edi-
son filmed the story The Snake Dance
performed by dancer A. Whitford-Moore
and demonstrated it using a Kinetoscope
of his production. J. Melies invited the
Italian ballerina P. Legnani to the filming
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of the film Cinderella in 1899. He suc-
cessfully used fragments from the ballet
of the same name in the experimental
film. Despite the low mobility of the cam-
era and the difficulty in synchronizing
the dance and musical accompaniment,
throughout the history of silent cinema,
artists often included choreography and
ballet in films.

For the first time in Ukraine, ballet cul-
ture was presented on screen in 1956 in
the film Lilia. The film was based on such
poetic works by T. Shevchenko as the
ballad Lilia and the ballads and poems
Mermaid, Drowned, Osika, and Nevol-
nyk. The film ballet became “a model of
the genre, gaining recognition both in the
USSR and abroad" (Pashchenko, 2014).

The ballet Lilia was created in 1939 by
composer K. Dankevych and laid the
foundations for the integration into ballet
art of “national literary classics, in par-
ticular, the works of Taras Shevchenko,
Lesia Ukrainka, Ivan Franko, Mykhailo
Kotsiubynskyi, Oles Honchar. In differ-
ent interpretations, the performance Lilia
was embodied on the Kyiv stage sever-
al times: 1940 - the first production by
Halyna Berezova; 1945 — a revival with
scenery by Anatolii Petrytskyi" (Tarasen-
ko, 2014, p.82). The famous ballet mas-
ter V.Vronskyi, director V.Lapoknysh,
and prominent ballet dancers E. Ershov,
R. Kliavina, A. Arkadyev, V. Kalinovska,
and 0. Segal were involved in the film ad-
aptation of the 1956 ballet work.

After the film-ballet Lilia was released,
Lilia's ballet performance appeared on
stage many times. Let us recall that “the
last production was carried out by ballet
master Valeryi Kovtun during the inde-
pendence of Ukraine, in 2003, and the re-
newal of the performance took place now"
(Tarasenko, 2014, p.83). This performance
stands out significantly from the previ-
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ous ones in terms of dance dramaturgy
and ideological content. The directors
highlighted the lyricism of the ballet mu-
sic, which corresponds to the beauty and
grandeur of Taras Shevchenko's roman-
tic poetry. The choreographer changed
the ballet aesthetics, "saw the work from
a different angle and emphasized the folk
poetic melody that permeates K.Dank-
evych's music” (Tarasenko, 2014, p.83).

Dance occupied a significant place in
Lesia Ukrainka's life and work. O.Ko-
sach-Kryvyniuk (1970, p.42), in the mono-
graph “Lesia Ukrainka: Chronology of Life
and Creativity"”, wrote that in her childhood,
Lesia "loved dancing very much <...> later
she often said that when she heard music
for dancing, she felt very sad". 0. Zabuzhko,
in the monograph “Notre Dame d’Ukraine:
Ukrainian Woman in the Conflict of My-
thologies”, shares her observations that
“dance does not appear by chance in the
works of the outstanding poetess, but is
an expression of the inner expression of
her characters. These include, in particu-
lar, Nerissa's Bacchic dance before Mae-
cenas (Orgy), Anna's fandango with Don
Juan at the ball at the de Alvarez's (The
Stone Master), Oksana's solo "sanzhariv-
ka" (Boiaryna), Mavka's “wild dances" with
Perelesnyk (Forest Song), the “krutiak”
and "buckwheat" dances of the servants
in the manor's yard (Pryazn), Liuba Hosh-
chynska's waltz with a veil Blue Rose in
the madness scene (As You Said: Love is
a Ballerina! So, | am a Ballerina)" (Zabuzh-
ko, 2007, p.178).

The verse play Forest Song by Lesia
Ukrainka has been shown many times
(with the involvement of choreography)
both on the Ukrainian theatre stage and
the screen. In 1936, the composer M. Sko-
rulskyi created a ballet score for three
acts based on a libretto by the ballerina
N. Skorulska. The poetic text of the writer
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also aroused the interest of film directors.
Filmmakers have been interested in this
work for the 20th and 21st centuries. The
work of the outstanding poetess is so full
of precise and capacious cinematic vi-
sions that until a specific time, filmmak-
ers successfully conveyed the unique
atmosphere and spirit of drama-extrav-
aganza in screen images-interpretations
using plastic screen means.

In 1961, theatre director V. lvchenko suc-
cessfully adapted the play Forest Song,
but he initially staged it at the M. Zank-
ovetska Ukrainian Drama Theater. While
working on the play Forest Song, the
director recalled that he was afraid of
“transforming a dream into a prop" and
thought about translating the work into
cinematic language (Pashchenko, 2013).
To work on the film, the director invited the
young ballerina R. Nedashkivska to play
the leading role. The young actress did not
yet have the proper acting experience; she
was replaced by the graceful ballet plastic
of the young dancer, which became key in
creating Mavka's artistic image. The ballet
choreography in the adaptation of the po-
etic text for the screen and the exquisite
skill of the operator, O. Prokopenko, deter-
mined the film's success with viewers and
critics. It was a kind of screen hymn to the
art of ballet. A. Pashchenko (2013), in the
article "Viktor Ivchenko as an Expressor
of the Moods of the Thaw and Stagnation,
writes that this director is “one of the icon-
ic figures in Ukrainian cinema, the educa-
tor of an entire cinematic generation <...>
The film versions of the plays Nazar Stod-
olia and Forest Song belong to a peculiar
trend that combined two arts — cinema
and theatre — and which was criticized
as a combination of their shortcomings:
“theatricality” (primarily the conventionali-
ty of acting, scenery) on the one hand and
the lack of live contact with the viewer —

Pohrebniak, H. Life and Creativity of Lesia Ukrainka Through the Prism
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on the other". The researcher articulates
the idea that "in domestic cinema, it flour-
ished due to the lack of creative personnel,
so the cinema space was filled with filmed
concerts, performances, even circus per-
formances <..> If at first performances
with such attributes unsuitable for cine-
ma, such as harsh makeup and theatrical
scenery, were transferred to film, then later
they began to use the possibilities of cin-
ema: full-scale filming, different shooting
points, etc.” (Pashchenko, 2013).

Later, animators turned to Lesia Ukrain-
ka's poetic work, and for a good reason,
because from Latin — anima translates as
soul, and in the French language - anima-
tion means animation. This corresponds
to the spirituality of the outstanding poet-
ess's poetry. In 1976, Alla Hrachova, direc-
tor of the Kyivnaukfilm studio, took up the
animated film adaptation. She tells a trag-
ic love story in a short animated film and
initially uses the so-called "translation
technique". The animated story is pow-
erfully saturated with numerous episodes
based on ballet choreography (incendiary
dances of forest dwellers, a whirlwind-like
dance of Mavka and Perelesnyk, various
ballet movements of the main character
in different frames and Mavka's passion-
ate dance, romantic and tragic dances of
Mavka and Lukash). The director presents
an animated film, where he makes the
characters' ballet plasticity key, not the
play's poetic text. Moreover, it is no co-
incidence that 0. Zabuzhko (2007, p.178),
in the monograph “Notre Dame d Ukraine:
Ukrainian Woman in the Conflict of My-
thologies”, indicates that the poetess de-
liberately uses the bodily code of expres-
siveness of the characters in her works.
The researcher is convinced that “all this
is in no way decorative scenes to enliven
the action, but the most direct body lan-
guage of the characters, without reading
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the semantics of which, one cannot hope
for a full understanding of the text".

Yuriy lllienko, one of the founders of the
Ukrainian directorial model of auteur cin-
ema, also turns to the philosophical, po-
etic work of Lesia Ukrainka. Starting work
on the film Forest Song. Mavka in 1981,
the director manifested his creative tasks
in the following way: “In Lesia Ukrain-
ka's drama, | am primarily interested in the
moral and philosophical aspect. | want to
reveal the reality of the world of an aban-
doned farm, a forest, and people's lives
as if from the inside. The element of peo-
ple and the element of the forest in our
film should be merged; nature will be the
environment for the dramatic arguments
of the characters' behaviour. That is why
it is so important that the director himself
be near the camera” (lllienko, 1982, p.4).
Working on the film Forest Song. Mavka,
the director, also shows a special interest
in the fundamental categories of being
“Life", "Death”, and “Immortality". The di-
rector tried to convey on the screen the
drama of life and spirit, their eternal con-
frontation, their fatal duel. Henri Bergson
(2010, p.146) wrote that "the life of the
spirit", “the life of the body" is inacces-
sible to the intellect. However, if having
gathered courage, the intellect touches
the living, then here it acts with the cruel-
ty, steadfastness and rudeness of a tool
that is not at all adapted for such use".

In the context of our reflections, let us
analyze the scene of Uncle Lev's death.
The director's solution of the episode is
as close as possible to the poet's writing
style. An older man feels the approach
of death and comes to an equally old
tree — an oak. Nature in the image of the
Forester helped Uncle Lev: he died with
a smile on his face, but at the last minute,
he became young. The image of a per-
son who entered the cycle of nature with
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dignity works flawlessly for the content
of the film work, for the disclosure of the
eternal theme of Death — Immortality for
philosophy and art. According to the di-
rector's plan, Mavka will often save her
beloved Lukash from death.

In the film Forest Song. Mavka, the di-
rector, deliberately violated the canons
of drama and transformed the genre of
Lesia Ukrainka's literary work into a cine-
matic parable-drama about transforma-
tion, the purification of a person through
love, and his path to responsibility for
his feelings and actions. In the mono-
graph “Paradigm of Cinema", Y. lllienko
wrote that “genre (as a type of artistic
work — dramatic, lyrical, epic and all their
varieties) is the code that forms the sym-
bolic material and the system of mean-
ing when implementing the script on the
stage of the play"” (lllienko, 1999, p.179).

In the prologue of the film Forest Song.
Mavka, the director, also changes the plot
of the literary work. He will force the for-
est beauty to pull the drowning Lukash
from the swamp. Mavka will fearlessly
rush towards danger on a spring night to
save Lukash's weak, vulnerable life. Clos-
er to the finale, the author-director will
again unfold the action in the swamp, but
already in a snowy one. The role of the
material environment here is equivalent
to the function performed by the charac-
ters. The natural environment dissolves
the characters' dramas and experiences
them together. O. Musiienko (2009, p.211),
in the monograph “Ukrainian Cinema:
Texts and Contexts", indicates that “crit-
ics have repeatedly reproached the direc-
tor for the lack of a "dialogue”" between
nature and the heroes of the film". In the
sad winter season, Lukash transforms
into a werewolf, wanders around a frozen
pond, and atones for his betrayal of Mav-
ka's love. In the finale of the film, the au-
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thor-director gives the news of the close-
ness and inevitability of compassion and
mercy; he shows how a flowering branch
flies across the entire gloomy landscape —
this is the eternally alive Mavka, reborn
and rushing to the one she still loves.

In the film Forest Song. Mavka, the di-
rector-author, demonstrates the moral
rebirth of Lukash, who lived and did not
pay for his actions with spiritual efforts.
Thanks to the sacrifice of the forest prin-
cess, he wakes up and sees clearly be-
cause the awakening of the soul cannot
but give rise to pangs of conscience. The
hero dies because he cannot bear the
constant guilt before Mavka, whom he
betrayed. It seems that the director could
have ended this — death is the payment
for a sin committed by a person. However,
the master introduces a seemingly “ran-
dom" episode into the film's finale. In fact,
he makes it a key, supporting one, de-
signed to carry the philosophical pathos
of the work. The Forester appears in the
snowy thickets. He mysteriously beckons
a boy sitting in a cart. With childlike trust,
the little one steps towards the Spirit of
the Forest takes Lukash's flute from him,
and, not yet skillfully but willingly, tries to
play — life continues.

In the film Forest Song Mavka, Y. lllienko
was sensitive to the sound of each frame
and their combination. The director con-
sciously gave therole of adecisive factor to
colour plasticity. Sometimes, the feeling of
screen reality disappeared, and the char-
acters appeared as picturesque action el-
ements next to nature. At first glance, the
author seems to rely entirely on his artistic
and aesthetic sense and presents such an
improvisation of film colours that does not
require any preliminary tests. Hence, the
spontaneity of expression and fluidity of
the image, which is characteristic of his
films, behind which lies the master's re-
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fined perfection and sensitivity to the sub-
tlest shades of the colour scale, which
become the most important components
of the dramatic action (Pohrebniak, 2012,
pp.80-81). A. Pashchenko (2010, p.19) in
the article "The Mythological Dimension
of lllienko's Films" indicates that “the cos-
mos of VY. lllienko's works is built around
the figures of the heroes: their internal
state determines the colour scheme, the
landscape”.

Y. lllienko tried to present the plasticity
of the film Forest Song. Mavka combines
the elements of human existence and the
elements of the forest's colours. The di-
rector wanted the forest in each frame
to be either intensely saturated with co-
lours or sinister and to represent an or-
ganic environment for the existence of
dramatic arguments for the characters'
behaviour. Moreover, this corresponded
to his creative style. 0. Musiienko (2011,
p.211), in the article “Landscape in the
figurative system of the cinema of Y. II-
lienko", writes that, as in the poetic play
by Lesia Ukrainka, "four seasons pass on
the screen. These are the seasons of hu-
man life — bright, hopeful youth, the exu-
berant flowering of mature feelings, their
sad autumn fading and the fierce cold
of winter, which nevertheless carries the
promise of revival and renewal". However,
we note that the author-director's immer-
sion in the development of the characters
of the aforementioned film did not allow
the colour to gain the power of polyphonic
sound to become a stimulus, a catalyst for
audience interest. It is a pity, but the di-
rector "did not optimally synchronise the
colour and semantic solution for the vi-
sual and semantic culture of the film. The
deeply philosophical content of the work
artificially and, contrary to the filmmak-
er's efforts, separately dominates over its
external form" (Pogrebnyak, 2012, p. 81).
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In the film Forest Song. Mavka, the char-
acters do not perform ballet movements
or dance, but they are immersed by the
director-author and the cameraman in
ballet-choreographic compositions per-
formed by the camera. Once, Polish film
theorist Janusz Gazda (1980, p.131) noted
the filigree camera work of Yuri lllienko in
the film "Shadows of Forgotten Ancestors":
“The camera dances at a crazy pace, falls
from a tree, flies through the forest thick-
ets, bleeds together with the hero, pen-
etrates the mist, is a pendulum, a dancer,
a spinning top that spins without memory.
Moreover, sometimes the camera sudden-
ly freezes — always in a pretentiously com-
posed frame, to allow the viewer to think
in the beautiful landscape, decorated with
a village fence, the interior of a Hutsul hut
or inn". The master gives the camera the
same “crazy" pace of dance technology in
the film Forest Song. Mavka.

Unfortunately, most experts who wrote
about the film believed that the creative
declarations of the director-author were
not implemented by him properly. In par-
ticular, L. Briukhovetska (2006, p.51), in the
article “Directing by Yuri lllienko", wrote
that the film Forest Song. Mavka became
an example of a lack of contact with the
literary source: lllienko was closer to the
epic, not the lyrics. In the end, it was the
director's feeling that changed — the im-
age and the plasticity of his "Forest Song"
were a shadow of “The Evening Before Ivan
Kupala", “The White Bird with a Black Sign".

In the 21st century, Ukrainian feature
film and animation directors are ad-
dressing the poet's poetic play Forest
Song. Thus, in 2020, viewers were treat-
ed to an unexpected reading of Lesia
Ukrainka's famous work in OLesia Shl-
iakhtych's ballet film “Forest Song" (di-
rected by Volodymyr Tykhyi). The new
key to interpreting the neo-romantic ide-
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al of the poetic play "Forest Song" was
“not music (Lukash's flute), but dance,
passionate and energetic" (Drozdovskyi,
2020). It is worth noting that “the direc-
tors combined three locations: recordings
of the performance, filming of rehearsals
and dances in a real forest. Everything so
that the viewer could feel the main char-
acters and completely immerse them-
selves in the atmosphere of the theatre"
(In Kyiv, 2020). It is indicative and highly
gratifying that the ballet film (a syncretic
and relatively rare genre in the modern
screen space) impresses with its incredi-
ble “play of bodies, the energy of dancers,
who are presented in three locations, the
film reflects three dimensions of physical
and metaphysical existence: choreogra-
phy rehearsal, performance in the "black
square" of the Opera Theater stage, and
reincarnation in the mystical world of the
“Volyn primaeval forest" by Lesia Ukrain-
ka" (Drozdovskyi, 2020). In our opinion,
this unique ballet film should definitely be
presented at international film festivals,
where the world art community will un-
doubtedly appreciate it.

In 2023, the animated film Mavka. Forest
Song will finally be released on the world
screen (Animatsiinyi film, 2023). The an-
imators tried to create a high-tech fea-
ture film that would find its fans both in
Ukraine and abroad. They sought to ap-
pear in the world's leading film markets
and obtain the right to wide international
distribution, and they succeeded. After all,
despite the problematic war conditions,
the Animagrad studio (FILM.UA Group)
continued to work on the cartoon. While
working on the screen project, the partic-
ipants recorded a video message for the
world community “with personal stories
about where and under what conditions
the war caught them and how they were
able to return to creating cartoons” (Po-
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pry viinu, "Mavka. Lisova pisnia", 2022).
It is important to add that in the difficult
conditions of wartime hardship, the film
project Mavka. Forest Song was a priori-
ty in the distribution package of FILM.UA
Group. The information that “since the be-
ginning of work on the project, the rights
to show the animated film have been
purchased by distributors in more than
20 countries in Europe, the Middle East
and North Africa” is extremely valuable,
and in addition, the team of filmmakers is
currently “actively negotiating the sale of
rights to other territories, seeking to cover
the markets of the USA and China, as well
as conclude agreements with the larg-
est streaming platforms so that "“Mavka"
would be known all over the world" (Popry
viinu, "Mavka. Lisova pisnia", 2022).

One of the film's producers, |. Kostiuk
indicated in an interview that in 2023,
the project Mavka. Forest Song became
“the most successful film in the history of
independent Ukraine; it collected about
150 million hryvnias at the national box
office. The cartoon was released in 148
countries alongside Hollywood films, and
almost four million viewers saw it abroad"
(Multfilm "Mavka. Lisova pisnia”, 2024).
The producer added that it is impossi-
ble to overestimate the contribution of
this cartoon to the process of exporting
Ukrainian culture abroad. We brought our
unique heroine from our mythology, from
our literature to 148 countries <...> All
these countries saw our cultural heritage”
(Multfilm "Mavka. Lisova pisnia”, 2024).

Let us recall that the idea of producing
such an animated film based on the fa-
mous drama extravaganza (in which, in
addition to the characters created by Le-
sia Ukrainka, the authors introduce oth-
er mythological heroes) arose among
the producers (l. Kostyuk, A. Yeliseeva,
E. Olesov) back in 2014. However, only
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at the end of 2020 did the project win
the ninth competition for financial sup-
port from the State Agency of Ukraine for
Cinema of Ukraine and the United States
Agency for International Development
(USAID) (Animation film, 2023). According
to the leading animation publication “An-
imation Magazine", the project was pre-
sented at the most significant animation
forum in Europe, Cartoon Movie, in which
Ukrainian filmmakers were involved for
the first time and received several positive
reviews and suggestions. In addition, the
main character of the animated film Mav-
ka graced the March cover of this publi-
cation (the official partner of the event),
which was widely distributed at the forum,
particularly in Bordeaux, France. It is grat-
ifying to note that this approach was part
of a “thought-out campaign that provid-
ed the team of Ukrainian flmmakers with
an effective pitch and impetus for project
development” (Ideiu multfilmu "Mavka.
Lisova pisnia", 2015) because the project
was presented at the pitching within the
framework of the Kyiv Media Week media
forum (Ukrainskyi multfilm vrazyv, 2017).
Let us recall that while the work on the
animation project was ongoing (and pri-
marily in close cooperation with the bal-
let dancers), the filmmakers constantly
reported to the future audience that “real
Ukrainian nature reserves became the
prototypes of the main locations of the
cartoon: the village of Vylkove, the Tunnel
of Love in Klevan, the Butsky Canyon and
the Carpathians” (Ideiu multfilmu "Mav-
ka. Lisova pisnia”, 2015). The production
studio "Animagrad (FILM.UA Group)" pre-
sented a backstage video from the film-
ing of the animated film “Mavka. Forest
Song", which combined the modern and
the eternal, the Slavic and the universal,
a piercing love story and humour, action
and fantasy (Ideiu multfilmu "Mavka.
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Lisova pisnia”, 2015) with the participa-
tion of the prima ballerina of the National
Opera, People's Artist of Ukraine Katery-
na Kukhar. After all, it is known that "Kat-
eryna Kukhar performs the role of Mavka
in the production of the classical ballet
“Forest Song" on the stage of the Nation-
al Opera of Ukraine, so the image of the
forest nymph has long been familiar to
her" (Komanda multfilmu, 2021). It is not
surprising that it was this “famous danc-
er who added grace to the main character
of the cartoon," transferring “her plas-
ticity, ballet gait, facial expressions and
gestures” to the animated Mavka (Ideiu
multfilmu "Mavka. Lisova pisnia”, 2015).
Let us recall that “they worked so consci-
entiously on the character of Mavka that
they created an unprecedented creative
collaboration around her for animation.
Three Ukrainian artists joined the incar-
nation of Berehynia Lis on the screen.
Actress Natalka Denysenko voiced the
main character, singer Khrystyna Soloviy,
and sang in two official film soundtracks.
Prima ballerina of the National Opera
and People's Artist of Ukraine, Kateryna
Kukhar, endowed Mavka with movements
and plasticity (Animated Film, 2023).

In one of the interviews, Kateryna
Kukhar said that she loves Lesia Ukrain-
ka's drama-extravaganza, which is a dia-
mond of the national code. The ballerina
said that during the filming of the video
references, she had to combine three im-
ages, the first of which was Mavka, dis-
embodied, balletic, with a special grace
(because she is the soul of the forest,
something completely elusive, such that
you can "see” only in your imagination).
In the second image, a convinced danc-
er, Mavka, is more alive and spiritualized
and should be endowed with a human
essence. In the end, the third image of
Mavka, the performer, was supposed to
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play as a dramatic actress, organically
presenting facial expressions and ges-
tures. The dancer noted that emotions
are usually exaggerated in ballet perfor-
mances, so the audience notices them
even on the third tier. When the camera is
very close, the performer has to find a fine
line between clearly expressed emotion
and naturalness (Kateryna Kukhar, 2019).

We would like to point out that the balle-
rina, invited by the filmmakers to the set,
carefully “recreated Mavka's movements
and emotions required by the cartoon
script, which the project's animators later
reconstructed in a “3D model of the main
character.” It is noteworthy that the afore-
mentioned project was truly the first “case
in the history of Ukrainian animation when
a professional ballet dancer participat-
ed in the work on the image of a cartoon
character" (Komanda multfilmu, 2021).
Another producer of the film Mavka. For-
est Song Anna Yeliseeva believes that "the
bright collaboration between the creative
team of “Mavka" and Kateryna Kukhar
(2019) is a unique example of the joint
work of two similar branches of art, which,
surprisingly, very rarely launch partner-
ship projects. Moreover, the fact that the
ballet Mavka has turned into an animated
one adds to the cartoon the real charm of
refined ballet plasticity. It turns the ballet
into an incredible creative manifestation
of Mavka's Universe in our real world".
The premiere in 2025 of the ballet per-
formance “Lesia" by Artem Shoshin once
again proves the importance of dance in
the life and work of Lesia Ukrainka, where
choreographic episodes “are in no way
decorative scenes to enliven the action,
but the most direct body language of the
characters, without reading the seman-
tics of which, one cannot hope for a full
understanding of the text" (Zabuzhko,
2007, p.178).
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The premiere in 2025 of the ballet per-
formance “Lesia" by Artem Shoshin once
again proves the importance of dance in
the life and work of Lesia Ukrainka, where
choreographic episodes "are in no way
decorative scenes to enliven the action,
but the most direct body language of the
characters, without reading the seman-
tics of which, one cannot hope for a full
understanding of the text" (Zabuzhko,
2007, p.178).

It is no coincidence that using Franz
Schubert's Fourth and Eighth Sympho-
nies (perhaps his most emotional works),
choreographer Artem Shoshyn man-
aged to subtly convey the various emo-
tions and feelings of the main character,
Lesia Ukrainka, and in the language of
neoclassical ballet and music, tell about
“significant events of her fate and cre-
ativity” (Holynska, 2025). Let us recall
that Lesia Ukrainka was once fascinated
by the music of this Austrian composer.
The production designer installed three
large mirror screens on the stage, which
reflected real and imaginary life, real he-
roes and fictional symbolic characters,
particularly Mavka, Rusalka, and Death
(performed by the soloist of the National
Opera llya Morozov). These characters
reflect the close relationship between
the poetess's life and work. 0. Golyns-
ka (2025), in the article "The premiere of
the ballet-biography "Lesia" by Art Ballet
Company took place in Kyiv", indicates
that in the exquisite ballet performance
“the main role of Lesia (Larysa Kosach)
was stunningly performed by Natalia
Matsak, prima ballerina of the National
Opera of Ukraine <...> It should be not-
ed that the emotional-romantic duet of
Lesia — Serhiy (Nataliya Matsak — Ser-
hiy Kryvokon) is the decoration of the
ballet. However, the performance, full of
tenderness and hope, gradually displays
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the heroine's bitter experience. This loss
<..> The birth of the poem "Obsessed".
A. Shoshyn said in one of his interviews
that “ballet is the perfect way to tell this
story because the language of dance can
convey absolutely everything: emotions,
passions, the dynamics of life" (Kac-
hkovska, 2025). The choreographer is
convinced that the language of dance
is the most emotional of all artistic lan-
guages. The choreographer also points
out that through the beauty of move-
ment, music and stage art, ballet dancers
can reveal the outstanding figure of Le-
sia Ukrainko in a new way (Kachkovska,
2025). Such considerations of the ballet
master confirm the opinion of O. Zabu-
zhko (2007, p.178) that “dance in Lesia
Ukrainka is always symbolic, in her dis-
course it plays the same role as gesture —
signum in knightly medieval culture - it
is just as “complementary” to the word
(the word itself is not enough!) and just
as eloquently points to “ritualised corpo-
reality”, or rather to the generic cultural
belonging of the dancing body".

Conclusions

The article outlines the features of the
art of directing as a universal and multi-
vector variety of artistic and aesthetic
activity, and this is demonstrated by
the researcher using the example of the
work of such directors as V. Lapoknysh,
V. Ivchenko, A.Hrachova, Yu. lllienko,
0. Shlyakhtych, 0. Ruban, V. Tykhyi,
A. Shoshyn. The researcher clarified the
mutual influence and mutual enrichment
of stage, musical, choreographic, screen
arts and literature in the use of visual and
expressive means, in particular, the use in
screen directing of a palette of stage art
techniques (facial expression; character
plasticity; direct appeals of heroes to
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the viewer; a hypothetical “fourth” wall
between the audience and performers;
frontal mise-en-scene; in-frame editing
to create coherent chronologically
consecutive episodes).

It is proven that the adaptation of
literary works on the screen using
ballet art is currently reaching a new
level in Ukraine, touching not only on
the artistic and aesthetic principles
of creating a cultural product but also
on the business aspects of modern
creative industries. Proof of this is the
success of the distribution of the full-
length animated film Mavka in Ukraine
and abroad. Forest Song, directed by
0. Ruban. It is shown that this success
was facilitated by a broad promotional
campaign of the project, built in
accordance with the interaction set up
by the producers with such influential
participants in the animation market
as The Walt Disney Company (Germany,
Switzerland and Austria), the Annecy
International Animated Film Festival,
CANAL +, TF1 International, Super RTL).
Itis argued that choreographer "Kateryna
Kukhar is a symbol of modern Ukrainian
ballet, a star of the National Opera
participated in the filming of a social
art video dedicated to the presentation
of the "Mavchyn Oberig" pendant, the
director and author of the idea of which
was the famous Ukrainian designer Olga
Navrotska. Moreover, this video was
a successful start to the cooperation
between the ballerina and Mavka as
a brand". All this convincingly proves
the undeniable fact of the organicity and
urgent need to use ballet tools in screen
directing and once again testifies to the
limitless possibilities for developing
screen aesthetics through the subtle
interaction of literature, music, stage,
screen, and choreographic art.
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HayioHanbHa akafieMisi KepiBHUX KaapiB KynbTypu i MucTelTB, KuiB, YkpaiHa

AHoTauis

MeTa pocnifpkeHHi — MokasaTu TiCHI 3B'A3KM MiX NiTepaTypHumu TBOpamu Jleci YkpaiHku Ta
xopeorpadiyHuM, MY3UYHWUM, CLEHIYHUM N aymioBi3yaslbHUM MMUCTELITBOM, OKPECSIMTU pPeXUcepcbKi
3acobu apanTauii BiploBaHUX TEKCTIB 3aco6aMu eKpaHHOro, My3M4HOro, CLEHIYHOro, xopeorpadiyHoro
mMucTeuTBa. MeToponoria pocnigkeHHs. B cTaTTi Oyno BMKOPUCTAHO 3arafbHOHAYKoBi MeToAu
(iHpyKkuin, [Oeaykuis, KOMMMEKCHWA MWCTELTBO3HABYMIA aHanis, CUHTE3), WO [aNo MOX/MBICTb
Pi3HOGIYHO BMBYMTU iICTOPUKO-KYNbTYPHE MiArPYHTSA [OCAiAXyBaHOI NpobnemMu, a TakoX 3acTOCOBaHO
MeToaM cucTeMaTu3auil Ta y3aranbHeHHs — Onsi apryMeHTauii caMobyTHocTi doeHoMeHy xopeorpadoil
B KOHTEKCTi CLEHIYHOro, My3W4HOro, eKpaHHOro MucTeuTBa. HaykoBa HOBM3Ha nossrae y 3'sacyBaHHi
cneundikn pexucepcbkol BiAfIbHOCTI Yepe3 AOCHiAXeHHSI 0cobnMBOCTeN eKpaHisauii nitepaTypHUx
TBOpiB Jleci YkpaiHku 3 BUKOpUCTaHHSIM 3acobiB xopeorpadiyHoro MucteuTBa. BucHoBku.
O6r'pyHTOBaHO, WO BWKOPUCTaHHA pexwucepamu Ta xopeorpachamu BupaxanbHWUX 3acobiB, SKi
3abe3rneyvytoTb XpPOHOJIOrito TBOPeHHs 06pa3y ([oBri Kagpw, BHYTPILLHbOKAAPOBUIA MOHTAX, aKyCTUYHI
Ta CBIT/IOTIHbOBI eheKkTH), € CBifUYEHHSIM BUCOKOrO CTYMNEeHs1 MalCTepHOCTI B €KPaHHOMY, CLIEHIYHOMY,
xopeorpadiyHoMy MucTeuTBi. [loBefeHO, WO eKpaHHa TBOPYICTb peXxucepiB CrApUsiE  LUMPOKIN
nonynsipusadii 6aneTHoro, CLEHIYHOro, My3M4yHOro MUCTELTBA.

KniouoBi cnoBa: ekpaHHi MWUCTeUTBa; CLEHIYHA KynbTypa; pexwucep; xopeorpadisi; TaHeub; 6anet;
My3U4YHE MUCTELTBO
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Abstract

The purpose of the research is to analyse the genesis and development of
the documentary style in fiction film; to investigate the prerequisites for its
emergence, its main characteristics and their evolution, and the reasons and
peculiarities of its use by various filmmakers in different historical periods;
to examine the influence of the significant trends of documentary, television
and amateur video content on its formation and application in fiction films;
to identify essential trends in modern fiction flmmaking related to the use
of the documentary form and its influence on the emergence of new genres
and subgenres of this type of cinema. The research methodology is based
on a comprehensive approach, which includes the analysis of literary sources
to form a theoretical basis and define key concepts, historical and cultural
analysis to study historical, technical, social and cultural prerequisites, the
chronological method to establish the causality of the phenomena under study,
the case study method, involving stylistic and critical analysis of selected films
as the most expressive examples, as well as comparative analysis to compare
different films and cinematic trends. Scientific novelty. For the first time, all the
most critical aspects related to the formation and evolution of the documentary
style in fiction films have been summarised, from the experiments of Soviet
avant-garde filmmakers to its use in modern cinema. Based on the study of
the most characteristic examples, the standard techniques on which this style
is based have been identified and the main reasons and peculiarities of their
use. Special attention is given to some prerequisites for the emergence of new
genre forms that arose from the exploitation of “documentary” in fiction films.
Conclusions. The article identifies the role of the main trends in documentary,
television content, and, to some extent, amateur videos in establishing and
developing the documentary style in fiction film. The direct and indirect
influence of the ideas of Soviet director Dziga Vertov on cinema, where it
was applied, has been proven. This style's role in forming the hybrid genre
mockumentary has been analysed.
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Problem statement

In the postmodern era, the boundaries
of the main types of cinema became quite
blurred. New hybrid genres appeared,
combining elements of documentary and
fiction, such as docudrama, docufiction,
and mockumentary. A clear example of
these transformations is the claim of fic-
tion films to documentary, as demonstrat-
ed by many movies and television series
“based on true events". However, the sty-
listic influence of nonfiction cinema on
fiction, which is no less obvious, deserves
much more attention.

The documentary style has become
a rather powerful and popular tool in the
arsenal of fiction film directors. It is worth
noting its direct connection with such
resonant phenomena of classical cinema
as Italian neorealism and the French New
Wave, or the more modern and equally
iconic Dogma 95 and the relatively new
subgenre of horror films *, found footage".
The popularity of this method is mainly
due to many filmmakers' commitment to
a realistic approach to filmmaking. Still,
the documentary form can also serve
as a serious means of manipulating the
viewer's consciousness, making it an es-
sential object for in-depth research.

Recent research
and publications analysis

In recent years, several scientific works
have been published dedicated to the doc-
umentary style, particularly its penetration
into fiction films and other aspects of the
influence of nonfiction on fiction. For in-
stance, in analysing existing definitions of

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

the term “documentary film" and trying to
create his own, M. Przylipiak (2023) not
only proved the existence of a documen-
tary style in fiction films, but also drew at-
tention to the fact that nonfiction cinema
cannot "disguise” itself as fiction.

B. Nichols and J. Baron (2024) exam-
ined documentary film style in their fun-
damental work, pointing out the stylistic
differences among documentary films
from different countries, trends, and his-
torical periods. The authors also noted
the lack of a fixed set of forms and tech-
niques in this type of cinema. In their
view, new approaches are constantly be-
ing tested as alternatives and are either
spread or rejected.

The impact of technical innovations on
changing the visual aesthetics of doc-
umentary films over the past three dec-
ades was investigated by S. Dux, C. Ise-
li and E. Vitija (2020). In particular, they
noted that the growing diversity of cam-
eras and filming styles contributed to the
emergence of new forms of visual aes-
thetics and began to offer new ways of
perceiving reality.

The usage of documentary style in au-
teur fiction cinema was examined by
G. Pohrebniak (2023). In her opinion, the
main reason for the stylisation of fiction
films "“like Chronicle" is the directors' de-
sire for the life-like authenticity of a pic-
ture, their desire to film a natural, uncon-
structed atmosphere. She also noted that
the influence of "documentary aesthetics”
is primarily manifested in the use of re-
laxed, unfinished frame compositions
and the same approach to the film's light-
ing atmosphere, for example, creation of
“functional overexposure”.
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Analysing the realism of Thomas Vin-
terberg's film The Celebration (1998) of
the Dogma 95movement, D. R. Bagaska-
ra, M. A. Amri, N. F. Choiron and E. Eliyan-
ah (2022) concluded that the techniques,
typical for this film and the movement in
general, such as shooting with a hand-
held camera, low image quality, absence
of decorations, post-processing and
non-diegetic sounds, caused the effect
of presence within the plot and the sense
of involvement for a viewer.

Similar conclusions were made by S. Hon-
charuk, O.Levchenko and N.Tsimokh
(2022), in their study of the forms of ar-
tistic embodiment of mockumentary films,
noting the increasing penetration of tech-
niques that make a fictional plot leave a re-
alistic impression on the viewer (hand-held
camera, natural lighting, location shooting,
actors' improvisation and tools for expli-
cating subtext) into auteur cinema, genre
fiction films and television series.

P. Carrera (2021) studied fiction films
positioned as “based on facts,” arguing
that documentary techniques in fiction
films are used to establish a mode of per-
ception where plausibility is replaced by
truthfulness. That is, narrative works ap-
peal to facts not for historical accuracy,
but rather for various kinds of indoctrina-
tion of the viewer's consciousness.

The documentary style of mockumenta-
ry horror films in the context of post-truth
was examined by R. Wallace (2021), who
concluded that the documentary form in
films of this genre refutes the idea that
the documentary method of production is
more related to "truth” and that this type
of filmmaking is insufficient for finding
answers or even simply presenting facts.

Therefore, most studies that reflect the
issue of documentary style in fiction films
consider this phenomenon only within
the framework of individual films, genres,
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or cinematic trends. On the other hand,
works devoted to developing the style of
documentary films usually do not ana-
lyse their influence on fiction films.

The purpose of the study. To investigate
the origin and evolution of the documen-
tary style in fiction cinema. To examine
the prerequisites that influenced its emer-
gence, the main formal features and their
transformation, as well as the reasons
and peculiarities of the use of documen-
tary form by directors of various genres
of fiction films. To analyse the impact of
significant trends in documentary cinema,
television content, and amateur videos on
their development and use in fiction films.
To determine this style's role in forming
new genres and subgenres and its general
significance in modern fiction cinema.

Main research material

Renowned film historian R. M. Barsam
(1976, p.14), analysing the peculiarities
of documentary films, points out that "it
is usually filmed at the actual scene, with
the actual people, without sets, costumes,
written dialogue, or created sound effects.
It tries to create the feeling of ‘being there,
with as much fidelity to fact as the situa-
tion allows". However, the paradox that the
author does not consider is that although
factual accuracy is not always typical
for fiction films (as well as for a signifi-
cant part of documentary films), all of the
aforementioned stylistic techniques have
also been exploited in films of this type for
a long time, that is, as M. Przylipiak (2023,
p.18) points out, fiction films can simulate
documentaries. It is worth emphasising
that this “simulation” (the usage of vari-
ous stylistic peculiarities, typical for doc-
umentary films and amateur videos when
creating fiction films) is referred to as “the
documentary style".

Bespyuko, O, MudLoB, B. IokyMeHTanbHWM CTUb B IrPOBOMY KIHO



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

The idea of abandoning actors, scripts,
props, sets, costumes, and studio film-
ing was first proclaimed by the Soviet
documentary filmmaker Dziga Vertov in
a series of radical manifestos (modeled
after the Futurists), in which he, along
with his followers "kinoks", ruthless-
ly criticised the cinema of the time and
called for a complete rejection of fic-
tion films (Myslavskyi, Chmil, Bezruchko
and Cherkasova, 2020). This was one of
the characteristic attempts of the ear-
ly years of Soviet power and the early
20th century to deny traditional art and
seek a new filmic reality. As the director
points out regarding the essence of the
movement he initiated: "Kino-eye is an
ever-growing movement for influence
through facts as opposed to influence
through fiction, no matter how strong
the imprint of fiction. <..> Kino-eye
plunges into the seeming chaos of life
to find in life itself the response to an
assigned theme" (Vertov, 1984, pp.87-
88). Although contemporary critics un-
certainly perceived Vertov's work and,
despite its political engagement and
propagandistic aims, did not always find
support from the Soviet authorities, his
theoretical ideas and the filming meth-
ods he invented (for example, hidden
camera shooting and unrehearsed film
interviews) significantly influenced the
entire subsequent development of world
cinema (Myslavskyi, Chmil, Bezruchko
and Kupriichuk, 2021).

