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Abstract

The purpose of this research is to analyse the nature of an actor's internal conflict
in the process of transformation into a character in the context of modern
audiovisual art; to define the essence of the internal conflict in creative activity
during transformation; to characterise the manifestations and mechanisms
of the actor's internal conflict; to summarise approaches to overcoming
or creatively applying this phenomenon. Research methodology. The study
employs a few methods: analytical method — applied to scientific publications
that highlight psychophysiological, emotional and intuitive aspects of acting;
comparative method — used to juxtapose different authorial approaches to
internal conflict; content analysis method — employed to study interviews with
film actors revealing the role of internal conflict as a source of creative truth;
discursive method — applied to analyse conceptual frameworks within which
modern scientists describe the nature of acting transformation. Scientific
novelty. For the first time, the internal conflict is studied comprehensively
as a structural component of acting transformation in audiovisual art. The
phenomenon is interpreted as a source of artistic authenticity and emotional
expressiveness. The study relies on empirical material (interviews with film
actors) and adapts categories of theatre studies to the language of cinema.
Conclusions. Itis grounded that internal conflict is not an obstacle but a source of
depth in acting transformation within audiovisual art. Psycho-emotional tension,
ethical dilemmas or personal trauma may be transformed into creative action,
enhancing the credibility of the character. This study systematises scientific
approaches and considers examples from the practice of contemporary actors,
confirming the productivity of internal conflict as a professional resource.
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Statement of the problem

The actor's internal conflict as a com-
ponent of transformation into a character
remains insufficiently studied in modern
humanities, particularly in the context of
cinema and other forms of audiovisual
expression. On the screen, the perform-
er's psycho-emotional tension affects
not only the nature of the action but also
the depth of the character, the precision
of reaction, and the logic of existence
within the editing structure. The camera
captures the slightest shifts, and it is pre-
cisely the internal contradiction that of-
ten shapes the dramaturgy of the scene.

Existing studies focus mainly on intui-
tive responsiveness, emotional memory, or
psychophysiology, but the issue of internal
conflict as an autonomous artistic factor in
screen art remains fragmentary. In particu-
lar, there is a lack of attempts to trace how
personal upheavals, ethical dilemmas, or
traumatic experiences are integrated into
performance, influencing the truthfulness
and expressiveness of the frame.

Hence, there is a necessity in compre-
hensive study of this phenomenon as
a factor capable of activating artistic
truth rather than hindering it. This will
make it possible to reconsider internal
conflict not as a psychological problem
but as a source of energy and meaning in
the actor's work before the camera.

Recent research
and publications analysis

The problematic aspects of the perform-
er's transformation in cinema and theatre
were explored by M. Barnych (2019), who
compared K. Stanislavski's approach
with M. Chekhov's method, emphasising
the differences between everyday's and
artistic experiencing. The same author
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(2020) investigated subconscious im-
pulses that trigger internal action on
screen, focusing on the unconscious lev-
el of the actor's work.

The functionality of imagination as a ba-
sis for building a character was explained
by M. Barnych and N. Horbachuk (2021),
who interpreted it as a mechanism for
shaping the logic of a character's actions.

Differences between screen presence
and stage delivery were analysed by
M. Barnych and H. Rozhko (2020), clari-
fying how the type of expression changes
depending on the medium.

The necessity of combining trained
skills with intuitive responsiveness was
demonstrated by M. Barnych, |. Matiiv,
and 0. Venger (2021), who underlined the
importance of the uniqueness of the ac-
tor's performance manner.

The foundations of art education for
shaping screen thinking were studied by
0. Bezghin, I. Kuznetsova, and 0. Uspens-
ka (2019), O. Barytska, I. Gavran, R. Hutsal,
N. Turovska, S. Tsaruk (2021); O. Bezruch-
ko, H. Chmil, N. Korablova, R. Demchuk,
I.Kuznietsova (2025), stressing its role in
the national cultural strategy.

The method of Bohdan Stupka's work in
films and stage productions was analyzed
by N. Husakova and T. Khvostova (2021),
emphasising his ability for deep psycho-
logical modeling. The formation of his
acting school as an example of the envi-
ronment's influence was examined by the
same authors (2022), with a focus on the
importance of the educational base.

Artistic and motivational factors of
creative activity were interpreted by
N. Donchenko (2021), who highlighted
the interdependence between personal
experience and professional structuring.

Means of nonverbal behaviour on
screen were analysed by O. Levchenko
and O. Pasichnyk (2021), showing how
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the realism of facial expressions and ges-
tures strengthens the effect of credibility.

The spatial specificity of screen action
was described by I. Lychkovska (2023),
treating it as a phenomenon that is simul-
taneously an event and a presentation.

Internal impulses that guide the per-
former on screen were explained by
A. Medvedieva (2018), distinguishing be-
tween dramaturgical determination and
bodily logic of behaviour.

