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TBOPYUI ANAPAT KIHOAKTOPA TA MUCTEL,TBO A YBNAXY

OneHa MockaneHko-Bucoubka'?, AHTOH lOw,eHKo??

! AOLEHT, 3acny>XxeHuii npayiBHUK KyabTypu YKpaiHu;

e-mail: film_editor@ukr.net; ORCID: 0000-0002-1474-7741

2BuKNafay Kapeapy pexxmcypu KiHo i TesnebaqyeHHs;

e-mail: ant.yuschenko@gmail.com; ORCID: 0009-0002-6686-4672
aKuiBCbKUWI HaLioHaIbHUI YHIBepCUTET KynbTypu i mucteyTs, Kui, YkpaiHa

KniouoBi cnoea:
aKkTop oy6nsxy;
TBOPYMIA anapaT aKkTopa;
eKpaHHWI repon;
30BHILWHI

Ta BHYTPILLHI faHi;
nepeBTiNeHHs

B eKpaHHOro repos;
nybnsxHa yBara

AHoTauif

MeTa flocnifiyKeHHs — BU3HaUUTV OKPeMi CKI1aHMKU TBOPYOro anapaTy akTopa,
AKI HaMbiNblL akTyani3oBaHi B Mpoueci 3OiNCHEHHS] aKTOPCbKOro Aybnsxy
irpoBux cinbMmiB. [poBecTU uiTKe CTPYKTYpyBaHHS BU3HAYEHUX TBOPYMX
[aHuX akTopa BiAMNoBIAHO [0 X yCTaneHoro nofisly Ha 30BHiLUHI Ta BHYTPILLHI
CKMafHWKM TBOPYOro anaparty. BusHauntu neBHi TBOpYI 3aBAaHHs!, BAKOHAHHS
AKMX 3a6e3neyyeTbCs LiNIKOM KOHKPETHUMU SIKOCTAMM TBOPYOro anapaty
akTopa. MeToau aocnigkeHHs. 3aCTOCOBAHO Taki METOAM: aHANITUYHUI — ANst
Pi3BHOBIYHOrO [OCAIAKEHHS I OCMUCIIEHHSA NPAKTUKN MUCTeLTBa akTOPCbKOro
Oyonsxy, BU3HaUeHHs cneundiyHMX akTOPCbKMX [OaHWX TBOPYOro amaparty,
HeoOXifHUX [N TBOPYOCTI B MUCTeUTBI Oy6nsxy, Ta iX CTPYKTYpyBaHHS;
KOMMapaTUBHUMA — [A71s1 NMOPIBHSNBHONO aHanidy poboTu aktopa B Aybnsxi,
TeaTpi Ta KiHO; NNOriKo-y3arasbHIOUYMUIA — A8 NiA6UTTS NiACYMKIB [OCHI AXEHHS
Ta hopMyntoBaHHsi BUCHOBKIB. HaykoBa HOBU3Ha po6OTY Monsirae B TOMY, LLLO
BriepLue B Teopil akTOPCbKOro MUCTELITBA 3AiMCHIOETLCS CNPo6a BUOKPEMIIEHHS
[JaHWX TBOPYOro anapaTy akTopa, siKi akTyanisytoTbCs B OKPEMOMY HanpsiMi
aKTOPCbKOI AifNIbHOCTI — MUCTELTBI fy6nsixy irpoBux dinbMiB; 3anponoHOBaHO
YiTKMIA NOAIN LUMX CKaJHUKIB Ha 30BHILLHI Ta BHYTPILLHI 1 OKPECNIEHO KOHKPETHI
TBOPUYI 3aBLaHHSl, BUKOHAHHA SIKUX BOHM 3abe3nedytoTb. BucHoBKuU. [JoBefeHo,
o cneuudika gyénsxy nependadyae HassBHICTb HU3KM crielndpiyHnx aKocTen
TBOPYOro anapaTy akTopa, BiiCyTHICTb Xoua 6 OfHi€l 3 AKUX YHEMOXIIMBIIHOE
npodpeciiHe BUKOHaHHSA AybntoBaHHSA irpoBoro inbMy abo iCTOTHO 3HUXYE
MNOro XyOOXHIO LiHHICTb, Habnuxarouum pesynbtaT [o piBHA aHay6iHry.
BofHouac peanisaLlisi BXe HasiBHUX AIKOCTeW TBOPYOro anapaTy 3a3Hae NeBHUX
TpaHcdopMalin 3 ornsay Ha HOBi yMOBM fy6sXKHOT MPaKTUKKM. Tak, CIIOBHUK
MUCTELITBA aKTOPCbKOT TBOPYOCTI AOMOBHIOETLCSH HOBUMM MOHSATTSIMU, @ CaMe:
cneundiyHo aKTOPCbKUIA CIlyX, eMNaTisi, EMOLiOHaNIbHUI IHTENEKT, MOBINbHICTb
peakuii Ta oy6nsxkHa yBara. Came Ui sikocTi 3abe3nevytoTb 34aTHICTb akTopa
nybnsxy TOYHO po3ni3HaBaTy, PO3YMITU Ta BiguyyBaTu eMoLlil eKpaHHUX repoiB,
NPOHMKATH Yy TXHI BHYTPILUHI MOTUBM Ta NCUXOSOriYHI NOTpebu.

© OneHa MockaneHko-Bucoubka, AHTOH tOweHko, 2025
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dopmynioBaHHs npobnemu

060B's13K0Be Oy6ntoBaHHA irpoBUX disb-
MIiB yKpalHCbKOKO MOBOK, LIO TpUBaE
BXe Maiixe aBa gecaTuniTTa (3 2006 p.),
CMPUYMHWUIO MOSABY LIIKOM HOBOFO Ha-
NpsIMy B aKTOPCbKIi TBOPYOCTi — MUCTe-
uTBa akTOpcbkoro oybnsxy. 3a uen yac
yMMano akTopiB cnpobyBanu CBOI CUIM
B LbOMY MMCTeUTBi, npoTe 6araTbOM
3 HUX TaK i He Banocs TBOPYO NMEPEKOH-
NMBO YTBEPAMTMUCA Ha HOBIM NpodpeciHin
HMBI. Ha Halle nepekoHaHHs|, uen dakT
XOLHUM YMHOM He CTaBWUTb Mif CYMHIB
piBeHb IXHbOI TBOPYOT 064apOBaHOCTI, L0
nigTBEpAXYyeTbCA BaroMumu 3106yTKa-
MUK y cdbepi TeaTpanbHOro Ta KiHOMUCTe-
uTBa. B TakoMy pasi € nigcTaBu roBOpuUTH
Npo akTyanisauito NUTaHHS LiNKOM crie-
UMGIYHMX TBOPYMX BUMOI [0 BHYTPILIHIX
i 30BHILLHIX AaHUX akTopa 3 6OKYy MUCTe-
UTBa iHLWOro HanNpsiMy, a caMe MUCTeLTBa
aKTopcbKoro Ay6nspky. O4eBUMOHO, LWO
KOXHe 3 MMUCTeLTB BuUcyBae creuudiu-
Hi BUMOrvM [0 TBOPYOro anaparty MUTLIB.
BogHouyac Ha PpiBHI HayKOBOrO OCMMC-
NeHHs BiTYUM3HSHA Teopis aKTOPCbKOro
MUCTeLTBa [OCi He Npuainsana HanexHoi
yBaru aHanisy Liux BUMOT Yy KOHTEKCTi ay-
6naxy. Taka cuTyauisi € 3aKOHOMIpPHOLO,
ajKe Len HanpsiM aKTOPCbKOro MucTe-
uTBa Lie HaaTo Mosloaui, Wwob BU3HaYa-
TUCS TOYHICTIO | BUYepnHicTio aeddiHiLin
CBOET CYyTHOCTI. HeBMnaakoBo # goTenep
TPMBAKOTb TEPMIHOMOrIYHI MOLWYKN BWU-
YeprnHOro HaykoBOro BU3HAYEHHS CaMOoro
NOHATTA MUCTELTBO AY6IISXKY.

30KpeMa, He TakK [AaBHO BUHMKIIO TaKe
BM3HaUYeHHS, SIK ayfioBi3yanbHUi nepe-
Knag, Wo O3Hayae nepeknapaubky ni-
ANbHICTb, fIKa XapaKTepu3yeTbCs B3ae-
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Mogieto TekcTy (YCHOro Yv NUCbMOBOIO)
3i 3BYKOM i 306paxeHHsIM. [lybntoBaHHS
akTopamu irpoBux dinbMmiB 6esnocepes-
HbO HaneXuTb O 3a3HAYEHOIO MOHATTS.
Mpouec ny6nsy NeBHO Mipow nepep-
6ayae BUKOPUCTAHHS MYJIbTUMOLANbHOT
KOMMo3uLii, TOBTO CTBOPEHHSI KOHTEHTY
yepes MOEAHAHHA Pi3HUX TUMIB KOMYHi-
Kauil, B HawoMy pa3si — ue 6anaHc Tek-
CTY, 300paxxeHHs Ta peTesnibHoro hopma-
TYBaHHSl, CMpsSIMOBaHUMA Ha edeKTUBHe
npegcTaBneHHs iHpopMmauii cnocobamu,
AIKi Ierko 3acBOKITLCSA | He NepeBaHTa-
XYHOTb peuunieHTa.

B YkpaiHi Hapasi gybnskem 3anMma-
HOTbCS He Tinbky npoddecinHi cTyail, ane
1 4yncneHHi camopiafibHi 06'egHaHHA. Lle
AIBULLLE OTPUMANo HasBY (paHAy6iHr i 03-
Hayae NPaKTUKY CTBOPEHHS (haHaTCbKMUX
nybnboBaHUX Bepcii, 30Kpema 3apybix-
HUX pinbMmiB. OpgHak daHaTcbKi cTyqil
HIKOMM He opieHTyBanncs Ha doyHOamMeH-
TaslbHi TEOPETUYHI LOCNIOXEHHS, WO LWe
Ginblue 3arocTptoe npobnemy BiAcYyTHO-
CTi HAYKOBO CUCTEMATU30BaHMX KpUTEPi-
B NpodpecinHoro akTopcbkoro ayonsxy.

AHani3 ocTtaHHix gocnig)xeHb
i nyénikawin

ToTanbHa BiACYTHICTb Nybnikauiv 3 Liel
npobnemMaTuKuM xapakTepHa He nvLue ans
YKpaiHu, a 1 Ons HayKoBOro mnpocTopy
nosa 1l MexamMu. Xo4ya MpakTUKKU nepe-
Knagy, TUTPyBaHHSA Ta 03BYYEHHS Y CBi-
TOBOMY KiHemaTorpaddi 3'ssBUnMcs BXxe
3 BUXO40M MepLUnx 3ByKoBUX GifIbMiB —
30kpeMa, y 1929 p. B lonnisygi Bipdys-
cA nepwmn ayo6nsxK icnaHCbKOK MOBOH
dinbMy «Rio Rita» pexucepa JltoTepa
Piga, — rpyHTOBHI aHaniTM4Hi pochni-

Moskalenko-Vysotska, O, Yushchenko, A.
The Cinemaactor's Creative Apparatus in the Art of Dubbing
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IXKeHHA B ranysi gybnsxy poanovanucs
nvwe y 60-x pp. XX cT. Tak, y Himeuun-
Hi (M. Fambypr) Buiiwna KHura |. ®ogopa
(Fodor, 1962, p.109) «y6nsax dinbMis:
OOHETUYHI, CEMIOTMYHI, eCcTeTUYHi Ta
MCUXONIOTIYHI acnekTu». Y HiN posrns-
Janacs cucTemMa 3aMiHU OpUriHaNbHOro
TEeKCTY Ha nepeknafeHui, e aBTop Onu-
cyBaB BMMOIM [0 CUHXpOHi3auii. Lii Bu-
MOTM Nonsirany y TOYHOMY Ta XyL0XHbO-
My Bi4TBOPEHHI OpWriHanbHOro gianory,
y No€efHaHHI rosocoBMX 3BYKIB i3 pyxaMu
ry6, a Takox Yy BiAMNoBigHOCTi HOBOI 3BY-
KOBOI Bepcil 3arasbHiin Xy[0XHin cTunic-
TULi aKTOpCbKOI rpu. ABTOp Ha3BaB Ui
TP BUMOMN «(POHETUYHOK CUHXPOHHI-
CTHO», «CUHXPOHHICTIO CUMBOJIIB» | «CUH-
XPOHHICTIO 3MICTY».

Y nopanblui pokM HayKoBLi HeodHopa-
30BO 3BepTanncs OO TeMu Qyonsaxy, on-
HaK nepeBaxHa binbwicTb UMx nybnika-
uin 6yna socepedxeHa Hacamnepeg Ha
NiHrBicTUYHOMY BUMIpi. 3okpema, M. [a-
HaH (Danan, 1991) y po6oTi «dybnsax sk
NPoSAB HaLioHanNi3My» aHanisye NpuUunHM,
3 AKMX rnagadvi B ofHMX KpaiHax Haja-
l0Tb nepeBary AybnboBaHuM dinbmam,
ToLi AK B iHWWUX O6inbll MOWMPEHNUMM
€ cyoTntpu. LLIo6 3po3yMiTU 3HAYEHHS,
sIke HaJaeTbCsl KOXHIN i3 uux cdopm ne-
peknafy B KOHKPETHOMY HaL,iOHaIbHOMY
KOHTeKCTi, aBTop 3BepTaBcs [0 iX BU-
BYEHHS, 3 0JHOr0 B6OKY, IK NIHrBICTUYHUX
ABMLL, 3 IHLWIOMo — K eflIeMeHTIiB KiHeMa-
TorpadpiyHoro BUpaxeHHs. Y pesynbTarTi
JOCHNiIIXEHHS1 BiH [OXOAUTb BUCHOBKY,
WO Ue 3anexuTb Bif Pi3HMX XapakTe-
pPUCTUK KiIHOBMPOOHMLUTBA B Pi3HUX Kpai-
Hax, a Takox Bif Bubopy chopm nepekna-
[y, AKi 6a3yroTbCsl Ha PI3HUX YMHHMKAX
KYNbTYPHO-MOBHOI iI@EHTUYHOCTI KpaiHMu.

|. Fam6'e (Gambier, 1997) y cBOIX poGoTax,
30KpeMa y BuaaHHi «PekomeHpgauii wono
nybnsxy Ta cybTUTpyBaHHS Onsi BUpPOO-
HMUTBaA Ta pPO3MOBCHOOXEHHSA», PO3rsi-
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nae npobnematuky ayonsxy 3 nosuuin
nepeknafo3HaBCTBa, 30CEpPEeLXYHUNCh
Ha HOPMAaTMBHUX | METOMOMNOriYHMUX ac-
nekTax ayfioBi3yanbHOro nepexknagy.

BaneHciicbka dinonornHs P ArocT
(Agost, 1999), npodecopka YHiBepcute-
Ty Oxayme |, y cBOiln KHU3I «[Nepeknapg,
i oybnsx: cnoea, ronocu Ta 306paxeH-
HS» gocnigxyBana deHoMmeH aybnsxy
B Mexax Teopil aymioBi3yasnbHOro Tek-
CTy Ta nepeksagy.

B cyuacHy no6y suiwna kHura M. lypo
(Duro, 2001) «[Mepeknan ona oyonsxy Ta
CYOTUTPYBaHHS», MPUCBSYEHa Mepeksa-
baubkiv npobnematuui. Y KHU3I BigoMi
nepeknagadi aHaniayBanm cBok poboTy,
NIHrBICTU pobuM BUCHOBKM, KiHOICTOPU-
Ku 3ragyBanu [ocBif BAano nybnboBa-
HUX dDiNbMIB, @ KEPIBHUKM CTY LN gyonsxy
Ta cyOTMTPYBaHHS BWUCIOB/IOBaNU CBOT
JYMKM CTOCOBHO [1BOX HaMMOLUMPEHILLNX
NposiBiB Mepeksafy nepenneTeHnx obpa-
3iB i cnoea: ayonsxxy i cy6TMTpyBaHHS.

M. KyeHca (Cuenca, 2006) y cTartTi
«BcTaBHi crioBa Ta nparMaTyyHi MOMWIKK
B Oyonsxi» pocnigxye siBulie ayonsxy
3 NIHrBICTUYHOI NepcnekTuBKM. BoHa noka-
3asa, Lo KOHTPACTMBHUIA aHani3 BCTaB-
HUX CNiB Yy MOPIBHAHHI 3 OpUriHasbHUM
TeKCcTOM chinbMy i AybnboBaHUMU BepCi-
AMU BUSIBNIIE MOMUJIKM MparmMaTU4Horo
XapakTepy, fKi BUHUKaKOTb Yepe3 Hernpa-
BWJIbHE PO3YMIHHSI 3HA4YeHHS BCTaBHMX
cniB. ABTOpKa 3a3Hayae, W0 BCTaBHi
cnoBa — Lie 0cobnMBUI KNac NEKCUKH, ne-
pudbepivHMin 0O MOBM Ta NOLIOHUIA [0 He-
NIHrBICTUYHUX ENEMEHTIB, TaKMX K XECTU
Ta BOKaJibHi NapaniHrBicTUYHi 3acobu.

®. Llom (Chaume, 2013) y cTtaTTi «LLns-
XV LOCHNioKeHHA ayfioBisyanbHOro ne-
peknagy: cnpaBa nybnsxy..» posrnsgas
Ll0 TEMY B MeXax KOMIJIEKCHOro npoue-
CY, IKUN OXOMJIHOE Nepeksaf, akTOPCbKy
rpy, NigTPUMKY CUHXPOHi3aLii Ta cTaH-
0apTiB AKOCTI, @ TAaKOX B3aEMOLiH0 MOB-

MockaneHko-BrcoLbka, O, KOoLeHko, A.
TBOpUMIA anapaT KIHOaKTopa Ta MUCTELITBO AyOAsdKY
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HUX | HEeNiHrBICTUYHUX O3HauyBaslbHUX
KOJiB B ayfioBi3yasibHUX TEKCTaXx.

Takox 3a3HauuMmo, LULO0 OKpecneHy
npobnemaTuky BMBYanNM BuULLe3rafaHi
3aKOPAOHHI HayKoBUi i MUTLiI Ta ykpa-
THCcbKi  cpaxiBui BignosigHoro npodi-
mo: A. MegsegeBa (2018); O. XnucTyH
(2018); M. bapHuy, I. Poxko (Barnych
and Rozhko, 2020); O. JleBueHko, O. lNa-
ciyHuk (Levchenko and Pasichnyk, 2021);
M. BapHuy, H. Topbauyk (2021); M. bap-
Huy, |. Mariie, O. BeHrep (Barnych, Matiiv
and Venher, 2021); |. laBpaH, €. MapaH-
OvH (Gavran and Marandin, 2022) Ta iH.

MNigroToBKy ManbyTHix chaxiBuiB 3 ayfi-
OBi3yaJlbHOro MucTeLTBa | BUPOOHULITBA,
30KpeMa aKTopiB KiHO i TeaTpy Ta OuWK-
TOpIiB | BeAyu4ux Tenenporpam, feTasnbHo
nocnigunu: 0. bespyuko (2014a; 2014b);
O.bespyuko, [I.[JecatHuk, M. IweHko,
C.Monewko, C.MopoxHa (2015); O.bes-
pyuko, |.TaBpaH, C.Kotnsp, T Yminb
(2020); 0. bespyuko, C. XenesHsik, C. KoT-
nap, I Yminb (2020), O. beapyuko, |.MaB-
paH, A.MensemeBa, [ Yminb (20203;
2020b); I. MocToneHko, A. BosHtok, P. Kipi-
yeHko, |.laBpaH, O.bproxoBeubka, T.Ya-
ycoBa (Postolenko, Vozniuk, Kyrychenko,
Gavran, Brukhovetska and Chausova,
2021); O.bespyuko, B.Yepkacos, T.LLo-
TiB (Bezruchko, Cherkasov and Shiutiy,
2023a; 2023b); O.bespyuko, [.YMminb,
H. KopabnboBa, P.Oemuyk, |. KysHeuoBa
(Bezruchko, Chmil, Korablova, Demchuk
and Kuznietsova, 2025).

TakvM 4MHOM, MonepefHi HanpawtoBaH-
HS1 HayKOBL,iB Yy cdhepi Teopii Ta NpakTUKK
nybnsxy sacBiguytoTb, WO iXHi poboTu
nepeBaxKHO 30cepemKyBanMcs Ha TeXHiu-
HUX | NIHMBICTUYHUX NapamMeTpax oyonsax-
HOI gisinbHocTi. OYyeBMAHO, WO Taka yBa-
ra no gy6nsky came NiHrBicTIB CBIigUNUTb,
wo dubbing BigKpuBaB Asi HUX BaXJv-
BWI NPOCTIP MOXJIMBOCTEN, | KOXEH 3 HUX
y cBOiX poboTax [ochigxyBaB MaTepian
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y MexXax MiHrBiCTUYHO-MepeKafaLbkmx
napameTpiB KIiHOTEeKCTIB Ons gy6nsxy,
NigTBEPAXYHOUN PO3YMIHHS TOrO, LLLO AJ1A
ycniwHoro aybnsy HeobxigHe He nuLie
npaBusibHe Ta BiflbHE 3HAHHSA MOBW OPMUri-
Hany Ta MOBW Mepekafy, ane i 34aTHICTb
npucTocoByBaTucs Ao ocobnuBocTen y-
61b0BaHOro reposi, ocobnMBOCTEN MOro
HaljioHa/IbHOI MOBM.

MeTa cTaTTi — 3'icyBaTy, ki came KO-
CTi aKTOpCcbKOro obaapyBaHHsl € MPUH-
LUMOBO BaX/MBUMMU Ta BU3HAYasIbHUMM
ONnA  MUCTeUTBa aKTOpPCbKOro Ay6ns-
Xy. MNigkpecnumo, Wwo nMAeTbCcs He Mpo
TBOPYi AAKOCTI, HeOOXifgHI OS5 aKTOPCbKOT
npodbecii 3aranom, — Le NMTaHHA [aBHO
JocrnigxeHe B Teopil akTOPCbKOro Muc-
TeurBa. HatomicTb yBara 3ocepemxy-
€TbCA Ha TBOPYMX AKOCTAX aKTOPIB, Bif-
CYTHICTb IKUX YHEMOXJIMBIIIOE YyyacTb
came y OybnsiHii po6oTi.

OCHOBHUI MaTepian focnifAXKeHHs

Y cyyacHux ymMoBax, ik CNyLIHO 3a3Ha-
yalTb y CBOI poboTi «KiHO AIK ocHoBa
chbopMyBaHHSA/TBOPEHHSA MOAEPHOI Ha-
LioHanbHoI igeHTMuHocTi» O. beapyu-
ko Ta H. CrtenaHeHko (Bezruchko and
Stepanenko, 2024, p.23), 36epexeHHs
YKpaiHCbKOT HaUioOHaNbHOI ifeHTUYHOCTI
00yMOBJIEHO He TifIbKK icTopieto, Tpaau-
uisMu, penirieto, ane we 1 MoBoto. OTXe,
B LIbOMY KOHTEKCTi MuUCTeuTBO nybns-
Xy, OyBWN NOTYXHUM 3acoboM e€fHaH-
HSl 3i CBITOBOK KyNbTypolo, fae 3Mory
JOTpUMYBaTUCA MPUHLMNY 36epexeHHs
BJIACHOI iJ@HTUYHOCTI.

baraTto ykpaiHCbKWX [OOCHiOHWKIB BU-
BYasM TBOPYICTb akTopa B TeaTpi, KiHO
Ta ecTpapgi. Ak 3a3HavaroTb |. [aBpaH Ta
€. MNonosko (2025) y ctaTTi «[lcuxonoriyHi
cTparTerii akTopa B NpoLeci BTiNIEHHA po-
nen y TeaTpi Ta KiHo», cneyudika pobo-
TV aKTopa nig 4Yac Ay6soBaHHA irpoBUX

Moskalenko-Vysotska, O, Yushchenko, A.
The Cinemaactor's Creative Apparatus in the Art of Dubbing
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dinbMiB Mae cBoi 0cO6MBOCTI, WO Nifa-
TBEPL)KYE BaX/MBICTb NCUXONOTIYHOMO Ta
TeXHIYHOro NigXo4iB Y LibOMY MPOLLEC.

flkicHa ppamartypria dinbMy Tex [no-
nomarae akTopy Ayonsixy rnmboko Bif-
YyyTu CyTHiCTb 06pasy nepcoHaxa, sKo-
ro BiH gybntoe. Agxe ponb gpamatyprii
€ 6asuncHoto B KiHeMaTorpadi, 3okpemMa
B MPOLEeCi CTBOPEHHS aKTOPCLKOI peasib-
HOCTi Ha eKpaHi, nepefaBaHHs FMOOKUX
MoYyTTiB | BM/IMBY Ha CNIPUMHSTTA rnsifa-
yiB, WO gocnigxeHo y poboTi L YUminb Ta
I. NinboBa (Chmil and Linev, 2025).

BeszanepeyHo, NOACTBO € CBiKOM Mpo-
LeciB rnodanisaui, Ae JOCArHeHHs MUTLIB
O[IHIET KyNbTypu ofpasy cTae HafbaHHAM
yn He ycix nopen. Llinkom noginstoun
Oymky, Bucnosneny |. laBpaH Ta f. Nono-
Boto (2019) y cTaTTi «Ponib KiHeMaTorpa-
da y XUTTi cyydacHOI JIIoOAUHW», WO came
KiHemaTtorpacp ponomarae rnmble npo-
HUKHYTV B NPO30Bi TBOPM BEJIMKUX KJlacu-
KiB i 03HalOMUTUCS 3 TBOPAMM CyYacCHMUX
aBTOPIB, MOXHa [04ATH, LLLO BifOyBaeTbCS
Lie TaKOX, 30KPEM3, i 3aBASKU MUCTELITBY
ny6nsy irpoBux dinbMiB.

OpHak ue nuTaHHs noTpebye nopanb-
WOro r'pyHTOBHOrO BWBYEHHS. TBoOp-
MM anapaT TpaguuiiHO MOMINSOTb Ha
30BHIWHIN | BHYTPIWHIA anapatu BTi-
NEeHHsl, fIKi CNUpalTbCs Ha TpU TUMM
CMPUAHATTS: Bi3yallbHWUW, aygaiasibHUM
i KIHECTETUYHMI (TaKTUNbHWUIA). 3YMNUHU-
MOCSl Hacamnepep Ha XxapaKTepucTuui
30BHILIHBLOMO anapaTty BTiNleHHs akTopa.
OueBWIHO, WO NSt MUCTeLTBa Aybnsxy
BVMHSITKOBOIO 3HauyeHHs HabyBawTb ro-
NOCOBI [AaHi akTopa Ta CTaH Woro MoB-
Horo anapaTy. [lpo 3HauyeHHs ronocy
B MMUCTeuTBi Oybnsxy Hemae noTpebu
rOBOPUTH PO3JIOro, afie caMe BiH € o[-
HUM i3 FOJIOBHUX BUpaxasnbHUX 3acobiB
LibOro BMAY aKTOPCbKOT JisNbHOCTI.

Big ocobnuBOCTEN rO/IOCOBUX [OaHuX
aKTopa 3aNiexuTb MOro 3aNlyyeHHs [0
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Tiel M iHWoi poni B y6nboBaHoMy inb-
Mi. MpeTbcs Hacamnepes, Npo Taki napa-
MeTpHu, AK AianasoH rosocy, noro Temop,
cuna TarHyyKicTb, 34aTHICTb eDeKTUBHO
BUKOPUCTOBYBATU PiBHOMaHITHI pe3oHa-
TOPY Nif Yac 3BYKOYTBOPEHHS, a TaKoX
BMiHHS BHOCUTU KOPEKTUBM Y 3BYYaHHS
rofiocy 3anexHo Bif, XxapaKTepy eKpaH-
Horo reposi, noro Biky, isn4yHoro ca-
MOMNoYyTTs, cneyndikM emMouiiHoro 3a-
6apBeHHs B pi3HMX o6CcTaBUHaX TOLLO.

LLlo cTocyeTbcss MOBHOro anaparty ak-
Topa Oybnsxy, To BiH Mae nepebyBaTu
B aBCOMIOTHO igeanbHOMy cTaHi. MpeThb-
Csl Hacamnepepn Npo AMKLiO i [uxaH-
HA. Y TeaTpaJlbHOMYy MUCTEUTBI KOX-
HOMY nouyaTkiBLIO BifjloMa Te3a npo Te,
o cueHa — ue 36inblyBaHe cKJlo, sike
3haTHe MacwTabyBaTu HefoNiKM BUKO-
HaBLiB. Y KOHTEKCTi MUCTeLTBa Oybnsxy
KOXeH noyaTKiBelb Y Ui cnpasi Takox
MOBWHEH 3HaTW, Wo Aybnsx — ue no-
TY)XHUIA T'Y4YHOMOBELb, KU 3[aTeH [Je-
CATKaM MiNIbIAOHIB rnfAaadviB CroBiCTUTHU
npo ocobucTi MOBHI Bagu. BoHM MOXyTb
6yTM YacoM rnefb NOMITHI B NMOBCSKIEH-
Hi, i MOXe TpanuTucA Tak, LWo ANs AKOICb
OfHI€el poni BOHM N 3HapobnaTbeA, ane
caMa ix HasiBHICTb CBiguMTb Npo npode-
CiHY HenpuAaTHICTb [O 3aHATb MUCTe-
uTBOM Ay6nsxy. MoBHMI anapaT akTopa
nyobnsxy Mae 3abesneyyBaTu OUKLIN-
Hy 4iTKiCTb MOBJIEHHSI 3a abCOMOTHO
Pi3HUX PEXMMIB LIBMAKOCTI MOBJIEHHS
B CUTyauifX MiABWLLEHOIO MCUXOMOriy-
HOro HaBaHTaXeHHs | BUCOKOT eMOL|iHOT
Hanpyru. OTxe, 6e3 igeanbHOr0o MOBHO-
ro anapaTy HeMOXJIMBO FOBOPUTU NPO
npodoeciviHy AisnbHICTb akTopa Aybnsy
nepen MikpodOHOM i eKpaHOM Y CTy[iln-
HOMY cepeoBMULLi.

OKpiM ronocoBMX [aHuX i 3pa3KoBOro
CTaHy MOBHOro arnaparty, MUCTELTBO Ay-
6515y BUCYBaE€ LLe 0OHY NPUHLMMNOBY BU-
mory. 1eTbca Npo HeOAMiHHY HasIBHICTb
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NpodeciNnHO PO3BMHEHOIO | HanawToBa-
HOr0 Ha CMPUMHATTA HIOAHCIB MOBJIEH-
HS1 aKTOPCbKOro ciyxy. oro BigMiHHICTb
Bif, CNyxy nepeciyHol NIOAUHU Monsrae
B 0COONMBIN YyTAMBOCTI 40 IHTOHALINHO-
ro psgy gianory ginoeux oci6, 3gaTHOCTI
3a iHTOHaUisIMKM Big4YyTK couianbHuUiA cTa-
TYyC MepcoHaxa, piBeHb MOro KymnbTypw,
rpagyc icCHyBaHHA eKpaHHUX repois, Npu-
poZy X B3aEMWH, CTaBJIEHHS1 OO0 iHLIMX
ninoeux oci6, obctaBuH i nopin. MNpode-
CilIHMI aKTOPCbKMIM CNyX TaKoX Aae 3Mo-
ry yepes iHTOHaLiO eKpaHHUX repoiB OT-
pumMyBaTU iHdopMaLlito NPo TX XapakTepy,
yac, y IkOMy BOHM XMUBYTb, ifleany TOLLO.
BMiHHS1 6yTU BipHUM IHTOHALiMHI OCHOBI
MOBJIEHHS eKPaHHOro reposi — ofjHa 3 ro-
NIOBHMX MepefyMoB 3AiNCHEHHS Oybnto-
BaHHS Ha npodbeciitHoMy piBHi. BogHo-
Yyac 3ayBaxuMo, Lo 6yno 6 cnpoLeHHAM
TpaKTyBaTV MUCTELTBO Ay6noBaHHS K
MeXaHiYyHe Bi4TBOPEHHS iHTOHALiMHOro
MaJIloHKY MOBJIEHHSI €KPaHHOro repos,
TOMY LLIO MeJIoANKAa MOBJIEHHS Y HapofiB
Pi3HMX KpaiH pisHa. MiaeTbea npo Te, wo6,
MoyYyBLUW Jianor eKpaHHWX repois, 3po-
3YMITW Ta BiATBOPUTMK CYTHICTb TOrO, L0
MiX HUMWU BigOyBaeTbCs, CNMpaoymchb Ha
MOBHO-IHTOHALiMHI 3acobu, npuTamMaHHi
YKpaTHCbKil MOBI.

Tenep 3ocepenMMocst Ha aHanisi BHy-
TPIWHIX [aHWUX, HeobXigHMX aKTOPOBI
B MucTeyTBi ayonaxy. CyTHiCTb npupo-
OW TBOpYOCTi akTopa B aybnaxi irpo-
BUX pinbMmiB nonsirae B No3aekpaHHO-
MY BHYTPILUHbOMY MNEPEBTINIEHHI Yy BXe
CTBOPEHWUNA €eKpaHHWMA aKTOPCbKUIM 006-
pas i HafaHHi oMy 3[4aTHOCTI FOBOPUTYU
yKpaiHCbKolo MoBoto. CamMe 3paTHICTb
[O nepeBTiNieHHs Mae 6yTu nepLioto
B nepeniky HeobxigHux pnsa  oyonsa-
XYy BHYTPIWHIX JaHux akTopa. [ocsig
NPakTUKN MNEPEKOHNANBO CBIiJYUTb, L0
HanbiNbl ycniwHi B Qy6nsXHin ranysi
Ti akTOpW, SIKi MigxonATb OO LiEl cnpa-
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BM 3 TUX CaMMX TBOPYMX MO3ULK, LLO
M nig yac BUKOHAHHS pofii y TeaTpi uu
KiHO. Mpautotoumn 6ina MikpodboHa, BOHU
HamaralTbCA TaK CaMO HaroBHEHO
i MpaBAMBO BHYTPILIHbO MPOXMBATU 06-
CTaBWMHU XWUTTS €KPaHHOro reposi. Boxu
nnayyTb CNpaBXHIMU CbO3aMK, 3axo-
OATbCSA CMpaBXHIM CMiXoM, 06yproOTb-
CS1 10 MOYEPBOHIHHSA | 6iAHYTb Y MOMEHT
cTpaxy. BoHu nouvHatoTb gymatu i Bifi-
YyyBaTU aHaJIoOriyHO 1O CBOr0 eKpaHHOro
repos, Lo # BU3HAYa€ CYTHICTb MOHATTS
«MepeBTINEHHSI».

Tpanouuis nepeBTiNeHHs akTopa B 06pa3
i NpaBAMBe iCHYBaHHS B MJIOLLMHI XY[,0X-
HbOI BUrafku — pofoBa O3HaKa ykpa-
THCbKOr0 aKTOPCbKOro MUCTELTBa, fiKa
JicTanacs Ham y cnapok Bifg Kopudeis
yKpaiHcbkoro TeaTpy, rigHo Oyna 36e-
pexeHa aKTOPCbKMMU [OCATHEHHAMM
y XX cT., i fIKy yCniwHO MpOLOBXYHOTb
y CyYyacHOMY HarnpsiMi aKTOPCbKOi TBOpP-
YyocTi — MMCTeuTBi [ybnsixy irpoBux
dinbmiB — BXe y XXI cT. HOBi MOKOMiHHA
YKpaiHCbKMX aKTopiB. HecnpocToBHMM
[lOKa3oM crnpaBegMBOCTi LIbOro TBep-
IXKEHHA CTaB He3anepeyHu’ KoMmepLin-
HWUI ycnix came yKpaiHCbKOro Ayonsy,
NMoymHaouM 3 WOro neplmx camocTil-
HUX KpokiB y 2006 p. Lle 3acBiguye ycnix
yKpaiHCbKoro Aybnsxy iHO3eMHOr0 KOH-
TEHTY, 30Kpema aHiMauinHoro dinbmy
«Tauyku», binbMiB «EcpekT MeTenuka» Ta
«AkapeMmisi cyneprepoiB» i HU3KKU iHLLMX
KiHOMPOEKTIB TOro nepiogy.

BopgHouyac 3paTHICTb [0 MNepeBTiNleH-
HSl He € i30NboBaHOK abo camopocTaT-
Hboto. [i peanisauis 34iNCHIOETLCA NNLLe
Ha OCHOBiI HaWMILHIWKX 3B'A3KIB 3 Ta-
KOK 3[aTHICTI0O BHYTPILWHIX OaHUX ak-
Topa, ik TBopYa ysaBa. Tak, 0. XnuctyH
(2018, c.116) y cTaTTi «AKTOpCbKa ysABa
AIK CKNlafoBa TBOPYOro mnpotiecy nepe-
BTIJIEHHSI» aKLEHTYE Ha TOMY, LLO «ysiBa
aKTopa OnuMpaeTbCA Ha NaM'aATb, Ha i
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[OaHi, KOMBiHYtOUM 3 HUX HeoOXigHi ans
porni NoeaHaHHS».

TepmiH «ysiBa» (KoxyxoBa, 6.4.) TpaKTy-
€TbCSA SIK «MCUXIYHMIA NPOLEC CTBOPEHHS
HOBMX 06pasiB Ha OCHOBI 30,00yTOr0 XMUT-
TeBoro goceigy». M. bapHuy Ta H. lop-
6auyk (2021, c.21) y cTaTTi «AKTOpCbKa
MalCTepHiCcTb: Bif yIBM 00 NepeBTiNIeH-
HA» 3a3HavaloTh, LU0 «yABa cTae Npo.ia-
HUKOM MiX BHYTPILIHIM MepeXuBaHHSM
i 30BHILLHIM NPOSIBOM, aKTUBYOYM BiMNO-
BifIHY NcuXodi3nyHy peakL,ito».

Ons Toro wo6 y npoueci gy6nsxy aktop
MIr iCHYBaTV TOTOXHO 3 eKpaHHWUM nep-
COHaXeM Y Yyaci Ta 3MicCTi, oMy Heobxif-
HO 3HaWTW BHYTPILUHE BUMNpaBAaHHS Mo-
BefiHKM repos. Lle nepenbayae ceigome
KOHCTPYIOBaHHA ¥ nopanblie «npuBnac-
HEHHsI» BHYTPILLHIX MOTUBIB i NoTpeb, Wwo
BM3HAYalOTb JIOTiKY MOro BUYMHKIB. Kpim
TOro, KiHOAKTOpP Mae poO3yMiTU KOMY
M ONS 4oro roBOpuUTb €KPaHHWUW repon,
YCBiJOMUTU Li0BY CNPSIMOBAHICTb MOro
MOBW, NPUPOAY B3aEMUH 3 OTOYEHHSAM,
a TakKoX OCMUCIWUTU TakKUM BaXUBUIA
CKJIafHUK MOBJIEHHS, IK MigTeKCT. Bax-
JNIMBUM eTanom € dopMyBaHHS LificHOro
ySIBNIeHHSA MpO 0CO6NMBOCTI XapakTepy
€KPaHHOro repos, Noro cBiTornsAg, piBeHb
3aranbHOI KyNnbTypu, HasiBHICTb OpYroro
nnany, 6iorpadhito Towo. Y Bcix 3asHa-
YeHMX acrnekTax igeTbCcs Mpo aKTUBHe
3any4yeHHs1 TBopYoi ysaBu. bes ii yyacTi
npaBAMBe iCHYBaHHSI B MJIOLLMHI XY[0X-
HbOrO0 BUMWCIY HEMOX/MUBE. 3arasiom,
KONM roBopumMo npo Oyab-sikui BUSA
TBOPYOCTI, TO MaeMo ByTu CBifOMiI Toro,
LLLO MpOBifgHa posib Y ii npoLeci HanexumTb
caMe TBOpUiM ysiBi.

BopHouac € we ofAuH i 44 He Hawro-
JIOBHILUMNA CKNAJHUK >XUTTA €eKpPaHHO-
ro repos — ue ocobnMBOCTI MOro emMo-
LiHOro iCHYBaHHSI Ha ekpaHi. Y LboMmy
KOHTEKCTI MOCTae MUTaHHA: 3aBAAKM
AKI AKOCTI BIACHOro TBOPYOro anaparty
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aKTop AyOnaxy BUABUTLCA CMPOMOX-
HUM MOro ocsirHyTW. [na Bignosigi Ha
HbOro0 HeobOXiflHO 3BEepHYTMCA [0 MOno-
XeHb cy4yacHol ncuxosorii, 3oKkpema Ao
NOHATb eMOLiNHOro iHTe/IeKTy Ta emra-
Tii. Lle BiAHOCHO HOBI TEpPMIiHM cyyacHOT
ncuxonorii. Y 1983 p. amepukKaHCbKuUI
pocnigHuk I FapaoHep (Gardner, 2011)
BuaaB KHuUry «CTpykTypa posymy. Teo-
pist MHOXWHHOTO iHTENEeKTY», ika 3ro4oMm
HeoiHOpPa30BO NepeBWaBanacs, Lo 3a-
CBifuy€e aKTyasnbHICTb ChOPMYbOBaHMX
Y Hill NONIOXEHb | B Cy4aCHOMY HayKOBO-
My AMCKYypCi. Y Mexax 3anponoHOoBaHOI
Teopii Breple 6yno BBeAEHO MOHATTSA
€MOLNHOro IHTEeNeKTy, ke TNYyMaynTb-
cA SIK 3[4aTHICTb PO3yMiTH, KepyBaTu Ta
BMpaxaTu BracHi eMoLlii, a TakoX po3-
nisHaBaTU eMoLil iHWKX | BNJMBaTU Ha
HUX. JlymKa npo po3nisHaBaHHSA eMOoLiil
iHWKMX Mae 6e3nocepeHe 3HaUYEeHHA O
po3B'AA3aHHA TBOPYMX 3afady nig 4yac
poboTu akTopa B cTydil gybnsxy. Lis
3[aTHICTb Mae KOHKPETHY Ha3By — eM-
natia. Llen TepMmiH TpakTye i Ak 3paT-
HiCTb JIOAMHM PO3YMITU Ta Big4yBaTH
eMoU,iT iHLKX, HIBW BOHWU € Ti BNaCHUMMU.
Binbw po3snora xapakTepucTvKa MOHSAT-
TSl OKpec/ieHa Ha cTopiHkax «Cy4yacHoro
TNYMayYyHOro NCUXOJOTIYHOIO CJIOBHUKAY:
«EMnaTia — 36arHeHHsA eMoLiiHOro cTa-
HY, MPOHUKHEHHSI-BYYBaAHHSI B Mepexu-
BaHHSA iHLWOI NIIOAUHN. PO3YyMiHHS iHWOT
NOONHK Yyepe3 eMoLiiHe BYyBaHHSA B T
nepexuBaHHsa» (LLanap, 2007, ¢.129).

B. LLlanap nponoHye Taky knacudika-
Lito emnarir:

«1) eMoUiiHy — 3aCHOBaHy Ha MeXaHi3-
Max npoekLii Ta HacnigyBaHHA MOTOp-
HUX | aDEeKTUBHMX peakLii iHLOro;

2) KOTHITMBHY — TaKy, wWo 6asyeTbcs
Ha iHTeneKkTyaslbHMX Mpolecax — Mnopis-
HAHHI, aHanoriT Ta iH. ...YcTaHOBJEHo, W0
3[aTHICTb [0 emMNaTil 3BUYaiHO 3poCTae
3 MOrNMONEHHsIM XWUTTEBOrO [0CBIAY;

MockaneHko-BrcoLbka, O, KOoLeHko, A.
TBOpUMIA anapaT KIHOaKTopa Ta MUCTELITBO AyOAsdKY



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

emMnaTisi nerwe peanisyeTbcs 3a YMOBWU
CXOXOCTi MOBefiHKOBUX Ta €MOLiNHUX
peakuin cy6'ekTiB» (LLlanap, 2007, ¢.129).

HaaBHICTb emMnaTii AK OfHIET 3 AKOCTEN
BHYTPILWIHIX JaHMX aKTopa camMe B KOH-
TEeKCTI MUCTeLTBa aKTOpCbKoro ayo6ns-
Xy BriepLLe nocTae K 0fiHa 3 HaWronoB-
HIlUMX | BM3HayaNlbHUX XapaKTepUCTUK
Moro TanaHTy Ta BaroMui atpubyT oro
TBOPYOro iHCTPYMEHTapIto.

Ha Haly fymKy, HasiBHICTb eMOLiiHOrO
iHTeNeKkTy Ta eMnarTii cnig BBaXaTu Hau-
FOJIOBHILUMMU aKTOPCbKUMU  SIKOCTSIMY,
HeoOXioHMMKU N edpeKTUMBHOI  pobo-
TW B MUCTeLTBI aybnsxy. Came Bif umx
OBOX NpPOdeCiNHMX AKOCTEW 3anexuTb
TOYHICTb MOTpamnsiHHA akTopa nepef,
MiKpOdOOHOM Yy BHYTPILLHIA MaJltoHOK
poni, CTBOpPEHWA aKTOPOM Ha eKpaHi.
MoxHa MaTu BCi aKTOpCbKi SIKOCTi, Mpo
AIKi 3a3Havanu BuLLe, ane BogHovac 6yTu
no36aBneHUM eMOLINHOro IHTeNeKTy Ta
emnarii, i BCi 30BHiLLHI Ta BHYTPILLHI faHi
akTopa OynyTb MOBHICTHO 3HiBENbOBaHI
B poboTi nepen MikpodoHOM Ta ekpa-
HOM. 3p03yMino, WO WAeTbCs MPO BUCO-
KOXYLOXHin ny6nsx, a He npo doopmarsnb-
He iMiTyBaHHS NOrO 30BHILLUHIX O3HAK.

Cepepn BaxnmBux pAns Oybnsxy ako-
CcTei BHYTPIWHLOrO anapaTty akTopa
Linkom ocobnuBe Micue HanexuTb yBasi.
B Teopil akTOpCcbKOro MMUCTeLTBA € Take
NOHATTSA, AK CLieHiYHa yBara. 3a3HaunMmo,
WO UsA AKICTb Y CLEHIYHOMY MWUCTELTBI
OBoicTa 3a cBoeto npupopoto. CTBopro-
toun obpas, akTop, 3 oHOro 60Ky, 30ce-
penxxye yBary B KOJli 3arnporoHOBaHUX
ob6cTaBuH cueHapito (n'eck) i poni, a 3 iH-
loro — BigyyBa€e peakuito Ha 3HiMasb-
HOMY ManpaHuvky (abo AuxaHHs 3any
B TeaTpi), 3LiICHIOI0UM KOHTPOSb 3a [0-
TPUMaHHAM TBOPYOro 3afymy poni, Wwo
Jae 3Mory nepefaBsaTu MmsifaveBi ne.-
HUI igenHUn MecenX. 30BCIiM iHLWi 00'eK-
TV yBaru B aktopa nig yac pobotu B cTy-
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Oii nyénaxy. 3a umx obCcTaBMH akTop
Mae Tpu 06'ekTu yBaru. MNeplumm — ekpaH
MOHITOPa, Ha AIKOMY BiATBOPIETHCS MO-
MEHT iCHYBaHHSl eKpPaHHOro repos, siKo-
ro aKTOpPOBi HanexuTb nponybntoBaTw.
Kpim uboro, ekpaH nokasye BigJik yacy,
Lo Aae 3MOry akTOpOBi BCTynaTu B po-
60Ty 3 TOYHICTHO [0 CEKYHAOM.

Lpyrun o6'eKT nigBULLEHOT yBarn akTo-
pa — ue po3TalloBaHMUI Ha MONITPi TEKCT
nianorie cueHu, siky aktop gybntoe. Tam
yCi pemniiky cLeHu B Tii NOCAiLOBHOCTI,
B AIKii BOHM 3BYyYaTb 3 ekpaHa. 3BepHe-
MO yBary, LLL0 TEKCT CLiEHUN aKTop BrepLue
6aunTb nuwe nepen eKpaHoOM i Mikpo-
doHoM BesnocepenHbO Yy CTyil 3anucy.
OTXe, HIIKOro nonepenHbLOro0 BUBYEHHS
TEKCTY, K e BiabyBaeTbCsl B TeaTpi Um
iHo4i y npoueci 3MoMKK iNIbMIB UM Te-
necepianis, MUCTELTBO OYyO6NsiXy He ne-
penbayae. besnepeyHo, Uei akT no-
Tpebye Bif akTOpa rpaHUYHoTl 3i6paHoCTi
Ta KOHLeHTpaLil yBaru.

TpeTim o06'ekTOM  yBarm  akTopa
€ HaBYLUHWKM, Yepe3 sKi Mig vyac 3anucy
TPaHCMIOETHCA OpUriHallbHe MOBJIEHHS
eKpaHHuX repoiB. Lle ponomarae akTto-
POBi CMHXPOHI3yBaTU BNacHe MOBJIEHHS
3 aKkLeHTamu, nay3amu, HroaHcamMu opu-
riHanbHoI pensiky, 3a6e3nevyyroun ToYHy
BiINOBIAHICTb 3BYYaHHS | pUTMY eKpaH-
HOMY repoto.

Tpro6'eKTHICTb yBaru, KOIu OMUHSIELL-
cAl B cuTyauii, y AKi NOBUHEH OfHOYac-
Ho 6aunTK, Wo BiAOYBaAETHCS HA eKpaHi,
YyTW, LLLO 3BYYNTb Y HABYLUHMKAX, i, UnTa-
HOuM 3 NIUCTa, BECTM Aianor, HA04YHO ne-
PEKOHYE Y BUHATKOBOMY 3Ha4eHHi po3-
BMHEHOI yBarn y TUX, XTO A0JIly4aeTbCs
[0 MucTeuTBa Ayonaxy. 34aTHICTb [0
rPaHMYHOI 30CEepPemXeHOCTi | BMiHHSA
KOHLIEHTpyBaTW yBary OJHOYacHO Ha
KiNlbkox 06'eKTax — ofiHa 3 roJIOBHUX BU-
MOr [0 TWUX, XTO MparHe npodecinHo fo-
nyunTuca o oyonsaxy irpoux inbmis.
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[ns akTopa oybnsixy yce, Lo NoB'A3aHe
3i 3ByKaMu eKpaHHOro reposi Ha MOHITO-
pi, Mae Tiei camoi MuTi ByTU BigTBOpEHE.
KiHoakTOp He MOXe He 3BepTaTu yBaru
Ha TOHKoLW,i TX BifgTBOpeHHs. Hanpuknag,
KON repovi Ha ekpaHi nepep no4yaTkom
SIKOrOCb BUCIIOBJIIOBaHHA [nobupae no-
BIiTPSl, KiHOAKTOp Mae OyTu yBaXHUM
[0 TOro, Ik came BiH Le pobuTb. MoxHa
JobpaTu noBiTPs 3 3aTyNeHWM pOTOM,
a MOXHa i yepes Hic. Lie gBa abcontoTHO
pi3HMX 3BYKWU. TOBTO aKTOp MOBUHEH OU-
XaTW B YHICOH 3 eKpaHHWM repoeM; Ha-
BiTb Jieab MOMITHMI [o6ip NOBITPS NOBM-
HeH 6yTK BiMiYeHUIN aKTOPOM.

Ocob6nuBoi yBaru notpebye Te, W0 B aK-
TOpCbKil npodpecii Mae Ha3By Mi3aHcLe-
Ha Tifla ekpaHHoro repos. IMig yac neBHoi
peniky eKpaHHUI repoit MiMiKoto, MOBO-
pPOTOM FOJIOBM YK XECTOM HibM aKLeH-
TYe SIKUACb MOMEHT BWC/IOBJIFOBAHHS.
Taki eneMeHTU TaKOoX He MOXYTb 3anu-
LUIMTUCA MO3a yBarow aktopa Ay6nsxy.
MisaHcueHa Tina i MiMika ekpaHHOro
reposi MaloTb 3HaWTU CBOE BifobOpaxeH-
HSi B 0COG/IMBOCTSX MOBJIEHHSI aKTopa
nyonaxy. [HWWN TMNOBMI NpuKnag, Lo
intoCTpye nepefaBaHHA aKTOpPOM [Oy-
615Ky Mi3aHCLieHM Tina Ta MiMiku, — cu-
Tyauis, KOJIM eKpaHHWI repon roBOpUTb
TEKCT, MPUMIPOM, Cifaruun YW, HaBMakw,
BCTaloun. 3MiHa XxapaKTepy MOBJIEHHS
B Taki MOMEHTM TakoX Mae 6yTu Bpaxo-
BaHa aKTOpPOM.

HaBepneHi npuknagum intocTpyoTb NPUH-
LUMMOBY BAaX/MBICTb PO3BMHEHOI yBaru
B poboTi akTopa fy6nsixy. OueBnaHo, L0
B LibOMY BUAi TBOPYOI AisiSIbHOCTI HasiBHA
LiNKoM YHikanbHa dopma 6aratoob'ek-
THOI yBaru, sika He Mae aHasoriB B iHLLUX
cdhepax akTopcbkoro mucrteutsa. OTxe,
€ BCi MigcTaBy roBopuTM Npo ocobnmBy
npupoRy Tpuo6'eKTHOI yBaru akTopa [hy-
6naxy, Wo, BiANoBigHO, fae 3Mory pos-
LUMPUTM NNEKCUKOH NPOPECINHNX TePMIHIB
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aKTOPCbKOI TBOPYOCTI, AOMOBHUBLLW NOT0
MOHATTAM «Jy6J/IsDKHA yBara» i KOHKpeTu-
3YI04U BifOME MOHATTSA «CLEHIYHa yBara».

Mepenik HeOOXiQHUX SSIKOCTEN TBOPYOro
anapaTy aKTopa, 3aJly4eHNX Y MUCTeLTBI
nyonaxy, MoxHa 6yno 6 OonoBHHOBATW.
MNpoTe MeTa UBOro AOCAIAXEHHSA MONS-
rae y BU3HaYeHHi HaNrofIOBHILLIKX i3 HUX.
Tomy 30cepefuMMO yBary Ha Llie OfHiv
HaA3BMYANHO  BaX/MBIN  aKTOPCbKIN
AKOCTI, BiACYTHICTb AIKOI 34aTHa, Nonpu
yCi BULL,EHAa3BaHi, YHEMOXJIMBUTM YCrill-
Hy poboTy y CcTyAil nyonsxy.

Y NpakTUYHIA NOBCSAKAEHHIN poboTi us
AKiCTb pigko obroBoptoeTbes. | Bipby-
BA€ETbCS Lie He TOMY, Lo Ti irHOpyoTh YK
HeL00LiHIOTb, @ TOMY, WO 0cobu, AKi i
He onaHyBanu, dakTUYHO 3anULIATbCA
nosa cTygiamMu gybnsxy. Y nepmx npo-
6ax Taki KaHOMOATUM He [EeMOHCTPYHTb
HeoOXigHOI AKOCTI i He NpoxoaaTb Npode-
CiHMI Bif6ip, AKMI 3AiMCHIOETLCS 6es-
nocepefHbO Yepes NpaKkTUYHY OisIbHICTb
y cTyil. Hanbinbl TOYHO Lo SIKICTb MOX-
Ha Gyno 6 Ha3BaTu «Mo6isbHicTIo» (6.4.).
Llei TepMiH NOSICHIOETLCA AK «3[ATHICTb
LUBMIKO LLOCb BUKOHATU, HEBIAKNA[HO Ta
eheKTMBHO LW,0Cb 3[iNCHIOBATM».

Cneumndbika poboTun cTygin gyonsxy He
nepenbavae [OOBroTpMBanoro mnpoecy
cbopMyBaHHsi TBOpPYOro 3agymy, 3finc-
HEHHS1 BENMKOI KifbKoCTi cnpob #oro
peanisauii. B LUbOMY KOHTEKCTI pexummu
po6oTM aKTopa Ha 3HiManbHOMY MaM-
JaHuYMKy, KON [aeTbCsl Yac Ha 3MOMKM
6araTbox ayo6nis, abo X [AETbCA TEPMiH
Yyacy poboTu y TeaTpi, ie € npoLec pene-
TULi, BiAPI3HAETLCA Bif, peXxumy pobotu
akTopay cTygii nybnsxy. 3 icTopii Teatpy,
Hanpuknag, BiJoMo, L0 B AeAKUX KOJeK-
TMBax poboTa Hafj MOCTaHOBKaMW MOr-
na TpuBAaTK KiJlbka pokiB. AKTOpM 3a Len
Yyac BCTUranu nepexoauTy B iHLY BiKOBY
rpyny, a XTocb B3arani 3akiH4yBaB CBill
XUTTEBUN WNAX. TOMy MigKPecnMMmo, Wwo
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MUCTeLTBO Hy6nsixy notpebye HansBu-
YyanHoi MoGiNbHOCTI, 34aTHOCTI akTopa
npautoBaTi LWBUOKO Ta eHepriiHo. Cne-
umndpika gybnsikHoro npouecy nepepba-
yae pexuM MakcuMasnbHOT e)eKTUBHOCTI
Ta LWUBMAKOCTI yXBasEHHS1 TBOPYMX PillieHb.

BucHoBku

OTXe, Ha OCHOBI foOCHig)XeHOro MmaTepi-
any MOXHa KOHCTaTyBaTW, LLLO He KOXEeH
aKTop, HaBiTb AyXe TanaHOBWUTMN, 3[a-
TeH nposiBuTK cebe npodoeciitHo y cpepi
nyonsaxy. Y pesynbtaTi 6aratoBeKTOpHO-
ro LOCMiMXEHHS BU3HAYEHO, L0 chewuu-
cdiyHOO 0CcOBNMBICTIO TBOPYOCTI aKTOpa
B MUCTeLTBI Oybnsxy € BigCYTHICTb pe-
neTULINHOro Mmpouecy Ta eTaniB MoCTy-
noBoro 36aMXeHHs1 3 06pasom. Y cTygii
nybnsxy obpa3 noctae nepef akTopom
Ha eKpaHi BXe B 3aBepLUeHOMY BUTMASI.