As J. Leyda (1983, p.179) notices: "Will-
ingly or not, Vertov gave new strength to
his fictitious ‘enemy’ — the acted film".
The truth of this statement can be proven
through the works of one of the leading
opponents of the kinoks' ideas, Soviet di-
rector Sergei Eisenstein. For instance, the
influence of their work can be seen in the
propaganda film "October: Ten Days That
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Shook the World" (1927), co-directed
with Grigori Aleksandrov. The film lacks
a straightforward dramatic plot, with
few professional actors involved in its
creation (some participants even played
themselves), most of the filming took
place in real locations of events, and the
style of camera work resembles the doc-
umentary chronicle of that time.

J. Leyda (1983, pp.231-232) points out
that the film crew, in preparation for film-
ing, reviewed all available newsreels and
news photographs taken in Petrograd
during the First World War and the revo-
lutions, even the scene of soldiers shoot-
ing the demonstrators was so accurately
reproduced from the famous picture that
the film footage was sometimes confused
with the original. However, N. Drubek
(2020, p.9) comes to the opposite conclu-
sion: “Eisenstein seems neither interest-
ed in the geographical authenticity of the
event nor chronology or historical accu-
racy". The difference between these two
opinions can be explained by the fact that
the director was as accurate as possible
in the facts that supported the Soviet
narrative about the revolutionary events
of 1917 and did not contradict artistic ex-
pediency, but easily deviated from them
when it did not work for the propagan-
distic or creative intent of the film (Bez-
ruchko, Gavran, Hrabarchuk, Kostiuk and
Kot, 2020). It is worth adding that this is
not the only film by Sergei Eisenstein that
was shot in a documentary style. His pre-
vious works, created in tandem with the
experienced documentary cameraman
Eduard Tisse, "Strike" (1924) and the rec-
ognised masterpiece “Battleship Potem-
kin" (1925) were stylised as a chronicle.
Such a method created an illusion of real-
ity, correlating with the director's famous
theory of “montage of attractions”, which,
according to H. Chmil and K. Pshenychna
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(2018, p.104), aimed to enhance the emo-
tional impact on a viewer.

Although the film was received rather
coldly by Soviet critics and was generally
unknown to viewers, some scenes, espe-
cially the storming of the Winter Palace,
are actively used in documentaries and
television programs. The general pub-
lic often perceives these scenes as real,
making the film somewhat pseudo-doc-
umentary after its release. It is also worth
noting that the re-shooting of archival
materials has become widespread in
modern cinema and television series,
especially those based on real events.
For example, a recreation of the famous
photograph that captured the train wreck
at Montparnasse can be seen in the film
“Hugo” (2011) by Martin Scorsese. One of
the scenes in the American-British min-
iseries “Chernobyl” (2019) directed by
Johan Renck imitates archival footage of
liquidating the disaster at the eponymous
station, shot by a television cameraman.

The works of Soviet avant-garde film-
makers significantly influenced the found-
er of British documentary filmmaking, di-
rector John Grierson, who first used the
term “documentary” in his review of Rob-
ert Flaherty's film “Moana” (1926). In this
regard, J. Leyda (1983, p.195) points to
the plausibility of the statement that "the
British documentary film movement was
born from the last reel of Potemkin". De-
spite criticising some of Vertov's works for
being meaningless, Grierson, as well as
the Soviet director, rejected fiction film. He
gathered a group of flmmakers who, fol-
lowing the kinoks, published a manifesto
opposing the use of pavilions and acting.

The influence of “Griersonian” films, the
involvement of documentarians in the cre-
ation of fiction films, and the propagandis-
tic necessity caused by unsuccessful for
Britain start of World War 1, became the
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preconditions for emergence of an inter-
esting phenomenon in the cinema of this
country, which was later called "wartime
wedding" — a kind of combination of fic-
tion and documentary cinema. Such films
were often based on real events and, as
J. Chapman (2019, p.69) points out, they
were characterised by socially authentic
characters and situations. The usage of
documentary approaches and techniques,
pared down visual style, and unsensation-
al plots reflected stability and emotional
restraint in contrast to melodrama, as well
as the emotional excess of Hollywood, as
British film critics believed.

One of the typical films of this period
is the propaganda film by director and
authoritative researcher of Soviet cine-
ma, Thorold Dickinson, “The Next of Kin"
(1942), which depicts the work of the
network of German spies in the king-
dom and the unsuccessful British naval
landing caused by their activities. The
film was intended to convey to citizens,
in the most accessible form, the possi-
ble consequences of careless handling
of secret information. The plot of the
film does not differ much from the rest
of the spy films of the time, although it is
based on some documented cases of in-
formation leaks. However, the exception
is the film's last part, which shows the
unsuccessful landing of the British ma-
rines. It was shot in a somewhat realis-
tic manner, and, as G. Thompson (2016,
p.816) notices, it involved professional
military personnel and used real military
plans instead of a script. Additionally, its
documentary nature consisted in using
real newsreel footage, location shooting,
“sloppy” compositions and naturalistic
lighting, absence of famous actors and,
most importantly, in breaking the main
“taboo” of British cinema at that time —
showing a large number of defeated
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British soldiers. The scenes showing the
death of entire units looked so truthful
for the time that, according to the director
himself (Thompson, 2016, pp.817-818),
some viewers fainted while watching the
film, and some were even sure that these
were shots of real combat operations.

Although most of the films from the “war-
time wedding" period remain relatively un-
known outside the English-speaking world,
it can be stated that they significantly influ-
enced war fiction cinema worldwide, where
the use of documentary form became one
of the traditional techniques. Thus, the sty-
listic echoes of the film “The Next of Kin"
and British cinema of that time in general
can be seen in the movie "Overlord” (1975)
directed by Stuart Cooper, where the Nor-
mandy landings are depicted through
a masterful combination of documenta-
ry chronicle and staged scenes. And we
may also recall, as such an example, the
more widely known scene in Steven Spiel-
berg's film "Saving Private Ryan" (1998),
dedicated to the same operation.

It is worth emphasising that during the
Second World War, not only did British
filmmakers adopt the documentary style
for creating military propaganda films.
However, in particular, in fascist Italy,
around the same period, Roberto Ros-
sellini's debut fiction film The White Ship
(1941) was released, which, like Dickin-
son's work, depicted military operations.
Although Rossellini followed the cine-
matic techniques of the film's co-author,
the ideological fascist Francesco de Rob-
ertis, L. Longhi (2016, p.147) also admits
the influence of Sergei Eisenstein's film
Battleship Potemkin: "It is easy to single
out a whole series of shots from a bat-
tleship that are a direct tribute to the
Soviet director's masterpiece”. It should
be noted that, paradoxically, the film The
White Ship, aside from its propagandistic
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nature, adhered to all the canons of the
film movement that would soon conquer
cinemas worldwide — Italian neorealism.
But the true example of a picture of this
movement is Rossellini's later film Paisa
(1946), which, although stylistically re-
sembled his films from the Mussolini
period, promoted completely different
ideological narratives, showcasing hero-
ic struggle of the Italian people against
the Nazis and difficult post-war life of
ordinary people. As M. Shiel (2006, p.50)
points out: “<...> Rossellini begins to build
a new mythology of Italian national iden-
tity whose humility contrasts with the
bombast and corporatism of the fascist
era". Five of the six episodes of this film
begin with newsreel footage, which sty-
listically does not contrast much with the
staged part, shot in a somewhat report-
age manner. It should be emphasised that,
while in the films The Next of Kin and The
White Ship the use of of real combat foot-
age is primarily driven by cost reduction,
in the case of "Paisa" this technique was
aimed at enhancing the realism of the
film, creating “the reality effect” accord-
ing to the concept of R. Barthes (1968).
This statement is proved by the fact that
the only episode in which the director re-
frained from using chronicle begins with
shots of a real corpse, thus achieving the
mentioned effect through other means.
Non-professional actors were involved in
the film, which was generally typical for
films of this movement, and, as S. Kra-
cauer (1960, p.98) points out, along with
the “street” quality, it added an element of
documentary, as in Eisenstein's film Bat-
tleship Potemkin. The stylistic features of
the film also include the absence of stu-
dio shooting, complex editing and staged
mise-en-scenes, while A. Bazin (1971)
points out one of the main characteristics
of this film and neorealism in general: ac-
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tor improvisation and the ability to easily
walk away from the script during filming,
distinguishing it from high-budget cine-
ma. He notes: “The ltalian film has that
air of documentary, a naturalness nearer
to the spoken than to the written account,
to the sketch rather than to the painting”
(Bazin, 1971, p.32).

Although films in a style close to neo-
realism had been released earlier, the
reasons that played a significant role in
forming the movement included, for ex-
ample, the influence of French poetic
realism and Soviet avant-garde cinema,
the adherence of filmmakers of this tech-
nigue to left-wing ideas and the reaction
to fascism. We should emphasise that
the difficult economic situation of post-
war ltaly and destroyed film studios did
not allow them to make films different-
ly, and the neorealists only transformed
a lack of financial and technical opportu-
nities into an aesthetic approach.

In the late 1950s and early 1960s, Dziga
Vertov's films and theoretical works be-
came popular among French filmmakers.
Fascination with his ideas, the relative-
ly recent success of neorealist paintings,
and the technical evolution of filmmaking
techniques are usually considered the
main preconditions for the emergence of
a new movement in documentary film, in-
itiated by director Jean Rouch and philos-
opher Edgar Morin — “cinéma vérité". Al-
though R. Armes (1970, p.159) disagrees
with this point of view, since in his opinion,
the main reason for the appearance of this
phenomenon was the influence of televi-
sion reporting. The name of the direction
was French translation of the name of the
chronicle series Kino-Pravda / Film Truth
(1922-1924), which the group of kinoks
produced, and, according to S. Honcharuk
and O. Provolovskyi (2020, p.87), its pri-
mary goal was to reflect reality and rep-
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resent the truth. Although this statement
is entirely accurate, it does not explain the
main difference between the films of this
movement and a significant number of
documentaries, whose directors pursued
the same goal. In this regard, R. Armes
(1970, p.160) notes: “Cinéma-Vérité is in
effect a rejection of the whole aesthetic
on which the art of the cinema is based.
An interesting visual style and stunning
effects are rejected as a hindrance to por-
traying the vital truth". The use of a hand-
held camera distinguished these films, the
rejection of artificial lighting, made easier
by the increased availability of light-sen-
sitive film, and the use of live synchro-
nous sound, which became feasible with
the advent of silent cameras and portable
sound equipment.

It is worth emphasising that both docu-
mentary and fiction films in France under-
went revolutionary changes during this
period. Influenced by A.Bazin's (1967;
1971) theory of realism, a new film move-
ment emerged in response to the need for
revitalising the country's cinema and as
a protest against the commercial films
of the era. It was called the French New
Wave. Unlike neorealist films, the films of
this movement did not have a clearly de-
fined everyday style. Still, many of them
were characterised by the cinéma-vérité
style, as, for example, one of the key films
of the movement, Jean-Luc Godard's de-
but work Breathless (1960). The rather
unoriginal plot of the film tells about the
love between a car thief and a young
American journalist, reminiscent of Amer-
ican film noir, but, as J. Lourcelles (1992,
p.2) notes, “from a visual point of view, its
sloppy, rough style, which denies — and
this is the main novelty — all the connec-
tive techniques of traditional cinematic
language <..> will itself become a sym-
bol of the younger generation". However,
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the “roughness” of the style was not only
in the complete disregard for the editing
rules. The picture was shot in a dynam-
ic reportage style with natural lighting by
the cameraman and former photojournal-
ist Raoul Coutard, who, a year later, would
take part in the creation of the cinéma
vérité program film Chronicle of a Sum-
mer (1961). The director's innovative
technique was also a complete rejection
of the script, which was invented before
the start of the shooting day; the dia-
logues were improvised directly during
the shooting, and the film has no titles.

It should be noted that the documentary
nature of the film can be explained not only
by the director's intention, but also by the
same reason which the neorealists faced -
lack of a significant budget, in this regard
J. Lourcelles (1992, p.2) points out that the
film “cost 3—4 times less than most con-
temporary films and achieved instant and
great success, providing it with a whole co-
hort of followers". Although the avoidance
of studio filming, actor improvisation and
reporter style of camera work, as in neore-
alist films, enhances the film's realism, the
abrupt change of scenes, at first glance,
contradicts the emergence of this feeling in
the audience. However, such editing (most
likely accidentally) made the film some-
what akin to dreams, characterised by
sudden transitions that unexpectedly bring
it closer to the works of surrealists. The
director's innovative approach can partly
explain its incredible success, the talented
acting of Jean-Paul Belmondo, and some-
what provocative dialogues, but also the
simultaneous intensification of realistic
and oneiric elements. Thus, C. Metz (1982,
p.140) points out in this regard: “If cinemat-
ic fabulations are endowed with this sort of
credibility, which has struck every <...>, this
is at once, and contradictorily, because the
psychical situation in which they are re-
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ceived involves certain features of the day-
dream and the dream, which also belong to
the pseudoreal".

Godard did not stop experimenting with
the search for a new filmic reality, and one
of his bravest ideas was the establish-
ment, together with other directors, of the
politicised cinematographic Dziga Vertov
Group, which produced films based on the
theory of Soviet cinematographer, leftist
political ideas, and in opposition to Eisen-
stein's approaches. It is also worth em-
phasising that the cinéma vérité style be-
came widespread in world cinema, mainly
due to the popularity of Godard's work and
the French New Wave in general.

However, cinéma vérité developed not
only in France, but also in the USA, where
it is more often called “direct cinema”,
a more radical form of the movement that
gained popularity. For this variant, accord-
ing to S. Honcharuk and O. Provolovskyi
(2020, p.86): “The idea of non-interference
of the author in the direct process of film-
ing is conceptually important <...>". Mean-
while, new cinematic trends also made an
impact in Hollywood. By the late 1960s,
the competition for a young audience
against television and European cinema
led to the abolition of strict censorship
restrictions (Hays Code), including young
directors, and, most importantly, granting
significant creative freedom.

One of the most interesting experiments
of the New Hollywood period was the
directorial debut of the famous Ameri-
can cinematographer Haskell Wexler in
the fiction film Medium Cool (1969), shot
under the influence of Godard's work,
cinéma vérité and the director's own
experience in documentary filmmaking.
Through the story of a television camer-
aman's work and life, the film draws at-
tention to the issues of journalistic eth-
ics and American television in general,
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reflecting the tense political situation in
Chicago at that time and, according to
K. Moskowitz (1977, p.19), “also consid-
ers the pregnant questions regarding film
reality which Godard, McLuhan, and oth-
ers have raised". It should be noted that
the film is considered a unique experi-
ment in the history of cinema, as it suc-
cessfully combines staged scenes shot
in a reportage style (sometimes even in
an emphasised amateurish one) with the
involvement of little-known actors and
real people, alongside documentary foot-
age and action scenes set against the
backdrop of real political events and pro-
tests. Let's note that the stylistic unity of
the film sometimes does not allow to im-
mediately distinguish action scenes from
non-action ones, and actors from real
people, which, according to the director
himself, was an attempt to make a film
that would become a “marriage” of fiction
cinema and cinéma vérité (Shatnoff and
Corliss, 1969, p.47).

It is worth noting that overall, despite its
documentary style, the film is perceived
as artistic due to the fictional plot. How-
ever, despite professional actors' partici-
pation, some scenes involving real people
outside the film's context look like ordi-
nary documentary footage. This combi-
nation of fictional and non-fictional has
found its application in mockumentary
films. Thus, the technique of combining
real and staged interviews, used in the
movie, can be seen in many pseudo-doc-
umentaries, for example, in the French tel-
evision film by William Karel, Dark Side of
the Moon (2002). And a significant part of
Larry Charles's controversial comedy film
Borat! Cultural Learnings of America for
Make Benefit Glorious Nation of Kazakh-
stan (2006) is built on the reportage-style
interactions of the famous British come-
dian Sacha Baron Cohen, who pretends
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to be a foreigner, with real Americans. It
is important to emphasise that the above
techniques in mockumentary films, as
well as probably in Wexler's film, are bor-
rowed from television production meth-
ods or serve as a parody of them.

However, from the perspective of mass
media's influence on cinema, the late
1990s and early 2000s, marked by a surge
in the popularity of reality television, are
of greater interest. In this regard, J. Corner
(2002) points out that this was the begin-
ning of the "post-documentary” era on
television and led to changes in documen-
tary. On the one hand, it made this content
more entertaining and stylistically closer
to other media formats (advertising, mu-
sic videos, dramatic fiction films, etc.). On
the other hand, it led to the adoption of the
“documentary look"” by some television
programs. Thus, despite the entertain-
ment purpose of the new screen product,
the cinéma-vérité style has become an
integral part of many reality television for-
mats, often associated by modern viewers
with the reality show genre.

At the same time, one of the most res-
onant phenomena in the fiction cine-
ma of this period was undoubtedly the
avant-garde cinema movement Dogme
95, which, as H.Chmiland and K. Pshe-
nychna (2018, p.103) note, was initiated
in 1995 with the proclamation of the man-
ifesto of the same name by two Danish
directors Lars von Trier and Thomas Vin-
terberg, imitating the manifestos of the
Kinoks. According to the strict rules of
the movement, called the “vows of chas-
tity," filming could only take place in real
locations without scenery and props, un-
less they were already present at the loca-
tion. Musical accompaniment could only
be used if it sounded in the scene, and
filming was allowed only with a handheld
camera, without artificial lighting (except
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for on-camera light), filters, or optical ef-
fects. Imaginary actions (shootouts, mur-
ders, etc.) and temporal and geographical
deviations were also prohibited, meaning
all events in the film had to occur here
and now. According to the founders, such
strict restrictions were meant to deprive
the movie of this direction of illusoriness.
As G. Giralt (2003, p.4) observes in this
regard, the movement sought to become
the antithesis of high-tech Hollywood, and
most of its stylistic elements were bor-
rowed from the films of Italian neorealism
and the French New Wave.

One of the most famous films of the
Dogme 95 series is Lars von Trier's The
Idiots (1998), which tells the story of
a group of people who shock others by
pretending to be individuals with intel-
lectual disabilities. Its release caused
a real scandal due to the depiction of
unsimulated sex scenes (according to
the movement's rules) and the overall
controversial theme of the film. However,
the discussion within the world cinema
community was caused not only by the
depiction of explicit scenes, but also by
the emphatically amateur style of the film.
Regarding this, K. Pandza (2018, pp.86-
87), notes that the absence of point-of-
view shots in the film, i.e., first-person
shots, forces the viewer to identify not
with the characters, but with the camera,
whose shaky movements and following
of the actors without prior choice of the
angle, occasional appearance of the mi-
crophone in the frame, jump cuts, and,
importantly, the absence of temporal and
geographical transitions enhance the
feeling of direct presence. But the author
does not pay attention to an important
aspect — all the listed techniques, at the
time of the film's creation, had become an
integral part of specific reality television
programs, which, to some extent, are per-
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ceived by viewers as reality. That is, the
feeling of realism in the film is caused
not only by the method of filming itself,
but also by association with a television
product filmed in the same manner, with
the participation of real people, which
also explains the director's imitation of
another typical reality television tech-
nique — interviews with participants, as
well as the abandonment of film in favor
of the then still quite imperfect digital im-
age. Zs. Gyenge (2009, p.74) also points
to the stylistic proximity of Dogme 95
films to television products, as he notes
that the "poor” video quality of the films
in this movement demonstrates a desire
to break with the traditional style of fic-
tion films and corresponds to the trends
of simplifying the visual sequence in
news reports, namely, abandoning “pro-
fessionalism” in favor of “spontaneity”.
According to J. Corner (2003, p.96), this
is a tendency toward the literalism of rep-
resentation, that is, a complete rejection
of style, which is part of the conventional
grounds for trust and credibility in docu-
mentary material.

It is worth adding that this is not Tri-
er's first attempt to shoot a film in an am-
ateur manner. the miniseries The King-
dom (1994-1997) he directed and the
movie Breaking the Waves (1996) resem-
ble the Dogme 95 style, but only the film
The Idiots looks truly amateurish. This ef-
fect was achieved by refusing to involve
a professional cameraman to shoot most
of the scenes, which the director himself
shot. From the perspective of applying
the documentary style, his early work
Epidemic (1987) also deserves attention,
where most of the screen time is occu-
pied not by the film about a terrible epi-
demic itself, but by a pseudo-documen-
tary depiction of the process of writing its
script. In addition, the musical scenes of

Bezruchko, O, Hryftsov, V. Documentary Style in Fiction Film



BicHMK KWIBCHKOTO HaLIIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELITBO | BUPOBHULITBO

his movie Dancer in the Dark (2000) are
also worth noting, which were shot with
a hundred cameras set up in advance to
imitate the style of a concert recording.

Although Dogme 95 ceased its official
existence ten years after proclamation
of the manifesto, its radical rejection of
many conventional techniques of fiction
film and the provocative plots of some
films attracted considerable attention
from both viewers and world film critics,
inspiring directors worldwide to make
new attempts to make feature films more
realistic using documentary methods.
Moreover, this approach to filmmaking,
like that of their predecessors, the neore-
alists and French New Wave filmmakers,
significantly reduced production costs,
allowing actors (often non-profession-
als) to more easily get into character and
improvise. And the absence of complex
visual techniques encouraged the search
for interesting dramaturgical solutions.
The influence of films from this film
movement remains quite noticeable in
modern cinema, especially in the drama
genre. Examples of this can be seen in
the works of contemporary Belgian direc-
tors, the Dardenne brothers, or Austrian
cinematographer Ulrich Seidl.

However, even the radical style of Dog-
ma 95 doesn't imitate documentary films
to the level typical for films of the hybrid
genre of mockumentary or pseudo-doc-
umentary, which, according to the defi-
nition of D. Jacobs (2000, p.1).: “Has the
shape, content and formal components
of pure documentary. Yet, it is known, or
revealed, to have been scripted and acted
in the manner of a fictional film" That is,
mockumentary films can use all the arse-
nal of documentary film tools, but they do
not claim authenticity in any way, unlike,
for example, scenes of documentary films,
recreated with the help of acting. A sig-
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nificant portion of films in this genre are
practically indistinguishable in form from
ordinary documentary films and have not
particularly influenced the evolution of the
documentary style. Still, the exception is
mockumentary horror films, most belong-
ing to the "found footage" subgenre. Its
main difference is the positioning of all
or a part of the film's video sequence as
filmed by a character (or characters) and
found after some time. Regarding this,
J. Baron (2014, p.17) notes:

“This 'foundness’' of the archival
document exists in contradistinction
to documents that we perceive
as produced by the filmmaker
specifically for a given film, and this
sense of ‘foundness' <..> is part of
what lends the archival document
in the appropriation film its aura
of ‘authenticity’ and enhances its
seemingly evidentiary value".

Thus, such a relatively simple technique
allows for the creation of a sense of au-
thenticity in the film's events, which, in turn,
intensifies the viewer's emotions of horror.

It can be argued that the style and popu-
larity of these films were influenced by the
advent of inexpensive and easy-to-use
digital cameras, which, on the one hand,
led to the creation of countless amateur
videos (mostly of poor quality), but on
the other hand, simplified the production
of low-budget films. In turn, disguising
the modest technical capabilities of low-
budget films as amateur or semi-profes-
sional shoots prompted creating a whole
series of films in the “found footage"
subgenre. One of the first among them
is the innovative pseudo-documentary
horror film by Stefan Avalos and Lance
Weiler, The Last Broadcast (1998), which
shows the investigation of the myste-
rious murder of an amateur film crew of
a cable TV channel. The film uses stand-
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ard techniques such as documentaries,
interviews with witnesses and experts,
archival materials, voice-over by the au-
thor, etc. Still, a significant part of the pic-
ture consists of found, partially damaged
footage that the victims shot on the eve
and at the time of the crime, restoration
of which is the key to solving the mystery.
It is the imitation of damaged or poor-
ly shot first-person video (low resolution,
underexposed, out of focus, etc.), bad
angles or incorrectly directed camera, or
even a black screen due to destruction
or failure of filming equipment, especially
in the climax, that will become the main
stylistic feature of pseudo-documentary
horror films. On this subject, R. Wallace
(2021, pp.12-13) notices: “There is a pro-
found paradox at work here, because the
documentary form's perceived function
is turned on its head. Instead of the doc-
umentary-like textures signifying a pro-
cess of showing and illuminating, they
act to disquise and distort". It is worth
adding that such films are usually shot
with a point-of-view camera. However,
there are exceptions (video surveillance
cameras, webcams, etc.), and the tech-
nology of shooting itself is often part of
the plot. They usually avoid complex ed-
iting, use minimised non-diegetic mu-
sic and special effects or none of them,
and post-processing, if used, is only for
stylisation (for example, like VHS) or to
deteriorate the image quality. The oth-
er standard technique in creating these
films involves non-professional actors
and their improvisation during filming.
Besides its innovative approach, The
Last Broadcast is also interesting for
its reflections on the role of documen-
tary film and information technology,
which, together with its showing the
work of television, connects it with Wex-
ler's film Medium Cool. However, the in-
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fluence of Wexler's work on the film is
proven not only by the common theme
and presence of pseudo-documentary
scenes, but also by the last frame of the
film, which is preceded by the revelation
of the hoax through the transition from
a point-of-view camera to an objective
camera. Thus, it shows the author of the
film filming himself, and resembles the fi-
nale of "Medium Cool" — appearance of
the cameraman who directs his camera
at the viewer, which is also at the exact
time imitation of the corresponding tech-
nique of metacinema and a kind of “reve-
lation" through "breaking the fourth wall".
Although the film, like Wexler's work, did
not have commercial success, it greatly
influenced the film The Blair Witch Pro-
ject (1999) by Daniel Myrick and Eduar-
do Sanchez, the wild success of which
could be attributed to the popularity of
pseudo-documentary horror films and,
to some extent, mockumentary in gen-
eral. A significant number of films shot
in the subgenre of "“found footage" are
still being released even today, which, as
A. Heller-Nicholas (2014, p.4) points out,
is due to the growth in popularity of ama-
teur media caused by the emergence and
development of the YouTube platform.

It can be stated that the application of
Dziga Vertov's ideas in fiction films, which
according to the author's plan were aimed
at finding “film truth”, has undergone fas-
cinating evolution (Myslavskyi, Chmil,
Bezruchko and Markhaichuk, 2020). Thus,
repeatedly becoming either a tool for
searching for a new filmic reality or an in-
strument of propaganda, they became an
overt means of mockery in mockumen-
tary films in the era of postmodernism.
Let's compare two rather radical phenom-
ena in cinema of the late 20th and early
21st centuries. Despite some noticeable
differences, the Dogma 95 movement and
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the “found footage" horror films' main
feature is the almost complete rejection
of visual imagery because of the radical
simplification of their style. This is a spe-
cific confirmation of J. Baudrillard's (1981,
p.80) idea that cinema gradually ceas-
es to be an image (a myth, a thing that
has something of a delusion, a fantasy,
a mirror, etc.) due to the infection of tel-
evision, which no longer carries any im-
aginary. Although nowadays, considering
the decline in television's popularity, it is
more appropriate to consider the "infec-
tion" of cinema not so much by television
as amateur media products, which evoke
a special trust in the modern viewer, being
perceived as "more real than reality”. This
also correlates with the author's opinion:
“Cinema, which seeks to eliminate itself
in the absolute of the real, the real, which
has long been absorbed by the cinemat-
ic (or television) hyperreal" (Baudrillard,
1981, p.76).

Considering the trend towards medi-
atisation of society and the rapid evo-
lution of technical means, we can state
that the documentary style continues to
change actively (Bezruchko and Chai-
kovska, 2020). The improvement of ex-
isting and the emergence of new filming
equipment (for example, inexpensive
drones and action cameras), prolifera-
tion of cameras, development of social
networks (including video hosting), evo-
lution of video communication tools are
just some of the aspects that are already
influencing nowadays or will do so short-
ly (Havran and Botvyn, 2020). In this con-
text, the study by C. Iseli, S. Dux and M.
L. Loertscher (2020) is noteworthy, which
found that videos with considerable
depth of field are no longer perceived as
more authentic by the modern viewer, but
rather the opposite, unlike a similar ex-
periment conducted in 2012. That is, this
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proves that not only is the documentary
style itself changing rapidly, but also its
perception by a viewer. All this indicates
the broad spectrum for further research
on this topic.

Conclusions

We can conclude that the emergence
and further development of the documen-
tary style in fiction film are determined by
the formation and evolution of the doc-
umentary itself, and later by television
products and amateur videos. However,
it is worth emphasising that using this
style in fiction films was influenced by
non-fiction films and attempts to imitate
narrative films, in which documentary
stylistics had already been used before.
The impulse for its active usage was the
work and ideas of Soviet director Dziga
Vertov, who greatly influenced world cin-
ema. This influence was often indirect,
for example, through one of the most fa-
mous films of Soviet avant-garde cinema,
Battleship Potemkin by Sergei Eisenstein,
or the films of Vertov's followers from the
cinéma vérité movement.

The documentary style in fiction film
was actively used as a propaganda tool,
sometimes driven by limited financial re-
sources. Still, the main reason was the
desire to make films more realistic, ex-
pand the means of cinematic language
and the search for a new filmic reality. It
should also be noted that pseudo-docu-
mentary scenes in such films as The Next
of Kin, Medium Cool and to some extent
some fragments of the film October: Ten
Days That Shook the World became the
forerunners of the hybrid genre of cine-
ma—mockumentary. Thus, this proves
that the documentary style in fiction films
influenced the formation of this relatively
new genre.
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AHoTauis

MerTa cTaTTi — NpoaHaniayBaTu reHe3nc i PO3BUTOK [OKYMEHTaNIbHOIO CTUJIHO B irPOBOMY KiHO, 4OCAIAUTH
nepenyMoBU MOro NosiBU, OCHOBHI XapakTEPUCTUKM Ta X eBOJIIOLiK0, @ TaKoX MPUYMHKU A O0COBNMBOCTI
BUKOPUCTAHHSA LibOro CTUIIO KiHeMaTorpadpictaMu B pi3Hi icTOPUYHI nepioaun. PO3rnsiHy TV BNIMB OCHOBHMUX
HanpsiMiB [OKYMEHTanicTuky, TenebayeHHs Ta aMaTOPCbKOro BifleOKOHTEHTY Ha Moro cpopMyBaHHs Ta
3aCTOCYBaHHSA B XYL 0XHiX CTpiuykax. BcTaHOBUMTU BaXJIMBiI TeHAEHLT cy4acHOro irpoBoro kiHematorpada,
NnoB'si3aHi 3 BUKOPUCTAHHSIM AOKYMEHTanbHOI hopMu, Ta OKpPecnuTu il BMJIMB Ha MOSIBY HOBMX XaHpIB
i nigxaHpiB uboro Buay kiHo. MeTtogonoria gocnig)keHHs 6a3yeTbCca Ha KOMMIEKCHOMY MiAaXomni, aKuM
OXOMNJIHOE aHania NiTepaTypHUX gxepen — ans hopmMyBaHHSA TeOpeTUYHOT 6a3n Ta BUSHAYEHHA KJTI0UYOBUX
NOHATb, ICTOPUKO-KYNbTYPHUI aHani3 — ANs BUBYEHHS ICTOPUYHUX, TEXHIYHUX, COLliaNIbHUX | KYNbTYPHUX
nepenyMoB, XpOHOJOTIYHUIN MeTOA — A5t BCTAHOBNEHHSA Kay3aJlbHOCTi AOCHIAXYBaHUX ABULL, METOA Kelnc-
cTafi, KM NonsiraB y CTUJICTUYHOMY Ta KPUTUYHOMY aHanisi obpaHux inbMiB aK HanbinbLl BUpasHUX
NnpuKnagiB, a TakoX KOMMapaTUBHUIA aHania — Afsl NOPIBHSAHHSA Pi3HUX KapTWH i KiHeMaTorpadiyHmx
Teuin. HaykoBa HoBU3Ha. Breplue y3aranbHeHO BCi HaBaXJMBILLi acnekTu, NoB'si3aHi 3 OPMyBaHHAM
Ta eBOJIIOLiE [JOKYMEHTaNIbHOrO CTUIIIO B irPOBUX CTPiYKax y nepiof Bif, €KCNepUMEHTIB paasiHCbKUX
KiHoaBaHrapgucTiB 4O MOro BUKOPUCTaHHA B Cy4YaCcHOMY KiHematorpadi. Ha ocHoBi pgocnifXeHHs
HamnbinbLL XxapakTepPHUX NPUKIIaAiB BUSHAUYEHO MOLUUPEHi 3acobu, Ha AKMX Ba3yeTbes Liel CTUMb, a TakKoX
OCHOBHIi MPUYNHM Ta 0COBNMBOCTI iX BUKOPUCTaHHSA. OKpeMy yBary npuineHo feakum nepeaymMoBam nosism
HOBMX XXaHPOBMX (DOPM, LLLO BUHUKIIN BHACTILOK eKcryaTauil «4OKYMEHTaNIbHOCTi» B XYA0XHIX KapTUHAX.
BucHOBKW. Y cTaTTi BUSHAYEHO POSib OCHOBHUX TEHOEHLiIA [OKYMEHTaNCTUKN, TENEBI3INHOrO KOHTEHTY
Ta, 30KpemMa, aMaToOpPCbKMX Bi4EO0 Yy CTAaHOB/EHHI Ta PO3BUTKY [OKYMEHTaNbHOIro CTUMO B irPOBOMY KiHO.
JoBefeHo NpsAMKI Ta onocepeKoBaHWI BNJMB ifen pafsaHCbKOro pexucepa [l3vrv BeptoBa Ha KapTuHu,
B AIKWX BOHW 3acTocoByBanucs. [poaHasni3oBaHO posib 3a3HaYeHOro CTUO Y popmyBaHHi ribpuagHoro
XaHpy MoK'loMeHTapi.

KniouoBi cnoBa: KiHOMUCTELTBO; AOKYMeHTanicTuka; [laura BepToB; kKiHoaBaHrapg; ciHema BepiTe;
MOK'HOMeHTapi; NCeBA0A0KYMEHTaNICTUKA; 3BYK; 3HanAeHU Kagp
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AHoTauin

MeTa cTaTTi — npoaHanisyBaTu BMMB ayfioBi3yasibHUX TBOPIB Ha CYCMiNIbHY
CBiOMICTb, BCTAHOBWUTW POfib CLEHApil0 Yy KOHCTPYIOBaHHI igenHo-
Xy[OXHbOro ocepgsa inbMy, pocnigutv ocobanBOCTi BUKOPUCTAHHSA
MOHTaxy 3afnsi yTpUMaHHA yBaru ayautopil. lpoaHanidyBatu npaui
HayKOBLIB i cucTeMaTU3yBaTu CKJIafHUKMN ayfioBidyanbHOro 3MicTy ekpaHa
3 MeToH BMAMBY Ha rnsgaya. OKpecnuTy MeTogu Ta 3acobu, siKi MOXYTb
OyTM BUKOPUCTaHi AN BTINIEHHS PEXMCEPCbKOro aBTOPCHLKOro 3agymy.
MeToponorisi gocnigykeHHs. byno 3acTocoBaHO Taki METOLMU: TEOPETUYHUN —
[OJ1s1 aHanisy Ta cucTemaTusalii HasiBHUX iHopMaLiiHUX fXXepen | BUBYEHHS
MeToZiB BM/IMBY Ha rnsifaya, f4OCNiOXEHHS MOHTaXHMX 3ac06iB B eKpaHHUX
TBOpax; HayKoBUW — [ONsi ONpaLloBaHHA TeXHIYHO-HayKoBOro Marepiany;
eMNipUYHUIA — Ons cucTeMaTum3auil BnacHoro Aoceigy. Takox 3acTocoBaHO
CUCTEMHO-aHanI TUYHWUM NifXifa LWoA0 BUSHAUYEHHS Ljinen i cTpaTeril HayKoBOro
OOCHiAXEHHS, a came: 3a [JONOMOrO0 cneliafbHUX MeTOAIB NpoaHaniaoBaHo
aynioBisyaslbHUN 3MICT eKpaHa ik OCHOBY BTIJIEHHS! peXMUCEepPCbKOro 3agymy,
OKpECJIEHO MOXJIMBOCTI BM/UBY aynioBi3yaslbHUX TBOPIB Ha CYyCMiflbHY
cBigomicTb. HaykoBa HoBM3Ha. Bneple npoaHanizoBaHo aynioBisyanbHUN
3MIiCT eKpaHa Ik OCHOBY BTiJIEHHSI PEXMCEPCbKOro TBOPYOro 3ayMy 3 METOH
BMJIMBY Ha rs4aya; 3a [JONOMOrol TEOPETUYHOIO aHani3y CUCTEMATU30BaHO
KOMMOHEHTU eKPaHHUX MWUCTELTB AK CKMAAHUKU PEXUCEPCHKOro 3amymy,
BM3HAYEHO MOXJIMBOCTI LUMUX CKJIAQQHUKIB Yy MOTEHUIMHOMY BMMBI Ha
ayauTopito. BUCHOBKM. Y cTaTTi npoaHanisoBaHO BMJMB aynioBi3yaslbHUX
TBOPIB Ha CycnijflbHY CBiAOMICTb, 32 AOMOMOrol aHanisy pob6iT HayKoBLiB
BCTaHOBJIEHO POJib CLEHAPII0 Y KOHCTPYIOBaHHI ielHO-XyLOXHbOro ocepas
dinbmy. [letanbHo [ochif)XeHO 0CO6AMBOCTI BUKOPUCTAHHA MOHTaXy
3 MEeTO BMJIMBY Ha rnsifava. Y3arasbHEHO KOMMOHEHTW aymioBi3yanbHOro
3MIiCTy eKpaHa ik OCHOBM BTiJIEHHS1 PEXMCEPCbKOro 3aAyMy.
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ByTko, I. Ta ApycTamoBa, B., 2025. AynioBisyanbHuil 3MiCT ekpaHa Ik OCHOBa BTiNIEHHS PeXWUCePCbKOro
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dopmynioBaHHs npobnemu

KiHo i TenebayeHHA € Baromoro 4yacTu-
HOK KynbTypu cycnifibCcTBa. AypnioBi-
3yanbHi TBOPM 3 yYacy iX MOSIBU BUKO-
puUCTOBYBanucsl Onsi BMJIMBY Ha MacoBy
CBigoOMICTb rnsipava. TenesisinHi wWoy, Ki-
HODINIbMM, MY3WMYHI KJiNW Ta iHWI KOH-
cdirypauii  ekpaHHMX MUCTeUTB 3haTHi
dopmyBaTu cBiTOMNAA, BigirpaBaTn posb
iHdbopmaTopa, NPOoBiAHMKA YW BYMTENS.
BoHM MaloTb He3MiYeHHi MOXMBOCTI 3a-
co6iB BUpa3y, Ki LUBUAKO PO3BMBAOTHCS
i NOTpebyroTb [eTaNbHOro BUBYEHHS.