The improvisational resource of screen
expressiveness was described by V. Mo-
liako (2024), interpreting it as a basis for
non-standard solutions within the film-
making process.

Models of combining imaginative compo-
nents for situational responsiveness were
studied by O. Khlystun (2018a), emphasis-
ing dependence on emotional memory.

The algorithm of deep actor involvement
in character creation was revealed by the
same researcher (2018), focusing on the
combination of analysis and sensory ex-
perience.

The professional orientation of a crea-
tive personality was outlined by V. Shte-
fiuk (2021), underlining the role of the
teacher in shaping the student's attitude
to the creative process.

Means of psychological adjustment on
set were described by I. Soroka (2021),
I. Gavran and Ye. Polovko (2025), stress-
ing the importance of inner stabilisation
for emotional sincerity.

The form of energetic transformation
of the performer through ritual was de-
scribed by A. Misopolinou (2019), inter-
preting Grotowski's practices as a way to
achieve personal reconfiguration.

The role of scenery as a composition-
al and artistic factor of the subject en-
vironment in cinema and theatre was
studied by O. Bezruchko, H. Pohrebniak,
N. Korablova, S. Oborska, and H. Chmil
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(2024), who emphasised its influence on
the viewer's emotional perception and
psychological involvement in the action,
structuring mise-en-scéne and amplify-
ing the actor's inner experiences.

The functions of stage costume as
a key element of the subject environ-
ment in cinema and theatre were studied
by 0. Bezruchko, I. Havran, N. Korablova,
S. Oborska, and H. Chmil (2024), stress-
ing its ability to influence the perform-
er's psychological state, helping them to
embody the character more deeply and
reflect the character's internal conflict.

Approaches to working with traumatic
material in audiovisual art were analyzed
by M. Romanska (2020), who considered
the methods of J. Grotowski and T. Kan-
tor as tools for profound representation
of memory.

Purpose of this research. It is important
to analyse the nature of the actor's inter-
nal conflict during the process of trans-
formation into a character in the context
of contemporary audiovisual art. Arti-
cle aims to define the essence of inter-
nal conflict within creative activity dur-
ing transformation, to characterise the
manifestations and mechanisms of the
performer's internal conflict, and to sys-
tematise approaches to overcoming or
creatively utilising this phenomenon.

Main research material

In cinematography, the perform-
er's bodily responsiveness is not a pas-
sive consequence of emotion; on the
contrary, it often becomes its trigger. The
camera registers not only action but also
the slightest shifts in micro-movements,
breathing, and muscular tension. Under
such conditions, the body ceases to be
merely a vehicle — it becomes an active
participant in constructing artistic ex-
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pressiveness. This process cannot be
fully engineered technically. It requires
complete physical presence and precise
emotional attunement.

The dependence between impulse and
action is noted by M. Barnych in “Sub-
conscious Processes of the Actor's Crea-
tive Life in a Role" (2020). The researcher
emphasises that the body's unconscious
signals can trigger a profound emotional
response: "The actor's subconscious is
a source of creative energy that animates
the stage image" (Barnych, 2020, p. 105).
This remains relevant on set, where it is
crucial not only to analyse but to stay in
a state of action.

A. Medvedieva develops the idea of an
autonomous bodily logic, arguing that on
screen the performer acts not according
to an external script but in line with in-
ner motorics: “Acting is governed not so
much by dramaturgical cues as by its own
bodily logic — the hidden impulses that
arise in the process of transformation”
(Medvedieva, 2018, p. 53). This prompts
a shift in training: rather than repeating
forms, one should cultivate sensitivity as
the basis of professional readiness.

I. Soroka adds a psychological accent,
underscoring the importance of emotion-
al tuning before going on set. Effective-
ness depends not only on technical pre-
paredness but on the performer's ability
to precisely regulate the inner state: “The
actor's psychological preparation is an
integral part of creating a stage image,
allowing a deeper penetration into the
essence of the character” (Soroka, 2021,
p. 41). There is a need for continual work
with emotional memory, concentration,
and self-observation.

In cinematography, imagination is not
mere fantasy in the everyday sense. It
functions as a structural tool that allows
the actor to reconstruct not only external
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circumstances but, above all, the inner
logic of a situation (Alforova, Marchenko,
Shevchuk, Kotlyar and Honcharuk, 2021).
It serves as the mechanism through which
experience, memory, and associations are
transformed into concrete actions be-
fore the camera. In the audiovisual space,
where everything depends on the preci-
sion of response, the actor cannot live
through the entire story of the character;
thus, imagination compensates for the
absence of objective experience by con-
structing a believable model of reaction.

This view is confirmed by 0. Khlystun
(2018a, p.116) in the article “The Ac-
tor's Imagination as a Component of the
Creative Process of Transformation”. The
author emphasizes that the source of
emotional response is memory images,
which imagination combines into new
configurations: “The actor's imagination
relies on memory, on its data, combining
from them the necessary arrangements
for the role". It is precisely such an ability
to instantly create an internally justified
reaction — that forms the basis of emo-
tional credibility in film.