Tomy B npoueci ayonsxy BindyBatoTb-
CSl KapAuHanbHi 3MiHM B camiii npupogi
aKTopcbKOi TBOpYOCTi. Lle akTyanisye
HeobXiOHICTb BUSIBY HW3KM HOBUX crie-
UMdiYHNX SKOCTeW TBOPYOro anapa-

CMUCOK BIBJTIOrPAGIYHUX MOCUJIAHD
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Ty aKTopa, NoB'A3aHUX 3 TPUOG'EKTHOH
yBaro, WO CMNOHyKano BBeLEeHHS HOBO-
ro NOHATTA — «4y6/sDkHa yBara». LLono
BiJJIOMUX aKTOPCbKUX IKOCTEN, TO iX pea-
ni3auis TaKoX 3a3Ha€e MeBHUX KOPEKTUB
Yy 3B'A3KYy 3 HOBUMW YMOBamMu TBOPYOI
po6oTu. TakuM YMHOM, CJIOBHUK MUCTe-
LUTBa aKTOPCbKOI TBOPYOCTiI MOMOBHIO-
€TbCA HOBUMMW MOHATTAMM: CrieyndiyHo
aKTOPCbKWI CJIyX, eMnarisi, eMOLifiHuU
[HTENIEKT, MOGIIbHICTb aKTOPChKOI peakui,
Ay6nsiKHa yBara.

Came Ui akocTi 3abesnevytoTb 3paT-
HiCTb po3Mi3HaBaTK, PO3yMiTK Ta Bigyy-
BaTW eMoLil eKpaHHUX repoiB, NPOHMKa-
TW Y IXHi BHYTPIiWHI MOTMBU Ta NoTpedu.
BoHu 3abeanevytoTb YHKLiOHYBaHHSA
aKTOPCbKOro MeXaHi3My BHYTPILIHbOrO
BUNpaBLaHHSA B HOBUX YMOBax TBOPYOC-
Ti Ta CNyryroTb rapaHToM MifroTOBKU
MUCTELIbKOr0 KOHTEHTY BUCOKOIO PiBHS.
Y nepcnekTuBi nopanblli [OCHIAXEHHN
MOXYTb 30cepefxyBaTucs Ha npobne-
MaTuli PO3BUTKY CYy4YaCHOro yKpaiH-
CbKOro Aybnsxy Ta BAOCKOHAaJIeHHSl aK-
TOPCLKOT MPaKTUKN Y LK cdepi.
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Abstract

The purpose of this research is to identify the individual components of an actor's creative apparatus
that are most relevant to the process of dubbing feature films. To clearly structure the identified creative
data of an actor in accordance with their established division into external and internal components of
the creative apparatus. To identify specific creative tasks, the performance of which is ensured by the
actor's unique creative abilities. Research methodology. The following methods were used: analytical — for
a comprehensive study and understanding of the practice of the art of dubbing, determining the specific
acting skills of the creative apparatus necessary for creativity in the art of dubbing, and their structuring;
comparative — for a comparative analysis of the actor's work in dubbing, theatre and cinema; logical-
generalising — for summarising the research and formulating conclusions. The scientific novelty of the
work consists in the fact that, for the first time in the theory of acting, there is a request to highlight the data
of the actor's creative apparatus, which are actualized in a separate direction of acting — the art of dubbing
feature films; for the first time, there is a demand for a clear division of data into external and internal
data, and specific creative tasks are defined, the implementation of which they provide. Conclusions. In his
research, the author demonstrates that the specifics of dubbing necessitate several new qualities of the
actor's creative apparatus, the absence of even one of which would exclude the possibility of professional
dubbing of a feature film, or would significantly reduce its creative level to nearly that of fan dubbing. As
for already known qualities, their realisation is also subject to specific adjustments in connection with the
new circumstances of creative work. Thus, the dictionary of acting art is replenished with new concepts,
namely: specific acting ear, empathy, emotional intelligence, mobility of reaction and dubbing attention. It is
these qualities that ensure the dubbing actor's ability to accurately recognise, understand, and experience
the emotions of screen characters, as well as their ability to penetrate their inner motives and needs.
Keywords: dubbing actor; actor's creative apparatus; screen hero; external and internal data; creative task
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Abstract

Purpose of the Article. The article aims to establish and analyse the emotional
interaction between the viewer and an audiovisual work in the context of
musical content. It seeks to define the tasks of musical dramaturgy, outline
its fundamental principles, examine the role of soundtracks and music
accompanying opening credits in audiovisual works, and highlight the essence
and significance of specific technical aspects in creating the sound component
of a film. Research Methodology. To achieve the outlined objectives, several
research methods were employed. The method of analysis was used to
examine audiovisual works, academic research, and available informational
sources, evaluating the accessibility and significance of emotional interaction
with viewers, as well as the conditions under which this communication
occurs. The comparative method helped identify the relationship between the
auditory and visual components. In contrast, the synthetic method facilitated
the formation of a trend for developing professional-quality products in the
audiovisual market. Scientific Novelty. For the first time, this study analyses
the aspects of interaction between viewers and screen productions. It
synthesises the importance of musical dramaturgy in films, emphasising
the role of soundtracks and other tools. Key technical aspects necessary
for creating the auditory component of screen productions are examined,
with particular attention given to adhering to specific rules for working with
audiovisual projects. It concludes that the aural and visual elements must work
in synergy to achieve a high-quality emotional impact on viewers. Conclusions.
The study explores the specifics of a sound engineer's work on the auditory
component of screen productions. By analysing academic research, the
relationship between the aural and visual components and the presence of
emotional communication with the viewer during film viewing was clarified.
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The elements of musical dramaturgy and the technical aspects of creating

the musical component were thoroughly examined. The article emphasises

the importance of each factor in achieving effective communication with the

viewer and maintaining harmony among these elements.
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Problem statement

In contemporary audiovisual production,
many professionals do not fully grasp
the responsibility inherent in their work.
When creating a film, they inadvertently
embed ideas and informational elements
into their product. For a movie to capti-
vate, convey its message, and emotion-
ally impact the audience, it is essential to
understand the principles of this interac-
tion with viewers.

To produce professional and high-quali-
ty content, musical creators often strug-
gle to establish effective communication
with the film's director. This misalignment
makes it challenging to achieve harmony
between the auditory and visual compo-
nents. Another issue is the disregard for
fundamental principles of musical drama-
turgy in audiovisual works, which prevents
the achievement of the desired emotional
depth. To avoid such shortcomings, every
sound engineer must understand the ba-
sic principles of this phenomenon.

In modern screen art, adherence to spe-
cific technical requirements plays a crucial
role. Neglecting these rules increases the
risk of losing the audience's attention or
even irritating them—for instance, through
inconsistent audio volume levels through-
out the film. Additionally, many profes-
sionals lack a proper understanding of
working with modern multichannel audio
systems integrated into contemporary cin-
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emas, which limits their ability to construct
a compelling soundscape for the film.

Recent research
and publications analysis

The properties of emotional culture in
a creative personality, which influence the
enhancement of self-determination pro-
ductivity, were characterised by M. Bykova
(2017).

The role of music in human life was suc-
cessfully described by N. Herman and
V. Panchenko (2012). They emphasised
that music can affect an individual in var-
ious ways.

The phenomenon of manipulative influ-
ences on individuals within the informa-
tion society was explored by A. Hrytsenko
(2020).

The primary functions of the audio com-
ponent in modern screen works, enabling
a clearer understanding of its key roles in
the creation of audiovisual productions,
were identified by S. Zheliezniak (2023).

The specifics of a composer's work in
feature films were described by S. Leon-
tiev (2019). Key technologies for creating
compositions were outlined.

The art of composing music for opening
credits was studied by S. Leontiev (2018).
The emotional and semantic content of
such compositions was detailed.

The practical aspects of creating the sound
component of screen works were defined

Mykhalov, V., Hladkyi, Yu. Musical Content in Audiovisual Works:
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by A. Ananiey, I. Barba, and S. Zheliezniak
(2018). The standards for sound levels were
comprehensively outlined.

Purpose of the Article. To examine the
presence of emotional interaction be-
tween the viewer and the screen work,
emphasising the role of musical content
in a film. The aim is to determine the role
and primary tasks of musical dramatur-
gy and to demonstrate the importance of
specific technical aspects in creating the
sound component of a film. Particular at-
tention is given to the necessity of under-
standing and adhering to specific sound
level standards in the film industry.

Main research material

In the realms of the screen and music
industries, specific tools can serve as
means of interaction with society. An au-
dio composition or an entire album, due
to its substantial informational content,
can be considered one of the most po-
tent instruments of audiovisual art. In
the 21st century, an authoritative musical
product promotes a particular idea. The
communicative function can be amplified
by combining the auditory and visual in-
formation streams of screen works.

In his scholarly work 'The Sound EI-
ement in Modern Audiovisual Culture’,
S.Zheliezniak (2023, p.133) stated:
Audiovisual culture is an essential sphere
in the life of modern society. This phe-
nomenon has a colossal impact on indi-
viduals, society as a whole, and the sound
component plays a crucial role in audio-
visual works. In this regard, it can be ar-
gued that an audiovisual product can be
considered a powerful manipulative tool,
occupying a significant place in society.
Accordingly, the professional responsi-
ble for creating the musical component
of a screenplay becomes accountable for
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the informational and manipulative as-
pects of their intellectual content.

Researchers L. Riazantsev and V. Lievsha-
kov (2023, pp.227-230), in their work ‘Mod-
ern Technologies for Forming the Sound
and Visual Film Image: Aspects of Inter-
action', emphasised that sound in cine-
matography can be divided into dieget-
ic and non-diegetic categories. Diegetic
sounds reflect what is happening within
the frame, while non-diegetic sounds have
no direct connection to the on-screen ac-
tion. Non-diegetic sounds include music or
a voice-over narration. The musical compo-
nent is interconnected with the set design,
and together they influence the creation of
a specific atmosphere in a cinematic work.

It is worth agreeing with S. Zheliezni-
ak's (2023, p.29) argument that a collec-
tion of musical compositions united by
a common idea and created for a single
audiovisual work is called a ‘soundtrack'.
According to the same author, when mak-
ing an audio-visual image, the interaction
between sound and image is crucial, as it
directly affects the quality of the screen
work (p.45). Thus, musical content is one
of the fundamental elements of an audio-
visual work, influencing the perception of
a film or other multimedia product.

Researcher V. Bosniuk (2012, p.23), in
his article ‘Interaction of Intellectual and
Emotional Components of Personality’,
notes that in the 1960s, cognitive theo-
ries of emotions began to be actively dis-
cussed, one of the most widespread be-
ing the cognitive-physiological theory by
S. Schachter. Furthermore, in the same
work, the author mentions 0. Tikhomiroy,
who describes the relationship between
mental activity and emotional phenom-
ena. Tikhomirov suggests that emotion-
al states facilitate thinking processes in
performing various regulatory and heu-
ristic functions (2012, p. 26).
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V. Bosniuk (2012, p.27) also charac-
terised the term ‘emotional intelligence’,
which refers to the ability to understand
and manage emotions, a concept in-
troduced by researchers P. Salovey and
J. Mayer. In this context, |. Slyvka (2023,
p.335), in his article ‘Modern Screen
Culture and Its Emotional Impact on the
Viewer', emphasized the significant influ-
ence of screen culture's reflection on so-
ciety. Based on the studies above, it can
be concluded that emotions accompany
individuals throughout their lives, serv-
ing as one of the primary psychological
states and processes.

Researcher M. Bykova (2017, p.135), in
her scientific work ‘Emotional Culture of
a Creative Personality in the Process of
Self-Determination’, explains: ‘Emotional
information emanating from each partici-
pant in the environment can temporarily or
permanently enrich, impoverish, or alter the
emotional climate. Streams of emotional
information influence the psychological
and emotional state of each individual.

In the study 'The Influence of Music on
Personality’, N. Herman and V. Panchen-
ko (2012, p.320) highlight the following
aspect: ‘Many researchers support the
view that music can significantly affect
not only the psychological but also the
physiological state of the listener. The
emotional component plays a crucial
role in this process. In turn, as noted by
H. Malashevska and M. Lazuka (2020,
p.48) in their article ‘Influence of Music
on The Formation of Young Generation
Individuality', music can fulfill an educa-
tional function. This process is multifac-
eted and capable of shaping the artistic
and aesthetic needs of society as a whole.

Thus, it can be concluded that appropri-
ately presented material can have a signif-
icant influence on an individual. Particular
attention should be paid to musical con-
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tent, which, in cooperation with the visual
component, generates an even greater
flow of emotional information.

Due to the desire to reach a broader au-
dience, the question of creating Ukrain-
ian-language audio products has arisen.
Following the onset of russian aggres-
sion, national works gained significant
popularity. Therefore, it is essential to
develop domestic musical content, val-
ues, and ideas. Supporting the central
premise of this study, A. Hrytsenko (2020,
p.62), in his work ‘Manipulation of Con-
sciousness — The Challenge to a Person
of Informational Society’, emphasises:
'The main prerequisite for the existence
of informational sovereignty is a proper
state of informational security'. During
the ongoing war, workers in the audiovis-
ual arts must maintain control over cul-
tural components, promote their national
values, and prevent hostile influences on
the country's creative endeavours.

Essential elements that enhance the
communicative aspect of music in a cine-
matic work are its psychological phenom-
ena. Researchers N. Bondarets, V. Hu-
menchuk, and V. Petryk (2024, pp.78-79),
in their article ‘Harmony and Dissonance:
an Analysis of the Use of Musical Accom-
paniment to Enhance Emotional Impact
in Modern Cinema', described the specific
influence of a film's auditory component
on viewer perception and the semiotics of
compositions.

Thus, the emotional interaction function
of a cinematic work plays a central role
in engaging the audience. This aspect is
critically important for all societal seg-
ments, especially in the context of the
audiovisual canvas. An audiovisual work,
together with its sound component, is re-
sponsible for conveying emotional infor-
mation to the viewer during the process
of watching the screen product.

Mykhalov, V., Hladkyi, Yu. Musical Content in Audiovisual Works:
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While working on the auditory com-
ponent of any film, significant attention
must be given to constructing the dram-
aturgy of the work to achieve complete
emotional interaction. For professionals
involved in creating audiovisual works,
there is a pressing need to understand
and study the nuances of musical dram-
aturgy in films. The auditory component
in films is vital due to its powerful poten-
tial not only to emphasise the emotion-
ality of the work but also to conceptually
create a unique context that helps reveal
the narrative's depth.

To create a vibrant film in any genre,
a composer must pay attention to the
director's vision, as this ensures har-
mony between the musical and visual
components of the film. In his research,
‘Compositional Technologies in the Mu-
sical Practice of American Feature Films,'
S. Leontiev (2019, p.166) emphasised
that working on the musical content of an
audiovisual work should begin with close
coordination with the film's director. The
concept of audio compositions must be
entirely based on a comprehensive un-
derstanding of the film's dramaturgy. It is
worth noting that the author stated in his
study: 'Despite the intuitively clear nature
of the comedy genre, a composer writing
music for a comedic film must typically
study the director's concept in detail to
achieve the most precise musical solu-
tions' (p.121).

According to other research by S. Le-
ontiev (2018, p.130), titled ‘Composition
and Emotional-Semantic Content of Mu-
sic for the Opening Credits of Hollywood
Feature Films', the importance of an in-
troductory composition is highlighted. Its
task is to prepare the viewer for the film,
reveal its genre, and communicate the
emotional and semantic content of the
movie. Based on the conducted analysis,
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it can be concluded that comprehensive
information exchange among various
creators of a single project is crucial. For
instance, a sound engineer must main-
tain consistent communication with the
director to achieve the desired tone and
colour for the film.

In the realm of musical content in films,
key types of interaction between music
and visual actions can be identified. The
first type is called ‘'structural’, where the
sound aligns with the events depicted in
the film. The second is ‘expressive’, used
to enhance the emotional state of the
character and the overall mood of the film.
The final type of interaction is ‘narrative’,
which illustrates the film's events through
music. L. Riazantsev and V. Lievshakov
(2023, p.227) examined all these types
in the article ‘Modern Technologies for
Forming the Sound Image of a Film: As-
pects of Interaction’, based on the work
of K. Bullerjan.

To fully understand the possibilities
available to a composer when creating
sound content, it is essential to recog-
nise the importance of silence in certain
aspects. V. Skurativskyi and V. Andriien-
ko (2023, p.206), in their scientific work
‘Specifics of Sound Effects in Feature
Films ', noted: ‘At the same time, there are
unique cases in film production where
the absence of sound can also play an
important role’. Considering the above,
it can be summarised that there are
three main types of interaction between
a film's musical and visual components,
each with its own characteristics. These
types can be applied to different parts of
a film, depending on the desired outcome.
Equally important is the use of silence in
specific segments of a film.

In turn, A.-O. Pozharska (2022, p.14)
highlights another principle of creating
musical conceptuality in her work ‘Types
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and Principles of Musical Dramaturgy in
Fantasy Films (Using the Examples of
‘The Lord of the Rings: The Fellowship of
the Ring' and 'The Chronicles of Narnia:
The Lion, the Witch and the Wardrobe')'.
She emphasises the importance of con-
trast and conflict in musical themes
when creating a film's musical content.
The researcher examined this principle in
the movies mentioned above.

Additionally, in the article ‘Dramaturgical
Functions and Concepts of Film Music',
0. But (2010, p.25) describes several key
dramaturgical approaches to compos-
ing a film's musical component. These
include the principles of symphonic de-
velopment, monothematism, leitmotifs,
integral sound rows, and various compo-
sitional forms assimilated from musical
and theatrical arts. Taking all these as-
pects into account, it can be concluded
that sound engineers have a wide array of
tools at their disposal to create the de-
sired emotional tone for a film. The con-
trast and conflict in musical fragments
play a crucial role in shaping a film's mu-
sical dramaturgy.

It is also essential to address the tech-
nical aspects of constructing the musical
component of an audiovisual work. By ex-
ploring these technical aspects, one can
grasp the significance of all stages and
nuances involved in creating the sound
content for an audiovisual production.

Researcher V. Diachenko (2018, p.32),
in his work ' Creative Activity of Ukraini-
an Sound Engineers of the Second Half of
the XX — Early XXI Century: Theory, History,
Practice', mentioned a crucial characteris-
tic of the audio signal chain, without which
working with sound is impossible. This in-
cludes essential technical devices such
as recording equipment, sound cards, and
acoustic systems. The researcher above
analysed the issues related to microphone
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placement, examining how timbral and
dynamic characteristics of the recorded
source depend on this. A key technical as-
pect is maintaining the balance of instru-
ments in the mix, which is considered the
most challenging task.

Modern researchers A. Ananiey, |. Barba,
and S. Zheliezniak (2018, p.66), in their
work ‘Problems and Prospects of the
Implementation of the European Sound
Standard R128', described the impor-
tance of standardising sound levels. This
work discusses the R128 standard, which
is intended to resolve the so-called ‘'loud-
ness wars' between different parts of tel-
evision content. In conclusion, it can be
argued that understanding the features
of each audio signal chain is critical for
practical work. Additionally, it is essential
to be familiar with the key standards for
sound levels to adequately meet the re-
quirements of the companies involved in
the production process.

It is essential to examine the term 'sound
design' as it encompasses a range of ac-
tivities: arrangement, sound engineering
and music mixing, audio design for vid-
eo and multimedia products, electronic
sound and noise synthesis, and the cre-
ation of production libraries for radio and
television. In his work ‘The Recording Stu-
dio 'Skywalker Sound' as a Developer of
Sound Design, O. Chuprynskyi (2019, p.33)
states: ‘The concept of ‘sound design’ has
arelatively broad spectrum of meanings'.

The modern world is associated with
technologies and trends, one of which is
the application of sound synthesis. Re-
searcher S. Leontiev (2019, p.4), in his
work ‘Compositional Technologies in the
Musical Practice of American Feature
Films', notes that film composers have
powerful tools and capabilities for emu-
lating the sounds of live instruments, in-
cluding a symphony orchestra.
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Thus, a modern sound engineer must
actively utilise various sound elements
created through computer technologies.
These elements can significantly en-
hance emotions and achieve the desired
effect. Additionally, experimenting with
and combining multiple sounds can help
create a unique sound.

In turn, O. Lihus (2016, p.133), in her
work ' Theoretical Aspects of Musical
Style and Genre Correlation’, character-
ised the term 'genre style'. The study em-
phasises that compositions must pos-
sess uniqueness and internal coherence,
which are expressed through a system of
expressive means. These means, in turn,
play a significant role in shaping a mu-
sical direction. Regarding the expression
itself, the author states: 'If in the music of
ancient eras the determinant of style and
genre was the canon, over time, the indi-
vidualisation of creative expression led
to the loss of autonomy by each catego-
ry. The pinnacle of individual expression
within the coordinates of style and genre
became the phenomenon of ‘genre style'.

According to our research, it is worth
noting that in their scholarly work, ‘The
Specifics of Sound Effects in Feature
Films, ' V. Skurativskyi and V. Andriienko
(2023, p.207) examine the importance of
spatial sound in modern cinematography.
Modern cinemas incorporate multichan-
nel sound systems, enhancing the real-
ism of audiovisual content.
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Conclusions

Considering all of the above, it can be
emphasised that music, in synergy with
the visual component, is an intellectual
product thatinherently serves as ameans
of conveying specific ideas or emotions.
Through this ‘instrument’, one can evoke
feelings such as sadness or joy in the au-
dience. Therefore, musical content can
be regarded as a mechanism capable of
transmitting emotional information.

The principles of creating sound dram-
aturgy in an audiovisual work are crucial
for building a cinematic piece. These
techniques enable the depth of the entire
film to be revealed, giving greater mean-
ing to every detail. Musical dramaturgy
in film not only helps maintain the view-
er's attention but also highlights signifi-
cant events within the entire narrative.

A sound engineer must study the spe-
cifics of working with multichannel sys-
tems, as this will make them more profes-
sional and sought-after in their field. It is
currently essential to adhere to all audio
standards when creating musical content
for audiovisual works, which requires cre-
ative professionals to follow these rules
diligently. Additionally, modern special-
ists must be familiar with working with
multichannel sound systems and under-
stand the nuances of developing musical
content for screen productions.
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AHoTauis

Meta cTaTTi — BCTaHOBUTM Ta npoaHanisyBaTM eMOLIHUA B3aEMO3B'A30K MiX rnagayemM Ta
ayfioBidyaslbHUM TBOPOM, ik DOpMyeTbCcA 3acobamMy My3uKW. BuaHauuTu 3aBAaHHA MY3UYHOT
Apamartyprii, 03HanOMUTUCS 3 OCHOBHUMW MNpaBuiiamMu i CTBOPEHHS, [OCHIAWTU pOSib CayHATpeKiB
i My3MKMU, L0 CYNPOBOAXYHOTb MOYaTKOBI TUTPU B ayAioBi3yasnibHOMY TBOPI, @ TAKOX OKPECSIUTU CYTHICTb
i 3HAYeHHA MEeBHMX TeXHIYHWX acnekTiB CTBOPEHHA 3BYKOBOro cknagHuka dinbmy. MeTtoponoris
AocnifxeHHs. [1na [oCArHeHHA nocTaBneHol MeTn y cTaTTi Oyslo BUKOPUCTaAHO Taki MeTOAW: aHanisy —
ONs  OOCNioXEHHs1 ayfdioBi3yanbHUX TBOPIB, HayKOBMX Mpaub i HaaBHUX iHOpMaUiNHMX mXepen;
MOPIBHAHHA — AN BU3HAYEHHA B3a€MO3B'AI3KIB MiX ayfiiaNlbHOO Ta BidyaslbHOK YaCTUHAMMU; CUHTE3Y —
0N y3aranbHeHHs pe3ynbTaTiB i BU3HAYEHHS TEHAEHL i PO3BUTKY NPOdECINHOr0 My3M4YHOIo CyrnpoBoay
B Cy4yacHOMY KiHemaTtorpadi. Y npoteci focnifxeHHs 3'aCoOBaHO YMOBMU, 3a IKUX Bif6yBaeTbCA eMoLinHa
B3aeMOJisl 3 rnsgayeM, i MpoaHanisaoBaHO YMHHUKM, WO BMIMBaOTh Ha ehekTUBHICTb ayfAioBi3yanbHOI
KOMyHikauii. HaykoBa HoBM3Ha. Bneplie npoaHaniaoBaHO acnekTW B3aeMofii rnsfadya 3 eKpaHHUMU
TBOPaMU. Y3arasibHeHO BaX/MBICTb MY3MYHOT ApamMaTyprii y KiHemaTorpadi, ocobnuBy yBary npugineHo
OYyHKUIAM cayHATpeKy Ta iHWMWX iHCTPYMeHTIB. JLocnifXeHO OCHOBHI TEXHIYHi acnekTu, sAKMX BapTo
[OTpMMYBaTUCS Mif, Yac CTBOPEHHSI 3BYKOBOI YaCTUHW eKpaHHOro TBOPY, akLeHTOBaHO Ha BaXJ/MBOCTI
[OTPMMaHHS NeBHUX NpaBu y npoLeci poboTu 3 ayfioBidyanbHUMK CTpiukamu. [loBefeHo, WO 3ByKOBa
Ta Bi3yaslbHa YaCTUHM MalOTb MpaLtoBaTU y CUHEPrii, Wo gornoMarae 34iNCHIOBaTU AKICHUA eMOLiHUIA
BM/AMB Ha rnagaya. BucHoBku. Y pesynbTaTi NpoBefeHOro AOCHifXeHHs1 npoaHanidaoBaHo cneundiky
po6oTK 3BYyKOpeXucepa Haf 3BYKOBOI YaCTUHOK eKpaHHOI CTPiukK. 3a [OMOMOroto aHasni3y HayKoBUX
HanpautoBaHb [OCNIOHWKIB [eTafbHO BUCBITIEHO B3aEMO3B'A30K ayfianbHOI Ta BidyanbHOI 4acTWH,
a TaKOX HasIBHICTb €MOLIMHOro ChiNkyBaHHA 3 rAsigadeM nif 4yac nepernsigy cTpivyok. [leTanbHo
onpaLboBaHO efleMeHTU My3UYHOT ApamaTyprii Ta TEXHIYHI acnekTHy, WO BMNMBalOTh Ha AKICTb MYy3UYHOIO
cynpoBofy. Y3arasbHeHHs pe3ynbTaTiB JOCNif)XEHHA Aa€e 3MOry CTBEPAXYBaTH, L0 JOTPUMAHHS rapMOHIl
MiX 3BYKOBMMMW, Bi3yaNlbHUMWU Ta TEXHIYHUMU eNleMEeHTaMU CrpUsie CTBOPEHHIO SIKICHOT KOMYHiKaLil
3 rnsgayeM i NifBULLEHHIO XY0XHbOT LLIHHOCTI ayioBi3yanbHOro TBOpY.

KniouoBi cnoea: B3aemMofis; BMAUB; My3UWYHWUWA KOHTEHT; ApaMaTtypris; 6anaHc; 3BYKOBUI piBEHb;
eKpaHHUN TBIp
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AHoTauia

MeTa cTaTTi — BUBUATY BMJIMB MY3UYHUX BiEOKNIMIB Ha Cy4acHy ayauTopito
Ta JOCAIAWUTU TXHIO Ponb Y BIATBOPEHHI Ta PO3MOBCIOAXEHHI KyNbTYpHUX
i couianbHUX HOpM. [poaHanisyBaTu €BONIOLIKO eKpaHHUX TBOPIB LibOro TUmny
Bifl TXHbOr0O BUHUKHEHHS [0 CyyacHOCTi. JlocniauTtv My3uMYHUI Bigeoknin
AK IHCTPYMEHT AN iHTerpoBaHoi peknamu. MeTtogonoris AOCHiAXKEHHS.
3acTocoBaHO TEOPeTUYHi MeToAM CUHTe3y, IHAYKUil Ta gepykuil — gons
aHanidy cyyacHuX BiOeOoKNiniB Ta iHopMauiiHUX mxXepen; eMnipuyHun
MeTon — ANIf cucTemaTu3auil BNacHOro AOCBifYy; CUCTEMHO-aHaniTUYHUIA
nigxifg — ONns BM3HAYeHHS Linen i cTpaTterii HAyKOBOro AOCHIAXEHHS; 3a
JOMOMOrot cneuianbHUX MeTofiB NpoaHasi3oBaHO eKpaHHi TBOPW LbOro
TUMY sIK BUA MUCTELTBA, IKUI BNAIMBAEe Ha colianbHe cepegosuuie. HaykoBa
HOBU3Ha. Breplue cucteMaTM3oBaHO Ta MpoaHasni3oBaHO BMIMB MY3UYHUX
Bi[leOKNiNiB Ha MefiiHUiA NPOCTIp 3 ypaxyBaHHAM aKTyaslbHUX OOCHiAXeHb
i HOBITHIX TeHAEHLi. 3anponoHOBaHO KOMMIEKCHUI NOrNsg Ha OCMUCITIEHHS
MY3UYHOrO BifeoKniny AK sBUWa, Wo noTpebye MixaucUUniHapHoOro
aHanidy B Mexax KyfnbTyposiorii Ta MysukosHaBcTBa. [oOaTKoBO
onpauboBaHO iHHOBALiMHI Mpouecu y cdepi TEXHONOriM BUMPOBHMLTBA Ta
NoLUMPEHHS Bifeokninis. BUCHOBKKM. Y cTaTTi JOCHIAXEHO BMIMB MY3UYHUX
BileOKNiNiB AK BUAY MeAIaKOHTEHTY Ha Cy4yacHy ayauTopilo, a Takox
BU3HAYEHO TXHIO POsib AK KYJIbTYPHOro doeHoMeHy y hopMyBaHHI My3UUYHUX
i couiokynbTypHux TpeHgiB. lNpoaHanizoBaHo TpaHcdopmMauii dopmaTis
BifleokniniB Bif eTany iX BUHUKHEHHA [0 cyyacHuXx uUudpoBux copm.
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dopmynioBaHHs npobnemu

Brnnue Mysn4HMUX BifeokniniB Ha cydac-
HY KyJbTypy Ta iHpopMaLiiHUIA NpocTip
€ 00'EKTOM 3Ha4yHOro iHTepecy fIK ce-
pen akaAeMiyHol CriflbHOTH, TakK i cepef
JocCBiYeHUX MepniaTBoOpuUiB. BogHouac
36epiraetbcsi notpeba B nornmbneHomy
OCMUCIEHHI Ta KOMIMJIEKCHOMY aHaniai
uboro dopmaty siK iHCTpYMeHTYy chop-
MYBaHHS1 KYNbTYPHUX YABJEHb, COLialb-
HUX HOPM | TpPEHMIB y Cy4yacHOMY CBITi.
MyauyHui Bigeoknin (3aBOsSKU BigcyT-
HOCTi oOMeXeHb i MeBHWUX CTaHOapTiB)
30aTHUW Y cTUCAIN cbopMi akymyntoBaTu
3HaYHY KiNbKiCTb ifen i ceHciB 3a KOPOT-
KWUA NPOMIXOK yacy. lMonpu HasiBHICTb
LOCNiOXEHb, WO BUCBITNIOTb OKPEMi
acrnekTu BMAMBY BiJeOPOSIMKIB Ha INsi-
hadis, 6pakye KOMMIEKCHOro nigxony Ao
aHanisy ix posni B KOHTEKCTi KynbTypo-
norii, mMepgiaiHaycTpii, My3nko3HaBCcTBa
Ta MapKkeTuHry. Takox icHye notpeba
B MofanblioMy [OCHIAXEHHI TeXHomo-
riyHMx iHHOBaUin Ta BnMBY uudcpo-
BOI TpaHcchopmaLii Ha BUPOBHULTBO Ta
nownpeHHs Kkninie. OKpemMoro aHanisy
notpebye copMyBaHHS iHTEpPaKTUBHOI
B3aEMOJIT 3 ayaAUTOpIiEt0 Yepe3 My3uYHi
Bifleo, a TakoX MOTeHLian Lboro Megia-
NpoayKTYy K edeKTUBHOI nnatcgopmm
Onsi iHTerpoBaHoi peknamu. Lesiki npa-
LiBHUMKM iHOYCTPII AocCi HepoOLiHIOTb
Len BU KOHTEHTY SIK MOTYXHWUIA IHCTPY-
MeHT Ansi GopMyBaHHSA CYCNiNbHOI AyM-
KW, cTepeoTuniB i TpeHpiB. BopgHouac
3aBASAKM LUMPOKOMY OXOMJIEHHIO ayfu-
Topil uen copMaT [EMOHCTPYE BUCOKY
eheKTUBHICTb He fuwe Yy MNpoCcyBaHHi
inen, a 1 y nonynspusauii KOHKpPETHUX
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MPOOYyKTIB, L0 HepigKo 3anuwaeTbcs
rnosa yBaroto [oCHigHUKIB. MysuuHi kni-
N1 [aBHO nepecTanu 6yTu [LONMOBHEHHSIM
[LO MiCHi Ta CTanu OKPeMOK MUCTELIbKOI
Teuieto. MpoTe B HaykoBOMy Ta npode-
CilHOMY guckypci uein doeHoMeH i foci
3aNIMIAETLCS HELOCTATHbO OMUCAHUM
i OCMUCNEHUM, @ B MeXax KiHOIHAyCTpil
YyacTo CNpuUMMaEeTbCs AK LpYropsinHuii
i He3Hauyywmin. BigcyTHiCTb KOMMeK-
CHOro migxony B YKpaiHCbKOMY Mefiii-
HOMY Ta aypnioBisyaslbHOMY [MUCKYpCi
YCKJIafHIOE MOBHOLIHHE PO3YMIiHHS LibO-
ro sBMLLA Ta CYTTEBO YMOBINIbHIOE MOro
HayKoBe BUBYeHHS1. CaMe TOMY O3HaueHi
npo6seMu i aKkTyasnbHi HaNPsIMKU aHanisy
3YMOBJIOIOTb HeobXigHICTb nornuéneHo-
ro AOCAIOXEHHS MY3UYHOro Bifeokniny
AIK BaX/IMBOrO KYNbTYPHOrO Ta MefifiHO-
ro doeHOMEHY.

AHani3 ocTaHHix gocnig)xeHb
i ny6nikawin

Ponb MysuyHux Bigeo y cpopMyBaHHI
KyNbTYpHOro naHawadTy Ta iXHiii BNivB
Ha croXwuBauiB 4yepes couianbHi Megia
npoaHanisyBana A. Cobonesa (2018).
30kpeMa, aBTOpKa BU3Hauuna, WO 3aB-
OSIKW KOPOTKIN cpbopMi npeseHTauUinHOMO
Kniny MoXxHa WBKAKo cchopmyBaTh ysiB-
NeHHsA npo aTMocdepy Ta 3BuYal oKpe-
MOT KpaiHu YM iCTOPUYHOT ENOXM.

Mpo6bnemMaTtuky BMIMBY MY3WUYHUX Bi-
[leO Ha CyvacHy KynbTypy, @ TaKoX iXHi
dyHKUIT Yy hopMyBaHHI cycnifbHUX CTe-
peoTuniB gocnigxysanu [. PeinToH Ta
M. BatcoH (Railton and Watson, 2011).

Y KOHTeKCTi (pyHKLiOHYBaHHS couianb-
Hux Megia J1. LLBapy (Schwartz, 2007)

bespyyko, 0., bordyk, H. My3nyHui BIAEOKTIN y Cy4aCcHOMY MeLIMHOMY NPOCTOPI



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

BWCBIT/IMMIA MpoOLleC MEPETBOPEHHS My-
3UYHUX KIiNiB Ha BaXJIMBWUN CKIaOHUK
Megiannatdopm i npoaHanisyBana oco-
GNMMBOCTI CMPUAHATTS TakOro KOHTEHTY
ayauTopieto.

I. JoBxeHko, O. CniTiok, P. XvHeBnY Ta
A. HikyniHa (2022) posrnsiHynn pisHoMa-
HITHI TexHikK Bidyanisauil, ki BUKOpUCTO-
BYIOTbCS B CyYaCHUX MY3UYHUX KJlinax.

|. Kapa6asza Ta O. NMonnascbkuit (2019)
JOCNiOUN MapKeTUHroBi cTpaTerii, siKi
BVMKOPUCTOBYIOTbCS  [OJiIA  MPOCYBaHHS
MefianpofyKTy Ha pUHOK. BoHu npoaHa-
nisyBanu 3apy6ixHui [ocBig i BUCBITIN-
N KIFOYOBI acnekTW ychilHOT peknaMm-
HOI KaMMaHii B KiHOIHAYCTPIl.

My3WUYHUIA KOHTEKCT BUHUKHEHHS KJliny
Ta BMJIMB Cy4YaCHUX TEXHOJIOTiV Ha MOoro
po3BUTOK po3rnsHynu A. MeaBenesa Ta
B. Jlyk'siHeHko (2019).

MWTaHHsA cTpaTerin BNAWBY Ha rpo-
MaAcCbKy OYMKY uyepe3 Mefia pocnigu-
mm 10. Moniwyk, C. MHaTiok, H. CennoBa
(2015), 3ocepeamBLUM yBary Ha MexaHi3-
Max chopMyBaHHS MacOBUX YSIBIEHb.

0Oco6nMBOCTi BUKOPUCTAHHSA MPUXOBAHOT
peknamu i product placement B ykpaiH-
CbKOMY MepianpocTopi po3rnsiHyna H. Ca-
HakoeBa (2015), NoOpiBHABLUN CyYacHi TeH-
[eHLil B YKpaiHi 3 3apybiXXHUM [OCBIAOM.

A. Co6oneBa (2018) gocniguna ecteTu-
Ky My3U4YHOro KJiny B Cy4acHOMYy coLi-
OKYJIbTYPHOMY KOHTEKCTi Ta po3rfisHyna
uen BWUL KiHOMPOOYKTY SIK iHCTPYMEHT
NS nepefaBaHHS BENMKOro obcsry iH-
dopmMaLiiHO-eMOLINHOIO HaBaHTaXeH-
Hs1 38 KOPOTKUI Yac.

EdbekTUBHICTb NpMxoBaHOI peknamm siK
MapKeTUHIOBOro iIHCTPYMEHTY BUCBIT/IU-
nm 4. Kpamonic i M. Konekoea (Kramolis
and Kopeckova, 2013), npoaHanisyBaB-
WM cTpaTerii BMKOPUCTaHHS product
placement y pi3Hux ranyssx 6isHecy.

MerTa cTaTTi — JOCnianTY BNMB Bifeo-
KniniB Ha hopMyBaHHS MY3UYHUX | KyJb-

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

2025 - 8(2) - pp.209-222

TYPHUX TPEHAIB, BU3HAUUTK iXHIO POJIb
y nonynsipusauii My3MYHUX BUKOHaBLiB
Ta KOHCTPYIOBaHHi iXHbOro ny6niyHoro
ob6pasy, a TakoX MpoaHanisyBaTu 0CO-
67MBOCTI B3aeMogii 3 ayauTopieto yepes
couianbHi Mepia.

OCHOBHUI MaTepian focnifgKeHHs

MysuuyHmin  BifeoKnin K  BaXIMBUN
CKNaJHUK MUCTeuTBa Ta KynbTypu Bifi-
rpae Ko4oByY posib Y hopMyBaHHi cyyac-
HOro MeginHoro npocTopy. Mloro possuTok
NPOWLLOB LWASIX Bif NPOCTMX, TPAQULLIAHNX
chopmaTiB [0 BUKOPUCTaHHSI MepefoBux
TEXHOJIONiN i coLiasibHUX MepeXx.

IcTOpia My3WYHUX BigeoKiniB Hanivyye
nvwe Kinbka [ecAaTuiiTb, afie BOHU CTa-
NN He TiNbKM 3acO60OM MPOCYBaHHSA My-
31KW, @ 1 OKPEMUM BUAOM MUCTELTBaA.
CnoyaTKy BOHM BUKOPUCTOBYBaNUCS s
nonynspusauiil BUKOHaBLIB Ta TX MiCeHb,
ane y XXI cT. ctanu camMocCTilHUM TBOp-
4yuM npoaykToM. MysuyHe Bifieo — Lie He
nuLe cnocib BidyanbHOro npeacTaBlieH-
HS1 ay[ioTBOPIB, ane 1 BaXIMBUA Mefin-
HWUIM IHCTPYMEHT 418 AeMOHCTpaLil CBOIX
KOMMO3WLil | B3BaeMogii 3 ayguTopieto.

Ak 3a3HavatoThb |. JJoBxeHko, O. CRiTHoK,
P. XuHeBuu, A. HikyniHa (2022, c.245)
y npaui «MysuyHa Bisyanisauis Ta aHi-
Mauisi Ik 3acib BTiNEHHS peXucepcbKo-
ro 3agyMy», «XxapakKTepusyloum cydyacHy
Bi3yaJibHy MOBY MY3W4YHUX BifeoKinis,
Cnii 3a3HauuMTU NEeBHY TeHOEeHLito, WO
nonsirae y 3acToCyBaHHi iHHOBALiMHUX
TEXHOJOri O BTINIEHHS TBOPUYUX ifen,
30Kpema, UNpoBUX TEXHOOTIN».

3acTocyBaHHA  nepefoBUX  [OCAr-
HeHb Yy CTBOPEHHI LbOro BUOY Megin-
HOro MPOAYKTY BiOKpPMBAEe HeoOMeXeHi
MOXJ/IMBOCTI A/ apTUCTIB i pexucepis
Yy BUPaXeHHi CBOIX ifen. BukopucTaHHs
PiSHOMAaHITHUX LM POBUX IHCTPYMEHTIB,
TaKux K BisyasnbHi edhekTun, KoMn'toTep-
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Ha rpadiika Ta BipTyasibHa peasbHIiCTb,
[Jae 3Mory cTBOpHOBaTM 3axonjuBei Ta
YHiKanbHi BidyanbHi o6pasn. Ak nig-
KpecntoeTbes B gocnigxenHi J1. LLsapuy
(Schwartz, 2007, p.21), Bigeokninu pos-
LUMPIOKOTL TBOPYI MOXJIMBOCTI apTUCTIB
Ta pobnATh iXHi TBOpM Binbw NpuBabnu-
BUMWU ONA rnsafadvie. ABTOpKa BBaXxae,
LLLO SIKICHI KNiMKU MOXYTb 3MIHUTU QYMKY
rnspadviB npo nicHo, sika padiwe M He
nopobanacs.

OLHUM i3 KJTFOYOBMX acneKTiB € BUCOKO-
sIKiCHa 3110MKa, fika jae 3MOory nepefatu
KOXHY geTanb icTopii nmicHi. OnepaTtop-
cbka poboTa Ta peXucepcbKi pilleHHSs
BHOCATb HeabusKy CnpuUATAMBICTb Y BU-
paXeHHs1 My3MYHOro KOHTEKCTY Ta nepe-
[aBaHHsA eMoUinHol HacHaru. Cneuedbek-
TK, LLLO AoMoMararoTb CTBOPUTH BIifUYTTSA
Ka3ku uu dpaHTacTuky, 36aravytoTb 30-
poBMIN OOCBIA ayauTopil Ta NigcunoTb
NPOHMKIIMBICTb KAiny. Bubip apTansaiHy,
KOJIbOPOBOI NaniTpu Ta 306paxanbHoro
cTUn0 Moxe Bigobpaxatu aTtmocde-
py niceHHOro TBOPY Ta NiACUIMTU NOro
iIeHTUYHICTb. BukopucTaHHA npocTopo-
BOro 3BYKY N ayfioobpobkum Moxe B3a-
€MOJLIAAITU 3 Bi3yaJlbHUM CepeoBULLEM,
CTBOPIOKOYUM BpaXKeHHA MNPOCTOPOBOCTI
Ta rmMubunHu. 3MiHa edpekTiB abo cTUIO
BiAMOBIQHO [0 AMHAMIKM MY3MYHOro
CHOXeTYy Moxe 36araTuTu BpaXeHHs Bif
KJiny Ta nigKpecnuT MOMeHTH nigcune-
HOT eMOL,INHOCTI.

B3aemogpisi Mix o6pasamMu Ta My3unKoOH
TakoX MoXe 6yTu BaXJIMBUM acnekToM,
AKWUI Jornomarae CTBOPUTM FapMOHINHUI
obpas MepgianpoaykTy. Po3yMiHHS TorO,
K 06pa3M B3AaEMOLiIOTb i3 CayHATPEKOM,
MOXe flornomMaraTy po3KpUTU MOTEHLiMHI
CeHCU Ta eMoL,iT, AKi BUKJIMKAE BifeoKimn,
NpoTe HasiBHI M iHWI oyMKUW. K 3a3Havae
I KypiHHa (2014, c.40) B npaui «Cneum-
ciyHi 0co0BNMBOCTI CLEeHapit0 Cy4yacHoro
My3u4Horo Kniny»: «lpsamMol Bignosig-
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HOCTi MiX TEKCTOM, 3MIiCTOBMM HaBaH-
TaXeHHAM MY3UKU Ta 300paxeHHsMU
B KJliNi He iCHye, Xo4Ya Bce pasoM Yy KJini
€ 0co6nMBKUM, BaroMMM 3HaKOM MY3WUKH,

WO 3BYYUTb. Y KJiNi i NOETUYHUR, | My-
3WYHUIN pPSOM CYTTEBO MNEPEOCMUCIIO-
FOTbCA | MO-0COBMMBOMY aKLEHTYHOTbCSA
TEMMOM 3MiHM KaJpiB».

JocnifHuusa TakoXx Harosouwye, Lo
«HOBMX CMWCJIOBMX aKLEHTIB Hafae
i OMCKpeTHMI BigeomManoHOK (Bisyasb-
HUI psAfn). BukopucTaHHa B KAini doaH-
TaCTUYHUX  MEepPCOHaxiB, PiISHOMAHIT-
HMX KOCTIOMIB i MacoK, HecrnopfiBaHux
pyxiB i nos, ocobnueux edpekTiB i ca-
yHOAQ BWTICHSIE Ha nepudpepito nepeic-
HUA 3MicT niceHHoro TBOpY» (KypiHHA,
2014, c.40). BisyanbHa YacTMHa My3WU4-
Horo Bigeoksiny Moxe 6yTM CTBOpeHa
AK iHTEerpoBaHWM eneMeHT caMoi KOM-
nosuuii. Pexucep i XyOoXHWK 300pa-
XEHHSI MOXyTb ChneLianbHO MNiaHyBaTu
306paxarnbHi enemMeHTH, Taki ik 0b6pasy,
cLeHapil, Konbopu, KOMMO3uuii, [AeKo-
pauii (Bezruchko, Pogrebniak, Korablova,
Oborska and Chmil, 2024), Ta cueHiuHi
kocTiomu (Bezruchko, Gavran, Korablova,
Oborska and Chmil, 2024), spaxoByto-
4yM MY3UYHWUIA CYnpoBifh. 3BYKOBWUI psif
MOXe He TiflbKU NigCUINTU eMoLii KiHO-
YacTWHK, a N caM ByTu BaxJIMBUM ene-
MEHTOM MPOHUKNNBOCTI BifeOKJIiMny.

Y cyyacHin npakTuLli CTBOPEHHS My-
3WYHUX BiJEOKJiNIB LWMPOKO 3aCTOCOBY-
FOTbCSl HApPaTUBHI €N1IeMEHTU Ta CIOXETHI
CTPYKTYpPW, L0 fat0oTb 3MOry pO3rMoBicTH
iCTOpItO, SIKa LOMOBHIOE MY3UYHUI 3MICT.
Lle Moxe CyTTEBO 3MiHOBATU PO3YMiH-
HSl TeKCTy MiCHi Ta HafjaBaTu WOMY HO-
BUMA KOHTEKCT. 3acToCyBaHHA pO3Mo-
Bifi B MY3WYHUX BiJeOKJIiNax He TisibKu
Jornomarae poswMpuTu 3MIiCT TBOpY,
ane W BM/IMBAE Ha eMoLiiHe CMPUNHSAT-
TA rnsgava, Hajaum KoMy MOXIUBICTb
Big4yT cebe YacTUHOK CTBOPEHOIO CBi-
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Ty. Taki enemMeHTU MOXyTb CTBOpHOBaTH
OHOBJIEHI iHTepnpeTauil, Wo [Aofae 3Ha-
YyLLLOCTi Ta BapiaTMBHOCTI MaTepiany.

Pexwucepcbki 3acobu, Taki K HecTaH-
JapTHI pakypcu Ta pyxu Kamepu, Takox
JonaTb  AUHAMIYHOCTI  BidyaslbHOMY
BUKIIAAYy | NPUMHOXYIOTb BPaXeHHs Bif
MesnoginHoro cynpoeogy. Y kHusi «CTBo-
PeHHSI My3UYHWUX Bifeo: BCe, WO Mo-
TpiBHO 3HaTW BiA HaWKpalmx y GisHeci»
J1. LWWBapy 3BepTae yBary Ha aypnioBisy-
anbHi PIlUEHHS, WO BUKOPUCTOBYHTbLCSA
y Bigeokninax. O4uH i3 KNIOYOBUX acnek-
TiB, HA IKOMY 30CepemXyeTbCs aBTOp, —
ue BMOIp Bi3yanbHOIo CTUIIO, AKUX € Opi-
€HTOBHO BiciM (Schwartz, 2007, p.62-63).
Takox aBTOpKa 3ayBaxye: «Jlesiki pexu-
cepu 3Haxo[sTb OAOHY crpaBfhi opwri-
HanbHy igeto — “xyk" — Ons apTucTa Ta
nicHi, a NOTIM NPaLoTh 3 HELO AK 3 LieH-
TPOM [N CTBOPEHHS LNIOro KOHUenTy.
BignosigHo [0 ui€l inel pexucep CTBO-
pro€ Liny KoHLenLito, sika pobuThb Bigeo
yHiKanbHUM» (Schwartz, 2007, p.65). Lien
3acib nigTpumye abo nNigKpecnoe My3uy-
HWMA KOHTEKCT Kiny i pobuTthb noro 6inbLu
edeKTUBHMM Ta 3anam'AToByBaHuUM. [0
Toro x J1. LUsapy, (Schwartz, 2007, p.192)
OMUCYE POJib BUKOPUCTAHHS CBiTNa Ta KO-
nbopy. 3a CNnoBaMu aBTOPKY, Lie BaX/NBI
eneMeHTU 411 CTBOPEHHSA aTMocdpepm Ta
HacTporo, AKi TakoX BW3Ha4yaltOTb Bi3Y-
asnibHy NpUBabNBICTb KOHTEHTY.

Y UbOMY KOHTEKCTI KONbOpoBa naniTpa
noctae fIK MOTYXHWUWA IHCTPYMEHT Map-
KEeTUHIroBOro BMJIMBY, L0 aKTUBHO BUKO-
pPUCTOBYETLCA 41 eMOLiIMHOT B3aeMofil
3 ayguTopieto. Hanpuknapg, sickpaBi Ta
Hacu4yeHi KOnMbopyv MOXYTb MifKpecnu-
TW eHeprito Ta AUHaMIKY NicHi, Tomi AK
npurnyleHi Ta Tenni BiATIHKM MOXYTb
cTBOpUTM aTMOcdoepy Temnsa Ta 3aTULLKY
(Bespyuko Ta MaHynsik, 2019). Lle cTae
0Cco6IMBO BaXJIMBMM Yy XaHpax, Ae Bi-
3yaslbHUIN eheKT Mae BeJIMKe 3HaYeHHS,
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Hanpukiag, y MornMmysuLi, eNeKTPOHHIN
My3ULi Ta poKy.

TeopeTWyHe nNiArPYHTA Takoro mnigxo-
Oy nNigTBepAXyeTbCA  LOCHIOXEHHSAM
A. Upgiryn (2023, ¢.210) «Bnnue Kosnbo-
py Ha cnpurHATTA 6peHay», Ae aBTopKa
aHasnisye MexaHi3Mu BMANBY KOJIbOPOBOT
naniTpy Ha CNpuMHATTA OpeHay Ta Moro
npoaykuii. 3a ii cnoBaMu: «[ocnioKeHHs
edeKTy KONbopy Ha CNPURHATTA OpeHay
BKa3ye Ha Te, L0 KOJIbOpoBa raMa Moxe
CYTTEBO BMIMBATU Ha CMPUAHATTS CrO-
XMBayiB, SIKi MOB'A3YIOTb OEAKUIA Konip
3 MeBHUMU eMoLifAMK, acouialiaMu Ta
LlIHHOCTSIMM, LLLO MOXe BMU3HaYaTK TXHi pi-
LUEHHS Lo A0 KYNiBIi, 3aMOBEHHS MOCNYT
i ToBapiB». My3u4Hi Kninu, BUKOPUCTOBY-
FOUM KONbOPM SIK METO[, BM/IMBY Ha CBIiJ0-
MIiCTb, MOXYTb CTaTu He fiMwe 3acobom
NpoCcyBaHHA BUKOHaBLISA Ta MOro My3uKH,
ane i CTBOpMTM pastodi BisyasibHi obpa-
3K, AKi NigCuNoTb eMOLINHUIA 3B'A30K
3 ayauTopieto Ta NO3UTMBHO BMIMBaKOTb
Ha CNpPUNHATTA OpeHiB.

3Baxaroum Ha PiSHOMAHITHICTb | Mysib-
TUMEJINHICTb Cy4aCcHUX My3UYHUX Bifeo,
BOHM TaKoOX BifgobpaxatoTb CYTTEBI ac-
NeKTuW cycninbcTBa Ta KynbTypu. Lle, Bia-
MoBifHO, NiATBEPLXKYE i4er0, BUCIOBIEHY
y nbocnigxeHHi «EcTeTmka kniny y cy-
YaCHOMY COLiOKYNIbTYPHOMY MPOCTOPi»
A. Cobonesoi (2018, ¢.132): «Konn we
3a [0MOMOror Kanenpgockony Kanpis,
YMpPOAOBX YCbOro SIKUXOCb TPbOX XBM-
JIUH, MOXHa 6YyI0 CKNacTy ySBNEHHS NPO
aTMocdepy, 3BMYal, KynbTypy Lol Kpa-
THM 3aBAAKM KOPOTKiN bopMi npeseHTa-
LiMHoro kniny». Lle cBigunTb Npo Te, Wo
Ui mMeniaTBOpM He nulie PO3BaxaroTb,
ane v HagatTb MOX/IMBICTb BUCBITANTH
npo6semMu Ta 0COB6AMBOCTI MEBHOMO Yacy.

Y XXI cT. couianbHi Mepexi cTarTb
BaXJIMBUM IHCTPYMEHTOM [fs1 BuUpa-
XEHHS1 iLeHTUYHOCTI Ta BifobpaxeHHs
couianbHUX NUTaHb. BoHW BigirpatoTb

Bezruchko, O., Boichuk, N. Music Videos in the Modern Media Space
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BaX/MBY POfib Yy MOLMPEHHI My3uy-
HuX Bigeokninis. J1. Leapy (Schwartz,
2007, p.21) y KHU3i «CTBOPEHHSA MYy3U4-
HUX Bifeo: BCe, WO NoTpibHO 3HATH Bifg
HarKpalnx y BisHeci» MmigKpecntoe, Wwo
cyyacHi cTparTerii peknamu Ta nonynsipu-
3aLil My3nYHUX BigeoKiniB y MegiitHoMy
NPOCTOPi OXOM/IOKTb PO3MILLEHHS LibO-
ro BUAY KOHTEHTY Ha MonynsipHux und-
poBux nnatdopmax i couiasbHUX Mepe-
Xax, a Takox kabenbHoMy TenebayeHHi,
B kny6ax, 6bapax, MarasuHax, pecTopaHax.

I[HTEHCMBHMI  PO3BUTOK  UuUcppoBUX
TEXHOJION 3Ha4yHO 3MIHMB XapakTep
i CNPUMHATTA My3MYHUX BifgeoKNiniB.
M. Kopcraapg (Korsgaard, 2017, p.18)
Yy KHU3i «My3unyHe Bigeo nicns MTV: ay-
JioBi3yanbHi OOCHIOXEHHS, HOBI Me-
Jia Ta nonynsipHa My3uKa» 3a3Hayvae:
«Mosi MeTa — NOMICTUTKU My3U4YHe Bifeo
B Cy4yacHOMYy naHpwadTi HOBUX Megia».
Lle nigkpecntoe 3HayeHHA couianb-
HUX MepeX i TEeXHONOrYyHMX iHHOBaLiN
Yy CTBOPEHHI Ta CMPUMAHATTI MY3UYHUX
Bifg.eoKNiniB, AKi BM/IMBaOTb Ha IXHIO MO-
NYNSPHICTb | ehEKTUBHICTb KOMYHiKaLil
3 ayauTopieto.

Mnatdopmu, Taki sk  YouTube,
Instagram Ta TikTok, gatoTb 3Mory ap-
TucTaMm BGe3nocepefHbO 3BepTaTucA [0
cBOET ayauTopil Ta 3anyyatu il go B3ae-
MO/l 3 KOHTEHTOM. Bigeokninu cTtatoTb
BipTyanbHUMM 06'eKTaMu 0BroBOpEHHS,
CMPUYUHAIOTL JUCKycii Ta 3abesneuvy-
IOTb 3BOPOTHMI 3B'A30K LLUMPOKOro Kosa
rnapadis. KpiMm Toro, BoHM Bigob6paxa-
FOTb CYYacHi LiHHOCTI Ta KyNbTYpHi TeH-
JOeHuii. Yepes BidyasibHe NpeAcTaB/ieHHSs
KOHLIeNUiN ifleanbHOro XUTTS, KOXaHHS,
Opyx6u un npoTtecTy Kiinu BNANBaKOTb
Ha dbopMyBaHHSI rPOMafACbKOl AYMKHY Ta
KYNbTYpHOro naHgwadry.

OfHMM i3 BaxJIMBMX acnekTiB cy4yac-
HUX MY3UYHUX BiJeo € XHA BigKpuTa
f6araToMofanbHICTb | MiXMepniHa npwu-
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popa. AHania pgocnigxeHHs M. Kopcra-
apa (Korsgaard, 2017, p30) gae 3mory
3pobUTN BUCHOBOK, WO Bif NOSIBU My-
3MYHOro BigeodiNbMy [0 CbOrofeHHs
iCHye HecKiHYeHHa BapiaTUBHICTb LMX
Bigeo. CyyacHi TeHOeHUii [OeMOHCTpY-
IOTb PIBHOMAHITTS CTUNIB | dbopMmaTiB —
Bif TPagMULiAHMX XYOOXHiX KOHLenLin
[0 BUKOPUCTAHHSA OCTaHHIX [OCSIrHEHb
TEXHIYHOro MUCTeLUTBa Ta iHHOBaLiMHUX
TUNIB NoefHaHb 300paxeHHs, 3BYKY Ta
TekcTy. 3okpema, y XXI CT. icHye TeHLeH-
Lis BMKOPUCTOBYBATU KJiNU fIK MicLe
[NA aynioBi3yanbHOro eKCnepuMeHTY.