AynioBisyanbHuUiA 3MICT eKkpaHa BU3Ha-
YaETbCS peXucepcbkMM 3agyMoMm. AB-
TOp 3a JOMOMOrOHO creLia/ibHUX METORIB
i 3aco6iB Ha pi3HMX eTamnax CTBOPEHHSA
dinbMy, Kiiny 4 TenenporpaMmn Mae He-
3/liYeHHi MOXJIMBOCTi BM/IMBY Ha ayauTo-
pito. KntoyoBmumMu chazamu dopMyBaHHS
TBOPY 3 NOMNAAY PEXUCEPCHKOro 3afyMy
€ HanucaHHSA Ta pefakTypa CLeHapito fK
6asucy s inenHo-xXyQoXHbOro ocepas
ManbyTHbOro KiHO, KJliny Yu Tefenepena-
4i, @ TaKOX MOHTaX — sIK 3aBepLUasnbHUN,
YyacTo BM3HayvasbHuii eTan y hopMyBaH-
Hi ayfioBi3yaNnibHOro 3MiCTy eKpaHa.

HaykoBui nigxig [o aHanisy, cucrte-
MaTK3aLlil Ta NofanbLIoro AOCHiIXEHHS
OKpecieHOI MpobreMaTuKu € akTyasb-
HUM ans 6araTboXx HayKOBLLiB, pPeXMUCepIB,
npoatocepiB Ta aBTopIB.

AHani3 ocTaHHix gocnig)XeHb
i ny6nikauin

I Wunnep (Schiller, 1973) petanbHO
npoaHanisyBaB BMJIMB ayfioBi3yanbHUX
TBOPIB Ha CYCMiJlbHY CBIfOMICTb | BU3Ha-
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YMB KIHOMUCTELTBO SIK HangieBiwWy cop-
MY KYJIbTYPHOTO iMnepianiamy.

B.Mannese T1a M.lyeppa (Gallese and
Guerra, 2020) nocnigXysanu BnMB eKpaH-
HUX MUCTEL{TB Ha ayauTopito, @ TaKOX BM-
BYaNM peakLii rsgada Ha aygioBisyasbHi
TBOPU 32 AOMOMOIOH {HLIMX HayK — HeWl-
pOHayKu, NCUXOSOril, coLionoril.

M. Kauy6a (2013) ocMuCIMB KiHO fIK
3aci6 doopMyBaHHSI MacoBOI CBiOMOCTI
Ta 3aTBepAMB DiNbM AK BaXJIMBUN ene-
MeHT y dbopMyBaHHi MOAITUYHOrO NaHg-
wady.

Bnave 3MI Ha cyyacHy ayautopito BU-
Buanu J1. lemeHTbeBa Ta [l. CykoBa
(2023). ABTOpKM [OBENW, LLO NMOTYXHOC-
Ti Mefia 3pobunu X YeTBEPTOI FiNIKOHD
BNlafy B Cy4acHOMY CBITi.

K. Mpy6uu Ta A. Mnuka (2020) BU3HAUMAK,
O KOHpNIKT € 3anopyKoto 3any4yeHocTi
rnsgava. Takox aBTopy BUBYaNM gpama-
TUYHY 3B'SI3KY Oif-NPOTUAIS Y KOHTEKCTI
BIMJIMBY Ha ay[uUTOPItO.

B. depgopeHko Ta H. Cynima (2023) pos-
rNAaHynum  6asuc  ycniwHOro KiHOMpoeK-
Ty 3 MOMSify KOMMOHEHTIB Bi3yaslbHOro
OvcKypey Ta npoBenu pyHaaMeHTasbHe
OOCNIIXEHHA TMOCIAOBHOCTI e/leMeHTIB
OUCKypcy Ta ix npupoau.

JocnigxeHHtio ocobnmMBoCTEN BTiNIEH-
HSl PeXWUCEPCbKOro 3adymy eKpaHHOoro
TBOpY npucBsiyeHo poboTty P. LLiupmaHa
Ta [l. Cuz (2020). ABTOpPK BUABWUIUN MpPO-
671eMu1 NoLWyKy BUPasHOCTI ifei'y dinbmi,
chopMyBanu NPUHLWUNKU BTINEHHS 3agy-
MYy pexwucepa Ta BUOKPEMUNIU OCOBNMBI
cnocobu BNAUBY Ha rnagava.

P. LUnpman Ta [. bepgHikoe (Shyrman
and Berdnikov, 2022) pnocnigunu nposieun
OpamaTtyprii B irpoBoMy KiHO Ta po3rnsi-
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HYJIM OCHOBHI acnekTun dopMyBaHHS iH-
Tepecy B rnsifavis.

AHanis npoueciB CTBOPEHHS Cy4YacHOI
KiHONMpoayKLuil Ta BCTaHOBJIEHHS pofii
pexucepa y dopMyBaHHI Megianpoayk-
Ty OJI CyYyacHUX CMoxuBadis 3pobunu
J1. CeaHigse 1a 0. BepueHko (2024). BoHu
[IOBENIM BaXJIMBICTb YMIHHSI pexucepa
OpIEHTYBATUCA B Pi3HUX TUMAX KOHTEH-
Ty, MaTU HeobXiOHI HaBUYKK, 3HAHHA Ta
YSIBNIEHHS MPO TOHKOLLi Npodecii, 3Haxo-
OVTU NPaBWIbHI PiLLEHHS O71s1 CTBOPEHHS
KiHO-, Tenenpogykuii.

0.KoBw Ta O.KonaumHcbkuin (2023)
npoaHanisyBanm eHOMEH CMPUAHSTTS
NOACbKOIO CBiAOMICTIO NOEAHAHHA KiHO-
306paxeHb y pisHOMY NpocTopi 1 Yyaci Ta
3 Pi3HOIO fli€t0, BU3HAUUNU POJib MOELHAH-
Hs ayfio Ta Bigeo. |. MaBpaH Ta . MNonoBa
(2019) BM3HAUMIIM BaAXIIMBICTb PO3YMiH-
HS1 NMCUXONOTiT MOHTaXy ANna edheKTUBHOI
MaHinynsyii rsnaubkuM CNpUAHSATTAM.

Y cBoit po6oTi A. MegBeneBa Ta B. Kyk-
ca (Medvedieva and Kuksa, 2024) Bu3Ha-
UMJIM MOHTaX SIK TBOPYUI PEXUCEPCHKMIA
MeTon. BoHu BMBYanM peparyBaHHsA siK
OfMH i3 CErMeHTIB CTBOPEHHSI npodecii-
HOro ayioBi3yanbHOro NPOAYKTY.

K. CtaHicnaecbka (2012) gocnigxysana
Ta cMcTemaTusyBana BacTUBOCTI KJIiMo-
BOIO MOHTaXy Ta MOro BMJIMB Ha rnsfava.

I Yminb i K. MweHnyHa (2018) BrBYanu
icTOpito Ta Teopito MOHTaxy (Big paasH-
CbKOTO KiHOaBaHrapgy [0 Cy4acHUX npak-
TUK), MPOaHasi3yBasn MOHTax siK By3bKO-
crelianbHuin - KiHemaTorpaddiyHuin  3acib,
JOCTiZUNM 1Oro MOXJIIMBOCTI Ta MPUHLMNMW.

deHomeH «homo villicus» B ekpaHHOMy
cepegoBuLi gocnimxysanu I Yminb, H. Ko-
pabnboBa, O.Bbespyuko (2024), I Yminb,
H. KopabnboBa, O. Bespyuyko, H.)ykoBa
(Chmil, Korablova, Bezruchko and Zhukova,
2024); y nocTMofepHin KynbTypi — |. laB-
paH, C. CTosiH, M. PoroxHa, |. BinbunHcbka,
X. MneuaH (Gavran et al., 2023).
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Y ctatTi B.TeHunep (2023) MoHTax
BM3HAYeHO fAK XecT Mepgiauil Ta OcCBi-
TW, PO3IISIHYTO MeAaroriyHi, ecTeTUYHi,
KYNbTYPHI Ta KiHemaTorpadiyHi acnekTu
MPaKTUKN MOHTAXYy.

Xy#OXHi Ta TexHi4yHi 3acobu peanisauil
pexXucepcbKoro 3afymMy B Cy4YacHii Ki-
HoiHgYCTpIl gocnigxyBanu O. bespyuko,
10. LLeBuyk, [. AHppieBcbkuin (Bezruch-
ko, Shevchuk and Andriievskyi, 2022) Ta
0. BarHep, M. Koubkuit (2023).

Merta cTaTTi — npoaHanisyBaTv BMvB
aynioBisyasibHUX TBOPIB Ha CYyCMisibHY
CBiJOMIiCTb. BuaHauuTu posb pexwucep-
CbKOro 3afyMy Y TBOpP€EHHi ayfioBisyarb-
HOro 3MicTy ekpaHa. BuBuutu cueHapin
AIK 6a30BUIN KOMMOHEHT Y KOHCTPYHOBAH-
Hi iIeNHO-XyLOoXHbOro ocepasi chinbmy.
Jocnigutn 0cobnnBOCTi BUKOPUCTAHHSA
MOHTaXy 3 METO BM/IMBY Ha rnisigava.

OCHOBHUI MaTepian fOoCNiAXKEeHHS

KiHemaTtorpad i TenebayeHHs 3 yacy ix
MosiBU BUKOPUCTOBYBASMCA LSl BIUIUBY
Ha MacoBYy CBiOMICTb rfsa4a4a, 30Kpema,
ayfioBisyasibHi TBOpY 3aTHI dopMyBaTH
cBiTOrNAA, BigirpaBaTM ponb iHdopMa-
TOpa, NpoBigHMKa uu BuuTens. Pexucep
ManbyTHboro dinbmy, Kniny uyu Tene-
nporpamMu Mae CBili aBTOPCbKUI 3adyM,
ifleto, sIKi mMparHe QOHECTU OO rnsfjava.
3a [0MoMOroro HesJivyeHHUX 3acobiB BU-
paxeHHs ayfioBisyanbHUMA 3MICT eKpaHa
BM3Hayae igeiHO-Xy[O0XHE PO MPOEK-
TY Ta KJIOY [0 CNPUAHATTSA ayauTopieto
(Bezruchko and Stepanenko, 2024).

Cnig ckasaTy, Lo BaXJIMBUMK eTanamu
chopmyBaHHS TBOpPY 3 MOMMSALY pexucep-
CbKOrO 3aflyMy € CTBOPEHHSI CLIEHapito AK
OCHOBM MalbyTHbOrO MPOEKTY Ta MOH-
Tax — diHanbHa hpasa BTiNEHHA OYMKU
aBTOpa 3 METOK BM/IMBY HA rMsifava.

EkpaHHi MucTeuTBa — Le gieBui crnocib
MaHinynsauin Macamu, WO BUKOPUCTOBY-
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€TbCA He nulle Oja po3Baru, ane n as
dopmMmyBaHHA nornsigie Ta igeonorin. Big
€aMoro rno4yaTKy CBOrO iCHYBaHHS, siK 3a-
3Havanu O. bespyuko, |. laspaH, O.[pa-
Bapuyk, H. KocTiok Ta I. Kot (Bezruchko,
Gavran, Hrabarchuk, Kostiuk and Kot, 2020)
y CTaTTi «lgeonoriyHi KoHuenuii y KiHema-
Torpaddi MiXXBOEHHOMO Mepiofy», eKpaHHi
MucTeyTBa 3000ynM penyTauito He Tinb-
KU SIK BUSIB TBOPYOCTI, ane i K MOTYXHWIA
iHCTPYMeHT nponaraHgn. Bnave aypgiosi-
3yarnbHUX TBOPIB Ha Macu GyB BUM3HAHWI
i BUKOPUCTaHWI MONITUYHUMM Nigepamu
Ta couiaNbHMMU pyXxamu Mo BCbOMY CBi-
Ty. IcTopisi KiHO MOKa3ye, Ik BOHO CTasno
3acoboM MacoBOI KOMYHiKaLil, 34aTHUM
cdopmyBaTK Ta 3MiHIOBaATU CYCNifbHI Ha-
ctpoi. I LLunnep (Schiller, 1973, p.186)
y CBOin npaui «MaHinynsTopu cBigomi-
CTIO» PO3KPMBAE ifeto Mpo Te, WO KiHO
Mae rMIMOOKUIA i4eonoriYyHUi BRAMB: «[y-
MaTW, WO NPOAYKLUis KIHOMPOMMUCNOBOCTI
Cnyrye TiflbkM Ons po3Barv i He MiCTUTb
i[lEONIONiYHOrO HABaHTAXEHHS, 3HAYUTb
CBijOMO irHOpYBaTV OOHY 3 HangieBiLLINX
dopmM KynbTypHOro iMnepianiamy». Hay-
KOBeLb TaKOX 3ayBaXye, L0 «Os1 JOCAr-
HeHHs1 HaMbiNbLIOro ycnixy MaHinynsuis
Mae 3anuaTUCa HeMoMITHO. Ycnix Ma-
HiNyNAUIT rapaHTOBaHWUIA, KON MaHinynbo-
BaHWI BIpUTb, LLLO BCe, W0 BiabyBaeTbCs,
€ NPUPOLHUM | HEMUHYUMM. IHaKLIe Kaxy-
4y, oS MaHinynauii notpibHa danblumnBa
LINCHICTb, B AKiN 1T NpUcyTHiCTb He Bygae
BiguyBaTucsi» (Schiller, 1973, p.11). Oue-
BMOHO, L0 KiIHONPOOYKLisi — Lie He MPOCTO
po3Bara, a i YacTuHa LUMPOKOro KynbTyp-
HOro iMnepianiamy.

KiHo 3paTHe cTBOptOBaTU iNto3ito pe-
anbHOCTI, WO [Jae 3Mory rnsgayam
crnpuimaTu nofaHi igei Ak BnacHi. Lle po-
OUTb KIHO He N1We [3epKanoM cychifib-
CTBa, aJie ¥ YUHHMKOM (DOPMYBaHHS AOr0
ileHTMYHocTI. 3okpeMa, M. Kauyba (2013,
¢.139) 3a3Hauvae, Wo «KoXeH difibM € no-
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NITUYHUM [OKYMEHTOM, AIKMI Bigobpaxae
OepXxaBHy MoOniTUKY Ta ifeonoriyHi ycTa-
HOBKM. Tak, KiHO CTae He NPOCTO 3aco6oM
po3Bary, ane W BaXJIMBUM €JIEMEHTOM
y hopMyBaHHI NOMITUYHOIO NaHAgwadTy».

OKpiM BMBYEHHA BMAUBY aygioBi3yanb-
HWUX TBOPIB HA MacoBY CBIfOMICTb Yepes
DOCniIXEHHS Yy ncuxosorii Ta couiono-
ril, HAyKoBLUi BAanucs [0 HeWpoHayKMu.
B. Mannese ta M.[lyeppa (Gallese and
Guerra, 2020, p.46) y cBoiii po6oTi «EM-
naTuyHUi ekpaH. KiHematorpad i Hen-
poHayka» OnucylTb, «.K disionory,
ncuxonoru, dinocodu Ta pexucepu Bu-
BYaNM MO30K | Tina rnspadvie, Hamarato-
YMNCb OLHMTU HaLWy CXWbHICTb [0 30-
OpaxeHb y pyci, 3 ogHOro 60Ky, a TaKoX
ocobnMBoCTi Ta ManbyTHi NepcnekTuBU
LIbOro HOBOIO MacOBOrO SIBULLA, 3 iHLIO-
ro». BUBYEHHs1 BMAMBY 3 MoOrnsigy Mos3-
KOBOI aKTUBHOCTI NMOAUHU LWe OGinblue
nornmMénno MoOXMBOCTI aBTOPIB B ayfio-
Bi3yaJibHOMY BUPOOHMLTBI.

EkpaHHi MucTeLTBa Hapasi HabupatoTb
06epTiB Ik cnoci® [ocCArHeHHs uinewn
wono pobotu 3 ayautopieto y 3MI. Tak,
J1. NemeHTbeBa Ta M. Cykosa (2023, c.9)
y poboTi «Bnnue chenkoBMx HOBWH Ta fe-
3iHdhopMaLii B ayfioBisyanbHuUX Megia»
onucanuM MOXnMBOCTi Mepgia: «lHdop-
MauiiHa peBontouis nepeTBopuna 3MI
B Haf,3BUYANHO MOTYXHUWA iIHCTPYMEHT —
BipTyasibHy YeTBepTY rifiKy Bnagu, BiavB
AKOI Ha CMOXMBAYiB | TaK 3BaHE KOJeK-
TUMBHE HECBIiOMe BaXXKO NepeoLiHUTH».

Pexucep BM3Hauyae, Ik caMe ayfioBi3y-
anbHWi TBip Oyfe BNIMBaTW Ha ayguTo-
pito. Aapo aBTOpPCbKOro 3agymy chopmy-
€TbCAY AeKinbKaeTaniB — Bif No4aTkoBol
inei 4O MOMEHTY MOHTaxHOI Bidyanisa-
uii. CueHapi Mae ofHy 3 HalBaroMmiwnx
poreii y CTBOPEHHI ifeNHO-XYLO0XHbOIOo
ocepas dinbMmy. Liei fOKYMEHT MicTUTb
He nue CHOXETHY NiHito, ane W nepeko-
HaHHS, AKi pexucep nparHe LOHecTU Ao
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rnspada. CueHapivi € Manoto aJisi BCi€l Ki-
HOKOMaHfM, BKa3yruu HarnpsMoK TBOp-
yoro npouecy. KoxeH nepcoHax, gianor
i MOBOPOT ClOXETY (POPMYETHCS 3 LIbOro
dyHoaMeHTanbLHOro fOKYMeHTa. lcTopis,
po3kasaHa 4epe3 KiHO, Mae pe3oHyBa-
TV 3 [MagaveM, 3anuardm TpuBanIuii
BMJIMB i CTBOPIOOYM €MOLiIHWIA OOCBIf.
J1. CBaHigse Ta O. BepueHko (Svanidze
and Verchenko, 2024, p.79) 3a3Hauva-
H0Th, WO «poboTa pexwucepa, nicns Toro,
AK BiH MOroguTb MPOEKT, MOYMHAETb-
cs i3 cniBnpayi 3i cueHapucTom. Momy
NoTpibHO peTeNbHO BUBYMTM MaTepian,
3 IKUM WOMY [0BefeTbCs MpaLtoBaTy,
a TaKoX BHECTU HEOOXiHi KOPEKTUBU».

JouinbHo ckasaTtuy, wo nig 4yac pobo-
TW pexucepa 3i cueHapieM opMyeTb-
CSl eMOUiNHMI BIAryK KiHO, BMMBalOum
Ha CNpuMHATTA rnspava. Yepes gianoru
Ta OMNWCK ClLeHapi nepefae NigTEKCTU
i TeMu, AKi pesoHyrTb i3 coLuianbHUMMK
Ta KynbTYpHMMWU KOHTeKcTamu. BiH Ta-
KOX BM3Ha4yae BidyaNbHUN CTUNb inb-
My, BKa3yluu Ha KJIIOYOBI MOMEHTU OJis
KiHeMaTorpadpiyHoro akueHTy. Ha eTani
ApamaTyprii difibMy aBTOp hopMye CBOE
6aueHHsl. Pexucepcbkuin 3agym cTae
iEeNHO-XYOOXHIM SApOM MNPOEKTY. Tak,
P. LUnpmaH i . Cus (2020, ¢.76) 3a3Hauu-
W, WO «PEXUCEPCHKE BUPILLEHHSI eKpaH-
HOro TBOPY € 4YM He HaVBaX/MBILLIUM
eNneMeHTOM pexucepcbkoi poboTu. lMpa-
BWIbHO NifibpaHi iHCTPyMeHTH ansi pea-
nisauii cTaloTb KIHOYEM [0 MMAAALBKOro
CMPUNHATTA».

Pexucepcbkun  3apymM  HavKpawmx
MUTLIB ekpaHa, 3okpema OnekcaHppa
LoxeHka (Myslavskyi, Chmil, Bezruchko
and Markhaichuk, 2020; Bezruchko,
2024), [Oswurn BeptoBa (Myslavskyi,
Chmil, Bezruchko and Cherkasova, 2020),
IBaHa KaBanepigse Ta iH. (Myslavskyi,
Chmil, Bezruchko and Kupriichuk, 2021),
MOXe BUpaxaTucsl uyepes Xy[oXHi 00-
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pasu, UMTYBaHHS iHWKX pexucepis abo
MucTelbkux TBOpiB. P. LUnpman i . Cus
(2020, ¢.76) nigkpecntooTh, WO € 6araTo
cnocobiB BTiNIEHHS1 aBTOPCbKOro 3ayMmy,
i came BUBIp pexucepa BU3Havae, K BiH
BMJIMHE Ha rnisipava.

B. ®enopeHko TaH. Cynima (2023,¢.216),
BMBYAKOUM  MpOLEC  KOHCTPYHBAHHS
ieNHO-XyA0XHbOro ocepgsa cinbMy Ta
6asnc ycniwHoro KiHOMpOeKTYy 3 Mnorns-
Iy KOMIMOHEHTIB Bi3yanbHOro AWUCKYpCY,
HaroJIoLYHTh, WO «MEePLIMM e/IEMEHTOM
OVNCKYpCY € peanbHicTb, TO6TO o6cTaBu-
HM Ta dakTK, siKi MoB'A3aHi MiX coBOO».
ABTOpPKU 333HAYal0Th, LLLO TEKCT € OAHUM
i3 HaMBaXJIMBILUMX KOMMOHEHTIB OUCKYp-
cy, agxe 6e3 HbOroO HE MOXe iCHyBaTu
CLeHiYHe 1 aypioBisyanbHe MWUCTELTBO,
Ta [0BOAATb, LIO «caMe JiTepaTypHU
TEKCT € OCHOBOMOJIOXHUKOM “Mpupog-
HOro KOHMikTYy"». HacTynHuMM, Ha iXHt0
OYMKY, CKNafHUKOM € PEXMUCEPCbKUI 3a-
OyM, ik 06'eiHye Bci nonepegHi KoM-
MOHEHTW B LiNIiCHUIA 0OpasHMIN MeXaHi3M,
Lo YOCO6st0E 3apOoaXEHHS FOJIOBHOT i€,
a OCTaHHIM — Xy[o0XHin obpa3s KiHodiNb-
My. To6To BAana poboTa 3 KOXHUM efe-
MeHTOM DifibMy | € OCHOBOO [OJ1s1 YChiLl-
HOrO 3BYKO30POBOIO NPOLYKTY.

MorofxytoTbCcsl 3 TE30H MPO OCHOBO-
MoSoXHICTb KoHdnikTy 1 P LLMpmaH Ta
L. bepaHskos (Shyrman and Berdnikov,
2022, p.201) i, 30KpeMa, Ha3nBalOTb «KOH-
Lenuito KOHGNIKTY» KHOYOBUM MPUHLM-
MOM BU3HaYeHHS Teopil gpamMu: «kKOHpAIKT
Big, naTuHcbkoro ‘“conflictus” o3Hauae
3ITKHEHHS».

K. [pybuu Ta A.nuka (2020, c.22) 3a-
3Hauunu: «Y KiHemaTtorpadi BaxJMBO,
Wwob Ha ekpaHi MiX reposiMu 3apoaxy-
BaBCSl SIKOMOra roCTpilniA KOHMAIKT».
BaxnuBicTb KOHNIKTY BOHM MigKpec-
AW TUM, WO caMe CKNaaHICTb cuTyauii
3myuwye rnagada 6yTu 3anyyeHum y Te,
Lo BiAOyBaeTbCS Ha eKpaHi.
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Tak, O. BeHrep i M. Koubkuit (2023, ¢.88)
y CBOI poboTi «Xy[0OXHi Ta TeXHi4Hi 3a-
cobu peanisauil pexucepcbkoro 3agymy
B CYYacCHi/ KiHOIHOYCTpii» 3a3HayvaloTb,
LLLO Bifg noYaTKy po3pobku aygioBisyasb-
HOro TBOPY aBTOpP Mae 3ayBaXuTH, K
MaKCMMarnbHO 3MIiCTOBHO BUKOPUCTATM
Apamartyprito dinbMy Aas nofanbLioro
BTINIEHHA i0ENHO-XY[O0XHbOro 3agymy
pexucepa. Bapto norogutuch i 3 Te-
3010 aBTOPIB, W0 «MeXaHi3aMun peanisauil
TBOPYOro 3agyMy, peTeslbHO nigibpaHi
CTOCOBHO KOXHOI0O MPaKTUYHOro BUMag-
Ky, € OCHOBOK BWOYOOBYBaHHAl rnspa-
LibKOrO CMIPUAHATTSA came Mifg TUM KYTOM,
LLLO NOTPiBeH pexucepy, a BiATak CTalOTb
He3aMiHHUM TBOPYMUM iHCTPYMEHTapieM
B apceHari TBopuiB ginbmis» (BeHrep Ta
Koubkuit, 2023, ¢.86). OkpiM Lboro, aBTo-
pY HaroJsIoLWyOTh Ha TOMY, LLO 3 MOSIBOKO
CYYaCHMX TEXHOJONM Yy HALOMYy XMTTI
MOCUMIOETLCS | PO3MOBCIOAKEHICTb Ma-
HINyNATUBHUX MpPaKTUK 3a [O0MOMOroH
MOHTaXHUX 3acobiB. BapTo noroautucs
3 focnifHMKaMu B TOMY, L0 pefaryBaH-
HSA QA€ pPi3HOMaHITHI MOXJIMBOCTI BNM-
BY Ha ayaMUTOpitO Ta HOBI METOAM BTINEH-
HSl PEXUCEPCHKOro 3aAyMy.

Big TexHiYHOI doyHKLIT MOHTaXy — 36U-
paTu WMaTKKN NNiBKKU B €AUHE Ljine, BiH
Bce Binblue cTae iIHCTPYMEHTOM aBTopa
y CTBOpPEHHI TBOPYOI Bidyanisauii gym-
ku. Tak, A. MegBegeBa i B. Kykca (Med-
vedieva and Kuksa, 2024, p.45) y po6ori
«MOHTax fIK TBOPYUA pPEXUCEPCbKUN
MeToL, Yy Cy4yacCHin aygioBisyanbHin
KyNnbTypi» 3a3HayatoTb, W0 npodeciiHo
CTBOPEHUN ayfioBi3yanbHU NPOAYKT,
O[HUM i3 CErMeHTIB AIKOro € pefaryBaH-
Hf,, NigBOAMTbL rnsifadya A0 PO3KPUTTS
TeMu, NPOSABY eMOLiR, CMiBMepeXuBaHHSA
3 reposiMu QinbMy Ta po3yMiHHA nepe-
6iry nogin.

JouinbHo 3ayBaxuTtu, wo A. lNokynes-
cbka (2022, c.167) BUOKPEMJIIOE TaKi Ki-
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HemaTorpacdiyHi 3acobu, ik MOHTaXXHUN
NPUHUMN, Kagpu Ta MAaHu pi3HOi Kpyn-
HOCTI, paKkypcu, puTMm, Mi3aHcueHU. Mox-
Ha NOroAMTUCA 3 BUBHAYEHHSIM TepMiHa
«MOHTaX», fIKUA NponoHytTb I YMminb
Ta K. MuweHnyHa (2018, c.101): «MoH-
TaxX — ue creundiyHmMin cnocié opraHi-
3auil KynbTypHOro 6yTTs, SIKUA B3AB Ha
036pOo€EHHSA KiHeMaTorpad i KOpUCTyeTb-
CSl HAM Y HaWPi3HOMAHITHILLMX XYOO0XHiX
Linax».

b. XeHunep (Henzler, 2023, p.144)
y cBOil poboTi «MOHTaX sIK XecT Me-
piauii Ta ocBiTU» BMU3Hayae LUen eTan
NOCTMNPOAAKLIUHY SIK aHaNiTUMHUNA | KOH-
CTPYKTUBHWUM npouec B ayfioBidyasb-
HOMY cepefoBuLi dinbMy, KU MoXxe
KOHCTPYIOBaTU 3HaYeHHSI KOXHOro Ka-
apy. TobTo aBTOp TpaKTye MOHTax fiK
€CTEeTUYHY KOMMO3UL,iH0.

Cnig ckasaTty, WO MexaHiyHe Ta uud-
poBe pefaryBaHHsi — Lie TBOPYMIA TEXHIY-
HWMI npoLec, WO MICTUTb HU3KY KPOKIB,
AKi cnpsiMoBaHi Ha nobypoBy aymnioBi-
3yanbHOro MOBIJOMJIEHHS, He3aNexHo
Bil TOro, UM Le 3[iNCHIOETbCA 4Yepes
MaHinyntoBaHHsA parMeHTamMu MAiBKY,
nepeBipkn 3anucy Ha nniBky abo nepe-
HeceHHA undbpoBux doparMeHTIB i3 cuc-
TeMM HeNiHINHOro MoHTaxy. Big noyatky
KiHemaTorpacdya i IpoTAromM ycboro yacy
iCHYBaHHS Ue MucTeuTBO 6yno eanHUM
crnoco6oMm BiATBOPEHHS OIACHOCTI B pyCi.
MoHTax OyB i € OCTaHHIM i YyacTo BM-
3HayallbHMM €eTarnoM CTBOPEHHS pinb-
My. 3 PO3BUTKOM TEXHOJIONiN 3anucy Ta
aypioBisyanbHOI nepefadi onepauiiHi
dyHKUiT Ta npodeciiHi npodpini 3Ha4YHO
36nuamnncsa oo Takoi Mipu, Wwo pospis-
HUTK IX NPAKTUYHO HEMOXJINBO.

Ha BigMmiHy Big MeTony 3B'si3yBaHHS
306paxeHb, KiHemaTorpadiyHuin MOH-
TaX Mae B OCHOBI Bifiblue, HXX NPUHLMN
nopiBHSAHHA — TOOTO onepauito, fKa
BMKOHYETbCSA MparmatuyHo. Lle nosc-
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HIOETbCA TUM, WO iNibM € BisyaNbHUM
3aco60M, OCHOBHWUM €JIEMEHTOM SIKOrO
€ 300paxeHHs Ik MPOCTOPOBE pO3Tally-
BaHHS, fIKe, 0HaK, PO3BUBAETbLCSA NiHIN-
Ho. Lle 03Hauage, W0 KiHOMOHTaX HacaM-
nepen OYHKLIOHYE CUMHTArMaTu4yHO, K
BM3Ha4yeHa MOCNifoBHICTb 3B'A3KiB. Ll
3B'AA3KN 6a3yoTbCA He JIMLLE Ha BiOMiH-
HOCTi Ta nofibHOCTi, a 1 Ha HapaTUBHIN
yu apryMeHTauinHin noriyi, abo HaBiTb
Ha My3W4HMX BignoBigHocTaAX. JlloguHa
B npoueci eBonwouii cnpuimana Bi3y-
anbHy peanbHicTb 6e3nepepBHUM MOTO-
KOM 300paxKeHHs!, a 3 MOSABOKD MOHTaXy
3ycTpinaca 3 HOBUM fIBULLEM — pO3Ka-
[ poBaHolo cueHot. Tak, B. Mepu (Murch,
2001, p.18) y cTaTTi «Y MUTb OKa: nornsg
Ha MOHTax iNibMy» 3a3Hayae, Lo HasB-
HiCTb Pi3KOro MepeHeceHHA 3 OfHIEl pe-
aNbHOCTI B iHLWY MO0 Ae30piEHTYBATH
rnafada. Ha wacts, Bce BUMLLNO HaBna-
ku. MMsapgadi He nuwie WBMAKO cripuimMa-
NN rpamaTuKy HOBOIO KiHO, ane 1 yekanu
HOBU3HM B HiMll.

Han cTBOpPEeHHAM | BUFOTOBMIEHHSIM ay-
JioBi3yanbHUX TBOPIB, pekiaMun, My3uu-
HUX KNiniB, inbMiB, ponNuKiB npawtoe
BefMKa KOMaHfa: CLeHapucTu, pexu-
cepu, onepaTopu, [eKopaTopu, [UKTO-
pu, criBaku, akTopu, Au3alHepu Ta iH.
Ponb BisyanbHUX i My3n4yHuX 3acobiB
y DOCAITHEHHI yCMiXy BenM4ye3Ha, ane Bce
3anexuTb Bif, 3ByKO30POBOro MOBiAOM-
NEeHHs1. BaroMum cknagHUKOM MOHTaXx-
HOI KOHCTPYKLiT O/ CTBOPEHHA HOBOI
XY[OXHbOI SIKOCTi y 6araTbox TBOpLiB
CTae yKpYMHEHHS YHiKanbHOI geTani, Wwo
Ma€ eCTeTUYHY LiHHICTb | OCMUCIEHICTb
3aBAsKM BKJIOYEHOCTI Ao uinoro. Tak,
[ONA MPOHUKHEHHS B CYTHICTb AIBULLA He
000B'A3KOBO 3HIMaTK 06'eKT B LiNOMY,
[OCTaTHbO BifibpaTy eNeMeHTH, a NoTiM
yXe 3 HUX, acoL,itoroum, CTUCTO NepeaTu
iHdopmaLito npo uine. LLBnakicTb 3MiHK
nnaHiB € OJHMM 3 HaWMOLUUPEHILUNX 3a-
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cobiB 3aansl 3arocTpeHHs Hanpyru. Han-
yacTilwe uen MeTof BUKOPUCTOBYETHCS
B ekwH-dinbMax. Hanpuknag, konu Ha
ekpaHi BifbOyBaeTbCsl aKTMBHA CLEHa:
6iika npoTaroHicTa Ta aHTaroHicta abo
3ananbHa cynepeyka mnoapyxxs, abo
MOroHSl MaHisika 3a XepTBOK — PUTM
i «MyfIbC» CLEHU MPUCKOPIOETLCS, TpU-
BaniCTb KaApiB 3MEHLUYETbLCS, KPYMHICTb
nnaHie 36iNbWYETbCS, BUKOPUCTOBYETh-
CAl MeTo[, «pyXxoMol Kamepu». Konu cueHa
3aKiHUyeTbCA, TEMMOPUTM YMOBIJIbHIO-
€TbCs, | mAgay «Bupmxae». Tak, K. Cta-
HicnaBcbka (2012, ¢.227) cTBepaXye,
WO ANA KNINOBOro MOHTaXy XapakTepHi
«WBMAKICTb (Kagpy TPUBaKOTb CEKyHAOU
yu OoJli cekyHaM), pUTMidHiCTb (3ama-
He CniBBiJHOLEHHA 3 PUTMOM MY3UKMH,
O 3BYYMTb) i pisKicTb (KoAHI NpaBuna
KNacM4YHOro MOHTaXYy, Lo 3a6e3nevyroTb
rnagavy enHICTb NPOCTOPY i Yacy, TYT He
BMKOHYHOTbCSI».

0. KoBw Ta O.KonaunHcbkuii (2023,
c.113) y crtatTi «Oco6aMBOCTi MOHTa-
Xy B Cy4YaCHOMY aypioBi3yaslbHOMYy BM-
pobHUUTBI: cneuedekTn Ta nepexogun»
BKA3ylOTb Ha Te, L0 PO3YMiHHA McuU-
Xonorii MOHTaXy Haflae 3MOry MUTLSIM
MakcuMarnbHO eheKTUBHO MaHinyntoBa-
TW CNPURHATTAM IXHIX aymioBisyanbHUX
TBOPIB i, IK HAcni oK, 3MyLlyBaTu rnsaa-
Yya nepexuBaTy eMouii nif Yac neperns-
Iy, WO i €, Ha AyMKY aBTOPIB, K/TOYOBOH)
onuieto KiHo. P. LUnpmaH i [. Cus (2020,
C.78) TaKoX BBaxaloTb, WO MOHTaX
€ BUpiWanbHUM etanoM y ¢opMyBaHHi
ManbyTHbOro eMoLiMHOro [OCBiAY ayau-
Topii: «sIkMM 3acobom Byae 3akofoBaHa
iHdbopMaLisi, 3a [OMNOMOrot SKOro CUH-
Te3dy 300paxanbHUX CEMIOTUYHMX Map-
kepiB 6yne BuUKIafeHa icTOpis KOXeH
aBTop 06Mpae camoOCTINHO BigMOBIAHO
[0 3afjayi eKpaHHOro TBOPY».

Pexuncep cTBOpIOE oOpuriHanbHi KiHO-
obpasu 3aBAaAKM MaHinynsauiaM 3 Kagpa-

Butko, O, Arustamova, V. Audiovisual Screen Content as a Basis
for the Implementation of the Director's Creative |dea



BicHMK KWIBCHKOTO HaLIIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELITBO | BUPOBHULITBO

MU 1 Yy Takui crocib OeMOHCTpye Hau-
BULLI MPOSIBU KyNbTYpU OYMKM, TBOPYOI
iHTYIUil. Ane, 3 iHWoOro 60Ky, NOCTINHO re-
HepyrouM HOBI CeHcY, ioel B MOHTaXHOMY
NaHU03i, [OCAraloun MexXi KOHCTPYHo-
BaHHsA 06pa3siB, aBTOp MOB'A3aHUM 3 MNO-
CTiIHUM PU3MKOM 3aWTU 3aHAATO AaNeKko
y Bi3yaJlbHUX eKCrepuMeHTax. Y Takomy
pasi 06K [fianekTMKu ecTeTUYHoro Ta
MOpPaNbHOrO B aKTi CTBOPEHHS HOBOMO
JacTb MOXJMBICTb CCOOPMYBaTU PEXM-
Ccepy MOHTaXy YCTaHOBKY, Gnu3bKy [0
inel egHocTi dinocodhCbKOro MUCIIEHHS
Ta TBOPYOro, YyTTEBOrO Ta paLioHanb-
HOro, MopanbHOro Ta MaTepianbHOro.
Tak, TBOpYa [AyMmKa aBTOpa, BIOBMBLUM
3aranbHy KapTWHY, CXOMJIOE AMUCKPETHI
€NeMeHTH, YaCTUHKM Ta BCTAHOBJIIOE TaKi
3B'AA3KN MiX HUMMU, Ki BinbLL HiXX JocTaTt-
HbO [aloTb 3MOTY MPOHUKHYTU KOPOTKUM
LWIAXOM Y CYTHICTb 3arasibHOI KapTUHM.
Bubip BupilwanbHOT geTani € iHTYiTMBHOIO
3p0ragKoro abo 3anexuTb Bif CBiJOMOIo
MoLuyKy, ane ue Ton npouec, KU BUPI3-
HSIE BEJIMKOrO MalcTpa, WO AEMOHCTPYE
CBOI [OMIHAHTHI iAeanu y CTBOPEHHi Ho-
BMX €BPUCTMYHUX MOEAHaHb 06pasiB.
Lo gymMky nigrBepaxytoTb i I Yminb Ta
K. MwennyHa (2018, c.102): «MoHTax,
MOXJIMBO, TOMY i € OOHUM 3 KJIHOUYOBUX
MOHATb Cy4acHOI eCTeTMKM, WO Lie HaWi-
Ginbll sickpaBa MeTadopa BiNIbHOI KOH-
CTPYKTMUBHOI TBOPYOCTI Ta il pedonekcir».
OT>Xe, BapTO HArofoCUTU Ha TOMY, L0
AKi 6 3acobu BMpasy He BUKOPUCTO-
BYBaB pexXwucep, CYTHiCTb MOro poboTu
Mae 6asyBaTUCA Ha MOCTaBNEHUX LIiNsxX
y B3aEMOIil 3 rnagayemM Ta Bisyanisauii
i1eMHO-XYJOXHbOr0 3ayMy.