In this regard, |. Lychkovska, in “Ac-
tor's Creativity in Audiovisual Art as
a Type of Artistic and Aesthetic Activity”
(2023), stresses that imagination con-
structs a space of action even where it
does not physically exist. For instance,
when filming with a chroma key or with-
out a partner: "Acting mastery is simulta-
neously an event and a presentation — the
nature of stage action as an event arises
from its quality as a phenomenon occur-
ring in an immanent and undefined space,
both in screen and stage art” (Lychkovska,
2023, p. 43). In this context, imagination is
not a secondary function but the primary
instrument for “filling the void."

Itis also worth mentioning that in “Form-
ing the Actor's Imagination as a Condi-

Medvedieva, A, Girma, T. Internal Conflict in the Context
of a Film Actor's Transformation into a Character



BicHWK KWIBCLKOrO HaLIOHANbHOrO YHIBEPCUTETY KYNbTYPU | MUCTELTB.

Cepig: AynioBigyabHe MUCTELTBO | BUPOOHULITBO

tion for Transformation”, M. Barnych and

N. Horbachuk (2021. p.24) study the link
between emotional visualisation and
physical reaction. The authors argue that
the film actor must not only imagine the
situation but immerse themselves so
deeply in the inner space of the image
that the body responds as if in reality: “Im-
agination becomes a mediator between
inner experience and external manifes-
tation, activating the corresponding psy-
chophysical reaction”.

Thus, in audiovisual art, imagination is
not a way to escape reality but a means
of reconstructing it. It enables the actor
to act truthfully even in fictional condi-
tions, ensuring the internal logic of exist-
ence in each scene.

On screen, where every moment is irrev-
ocably fixed, the performer does not al-
ways have time to analytically construct
a reaction; often the only foundation of
credibility is trust in the inner impulse.
Subconsciousness and intuition are not
poetic metaphors but working mecha-
nisms that provide speed, organicity, and
truthfulness of screen action. In cinema,
it is precisely the immediacy of reaction,
unconditioned by external analysis, that
creates the effect of presence.

In “Subconscious Processes of the
Actor's Creative Life in a Role" (2020),
M. Barnych, stresses that the depth of
performance is often not fully realised by
the actor: “The actor's subconscious is
a source of creative energy that animates
the stage image" (Barnych, 2020, p. 105).
This process acquires special signifi-
cance in cinema, where the camera can
capture a spontaneous shift in gaze, tone
of voice, or touch.

In “Intuition and Technique of the Ac-
tor: Searching for Balance” (2021),
M. Barnych, I. Matiiv and O. Venger em-
phasise that intuition is not chaotic re-
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sponsiveness but a systemic component
of professional expressiveness: "The ac-
tor's intuition is not random reaction but
an integral part of performance mastery”
(Barnych, Matiiv, and Venger, 2021, p. 87).
Hence, intuition should be understood as
the product of experience and practice. It
helps to find the right action instantly in
a particular scene when there is no time
for deliberation. Such a reaction is natu-
ral and precise because it is grounded in
accumulated knowledge and skills.

An additional dimension is provided by
V. Moliako in “Creative Processes in Acting”
(2024). He interprets intuition as a mani-
festation of creative thinking realized not at
the level of logic but through instantaneous
associative responses: “The actor's crea-
tivity lies in the ability to find non-standard
solutions and embody them in the stage
image, making the performance unique
and alive” (Moliako, 2024, p. 57). This ap-
proach allows the performer to abandon
repetitive patterns and stereotypical solu-
tions even in mass film production.

Thus, in audiovisual art, action that aris-
es from inner depth requires no explana-
tions; it convinces by itself. It is the sub-
conscious choice, reinforced by intuitive
precision, that creates the uniqueness
of a performer's gesture which is not
“played” but happens as a true event.

It should be noted that a reaction on
screen never arises from nothing — it al-
ways has a motivational foundation. In the
context of screen art, this foundation is
not always external or logical: often it lies
in personal experiences, moral principles,
or inner impulses. It is motivation, rather
than form, that determines the persua-
siveness of performance — the viewer per-
ceives not the gesture itself but its cause.

The issue of deep drivers of acting ac-
tion is studied by N. Donchenko in “Artis-
tic and Creative Motivation of the Actor”
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(2021). The author analyses how internal
conflicts, worldview, and emotional mem-
ory shape the content of screen behavior,
noting: “Motivation of the actor's inner
action is the foundation of creating an ar-
tistically convincing image" (Donchenko,
2021, p. 27). In cinematography, where
dialogue and action are often fragmented
by montage, motivational continuity en-
sures the integrity of performance.