OTXe, B Cy4yaCHOMY MefifiHOMY Mpo-
CTOpi My3uyHuI Bigeoknin dyHKLioHye
He JNuwe sk 3acib BisyanbHOro npeg-
CTaBJNIEHHS MY3WYHMUX KOMMO3WLiN, ane
i IK BaX/MBMW IHCTPYMEHT, W0 Bifo-
Opaxae akTyasibHi LiiHHOCTI, BUKOPUCTO-
BYyE NnepenoBi TeXHONOrii Ta B3aeMogie
3 aynouTopieto Yepes couiasibHi Mepexi.
Woro ponb y cdopmyBaHHi KylbTypHOrO
naHpwadbTy Ta CNpUAHATTI rmsgavamu
NOCTINHO 3poCcTae, NePETBOPOOYMN MOr0
Ha BaromMy YacTMHOO Cy4YacHOI MefifHoT
Teuil. Ak 3a3Havae A. MapgHep (Gardner,
2015, p.48) y kHu3i «Buctynu i Oxen
XapBi B My3uyHuUx Bifeo»: «My3uuHi Bi-
Jeo — Ue uikaBa dopma cyyacHol nony-
NSAAPHOT KyNbTYPWU, IKa LUMPOKO MOLLMPEHA,
CKJlafjHa Ta BaXJ/MBa».

AypnioBisyasibHi poSsIMKM B Cy4acHOMY
MefiNHOMY NpOCTOpi TICHO MOB'A3aHi
3 CyCniNbHUMU 3MiHaMW, L0 AeTasnbHO
Jocnigxyetbcs B KHU3i «MysnyHe Bifeo
Ta nonituka penpeseHTauii» [l. PeinToH
i M. BatcoHa (Railon and Watson, 2011,
p.88). ABTOpM aHani3yloTb B3aEMO3B'SI-
30K MY3MWYHOI iHOYCTPIi 3 KyJbTYpPHOIO
NnoniTUKOK Ta couialbHUMK 3MiHaMy,
HaroJsiolWy4n Ha TOMY, WO BifEOKJIiNu
MOXYTb BifobpaxaTu Ta HaBiTb BN/MBa-
TV Ha KyNbTYPHUI AUCKYPC i FpoMafcbke
MuUcneHHs. BoHu nigkpecntoloTb: «Big-
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HOCVMHM MK MYy3UMYHUM Bifeo Ta Kyfb-
TYPHOK IOEHTUYHICTIO He YTBOPHIOTb
NpsiMoi HernepepBHOT NiHIT — AK nepenik
HaB'A3aHMX cy0'eKTUBHOCTEN — a pagLle
dyHKUIOHYOTb §IK gianoriyHa 3ycTpiy
MiX Pi3HUMWU MO3ULIAMU iOEHTUYHOCTI,
AKI MOXYTb BiApi3HATUCA». TakuM uu-
HOM, MY3WYHIi BiAEOKINU MOXYTb CTaTu
MalgaHuYMKOM [/l BUCIIOBJIEHHS Pi3HUX
nornagiB i CNPURHATTIB y rnobasbHOMYy
KOHTEKCTI.

3aranom, cyyacHui My3WYHUI Bifeo-
KNin Bigirpae KJ4yoBy posib Y Mepin-
HOMY MpocCTopi, Bifobpaxatoum cyvacHi
LiHHOCTI, BWKOPUCTOBYHOUYM Nepenosi
TexHosorii Ta B3aemMmofitouM 3 ayauTo-
pieto yepes couianbHi Mepexi (MaBpaH
Ta Monoga, 2019). Moro BNAMB Ha KyNb-
TYPHUA JOMCKYPC i CYyCniJibHe MWUCNEHHS
€ 3HayHWUM, WO pobuTb MOro BaromMor
YaCTUHOK CYYacHOI MefilHOI KynbTy-
puv. flk 3asHavae |. MNeyepaHcbkui (2024,
c.54) y npaui «Lundoposi TexHonorii Ta
aypnioBi3yasibHi iHHOBALIT B Ccy4YacHin My-
3WYHIN iHaycTpil (Ha npuknagi VR-Bigeo
‘Family' B'epk Ta AirSticks A. Inbcapa)»:
«CyyacHi MysuyHi Bigeo nocTalTb SIK
aypnioBisyanbHi ribpugHi Ta KOMMoO3w-
UifHI KOHCTPYKLUIi, KOHTEeKCTyasni30BaHi
B uudpoBOoMy i MegianpocTopi Ta nig-
KpinneHi (nigcunexi) iHTepmenianbHICTIO,
L0 CTBOPHOE YMOBU A1 aKTUBHOI B3a-
eMofil cnyxadiB 3i CTPYKTYpHUMM OCO-
61MBOCTSIMU OU3alHY Bigeo».

PoarnsiHyBLUIM MY3MYHI BigeoKninuM sk
3acib penpeseHTauil KyNbTYpHUX i cCy-
CNiSIbHUX LiHHOCTEN, MOXHa NMOMITUTW, LLLO
BOHM He nunwe Bigo6paxatoTb, a  dop-
MYIOTb ifieanu Ta ctepeoTunu (Bezruchko
and Stepanenko, 2024), aki iHoai BnMBa-
FOTb Ha CBITOrNAM | CIPUAHATTA rNsA[adiB,
BiITBOPIOIOYUM MEBHI iAel Ta 300paXeHHs,
AKi 30aTHI BUKSIMKATU QUCKYCIT Ta KpUTH-
Ky abo HaB'si3aTu oMaH/InBe 6ayeHHs pe-
anbHocTi. Lito gymky nigTBepaxye O. BeH-
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rep Ta M. Koubkuit (2023, ¢.86) y npaldli
«Xy[OOXHI Ta TeXHiYHi 3acobu peanisauii
pexucepcbKoro 3ayMy B Cy4yacHin KiHo-
iHOYCTpii»: «CbOrofHi MOCUNMIOETLCA PO3-
MOBCOIKEHHS! MaHINyNATUBHUX MPaKTUK,
MoB'AA3aHNUX i3 BUKOPUCTAHHAM 3acobiB
MOHTaxy. Y peaynbTaTi aBTOpU MmaTepi-
aniB MOXyTb 3MIHUTU UM CTBOPUTU He-
npaBaunBuin 06pas JiNCHOCTI Ha eKpaHi».

Mopanbluuni aHanis nepenbavyae Bpaxy-
BaHHS poJii My3u4HMX Bifgeokninis y dop-
MyBaHHI CTaHAapTIiB Kpacu Ta couialb-
HUX igeanis. Y LbOMY KOHTEKCTi CNYLLUHOO
e aymka A. MegBepneBoi Ta B. Jlyk'aHeHka
(2019, c.161), BucnoeneHa y npaui «Bu-
HUKHEHHS | CTAHOBNIEHHS KJiny: My3uy-
HUM KOHTEeKCT»: «JTtoauHa ogpasy dik-
cye Bci geTani nobayeHoro, i KoM Takui
npouec BifbyBaeTbCA PerynsipHo, To Le
JOCUTb CEprUO3HO BMJIMBAE Ha BCi XWUT-
TEBI LIHHOCTI Ta opieHTUpu». My3uuHi Bi-
[Ee0 4acTo OEeMOHCTPYHOThb ifeani3oBaHi
obpasu apTUCTIB Ta cuTyaLil, SKi MOXYTb
CTaTM MpUKNIALOM QAN HacnifyBaHHS
ans rnapavie. BogHouac ue moxe npwu-
3BECTU [0 BiguyTTs HEQOCKOHANoCTi Ta
HEBL,0BOJIEHHS BIACHMM 30BHILLHIM BU-
rnsgoM abo XUTTSIM, 0COBNMBO cepef,
Monofi, sika 3a3BUYall € OCHOBHOK ay-
OunTopieto Takux Bigeo. Lle nigkpecntoe
BaXJIMBICTb KPWUTUYHOTO MWCIIEHHSI Ta
YCBiJOMJIEHOrO aHasi3y MeniaKOHTEHTY
3 MeTol 36epexeHHs1 3[0pPOBOro CTaB-
NEeHHs1 0O NPOLIeCiB caMoni3HaHHsA Ta ca-
MOB[,0CKOHA/EHHSI B YMOBAX Cy4YacHoOro
MeJiiHOro NpocTopy.

BooHouyac y HayKoBOMY OWUCKYpPCi iCHYE
" NMpoTunexHa noswuuis, 3rigHO 3 AKOH
MY3WYHi  BifeoKninM po3rnspalTbes
MepeBaxHO siK PO3BaXaslbHUM MPOLYKT,
nos6aBneHn rAMOBOKOro CyCnisIbHOro
abo KynbTypHOro 3micTy. [eski gpocnia-
HUKW MigKPECHOTb, WO BOHU (YHKLi-
OHYIOTb Hacamnepen K KOMepLiiHWUM
NPOOYyKT, CMpPsSIMOBaHWN Ha 3anyyeHHs
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yBaru rnagavie ta 36inbweHHs NpubyTKy
apTuCTIB i npoptocepiB. HaBiTb 3 ypaxy-
BaHHSAIM HOBITHIX TEXHOJONiW i KpeaTuB-
HOro BUKOPUCTAaHHSA BisyanbHUX edpekTiB,
NeBHI MY3WYHi BIOEOKNINU MOXYTb He
MaTu BaroMoro 3Ha4eHHs y CycrnifibHOMy
Ta KyNbTYPHOMY KOHTeKCTi. Taky Mno3u-
Uito MigTPUMYHOTb KPUTUKWK, AIKi CTBEp-
IXyHOTb, WO Lei Tun NpoayKTy 3he-
6inblUIOro CNpsAMOBaHWN Ha po3Baru Ta
BiJMOYMHOK, a He Ha nepefaBaHHs MeB-
HWUX NoBigOMIeHb abo igeanis. Y Takomy
pasi ix MOXHa pos3rnagaTv K YacTUHY
MacoBOI KyNbTypH, L0 Npu3HayeHa As
36ifblieHHA NpuBYTKIB i po3Baru ayau-
Topii. [MpoTe HaBiTb Y Mexax Takol Nosu-
uii cnig BpaxoByBaTH, WO My3UYHi Bige-
OKNinNu BCe 0[HO MOXYTb MaTW BRacHWUiA
XYOOXHIN i KynbTypHUiA BhAuB. HaBiTb
AKWO TXHA TFONMOBHA MeTa — po3Bary,
BOHM 3[aTHi NpocyBaTu NeBHI eCTETUYHI
abo My3uYHi CTWI, BNIMBaKOUYM Ha CMaky
Ta BrnoobaHHA rnagadis.
MpofakT-naencMeHT Yy KiHO Ta iHLIMX
ayfioBisyasibHMX TBOpax Hajaae bpeHpam
MOXJIMBICTb He N1Lle peknamyBaTu CBOI
NPOAYKTW, a W iHTerpyBaTu X y CHOXeT
TaK, L0 BOHWM CTalOTb BaroMok 4acTu-
HOO BipTYyasibHOro CBITYy rnsgava. Ak nig-
TBepAXytoTb A. Kpamonic i M. KonekoBa
(Kramolis and Kopeckova, 2013, p.103)
y npaui «MpofakT-nnencMeHT: PO3yMHUIA
MapKeTUHIOBUMA IHCTPYMEHT, L0 nepe-
HOCUTb KOMMAaHiK0 Ha HACTYMHWUN KOHKY-
PEHTHMI piBeHb»: «CNOXMBaYi acoLitoloTb
CBIT KiHO 3i CBOIM BNacHMM, Bif4yyBatoTb
NPUXWIBHICTL [0 TOBapy, WO B HbOMY
pPO3MILLEHO, LLO, BiANOBIAHO, BMNMBAE Ha
IXHI HACTPOT Ta CMOXWBYI 3BUYKM».
HatomicTb Baxnuso 36epiratn 6anaHc
MiX nonynapusauieto 6peHgy Ta HaTy-
panbHICTIO CLeHapito. IHTerpauis npo-
OYKTY He MOBMHHA BUMsifaTU HaB'A3NMU-
BOO abo LUTYYHO, a Mae BMUCYBaTUCS
B Noriky i nopii. Came uen nigxig pae
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3MOry NpofakT-nAencMeHTy 3anuwaTu-
csi ePeKTUBHUM | HEHaB'A3NIMBUM.

flk 3a3HayatoTb X. YeH Ta €. BaHr (Chen
and Wang, 2016, p.851) y npaui «[po-
OaKT-nnencMeHT y dinbmax 3 Hanbinb-
lWMMK KacoBuMu 360pamu y lonnisygi:
2001-2012», echeKTUBHOW € iHTerpawis
TOBapy Yepe3 opraHiyHe 3anyyeHHs oro
B ctoxeT icTopil: «[MpoaykT abo 6GpeHp
BMKOPUCTOBYETbCAA abo  3'ABNSETbCA
y 3BMYHOMY AJ1s1 HbOrO cepefoBuLLi abo
Mae 3B'I30K i3 MOTOYHUM ClOXeTOM. Ha-
npuKJag, rofnoBHI MepcoHaxi — napa, sika
wykae kBapTupy. MNig yac obigy B pec-
TOpaHi BOHM 3rafytoTb iM'a 3a0yn0BHU-
Ka. Lla nosiea BignoBigae cepenoBuLLy».
MNpopakT-nneicMeHT fae 3mory OpeH-
JaM He MpoCTO peksaMyBaTu MPOAYKT,
ane i 4EMOHCTPYBaTU MOro B KOHTEKCTI
peanbHOro XUTTEBOro CTUMKO repoiB. Lle
MOXe CMpUSITU NEroMy CpURHATTIO TO-
Bapy K YaCTUHU NOBCSAKAEHHOIO XUTTS.
Takox H. CaHakoeBa (2015 c¢.562)
B npaui «MpuxoBaHa peknama i Product
placement B YkpaiHi: cyyacHi TeHpeH-
Uil Ta 3apybixHUMA [OCBIL» HarosoLlye:
«Product placement BukopuctoBye de-
HOMEH JHOACHKOI MCUXIKK, AKWUIA MCUXO-
norn HasuBaroTb ‘“ecpekToM npocTo-
ro nepebyBaHHA B noni 3opy". 3rigHo
3 pesynbTaTaMu YUCNIEHHUX OOCTIAKEHb,
3HaXOXEHHS "B nosi 30py" NpuM3BOAUTb
[0 HECBIAOMOrO NOYyTTS CMMNATIl, HAaBITb
AKILO [0 EKCMOHOBaHOro ToBapy yBara
BMNPOOOBYBaHWUX crelianbHO He 3any-
YyaeTbcs. |HpopMaLiss Npo HbOro Cnpuii-
MaeTbCA | 3anam'ATOBYETbCS JHOAbMMU
HecBigoMo». OVH 3 KJIFOYOBUX acneKkTiB
NpoAaKT-NJeNCMEeHTY MoNArae B TOMY,
LLL0 Oro BJIMB MOXe O6yTu [JOBrOCTPOKO-
BUM. OCKinbku cpinbMu 3akapboByroTbCS
B NaM'aTi ayguTopil Ha TpUBaNui TEPMIH,
TOProBi Mapku MatoTb 3MOry KOpUcTyBa-
TMCA UMM ONsi NiATPUMKM CBOro obpasy
BMpPOAoBX 6araTbox PoKiB.
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MpuxoBaHa pekniaMa B KiHemaTtorpadi
MocTae He nuwe AK iHCTPYMEHT mpocy-
BaHHA, afne i AK MOXJIMBICTb B3aeMOJil
3 MOTEHLiHUMUK KJliEHTaMKu 4yepes Be-
NUKKUIA ekpaH. Koy o ycnixy nonsirae
B TOMY, Hackifbky BAano GpeHau iHTe-
rpytOTb CBOI MPOLYKTU B CHOXET i Bi3y-
anbHi eneMeHTU BifeoTBOpIB, CTBOpIO-
oYM MO3UTUBHI acoljialii Ta eMOoLiNHUI
3B'A30K 3 rnsfjavamu. Apxe, fK 3asHa-
yatoTb 0. Moniwyk, C. MHaTiok Ta H. Cen-
nosa (2015, ¢.303) B npaui «Mac-megia
SIK KaHas MaHinynsiTUBHOrO BM/IMBY Ha
cycninbCcTBO». «YyTTEBUM CTYNiHb BiAO-
OpaxxeHHs CTOITb 6aMXK4Ye [0 30BHILLIHbO-
ro CBITY, HiXX MUCIEHHS, | pearye LWBugLe
Ta 6eanocepepgHiwe. ToMy KHoro neriwe
“ekcnnyaTtyBaTn”».

AHanisytounm MpakTUKU MPOCYBaHHS
aypioBisyanbHol npoaykuil, |. Kapabasa
Ta O. MNonnascbkuit (2019, ¢.53) y cTaTTi
«MapkeTuHroBa cTpaTerisi y KiHo6i3Heci:
3apybixXHMN [OCBiL NPOCYBaHHSA KiHO-
NPOAYKTY Ha PUHOK» HarosoLLYHOTh, LLLO
«BUBYEHHS1 3apybiXHOro focBigy BWUKO-
puUcTaHHs 3acobiB MPOCYBaHHS Yy KiHO-
6i3Heci fOoUiNbHO NoYMHATK 3 po3rnsagy
MapKeTUHIOBUX CTpaTerin nigepis iHAY-
CTpii». BUKOpUCTaBLUM OpPUriHANBHICTb
y Bigo6paxeHHi OpeHAiB | NpoAyKTIB,
MOXHa CTBOPWUTU YHIiKanbHWWA | Hemno-
BTOPHUI iMiOXK, SSKUI NIerko 3anam'aTo-
BYETbCS. BidyanbHUIN MapKeTUHT y KiHe-
MaTorpadiyHnx TBopax — Le He JuLe
TBOpPYICTb, @ N Hayka, Wwo notpebye pe-
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TeJIbHOr0 MiaHyBaHHSA, HeCTaH4apTHOro
nigxodQy Ta BMIiHHS B3aeMOfiATU 3 ay-
OUTopi€eto B pisHUX popmaTax.

BucHoBKu

OTXe, My3MYHE BiJle0 B Cy4yaCHOMY Me-
OiMHOMY NpocTopi Bifirpae BaroMy posb
y Bi3yasibHii penpeseHTauil My3WYHOT
TBOPYOCTI, B3aeMofii 3 ayguTopieto Ta
BifloBpaXKeHHi aKTyasibHUX KYNbTYPHUX
TeHOeHUin. Bigeokninu ctann He npo-
CTO aKOMMaHEMEHTOM AJisl My3UYHUX
TBOPIB, @ OKPEMOIO TEYi€l0 y MUCTELTBI,
fIka Mae 3HaYHWUI BMJIMB Ha CYCMiNIbCTBO.
BoHM 30aTHI BMICTUTU B cO0i CTiNIbKU iH-
dopMaL,ii BNpoaoBX LeKiNIbKOX XBUIUH,
CKiJIbK/ HE MOXe MepefaTy XXOAeH iHLWnIA
MegiHWUI NPOLYKT.

3HayeHHs Bifgeokniny sK MepgiiHo-
ro iHCTPyMeHTy Ta ¢popMu MUCTeLTBa
MOCTINHO 3pocTae B enoxy uudpoBol
KynbTypu. [puxoBaHa peknama y Bige-
oKninax yTBEPOXYETbCA SIK BOANUN iH-
CTPYMEHT BMJMBY i nonynapusauii npo-
OYKTY, WO 3 KOXHWM POKOM 3MiLHIOE
CBOI No3uuii i HabyBae KJIFOYOBOrO 3Ha-
YEHHA y MefinHin ccepi. 3aBasku fo-
Bipi rnapayiB i WUWMPOKOMY MOLUMPEHHIO
MY3MWYHI Bileo € OfHiet0 3 HalgieBiwnXx
nnatdopm ANA NPOCYBaAHHS | BNAMUBY Ha
Macu, ocobMBO B Yac, KON oAU 3BU-
KX [0 CoLiafibHUX MEPEX i MOTNIMHAHHSA
«LWIBUAKOrO» KOHTEHTY.
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Abstract

The purpose of the article is to examine the impact of music videos on the modern audience and to explore
their role in the reproduction and dissemination of cultural and social norms. To analyse the evolution of
screen works of this type from their emergence to the present day. To examine music videos as a tool for
integrated advertising. Research methodology. Theoretical methods of synthesis, induction and deduction
were used to analyse contemporary music videos and information sources; an empirical method was used
to systematise personal experience; a systematic-analytical approach was used to determine the goals
and strategy of scientific research; special methods were used to analyse screen works of this type as an
art form that influences the social environment. Scientific novelty. For the first time, the influence of music
videos on the media space has been systematised and analysed, taking into account current research
and the latest trends. A comprehensive view of music videos as a phenomenon requiring interdisciplinary
analysis within the fields of cultural studies and musicology is proposed. In addition, innovative processes in
the field of video production and distribution technologies are examined. Conclusions. The article examines
the influence of music videos as a type of media content on the modern audience. It defines their role as
a cultural phenomenon in shaping musical and sociocultural trends. The transformations of video formats
from their inception to modern digital forms are analysed. The possibility of further research into the impact
of this media format on society and the development of the music industry, where music videos appear as
an effective psycho-emotional tool, has been identified. Changes in the production technology, themes,
and aesthetics of this type of content, depending on the socio-cultural context and scientific progress, are
considered, and the effectiveness of using music videos as a marketing strategy for promoting products
and types of hidden advertising is assessed.

Keywords: video clip; music; media space; trends; music video; audiovisual art; digital technologies; editing;
audiovisual innovations; integrated advertising
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Abstract

The methodology of the research. To study the specifics of the combination
of shots according to the composition and collage structure in contemporary
documentary cinema. To identify the patterns of influence of dramaturgical
constructions on the viewer's emotional manifestations. To analyse and
summarise the main aspects of building a collage documentary with a central
narrative component. To identify possible means of sensory impact on the
viewer through forms, textures, colours, and editing drama. To prove the
importance of making the screen image imaginative and meaningful. To
motivate young artists to deepen their knowledge in the context of studying
the impact of poetic screen language on the viewer. The research methodology.
The following scientific methods were used in the study, namely: theoretical —
a comprehensive study of the structural structure of the collage film, based
on a meticulous analysis of the works of prominent theorists and examples of
world cinema, analysis of pictorial, figurative and sensual means of influencing
the viewer, as well as psychological and physiological factors of human
perception of an audiovisual work; comparative — establishing parallels
between the construction of video sequences of different types of contemporary
documentaries; practical — modeling. Scientific novelty. For the first time,
the phenomenon of collage reflection in documentary cinema is analysed,
highlighting the tools that influence the viewer through colour drama, collage
composition of the video sequence, and image form. The author has studied in
depth the meaningfulness of the use of montage constructions that affect the
viewer's subconscious and emotional receptors of perception. Conclusions.
The article examines the specifics of combining shots in accordance with the
composition and collage structure in contemporary documentary cinema.
The regularities of the influence of dramaturgical constructions on the
viewer's emotional manifestations are revealed. The central aspects of the

© Svitlana Kotliar, Andrii Datsiuk, 2025

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

audiovisual-art knukim.edu.ua



BicHWK KWIBCHKOTO HALIIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELITBO | BUPOBHULITBO

2025+ 8(2) - €.223-235

documentary collage structure are generalised. The instrumental significance
of the means of sensory influence on the viewer, in particular, editing, colour
tone, shapes and textures, is established. The importance of an in-depth study
of the figurative and meaningful screen image is proven. The nature of the
viewer's perception of a screen work is analysed.
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Problem statement

The question of finding the proper form to
express an idea on the screen has been of
interest to many artists throughout the his-
tory of cinema. The emotional impact on
the viewer, as well as the content and logic
of the narrative, are aspects without which
any film cannot exist. People perceive and
interpret what they see based on their own
point of view, experience and intellectual
level. However, skilful directors can com-
municate with the masses through their
films, embracing collective emotions, while
also paying attention to each individual
through narrative and figurative means.

The realisation of an author's idea into
an audiovisual work depends directly on
several aspects, including colour and edit-
ing. The task of any director who chooses
the tools of film storytelling is to create an
interesting combination of shots and epi-
sodes. A contemporary filmmaker can em-
ploy specific techniques to influence the
viewer, enhancing drama by accentuating
a light tone and adding an atmospheric
mood to the image. It should be noted that
under different lighting conditions, ob-
jects within the frame may exhibit varying
shades, and the nature of the frame's per-
ception will change accordingly.

Throughout the film, the authors must
find a skilful way to capture the view-
er's attention. In documentary films, it is
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ISSN 2617-4049 (Online)

worthwhile to focus on building a mean-
ingful narrative with the help of editing.

Recent research
and publications analysis

Johann Wolfgang Goethe (1840) formu-
lated several psychological states related
to the perception of colour combinations
and studied the influence of colour on the
human soul's state.

J. Itten (1973) studied the properties of
colours and established associative rela-
tionships between them.

P. Shyrman, S. Kotlyar, and A. Su-
prun-Zhyvodrova (2018) analysed in de-
tail the specifics of the sign-semiotic fig-
urative film language; accurately outlined
the probabilities of collage constructions
in different types of documentaries (Shy-
rman, 2019); explored and gave meaning
to the concept of the director's solution
to screen works (Shyrman and Syz, 2020).

The work 'Sergei Parajanov. Collage. As-
semblage. Subject (2013) revealed the
phenomenon of Parajanov's collage com-
position.

V. Skurativskyi and V. Hlushchenko
(2023) studied the properties of combin-
ing musical and noise components in the
dramatic context of an audiovisual work.

Z. Kracauer (1961) highlighted specific
formative aspects of the impact of film
images on sensory perception.
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The issue of accurately using editing
techniques was studied by the prominent
editor W. Murch (1995).

B. Blok (2008) focused in detail on the
selection of tools for the visual structures
of the film.

In a comprehensive study of the edit-
ing context, S. Katz (1991) confirmed the
inexhaustible importance of traditional
techniques and methods.

K. Chorna (2020) analysed the transfor-
mation of artistic forms and components
of Ukrainian docudrama.

0. Bezruchko and V. Bardyn, in a series
of in-depth studies (2021, 2022a, 2022b)
on the coverage of Boyko heritage on
screen, highlighted the advantages and
relevance of historical and ethnographic
documentaries.

0. Kunderevych, K. Kyrylenko, and O. Be-
niuk (2021) considered a number of the
latest artistic strategies in the immersive
and anthropological context.

The purpose of the article. In order to study
this issue, it is necessary to investigate the
specifics of composition and collage con-
struction in contemporary documentary
cinema. The article will solve the following
tasks: determine the interdependence of
the structural components that form the
collage reality; identify the patterns of the
viewer's perception of a particular dramat-
ic structure; analyze and summarize the
leading aspects of building the pictorial
and narrative component of a collage doc-
umentary; establish the role of means of
influencing the viewer, such as shape, tex-
ture, colour, and editing. The importance of
being able to give the screen image image-
ry and meaning is proven.

Main research material

In the book Sergei Parajanov. Collage.
Assemblage. Subject, the words of the
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famous director are quoted: ‘'l was not al-
lowed to make movies — | started making
collages. A collage is a compressed film'
(Klochko comp., 2013, p.20). Today, no
one can forbid a contemporary artist from
making an extended video collage and
calling it a movie. Such screen works usu-
ally lack a fascinating story with amazing
characters or much dramatic intertwining.
However, each frame of such a film is en-
dowed with a specific imagery inherent in
the author. Ultimately, it is worth noting
that collage films enable the director to
communicate with the viewer subtly and
profoundly, telling a story with a distinct
vision. While watching such films, a per-
son is left alone with their fantasies and
experiences, and it may seem that they
find specific meanings on their own.

When focusing on the collage construc-
tion of a work, it is essential to consider
several crucial structural aspects. One of
the main ones is editing.

The perception of documentary real-
ity on the screen primarily depends on
human nature and its psychological as-
pects (Havran and Popova, 2019). Even
in everyday life, physiologically and un-
consciously, the viewer can edit images
around them. In his book In the Blink of
an Eye: A Look at Film Editing, Hollywood
film editor W. Murch (1995, p.67) com-
pares the so-called cut points of a shot
to the branches of a tree. He notes: ‘...
one way to identify these branch growth
points is to compare them to our blink
patterns, which have emphasised the
rhythm of our thoughts for tens of thou-
sands, perhaps even millions of years of
human history. It is exactly where you
want to blink your eyes if you have really
been listening closely and need to make
a connection' (Murch, 1995, pp.67-68).

Murch (1995, pp.64-69) focuses in de-
tail on aspects of the so-called ‘monazoo
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in everyday life' and analyses how a per-
son, directing their focus of attention to
an object, moves from one magnifica-
tion to another. The director can employ
the same techniques in non-fiction films,
which are often based on the nature of
human existence.

It should be noted that documentaries
have more opportunities for collage plot-
ting than fiction films. Nevertheless, ac-
cording to the article by O. Bezruchko and
V. Hryftsov (2025), '‘Documentary Style in
Fiction Film', both main types of audio-
visual art (fiction — documentary) have
mutual influence on each other. Within the
framework of the author's idea, the direc-
tor can logically combine shots, and this
truth of life will be interpreted through the
screen in a reasoned and justified way for
the viewer.

Film theorist Z. Kracauer (1961, p.158)
in his book The Nature of Film. Reha-
bilitation of Physical Reality’ notes:
‘...cinema reflects physical reality as it
is. Under the impression of the striking
reality of the film footage, the viewer in-
voluntarily reacts to it in the same way
as he would react in everyday life to the
material phenomena that are reproduced
on the screen'. Kracauer (1961, p.158)
emphasises certain aspects of the im-
pact of film images on sensory percep-
tion. He emphasises that, existing within
the screen, the frames push the viewer
to unconsciously perceive their specific
structure. Let us examine how a director
can influence the emotional perception
of their work by employing an unconven-
tional method of combining shots.

In the context of considering historical
and ethnographic documentaries, O. Bez-
ruchko and V. Bardyn (2020, p.193) note:
‘The means of documentary filmmaking
provide an opportunity to visit various
ethnographic museums in a short time,
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to get acquainted with historical informa-
tion, to analyse eyewitness accounts, and
to form one's own opinion’. To a certain
extent, this interpretation can be seen in
the projection of most screen works, in
particular, photo art projects such as the
creative work of the above-mentioned
authors 'The Ethnic Language of the Sa-
cred’ (Bezruchko and Bardyn, 2021b), or
the unique phenomenon of collage films.

Watching the 1969 documentary ‘We'
by Armenian director Artavazd Peleshi-
an, the viewer has the opportunity to find
themselves in quite specific places while
watching poetic images: at a construc-
tion site, in a square among a large crowd
of people, during a funeral, or somewhere
in the mountain air. At the same time,
the author does not edit the footage in
a consistent storytelling way, but rather
divides and arranges it throughout the
film. Thus, it is the distant associative
combination that helps to arouse emo-
tions in the viewer, not the glueing togeth-
er of two neighbouring images to create
a new meaning.

However, not all documentary filmmak-
ers and editors in the world of cinema like
this collage reflection of reality. Some be-
lieve that the conventional way of stitch-
ing together shots on the screen is more
effective for the viewer.

The editor S. Katz (1991, p.125) notes
in his work ‘Cinematography Frame by
Frame: Visualisation from Concept to
Screen': 'If the rules of comfortable edit-
ing do not correspond to the visual solu-
tion of the film, the director does not have
to follow them'.

In today's world, filmmakers, accord-
ing to the article by H. Chmil and K. Ps-
henychna (2018), 'Film Editing: From
Avant-garde Films to Modern Editing
Practice', solve the problem of combin-
ing shots on the screen in different ways.
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Documentary cinema requires authors to
reflect everyday life truthfully. However, it
is the director's solution to the work that
helps to create extraordinary collage plot
constructions and to edit in a way that is
fascinating for the viewer.

The author of the monograph The Di-
rector's Solution to a Screen Work,
R. Shirman (2019, p.125), discussing dif-
ferent types of documentaries, notes: ‘In
such films, one can often see a collage
construction, when episodes filmed in
completely different ways alternate’. The
scholar suggests that opposites such
as video surveillance, animation, staged
episodes, old newsreel footage, archival
video footage, on-camera interviews of
characters, or expert testimony can be
combined in a single work. The authors
are not concerned that they seem to be
losing the unity of the form. However,
each author solves the problem of stylis-
tic combination of different episodes in
their own way (Shyrman, 2019, p.125).

In her in-depth study of the transfor-
mation of artistic forms of documentary
cinema, K. Chorna (2020, p.150) shares
a somewhat similar opinion, noting: ‘An
integral part of the editing of Ukrainian
docudramas is the insertion of various
photographs, maps, diagrams, tables and
other types of infographics, as well as ar-
chival documentary video materials (op-
erational footage, surveillance camera
footage) into the video sequence — all of
these tools are actively used to facilitate
the viewer's perception of information,
increase the drama and realism of the
events being reproduced'.

When studying the introduction of new
forms in documentary cinema, it is worth
paying attention to the anthropocentric
film context, as it is to some extent cen-
tral to the contemporary screen space
(Kotliar and Kuzmenko, 2023). The opin-
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ion of O. Kunderevych, K. Kyrylenko and
0. Beniuk (2021, p.174) seems to be apt,
as they note: ‘In the contemporary socio-
cultural space, an anthropological reali-
ty is being formed that shapes the latest
artistic strategies. They are a living and
unique experience of creativity, openness,
incompleteness, and at the same time re-
sponsible human participation in deter-
mining the future'.

Even in in-depth video observation of
natural phenomena, where we are talking
about a possible departure from anthro-
pocentric theory, as stated in the article
by H. Chmil and Y. Buriak (2022) ‘Human
and Nature in Documentary Films', the
director is consciously or unconscious-
ly able to give the image a specific hu-
manised imagery. In this case, the film
may consist of quite extraordinary shots,
such as a snowstorm or, say, dust be-
hind a wardrobe, but an attentive view-
er will quickly find their own parallels to
reality and will observe these objects as
real protagonists. Finally, it is worth not-
ing that observational documentaries
with collage video sequences possess
a certain ontological sacredness, as this
reflection of reality allows the author to
prompt the viewer to reflect on and com-
prehend their own existence more deeply.

The author of the book In the Blink of
an Eye: A Look at Film Editing, W. Murch
(1995, p.142-143), notes: 'The para-
dox of cinema is that it is most effective
when it combines two contradictory ele-
ments-the general and the personal-into
a kind of collective intimacy. The work it-
self is unchanged, aimed at an audience
of millions, but when it works, it seems as
if the film addresses each viewer in a very
special way.'

Let us examine how authors can have
a direct impact on the viewer's psycho-
physical state. After all, there are many
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options for selecting visual components
today (Havran and Botvyn, 2020). The
most important thing is what the director
wants to convey to his viewers. The im-
age effectively conveys the atmosphere
and a particular state of the characters
within the frame in a harmonious compo-
sitional manner. The texture of a ‘grainy’
screen will enhance the intimacy of life
or transport the viewer to a particular era.
At the same time, the choice of a sharply
contrasting image can create a height-
ened perception of the world reproduced
on the screen. It is worth noting that the
term’ film narrative' can refer not only to
the visual aspect of the work, but also to
its style and structure.

Thus, Z. Kracauer (1961, p.215), in his
work The Nature of Film. Rehabilitation of
Physical Reality states: — '...any content
includes elements of form; any form is also
content. Therefore, terms such as comedy,
melodrama, and tragedy are legitimate-
ly vague; they can indicate both specific
content and formal aspects of the named
genres, or both. Moreover, the concepts of
‘form' and ‘content’ are undoubtedly based
on the properties of the work itself'.

Depending on the story that the director
is telling, the content is invested in every
shot, every montage, every episode. If the
author has a structured story and a pre-
cise directorial idea, it will be absolutely
accurate and justified in the chosen form.
The opinion of R. Shirman and D. Syz
(2020, p.79) from the article ‘Specifics of
the Implementation of the Director's Idea
in a Screen Work' is meaningful: ‘Original
and unexpected editing is possible only
when a deep director's intention is laid
down in advance in the film.'

However, aspects of screen discourse,
such as the nature of the image, the
dynamics of objects, and the colour
scheme, also play a significant role in in-
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fluencing the viewer, as R. Shirman (2019,
p.14) notes in his monograph The Direc-
tor's Solution to the Screen Work — 'What
director does not know that the screen
is, first of all, movement. Both cinema
and television require everything to be in
motion at a rate of twenty-four or twen-
ty-five frames per second. Trains arrive,
steamers sink, police chase bandits. Im-
ages of video clips flickered. Even behind
the news anchors, the backgrounds with
some dynamic image were moving'.

By inertia, the viewer's gaze tends to
focus on moving objects, and even in
a clearly sustained static image, a person
will notice slight breaths, slight fluctua-
tions, and watch the screen action closely.

The visual components of the image
should convey the life in the frame. The
era or the circumstances in which our
characters find themselves can repro-
duce reality in different ways. However,
in every frame of the movie, movement
should capture the viewer's attention and
lead to suspense.

As B. Blok (2008, p.265) notes in his book
Visual Storytelling: Creating the Visual
Structure of Film, TV, and Digital Media,
'...What colours? What type of lighting?
What lines and shapes? What lenses will
you use? Each shot will have every major
visual component. How will you use them?
The answer to this question is perspective.
The choice of visual components is always
based on what the filmmaker wants to
evoke in the audience'.

In the context of the impact of documen-
tary images on the viewer, it is worth con-
sidering the instrumental importance of
colour tone. In his work The Theory of Col-
our, Johann Wolfgang Goethe (1840, p.17)
noted that colour is an action of light that
evokes emotions. Let us analyse how the
viewer, upon seeing the light and shadow
patterns of a film, experiences deep emo-
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tional responses. Let us assume that the
psychological effect of colour is deter-
mined by a person's emotional reaction,
which is triggered both at the subcon-
scious level and depending on the indi-
vidual's visual experience. Thus, a person
develops conditioned reflexes to a specific
tone and associative thinking. When build-
ing a visual montage drama, the director
should consider the emotional impact of
colour, primarily when documenting real
life on camera. The viewer will perceive
the events in the frame differently depend-
ing on the tone and lighting.

Thus, Z. Kracauer (1961, p.137),in his book
The Nature of Film. Rehabilitation of Phys-
ical Reality notes: '...although colour in its
influence on the viewer's perception of the
screen image largely coincides with music,
it cannot replace it. Time has fully proved
that colour films need the support of music
no less than black-and-white films'.

It is worth noting that the colour of the
frame and its compositional component
are separate and independent tools of
emotional impact, along with music and
noise. The specifics of colour processing
at the post-production stage, as well as
the choice of tinting for individual epi-
sodes of the film, directly depend on the
author's intention and the director’s deci-
sion regarding the screen work. It is up to
the director to decide whether, for exam-
ple, he wants to soften the overly tragic
events in the frame by using less contrast,
light and warm colours. Contemporary
documentary filmmakers have all the
tools to create colour drama and tone pro-
cessing to uniquely convey the feelings of
the characters (Bezruchko and Manuliak,
2019). The synthesis of their own expe-
rience with the analysis of the works of
prominent researchers of the nature of
film language will help every young artist
to master the science of colour.
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However, not all researchers of the
specifics of the screen language want
to give meaning to individual colours
and thus create an undeniable emotion-
al and associative feeling in the viewer.
To a certain extent, we can agree with
B. Block, who noted in his book Visual
Storytelling: Creating the Visual Struc-
ture of Film, TV, and Digital Media that
any colour can acquire the meaning of
danger, safety, good, evil, virtue, corrup-
tion, etc. Although stereotypes of per-
ceiving the meaning of colours confirm
the effectiveness of the impact of visual
effects on the public, at the same time,
this standard use of them is weak and
the least interesting (2008, p. 4). Some
filmmakers, based on this idea, create
a new space of their own, one of their
own colour, meaning that it contrasts
with the shared associative vision.

The theorist J. Itten (1973, p.129) noted
in his work ‘The Art of Colour": ‘The expe-
riences caused by the perception of col-
our can penetrate deeply into the brain
centres and determine emotional and
spiritual perception. It is not by chance
that Goethe spoke of the sensual and
moral influence of colour'.

Let us analyse the emotional load of the
grey colour. Itten (1973, p.21) described
the grey middle tone as having calming
properties. Additionally, most program
interfaces feature a grey background,
which makes it easier to view the materi-
al and reduces eye strain. Filmmakers, for
example, can use this to recreate certain
sensual and intensely emotional events
in their documentaries more comfort-
ably and delicately. By using black and
white images and choosing medium-soft
grey halftones during colour correction,
authors can convey important, serious
events on the screen without traumatis-
ing the viewer's psyche.
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The theorist Z. Kracauer (1961, p.158)
argued that different types of images
evoke distinct reactions: some appeal
directly to the mind, while others func-
tion as symbols. Through the language of
montage, the director can evoke strong
emotions in the audience. Depending on
the idea, this can be enhanced by col-
our. It is worth noting that it can be not
only a sign or symbol, but also a whole
system of language. The choice of tone
can be contrasting or harmoniously in-
tegrated into the plot. As for the pro-
cessing of documentary footage, the
authors can also convey specific mean-
ings by applying a warm or cold tone to
the image, or by removing all colours,
and presenting reality on the screen
in monochrome.

Ukrainian filmmaker R. Shyrman (2019,
p.108) notes in his monograph The Di-
rector's Solution to a Screen Work: 'The
director knows that a real documentary
needs serious drama'. Sometimes the
development of the plot, or the division
of episodes by time and mood, is creat-
ed with the help of colour. In documen-
taries, authors can convey extraordinary
thoughts and lead viewers to emotional
experiences by using separate tonal col-
ours in montage phrases. Alternatively,
they can outline each of the modal layers
with a certain colour.

When embodying history in documenta-
ry films, fiction films, experimental films,
and films that combine animation, au-
thors strive to evoke the emotions of the
audience. Forms and textures become
apt tools that help to immerse the view-
er in the world of the characters. In his
book Cinematography Frame by Frame:
Visualisation from Concept to Screen, the
theorist and editor S. Katz (1991, p.127)
urges: 'Create your portraits with the
help of texture, lighting, and endlessly
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try new variants of form. This does not
mean that you should abandon tradition-
al techniques. They are by no means ex-
hausted and can be as rich, striking, and
moving as the experimental ones'. Thus,
the skill of influencing the viewer can be
achieved in the embodiment of various
visual structures, so you should feel free
to broadcast your ideas.

Conclusions

The process from the birth of an idea to
its realisation was important to the clas-
sical masters and remains relevant to
every follower of the screen world. The
courage to employ various collage con-
structions in documentary cinema de-
pends on the author's determination to
realise their idea and speak truthfully to
the viewer through the screen. Depending
on the idea, the material's variability, and
the seriousness of the conversation, the
author chooses the most appropriate and
effective means of editing.

The specificity of the combination of
forms and textures of the visual com-
ponent of the work is critical in contem-
porary screen discourse. The random-
ness of life that a director can capture
in a frame can have different effects and
evoke particular emotions. Depending on
the form in which life is captured, the per-
ception, interpretation and imagery will
have a different degree of emotional load.

Defects in the old film, additional manip-
ulations with the camera lens, different
work with lighting, colour tone, or even
the angle of the person in the frame can
significantly affect the perception of the
most authentic documentary fragment.
Therefore, an artist who chooses a par-
ticular form of image should consider all
aspects of the impact on the viewer in
the context of their reality. An analytical
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and conscious approach will enable the tional load, the viewer will be ready to
author to implement the necessary tools take the movie seriously and frankly. As-
most effectively. pects of influence are still analysed and
Young artists should learn to control studied in many film schools around the
the logic and appropriateness of using world, and this topic is inexhaustible in
a particular technique. In accordance its cognitive implications, as the view-
with the correct interpretation and emo- er's perspective changes over time.

CMUCOK BIBJTIOrPAGIYHUX MOCUJIAHD

Bespyuko, O. Ta bapauH, B., 2022a. NMpeameTHe cepefoBULLE KYyNIbTOBUX cnopy BolkiBLMHM
Y KOHTEKCTi BUCBITNEHHA B eKpaHHUX MUCTeuTBax. BicHuk KHYKiM. Cepisi: MucTeL TBO3HaBCTBO,
[e-journal] 46, ¢.191-197. https://doi.org/10.31866/2410-1176.46.2022.258793

Bespyuko, O. Ta MaHynsk, A.-H., 2019. BnavB KofbOpy Ha MagaubkKy ayauTopito
iHTepakTMBHOrO TenebayeHHs. BicHuk KWIBCbKOro HauioOHasbHOro yHIBEPCUTETY KYAbTypu
i mucteyts. Cepis: AyaioBisyasbHe MUCTEUTBO | BUPO6HMUTBO, [e-journal] 2 (2), ¢.208-215.
https://doi.org/10.31866/2617-2674.2.2.2019.185711

laBpaH, |. Ta boTBUH, M., 2020. [loKyMeHTasbHe KiHO B Cy4aCHOMY eKpaHHOMY AUCKYPCi. BicHUK
KuiBcbkoro HalioHaslbHOro YHIBEpCUTETY KynbTypu | MucTelTB. Cepis: AygioBidyasibHe MUCTELTBO
i Bupo6HMLTBO, [e-journal] 3 (1), c.11-19. https://doi.org/10.31866/2617-2674.3.1.2020.202649
laBpaH, |. Ta MNonoea, ., 2019. Ponb KiHemaTorpadha y XWTTI cydyacHOl JOAWUHWU. BicHuk
KuiBcbkoro HalioHaslbHOro YHIBEpCUTETY KyabTypu | MucTeuTB. Cepis: AyAioBi3yasbHe MUCTELTBO
iBupo6HMLTBO, [e-journal] 2 (2),c.181-187. https://doi.org/10.31866/2617-2674.2.2.2019.185700
Knouko, 0. ynopsag., 2013. Ceprivi MapagxaHoB. Konnax. Accambnsx. lNpegmet. Kuis: Oyx
i Nitepa.

Kotnsap, C. Ta KyabmeHko, f., 2023. KiHo Ta cepianbHa NpogyKuia sk pesynbTaT chnisnpawi
pexwucepa Ta npoatocepa. BicHuk Knuiscbkoro HayioHasibHOro yHiBepCUTETY KyJIbTYpU i MUCTeLTB.
Cepis: AygioBisyanbHe MUCTeLTBO i BMpo6HMUTBO, [e-journal] 6 (2), c.177-185. https://doi.
org/10.31866/2617-2674.6.2.2023.289286

KyHgepesuy, 0.B., KupuneHko, K.M. Ta BeHtok, 0.b., 2021. IMepcMBHICTb sIKk MUCTeLbKa
cTpateris noyatky XXI cTonitta (aHania TeaTpasbHOro AOCBiAY Ta #oro dinocodcbkux
nigsanun). Bichnk KHYKiM. Cepis «MucTelTBo3HaBCTBO», [e-journal] 45, ¢.174-182. https://doi.
org/10.31866/2410-1176.45.2021.247390

CkypaTiBcbkui, B. Ta MyweHko, B., 2023. My3uyHa Ta LWyMoBa nanitpa 3ByKOBOIro CynpoBoLy
300paxeHHs1 nensaxiB B ayfioBidyanbHOMY TBOPi. BicHuk KuiBcbKoro HawioHasibHOro
YHIBEPCUTETY KynbTypu i MucTeyTB. Cepis: AyaioBisyanbHe MUCTELTBO i BUPO6HULTBO, [e-journal]
6 (1), c.64-74. https://doi.org/10.31866/2617-2674.6.1.2023.279238

Yminb, . Ta MweHnyHa, K., 2018. MoHTax KiHO: Bif, paAsiHCbKOro KiHoaBaHrapgy A0 Cy4acHMX
NPaKTUK MOHTaxy. BicHMK KuiBCbkKOro HauioHaslbHOro yHIiBEPCUTETY Ky/lbTypu | MUCTELTB.
Cepis: AygioBisyanbHe MucTeyTBO | BMPO6HMUTBO, [e-journal] 2, ¢.98-106. https://doi.
org/10.31866/2617-2674.2.2018.151823

YopHa, K.B., 2020. TpaHccopmaLisi XyLoxHiX dopM YyKpalHCbKOI OOKyApaMy B KOHTEKCTI
TeHeHLin nocTMogepHy. BicHuk KHYKiM. Cepis «MucTeyTBo3HaBCTBO», [e-journal] 43, ¢.147-
153. https://doi.org/10.31866/2410-1176.43.2020.220238

ISSN 2617-2674 (Print), Kotliar, S., Datsiuk, A. Features of Compositional and Collage Construction
ISSN 2617-4049 (Online)  of Video Sequences in Contemporary Documentary Cinema



BicHWK KWIBCHKOTO HALIIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.
Cepist: AyfioBisyanbHe MUCTELITBO | BUPOOHMLITBO 2025+ 8(2) - ¢.223-235

LLinpmaH, P. Ta Cuz, M. 2020. OcobamBocTi crneumdiku BTISIEHHSI peXmncepcbkoro sagymy
eKpaHHoro TBOPY. BicHMK KWIBCbKOro HauiOHaslbHOro YHIBEPCUTETY KYJbTypu i MUCTeLTB.
Cepis: AypiosisyanbHe mucTeytso i Bupo6HMUTBO, [e-journal] 3 (1), ¢.75-82. https://doi.
0rg/10.31866/2617-2674.3.1.2020.202663

LLinpmaH, P, 2019. Pexxucepcbke BUpILLIEHHS] eKpaHHOro TBopy. Kuie: BugasHuumii LeHTp KHYKIM.
LLiwpmaH, P, Kotnap, C. Ta CynpyH-XusogpoBa, A., 2018. CeMioTUyHa KoHLeMNLis
B KiHemMaTorpadi. BicHuk KuiBCbKOro HaliOHaslbHOrO YHIBEPCUTETY KY/bTypu | MUCTELTB.
Cepis: AygioBisyanbHe MucTeyTBO | BMPO6GHMUTBO, [e-journal] 2, ¢.79-88. https://doi.
0rg/10.31866/2617-2674.2.2018.151819

Bezruchko, O. and Bardyn, V., 2021. Master's Photo Art Project "Ethnic Language of the Sacred”.
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production,
[e-journal] 4 (2), pp.29-304. https://doi.org/10.31866/2617-2674.4.2.2021.248780

Bezruchko, O. and Bardyn, V., 2022b. Presentation of the Sacred Heritage of Boikos by Means of
Audiovisual Art. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 5 (1), pp.38-45. https://doi.org/10.31866/2617-2674.5.1.2022.256950
Bezruchko, O. and Hryftsov, V., 2025. Documentary style in fiction film. Bulletin of Kyiv National
University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 8 (1), pp.60-78.
https://doi.org/10.31866/2617-2674.8.1.2025.332389

Block, B., 2008. The Visual Story Creating the Visual Structure of Film, TV, and Digital Media.
Amsterdam: Focal Press.

Chmil, H. and Buriak, Ye., 2022. Human and Nature in Documentary Films. Bulletin of Kyiv
National University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 5 (1),
pp.46-53. https://doi.org/10.31866/2617-2674.5.1.2022.257175

Itten, J., 1973. The art of color : the subjective experience and objective rationale of color. 2nd ed.
New York: Van Nostrand Reinhold.

Katz, S.D., 1991. Film Directing Shot by Shot: Visualizing from Concept to Screen. Michigan: Focal
Press.

Kracauer, S., 1961. Nature of Film: The Redemption of Physical Reality. London: Dobson.

Murch, W., 1995. In the blink of an eye: a perspective on film editing. Los Angeles: Silman-James
Press.

von Goethe, J.W., 1840. Theory of Colours. Ed. J. Murray. Translated by, S.Ch.L. Eastlake. London:
J. Murray.

REFERENCES

Bezruchko, O. and Bardyn, V., 2021. Master's Photo Art Project "Ethnic Language of the Sacred”.
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production,
[e-journal] 4 (2), pp.29-304. https://doi.org/10.31866/2617-2674.4.2.2021.248780
Berzruchko, 0. and Bardyn, V.,2022a. Predmetne seredovyshche kultovykh sporud Boikivshchyny
u konteksti vysvitlennia v ekrannykh mystetstvakh [Subject environment of cult buildings of
Boykos region in screen arts]. Bulletin of KNUKIM. Series in Arts, [e-journal] 46, pp.191-197.
https://doi.org/10.31866/2410-1176.46.2022.258793

Bezruchko, O. and Bardyn, V., 2022b. Presentation of the Sacred Heritage of Boikos by Means of
Audiovisual Art. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 5 (1), pp.38-45. https://doi.org/10.31866/2617-2674.5.1.2022.256950

ISSN 2617-2674 (Print), Kotnap, C., dautok, A Cneupndika KOMMO3LIMHO-KONaXHO!
ISSN 2617-4049 (Online)  no6yaoBK BiAEOPAAY B Cy4aCHOMY AOKYMEHTANbHOMY KIHO



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2025+ 8(2) + pp.223-235

Bezruchko, 0. and Hryftsov, V., 2025. Documentary style in fiction film. Bulletin of Kyiv National
University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 8 (1), pp.60-78.
https://doi.org/10.31866/2617-2674.8.1.2025.332389

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

Block, B., 2008. The Visual Story Creating the Visual Structure of Film, TV, and Digital Media.
Amsterdam: Focal Press.

Chmil, H. and Buriak, Ye., 2022. Human and Nature in Documentary Films. Bulletin of Kyiv
National University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 5 (1),
pp.46-53. https://doi.org/10.31866/2617-2674.5.1.2022.257175

Chmil, H. and Pshenychna, K., 2018. Montazh kino: vid radianskoho kinoavanhardu do
suchasnykh praktyk montazhu [Film Editing: From Avant-garde Films to Modern Editing
Practice]. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 2, pp.98-106. https://doi.org/10.31866/2617-2674.2.2018.151823
Chorna, K.V, 2020. Transformatsiia khudozhnikh form ukrainskoi dokudramy v konteksti
tendentsii postmodernu [Transformation of artistic forms of ukrainian docudrama in the context
of postmodern trends]. Bulletin of KNUKiM. Series in Arts, [e-journal] 43, pp.147-153. https://doi.
0rg/10.31866/2410-1176.43.2020.220238

Havran, I. and Botvyn, M., 2020. Dokumentalne kino v suchasnomu ekrannomu dyskursi
[Documentary cinema in contemporary screen discourse]. Bulletin of Kyiv National University of
Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 3 (1), pp.11-19. https://doi.
0rg/10.31866/2617-2674.3.1.2020.202649

Havran, I. and Popova, Ya., 2019. Rol kinematohrafa u zhytti suchasnoi liudyny [The role of
cinematography in the life of a modern person]. Bulletin of Kyiv National University of Culture
and Arts. Series in Audiovisual Art and Production, [e-journal] 2 (2), pp.181-187. https://doi.
0rg/10.31866/2617-2674.2.2.2019.185700

Itten, J., 1973. The art of color : the subjective experience and objective rationale of color. 2nd ed.
New York: Van Nostrand Reinhold.

Katz, S.D., 1991. Film Directing Shot by Shot: Visualizing from Concept to Screen. Michigan: Focal Press.
Klochko, D. comp., 2013. Serhii Paradzhanov. Kollazh. Assambliazh. Predmet [Serhiy Paradzhanov.
Collage. Assemblage. Subject]. Kyiv: Dukh i Litera.

Kotliar, S. and Kuzmenko, Ya., 2023. Kino ta serialna produktsiia yak rezultat spivpratsi rezhysera
ta prodiusera [Film and series production as a result of collaboration between director and
producer]. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 6 (2), pp.177-185. https://doi.org/10.31866/2617-2674.6.2.2023.289286
Kracauer, S., 1961. Nature of Film: The Redemption of Physical Reality. London: Dobson.
Kunderevych, 0.V, Kyrylenko, K.M. and Beniuk, O.B., 2021. Imersyvnist yak mystetska
stratehiia pochatku XXI stolittia (analiz teatralnoho dosvidu ta yoho filosofskykh pidvalyn)
[Imersiveness as the twenty-first-century art strategy (analysis of theatre experience and its
philosophical bases]. Bulletin of KNUKiM. Series in Arts, [e-journal] 45, pp.174-182. https://doi.
0rg/10.31866/2410-1176.45.2021.247390

Murch, W., 1995. In the blink of an eye: a perspective on film editing. Los Angeles: Silman-James
Press.

ISSN 2617-2674 (Print), Kotliar, S., Datsiuk, A. Features of Compositional and Collage Construction
ISSN 2617-4049 (Online)  of Video Sequences in Contemporary Documentary Cinema



BicHWK KWIBCHKOTO HALIIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.
Cepist: AyfioBisyanbHe MUCTELITBO | BUPOOHMLITBO 2025+ 8(2) - ¢.223-235

Shyrman, R. and Syz, D., 2020. Osoblyvosti spetsyfiky vtilennia rezhyserskoho zadumu
ekrannoho tvoru [Peculiarities of the Implementation Specificity of the Director's Idea in the
Screen Work]. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 3 (1), pp.75-82. https://doi.org/10.31866/2617-2674.3.1.2020.202663
Shyrman, R., Kotliar, S. and Suprun-Zhyvodrova, A., 2018. Semiotychna kontseptsiia
v kinematohrafi [Semiotics of Cinema). Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Art and Production, [e-journal] 2, pp.79-88. https://doi.org/10.31866/2617-
2674.2.2018.151819

Shyrman, R.N., 2019. Rezhyserske vyrishennia ekrannoho tvoru [Director's solution of a screen
work]. Kyiv: KNUCA Publishing Centre.

Skurativskyi, V. and Hlushchenko, V., 2023. Muzychna ta shumova palitra zvukovoho suprovodu
zobrazhennia peizazhiv v audiovizualnomu tvori [Musical and Noise Palette of the Soundtrack
for Landscape Images in an Audiovisual Work]. Bulletin of Kyiv National University of Culture
and Arts. Series in Audiovisual Art and Production, [e-journal] 6 (1), pp.64-74. https://doi.
org/10.31866/2617-2674.6.1.2023.279238

von Goethe, J.W., 1840. Theory of Colours. Translated by, S.Ch.L. Eastlake. London: J. Murray.

Received: 02.09.2025; Accepted: 10.10.2025;
The article was first published online: 25.12.2025

ISSN 2617-2674 (Print), Kotnap, C., dautok, A Cneupndika KOMMO3LIMHO-KONaXHO!