BucHoBkuM
KiHemaTorpad i TenebayeHHss nocTa-

I0Tb He JnLLE K IXKepesno po3Baru, ane
i IK MOTY)XHWUWA IHCTPYMEHT coLianbHOro
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BM/MBY, 30aTHUA dbopMyBaTK igeonorii,
BM/IMBATM Ha MacoBY CBIiAOMICTb | HAaBITb
HeMOMITHO MaHinynoBaTu rnagaJyamMm
B MeXax KynbTypHOro iMmnepianiamy. Ic-
TOPWUYHI Nifepy BUKOPUCTOBYBANMN ayfio-
BidyaJlbHe MWUCTELTBO A5 MOLUMPEHHS
CBOIX i0,€0Morif, Wo CBiAYMTb NPO MOro
3[aTHiCTb cnyryBaTu 36poeto nponarax-
W, BIJIMBAKOUM Ha CyCiflbHI NepeKoHaH-
HSl Ta HacTpol. PinbM MoXe AK fOKYMEHT
Bifjo6paxaTu cuTyauito B Aepxasi. Big-
MOBIHO, KiHO Ta TenebayeHHA CTalOTb
BaXJIMBUMM efleMeHTaMu Y dOpMYyBaHHi
noniTMYyHoro naHawadTy Ta BigirparoTb
KNHOYOBY POJib Y KYJIbTYPHOMY XKWUTTI
CycninbCTBa, BM/MBaKOYM Ha MOro ifeH-
TUYHICTb i LiHHOCTI. Tak, aygioBidyanbHe
MUCTELTBO € He MPOCTO TBOPYMM BU-
SIBOM aBTOpa, asfie W iIHCTPYMEHTOM coLi-
anbHOI iHXeHepiT.

Pexucep ik TBopeLb ayfioBi3yanbHOro
3MICTYy Ma€ HesfiYeHHi MOXJIMBOCTI 3a-
cobiB BMpasy B3aeMofil 3 ayauTopieto.
ManbyTHe igenHo-xXynoXHe aapo dinbmy
KOHCTPYIOETbCA Ha eTani ifel, BTineHor
y cueHapii, Ta ocTatouHo OpMyeTbCA
y CBOI ecTeTusauii nig 4ac nocTnpo-
OakwHy. Opamatypris aygioBisyanbHOro
TBOpY cnyrye dyHAaMeHTOM nns pos3-
KPUTTA PEXMCEPCHLKOro 3ayMy, PO3BUT-
Ky KOHpnikTy Ta 06pasHoi Bidyanisauir.

MoOHTaX SiK 0fWH i3 HanedeKTUBHILINX
BUpaXxasibHUX 3acobiB MaHinyntoBaHHS
yBarow rnagada € BaxXJIMBUM CKNaf-
HUKOM BTINIEHHS i0EeMHO-XY[L0XHbOI Bi-
3yanisauii aBTopcbkoi OyMKWU. Pexucep
BUKOPUCTOBYE PUTMIYHICTb, LIBUAKICTb
3MiHM NNaHIB YM YKPYMNHEHHS YHiKasbHOT
JeTani 3 MeTOK MaHiny/oBaHHA ayau-
Topieto. AypioBisyanbHUI 3MICT eKpaHa
Ma€e KJIHOUYOBY POfib Y BU3HAYE€HHi eMo-
LiMHoro poceigy rnspgada Ta cTBep-
I)XEHHI aBTopa B YCMIWHOCTI BUKOPWU-
CTaHHSA IHCTPYMEHTIB Ta 3acobiB BUpasy
Y [OCSIFrHEHHI MOCTaBNEHOT METH.

byTko, O, ApyctamoBa, B. AyalioBi3yanbHUI 3MICT ekpaHa
AK OCHOBa BTINIEHHA PEXXMCEPCHKOrO TBOPHOrO 3a4yMy
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Abstract

The purpose of the article is to analyse the impact of audiovisual works on the public consciousness, to
establish the role of the script in constructing the ideological and artistic core of the film, and to explore
the peculiariticdbes of using editing to hold the audience's attention. To analyse the works of scholars and
systematise the components of the audiovisual content of the screen in order to influence the viewer. To
outlinethe methods and means that can be used torealize the director's author'sidea. Research methodology.
The following methods were used: theoretical — to analyse and systematise available information sources
and study methods of influencing the viewer, study of editing tools in screen works; scientific — to process
technical and scientific material; empirical — to systematise one's own experience. The author also applied
a systematic and analytical approach to define the goals and strategies of scientific research, namely: using
special methods, the audiovisual content of the screen was analyzed as the basis for the realization of
the director's idea, and the possibilities of the influence of audiovisual works on public consciousness
were outlined. Scientific novelty. For the first time, the audiovisual content of the screen is analyzed as
the basis for the implementation of the director's creative idea in order to influence the viewer; with the
help of theoretical analysis, the components of the screen arts as components of the director's idea are
systematized, the possibilities of these components in potentially influencing the audience are determined.
Conclusions. The article analyses the influence of audiovisual works on the public consciousness, and
by analysing the works of scholars, the role of the script in constructing the ideological and artistic
core of the film is established. The peculiarities of using montage to influence the viewer are studied in
detail. The components of the audiovisual content of the screen, as the basis for the realisation of the
director's intention, are generalised.
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K uMTYyBaTK:

AHoTauin

MeTa crtarTi — npoaHanisyBatu ponb product placement y cyyacHomy
KiHoMucTelTBi. [locniantued ek TUBHICTb peklaMuBKiHOMiNIbMax, BU3HAUUTH
il biHaHCOBMI BNANB Ha BroaxeTun inbMiB, po3rnsaHyTU cnocobu B3aemopii
repoiB inbMiB 3 peklaMHUMU NPOAYKTaMMU AN PO3KPUTTSA TXHbOrO BMUBY
Ha CnpuUMHATTA ayauTopieto. MeToponoria gocnigxeHHs. bynu 3acTocoBaHi
Taki MeTofu: aHanis — AJ1a 03HaNOMJIEHHSA 3 JliTepaTypoto Ta eNeKTPOHHUMMU
pecypcamu 3 TeMU [OCAILKEHHS, NOPIBHAHHA — 0NN 3iCTaBNeHHSA peknamu
cBiTOBUX OpeHfiB Y 3apybixXHOMY Ta yKpaiHCbKOMY KiHO, ClIOCTepeXeHHs — Aisi
nepernsify piaHUX CTPIYOK, e BAKOPUCTOBYETHCA NPUHLMM iMMNIeMEHTYBaHHSA
NpoAyKTy B CTPiyKy, AOCAigXeHHs piHaHCOBUX acnekTiB, BKJOYauu
BUTPaTU Ha peksiamy, NpubyToK Bif yrog 3 peksamMofAaBusiMU Ta BMJIMB Ha
3aranbHuin BroaxeT dinbmie. HaykoBa HOBU3HA. Briepluie npoaHanizoBaHo
nNpoAaKkT-NiefCMeHT $IK CaMOCTIMHWUN | YHIKanbHWUN BUA, peknamy, Lo
3aCTOCOBYETbCSA B YKpalHCbKi KiHOIHAYCTpil. Po3rnsiHyTo HOBi TeHAeHLil
y biHaHCyBaHHi CTPIYOK i MapKeTUHroBUX MnaHax. 3OiNCHEHO OHOBNEHWUWA
Ornsif, CyyacHuUx TeHAEHLiN | cTpaTerin BUKOPUCTaHHA NPOAAKT-MNENCMEHTY.
Bu3HauyeHo ponb TOBapHUX iHTErpauin y CipunHATTI rsifadamMum KiHoinbMis,
L0 3yMOBWN HOBE PO3YMiHHSI e(peKTMBHOCTI peksiaMu B KiHOIHAYCTpIT Ta i
BM/IMBY Ha cnoxuBayiB. BUCHOBKKW. Y cTaTTi NnpoaHanisoBaHoO posib i BNMB
product placement y cyyacHOMy KiHOMUCTEUTBI B pi3HUX KOHTEKCTax.
3aBAsiku BUBYEHHIO (piHAHCOBMX acnekTiB, B3aEMOfii repois 3 ToBapamu
Ta edpeKTMBHOCTI peknamu y KiHodinbMax 6yno BusiBneHo, wo product
placement € 3HauyL MM heHOMEHOM y CyYacHil KiHOIHAYCTPIT. Y gocnigxeHHi
po3wWwmpeHo po3yMiHHsA poni product placement y cyyacHoMy KiHOMUCTeLTBI
Ta OCMUCIEHO HOBI NiAX0AMN [0 NOfaNbLIMX [OCAIAXEHb LbOro Hanpsmy.

Kotnsip, C. Ta Byuma, A, 2025. Product placement y cy4yacHoMy kKiHoMucTeuTBi. BicHuk KuiBcbkoro
HawioHa/IbHOro yHiBepCUTETY KybTypu i MucTeyTs. Cepisi: AydioBidyasbHe MUCTEYTBO i BUpO6HMYTBO, 8 (1),

€.92-105.

© CeiTnaHa Kotnsp, AniHa byuma, 2025

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

dopmynioBaHHs npobnemu

Y cTatTi pgocnipxyetbca npobnema
edeKTUBHOCTI NPOAaKT-MIENCMEHTY
B Cy4yacCHOMY YKpaiHCbKOMY KiHOMUC-
TeutBi. OpHie0 3 KJOYOBMX NpobBsem
€ noro chiHaHCOBWUIA BNJIMB Ha BIOOXKeET Ki-
HodbifibMiB. Xo4a 3aNnyyYeHHst [,0AaTKOBUX
KOLUTIB Yepes NpofaKT-MNelncMeHT MOXe
3HAYHO 3HWU3UTU BUPOBHWYI BUTPATH, Ha-
SIBHE NUTaHHSA, HACKINbKY Lie BNIMBA€E Ha
AKICTb KIHOMPOAYKLUIT Ta UM BUNpaBaoBYye
Takui nigxig cebe 3 nornagy Komepuin-
HOro ycnixy CTpiyoK. BaxnmMBo ouiHWUTK,
AK came Ui hiHaHCOBI BKNafeHHs nepe-
TBOPHKOKOTLCA Ha MOKPALLEHHS TeXHIYHUX
i Xy[4OXHiX acnekTiB dinbmiB.

Jpyra npobnema cTocyeTbCA B3aEMO-
Ol repoiB i nepcoHaxiB 3 peknaMHUMM
npoaykTamu. YacTo npoaakT-niaencMeHT
BMPOBaf)XYETbCS HEBAANO, IO MNPU3BO-
OWTb 0O LWITYYHOCTi Ta 3HUXKEHHS aBTEH-
TUYHOCTI CHOXeTY. JlocnimKeHHs cnpsiMo-
BaHe Ha BUSIBNIEHHA HanedpeKTUBHILLMX
MeTofiB iHTerpauil npofykTiB y dinbmu
TaK, Wob LUe He BigBoniKano rnsagavis,
a, HaBMaku, fofaBano rMMbuHU nepcoHa-
XaM i peanicTuyHocTi nogisim. Lie Bkjtouae
aHani3 MCUXOMOriYHUX acrekTiB Crnpuin-
HATTA rnagadaMu NpofaKT-naencMeHTy
Ta WOro BMAMBY Ha MOMYNAPHICTb TOBapiB
nicns BMxoQy CTPIiYOK.

Linb pocnigxeHHA nonsirae B po3po6-
Ui pekomeHpauin Ons KiHOBUPOOHMKIB
WOAO ONTUMANbHOIO BUKOPUCTAHHS
TeXHOJOorii NPUXoBaHOI peksiaMun B yKpa-
THCbKUX hinbMax, LLO OXOMJIOE aHani3
chiHaHCOBUX Mopenen, ki AatoTb 3Mory
MakcuMMi3yBaTu BUrogu Bif NpPOJAKT-
NAENCMEHTY Ta He noripwyBaTu SKiCTb
KiHonpoaykuii. KpiM Toro, [ocnigXeHHs
Ma€ Ha MeTi BM3HAYMTU Kpaw,i npak-
TUKW OpraHiyHoi iHTerpauil npogykTiB
Yy CHOXET Ta B3aEMOfLil 3 HUMU TepoiB,
Wob NigBuWNTHN ecpeKTUBHICTb peknamu
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i monNynsApHIiCTb TOBapiB cepef rnspavise.
3anyyeHHs NpuKIagiB ycnilHUX Kencis
3 YKpaiHCbKOro KiHOMUCTELTBA [ONOMO-
e OKPEec/IMTU KOHKPETHi cTparTerii, siKi
MOXYTb OYyTW 3acTOCOBaHi y ManWbyTHixX
MpOEKTax.

AHani3 ocTtaHHix gocnig)xeHb
i ny6nikawin

MUTaHHA NpoLaKT-MNeiACMEeHTY BUBYaA-
M Taki gocnigHukm, sk A. Kynbymubka,
0. MuckoBeub (2013). 3okpema, BOHU
BU3HAUYUIM KIACUYHWI MPOSB LieT Tex-
Honorii B ayfioBi3yaslbHOMY MUCTELTBI.

MpopakT-niaencMeHT MOXe MaTW pisHi
cbopmMu — Big nNpocToro nokasy noroTu-
na a6o Ha3Bu BpeHAy [0 aKTUBHONO BU-
KOpPUCTaHHA MpoAykTy oAHuM a6o pne-
KinbkoMa reposiMu. PaHiwe Le nuTaHHA
BuByanun M. BapHuy Ta A. lNonTaBLeB
(2018) Ta akueHTyBasM Ha eMoLisiX re-
poiB: AIK TX NoBefiHKa BMAMBAaE Ha CrMo-
XuBauiB, YoMy ix obupae nybnika i NoTiM
Xoue HacnigyBaTu.

OkpiM peknamu, npobnemMord HOBUX
Megia Ta TpaguuinHmux 3MI, saKki Tex Bxo-
OATb Y CErMeHT coLiaNibHUX KOMYHiKaLin,
3alManuca Taki BYeHi, Ak M. Muxannu-
wwuH, |. bnaryH (2023). ABTopu BMBYaNIM
caMe NUTaHHA B3aeMopil Mefia Ta iHWKUX
KOMMaHiA — NOTEHLIMHUX CMOHCOPIB, fAKi
MOXYTb AaBaTu fIK iHpopmMauinHy, Tak
i MaTepianbHy NiATPUMKY, 36iNbLUYOYM
CBil chiHaHCOBWUI BM/IMB HaA KiHOIHAY-
CTPil0O 3 METOH [AOCSTHEHHS BJIACHUX
MapKEeTUHIOBUX LiiNEN.

C. loHuapyk Ta A. Llypuna (2019) po-
cnigXxyBasiu B3aEMOfi0 MiX HOBUMU Me-
hia Ta TpaguuinHuMmmn 3acobammu MacoBol
iHdbopMalLii, 0cob6MBO B KOHTEKCTI cyyac-
HOrO KOMYHiKaTUBHOro npocTtopy. B no-
CNiIKEHHI TAKOX aKLIEHTOBAaHO Ha TOMY,
Wwo TpaguuinHi 3MI aganTyroTbCsl [0 HO-
BUX BUKJIUKIB, iHTErpytoun LUmMdpoBi nnat-

Kotliar, S, Buchma, A. Product Placement in Contemporary Cinematic Art
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opMM Ta BUKOPUCTOBYHOUU MyNbTUME-
LiNHI pecypcu ons yTpUMaHHS ayauTopir.

0. Oanunok (2021) pocnigxysana me-
XaHiaMu po6OoTM MpoAaKT-MNENCMEHTY,

a TakoX 0Co6AMBOCTI BUKOPUCTAH-
HS UbOro iHCTPYMEHTY B Cy4yacHii Me-
HDiaiHaycTpil pgna  iHTerpauii 6peHpiB

Yy MeJfilHUA KOHTeHT. ABTOpKa aHanisy-
Bana npukiagu 3acTocyBaHHA NPOLAKT-
naencMeHTy B KiHO, Ha TenebayeHHi Ta
B iHWMX Bi3yasbHUX Mepgia, nigKpecnto-
louM BaX/MBICTb Takoro mnigxopy Ans
CTBOpPEHHA HeHaB'A3nNMBOI, ane ecdek-
TUBHOT peKSiaMu.

Y cBoinn ctatTi K. IBaHOBa (2021) pos-
rnspaana iHtTepec ykpaiHcbkux 6peHgiB oo
PO3MILLEHHS CBOET MpoAyKUil B yKpaiH-
cbkoMy KiHemaTorpadi; aHanisyBana i-
HaHCOBI acnekTU NpPOAAaKT-MIEACMEHTY
Y BiTUM3HAHKX hinbMmax, Wwo 6yno Baxniu-
BMM YMHHUKOM [Nl OLiHKM e(DeKTUBHOC-
Ti UbOr0 MapKeTUHIOBOr0 IHCTPYMEHTY.

B. JlaniHa (2012) mocnigxyeana ABu-
e NMPUXOBaHOI peknamu B Mexax Cy-
YyacHOI TMNOJOril peKMaMHUX MNPaKTUK.
BoHa akueHTyBana Ha TOMY, SIK MpUXo-
BaHa peknama BMKOpUCTOBYBanacsi aJis
CTBOPEHHSI HeHaB'i3NMBOI MPUCYTHOCTI
OpeHAiB y pisHOMaHITHUX Mefia, a TaKoX
Ha BMNJIMBI TaKol peknaMu Ha CNpUNHATTS
ayauTopil. s npaua cnyryBana OCHO-
BOI O/l MOAANbLIOr0 PO3YMIHHS poni
npuxoBaHol peknamMu y oopMyBaHHi HO-
BUX peKnaMHUX cTpaTerii.

O. Jerkwn Ta O. MapuiHkoBCbKa
(2013) y cBoiin ny6nikauii gocnigxysanm
NPOAAaKT-NNENCMEHT AK  aKTyaNbHWUM
MapKeTUHIOBUMA IHCTPYMEHT, 0cobnvMBo
doKycytouMCb Ha OPUAMYHMX acrek-
Tax i npobnemax edekTUBHOCTI. BoHM
aHanisyBaqu npaBoOBi BUKJIMKM, MOB'A-
3aHi 3 MpoAaKT-MNeNCMEHTOM, a TaKOX
TPyQHOLW,, SiKi BUHMKanM y 3abesneyeHHi
eheKTUBHOCTI LbOro iHCTPYMEHTY B pis-
HMX KOHTEKCTaX.
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MeTa cTtatTi — npoaHaniayBatu posb
product placement y cy4yacHOMy KiHO-
MUCTELITBI, OKPEC/IUTU B3aEMOfit0 nep-
COHaXiB i NMPOAYKTY Ha MCUXOMOriYHO-
€MOUINHOMY piBHI (AK LUEeN CUHTE3 BIJIM-
Ba€ Ha rnsgavya Ta SIK repon CHXeTY
CTpiukM BigobpaxaeTbcs y OpMyBaHHi
noBefiHKM CroXuBauyiB). BuaHaumTy, siK
6rooxeT dinbMiB Ta X diHaHCyBaHHSA
3aNexuThb Bifg NPOAaKT-NNEACMEHTY, AKi
YMHHUKKM o6ymoBnOOTL BUBIP KoMMa-
HiAMM KapTWH. Ha KOHKpeTHUX npukna-
Jax 3 yKpaiHCbKOro KiHOMUCTeLTBa ne-
pernsHyTU BAani iHTerpyBaHHs TOBapiB
y iNbM, BUBHAYUTU YMHHUKW, L0 BMNIIM-
BalOTb Ha ePEKTUBHICTb CMOHCOPCHKMX
nporpam. BigcTexuTn auHamiky ycniw-
HOCTI HaTMBHOI pekfiamu, ii nepeearu
Ta KJIOYOBI acnekTu Yy BUKOPUCTaHHI
NPOLaKT-NIENCMEHTY.

OcHOBHUI MaTepian fOoCNiAXKEHHS

Cnupatouncb Ha ctatTio [. HdaHuniok
(2021) «fAk npauoe NPOAAKT-MNIENCMEHT»,
MOXHa CTBepAXyBaTU L0, NPOAAKT-
nnencMeHT — Lie chopma pekriamu, 3a AKOI
6peHpoBaHi ToBapu abo nocnyru ctarTb
YacTUHOK CHOXeETY cpinibMy, cepiany, Bi-
neorpu abo iHworo megianpopykTy. Lis
TEXHOJoriss MoXe MaTu pisHi dopmu — Bif
MpoCcTOro Mokasy Jorotuna abo Hassu
OpeHay [0 aKTMBHOIO BUKOPUCTaHHS Npo-
OYKTY 0HUM ab0 [eKinbKoMa reposiMu.

Ak cTBepaxye H. CkpuryH (2023, c.34)
y pob6oTi «Product placement ik iHCTpy-
MEHT  MapKEeTUHIOBUX  KOMYHiKaLii.
KoMyHiKaTMBHI MapKeTUHroBi cTpaTte-
rii B ymoBax oOMeXeHoro O6oaxeTy»:
«lMpogakT-nnencMeHT 3abeaneyye 3raf-
Ky 6peHay B KOHTEKCTi Loy 4n hinbmy.
3aBAAKM LbOMY MMafay He BigBonika-
€TbCA Bif Toro, wWo BigbyBaeTbcA, fAK
y TpaguuiiiHin peknami. VIMoBipHicTb
noyyTu Ta 3anam'siTaTu CroXuBauyem

Kotnap, C., Byuma, A Product placement y cy4acHOMy KIHOMUCTELTBI
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MapKeTWHIOBE TMOBIJOMIEHHST 3POCTaE,
a Bri3HaBaHiCcTb 6peHay NigBULLYETLCS» .

OOHUM i3 KJ/IHOYOBUX UMHHUKIB, L0
BMJIMBAOTb Ha edEeKTUBHICTb peKJiaMm-
HOrO 3ay4YeHHs, € Posib FepoiB — TUX, XTO
BWKOHYE OCHOBHI fil ¥ CIOXETi, Ta nepco-
HaXxiB — TUX, XTO AonomMarae abo 3aBaxae
reposim y cinibMi. [linoBi 0ocobn MOXyTb
MaTW Pi3Hi XapakTepUCTUKK, TaKi AK BIK,
cTaTb, 0COOUCTICTb, MOTMBALLIA, LLIHHOCTI,
eMoLii, cTaBfieHHA ToLW,o. [napadi Mo-
XyTb igeHTUdikyBaTucs 3 yyacHuMKamu
CHOXETY, CriBnepexuBaTu M, HacrnigyBa-
Tn abo yHukaTu ix. Y poboti M. bapHuua
Ta A. MNontaBueBa (2018, c.75) «Mmsapa-
LbKi nepeBary Ta npiopuTeTy B Cy4YacHo-
My KOHTEHTi YKpalHCbKMX TernekaHasniB»
CXapaKTepuM30BaHO CUMOIO3 CTpiYKM Ta
ayauTopii: «B3aemogia dinbMy Ta ny-
6nikn B6yayeTbca He Ha OCHOBI Mepepa-
i i 3acBOEHHSA iHdOpMaLil, @ Ha OCHOBI
criBrnepeXxvBaHHsi, akTUBHOIO 3aJly4YeHHs
rnspavya B eKpaHHUN CBIT, IKUIA MOBHICTHO
nignopsoKoBYe rnsfada CBOIM 3aKoHaM
i no36aBnsie Moro 30aTHOCTI 0O KPUTUY-
HOMO CMPUMHATTS | MUCTIEHHSI».

MpoaHaniayemo BMMB posi NepcoHaxiB
y dinbMi Ha B3aeMoito reposi i peknam-
HOro MPOAYKTY, @ TAKOX Ha peakuito rns-
JayviB Ha NpoJaKT-nieicMeHT. [Ins Luboro
BMKOPWUCTAEMO TEOPIl BidyanbHUX MPaKTUK
y nocTMoepHin kynbTypi (Gavran, Stoian,
Rohozha, Vilchynska and Pletsan, 2023),
XoMmo Binikyc (Yminb, KopabnboBa Ta bes-
pyuko, 2024; Chmil, Korablova, Bezruchko
and Zhukova, 2024) i coujanbHoOro Ha.-
YaHHsA Ta Brnmey (Bandura, 1991).

Y npaui A. BaHgypm «Teopisi coljianbHOro
HaBYaHHS» CTBEPOXYETbCS, WO «...JIOOU
HaBYalOTbCA 3a [JOMOMOroK CcrocTepe-
XXEHHSA 3a NOBE[iHKOIO iHLLMX, HaciAKaMu
Liel noBegiHKM Ta ysiBNeHHsAM cebe B poni
iHwwnx» (1991, p. 251). 3rigHo 3 uieto Teopi-
€10 [NA4adi MoXyTb MaTh cobi 3a npuknag
repoiB i nepcoHaxiB y ifibMi, AKLLO BOHU
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MaroTb YOTMPU YMOBW: yBary, 36epexeHHs,
BiATBOPEHHA Ta MOTUBALLi1O.

Ha gymky A. Banaypu (Bandura, 1991,
p.251): «YBara — ue npouec, Konu rs-
Jadi 30cepenXytoTbCa Ha MoBeniHLi Ki-
HemaTtorpadyiyHoro o6pasy, SiKUA BUWKO-
pVCTOBYE peKlaMHWIN NpoayKT». BoHa
3aN1eXUTh Bifl Pi3HUX YMHHUKIB, TaKMUX SIK
npuBabnunBICTb, aBTOPUTET, CXOXICTb, HO-
BM3HA, KOHTPACT, YyacToTa Tow,o. Takox
BULL,E3a3HAYEHN aBTOP CTBEPAXYE, L0
«36epexeHHs1 — Lie NpoLec, Konu rnsigadvi
3anamM'siITOBYIOTb MOBEJIHKY MEepPCOHaxa,
AKUA BUKOPUCTOBYE PEKJITAMHUI MPOAYKT.
BinTBOpPEHHS — Lie mpouec, Konu rnsigadi
iMITYlOTb MOBefiHKy reposi abo nepco-
Haxa, SIKUIA BUKOPUCTOBYE pPEKITAMHMIA
nponykT. MoTuBaLia — Le npouec, Konm
rnagadi MatoTb BaxaHHs iMiTyBaTK noee-
LiHKY reposi, IKUN BUKOPUCTOBYE peKriaM-
HuI NpoaykT» (Bandura, 1991, p.251).

0. Danvntok  (2021) sayBaxye, Lo
«MPOJAaKT-MNNeCMeHT — Lie croci6 pekna-
MW, KOJIM MPOJYKT iHTErpyeTbCs B CHOXET
dinbmy abo cepiany, HibuM BiH € oro opra-
HiIYHOIO YacTMHOW». KoMepuiiHa iHTerpa-
Lis Moxe MaTu pisHi doopmu, Hanpukniag,
BUKOPUCTAHHSI PEKJIAMHOTO  NMPOAYKTY
repoeM, 3rafyBaHHsi Moro y mianosi, no-
Ka3 Moro Ha ekpaHi abo B TUTpax. ¥ npaui
0. NoniHkeBnd (2019, ¢.59) 3asHavaeTbCH,
L0 «MpoJaKT-niencMeHT Mae GaraTto ne-
peBar onsi pekiiamMoaBLiB, TakKUX AK Mig-
BULLLEHHA CBigoOMOCTI npo 6peHp, Mo3u-
TUBHE CTaBJIEHHSI [0 HbOTO, 36iNbLUEHHS
NpoAaxis i NOANbLHOCTI CMOXUBAYIB» .

I. flkoBeHko (2023) y cBOin cTaTTI
«MpofakT-nnencMeHT y MynbTdinbmax:
icTopisi Ta KeWcu» BBaXae€, WO «OOHUM
3 HalBaXJIMBILIMX YMHHUKIB, LLO BMIUBA-
I0Tb Ha edDEeKTMBHICTb peKnamMu, € posb
ZinoBux ocié y kiHo. BoHM BUKOpPUCTOBY-
l0Tb, 3raflytoTb abo NMokasyrTb pekyiam-
HWUI NpoayKT Yy chinbMmi abo cepiani. BoHn
MOXYTb 6YTW rosioBHUMM abo gpyropsia-

Kotliar, S, Buchma, A. Product Placement in Contemporary Cinematic Art
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HMMM, CUMMaTUYHUMKU ab0 aHTUNATUYHW-
MM, peanicTudHMMK abo dbaHTaCTUYHM-
Mu». Ponb repoiB i nepcoHaxiB BaxInBa,
TOMY L0 BOHW BM/NBAKOTh Ha CMPUNHAT-
TA peKslaMHOro ToBapy rnsgayamMu, a Ta-
KOX Ha TXHI0 igeHTUikauito 3 HUM.

Y npaui H. CkpuryH (2023, c.34-35) 3a-
3HAYEeHO, L0 aHani3 B3aeMogil repos
i TOBapy fae 3MOry BU3HaAUUTH, SIK repon
BMKOPUCTOBYE, 3rafgye abo nokasye pe-
KNaMHUI NPOJYKT, K BiH CTaBUTbCA A0
HbOrO, SIK BiH BMJIMBA€ Ha MOro 3HauyeH-
HS Ta dyHKUIT, K BiH Bigobpaxae cBoto
OCOBUCTICTb | CTUIIb XUTTS Yepe3 HbOTO.

Y cBoemy pocnigxeHHi B. CynpyH (2021,
c.176) nosicHioe Le fiBMLLEe TakK: «[Nagay
NPOEKTYE eKpPaHHWUM Crocib XUTTA, CUTY-
auii ycnixy ynobneHux repoiB uu Bepy-
YMX Ha BJIaCHe iCHYBaHHSI».

Came Takui aHanis B3aemogii diryp
CIOXEeTY Ta TOoBapiB JoNoMarae 3po3yMi-
TW, IK NPOJAKT-MIEACMEHT BM/IMBAE Ha
rNafaviB, a TakoX sIK MOro MOXHa rnokpa-
WMTKN oA JocArHeHHs 6axaHoro ehekTy.
Lia TexHonoris € LikaBUM Ta aKTyallbHUM
npeaMeToM ANA NofanblUMX AOCHiAXEHb
y cdepi MapkeTuHry Ta KiHemaTorpadii,
ofHak notpebye 36inblUeHHS pekslaMHO-
ro iHCTpymeHTapito. Ons Toro wob repoi
Masnu 3MOry B3aeMOJIATH 3 TOBApOM, LLLO
BUCBITNIIOETbLCS, NiapHUMKM OpeHay nig-
O6MpatoTb CTPIYKM Ta CHOXEeT Tak, abu BiH
36iraBcs i3 MO3MLIOHYBaHHSM | Mici€to
KOMMaHin, AKi BOHW NpefcTaBnsoTb. Lle
TaKOX BrMBae Ha chiHaHCOBUIA CKIaAHMK
YKpaiHCbKUX KIHOCTPIYOK.

3a ocTaHHi 10 pokiB ccepa aymioBisy-
afbHOro MwucTeuTBa YKpaiHM 3asHana
3HAYHOrOo PO3BUTKY, 36INbLUMBLLUM  KiJlb-
KicTb BUpOGeHnx doinbmiB i NigBULLMBLLN
TXHIO SKICTb | KOHKYPEHTOCMPOMOXHICTb
(Medvedieva and Kuksa, 2024). Lle ctano
MOX/MBUM 3aBLAKU 3POCTaHHIO [lepXaB-
HOl MIATPUMKM, 3aNyYeHHIO MNPUBATHUX
iHBECTULM, PO3LUMPEHHIO MiXHAPOLHOI
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cnisnpadi i, 3BicHo, nonynapusadii yepes
3MI (Bezruchko and Stepanenko, 2024).

C. NoHyuapyk Ta A. Lypuna (2019, ¢.60)
MPOMOHYOTb TaKUA OMUC CY4YacHOro Te-
nebayeHHs: «MpoTsiroM cBoOET icTopil Te-
nebayeHHs1 NepexmBano YACNEHHI 3MiHK,
noB'sA3aHi 3 BiAKPUTTSIMU Ta BUHaxopna-
Mu. PeBontouiitHuMn Konucb 6ynnM MOH-
Tax, 3ByK, Konip. KoxeH eTan ypocko-
HaneHHA TeXHiKM cnpuriMaBcs Hisyamu
TenebayeHHs SIK BepLUMHA [OCHArHEHb,
ane nisHile posyMmifiocs, WO BMApoBa-
IXXEHHA HOBOrO — Lie HEOAMIHHWI eTan
po3BuTKY». Taka cuTyauis cknanacs
i 3 YKpaiHCbKMMW CTpiYKamu, siKi BUMALL-
JIM Ha BENUKUX eKpaHax: KOXeH HOBUM
dinbM Mae cBoi ygockoHaneHHs (bes-
pyuko Ta AnidpaHos, 2024).

3a paHuMmu  [lepxaBHOro areHTcTBa
YKpaiHu 3 nuTaHb KiHo (2022), y 2020 pouli
y NpoKaT BUMALWO 32 yKpalHCbKi KapTuHW,
L0 Ha piBHI MonepeaHbLOro poky. Hamka-
coBilWMM cTaB GinbM «Moi gyMKKU Tuxi»
(2019 pik, pexwucep A. Jlykiy), sikuii 3i6pas
noHag 10 MJH rpH. Y TpinLi nigepis Takox
«MekenbHa xopyrea, abo PiagBo ko3aubke»
(2019 pik, pexucep M. KocTpos) (9,6 MyH
rpH) Ta BOEHHa KoMepis «Hali KOTUKW»
(2020 pik, pexucep B. Tuxuit) (8,7 MJIH IpH).

3a ganumu cTatTi K. IBaHOBOT «YKpaiH-
CbKi 6peHaM NOMITUAKN yKpaTHCbKe KiHO.
Ckinbku kowTye product placement y Bi-
TUM3HAHUX binbMax?»: «Y 2021 poui Ha
eKpaHu BuIWNO 6nmM3bko 20 HOBUX BiI-
TUMBHAHUX INbMIB — Bif iICTOPUYHKX
IpaM [o nerkux komepgiv» (2021).

KiHOBMPOBHMLTBO — Lie He TiNbku TBOP-
yuin npouec, a N BisHec, kUK nNoTpedye
3HaYHUX PiHAHCOBMX BKNIAAEHb i peTesib-
Horo nnaHyeaHHsa (Bezruchko, Shevchuk
and Andriievskyi, 2022). 3a cTaTUCTUKOIO,
nofaHol Ha odiuitHoMy canTi [lepxKi-
HO YKpaiHu: «..cepefOHsi BapTiCTb BUPOO-
HMUTBa OJHOro YKpaiHCbKoro dinbmy
y 2022 p. (o noyaTky noBHomacLiTabHo-
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ro BTOPrHeHHs1) ctaHoBu1a 5—20 MJTH rpH»
(2022). OcHOBHUMM OXepenamMu dpiHaHcy-
BaHHS ayfioBi3yanbHUX TBOPIB B YKpaiHi
€ [oepXaBHa nigTpuMMKa, cniBciHaHCyBaH-
HSl 3 IHO3EMHUMW NapTHEpPaMM, CMOHCOp-
Cbki BHecky, 3MI Ta npofakT-nnencMeHT
(FaBpaH Ta Nonoe.a, 2019).

Y uboMy [ocnifKeHHi yBara 3ocepe-
IXYeTbCS caMe Ha pekJlaMmi, 30Kpema Ha
aHanisi it piHaHcoBOro BNMBY Ha 6rooXeT
YKpalHCbKUX KiHodinbMmiB. Cnnparoumch
Ha cTtaTTio M. MuxawnuwuH Ta |. bnaryH
(2023, ¢.235-237), MOXHa BU3HAUYNUTH, LLO
NpoAaKT-MAeNCMEHT — Lie peKslaMHa Tex-
HOMOrisl, AIKa nossirae B iHTerpawii 6peH-
[OBaHUX ToBapiB abo MOCyr y CHOXET Ki-
HodbinbMy abo Tenenporpamu. Lien metop
NpPOCyBaHHs Aae 3MOry He TiJlbKu nokasa-
TV NpoayKT abo nocnyry, a n cchopMyBaTu
MoOJeNb CMOXWUBaHHS, acolitoroum 6peHp
3 MNEeBHUMU TreposiMy, cuTyauisMu abo
emouisimu. pomMomaTepian y cTpiykax
MOXe MaTu MNO3WUTUBHWIA BMAMB Ha Oto-
DXeT KiHodbinbMy, 3abesnedytoun gopar-
KoBe (hiHaHCYBaHHS, 3HWXYHOUM BUTPATH
Ha peknamy abo nigBuLLyrouM KacoBi 360-
py. OfgHaK La TEXHOMOriA TaKoX Mae CBOI
HefoNiKK, Taki sIK O0BMeXeHHSI TBOpYOI
cB06OM, PU3MK BTPATU JIOANBHOCTI MNs-
naviB abo HeraTMBHUI iMiax OpeHLy.

MpopakT-nnencMeHT — Le He HOBWUM
dheHOMeH aNa yKpalHcbKoro KiHo. LLle 3a
pafAsiHCbKUX 4YaciB Yy BITUM3HAHUX Difb-
Max MOXHa 6yno nobaynTu ineonoriyHy
peknamy (Bezruchko et al., 2020). OgHak
y 90-X pp. MUHYNOro CTONITTA peknama
nuBa, unrapok, MobinbHuUx TenedoHis abo
aBToMOGiniB Gyna ckopille CroHTaHHUM
NpPOLLeCOM, HiX CBIJOMOI MapKeTUHIrO-
BOO cTpaTerieto. Ha noyatky 2000-x pp.
LI TEXHONOTiA CcTarna NonynsipHoO Ta Mnpo-
decifHoO 3aBAsIKM 3POCTaHHIO iHTepecy
peknamMoaaBLiB [0 KiHO ik edpeKTUBHOMO
KaHany KOMyHiKauii 3 LiJlboBOK ayauTo-
pieto (KoTtnsp Ta KyabmeHko, 2023).
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OCHOBHUMM CErMeHTaMu pPUHKY Npo-
JaKT-nieicMeHTy B YKpaiHi € dpactdya,
ankoroJb, THOTHOH, aBTOMOOGini, MOBiNbHUIA
3B'5130K, 6aHKIBCbKi NOCNYrM Ta KOCMeTH-
Ka. 3okpema, M. MuxannuwuH Ta |. bnaryH
(2023, c.235) 3asHavatoTb: «Lls Mapke-
TUHroBa TakKTWKa Aornomarae oTpumaTtiu
BM3HaHHA OpeHAy 3aBAAKM LUMPOKOMY
BMJIMBY Ha croxuBauiB. Konu rnagavi no-
MiYaloTb MeBHY Mapky abo NpoayKT, Lo
BMKOPMCTOBYKOTLCSI NPOTArOM TeneBisii-
Horo woy abo dinbMy, BOHM MifCBiAOMO
nomivyaoTb OpeHp, y peanbHOMY XMWTTI
i yacTiwe KynytoTb Liel NpoayKT».