This approach to inner consistency of
behavior is further developed by V. Shte-
fiuk in “Development of the Student's Cre-
ative Potential in the Process of Profes-
sional Training” (2021). The researcher
stresses that the formation of a perform-
er must include not only technical skills
but also a conscious attitude toward
emotional work: "The teacher, possess-
ing knowledge of psychological culture,
understands that the student must de-
velop, firstly, a positive attitude toward
the creative process itself and, secondly,
a drive toward self-improvement” (Shte-
fiuk, 2021, p. 53). These observations
underline that motivation is not always
a pre-existing material but can be formed
as part of professional discipline.

A psychological dimension is added by
I. Soroka in “Acting and Psychology” (2021).
The scholar interprets emotional respon-
siveness as a flexible system dependent
on the inner state: “The actor's psycholog-
ical preparation... allows a deeper penetra-
tion into the essence of the character” (So-
roka, 2021, p. 41). Thus, even a brief screen
episode requires not formal execution but
deep internal justification.

In audiovisual art, motivation performs
not an explanatory but a driving function.
It structures action so that it does not
simply appear plausible but has mean-
ing for the actor themselves. For the per-
former on screen, body language is as
eloquent as dialogue. In film, where the
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viewer has access to the subtlest chang-
es in gaze, facial expression, or finger
tension, behavioral expressivity becomes
its own dramaturgy. It provides the basis
for credibility even when words are ab-
sent. As was the case, for example, dur-
ing the “Great Silent Cinema" (Myslavskyi,
Chmil, Bezruchko and Markhaichuk, 2020;
Myslavskyi, Chmil, Bezruchko and Cher-
kasova, 2020; Myslavskyi, Chmil, Bez-
ruchko and Kupriichuk, 2021). The actor
does not merely “show” a character; he
reproduces a complex system of reflexes,
habits, and reactions that inspire trust.

In acting, nonverbal expressiveness is
not an accompaniment to the role but
its essence. Through the body the actor
creates a sense of presence capable of
replacing words. The more natural such
behaviour is, the more convincing the
character appears, even without a single
line of dialogue.

In the article “Behavioral Patterns in
Acting Mastery", O. Levchenko and O. Pa-
sichnyk (2021) note that the formation of
a character requires purposeful work on
nonverbal elements: "Gesture, body pos-
ture, the manner of walking — these are
not accessories but carriers of meaning
that shape the overall type of the character”
(Levchenko and Pasichnyk, 2021, p. 38). On
screen this is especially important, since
the viewer literally “reads" behaviour.

In this regard, M. Barnych and H. Rozh-
ko in “The Nature of Acting Presence in
Theatre and Cinema” (2020) emphasise
that in screen art action cannot be arbi-
trary; it must be integrated into the logic
of montage and the close-up. They stress
the importance of the tempo of inner dy-
namics, which manifests in micro-move-
ments and changes in vocal tone.

In “Essential Features of Acting Trans-
formation” (2018b), O. Khlystun inter-
prets behavioural expressiveness as de-
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rived from lived experience rather than
from stylization. She underlines: “The
actor's behaviour in a role must be con-
ditioned by the inner process, not im-
posed by an external pattern” (Khlystun,
2018b, p. 119). As aresult, body language
should not be predetermined — it must
arise from the moment, from the context,
and be a function of the performer's state.

In the screen art behaviour is not the
framing of action but its very substance; it
is through the body that the actor achieves
genuine presence, which the camera reg-
isters with uncompromising precision.

The depth of a screen image is insep-
arably linked to the inner world of the
performer. The camera does not “forgive"
emptiness; it instantly captures any in-
ternal inconsistency. So, the psycholog-
ical dimension of the actor goes beyond
professional competence and becomes
the foundation of methodology. The art-
ist's personality is not merely a bearer of
techniques but the subject of complex
spiritual and emotional work.

In “The Phenomenon of Bohdan Stup-
ka in Ukrainian Acting”, N. Husakova and
T. Khvostova (2021) stress that it was the
individuality of the actor that shaped the
multilayered nature of his characters. They
mention: “His creativity was distinguished
by a high level of spirituality, intellectual-
ity, and philosophical comprehension of
roles" (Husakova and Khvostova, 2021,
p. 29). Such observations confirm that the
performer's inner world directly influences
the aesthetics of the frame.

In a subsequent study “The Actor's Path:
Creative Vectors of Bohdan Stupka”, the
same authors (2022) point out that the
development of an actor's personal style
is linked to the ability for deep self-ob-
servation. According to them, Stup-
ka's uniqueness lay not only in reacting
but also in creating a visual language of
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character, relying on life experience and
personal value systems.

Further insight is provided by I. Soroka
in “Acting and Psychology” (2021). The
researcher interprets psycho-emotional
stability as the basis of screen existence,
emphasising the importance of inner
concentration amid the unpredictabili-
ty of filming: “The actor's psychological
preparation is an integral part... enabling
genuine emotional presence” (Soroka,
2021, p. 41). Thus, emotional self-regu-
lation becomes no less important than
technical skill.