ISSN 2617-4049 (Online)  no6yaoBK BiAEOPAAY B Cy4aCHOMY AOKYMEHTANbHOMY KIHO



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2025+ 8(2) + pp.223-235

CNELN®IKA KOMMNO3ULLIMHO-KOJIAXKHOI MOBY,0BU
BiAEOPAAY B CYHACHOMY AOKYMEHTAJIbHOMY KIHO

Ceitnana Kotnsap'?, Augpin [ayok?

"npogecop Kapeapu pexxucypm KiHo i TennebayeHHs,

3ac/lyXKeHun aissy MucTeyTB YKpaiHu;

e-mail: ilanit1925@gmail.com; ORCID: 0000-0002-4855-8172

2MmaricTp aygioBidyanbHOro MucTeLTBa Ta BUDOOHULTBAE;

e-mail: jitelkarkozi@gmail.com; ORCID: 0009-0001-1407-3345

@ KuiBCbKuvi HalioHa/lbHUIA YHIBEPCUTET KYNIbTYpU | MUCTeyTB, KuiB, YKpaiHa

AHoTauis

Merta cTatTi — focnigMTu cneumdiky NoefHaHHs KafpiB Y KOMMNO3ULIMHO-KOMTaXHiA CTPYKTYpi CyyacHOro
[OKYMEHTaNbHOro KiHO; BUSIBUTU 3aKOHOMIPHOCTI BMJIMBY ApaMaTypriyHMX KOHCTPYKLIN Ha eMOLinHi
NMposiBU rNsfava; npoaHanisyBaTu # ysarainbHUTU OCHOBHI acnekTu nobyaoBU [OKYMEHTanbHOro
dinbMy-Konaxy 3 npoBigHUM 300paxanbHO-OMNoBifaSIbHUM CKNaAHWUKOM; BCTAHOBUTU MOXJIMBI
3acobu yyTTeBOro BnaMBY popM, hakTyp, KOSIbOPY Ta MOHTAXHOT ApaMaTyprii Ha rnsgava; foBecTu
BaX/IMBICTb HaflaHHA eKpaHHOMY 300paxeHH 06pa3HOCTi Ta 3MICTOBHOCTI; MOTUBYBATU MONOAUX
MUTLIB 00 NOrnMONeHHs1 3HaHb Y KOHTEKCTI JOCHiAXEHHS BM/IMBOBOCTI NOETUYHOT €KpaHHOT MOBM Ha
rnagada. Metoponoris gocnif)XeHHs. BUKOPUCTAHO Taki HayKoBi METOOW: TEOPETUYHUIA — nonsirae
B KOMIMJIEKCHOMY BWBYEHHI CTPYKTYPHOCTI iflbMy-KOnaxy Ha OCHOBI aHanidy npaub BuAATHUX
TeopeTUKIB i NpuUKNafiB CBITOBOro KiHematorpada, [ocniaXeHHi 306paxanbHux, 06pasHux i YyTTEBUX
3aco6iB BNJIMBY Ha rnsiaaya, a TakoX NCUXOMOriYHUX i dOi3I0NOriYHMX YUHHUKIB NFOACBKOrO CIIPUNHATTSA
ayfioBi3yanbHOro TBOPY; MOPIBHANBHUMA — A/ BCTAHOBJIEHHSI Mapanenen Mix nobynosamu Bigeopsay
Pi3HUX TUMNIB CyYaCHWUX [OKYMEHTanbHUX (PiNbMiB; MPaKTUYHWUNA — ONA MOLENOBAHHA KOHKPETHUX
npuknagis noefHaHHs KagpiB Ha ekpaHi. HaykoBa HOBM3Ha. Yneplle npoaHanisoBaHo ¢eHoMeH
KOMaXHoro BigobOpaxeHHs1 [INCHOCTI B LOKYMEHTaNbHOMY KiHO, BUOKPEMJIEHO IHCTPYMEHTU BMAUBY
Ha rnsjavya 3a JOMOMOroK KOJIpHOI ApamMaTyprii, KonaXHo-KoMMNo3uuiiHoi nobynoBu Bigeopsigy Ta
cdopmMu 306paxeHHs. MNornmbneHo [OCNiAXEeHO 3MICTOBHICTb 3aCTOCYBaHHSI MOHTaXHUX KOHCTPYKLIN,
Lo BNAMBAKOTh Ha MiACBIAOMICTb rnsigaya Ta MOro eMouinHi peakuii. BUCHOBKM. Y cTaTTi focnigxXeHo
crneuundpiky noefHaHHA KafpiB Yy KOMMO3ULIMHO-KONAXHiIA CTPYKTYpi Cy4YaCHOro [OKYMEHTanbHOro
KiHO. BUsiBNeHO 3aKOHOMIPHOCTI BMJIMBY ApaMaTypriyHMX KOHCTPYKLIN Ha eMOUilHI NposiBM rnsipava.
Y3aranbHeHO KJHOYOBI acnekTu nobyAoBM [OKYMeHTanbHoro dinbMy-konaxy. BcTaHoBneHo
3HauyLicTb 3acobiB YyTTEBOro BMAUBY Ha MNsfayda, 30KpeMa MOHTaxy, KONipHOT ToHanbHOCTI, (hopMm
i hakTyp. [loBeaeHo BaxIMBICTb NOrnMbeHoro onpawoBaHHs 06pa3HOro Ta 3MiCTOBHOIO KOMMOHEHTIB
eKpaHHoro 306paxeHHsi. [lpoaHanisoBaHo 0COGAUBOCTI CMPUNHATTS FNsSifaYeM eKpaHHOro TBOPY.
KniouoBi cnoBa: hopma; Konax; KoMno3ulis; Konip; gpamaTyprisi; MOHTaX; KiHO; Kaap; pexucep
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Abstract

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

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

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

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

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

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

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

Recent research
and publications analysis

P. Johnson and D. Pettit (2012), in the
fundamental work ‘Machinima: the art

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

and practice of virtual filmmaking', re-
searched and analysed the phenomenon
of the 'machinima’ genre, based on their
own author's experience and communica-
tion with dozens of authors who have at
various times worked with the medium of
video games in their cinematic practice.

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

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

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

In the work ‘Reality in documentary cin-
ema' (2017) investigated the history of
observational documentary cinema and
questioned the presence of ‘objective’
and ‘true’ in the work of a documentary
filmmaker.

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

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

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

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

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

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

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

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

Main research material

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

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

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

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

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

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

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

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

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

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

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

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

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

Conclusions

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

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

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

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

MeTa cTaTTi — npoaHanisyBaTu HayKOBO-peaniCTU4YHi acnektu inbmis
Kpictocbepa HonaHa «lHTepcTennap», «TeHeT» i «[oyaTok», BU3HAYUTK
LOCTOBIPHICTb BigO6GpaxXeHHs1 aHaniTUYHUX KOHLIEeMUiA y LMX KiHOCTpiykax
Ta OUIHUTU BMJIMB HAyKOBOIO KOHCYNIbTYBaHHA Ha CTBOPEHHSI Bi3yaslbHUX
ecbekTiB. MeToponoris gocnig)eHHs. BuMKOpUCTaHO TeopeTUYHMI aHanis
KiHemaTorpadiyHux pobit Kpictocdepa HonaHa («IHTepcTennap», «TeHeT»,
«MoyYyaToK»), KOHTEHT-aHani3 HaykoBWUX i iNocodCbKUX KOHLenUin
y inbMax, MOPIBHSIHHSA NpeAcTaBieHUX ifel i3 cyYyacHUMU HayKoBUMMU
TeopissMWU. 3[iNCHEHO OLHKY BMAMBY KiHemaTtorpadiyHOro marepiany Ha
nonynspusaLito Haykn Ta BM3HAUYeHO B3AEMO3B'A3KM MiX HayKOBUMU Ta
dinococbkUMU acnekTaMmu B KOHTEKCTI npobnemM CBifOMOCTI, peasibHOCTi
Ta TexHonoriyHoro BnauBy. HaykoBa HoBM3Ha. Bneplie npepcraBneHo
KOMIMEKCHe OOCAIOXEHHS, fIKke OXOMJIKE LUiNiCHUA MNornsg Ha HayKoBuUM
peaniaMm y TBOpYoCTi pexucepa Kpictodpepa HonaHa — Ha BigMiHy Bif,
nonepenHix pobiT, WO 30cepedXxyBanucs Ha OKpeMux acnektax ifbMiB.
MpoaHanizoBaHO BMJIMB HAYKOBOI0 KOHCY/IbTYBaHHA Ha CTBOPEHHS BidyaslbHUX
echekTiB y KiHO, pO3risiHYyTO NOTeHLian BUKOPUCTAHHSA aHaNoriyHux inbmis
B OCBITHIX LinsX, @ TaKoX iHTepnpeToBaHO KOHLEMNUito iHBepcii eHTponil
B «TeHeTi» 3 nepcrnekTuBM cydacHoi disunku. Kpim Toro, 3anponoHoBaHO HOBUM
niaxif 0o OLiHKKU BMJMBY HAayKOBO OOCTOBIPHUX €IEMEHTIB Ha CMPUAHATTA
dinbMy rnsgavamMu Ta Koro KoMepuinHui ycnix. BucHoBku. AHanis dinbmis
«IlHTepcTennap», «TeHeT» i «loyaTok» paB 3mory rnbwe 3po3yMiTu
MeXaHi3MU MOoefHaHHA HayKoBux hakTiB i3 inocodcbkMMy MUTAHHAMMU
y KiHemaTorpadi. 3'ssicoBaHo, L0 Li CTPIYKN CTUMYIIIOKOTb PO34YMU MPO MeXi
NOCBbKOT CBIAOMOCTI, NpUpoAy peanbHOCTI Ta BNJMB TEXHOJOTi Ha cBo6oay
Ta MpUBATHICTb. TakoX BCTAHOBJIEHO, WO TOYHE BIATBOPEHHSI HayKOBUX
KoHuenuin y dinbmax K. HonaHa He nuwie nifBuULLYE TXHIO OCBITHIO LLiHHICTb,
a 1 cnpusie nonynsipusadii Hayku cepef, LWMPOKOT ayAuTOpil.
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dopmynioBaHHs npo6nemu

OcHoBHOW [JocnifyKyBaHoOK npobnema-
TUKOK € MoLyK 6anaHcy MiX HayKoBOH
TOYHICTHO Ta XyJOXHbOK CBOBOAO0HO B Hay-
KoBO-haHTacTMuHMX dhinbmax Kpictode-
pa HonaHa. Y LeHTpi yBaru — pexucepcbki
iHTerpauii cknagHux dyHaaMeHTanbHUX
KOHLIENLiN Yy KIHOCTPIYKM 3i 36epeXeHHSIM
IXHbOT pO3BaXasbHOI LliHHOCTI.

AHanis 3asHavyeHux inbMiB gae 3Mo-
ry NPOCTEXMUTU, IK MOEAHAHHSA HayKOBUX
ioen i3 BidyanbHUM MMUCTELTBOM Crpu-
sle nonynspu3aLlil HayKoBOro Mi3HaHHS,
YMOXJIMBIIHOE BUKOPUCTaHHA iHpopMa-
LiIHOro KOHTEKCTY B OCBITHIX Linsx Ta
nopyLlye BaX/MBe MUTaHHSA MNPO PoJib
KiHemaTorpadha y nowmpeHHi [OCTOBIp-
HWUX 3HaHb i CTUMYNIOBAHHI iHTepecy [0
HayKu cepef LUMPOKOT ayamnTopil.

AHanis ocTaHHix gocnip)xeHb
i ny6nikaui

MuTaHHA HayKOBOI [OCTOBIPHOCTI Y Qpifb-
Mi «lHTepcTennap» [eTanbHO PO3rTISHYB
P. TpotTa (Trotta, 2014), akuii npoaHarni-
3yBaB HayKoOBi (pakKTu LWOAO BifHOCHOCTI
Yyacy Ha IHLWKX MnaHeTax i BUSIBUB HU3-
Ky HETOYHOCTeN y 300paxeHHi disnyHMX
NpoLIeCiB B ayioBi3yasibHOMY TBOPI.

[0 BMBYEHHSI MexaHi3MiB CTBOPEHHS
Ta BNacTUBOCTEN 4epBOTOYMHU «[ap-
raHTroa» 3BepHynucs O. Ixenmc, E. doH
TyHuenbmaHH, M. ®pankniH Ta K. TopH
(James, 2015a). [locnigHuKK nokasanu,
L0 BUKOPUCTaHHA peanbHUx isnyHmx
Mogenen [ano 3Mory [OCSArT BUCOKOI
HayKoBOI [OCTOBIPHOCTI 300paXxeHHs
acTpodpiaMyHMx fBWLW, | BOJHO4Yac 3a-
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6e3neunT MOro ecTeTUYHy BUPA3HICTb
Y KiHOCTpiyLi.

OcBIiTHIN noTeHUian KIiHOCTPIYKK «IH-
TepcTennap» y KOHTEKCTi BUKagaHHS
disuku y wkoni onucas . Mow (Ghosh,
2015). Y cBoiii po6oTi BiH MokasaB, siK
dinbM Moxe cTaTh ecpeKTUBHUM Aupak-
TUYHUM HCTPYMEHTOM AN cpopmyBaH-
Hsl iHTEepecy [0 CKJIagHWUX HayKOBMX MO-
HSITb cepefq Y4HIB.

0. YaH (Chiang, 2010) gocnigus iMoBip-
HiCTb MepefaBaHHs LYMOK MiX NofbMU
3a [OMNOMOroK TEXHOJOTYHUX i Henpodoi-
sionoriyHnx metofis. Moro poboTu Bif-
KPUJIM HOBi MOXJIMBOCTI O/ PO3YMIHHSA
NpYpPOAM CBIAOMOCTI Ta KOMYHIiKalLil.

LLIMpoKui cnekTp iHCTPYMEHTIB, AKi B1-
KOPUCTOBYIOTb CYy4YacCHi pexucepu ons
BTi/IEHHA CBOIX i4en, npoaHanisyBasniu
0. BeHrep Ta M. Koubkuit (2023). AeTo-
pv 30cepefuiv yBary Ha B3aeMOg,i Mix
XYOOXHIMW Bi3istMU Ta TEXHIYHUMWU MOX-
NIUBOCTSIMM.

B. ®epopeHko (2018) poarnsHyna rnu-
OVHHI NCMXOMOriYHi acnekTu KiHemMaTo-
rpacha. ABTOopka npoaHanisyBana, Sk
pexucepy BUKOPUCTOBYHOTb MiACBiAOMI
o6pasu Ta cMMBONM OJisi CTBOPEHHS 6a-
raTolapoBuX HapaTuBIB.

B. depopeHko Ta H. Cynima (2023) ok-
pecnunu cyvacHi migxoguM Ao apjanTa-
Uil pisHux oopM KOHTEHTY Ol eKpaHa.
Xoua us poboTa He 30cepemXeHa KOH-
KpeTHo Ha dinbmax K. HonaHa, BoOHa
Hafae UiHHUIA KOHTEKCT A1l PO3YMiHHS
MOro yHiKanbHoro nigxony [0 CTBOPEHHS
opuriHasIbHUX cLeHapiiB Ta Bidyanisauil
CKJTaJIHUX HAayKOBUX KOHLIEML,iN.

McuxonoriyHi acnektn dinbMy «Moya-
Tok» pocniguB K. Yiogo (Chiodo, 2010).

Herpeckyn, |, CnaopeHko B. ®inbmu Kpictodbepa HonaHa
B HayKOBO-PEANICTUYHOMY KOHTEKCTI
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ABTOp npoaHanisyBaB, HacCKiflbku pea-
NiCTMYHO Yy pinbMi NpepcTaBneHi KOH-
uenuii cHy, nmamM'aTi Ta nigcBigoMocCTi
3 nornsigy cy4vacHol MCUXOMOriYHOI Ha-
yKWU. JlocnigHvK NigKpecnus, Wwo nonpu
HafABHICTb (PaHTACTUYHUX EJIEMEHTIB,
faraTo acnekTiB BigobpaxatoTb peasibHi
NcuxosNoriyHi deHoMeHMU.

MeTa cratTi — pocnigutM HaykoBO-
peanicTMyHi acnekTn y dinbmax Kpicto-
depa HonaHa «IHTepcTennap», «TeHeT»
i «MoyaTok», NpoaHanisyBaTu [OCTOBIp-
HiCTb Bif00paXeHHs1 HayKOBWUX KOHLEn-
LiM y LMX KIHOCTpiYKax Ta OUiHUTU BMNSIMB
HayKOBOro KOHCYNbTYBaHHSI Ha CTBO-
PeHHSs BidyasnbHUX edeKTiB.

OCHOBHUI MaTepian JoCNifKeHHSA

dinbm Kpictodepa HonaHa «lHTepcTen-
nap» (2014) ctaB oaHUM 3 HebaraTbox
aynioBisyaibHUXTBOPiIBHAyKOBO-paHTac-
TUYHOIO XaHpy, Oe peaniCTUYHO Mokasy-
€TbCA 4YepBOTOYMHA, KOCMIYHWUI KOpa-
6enb Ta iHWi oguHULi BcecBiTy. lMpoek-
uia «lFapraHTioa» y BuLLE3a3HAYEHOMY
KIHOMOJIOTHI 3anoyaTKyBasia HOBWUI eTan
y pyTypucTUYHOMY KiHeMaTorpadi. Mpu-
rofIOMLWMBI  BidyasnbHi edekTn Ta Ha-
NPY>XeHWN EMOLINHUIA CIOXET 3pobunun
«lHTepcTennap» oAHMM 3 Hanbinblw BU-
JaTHUX HayKoBO-haHTacTMYHUX difibMiB
OCTaHHIX POKIB, W0 3MiLHMNI0 penyTayito
K. HonaHa sik mMaicTpa BenukobromxeT-
HuUx BnokbacTepiB, SKi MOEOHYIOTb 3aX0-
NAMBUIA po3BaxasbHWU OOCBIf 3 Ceprno3-
HVM iHTeNeKTyanbHUM MigTEKCTOM.

L. Aituep (Eicher, 2024), y po6oTi «Kin
TopH i npuronomMwnuBa Hayka "IHTep-
cTennapa"» 3ayBaxye, WO 3anyyeHHs
no npoekty Kina CtiBeHa TopHa — npo-
decopa TeopeTuyHoi disukm Kanicop-
HINCbKOro  TEXHOJIOMYHOr0  IHCTUTYTY
(Caltech), sikuit Takox 6yB BUKOHaBYUM
npoAatcepomM KiHOiIbMy Ta KOHCYNbTY-
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BaB KpicTodpepa HonaHa w000 HaykoBoT
YacTuHM TBOPY, — 3a6e3Mneunnio BUCOKUN
piBEHb HAYKOBOI [OCTOBIPHOCTI. ¥ LbOMY
KoHTekcTi M. Fow (Ghosh, 2015) y npaui
«"IHTepcTennap" Tpeba nokasyBaTu Ha
WKINIbHUX YpOKax» 3a3HayuB, WO Mic-
N npeM'epy CTPIYKM eKCrepTu B ranyai
TOYHMX HayK BMCOKO OLIHWIM HayKo-
BY [OCTOBIPHICTb (Di3UYHMX KOHLIEMLLiN,
npegctaeneHnx y dinbmi. Tak, M. Tow
aprymeHTye, WO 3aBAAKM peTesibHIn ne-
peBipLi Ta TOYHOCTI HAyKOBOro 3MicTy
«lHTepcTennap» Moxe cnyryBaTu edpek-
TMBHWM MNefaroriYyHMM  iIHCTPYMEHTOM
[1191 BUBYEHHS CKafHMX acTPodi3nyHuUx
KOHUEMLIN Y WKINbHOMY CepeLoBULL.
BapTo Haronocuty, wo M. Mow (Ghosh,
2015) koHcTaTye: «3aranom [lonnisyg,
3[a€eTbCsl, CTae BCe Kpawum y Bigobpa-
XeHHi Hayku y cBoix BrnokbacTepax. Ya-
CTKOBO Lie Moxe 6yTu NnoB'si3aHo 3 iHiuia-
TUBO HauioHanbHol akagemil Hayk CLLIA
"Bipxa Hayku Ta posBar”». OTXe, MOXEMO
3asHauMTK, WO iges BUMBYEHHS isnKu
AK Hayku 3a dinbMoM «lHTepcTennap»
€ LiNIKOM LiKaBo Ta peanicTuyHoto. Lisa
HayKoBoO-hbaHTacTMYHa CcTpiuyka 6e3cym-
HIBHO MpuBabuTb iHTepec YYHIBCbKOI ay-
OuTOopil Ta PO3KPUE UMUCNEHHI MUTaHHSA,
noB'si3aHi 3 3akoHaMu Qi3nKMK.
BucsiTntoroun  acnekTH,  MnoB'aA3aHi
3 HayKoBWMM MigrpyHTAM i peanicTuu-
HICTIO CTBOPEHHSI CTpiYKW, cnif 3asHa-
unTH, Wwo nig KepiHMutBoMm K. TopHa
O6ynM npuagymaHi Mavxe BCi KOCMiYHi
00'€EKTK, SIKi MPUCYTHI y NpoekTi. Ak 3a-
yBaxytoTb O. xenmc, E. doH TyHuenb-
MaHH, I. ®paHkniH i K. TopH (James et
al., 2015b, p.487) y poboTi «Bisyanisauis
yepBOTOUMHKM “lHTepcTennapa"»: «"IH-
TepcTennap”" € nepwum ronniByncbkum
dinbMoM, ik HamaraeTbcsi 306pasu-
TV YOPHY Hipy Takoro, Kot il Mir 61 no-
6aunTn xTocb nopydy. [Ons uboro Hawa
koMmaHga Double Negative Visual Effects
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po3pobuna kopn nig Haseot Double
Negative Gravitational Renderer (DNGR)
ONnA po3B'A3aHHA PiBHSAHb MOLUUPEHHSA
nyyka npomeHiB». OTXe, MOXHa BrMeB-
HeHO CTBepAXyBaTW, WO 3aBAAKW LM
TexHosorii KoMaHAa 3Morna CTBOPUTHU
acTpodisanyHi Tina, siKi HEMOX/MBO Bif-
Pi3HUTU Bif peanbHUX, a came: HENTPO-
HHY 3ipKy (nynbcap), YepBoTOUMNHY «lap-
raHTioa» Ta nnaHety «TOI-1452 B», sika
MOBHICTIO NOKPUTA BOLOH0.

HacTtynHum eTanom cTana po6oTta Hap
Bisyanisaujieto ranakTUKu Ta po3Tally-
BaHHAM KOCMIYHUX 00'eKTiB. 3 LbOro
npueoay 6yno 3a3HauyeHo, L0 MicLie3Ha-
XO[)KEeHHS HeBeCHMX Til BU3HAuYUAM Ha
OCHOBI peasibHUX [aHUX MPo 3ipKu, BUAM-
Mi i3 3emni. Hansickpasiwi cBiTuna 6yno
BUIyYeHO 3 Habopy JaHux (106 yHUKHY-
TV BrnisHaBaHUX cy3ip'iB), a fcKpaBicTb
YCiX IHLKX CBITNOBUX TOYOK Byno 36inb-
LLeHO Ta nepemiwaHo. Pe3ynbTaTom cTa-
na HeMMOBIPHO MpUpOJHA CXemMa Koc-
MiYHMX 00'eKTiB, SIKY HEeMOXnMBo 6yno
CniBBigHECTU 3 BiOMUM BUIIALOM Hid-
Horo Heba i3 3emni (James et al., 2015b).

He MoxHa oMuHyTM i Ton dhakT, Wo
3HaYHOK HAyKOBOK HETOYHICTIO Y KiHO-
KapTuHi «lHTepcTennap» ctana BigHoc-
HiCTb W040 rpaBiTauii Ha iHLWOMY acTpo-
HOMiIYHOMY 00'€KTi, AKWIA MOBHICTIO
BKpMBae okeaH. BapTo 3ayBaxwuTy, L0
y ctoxeTi dpinbMy Byno 3a3HayeHo, W0 Ha
UiV nnaHeTi ogHa rogmMHa — Le 7 pokKiB Ha
3emni. 3 yboro npusoay P. TpotTa (Trotta,
2014) y cBoeMy LoChioXeHHi «<Hayka npo
“IHTepcTennap": acTpocpisuka, ane He
Taka, K MK i 3HaEMO» BUCNIOBUB Taky
OyMmKy: «LLlo6 pocsrtv Hap3BuMYaMHOro
pO3LUMPEHHS, e 0fiHa roJMHa [OPIBHIOE
ceMu pokaM, BaM 3HapobuTbcsi Take
CWJIbHe rpaBsiTaliiHe none, Wo BM MaeTe
6yTn 61n3bKi [0 TOro, W0 Ha3MBaETbCA
pagiycom LUBapuywwnnbga o6'ekta — no
CYTi, /O TOPU3OHTY MOAIA YOPHOI Oipu».
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ABTOp NiICYMOBYE, LLO He iCHYe MniaHe-
TV 3 nofibHMM BUOOM rpasiTauii, a aKou
BOHa M iCHyBana, TO cuna TSXiHHA npo-
CTO posyaBuna 6 KoCMiYyHMIN Kopabesb
i ntopen, siki nepebyBany y HboMmy.

[ocnipxyoun HaykoBO-peanicTUYHUN
CKNaAHWK Y CTBOPEHHI KiHoinbMmy, crig
aKLEHTYBaTK, LLO OAHIE 3 HaWBaXJn-
BilLMX | HaWCKNafHIlIMX 3apady cTana
po3pobka TpaHcnopTHoro 3acoby nns
KOMaH M KOCMOHAaBTIB, AKi MOBWHHI Bynn
NipHYTM B 4YepBOTOYMHY Mif Ha3BOM
«apraHTtoa». Kpictocpep HonaH i noro
KoMaHga nogbanu npo Te, Wwo6 KOCcMiy-
HUN Kopabenb «EHO'topeHc» BUMMsAOaB
MaKCMMasibHO peanicTU4YHO Ta BiAMOBI-
[laB OCHOBHUM 3aKoHaM oi3uKn. 3 Lbo-
ro npusody [x. CtioapT (Stewart, 2015)
y CBOI npaui «BcepeguHi 3aBogy Mix-
30pSAHNX KOCMIYHMX KopabniB», 3a3Ha-
yae: «3aMicTb TOro, Wob noknapgatucs
Ha KoMmn'toTepHy rpadiky, koMaHga no-
6ynyBana disnyHi Mogeni Ta MiHiaTiopy,
BMKOPUCTOBYIOUMU [esiKi MEeTOAU MpPOeK-
TYBaHHS, SIKi MOXHa 3HAaNTU Ha peanbHUX
KOCMiYHUX Kopabnsx. Jeski 3 uux Mmoae-
new, aKki srogomM 6ynu nigipBaHi nig vyac
31MOMOK, nornepenHbO MPOWLLIIN peTesb-
He [OCHiIKEHHSA».

OTxe, TBOpYa KOMaHOa, npauroryn
HafL CTBOPEHHSAM hinbMy HayKoBO-haH-
TaCTUYHOrO XXaHpy, 3Morfia noegHaTu
peanicTU4Hi Ta HayKoBi hakTu, AKi oyxe
nobpe NONOBHIOKTb OfWUH OQHOTO.

0. Benrep Ta M. Koubkuit (2023, ¢.86)
Yy HayKOBill CTaTTi «Xy[LOXHi Ta TeXHiy-
Hi 3acobu peanisauil pexucepcbKoro
3alyMy B CY4acHiln KiHOiHOQycCTpii» 3a-
yBaxytoTb: «[nigHW 3agym Oae 3mory
CTBOPUTM MO-CMPaBXHbOMY OpUriHab-
HUA MUCTeUbKUi TBIip. fickpaBe, TO4YHe
M afekBaTHe aBTOPCbKOMY 3afyMy pe-
Xucepcbke BUPILLEHHSA TBOPY Jae 3Mory
AIKHaWKpalle BMKOpUCTATM MoTeHUian
3HIManbHOI rpynu, HauinMTu poboTy da-
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XiBLIB pi3HUX crnewianbHOCTEN Ha Cniflb-
Hy 3narogyxeHy poboTy, fae MOXJIMBICTb
KOXHOMY, XTO MpaLoe Haj eKpaHHUM
TBOPOM, BKJIaCTMW CBIil XUCT i BMiHHS 3a-
[N 3arasbHOro ycrnixy».

Binbwicte KiHokapTuH KpicTodepa
HonaHa 3ocepemxyroTbCc Ha npuny-
LLLEeHHSX, AKI BUMAMBaKOTb 3 HayKOBUX
dakTiB. Y cBOIX aynioBi3yasbHUX TBO-
pax pexwucep MOCAIQOBHO [JOCAiAXYye
TeMy 4yacy. 3okpeMa, y dinbMi «IHTep-
ctennap» (2014) BiH 3BepTaeTbCcA A0
npo6rnemMn 0CBOEHHA KOCMOCY, MPUPOaM
YepBOTOUUH | MOXIIMBOCTEN MOLOPOXEN
y vaci. Y ctpiuui «TeHeT» (2020), Ak 3a-
3HavarTb O. Bespyuko Ta 0. degopoBa
y cTaTTi «B3aemopgisa mucteyTBa 1 Hay-
KW B OCSAITHEHHI 3aKOHIB BCECBITY: aHani3
dinbMy «TeHeT» Kpictodepa HonaHa»
(2024), posrnapgaeTbes e 6Ginbw npo-
BOKaTUBHA ifes — MOX/MUBICTb iHBep-
TyBaTu eHTponito, To6TO cnpsiMyBaTu
yac o6'ekTa abo NOAUHM Y 3BOPOTHOMY
HanpsiMky. Lle HeTunoBe HaykoBe Mpuny-
LLLEeHHS CTae HapXHUM KaMeHeM CroXe-
Ty, 3MYLLYHOUY [MIAAAYiB NEPEOCMUCTIUTH
cbyHOaMeHTanbHi  3aKOHU TepMopAMHa-
Mikn. Tak, K. HonaH MancTtepHo Bni-
Tae y CBOK OMOBifb KOHLEMLiID eHTPO-
nii yacy, 306paxyroun nepcoHaxis, AKi
hakTUYHO pyxaloTbCA Yy MPOTUNEXHUX
YyacoBMX MOTOKax. TakuMW CMINUBUNA Ha-
YKOBO-(DaHTaCTUUYHMIA 3adyM He nuule
CTBOPHOE HarpyXeHy BisyanbHy deepito,
a ¥ gorioMarae ayauTopii KpUTUYHO 3a-
MUCAUTUCS Haf, CaMO0 NPUPOAOHD Yacy
Ta MOro He3BOPOTHOCTI.

Ak 3a3HavatoTb B. depopeHko Ta H. Cy-
nima (2023, c.216) y HaykoBiii poGOTI
«EkpaHisauis B cyyacHoMy aygioBisyasb-
HOMY BUPOGHULITBI», «<came niTepaTypHuit
TEKCT € OCHOBOMOJIOXXHUKOM "“MpUpoaHO-
ro KoHMNIKTY". HacTynHUM CKIagHUKOM
€ pexucepcbkuin 3aayM. BiH 06'egHye BCi
nonepenHi KOMMNOHEHTU B €AMHUIA 06pa3-
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HUIM MeXaHi3M, Lo YyocobsIoe 3apoaXeH-
HA ronoBHoOI igel. OcTaHHIM KOMMOHEHTOM
ONCKYpPCY € XYLOXHi 06pa3 KiHoinbMy.
OTxe, 3ibpaBLUM Ta BTINMBLUM BCi KOMMO-
HEeHTW, BUHWKAE MPOAYKT AONs ayfioBisy-
anbHOro MUCTELTBA».

Lia KoHuenuisa He nuiwle MOSICHIOE Npo-
Llec CTBOPEHHA ayfioBi3yanbHUX TBOPIB,
ane v BifKpvBae HOBI NepcnekTMBK L5
JOCHIAXEHHS Ta OCMUCIIEHHSA CY4YacCHO-
ro megianaHgwadTy. BapTo 3a3HaunTy,
Lo 3arnporoHoBaHa Mofeslb MOXe CIy-
ryBatum e0eKTUBHUM iHCTPYMEHTOM L)1
aHanisy He e KiHodiNbMIB, a I IHWKX
dopM MynbTUMeLINHMX MaTepianie, Ta-
KMX SIK TeneBi3ifHi cepiann, [OKYMEH-
TajlbHi (hinbMKU Ta HaBiTb IHTEPAKTUBHI
Megnia (Gavran et al., 2023). Po3yMiHHS
B3a€MO3B'SI3KY MK peanbHiCcTIO, Tek-
CTOM, PEXUCEPCHKUM 3a4YMOM i Xy[0X-
HiM 06pa3oM fae 3Mory rnunblue ocsirHy-
TW MexXaHi3aMu BMAUBY aymioBisyasibHUX
TBOPIB Ha ayguTopito.

OouinbHo 3ayBaxutn, wo K. HonaH
y ctaTTi K. Kosinica (Collis, 2020) «Hac gns
“TeHeTa": 3a NnalwITyHKaMn HaiCEeKPETHOIo
dinbmy Kpictodepa HonaHa» 3a3HaumB:
«Llen pinbM — He hinbM nNpo nofopoxi
B yaci. BiH Mae cnpaBy 3 yacom i pisHuMu
criocobamu, SKUMU Lieit Yyac Moxe pyHK-
uioHysatu. He 6yny BmaBaTucsi [o ypo-
Ky cpisvku, ane iHBepcis — ue maTepian,
EeHTpOMisi SIKOro iHBepTOBaHa, TOMY BiH
pyxaeTbCsi Hasag, y Yaci BigHOCHO Hac».
OTxe, «TeHeT» He CTOCYETbCA MaHAPIBOK
Yy MUHyrne 4yn ManbyTHe, a HaTOMICTb [10-
cnigye igero 3BOPOTHOrO BifJfiKy 4acy,
Moro pyxy y MPOTUIIEXHOMY HanpsiMKY.
3aMiCTb MUTTEBOIO MEPEMILLEHHSI B MM-
Hyne, ocoba Mae NPOXWUTM Liel MPOMIXOK
yacy y 3BMWYaliHiI NOCNi[OBHOCTI, AK Le
BifOyBaeTbCa Yy peanbHocTi. [poTsarom
LUbOro nepiogy iHAUBIL 3asHaBaTUMe
NMPUPOLHOro MpoLEecy CTapiHHSA, a KOXHa
CeKyHJla BiJuyBaTUMETbCA HUM MOBHOH

Nehreskul, |, Sydorenko, V. Christopher Nolan's Films
in a Scientific-Realistic Context



BicHWK KWIBCHKOTO HALIIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELITBO | BUPOBHULITBO

Mipoto. Tinbku roguMHHUMKOBA CTpinKa
6yne pyxatucsa Bnepeg, a o iHBepToBa-
HoT ocobu — Ha3ap,

BuByatoun eHoMeH nigceBigomMoro
B KiHomucTeuTsi, B. ®epopenko (2018,
c.79) vy cTatTi «KiHemaTorpadiyHe
MUCNeHHA fIK dOeHOMeH niAcBigoMoro
B MUCTeLTBi» KOHCTaTye: «MeTogonorisi
KBaHTOBOI (hi3NKU fae 3Mory onucatu
HenoKanbHIiCTb BYyTTA, MOr0 CUCTEMHY
3B'AI3HICTb TOWO. LIS MeToponoris akTy-
anbHa Ofs onucy nepepaBaHHs iHdoOp-
MaLii, 6o iHpopmMaLia — Le 3aKo[0BaHUN
CTaH NeBHOI HiNSIHKM MPOCTOpY i 4acy,
AKUIA MoXe BYTW BiATBOPEHUM Ha iHLUIN
DiNsiHUI NpocTopy i Yacy».

Knto4yoBMM MOMEHTOM € BW3HaHHS
NPUHLMNY HENOKaNbHOCTI, IKUA CTaBUTb
nif cyMHiB 06'€KTMBHICTb Yacy Ta npo-
cTopy sik abCconOTHUX KaTeropin. BoHu
BXe He po3risfatTbCsA AK He3asexHi
3MiHHI, a YTBOPIOKOTb E€OUHWUA YOTUPW-
BUMIPHUA  KOHTUHYYM  «MPOCTip-yac».
Takui nigxif cynepeunTb KJAaCUYHUM
YSIBNIEHHSAIM, BiIKpUBaKO4M HOBi NMepcrek-
TMBM PO3YMIHHA TWMYacoOBMX acrek-
TiB 6yTTa (LLUnpmaH, Kotnap Ta CynpyH-
Xusogposa, 2018). KoHuenTyanisauis
TemMrnopasibHMX i NPOCTOPOBUX BUMIpIB
K B3aEMO3aNeXHWx Ta afanTUBHUX
CKJIafHUKIB iCHyBaHHSI MOXe clyryBaTu
MeTOJOMOrYHUM NiAFPYHTSIM ONA aHa-
nisy nigceBigoMoro, Wo He nigaaeTb-
csl 0OOMeXeHHSIM NiHINHOT XPOHONOriT Ym
NPoCcTOpOBOI (hiKCOBAHOCTI.

OTxe, 3acToCyBaHHA KBaHTOBO-pens-
TUBICTCbKMX YSIBNIEHb MPO Yac i NpocTip
AK OMHAMIYHY €[HIiCTb BiAKPMBA€E HOBI
nepcrnekTMBU 4N Xy[OXHbOro Ta cino-
CcoOCbKOr0 OCMMCIIEHHS MifCBiAOMOro
6yTTSA B MeXax KiHoMUcTeLTBa.

PoskpuBaroun nuUTaHHA  HayKOBOrO
CKNafHVKa Ta peanicTUYHOCTI CTBOPEH-
Hs1 KiHodpinbMy, E. 3emnep (Zemler, 2020)
y cTaTTi «<Hackinbku peanbHa Hayka B "Te-

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

2025+ 8(2) - 0.249-262

HeT" KpicTodbepa HonaHa? Mu 3anutanu
ekcnepTa» cninkyetbes 3 K. ne Pam — doi-
3MKOM-TEOPETUKOM 3 IMMmepcbKoro Ko-
nenxy JloHgoHa. Y 6ecigi HaykoBuus 3a-
3Hauae: «Bce, L0 MOXe pyxaTucs Bnepeg,
MOXe TaKOX, TEOPEeTUYHO, pyXxaTuCs Ha-
3af. EHTponis — ue efuHe, Wo Mu Bigyy-
BaeEMO, TOMY MU MOB'A3YEMO i 3 TUM, SIK
MU Bi4yBaeMO 4Yac — B O4HOMY Hanpsim-
Ky. 3aranomMm eHTponis 3aBXAWM 3pOCTae,
a He 3MEeHLLYETbCS».

Y3aranbHIOKO4UM, MOXHa KOHCTaTyBaTy,
wo y dinbmi 6yno BMpasHO BUCBITE-
HO 3HaAYeHHs1 KOHLEeNTy eHTponii Ta horo
ponb y HayKOBOMY OCMMCIIEHHI 4acy.
BogHoyac He MOXHa OMUHYTH Tol dhaKT,
Lo iHBepcia Moxe 6yTW 3HAYHOK HETOY-
HicTto. baraTo XypHanicTiB i focnigHuKiB
HarosoWyTb, L0 HAyKOBO OOIPyHTO-
BaHa eHTpoOnNisi Ta iHBepCiA Yacy LiJIKOM
HeMOXJ/nBa 3a 6yab-sikux 06CTaBUH. Tak,
M. Tonpn6epr (Goldberg, 2021) y crtat-
Ti «<4omy "IHBepciss yacy” TeHeTa € 6es-
ry3gum TPHOKOM» 3asHauvae: «lHBepcis
yacy — Le onoBigHui npuiioMm 6e3 oco-
o6nuBoil MeTu. Lle HenoraHe micue ans no-
YyaTKy, asne OCKifibKM1 iHBepcis Yacy Hikosnu
He noB'aA3aHa 3 6yfb-AKUMKU 0COOUCTUMM
CTaBKaMu MepcoHaxiB, KpiM "BpATyBaTU
CBIT", Y KpalloMy pasi BoHa BUOAETbCS
iHEPTHOLO, a B ripLIOMY — 3aryTaHoo».

OTXe, MpoaHanisyBaBLUM BULLE3a3Ha-
yeHe, Cnifi 3BEpHYTU yBary, Lo, Teope-
TUYHO MOBEPHYBLUM  TEMMOPasbHICTb,
Bce Oyne BigbyBaTUCs HaBMNaKK, a sSIKLLO
MOBEPHYTU EHTPONIito, TO peyi Ta Noam
3MOXYTb pyxaTucsl y 3BOPOTHOMY Ha-
npAMKY — Hasapj y 4aci. OpgHak 3anu-
WaKTbCsl He3'scoBaHMMM feTani: Lo
coboto ABNsie iHBepcia Ta cnocib i 3a-
noyatkyBaHHA. Ha UbOMy akueHTye
Ox. Oarep (Dyer, 2020) y npaui «Mosc-
HEHHS MPUHUMNY. PO3YMIiHHS iHBepCii,
pyXiB CKPOHEBUX KJILIB i LIKANM Yacy»:
«lHBepcis — Le npouec, 3a LOMOMOrow
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AKOro 06'eKT 3MIiHIOE CBOK eHTpOMito,
¢aKTMYHO nepeBepTayn XPOHOJIOTi0
Tak, Lo 3 LIbOro MOMEHTY BiH pyXxaeTbcs
Hasag y vaci. [pouec 34iNCcHIOETLCA 3a
[ONMOMOro TYpHiKeTa: MeXxaHi3aMy TUM-
4YacoBOro peBepcy, AKMIN Mae YiTKUMN BXig,
i BUXiZ, rapaHTytoun, Wo ob6'eKT BUNag-
KOBO He CTUKHETbCA 3i CBOIM ManbyTHIM
i He cnpUYuHUTL po3naf BeecBiTy».

Y cyyacHoMy CBITi aygioBisyanbHe MUC-
TELTBO CTA€ OOHMM i3 KJIHOUOBMUX CMOCO-
6iB BUpaXeHHs igen, emouin Ta obpasiB
(Bezruchko, Gavran, Korablova, Oborska
and Chmil, 2024). lymMmKkn € 6e33BY4YHU-
MU Ta HELOCSKHUMWU LN iHWKX, AKLLO
X He BUpaxeHO 4yepes3 hidMyHUI 3acib,
Takul fIK MOBa, MUCbMO Y1 MUCTELTBO.
BopgHouac Tak caMo crnocTepiraloTbCs
BTpaTW y npoueci nepexony Ao MaTepii
6inbw npumiTUBHOT OypoBu. Perynsip-
HO TpannsiloTbCA TPYOHOLL 3 BUOOPOM
NpaBWUIIbHUX CAIB 011 BUPAXEHHS1 BHY-
TPIWHbLOT MOBW. |HOZi ntoan HenpaBAawu-
BO BUCJIOBIOIOTHCS. Te, WO NPOSIBAEHO
¢i3nMyHO, He 3aBXaM TOYHO Bigobpaxae
npouecwu, Wo BiadyBalOTbCs BCEPeaMHI.
Bap'ep MiXX MO3KOM i TifloM, Xou i HeBif-
OiNbHUIM Bif, ycix acnekTiB 6yTTs, 3anu-
LIaBCA HEeMnpoXigHOK CTIHOK MPOTAroMm
yCbOro Yacy NoCbKOro icHyBaHHsA. Hay-
Ka, He 3HatouM HeMpPONAEeHNX FOPU3OHTIB,
nparHe ix 3pynHyBaTu.

KiHocTpiuka «lMovaTok» (2010) pexu-
cepa Kpictocpepa HonaHa — wepneBp Ha-
YKOBO-(haHTaCTUYHOrO KiHO Cy4YaCHOCTI.
Y Hil OCMUCIOIOTBCA ManofoChioKeHi
acnekTn Henpobionorii, 30kpema He-
BPOJIOTiYHI fBMLLA Ta CHOBUAIHHA. Cnig
cKasaTu, Wo y CBITi JOCNIoXYIOTb HeW-
pobionorito, Hamararuucb YCBiLOMUTY,
L0 TaKe CBIT CHOBWUAiHb i YU MOXJIMBO
HUM siKoCb MaHinyntoBaTu. lNicna Buxony
dinbmy K. HonaHa «[MoyaTok» cTano ui-
KaBO [OCNIAUTU MOX/UBICTb 3apOfKEH-
HA HOBOT i€l B rONIOBI iHLLOT IO ANHMN.
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Tak, 0. YaH (Chiang, 2010) y cTaTTi «Ha-
yka “lMoyaToK"» 3a3Havae: «3apas iCHye
crnoci6 BBOAMTM B MO30K fiyXe rpy6i cur-
Hanmu. TpucTpii nip HasBow Kapgioc-
TUMYNAATOP, IMMJIaHTOBaHUIA y cTOBOYp
MO3KY, MOXe HaAcunaTu eneKTPUYHI
iMNYNbCU [0 MEBHUX YAaCTUH MO3KY. BiH
CXOXWWA Ha KaphioCTUMYNATOp cepus
i Mae MeOuWyHe 3acTocyBaHHsi». OpgHak
aBTOp MOSICHIOE, L0 Yepes Lien NpucTpin
nikytoTb XxBopoby [lapkiHcOHa Ta aHa-
NOriyHi T, ane 3paTHICTb NepegaTu pe-
anbHy JYMKY B rOJIOBY iHLUOI IOOUHU Ha
Cy4YaCHOMY eTani po3BUTKY HayKu 3anu-
WaeTbCA pajLue rinoTeTUYHOH.

MpoTe, sKWO pos3rnsgaTv MOXJIMBICTb
YKOPIHEHHS MWCIIEHHA 3a [0MOMOroH
ncuxosnorii, To BigKPUBAETbLCA 30BCIM iH-
LW BUMIpP, B IKOMY € BipOrigHiCTb 3pobu-
TN «NOYaTOK» HOBOI AYMKW B NOLACbKOMY
MO3KY, ajie fiviie Ha NMOBEPXHEBOMY PiBHI.
flk 3a3Havae K. Yiogo (Chiodo, 2010) y npa-
Ui «McuxonoriyHa Hayka y dinbMi “lMNova-
TOK"»: «[laHienb Bernep, yueHuin-ncuxonor
i3 MapBapAcbKOro yHiBepCcUTETY, YCMILLHO
3MyCMB Jltofer OymaTu Mpo MNeBHi AyM-
KW, MPOMOHYOUN AIKPa3 NPOTUNIEXHE — He
OymMaTu nNpo HUX. Y CBOIX KJIaCUYHUX O0-
cnigxeHHsx “ecbekTy 6inoro BegmMepns”
L. BerHep nokasas, L0 KOJIM JIFOOU HaMa-
raloTbCs CBif,OMO MPUAYLUNTM OYMKY MPO
6inloro BegMeisi, BOHM HE MOXYTb YCYHY-
TW uUen obpas y cBOI CBigOMOCTI». Ane
K. Yiofo akLeHTye Ha TOMY, WO Y XUTPO
3awwmncppoBaHin cueHi y dinbMi «MoyaTok»
O[VH i3 MepCcCOHaxiB BUBYAE Te caMe SIBU-
Le, 1we 3aMicTb BeAMeLIB ifeTbcs npo
CNOHIB. 3BiCHO, NpodecCiVHi ekcneanTopu
po3yMy B KapTuHi «[lo4aTok» BUXOAATb
3a Mexi npocToi aHanorii i npayroTb
Hag iMnnaHTauieto aBTobiorpadiyHux
crorafiB, Y4si CyTTEBICTb He nignsirae
XOLHVUM CyMHiBaM.

MNpo6nema B3aeMofii CHy Ta peasnbHO-
CTi, cy6'eKTUBHOIo  06'€eKTUBHOIO, YAB-

Nehreskul, |, Sydorenko, V. Christopher Nolan's Films
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HOro Ta pAiicHoro HabyBae ocobnuBOI
aKTyaNbHOCTi B KOHTEKCTi MocTMofep-
HICTCbKOro OCMMUCIIEHHS! KaTeropin yacy
" npocTopy. 30Kpema, y CBiT/i KBAHTO-
BUX YSIBNIEHb MPO HENiHINHICTL i Heno-
KanbHIiCTb BYTTA, a TAKOX HOBITHIX Hay-
KOBMX PO3BIiAoK Yy cdpepi cBiAOMOCTI Ta
MnifgcBigOMOCTI.

®inbM «lMovyaTok» MiJKPeCtoe Kracuy-
HYy OUXOTOMIIO «COH — peasibHICTb», Oe-
MOHCTPYHOUM CKITafHy €OHICTb | B3aEMO-
NMPOHUKHICTb LMX eHOMEHIB IOACHKOro
O6yTTs. CaMe B LbOMYy KOHTEKCTi CTae
04YEeBUOHOI HeobOXiOHICTb nepeocMuC-
NEHHS TPAAMULINHUX NiHIMHUX KOHLENLLiN.
Xy[oXHin yac, ik dopma cy6'eKTUBHOI0O
nepexuBaHHA TpUBanNocTi, Moxe Haby-
BaTu 6araToBMMIipHOCTI, 060POTHOCTI Ta
anckpeTHocTi. Lli BnactuBocTi 3ymoBne-
Hi NO€eQHAHHAM Pi3HUX YacOoBUX BUMIpIB,
nornagiB i BeKTOPIB MAMHHOCTI/peTpo-
cnekuii nogin.

Y inbMi BUCBITNIEHO Ni3HaBanbHi Npo-
uecu y CBITi CHy, 30KpemMa Te, sIK repoi
crnpuiMatoTb | B3aEMOLiOTb 3i CTBOpe-
HMMMK YSIBHUMK peanbHocTsiMu. Llen ac-
NeKT MOXHa po3rnafaTi 3 No3uil KorHi-
TMBHOI MCUXOJONil Ta HAYKW Npo BigyvyTTS.
KoHuenuiss BUKOPUCTaHHA  TEXHOJIOTIN
[ONA BMAMBY Ha CBiAOMICTb repoiB y difb-
Mi MOXe BWKJIMKATW €TUYHI MUTaHHS, 30-
KpeMa o0 Mex ocobuctol ceoboan Ta
KOHTPOMIO Haf, JIIOACBKOK CBIiLOMICTHO.
Ha ue nuTaHHS NOKM L0 HIXTO HE MOXe
HapgaTuv BignoBiab. Ak 3asHavae [. Jlen
(Lad, 2020) y npaui «HaykoBuii acnekT
y dinbMi “IMoyaToK": UM MOXYTb HOBI TeX-
Honorii 3U4TyBaTU Ta BMIMBaTK Ha Balli
CHU?»: «TexHonoris, NPoLeMOHCTPOBaHa
y dinbMi “MoyaTok”, paneka Bif peasb-
HOCTI, ajfle 3a [ecsiTb POKIB NiCNs BUXOLY
KapTUHU Ha Halli eKpaHW BM/IMB Ha CHU
iHWKX Nofen cTaB MNpeaMeToM iHTeH-
CMBHOIO BUBYEHHS1 B MaccayyceTCbKoMy
TEXHOJIOMYHOMY IHCTUTYTi».
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Y npoueci po3rnsy HayKoBUX acrnekTiB
CBiJOMOCTi BWMHUKae [OUBOBUXHA nep-
cnekTuBa. Monpu Te, Wwo cnpobu aHanizy
Ta TOYHOI iHTepnpeTaLil Lboro cknagHo-
ro npoLecy BCe Lie 3HaX0AATbCA Ha eTani
3apoXeHHS, NPOBeeHi CMOCTEPEXEHHS
BKa3ylTb Ha BUHSTKOBI MOXJIMBOCTI.
OpfHe 3 Takux gocnipgxeHb HaBiB K. Bopg
(Ward, 2020) y cTtaTTi «TexHosoris BU-
BYaHHS CHiB y dinbMi “lMoyaToK" cTae
peanbHicTio». BiH akLeHTye Ha ToMy, L0
iHdbopMaLis € BcepeanHi KOXHOI nogu-
HM i 4Yekae, Wob Ti po3bnokyBanun. Pos-
rnagaroum Le, BaX/IMBO PO3YMiTH, LLO
HayKOBMI CBIT MICTUTb MOTeHUian pos-
KpUTTA Ta YCBIJOMJIEHHSI BHYTPILLUHbOrO
MexaHi3My N0 ACbKOT CBifOMOCTI.

K. Bopg (Ward, 2020) sasHauae, WO
OOCNiOXEHHS aKTUMBHOCTI pO3yMy Bif-
KpMBa€e HOBi MOXJ/IMBOCTI A1 PO3YMiHHS
NOACbKOr0 MMUCHEHHS. HaBiTb Ha OOHi
obMexeHb B3aeMofil «MO30K — Tio»,
HayKoBLi 3a gonomMoroto dyHKLUioHasb-
HWUX MarHiTHO-pe3oHaHCHUX ToMorpadin
(MPT) BuBYaloTb PisUYHUIA aHanor gy-
MoK. [lopaTKoBi 3Haxigku dakynbTeTy
ncuxonorii MapBapAcbKoi LWKOAM Mefu-
LUMHKU NigTBEPAXYIOTh, WO BidyanbHe Ta
BepbanbHe MMWCNEHHA TIiCHO MOB'AI3aHi.
OjHaK HOBIi TexXHOJIOorii, TaKi AK rMOOKi
HEMPOHHI Mepexi, BiAKPMBaOTb MOXJIU-
BiCTb MepekyiafaT MO3KOBY aKTUBHICTb
BifloGpaXKeHb, CTBOPIOKOYN  «KAPTUHU»
YSIBHUX OYMOK.

Lli pocnigXeHHA Ta TEXHONOriYHi go-
CAMHEHHs  BiJKPMBaKOTb  3aXxOMNuBi
nepcrnekTUBM Yy rany3i HelpoHayku Ta
KOTHITMBHOI ncuxonorii. BoHn He nuwe
PO3LUMPIOOTL  PO3YMIHHSI MEXaHi3MiB
NIOLCbKOr0 MUCTIEHHS, ane N CTBOPHOKTb
niagrpyHTa ana po3pobneHHsa iHHOBaLin-
HUX MEeTOfIB HiarHOCTUKM Ta NiKyBaHHS
HEeBPOJIONiYHUX i NCMXiYHMX po3napnis. ba
Ginblle, MOXNMBICTb «Bidyanisauii gy-
MOK» MOXe PeBOJIOLiIOHI3yBaTH cchepu

Herpeckyn, |, CnaopeHko B. ®inbmu Kpictodbepa HonaHa
B HayKOBO-PEANICTUYHOMY KOHTEKCTI
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KOMYHiKaUil Ta TBOPYOCTI, faroumn amMory
OyKBanbHO «Moka3yBaTW» CBOI if€l iH-
wum (Bezruchko, Pogrebniak, Korablova,
Oborska and Chmil, 2024).

BapTo 3BepHyTU yBary, wo l. NeyepaH-
cbkuin (2024, ¢.52) y HaykoBi cTaTTi
«Undposi TexHonorii Ta aygioBisyasnbHi
iHHOBaLil B Cy4YacHil My3WUYHIin iHGYCTpIT
(ha npuknan VR-Bigeo “Family” B'epk
Ta AirSticks A. Inbcapa)» 3asHauae, WO
«HOBI ayfioBisyanbHi TexHonorii 3Mi-
HUIM He nuwe nigxig A0 NpOofaKLIHY,
a ¥ KOHLEeMLit0, OHTOJIONI0 Ta ecTeTUKy
My3W4YHUX Bigeo. Cepefl TakuMx TeXHO-
NOTiA HOBOTO TMOKOJHHA, AKi 3aBefeHo
3apaxoByBaTu no enoxu lHoycTpii 4.0,
0co6IMBO  BMPI3HAOTBCS  BipTyasibHa
peanbHiCcTb | B4OCKOHAaEHI LMdpoBi My-
3UYHI iIHCTpYMeHTM (3okpeMa AirSticks)».

B enoxy BWCOKMX TeXHOMOriW i cTano-
ro HaykoBOro pO3BMTKY JIIOACTBO CTae
CBiLKOM HEWMOBIPHUX [OCSIrHeHb, SiKi
PO3LWMPIOOTE FOPU3OHTU PO3YMiHHSA Ta
BMBYEHHS NIOLCHKOIO PO3yMy.

Tak, P. Xynep (Hooper, 2010) y cTat-
Ti «[oyaTok: BAOMBASIOYNCH Y HayKy
CHiB» KOHcTaTye: «Bxe icHye npucTpin,
AKMN MOXe edeKTUBHO 4MuTaTu uuich
OyMKK.  dyHkuioHanbHuMn  MPT-cka-
Hep pobWUTb 3HIMKM aKTUBHOCTI MO3-
Ky, a NoTiM nporpamHe 3abe3neyeHHs
BiATBOPIOE 3006paXeHHs TOro, Ha LWo
omBmBcs  cyb'ekT. JlocnigHukuM npu-
nycKarTb, L0 OJHOro pa3sy BiH 3MOXe
3anucaTtu Yniicb coH — 6e3 Gesnagy Ta
Hebe3neku». ABTOP HaroJsiolwye, Lo Lei
HayKOBMI BWUTOK BiJKpUBaEe HOBI nep-
CMeKTUBU [N [QOCAIOXEHHA He JNulie

CMUCOK BIBJTIOrPAGIYHUX MOCUJIAHD
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disionorii, a n ncuxonorii Ta dinoco-
dil nroacbkoro posymMmy. Hapasi Mox-
NMBO 3adpikcyBaTU He nuwe Te, Ha Lo
3BEpPTAETbCA 30pPOBE CMPUNHATTA, ane
" BigTBOPUTM 06pasu, Wwo dopMyroTbes
Yy HaUrmMobLKxX Wwapax cBigoMOro Yu nig-
CBiLOMOro po3yMiHHS CBITY.

BucHoeku

OTXe, MOXHa 3po6WUTM BUCHOBOK, LU0
dinbmu  Kpictocbepa HonaHa [eMoH-
CTPYIOTb MparHeHHs NoegHaT¥ HayKoBY
OOCTOBIPHICTb | Xy[QoXHI0 cBobopy. «lH-
TepcTennap» Bpaxae TOYHOM Bisyarnisa-
Li€e0 YOpHOI Aipu 3aBOSAKU 3ayyeHHH
HayKOBWMX KOHCYNbTaHTIB, Togi siK «Te-
HEeT» [OCTiXYE MeHLU 06r'pyHTOBaHYy, ane
3axonsMBy KOHLEMNLito iHBepcCii eHTpo-
nil. «MoyaTok» 3MyLlye NepPeocMUCITUTH
ycTasneHi ysABMEHHS MPO PO3MEXYBaHHS
peanbHOro Ta ysiBHOro CBITiB, pO3KpuBa-
FOUM, SIK HOBITHI HayKOBi [LOCATHEHHSI MO-
XYTb BIJIMHYTW Ha JIOACbKE PO3YMiHHSA
6yTTA, cB0OOAM Ta MPUBATHOCTI.