MpofaKT-NNnercMeHT Mae HU3KY nepe-
Bar A5l YKpaiHCbKOro KiHO, fIKi MOXHa
pos3rnagaty 3 nornsiay TPbOX OCHOBHUX
3aLikaBfieHUX CTOpiH: BUPOBHUKIB hinb-
MiB, peknamofaBLiB i rnagavis.

[na neplmx LA TexHomoria € AofaTKo-
BMM [kepenioM chiHaHCYBaHHS, sike MoXe
3MEHLUMTU 3as1eXHICTb Bif AepXaBHOI nia-
TPUMKM abo IHO3EMHUX iHBecTUUIN. Kpim
TOro, CMOHCOPCbKE PO3MILLEHHST MOXe
3HU3UTU BUTPATM Ha peKsiaMy CTPIuKM,
OCKinbKu 6peHan, siki 6epyTb yyacTb Y LK
TEXHOJOril, TaKOX 3auikaBneHi B i npo-
CyBaHHi. HapewwTi, npoaakT-naencMeHT
MOXe NiABUWMTK KacoBi 36opu inbMmy,
AKLLO BiH BMKJIMKAE MO3UTUBHI acoujiaLii
y mMsgadviB Ta CTUMYNIOE iXHE BaxaHHs
cKkopucTaTUcA NpoaykTom abo Nocnyroto,
AKi 6yny NokasaHi B KapTuHi.

Ona peknamopgaBuUiB iHKoprnopauis 1x-
HbOro TOBapy Y CTPiuKy € eddeKTUBHUM
crnocoboM [OCATHEHHSI LiNbOBOI ayau-
Topii, Aka cTae Bce 6inbl HegoCTyn-
HOlO [OnA TpaguuiiHOI peknamu 4depes
3pOCTaHHA KOHKYpeHLUil, dparmeHTau,il
Me[ianpocTopy Ta PO3BUTKY TEXHOJIOTIN,
AKi faoTb 3MOry YHUKaTU peknamu (Ha-
npuknag, adblock). BiH gae MoXIuMBICTb
3aMOBHMKaM BMKOPUCTOBYBATU €MOLLiN-
HWMN MOTEeHLian KiHO, CTBOPOOYM MO3U-
TUBHWUI IMigX BpeHay, NOCUNOKYN NOro
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BMi3HABaAHICTb i NOANBHICTb, a TaKOX
BM/IMBAKOYM Ha NOBEAIHKY CMOXMUBAYIB.

[ns rnapayis npocyBaHHs TOBapy Moxe
MaTu SIK MO3WUTUBHI, TaK i HeraTUBHi Ha-
cnigku. 3 ogHoro GoKy, BOHO MOXe Mo-
KpawuTu SKicTb dinbmy, 3pobuBLLM oro
peanicTUYHUM, CyvyacHUM i BAn3bkum Ao
XUTTA ayauTopii. BpeHOoBUMI KOHTEHT
TaKoX MOXe AaTu rnsfadyam KOPUCHY iH-
dopmauito nNpo npoayktTv abo nocnyruy,
SIKUX BOHU MOXYTb noTpebyBaTu. 3 iHLLO-
ro 6oky, BiH MOXe MOPYLUMTU eCTETUYHY
UinicHicTb dinbMy, BTpyYarounch y noro
CloXeT, cTunb abo atMocdepy. Boynosa-
Ha pekflamMa TakKOX MOXe BUK/IMKATU He-
raTMBHI peakuii y rnspadise, Wo cnpuuu-
HUTb 3HWXXEHHSA 3alyyeHOCTi Ao 6peHay.
BignoBigHO, 3HN3UTLCS | CNOHCOPYBAHHS.

MpoaakT-NnencMeHT € JOCUTb Mepcrek-
TMBHUM Ta ecpeKTUBHUM crnocobom doi-
HaHCYBaHHA Ta MPOCYBaHHA YKPaiHCbKMX
KiHODINbMIB, WO MOXe MaTuh MOo3UTUB-
HUA BMIMB Ha iXHIO SIKICTb, KacoBi 360-
py Ta iMigx. OfHaK BiH Takox notpebye
JOTPUMAaHHA NEBHUX NMPaBuWI i NPUHLMNIB,
wob He nopywyBaTU UINICHICTb KapTu-
HW, He BTpay4aTu JIOSIbHICTb MAfaviB i He
wkogutn GpeHpaM. TomMy BMPOOHMKAM
dinbmiB | peknamogaBusAM chif 3BepTa-
TW yBary Ha BUKOPUCTAHHSA L€l TeXHOMOr T
3 ypaxyBaHHAM TaKMX YUMHHMKIB, IK CyMiC-
HICTb KOMMaHii Ta KiHOCTpPiYKM, [O3yBaH-
HSl Ta HEHaB'A3/MBICTb PeKJlaMK, @ TaKoX
B3aEMOBUIigHICTb | MPO30piCTb yrog,

3 ornagy Ha uUe npojymaHe Ta rap-
MOHiHe iHTerpyBaHHS peKnaMHUX Ma-
TepianiB y cinbMu Moxe NigBULLMTKM TX
eheKTUBHICTb i NO3UTUBHO BMJIMHYTU Ha
CMPUAHATTA rNafgavyamMu. 3BiCHO, Le Mo-
Tpebye peTenbHOro niaHyBaHHA Ta Bpa-
XyBaHHS1 ocobnmBocTeln ayanTopii.

YKpaiHcbka KiHOIHAYCTpis cTana He
nvwe nnatdgopmoto s BifobpaxeHHs
HalioHanbHUX TpPaguuin i KynbTypw, ane
N epeKTUBHUM IHCTPYMEHTOM Ofs pe-
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K/laMu Ta MapKeTuHry. IHTerpauis npo-
JYKTOBOr0 pO3MillleHHs Ta CMOHCOPCTBa
y dinbMax pae aMmory echeKTUBHO 3any-
yaTu ayauTopito, hopMyrouM MO3UTUB-
HWUW iMigX BpeHAiB | cnpusoyM 3pocTaH-
HHO X BNi3HaBaHOCTI.

Ak 3a3HayvatoTb 0. bespyuko Ta O. AHikiHa
y cBoiit poboTi «Cy4yacHe aypmioBisyanbHe
MUCTELITBO B NPOCTOpax Mepexi IHTepHeT:
HOBI acnekTu B3aemofii». «oegHyroumn
BUCOKOSIKICHI Bi3yanbHi Ta 3BYKOBi KOM-
MOHEeHTW, ayfioBidyaslbHE  MMUCTELTBO
DEMOHCTPYE HOBI PiBHI TEXHOMOriYHOro
nporpecy, ki falTb 3MOry KOpPUCTyBa-
yeBi 3arMMOUTUCA B NPOAYKT. 3 PO3BUT-
KOM TexHonorin y umdposin ccpepi pi-
BEHb IHTEPAKTUBHOCTI MOCTIHO 3poCcTae»
(Bezruchko and Anikina, 2021, p.44).

Y ctatTi K. BinbaAmca Ta iH. (Williams et al.,
2011, p.3) HarosoLeHo, WO «pekama Ta
NpoAaKT-MIENCMEHT CTaTb BaXTMBUMM
KOMMOHeHTaMu KiHeMaTtorpadba, fofato-
UM AMHaMIKK, ClpuarYM nonynspusaii
OpeHAiB i NpoayKTiB cepen, ayauTopii».

0. Oanuntok (2021) BBaxae, WO MNpo-
JaKT-nieicMeHT — Le hopma BiKpUTOT
4K MPUXOBAHOI PEKJIaMU Y BifLEOKOHTEHTI,
y fIKiM npefcTaBfieHa NPOAYKLIA YM Mo-
cnyru 6peHpy, po3paxoBaHa Ha LUMPOKY
aygutopito. A. Kynbunubka Ta 0. Mucko-
Belpb (2013, ¢.93) y poboTi «cuxonoro-
€KOHOMIiYHi 0CcOBNMMBOCTI BUKOPUCTAH-
HA product placement y 3aco6ax MacoBoi
KOMYHiKaLjii» 3a3HayaoTb: «4acTto Taky
peknamMy afanToByTb Mif ctoxeT difb-
My u4M cepianly 3afsi CTBOPEHHA edheKTy
NpUpPoaHOro, NoByTOBOro BUKOPUCTaHHSI».

Cnpatoumnchb Ha npauto B. JlaniHoi (2012)
«®eHOMeH npuxoBaHol peKnamMu B KOHTEK-
CTi Cy4yacHol TMMNONOrii peknaMHUX npak-
TUK», MOXHa CTBEPIXYBaTH, LU0 BiOKpU-
Ta pekfiama BTpayae CBOK aKTyaslbHICTb,
TOMY Cy4YacHi MapKeToJIory LUYKatoTb HOBI
LWNAXM Ana nonynspusadii BnacHux 6peH-
LB | BCe YacTille 3BepTatoTbCA [0 HOBIT-
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HiX MeTO[iB NPOCYBaHHS, TakunX AK peKksa-
Ma B ayfioBi3yasibHUX NMPOEKTaX.

JopeyHo 3asHaunTK, 3rigHo 3 B. Jlani-
Hoto (2012), wo npobnemMy BUKOPUCTaH-
HSl peknamu OpeHfiB y CTpiykax TakK i He
6yno BupieHo. Agxe aediHiyia npoaakT-
njencMeHT Ta 1T NpakTU4yHe 3acTocy-
BaHHA y KiHemaTorpaci — ue abcontoT-
Hi MPOTWUNEXHOCTI, @ HE TOTOXHi MOHSAT-
Ta. Ii TEOPETMYHNII acneKT AeMOHCTpYe
rnsafadyaM BUMKOPUCTAHHS pekylamu, Lo
HernoMiTHa A/1s HUX, MpefcTaB/ieHa y Mno-
3UTMBHOMY KJIIOYi i HE € HaB'si3NIMBOLO.
Ha xanb, ykpaiHcbKkuin KiHemaTorpad He
3aBXAM AOTPUMYETHCA LIMX NpaBuIl.

Mo>Ha NpoBeCTU NOPIBHANbHUIA aHani3
[BOX MOBHOMETPAXHUX CTPiYoK — «Cka-
XeHe Becinns» (2018 p., pexwucep B. Knum-
uyK) Ta «Hamkpauyi BuxigHi» (2022 p., pe-
xwucep B. Knumuyk), ne 6yna BUKopuctaHa
TEXHONoriA NpofaKT-niencMeHTy. Po3-
rMAHEMO MO3UTMBHI Ta HEraTUBHI CMoOCO-
61 3aCTOCYBaHHS, @ TAaKOX MOPIBHAEMO i
eheKTMBHICTb.

Y inbmi  «CkaxeHe Becinnsa» 6yno
JeKiflbka iHTerpauin Bif YKpaiHCbKUX
OpeHpis: «CaH CaHuu», «Rozetka», «HoBa
MowTa» Ta iH. Ane Lo CTPiYKy MOXHa 3a-
paxyBaTu [0 HeraTMBHWUX MpUKNagiB BU-
KOPUCTaHHSI TaKoro BUAY pekfiamu, agxe
JyXe sIBHO MpefcTaBfeHi BCi Ui Komna-
Hil. KpynHi nnaHW, ge repoi 3aMoBAAKOTb
peui Ha canTi «Rozetka», npocTexyBaHHSA
3rafku 6peHay y fianorax fae po3yMiHHS
rnagadvy He HaTMBHOI peknamu, a NPAMO,
LLLO CynepeynTb OCHOBHUM MpaBufiaM BU-
KOPUCTaHHS NPOAaKT-MeNCMEHTY.

Takox OpeHpoBaHWi aBTOMOGINbL Big
«HoBoi MowTu», AKUIN B 0HOMY 3 KaapiB
3anmae 70 % ekpaHa, ogpasy noTpansie
y none 3opy rnsgadva. HaciHHS ToproBoi
Mapkn «CaH CaHW4Y» TOMOBHI repoi no-
CTINHO [EeMOHCTPATMBHO i HEMPUPOLHO
TpUMalTb Y pyKax, Wo BUKIUKae Binb-
e HeraTUBHWUX €MOLil, HiXX MO3UTUB-
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HUX. 3'ABNSETbCA BiQYYTTA TUCKY Ha
MOKYMKY LibOro NpoaykTy. Bei ui peknam-
Hi iHTerpauii 6ynmM BUKopUCTaHi y difb-
Mi LITYYHO, He ajanToBaHi Mif CroXeT
i He MaloTb Ha MeTi OCHOBHUX MPUHLMNIB
NpofaKT-NNENCMEHTY — 3aByanlbOBaHO
npofaTu ToBap 4Yepe3 MOro BUKOPUCTaH-
HSl YU BUCBIT/IEHHSI NMO3UTUBHUX CTOPIH.
Ane HaBiTb He AyXe BAaNMIN NPUKag iH-
Terpauil MaB pesynbtaTtu: 36inbwnamncs
npogaxiy ToproBoi Mapku «CaH CaHny».
Mo3UTMBHUM MPUKIALOM BUKOPUCTaHHS
TEXHOJOr HaTMBHOI peknamMu B YKpaiH-
CbKOMY KiHO € hiibM «Halkpalii BuxigHi»
i 6peHp «Atlas Weekend». HaBkono camoro
hincTea i 3aB'A3aHui ctoxeT dinbmy. Bu-
CTYNM 3ipoK Ha cueHi, 6aTtanii i npobnemu
KOHLIEPTHOI rpynu opraHisaTopie ATtnacy
HacKpi3HO peknamyoTb ManaaHumK «Atlas
Weekend». Yepes rapMoHinHicTb i gobpe
MPOMNMUCaHUN CIOXET IHTYITMBHO rnsigay
xo4e nobyBaTu Ha KOHLEepPTI, ByTH Bmxye
[0 ronoBHUX repoiB. BignosigHo, 36epira-
€TbCA MPUXOBaHICTb NPOAAKT-MIENCMEHTY
yepes Te, WO O6peHp € YaCTUHOO iNbMY.
PesynbTaTUBHICTb i€l pekNnaMHol iHTe-
rpauii He 6yna BM3HayeHa, ofHaK edyek-
TUBHICTb 3aydeHHs ayguTopil Ta il 3aui-
KaBneHiCTb BpeHA0M 3pocia, Xo4a N He
CNPpVYMHMNA BENWKOT XBUITi NONYNSAPHOCTI.
MigcymoBytouM, MOXHa BM3HAUYUTU fe-
Kinbka mnepeBar BWKOPUCTAHHA TEXHO-
norii product placement, siki, 30kpema,
npencTtaeneHo y ctatTi H. CaHakoeBoi
(2015). MepLua nepeBara — opraHivyHiCTb
CNPUMHATTSA, WO BUKJIHOYAE MOXIIMBICTb
CNoXvBayda NepeMKHYTH 4 npubpaTtu pe-
Knamy. BianoBigHoO, 3pocTae 3ayyeHicTb.
[pyra — nosuMTUBHE CMPUNHATTS pekna-
MM, KOPOTKUWA TalMIHr i BucoKa edoek-
TUBHICTb. HAKLLO TEXHOMOriA 3acTocoBa-
Ha npaBunbHO. OCTaHHA — [0AAaTKOBA
iHaHcoBa nigTpMMKa Ansi BUPOOHUKIB
KiHOGiNbMiB, 36iMbLLIEHHST BHOOXETY 3aB-
OSAKN PO3MILLEHHIO peknaMuy y doinbmi.

Kotliar, S, Buchma, A. Product Placement in Contemporary Cinematic Art



BicHMK KWIBCHKOTO HaLIIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELITBO | BUPOBHULITBO

Lia TexHonoria fae MOXUBICTb Pexu-
cepam i cLieHapucTaM po3LUMPUTH CLIEHM,
JOianorn Ta nokauil nig 4ac 3WOMOK, iH-
TErpyroun npoaykTu, 36inbwmtu 6rogxeT
CTpiukn Towo. PeknamHa iHTerpauis
3[aTHa BMAMBATU Ha CMOXUBALIbKY NoBe-
LiHKY, CNpUATK 3MiHi cTepeoTuniB i CTBO-
ptoBaTU NO3UTUBHUM iMigX BpeHaiB. KpiMm
TOro, NPOJAKT-MJIENCMEHT Jonomarae
NiABULLMTK BRi3HaBaHICTb NPOAYKTIB ce-
pen, WUpOoKOT ayanuTopil, Wo pobuTb horo
BaXJIMBUM €N1€MEHTOM CyYaCHUX KiHOBU-
POBGHMLTB | MapKeTUHIOBUX CTPaTETiN.

BucHoBku

MNpopakT-nneicMeHT Yy  cy4yacHoMy
yKpaiHCbKOMY KiHOMMCTeUTBI Bigirpae
BaXiMBy posib Yy diHaHCyBaHHi dinb-
MiB, HaJalouMm [OAATKOBI pecypcu ans
MOKpaLeHHA SKOCTi KiHonpoaykuir. ®i-
HaHCOBWM BMJIMB LbOr0 MapKEeTUHIO-
BOrO iHCTPYMEHTY € 3HAYHWM, OCKifIbKU
BiH [a€ 3MOry 3HM3UTW BUTPATU Ha BU-
po6HULTBO Ta NiABULWUTU peHTabenb-
HiCTb KIHOMPOEKTIB. YcniwHi npuknagu
BWKOPUCTAHHS  MPOAAKT-MNIENCMEHTY
[ILEMOHCTPYIOTb, L0 B3aEMOJiSA 3 peKna-

CMUCOK BIBJIIOrPAGIYHUX MOCUJTIAHD

2025+ 8(1) - ¢.92-105

MOJL,aBLSIMA MOXE CMPUATU CTBOPEHHIO
BUOOBULLHUX | TEXHIYHO [OCKOHanMx
dinbMiB, WO, BignoBigHO, NigBULLYE iH-
Tepec rnagavis i kacosi 36opw.

Baxnueum acnektom edeKTUBHOI Ha-
TMBHOI peKslaMKn € opraHiyHa iHTerpadwis
TOBapiB y ctoxeT ifibMy Ta B3aeMofis
repoie 3 HMUMW. MMspgadi MatoTb Cnpumn-
MaTu Li NPOAYKTU AK YaCTUHY icTopil, Wwo
MOCUIIOE TXHIO 3ayyeHicTb i OOBipy Ao
6peHay. Bpano iHTerpoBaHi NpoayKTH
He TiNMbKW He BiOBOJIKAOTb Bif ClOXe-
Ty, ane 1 AoJal0Tb MOMY peaniCTUYHOCTI,
WO € BaX/IMBUM O CTBOPEHHSI aBTEH-
TMYHOro KiHemaTtorpacdhiyHoro [[ocBigy.
Micna BuMxomy CTpiYKM Taki ToBapu yva-
CTO MarTb MONWUT 3aBASKM acoLialisamM
3 yNo6neHNMN reposiMm Ta eMOLLISIMU, 5K
BUKJIMKAE inbM.

Nigxin [o NpoaakT-NNencMeHTy, Wo Ha-
BeieHWUIN y CTaTTi, CIpUAE He NuLLe NifBu-
WEHHIO MpoJaxiB pekslaMoBaHUX TOBa-
piB, ane " 3MiLHEHHIO NO3uLii BpeHay Ha
PVIHKY 3aBAAKU MO3UTUBHOMY CMPUMAHSAT-
Tio ayguTopieto. Lle nigkpecnioe BaxJsu-
BIiCTb CTpaTeriyHoro nigxogy 4O Mapke-
TMHIOBOI iHTerpauii y KiHoMucTeLTBO Ans
JOCArHeHHSA MaKCUMarnbHoro edexTy.
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Abstract

The purpose of the article is to analyse the role of product placement in contemporary cinema. To
investigate the effectiveness of advertising in films, determine its financial impact on film budgets, and
consider how film characters interact with advertising products to reveal their impact on audience
perception. Research methodology. The following methods were used: analysis — to get acquainted with
the literature and electronic resources on the research topic, comparison — to compare advertising of global
brands in foreign and Ukrainian cinema, observation — to watch different films that use the principle of
implementing a product in a film, research of financial aspects, including advertising costs, profits from
agreements with advertisers and the impact on the overall budget of films. Scientific novelty. For the first
time, product placement is analysed as an independent and unique type of advertising used in the Ukrainian
film industry. New trends in film financing and marketing plans are considered. An updated overview of
current trends and strategies for using product placement is provided. The role of product integrations in
the perception of films by viewers is determined, which has led to a new understanding of the effectiveness
of advertising in the film industry and its impact on consumers. Conclusions. The article analyses the role
and impact of product placement in contemporary cinema in different contexts. By studying the financial
aspects, the interaction of characters with goods and the effectiveness of advertising in films, the article
reveals that product placement is a significant phenomenon in the modern film industry. The study has
expanded the understanding of the role of product placement in contemporary cinema and has developed
new approaches to further research in this area.
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film industry; business

@ ® This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0

ISSN 2617-2674 (Print),

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



BicHMK KWIBCBKOTO HALIIOHANBHOMO YHIBEPCUTETY KYNBTYDU | MUCTELTB.
Cepid: AynioBi3yanbHe MUCTELITBO | BUPOOHULITBO 2025-8(1)-c.106-117

DOI: 10.31866/2617-2674.8.1.2025.332416
UDC 791.633:[7.094:82-2]:[792:791

SPECIFIC FEATURES OF IMPLEMENTING A DIRECTOR'S VISION
IN THE ADAPTATION OF LITERARY WORKS, OPERAS,
AND THEATRICAL PERFORMANCES

Alla Medvedieva', Anastasiia Babych?

"PhD in Art Studies, Professor;

e-mail: aamedvedeva@i.ua; ORCID: 0000-0003-1422-7743

2Master of Audiovisual Arts and Production;

e-mail: anastababich.18091975@gmail.com; ORCID: 0009-0003-5982-2690
2Kyiv National University of Culture and Arts, Kyiv, Ukraine

Keywords:

opera adaptation;
film performance;
spectacle;
screen;

stage

Abstract

The purpose of the article is to explore the interaction of screen and stage
activities, to study the influence of theatre performances on cinema, to
identify the emergence of new genres in cinema through the combination of
different art forms, and to outline the significance of screen adaptations of
literary works. Research methodology. The analysis of theoretical materials
and scientific works was used to determine the influence of different types
of art on each other, the role of the transformation of a literary work into
a screen one and the emergence of new artistic genres, which includes the
study of the relationship between different artistic disciplines, as well as the
impact of their evolution on the formation of new creative trends and styles in
contemporary art. The specifics of adapting literary works to the screen format
are revealed, including the study of methods of transferring plot, characters
and ideas from a book text to the screen, as well as the analysis of the impact
of this process on the audience's perception of the work and its interpretation.
The method of comparing different art forms was used to characterise the
interaction between literature, cinema, theatre and other art forms, identifying
similarities and differences in their modes of expression and impact on the
audience. The synthesis method allowed us to discover the peculiarities of
the interaction between different art forms and to identify how the interaction
between literature, cinema, theatre, and other art forms contributes to creating
new possibilities for interpretation. Scientific novelty. A scientific novelty.
For the first time, the author analyses screenworks and stage productions
as separate types of cultural activity, studying the mixing of genres and the
emergence of film opera as a new contemporary art form by adapting literary
works. Conclusions. The study analysed the interaction between cinema and
the performing arts and revealed the mutual influence of theatre productions
on-screen activities. The study examines how the aesthetics and techniques
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of theatre influence the shooting and editing of films. In addition, the author
outlines the vital role of film adaptations of literary works in developing cinema

and its importance as a way of transforming a verbal text into a visual and

audiovisual product and enriching the audience's artistic experience.
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Problem statement

Mentions of moving images on a screen
date back to the times of Newton. Over the
centuries, scientists developed various
devices, and at the end of the 19th century,
the Lumiére brothers conducted the first
public film screening and patented the ki-
netoscope. Joseph Tymchenko also made
a similar invention but did not patent it.

As for stage art, it has existed for millen-
nia. The first public performances appeared
in ancient Greece and Rome and gathered
large audiences. Theatrical art is an inter-
pretation of human history, and through the
plays of famous playwrights, one can learn
many interesting facts and secrets about
the lives of notable individuals. Stage per-
formances have evolved, and today, several
types of theatrical art can be distinguished,
such as opera, ballet, puppet theatre, musi-
cal, pantomime, etc., each of which has its
genres and hundreds of subgenres.

With the advent of cinema, people began to
spend more time in front of screens, which
led to a decline in the popularity of books
and other literature. The development of
television, internet production, and social
networks has exacerbated this problem.

Recent research
and publications analysis

0. Dovbush (2015) developed princi-
ples for transforming a literary work into

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

a screenplay. His article examined the
characteristics of a screenplay and the
main methods of its creation.

0. Abramovich and K. Lipatov (2023)
studied the interaction between cine-
matographic and screen arts, O. Bezruch-
ko, G. Pogrebniak, N. Korablova, S. Obor-
ska and H. Chmil (2024) and Bezruchko,
I. Gavran, N. Korablova, S. Oborska and
H. Chmil (2024).

T. Zhuravlova (2020) researched var-
ious aspects of transforming operatic
classics into screen works, focusing on
the technical, aesthetic, and historical
aspects of this process and the impact
of this transformation on the perception
and interpretation of opera art in the con-
text of cinematography.

I.Havran and Ya.Popova (2019) ana-
lysed historical and contemporary fac-
tors that contributed to the emergence of
cinematography.

K. Maliarchuk (2019) studied the role of
makeup in the cultural context of the the-
atrical system. Her article also highlight-
ed the importance of makeup in creating
a stage image.

M. Cherkashyna-Hubarenko  (2022)
explored the interaction of dramaturgy,
music, and theatre principles with oper-
atic art.

K. Stanislavska (2009) analysed the
principles of the existence of operatic art
in cinematography, exploring the interac-
tion between elements of opera and film.
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K. Stanislavska (2017) defined the fea-
tures of genres of contemporary art forms
in her article, analysing their interconnec-
tions, evolution, and the impact of modern
technologies on their forms and content.

H. Filkevych (2018) studied the evolu-
tion of dance in screen arts by examining
the influence of cinema and television on
the development of stage performances.

H. Khutorna (2023) evaluated the char-
acteristic features of adaptation in the
context of their impact on the reproduc-
tion of literary works on screen, including
aspects of fidelity to the original.

N. Tsimokh (2017) researched the pro-
cesses of diffusion and hybridisation of
genres in cinematography, focusing on
their mutual influences and the formation
of new genre formats in film production.

Purpose of the Article. To analyse the
synthesis of screen and stage activities.
To explore the influence of theatrical per-
formances, particularly operas, on cine-
matography and the emergence of new
genres in cinema through the fusion of
various art forms. To determine the role
of the adaptation of literary works.

Main research material

Films can evoke a wide range of emo-
tions in viewers, from joy and laughter to
sadness and fear. Alongside this, while
viewing movies, individuals experience
empathy and sympathy towards charac-
ters, contributing to social skills develop-
ment. In their article “The Role of Cinema
in the Life of Modern Individuals”, Iryna
Havran and Yana Popova (2019, p.184)
rightly noted: “Cinema has a significant
impact on modern individuals. There are
both positive and negative aspects of this
influence. With the 'right' choice of film,
negative changes in consciousness, be-
haviour, and habits can be avoided". The
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authors also added that cinema not only
entertains but can also foster an interest
in art and expose viewers to the creativity
of eminent directors and writers. Despite
being viewed as entertainment, screen
art also serves essential cognitive and
developmental functions. Based on this,
it can be argued that cinema, as a rela-
tively new art form, influences the con-
sciousness of individuals or society, both
positively and negatively.

While developing ideas for a future
audiovisual project, a director identifies
possible ways to translate their thoughts
onto the cinema screen and considers
the potential audience reception after the
film's viewing. In their article "Artistic and
Technical Means of Implementing Direc-
torial Concept in Modern Film Industry”,
Olena Venher and Maksym Kotskyi (2023,
p.86) noted: "From the idea's inception,
the director delves into implementing
their vision. The mechanisms for real-
ising creative ideas, carefully tailored to
each practical case, form the basis for
shaping audience perception precisely as
intended by the director, thus becoming
indispensable creative tools in the film-
makers' arsenal". Another crucial aspect
is discussing the director's vision with
other participants in the filmmaking pro-
cess to achieve a shared understanding
regarding the execution of various film
aspects and to ensure collaboration and
interaction among all production team
members within the framework of a uni-
fied creative vision.

However, with the emergence of screen
works, unfortunately, stage art, previ-
ously in demand and relevant, began to
recede into the background. Throughout
history, theatrical performances have
always been unique in their distinctive-
ness. Let's consider the example of op-
era productions and musicals and why
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adapting them for the screen is impor-
tant, especially considering that viewers,
when watching a performance in just one
version, may not feel the same emotions
as the first time, multiple times. At the
same time, attention should be paid to
the necessity of adapting theatrical per-
formances for their reproduction on the
cinema screen. Kateryna Stanislavska
(2017, p.92) emphasised in her article
“Modern entertainment genres of sce-
nic-screen existence": "Today, it is pre-
cisely the screen that provides favourable
conditions for opera and musicals to step
beyond the theatrical stage, to test new—
screen—conditions of existence, expand
the expressive palette of works, signifi-
cantly increase the spectacular nature of
synthetic events". The film can add new
elements that are impossible to realise on
stage, such as vast landscapes, visual ef-
fects, and computer graphics (Bezruchko,
Shevchuk and Andriievskyi, 2022). The
film or electronic medium preserves the
performance forever, keeping it for future
generations. Moreover, cinema reaches
a more global audience in the 21st centu-
ry, when the entire world has transitioned
to online life due to the pandemic. It in-
fluences public opinion faster and more
effectively than a theatrical performance.

However, for a stage production to be-
come a successful film or television ad-
aptation, certain key aspects need to
be considered, namely capturing the
atmosphere, using visual and sound ef-
fects effectively, and ensuring the correct
reflection of the stage action on screen
(Shyrman, Kotliar and Suprun-Zhyvodro-
va, 2018). Therefore, there are specific dif-
ferences between the work of a theatrical
director and a film director—the person
responsible for creating a spectacle on
stage versus screen. Olena Abramovych
and Kostiantyn Lipatov (2023, p.58) aptly
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noted in their article "Stage and screen
arts: forms of integration in the modern
socio-cultural environment": “The the-
atrical director deals with real reality ...
The film director has their material shot
on film. The material from which they
create their works is not live people, not
real landscapes, ... but only their imag-
es, ... which they can diminish, alter, and
connect in any order". Overall, success-
fully adapting a stage production to the
cinema screen requires careful handling
of the original material and skilful repro-
duction of it on screen.

At the beginning of the 20th century, as
humanity witnessed the development of
a new art form — cinematography — lead-
ing theatrical masters skillfully experi-
mented by combining stage and media
practices. Meanwhile, flmmakers incor-
porated specific stage techniques into
their work. This encouraged the young-
er generation, increasingly focused on
modern technologies, to attend theatrical
performances, thus preventing the dis-
placement of classics. Tetiana Zhurav-
lova (2020, p.45) noted in her article
“Screen Interpretations of Opera Clas-
sics": "The viewer observing events near
the screen, guided by the director's con-
cept, has specific preferences: reality is
presented as if with a stethoscopic effect,
enabling them to see much more than the
audience in the hall". Thus, while the pop-
ularity of cinematography grows, stage
art does not lag but evolves alongside it.

The theatre has always been important to
people throughout all times. It plays a sig-
nificant cultural and moral role in society,
contributing to the spiritual development
of each individual. With the emergence
of new technologies, artists have had to
adapt to these changes, seeking ways to
utilise these technologies to preserve and
develop theatrical art. Victoria Fedoren-
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ko and Natalia Sulima (2023, p.219) aptly
noted in their article “Screen Adaptation
in Contemporary Audiovisual Produc-
tion": "For a theatrical performance on the
television screen to continue impacting
the viewer as a work of art, it must first
cease to be a stage play and transform
into a telefilm”. During the transformation
of a theatrical performance for the televi-
sion screen, it is crucial to preserve and
convey the same emotional feedback be-
tween actors and viewers, characteristic
of stage productions.

During cinematography's evolution,
a need arose to expand the concept of
genres to satisfy audience interests. This
led artists to experiment by introducing
new elements into existing cinematic
forms: Oleksandr Dovzhenko (Myslavskyi,
Chmil, Bezruchko and Markhaichuk,
2020; Bezruchko, 2024), Dziga Vertov
(Myslavskyi, Chmil, Bezruchko, and Cher-
kasova, 2020), lvan Kavaleridze and oth-
ers (Myslavskyi, Chmil, Bezruchko and
Kupriichuk, 2021). For instance, musical
performances, including opera produc-
tions, found their place on screen, facil-
itating the expansion of cinematic pos-
sibilities. As a result, there is a fusion of
theatrical and cinematic styles. Accord-
ing to Natalia Tsimokh (2017, p.118) in
the article "Evolution of Genres in Screen
Works", the landscape of genres con-
stantly changes over time, with new gen-
res emerging while older ones lose their
relevance. Additionally, different genres
intertwine and merge.

At the end of the 20th century, a new term,
libretology, was introduced, which stud-
ies the use of verbal elements in musical
works. Let's analyse how, with the onset of
adaptations (screen adaptations) of stage
productions, especially those with signifi-
cant musical elements, directors faced the
challenge of reproducing stage action on
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film and the necessity to adhere to theat-
rical principles and norms of musical cre-
ativity. Maryna Cherkashyna-Hubarenko
(2022, p.18), in the article "Poetics of the
Opera Genre", notes: "Opera began its ex-
istence as drama realised through mu-
sic. The dramatic component, drama in
the form of verbal text fixed in the libretto,
remains a stable feature of opera poetics
throughout its history”. Considering this, it
should be noted that opera includes both
a dramatic and a musical element, which
further complicates transforming it into an
audiovisual work.

Despite its visual significance, opera
primarily focuses on auditory experience.
In opera, the musical action unfolds con-
tinuously, while the visual component
may experience pauses or extended
breaks. In cinematography, however, the
visual component is paramount. There-
fore, when creating cinematic operas, it
is crucial to consider all elements of syn-
thesising screen and stage-musical arts.

G. Filkevych (2018, p.96) addressed this
issue in the article "Dance and screen
arts: starting and development of con-
tacts" as follows: "It is a synthetic gen-
re in which the dramatic plot, based on
relatively equal principles of coexistence
of dramatic action, singing, and dancing,
is embodied by specific means of cine-
matography. Each of these components
is an important structural element... This
is called 'complex' dramaturgy". The
above highlights why the screen adap-
tation of opera, compared to other film
genres, is not as widespread. Critics and
supporters of musical arts often believe
that synthesising this genre with cin-
ematography has exclusively adverse
effects. At the same time, experts in the
audiovisual arts tend to favour cinemat-
ic aspects, sometimes overlooking the
uniqueness of the musical work.
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Continuing to analyse this issue, it can
be noted that filmmakers have not yet
reached a consensus on how to effec-
tively combine elements of different art
forms (Chmil, Korablova and Bezruchko,
2024). There is no established rule on
how to approach the adaptation of libret-
tos for the screen. K. Stanislavska (2009,
p.69), in the article “"Opera on Screen:
Aesthetic Features of Creation and Per-
ception”, aptly pointed out: "Screen adap-
tation is perhaps the most popular form
of interaction between the stage original
and the screen, yet this process is fraught
with numerous difficulties... While in op-
era, music defines the development of the
entire work in film. Conversely, the visual
sphere determines the role and character
of the music. This is the main contradic-
tion filmmakers attempting this genre try
to resolve". However, there are specific
positive changes nonetheless. With each
passing day, the popularity of cinematic
operas is increasing, indicating a growing
interest among audiences in the fusion of
musical and visual arts.

It is essential to add that transforming
stage action into audiovisual form requires
another crucial aspect — creating an ar-
tistic image that meets the requirements
of both art forms (Chmil, Korablova, Bez-
ruchko and Zhukova, 2024). This involves
striking a balance between cinematogra-
phy's realism, attention to detail, theatrical
extravagance, and grandeur. Makeup is an
indispensable element in shaping artistic
representation on stage and in cinema.
K. Maliarchuk (2019, p.47) emphasised
in her work "Features of Using Makeup in
Ukrainian Theater Art" that theatrical lead-
ers directed makeup art towards creating
artistic images that reproduce realism.

Another challenge filmmakers face
when adapting literary works into film is
compressing a story that spans many
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years or decades into a short timeframe.
0. Dovbush (2015, p.123), in his article
“Screenplay as a means of verbal visuali-
zation of a literary work", highlighted the
following postulates: “The first thing that
catches the attention of the future film di-
rector, who receives the screenplay in his
hands, is the time limits of the film, similar
to theatre where the limits are even more
rigorous, as they do not allow for series.
This often becomes a significant obstacle
for filmmakers in interpreting the original
source. Unlike literary works, the duration
of a film is limited by time". Interpreting
the thoughts of the author above, it can
be noted that for an artist taking respon-
sibility for creating an adaptation while
adhering to the original plot and all its
elements, maximum effort and skill are
required to condense events spanning
many years into one and a half to two
hours, considering a full-length feature
film. This task becomes even more chal-
lenging when adapting stage-musical
productions, as the rhythm of operas dif-
fers significantly from that of films.

With the emergence of screen adapta-
tions of artistic formats, there has been
a decline in interest towards literature,
painting, and theatrical performances.
This prompted cultural figures to con-
clude combining different art forms could
increase interest and "revitalise" litera-
ture and other art forms (Gavran, Stoian,
Rohozha, Vilchynska and Pletsan, 2023).

Changes in the content of the source
material during its adaptation for the
screen have been observed throughout
the history of cinematography. Cinema
helps immerse audiences in the world of
literary masterpieces belonging to dra-
ma and prose, created by great authors,
as well as acquaint them with the works
of contemporary writers. According to H.
Khutorna (2023, p.167) in the work “A film
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adaptation as a specific type of intersemi-
otic translation”, “Screen adaptation as a
type of intersemiotic translation is a com-
plex phenomenon, and the final product —
the film — is a synthesis of the language of
cinema and verbal language, creating new
possibilities for interpreting the meanings
embedded in the original work". Therefore,
it can be noted that during the adaptation
of literary works or stage productions for
the screen, a new artistic product emerg-
es to convey specific information initially
embedded by the authors. This becomes
a separate creative work, yet considering
the elements of the original, this product
can be viewed as an adaptation. This al-
lows humanity to explore art and enrich
its spiritual world through an engaging
method.

Conclusions
Thus, regarding the directorial decision
to transfer a theatrical performance to

the cinema screen, it can be concluded
that the synthesis of arts is relevant and
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justified in the modern world. However, to
preserve the author's original intent, it is
essential to carefully consider the details
of the source material and make minimal
changes to convey the author's style.