Consequently, in audiovisual art, the ac-
tor's personality is not background but
a source of artistic truth. Professional re-
liability, ethical vulnerability, and reflexiv-
ity directly affect the quality of the frame.
A psychologically empty action cannot
convince, even if technically flawless.

Preliminary analysis has shown that
screen transformation often relies on the
actor's complex inner work. Still, in certain
cases, this work takes an extreme form.
These are situations in which the performer
brings into the frame not only a construct-
ed character but also their own trauma,
loss, or experience of destruction. In such
instances, internal conflict is not imitated;
it already exists within the actor and is em-
ployed as an organic basis for the role.

One striking example is Keanu Reeves
in the John Wick series (2014-2023, dir.
C. Stahelski). He demonstrates an ex-
tremely restrained yet emotionally charged
presence that draws heavily on his person-
al history. After the death of his daughter
in 1999 and the loss of his partner Jennifer
Syme in 2001, the actor remarked in one
of the interviews: “Grief and loss — those
are things that never go away. They stay
with you. | use that experience in my work"
(Shaffi, 2020). In this case, screen action
becomes a form of actualising personal
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loss — Reeves does not invent emotion but
transmits one already present.

Another example is Joaquin Phoe-
nix, whose acting range encompasses
characters with profound psycho-emo-
tional disorders. In a conversation with
J. Hagan, he recalled the death of his
brother River as an event that perma-
nently shaped him as an artist: "l don't
think | ever really recovered from losing
River. It became part of me, and | believe
it affected the way | approach roles, es-
pecially those dealing with inner conflicts
and pain" (Hagan, 2019). This perspec-
tive allows one to interpret the screen
image as the result of inner displacement
rather than professional technique alone.

A third case is Adrien Brody, who un-
derwent physical and psycho-emotional
exhaustion for Roman Polanski's The Pi-
anist (2002). The actor explained: "It was
a physical transformation necessary for
telling the story. But it opened me spirit-
ually to a depth of understanding of emp-
tiness and hunger” (Etienne, 2024). His
preparation included isolation, weight
loss, and voluntary deprivation — real
actions aimed at creating an authentic
state. This illustrates a case in which the
screen result directly stems from the ac-
tor's psychophysical reality.

These examples demonstrate that film
acting can go beyond professional prepa-
ration and draw on personal traumatic re-
sources. Such a strategy is not universal,
yet in certain cases it provides an inten-
sity that no technique can replace. The
actor's internal conflict in such instanc-
es is not acted out — it simply exists, and
precisely for that reason convinces.

The experience of extreme acting trans-
formation, as in the cases of Reeves,
Phoenix, or Brody, demonstrates indi-
vidual trajectories of entering a role. Still,
systematic actor training also presup-
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poses the presence of a certain founda-
tion — an educational base that shapes
the performer's ability to work with per-
sonal experience, cultural context, and
technique (Bezruchko, Desiatnyk, Ish-
chenko, Poleshko and Porozhna, 2015).
Artistic education, therefore, functions
not only as a means of mastering craft
but also as a way of forming a perfor-
mance language adapted to the condi-
tions of audiovisual art.

In the article “Art Education as a Fac-
tor in the Formation of Cultural Identity”,
0. Bezghin, I. Kuznetsova, and O. Uspens-
ka (2019) analyse the systemic impact of
the learning process on the development
of the performer. The authors emphasize
that the educational environment should
not only transmit knowledge but also
cultivate values: "Art education provides
not only professional training but also in-
clusion in a cultural tradition that shapes
identity” (Bezghin, Kuznetsova, and Us-
penska, 2019, p. 12). This is particularly
relevant for contemporary Ukrainian cin-
ema, where each frame acquires addi-
tional symbolic meaning.

The problem of cultivating motivation
and personal position in actor training
is raised by V. Shtefiuk (2021) in the re-
search “Development of the Creative Po-
tential of Theatre Faculty Students”. The
researcher notes that training should
form not only skills but also active inner
engagement in the creative process: "The
student must develop, firstly, a positive
attitude toward the very process of cre-
ativity and, secondly, the drive toward
self-improvement”. On set, it is precisely
these qualities that determine the level of
professional mobility.

Thus, acting in front of the camera is
not only the result of talent or experi-
ence but also a direct product of educa-
tion. What the camera registers as truth
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originates in the methodology instilled in
the classroom and in the cultural tradi-
tion that defines the performer's expres-
sive language.

Systematic artistic education, as noted
by 0. Bezruchko, V. Cherkasov, T. Shiutiv
in the article "Formation of Readiness for
Creative Activity in the Field of Audiovis-
ual Art and Production" (2023) and the
chapter of the collective monograph “Cri-
teria and indicators of the formation of
readiness for creative activity in the field
of audiovisual art and production” (2023),
forms the actor as a professional, yet in
certain cases (in experimental or auteur
cinema) performance acquires the fea-
tures of a deeply personal experience
bordering on transformation. Here the
artist not only performs a role but enters
a new state, reminiscent of ritual or initi-
ation. This approach is often connected
to theatrical tradition; however, it is cin-
ematography that records this transition
with exceptional precision, turning it into
part of audiovisual expression.