AHanis uux aygioBisyanbHUX TBOpIB
cBigunTb Npo Te, wo dinbMu K. HonaHa
MOXYTb OYyTWM edeKTUBHUM iHCTPYMEH-
TOM nonynsipu3adii CKNagHUX HayKoBUX
igen Ta ix peanizauii y ManbyTHboMmy,
a TakoX CNpuAKTb PO3B'A3aHHIO [10-
6anbHMx npobnemM. 3okpema, Taki CTpiy-
KW MaroTb OCBITHIN NoTeHUian — Haguxa-
I0OTb MOJIoe MOKOJIiIHHA Ha iHHOBAaL,iT Ta
nocnigHuubKi Tpiymdun, po3BUTOK Kpwu-
TUYHOIO MUCIEHHSI Ta KpeaTUBHOCTI, ne-
peocMUCNeHHs pyHOaMeHTanbHUX M-
TaHb JIIOACHKOro By TTS.

Bespyuko, 0. Ta depnoposa, 0., 2024. Baaemopfiss MuUcTeLTBa W HAYKN B OCSIFHEHHI 3aKOHIB
BCecBiTY: aHani3 inbMy «TeHeT» KpicTodbepa HonaHa. KysibTyponoriyHa gyMka, [e-journal] 26
(2), c.151-161. https://doi.org/10.37627/2311-9489-26-2024-2.151-161
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Abstract

The purpose of the article is to analyse the scientific and realistic aspects of Christopher Nolan's films
Interstellar, Tenet, and Inception, to determine the accuracy of the analytical concepts depicted in these films,
and to assess the influence of scientific consulting on the creation of visual effects. Research methodology.
Theoretical analysis of Christopher Nolan's cinematographic works (Interstellar, Tenet, Inception), content
analysis of scientific and philosophical concepts in films, and comparison of the ideas presented with
modern scientific theories were used. The influence of cinematographic material on the popularisation
of science was assessed, and the interrelationships between scientific and philosophical aspects in the
context of the problems of consciousness, reality, and technological influence were identified. Scientific
novelty. For the first time, a comprehensive study is presented that provides a holistic view of scientific
realism in the work of director Christopher Nolan, unlike previous works that focused on individual aspects
of films. The influence of scientific consulting on the creation of visual effects in cinema is analysed, the
potential for using similar films for educational purposes is considered, and the concept of entropy inversion
in Tenet is interpreted from the perspective of modern physics. In addition, a new approach to assessing the
impact of scientifically accurate elements on viewers' perception of the film and its commercial success is
proposed. Conclusions. An analysis of the movies Interstellar, Tenet, and Inception has provided a deeper
understanding of the mechanisms by which scientific facts are combined with philosophical questions in
cinema. It has been found that these films stimulate reflection on the limits of human consciousness, the
nature of reality, and the impact of technology on freedom and privacy. It has also been established that the
accurate reproduction of scientific concepts in K. Nolan's films not only increases their educational value
but also contributes to the popularisation of science among a broad audience.

Keywords: Interstellar; Tenet; Inception; science fiction; cosmology; black holes; entropy; physics; time
inversion; visual effects
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AHoTauia

MeTa pocnigXeHHs — ocMUCIMTU 306paxalibHi 0cobnMBOCTI camoonucy
LINCHOCTI B KOPOTKMX Bife0. BUSBUTU COLLIOKYNbTYPHUI | MeLiNHUIA KOHTEKCT,
y Mexax SIKOro aKTyani3ytoTbCsi KOpOTKi BifeoTBOpW; AOCAIAUTU POJib
camoigeHTudikauiiTacy6'eKTMBHOCTIBCaMOOMMUCI BINCHOCTI; MpoaHaniayBaTtu
HapaTuBHI CTPYKTYpM KOPOTKUX Bifle0 Ta OCHOBHI 3acobu XymoXHbOI
BMpasHocTi. MeToponoria pocnig)keHHss 0a3yeTbCA Ha KOMMIEKCHOMY
niaxofi, WO OXOMOE aHani3 nitepaTypHUX OXepen 3 MeTor (hopMyBaHHSA
TeopeTUYHOT 6a3n Ta BU3HAYEHHS KJIFOUOBUX MOHSITh; iCTOPUKO-KYNbTYPHUI
aHanis, cnpsiMoOBaHMI Ha BUBYEHHS COLLIOKYNIbTYPHUX | MefiNHNX NepeiyMoB
akTyanizauiiBMpobHULTBA KOPOTKMX Bieo; dopManbHO-CTUNICTUYHUA METOS,
aHasni3y KOpOTKMX Bifeo, KU MoAsiraB y CTUAICTUYHOMY Ta KPUTUYHOMY
aHanisi obpaHux 3paskiB KOPOTKMX Bifleo siK HanbiNbLll BUpPa3HUX NpUKNagiB
aBTOPCbKOro CaMoOoMNUCy; METOA, aHani3y XyfoXHix 3acobiB BUpa3HOCTI Ans
BW3HaYeHHA NaniTpu 3acobiB camoonucy B ayfaioBisyanbHomy TBopi. HaykoBa
HOBW3Ha JOCNifXeHHs. Breplie y3aranbHeHO KOYOBi acnekTy, noB'si3aHi
3 bopMyBaHHSIM Ta eBOJIOLiE0 CTpaTerii caMoonucy B KOPOTKUX Bifeo,
a TaKoX NpoaHani3oBaHO OCHOBHI 306paxasibHi 0coBMMBOCTI, SIKi BUPI3HAOTb
CaMOOMKWCHI KOPOTKI Bifleo cepef, iHLKX ayRioBi3yanbHUX Xy0XHIX (popMm, Lo
pPO3MOBCHAXYHOTbCS B LM(POBOMY cepefoBuLli. Ha OCHOBI AoOCNigXeHHSA
HanbiNbll XapakTepHUX MNPUKIAAiB BU3HAYEHO, WO CaMOOMUCOBI KOPOTKI
Bifleo — ue MynbTUMOoanbHUA HapaTuB, Y SKOMY Bi3yasbHi, 3BYKOBI, TEKCTOBI
Ta nepcpopMaTMBHI €neMeHTU NOeAHYHOTHCS AJI CTBOPEHHS CY6'eKTUBHOMO
obpasy. BusiBneHo Ta cuCTeMaTM30BaHO MOLUMPEHi XYOOXHi 3acobu, ski
gonomMararoTb 3pobuTu Bigeo He npocTo iHPOPMATUBHUM, a eMOLiMHO
HacUYeHUM Ta eCTETUYHO BUPa3HUM. Oco6nnBY yBary npuineHo HapaTuBHUM
cTpaTerisim, iKi XxapaKTepHi came 519 KOPOTKuX Bigeo. BucHoBku. BignosigHo
0O MocTaBfieHOI MeTW Yy cTaTTi MpoaHasni3oBaHO XyOOXHi 0cobnuBoCTi
caMoonucy AiANCHOCTI B KOPOTKUX Bifeo. BusHauyeHo posib camoonucy
B penpe3eHTaLii ocobu aBTopa Ta OBEeAEHO, L0 XYA0XHI 3ac06U BUpaXeHHs!
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€ A0POM KOPOTKOro ayAioBidyanbHOro HapaTuBy, kUil OOpMYE YHiKanbHUM
cnocib po3nogigi Npo cebe B ymoBax LUpoBOi KynbTypu Ta anroputMivyHor

BUOUMOCTI.
fAK uuTyBaTH:

AndbopoBa, 3., 2025. Camoonuc QHiNCHOCTI B KOPOTKMUX Bifeo: 306paxanbHi 0cobnmBoCTi. BicHMK
KuiBcbkoro HauioHasibHOro yHiBepcuTeTy KyabTypu | mucteyts. Cepis: AygioBidyasibHe MUCTeLTBO

i BUpo6HMLTBO, 8 (2), €.263-276.

dopmynioBaHHs npo6nemu

3MiHa dopM Bi3yanbHOro CNpUAHATTS
B UMdpoBY enoxy Ta eBoniouis 306pa-
XanbHKX 3aco6iB BUPAa3HOCTi B Cy4yacHO-
My ayfioBi3yasibHOMy MWUCTeLTBI akTya-
nisyBanv HaykoBy npo6nemy camoonucy
LINCHOCTI B KOpPOTKMUX Bigeo. CyyacHa
aypnioBisyasibHa KysbTypa LIBUAKO 3Mi-
wyeTbca y 6ik KOPOTKMX Bigeodopmaris
(nanpuknag, TikTok, Reels, Shorts), ski
CTalTb FOJSIOBHUMU HOCISIMU aygioBi3y-
anbHoi iHdopMalii. Lle noTpebye HoBO-
ro oCMMUCIeHHs cnocobiB penpeseHTauil
LINCHOCTI Ta BUABJIEHHS TOro, siK ay-
JioBisyanbHui obpas cTae camogfocTar-
HiM aKTOM BWCIIOBJIIOBaHHS, a He JimLle
intocTpadieto. Camoonuc — Le 3[aTHICTb
aypnioBisyasbHUX Megia He nuwe 306pa-
XaTu peanbHicTb, a W BogHovac ped-
nekcyBaTu ii. Y KOPOTKOMY Bifeo Len
npowec HabyBae 0CO6MBOT 3HAYYLLLOCTI:
Yyepe3 06MeXEeHICTb Yacy KOXeH Kaap Ta
aypnioBisyanbHUi 3aci6 MicTUTb nigBwu-
leHe 3MICTOBHE Ta €eMolillHe HaBaH-
TaXEHHs], CTaluu CBOEPIOHUM «A3ep-
Kanom» KynbTypwW, TBOPLS | CMOXUBaYa.
BooHoyac KOpOTKi Bifeo aKTUBI3YHOTb
HOBI 306paxarsnbHi MoxnuBocTi. [ns Mu-
CTeLTBO3HABCTBA BaX/MBO OCMUCIUTHU
KOpPOTKEe Bie0 He MPOCTO siK aynioBi3y-
anbHUI NPOLYKT, a K HOBY chopMy ay-
[ioBi3yasbHOro MUCTELTBA, e MeXi Mix
MUCTELITBOM, [OKYMEHTOM | MOBCAK-
OEHHICTIO po3MuTi. [locnifXeHHs Lboro
sIBMLLA BiKPMBAE HOBI MepPCrNeKTUBM Te-
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opii aypioBisyaslbHOro HapaTuBy, Cnpwu-
fle pO3BMTKY MeTomosiorii aHanisy no-
CTMefjitHOro MucTeLTBa Ta [0MNOMarae
HayKOBLSIM afleKBaTHO iHTeprpeTyBaTu
HoBi chopmu aypioBi3yanbHOI camope-
npeseHTauil.

AHani3 ocTaHHix gocnig)xeHb
i ny6nikawin

HapaTonoris Ak MixaucuunniHapHa Te-
opisi OMOBIfAHHS BMBYAE CTPYKTYpy Ta
MexaHi3MW nepefaBaHHA iCTOpIN y pi3-
HUX MefiyMax, BKJHOYaloumn niTepaTtypy,
KiHO, TeaTp Ta iHwWi cdopMn MUCTELTBA,
a B KOHTEKCTi ayfioBisyanbHOro mMucte-
LTBa aKLEeHTYe Ha cneyudili camoonucy,
TO6TO Ha MpoLeci CTBOPEHHS Ta CNpUii-
HATTS TBOPIB, e aBTOp CaM CTaE YacTu-
Hoto onogigi. M. Pikep (Ricceur, 1983)
i O. MakAgamc (McAdams, 1997) sanpo-
MOHYBanu KOHLIEMNLi0, 3a AKOK NoAuHA
dopMye CBOHO OCOBUCTICTb Yepes pos3-
noBigb icTopiv npo cebe.

Y poboTax 1. Pikepa «Yac i po3noBigb»
(1983) Ta «[Mpo cebe SK iHLWNIA iHLIOMY>»
(1990) iness HapaTuBy sik hopMU caMo-
pO3yMiHHA Habyna BaXMBOro 3Ha4YeHHs,
OCKIiNIbKM N0 MHA He NPOCTO XMUBE Y CBITI,
a OCMMCIJIIOE CBOE XUTTSI Yepes po3roBi-
Li Npo Hboro. Taki po3noBifi NocTaTb
AK opMM camoonucy, WO CTPYKTYpy-
IOTb [OCBif, HafalTb WOMY LiJliCHOCTI
Ta ceHcy. Tak, camoonuc, 3a [1. Pike-
pom (Ricceur, 1983; 1990), € cnoco6om
cyb'ekTa BnucaTtn cebe B COLIOKYNbTYp-

AndbopoBa, 3. CamMoonu1c AiCHOCTI
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Hy peanbHicTb, BiapednekcyBaTty i ysiBu-
TW CBOE CTAHOBMWLLE B Hill.

L. MakAgamc (McAdams, 1997) 3Bep-
TaB yBary Ha Te, WO SIKWO peanbHUi
[ocCBif He 36iraeTbcs 3 TUM, WO TpaHC-
NIOETbLCS OHMANH, TO TakKa CUTYaLlisi MOXe
NPU3BECTU [,0 BHYTPILLHbOr0 KOHMIKTY.

Y kuusi P Mengx (Page, 2012) «lcTo-
pil Ta couianbHi Mepexi: ileHTUYHOCTI Ta
B3aeMOpisi» OOCNIIKYETbCS, K 0COOUCTI
icTopil, AKi NyonikytoTbCst B coLjiaNbHUX
Mepexax, BMMBalTb Ha (HOPMYBaHHS
iIEHTUYHOCTI Ta B3aeMOJit0 3 ayauTopi-
€t0. ABTOpKa aHanisye pisHi oHnanH-nnar-
chopmy, o6 3po3yMiTH, AK HOBI chopmm
OMoBiJaHHA nepernsfatoTb TPaauLivHI
KaHOHW HapaTUBHOI CTPYKTYPU.

X. LWaxtHep (Schachtner, 2020) pos-
rnsnae HoBi hopMM OMOBIAAHHA B KOH-
TekcTi uudpoBUx Mefia, 30cepemxytoum
yBary Ha TOMy, Ik MOJofi KOpUcTyBadi
iHTepHeT-NNaTgopM 3acTOCOBYIOTb Ha-
paTUBHI NPaKTUKMN 071 CAMOBUPAXEHHS
Ta popMyBaHHA ifeHTUYHOCTI. MomibHy
npo6nematuky nopyuwye i C. Kycen, sika
aHanisye npouecu nepeTBOPEHHS KO-
pucTyBayiB couiaNbHUX Mefia Ha TBOp-
LiB KOHTEHTY Ta JOChigXye MeXxaHi3Mu
hopMyBaHHSI LMOPOBUX ifEHTUYHOCTEN
3a [ONOMOrot MyNbTUMELIAHUX iHCTPY-
MeHTiB (2014).

Y «knurax [. bBipingenni (Birindelli,
2022) «HapaTuMBHa if€HTUYHICTb: 0CO-
6ucTa QopoxHs kapTa», [. MakApamca
(McAdams, 1997) «IcTopii, AKUMU MU XN-
BeMo» Ta X. LLlaxTHep (Schachtner, 2020)
«HapaTuBHWIN cy6'ekT: OMOBigb B ernoxy
IHTepHEeTY» MpPOMOHYETbCA  iHTepnpe-
TaTVBHUWI MigXif 0O TEMU HapaTUBHOI
iIEHTUYHOCTI, L0 MOEQHYE COLLONOTiYHi,
MCUXONOTNiYHI Ta MCMXOaHaniTUYHI KOH-
uentn. B. Bapa (Vara, 2025) 3BepTae
yBary Ha Te, sIK TEXHOMONIT Ta LWTYYHUN
iHTENIeKT BM/MBAOTb Ha CMAPUNHATTSA
cebe, TBOpYiCTb | NaM'aTb. M. ProkkeH-
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wterH (Ruckenstein, 2023) pocnigxye
eMOLiHI peaKuii noaen Ha anropuTMuy,
posrnagaroum X BraMB Ha NOBCSAKAEHHE
XWUTTS Ta CNPUNRHATTA TEXHOJIOTIN.

Monpw uikaBicTb HayKOBLIB 40 Npobne-
MK camoonucy B umcpoBux Megia, us
TemMa 3anuaeTbCA HeOCTaTHbO onpa-
LbOBaHO. HayKoBLi NpakTUYHO He 3Ba-
XarTb Ha Ti 306paxanbHi 0cob6aMBOCTI,
AKi BMOINAIOTb CaMOOMUCHI KOPOTKi Bi-
[eo cepef iHWMX aygnioBisyanbHUX Xy-
LOXHiX dopM, IKi po3nNoOBCHAXYHOTbCS
B LM pOBOMY cepenoBULLi.

MerTa cTtaTTi — OCMUCIMTU 306paxasbHi
0C06/IMBOCTi caMoOOMUCy AiNCHOCTI B KO-
pOTKMUX Bifeo. BuaABUTM couioKyNbTyp-
HWUM | MeLiMHUIA KOHTEKCT, Y MeXax sIKoro
aKTyanisyroTbCsl KOPOTKi BifeoTBOpMU.
He MeHL BaXJIMBUM € OKPECNEHHS poni
camMoifeHTudikauii Ta cy6'eKTUBHOCTI
B Mnpouecax caMoomnucy AIACHOCTI B Ta-
KMX TBOpax. AHasi3 HapaTUBHOI CTPYK-
TYpU KOPOTKMX Bifie0 fae 3Mory 3pobutu
nocnigxeHHs 306paxanbHux 0cobimBo-
CTel camoonucy LiNCHOCTI MpeagMeTHi-
UMM, OCKiflbKM iCHye npsiMa Kopensuis
Mix 300paxanbHumMu 3acobamu BUpas-
HOCTi Ta TUMOM OMOBIJHOCTI.

MeTogonoriss  gocnigkeHHsi 6a3yeTb-
CAl Ha PO3YMiHHI TOro, W0 B Cy4acCHUX
yMOBax CaMoOonuc 0cobsIMBO aKTMBHO
NposiBASIETbCA Y MefianpocTopi, e iH-
OMBIOM 3a [ONOMOrOK TEKCTY, Bisyasb-
Horo o6pasy, aymio- Ta Bigeo3acobiB
BMPA3HOCTI CTBOPKOIOTb HapaTuBH, LLO
penpeseHTYTb IXHK ifEeHTUYHICTb, [0-
CBif, i CBiTOBIAYYTTA. MepiasiBMLLa, Taki
AK CTOpITeNiHr, Bigeobnoru, KOpoTKi Bi-
[eo Ta MOCTM B coLiaNbHUX Mepexax,
BUKOPUCTOBYIOTbCA AN 0COOUCTUX
i KonekTMBHMX camoonucis. [Hocnif-
XEHHs1  ayfioBisyallbHUX CaMOOMuUCIiB
cniBBigHOCUTbCA 3 nornagamu 1. Pike-
pa Ta oro NocnifoBHMKIB, 3 KOHLEMNLE0
«pechnekcuBHoi MopepHocTi» Y. beka

Alforova, A. Self-Description of Reality in Short Videos: Visual Features
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(Beck, 1992) T1a E. TignpeHca (Giddens,
1984), y Mexax siKOl Cy0'eKT cTae fK
YYaCHMKOM, TaK i aKTUBHUM aBTOPOM
BJlacHOI couianbHoi 6iorpadii, a Takox
i3 Teopieto HapaTUBHOI iQEHTUYHOCTI.
KnacuvyHi  MuCTeLTBO3HaBYI  MeTOAM
aHanisy aygioBisyanbHux TBOpIB (cbop-
ManbHO-CTUNICTUYHWUIA, aHani3 XYLOXHIX
3aco0biB BMPA3HOCTI Ta iHLWLI) ganu aMory
BUSIBUTU 0COBNMBOCTI Xy[0XHiX 3acobiB
BUPA3HOCTI B KOPOTKUX Bifeo, AKi BUKO-
pUCTOBYIOTbCSA A1 CAaMOOIUCY.

OCHOBHUI MaTepian focnifAXKeHHs

KopoTki Bigeo, Taki sik ponvku B TikTok,
Instagram Reels un YouTube Shorts, cTa-
N MOTYXHUM MefianbHuM chopmaTom,
AKUA aKTUBHO Bifobpaxae, KpUTUKYe Ta
BiTBOPIOE KYNbTYpPHi HOPMM, MOBCSIK-
OEeHHe XWUTTS Ta i4E0sIorivHi YCTaHOBKMU.
KopoTki Bifieo 4yacTo 3aKpinnoTbh BXe
HasiBHIi YCTAQHOBKM Ta OYiKyBaHHSI Cy-
CMifIbCTBa: TeHAEpHi CTepeoTwnu; Kyrb-
TYpPHUIA KOHPOPMi3M; MpoLecu Komep-
uianisauii B UMdPOBOMY CcepenoBULL,.
barato KOpOTKWX Bi[eOposIMKIB NpOJoB-
XYHOTb 3BUYHI YSAABMIEHHS MPO «4OJI0BivYy»
i «©KiHOYY» MOBE[iHKY, 30BHILIHICTb, PO,
3aKpINJIKOYK yCTasneHi cycninbHi ysBeH-
HA npo reHgep. LLlogo KynbTypHOro KoH-
dopmiaMy, TO MONynspHi TpeHOM Ha Bi-
JeoxocTuHrax (TaHui, Mofa, CNeHr TOLLLO)
3afatoTbes iHdNOeHcepamMu i NOBTOpHO-
HOTbCSl MacCOBOIO ayAMTOpIELD, NigTPUMY-
HouM naHiBHI cTuni XxXuTTA. Lle, BignosigHo,
cnpusie KomMepuianisauii BigeoXoCTUHrIB,
afxe iHTepHeT-nnatdopMa 3a0Xouye
KOHTEHT, SIKW Crpusie NPoaaxy TOBapiB,
nocnyr, nandpcTann-npoaykTiB, i NPoAoB-
Xye dopmyBaTK CMOXMUBYI LIIHHOCTI B CY-
cninbcTBi (Beck, 1992; MycieHko, 2019).
B Mexax 3asHayeHUX COLOKYNbTYPHUX
KOHTEKCTHMX TEHOEHLiN PpO3BMBalOTh-
csl i NeBHi MegjiaTpeHOM, XxapakTepHi ans
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cyyacHoro uucppoBoro cepepgoBuLa.
OfHVM i3 HaUMONYNAPHILLMX € TPeH[ Ha
iHTEepPaKTUBHICTb — 3ajlyyeHHs rnsgada
yepes Naiku, KOMeHTapi, fyeTu, peMiKcu.
Lien noBrocTpokoBui TpeHn 06yMOBIHOE
anropuTMM CaMoONUCIB L[iACHOCTI B iH-
TepHeTi NpakTMyHo 3 noyaTtky XXl cT. MNo-
NyNSPHICTb IHTEPAKTUBHOCTI Y MefilHO-
My KOHTEKCTi He cnabLuae, TOMy L0 BOHa
BiMOBifae Ha KJIOYOBI 3aNnUTK Cy4YacHol
KynbTypyu Ta NcuXonorii ayguTopil. Ay-
OUTOpIA BiJEOXOCTUHrIB Binblue He Xxoye
OyTM NaCUBHUM CMOXUBAYEM — BOHA X04e
BravBaTH, OpaTu y4yacTb, B3aEMOLIATH
3 aBTOpaMu, agXXe IHTEPaKTUBHICTb MO-
nae iHdopmaluito y dopMi rpu, a rpa, Ha
BiMiHy BiJ Nnekuji, BAKNIMKAE 3a0BOJIEH-
Hs (rpa aKTMBI3ye JodaMiHOBY CUCTEMY
MO3KY, a OTXe, yTPUMYE yBary i BUK/IMKae
HaxxaHHs MOBEPHYTUCS).

BaxnmBuMu MeminHUMKU TpeHOamu Ta-
KOX € nnaTdopMHi oOMeXeHHs Ta Me-
METUYHICTb — Te, Ik KOPUCTYBay BMUCYE
ocobucTe B 3arajibHy KynbTypHY MaTpu-
uto iHTepHeT-KoHTeHTY (Koosel, 2014).
KopucTyBaui umncpoBoro mepiacepego-
BuLLa Ta OpeHAM MpUCTOCOBYHOTbCA [0
obmexeHnx dopmariB, WO CTUMYSIHOE
CTUCNICTb, SICKPaBICTb | NAKOHIYHICTb
TUX XY[OXHiIX hOpM, SIKi LMPKYNOHTh
B IHTepHeTi. Lle pobutb KOHTEHT BinbLu
«nepeTpaBfOBaHUM» O ayguTopii
3 «KOpPOTKOI», HETPUBAJIO YBaro.
B LbOMY € NO3UTUB: Xy[0XHE MUCTEHHS
nepeocMmucntoe cebe 3a ymMoB NimiTiB —
UMM MeHLLEe pecypciB (4acy, npocTopy),
TUM OpWriHaNbHIiWi pilleHHS NOTPIGHI.
OCKiNlbKM MeMeTUYHICTb — Lie 30aTHICTb
iHdopMauii WBKMAKO MolMproBaTUCS
i 3MiHIOBaTUCS, CTalO4YM MACOBUM KYJlb-
TYPHUM KOZOM (MEMU, TPEHAM, YENeHIXi,
ipoHiYHi doopmaTu), To cydacHUit Lmdpo-
BWUWA KOHTEHT HaLifieHn K Ha iHpopMmy-
BaHHS Y1 pPO3Baru, Tak i Ha «3apaXeHHs»
ayauTopil, Ha KONEKTUBHY TBOPYICTb, ipo-
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Hito Ta camopednekcito. Y NoCTipoHiYHY
enoxy Memu ctanu cnocobom roBoputu
Mpo Ceprio3He Yepes HecepirosHe, LWO
pobUTb CKNaAHiLi TeMU SOCTYMHILLMMMU.

ABTOpcbka camoigeHTudikalis B Ko-
POTKMUX Bifeo, 0coBIMBO Ha couiallbHUX
nnatcopmax, sik-ot TikTok, Reels abo
Shorts, Bupaxae cebe He nuvile yepes
3MicT, a 1 Yepe3 dopMmy, CTUNb, BUBIP
i nopayy aypgioBisyasbHOro Martepiany,
BMKOpUCTOBYOUM GaraTvi apceHan Bi-
3yaJlbHUX, 3BYKOBUX Ta OMOBifaNbHUX
iHcTpyMeHTiB (McAdams, Josselson and
Lieblich, 2006). Ockinbkn KoxeH BUGIp
TEMU CaMOoOMUCY — Lie NOBiAOMJIEHHS PO
cebe, TO BaX/IMBUM CTae MUTaHHS: L0
HacnpaBgi TypOye aBTopa (CamooOLiH-
Ka, NoniTMKa, BigHOCUHW, Mirpauisi, ncu-
XiyHe 30poB'sA). AGO NUTAHHS: YOro BiH
yHUKae (L4e TeX XapakTepucTuKa, afxe
iHOAi MOBYaHHA TOBOPUTb TOJIOCHILLE).
[o npuknagy, aBTop ny6nikye KopoTke
Bifeo «[leHb i3 XUTTS Tyxoro CTYLeEH-
Ta», i Le € He TiNIbKM XPOHiKa, ane i Bupas
iIEHTMYHOCTI, 3anpoLLeHHA [0 emnartii
Ta pyWHyBaHHSl cTepeoTuniB. CamMoBuU-
paxeHHs1 B KOPOTKOMY Bifieo — Le bara-
ToLapoBuMi npouec, fe dopma Ta 3MicT
nepensieTeHi. HaBiTb 15 cekyH[ MOXYyTb
CcTaTM aKTOM CNpoOTMBY, camoifeHTudi-
Kauil 44 Xy[OXHbOro BUCIIOBJIOBAHHSI.
ABTOp TaKoro Bifgeo Moxe 6yTu BigBep-
TMM abo ipoHiYHMM, abo HaBiTb abcTpak-
THUM. [0NOBHe — BIH cam BuUpillye, L0
i K ckasaTu. | ue pobutb KOpOTKi Biaeo
MOTYXHUM IHCTPYMEHTOM aBTOPCbKOro
caMOBUpaXeHHs y LUNMpoBY enoxy.

0. MycieHKo, sika I'PyHTOBHO 3alMana-
ca npob6nemoto BigeoxocTuHris (2019),
crnpaBeffiMBO CTBeEpAXYBana, WO «0ofn-
HOOCIOHMIN BnorepcbKMn KOHTEHT YacTo
cnpuiMaeTbea K OiNbll aBTEHTUYHUIA
i HabNMXXeHW [0 peanbHOro AOCBiAY, Wo
crnpusie Moro NonynsipHoCTi cepen aynu-
TopiT» (2025, ¢.85).
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MpobnemMn TinecHocTi — Tina, 30BHilW-
HOCTI, Tifla B CycCnifIbCTBi — YacTo Moci-
JaloTb LEeHTpanbHe Micle Yy KOPOTKMX
Bifleo, TOMY WO TiNO CbOrogHi crano
apeHol ocobucToro, couianbHOro Ta
MoNiTUYHOrO BUCIIOBMIOBaHHA. OcKisb-
KW KOPOTKi Bifeo — ue aygmioBisyasibHi
Megia, TO TifI0 aBTopa B HUX 4YacTo Mo-
Ka3aHO Ha nepLioMy MnaHi, agxe Moro
BUAHO (0651MYYs, ofsr, pyxu, Nosu — Bce
noTpannsie 0o kagpy). Tino cTae ronos-
HUM «HOCIEM CeHCy», yepes TifleCHiCTb
y Kagpi BMpaxaeTbCsl eMoLlisi, HacTpin,
nosuuia asTopa. barato xTo 3 aBTopiB
KOPOTKMUX Bifle0 BUKOPUCTOBYIOTH TiJO,
o6 nogonatu Hopmu (Hanpuknag, 6omni-
nosnTmB) abo nokasaTu iHakwicTb (JITBT
+ reHgepHi igeHTUYHocTI) abo 3uinnTHUCS
(BimeoposnoBigi Npo TpaBMy, po3naau
XapuyBaHHS, TiNECHi KOMIIEKCH TOLLO).
IHKONIM aBTOp TAKOro Bifje0 HaMaraeTbCs
3HANTU BNACHUI rOMocC WOoA0 TiNECHOCTI:
«OCb MOE TifI0O — i BOHO TeX rOBOPUTb».
TakMM 4YMHOM, KOPOTKE Bifle0 CTae 0co-
OMCTVMM aKTOM BU3HAHHS: <y MEHE aKHe»,
«f1 He BKJlafjalocb B ifeanu», «a TpPaHCOo-
COBUCTICTb Y NpoLeci ropMoHasnbHOI Te-
panii» Towo. Ocb YoMy nnaTdopmu Ta
mMepinHi dbopmatm Tuny TikTok i Reels
aKTUBHO MpOCyBalOTb Bifeo, fe BUAHO
06511Myysn, € eMoLinHi peakuii, a Tifo pyxa-
€TbCSl, TAHLIOE, [leMOHCTPYe TpaHcdop-
Mauii (go/nicns). Y pesynbTtaTti aBTOpU
KOPOTKUX BiOeo yvacTille MoKasylTb
TiNIO, @ OTXe, 3BEPTAOTLCS [0 TiNECHUX
TeM: CaMOOLiHKW1, 30BHILLHOCTi, COpPOMY,
ropAocTi, Biky Tow,o. OcKiflbku cyyacHa
KyJbTypa, 0CO6/IMBO OHMalH, CMOBHeHa
TiJleCHUX HOpM (CTaHOapTH KpacK, «diT-
Hec-Tina», «<4MCTa LWKipa», «giB4yaTta 6e3
XuUBOTa», «IK A cxygna Ha 20 kr» abo
«MOT nandpxaku fornagy sa coboto»), To
YyacTo peakLjieto Ha Le MacoBe BUCIIOB-
NIOBaHHSA Yepes3 Tino € BUKpUTTSA dasib-
Wi B KOPOTKMX Bigeo abo akTu onopy
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(6omino3uTue, GoMiHENTpPanbHICTb, Bif-
MOBa BijJ, MaKisiXy) Ta YecHi aBTOPCbKi
3i3HaHHA («A He N6 cBOE TiNo, ane
BUyCsl npuiiMaTu»). barato Tem Baxko
MPOMOBJIATU cloBamMu, ocobnuneo B ny-
6niyHoMy npocTopi. ToMy Tiflo aBTOpa,
Bifj3HSAATe B KOPOTKOMY Bifl€0, flae 3MOry
«CKasaTu» LWOoCh BaXxJimBe ByKBaNbHO Ye-
pes wpam, nosy, xect abo MmeTacopryHO
Yyepes TaHeub, rpuMm abo TpaHcdopMa-
uito. | e pobuTb KOpoTKe Bifeo 0cobnu-
BO UyTAMBMM (popMaToOM AJ/is TiNIECHUX
TeM. [Mpobnemu TinecHocTi dirypytoTb
Yy KOpPOTKMX Bifeo, TOMy LLO Tiflo cTano
MOBOIO, Yepes sIKy BUpaxatoTbcs eMolii,
6inb, ropAicTb, NPOTECT, IAEHTUYHICTb Ta
onip. | KOpoTKe Bifeo AK LWBWUAKA, Bi3y-
anbHO HacuMyeHa Ta [OCTYMHa XYLOXHS
dopMa ifeanbHO NigxoauTb ANs LUX Ti-
NECHWX BUCJIOB/IOBAHb.

K. WaxTtHep (Schachtner, 2020, p.195)
BUAiINAEe Taki Tunu onosigen B undpo-
BOMY cepefoBULLi: icTopil Npo B3aeMo-
3B'I30K, CaMOOpraHi3aLito, NocTayaHHs
Ta npofax, yrnpaefiHHA KOpLoOHamMu Ta
TpaHcdopMalito, a TakoX Mpo mnova-
TOK Ta BigpuB. BTiM 6inbwicTb aBTO-
piB, AKi OOCRigXyrTb TUNW HapaTuBiB,
CXOOSATbCS HA OyMLUi, WO B aBTOPCbKUX
MiKpOICTOPisiX KOPOTKi Bifeo 4yacto ne-
penaroTb «MOMEHT» abo doparMeHT Joc-
Bifly, BUKOPUCTOBYIOUN OBMEXEHU yac
(15—-60 cekyHO) 3 HasABHUMM CHOXET-
HMMK cxeMaMu (HaBiTb y KOPOTKOMY
dopmaTi Moxe cpopmMmyBaTUCS NOYaTOK,
KyrnbMiHaLisi, po3B'si3ka). YacTo B Takux
TUMax HapaTMBIB aBTEHTUYHICTb OMOHYE
iHCLIeHi3aUil, afke aBTOPOBi BaX/MBO Te,
HacKiflbku 306paxeHe CrpuMaeTbcs K
«cnpaBxHe» abo «ocobucTe».

3rigHo 3 Teopieto HapaTUBHOI ifeH-
TUYHOCTI, NoaMHa crnpuiMae cebe uye-
pes npuaMy ocobucToi icTopil, AKY BOHa
cama cknafae. Y couiafibHUX Mepexax
LA icTopis cTae ny6iyHOM i CXuUnbHa o
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3BOPOTHOrO 3B'A3KY. B KOPOTKMX Bifeo
aBTOPU BUAINSAOTb NEBHI aCMeKTU CBOro
XUTTS, Hafarum TM 0cobnMBOro 3HayeH-
HSl Ta BUAMMOCTI. Lle cnpusie nocuneHHo
MeBHWX HapaTMBIB i MOXe BMAMBATU Ha
CaMOBIQUYTTS Ta CNPUAHATTS 3 BOKY iH-
wnx. KopoTki Bifeo yacTo Npe3eHTy0Tb
O[4HOYACHO pPi3Hi aCNeKTU XUTTS aBTopa:
npodeciiHoro, ocobucToro, TBOPYOro
TOLLO, L0 € CYrOfIOCHUM KOHLLenLii fiano-
riyHoro «si», sika nepepnbayae, LWo ocobm-
CTiCTb cknafjaeTbcsl 3 6e3nidi BHYTpiL-
HiX MO3ULN | rosociB, L0 B3aEMOLIIOTb
Mix coboto. Lindpposi TexHonorii garoTb
3MOry CTBOPIOBATM [AOKNAOHI apXxiBu
ocobucTUx nopgin, Wo BMAMBAE CRpUiA-
HATTA 4acy i nam'aTi. BigeoxocTuHru,
Taki Ak Instagram abo X (paHiwe Twitter),
HagawTb KOpUCTyBayaM MOXIMBICTb
LOKYMEHTYBaTU CBOE XMUTTSA Yy peasb-
HOMY 4aci, cTBoptotouM GeanepepBHUii
noTik crnoragie. Lle Moxe nocuntoBaTu
BifUYTTS NPUCYTHOCTI Ta aKTyaJibHO-
CTi, ane TakoX NpWM3BOAWUTb [0 TPYLHO-
WiB B ynpaBfiHHi 0cobucTO icTopieto
Ta 36epeXeHHi npuBaTHOCTI. Ha gymKy
A. TopyHa (Torun, 2024, p.240), undposi
iHCTPYMEHTU PO3LUMPUIIM He Nulle Tex-
HiYHi MOXNMBOCTI KiHeMaTorpadicTis,
a N HapaTMBHI Ta ecTeTUYHI Mexi. OTxe,
KOPOTKi Bifeo, AKi CTBOPIOIOTLCS 3 Me-
TOK CaMOOMWCY, € AMHAMIYHUMU aBTO-
BiorpadpiyHMMM HapaTMBaMM, CXWUSIbHU-
MU SIK [0 30BHILUHbOIO BM/IMBY, TaK i 0
camopedpnekcii. MpoaHanisyemo, SKumm
X 306paxanbHUMu 3acobamMu Xy L0XHbOI
BMPA3HOCTi CTBOPHOKOTHLCA Taki Hapa-
TuBU. MikpoonoBifi — JApamaTypriyHa
OCHOBa KOpOTKUX Bigeo. CamMoonucoBi
Bileo B couMepexax — Le MikpoicTopii,
wo yknagatotbcs B 15—60 cekyHp, ane
30aTHI BWKIMKATM €MOLINHUIA Bigryk.
Taki Bigeo vacto OyaytoTbCA Ha KOH-
donikTi, po3B'sA3LI UM 3BEPHEHHI [0 rNs-
Javya §IK MiHiManicTUyHMin ppamartyp-
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riYHUMA akT. ABTOpPU 4acTO PO3irpytoThb
kpauwly (iHwy) Bepcito cebe, a akTopcbka
rpa, rpoTeck, ipoHisi CTalTb YaCTUHOM
camonpeseHTauii. Ak crnpaBegnMBO Ko-
nucb nomitue T. Bipivgenni (Birindelli,
2022, p.98), «aBTOGIOrpadisi — Le He Me-
NaHXoniMHUI BiacTyn, a crnocib posnoya-
TW HOBWI WNsIX 3 Binblolo ycBigomne-
HICTIO CBOIX 06MeXeHb | MOXIMBOCTEMN».
MeTaHapaTuBHiCTb, TOBTO KOMEHTYBaH-
HSl CaMOro npoLecy 3MOMKU Ta MOHTaXYy,
HaJae Bigeo [0[aTKOBY MMUOUHY. Y Lbo-
My pasi nepdopMaTUBHICTb Ta ipoHiYHa
OWCTaHLiA cTaloTb CcnocoboM roBopuTH
npasAy npo cebe yepes «MacKy».

Y KOpOTKMX Bifie0, MPUCBSAYEHUX CaMO-
onwucy, nobynoBa Kaapy Bifirpae kntoyo-
BY pOJib Y CTBOPEHHI ocobucTol Ta BU-
pasHoi BisyanbHoT onosigHocTi. Lli Bigeo
4yacTo CMMParTbCA Ha Bi3yasbHi pilleH-
HSl, SIKi [omnomaraioTb BULIMNTU TONOB-
Horo reposi (aBTopa), Moro emodii, npo-
CTip i KOHTeKCT. KoMnosuuinHo 06amyus
abo dirypa aBTOpa HalyacTile posTa-
LIOBYOThCA Y LieHTpi kagpy. Lle cTBoptoe
BiUYTTA MPAMOro KOHTaKTy 3 ayauTo-
pieto, nocuntoe edekT «NPUCYTHOCTI».
BuKopucTaHHs guMHamivyHOT KaMepu abo
SICKPaBUX KOCTIOMIB Y pyCi MigBULLYIOTb
€MOLIMHICTb MPURHATTA Bigeo. Y Bigeo
«Air Dancer» gBa BUKOHaBL,i iIMITYHOTb pyX
MOBITPAHUX TaHLOPUCTIB, BUKOPUCTO-
BYHOUM KOCTIHOMM BiAMNOBigHUX KOJbOPIB.
Kagpu 3HATI 3 pisHUX paKypciB, nigkpec-
JIFOKOYM CUHXPOHHICTb PYXIB i sICKpaBiCTb
KOoCTIOMIB. Takuin Nigxin nae amory rns-
JayeBi BiguyTV OMHaMiKy Ta eHepreTuky
Toro, wo BigbyBaeTbcsA. YacTo y Bifeo,
AKi po3noBifaloTb Mpo MoAOpOXi, aB-
TOP BUKOPUCTOBYE TEXHIKY MOAiNY eKkpa-
Ha, MOKasyruuM OJHOYACHO CBOI eMo-
uii Ta nensax. Lle nae amory ctBopuTH
edeKT MPUCYTHOCTI Ta 3aHypuTu MNs-
pavya B atMoccpbepy nopgopoxi. Cendi-
pakypc — Haubinblw MOWUPEHUI, OCO-
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6nmBo y TikTok Ta Instagram Reels. Ka-
Mepa 3a3BMYall 3HAXOOUTbCS Ha BUTAT-
HYTiN pyui abo WTaTuBi Ha piBHI 065IMYus,
CTBOPIOKOYM iNHO3iI0 PO3MOBU 3 MNsifa-
yeM. A o6pisaHHs no nnevyax abo rpyaax
(medium close-up) mae 3mory 3ocepe-
OUTUCA Ha MiMili Ta rosoci. PoH yacTo
BUOMpPAETbCA HeWTpanbHUN, 0coBUCTUI
(kiMHaTa, KyxHs,, BynuLs), afie He nepe-
BaHTaXeHW geTansMu. 3anyyeHi B Kagp
006'EKTM MOXYTb CUrHanisyBaTu npo xobi
aBTopa (riTapa Ha CTiHi), Moro couianb-
Hui cTaTtyc (cTunb MebniB, TexHika) abo
Mpo LiHHOCTI Ta iAeHTUYHICcTb (Npanopy,
KHUrK, boTorpadpii). Y Takux Bigeo aBTop
YyacTo BMUOMpaE HanpsMOK Ta iHTEHCUB-
HiCTb CBIiTNa — NPMPOAHE CBIT/IO 3 BiKHa,
KinbLeBa namna Tow,o, Wwo6 nigKkpecnmTu
pvicu 06nmMyys Ta NOKPaLUTHK BidyasibHe
cnpunHATTS. Jo npuknagy, B Instagram
Reels nonynsipHi Bifeo, B SiKMX aBTOpU
IEeMOHCTpPYIOTb CBOI paHkoBi abo Be-
YipHi putyanu. Kagpu yacto 3HiMatoTb-
CSl Y BaHHIN KiMHaTi, BUKOPUCTOBYOYM
KiNbLleBY namny AOnsi M'SIKOr0 OCBITJIEH-
Hsi. ABTOp 3HaxoAMTbCA Y BEpXHi ya-
CTUHI KaJpy, a NpoCTip HaBKOJIO HbOFO
MiHiMi30BaHuI, WO dooKycye yBary Ha
noro pisix Ta emouisix. PekBisutom cny-
ryloTb MpegMeTy, LLO MOCUIIOKTbL Mo-
CNaHHA — vawka KaBu, A3epkana abo
akcecyapu Ta Makisix. dopmMaT KOPOTKUX
Bifleo nepenbayae BWUYYEHHSI YCbOrO
3aliBOro: BCE, L0 He NMpaLutoe Ha BTiNeH-
HsI CEHCY 3MOMKW, 3abMpaeTbes 3 Kampy.
Tak, y nogibHux Bifeo 3a3Buyan BiacyT-
Hi 6e3naf, BUNAfKOBI NIOAM Ta CTOPOHHI
wymun. MiHimaniam y Kagpi nigkpecintoe
dokyc Ha cyb6'ekTi Ta Moro no.igoMIIeH-
Hi. 3abupatoTbcsa BiABOMiKaroui geTani
a60 BOHW pO3MUBaOTbCS Yepes rMbuHy
piskocTi. BepTukanbHuii doopmat (9:16)
KaZpy € NaHiBHUM Yy 6iNbLLIOCTI KOPOTKMX
Bifeo. BiH nocuntoe noyyTTs IHTUMHOCTI
Ta «0CcoBMCTOro MpoCcTopy», aaxe Kagp
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nignawToByeTbCA Nif OACbKY NOCTaTh.
Tak, y Bigeo «If Love Had a Sound» aBTop
BUKOPUCTOBYE BepTUKaNbHUIA dopmat
Kagpy, Loe nepcoHaxi rapMoOHIWHO BMu-
CYIOTbCSl Y KBIiTYUM/ MEPCUMKOBUN caf,.
CueHa 36anaHcoBaHa: NepcoHaxi 3Ha-
XO[ATbCA Ha 3aHbOMY MNJaHi, a KBIiTW Ha
nepegHbOMy, CTBOpHOIOUM aTMocdpepy
POMaHTUKK Ta npucTpacTi. Takun nigxig
[lae 3MOry BUCJTIOBUTM eMoLil Yepes B3a-
€MOf,0 3 NPMPOLAOHO Ta NPOCTOPOM.

lopu30oHTanbHUi  chopmaT BUKOPUCTO-
BYETbCA pifLle, 3a3BMYail, KOJM aKLEHT
pobuTbCA He Tinbky Ha cy6'ekTi, ane i Ha
HaBKOJNULLIHBOMY KOHTEKCTi. Y npoueci
CaMO3MOMKM 4acTO BMKOPUCTOBYETLCS
HepyxomMa Kamepa, fika CTBOptOe edhekT
cTabinbHOCTI Ta wWwMpocTi. AKWo aBTop
nepebyBae y pyci (ioe Bynuueto, 3alma-
€TbCsl CNPaBOO), Kamepa Moxe ByTu Ha
cTabinisatopi abo TpuMaeTbca B pyLi,
TOLi CTBOPHOETbLCS edieKT y4yacTi B 0Co-
6ucToMy MOMeHTI. ABTOhOKyC Ha 065mMy-
Ui (oco6nMBO B cyyacHuMx cMapTdoHax)
YyTPUMYE yBary rnsgada came Ha MiMiu,.
Onsa nigcuneHHA eMOLMHOCTI caMoo-
nMcy 4acTo B Kafpi CTBOPHOKTLCA Bi3y-
asibHi KOHTPACTW M aKLEeHTK: 3a CBIT/IOM,
KONbOpoM ofsary Ta oHy, dinbTpamu,
Wwob BMainMTK cyb'ekTa. AKLLO aBTOPKOK
€ XiHKa, fIka nparHe CTBOPUTU BIACHUIA
Bi3yanbHWA CTUNb Yy Kagpi, BOHA BUKO-
pVCTOBYE 30BHILLHI €/IeMEHTU BNAcHOro
CTWIO:  Hanpuknag, BUKOPUCTOBYETh-
cA sicKkpaBa MomMafa, He3BUYHI OKynsipu
abo 3auicka — L eNeMeHTU CTUIIIO BUKO-
PUCTOBYIOTbCS SIK BidyasibHi MapKepu iH-
amBigyanbHocTi. OTxe, nobygoBa Kagpy
B KOPOTKUX CaMOOMWCOBUX Bifeo crpsi-
MoOBaHa Ha nocuneHHst echbekTy ocobucToi
KOMYHiKauil, igeHTudikauii Ta Bisyanb-
HOro KOHTPOJHO 3a 06pa3oM «fi». Bee, wo
BKJIHOUEHO B rosie 30py — hyHKLIOHaNBHO,
BCe 3aliBe — BUKJIHOYEHO 33151 MOCUIIEH-
Hs1 BUPA3HOCTIi Ta ACHOCTI MOCNaHHS.
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KonbopoBa rama KOpOTKUX Bifeo Tex
€ CKNagHUKOM (OOpMyBaHHSI MEBHOro
eMOLiMHo-3MicToBHOro 06pasy aBTopa
npu camoonuci. [incHo, KonbopoBi nani-
TPpU Takux BiAeO € MapKepamMu emoLlii Ta
ineHTMYHocTi aBTopa (Torun, 2024). Tak,
Tenni naniTpu (YEPBOHUIA, MOMapaHYeBUiA,
XOBTUI) KOJIbOPY CTBOPHOIOTL 3a3BMYal
aTMocdepy 3aTuLLKY, 61M3bKOCTI, eHepriT,
XMTTEBOCTI. Taka KONIbOpoBa nanitpa ya-
CTO BUKOPUCTOBYETbLCS AJ1S1 Bi3yaslbHOro
«OKPECJIEHHSI» KOHTEKCTY MpUBATHOI ic-
TOPpIT: y Bigeo npo 6yanHOK, paHKOBI pyTu-
HW, POMaHTUYHI MOMEHTM XUTTA aBTopa.
Came Tak CTBOPHETbCA BiguyTTA Tenna
Ta eMOUINHOT BiAKPUTOCTI.

XononHi KonbopoBi nanitTpu (GnakuT-
HWUI, CipUA, CUHIN, 3eJIeHnI) XapaKTepHi
Onsi aTMocdpepu 3 pPisHUM eMOLIAHUM
MOLYCOM: BiJi CMOKOK [0 CMYTKY, ca-
MOTHOCTI Ta pedonekcii. Taka KofibopoBa
naniTpa 4acTo 3aCTOCOBYETbCHl Y Bifieo
3 po3MOBaMu MO MeHTaslbHe 34,0POB'S,
Y BeUipHix Bifeo, a TaKoX Yy Mexax ecTe-
TUKM «soft sad». EcpekT Bij BUKOpUCTaH-
HSI XOJI0OHOI KONbOPOBOI ManiTpu B KO-
POTKMX Bifeo — Lie CTBOPEHHS ANCTaHUii
MiX aBTOpoM i rnspademM Ta copmy-
BaHHA BiAYyTTA MOOKOI BHYTPILLIHbLOT
poboTu. HenTpanbHi Konbopu naniTpu
(6exeBwid, 6inun, cipuin) cTBOPHOOTbL aT-
Mocdpbepy MiHiManiamy, BUTOHYEHOCTI Ta
YACTOTM AYMKWU. HeWTpanbHa KONbOpO-
Ba raMa BMKOPUCTOBYETHLCSH Y BifieoLL0-
OEeHHUKaX, Yy Bigeo B cTuni «clean girl»,
a TakoX B ecTeTuli paHKOBOro puTya-
ny. HenTpanbHi KOnbopuW MNifKPeCoTb
KOHTPOJIb, MOPALOK, 3PiNicTh, WO Xapak-
TEpHi 4151 OKPeMUX TUMIB CaMoOonNucy.

06n1yyss Ha TNi TeMHOI KiMHaTW, pisKi
TiHi, NigCcBiYyBaHHA 3HM3Y YM 300Ky — Ui
MeTOM BUKOPUCTAHHSA CBIT/IOTIHI Ta YiT-
KOro KOHTpacTy y npoLeci 3M0OMKU 4acTo
BUKOPUCTOBYETbCA AN ApamaTtu3aadil
camoonucy aBTopa. Lle BaxmBo y Bu-

AndbopoBa, 3. CamMoonu1c AiCHOCTI
B KOPOTKMX BIAEO: 306payKasibHi 0COBMBOCTI
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nagky obpaHHs aBTOpOM npobnemu Bu-
3HaHHS, nepexuBaHHA abo BKpan BaX-
NUBUX MOBIQOMNEHb, WO MOTPebytoTb
MaKCUMarbHOI KOHLeHTpaL,il rsaaubKoi
yBaru. KoHTpacT Konbopy, AKUiA CTBOPHO-
€TbCS NPOTUCTaBNEHHAM (DOHY Ta ofsary
(Hanpuknag, sickpaBa CYKHSI Ha Cipomy
hOHi) BUKOPUCTOBYETLCA [N BULINEHHS
cy6'ekTa Ta Bi3yaJlbHOro akLeHTY B Kagpi.
BaxknmBy posib y KOHCTPYHOBaHHI Bidyarsib-
Horo obpasy BigirpatoTb inbTpU Ta iHLWI
3acobu KoperyBaHHsi 306pa)keHHA B Kagpi.
CmucnoBe HaBaHTaXeHHs 6'toTi-dpiNbTPIB,
peTyLi TOLO € NOoNArae y NnparHeHHi CTBO-
puUTK «nokpatleHe f» y Bigeo, e cy6'ekT
roBOpPUTb MPO CaMOLiHHICTb, CTUNb abo
CaMONpPUIHATTS. BTiM, Taki iHCTpyMeHTH
KOpeKLil 300paXeHHsi OJHOYaCHO MoO-
XyTb BMKOPUCTOBYBATUCS iPOHIYHO abo
AK KPUTUKA KYNbTYPHUX HOPM Kpacu. BiH-
TaXHi Ta «nunoBi» inbTpu (grain, sepia
TOLLO) MOXYTb CTBOPIOBATU HACTPIN
HOCTasbril, BigUyTTs «3ary6GiieHoro yacy,
KU € BaX/IMBUM Y KOPOTKMX Bifeo npo
MUWHyne, OUTUHCTBO, MOKWUHYTI CTOCYHKM.
OpamMaTtunuHi inbTpu (cuHe/cipe TOHY-
BaHHSI, BMCOKa KOHTPACTHICTb) nepepa-
I0Tb TPUBOXHICTb, Aenpecito, BTpaTy Ta
BMKOPWUCTOBYKOTLCS Y Bife0 MNpPO MeH-
TaJlbHe 3[0pOoB's, couianbHy i30nsLUito.
fickpaBi Ta «MyNbTALWHI» PiNbTPU 30aTHI
CTBOPWUTK HACTPIV rPansIMBOCTI, cCamoipo-
Hil Ta aTMocdepy iHdaHTubHOCTI. Oc-
TaHHI TN iNbTPIB BUKOPUCTOBYETHCS
y Bile0 3 FYMOPUCTUYHUM MiATEKCTOM,
capkasMoM, «dpaHTasiiHo» camonpe-
3eHTaLi€to.

BigoMumMuM cTunictTyHMMKM 306paxalb-
HUMKU piweHHaMn y TikTok Ta Reels
€ «Cottagecore» — BUKOPUCTAHHS NPUITy-
LIeHUX MPUPOOHMX KOMbOPIB i M'AKOro
cBiTna; «Dark academia» — TeMHi Konbo-
poBi Manitpy, TbMsiHe CBITNO, PiNbTpU
«nig nniBky»; «Clean girl» — BukopucTaH-
HA 6exeBo-06iNMX TOHIB, OEHHOro CBiTNa,
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HenTpanbHuUx inbTpiB; «Alt» — KucnoTt-
Hi KOJIbOpY, YOPHi aKLUEHTW, XaOTUYHWI
MOHTaX.

BukopuctaHHss  pinbTpa  «Contrast
Makeup Trend» (4opHo-6inoro dinbTpa
NSl BM3HAYEHHS KOHTPACTHOCTI 3 mo-
OanblumM nigbopomM BiAMOBIAHMX Maki-
SXKHMX BIATIHKIB) [ornomMarae aBTopam
BM3HAUYNUTK piBEHb KOHTPACTY MiX X LLKi-
poto, 0UYMMa Ta BOJIOCCSIM, LLLO BIJIMBAE Ha
BMBip Makisixxy. Hanpuknapg, onsi BACOKO-
KOHTPACTHUX TUMIB PEKOMEHIOYETLCS BU-
KOPUCTOBYBATM HacW4eHi BiATiHKM, Taki
AIK TEMHI NomMaan Ta sicKpa.i TiHi, Lo nia-
Kpecnoe iHOMBIOYyanbHICTb Ta CTBOPHOE
BMpa3HuiA obpas. BukopucTaHHA inb-
TpiB «Colour Palette Trend» (pi3HOMaHiTHI
nanitpu ginbTpiB, WO BiANOBIfAIOTb Ha-
CTPOIO Bifleo, HanpukIag, Temnsi ToHW aJs
POMaHTUYHOrO KOHTEHTY, XONOAHI s
JpaMaTvyHOro) fae 3Mory ajanTyBaTu
BisyanbHWIA CTWb Bifeo nif WOro 3MicT.
Tenni ToHU cTBOpIOIOTL aTMocdepy 3a-
TULWKY Ta No6oBI, ToAi K XONOoAHI BiA-
TiHKM NigcunolTb ApaMaTuU3M i Hanpyry,
JoriomMaratouu nepefaTvi eMOLiNHUIA CTaH
aBTopa. BukopucTtaHHs cinbTpiB «Color
Temperature» (Tenni i XonogHi BiATIH-
KW 3aNeXHOo Bif HAaCTpOl) [al0Tb 3MOry
CTBOPUTM NEBHWUM HACTPIN: TENi BiATIHKM
acouitotoTbes 3 KoMEOPTOM Ta pagicTio,
XOJI0[HI — 3 CAMOTHICTHO UM iIHTpOCMeKL,i-
€10, WO [Jonomarae BidyanbHO nepegaTtu
BHYTPILLUHI CTaH aBTOpA.