The interaction between stage and
screen arts in the 21st century has be-
come not only an experiment but pos-
sibly the only opportunity for society
to preserve cultural heritage and foster
spiritual development. However, it should
be noted that theatre and cinematogra-
phy are two different art forms with their
histories, laws, and rules, an understand-
ing that can only be gained through sep-
arate experiences of attending a play or
watching a film. In the future, the devel-
opment of audiovisual and stage arts as
a unified whole is quite promising.

Therefore, film adaptation today is sig-
nificant as one of the most effective ways
to revive interest in literature, theatrical
performances, and visual arts. Such new
works will contribute to developing and
enriching the spiritual and cultural level
in many countries worldwide.
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AHoTauis

MeTa cTaTTi — fOCNiAUTM B3aEMOLI0 eKpPaHHOI Ta CLEHIYHOI AiNbHOCTI, BUBYATY BMNB TeaTpasibHUX
BUCTaB Ha KiHemaTtorpady, BUSBUTU NOABY HOBUX XaHPIB Y KiHemaTorpadi 3aBasku 06'eHAHHIO Pi3HUX
BUIIB MUCTELTBA Ta OKPEC/TUTU 3HAYEHHSA eKpaHisaLii niTepaTypHux TBopiB. MeTogonoria gocnigyXeHHs.
ByB 3acTocoBaHuWIn aHani3 TEOPETUYHMX MaTepianiB | HAyKOBUX NpaLb — A7 BUBHAYEHHSI BMIUBY Pi3HUX
BMAIB MUCTELTB OMH Ha OJHOr0, OCMUCIIEHHS! POJIi NMepeTBOPEHHS JliTepaTypHOro TBOPY Ha eKpaHHWM,
XapaKTePUCTUKU HOBUX MUCTELLbKUX XaHPIB, LLO OXOM/OE BUBYEHHS B3aEMO3B'SI3KIB MiX Pi3HUMM
MUCTELbKUMU AUCLMMIIHAMM, @ TaKoX BMAMBY TX eBostoUil Ha (hOpMyBaHHS HOBMX TBOPYMX HanpsAMiB
i cTuniB y cyyacHoMmy mucTteutsi. Po3kpuTo cneundiky aganTtauii nitepatypHux TBOPIB A0 €KpaHHOro
dopmaTy, [oCNiAXEHO METOAUN NEPEHECEHHS CHOXETY, NEPCOHAXIB Ta ifel 3 KHUXKOBOIO TEKCTY Ha eKpaH,
a TakoX NpoaHanisoBaHo BMJIMB LibOro MpoLecy Ha CNpPUNHATTS TBOPY rnsigadaMu i Koro iHTepnpeTadito.
3a [gonomMoro0 Metofdy MOPIBHSIHHA Pi3HUX BUAIB MUCTELTBA CXapaKkTepU30BaHO B3AEMOLI0 Mix
niTepaTypoto, KiHO, TeaTpoM Ta iHWUMK hopMaMu MUCTELTBA, BUSIBNIEHO CMifIbHI pUCU Ta BiAMIHHOCTI
y cnocobax BMPa3HOCTI Ta BNAWBY Ha ayauTopito. MeTop cuMHTe3y AaB 3Mory 3'scyBaTu 0COOIMBOCTI
B3aeMOLil pi3HNX MUCTeLbKUX popM i BUSBUTH, AK B3AEMOMIS MiX NiTepaTypoto, KiHO, TeaTpoM Ta
iHWUMMKM BMOAMWM MUCTeLTBA CMPUSIE CTBOPEHHIO HOBUX iHTepripeTauiiiHux MoxnuBocTed. HaykoBa
HOBMW3Ha MONSIrae y TOMYy, WO BrepLUe NPOBELEHO aHasi3 eKpaHHWUX TBOPIB i CLIEHIYHUX MOCTAHOBOK SIK
OKpEMUX BUAIB KyNIbTYPHOI AisfIbHOCTI, BABYEHO 3MilllyBaHHS XaHpIB i NOsiBy KiHOOMepM sIK HOBOIO BUAY
Ccy4yacHoOro MucTeLTBa 3aBAAKM eKpaHisalii nitepaTypHux TBopiB. BucHoBku. Mig yac gocnigxeHHs 6yno
npoaHani3oBaHO He NiMlle B3aeMOfito KiHemaTorpada Ta CueHiYHWUX BUAIB MUCTELTBA, ane 1 BUSABIIEHO
B3aEMOBM/MB TeaTpasibHUX MOCTAHOBOK Ha eKPaHHY AisNbHICTb. JoCnigXeHO, Ik eCTEeTUKA TeaTpasibHOro
MUCTEeLTBa BNAMBAE Ha 3HIMaHHSA Ta MOHTaX KiHeMaTorpadiyHux KapTuH. KpiM Toro, okpecneHo posnb
eKpaHisauii niTepaTypHuUx TBOPIB Yy pPO3BUTKY KiHemaTtorpada, il 3HayeHHsi ik cnocoby nepeTBOpPEHHS
CNIOBECHOr0 TEKCTY Ha Bi3yasnibHO-ay/ioBi3yanbHUIN NPOAYKT i 36arayeHHst MUCTELbKOro JOCBiAY rNsaavis.
KniouoBi cnoBa: onepa; ekpaHisalisi; KIHOBUCTaBa; BUAOBULLHICTb; €KpaH; CLeHa
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Abstract

The purpose of the article. To analyse the role of drama in cinema and how it
helps to create reality on the screen, convey deep feelings, and influence the
audience's perception. Determine how technical means are used to create an
emotional connection with the audience and how realism in cinematography is
achieved through storylines and conflicts. Research methodology. The following
methods were used: theoretical — analysis of television films and information
sources; empirical — systematisation of one's own experience in short dramatic
films; generalising — the impact of drama on cinema; and determining the
interdependence of its mechanisms in modelling audience perception. Scientific
novelty. For the first time, the key aspects of drama in the context of influence
on cinematography were analysed. A detailed analysis of the interdependence of
these mechanisms in the modelling of audience perception was carried out; with
the help of a theoretical analysis of television films, cinematography tools were
determined, influencing the reflection of reality and the formation of one's vision.
A comparative study of dramaturgical approaches between cinema and other art
forms (theatre, literature) was conducted. Classical aspects of the conflict are
reinterpreted in light of modern technologies or societal changes. Conclusions. In
the article, the key mechanisms of drama are revealed. With the help of the analysis
of television films, its function in the cinema has been established. Elaborate
tools that reflect reality in art and model audience perception. The role of the
structural elements of drama in creating realism to the reflection and modification
of reality has been objectively proven. The evolution of cinematography with the
development of new technologies and changes in viewing habits is studied.

Chmil, H. and Linev, I., 2025. Dramaturgy as a cinematographer's tool for representing reality and simulating
audience perception. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, 8 (1), pp.118-128.
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Formulation of the problem

Today, the world's cinematography is
sufficiently developed. Those films re-
main popular, in which the viewer forms
his perception and reflection of reality
through contradictions. However, in ordi-
nary life, contradictory situations create
specific problems. For dramaturgy, it is
essential to be precisely interested in the
reflection of an acute conflict. This is the
main task of the artist — to aggravate the
situation, to strengthen it precisely to get
the desired result.

The ability to interact with the audience
through the plot, dialogues, images, and
conflict makes the emotional experience
a key cinematography tool in depicting
reality and modelling audience percep-
tion. The harmonious combination of
these components creates a powerful
mechanism of influence. Thanks to the
main elements of the dramaturgy, the film
is perceived as more than just a moving
picture. She is inspired by life's realities,
feelings and emotions. That is why it is
essential to consider dramaturgy as a key
cinematography tool.

Every day, people try to avoid conflict sit-
uations. And playwrights, on the contrary,
constantly use it to excite, impress and for-
ever remain in the hearts of the audience.

Analysis of recent research
and publications

The ancient Greek poet and philosopher
Sofokl (1989) revealed the inner world of
a person, his aspirations, actions, read-
iness and ability to be responsible for
them, to agree with social and divine at-
titudes. Dramaturgy in his works is man-
ifested through dialogues, monologues,
chorus and conflicts between characters.
This is where our research begins.
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French film critic and theorist A. Ba-
zin (2004) pointed out the photographic
nature of cinema and discussed the im-
portance of realism in cinema in various
aspects. The connection between cine-
ma and theatre and painting was demon-
strated in their works by O. Bezruchko,
G. Pogrebnyak, N. Korableva, S. Oborska
and H. Chmil (2024) and 0. Bezruchko,
I. Gavran, N. Korableva, S.0Oborska and
H. Chmil (2024).

In her works, N.Donchenko (2016)
proved that the logical sequence of ac-
tions and dialogues determines how the
viewer perceives the plot and substan-
tiates the significance of the script. The
semiotic concept in audiovisual art was
studied by R. Shyrman, S. Kotliar and
A. Suprun-Zhyvodrova (2018).

The features of the embodiment of the
director's idea in modern audiovisual
art were studied by H. Chmil and M. Vi-
toshkin (2024). Ideological concepts in
screen arts were studied by O. Bezruch-
ko, I. Gavran, O. Hrabarchuk, N. Kostiuk,
H. Kot (2020) and I. Gavran, O. Levchenko,
0. Pasichnyk (2021).

Bondarets, V. Humenchuk and V. Pet-
ryk (2024) were engaged in scientific
research on combining visual art and
musical expressiveness. The interaction
of screen art and science was studied by
0. Bezruchko and O. Fedorova (2024).

D. Huron (2006) described the use of
means of influence on the emotional flow
of the viewer in his book. The phenome-
non of homo villicus in cinema was de-
scribed in detail by H. Chmil, N. Korablo-
va, 0.Bezruchko (2024) and H.Chmil,
N. Korablova O.Bezruchko and N.Zhu-
kova (2024). Visual practices of human
creativity in postmodern screen culture
were described by I. Gavran, S. Stoian,
M. Rohozha, I. Vilchynska, and H. Pletsan
(2023).

Chmil, H., Linev, |. Dramaturgy as a Cinematographer's Tool
for Representing Reality and Simulating Audience Perception
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The transformation of the genre system
of cinematography was studied by scien-
tist V. Demeshchenko (2023). O. Bezruch-
ko (2024) described Kh. Batalina's thor-
ough research into children's images in
works of audiovisual art in the horror gen-
re. The researcher of cinematographic
genres, O. Moskalenko-Vysotska (2020),
proved that due to genre, films acquire
a special type of artistic form and drama.

The evolution of the cinema genre, the
change and acquisition of new forms
and means of artistic expression were
meaningfully revealed by scientists Z. Al-
forova (2020), Z. Alforova, S. Marchenko,
Y. Shevchuk, S. Kotlyar, and S. Honcharuk
(2021).

The purpose of the article. To study the
indicated problems, it is necessary to an-
alyse the key aspects of drama through
which it models the audience's perception,
to determine their direct influence on the
reflection of reality, and to establish the
role of conflict in modelling the cognition
of reality. It is essential to prove that dram-
aturgy is a powerful tool that allows you
to create impressive films without time or
space — they are meant to live for centuries.

The main research material

The ancient Greek poet Sofokl claimed
that “drama is a way to feel the soul and
touch the essence of being" (Pidlisna,
2004, p.13). It was he who changed the
ancient stage production, and to be more
precise, improved dramatic actions and
demonstrated in his works the confron-
tation of heroes with internal conflicts.
Sofokl transformed tragedy from a lyrical
work into his drama. This makes the char-
acters more realistic and engaging for the
audience, and the author's style is unique.

A clear example of creating a conflict to
model audience perception is the tragedy
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“Antigone". Dramaturgy in the works of
Sofokl manifests itself precisely through
dialogues, monologues, chorus and
conflicts between characters. Its climax
occurs in the scenes of the conflict be-
tween Antigone and Creon, where the girl
defends her right to bury her brother ac-
cording to the laws of the gods while the
Theban king stands on the side of state
laws. Antigone's monologues convey
deep feelings and moral contradictions:
“I will consider it a good thing to die early...
therefore, | do not see anything sad in this
fate for myself, but if | had left my moth-
er's son unburied, it would have been
sadder, for | do not mourn death” (Sofokl,
1989, p.16). The chorus in the tragedy
comments on the characters' actions,
reflecting public opinion and deepening
the dramatic tension. He often reflects on
God's laws, fate and justice: "Zeus, your
authority and power cannot be overcome
by human audacity, nor by the power of
sleep, nor by the unchanging and tire-
less course of the divine moons (Sofokl,
1989, p.23). Dramaturgy is also revealed
through the fate of Haemon, son of Creon,
who commits suicide due to the death of
his bride Antigone. This strengthens the
tragedy and shows the consequences of
the king's cruelty and stubbornness: “No,
it won't be like that, and don't expect it,
not only will she not die before my eyes,
but you won't see me anymore!" (Sofokl,
1989, p.27). All these elements demon-
strate Sofokl' skill in creating tension, re-
vealing internal conflicts and conveying
the characters' tragic fate. Thus, it re-
flects the reality of the storyline and im-
proves the audience's perception.

So, the statement that drama, first, is
a vivid reflection of reality originates in
the distant era of Antiquity, when there
was no such art as cinema. However, the
mechanism of influence on the audi-
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ence's perception was already emerging.
And it was the cinematography that later
masterfully revealed and diversified it.

In the 21st century, drama influenc-
es the reflection of reality and human
perception. In ordinary life, people face
conflict situations daily and try to avoid
them. This is a regularity. In cinematog-
raphy, on the contrary, it is a conflict that
makes drama a key tool in modelling au-
dience perception. Scientists K. Hrubych
and A. Hychka (2020, p.22) emphasise
this in their study "Dramatic conflict: ac-
tion-counteraction". The birth of contra-
dictions occurs due to the impact of the
key mechanisms of drama on the cin-
ematography: “The strongest possible
conflict between the characters must be
born on the screen. The more complicat-
ed the situation, the more the audience
will want to watch the events".

Firstly, by creating a sense of realism.
Dramaturgy helps to shape it even in
a fictional world. As in a literary work, this
is achieved through a realistic scenario,
characters, dialogues and events that re-
flect life situations and emotions.

Realism in cinema creates a sense of vi-
tality and authenticity. Scientific studies
prove that it helps the viewer to feel and
empathise more deeply with the events on
the screen. The famous French film critic
A. Bazin provided the theoretical basis for
the “new cinema" of the 1950s and 1960s.
A collection of his articles, "What is cin-
ema?" (2004), demonstrates the connec-
tion of cinematography with theatre and
painting, strengthens the social aspect
in films, and draws attention to neoreal-
ism and the aesthetics of reality. A. Bazin
discusses the importance of realism in
cinema and its ability to reflect reality. He
sees films as art that can capture real life
using techniques such as framing and
depth of focus. That is why A. Bazin is
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considered the founder of the ontological
principle in cinema. Recognising its orig-
inal property, the theorist points to the
photographic nature of motion pictures.
A. Bazin (2004, p.137) believed that the
automatism of the photographic image
led to a complete revolution in the psy-
chology of the visible image. His defini-
tion of the essence of cinema is close to
equating the film image with reality: “Only
a lens can give us such an image of an
object, which can release from the depths
of our subconscious the repressed need
to replace the object not even with a copy,
but with this object itself, but freed from
the power of derivative circumstances."

For A. Bazin, the following point was
essential: the technique should preserve
the depicted nature's uncertainty and
richness of meaning. His theory contrib-
uted to the development of realistic ten-
dencies in cinema.

Reflecting on the evolution of film lan-
guage and its change with the advent of
sound, A. Bazin (2004, p.174) states that
“the values of silent cinema are also pre-
served in sound cinema, they do not differ
radically, however, from the very begin-
ning there was an opposition of two ten-
dencies — one of them is demonstrated
by directors who believe in imagery, the
other by those who believe in reality".

The following important aspect that
makes a movie exciting and memorable
is the very structure of the script. And at
this moment, drama plays an important
role. It helps define the film's structure,
including individual scenes, plot twists,
and the development of events and char-
acters. In turn, the logical sequence of
actions and dialogues determines how
the viewer perceives the plot.

N. Donchenko (2016, p.176) was en-
gaged in the research into this issue. In
her work "The creative process of writing

Chmil, H., Linev, |. Dramaturgy as a Cinematographer's Tool
for Representing Reality and Simulating Audience Perception
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a literary scenario of various theatrical
forms", she proves that the script's struc-
ture conceptually determines the sche-
matic and sequential development of
the action and ensures the success of
any stage work. In her work, the scientist
emphasises that the script is a dramat-
ic structure that determines the content,
form, genre and stylistic solution of the
stage work: "It is a detailed description
of the verbal action based on which the
future stage work is created".

The script's structure, especially in cine-
matography, reflects professional drama-
turgy's primary laws and principles. There-
fore, the author must possess various
skills and abilities to master his creation.

Dramaturgy helps directors and actors
to understand the emotional background
of story scenes correctly. It determines
when to use tension, sound effects, and
visual symbols. All of this creates a specif-
ic emotional context for the work. The ap-
propriate choice of dramaturgy techniques
directly affects the audience's perception.

Bondarets, V. Humenchuk and V. Petryk
(2024, p.80) were engaged in scientific
research on the combination of visual art
and musical expressiveness when sound
and image work together, creating a vast
space for the emotional experiences of
the viewer. The conclusions are present-
ed in the article "Harmony and disso-
nance: an analysis of the use of musical
accompaniment to enhance emotional
impact in modern cinema". The authors
prove that music in movies affects the
feelings and emotional state of the view-
er and feels the emotional tension of the
characters: “Creating a musical accom-
paniment for a movie is a sophisticated
art that requires not only compositional
talent but also a deep understanding of
visual content and its emotional impact
on the viewer".
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D. Huron (2006, p.44), in the book “Sweet
Anticipation: Music and the Psychology of
Expectation”" also notes that in the cine-
ma, composers and directors use music
to subtly control the emotional flow of the
viewer, "often resorting to subtle musical
turns to direct or change the emotional
resonance of the scene". The sound engi-
neer must create a new sound by combin-
ing various technological techniques and
realistic sounds. This principle is revealed
in the scientific work of V. Skurativskyi
and V. Andriienko (2023, p.208), “Specifics
of Sound Effects in Feature Films": “In or-
der to effectively influence the perception
of the audience, the sound engineer must
have a refined ear, a developed taste, and
also know well all the technological tech-
niques for creating new sounds, ways of
combining them with realistic sounds".

The emotional context of the film is en-
hanced by the creation of appropriate
characters with whom one can empathise,
feel frank sympathy or antipathy, and re-
act to dramatic changes. This is the prin-
ciple of audience perception modelling,
which helps to understand how cinema
affects viewers and what factors shape
their reaction to a particular film.

Appropriate techniques are also used
to create mood and atmosphere: light-
ing, colours, camera angles, and compo-
sition. Warm, soft light can cause a feel-
ing of peace and comfort, and cold and
harsh — tension and anxiety. Orange and
pink create emotional warmth, while blue
and purple represent distance and mys-
tery (Bezruchko and Manuliak, 2019). The
height and angle from which the scene is
shot also affect the viewer's mood. A low
angle can make a character more powerful,
while a high angle can make one vulnerable.

All these mechanisms model the audi-
ence's perception and enhance the dra-
ma through visual means.
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Playwriting often combines different
styles, techniques and genres to create
a new, unique experience for the audi-
ence. With the development of cinema, its
genre system has been transformed. This
topic was covered in detail by V. Demesh-
chenko (2023) in the article “Peculiarities
of genre formation in 21st century cine-
matography”. The scientist investigated
the specifics of the formation of tradition-
al film genres, considered the theoretical
problems of the development of the gen-
re, its transformation, and the formation
of new hybrid forms, which is a logical
and continuous process that continues
and undergoes artistic and artistic influ-
ences in the 21st century: "There cannot
be a single system of subordination of
forms of thinking, and at the same time,
when talking about the systematisation
of genres, it is necessary to take into ac-
count their mobility, as one of the forms
of artistic thinking".

Researcher of cinema genres 0. Moska-
lenko-Vysotska (2020, p.298), in her
work “Substitution of genre and style in
the Ukrainian film adaptation”, proves
that due to genre, films, like other works
of art, acquire a special type of artistic
form that unfolds over time and actively
affects the viewer. "Among other prob-
lems of transferring a work to another art
form, problems of genre and style occu-
py a prominent place. This also applies
to the problems of screened works. The
peculiarity of their position lies in the lack
of a unified approach among film practi-
tioners and theorists in matters of genre
and stylistic correspondence between
the ratio of the film and the literary pri-
mary source".

Modern Ukrainian art is beyond time
and space. Accordingly, the genre con-
stantly evolves and takes on new forms.
Z. Alforova (2020, p.215) proves this in
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the scientific study “New" Ukrainian cin-
ema in the context of modern audiovis-
ual art": “Cinematographic types, genres
and artistic forms no longer have clear
boundaries either, they rapidly hybridise,
become procedural (which makes their
structure close to computer games) and
are increasingly abandoning their tradi-
tional means of artistic expression”.

Conclusions

Dramaturgy plays a key role in form-
ing a cinematographic work because it
is through it that the organisation of the
narrative structure takes place, which
affects the audience's perception. Her
techniques allow directors and screen-
writers to focus on specific aspects of
reality, forming a unique vision of events.
The use of drama in cinematography
allows you to manipulate the emotions
and attention of the viewer effectively.
Through the composition of the plot, the
construction of conflicts, the development
of characters, and other elements, artists
create the audience's perception, causing
emotional and intellectual reactions.

Cinematography, based on the princi-
ples of drama, not only conveys reality
but also interprets it. It helps to create
various images that allow viewers to per-
ceive familiar phenomena in a new way,
subjecting them to a deep understanding.

In modern cinematography, there is
a constant development and adaptation
of dramaturgical techniques in accord-
ance with changes in society and the im-
provement of technologies. This evolution
contributes to the creation of new audio-
visual forms, allowing us to model the au-
dience's perception even more effectively
and reflect life's complex realities.

Understanding drama as a tool of cin-
ematography opens new possibilities

Chmil, H., Linev, |. Dramaturgy as a Cinematographer's Tool
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for artists in the process of creating
films. This allows a more conscious ap-
proach to creativity, considering the au-
dience's needs and expectations, thereby

2025-8(1) - ¢.118-128

Therefore, drama acts not only as a tool
for creating an audiovisual work but also
as a means of influencing the viewer. This
is what allows cinematography to effec-

tively reflect reality and shape the audi-
ence's perception of this reality.

contributing to the successful achieve-
ment of artistic and commercial goals.
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AHoTauis

MeTta pocnig)keHHs — npoaHanisyBaTuM pofib Apamartyprii y kKiHemaTtorpadi, 3okpema B npoLeci
CTBOpEHHSA peanbHOCTI Ha eKpaHi, nepefaBaHHA rMUBOKMX MNOYYTTIB i BNAMBY Ha CNPUMHATTSA rsaadis.
Bu3HaunT 0co6nMBOCTI BUKOPUCTAHHA TEXHIYHMX 3acobiB A CTBOPEHHA eMOLIMHOro 3B's3KY
3 ayauTopielo, a TakoX [OCNiOUTUM MOXJIMBOCTI CHOXETHUX JiHIN | KOHMNIKTIB Yy [OCATHEHHI
peanicTUYHoCTI B KiHeMaTorpadiyHomMy MucTelTBi. MeTogonoris focnigXeHHs. Y cTaTTi 3aCTOCOBaHO
TaKi MeToan: TeOPeTUYHUIA — AN aHani3y TeneBi3inHMX PinbMiB, iHopMaLinHUX gXepen; eMMipUYHUA —
Ons cucTemMaTu3aauii BnacHoro focsify B KOPOTKOMETPaXHUX KiHobilbMax ApamMaTUYHOro xapakTepy;
y3aranbHeHHsi — [ANA BUSIBAIEHHS BNAMBY [ApaMaTtyprii Ha KiHemaTtorpad y UinoMy, BU3HaYeHHs
B3aEMO3aNeXHOCTi i MexaHi3MiB y MofentoBaHHi rnsfaubkoro crnpuiHaATTA. HaykoBa HOBM3Ha.
Bneplwe npoaHanisoBaHo KJIHOYOBI acnekTu ApamaTtyprii B KOHTEKCTi BNAMBY Ha KiHemaTorpad,
npoBeAeHO [AeTanbHWUWA aHani3 B3aEMO3aNieXHOCTI LMX MEeXaHi3aMiB y MoAentoBaHHI rnspaubkoro
CMPUNHATTSA, 32 [OMNOMOrol TEOPETUYHOro aHanidy TeneBi3inHWX PiNbMIiB BU3HAYEHO iIHCTPYMEHTHU
KiHOMUCTeUTBa, siKi BNAMBaOTb Ha BigoOpaxeHHs peanbHOCTI Ta dOPMYyBaHHSI BRNacHoOro GayeHHs.
MpoBefeHO NOPIBHANBHUIA aHani3 ApaMaTypriyHUX Nigxo4iB MiX KiHO Ta iIHWKUMK hopMamn MuUcTelTBa
(TeaTpom, niTepaTypoto). epeocMUCNEHO KNAcUYHi acnekTu KOHMAIKTY B KOHTEKCTi Cy4YacHMX
TexHonorin abo 3MiH y cycninbcTBi. BUCHOBKM. Y CcTaTTi po3KpUTO KJIHOYOBI MexaHi3aMu gpamartyprii.
3a [oMoMoror aHanisy TeneBisinHWX ¢inbMiB BCTaHOBMEHO i1 pyHKLUiO B KiHemaTorpadi. [etanbHo
onpayboBaHO IHCTPYMEHTH, siKi BigobpaxatTb peanbHiCTb Yy MUCTELTBI Ta MOAENIOKTh rsiaalbke
cnpuiHATTA. MpeaMeTHO [LOBefeHO POofib CTPYKTYPHUX €neMeHTIB ApamaTypril WWofo CTBOPEHHSN
peanicTuyHocTi BigobpaxeHHs Ta mMogudikauii gincHocTi. [ocnigxeHo eBonwouito KiHeMaTorpada
3 0rnAfy Ha po3BUTOK HOBUX TEXHOJOFIN | 3MIHW MAAALbKUX 3BUYOK.

KniouoBi cnoea: aypioBidyasbHe MWUCTELTBO; [ApamaTypris; MexaHi3M; peanbHiCTb; rnsgaubke
CMPUNHATTSA; KOHNIKT
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ABTOpCbKUI 3aflyM Marictepcbkoro O0TOMUCTELLKOrO NPOEKTY «JliBU4Y-Beyip»
BUHUK 3 BaxaHHsA 36eperTtu i BigTBOPUTU Kpacy Ta BennY YKPaiHCbKUX BECINbHUX
obpagie yepes 06'ekTuB hoTokamepu. Lis dpoTorpaddiyHa cepis, 3pobneHa y cenax
lopowoBa, BinbxiBui Ta KpuBye Ha TepHONINbLLMHI, aKLLEHTYE Ha eTHIYHOMY onsA3i
Ta rosloBHUX ybopax HapeyeHux, sIKi CTann CMMBOJIOM TXHbOT KyNbTYpU Ta TpaauLin.

doTorpadii y Mexax NpoekTy AEMOHCTPYIOTb He JiMLLe 30BHILLHIO Kpacy Ta ene-
FaHTHICTb €THIYHOro ofsry, ane W BiATBOPHOIOTbL FMMOOKI eMouil Ta cunu, Wo npu-
XOBaHi B KOXXHOMY KpoOL,i LiMX BiIHKOMMETIHb, CTalOTb CBOEPIAHMUM CBifyYeHHAM bOara-
TOrPaHHOCTI Ta Kpacu YKpaiHCbKOT eTHIYHOT cnafLmMHK, fe KOXHA feTanb Mae CBOE
3HaAYeHHs1 Ta BNacHy icTopito.

doTorpadii BpaxaroTb CBOEK KpPacok Ta BULLYKAHICTIO €THIYHOrO ofsry, sKui
Bifo6paxae Tpaguuii i KynbTypy MicueBoro Hapogy. Ocobnusa yBara NpuainsieTb-
CSsl roNnoBHOMY ybopy — BiHKY, KW Bifirpae BaxmBy posib ¥ BecCinbHMX obpagax Ta
CUMBOJII3Y€ YNCTOTY, Kpacy Ta [obpobyT.

MpoeKT cnpsiIMOBaHUI Ha PO3KPUTTA KYNbTYpPHO! CNafWMHN Ta Tpaauuin ykpaiH-
CbKOro Hapoay Yyepes 06'ekTMB hoTokamepu. BiH nepepae rnmboKuii CeHC i 3HaYEHHS
KOXHOT geTani, Wo Bigobpaxae ifeHTUYHICTb Ta YHIKaNbHICTb YKPAIHCbKOT KYNbTYpMW.

MpoekT «[liBUY-Bedip» € TeMaTUYHUM NPOAOBXEHHAM nybnikauii I YUminb Ta
0. CupgopeHko (2024) «PenpeseHTalisa deHOMeHy cakpasibHOCTi OCTpoBa XopTuus
Ta Ko3aLbKol KynbTypu 3acobamu KiHO Ta dooToMucTelTBa» Ta cepii pobiT O. bes-
pyyka Ta B. bapguHa: «Marictepcbkuit hoTOMUCTELbKUIA NPOeKT “ETHiYHa MoBa
cakpanbHoro”» (2021d), «lMpepacTaBneHHss GOMKIBCbKOrO €THOCY Yepe3 CTBOPEH-
HSl OOKYMEHTasnbHoOro KiHo» (2021c), «3MI AK oAuH i3 iHCTPYMEHTIB 36epexXeHHs
nam'sITOK cakpasibHOro MucTeuTBa bolkiBwuHm» (2021b), «bolkiBcbka apxiTekTypa
B eKpaHi3auii noeicTi M. lorons “Bii"» (2021a), «<bolikiBcbKa cakpasbHa KyJbTypa Ha
KiHoekpaHi» (2022a), «dinbm Banepis Myauka "Boiikn" Ik BaXMBUIA eleMeHT 30epe-
XEeHHs1 6oVKiBCbKOro eTHocy» (2022c¢), «[lpegMeTHe cepeoBuLLE KYNIbTOBUX CMOPYL
BOVKIBLLMHN Y KOHTEKCTi BUCBIT/IEHHS B €KpaHHMX MucTeuTBax» (2022b), «Mpesex-
TyBaHHA cakpasnbHOI cnafgwmHu 6oKkiB 3acobamMu aynioBiyasbHOro MUCTeLTBa»
(2022d); O. bespyuka Ta A. AHiciMoBOI «MaricTepcbkuii OTOMUCTELLKUIA NMPOEKT
“lpeBHii Cambip y cydacHux cBiTiMHax"» (2024a) Ta «<MaTepianbHa KynbTypHa crag-
LLMHa B Cy4acHOMY ayAioBisyanbHOMY AUCKYpPCi: cTapogaBHin Cambip» (2024b).

Cneumndbiky BUKOPUCTAHHSA KOCTIOMIB B ayfioBisyasibHOMYy MUCTEUTBi gochigunu
0. beapyuko, |. [aBpaH, H. Kopabnbosa Ta I. YUminb (Bezruchko et al., 2024) «CueHi4Hui
KOCTIOM fIK BaX/IMBUM eNneMeHT NpefMeTHOro cepefoBuLLa B KiHO i TeaTpi»; I YUminb,
H. Kopab6nboea Ta O. beapyuko (2024) «Homo villicus y cydyacHoMy ekpaHHOMY cepef-
oBuLwi»; I YUMinb, H. KopabnboBa, 0. beapyuko Ta H. XXykosa (Chmil et al., 2024) «<Homo
villicus y KiHocepenoBuLLi: BUNPaBhaHICTb i MeXi MoKasHuKa». BaxnueicTb nokasy
HauioHanbHUX MidiYyHMX cuMBONiB Ta 00pasiB Yy MOLEPHOBOMY ayAioBi3yanbHOMY
MUCTeLTBi noka3anu B. 3anopoxuyeHko Ta M. lueHko (Zaporozhchenko and Ishchenko,
2024), 0. bespyuko Ta H. CtenaHeHko (Bezruchko and Stepanenko, 2024).

ETHiYHWUI 06pas yKpalHCbKOT XiHKM OYB BUCBITIEHUI ¥ TakKnX (hOTOMUCTELbKUX NPO-
ekTax: |. FaBpaH, C. Kotnsip Ta |. 3acna (2021) «MaricTepcbkuit poTOMUCTELbKMUI Npo-
€KT "YKpaiHcbkui PeHecaHc". YacTuHa 1: "YkpaiHka 3 nepinHHOI cepexkoto. Cnipa-
Mu AHa Bepmeepa'»; C. Kotnsp Ta |. 3acna (2021) «Marictepcbkuii hoTOMUCTELbKUIM
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NpoekT "YKpaiHcbkuii PeHecaHc". YacTuHa 2: "MaBka Ocpenist”»; |. 3acna T1a 0. bespyu-
ko (Zaspa and Bezruchko, 2021) «doToMucTeLbKUI NPOEKT “XiHoumit GaraTokommno-
HeHTHMI acoujiaTuBHUI 06pas “LiBiT nanopoTi". YacTuHa 1"»; |. 3acna Ta 0. beapyyko
(Zaspa and Bezruchko, 2022), «doTomMucTeLbKMiN NPoeKT “)XiHouMin GaraToKoMmro-
HEeHTHWUI acouiaTuBHUIA oBpas “LiBiT nanopoTi”. YactuHa 2"»; |. 3acna (Zaspa, 2023)
«doToMUCTeLbKUI NPOeKT "06pas BiNbHOT YkpaiHu “LLnax BigpoaXeHHs"».

Kniouoei cnoea: coToMucTelTBO; BecisibHa 06psiAOBICTb; €Tanu; MOPIBHSHHS,
cuMBoOJiKa; aTpubyT; BecinbHi 06psan; LiBUY-Bedip; eKpaHisauis; doToicTopist; aB-
TEHTUYHICTb; BIHKOMJETIHHA (3amnyieTeHHs)

doTorpac npoekTy — HaTtanis banaH,
e-mail: natalia99balan@gmail.com
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doto N?1

«Cnbo3m pagocTi B 06iliMax MaMu» 3 MaricTepcbKoro
thoTomucTewbKoro npoekTy «[liBu4-Beyip»

Kamepa / 06’ekTne MapameTpu:
Sony Alpha A7 lll/ Sony FE 28-70 mm 35mm | F/3.211S0 100 1/1600 ¢
f/3.5-5.6 0SS SEL2870

®oto N21 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTNa: ieHHe CBITNO.

* PeparyBaHHs ICKpaBOCTi Ta TiHbOBMX 30H.
+ Konbopokopekuisi.
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doT1o N22

«3yCTpiy 3 BiHYaNbHOK MaMOI0» 3 MaricTepcbKoro
thoTomucTebKoro npoekTy «[liBuy-Beyip»

Kamepa / 06’ekTnB MapameTpu:
Sony Alpha A7 lll/ Sony FE 28-70 mm 35mMmM|F/1.6[1SO100]1/1250 ¢
f/3.5-5.6 0SS SEL2870

®oTo N°2 peparyBaHHs CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [xepeno cBiTNa: AieHHe CBITNO.

* PeparyBaHHS ICKPaBOCTi Ta TiHbOBMX 30H.
* Konbopokopekuisi.
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«[MoKniH HapeyeHoro nepef; HapeyeHoK» 3 MaricTepcbKoro
choTomucTeLbKOro NpoeKTy «[liBny-Beuip»

Kamepa / 06’ckTuB MapameTpm:
Sony Alpha A7 lll/ Sony FE 28-70 mm 35mMm | F/1.411SO0 100 1/1000 ¢
f/3.5-5.6 0SS SEL2870

®doto N23 peparysaHHA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno CBiTNa: AeHHe CBITNO.

* PefaryBaHHs ICKpaBOCTi Ta TiHbOBUX 30H.
* Konbopokopekuisi.
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doT1o N24

W oF :
«CnneTeHHsl KOXaHHs» 3 MaricTepcbKoro
thoTomucTewbKoro npoekTy «[liBuy-Beyip»

Kamepa / 06’ckTus MapameTpu:
Sony Alpha A7 lll/ Sony FE 28-70 mm 35mMm | F/2.211S01250]1/250 ¢
f/3.5-5.6 0SS SEL2870

®oto N24 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno CBITNA: WITyYHe CBITNO.

* PepiaryBaHHs ICKpPaBOCTi Ta TIHbOBUX 30H.
+ Konbopokopekuisi.
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doto N25

«Cni3bMm A0 WwacTsa» 3 MaricTepcbKoro
thoTomucTewbKoro npoekTy «[liBuy-Beyip»

Kamepa / 06’ekTune MapameTpm:
Sony Alpha A7 lll/ Sony FE 28-70 mm 35mMm | F/2.5]11S01250]1/160 ¢
f/3.5-5.6 0SS SEL2870

®oto N25 peparyBaHHsA CsiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno CBITNA: WITyYHe CBITNO.

* PeparyBaHHs ICKpaBOCTi Ta TiHbOBMUX 30H.
* Konbopokopekuisi.
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doT1o N26

«BiyHicTb y pyKax: BiHYa/ibHe MNETiHHA 3i CTApOBMHHOIO NpsAAUBaY»
3 maricTepcbKoro hoToMUCTELbKOro NpoeKTy «[liBuy-Beyip»

Kamepa / 06’ckTus MapameTpu:
Sony Alpha A7 lll/ Sony FE 28-70 mm 35mm | F/2.5]11S01250]1/160 ¢
f/3.5-5.6 0SS SEL2870

®oto N26 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepesno CBITNA: WITyYHe CBITNO.

* PeparyBaHHs ICKpaBOCTi Ta TiHbOBMX 30H.
+ Konbopokopekuisi.
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doT1o N2 7

«BigTenep pa3oM» 3 MaricTepcbKoro
choTomucTeLbKOro NpoeKTy «[liBnY-Beyip»

Kamepa / 06’ekTnB NapameTpu:
Sony Alpha A7 lll/ Sony FE 28-70 mm 35mM|F/1.8]1S0160]1/250¢
f/3.5-5.6 0SS SEL2870

®doTto N°7 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepesno CBiTNa: ieHHe CBITNO.

* PeparyBaHHS ICKpaBOCTi Ta TIHbOBWX 30H.
+ Konbopokopexuis.
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doto N28

«YCMixHeHa fiylia HapeyeHoi» 3 MaricTepcbKoro
choTomucTeLbKOro NpoeKTy «[liBny-Beuip»

Kamepa / 06’ekTnB MNapameTpu:
Sony Alpha AT 1ll/ Sony FE 28-70 mm 26 Mm | F/4]1S0 640|1/160 c
f/3.5-5.6 0SS SEL2870

®doTto N28 peparyBaHHsA CeiTnoBa cxema
3a ponomoroto Adobe Photoshop: [kepeno cBiTna: WTy4He CBITNO.