In “Grotowski: Ecstasy and Initiation
in Performance”, A. Misopolinou (2019)
analyzes the concept of stage action as
a process that transcends aesthetic rep-
resentation. The author interprets perfor-
mance as an initiatory practice capable
of evoking a state of deep personal re-
structuring in the actor through symbolic
gestures, physical exhaustion, and the
blurring of boundaries between role and
personality. Such an approach is particu-
larly valuable in audiovisual art, where
the camera captures not merely the result
but the very process of transition as an
inner event (Misopolinou, 2019, p.58).

A similar logic is followed by M. Roman-
ska (2020, p.77) in “The Post-Traumatic
Theatre of Grotowski and Kantor". She
interprets acting as a means of repre-
senting memory and inner pain, espe-
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cially when working with traumatic ma-
terial. Transformation, in her view, does
not occur as interpretation but as direct
bodily experience of meaning, recorded
as a visual event.

The mentioned above approaches ac-
quire particular significance in auteur
and documentary cinema, where the ac-
tor's presence is often inseparable from
their human essence. In such cases, per-
formance becomes an event — not the-
atrical but deeply personal. The camera
captures not “acting” but the process of
living, which approaches a psychological
or even spiritual threshold. Thanks to its
ability to register micro-dynamics, audio-
visual art becomes a unique space for
acting initiation. In such a context, even
a short episode may become a moment
of inner transition that leaves a mark not
only on the frame but also on the per-
former themselves.

Conclusions

Internal conflict, as a factor of acting
transformation, in the context of audio-
visual art appears not only as a thematic
constant of many characters but also as
the driving force of the performer's crea-
tive action. Based on the analysed sourc-
es, it is established that psychological
tension, ethical contradictions, traumatic
memories, and personal losses may not
hinder performance but instead serve as
a source of expressiveness and depth.

The studied aspects reveal the complex
structure of the acting process, where
bodily responsiveness, imagination, intu-
ition, and behavioural plasticity function
as an integrated system. Transformation
in cinema is not the mechanical entry into
a role but a dynamic process that links
the actor's inner state with the dramatur-
gical structure and the screen space.

Mengenesa, A, lpma, T. BHYTPILLIHINA KOHAONIKT
Y KOHTEKCTI NEPEBTINEHHS KIHOaKTOPa B MEPCOHaxa
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It is shown that motivation, formed on
the basis of personal experience and
professional reflection, ensures the logic
of action and its credibility. Educational
and cultural processes, particularly the
school to which the performer belongs,
significantly influence their ability to work
with profound inner states, transforming
the personal into the artistic.

Special attention is given to the phe-
nomenon of acting transformation, which
in some cases takes on a ritual dimension.

2026-9(1) - pp.8-24

studies has demonstrated that the bound-
ary between actor and character may de-
liberately dissolve when the artist employs
their own trauma as a source of action.

Thus, internal conflict in cinema not only
enriches the psychological content of the
character but also constitutes the foun-
dation of the actor's organic presence on
screen. Its experience and transformation
become acts of meaning-making, turning
the process of transformation into a mode
of conscious existence in film.
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AHoTauif