MOHTax 3anuaeTbCcsi OCHOBHUM Ha-
paTUBHUM IHCTPYMEHTOM KOPOTKMX BI-
[,e0, OCKiflbKu cTae cnocobom «36upaTu»
ocobucTicTb i3 dparmeHTiB, Bigbueato-
un abo i HecTabinbHICTb, a0 PO3BUTOK.
Tak, cTpubkonomioHun MoHTax (jump
cut) BUKOPUCTOBYETbCA A5l NepefaBaH-
Hsi cpparMeHTapHOCTI CMPUAHATTS, Npu-
CKOPEHHSI TeMMy Ta CTBOPEHHS echekTy
CMOHTaHHOCTI. A CKJleiKM 3a 3MiCTOM
JatoTb 3Mory 3'efgHyBaTu parmMeHTu

Alforova, A. Self-Description of Reality in Short Videos: Visual Features
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Bile0 B €OQUHUIA HapaTWB, HaBiTb SAKLLO
BisyaslbHO BOHM pi3Hi. MoHTax i3 xpo-
HonoriyHuMm 3pyLueHHsM (flashback, time
skip) monomarae KOHCTpytOBaTV MUHyIe
Ta ManbyTHe cyb'ekTa. IHkonu camoo-
Mic CTae HianoriyHuM akToM, B AKOMY
«Sl» iCHY€E nnLle siK BignoBiAb Ha peakL,ito
iHworo. Toni BOynoBaHi aymioBisyasibHi
dparMeHTn (OyeTu, 3LUBKKU, PEMIKCH)
JaloTb 3MOry 3anyyaTy YyXui HapaTuB
Yy CBill, CTBOPIOIOUM KOJNIEKTUBHMWI CaMOO-
nvc. AyouTopisi cTae cniBaBTOPOM Hapa-
TUBY. Yepe3 KOMeHTapi, nepekasu, yene-
HOXi. CEeNeKTUBHUIN MOHTaX € BaxesieM
ONA «YNCTKU» KOPOTKMUX Bifeo: aBTop
3anuwae nuwe noTpibHi dparmMeHTy
MPOMOBU UM [Oil, BUANsOYU nayau, 3a-
CTEPEXEHHS, MPOSBM HEPILIYYOCTi, L0
[ae 3Mory CTBOpUTU «3iBpaHuin» obpas.
LLBnakuin puTM y KOPOTKMX BifEeo
(1-2 cekyHam Ha Kagp) 3aCTOCOBYETLCS
Yy Hapi3Kax «AeHb i3 XUTTSA», CKIafaHHi
06pasiB i pyTUH, KOJM CTOITb 3aBaHHS
CTBOPWUTM BIiQYyTTS HacudyeHocTi, 6ara-
TO3afa4yHOCTi, [AMHaAMIYHOrO  crocoby
XUTTSA. NCUXONOriYHO WBUAKUA PUTM MO-
cuntoe edbekT 3anyyeHHs yBaru rnsifava,
TpUMae yBary, ocobnmMBo Ha Tni anroput-
miB TikTok Ta Instagram. CepegfHiin putm
(3—5 cekyHA) 3aCTOCOBYETbLCSA Y GiNlbLL iH-
TUMHMX, ONOBIfaNbHMX Bifeo (Hanpuknag,
MOHONOrax) Ta [ae 4ac rnsfavyeBi «3a-
rMbuUTUCS» Yy NOrNsaauW, emMouii, iHToHauii
aBTopa Bifeo. TakuM pUTMOM CTBOpHO-
€TbCSl BIgUyTTA MOMIPHOCTI, KOHTPOJSIO,
«3a3eMJIEHOCTi» caMoonucy. YMoBinbHe-
HUA pUTM B KOPOTKOMY Bigeo (TpvBani
kagpy 5-10 cekyHpn i 6inblue) 3acToco-
BYETbCS O nNepefaBaHHA pedrekci,
CcaMOTHOCTI, Tyrn abo mepuTauii. Takui
pUTM [ae 3Mory rnsfayeBi 3aHypuUTUCS
B aTMocdepy, BiavyTh cy6'eKTUBHUI Yac
aBTopa. BisyasnbHO Takuil pUTM 4acTo cy-
MPOBOMXYETLCS 3MOMKOK CTAaTUYHOO
KaMepoto Ta MIaBHOK MY3UKOHO.
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Tak 3BaHi «XOpCTKi cknetoBaHHA» (hard
cuts), SKi XapakTepuaylTbCH Pi3KOH
3MiHOlO Kagpy 6e3 nepexomy, BWKO-
PUCTOBYIOTLCA OJ1S1 MOCWUNIEHHA PUTMY,
Hanpukiag, y Bigeo «Get ready with me»
abo «Outfit change», Ta HaronowytTb Ha
CMOHTaHHOCTI, ANHaMIL, peaniami KopoT-
Kux Bigeo. MoHTaxHui nepexig «Jump
cut», KOJIM BUKOPUCTOBYETLCS OAWH i TON
camwuii MnaH, ane 3 NponyL,eHNMY MOMEH-
Tamu (Hanpuknag, «rosoBa, Wo roBOpUTb»
3 BMpi3aHNMKM nay3amu), CTBOPHOE edhekT
Wwmporo, HeddOpManbHOro ChifKyBaHHS.
Taknin MOHTaXHWUIN Nepexif, BUKOPUCTOBY-
€TbCA NS NiJKPECNEHHS KHOYOBUX AOy-
MOK, MPUCKOPEHHSI MOBJIEHHS!, caMonpe-
3eHTaLii'y popmarTi gianory. A MOHTaXHUI
iHCTpYMeHT «Smash cut», konn BigbdyBa-
€TbCSA HECnofiBaHW Pi3KMI Nepexin Mix
[BOMa KOHTPACTHMUMW KaJpamu, 4acTo
BMKOPUCTOBYETLCA B NYMOPUCTUYHMX UM
OPaMaTUYHUX LiNsX — «O4YiKyBaHHSA VS
LiNcHicTb» abo «ao i nicna». Mepexoau
pyxoM (match cut, whip pan), nepexoam
yepes 3aTeMHeHHs abo PO3MUTTS, Macku
Ta wipe-nepexoam — yci Ui MOHTaxHi 3a-
cobu TakoX BUMKOPUCTOBYHOTbCA B CaMO-
OMUCHUX KOPOTKUX Bifeo.

®aKTUYHO MOHTaX 3anuAETbCH  iH-
CTPYMEHTOM (POpPMyBaHHA CY06'€eKTUBHO-
ro Yacy: CTUCHEHHSI eKpaHHOro Yacy pos-
paxoBaHe Ha echeKT BiuyTTs HACUYEHOrO
XUTTS, MPOAYKTUBHOCTI; YMOBISIbHEHHS
MOMEHTY CTBOPOE edeKT nigKpecneH-
HSl BaXJIMBOCTI eMoLiil, MOMEHTY, norns-
LY, @ UMKJIIiYHICTb Yacy — edyeKT pyTuHM,
3aUMKIIEHOCTI, TPUBOXHOCTI Ta MOBCSK-
JeHHoCTi. MOHTaX | pUTM y KOPOTKUX ca-
MOOMUCOBUX BIA€O — Lie He MpPOCTO Tex-
HiYHi 3aco0K, a BUCIIOBJIOBaHHS Npo cebe
B yaci. Yepes BisyaslbHUA pUTM aBTOp
TpaHCNe CBOE CybO'eKTUBHe BiOuyTTA
yacy Ta iiIeHTUYHOCTI.

BukopucTaHHs edoekTiB, hinbTpiB i Tek-
CTy [Jornomarae nigKpecnMTu emouii Ta
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KOHTEKCT, pobnsum Bigeo 6inbw BMpas-
HUM | npvBabnueumM s rmsgada. Mpadiu-
Hi enemeHTH (TekcT abo nignucu, emoasi,
aHiMalisl) € Tex BaxmBuMu 306paxarb-
HMMMW CKNMafHUKaMW KOPOTKMX BiJeo.
Lle ocobnueo akTyanbHo pgna TikTok,
Instagram Reels, YouTube Shorts. Buko-
PUCTaHHS TaKMX efleMeHTIB 3HaYyHO BM/n-
Bae Ha XyOOXHI SIKICTb KOPOTKMX Bife€o,
0co6JIMBO B KOHTEKCTi caMoonucy Ta Bisy-
anbHoro onoifaHHsA. Lli enemeHTH ctanm
He MPOCTO [OEeKOPaTUBHUMM, a MOBHOLLH-
HMMMW BUpasHUMK 3acobamu, Wwo opMmy-
HOTb YHiKanbHy BidyanbHy MoBy digital-ca-
MonpeseHTaLlil.

BukopucTaHHA TEKCTY B Takux Bifeo ic-
TOTHO MiABMLLYE XYLOXHIO SKICTb CaMo-
onucy. [lo npuknagy, y Bifieo, ae aBTopka
po3noBifae Npo TPUBOXHICTb, TEKCT CY-
NPOBOAXYE MIMiIKy Ta MOBYA3Hi Kagpu:
«fl nmocmixarocs, ane B ronoBsi xaoc». Lle
MOCUJIIOE MUCTELbKe CMPUAHATTA BHY-
TPIWHbLOro cTaHy. ®YHKLii Takux CUMBO-
niB, K eMO[3i, NPOSABNAITLCS Y TOMY, L0
BOHWM CWUrHani3yoTb Npo emouil rnaga-
Ya, Bi3yanisyloTb ipOHIYHY OMUCTaHLilO Ta
4YacTo BUKOPUCTOBYKOTbCS K Bi3yaslbHi
«MeMW», MOCTaloTb AK ECTETUYHI eNleMEeH-
T, 0co6aMBO y cTUnizauisx nig kawaii, alt,
soft girl Ta iH. OTXe, eMoA3i CrPOLLYHOTb
YATaAHHA eMOLIMHOro NiATeKCTY, 0cobm-
BO Y HEOAHO3HAUYHUX CUTYyaLlifX, OAAThb
Bi3yaNnbHWA PUTM, HarosiolyruM Ha Mo-
MeHTax naysu, nepexofy, akLUeHTy, nepe-
TBOPOIOTb Bifjeo Ha CyMill TeKCTY Ta nik-
TOrpamu, Lo CTBOPHOE edhekT CydYacHOro
Bi3yanbHoro conbkopy. BukopucTtaHHs
aHiMauii B KOpoTkux Bigeo dopmye an-
ropuUTMU IHTEPaAKTUBHOCTI Ta 3aNlyyYeHHs,
OCKIiNIbKM pyX BUKJIMKAE iHTEpec, yTpUMye
yBary rnsijfaya Ta akUeHTye nepexoau
MK eMOLiHMMM CTaHaMK, fiyMKaMu Ta
TemMamW, iHKOMM iMiTYroUM BHYTPILLHIN No-
Tik cBigomocTi. Ik 3a3HayaB J1. MaHoBUY
(Manovich, 2001, p.238), undposi TexHo-

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

2025+ 8(2) - pp.263-276

norii farTb 3MOry MoefHaTh aHiMalito
3 XMBOI fieto, nerko cpikcyBaTu, aHani-
3yBaTW Ta pekombiHyBaTH Ti, CTBOpPOHOYUM
ribpuaHe pyxome 306paxeHHs. AHimauis

Mae 3[aTHICTb MepeTBOpIOBATU PO3MO-
Bilb Ha Bi3yaJlbHe MepexuBaHHs, CTBO-
PHOHOYUM BiQYYTTS «)KMBOTO» BHYTPILLHLOIO
CBiTY. AHIMaL|iMHi BCTaBKM CNyrytoTb 3a-
cobom camocTunisauii, agxe BuBIp aHi-
MaLii Moxe 6yTM YacTUHOK aBTOPCLKOI
BisyanbHOI MOBM. Taki BCTaBKM TaKOX
NigBULLYIOTb €CTETUYHY LWiNbHICTb, BiAE€O
npu LbOMY BUISifae He K aMaTopcbka
31IOMKaQ, a K LMdpoBUin apTob'eKT.

baraTto aBTOpiB NpsiMO B Kamepy ro-
BopsiTb abo HakfagaloTb CBIil rosoc
3a KapgpoM. IcHye Kinbka HapaTUBHUX
cTpaTerii BMKOPUCTaHHS aBTOPCbKOro
ronocy B kagpi. MNepwa cTpaTerisa — cno-
Biob. BoHa peanisyetbca 4yepes cpop-
MaT «rOJIoBW, LLO FOBOPUTb», MNPSIMO-
ro 3BEpHEeHHA fo rnspava («a npocTo
X04y MOAINMTUCS»), @ TAaKOX Yepes Mpo-
ABW eMOoLii — CNbo3W, CMIX, Naysu, AKi
CTBOpPHOOTL edeKT iHTUMHOCTI. [pyra
cTpaTeris — aBToOpcbKa peakuia (ku-
BMM TOJIOCOM) Ha YyXi Bigeo — AyeTw,
«CTWUYi», BUKPUTTS, KOMeHTapi. 3aBAsKu
Taki cTpaTerii aBTOp 4acTo roBOpuUTb
npo cebe.

ABTOpYM YacTo noBepTalTbcs [0 cebe:
«Lle Mosa gymka», «MeHi Byno cTpaliHo
Lue BuKNagaTtu», «f 6osiBcsa peakuii». L
bpasu cTarTb YacTUHOK nepgopMaH-
Cy Ta BMpaxarTb YpasfMBICTb aBTOPa3;
3asABNAOTb aBTOPCbKY nosuuito. OTxe,
kopoTki Bigeo (TikTok, Reels, Shorts)
€ XYy[OXHiMM chopMaMu cy4dacHOi Me-
niaenoxu. IXHi  Xy#OXHi 0COBAMBOCTI
BigobOpaxatoTb MPUHUMUNM  Bi3yasibHOT
KYNbTYpU iHTEPHETY: KAINoBiCTb, MeMe-
TUYHICTb, rinepnepcoHanisauito. Camo-
onuc y ubomy dopmati ctae opmoto
undpoBOro aBTOMOPTPETa Ta CTBOPHOE
echekT aBTEHTMYHOCTI.

Alforova, A. Self-Description of Reality in Short Videos: Visual Features
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BucHoeku

MipcymoBytoun BUKIafeHe BULLE, MOX-
Ha 3a3HauuTK, L0 CaMOOMUCOBI KOPOTKI
Bi€0 € MynbTUMOZANbHUM HapaTUBOM,
Yy MeXax sIKOro BisyasibHi, 3ByKOBI, TEKCTO-
Bi Ta nepcpopmaTuBHI eNeMeHTU MoeaHy-
HOTbCA NSl CTBOPEHHS Ccy6'eKTUBHOrO 06-
pasy. Xy[0XHi 3ac061 BUpaXeHHS B LibOMY
cbopmaTi  BMKOHYIOTb HeE [eKOpaTUBHY,
a cmucrotBopyy hyHKLHO, CTaHOBASAYM
A0po HapaTuBy Ta hOPMYyHOUM YHiKanb-
HUI crocib posnosiai npo cebe B yMoBax
UMdOPOBOI KyNbTYpU Ta anropuTMIiYHOI BU-
OMMOCTI. Y KOPOTKMX CaMOOMUCOBKX Bifl€o,
Takux sk TikTok, Instagram Reels i YouTube
Shorts, HaBiTb cripolleHa gpamaTypriyHa
KOHCTPYKLiA dhopMye MeBHi anropuTmMu
noby1oBM eKpaHHOI KOMMO3MuLil, 3MIiCTy Ta
300paxarbH1x 0cobnMBOCTeEN Kagpy.

KonbopoBi nanitpu, KOHTpacTu Ta difb-
TpU BigirpatoTb BaxnuBy posib y doop-
MyBaHHi HacTpoK Ta MnepefaBaHHSA 0CO-
6uctoi atMocdpepu. Lii BisyanbHi 3acobm
BUKOPUCTOBYHOTLCS IHTYITUBHO 4M CBI-
[OMO /151 MOCWMEHHS EMOLLIMHOIO 3MICTY,

CMUCOK BIBJTIOrPAGIYHUX MOCUJTIAHD
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CTBOPEHHSA €CTEeTUYHOI ifEHTUYHOCTI Ta
NpuBEpHeHHs yBaru rnsgava. BHacnigok
Lboro Bigeo HabyBae He nue iHpopma-
TMBHOrO, @ 1 eMOLIHO HaCUYeHOro Ta ec-
TETMYHO BMPA3HOro XapakTepy.

ObpaHa aBTOpPOM TeMMOPUTMiKa caMo-
onucy Ta PisHi MOHTaXHi nMepexoau Mix
Kafpamu BMMBalOTb Ha CNPUAHATTSA MNsi-
JayeM aBTOPCbKOI icTopii. BUKopucTaHHA
TEKCTY, eMoA3i Ta aHiMaLin Yy KOPOTKMX
Bifeo 36aravye BisyanbHYy MOBY CaMOOMM-
cy, Habnuxae rnagadya [0 BHYTPILWHbOrO
CBITY aBTOpa, NiABULLYE BMPA3HICTb i Xy-
LOXHIO TNMOMHY, NepeTBOPHOIOYN HaBITb
15-CeKyHOHUIA POSIMK Ha MiHionoBigaH-
Hsl, Bi3yaslbHUI LLOLAEHHUK YX eMOLLINHWIA
XecT. Came 3aBAAKU UMM efleMeHTaM ca-
MOOMMCOBE KOPOTKe Bifeo nepecrae 6yTu
NpUBaTHOI aynioBi3yasibHO iHhopMaLli-
€to, a cTae hopMoKo cyyacHoi undpoBoi
aBTobGiorpachii 3 SICKpaBO BUpaXeHUMMU
XYL,0XHIMU 0COBNTMBOCTAMM.

MepcnekTuBM nopjanblumMx AOCHILXEHb
ybayatoTbCsi B OCMUCIIEHHI iHLWIMX cbopMm
aBTOPCbKOro BUC/IOBJIEHHSI B Cy4YacHOMY
MeginHoMy LM poBOMY cepenoBULL,i.
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Abstract

The purpose of the research is to understand the visual features of self-description in reality through short
videos. To identify the sociocultural and media context in which short videos are actualised; to explore
the role of self-identification and subjectivity in the self-description of reality; to analyse the narrative
structures of short videos and the primary means of artistic expression. The research methodology is
based on a comprehensive approach that includes analysis of literary sources to form a theoretical basis
and define key concepts; historical and cultural analysis aimed at studying the sociocultural and media
prerequisites for the actualisation of short video production; a formal and stylistic method of analysing
short videos, which consisted of a stylistic and critical analysis of selected short videos as the most
expressive examples of authorial self-description; a method of analysing artistic means of expression to
determine the range of means of self-description in an audiovisual work. Scientific novelty of the research.
For the first time, key aspects related to the formation and evolution of self-description strategies in short
videos have been summarised, and the main visual features that distinguish self-descriptive short videos
from other audiovisual art forms distributed in the digital environment have been analysed. Based on the
study of the most characteristic examples, it has been determined that self-descriptive short videos are
a multimodal narrative in which visual, audio, textual, and performative elements are combined to create
a subjective image. Standard artistic techniques that help make videos not just informative, but emotionally
rich and aesthetically expressive have been identified and systematised. Particular attention is paid to
narrative strategies that are specific to short videos. Conclusions. In accordance with the stated objective,
the article analyses the artistic features of the self-description of reality in short videos. The role of self-
description in representing the author's personality is established, and it is proven that artistic means of
expression are at the core of short audiovisual narratives, which form a unique way of self-representation
in the context of digital culture and algorithmic visibility.

Keywords: audiovisual art; video art; short videos; media technologies; visual culture; self-description
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Abstract

The purpose of the article is to analyse alternative ways of human relationships
with another person and with the results of an artist's creative activity in times
of crisis; to define the role of the viewer in art and analyse the influence of life
experience on the interpretation of works; to summarise the factors thatinfluence
the public's perception of art and its recognition. Research methodology.
The following methods were used: theoretical — analysis of scientific and
biographical literature of artists of various professional orientations; empirical
method, which is manifested in the observation and comparison of general
trends in the viewer's influence on the recognition and artistic value of work; the
method of a systematic approach, which made it possible to analyze, specify,
clarify and generalize how viewers and artists intersect in the contemporary
space; analysis of the cultural context, which includes an assessment of
how art and viewers interact, taking into account various cultural, social and
Scientific novelty. For the first time, the transformation of the role of the viewer
in contemporary art (the viewer is both a performer and a critic) is analyzed; an
in-depth analysis of the influence of the cultural, social, and historical context
on the perception of art and interaction with it is carried out; a detailed analysis
of the interdependence of the author and the public, which form new artistic
spaces for interaction, during the emergence of crises of various kinds, is carried
out. The methods of perceiving works through the prism of human emotions, the
relationship between a person and another person, and a person's interaction
with the results of the artist's creative activity are investigated. It is revealed that
in contemporary art, the role of the viewer is expanding from a mere observer
to an active performer and critic, indicating the evolution of its functions and
influence on the perception and formation of artistic values. Conclusions. In the
course of the article, we have analysed alternative ways of human relations with
another human being and human relations with the results of the artist's creative
activity in times of crisis. The role of the viewer in art and the analysis of the
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influence of life experience on the interpretation of works are established. The
factors influencing public perception of art and its recognition are generalised.
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Formulation of the problem

In the history of culture, we can observe
a significant transformation of creativity
resulting from the emergence of audio-
visual art, particularly in the interaction
between the author and the recipient.
Traditionally, art has played an educa-
tional role, serving as a tool for devel-
oping consciousness and transmitting
cultural experience to generations. As a
key factor in shaping worldviews, art al-
lows humanity to analyse and study real-
ity. Through the context of artistic works,
it is possible to study historical periods
and gain insight into the life experiences
of previous eras. Art promotes cognition,
and the emphasis is not always on exclu-
sively high cultural forms. If the results of
creative activity do not align with the re-
cipient's life experiences and fail to evoke
an emotional response, their cultural rel-
evance may be lost or distorted. An inno-
vative product loses its significance if it
does not resonate with the audience.

Technological transformations have rev-
olutionised artistic creation. The Internet
and television media, which have become
widely available, integrate world culture
for public consumption. This accessibil-
ity has transformed the mass press into
the primary artistic space on a global lev-
el. Due to several external circumstances,
art has evolved into an online environ-
ment, which necessitates a reevaluation
of the standard methods of interaction
between artists and viewers. This transi-

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

tion has led to a change in the role of the
artist: while previously deep professional
training was crucial, nowadays technolo-
gy enables every enthusiast to create art
projects. This leads to a saturation of the
media space and a potential deteriora-
tion in the quality of cultural content. The
balance between the artist and the public
is beginning to waver.

In modern conditions, recognising an art-
ist in the screen space is becoming a more
challenging task, and the role of the view-
er is evolving, including an active critical
position. Unfortunately, art is being com-
mercialised, with an emphasis on financial
value as an indicator of a work's cultural
value. To attract the viewer's attention,
artists sometimes employ unconvention-
al methods, incorporating the process of
perception into an art performance that
engages the viewer as both critic and ac-
tive participant. Art is undergoing a stage
of rethinking its forms and functions in
the context of modern communication,
with an emphasis on the visual rather than
the verbal. However, despite the changes,
the core of art — the emotional impact on
a person — remains unchanged.

Analysis of recent research
and publications

Y. Romanenkova and |. Bratus (2020)
dealt with the issue of interaction be-
tween the public and authors in their arti-
cle 'Artist-Spectator Tandem in the Con-
text of Today's Challenges'.
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E. Terrone (2020) was interested in the
problem of art perception in Imagination
and Perception in Cinema. The author in-
vestigated the impact of individual per-
ceptions on audiovisual work, revealing
essential aspects of the perception pro-
cess in cinematic art.

V.V. Tancher and T.V. Svyrydon's (2013)
Mass Culture in the Context of Demo-
cratic Transformations of the Twentieth
Century' studied the causes and period
of modernisation of mass culture. O. Bez-
ruchko, M. Starosta (2018) in the article
‘Peculiarities and Conditions for Devel-
opment of the Regional Audio-visual Art
and Production in Ukraine'; Z. Alforova,
S. Marchenko, Y. Shevchuk, S. Kotliar,
S. Honcharuk (2021) in the article ‘Con-
temporary Ukrainian cinema into the Eu-
ropean context (2014-2019)' investigated
the issues of modernization of Ukrainian
audiovisual art.

D. Hospers's (2022) work for the Bri-
tannica electronic encyclopedia titled
‘Philosophy of Art’; I. Gavran, S. Stoian,
M. Rohozha, I. Vilchynska, and H. Plet-
san's (2023) " Visual practices of human
creation in postmodern culture' raised
the issue of interpretation in artistic
works. In particular, the importance of life
experience for its formation.

In their article 'Soundtrack in Con-
temporary Cinema' (2021), T. Yunyk,
M. Tsarev (2021) and S. Zheliezniak
(2022), in their dissertation ‘Transforma-
tions of the Audiovisual Image in Modern
Audiovisual Culture', examined the role of
the viewer's life experience in evaluating
soundtracks.

In the works of I. Gavran, O. Levchen-
ko, 0. Pasichnyk (2021) ‘Terror Through
Screen Images as a Power Discourse’;
S. Kotliar, T. Diabelko (2022) ‘Media com-
munication: technologies of application
in screen discourse'; L. Dementieva and

D. Sukova's (2023) ‘The Impact of Fake
News and Disinformation in Audiovisual
Media' studied the formation of opinions
and life experiences of the masses.

COVID-19 has become one of the most
striking examples of crisis factors that
force art to seek alternative ways to en-
gage with the viewer. M. Han-Lemus
(2020) discussed this issue in her arti-
cle 'Netflix and other streaming services
thrive during COVID-19'.

M. Storchovyi and O. Chukurna's (2022)
‘Streaming services as a new tool for
promoting digital marketing’, as well as
T. Dayal's (2023) ‘How the pandemic has
stimulated the business of streaming
services' and many others.

The primary material of the study

Every cultural system is based on an in-
dividual or social group characterised by
a unified life experience. The evolution
of the mass media has been a catalyst
for the emergence of screen culture. This
trend enabled a much wider range of peo-
ple to access everyday experiences, par-
ticularly in the context of traumatic events.
Such historical moments were inevitably
reflected in artistic forms, and the mod-
ernisation of communication channels
allowed a wide range of consumers to
participate in this process. However, each
bases their perception and interpretation
of art on their own life experience.

D. Hospers's (2022) work ‘Philosophy
of Art' raises the issue of interpretation
in artworks. According to the author, art-
works raise questions about their inter-
pretation and evaluation. He emphasises
the complexity of interpreting artworks
correctly and draws attention to the need
to identify key factors for this process.

The role of the viewer in an artwork, ac-
cording to the works of H. Chmil, N. Ko-
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rablova, O. Bezruchko (2024), ‘Homo vil-
licus in the modern screen environment'
and H. Chmil, N. Korablova, O. Bezruchko,
N. Zhukova 'Homo villicus in the cinema
environment: Justifiably and limits of the
index' (2024), is critical. The creative value
reflects the author's abilities and contribu-
tion to the global art space, while the au-
dience's reception conditions recognition.
These two parameters are often correlated,
identifying the socio-cultural relevance of
the work. The practice of artists adapting
famous works of art contributes to the
evolution of art, where the viewer's role
determines the relevance of a particular
work. The role of the viewer in art is often
discussed in the scientific literature, in par-
ticular in the works of D. Berdzher (2020)
‘As We See' and K. Przepidrka (2021) ‘The
role of art in evoking the emotions of the re-
cipient’. The emergence of the critic's pro-
fession arose out of the need for the viewer
to interpret artworks.

Despite the challenges in their work,
H.P. Lovecraft, H.A. Ledger, P. Finch, C. Bo-
zeman, and others made significant con-
tributions to the development of audio-
visual art. For example, at the beginning
of his career, Walt Disney jeopardised his
home and financial situation. In the case
of the movie Snow White and the Seven
Dwarfs' (1937) failure, the director could
have suffered significant losses, which
would have affected the further activities
of Walt Disney Animation Studios.

H.P. Lovecraft (2020) is a lesser-known
author who has had a significant impact
on contemporary film and popular culture,
inspiring flmmakers and game develop-
ers. However, according to O. Ukrainets
and K. Dudka (2022), no film based on his
works has achieved significant success.
The modern image of Lovecraft is primar-
ily his interpretation and the atmosphere
of mystery he created.
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In D. Barnett's (2013) study 'H.P. Love-
craft: A Poet Out of Time', E. Henderson
pointed out, supporting Barnett's claim,
the discrepancy between the original ex-
pectations of the audience for 'The First
Myths of the Child'. Initially intended for
adult readers, the book later became
a teaching tool for parents who used it for
their children. Henderson concludes that
there is an instinctive human interest in
fear. At the same time, Barnett emphasis-
es Lovecraft's influence on the formation
of the modern horror genre, particularly
pointing to his importance in the creation
of phenomena such as Ghostbusters.
Lovecraft's influence on the cultural in-
dustry cannot be underestimated, as his
legacy continues to be felt in areas such
as dark fantasy and horror games. This
is also confirmed in the work of Kneale,
D. (2006) 'From the Otherworld:
H.P. Lovecraft and the Place of Hor-
ror', which emphasises not only Love-
craft's influence on the genre but also his
ability to stimulate reflection on the mys-
teries beyond reality.

E. Ledger and P. Finch posthumously re-
ceived the prestigious Oscar. C. Bozeman
ended his career due to a serious illness.
This serves as a reminder that viewers
may not be aware of the inner world and
struggles of actors.

Certain films, such as ‘Moskal the Ma-
gician' (1995, dir. M. Zaseeva-Rudenko)
and ‘The Eve of Ivan Kupala' (1968, dir.
Y. llyenko), have seen increased interest
in the context of events in Ukraine. The
artist Jerry Heil has heightened interest
in these works by incorporating footage
from the films to emphasise the nation-
al heritage. This is possible through the
proper use of Ukrainian costumes (Bez-
ruchko, Gavran, Korablova, Oborska, and
Chmil, 2024) and ethnically appropriate
scenery (Bezruchko, Pogrebniak, Ko-
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rablova, Oborska, and Chmil, 2024) in
both large and small screen works. Her
work aims to revive art through archival
materials. The music video '#KUPALA'
(2022) emphasises the use of materials
from the film lvan Kupala Evening and the
intensification of Ukraine's presence in
the world music scene.

In 2022, the National Oleksandr
Dovzhenko Centre became the subject
of public discussion due to its reorgan-
isation. According to Yurii Serhiiiev, the
Ministry of Culture and Information Pol-
icy of Ukraine transferred the Dovzhen-
ko Centre to the control of the State Film
Agency of Ukraine. An order in August
provided for the transfer of Dovzhenko
Centre's films and assets to the 'Scientif-
ic Centre of Cinematography of Ukraine,
which, according to Sergiyev (Teresh-
chuk, 2022), caused resistance from the
community, as this institution had no ex-
perience in film preservation. The public
also responded by initiating a petition
with over 25,000 signatures in opposition
to such actions.

Analysing the issue of preserving the
national cultural heritage in the con-
text of cinema, according to the mate-
rials of the article by 0. Bezruchko and
N. Stepanenko (2024), ‘Cinema as a Basis
for the Formation / Creation of Modern
National Identity’, leads to reflections on
what is valuable: historical films or mod-
ern blockbusters. Although elite culture,
noted for its complexity and sophistica-
tion, is aimed at an educated audience,
its accessibility to the masses is limited.
This lack of accessibility can alienate the
viewer, which creates a conflict between
the creator and the public. In her work
‘The Stage Image of a Ukrainian Woman
as a Reflection of the Status of Women
at the Turn of the Nineteenth and Twenti-
eth Centuries,’ N. Pohutsa (2017) empha-

sises the risk of losing the connection
between theatre and the mass audience
when modern drama is predominant.

Mass culture, as the authors of the arti-
cle '‘Commercialisation of Ukrainian Tele-
vision in the Modern Informational Space'
(Bezruchko and Kostenko, 2019) believe,
is aimed at a broad audience, focusing on
topics that are generally accessible. The
movie market is dominated by spectacu-
lar blockbusters that follow the principle
of 'Panem et circenses! (Latin for 'bread
and circuses!), emphasising spectacle
over deep meaning. This commerciali-
sation can diminish creativity and com-
promise the quality of art. In his study
Imagination and Perception in Cinema,
E. Terrone (2020, p.179) analyses the dif-
ferences between the verbs 'to see' and
‘toimagine’. He formulates four criteria for
the experience of cinema, emphasising, in
particular, the concept of ‘representation
of animpersonal vision'. E. Terrone (2020,
p.179) examines the interaction between
artistic representation and fiction in the
context of the film, pointing to three key
types of perception: ‘No Imagining’, ‘Im-
personal Imagining’ and ‘Imagining Im-
personal Seeing'.

In the work of W. Tancher and T. Svir-
idon's (2013, p.68) ‘Mass Culture in the
Context of Democratic Transformations
of the Twentieth Century’, it is empha-
sised that mass culture became dominant
under the influence of modernisation in
the second half of the twentieth century,
blurring the boundaries between elite and
mass culture. The authors believe that
mass culture, being cosmopolitan, has
become crucial for industrialised coun-
tries and serves as the primary means of
inculturation, reflecting the cultural shifts
of the industrial and post-industrial eras.

In elite art-house film projects, it is
often difficult for viewers to grasp the
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film's concept, emphasising the need
for accurate interpretation (Bezruchko
and Kachmar, 2021). Here, the individ-
ual's personal experience plays a role,
which can affect the perception of the
subtext. Films with an open ending en-
courage the viewer to reflect deeply. Ac-
cording to the UAEU article 'Elite Culture
vs. Mass Culture' (Elitarna kultura vs
masova, 2021), elite films are evaluated
according to different criteria than Holly-
wood films, prioritising content, and the
director actively studies the characters
during the filming process.

Focusing on the audience is crucial to
the profitability of the cinema industry.
T. Yunyk and M. Tsarev (2021, pp.67-68),
in their study on the topic of ‘Soundtracks
in Contemporary Cinema,' determine that
‘the audience provides the evaluation of
soundtracks and depends on their aes-
thetic preferences and level of musical
experience'. This confirms the impor-
tance of life experience in the perception
and appreciation of art.

A study by 0. Konovalov conducted in
Kharkiv in 2016 showed differences in
the socio-demographic characteristics
of art-house and mainstream audiences
(2018, p. 184). The arthouse audience is
predominantly older, more educated, and
financially better off. A preference for paid
resources and individual viewing expe-
riences characterises their cultural con-
sumption. However, young people have
shown less interest in arthouse works.
Considering the interests of young peo-
ple is crucial for ensuring the relevance
of cinemas in the context of streaming
platforms.

Ukrainian cinema is facing increased
competition from Hollywood, but global
interest in it has risen since the events in
Ukraine. In particular, D. Cherkasky's ani-
mated film Treasure Island (1988), based
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on the novel by L. Stevenson, resonated
with international audiences, accord-
ing to A. Machukh, Executive Director of
the Ukrainian Film Academy (Heneralna
dyrektorka Odeskoho mizhnarodnoho
kinofestyvaliu, 2021), states that the de-
mand for Ukrainian films is growing both
in the domestic and international markets.
Society often prefers mass-produced
products because of the psychological
benefits of convenience. Life experienc-
es and ethnographic characteristics in-
fluence the perception of cinema. For
example, Americans may have a harder
time comprehending the significance of
Ukrainian traditions. The Ukrainian film
business should take these peculiarities
into account when entering the interna-
tional market.

The work by L. Dementieva and D. Su-
kov, entitled 'The Impact of Fake News
and Disinformation in Audiovisual Me-
dia,’ notes that ‘the flow of information
has significantly affected the way peo-
ple communicate, interact, and access
events' (2023, p. 10). This amount of in-
formation significantly impacts the for-
mation of a new life experience for an
individual and their overall perception of
audiovisual works.

T. Dayal's (2022) study 'How the Pan-
demic Has Boosted the Streaming Ser-
vices Business' emphasises that the
COVID-19 pandemic has led to an in-
crease in demand for streaming services
due to restrictions on going outdoors. In
particular, there has been an increase in
subscribers on platforms such as Netflix,
Amazon Prime, Hotstar, Hulu and Disney+.
Han-Lemus, M. (2020), in his study 'Netflix
and other streaming services thrive during
COVID-19', indicated that in the first half of
2022, Netflix attracted 25.86 million new
subscribers. In Ukraine, YouTube, Amazon,
Netflix, and Megogo have gained popular-
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ity. In the US, Disney+ has emerged as the
main competitor to Netflix.

During the Russian-Ukrainian war in
Ukraine, representatives of the cultural
sector actively joined the resistance. The
program ‘We are from Ukraine' empha-
sised the role of art in maintaining morale.
The leader of Boombox, A. Khlyvnyuk,
performed a song on St. Sophia Square
that became symbolic. Artists such
as 0. Mykhaylyuta, T. Topolya, Antytila,
0. Polozhynsky, directors A. Seitablaev
and 0. Sentsov, actor O. Tritenko, and
others joined the defence of the coun-
try. Significant cultural figures such as
D. Sharparu, M. Korenovskyi, V. Onysko,
0. Bobalo, P. Lee, and Y. Harkavko died
defending Ukraine's independence.

The war is causing profound transfor-
mations in Ukrainian art and culture, fo-
cusing attention on military issues. This
topic can leave a mourning generation
that grew up against the backdrop of rev-
olutions and fighting. Every day, nation-
al experiences and trauma unite society,
which can contribute to the development
of postwar art. Referring to the work of
E. M. Remark (2017) 'On the Western
Front Without Change', the author em-
phasises the fate of the generation trau-
matised by the war. However, there is
a risk of societal degradation, similar to
the consequences following the Afghani-
stan conflict. War has a destructive effect
on the psyche of the individual, causing

CMUCOK BIBJTIOrPAGIYHUX MOCUJIAHD

moral and psychological trauma. Never-
theless, the current generation of Ukraini-
ans is demonstrating a will to resist, which
will hopefully contribute to a cultural re-
naissance and artistic development as a
means of maintaining mental health.

Conclusions

The study reveals the transformation of
the role of art in society, which has led to
a modification of the methods of inter-
action between the public and authors.
The role of the public in the creation of
audiovisual works is examined, and the
importance of developing alternative
methods of engagement in the modern
world is explored. Today, viewers are ac-
tively involved in the process of creating
a critical response, which is reflected in
the historical dynamics of the popularity
of works and their authors. Ethnic motifs
in Ukrainian art remain relevant, while
audiovisual projects influence the next
generations regardless of their accessi-
bility to the mass audience. Viewer expe-
riences are central to the interpretation
of art, shaping its perception and under-
standing. Today's media technologies,
despite external challenges, contribute
to the accessibility of art to the general
public, emphasising its emotional aspect.
The essence of art, which is an emotion-
al impact on an individual, has remained
unchanged.
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AHoTauis

MeTa cTaTTi — npoaHanisyBaT anbTepPHATUBHI LUNISXM B3AaEMOBIAHOCUH JIOAMHU 3 iHLLOK JIFOAUHON
Ta NIOAMHM 3 pesynbTaTaMu TBOPYOI LisNIbHOCTI MUTLA Y KPU30BUIM nepiod. BcTaHOBUTM posib rnsifava
B MUCTeLTBI Ta 3'sicyBaTV BNJIMB XWUTTEBOrO AOCBIAY Ha IHTEpNpeTaLito TBOPIB. Y3aranbHUTU YNHHUKMY, AKi
BM/IMBaIOTb HA CMPUNHATTA MUCTeLTBa My61iKOoLo Ta Moro cycnisibHe BU3HaHHA. MeTogonoris foCnif)KeHHSA.
3acTocoBaHO Taki MeToAu: TeOpPeTUYHUI, L0 OXOMJIKOE aHasi3 HaykoBoi Ta BiorpadiuHoi niTepaTypu
nisyiB MucTelTBa pi3HOI (haxoBOI CNPSIMOBAHOCTI; eMMIPUYHUN, LLLO BUSIBSIETBCA Y CMOCTEPEXEHHI Ta
MOPIBHSAHHI 3arasibHUX TEHAEHLIN BNAUBY rnsifaya Ha BUM3HAHHSA Ta MUCTELbKY OLHKY TBOPY; METof,
CUCTEMHOrO Nigxofy, Wo AaB 3MOry npoaHasnisyBaTu, KOHKPETU3YBaTH, yTOYHUTM Ta y3araibHUTK LLIAXM
B3aeMogil rnsgavie i MUTUIB y Cy4acHOMY KySibTYpHOMY NPOCTOPI; aHani3 KyNlbTYpHOro KOHTEKCTY, LU0
nepenbayae OLUiHKY B3aemofil MucTeuTBa Ta MyONikM 3 ypaxyBaHHSM PiSHOMaHITHUX KyNbTYPHUX,
couiasibHUX Ta iICTOPUYHMX YMHHWKIB, 30aTHUX CYTTEBO BMAMBATK Ha XapakTep Liel B3aeMopil. HaykoBa
HOBM3Ha. Breplie npoaHanisoBaHo TpaHcdopMmauito poni risfavya B Cy4yacHOMY MucCTeuTsi (rnapay
ofHoYacHo nepdopMep i KPUTUK); 3LiCHEHO rNMOOKe AO0CAIOXEHHS BMAMBY KyNIbTYPHOrO, COLianbHOro Ta
iCTOPUYHOrO KOHTEKCTY Ha CMIPUAHATTS MUCTELTBA Ta B3aEMOLiI0 3 HUM; OKPECSIEHO B3aEMO3aexXHiCTb
aBTopa Ta nybniku, fIKi B yMOBax KpU30BUX ABULL hOPMYHOTb HOBI MpOCTOpM Ta MOfLesNli MUCTeLbKOl
KOMYHiKaLii. BUCBITNEHO MeToaM CPUNHATTSA TBOPIB KPi3b NPU3MY JIFOACbKUX EMOLiN | MDKOCOBUCTICHMX
B3aEMWH, @ TaKOX Yepes [0CBif B3aEMOfIi 3 pe3ynbTaTaMu TBOPYOCTI MUTLS. BUsiBNeHo, Lo B cyyacHOMY
MUCTELTBI posib rnsfada po3LWMPIETLCA Bif MacMBHOrO crocTepiraya A0 aKTUBHOIMO BMKOHaBLSA Ta
KPUTUKA, LLLO CBIAYUTb MPO eBOJIOLIKD Moro doyHKLUIN | BNAMBY Ha hOpMyBaHHA MUCTELbKUX LiIHHOCTEN.
BucHoBKM. [NpoaHanisoBaHO anbTEepPHATUBHI LUASAXW B3AaEMOBILHOCUH JIFOAMHW 3 HLIOK JHOAMHOK Ta
NIOAMHM 3 pesynbTaTaMu TBOPYOT AisNIbHOCTI MUTLSA Y KpU30BUMiA Nepiof. BcTaHoBNeHo ponb rnsijava
B MUCTELTBI Ta OKPEC/IEHO BMJIMB XUTTEBOrO AOCBIAY Ha IHTeprpeTaLito Xy[40XHiX TBOPIB. Y3aranbHeHo
YMHHUKWY, LLO POPMYIOTb CIIPUNHATTS MUCTELTBA Ny6iKok Ta 3yMOBJIHOIOTb MO0 CycnislbHe BUSHAHHSA.
KniouoBi cnoBa: MuCTeLTBO; rnsfay; aBTop; MUTeLb; KiHemaTtorpady; nybnika; cTpumiHr; doTorpadis;
oTOMUCTELTBO; peakLis
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AHoTauia

Meta crarti - pocnigutu  0cobnMBOCTI  PO3BUTKY  MOJSIbCbKOro
[OKyMeHTasnbHoro kiHematorpada 1960-x pp. Kpidb NpU3My pexucepcbKol
KoHuenuii Kasimexa Kapabalua, okpecnuTy NocTynoBui nepexig nofibCbKoro
LOKYMEHTaslbHOro KiHO Q00 BifobpaxeHHss npobneMaTuUKM «MopasibHOro
Hecrnoko», a TakoX BUABUTU Napasneni 3 yKpaiHCbKOK AOKYMEHTasIbHO
Tpaguuiero. MeTogonoria AocnigKeHHs. 3acToCcOoBaHO TaKi MeToau:
KiIHO3HaBYM aHanis — nana poarnagy inbmorpacpii K. Kapabaua,
ocobnmBocTel MOro Bi3yaslbHOI MOBW, ApaMaTyprii Ta XxapakTepHUX puc
reposi; CUCTEMHUI MeTo — A1 BUSIBJIEHHA B3aEMO3B'I3KY MiX TBOPYICTIO
pexucepa Ta lWMpLIMMU TEHAEHLiISMU PO3BUTKY NOMbCbKOT AOKYMEHTaNICTUKK,
a Takox ans okpecneHHs BnamBy K. Kapabalua Ha cTaHOBMIEHHA HaLiOHaNbHOT
LUKOSIN [OKYMEHTaNbHOro KiHO; ICTOPUYHUIA MeTod — [ONsi PEeKOHCTPYKLUIT
KYNbTYPHO-MOMITUYHOrO KOHTEKCTY, Y AKOMY ccpopmyBaBCA CTUNb MUTLS,
a TakoX [ONsi BM3HAYeHHS OCHOBHWUX eTaniB TpaHcdopMauii NonbCbKOro
KiHemaTorpada o03HayeHoro nepiogy. HaykoBa HoBM3Ha. Bneplue
B YKpalHCbKOMY KiHO3HaBCTBIi 3[iMCHEHO cnpoby CUCTEMHOro aHanisy 3MiH
y MONbCbKOMY AOKYMeHTanbHOMY KiHO 1960-x pp. Ha npuknagi TBOpYocCTi
K. Kapa6awa, npoaHanizoBaHo cneundiky MOro AOKYMeHTaslbHOro KiHo,
OKpEecneHo 03Haku BMAMBY «wwkonu Kapabawa» Ha HacTyMHi MOKOMiHHA
NnonbCbKUX pexucepiB. BuUCHOBKU. Y cTaTTi MpOCTeXeHO icTopito
dopMyBaHHA | po3BUTKY aBTopcbkoro metody K. Kapaballa, BM3HayeHO
rONIOBHI PUCK MOTO pexmncepcbkoro 6avyeHHs, NpoaHanisoBaHoO TeMaTuKy Ta
XY[IOXHiA KOHTEKCT Moro pobiT. BusHauyeHO enemMeHTU HoBaToOpcTBa MOro
¢inbMiB, OKpecneHo MOoCTYyNoBWUM Nepexif MofbCbKOro [0KYMEHTaNbHOro
KiHO [0 BifoOpaxeHHsi NpobnemMaTukyM «MOpasibHOro HECMOKOK», a TaKoX
BUABNEHO Mapanesi 3 yKpaiHCbKOI AOKYMeHTaNbHOK Tpaguuieto. OTpumaHi
pe3ynbTaTv NiATBEPAXYHOTb, Wo 1960-Ti pp. cTanu eTanom CcyTTeBOI
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TpaHcdopMaLii MosIbCbKOro HeirpoBoro KiHo. Teopuni metog K. Kapabawa
CNpaBMB 3HAYHWI BMIMB HA HaCTYMHE MOKOMIHHS PeXMUCcepiB, WO BiAYyTHO

NpOCTeXYETbCA Yy AOPOOKY MOro MOJSIOALUMX KOJNer, 30KpeMa W y paHHix

dinbMax npefcTaBHUKIB KiHemaTorpada «MOpasibHOrO 3aHEerNoOKOEHHS».

B ueHTpi aBTOpCbKOI KOHUenNUil pexucepa 3aBxau nepebyBano 6GaxaHHs

npasguMeoro Bi,qTBOpeHHﬂ N acbkKoro 6yTT$I, npeacTtaBfieHOro AK 4epes

o6pa3 KOJIeKTMBHOIO reposi, Tak i yepes iHAMBIAyanbHi icTopil. MopganbLui

HayKoBi CTyAil MOMbCbKOI [OKYMEHTaniCTUKM BifKPUBAOTb MepCrneKTUBU

BUSIBJIEHHS [NIMGLINX ifeifHO-TEMaTUYHMX, @ TaKOX eCTETUYHUX MepeTUHIB
3 YKpaiHCbKUM AOKYMEHTaNbHUM KiHO.

fAK uMTyBaTH:

BpaTepcbka-[poHb, M. Ta KnoneHko, M., 2025. TpaHcdhopmaList nonbebkoi foKyMeHTanicTukm 1960-x pokiB:
TBOpUYMi MeTop Kasimexa Kapabala. BicHuk KWiBCbKOro HaLioHalbHOro YHiBEPCUTETY KylbTypy i MUCTELTB.
Cepisi: AynioBizyanbHe MUCTELTBO i BUPOGHMLTBO, 8 (2), ¢.290-307.

dopmynioBaHHs npo6nemu

HanpwkiHui 1950-x pp. y NonbCbKin fo-
KyMeHTanicTuui Biabynucsa cyTTeBi TpaH-
ccopmauii, wo O6ynu TiCHO MoB'A3aHi
3 CycniNibHMMM npoLiecamu, siKi pO3ropHy-
nnes nicnst nodin xoBTHA 1956 p. Li yacu
CTanu 3aBepLUEHHSIM €eroxu CTaniHi3aMy
B MonbLui. Pa3oM i3 Heto MOCTYNOBO 3HMK
i KAHOH coupeaniaMy, SIKMi paHile BU3Ha-
YyaB po3BUTOK KiHeMaTorpadha. HoBi Mox-
NMBOCTI CTBOPWUAM YMOBM AJ1s BinbLU npa.-
OMBOro BigobpaxeHHs peasibHOCTI Ta AJis
iHOMBIAYaNbHUX EKCMEPUMEHTIB Y MOLLYKY
HOBMX TEMATUYHUX | XYOXHIX PilLEHb.

Hanwswnawe ue BuKkopucTanu mMosnogi
KiHemaTorpadpicTi, nepeBaxHO BUMyC-
KHUKWM J1o[3bKOI KIHOLIKOMKW, AKi 3ano-
YyaTKyBaJiM «4OPHY cepito» — LMKN inb-
MiB, cTBOpeHnxy 1956—1958 pp., o cTas
OLHUM i3 KJIHOYOBUX SIBULL, Y PO3BUTKY
NonbCbKOl [OKYMEHTaNiCTUKM cepeau-
HM XX cT. Came B Lier Yac Ha aBaHcLe-
Hy BUMLLMA HU3KA HEMepeciyHMX MUTLIB.
Cepef, HUX JinbHe Micue HanexuTb Ka-
3imMexy Kapabawy (1930-2018) — Bu-
3HaYHOMY MONIbCbKOMY PeXucepoBi-[0-
KYMEHTanicTy, Kiacuky nicnsBOEHHOIO
KiHOMWUCTeUTBa, TEOPETUKY Ta OOHOMY
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3 pakTMyHMx cniBTBOpUiB [MoNbCbKOT
LUKONIM [OKYMEHTAsIbHOr o KiHO.

KiHemaTtorpacp K. Kapa6awa, nonpwu
Moro 3sHauvywmnm BHecoK Yy dopMyBaH-
HS  eBpoOMencbkoro KiHemaTtorpadiy-
HOro nmnpouecy, W [oci 3anuwaeTbes
He[OCTaTHbO BUBYEHUM B YKpPaAiHCbKO-
My KiHO3HaBYOMY Auckypci. BogHouac
3BEPHEHHA [0 TBOPYOro AopobKy Lboro
NONbCbKOro MUTLSA € BaXJIMBUM He nuile
0N rMMbLIoro OCArHEHHS AVHaMIKU po3-
BUTKY KiHeMaTorpadya cycifHboi KpaiHu,
ane N Onsi OKpecsieHHs MOX/IMBUX Napa-
nenen 3 npouecamMu yKpaiHCbKOro KiHe-
MaTorpacha. JlocnigxeHHs cneundiku
PO3BUTKY MOJIbCbKOI JOKYMEHTaniCTUKM
LbOro nepiofly came Kpi3b NpuaMy TBOp-
yocTi K. Kapabalua € BaxsiMBum gst pos-
LUIMPEHHS YsIBIEHb MPO €BPOMNENCbKUM
KiHonmpouec, 0co6fMBO B KOHTEKCTI
3pOCTaHHA posii Ta aKTyasbHOCTI fochi-
IXeHb [AOKYMEHTaNbHOro KiHo B cy4ac-
HOMY YKpalHCbKOMY KiHO3HaBCTBI.

AHani3 ocTaHHix gocnig)xeHb
i nyébnikawin

O6paHnii YacoBUI BiOTUHOK PO3BUTKY
MoSIbCbKOT [OKYMEHTaNICTUKU | TBOp-

Braterska-Dron, M., Klopenko, M. The Transformation of Polish Documentary
Filmmaking in the 1960S: Kazimierz Karabasz's Creative Method
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yictb K. Kapabawa sik opraHiyHe npo-
[OBXEHHS [O0CSArHeHb «YOPHOI cepii»
JeTaslbHO BUCBIT/NEHI Yy npaui nig pepak-
uieto M. Xengpukoecbkoi (Hendrykowska,
2018), ne npoaHanizoBaHi OCHOBHI TeMMU
noro pobiT i pexucepcbka MeToL0Oris,
TiCHO noB'A3aHa 3 KOHLUeNTyanbHUMMU
npuHUMnamu «wwkonv Kapabatua».

OcobnusocTi iCTOPUKO-MONITUYHO-
ro KOHTEKCTY MOBOEHHOI0 [OKYMEH-
TanbHOro KiHO Yy [lonblyi BUCBITNEHI
y 30ipHuKYy nig pepakuieto M. 3aBopn-
HsKka Ta [1. 3BexxoBcbkoro (Zawodniak
and Zwierzchowski, 2010).

M. Fanbtod (Haltof, 2007, 2019) 3a-
NMPoOMoHyBaB CTUCNy XapaKTepUCTUKY
«YOpHOI cepil», BU3HAYaOUN KOHTEKCT
T BUAHUKHEHHS, 3BepTaeTbCA OO0 TBOP-
yocTi K. Kapabawa i Bnucye gopobok
pexucepa B LWUPWUA KOHTEKCT 3a-
ranbHol eBontoLIl eBpoNencbKoi [oKY-
MeHTanicTuku. Okpeme [OChiOXeHHS,
uinkom npucesiyueHe TBOpYocTi K. Ka-
pabawa, npenctaBneHe H. fA3poHoM
(Jazdon, 2009).

MoBOEHHMI eTan pPO3BUTKY HEIrpoBOro
KiHO 1950-x pp. BKJIFOYHO 3 «4OPHOO ce-
pieto» Ta diflbMaMU-CNOCTEPEXEHHAMM
K. Kapabalua po3rnsaHyTo y npaui nig, pe-
nakuieto €. Tenniua (Toeplitz, 1980).

I Hactanek-Xuragno  (Nastatek-
Zygadto, 2013) pocniguna TpaHcdop-
Mauil noBOEHHOro KiHO Yy [MonbLyi,
PO3rNAHYBIUM  KOMIIEKC couialibHUX
TeM, MOPYLIEHMX Y TOAIWHIX pinbmax,
a 3arajibHi puUCKM «4YOPHOro peanismy»
AK CTUNICTUYHOrO HanpsAMy npoaHari-
syBana E. HypumHbcbka-®inenbcbka
(Nurczynska-Fidelska, 1998).

0. bespyuko Ta B. YaiikoBcbka (2020)
PO3rNAHYNN  KJIKOYOBI  acnekTu peani-
3auii aBTOPCbKOro 3afymMy B [OKYMEH-
TanbHOMY ifIbMi-CNOCTepeXeHHi, npo-
CTEXMBLUM LWNAX Bif cbopMyBaHHA ifel
[0 pO3B'A3aHHA MPaKTUYHUX 3aBfaHb.
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0. bespyuko (2016) 3pobue ornsAg Hay-
KOBMX AXXepen Lboro nepioay.

C. loHuyapyk Ta O. [poBONOBCHKUM
(2020) pocnigunu MNocTaHOBYY pearib-
HICTb Yy [JOKYMEHTaNIbHOMY KiHO, OKpec-
nunu npo6neMHi acnekTu AOKYMeHTasb-
HOI peanbHOCTI, po3rnsagarouu il He nuiue
AK KYJIbTYPHUIA KOHCTPYKT, ane N fK iH-
CTPYMEHT MOXJIMBUX MaHINynsiLin.

P. LLUupmaH Ta b. MyceBuu (2024) Bu-
3HAUUSIM  pEeXMCepCbKe CroCTepeXeH-
HS SK yHOAMEHTaNbHUA IHCTPYMEHT
JOKyMeHTanicTa, MOK/IuMKaHun 3abes-
neyyBaT¥ aBTEHTUYHICTb Y CNPUNHATTI
300paxyBaHNX MOAIW, akUeHTyBanM Ha
3HAYEHHI PEXMCEPCBKOro CroCTEepeXeH-
Hs K 3acoby MakcuManbHoro Habnu-
XEHHs1 ayauTopii o peanbHoro nepebiry
nonii i OKpecnuau BaxJIMBY POJib iH-
TepB'to K cnocoby pPO3KPUTTS BHYTPILL-
HbOrO CBIiTY NEPCOHAXIB.

0. bespyyko Ta B. Npuduoe (Bezruchko
and Hryftsov, 2025) npocTeXunm BUTOKM
Ta PO3BUTOK [OKYMEHTANIbHOro CTUJIO
B irpoBoMy KiHemaTorpadi, 3'sicyBanu
UMHHMKU NOT0 BUHWUKHEHHS!, OKPEeCcnuim
K/HOYOBi pucu Ta X TpaHcdopmauito,
npoaHanisyBaam MOTMBU W 0COBNMBOCTI
3aCTOCYBaHHSl LIbOro CTWUMKO pexucepa-
MM Yy Pi3Hi iCTOPWYHI eTanu, NpUaInnBLIN
OKpeMy yBary MnpoBiHUM TeHAEHLisIM
cyyacHoro KiHematorpacdpha, WO MOB'sA-
3aHi 3 aKTUBHUM BUKOPUCTaHHAM [OKY-
MEeHTaJIbHOT eCTETUKM.

MeTa crtatTi — 3'sicyBatm cneyundiky
TpaHcdopmMaLii NosfbCbKOT [OKYMeHTa-
nictukn 1960-x pp. Ha Npuknagi pexwu-
cepcbkol npakTukn Kasimexa Kapabalua,
okpecnuTn ocobnmeocTi npouecy dop-
MyBaHHS1 HOBOI eCTeTUKU 1 NpobnemMHo-
ro nosis MOro HeirpoBOro KiHo, BU3Hauu-
TV 6a30Bi NPUHLMNK, SIKi CKS1anu OCHOBY
«WwKonn Kapabawa», Ta npoaHanisyBaTu
TX BMJMB Ha NoAanbLUMi PO3BUTOK MNOJSib-
CbKOT TpaguLil OKYMeHTaIbHOro KiHO.