* PeparyBaHHS ICKpaBOCTi Ta TIHbOBWX 30H.
* Konbopokopexuisi.
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BicHWK KMIBCBKOrO HaLOHanbHOro YHIBERCUTETY KYNbTYPN | MACTELTB.
Cepid: AynioBidyanbHe MUCTELITBO | BUPOBHULITBO 2025-8(1)-¢.129-147

doto N29

«BuTkaHa kpaca N21» 3 MaricTepcbKoro
thoTomucTewbKoro npoekTy «[liBu4-Beyip»

Kamepa / 06’ekTne MapameTpu:
Sony Alpha A7 lll/ Sony FE 28-70 mm 22mm | F/411S0100]1/160 ¢
f/3.5-5.6 0SS SEL2870

®oto N29 peparyBaHHsA CsiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTNa: ieHHe CBITNO.

* PeparyBaHHs ICKpaBOCTi Ta TiHbOBMUX 30H.
+ Konbopokopekuisi.
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doTto N210

L
Folts-orsy

;.

-

«BuTkaHa kpaca N%2» 3 maricTepcbKoro
thoTomucTebKoro npoekTy «[liBuy-Beyip»

Kamepa / 06’ekTnB MapameTpu:
Sony Alpha A7 1ll/ Sony FE 28-70 mm 39mMm | F/5]1S0640]1/50¢
f/3.5-5.6 0SS SEL2870

®oTo N210 peparyBaHHs CeiTnoBa cxema
3a gonomoroio Adobe Photoshop: [xepeno cBiTna: WTy4He CBIiTIO.

* PeparyBaHHS ICKPaBOCTi Ta TIHbOBMX 30H.
* Konbopokopekuisi.
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doTo N2 11

«[l0TMK TpaguLii» 3 MaricTepcbKoro
choTomucTeLbKOro NpoeKTy «[liBuy-Beyip»

Kamepa / 06’ckTuB MapameTpm:
Sony Alpha A7 lll/ Sony FE 28-70 mm 30mMm | F/4.511S0640|1/40¢

f/3.5-5.6 0SS SEL2870

®doto N211 peparyBaHHsa CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTNa: WTYYHe CBITNO.
+ PeparyBaHHs icKpaBOCTi Ta TIHbOBUX 30H.

+ Konbopokopexuis.
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doto N212

«MarepuHcbka TypboTa» 3 MaricTepcbKoro
choTomucTeLbKoro npoeKTy «[liBuy-Beyip»

Kamepa / 06’ckTuB MapameTpm:
Sony Alpha A7 lll/ Sony FE 28-70 mm 23 MM | F/3.511S0640|1/30¢
f/3.5-5.6 0SS SEL2870

®doto N212 peparyBaHHsa CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTNa: WTYYHe CBITNO.

* PefiaryBaHHs ICKpPaBOCTi Ta TIHbOBUX 30H.
* Konbopokopekuisi.
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CnoBa, 3a3HayeHi B Ha3Bi peLeHsii, Ha-
nexatb A6paxamy JliHKosbHY, 16 npe-
snpeHTy CLLUA. Bucnie BAyYyHO Xxapak-
Tepusye Te, WO CTBOPUSM CRiNIbHUMMU
3ycunnamMu OBi pepakuii — 3 JIOHOOH-
cbkoro yHiBepcuteTy Koponesu Mapii
(BenmkoOpuTaHisl) Ta XapkiBcbKoi aep-
XaBHOT akapeMil kynbTypu (YkpaiHa).
MpeTbcs npo CreuianbHuil  CRiNbHWUIA
BUMNYCK XypHaniB «KynbTypa Ykpai-
HU» Ta «JlocnigXeHHs pociiicbkoro Ta
pafsiHCbKOro KiHo». Hexait uMTadiB He

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

nAkae HasBa JIOHOOHCbLKOro HayKoBO-
ro XypHany — ue He 3paja. BupaHHs
Buxoautb we 3 1990-x pp. Tak cTano-
cs, WO noro npegctaBHUK — [hxepeMi
lKc — OCTaHHI gecsaTb poKiB BXOAMB [0
penkonerii ykpaiHCbkoro BupgaHHs. lic-
N noBHOMacLUTabHOro BTOPrHeHHs 6a-
raTo iHO3eMHUX [iAYiB HAYKN i KyNbTypu
BMC/OB/IOBANM CNIiBYYTTA Ta BCIiNAKO
ponomaranu ykpaiHusm. [xepeMmi [ikc
TeX BUPILUMB OOMOMOITM i He nuLle Ha-
nucas cTaTTio gnsA XxypHany «KynbTypa

Machulin, L. The Best Way to Predict the Future is to Create It
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YKpaiHu», a # 3anpornoHyBaB CTBOPUTHU
creuianbHUin BUNYycK 3 icTopii ykpaiH-
CbKOro KiHo. [1Ba poku Tpuana poboTa
3 Bigbopy aBTOpiB Ta cTaTel, i Hanpu-
KiHUi 2024 p. cneuBunycK BUILIOB ABO-
Ma MoBaMW: aHrnincbkoro B JIOHOOHI
(Ha cTopiHkax >kypHany «JlocnigxeH-
HSl POCIICbKOro Ta pafsHCbKOro KiHO»)
i 2025 p. ykpaiHcbkoto B XapkoBi («Kynb-
Typa YKpaiHu»).

Lis peueHsis — cnpoba OLiHUTU BUKOHA-
HUI MPOEKT, 3a3HAUUTM NepeBaru Ta He-
noniky, wob edekTUBHille CTBOPHOBATH
Halue cnifibHe ManbyTHe. OpUriHanbHICTb
NpoekTy B6aYaeTbCA B TOMY, LLO Lie nep-
Wwa B YkpaiHi cnpoba CMHKPETUYHOrO Mno-
rnsay Ha iCTOpito PO3BUTKY YKPaAIHCbKOro
KIHO OBOX ernox — pafsHCbKOl Ta He3a-
nexHocTi — y doopmi crewianbHOro BUMNyc-
Ky HaykKoBOro XypHany. He moHorpadbii,
a came MnepioguyHOro BWUIAHHSA, NPUCBSA-
YyeHoro TeMi icTopil yKpalHCbKOro KiHo.

OTXe, y cneuBunycK yBIWLWN CiIM CTa-
Ten. [1'ATb 3 HUX MPUCBAYEHO PO3BigKaM
YKpPaiHCbKOro KiHO MiXXKBOEHHOO nepioay,
LwocTa — BUCBIT/IEHHIO Temu [0N10f0MO-
py Ha CBITOBOMY €KpaHi, CbOMa CTaTTa —
aHanisy cnafLinHu cy4yacHoro pexucepa
Ceprist JlTo3Huui. Tpu aBTOpU — YyKpaiHLUi,
yeTBepo — npeacTaBHUKU Benukol Bpu-
TaHii Ta CLUA. 3aranom y npoekT 6yno
3anpoLleHo [ecsTb aBTOpiB, ane 3 uva-
COM Tpoe 3ihWwno 3 aucTaHuii. PoboTa
HaZ, UUM MPOEKTOM cTaJia 3aKopL0HHUM
HayKOBMM CTaXyBaHHAM [N YKpaiH-
CbKUX OOCNIOHWUKIB.

MpoaHaniayeMo cneuBunyck BignoBig-
HO OO NOCNIJAOBHOCTI cTaTer y 3MicTi.
Mepwa ctaTTs aBTopiB [xepemi likca
Ta JleoHiga MauyniHa — BCTynHa, 3fe-
6inblIOro MpuaHayeHa ANA iHO3eMHOro
ynTaya, OCKiNbKU BBOOUTb Y KOHTEKCT
nepiogy, WO BW3HA4YeHUN p[ns [ochi-
oxeHHs (Hicks and Machulin, 2024; likc
Ta Mauynin, 2025). Y cTaTTi npoaHani-
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30BaHO pPO3BUTOK YKPAIHCLKOrO KiHO
Bifl pafsiHCbKUX 4aciB [0 CbOrofeHHs
3 aKL|eHTOM Ha BMMB MOJITUKM Ta BiltHM
Ha KiHeMaTorpadiyHui guckypc. besne-
peyHO nepeBarolo Ornsifly € LUMPOKUiA
iCTOPUYHUIA KOHTEKCT, NOCUIIaHHA Ha aB-
TOPUTETHI [Xepena Ta KOHKPETHi icTo-
puyHi dbakTu. OCKinbKK cTaTTA OrNsigoBa
Ta Mana Ha MeTi 03HalOMUTU IHO3eM-
HUX YnTadiB 3 NONMITUYHUM KOHTEKCTOM
1920-30-x pp. (a He MUCTeLTBO3HaB-
YMM), TO HABPSL YU MOXHA BBaXaTu He-
[LONIKOM BifCYTHICTb AeTaNbHOro aHani-
3y OKpeMmx KiHOpOOiT.

Opyra ctattsa «XypHan “KiHo" i Hapuc
YKpaiHCbKOT KIHOKPUTUKKN 1920-X poKiB»
HanexuTb CTaHicnaBy MeH3eneBcbko-
My (2025; Menzelevskyi, 2024) 3 YHiBep-
cuTeTy IHgiaHn, M. Bayminrton (CLUA).
Tema focnigXXeHHs — 3MICT, CTW/b | posib
yKpaiHcbKoro XypHany «KiHo» y 1920-x pp.
y ¢OopMyBaHHi KpPUTUKM Ta KiHOMO-
BW, 30KpeMa fIK nnatdopmu gna KiHo-
KPUTKKIB Ta iHTenekTyanis. [epeBa-
rm ctaTTi BOa4aroTbCs B I'PYHTOBHOMY
aHanisi mepiaekocuctemu 1920-x pp.
JopeyHnm 30aeTbCcA MOCUNAHHA Ha Te,
o KiHO — MWUCTELTBO KOJIEKTUBHE, Ha
BiAMIHY Bif NiTepaTypu, fika NpOTAromM
3a3HayYeHUx poKiB AeMoHcTpyBana 6es-
3anepeyHi ycnixu. Hegapma uen nepiog
nisHile OTpMMaB HasBY «30JI0TOI» epy,
yKpaiHcbkoro BigpomXeHHs. 3aKOHOMIp-
HO aBTOp [OCNIAMB reHeanorito pa-
OSHCbKOI  yKpalHCbKOI  KiHoMnepioau-
KW. [lopeyHuM € i NopiBHSANbHMIN aHani3
3 POCiCbKOO KIHOMEPioAMKOHO TOro Yacy.
Poarnsigatoun yBecb cnekTp TEKCTIB, W0
nyonikyBanucs Ha CTOpiHKax XypHany
«KiHo», C. MeHseneBcbkuin (2025, c.22)
KoHcTaTye: «lponaryBaT KiHOKYNbTY-
py cepep umTaviB "KiHO" BApanoca Ha-
CTiNIbKM YCMILLHO, WO L CNpOBOKYBano
cnneck "KiHo MaHii" HeyyBaHOro Maclu-
Taby..». Xoya nonynspHa KiHony6niunc-
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TWKa, Ha fyMKY aBTopa, 6yna BisUTiBKOIO
XypHany, i3 4acoM pepakuis no4yana
CUCTEMATMYHO [OPYKYBaTU KiHOKPUTHU-
Ky Ta TeOpeTWYHi cTaTTi. Y BUCHOBKaX
aBTOp 3ayBaxye. «YpaxyBaHHAl YKpa-
THCbkUX nornsgie  obiusie TpaHcdop-
MyBaTK Ta 36araTuTy Halle PO3YMiHHS
pansHCbKOro KiHo, 3abeaneyyroun GinbLu
LiNICHUIA Ta IHKJIFO3UBHUI MOrNapg Ha ic-
Topito» (MeHseneBcbkuit, 2025, ¢.29).

ABTOpOBI MOXHa 6yno 6 3aKUHYTU He-
cTavyy MNOPIBHANbHUX OOCAIAXEHb 3 iH-
LMK NepiofaMu, ane 3BaxanMo, Lo Le
cTaTTs, a He MoHorpadis. | nobaxanmo
nojanblUnX BAanMx po3BifoK nepiogny-
HUX BWAAHb HEPOCINCbKMX pecnybnik
MixBoeHHOro nepioay (Fikc Ta MauyniH,
2025, c.8).

TpeTta ctatTa «Mukona LLnMkoBCcbkui
i BidyanbHWWA CTWNb Mi3HiX inbmiB BY-
®KY» aBTOpa BiHceHTa boniHrepa (2025;
Bohlinger, 2024) npucesiueHa aHani-
3y ctumo pexucepa LlnukoBcbkoro
Ta MOro BHECKY Y Bi3yanbHy MOBY KiHO.
ABTop — npodbecop konemxy Mepi Ta-
kep Topn i gupekTop BigAiny KiHogo-
cnipxeHb konepxy Pop-AinneHga. HuHi
npautoe Hapg KHUrOK-[OCAIIKEHHAM
CTWUIO PaAsHCbKOrO KiHO KiHus 1920-x —
cepeguHn  1930-x pp. [ocnigXeHHs
TBOpYOoCTi Mwukonu LLInMKoBCbKOro, 30-
Kpema MOoro ekcnepumeHTiB 3 KiHOMO-
BOO Ta BidyasbHUMKM 3acobamMu BU-
pasHOCTi, — ofHa 3 MpOBIAHMX WOro
po3BigoOK. Y cTaTTi gns cneusunycky
B. boniHrep peTtasbHO aHanisye Bi3sy-
anbHUA CTUNb BIQOMOro YKpaiHCbKOro
pexucepa. BiH nopywye 6onicHe ans
YKpalHLiB NUTaHHA — L0 BBaXaTu Haui-
OHaJlbHUM KiHeMaTorpadgom? Ak cTaBu-
TUCS [0 (PinbMiB, 3HATUX B YKpaiHi, ane
POCINCBbKO MOBOK abo He BiTYUBHAHU-
MU pexucepamMu Tolo. «4u cnpaBennu-
BO — UM HaBiTb KOPMCHO — OYiKyBaTW, L0
KOXeH KiHemaTtorpadicT mMaTume ofHa-
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KOBWW CTYNiHb rMMBOKOI yKpalHCbKOT Ha-
TXHEHHOCTI, Wwo6 KoxeH ifibM OLiHI0-
BaBCH TaK caM0?» — CTaBUTb PUTOPUYHE
nuTaHHA B. BoniHrep (2025, ¢.33). ABTop
3a3Hauyae, Lo MOXe «NPUHaNMHI 3anpo-
NMoHyBaTWM METOZO0JIOriI0, @ TaKoX none-
penHi BUCHOBKM, 3a AIKUMU MOXHa Moya-
TV pO3rNAfaT HIOAHCU B KIHOCTUII K
NOTEHLIMHI MapKepH, WO 3MOXYTb MNO-
cnpuaTM audbepeHuiaudil HauioHanbHUX
KiHemaTtorpadhiB y pagsaHCbKOMY KiHO»
(BoniHrep, 2025, c.34). | pnani petanbHO
(y Mexax cTaTTi) Aocsigxye BisyasbHUIA
ctunb Mukonu Llnakoscbkoro. BucHo-
BoK B. BoniHrepa (2025) HabyBae nosu-
TUMBHOIO XapakTepy:

«KinbKicHa oujiHka Ta KBanidikauis
TOro, WO caMe € NOeTUYHNUM B YKpa-
THCbKOMY MOETUYHOMY KiHO — 4
YKpalHCbKOMY KiHO 3arasioM — MoXxe
M Mae BUXOOUTU 3a Mexi 3MicTy
dinbMy, [0 [OCHigXYyBaHUX, BUMI-
proBaHMX acnekTiB CTWUJILO, WO PO3-
KpuBae iHAMBIAYyanbHi Ta, MOXJIIMBO,
KONEeKTUBHI TBOpPYICTb i reHin. Topi
L0 KOJIEKTUBHY TBOPYICTb MOXHA
6yno 6 po3yMiTu AK BiAMIHHICTb Bif,
pafsiHCbKOro KiHO, fike HaATo 4a-
CTO NiAHOCUTbL Halle YSIBNEHHSI Mpo
HbOro, a TaKoX fIK BiAMIHHICTb Bip,
3axigHOEBPONENCbKNX KiHemaTo-
rpacis, aki, 3gaBanocsa 6, Manu anb-
TepHaTMBHMI BrMB». (C. 40)

3asBuyai, KOMM 3aKiHYyeTbCs Lika-
Be KiHO, XO4YeTbCs MPOJOBXEHHs. Tak
i 3i cTaTTeto B. boniHrepa — YoMy chokyc
pO3BiAKM OOMEXeHU Nulie OfHUM pe-
xucepom?! Ane e, Ha MOKO AYMKY, CKO-
pille nepeBara, HiX HefoNiK.

YeTBepToto 3a 3MicTOM € cTaTTA «KiHO-
neparoriyHum ekcnepumeHT OnekcaHapa
LosxeHka» (Bezruchko, 2024; bespyuko,
2025) aBTOpCTBa AOKTOPa MUCTELITBO3-
HaBcTBa, npodecopa Kadenpu pexu-
cypu KiHo i TenebayeHHa KwuiBcbkoro

Machulin, L. The Best Way to Predict the Future is to Create It
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HaLioOHaNbHOro YHIBEPCUTETY KyNbTypu
i MucTeyTB OnekcaHgpa bespyuka. BiH
posrnagae ManoBifoOMUIA LLMPOKOMY 3a-
rasly eKcnepMmeHT y KiHonegaroriui. Ak
BifiomMo, y 1930-x pp. napTinHWIA agMiHi-
CTpaTUBHUMA anapaT CYBOPO KOHTPOJIHO-
BaB He e 3MoMKM Ta npokaT difibMiB,
a n nigrotoBKy ManbyTHix KaapiB ans Ki-
HoBMpOOHUMUTBA. BigoMui ykpariHCbKui
pexucep OnekcaHgp J[OBXeHKO, 006
MiHiMi3yBaTU TakuMi BMJIMB, HamaraBcsl
Ha KuiBcbkin KiHohbabpuLi opraHisysaTtu
MOBHOLIHHE HaBYaHHSA pexwucepis, cue-
HapucTiB, onepaTopiB, KIHOAKTOPIB TOLLLO.
LLlo6 BigTBOPUTYM LIEN €ni3of Y TBOpYOC-
Ti 0. [loBXeHKa Ta HaJlaTu YABEHHS NPO
MOro neparoriyHy npakTuKy W nigxig no
KiHoakTopcbKoi gisnbHocTi, O. beapyyko
(2025, c.43) BUKOpUCTAB AXepesia 3 HU3-
K1 apxiBiB YkpaiHu Ta Pocii, a Takox Me-
MyapWu WOro y4JHiB i Koner, pigKicHi nyoni-
Kauil Toro yacy.

Be3yMoBHOIW MepeBarold 3asHayeHol
pO3BifKM € I'PYHTOBHE AOCAIAXEHHA Ma-
NoBiAoMOT cTopiHkK Biorpadii OnekcaH-
apa [loBxeHKa, BBeLleHHI B HayKOBWM
06ir HU3KM HEBIAOMMUX ab0 ManoBidOMUX
Ixepen. CnogiBaemocsi, WO nNpo Je-
TanbHU BrMB LLIKonu KiHoaKTopcbKOT
MancTepHocTi npu KuiBcbKin KiHOCTyqil
Ha yKpalHCbKe KiHOMUCTeLTBO Koneru
0. bespyuka fisHaloTbCs 3 Moro ManbyT-
HiX J0ChigXeHb.

M'ata ctatTa — «Micue YkpaiHu y "Be-
cenui” Mapka [oHcbkoro» (Hicks, 2024;
likc, 2025), aBTopom siKoi € [xxepemi lMike,
npodecop JIOHAOHCHKOro YHIBEpCUTETY
koponeBu Mapii. BiH Takox, siKk i B. bo-
niHrep, nopywye TeMy «yKpalHCbKOro
KiHO», «HaLlioHa/IbHOT iJeHTUYHOCTI KiHe-
MaTorpacha». [xepemi likc [oBOAMUTD,
wo dinbm Mapka JloHcbkoro «Becenka»
1943 p., 3HATMI Ha eBaKyMOBaHUX KUIB-
CbKMX KiIHOCTYLifAX y TYpKMeHicTaHi, Mae
BeNMYe3Hy LjiHHICTb, SIKWO po3rnsga-
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TW MOro K ykpaiHcbkui dinbM. baraTo
XTO 3 [ocnigHukiB BBaxae Mapka [loH-
cbkoro, ypomxeHus Opecu, Akui Bara-
TO 3HIMaB Ha KiHOCTypji iMeHi fopbkoro
B MockBi, camMe PpoOCICbKUM pexuce-
pom. OgHak . ke, npoaHanisyBaBLUM
CTpiuKy «Becenka», 4OBOAUTD, WO LiE He
Tak: Hanpuknag, y dinbMi € 3ragku npo
YKpaiHy, rpae Bifoma ykpaiHcbka akTop-
Ka HaTanis YXBii, € BlIaHyBaHHSA Mnoe-
TMkM OnekcaHpgpa [loBXeHKa, rocTpuii
NiATEKCTOBUN KOMEHTap NpO OKynaL,ito
i cnpoTMB Ta iHwWi petani. Posrnagato-
4Yn npouec CTBOpPeHHN dinbMmy, [xepeMmi
lkc 3asHayvae, Wo «Becenka» Ta geski
iHWi CTpiYkn Uboro aBTopa 3b6arayytoTb
iCTOpito yKpalHCbKOro KiHO. | HeMoX-
NIMBO He MOroAuTUCS i3 MPUKIHLEBUMM
cnoBamMu aBTopa Mpo Te, WO «icTopis
YKpaiHCbKOro KiHo 3HayHo 36arayeHa iH-
KJTIO3UBHMM NiAXo[0M [0 Moro icTopii Ta
nornMéneHMM posrnsaom Takux dinb-
MIB, HaBITb AKLLLO BOHM € CyNnepeysIMBUMu
JOKYMEHTaMU POCiNCbKOro iMnepcbKoro
BNAUBY Ha YKpalHy Ta yKpalHCbKOI Kynb-
Typwm Ak Takoi» (Fike, 2025, ¢.69).

..ByTVM MuTUEM B TOTaniTapHin gepxasi
Oyxe HernpocTo. TyT ycboro gBa Bapi-
aHTK: abo Tu nigkopseLcs cuctemi, abo
rMHeL. | TiNbKK TanaHoBUTI MUTLI NAYTb
«J1e30M OpPUTBU»: BOHW MOKa3yloTb, LU0
HiBU CKOpeHi, a caMi BogHo4ac cnyxaTb
CBOEMY MOKJIMKAHHIO.

HactynHa, wocta ctatta «"MicTtep
LxoHc" i 306paxeHHss [onogomMopy Ha
cBiToBOMY eKkpaHi» (Cherkasova, 2024;
YepkacoBa, 2025) € pgocnigxeHHsM HaTta-
nii YepkacoBoi icTopii npo Te, ik NoB'sA-
3aHa [onsA  Ba/ACBLKOro XypHaricta
Fapeta [KOHCOHA 3 VOr0 BUCBIT/IEHHAM
lonogomopy B YKpaiHi Ha noyaTky 1932-
1933 pp. Togi 3axif, BTiM, K i HUHI, 6yB
He rOTOBWUM CMPUMHATM 3JI0UMHU pafsiH-
CbKOro pexumy npoTu ykparHuis. Monpu
Te, Wo MapeT [I)KOHC peTesbHO 3anucyBaB

Mauynin, J1. Harkpalimin cnocié nepeadaynTi ManbyTHE — CTBOPUTY 10ro
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i MOHOCMB NpaBay [0 NOMITUKIB, YpsAAiB
i cycninbcTBa Ha 3axopi, Moro CBigYeHHSN
He cnpurManucs.

oinbM  ArHewku TonnaHp  «Mictep
LxoHc», skui pocnigxye H. YepkacoBa
(2019), € konpoaykuieto Benukoi bpuTa-
HiT, MonbL,i Ta YkpaiHu. BoHa 3a3Havae,
AIK CKJIafHO MoKasaTWu y XYOOXHix dinb-
Max TeMy [onogomopy, agxe pexucepu
CTMKaKTbCA 3 BidyanbHMMMU Ta ETUYHUMM
0OMeXeHHsIMK, Hamararuucb rnokasa-
TW Yepes CBOIX eKpaHHUX repoiB XaxiTTa
XUTTSA B ymMoBax ronogy. OfgHak po3B'si-
3aHHA ArHewikoto [onnaHpg ui€i aunemm
NigBULLMNO LiHHICTb Ti pinbMy. Pexuce-
py, K 3a3Havae H. YepkacoBa, Bganocs
CTBOPUTU Ha eKpaHi eMOLiNHO-YyTTe-
BMW CTaH, 3aBASKM YOMY CBiYEHHS He
CTinbky BepbanisoBaHi, CKinbky Bidyani-
3Yl0Tb Xaxu rosiofy. ABTOp HarosoLye:
«lcTOpuYHMIA  MaTepian pO3UYUHSIETHCH
B XY[OXHix obpasax i cumBonax, BifTBO-
proeTbCs yepes cy6'ekTUBHe BayeHHsA pe-
Xucepa» (Mepkacora, 2025, c.84).

Cnif nofatwu, LWo Lo TeMY [OCHI IKEHHS
Hatanis YepkacoBa BuGpana B 4ac, Konu
Mwna pocincbko-ykpaiHcbka BiHa. Llle
HeBiLOMO, KON i IK BOHA 3aKiHUUTbCS,
ane, 6e3yMOBHO, XaxMBU JOCBIf, yKpa-
THUiB CTaHe TeMO Xy[oXHix dinbmiB
nicnsiBoeHHoro Yacy. Cnogisaemocs, Wwo
npaBaMBUX, PiBHSA, He HUXYoro 3a «Mic-
Tepa [xoHca». Lia Hagis — Big nepLumx
ycnixiB yKpalHCbKUX [OKYMEHTanicTiB Ha
CBITOBOMY eKpaHi y 2024-2025 pp.

ABTop Jlopa MacneHiunHa — acnipaHTKa
cdakynbTeTy CNOB'SAHCbKUX MOB i fniTepa-
Typ Ta cakynbTeTy KiHO- Ta Mefia3HaB-
cTBa Enbcbkoro YyHiBepcuTeTy (CLUA).
Cepep, [oOCRiOHULBKUX iHTepeciB — noe-
TMKa HeXy[I0XHbOr0 KiHO Ta Megia. Takui
OpUriHanbHWMN MOMNAL Ha [OKYMEHTa-
NiCTMKY BOHa BUMKOPWUCTOBYE B OCTaHHIN,
CbOMIVi cTaTTi cneusunycky — «lpoTu
CMOCTEPEXEHHS: MaHopaMHa crafwu-
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Ha Ceprisi JlosHuui» (Maslenitsyna, 2024;
MacneHiumHa, 2025). CTtatTa npucesa-
yeHa [LOCHIOXEHHIO TEXHIKM Ta Bidyalb-
HOI rpamaTukyM ofgHoro 3 noro difbMiB
«MawigaH» (2014). Lleit cdinbm cBoro vacy
BMKNKAB 6araTo KPUTUKKU B YKpaiHCbKil
KiHOCMiNbHOTI. ABTOp CTaBUTb Mif CYMHIB
cTaTyc CTPIYKM SIK MpUKIag [OOKYMEH-
TaNlbHOrO CMOCTEPEXEHHSI Ta MPOMOHYe
posrnsaaTn «MangaH» Yepes «BU3HaHHSA
BMAMBY MaHoOpaMu Ha peanicTUYHy pe-
npeseHTauito Bif i1 3apog)KeHHSA Hanpu-
KiHUi XVIII cT. go it TpaHcdopmaLii B KiHO
y XX cT.» (MacneHiuuHa, 2025, ¢.87). As-
TOpKa AO0BOAUTb, WO «JIO3HWUUA PO3BM-
HYB MOBY NaHOPaMHOrO KiHO, MOYMHAOUK
i3 YaciB CBOIX paHHiIX KOPOTKOMETPaXHUX
dinbMiB», | WO Uen «nepernsg criocoby
CTBOPEHHA hinbMiB J103HULi po3KpUBaE
YHiKanbHuMn BHecok “ManpgaHy" B pe-
npe3eHTaTUBHI [OKyMeHTasbHi dhopmy,
a TakoX Yy HapaTuBM HaLiOHaNbHOI ifeH-
TUYHOCTI B MOCTPaAAHCHKOMY KOHTEKCTi»
(MacneHiuuHa, 2025, ¢.87).

JoBoni 3Ha4yHa cy6'eKTUBHICTb aBTOp-
KM B OUiHKax pinbMy Bce X Taku 3anu-
LIae Hafgilo, Wo [OCNiAXEHUA Hel pe-
Xucep MpoAOBXWTb PO3BMBATU «MOBY
MaHOPaMHOro KiHO» i CTBOPUTbL LLE He
OfVH (hiNbM y «HapaTMBaXx HalioHaNbHOT
iJeHTUYHOCTI».

Taki pi3HOMaHITHI po3BigKM aBTOpIB
3 TPbOX KOHTMHEHTIB MpO icTOpito yKpa-
THCbKOro KiHO patoTb 0bepexHy Hagito
Ha nopanblie 3HAWOMCTBO CBIiTOBOI Ki-
HOCMINbHOTU 3 KYJIbTYPOO YKpaiHu 3ara-
noM. Akumu 6 He Bynn chopmm Ta MeTo4M
JOHEeCeHHS1 [0 HeyKpaiHCbKOro u4uTa-
Yya / rnagava yKpaiHCbKOro 3MicTy, i XTO
6 He pobuB Le, BaXINBO NaM'aTaTy, Lo
He MOXHa MPUATU CTapuMK Joporamu
[0 HOBUX FOPU30HTIB.

Lllono ykpaiHCbKOro uuMtauda, Ha MO
nymky, Cneusunyck Gyfne KOPUCHUA SIK
ana daxieuiB aynioBidyasbHOro MuUcTe-

Machulin, L. The Best Way to Predict the Future is to Create It
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JANTHHA AK BTINERRA
3AAY SINLMAK HAKIB
JXN-XXI CT.
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BbataniHa X. . [IMTUHa AK BTiNEeHHA 3Nna

y dbinbMax xaxiB XX—XXI cT. : MoHorpadisi.

Kuis : Bua. ueHtp KYK, 2023. 216 c.

BaTtaniHa, X.®., 2023. [luTuHa fIK BTi/IeHHSA 3/1a

y ¢inbmax xxaxis XX—-XXI cT.
KwiB: BugaBHnumm ueHTp KYK.

Batalina, Kh.F,, 2023. Dytyna yak vtilennia zla

u filmakh zhakhiv XX-XXI st.

[The Child as the Embodiment of Evil

in Horror Films of the XX-XXI Centuries].
Kyiv: KUK Publishing Center.

MoHorpaddis X. bataniHoi «uTuHa Sk
BTiNleHHA 3na y doinbMax xaxiB XX—XXI cT.»
(2023) npuceBsiueHa ogHOMY 3 HaiiLikaBi-
LUMX TUMIB Cy4yaCHOro eKpaHHOro XOppo-
py. ABTOpKa B peLieH30BaHi MoHorpadii,
O € MPOJOBXEHHSIM MonepefHix Jochi-
IXeHb B aBTOpedepaTi ancepTauir (CiuHa,
2018a), oucepTauii KaHOMOATKA MUCTe-
UTBO3HaBCTBa «0Opa3 OUTUMHM SIK LiEH-
TpanbHOro nepcoHaxa y dinbMax Xaxis
apyroi nonosuHyn XX — noyatky XXI cto-
nitta» (CiyHa, 2018b), a Takox y cTaTTAX
«Jlo icTopii CTBOPeHHS Ta iHTepnpeTaLin
ofHoro 3 MicpiB cyyacHoro KiHemaTorpa-
diuHoro "xoppopy"» (KocTiok, 2011), «[o
icTopii po3BUTKY 06pasy AUTUHK Y dinb-
Max xaxie» (KocTiok, 2012a), «[Mepeny-
MOBM 111 BAHUKHEHHS 06pasy AUTUHU SIK
Hocisi 3/1a B Cy4aCHOMY YKpaiHCbKOMY Ta
pociiicbkoMy KiHemaTorpadi» (KocTHok,
2012b), «EkpaHHi MucTeuTBa fIK 3acibd
dopMyBaHHA cy4dacHoi MichonoriyHol CBi-
nomocTi» (KocTiok, 2013a), «MicTu4Hi Mo-
TMBM y TBOpYOCTI l0pis InneHka» (KocTiok,
2013b), «ITanicbkuin xoppop 60-x: ippaui-
OHaJIbHUI Xax Ha ekpaHi» (KocTiok, 2016),
«HacmnbCcTBO B KOHTEKCTI icTOpIi CBITOBO-
ro KiHo» (Batalina and Kostiuk, 2022), aHa-
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Ni3ye Hacnigku BBELEHHS AUTSYOro oo6-
pasy B CMCTeMy 3arpos, L0 3HaMeHyBaslo
pagukanbHy TpaHcdopMmauito y cdepi
LliHHICHUX KOOpAMHAT Cy4acHoro cycninb-
cTBa. Y poboTi TaKOX PO3MMSHYTO Haw-
6inbLU 3HAKOBI hiNnbMK B MeXax obpaHoro
HanpsiMy 3a TeMaTUYHWMM, XaHPOBUMM
Ta CTUJIICTUYHUMU O3HAKAMMU.
PeueHsyBanu KHWxkuM Garato npos.if-
HUX YKpaiHCbKMX HaykoBuiB: B. MopneH-
ko (2019; 2020), I Yminb (2020), C. lo-
peanoB (2021), P. Mepeceupkuin (2020),
0. Bespyuko (2019; 2020; 2021a; 2021b),
B. Mucnascbkuii (2022; 2023a; 2023b;
2024), H. Mapxaiuyk (2022), O. Moniwyk
(2021), I. MorpebHsik (2022), H. Psbyxa
(Riabukha, 2022), npoTte nuviwe B ny6sika-
Ui «[PYHTOBHE [OCNIIKEHHA ANTAYUNX 06-
pasiB y TBopax ayfioBi3yasnbHOr0 MucTe-
uTBa B XaHpi xoppop» (Bezruchko, 2024)
6yB NpoBefeHU aHani3 Wiei poboTw.
lonoBHa O3HaKa XOpPpopy SIK OfHOro
3 HalnonynsipHiWWX >aHpiB, a TaKoX
Moro emMoujinHa AOMiHaHTa — OCHOBHUM
IHCTUHKT NtoguHK, cTpax. CTpax — Tema
i uinb xoppop-dinbmiB (cTpax nepepf
He3BiJaHUMU Ta MICTUYHUMU SIBULLAMMU,
cTpax cMepTi, cTpax KaTacTpody, cTpax
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XBOPOOW, cTpax BilH Toww,o). MepLi emo-
uil KiHemaTorpacpiyHoro cTpaxy rnagavi
OoTpMManu Liie Ha ceaHcax bpariB Jltom'e-
piB. CioxeT «[pubyTTa noTsira Ha BOK-
3an Jla-CioTa» naikaB rnsaavis, asie BOHU
NpoLoBXyBanM X0AUTH, 06 NMOBTOPHO
BunpobyBaTH Ui BiguyTTS.

MoHorpacpis X. bataniHoi cknagaeTtb-
cs 3 nepegMoBu, 11 po3giniB i cnucky
BMKOpPUCTaHUX mXepen. Tak, y po3pgini
«ETHOKYNbTYpHi OCHOBM [gnsi  TpaKTy-
BaHHA 06pa3y OUTUHU SIK MOTEHLINHOro
BTineHHa 3na» (bataniHa, 2023, ¢.56-61)
aBToOpKa aHanisye [eMOHOJIoriio B pis-
HUX KpaiHax. Takox BOHa Hanonfarae «Ha
wopa3s binbLwin 3anyyeHocTi y cdepi Ki-
HeMaTorpada obpasy AUTUHU SIK HOCis
3na». Lls TeMa, Ha OyMKy aBTOpKM, «3a-
nuwaeTbea TabyoBaHOK CYCMiNbCTBOM
Yy 3B'fI3KY i3 AUCOHaAHCOM, IKU BUKIIMKAE
y CBifOMOCTi peuunieHTa HeNpUNHATTSA
Takoro TpakTyBaHHsA» (baTaniHa, 2023
¢.56). TeonoriyHin Tesi «guTuHa Goromno-
nibHa» npoTucTaBnsieTbca pengucT-
CcbKa Teopisi Npo NOYaTKOBY MPUCYTHICTb
3nay npupogi noavHn. Hapani aBTopka
crpaBef/IMBO 3a3Hauae, Wo y dinbmax
1960-1990-x pp. KiHemaTorpad obupae
«00'EKTOM CBOTrO 3aLliKaBNeHHS! AUTUHY —
He TiNIbKK SIK XXepTBY 3/IMX CWJ, @ caMe K
HOCisi GiNbLUOK YM MEHLLOK Mipoto npwu-
XoBaHoi 3arposu» (batanina, 2023, ¢.61).

Y 1960-1970-x pp. XaHp xoppop-dinb-
MiB 3MiHIOETbCS. OfHiel0 3 nepenymMoB
TpaHcdopmalii XaHpy cTana MiXkHapoa-
Ha icTepisi, NoB'A3aHa 3 Kapnbcbkoro Kpu-
3010 no4vaTtky 1960-x pp., WO 3ymoBwUna
6eanpeueneHTHi neperoHn 036POEHHS
i 3arocTpuna Kpu3y MNPOTUCTOSIHHA Bil-
cbkoBux cotosiB HATO Tta KEB y nepiog
XOJI04HOI BilHW. Cnig popaTth i KpoBonpo-
NUTHI BiHKM y B'eTHami (1965-1973) Ta
AdbranicTaHi (1979-1989), ski 6inbluoto
Mipoto BynM He JloKasbHUMW, OCKINbKU
B HUX 6ynu BTArHyTi CLLIA Ta CPCP (Muc-
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naecbkui, 2023b, ¢.78). CaMe B Ui poKu
3'ABNAOTLCA MICTUYHI dhinbMu  «Ek30p-
uucT» B. dpinkiHa (1973), «OmeH» P. [1oH-
Hepa (1976) «Ek3opuucT 2: EpeTuk» [X.
BypmeHa (1978) Ta iH., y AKUX OQHUM 3 F0-
JIOBHVX NePCOHaXiB-aHTUrepoiB € AMTUHA.
Y 1980-x pp. MICTUYHMI CKNAOHUK XOp-
pop-dinbMiB  MOYMHaEe HiBentoBaTUCS.
MiyHicTb BipM BXe He po3rnsfaTb K
naHaueto Bif, ycix 6if. FoNoBHUM cTae He
MICTUYHUIA, @ NoByTOBMI cknagHuk. Mpo-
6neMa SIKOCTI CTOPOHHbOrO BM/MBY Ha
OVTUHY Ta MOXJIMBUX (paTanbHUX Hachif-
KiB HeyBaru [0 CTaHOBJEHHS NigANITKIB AK
ocobucTocTi 3 60Ky BracHol ciMT abo x
KOPUCTI YU LUKOAWN 3anyyeHHs Y TaKoMy
pa3i CTOPOHHIX NOJen 3arocTpreTbCA
Maixe MakcumanbHo (BaTaniHa, 2023,
c.115). MepegymoBu Lboro nigxoay 6ynm
3aknafeHi we B cepeaunHi 1970-x pp., Ha-
npuknag, y dinbmi J1. KoeHa «BoHo xuBe»
(1974). Ane uto KapTUHyY, Ha IYMKY aBTOp-
KM, He MOXHa BBaXKaTu nepLLoto cnpoboro
OCMUCIIEHHA MWUTAHHS, OCKIIbKM B KOH-
TEKCTi CTPiIYKM He MAETbCA NPO 30BHI HOP-
ManbHy auTuHy (bataniHa, 2023, ¢.115).
Ak cnpaBeanuBo 3asHa4vae X. bataniHa,
y 1990-x pp. y KiHemMaTorpadi BUHUKAE
HOBMI acnekT — OWUTUHA, Ika MOXe Mo-
yaTu KOITK 3710 CBifOMO, 6e3 Byab-AKUX
CTOPOHHIX 4YM noTombiyHMx BRAMBIB abo
xBopobu. Tak, y 1990-x pp. Ha ekpaHax
3'ABNAETbCA AMTUHA i3 UYiTKO BUNMCAHUM
iHOMBIAYyanbHUM XapakTepoM, 34aTHa yX-
BaJIOBATM BACHI PiLLIEHHS N03a BMJIMBOM
Ha Hel «<MICTUYHO-TEMHMX» YU IHLUUX CTO-
POHHIX cun, iIka OOHOro pasy BigBaxy-
€TbCA Ha XopcToke BOGMBCTBO. ABTOpKA
3a3HAYaE: «...0Peos1 HEBUHHOCTI HAaBKOJIO
OVTUHMW He MPOCTO HIBENMHOETHLCS, a 1 BXe
LiIKOM 3MilLyeTbCA B OAHO3HAYHO He-
ratueHi cdpepu» (bataniHa, 2023, ¢.126).
Tak, M. Kitpocep y dinbmi «TaTkoBa
ZoHbka» (1996) aHaniaye NCUXOOTiYHWUIA
CTaH [iBYMHKM, AKa BOMBaeE CBOTX OaTbKIB.