MeTta cTaTTi — npoaHaniayBaTv NpupoAy BHYTPIWHbOro KOHMNIKTY aKkTopa B MpoLueci nepeBTiNeHHs
B MEPCOHaXa Y KOHTEKCTi Cy4yacHOro ay[ioBisyasibHOro MUCTELTBA; BUSHAUYUTU CYTHICTb BHYTPILIHbOIO
KOHpNIKTY y TBOPUYIN HiANbHOCTI B MpoLeci NepeBTiIEHHS; cXxapaKTepu3yBaTu MPOSIBU Ta MeXaHi3amu
BHYTPIWHbOro KOH(MIKTY BUKOHaBUS poOJi, @ TakKoX y3aranbHUTWM nNigxoau [0 noponaHHs abo
TBOPYOro BUKOPUCTAHHA AocnifxyBaHo! pediniuii. MeTogonoria pocnigxeHHs. Y npoueci poboTu
3aCTOCOBAHO HU3KY METOLIB: aHaNiTUYHUIA — AN ONpaLoBaHHA HayKoBUX Ny6nikaLii, Lo BUCBITIOKOTb
ncuxodoizionoriyHi, eMoUinHi Ta iHTYITUBHI acnekTU BWKOHaBCbKOI MPUPOAW; MOPIBHSANbHUA — ONA
3iCTaBNEHHS Pi3HUX aBTOPCbKMX MiAX0AiB A0 NpobneMu BHYTPILLHbOrO KOH(NIKTY; KOHTEHT-aHanis — ans
DOCHNioXEHHS IHTEPB't0 3 KIHOAKTOpaMu, siKi Ha PiBHI 0COBMCTUX CBifYeHb PO3KPUBAOTh POSb BHYTPILLHLOIO
KOHpRIKTY fIK AXepena TBOPYOI NpaBAM; AUCKYPCUBHUIA METOL — OISl aHani3y KOHLEeNnTyasbHUX PaMok,
y Mexax SIKMX Cy4acHi HayKoBLi OMMCYOTb MpUPOLY aKTopcbkoi TpaHcdopmalii. HaykoBa HOBU3Ha.
Y Mexax [ocnifXeHHs Breple 3[iNCHEHO KOMMMEKCHUA po3risf BHYTPILHbOrO KOHIKTY £K
CTPYKTYPHOrO CKNafHWKa akTOPCbKOro NnepeBTifieHHs1 B ayfioBi3yaslbHOMY MUCTELTBI. 3anpornoHoBaHoO
iHTepnpeTauito Uboro eHOMeHy K [mXepena Xy[4oXHbOI NMpaBAMBOCTI Ta €MOLINHOT BMPa3HOCTI.
[ocnipxeHHs cnupaeTbes Ha eMnipuyHUiA MaTepian (iHTepB'to 3 KiHoakTopaMu) Ta afanTye TeaTpo3HaBYi
KaTeropii 4O yMOB KiHOMOBUW. BUCHOBKU. O6r'pyHTOBAHO, L0 BHYTPILIHIN KOH(IKT € He nepeLiKooto,
a [XepesioM MornuMbneHHs aKTOPCbKOro MepeBTiNieHHs1 B ayfioBidyasbHOMY MuUcTeuTBi. BusiBneHo, wo
ncuxoemouinHa Hanpyra, eTUYHi aunemMu abo ocobucTicHa TpaBMa MOXYTb TpaHCOpMyBaTUCS Y TBOPYY
Lito, NigBULLYHOYM NepekoHNMBICTb 06pa3sy. OnpalboBaHO HayKOBI MiAX0AN [OCAIAXEHHS Ta PO3rsAHYTO
NpUKNaam 3 NpakTUKK CyYacHUX akTOPIB, WO NiATBEPAXYHOTb AYMKY 080 NPOAYKTUBHOCTI BHYTPILLHBOrO
KOHpniKTY ik npodpeciiHoro pecypcy.
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Abstract

The purpose of this research is to analyse the role of a television journalist
as an active agent of changes in the processes of social and political
transformations; to study how media activity shapes public opinion and
initiates social processes; to clarify the mechanisms of the influence and
transformation of mass consciousness within society using examples from
the television segment sector. The research methodology grounds on the
following methods: theoretical method — analysis of scientific literature to
substantiate the role of the TV journalist and examination of specific examples
of transformations influenced by media professionals; comparative-analytical
method — identification of the specific characteristics of television's influence
on social and political processes; empirical method — analysis of informational
materials presented within the television segment. Scientific novelty. For the
first time, this article generalises and systematises the influence of television
journalism on transformational processes in modern society through the lens
of public oversight, the formation of political culture, and the mobilisation
of public opinion. Special attention is paid to the analysis of investigative
journalism as a mechanism influencing changes in power structures, public
morality and legislative initiatives. The phenomenon of the national identity
transformation under the influence of television programmes is considered,
including examples demonstrating the rethinking of inclusivity and social
morality. The article also offers perspectives for adapting TV journalism to the
digital era through integration with social media, emphasising the importance
of maintaining its social relevance. Examples of television projects and
reports that have become catalysts for change in citizens' lives are presented.
Conclusions. As a result of the monitoring conducted, the role of the television
journalist is analysed within the context of social and political transformations.
This study demonstrates that the media serves not only as a channel for
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information but also as a powerful factor shaping public opinion, political

culture, and social morality. Examples of television projects and reports that
stimulated public debate and influenced the formation of legislative initiatives

are provided.
For citation:
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Statement of the problem

In modern information space, televi-
sion continues to play a leading role in
shaping public consciousness, politi-
cal orientations, and social attitudes. In
spite of the development of digital media,
television reporting remains a source of
informational authority for a broad au-
dience, particularly during the periods of
crisis or historical turning points. In this
regard, the analysis of the television jour-
nalist's role not only as a communicator
but as an active agent of social change
warrants special attention.

The growing influence of media on po-
litical processes and the transformation
of social practices highlights the issue
of journalists' responsibility for the con-
tent and consequences of the informa-
tion they disseminate. TV journalists
increasingly act not merely as external
observers, but as participants in public
dialogue who can shape agendas, as
well as reinforce or transform dominant
narratives.

The study of this type is especially rele-
vant in the context of current challenges
such as political instability and war. This
analysis enables a deeper understand-
ing of the mechanisms through which
the media can not only reflect reality,
but actively transform it. The relevance
of the topic is driven by a necessity to
develop new approaches to evaluating

ISSN 2617-2674 (Print),
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journalism's impact on social processes
and its potential in building a democratic
society.