BpaTtepcbka-L1poHb, M., Knonerko, M. TpaHchopMaL|is MONbCHKO!
NOKyMeHTanicTnky 1960-x pokiB: TBOpumin MeTon Kasimexka Kapaballla
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OCHOBHUI MaTepian focnigXeHHsA

Locnigxytoun TpaHccopmauii  nosb-
CbKOro [0KYMEHTaNbHOro KiHemaTorpa-
da 1960-x pp. i BU3Ha4yaoum MNpoBigHi
TeHJeHLil Noro po3BUTKY, cepepn MoJb-
CbKMX [IOKYMEHTanicTiB Hacamnepep
BapTo BMOKpeMUTM nocTaTb Kasimexa
Kapabawa. Moro HoBaTopcbKwMit niaxip,
[0 [LOKYMeHTanictuku ccpopmysar opi-
E€HTUPK OJ151 LiSIoro NOKOSIHHS peXucepis
i cnpaBvMB BaroMui BrMB Ha BaraTbox
HaCTYMHWKIB, WO BMPA3HO BUSBNSAETb-
csl y TBOpYMX nollykax 6araTbOX YYHIB,
cepen SIKUX — MPOBIAHWUN NpefcTaBHUK
«MOpPaJibHOro 3aHenoKoeHHs» Kwmwtod
Kecnboscbkuit (Haltof, 2007, p.81). Ons
LUMPOKOI  rnsigaubkoi  ayauTopil  nosb-
cbkoro KiHo iM's K. Kapabalwa Hainyvac-
Tille acoLiloeTbCA 3 MOro KiHornegaro-
rYHOIO [OiANBHICTIO, af)Xe caMe B HbOro
ManbyTHi BCECBITHbO BifOMUI pexucep
K. KecnboBcbkuii 3g06yBaB nepuli npo-
doeciiHi 3HaHHA. 3rofoM, BXe BifiNLWoB-
LUK Bif, HACTAHOB CBOIO BYMTESIS, BiH NPO-
[JOBXMB TAMMICTb TpaauLUil HaLioHanbHoT
KiHemaTorpacpii, HapaBwm dinbMam
BMPa3HOI COLianbHO-MOMITUYHOT KPUTK-
K1 i dinocodcbkoro 0CMUCIEHHS MOJb-
CbKoT fincHocTi 6ypeMHux 1970-x pp.

Y 1956 p. K. Kapabalw 3aBepwnB HaB-
YyaHHA B [lepxaBHin KiHowkoni B Jloasi,
nicnAg 4oro novyaB npautoBaTu sK pe-
Xucep-foKyMeHTanicT y BapliaBcbkin
CTYAil [OKYMeHTaNbHUX inbMiB i cniBn-
pautoBaB i3 [M0oNbCbKOK KiHOXPOHIKOLO.
CborogHi pexucepcbkun nigxig K. Kapa-
6alla BUOAeTbCSA [OCUTb MPOCTUM. BiH
crnvpaBcs Ha NpUMHUMNU 06'€éKTUBHOMO
CrocTepexeHHs1 Ta nepefbavyaB nokas
6yLEeHHOr0 XUTTA NepeciyHnX Noaen.

0. bespyuko Ta B. YaitkoBcbka (2020,
c.65) 3asHavalwTb: «dinbM-cnocTepe-
XEHHS — Le HaWcTapiwa dopma aygi-
oBi3yanbHOro TBOpY». KnoyoBa mnpo-
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6nemMa pexmcepcbKoro CnocTepeXeHHs
y LOOKYMEHTanicTuui nonsrae B noLuyky
crnocobiB  36epexeHHsT aBTEHTUYHOCTI
BiITBOPEHHS peanbHUX MOAIN Yy Mexax
aBTOPCbKOro HapaTuBy, IKU HEMUHYyYe
Bifjo6paxae cy6'eKTUBHY NMO3ULLI0 pPeXM-
cepa. HeMoxnuBicTb JocArHeHHsi abco-
NOTHOT 06'€KTUBHOCTI 3yMOBJIOE MOTpe-
6y BUPOGNEHHS eddeKTUBHUX CTpaTerin
i TBOPYMX pilleHb, Wo 3abe3nevyyBanu 6,
K cTBepoXkytoThb P. LLinpmaH Ta b. Myce-
B4 (2024, c.289), QocsArHeHHs «binbLu
06'eKTUBHOrO  BOAHOYAC €MOLINHO Ha-
CUYEHOro CMpUMHATTA rnsgadaMu finc-
HOCTI Yepe3 [OKYMEHTasNIbHUI HapaTUB».
Lli nuTaHHs ocmucntoBaB | K. Kapabaly,
ONA SIKOro BW3HA4yasibHUM MPUHLMIOM
TBOpYOI cTpaTerii 6yf0 MaKCcUManbHO
MOXJ/IMBE YCYHEHHSI aBTOPCbKOrO BTPY-
YaHHS y NPOLEeC CMOCTEPEXEHHS.

Llle no ocTaTouyHOro hopMyBaHHS LibO-
ro metony pexucep 3400yB BMU3HAHHS
3aBOAKM CBOINM y4yacTi y CTBOpPeHHI dinb-
MiB TakK 3BaHOI «4OPHOI cepii» NosbCbKOo-
ro KiHo, 0O fAKOI 3apaxoBykTb MoHapf
[ecATOK  KOPOTKOMETPaXHUX  KapTuH,
cTBopeHux y 1956-1958 pp., y akux Bu-
CBITNHOBaNIMCA TOCTpPi  coujianbHi  npo-
6nemMun MNoBoeHHOT [MonbLyi: 6e3pobiTTs,
6igHICTb, O0BMeXeHi nepcrnekTuBM [OJis
MoJiofi, coliasibHe Hacuiis, anKorosisam
i HepiespaTHiCTb OropoKpaTUyHOro ana-
paTy. Came Ui pob0oTH, aBTOPCTBO SIKMX
Hanexasno MONoAuM pexwuncepam, 30Kpe-
Ma BUMYCKHWKaM J10A3bKOI KiHOLLKOJM,
3anoyaTKyBanu ofHe 3 KJIHOUOBUX SIBULL
Yy PO3BUTKY MOJNbCLKOI JOKYMEHTaniCTu-
KW. Bnepuie Ha ekpaHi 6ynn 03BYyYeHi cy-
CNiNbHI MUTaHHS, WO JOHefaBHA 3anuLa-
nucst pakTUyHO nig 3abopoHO0 | MicTUN,
AK cTBepaXye y poboTi «[onbCcbKe KiHO:
icTopisi» M. FanbTod (Haltof, 2019, p.126),
HenpsMUiA ocyf KOMYHICTUYHOT CUCTEMMU.

«YopHa cepisi», AKa pi3KO KOHTpacTy-
Bafla 3 OMNTUMICTUYHOK PUTOPUKOIO

Braterska-Dron, M., Klopenko, M. The Transformation of Polish Documentary
Filmmaking in the 1960S: Kazimierz Karabasz's Creative Method
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coupeaniaMy, ctana ans KiHemartorpa-
cicTiB IHCTPYMEHTOM MoOKasy «ChnpaBX-
HbOro 06JMYYsA» MOJSIbCbKOI [AiNCHOCTI,
BUKPUTTSA YUCNIEHHUX HeJonikiB faep-
XaBHOI BflafuM M cycninbcTBa Ta BOfA-
Hoyac dikcauii macwTaby couianbHO-
NoNiTUYHUX TpaHcdopMalin y KpaiHi
(Zawodniak and Zwierzchowski, 2010).
Mepwi poboTtn K. Kapabawa HanexaTb
[0 ficCKpaBuX MpUKIagiB LbOro Hamps-
My. CTpiukm «Tam, Oe [OusiBON Kaxe
pobpaHiy» i «Jlloan 3 nNycTKuM», 3HATI
y 1956 p. y cniBnpaui 3 BnagucnaBom
LLineciybkuM, OEeMOHCTpPYBalv  XMUT-
TS BapllaBCbKWX panoHiB Tapryeeka
i Mparu. Li kKapTUHK «4opHOTI cepii» (3a-
noyaTkoBaHOI MOJIbCbKUMU pexucepa-
Mu €xu NocbmaHom Ta EpBappom Cky-
XEeBCbKMM) CTajM BaroMWM BHECKOM
y bOopMyBaHHA MOJNIbCbKOr0 «4YOPHOro
peaniamy» (cnig 3ayBaxXuTK, LLLO MOHAT-
TS Mae LWUPLWKA 3MICT, OCKiNlbkM 3a-
CTOCOBYeTbCSl, IK 3a3Hayae E. HypuuH-
cbka-digenbcbka (Nurczynska-Fidelska,
1998), onA Mo3Ha4YeHHsA rpynu peanic-
TUYHUX, XO04Ya N CTUJICTUYHO PIi3HUX
dinbMmiB, sIKi yTBOPWUM CBOEPIAHY MOSb-
CbKYy iHTepnpeTaLito iTaniicbkKoro Heo-
peaniamy). BapTo TakoxX 3a3HauuTHy, LLO
came nepernsg 3HakoBOI CTPIUYKM EXM
NodpdmaHa Ta EpBappa CKyxeBCbKo-
ro «yeara: xyniranu!» (1955) ctae ons
K. Kapabawa Ta noro koneru B. LLneci-
LbKOro MifTBEPOXEHHSAM TOrO, L0 MOX-
Ha CTBOPHOBATU 30BCIM iHLIe, AUHAMIYHe
i couianbHO rocTpe KiHO, MPO L0 roBO-
pvB i cam pexucep, crnoBa IKOro HaBe-
[OeHi y KHM3i nig pepakuieto M. XeHopu-
koBcbkol (Hendrykowska, 2018, p.152)
«lcTOpisi NONbCHKOro LOKYMEHTANIbHOIO
dinbMy (1945-2014)»: «CborogHi Baxko
noBipuTK, ane uewn dinbM cTaB crnpaBX-
HiM "BigKpUTTAM" — He nulie 3a 3Mic-
TOM, a 1 3a popMoto, cnocobom onosifj,
CTUNIEM, TEMMOPUTMOM».
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CTpiyku, 3HATI K. Kapabalwem Ta B. LLne-
CibKMM, He 6ynn obMmexeHi nvwe 3ama-
NbOBKOK  BapLUABCbKOrO MOBCAKAEHHS
1950-x pp. Hacamnepep, y Hux 6yno 306pa-
XEHe TMOKOJIiHHSA, SKOMY [0BEeNlocsl BXe
y CBOEMY OUTMHCTBI MEPEXWUTU BilHY Ta
okynaujto. Mwnocsa npo nofen, aesopieH-
TOBaHWX i M036aBNEHNX peanbHUX LLaHCIB
Ha 3MiHW, YME MOBCSKAEHHE iCHYBaHHS
MUWHano B atMmocdepi coujianbHoI HecTa-
GiNbHOCTI Ta HEBMEBHEHOCTI Yy 3aBTpall-
HbOMY fOHi. Y uux poboTax UeHTpasibHe
Micue nocigae came 06pas KoNeKTUBHOIO
repost (Hendrykowska, 2018, p.104).

K. Kapabaw 3ocepepxyBaBcs Ha aHa-
ni3i cycninbHoro OyTTH, aKUeHTyuu
Ha HaWrocTpiMX couiaNbHUX MUTaH-
HsIX. Pa3oM 3 onepaTtopom CTaHicnaBom
HenbanbCbknM BiH 3HSIB HU3KY 3Hauy-
WMX CTpivoK, cepep, skux «3 [losicns»
(1958). La pobBoTa yacTKoBO MNpojAo-
BXYBana npobseMaTuKy «4OpHOI cepii»,
BoAHo4yac OKYCYHOUMCb Ha iHLIOMY
BapLLaBCbKOMY pPaloHi — i30/IbOBaHOMY,
MapriHanisoBaHoMy Ta 3abyToMy NpoTs-
romMm [oBrux pokie. CTpiuyka BupisHsnacs
noetuyHoto dopmoto, No3baBIEHOD
TPagULINHOrO KPUTUYHOIO aKLEeHTY, Lo
pobuTb i BKJIHOYEHHA [0 3arasibHOi TeH-
OeHUil NeBHOO MipOH [UCKYCIMHUM.

oinbmn K. Kapabawa pfiicHo BM3Ha-
Yanucsl  MOCTIMHUM  MparHeHHsIM A0
npaBAMBOCTI Ta KPUTUYHOro mnornsgy
Ha peasibHICTb, WO pobuno X yHiKanb-
HUM SIBULLLEM Y OOKYMEHTaNICTULi KiHLA
1950-x pp. MNpoTe cam pexwucep, AK i yn-
MaJio MOro Cy4yacHHUKIB, AKi OpieHTyBanmn-
Csl Ha Tpaguuii iTanincbkoro Heopeanis-
My (Jazdon, 2009, p.13), nparHyB 6inbLioi
CaMOCTINHOCTI.

Cnip HaragaTy, Wo ynpoaoBx 1960-x pp.
y CBITOBOMY [OKYMEHTaNbHOMY KiHO 3p0-
cTana yeara [0 OpMasibHUX pilleHb,
MoB'A3aHNX 3 ABOMa BaXJ/IMBUMU TEYiAMM.
Y KaHapgi Ta CLLUA cdhopmyBaBcsi Hanpsim
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«npsiMe KiHo» («direct cinema»), a y dpaH-
Uii — Teuis «cinéma-vérité» («KiHonpas-
Za»), ons skux Byno xapakTepHWM npar-
HeHH MakcumanbHo 6esnocepefHbO
" HeynepemkeHo BigobpaxaTu LiACHICTb.
Akwo «direct cinema» Hamaranocsi MiHi-
MidyBaTu Oyfb-fike BTpy4YaHHs aBTopa
M YHUKATWU MaHinynsawin i3 peanbHicTo, TO
«cinéma-vérité», 3anoyaTtkoBaHe YXaHOM
Pywewm i Egrapom MopeHoM, HagaBaso
BEJIMKOrO 3HaYeHHA aKTUBHIN y4yacTi pe-
Xucepa y 3siomkax. Lle nigkpecnioroTb
C. lNoHuapyk Ta O. Mposonoscbkuit (2020,
¢.87): «XaH Pyw Ta Earap MopeH npuH-
LMMNOBO BaXJIMBOK BBaXKasM akTUBHY MO-
31Lit0 aBTopa KiHO, YOro HiKonn He 6yno
MOMITHO Yy X MonepegHuKiB, sIKi nparHy-
N He BTpy4aTucs y npouec». Jlopo6ok
K. Kapabalua Mae BnacHy cneuudiky, npo-
Te Moro migxif LiNKOM crniBBiJAHOCUTLCSA
i3 UMM nparHeHHAM KiHeMaTorpadicTis
[0 peanicCTUYHIWOro BiATBOPEHHA Ailc-
HoCTi. 3peluToro, U yHiBepcasibHa Ois
KiHeMaTorpadicTiB notpeba nocTynoso
3HalllIa CBOE BTINIEHHS HaBiTb y PO3-
BUTKY OOKYMEHTaNbHOro CTUMO B irpo-
BOMY KiHO. flk 3asHayatoTb O. bespyuko
Ta B. Mpuduyos (Bezruchko and Hryftsoy,
2025, p.72): «[onoBHOIO NpuumHoto Byso
6axaHHs 3pobuTn dinbmu Ginblu peanic-
TUYHUMM, PO3LLMPUTKU 3acobM KiIHOMOBMU
Ta MoLuyK HOBOI KiHOpeanbHOCTi».
dopmyBaHHS TBopYOT KoHLUenuii K. Kapa-
6allia cTano HacnigKoM 'PYHTOBHOIO aHa-
ni3y BXe 3rafaHux TeHAeHUin i nocTyno-
BOr0 MOJOJIAaHHA MUCTELbKUX BUKIIMKIB,
i3 AKMMU BiH 3iTKHYBCA Ha NOYaTKOBOMY
eTani CBOEI Kap'epu, ax MOKW pexwucep
He 3BepHYBCA A0 MOETUYHOro crnocoby
OCMMUCJIEHHSI peasibHOCTI, WO YTBepAMB-
A B NOJSIbCbKOMY AOKYMEHTaNbHOMY KiHO
apyroi nonouHn 1950-x pp. HanBuwmm
JOCAMHEHHsIM LbOro nepiogy crana kKap-
TuHa K. Kapabalwa «My3aukaHTu» (1960).
PeneTunuiil amaTtopcbkoro AyxoBoro op-
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KecTpy NiTHIX NpaLuiBHWUKIB TpaMBaNHOro
Oeno BiATBOpeHi y dinbmi 3 0cobamBotO
NMPOCTOTON [eTanen, WO Harajye ecre-
TUKY «4opHoT cepii» (Hendrykowska, 2018,
p.135).

Y 1961 p. ronoBHui Npu3s KpakiBCbKOro
becTBanto KOPOTKOMETPAXHOro KiHO
3aBAsKM cBOIM «MysukaHTam» 3400yB
came K. Kapabaw (Wejbert-Wasiewicz

and Matuchniak-Mystkowska, 2023,
p.149). HeBenuka, [OeB'ATUXBUJIMHHA
CTpiyKa, WO [OEMOHCTPYE peneTuLin-

HMI MpoLleC CaMOAISNIbHOrO KONEeKTUBY,
cTajla CrpaBXHiM BiOKPUTTAM Yy po3ay-
Max Mpo noTeHUian [OKYMEeHTaniCTUKM
y cdhepi NCMXONOriYHOrO CNOCTEPEXEHHS.
Pasom 3 onepaTtopom C. Hegbanbcbkum
pexucep CBIgOMO BiAKWHYB TOQILLHI
CTaHOapTU Ta npaBuia, AKi naHyBanu
B [OKYMeHTanbHOMYy KiHemaTorpadi,
obpaBlUM CcTpaTerito  CMOCTEPEXEHHS.
BaxnuBoto iHHOBaUieto Oyno # Te, WO
pexucep BiMOBMBCSA BiJ XapaKTepHOro
OJ1s1 noNbCbKuX cTpiYok 1950-x pp. 3a-
KafpoBOro rosiocy, HaTOMICTb CUHXPOHI-
3yBaB 3BYK i3 300paXeHHSAM.
«My3uKaHTM» CTanu NiACyMKOM rnore-
peLnHix MOLYKiB He JLLEe CaMOro MUTLS,
ane W LisIOro nokoniHHA [OKYMeHTanic-
TiB, BOOHOYaC 3MIHMBLUM METO[0JIOrit0
Ta MNOeTWKY HeirpoBoro kiHo. [popus
K. Kapabalua cnMpaBcsi Ha Kiflbka [0BO-
Ni paguKanbHuX piweHb. OQHUM i3 HUX
6yna BigMOBa Bif rOTOBOrO CLEHapito
3 peTeNnbHO MPOMUCAHUMKU  CLEHaMW.
Y npoueci 3M0MOK 3'sicyBanocs, Lo npu-
pofHa noBefliHka MY3WMKaHTIB Ta TXHSA
B3aeMoOfis Mif 4ac peneTuuin [arTb
JOCTaTHbO MarTepiany Onsi CTBOPEHHS
cTpiukn. CamMe Ue pilleHHs nofapyBano
diflbMy NPOCTOTY, rAPMOHINHY LifiCHICTb
i NepeKOHNUBICTb. IHWMIA HOBAaTOPCHKUM
KPpOK — 3aMiHa TpaguuinHux Oi4HnX
OCBIT/IIOBAYIB i BUKOPUCTAHHSI BEPXHbO-
ro CBiTNa, WO Aano 3Mory 3MiHIoBaTu

Braterska-Dron, M., Klopenko, M. The Transformation of Polish Documentary
Filmmaking in the 1960S: Kazimierz Karabasz's Creative Method
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TOYKU 3MOMKM Ta BylyBaTh KOMMO3WLi10
3 pI3HUX MepCcrneKkTUB, CTBOPHOKOYM MO-
TpiGHMIN BisyanbHMi edbekT. OcTaToYHa
BilMOBa Bif, KOMEHTYBaHHS aKLeHTyBa-
na Ha XMBIN My3uLi, 3pobuBLLN 1T CTPUX-
HeM KapTUHW.

OpHieto i3 knoyoBux nepe.ar «Mysu-
KaHTiB» BBaXaeTbcsa U ocobnvBa CTpyK-
Typa onosifi. CTpiuka BuOyayBaHa fK
MOCNiJOBHICTb KifIbKOX eTaniB: noyaT-
KOBOT MiAroToBKM (4yTW YPUBKU PO3MOB,
HanawTyBaHHSA IHCTPYMEHTIB, LenecT
HOTHMX apKyLUiB), MOMEHTY pO3[aBaHHS
napTuTyp (3BYKM OKPEMWX iHCTPYMEH-
TiB, AUPUrEHTCbKI BKa3iBKWU) Ta, HapeLl-
Ti, peneTuuii (KONEKTUBHE BWKOHAHHS
MY3MYHOro TBOPY). Y Meplumx YacTuHax
K. Kapabal 3acTocoBye CTaTW4Hi, He-
TpuBani kKagpu, pobnsyM akueHT Ha
KPYMHUX Kagpax MY3MKaHTIB, iXHiX Xe-
cTax, KOpOTKMX fianorax, cueHax KypiH-
HSl Ta NepLmx MUTSX rpu. 3aBepLualbHa
daza BubyayBaHa iHaKlle: Kamepa no-
yMHae pyx, 3'ABASAOTHCA NaHoOpamu, Ou-
HaMika peTanein. Llen pyx npupogHo pu-
MYETbCS 3 MJIMHOM MY3UKW, CTBOPIOHOUM
BPaXeHHs1 BHYTPIWHbLOI LinicHOCTI «My-
3UKaHTIB», rapMOHii X doopMM Ta 3MiCTY.

Taki piweHHs ganu amory K. Kapabaluy
cchopmyBaTM  CBOEPIOHY KiHOMOETWUKY,
O BiJKpWa HOBI LUMAXM CMOCTEPEXEH-
HS B [OKYMeHTanicTuui. Ak 3a3HayeHo
y BCTYMHOMY KOMeHTapi, repoi inbmy —
HiIBW «OCTaHHI 3 MOriKaH», siKi 36epiratoTb
[aBHIO TPaOULLitO KONTEKTUBHOI MY3UYHOT
npakTuku. beanocepepHsa 6nn3bKicTb A0
XWUTTS Ta [0 caMOi NIIOAMHU BOCAraeTbeA
3aBAsIKM HEBUMYLLEHIV NOBEiHL,i repoiB:
«06nmnyys, pyku, nornsgu, opibHi oii — ye
Te, WO Hacamnepen 3'SIBASETbCA B Ka-
api» (Hendrykowska, 2018, p.136). IMo-
BipHO, camMe LA LWMPICTb i CNpaBXHICTb
BNAMHYNM Ha Te, wo K. KecnboBcbkum
y 1992 p. BktounB «My3ukaHTiB» [0
nepeniky CBOIX HaWyntoOMeHilmx CTpi-
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YOK Yy MeXax OMUTYBaHHA KiHOXYpHany
«Sight & Sound».

Onsa ykpaiHcbkoro rnagada nogioHui
TUN JOKYMEHTaJIbHOI ONOBifli € 3HANOMUM.
flckpaBuUM MpUKNaZoM MOXe CnyryBaTu
noBHOMETpaxHa cTpiuka Hagii MapdaH
«CniBae  IBaHO-PpaHKiBCbKTEMTIOKOMY-
HeHepro» (2019). Pexwucepka, fika 3[0-
OyBana oCBITYy Ha KypcCi [OKYMEHTaNbHOI
pexucypu (LLkona AHmoxes Baigu), 3o-
cepefuiia CBOK yBary Ha icTopil amaTop-
CbKOro xopy «4opHO6pMBLi», yHaCHUKaMM
AKOro € He NPodecinHi MUTL,, a 3BMYaNHI
npawiBHUKU KOMYHasbHOI cdepu — chto-
capi, gucnietyepu, Gyxrantepy, pPeMOHT-
HUKM Ta MeXaHiKMu.

PoboTa konekTuBy 6e3nocepefHbO 3a-
nexuTb Bif rpacdikiB onanoBanbHOro
Ce30HY, L0 MOCTINHO Kopurye i rpadik
peneTudin. MpayiBHMKK, OJHOYACHO 3a-
MMaKyYnUCb PEMOHTOM 3HOLLUEHMX TErmo-
Mepex i MigroToBKOK CUCTEM [0 3UMM
B CKJIa[lHUX YMOBaX, 3MYLLEHi pearyBaTu
e ” Ha ckapru aboHeHTIB, AKi Tenedo-
HYIOTb Ha rapsidy niHito nignpuemMcTea.
H. MapdaH He npocTo dhikcye nobyT,
a BigKpuBae Linui nnacT cyokynbTypu —
CBIT po6iTHUYOro Xopy, Ae crniB cTae cno-
cobOM eMOLIMHOro BWXMBAHHSA cepef,
LLLOJIEHHUX TPYAHOLLIB. Y LbOMY KOHTEK-
CTi XOpPOBE MUCTELTBO MOCTA€ K MOX-
JIMBICTb 3BIJIbBHUTUCS Bif PYTUHW, 3HAUTU
Bigpafy " NigTPUMKY.

Monpw 6pak pecypcis i 6e3Hafito, Noasa-
HiCTb, B3aEMOMIATPUMKA N KONEKTUBHA
3rypToBaHicTb BepyTb ropy. Pexwucepky
npuBabnoe caMe 3BMYalHa MepeciyHa
NOJMHA, | BOHA MOCNYroBYETHCA OfHIEH
3 FOJIOBHUX LIHHOCTEW OOKYMEHTanicTu-
KM — npaBAuBKUM 306paxKeHHsM obpaHo-
ro doparMeHTa XuTTs 6€3 rpy aKkTOpIB YK
Oyab-SKUX LUTYYHUX KOHCTPYKUin. [pa-
MaTyprito TyT CTBOpHOOTb caMi obcTa-
BUHM, a OyAeHHICTb HecrnogiBaHO nepe-
NAiTaeTbCsA 3 MOETUYHICTIO.

BpaTtepcbka-L1poHb, M., Knonerko, M. TpaHchopMaL|is MONbCHKO!
NOKyMeHTanicTnky 1960-x pokiB: TBOpumin MeTon Kasimexka Kapaballla
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H. MapdaH cBigoMo Hapae nepesary
KPYNnHUM nnaHam, abu rnspady mir Big-
YyTW CMpaBXHi eMouii, MNPOCTEXUTK
HanWapiOHiWi 3MiHM repoiB. Takui nNigxig
pobuTb KapTUHY MaKCUMasbHO aBTEeH-
TUYHOO, 0COBNIMBO 3 OrnAdy Ha Te, WO
B [OKYMEHTaNbHOMY KiHO AOCArTU Mo-
[iOHOT IHTUMHOCTI Hag3BMYalHO CKiaf-
HO. 3aBAfiKM UbOMY il MaHepa BUABNSA-
€TbCAl ONU3bKOK [0 ChornaganbHoro
JOKyMeHTanbHoro kiHemartorpada. [lo-
LiBGHI TEMU MOXHa NPOCTEXUTU 1 B MUHY-
N yKpalHCbKIN OoKyMeHTanicTuui. Tak,
npuknagom € dinbM E€BreHa YnbluHa
«Ti, wo garoTb Tenno» (1992), npucesave-
HWUI poboTi XapkKiBCbKOro 06nacHoro Bu-
pobHuyoro o6'egHaHHA «XapKiBTEMs0-
KOMYHeHepro». Y cTpiyui nokasysanu gii
OucrneTyepiB, TEXHOJONIYHI npouecu Ha
BUPOBHULITBI, @ TAKOX MOMEHTM MOBCAK-
[EHHOro XUTTSA NpauiBHUKIB Mig Yac Bif-
nounHky (KacsiH Ta iH., 2024, c.153).

MoBepTarounMcb [0  HOBATOPCbKMX
npakTuk K. Kapabalua, BapTo Haronocu-
TW, L0 BOHWU MPUHOCUNU MOMY He JvLle
npodoeciiHe BU3HaHHSA, ane " NoB'sA3aHi
3 pM3MKOM ekcriepumeHTn. Moro kopoT-
KOMeTpaxHa [OKYMeHTanbHa CTpiuka
«/llogn B poposi» (1960), npuceBaYeHa
NOBCAKAEHHOCTI LIMPKOBOI TPynu, BUPI3-
HsAnaca BigCyTHICTIO Byab-AKOrO KOMEH-
Tapsi UM MY3UYHOrO CynpoBOAYy — Y Hii
3a/MLLIEeHO NuLle NPUPOAHE aKyCTUYHe
TNO XUTTA MaHAPIBHUX apTUCTIB. Y LeH-
Tpi ONoOBIAi 3BMYalHI LWOAEHHI enizoau:
CMOPTMBHI BMpaBu, Mnepei3an, BCTaHOB-
NleHHA WwaTpa, nobyToBi 060B'A3KU. AB-
TOp CBiAOMO 3MiCTMB YyBary 3 BWAO-
BULLHUX BUCTYNIB Ha apeHi [0 MOMEHTIB
NiAroTOBKU N BiANOYNHKY, LEMOHCTPYHO-
YW BHYTPILLHIA PUTM iCHYBaHHS LiMpKayiB.

3apns pocsirHeHHs edeKTy NepeKoHIn-
BOr0 CMOCTEpPEeXeHHs1 3a eMoLisiMy 1 no-
BefiHKOK SIK CaMUX YYacHMKIB TPynu, Tak
i IXHbOT Ny6niku, [oBeNnocs Oewo 3MiHu-
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TW 3HiManbHIi METOAU 1 BECTU 3MOMKY Ha
BificTaHi, abu He cTBOpOBaATU BIiOUYTTA
avnckomdopTy y repoie (Hendrykowska,
2018, p.155). lMonmpwu TpyQHOLL, MOB's-
3aHi 3 HenepepbayyBaHiCTO  nopfin
i peakui nepcoHaxiB, [OCBIL BUSBMBCS
BaoanuMm. Came Len ekcnepMMeHT CTaB
NiAFPYHTSIM OJ1s1 e CMINMBILLMX MOLUYKIB
ynoganbLivipoboTiTaHgemy K. Kapabalua
i C. Hepbanbcbkoro.

HacTynHuM eTanom TBOpYMX MOLUYKIB
cTaB inbMm «Byson» (1961), npucesave-
HUM [OucneTyepaMm 3ani3HUYHOro BY3-
na. MopibHo po «MysukaHTIB», Kamepa
3HiMana nogen y npoueci BUKOHAHHSA
npodecinHux 060B'sI3KIB Y BU3HAYeHO-
My MpocCTOpi, MpOTe Nose CroCTEePEeXeH-
HS 3HAYHO PO3LWMPUAK: Yy inbMi 3'ABU-
nucs enisoau npocTto Heba 3a Mexamu
aucnetyepcbkoi. 3aBAsKM TakOMy Tex-
HIYHOMY ¥ XY[OXHbOMY Pill€HHIO OfHO-
MaHiTHa poboTa HabyBana BMpPasHOro
€MOL}iIHOro BUMIpYy.

MopibHMI MpUHUMM CbOrofHi MmpocTe-
XYETbCA | B YKpaIHCbKi AOKYMeHTanic-
Tuui. 3okpema, y dinbmax Omutpa lpe-
wKa «BpaTyiiTe MeHe, nikapto!» (2020) Ta
«Mix Hebom Ta ropamu» (2022) BiguyT-
HUWA BMJIMB LiET cnornsganbHOl MaHepw.
Mepwa KopoTkomeTpaxHa poboTa Bif-
TBOptoe nepebir poboyoi 3MmiHM Gpura-
on weugkoi gonomorun y Kuesi B HoBoO-
piyHMI Nepiof, a Apyra NOBHOMETpaxXHa
CTpiyka po3noBifae Npo ripcbke 3akap-
natcbke ceno, Ae (YHKLUIOHYe efuHa
[OJ1s1 BCi€T rpoMaam cTaHuis WBUAKOI [o-
nomoru, npawiBHUKK AKOT B yMOBax MaH-
nemii COVID-19 HamaratoTbesa pATyBaTh
4YncneHHMX nauieHTiB. [. pewwko noka-
3y€e He Nvle pYTUHHI npodeciiHi 6yaHi
MefuKiB, ane N nomiwae ix y wupLumn
LMK XUTTA CiNIbCbKOI rpoMagm, nofaato-
4n iNlbMy NOETUYHOI0 BUMIpY.

Y dinbMax «MyaukaHTu» (1960), «Jlrogu
B poposi» (1960) Ta «Bysomn» (1961)

Braterska-Dron, M., Klopenko, M. The Transformation of Polish Documentary
Filmmaking in the 1960S: Kazimierz Karabasz's Creative Method
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K. Kapabalu pagukanbHO nepeocMucive
TeMaTUYHI M CTUNICTUYHI PiLLEHHS, LLLO BU-
KOPWUCTOBYBA/IMCA Y «4OPHIN cepii». Moro
3aBJaHHAM CTaslo MaKCMMaJslbHe YCYHEH-
HSl aBTOPCbKOrO BTPYyYaHHsi (BKIIHOYHO
3 BiOMOBOI Bif, 3aKafpoBOro KOMEH-
Tapsa Ta iHcLUeHi3auji), Wo gaBano 3Mory
HabnmManTuca [o 00'eKTUBHOMO BiATBO-
peHHA AincHocTi. Lii Tpy cTpiykK 3akna-
N OCHOBY A1 BUpOONEeHH MeTOoL0NOril
JokymeHTanictukm K. Kapabalua, sika no-
nsrana B TPUBaJIOMYy CMOCTEPEeXeHHI 3a
reposimMu, o6'egHaHMMKM CMiNIbHOK crpa-
Boto (Hendrykowska, 2018, p.157). Bupi-
LanbHUM Y LN KoHuenuii 6yB came Bubip
repoiB i xapakTep iXHbOl poboTH, aaXxe Bif
LbOro 3anexaro, HacKiflbkn NpUpoOLHOLO
nuwanacs ix noBefiHKa HaBiTb Yy MNpu-
CYTHOCTI Kamepu 1 3HiManbHoro obnag-
HaHHA. Y HacTynHux dinbMax pexwucep
NPOAOBXMB NEPEBIPATU XUTTE3AATHICTb
LUbOro MeTofy, 3BepTaruucb [0 HOBUX
CIOXETIB, ane 3anuwaB He3MiHHUM do-
KyC yBaru Ha rpynax jitofie, SKux egHana
cninbHa cnpaea.

MokasoBumu Bynu 1 Taki cTpiukm K. Ka-
pabawa: «Mepwwuii kpok» (1962), «lOBI-
nen» (1962) Ta «Y kny6i» (1963), a 3aBep-
LIEHHSIM MOLUYKIiB [AHOro nepiogy crtaB
dinbm «Mtaxu» (1963), y aKoMy pexucep
3BEPHYBCS [0 TEMMU cine3bkux ronybis-
HUKiB. OQHMM i3 HaNCMINUBILLMX 3acobiB
6yn0 BMKOPUCTaHHS cy6'eKTUBHOI nep-
CrMeKTUBM — Kamepa Hibu nepepaBana
nornag camux rony6is, Lo NETINN B HeBi.
Y LbOMY KOHTEKCTi MMMOBOAI npura-
JyeTbCs cydvacHa YyKpaiHcbka poboTa
Muxaiina Bonkoea «lony6iBHUKM Kue-
Ba» (2023) — KOPOTKOMETPaXHUIN OOKY-
MeHTaslbHUI (DiNbM, MO3HAYEHUIA TaKOo
caMoK [OenikaTHOK yBarow [0 repois.
Moro nepcoHaxi — KUIBCbKi MeHCioHepw,
ONA AKUX O0rNsf 3a HeBEIMKMMU rony6-
HMKaMy CTaB BaroMoOK YacCTMHOM LLO-
JeHHoro OyTTs | WMPUM 3aXOMJIeHHAM.
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MopibHo oo K. Kapabawa, M. Bonkos no-
€LHYE CMOCTEPEXEHHS 3a JIIOAbMU 3 Ka-
JpaMu NTALMHOMO NOJbOTY, LLLO CTBOPHOE
napaneni He nuwe Ha piBHI TeMu, ane
"'y Bubopi nepcoHaxiB i 3acobax BigTBO-
PEHHS TXHbOT By AEeHHOCTI.

HoBuit BuTOK TBOpYocTi K. Kapaba-
Wwa posnovyascs 3i cTpiuknm «Ha nopo-
3i» (1965), ska Mana BMpasHWN camo-
pednekciiHuin xapakTep. BoHa 06yna
NMPUCBAYEHA  BUMYCKHMKAM  LIKOMU
1964 p., SiKi WONHO 3aBepLUNIM HaBYaH-
HS | MycWnM 3iTKHYTUCS 3 HOBMMU BU-
knvkamu xuTtTa. Came us poboTa, siK
cTBepaxye H. fAsgoH (Jazdon, 2008),
cTana CBOEPiOHUM pybexeM i MoYaTKoM
HoBoro nepiony y kap'epi K. Kapa6aua.
AHanoriyHy yeary [o Takoi couianbHoT
npo6nemaTtuky 6auymmo 1y dinbmi Meop-
ris LLknsapeBcbkoro «Ha noposi» (1982),
0e Ha npuknagi icTopii BUMYCKHUKIB
JIbBiBCbKOI WKoMM N2 6, BiA3HATUX 3a
N'ATb POKiB MiCNA 3aBepLUeHHS HaBYaH-
HSl, OCMUCIIOETLCSI BaXJIMBICTb BUGOPY
npodecii Ta BNacHoro Micus B cycnifib-
cTBi (3akpuHMyHa Ta iH., 2015, ¢.705).

Hapani K. Kapabaw Hamaraeca BigHan-
TW HOBI MeToau M DOPMM [OKYMEHTY-
BaHHS, Wo faBanu 6 3mory Habnmautucs
[0 BHYTPILIHLOrO CBITY repos Ta CTBO-
pUTY FMMOOKMI iHOMBIAYaNbHUA MNOPTPET.
flckpaBMM MpUKIagoOM Takoro nigxomy
CTaB NMOBHOMETPAXHWUIN [OKYMEHTaNbHUN
dinbM «Pik ®paHka B.» (1967). Y uiit po-
60Ti pexuncep 3ocepeamnBCst Ha XUTTEBIN
icTopii Monoporo ®paHuiweka Bpybens,
AKMI hikcyBaB BlacHi nepexunBaHHA ye-
pes LWofeHHUKOBI 3anucu. CTpiuka € xpo-
HIKOKO POKY 3 XWUTTS XJI0MNUS 3 NPOBIHLiN-
HOrO MiCTeuKa, IKWUI BCTYMNae y [LOPOCUN
CBIT: HaBYAETbCS, MpaLIOE, NepeNKKae
[0 MPOMWCIIOBOrO PErioHy M HaMaraeTb-
csl 3HaNTu cebe B HOBOMY CEPELOBULL.

Y npoueci 3MOMKU FO/I0BHUM 3asMLLaB-
CA NPVHLMIN NPUPOLHOT NOBELIHKN repost

BpaTtepcbka-L1poHb, M., Knonerko, M. TpaHchopMaL|is MONbCHKO!
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B Kagpi. Lle noBHicTto Bignosigano npar-
HeHHto K. Kapabalia 4o foKyMeHTasnbHOT
JocToBipHOCTI. CTpiuka Mana 4iTKy KoM-
no3uLito: BOHa CKknafanacs 3 YacTUH, AKi
CMMBOJ1i3yBasin NOpU PoKy Ta BogHoYac
po3KpuBanu pisHi nepioan Xutta dpaH-
vilweka. Bigeopsn cynpoBoaXyBaBcCS
UYATaAHHAM YPUBKIB i3 MOro LLOAEHHMKA.
Micns npemM'epu «Poky ®paHka B.», wo
O6yB TENMo CrpPUUHATUA KPUTUKOKD Ta
ny6nikoto, K. Kapabaw 3akpinus ctatyc
NPOBIJHOMO MaWcTpa [OKYMeHTaslbHO-
ro kiHo: «CBoiM cbislbMOM BiH [0BIB, L0
Y LOKYMEHTasIbHOMY KiHO, SIK i B irpOBOMY;,
MOXHa nobyayBaTy MOBHOLIHHWUIA NCUXO-
NOTiYHUIA MopTPeT nepcoHaxa. He Bia-
MOBJISIKOYUCH Bif MeTofiB, AKi BiH po3-
pobuB paHile, Ta couianbHUX nNpobnem,
3 IKUMM BiH NpautoBaB, BiH CTBOPMB Ha
eKpaHi LinicHy Ta NepeKoHSIMBY iCTOPItO
rosioBHoro reposi» (Hendrykowska, 2018,
p.166). Tox pexucep posBiSiB CyMHiBU
Ta CTepeoTUNu O[O0 3HIMaHHA inbmy,
LiSIKOM NPUCBSAYEHOro [O0Mi OfHIel oco-
oucTocTi. BiH HaoO4YHO MokasaB, Lo 3a
YMOBW BLanoi KoHUenuil Take KiHO MOXe
6yT” BOJHOYAC MEPEKOHNNBUM i aBTEH-
TuyHuM. Lo igeto nigTBepguna i Ha-
CTynHa ioro po6oTta — «Cy6oTa. MpaxuHa
A. Ta €xu T» (1969).

Micns ycnixy «MysuKaHTIB», a TakKox
CMIIMBUX EKCMEPUMEHTIB y CTpiykax
«logn B poposi» Ta «Byson», cepen
NOJIbCbKUX KIHOKPUTUKIB | pexucepis
rnovyanu roBopuTu Npo «meTop Kapaba-
La», a 3rofloM i nNpo «Lwkony Kapabatia».
i cdbynpameHT, sk ckasaHo B «lcTopil
NONbCbKOro [OKYMEHTaNbHOrO inbMmy:
1945-2014» nig pepakuieto M. XeHapu-
koBcbkoi (Hendrykowska, 2018, p.161),
BW3HAUMNM [Ba FOJIOBHI UMHHWUKU: BU-
3HaHHA HOBATOPCbKOro MPUHLUMMY, L0
CrMpaBCsA Ha TMparHeHHs [0 aBTeH-
TUYHOCTI Ta BUKOPUCTAHHSI «MCUXOJI0-
rYHOro CNocTepeXeHHs» 3a eKPaHHUMM
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reposiMi, a TakoX YHiBepcasnbHIiCTIO 3a-
CTOCYBaHHSA TaKoro MeTofy.

Pe3ynbTaTUBHICTE TBOPYMX MOLUYKIB
K. Kapabawa wBuaKo 3HawWwna nig-
TBEPAXEHHS Y AOPOOKY MOro yyHiB Ta
nocnifoBHuKIB. Ons Winoi rpynu OoKy-
MEeHTarICTIB, AKi OpPiEHTyBanncsa Ha Moro
MeTof, CyTb MUCTeLTBa nonsirana y Tpu-
BaNoOMy Ta YBaXHOMY CMOCTEPEXEHHI 3a
OKPEMOIO JIMHOK YN KOJNIEKTUBOM, L0
6yn1 noB'sA3aHi cnifibHO NpodecinHoto
nisnbHicTo abo iHTepecamu (Kaczmarek,
2004). LleHTpanbHUM 3aBOaHHAM TaKo-
ro cnocoby po6oTu 6yno NPOHUKHEHHS
y Ti cdpepu NoOBCAKOEHHOCTI, AKi MOrnn
3aaBatucs ByoeHHUMU YU ManonpuUMIT-
HUMMK, NpoTe, Ha aymKy K. Kapabawa Ta
MOro NocnifoBHMUKIB, MpMXoBYBanu rnunoé-
WK ceHc. 3aBAasku dikcauil WmMpokoro
creKkTpa JNOACbKMX peakuil i nosepgiH-
KW cTBOptOBaBCA BGaraTtorpaHHuin cnocié
XWUTTS cycninbCTBa.

MNioTBEpOXEHHAM 3HAYHOrO  BMJIMBY
K. Kapabalia MoxHa BBaxaTu KOpPOTKO-
MeTpaxHy poboTy flHywa MaeBcbkoro
«Onyc mxas» (1965), wo i 3a dopmoto,
i 3a Temow neperykyetbcs 3 «Mysu-
KaHTamu». Y Hin 9. MaeBcbkuin dinb-
MY€ KOHLepT [)Xa30BMX apTUCTIB. Xoua
CTpiYka MOXe BUAATUCb KOMitOBaHHAM
inen Kapabalwa, geTanbHiwni posrnsg
nae 3Mory nobayuTtu iHOMBIQYyanbHWUA
nigxin pexucepa. Ons f. MaeBcbkoro
3BEPHEHHS [0 cnafluHn «My3uKaHTIB»
He 3BOAMNIOCA [0 BiABEPTOro KonitoBaH-
Hsl, @ 03Havano TBOPYY ajanTauito Me-
TOAY Mif, KOHKPETHE XY[OXHE 3aBAaHHSA
(Hendrykowska, 2018, p.163).

Mopi6Hol no «meToay Kapabalua» maHe-
pu poTpumyBaBcsi i B. LLneciubkuit. 3o0-
Kpema, M. MNnaByweBcbkuii (Ptawuszewski,
2017) 3BepTae yBary Ha peTesibHe i Tpu-
BaJie CMOCTEPeXeHHs1 3a TabopoM Mosb-
CbKMX pPOMIB Yy 1oro cTpiyui «lepen ona-
M mctam» (1964).

Braterska-Dron, M., Klopenko, M. The Transformation of Polish Documentary
Filmmaking in the 1960S: Kazimierz Karabasz's Creative Method
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Ypoku K. Kapabalua 3acBoiB i K. KecnboB-
CbKUIA. YXe Moro paHHi poboTu, 30Kpe-
Ma OunioMHuUiA hinbMm «3 Micta Jlogsb»
(1969), pemMoHcTpyBanu nigxig, nepenHs-
TR y BUMTENS. Y Ui cTpiyli BiH dinbMmy-
BaB JI03bKMX MeLLKaHL|iB, KOHCTPYOHUM
BOJHOYAC CKPOMHMUIA ypOaHICTUYHWUI Mel-
3aX | MO3alyHMI NopTpeT MicTa. Y Takui
cnoci6 K. KecnboBcbkuii po3BuBaB Tpaam-
Lit0 «MICbKMUX» [OKYMEHTaNIbHUX HapuCiB,
3arnoyaTKoBaHy B «4YOPHIl cepil».

OsHakn BrumBy K. Kapabawa npocTe-
XytoTbea | B noganbmx pobotax K. Kec-
NIbOBCbKOro. Y dinbmi «LLUnutanb» (1977)
BiH BIATBOPMB aTMocdepy LLOAEHHOI
npaLji BUCHaXeHWX, MpPoTe BiggaHUX CBOIN
npodecii nikapiB-xipyprie y TpaBMaToo-
riYyHOMY BiOf4ineHHi BapLIaBCbKOI JliKapHi.
Kamepa yBaxHO cTexuTb 3a 1x poboyoto
3MIHOK | TUM, SIK MeAMYHI NpaLiBHUKK
LLOAHA CTUKAOTbCSA 3 HecTayew obnaf-
HaHHA Ta IHCTPYMEHTIB i NpaLtooTh Y [0-
CUTb HECMIPUATIMBUX obCcTaBUHaxX. binsb-
KOO [0 TaKOro CrocTepeXeHHs € i poboTta
«CiM XiHOK pisHoro Biky» (1978) — kopoT-
KOMeTpaxHui inbM npo 6anepuH, ge
3MiHa MOKOJIiHb TaHUIBHULb 4epe3 no-
CNifOBHICTb TPEHYBallbHUX 3aHATb CTae
CMMBOJIOM MJIMHY Yacy. AHasoriyHi pucu
HacTaHoB K. Kapabawa MOXHa 3HanTu
ny ctpiyui K. KecnboBcbkoro «dabpuka»
(1970), y sKin noxmMypi Kagpu pyTUHHOT 3a-
BOA,CbKOI MpaLji 3aHyproOTb risfava B aT-
Mocchepy BUCHaXUJTMBOro BUPOBHULTBA.

OnaHyBaHHs nigxogy K. Kapa6awa iH-
lWMMK KiHeMaTorpadpictTamu Masno pisHi
dopmMu | Hepigko cynpoBoOAXYyBanocs
NneBHUMU TPyLHOLLAMU Yepes Te, Lo OK-
peMi aBTOpu Hamarajucs MnoefHyBaTu
noro 3006yTKM 3 MpuHUMNaMK cinéma-
vérité, siki B GaraTbox acnekTax nepe-
ryKyBanucsa 3 Moro BrnacHUM BayvyeHHsIM.
Y 1960-x pp. uen nigxig, 3acHoOBaHUN
Ha MparHeHHi Ao NpaBAMBOCTI N aBTeH-
TUYHOCTI, OINCHO CTaB XapaKTEepHOI pu-
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COH 3HAYHOI YaCTMHU [OKYMEHTanICTiB.
Cepep, HUX BapTo 3ragatu MapiaHa Ma-
XWHCbKOrO, SIKUA CTBOPUB TakKi hinbmu,
AK «[loBepHeHHs1 kopabns» (1963), «[e-
pen TypHipoM» (1965) Ta «byTTs» (1967).
Monpwu Te, W0 MOro TBOPYICTb 3a3BMUYAM
acouioloTb caMe 3 cinéma-vérité, okpe-
Mi oro po6oTu OEMOHCTPYHOTb TAXIH-
HA fo ecTeTukmn K. Kapabawa. 3okpema,
y «byTTi» BiH po3noBigaB icTopito LW0-
JeHHOT poboTH LMPKOBUX apTUCTIB, WO
6y”no, No cyTi, NPOLOBXEHHAM TEMU, IKY
K. Kapabaw po3rnsgas y dinbmi «Jlrogu
Ha fopo3i». M. MaXMHCbKUI NokasaB He
nuwwe disnyHi HaBaHTaXeHHs akpobarTis,
ane n «3ymiB 3adikcyBaTu, nepeBaxHo
KPYNHMMW MnaHaMu, pUCK  XapakTepy,
TUNoBi Ans uiel npodpecii: ambiuii, Ha-
NoNIerNIMBICTb, TEPMNIHHA Ta HENMOBIPHY
CcTinkicTb» (Hendrykowska, 2018, p.165).
Jo Kkona pexwucepiB, NOB'A3aHUX
i3 uieto Tpaguuieto, HanexuTb i bo-
rycnaB PuGYMHCbKU — aBTop dinbmy
«MaTypa» (1964) npo BUMNYCKHI icnnuTu
B Wkoni. CTpiyka CKIafaeTbCa 3 HU3-
KW enisofiB-crnocTepexeHb: BignoBigi
CTYAEHTIB Mepef KOMicieto, iXHA noBe-
JiHKa B KOpUOOpI, XBUIIOBaHHA nepen
BUXOOOM i 30cepemXeHicTb nif 4ac ic-
nuTy. Baromy ponb y CTBOpPEHHiI CTpiy-
ku 3irpaB C. HepnbanbCbKui, YMin CTUIb
0CO6/IMBO MOMITHUIA Y BUKOPUCTAHHI
KPYMHUX MJ1aHIB, SIKi OXOMJIOIOTh XeCcTH,
MiMiKy ¥ HangpibHiwi pyxu, 3aBAsKM
YoMy CTae BiJYYTHOK BHYTPILWHA Ha-
npyra n eMoLiiiHi MepexuBaHHA repois
(Hendrykowska, 2018, p.165).

3aranomM 4vMMarno NosibCbKUX pexucepis
TOrO Yacy MOXHa 3apaxyBaTu [0 «LUKO-
nm Kapabalua». X 3BepHeHHs [0 TBOP-
yol cnagwuHu mMuTus 6yno 3yMOBIEeHe
SIK 3aXOMJIEHHAM MOro okpemMumu dinb-
MaMK, TaK i iHTepecoM [0 MOro MeTo-
Jornoril cnoctepexHoro KiHo. Cepep, HUX
BapTo Bifg3HauMTn KpuctuHy [puuenos-
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cbKy («BiBTOpOK, YeTBep i cy6oTta» (1965),
«24 ropguHu 3 XuTTa Apsirm J» (1967)),
Xo4ya 0cobnMBO BMpPasHO MOAiIGHI pucK
MpPOCTeXYHTbCA y TBOpYOCTi [laHyTu Xan-
nagiH. Ha 060x pexucepok 3Ha4YHWM BNAnB
Marna crniBnpaus 3 MOHTaXepKoto J1. 30HH,
a TakoX cniBpoBiTHALTBO 3 ornepaTopamm
C. Hepbanbcbknm Ta A. CTallKeBUYEM.

Y dinbmax K. Mpmyenoscbkoi Ta M. Xan-
napiH 3acTtocoByBanucst MofibHi Bupa-
XanbHi 3acobu: Tepnisye cnocTepexeH-
HSl, iIHTEpPB't0 Ta BracTMBa KiHOXPOHiLi
«poTorpadbivHicTe». [. XannagiH He-
piiko nopywyBana Ti cami TemaTuy-
Hi nnowmHn, wo n K. Kapabaw, a ctunb
i npobnemMaTtuka iNbMIB pexucepku
[EMOHCTPYIOTb NoAibHiCTb [0 3anoyat-
KOBaHOI HWUM [OKYMeHTasbHOI Tpaau-
uii. Hanpuknapg, y ctpiyui «OguH y cBiTi»
BOHa Mokasye OyOeHHICTb BMXOBAHLIB
OnTaunMx OYyOMHKIB, pPO3KPMBaAKOUM CO-
UianbHi npobneMun Ta XUTTEBI BUKJIUKM,
3 AKUMMW BOHW CTUKAIOThCS.

Baromum BHeckom K. Kapabawa cTa-
no ¢OopMyBaHHSI  €CTETUKO-ETUYHOT
KOHUenNuil MNofibCbKOl [OOKYMEHTaNbHOI
wkonu. Pexucep Haronowysas, L0 [0-
KYMEHTanicT MOBMHEH MaTu «Teprnnisye
0KO», TOBTO MaKCMManbHO YHUKaTW 3a-
MBOI MOCTAHOBOYHOCTI, He BTpy4aTuCS
y NpupogHui nepebir nogin i HagaeaTu
nepeBary Ha ekpaHi 3BUYaHUM NOOSAM.
CaMe yepes CTBOPEHHS iXHiX MOPTPETIB,
Ha OYMKY MWTUS, | peanisyeTbcsa coui-
anbHa PyHKLiA [OKYMEHTaNbHOro KiHO
(Wejbert-Wasiewicz and Matuchniak-
Mystkowska, 2023, p.149).

Ha noyaTtky 1970-x pp. y NonbCbKin fo-
KYMeHTasicTuLi 3'IBNAETbLCS HOBA reHe-
pauisi pexwucepis, cepef siKux ocobnvMBo
BUpisHsannca Tomaw 3uragyio Ta Kuwu-
wrod KecnboBcbkui. MNpeacTaBHUKM MO-
JI0[40r0 MOKOJIIHHA MOCTYMNOBO BiAX04UU
Bif, MOETUYHOro M NoAeKyou NipuyHOro
crocTepexeHHs, 3anovyaTkoBaHoro K. Ka-
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pabaluem i MOro nocnifoBHUKAMK, HATO-
MiCTb OpPIEHTYIOUYMUCD, SIK NuLe T. JTrobenb-
cbkuii (Lubelski, 2015, p.351), Ha GinbLu
peanicTU4Hy Ta BOJHOYAC KPUTUYHO-
nyoniLMcTMUYHY MaHepy OnoBifi.

Bes nepebifblueHH MOXHa CTBep-
IXyBaTH, LLO SIKLLO CBOrO Yacy CTpiuKu
«YOPHOI cepii» BMKOHYBanu posib KiHe-
mMaTtorpadiyHoro nopTpeTta CycnifibHUX
npobnem, Bigobpaxatoum MaTepianb-
HY CKpYyTy ¥ no6yToBi TPyQHOLL MeLl-
KaHLiB MOJSIbCbKUX MICT i nepegmicThb,
npo wo posnoro nucana . HacTtanek-
Xuragno (Nastatek-Zygadto, 2013), To
BXe B 1970-x pp. AOKYMeHTasbHi po-
60T HOBOro MOKOJIIHHS  peXucepiB
CYTTEBO PO3LIMPUIN MeXi CYCMiIbHO-
KPUTUYHOIO [IUCKYPCY Ha eKpaHi. Y LeHTp
IXHbOT yBarM noTpanunu TeMu colianb-
HO-MONITUYHOIO XapakTepy: Heed)eKTUB-
HicTb OropokparTil, Baxki yMoBM npadi,
MaHinynsuii 3 60Ky Bnagu, a Takox paHi-
e NMpUXoBaHi 3a i4eosoriYHor puTopU-
KOH acneKkTu NOBCAKAEHHOMO iICHyBaHHS
NonbCbKOro CycrninbCcTBa.

3aBAAKM igefHO-TEMATUYHUM Opi€EH-
TMpaM i ocobnuBin KiHOMOBI, fIKy 3a-
nponoHyBanu Taki pexucepu, K Kuwu-
wTtod KecnboBcbkuin, Tomaw 3uragno,
Mapuenb J103MHCbKUI Ta iHLWI, cTano
MOXJ/IMBUM MO-HOBOMY pPO3MoBifaTK
Npo KOHMNIKTU W CynepeyvyHoCTi cy-
cninbcTBa. MofibHa Xy[oXHsA cTpaTeria
nocTana NoOriYyHUM MPOLOBXEHHSAM MO-
nepefHbLOro eTany po3BUTKY MOMbCbKOT
JOKYMEHTasICTUKH, cchopmMoBaHoro,
30KpeMa, y TBopYyoMy MeTogi K. Kapa-
6awa. BoHa o3Hauuna nepexig 40 HOBOI
chasu, y AKin ronoBHUM 3aBLaHHSIM CTaB
KPUTUYHUI aHani3 cycnifibHoro XuTTA
Ta CTBOPEHHSI CBOEPIQHOT «couianbHOl
po3Bigku». flk CBOro 4yacy «4opHa ce-
pisi» 3anoyaTkyBana npouec pyrWHyBaH-
HS igeonoriyHux midis (Toeplitz, 1980),
Tak y 1970-x pp. HOBi [OOKYMEHTasbHi
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TBOpPM BiATBOPIOBANN «<HEBULAMMUIA CBIT»
NnoNbCbKOi gincHocTi. Llen Hanpam, wo
NpMpoaHO BUPOCTAB i3 nonepegHix fo-
CArHEHb NOJIbCbKOI Ta CBITOBOI [HOKY-
MEHTaNICTUKN, BTIIMB XapaKTepHi pucu
KiHemaTorpadpa, BNy4YHO Ha3BaHOro
A. BepHepoMm (Werner, 1980) KiHO «coLi-
anbHUX XBUJIIOBaHb», AKE Cy4aCHUI rns-
Jay yacTiwe igeHTUdIKye K NonbCcbke
KiHO «MOpaNibHOro 3aHENOKOEHHS».