MucnaBcbkuit, B, KoHoBanos, [1. 06pas gnuTuHm
y dinbMax >axig XX=XXI cT.
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B ymoBax ToTanbHoOi rnobanisauif
2000-x pp. TeMa «3M0i OUTUHU» B Ki-
HeMaTorpacpi TpannsieTbcA 3HA4YHO 4a-
cTiwe. OHOBMEHHSA XaHPOBOrO 3MICTY
006yMOBJIEHO MiABULLEHHAM PoJi KiHe-
mMaTtorpada, ocob6aMBO ronniByACHKOrO,
B MOLUMPEHHI coLuiasibHO-0COBUCTICHMX
CTOCYHKIB Yy 3axigHOMYy cycnifbCTBi.
ABTopka nuwe: «306inbleHHA oxonne-
HOI ayguTopil BHacCNifoK PO3LIMPEHHS
30H MNpokaTy O3Hayano i "BTArHeHHS"
BfacTuBoi M npobnemMaTukn B npeg-
CTaBNeHy B OKpPeMUX KapTuHax CBOE-
pigHy KiHemaTorpadiyHy KOHLeHTpa-
uito» (bataniHa, 2023, ¢.134).

Y MucTeuTBO3HABCTBI Ta KiHeMaTorpa-
cbi HasiBHI ABa Nornsau Ha BNJMB XOppopy
Ha rnsigadie: 1) HeraTUBHe — HacnifyBaH-
HS$l, 3HWXKEHHSA YYT/IMBOCTI 40 HAaCUNbCTBA
Ta BO6MBCTBA; 2) NMO3UTMBHE — KaTapcuc,
T06TO TpaHcchopMmauis cTpaxy Ta arpecii
B iHLLE NOYYTTA.

2025-8(1) - pp.156-164

Cepepn, nepeBar MoHorpadii € il rpyH-
TOBHa [OxepenbHa 6asa. J[locnigHu-
ua 3sBepTaeTbcsA | po dinocodebko-
€CTEeTUYHUX Mpaub, | [0 COLiOKYNbTyp-
HMX [OCHimXeHb KiHOXoppopy. Takox
X. bataniHa aHanisye gxepena, npobne-
MaTMKa SIKUX OXOMJIE KiHemaTorpa-
iYHMIN KOHTEKCT i crnpusie TepMiHosOo-
riyHin KoHkpeTusauii. Ocobnuey ysary
Oyno 3BEpHEHO Ha po3pobKy npobnem,
noB's3aHnx 3 diinbMaMm Xxaxy, 30Kpe-
Ma B KOHTEKCTi eTHiYHuX Mogmddikauiv
XaHpy. BuokpemneHo i rpyny gxepen, Ha
OCHOBI AKMX 3[iNCHIOBABCA aHasli3 MOH-
CTPYO3HUX OUTSUYMX 0BpasiB.

MoHorpadis «AuThHa SIK BTiNEHHSA 3N1a
y pinbmax xaxiB XX—XXI cT.» HanucaHa
B HayKOBOMY CTWJli, FapHO iNtOCTpOBaHa
Ta byfe uikaBa LUMPOKOMY KOJly YMTauiB,
30KpeMa CTyfeHTaMm, siki OMaHOBYHOTb
crneuianbHOCTi MUCTELLKOrO UM KYNbTy-
POJIOTiYHOIO CNPSIMYBaHHS.

KniouoBi cnoBa: xoppop; difibMu XaxiB; cyyacHa ayfioBidyanbHa KynbTypa
Keywords: horror; horror films; contemporary audiovisual culture
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3 KOXHUM pokoM Bce Oifblie 3apy-
OiXXHMX [OCNIOHUKIB NUWYTb NPO TpaH-
ccopMauinHni BnnmMB renmidpikauii Ha
undpoBi aygioBisyanbHi ekocucteMn Ta
nangwadT y uinomy. Ak BigomMo, renmi-
dikauito BM3HavaoTh K NpoLec Nokpa-
LLLEHHs1 MOCNyr 3a [OMOMOroH BaXeniB
CTUMYIIOBAHHA irpoBoro poceigy (Mo-
TMBALiMHMX) | NoAanblUMX MOBEAIHKOBUX
peaynbTatiB (Hamari, Koivisto and Sarsa,
2014). Tak camo Hi o1l KOro He € cekpe-
TOM Te, Wo renmidpikauin KiHo- Ta Tese-
iHOycTpin Habyna neBHOI MONYNAPHOCTI
3aBOAKM UMPPOBUM Mefia Ta CTPUMIH-
roBum nnatdopmam, Konu rnagadi ne-
pecTanM no3uLioOHYBaTUCA SK MaCUBHI
peuvnieHTu i novanu 6axaTu Ta peanbHO
BM/IMBATU Ha CHOXET icTopii abo cTaBaTu
yyacHMKaMu HapaTuey. ToMy renmidiko-
BaHi KiHO- Ta TeneBi3iliHi TBOPU aKTUBHO
BUKOPUCTOBYIOTb IHTEPAKTUBHUIN Hapa-
TMB, Wo6 JaTu 3Mory rnsgadam cratu
«rpaBUSAMM», AKi BMAMBAKOTb Ha iCTOPItO
Ta OTPMMYIOTb HOBUI MsifaLbKWi AOCBIf.
3pewToro, Lie CTBOPIOE YMOBU Anisl ore-
pauioHanisauii Toro, wo I Binnic (Willis,
2016) kBanidikye ik nocTkiHemaTorpa-
divHi 3acobu, 3acTOCyBaHHSA SIKUX Yy CY-

ISSN 2617-2674 (Print),
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YacHoMy MegianaHawadTi nepepnbayae
BMKOPWCTaHHS HEAHTPOMOJIONYHMX aKTO-
piB, a Takox nobynoBy dparMeHTapHUX
i HEeNiHIMHUX HapaTuBiB. BnacHe, nepeTuH
iHTEpaKTMBHOrO HapaTuBy Ta MOCTKiHe-
MaTorpadpiuHmx chopM i 3anyyae enemeH-
TW IPU B KiHO- Ta TeNeMUCTELTBO, Aaloun
3Mory ayauTopii o6upaTn HanpPsAMOoK icTo-
pii, 3aBAAKN YOMY, NO-MepLLUe, OCTAaTOYHO
pyVMHyeTbCA 4iTKo dhikcoBaHa HapaTuB-
Ha CTpyKTypa TpaguuiiHux dinbMiB, a,
no-Aapyre, eMOLUINHWIA rNAagaUbKui 4OCBIg
CTa€ CKJAQHIWWUM i rmMbLmnM: NpUMipomMm,
y BigoMoMy cepiani Ta Tenewoy «Jlrogu-
Ha npoTu amkoi npupoan» (Man vs. Wild)
rnagavi MoOXyTb KOHTPOJIOBATM KOXEH
pyx ekcnepTta 3 BuxuBaHHA bepa [pinn-
33, L0 MOCUMIOE BIQYYTTA 3aHYPEHHA Ta
niaTBepAXye Te3y Npo «rinepiMmepcuBHUA
MoBOPOT».

Lle noBopoT BnepLie KOHLENTyanbHO
onncye npodbecop mMepia Ta irop i oguH
i3 3acHoBHWKIB IrpoBoi nabopaTopil
B TexHiuHii BuLin WKoni KenbHa (ckopo-
yeHo TH K&In — YHiBepcuTeT NpuKknagHmx
Hayk) yHoonbg C. dpeitepmyT. Y cBOIiA
BifloMin npaui «Irpn. lenmpgmsanH. Irpo-
3HABCTBO: BCTYM», HaMNMUCaHii 3a yyacTio

[NedepaHcbknia, | FinepiMePCHBHWIA NOBOPOT | MEeTaBCECRIT:
reiMicikaLlia ayaioBidyanbHOro NanaladTy
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A. YaygepHi, H. Mouui Ta E. LuMmmepmaHa,
BiH BUOKPEMIIOE AeKinbKa eTaniB megia-
iCTOPUYHOTO  PO3BUTKY  aHanoroBux
i uMcbpoBMX irop — MpouenypHUIn NoBO-
poT (3 1950-x pp.), rinepeniyHuin NoBo-
poT (3 1970-x pp.), rineppeanicTUuHWiA
nosopoT (3 1990-x pp.) i rinepimepcue-
HMI1 noBopoT (3 2010-x pp.), TPAKTyOUK
rinepiMepcito Ik «HOBWI LOOCBIf, 3UTTS
3i CBiTaMK faHuX», WO NOoCTae pesynbTa-
TOM iHTEepaKTMBHOI HaBirayii 3a nocunaH-
HSIMW, TinepeniyHuxX i rineppeanicTUYHMX
npouenyp, KONM 3aHypeHHs1 Ta iHTepak-
TUBHA [LOifANIbHICTb HAaCTINIbKU Migcuo-
I0Tb OAWH OOHOr0 Ta KOHBEPryHHTbCS,
L0 OCHOBHe eCcTeTUYHe 3a[0BOJIEHHS
DEeTEPMIHYETbCS BHYTPILLHIMX  BRacTu-
BOCTAMM  UUCPPOBOrO  KOMM'HOTEPHO-
irpoBOro cepefioBuLLa, ke A7 NPOChHO-
MepiB BUABNAETbCA HabaraTo LUikaBi-
UMM 3a peanbHuii cBiT (Freyermuth, 2015,
pp.81-90).

Y 2025 p. nobaunna cBiT We ogHa po-
6ota I C. dperiepmyTa «patoun B Me-
TaBCEeCBIT» Yy CNiBaBTOPCTBi 3 TakMMu
BYeHuMH, Ak B. Benn, I. Tamm, B. Occa
Ta iH. Y «[lepegmMoBi Ta nogsiLi» 3asHa-
YeHo, L0 Malxe BCi po3ginu Liel Konek-
TUBHOI HAyKOBOI PO3BiAKM MOYUHAIOTb-
cA 3 nuTaHHA «Lllo Take MeTaBcecBiT?»,
e OfHi aBTOpM 3BepTalTbCs OO0 LbO-
ro TepMiHa 3 noswuuil HeJaBHbOr0 MM-
HYNoro, NOCWUNaK4UChb, Hampuknag, Ha
HaykoBO-chaHTacTUYHy aHTuyTonito Hina
CtiBeHcoHa (Stephenson, 1992) «CHi-
ronaf», a iHWi MOYMHAOTb i3 Cy4yacCHMX
nebariB, Takux Ak pebpeHauHr Facebook
Ha Meta abo ycnix irpoBux nnatdopm,
Ak-oT FORTNITE Tta ROBLOX. 3BicHo,
yci Ui cnpobu BM3HauMTU MeTaBcecBiT
3peLUTO0 MpUpeYeHi Ha npoearn, i aBTo-
pu ue pobpe po3yMitoTb, OCKINbKK, AK
i iHWI HagTo AMdy3HI TepMiHKM B Megia-
KynbTypi, MeTaBcecBiT He Mae TOYHOI
knacudikauii. BogHoyac ue € He nomun-
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KO0, @ BaroM1MM acrnekTOM [OCHiAKEHHS,
ajXxe camMe Takvi NAOPaniCTUYHUA Nif-
Xif, po3KpuBae pi3HOMaHITTA GaraTbox
MUHYNIUX | cyYacHuX BTiNeHb MeTaBcec-
BiTY Ta IXHi TEeXHi4Hi, COLiOKYNbTYpHI Ta
€KOHOMIYHi HacnigKu.

Y BCTynHin cTatTi «Cy4yacHa nepegic-
Topis MeTaBcecBiTy. YToniyHi Mepgia
BiL TOTanbHOro TBOPY MWUCTeUTBa Ta
TOTaJIbHOrO KiHO o0 KibepnpocTopy Ta
Holodeck» I. C. dpeiiepmyT (Freyermuth,
2025) npocTexye iCTOPUYHI WiAXU Ta
B3aEMO3B'I3KM TEXHOMOri, a TaKoX
IXHIO couianbHy peanisauito; po3rns-
Jae po3pobku, Wwo npusBenu [o iger
MeTaBcecBiTYy, Ta iNtOCTpye IXHiA «pi-
aNnekKTUYHUA 3B'A30K». Bif KOHLeEMNLin
Gesamtkunstwerk i ToTanbHOro KiHO ye-
pes 6auyeHHn KibepnpocTopy Ta Holodeck
(Burapmanui NnpucTpiii i3 dopaHwmam «30-
PAHWI LWASAX», AKUA BUKOPUCTOBYE «rOJ10-
rpamu» 3af/isi CTBOPEHHSI peanicTUYHOT
3D-cumynsauii peanbHoro abo ysIBHOMo
cepefoBULLa, B AKOMY yYaCHUKU MOXYTb
BilbHO B3aEMOMIATM 3 HaBKOJIULWIHIM
cepefoBULLEM, a TaKoX 3 0b6'eKTamm Ta
nepcoHaxamu, a iHofi 1 i3 3a3panerigb
BM3HAYeHWM HapaTMBOM) OO nNepefgic-
Topii Ta HacnigkiB MeTaBcecBiTy. [o-
CNiJHUK [OOXOOMTb BWUCHOBKY, LIO LS
OnHaMika 3abesnevye Ge3nepepBHe Ta
BcebiUHe 3aHypeHHs, fIke nepexoguTb
«Bijj KOPOTLUIOrO Y/ [OBLLUOFO, afe 3aBX-
OV NepiogMyHOro Ta LWBUAKOMIUHHOMO
3aJlyyeHHs1 4O OKPEMUX MefiaTBOpIB A0
BceGIYHOro Ta TPMBAJIOro 3aHypeHHs
y Megiaceitn» (Freyermuth, 2025, p.82),
LLL0, BNacHe, BignoBigae noriyi Ta noTeH-
Liany rinepiMepcuUBHOro NOBOPOTY.

OCHOBHa 4aCTMHa KONEKTUBHOrO [0-
CNig)XeHHs nofineHa Ha fABa po3ginu
«YaBa» |1 «JloCArHEHHSs». Y nepLiomMy
NPOMOHYETbCA OMNSA KOHUEMLiN, Bi3in
i NOTEeHUiNHMX HacnigkiB MeTaBcecBiTy,
MoYMHaKUM Bif, paHHIX NiTepaTypHUX

Pecheranskyi, I. The Hyperimmersive Turn and the Metaverse
Gamification of the Audiovisual Landscape
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ioen i 3aKiHYyOYM CcyYyacHUMMW aymioBi-
3yanbHUMU penpeseHTauiamMu. Po3agin
noynmHaeTbCcs 3 po3Biaku Ix. Mioppen
(Murray, 2025) «MeTaBcecBiT Ta iHLWi
undposi iNtosii», B SKOMY aBTOpKa Xxa-
pakTepusye pisHi XWUBHI OBILSHKM, L0
oTouytoTb MeTaBcecBiT. 3BepTalouuchb
0O Ppi3HMX peKaMHUX MOBiJOMIIEHb,
CTBOPEHUX TaKUMU KOMMAHIAMHU, SK
Meta, Apple i Magic Leap, BoHa nokasye,
AK «MariyHi TexHonorii» MnpocyBalTb-
CA UMKNIYHO Ta 3a [OMOMOrOH Besu-
Kux cpiHaHCOBUX pecypciB yepes cTpax
BTPATUTM LWLOChH LiikaBe, W0 34e6inblworo
3aKiHYyeTbCSA HEBLOBOJIEHICTIO NOTPed
rpoMagcbkocTi. Tomy [x. Mtioppen
(Murray, 2025, p.112) Ma€ peanicTUUHUI
MOrfsif, Ha HOBI TEXHOJOFil, CTBOPEHHS
AKUX 3aBXAU NoTpebye «KONEKTUBHUX
3ycuib», SIKi «He MOXHa irHopyBaTu».
J1. WmanHk (Schmeink, 2025, p.135)
po3rnagae icTopito igen, noB'sisaHMX
3 MeTaBCeCBITOM, «3a40Bro [10 TOro, K
TpaHCTyMaHicTM Ta TexHonignpuemui,
Taki ik Mapk Llykep6epr, Bigkpuav noro
ans cebe Ta 3anponoHyBanu CBOI NyaHu
Wo[0 MOro BUKOPUCTAHHSA AN ocobu-
CTOT rpoLwwoBoi BMrogu». ¥ cBOin cTaT-
Ti «BTineHHs MeTaBcecBiTY B HayKo-
Bil cpaHTacTULi» BiH NPOCTEXYE Cepito
HayKoBO-haHTAaCTUYHUX pOMaHIB i dinb-
MiB, No4YmnHatoun 3i «CHironagy» H. Cri-
BEHCOHA, Ta NOPIBHIOE iCTOPIl, AIKi «p0O3-
BuBanu igeto [MeTtaBcecBiTy] pisHUMY,
3MiCTOBHUMM cniocobamm».
MpOOOBXEHHS LbOro Migxody MOXHa
3HanWTM y cTaTTi B. Occu (Ossa, 2025),
B fIKil BOHa po3rnagae MeTaBcecBiT AK
aypioBisyanbHy chaHTasito nepeBaxXHO
y 3axigHux irpoux difibMax i Ha Tene-
GauyeHHi. ABTOpKa [OCUTb [eTaNbHO Ta
3pO3YMINO ONWUCYE BNACHUA MeTOLO0J0-
riyHuMn nmigxig i npouecu Bigbopy npwu-
Knagis, siki BoHa obrosoptoe. Ii aHania
BUABNIAE NOAIOHOCTI Ta BigMIHHOCTI MiX
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BisisMn MeTaBcecBiTy, «300paxeHUMuU
B XYOOXHiX, aypioBisdyaslbHUX Mefia»,
a TaKOX «LUMPLLi MipKyBaHHS Mpo npw-
pooy Hawoi peanbHOCTI, iAeHTUYHOCTI
(BipTyasibHOT), 3aHEMOKOEHHSI CTOCOBHO
6e3neku, cnocTepexeHHs B LMpPOBOMY
cepenoBULLi Ta BUKOPUCTaAHHA TEXHOJO-
rivi LLI» (Ossa, 2025, p.163).

Ocmuchntoroun  HaykoBO-dbaHTaCTUYHI
HapaTuBM Ta Cy4acHi 3ycuins, cnpsiMo-
BaHi Ha peanisauito KoHuenuin MeTtaB-
cecBiTy,|. Bamba (Bamba, 2025) 3a3Hauae,
O NIOACHKI Tifa WBUMAKO Ta HEBMUHHO
iHTerpytoTbcss y VR-CBIT, no cyTi, pos-
YMHSIIOYNCh Y HbOMY, 3aBAAKM YOMY Liel
CBIT 3[0A€TbCsl BCE MeEHLW BipTyaslbHUM.
Ha ocHoBi dbeHOMeHosOriYHOro nigxony
BiH MparHe 3'AcyBaTy, «40 4Y0ro npusBee-
e uen HOBWMA 3B'I30K 3 BipTyasibHUM
CBITOM; OCSITHYTU BMNJIMB BUKOPUCTAHHS
iIMEPCMBHUX TEXHOJOTIN Y HALLOMY XMUTTI;
3pO3YMIiTU Ta HaBiTb NependaunTy, AK MU
(Ak BTineHi cyd'ekTn) GygeMo cTaBUTUCSA
[lo HOBOrO CBiTY MeTaBcecBiTy» (Bamba,
2025, p.168). HeBMNagKoBO Yy CBOEMY
ecel, sike Tex BXoanTb A0 36ipku, C. dizek
00roBOptOE MOXJIMBI HACNigKU €4MHOMO
MeTaBcecBiTy ans kopuctysauis. MNonpu
peknaMHi NPoeKTM Ta iHiuyiaTMBKM BenU-
KMX TEXHOKOMIMaHIN L,0[0 KONeKTUBHOI
BflacHOCTi Ha MeTaBcecBiT, BOHa Haro-
Jolye, WO cyyacHi nogii He nepepba-
YatoTb Takoro copmarty. C. disek (Fizek,
2025, pp.187-199) BUCBITNIIOE HEDE3MEKM
NOTEHLiNHOro ManbyTHLOro CLieHapito
3 TPbOX MOMMAAIB: NpMBaTU3aLia iHTep-
HeTy, KanitaniaM CMoCTEPEXEHHS Ta Tex-
Hocbeoganiam.

Ox. LWenn (Schell, 2025, p.207) y cBo-
M npaui «MeTaBcecBIT: WO 3apas, LWo
Jani», ika 3aBepLUye nepLumnii po3gin uiel
KOJNIEKTUBHOI PO3BifKK, [EKOHCTPYHOE
Kinbka MidhiB, SIKi cknanucs HaBKOJO
VR Ta AR, oHnawH-cBITIiB i Gnok4enHy
AK YOTUPbOX TEXHOJIOrii, IKi 3a3BUYaM
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acouitoroTbcsl 3 MeTaBcecBiTOM, Nosic-
HIOE, YOMY OCTaHHIA MOXe MaTu iHLWNIA
BUMNAL, HiX MOro 4Yacto 306paxytoTb
Yy TEXHONOMYHUX BUrajKax i peknaMHux
KaMnaHisix, npuMipom, ToMy o «MeTaB-
CECBIT He xo4ye 6yTU ogHUM Ge3nepeps-
HWUM CBITOM, i BiH HUM He Gyge. [...] CBiTu
NOTYXHi, TOMY L0 BOHV MalOTb MeXi».
Lpyrui po3gin, npucBsiyeHNn NpakTuy-
HUM annikauisaM, iHHoBaLiMHUM Migxo-
haMm i 3pobyTkam y cdpepi iHTepaKTuB-
Horo pocBify, MoyvMHaeTbcsl 3 poboTu
«Big nikcenis go eMouin» |. Famm (Hamm,
2025, p.228), wo nparHe 3'AcyBaTy, «sIK
BipTyaJibHi BUCTABKM, 30KpEMA XY[0XHi
BUCTaBKM MeTaBCeCBITY, MOXYyTb BM-
piMTU KOHMNIKT MiX aHanoroBow Ta
UMPOBOKO MPOCTOPOBICTIO | CTBOPU-
TU 3axorjIMBMN MUCTELbKUIA [0CBigy».
3 uUieto MeTOK BOHa 3aCTOCOBYE TEOPIto
aTMocdpep BigoOMOro Himeubkoro cino-
cogal. beme (Bohme, 2017) [0 XyL0XHiX
npeseHTauin Ha nnatdopmax FORTNITE,
OCCUPY WHITE WALLS ta WWWFORUM,
aHanisytoum LiHHiCTb uMdpoBUx aTtMoc-
dep A[na BIANOBIGHOMO MUCTELbKOrO
nocsify. Y ii iHTepB'to «BipTyanbHi Kpa-
THM yypec» 3 AniHoto dyxTe (Fuchte and
Hamm, 2025, pp.247-264) npencraese-
HO rmnbokmn nornag Ha WWWFORUM,
BMCTaABKOBMI NpocTip MeTaBcecBiTy, W0
Hanexutb NRW-Forum Diisseldorf. Lien
BMCTaBKOBMI NPOCTIP € OAHUM 3 NEepLUUX
Ha MUCTeUbKI i My3erHii CueHi, sKui
3 6epe3Hs 2023 p. NpUAHAB YOTUPU BU-
cTaBku. KnoyoBi TeMU Ta NUTaHHA po3-
MOBMU: «fIKi BUCTABKOBI NPaKTUKK Niaxo-
OATb ansa My3eiB y MeTaBcecBiTi?», «fKi
BUKJIMKM MOXYTb BUHUKHYTU y cdrepax
Megiauil Ta KOMYHiKaLii?» Ta «LLlo moxe
0aTu NpuUcyTHiCTb My3€iB y MeTaBcec-
BiTi?». 3 ornagy Ha ue A. dyxTe po3no-
Bifla€ «NpPO CTBOPEHHS Ta Neplun pik
wwwforum, oTpumaHi BUCHOBKM, UuUd-
poBe KypaTOpCTBO», a TaKOX BUCJIOB-
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JIIOE iiel CTOCOBHO PO3LUMPEHHST MOXJIU-
BOCTEN KOMYHiKaLii ons KopucTyBayi
y WWWFORUM.

lneppeanicTuyHi Ta rinepiMepciHi
TeHJeHUil NpoCniAKOBYOTbCA Y XYLOX-
HbOMY [OCAIAHULIbKOMY MPOEKTi «Quan-
tum Bar» K. Kcaoc (Xaos, 2025, p.269), sika
po3rnsifjae npouec CTBOpPeHHA 4yaT-60Ta
Ha 6a3i GPT-3 pgnsa couianbHoi VR. «Quan-
tum Bar» po3pob6sieHnit K FOCTUHHWUIA
NpocTip AN couiajibHUX KOPUCTYBauiB
VR, AKi WyKaloTb KOrocb gjisi po3MoBM,
uncpposuit 6ap, oe KopucTyBadi MOXYTb
B3aemMofifaTm 3 OapMeHOM, KepoBa-
HUM GPT-3, oS NocuieHHs eMOoL,iHOro
3B'a3ky. K. Kcaoc (Xaos, 2025, p.267) Ta-
KOX pO3MoBifae Npo MixaucumuniHapHi
BUKJIMKW, MOB'AAI3aHI 3 fM3aiHOM i BUPO6-
HULTBOM, TEXHOJIOFIl, L0 3aCTOCOBYHOTb-
CSl, a TAKOX MpO Pi3Hi BapiaHTU BMKOPW-
CTaHHA N eTUYHi 3000B'A3aHHA LLOA0
«XapaKTepUCTUKK Ta HapaTMBY YaT-60Ta,
«(popMyBaHHA aBaTapa Ta MOro aHima-
Ljii», @ TaKoX «aypanisauii Ta fokanisauii
y BIipTyaslbHOMY CepeiOBULLLi».

Y cTatTi «[aBanTe rpatu B MeTaBcec-
BiT...» T. biceke BMCBIT/NOE pe3ynbTaTh
XYL,0XHbOI0 [AOCHiIAHULbBKOIO MPOEKTY
Ndinguwe Ta aHanisye ekcnepumeHTasnb-
HWUW gu3aiH, akui gocnigxye VR-pocsig,
y NO€JHaHHI 3 TaKTUJIbHUMU BiAYYTTSMU.
3a [ONOMOro HaknafeHux 306paxeHb
aBaTapiB NPOEKT Ma€e Ha MeTi 3a0XOTUTK
YyYaCHUKIB [OCRNIANTUM CaMOCMNPUNHATTS
Ta CMPUAHATTS iHWKUX | PopMKU OUCKpPU-
MiHaUil. BUKOpMCTOBYOUM MeTOA MiKpO-
deHomeHororii, T. biceke (Bieseke, 2025)
nparHe BignoBiCTU Ha MUTaHHSA «fK ysABY
iHOMBIgA MOXHa KO-AWHAMIYHO Yy3ro-
OWUTU 3 MOXJIMBOCTSIMU MeTaBcecBiTy?»
i, 3pewToro, Npe3eHTye pe3y/bTaTu OK-
peMux OMUTYBaHb YYacCHUKIB eKcrepu-
MeHTy. BaxnuMBo 3a3HauuTy, WO B po-
60Ti Noka3aHo, AIK MeHTaNlbHa cuna ysiBu
Moxe 6yTu NoB'si3aHO0 3 BipTyallbHUM

Pecheranskyi, I. The Hyperimmersive Turn and the Metaverse
Gamification of the Audiovisual Landscape
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cepepnoBulLleM MeTaBcecBiTy, AKLO Ha-
paTMBM MalTb NEBHWUN 3B'AI30K 3 pea-
nisMK  XUTTS peuunieHTiB. HepocTtart-
HbO MPOCTO 3pPOBUTK HOBI, haHTACTUYHI
MOXJIMBOCTi BiJYYTHUMU; BOHU TaKOX
MatoTb OyTu nepensieTeHi 3i 3BUYaN-
HUM pocBifoMm. LLlo6 yyacHUKU NpuinHS-
NV HapaTuB, BaX/IMBO He Te, UM BiH 30-
OpaxeHnin ocobnmMBO peanicTUYHo, a Te,
UM XOUYTb BOHU BIpUTU B Liei HapaTuB.
[ns pocsirHeHHA LbOro HapaTUBM MO-
BUHHI 6yTn npaBgonofibHo iHTerpoBaHi
B peanbHicTb XutTa. Ona VR-gusaiHy
MeTaBcecBITY Lie 03Hauae, Lo HapaTuB
Mae 6yTM 4YacTKOBO y3roaXxeHuMm 3 di-
3MYHOIO pearnbHICTH XUTTA YYaCHUKIB.
EnemMeHTV NOBMHHI ByTK BRi3HaBaHUMM
Ta MaTu BipTyasnbHe po3LWNPEHHS. AKL0
MeTaBcecBIT He Mae NiArpyHTa y disunu-
HOMY cepefoBWLLi, BiH CTae iHTpocnek-
Lieto cBOIX TBOPLIB | BTpayae 3B'A30K
3 peanisiMm XXUTTS CBOIX y4acCHMKIB. ToOMy
CMHTe3 MeTaBcecBiTYy 3 YaCcTMHaMu pe-
anbHOCTI 3[0Aa€TbCA HEMUHYUMM. fK Ha-
cnigok, poceif y MeTaBcecBiTi BnMBa-
TMMe Ta 3MiHIOBaTUME NOBEAIHKY N0 el
y chisnuHomy cBiTi (Bieseke, 2025, p.329).
ABaTapu €K MpoOeKLiHa MOBEPXHS
TaKOX BifirpaloTb 3Ha4Hy posb B ecel
H. Namepikc (Lamerichs, 2025, p.337) «<Ha
wnsaxy Ao BignosiganbHoro MeTaBcec-
BiTY», ika po3rnagae HoBi hopmu Moaum
B uuMdpoBOMY npocTopi Ta NoOB'A3aHi
3 HMMU PUHKOBIi MeXaHi3MW, 3Ha4YeHHS
BipTyanbHOI MOAM ANA OHNANH-KOPUCTY-
BauiB. I gocnigxeHHs 3ocepeakeHe Ha
TOMYy, «sIK unucbpoBa Mofa TpaHcopmye
YSIBNIEHHS MpPO UU(POBY iOEHTUYHICTD
i cnocobu i BupaxeHHs». Cepep, iHLIOrO,
aBTOpKa poarnsgae acnektu (Lumudgposoi)
i[E@HTUYHOCTI Ta IHKJIIO3UBHUIA MOTEHLi-
an, Wo po3KpuUBaeTbCS 4epes cenapa-
Lito BipTyanbHUX i isnyHMX TiNn, a Takox
06r'pyHTOBY€E HeobXxifgHiCTb 36inblUeHHSN
MOX/IMBOCTEN [ONs1 CMIBTBOPYOCTI, L0
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Ma€ Ha MeTi 3MilLHEeHHA iHAUBIgYanbHO-
cTi B MeTaBcecBiTi.

3aBepluyeTbes po3fin eceem [x. Ta-
nbaMoHTe (Tagliamonte, 2025), skwuiA
onuncye panoH Akixabapa B Tokio fik
«MPOTOMETaBCECBIT», abo, TOuYHille, fK
«rineppea’sbHe» MicLe (9K N0ro BUSHAUYMB
YM6epTo Eko), Wwo nepepbaumno nossy
BipTyanbHuX CBITiB. BiH aHanisye Kysb-
TYpy Ta icTopito Micus, B SKOMY aHano-
roBuMn i BipTyanbHUIN NpocTopu nepedy-
BalOTb Yy AMHAMIYHIA B3aeMogil Ta Hibu
3NMBalOTbCA B €auHe uine. MincHo, BiH
€ YaCTMHOK KyNbTypy OTaky Ta ii icTopil,
i came TOMy NpofoBXYyBaTMMe 3HAX0LM-
TV BifobpaxeHHs B Ui popmi. Tak camo,
AK AISP@CE 3pobue Akixabapy LLeHTpoM
oTaky-mepia, ManbyTHi Bepcii BipTyanb-
HOro NpocTopy, MMOBIPHO, CMMPATUMYThb-
Csl Ha KONEKTUBHE po3yMiHHA Akixabapu
AK MiCLAA NPUHaNEeXHOCTI AN1a oTaKy, pos-
pO6ISAOYM LLLOCD, L0 OPIEHTOBAHE Ha HUX.
Y CBITI, AKMI LIBUAKO pyXaeTbecs 40 und-
poBi3auii Ta BipTyanisauii, Takui npocTip,
AK Akixabapa, siBnsie coboto nepexigHun
nepiog. Micta Ta MarasmHyM 3aMiHIOKOTb-
csi BebBcantamn, a ny6niyHi npocTopu
rnobaniayloTbcsi Ta TOTanbHO AWUIXM-
TanisytoTbcs. Jlioau, fIKi BUKOPUCTOBY-
OTb [OBOBUMIPHUX MepcoHaxiB, W00
BTI/IMTU XUBe Ta OMxaroue moé B Hally
peanbHiCTb, OTPUMYHOTb abBCONKOTHO HOBI
MOXJIMBOCTi 3aBASAKU HOBITHIM TeXHO-
noriam (Vtubers, Al, VRCHAT). LikaBo,
i TYT MOXHa NoroaMTuCs 3 aBTOPOM, LU0
Micbkui nensax Akixabapu nepegnbaums
TEXHOJIOTi0 TEeNenpucyTHOCTI, fika fae
3MOrY XUTU B NPOCTOPAX, 30CepemXeHNX
HaBKOJIO CMiNIbHOT Ta 0COBUCTUX IHTepe-
ciB. Lli nmpoctopu cTatoTb umdpoBuMH,
TOOTO «MicLe, onucaHe sk haHTasisi B pe-
anbHoCTi, nepenbayano peasbHICTb, fKa
€ cpaHTasieto» (Tagliamonte, 2025, p.385).

OTxe, KoHUenuis «<MeTaBcecBiTY» BUHU-
Kna ik npuBabnuemin opoHTUP i Hapasi
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3ax0MnJIe NoeAHaHHAM Be3MeXHUX Bip-
TyaslbHUX CBITIB, [OCBIAY Ta iHTEpaKTuUB-
HOCTI, L0 po3MMUBaE MeXi Mix hisnYHOo
Ta uucpoBoo peanbHicTo. 3 ornagy Ha
Te, K TEXHOJNOTIYHI FiraHTM BKNafjalTb
iHBeCTMLi, @ pO3POBHNKUN 3aHYPHOOTHCSA
B Uto cchepy, BUHUKAE MUTaHHA: un € Me-
TaBCECBIT HACTYNMHOK MOHYMEHTAJIbHO
BiXOI0 B po3pobLi irop, Un BiH 3HUKHE
Tak caMo LWBWAKO, fIK i BUpIC, NEpPeTBO-
PVBLUMCb Ha YeproBy MumbHy 6ynbballky
B ranysi? lNoku Lo cknagHO BU3HAUUTU
CTyniHb BnnMBy MeTaBcecBiTY Ha CBiTO-
BY €KOHOMiKy, 60 HefiCHO, UM CTaHe BiH
TpaHccopMaLiiHOK  TexHoslorieto, ane
CTaAHOM Ha KiHelb MWHYNOro poky Bifo-
MO, WO wWwoaHA 6im3bko 200 MH Noaen
B3aEMOJilOTb 3 TakuMu nnatopmamu,
Ak Minecraft Ta Fortnite, a irpu 3anmaroTb
LeHTpanbHe Micue 3aBAsIKM iIMEPCUBHUM
MOXJIMBOCTAM MeTaBcecBiTy, MOTEHL,iN-

2025-8(1) - pp.165-173

HO MEepeTBOPIOOYUCH Ha BaXJIMBE OXe-
pesno npudyTky (Metaverse Gaming, 2024).

Un moxe 30nmxeHHs irop Ta MeTaBcec-
BITY 3anoyaTKyBaTu HOBY epy, MOEAHYHOUYM
NFT, nopTaTuBHI pecypcu Ta po3LUMpeHni
iMepcuBHUIA irpoBui nMpouec? Yu 3paTHi
rinepiMepcUBHUI MOBOPOT W onepaL,ioHa-
nisauia KoHuenuil MeTaBcecBiTy BMIMHYTH
AIK Ha NEepeoCMUCIIEHHA TPaEeKTOpIi po3-
BWUTKY irpoBOl iHAYCTpIl, TaK i Ha NoganbLly
€CTeTMKO-TEXHOJOMYHY TpaHcdopmaLito
undopoBoro aygioBisyanbHoro naHgwadp-
TY, KOHCTUTYTUBHUM UYWHHUKOM  SIKOI
€ remmicdikauis? HabnusuTtucs o Bigno-
Bijen Ha Ui Ta JOTUYHI [0 HUX MUTaHHSA
[IOMOMOXE 03HANOMIIEHHS! 3 KONIEKTUBHOIO
npateto «patoun B MeTaBcecBiT», fKa, No-
npu BiACYTHICTb Y Hi KoHuenuil (6inbLue
Haragye 36ipKy eceiB), € LjiHHUM TEOpPeTNY-
HUM [kepesnioM gnsi cpaxiBuiB 3 irposHaB-
CTBa Ta ayfioBi3yanbHUX CTYLiN.

KniouoBi cnoBa: undpoBun aygioBidyanbHuin naHgwadT, remmidikauis, MeTaBcecBiT, rinepiMmepcuBHUM
noBopoT, HapaTuBe, VR-CBIT
Keywords: digital audiovisual landscape, gamification, Metaverse, hyperimmersive shift, narrative, VR world
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