BucHoBku

KiHemaTorpacdiyHa cnaglumHa Kasime-
xa Kapa6alua, 0fHOro 3 NpoBigHUX NOJb-
Cbkux pexucepie 1960-x pp., oxonstoe
LUMPOKUIA crnekTp TeM i HanpsaMig. [Micna
CTPIYOK, CTBOPEHUX ¥ MeXax TaK 3BaHOl
«4opHoOT cepii» («TaMm, Oe OMABON Kaxe
“nobpaHiu"», «Jltogn 3 nycTku», «3 [o-
BiC/si»), K/IIOYOBUM [OCSITHEHHAM MUT-
usa ctaB dinbM «MysukaHTU», WO 1 foCi
BBaXaeTbCA OJHUM i3 HaMBU3HAYHILLIKX
JOKYMEeHTaNnbHUX TBOPIB  OECATUNIT-
Ta. K. Kapabaw no-HoBOMY npegcTa-
BMB NpaLo NOAMHK, BiIMOBUBLUNCH Bif
CTEpPEOTUMHUX KaHOHIB coLpeaniaMy Ta
BiHaNLWOBLUK BNIacHY cpopMy KiHOMoesil.
Woro meToq nonsirae y 3ocepeaxXeHHi Ha
JeTansix LWOoAEeHHOro XUTTS, iKi TBOPATb
npaBgy Npo NOAWHY, | pexucep 3yMmiB
rnokasaTu Lie Ha Mpuknagi ik KOJIeKTUB-
HOro, TaK i iHAUBIQYaNbHOIo reposi.

K. Kapabaw cnpuimaB foKyMeHTarsic-
TUKY SIK 0COBJSIMBY MiCitO: Yepes yBaxHe
crnornsigaHHA Ta dikcauito [iNCHOCTI BiH
nparHyB BWSIBUTM MoBary OO JIOOUHM.
Cepepfi rofioBHUX MPUHLMMNIB MOro Migxo-
oy 6ynu nowyk nepcoHaxis i3 HeMoBTOp-
HAM XWUTTEBMM [OCBIJOM, OEMOHCTpa-
Uis iXHbOI NOBefiHKM, aKLeHTyBaHHSA
Ha OpibHMX, ane NPOMOBUCTUX AeTansix
i BUKOPUCTaHHSA MaKCUMasibHO MPOCTOro
MoHTaxy. K. Kapaballu nocTiiHO Haroso-
LWyBaB Ha 3HaJeHHi emMnarTii Ta rymadic-

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

2025 - 8(2) - ¢.290-307

TUYHOrO MOrMsAAY, CTBOPKOKOYM KiHO, L0
BiLKpPMBano rnvbuHy NMOLCbKUX Mepexu-
BaHb i 4EMOHCTPYBAo LWaHy [0 KOXHOI
0CcobUCTOCTI Ha eKpaHi.

Tak, K. Kapabalu nocTaBaB He fiviLe siK aB-
TOp i NPaKTUK, a i AK BU3HAYHUI TEOPETUK
Ta HacTaBHUK AN MaWOYTHIX MOKOIHb.
Woro Teopumii 1opoBok cTaB dyHAaMeH-
TOM [N1S1 YACNEHHUX 3000YTKIB MONbCLKOT
JOKYMEHTaniCTukM — BifiI eKCnepuMeH-
TanbHUX pilleHb 00 (POPMYBaHHSA HOBUX
HanpsiMiB pO3BUTKY KiHOMUCTEL|TBA.

K. Kapabaw cyTTeBO BMIMHYB Ha dhop-
MYBaHHSl IK €CTeTUYHUX, TaK i €TUYHUX
OPIEHTUPIB MONIbCbKOrO AOKYMEHTasb-
HOro KiHO, HaroJsioLyuH, Lo 3aBAaHHS
JOKyMeHTanicTa Mnonsira€ y BUKOHAHHI
Micil yBaXXHOro crocTtepiraya, 34aTHOro
OVBUTUCA Ha CBIT «TEPriAYMM OKOM».
Lo Toro x K. Kapabaw BifcTotOBaB KOH-
Lenuiro  «MopasnbHOi  BiAMNOBIfaNbHOCTI
onepatopa», i came y 1960-x pp. noro
nigxin 3006yB 0cobaMBy MOMYASAPHICTD,
3aKpinuBLUM 3@ HUM CTaTyCc MNPOBIZHOT
nocTaTti B eBOJIOLil NOSIbCbKOro Heirpo-
BOTO KiHO.

MNpote BXe y 1970-x pp. HOBe MOKO-
NiHHA MONbCbKMX KiHemaTorpadicTiB
noyaso BiAXOAUTU Bif MOr0 XYy[0XHbOT
napagurMu,HagatounnepeBary KpuTUYHO-
nyoniymcTuyHomy peanismy. OueBupg-
HO, L0 TXHe TBOpYe BayeHHs cnoyaTky
dopmyBanocs nig snaneom K. Kapaba-
LWa, Wo ocobamMBO MNOMITHO Ha NpuKnagi
K. KecnboBCcbKOoro — ofHoro 3 npoBifn-
HUX MpeACTaBHMKIB KiHO «MOpasibHOro
HeCnoKoH».

He 3anBum TyT Byfe npuragatvi npo no-
cTaTb Yezape [13aBaTTiHi — BMOaTHOroO
iTaniicbkoro cueHapucta nobu Heope-
aniaMy, Ha IyMKW SIKOro HeOJHOPa30BO
nocunaecs K. Kapabaw. Y. [l3aBaTTi-
Hi HarosiolWyBaB, WO [0CTaTHbO Byno 6
LWOOHS 3a4nTyBaT B pagioedipi iMeHa
N'ATHagUATM BUNALKOBUX JIIOAEN i3 Te-
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nedOHHOro fOBigHWKA, abu BOHM 3HaNW,
wo ix nomitunu. K. Kapabaw TpakTyBaB
Lo ifiero K 3aKWK [0 BU3HAHHA rigHO-
CTi KOXHOI NtogMHKU. Ha noro nepekoHaH-
HS, HaMKpaLuii crnocib 3acBigunTU Take
BU3HaAHHA — BUCMOBUTU OO HUX LLUPY
noeary. Y kiHemaTorpadiyHin npakTuui
Le 03Havasno Jo6po3nUNIMBUIA | YBaXKHWUN
nornag Kpisb Kamepy Ha JioguHy Ta i
XuTTS. Came B LbOMY NPOSABSABCS ryMa-
HICTUYHUIA BUMIpP «KiHOOKa» MOJIbCbKOro
JOKyMeHTaricTa.

PesynbTat npoBefeHOro AOCHIfXKEeH-
HSl BiOKPUBAKOTb NepcrnekTMBY nopasb-
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TUKWN B KOHTEKCTI Tl iCTOPUYHOI AUHaMIKK
Ta COLiOKYNIbTYPHMX i MONITUYHUX obCTa-
BUH, siKi cpbopmyBanu Ti po3BuTok. Oco-
6nMBe 3HaYeHHs1 TYT Mae poa3rnsy ecTe-
TUYHUX, TEMATUYHUX | METOMONONYHNX
cTpaTerii MOMbCbKUX Ta YKPaiHCbKUX
MUTLIB-0OKYMeHTanicTiB. [MpoaoBxeH-
HSl HAYKOBUX CTYZLil y LbOMY HanpsiMmi
JacTb 3MOry [neTasibHille MpOCTeXWUTM
0COGIMBOCTI MONbCLKOro W YKpalHCbKO-
ro KiHoMucTeluTBa Ta BUABUTU iX CTINKI
3B'AI3KY, WO € BAXJIMBUM A1t PO3BUTKY
CyyYyacHUX nigxofiB y BMBYEHHi yKpaiH-
CbKOT0 KiHOMUCTELTBA.

LIOro aHanisy noJsibCbKoi [OoKYMeHTarlic-
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Abstract

The purpose of the article is to analyse the specifics of the development of Polish documentary cinema
in the 1960s through the prism of Kazimierz Karabasz's directorial concept, to outline the gradual
transition of Polish documentary cinema to reflecting the issues of ‘moral unrest,' and to identify parallels
with the Ukrainian documentary tradition. Research Methodology. The following methods were applied:
film analysis — to consider Karabasz's filmography, the features of his visual language, dramaturgy and
characteristics of the hero in his films; systematic method was used to identify the relationships between
the director's work and the broader process of evolution of Polish documentary cinema, as well as to
outline Karabasz's influence on the further development of the national school of non-fiction cinema;
a historical method was used to reconstruct the cultural and political context in which the artist's style
was formed, and to identify the main stages of the transformation of Polish cinema of the specified period.
Scientific Novelty. The changes in Polish documentary cinema of the 1960s were systematically analysed
in Ukrainian film studies for the first time, using the work of Kazimierz Karabasz as an example. The
specifics of his documentary cinema were analysed, and signs of the influence of the ‘Karabash school’
on subsequent generations of Polish directors are outlined. Conclusions. The article examines the history
of Karabash's creative method, identifies the main features of his directorial vision, and analyses the
themes and artistic context of his works. Elements of innovation in his films are identified, and the gradual
transition of Polish documentary cinema to reflecting issues of ‘moral anxiety' is outlined. Parallels with the
Ukrainian documentary tradition are also revealed. The results confirm that the 1960s marked a significant
transformation stage in Polish non-fiction cinema. Karabash's creative method had a significantimpact on
the next generation of directors, which is clearly visible in the work of his younger colleagues, including in
the early films of the representatives of the cinema of ‘moral anxiety'. At the centre of the director's concept
was always the desire for a truthful reproduction of human existence, presented both through the image of
a collective hero and through individual stories. Further scientific studies of Polish documentary filmmaking
open up prospects for revealing deeper ideological, thematic, and aesthetic intersections with Ukrainian
documentary cinema.

Keywords: cinema; documentary cinema; Polish cinema; director; Karabash; artistic transformations; films
of ‘moral anxiety’
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reportage shooting; The purpose of the article is to analyse current trends in reportage and
audiovisual art; explore current practices in broadcast journalism, focusing on technical and
creativity; visual contexts. It investigates modern practices in terms of technological
mobile devices; progress, particularly regarding the use of innovative means, such as
drone journalism; mobile devices and drones, which impact the quality and content of reports.
Mojo Research methodology. The methodology consists in the application of the

following methods: theoretical — for the analysis of modern sources, literary
sources and publications on reporting shooting, technological innovations in
television journalism, information literacy, as well as theories of image and
perception; empirical — to analyze specific examples of reports using the latest
technologies in media practice and to observe their impact on the audience;
comparative — for the analysis and comparison of reporting materials, shot
using classic traditional equipment and modern technologies, to identify
differences in the consumer's perception of the material and the overall
effectiveness of information transmission. Scientific novelty. In the proposed
research, for the first time, a comprehensive analysis of the modern technical
and visual aspects of reportage shooting using mobile devices and drones
was conducted. Work was also carried out on systematising and analysing the
source base related to the selected research topic. Conclusions. The article
examines the technical and visual aspects of utilising mobile devices and
drones in television journalism. The quality and stability of the images, the
processing and installation of materials, as well as the safety issues associated
with using drones, were investigated. The impact of mobile devices and drones
on the audience's perception of reporting materials is examined, particularly
through the use of different angles and cinematographic techniques.
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Formulation of the problem

Due to the rapid development of tech-
nology and social activism, reportage
photography has become more accessi-
ble and widespread thanks to mobile de-
vices and drones. However, the availabili-
ty of new technologies also raises several
technical and artistic issues that require
attention and further research. On the
technical side, this may include problems
with image quality and stability, material
processing and mounting capabilities, as
well as drone safety.

From a visual art perspective, it is es-
sential to consider how the use of mobile
devices and drones impacts the audi-
ence's perception of reports. This is due
to the rapid development of technolo-
gies, which is ahead of the development
of professional skills among installers
in using new technologies. This may in-
clude questions about the depiction of
reality through the lens of a smartphone
or drone, the use of different angles and
cinematographic techniques, as well as
the impact on the narrative structure of
informational materials.

Consequently, the increasing availa-
bility of mobile technologies and drones
makes reportage photography more ac-
cessible and widespread, but at the same
time presents challenges that require in-
depth research to understand how their
use can be optimised from both technical
and visual perspectives.

Analysis of recent research
and publications

The following sources and authors were
taken as the basis of the research: the is-
sues of modern sound recording technol-
ogies were investigated by Tetyana Yunyk,
Lev Riazantsev, and Serhiy Horevalov
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(2022) in the article 'Modern Sound Re-
cording Technologies', Iryna Gavran, and
Yehor Marandin (2022) in the article 'Fea-
tures of Sound Recording in Open Space'.

Ivo Burum (2017), in his article ‘Mojo
Workin' — the main tools of mobile jour-
nalism’, successfully highlighted mobile
journalism as a modern means of cre-
ating reports and provided information
about the technical and visual aspects of
this approach.

Oleksandr Bezruchko, Mariia Staros-
ta (2018) in the article 'Peculiarities and
Conditions for Development of the Re-
gional Audio-visual Art and Production in
Ukraine'; Oleksandr Bezruchko, Kateryna
Kostenko (2019) in the article ‘Commer-
cialization of Ukrainian Television in the
Modern Informational Space’, in addition
to the creative and technical components
of this issue, they also considered the rel-
evant economic component.

The Internet article ‘Modern journalism:
what you need to know to keep up in to-
day's world' (n.d.) gave a clear brief on the
main concepts of modern journalism in
audiovisual arts, which helped in setting
and understanding the main problems
and trends. Articles by Oleksandr Bez-
ruchko, Galyna Pohrebniak, Nadiia Ko-
rablova, Svitlana Oborska, Hanna Chmil
(2024), 'The Scenery as Compositional
and Artistic Components of the Subject
Environment in Ukrainian Screen and
Stage Culture' and Oleksandr Bezruchko,
Iryna Gavran, Nadiia Korablova, Svitlana
Oborska, Hanna Chmil (2024) 'Stage cos-
tume as an important element of the sub-
ject environment in cinema and theatre'
will help in formulating and understand-
ing the main problems and trends of the
subject environment of modern audiovis-
ual content in Ukraine.

Mariana Kitsa (2018), in their article
‘The Role of Social Networks in Modern

Huievskyi, V., Melnykov, M. Modern Reporting Practices:
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Journalism’, and Alla Medvedieva, Serhiy

Chernenko (2021), in the article 'Issues of
the Interview Genre in Contemporary Me-
dia Space', defined the understanding of
the role of social networks in modern TV
journalism, in particular, messengers and
other media.

Monica Sengoul-Jones (2021), in her ar-
ticle ‘A Guide to the Future of Drone Jour-
nalism’, provided significant insight into
the current possibilities of using drones
in journalism and provided practical ad-
vice on their use. This issue was expand-
ed upon by Svitlana Kotliar, Volodymyr
Mykhalov, and Dmytro Pereiaslavets in
the article 'Cinematography and Mod-
ern Media' (2022); Oleksandr Bezruchko
and Dmytro Alifanov (2024) in the article
‘Video Recording Technologies and Cam-
eraman Auxiliary Equipment as an Inte-
gral Part of Achieving a Creative Idea in
Audiovisual Art'.

Svitlana Kotliar and Ihor Sirenko (2019)
in the article 'Features of the Modernisa-
tion of Television Journalistic Practices
in Online News Content’; Iryna Havran,
Maryna Dubyna (2020) in the article
‘News Content in Modern Live Broadcast-
ing"; Svitlana Kotliar, Borys Bondarchuk
(2020) in the article 'News in Modern Me-
dia Discourse'.

These sources have become important
supporting resources for research and
analysis of the technical and visual as-
pects of reportage shooting in the mod-
ern media environment.

The purpose of the article. Analyse and
identify current practices in the field of
reportage photography, focusing on their
technical and artistic aspects. Analys-
ing these aspects will help to clarify how
technological progress and the use of
new tools (for example, mobile devices
and drones) affect the quality and con-
tent of reports.
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The main research material

Reporting on shootings is an integral
part of modern television journalism and
the media space in general. Thanks to the
rapid development of technology and in-
creased public activity, this genre has be-
come more accessible and widespread,
making it an essential tool for covering
events in the modern world. Reportage
shooting, on the one hand, relies on the
technical capabilities provided by mobile
devices and drones. On the other hand, it
always required developed visual skills
and the ability to see history in ordinary
realities. Such a combined approach en-
ables you to create high-quality and en-
gaging materials for your audience.

Modern aspects of reportage shooting
include mobile and drone audiovisual
activities. Mobile journalism focuses on
the use of smartphones, such as mobile
devices, to capture videos and photos,
as well as to perform media tasks on
the scene of events. Drone videography,
in turn, utilises drones to capture aerial
shots and videos from heights unreach-
able by conventional cameras.

These two aspects of reportage shoot-
ing expand the capabilities of television
journalists and media representatives in
creating content and conveying informa-
tion. Mobile content production allows
quick access to events and provides flex-
ibility in shooting and working with mate-
rials provided by modern gadgets. On the
other hand, drone videography offers the
opportunity to carry out aerial photogra-
phy, which complements the reporting
work from elevated heights and perspec-
tives unavailable to other means.

It is worth noting that Mojo combines
digital storytelling skills and tools to cap-
ture and transform raw user-generated
content into full-fledged user-generated
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stories. Thus, Mojo transforms the tradi-
tional approach to journalism, allowing
you to expand the boundaries of story-
telling through the use of mobile devices

(Burum, 2017).

The technical aspects of Mojo, particu-
larly reporting, are crucial for the suc-
cessful work of mobile journalists. This
is an area where every detail can make
a significant difference in the quality and
effectiveness of the material created. The
work of a mobile journalist often requires
access to the Internet to transmit mate-
rials and reports. However, when working
on mobile devices in different locations,
it can be problematic to ensure a stable
network connection, which can com-
plicate the work (MoJo: Everything You
Need to Know, n.d.).

Regardless of the smartphone's operat-
ing system, whether iOS or Android, it offers
a vast selection of valuable applications.
Photo apps like ProShot and Camera+
provide the tools to capture high-quality
photos and edit images, even on mobile
devices. In the field of video recording and
editing, Filmic Pro and Open Camera offer
high-quality tools for creating and editing
video materials. For audio recording and
editing, programs such as Hindenburg
Field Recorder and Audio Recorder offer
professional sound quality, making them
ideal for interviews or podcasts.

Social media is also essential for mobile
journalists; these platforms, including X
(formerly Twitter), Periscope, Telegram,
Instagram, and TikTok, provide the abili-
ty to share news and content in real-time
quickly. These apps and tools can greatly
empower mobile journalists, helping them
overcome various challenges and im-
prove the quality of content MoJo (MoJo:
Everything You Need to Know, n.d.).

Ivo Burum (2017) provides recommen-
dations for mobile journalists on the
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necessary basic equipment. One of his
guidelines is 'Choose a smartphone with
at least a 12-megapixel camera and con-
sider upgrading when a manufacturer in-
troduces a smartphone with an improved
sensor and a higher-resolution camera'.
The basic set also includes a wide-angle
Zeiss Exolens lens, which enhances sta-
bility and provides better results when
shooting handheld. This lens also allows
you to get closer to the subject, which im-
proves the audio recording quality. In ad-
dition to this equipment, Ivo also includes
a Manfrotto Pixi tripod, a Rode VideoMic
microphone, a SmartLav+, a LUMIE Muse
light, an Airstash Transfer USB drive, and
a set of headphones. To power his equip-
ment, lvo uses a Powerstation AC with
a capacity of 22,000 mAh, which provides
24 to 100 hours of additional power.

Throughout the research, some as-
pects of mobile journalism that are use-
ful should be revealed. It is important to
note that a simple storyboard or shot list
can be a valuable tool in planning your
shoot. This will allow you to determine
in advance which shots need to be tak-
en, and perhaps even draw sketches to
understand the composition better. This
approach will remind you of the impor-
tance of capturing different angles before
you go shooting. Additionally, it is worth
noting that the Journalism Education
Association of America offers free story-
boards for broadcast journalists that can
be downloaded for use. After complet-
ing the interview, it is wise to turn on the
camera and record 60 seconds of natural
sound in the chosen location. This audio
recording will be instrumental when edit-
ing videos, as it helps smooth transitions
between frames.

It is also worth considering that the
recordings made may include noises or
sounds that have essential context. Dur-

Huievskyi, V., Melnykov, M. Modern Reporting Practices:
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ing editing, pauses should be left in the
script so that the audience can hear these
sounds and more easily feel the emotion-
al connection. When shooting a video, it
is essential to calculate what gets into
the camera lens and what remains out-
side of it. Before pressing the ‘Record'’
button, you should check whether there
are no distracting objects in the frame,
such as wires, telegraph poles, or objects
with inscriptions, such as road signs
and posters. Additionally, it is essential
to consider the context when shooting
a video. For example, when filming a pro-
test, filling the frame with demonstra-
tors can conceal the fact that the rest of
the area appears normal, so be cautious
when choosing shots.

In conclusion, frame composition plays
a vital role in creating an effective video.
You should decide how to place the ob-
jects and people you are shooting within
the frame. If your video is intended for hori-
zontal platforms such as television, news
websites, Twitter, YouTube, and Facebook,
the rule of thirds can help place the main
subject to the right or left of the centre of
the frame. If the video needs to be opti-
mised for vertical platforms like TikTok,
Instagram Reels or YouTube Shorts, the
object is placed closer to the centre. Even
in situations with poor lighting, you can
improve the quality of the shooting with
the help of external lighting. Using a qual-
ity tripod mount or a handle with a special
light mount can be very helpful.

The use of mobile devices in television
journalism not only expands the possi-
bilities of creating informative materials
but also has a significant impact on the
audience's perception of these materials
in a multifaceted context. Mobile devices
enable the media to record events in re-
al-time, providing the opportunity to create
a live picture of events through the lens of
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a smartphone. This technology facilitates
experimentation with different angles and
cinematographic techniques, enriching
the perception of information and making
it more engaging and emotional.

S. Honcharuk and V. Marusenko (2023,
p.167) described the further influence of
mobile devices on the audience's percep-
tion of reporting materials. In the study
'‘The impact of technologies on the de-
velopment of screen broadcasting, they
note that this influence includes interac-
tivity and the active role of viewers in the
process of discussion and reaction to in-
formation. The role of social media plat-
forms, where users actively discuss news
and express their position, becomes es-
sential. According to the data of the In-
dustrial Television Committee, the num-
ber of people using TV has decreased
by almost 20% since 2015. Instead, the
number of people who prefer the Internet
is increasing.

Regarding the role of various social me-
dia platforms in shaping news perception,
it is notable that Telegram has gained
considerable popularity, becoming the
primary channel for receiving news and
communication for many users. Face-
book is used to gauge other people's re-
actions and attitudes towards news, and
YouTube is becoming the go-to platform
for video confirmations of news and en-
tertainment content. Viber and Instagram
also play a role in shaping the perception
of news, depending on the audience and
context. TikTok is popular among young
people and is used to form an evaluation
of news and obtain additional information.

In general, mobile devices redefine the
way information is perceived and distrib-
uted, making it more accessible, interac-
tive, and diverse for the audience.

Drones, or uncrewed aerial vehicles,
have revolutionised the modern practice
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of aerial photography. These autono-
mous devices allow journalists to capture
unique and exciting aerial footage, open-
ing new horizons for journalism. With the
advancements in technology and the in-
creasing interest in visual content, drones
have become a vital tool for creating
compelling reports and delivering news.

So, Barnas (2020, p.90) and his co-au-
thors talked about drones: 'This technol-
ogy allows you to get unique angles that
are unattainable for ordinary cameras.
From beautiful panoramas of cityscapes
to detailed filming of events on location,
drones provide an enhanced overview
of events, helping viewers better under-
stand the context.

However, along with the undoubted ad-
vantages, the use of drones in reportage
also requires compliance with rules and
regulations to ensure safety and priva-
cy. Competence and professionalism in
the use of this technology are essential,
as drones can significantly influence the
perception of events and have a substan-
tial impact on reporting.

In this context, drones have not only
become a powerful tool for journalists,
but have also sparked new debates
about ethics, privacy and security. In re-
porting, where every frame counts, skill-
fully used drones can make an incredible
difference in the perception and under-
standing of events.

Modern reportage shooting has im-
proved significantly thanks to the use of
uncrewed aerial vehicles, better known
as drones. Commercial drone operators
can now self-help report incidents and
accidents to the Flight Safety Report-
ing System. Reporting a shooting using
drones is a complex and technically de-
manding process that involves several
critical technological aspects to achieve
high-quality video footage. Hardware
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settings are essential for optimal results,
and this applies to resolution, frame rate,
ISO, shutter speed, white balance and
colour profile.

In addition to the technical aspects,
composition and camera movement
play a crucial role in creating visually ap-
pealing effects (Bezruchko and Alifanov,
2024). Smooth movements and effective
composition help create dynamic and ex-
citing shots. A video that is too shaky or
unstable can be improved with post-pro-
cessing software such as Adobe Premiere
Pro, Final Cut Pro, or DaVinci Resolve.
However, excessive stabilisation should
be avoided to avoid unnatural results.

By understanding these technological
aspects and combining them with a crea-
tive approach to storytelling, you can cre-
ate compelling and visually impressive
reporting using drones.

Despite the significant costs of these
drones, they are still profitable compared
to the cost of traditional aerial photogra-
phy methods. Choosing a model that fits
the project's needs and budget will allow
filmmakers to harness the power of drone
technology to produce impressive results
without exceeding their budget. As Vakh-
tin (2023) put it in an online publication
about drones: 'This demonstrates how
drone technology is changing the field of
the film industry and making high-quality
aerial photography accessible to a wide
range of industries'.

In 2011, The New York Times introduced
the concept of drone journalism, high-
lighting the innovative use of uncrewed
aerial vehicles to capture events that
were previously difficult to reach physi-
cally, such as protests or environmental
disasters. This idea was received very
positively, and drones have become an
undeniably fashionable tool in the world
of journalism. On the one hand, the mass
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media were fascinated by the novelty of
uncrewed aerial vehicles, which can fly
into volcanoes or over hard-to-reach
places. However, on the other hand, there
was some panic about the possibility of
drones invading private spaces and inter-
fering with private life.

Drone journalism is currently stalling, as
the industry faces criticism for the noise
it creates and the invasive nature of its
invasion of privacy, according to Matt
Waite, who heads the Drone Journalism
Lab at the University of Nebraska-Lin-
coln. Critics highlight potential issues
related to sensationalism and the risk of
illegal privacy invasion.

Shooting with drones in reporting jour-
nalism has become areal revolutionin the
visual aspect. This technology opens up
new opportunities for creating high-qual-
ity video materials and adds interest for
the audience. Thanks to them, you can
capture unique shots from a height, al-
lowing you to present stories from a new
angle. High-quality filming, carried out by
these devices, makes information more
understandable and attractive to view-
ers. Setting parameters such as resolu-
tion, frame rate, 1SO, shutter speed, white
balance, and colour profile is an impor-
tant part of the shooting process. They
help you create high-quality videos and
achieve an impressive effect.

Composition and the use of different
techniques, such as panning, orbiting
or tracking, allow you to create dynamic
and exciting shots. These techniques en-
hance the viewing experience and make
the materials enjoyable.

Stabilisation and cropping help to avoid
judder and improve the overall video
quality. This makes filming more profes-
sional and enjoyable for viewers. '...the
possible use of other auxiliary equipment
is being considered: jib crane, steadicam,
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drone, etc.' (Horpenko and Kostiuchenko,
2019, p.120).

All this together creates an opportuni-
ty to present reporting information in the
form of engaging and visually impressive
video material that is easily understood
by the audience. Drones are becoming
increasingly essential tools for report-
ers and journalists seeking to produce
high-quality and compelling content.

Conclusions

Summarising the above, it can be said
that modern reporting practices, which
encompass both technical and visual
aspects, have a significant impact on the
perception and consumption of media
content. The use of drones in broadcast
journalism is a significant innovation that
opens up entirely new opportunities for
media professionals to create impres-
sive reports. Thanks to this technology,
you can get access to unique shooting
angles and views of events, and create
exciting shots from a height, revealing
new perspectives.

The technical capabilities of modern
drones make reportage shooting much
more qualitative and professional, and
stabilisation systems ensure smooth and
stable shooting. Processing material on
board the drone allows journalists to re-
ceive ready-made material for reporting
without delay.

On the other hand, mobile journalism
in the screen arts has also expanded the
horizons for news announcements. It en-
ables TV creatives to broadcast informa-
tion in real time using only a smartphone.
Viewers and readers can now receive up-
dates on events almost instantly.

Both of these aspects of reportage —
the use of drones and mobile journalism —
add depth and intensity to media content.
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Thus, modern reporting shooting practic-
es open up new opportunities and con-
tribute to the development and improve-
ment of audiovisual art and production.
Thanks to modern technologies and new
practices, content becomes richer, and

2025+ 8(2) - pp.308-319

information is accessible, engaging, and
effective. Contemporary reporting practic-
es demonstrate that television journalism
continues to evolve and adapt to new tech-
nological opportunities, meeting the needs
and expectations of today's audiences.
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Abstract

MeTa cTaTTi — npoaHanidyBaTu CyyacHi TeHOeHLil pernopTaxHoi 3MOMKM Ta [OCRiAWTU aKTyasbHi
NpaKTUKK y ranysi TenexypHaniCTUKK, 30CepefXyrouncb Ha TEXHIYHOMY Ta 06pa30TBOPUYOMY acreKTax.
OcobnuBy yBary npugineHo BrAMBY TEXHOJIONYHOMO NMPOrpecy Ha BUKOPUCTaHHS iHHOBaLiMHUX 3acobiB,
Takux K MOGiNbHI NPUCTPOT Ta APOHM, WO CYTTEBO 3MIHIOKOTh SIKICTb, CTPYKTYPY Ta 3MICT penopTaxis.
MeToponorisi AOCRiAXEHHs1 MONsirae y 3acTOCyBaHHI TakUX METOAIB: TEOPETUYHOro — [Ofsi aHanisy
CyyacHMX HaykoBux i dhaxoBux mxepesn, nybnikauin 3 nUTaHb PenopTaxHO! 3MOMKM, TEXHONOMIYHUX
iHHOBALLIN Y TeNeBI3iNHIV XypHanicTuui, npobnemM iHhopMaLiHOT FPaMOTHOCTI, @ TaKOX Teopi 306paXxeHHs
Ta CNPUMAHATTS; eMNipUYHOro — ANA OOCHIAXEHHA KOHKPETHUX MPUKNIamiB penopTaxiB, CTBOPEHUX
i3 3aCTOCYBaHHSIM HOBITHIX TEXHOJIOTIN Yy MefiNHIA NpakTuLi, Ta CMNOCTEPEXEHHS 3a IXHIM BMJMBOM Ha
ayauTopilo; KOMMapaTUBHOIO — [OJ71s1 MOPIBHSIHHA PErnopTaxXHWUX MaTtepianiB, 3HATUX 3a [LOMOMOro
TpaguuiiHoro obnafHaHHA Ta CyYyacHWX TEXHOJIONIN, WO Aae 3MOry BUSABUTU BifMIHHOCTI Y CIIPUAHATTI
MaTepiany cnoxvBayeM Ta edeKTUBHOCTI nepefaBaHHs iHdopmalil. HaykoBa HOBU3HA. Y [0CHIAXEHHI
BrepLue NPoBeLeHO KOMMIEKCHUI aHasi3 CyYacHUX TEXHIYHUX Ta 06Pa30TBOPUMX acreKTiB PenopTaxHoT
3IOMKU 3 BUKOPUCTaHHAM MOOISIbHUX MPUCTPOIB i ApPOHIB. CUCTEMATM30BaHO AXepesibHy 6asy wono
3aCTOCYBaHHA LMX TEXHOJNOFIN Yy TenexypHanicTuLi Ta OKPecsieHO KJIYOBI MiAX0AM [0 OLiHIOBaHHSA
IXHbOrO BMIMBY Ha AIKiCTb Me[iNHOro KOHTEHTY. BUCHOBKM. Y cTaTTi NnpoaHanisoBaHO TEXHIYHI mapaMeTpu
Ta 06pa30TBOPYI MOXJIMBOCTI BUKOPUCTAHHS MOBINIbHUX MPUCTPOIB i APOHIB Y CyYacCHIN TenexypHanicTui.
PoarnsHyTo ocobnuBocTi hopMyBaHHSA 306paxeHb, TXHIO AKICTb i cTabinbHICTb, cneundiky o6pobku Ta
MOHTaxy matepianis. OkpeMo BUCBITNIEHO NUTaHHA 6Ge3nekun nig yac poboTu 3 gpoHamu. MNokasaHo,
AK Pi3Hi pakypcu, pyx Kamepu Ta KiHemaTtorpacpiyHi 3acobu BMIMBaKOTb Ha CNPUMAHATTS ayauUTOPIE
penopTaXHOro KOHTEHTY Ta CNPUSIOTb PO3LUMPEHHIO 06pPa30TBOPYMX 3aCO6IB TENEBI3IMHOI XYPHaNiCTUKMN.
KniouoBi cnoBa: penopTtaxHa 3M0MKa; ayioBi3yasibHe MUCTELTBO; 06pa30oTBOPYICTb; MOBiSIbHI MPUCTPOT;
OpOHOBa XypHanicTuka; Mojo
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ABTOpcbKa ifesl nonsirae B Tomy, o6 3a [onoMoror BracHux dotorpadin npoge-
MOHCTpYBaTH, WO 31MoMKa Byab-akux BigobpaxeHb (pedbriekcii) Moxe 6yTn edek-
TUBHUM crnocoboM BMpaXeHHs ocobuctoro 6ayeHHs Ta iHTepnpeTauii cBiTy. Came
yepes pedieKkcito MOXNBO AOCATHYTU CNPUAHATTS ByaeHHOCTI Kpisb HEO4HO3HAau-
Hi 06pa3u. Taka akTyasbHa MUCTeLbKa NpakTuka 3abe3neyye pisHOMaHiTHI hopmu
TBOPYOI peanisauii Ak onsa CTYOEHTIB, siKi ONaHOBYHOTh BidyasllbHe MUCTELTBO, Tak
i 4N WKMPOKOT ayauTopil.

Bxe noHap 150 pokiB doTomMucTeuTBO Nepenbayvae HasiBHiCTb choTorpadha-xy-
[OXHMKa, 0cOBMBO KONMM MAETbCA NPO Xy[oxH0 doTorpadiito. Baxnmeo, w06 mu-
Teub MaB 0cobucTicHe «BayeHHsI» | PO3YMiHHS, Wo 3pobuTtb doTorpacpito Hanos-
HEHOM MMUOUHHMM CeHCOM. TaKoX BaXJIMBY posib Y XyA0XHin doTorpadii Bigirpae
iHTepnpeTaLisi, WO NPOSIBASETLCSA He TiNIbKM Ha igerHOMY Yn dpaHTa3IMHOMY PiBHI,
a Ny BUKOPUCTaHHI TEXHIYHUX MOXJIMBOCTEN KaMepu, 30KpemMa ONTUKK. XyOO0XHUK
6e3nocepefHbO B3aEMOfie 3 peanbHUMK 0B0'€KTaMu, ane BaX/IMBO «MOYyTU» TOM
00'eKT, W06 po3noBicTM NPO HbOro 6e3niY iCTOpiN Ta IHTeprpeTauin; TiNIbKN TOAI BiH
NepeTBOPIOETLCA Ha BUTBIP MUCTELTBA. JLOKYMEHTANbHICTb | Xy[AOXHICTb Y TaKOMy
pasi 06'egHytOTbCS, LW06 AOCArTU NEBHOT MeTU. 3aCTOCOBYHOUYM 3MOMKY BifobpaxeHb
i pechnekcin, poTorpad Moxe ocMmucnoBaTu ABMLLA abo NpefMeTH peasibHOCTi 3 iH-
LUOT NO3WULT, BIGKPMBATU HOBE, NEPEOCMUCIIIOBATU CBOE CTaBJIEHHSI 10 BXE BifOMOrO.

Mpo6nematukoto oTOMUCTELTBA 3alMalOTbCS BUAATHI YKpaiHCbKi dhaxiBLi 3 ay-
JioBisyanbHOro MucTeuTBa i BUpobHuuTBa (bespyuko Ta MaHynsik, 2019; KykopeH-
yyk Ta boHgap, 2021; bespyuyko Ta AHicimoBa, 2024b; Goncharenko, Priadko, Havran,
Kot and Medvedieva, 2020; Bordeniuk, Havran and Hrymalska, 2021; Bezruchko and
Kachmar, 2021; Bordeniuk and Byshovets, 2021; Bezruchko and Bardyn, 2022; Chmil,
and Buriak, 2022; Havran, Stoian, Rohozha, Vilchynska and Pletsan, 2023).

MpoBigHi yKpaiHCbKi nefjarorn 3 eKpaHHOro MUCTeLTBa aKTUBHO PO3po6nsoTb
i BMIpOBaAXYy0Tb (POTOMUCTELbKI MPOEKTU Yy HaBYanbHWUIA Npouec KUIBCbKOro Haui-
OHaJIbHOro yHiBepcUTeTy KynbTypu i MucTeuTB (bespyuko, FaBpaH, Kotnsp Ta YUmisnb,
2020; bespyuko, XenesHsik, Kotnap Ta Yminb, 2020) Ta KuiBCbKOro yHiBepcuteTy
KynbTypu (Bespyuko, MaBpaH, MenBeaera Ta Yminb, 2020a; 2020b). 3aranbHi nu-
TaHHS opraHisauii HaBYasbHOro MpoLecy y 3aknagax BULWOI OCBITU BiAMOBIQHOMO
npodpinto cTanu NpeLMeToM HayKOBUX PO3BiAOK HU3KKU JocnigHukie (MocToneHkKo,
BosHiok, KupuueHko, NaBpaH, bpyxoseubka Ta HaycoBa, 2021; bespyuko, YepkacoB
Ta LLtoTiB, 2023; Beapyuko, XMinb, Kopabnesa, [leMuyk Ta KysHeloBa, 2025).

Cepep, peanisoBaHunx bOoTOMUCTELIbKUX MPOEKTIB 0COOMMBY yBary 3aciyroBytoTb
ny6nikauii, HagpykoBaHi y «BicHMKY KMIBCbKOro HalioHaNIbHOrO YHIBEPCUTETY Kyrlb-
Typu i MucTelTB. Cepisi: AyfioBisyanibHe MUCTELTBO | BUpoBHMLTBO» (MaBpaH, KoTnsp
Ta 3acna, 2021; Kotnsap Ta 3acna, 2021; bespyuko Ta AHicimoBa, 2024a; 3acna i bes-
pyuko, 2021; bespyuko i bBapgun, 2021; KykopeHuyk, BoosuueHko i boHgap, 2022a;
2022b; bespyuko i Kaumap, 2022; 3acna i bespyuko, 2022; bespyuko | [pumanbcbka,
2022; 3anopoxeHko i CugopeHko, 2023).

MoXHa BMEBHEHO CTBEPAXYBATH, O POTOMUCTELTBO, AIK i MACTELLTBO 3arasom,
cnijf po3rnsaaTu sik NeBHe Bifo6paxeHHs cycniNbcTBa. 3 PO3BUTKOM MOr0 TEXHONO-
FYHUX | KYNIbTYPHUX MOX/IMBOCTEN 3MIHIOETLCS | MUCTELTBO, (DOPMYHOUYM HOBI CEHCH,
CTWUAI Ta Teuil, o po3rnoBifatTb NPO HAaC CaMuX.

KniouoBi cnoBa: cdoTomMucTelTBO; pedhnekcisi; 3acib cTBopeHHs; doTorpadis;
CMMBOJIiKa; aNbTepHaTMBHA peasbHiCcTb; dhoToicTopis
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The author’s idea is to use his own photographs to prove that capturing any reflec-
tions (reflexes) can be used as a way of expressing one's own vision and understand-
ing of the world. It is through reflection that one can perceive everyday life through
ambiguous images. This real artistic practice offers many opportunities for creativity
not only to students studying visual arts, but also to a wide range of people.

For more than 150 years, photography has required the presence of a photogra-
pher-artist, particularly in artistic photography. It requires a personal 'vision' that fills
his photographs with deep meaning. Therefore, interpretation plays a crucial role in
artistic photography, which is applied not only at the level of ideas and imagination —
here, it is also necessary to consider the technical capabilities of the camera, especial-
ly its optics. In fact, in the literal sense of the word, the artist encounters real objects,
but by ‘hearing' this particular object, one can create many stories and interpretations
about it, thus obtaining a work of art. In this case, the two main components of inter-
pretation in photographic art — documentary and artistic — are combined to achieve
a specific goal. Using reflective photography, the photographer can understand phe-
nomena or objects in reality from a different point of view, discover new things, and
rethink their attitude toward what is already known.

Leading Ukrainian experts in the field of audiovisual art and production have ad-
dressed issues related to photographic art (Bezruchko & Manuliak, 2019; Kukoren-
chuk & Bondar, 2021; Bezruchko & Anisimova, 2024; Honcharenko, Priadko, Havran,
Kot, and Medvedieva, 2020; Bordeniuk, Havran, and Hrymalska, 2021; Bezruchko &
Kachmar, 2021; Bordeniuk & Byshovets, 2021; Bezruchko & Bardin, 2022; Chmil &
Buriak, 2022; Havran, Stoian, Rohozha, Vilchinska, and Pletsan, 2023).

Leading Ukrainian screen arts teachers have developed and implemented photo-
graphic art projects in the educational process at the Kyiv National University of Cul-
ture and Arts (Bezruchko, Havran, Kotliar and Chmil, 2020; Bezruchko, Zhelezniak, Kot-
liar and Chmil, 2020), and Kyiv University of Culture (Bezruchko, Havran, Medvedieva
and Chmil, 20204, 2020b). General issues related to the educational process in higher
education institutions of the relevant profile have been identified (Postolenko, Vozniak,
Kyrychenko, Havran, Brohovetska, and Chausova, 2021; Bezruchko, Cherkasov, and
Shutiv, 2023; Bezruchko, Chmil, Korabliova, Demchuk, and Kuznetsova, 2025).

Among the photographic art projects, it is worth noting those published in the Bul-
letin of the Kyiv National University of Culture and Arts. Series: Audiovisual Art and
Production (Havran, Kotliar and Zaspa, 2021; Kotliar & Zaspa, 2021; Bezruchko &
Anisimova, 2024; Zaspa & Bezruchko, 2021; Bezruchko & Bardin, 2021; Kukorenchuk,
Vdovichenko and Bondar, 2022a; 2022b; Bezruchko & Kachmar, 2022; Zaspa & Bez-
ruchko, 2022; Bezruchko & Hrymalska, 2022; Zaporozhenko & Sydorenko, 2023).

In conclusion, if we consider not only photographic art but also art in general, it can
be viewed as a reflection of society as a whole. On the other hand, as society expands
and its achievements and technologies evolve, art also changes new interpretations,
styles, and trends emerge that reveal something about ourselves.

Keywords: photographic art; reflection; means of creation; photography; symbolism;
alternative reality; history of photography
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doT1o N21

SR S .i N w
«Mporynaxka»
Kamepa / 06’ckTuB MapameTpu:
NIKON D7200 / Nikkor AF-S 18-140 mm 86 MM | F/5.3[1S0 500 1/3200 ¢
f/3.5-5.6G ED VR
®doto N21 peparysaHHA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [>Xepesno CBiTNa: ieHHe CBITNO.

* PeparyBaHHsl eKCMo3uLi, TiHi, KOHTpacTy
Ta HaCUYEHOCTI.

ABTOpcbkuii 3agym PpoTtorpadii «MporynsaHka»

Ha noyaTky 40-x pp. XIX cT. l'eHpi ®okc Tanb60T noyaB BuKopucTOBYBaTH hoTorpachito ik
XYAOXHiN 3aci6 BupaxkeHHs. OfHIE0 3 WOro MepLUMX XYAOXHIX cBITAMH cTana «Winter Trees,
Reflected in a Pond» («BigobpaXeHHs1 3UMOBUX [IePeB Yy CTaBY»), AIKa BiNblue Harajlye akBapesib-
HWIA MantoHOK. Takum ynHoM, I. TanbBoT BifKPMB WMPOKI MOXAMBOCTI ans ¢oTorpadii nocictu
rigHe micue B MucteuTBi. CbOrofiHi UMM HecknafHuUM 3acob0M BaXKO KOroch 3fMBYBaTH, ane
Ha MoYaTKOBMX eTanax 3HalloMcTBa 3 (H0TOMUCTELLTBOM CTBOPEHHS TaKNUX 3HIMKIB € KOPUCHOO
NPaKTMKOH, L0 [onoMarae npaBuibHO ByayBaTi komno3suuito. Tak i us choTorpachis 3pobneHa
CKOpiLUe 715 «TPEHYBAHHS» OKa.
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«PaHoK Ha piuLi ApHo»

Kamepa / 06’ekTune MapameTpu:
NIKON D7200 / Nikkor AF-S 18-140 mm 102 mm | F/5.61S0 5001 1/60 ¢
f/3.5-5.6G ED VR

®oto N°2 peparyBaHHs CsiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepesno cBiTNa: ieHHe CBITNO.

* PeparyBaHHs eKCro3uu,ii, TiHi, KOHTpacTy
Ta HaCUYEHOCTI.
+ KappyBaHHs.

ABTOpCbKuUi 3aayM poTorpadii «<PaHOK Ha piuLli ApHO»

KoMnosuuiinHo usa CBiTNMHA MaiiXe MOBHICTHO NobyaoBaHa Ha BifoOpaXxeHHsaX y Bogi i 6inb-
we Harapye abcTpakLito CBOIMM He 30BCIM 3pO3YMINIMMM reoMeTpUYHUMK chopmamu. | Tinbku
MarneHbKi cunyeTn Binux NTaxiB NOSACHIOKTb CeHC Liei poboTu. Tak, iHOAI BUCTayae HeBENUKOT
[eTani, o6 CBITNMHA «0Xuna» | BUKJIMKana nesHi eMoLii.
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doto N°3

«[liBUMHKa | Mope»

Kamepa / 06’ckTuB MapameTpu:
NIKON D7200 / Nikkor AF-S 18-140 mm 122 mm | F/5.611S0 200 1/250 ¢
f/3.5-5.6G ED VR

®doto N23 peparysaHHA

3a gonomoroto Adobe Photoshop: CeiTnoBa cxema
+ PeparyBaHHS eKCno3uuii, TiHi, KOHTpacTy [Xepesno CBiTNa: ieHHe CBITNO.

Ta HaCMYEHOCTi.
+ KappyBaHHs.

AsTopcbkuii 3agym doTtorpadii «diBunHKa i Mope»

L cboTorpachisi — ickpaBuii NnpuKnag Toro, K NOEAHYETbCSA [LOKYMEHTANbHICTb i XyA0XHICTb.
doTorpachoBi nowacTuno 3adikcyBaTi CNPaBXHi NOYYTTA NHOLUHU — MaNIeHbKOT [IBYNHY, Nepeq
SIKOKO BiKpPUTHI Be3MEXHUA MOPCbKUIA MPOCTip. Xoya e NpocTip 3aMUKaeTbes nepes HaMu
KpasiMK Kagpy, rsjad Moxe BifuyTW MeBHI eMoLii, npuragaTv CBOE AMTUHCTBO, 3aHYpUTMCA
rMMboKo B nepexxmBaHHs. CTBOPEHHHO LIbOrO HACTPOHD 3HAUHOO MIPOKO CNpUsiE TOHOBAHE X0Moj-
He CKJI0, B IKOMY Bij3epKastoeTbcs Mope. oro ToH niacuitoe KOMNo3uLito, fofae i GinbLioi
TMUOUHY Ta CEHCY.
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doT1o N24

«COHsAYHMIA feHb Y dnopeHLii»

Kamepa / 06’ckTus MapameTpu:
NIKON D7200 / Nikkor AF-S 18-140 mm 18 Mm | F/4]1S0250]1/60 ¢
f/3.5-5.6G ED VR

®oto N°4 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTNa: ieHHe CBITNO.

* PeparyBaHHs eKCro3u,ii, TiHi, KOHTpacTy
Ta HaCUYEHOCTI.
+ KappyBaHHs.

ABTOpcbKuii 3apym oTtorpadii «CoHAUHUI AeHb Y DnopeHuii»

Ha nepiumin nornag Moxe 3gatucs, Wwo ua dotorpadisi CTBOpeHa 3aBASIKM MOHTaXy UM Kora-
xy. OfiHaK Lie peanbHe 300paxeHHs], TUMOBUIA PparMeHT XUTTS ManeHbKUX BYUUYOK driopeHLii,
[ie KOXXHa KpaMHUYKa Harajye cnpaBXHiii My3eii, a BiKHa TaKi YACTi Ta Npo30pi, Lo KOMMO3uLis
cknapaeTbcs cama cobotro. 3 baraTbox fybnie s Bubpana came Lelt Kagp, 4e, OKpiM ICKpaBUX
peyeil, WO TYT NpejCcTaBneHi, € LeKiNbKa PyXIUBUX NEPCOHAXIB, O OXMBASOTH L0 BYINYHY
CLLEHY, A0AALOTD 11 eHePii i HACTPOLO.
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®oto N25

«Maitctep»
Kamepa / 06’ckTuB MapameTpu:
NIKON D7200 / Nikkor AF-S 18-140 mm 29mm | F/4[1S0250|1/60 ¢
f/3.5-5.6G ED VR
®doto N°5 peparysaHHA
3a gonomoroto Adobe Photoshop: CeiTnoBa cxema
* PeparyBaHHS eKCno3uuii, TiHi, KOHTpACTy [Xepesno CBiTNa: ieHHe CBITNO.

Ta HaCMYEHOCTi.
+ KappyBaHHs.

ABTOpCcbkui 3agym PpoTtorpadii «Maiictep»

LIa cBiTAMHA TaKOX HaNeXMTb [0 TaK 3BaHWUX [OKYMEHTaNbHO-XyA0XHix choTorpachin, i i yiH-
HICTb Nofsrae came B JOCTOBIPHOCTI MOMeHTY. MaicTep Tifibk1 Ha MUTb MifBIB NOMNsA Y Miii OiK,
OJHAK Y 110r0 0Yax 3anmwmunacs Ta 30cepeKeHiCTb, 3 KOH BiH CXMIIMBCSA Ha[, CBOED Po6OTOHO.
CTBOPIOHOUM UM peCTaBpYHOUM XYLOXHI paMu, MalicTep caM OMUHUBCS B OLHIA 3 paM, WO Bifj0-
Opa3unacs Ha ckJli MaiicTepHi. Takuit 36ir 06cTaBUH CTaB CNpPaBXHbLO yaadeto ans coTtorpaca
i HajaB 3HIMKOBI 0CO6IMBOT BUPA3HOCTI Ta XYAOXKHbOT L{iHHOCTI.
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doT1o N26

«3BUYaiiHUIA Croppeaniam»

Kamepa / 06’ckTus MapameTpu:
NIKON D7200 / Nikkor AF-S 18-140 mm 200 MM | F/1011SO0 5001 1/125¢
f/3.5-5.6G ED VR

®doto N26 peparyBaHHs

3a gonomoroto Adobe Photoshop: CeiTnoBa cxema
* PeparyBaHHs eKcrno3uii, TiHi, KOHTpacTy [xepeno cBiTNa: ieHHe CBITNO.

Ta HaCUYEHOCTi.
+ KappyBaHHs.

ABTOpCbKUii 3apym oTorpadii «3BuyaitHui croppeaniam»

Ljs KomMno3uList BUHMKNA Ha 3aiHbOMY CKNi aBTOMOOiNS, [ie Ha HepiBHIN NOBEPXHi «XYL0XKHbO»
Bigobpa3unacs yacTuHa BynuLi. BiuHa TeMa KpuBUX Ai3epKan, IKY MOXHa iHTepnpeTyBaTy 6yfb-
Je Ta 3a JONoMOror Byab-sKux 6IMCKYYUX BUTHYTUX NOBEPXOHb, MOXe BYTH HaBITb TEMOHO NO-
TY)XHOr0 NMPOEKTY (HUMIOMHOr0 Towo). HanpsM ctoppeaniamy, O Mae CTONITHIO icTopito, 3a-
NUWIAETLCS aKTyaNlbHUM | CbOrofHi. XyaoxHuku (bhoTorpachm) 3antobku 3BepTatoTbecs [0 HOro
HEBMYEPIMHUX MOXJIUBOCTE.
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«®PirypaTuBHicTb»

Kamepa / 06’ckTuB MapameTpu:
NIKON D7200 / Nikkor AF-S 18-140 mm 34 MM | F/6,3]11S0200]1/160c
f/3.5-5.6G ED VR

®doto N°7 peparysaHHA

3a gonomoroto Adobe Photoshop: CeiTnoBa cxema
* PeparyBaHHS eKCno3uuii, TiHi, KOHTpAcTy [>Xepesno CBiTNa: ieHHe CBITNO.

Ta HaCMYEHOCTI.
+ KappyBaHHs.

ABTopcbkuii 3agym doTtorpadii «PirypaTMBHICTb»

dotorpachis nogibHa [0 nonepefHiX TakK 3BaHUX [OKYMEHTANbHO-XYAOXHiX pobiT, npoTe i
KOMMO3uLisi CKJIafaeTbCsl NepPeBaXHO 3 OKPYrMX hopM, SIKi B MUCTEL{TBI MatOTb Ha3BY «XKiHOYI
¢hopmu». OcobnmBoro HacTporo foaae BigobpaxeHHs Ha NOBepXHi cKna, Ae M1 6auMMo 3BOpOT-
HWii BiK BYNNL,i, HANOBHEHMI LWBUAKOMIMHHUM PYXOM XUTTS. Taki noefHaHHs y dhoTorpadii npu-
BepTaroThb yBary rnggava — TyT LiKaBo po3rnsfaTh BCi nogpo6uLi 3ynMHEHOro MOMEHTY.
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doTo N28

«l e Tpoxm eKcnpecioHiamy»

Kamepa / 06’ckTus MapameTpu:
NIKON D7200 / Nikkor AF-S 18-140 mm 46 mm | F/811S0 500 1/200 ¢
f/3.5-5.6G ED VR

®oto N28 peparyBaHHsA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepesno cBiTNa: ieHHe CBITNO.

* PeparyBaHHs eKcrno3uii, TiHi, KOHTpacTy
Ta HaCUYEHOCTI.
+ KappyBaHHs.

ABTOpCbKUI 3apyM oTorpadii «l e Tpoxu ekcnpecioHiamy»

Ls choTorpachiss — pesynbTaT NoeAHAHHA AICKPABOTO COHAYHOIrO BUNPOMIHIOBAHHS | BifOUTTS
Ha 6nMCKyYoMy CTiHHOMY Kaxni chacafiiB NpoTMReXHNUX OyauHKiB. CaMe HepiBHA NOBEPXHS KaX/o
CTBOpHOE eheKT rycTux MasKiB oniiiHoi chapbu. 3a cTunem CBiTAMHA Harapgye pajwe abcTpak-
THWIA eKCrpecioHi3M abo «KMBOMMUC [ii», CYTHICTHO IKOTO € caM Crocib BifTBOPeHHS. Ljei 3HIMOK
Le pa3 [oBOAUTb, L0 icHye 6e3J1iy NPOCTUX 3aCTOCYBaHb Y Ll LLapuHi, Wo Habnuxae ii o Bu-
TBOpIiB MUCTELTBA.
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«BynuyHa cueHa»
Kamepa / 06’ckTuB MapameTpu:
doTorpadii 6ynm 3HaTI Ha 12-MeranikcenbHy 4mm|F/2,211S032]1/100¢
kamepy iSight, iPhone SE
®doTo N29 peparysaHHA CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepesno CBiTNa: ieHHe CBITNO.

+ PeparyBaHHS eKCcno3uuii, TiHi, KOHTpAcTy
Ta HACUYEHOCTI.
+ KappyBaHHs.

ABTopcbkuii 3agym doTtorpadii «BynuuHa cueHa»

La choTorpadhis 3pobneHa B 6epesHi 2022 poky 6ins Bxogy B MapKeT Ha Jubiacbkin. Jlrogen
3anycKanu [0 MarasuHy HeBeJIMKMMU Tpynamm, a y NoBiTpi BifyyBanacs Tpusora i Bigyai. 3Hi-
MaTu Kameporo B Toii Yac 6yno fyxe pu3uKOBO: HaBITb peakLis Ha 3MOMKY TenechOHOM Morna
OyTu HenepefbayeHoto. Moo yBary npuBepHyna Benuye3Ha 3aBica 3a CKJIOM Mara3uHy, sika i Bu-
piumuna fonto Liboro 3HIMKY. 3aBica cTana CUMBOJIOM 3JI0BICHOIO, HEBIIOMOIO — TOTO, L0 KOXHY
MUTb MOIJIO HaKpUTHU Ljifie MicTo. YTBOpUnacs sikacb He3po3yMinia TeaTpasibHa CLieHa: BCSl BOHA
cKnanacsi 3 rocTpuUX KyTIB, fKi 3arpo3/IMBO HABUCAM HAJ, rofloBaMu Ntofieit. | BogHouac Xaxnmeuii
06pa3 BUHUK YHACNi[OK BifoOpaXeHHsS peanbHOT BYIMYHOT CLIEHMU.
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doTto N210

«He0o Ha 3rapgKy»

Kamepa / 06’ckTus MapameTpu:
NIKON D7200 / Nikkor AF-S 18-140 mm 72mm | F/6,311S0 5001 1/640 ¢
f/3.5-5.6G ED VR

®oto N210 peparyBaHHs CeiTnoBa cxema
3a gonomoroto Adobe Photoshop: [Xepeno cBiTna: fieHHe CBITNO.

* PeparyBaHHs ekcrno3uii, TiHi, KOHTpacTy
Ta HaCUYEHOCTI.
+ KappyBaHHs.

ABTopcbkuit 3apym doTorpadii «<Hebo Ha 3ragky»

doTorpachia 3HATa Ha 3BaNNLLI, LLO YTBOPWIOCS MIiCNsA 3aKpUTTS [leMiiBCbKOro puHky. [ins
MeHe BOHa cTaJia MeBHO aneropieto: AKUMK 6 He Bynu Herapasan — ae 6 i 3 KuM 61 BOHM He
Tpanunucs, — BCIOANU Mae NPobUTUCSA HEeBENMYKWA LIMATOUOK CBIiT/Ia, 3a SIKUM HacTaHe Bifpo-
IDKEHHS.
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