Recent research
and publications analysis

The role of the media and the reasons for
their importance during periods of emer-
gency events were generally character-
ised by I. Litvinchuk (2023).

Positive and negative aspects of so-
cial media usage and their impact on the
formation of public opinion and political
processes were analysed by a researcher
V. Arutiunian (2024).

Current transformations of the media
space under conditions of military con-
flict, particularly changes in the presenta-
tion of news information, were identified
in a joint study by O. Butko and O. Leskiv
(2024); gender specificity was studied by
0. Bezruchko and B. Ruzhansky (2025).

Aspects of the informational influence
of the media on society, especially their
ability to affect the psycho-emotion-
al state of individuals during periods of
instability, were studied by V. Zelenin,
L. Chopyk and S. Doskach (2024).

Ways in which media shape audience
behavioural responses and outlined tools
of media influence on consumers were
identified by I. Gavran, O. Levchenko and
0. Pasichnyk (2021); S. Kotliar and T. Di-
abelko (2022).

[Hanuntok, B., 3agopoxHa, HO. TenexypHanicT AK areHT 3MIH:
BNAVB Mefia Ha couianbHi Ta MONITUYHI TpaHCDOPMaLil B CyHaCHOMY CYCMiNbCTBI
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In the context of the modern
world's transformational processes, the
shift in the paradigm of societal develop-
ment, where personal interests come to
the forefront, was described by Y. Shaiho-
rodskyi (2009).

Mechanisms of the psychology of fear
and the reasons why negative news
attracts greater attention from soci-
ety were explained by O. Cherniako-
va, A. Danko-Sliptsova and O. Hryshko
(2024).

A significance of the media for state
institutions and local self-government
bodies, as well as the specificity of the
“fourth estate", were outlined in the col-
laborative work of A. Muchnyk and P. Vo-
rona (2009).

0. Demianchuk and K. Roshuk (2024)
analysed the usage of framing as a tool
for manipulating public opinion, and
grounded its impact on the image of cer-
tain politicians.

Cause-and-effect relationships  be-
tween fake news, disinformation, prop-
aganda and audience consciousness
were identified, and the importance of
fact-checking in audiovisual media was
highlighted by L. Dementieva and D. Su-
kova (2023).

The purpose of this research is to ana-
lyse the function of the television journal-
ist as an active agent of transformational
processes in social and political spheres.;
to study the mechanisms of public con-
sciousness formation through media
activity and their capacity to initiate so-
cietal change.

Main research material

In the globalised information space, TV
journalists play a role far beyond that of
a simple news transmitter; primarily, they
act as a mediator between events and the
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audience, creating a perception of reality,
structuring social events, and often initi-
ating change.

That is why many publications are devot-
ed to the issue of training Ukrainian tele-
vision journalists and other specialists in
audiovisual art and production in mod-
ern domestic professional educational
institutions. In particular, O. Bezruchko
(2014a; 2014b); O. Bezruchko, H. Desi-
atnyk, M. Ishchenko, S. Poleshko, S. Po-
rozhna (2015); O. Bezruchko, I. Gavran,
S. Kotlyar, H. Chmil (2020); O. Bezruchko,
S. Zheliezniak, S. Kotlyar, H. Chmil (2020),
0. Bezruchko, I. Gavran, A. Medvedieva,
H. Chmil, (2020a; 2020b). O. Barytska,
I. Gavran, R. Hutsal, N. Turovska, S. Tsa-
ruk (2021); O. Bezruchko, V. Cherkasov,
T. Shiutiv (2023a; 2023b); 0. Bezruch-
ko, G. Chmil, N. Korablova, R. Demchuk,
I. Kuznietsova (2025), et al. In a world
where information is a strategic resource,
the media professional has the power to
influence mass consciousness, to shape
political sentiment and social narratives.

With such capabilities, the television
journalist has often been perceived as
a representative of the “fourth estate”.
This analogy was effectively explained by
A. Muchnyk and P. Vorona (2009) in their
work “The Role of Mass Media in Shap-
ing the Political System (The Managerial
Aspect of the Mechanism of Public Influ-
ence on Public Authority)". The scientists
note that this comparison should not be
interpreted literally, since the media can-
not issue orders, impose liability, or make
decisions. However, they do participate in
discussions, criticism, or support of cer-
tain events, organisations, or individuals,
thereby fulfilling the role of public over-
sight. The media act as an indicator of
the interests of various social groups and
individuals (Muchnyk and Vorona, 2009,
p.75). Through investigations and public

Danyliuk, V., Zadorozhna, Yu. Television Journalist as an Agent of Changes:
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pressure, TV journalists compel authori-
ties to act openly and transparently.

During the course of this research, it
should be noted that the media, and tel-
evision in particular as one of the most
widespread communication channels,
has become a catalyst for social change.
The coverage of high-profile events on
television screens often leads to legisla-
tive transformations, the mobilisation of
civic activity, and the rethinking of val-
ues. This view is shared by researchers
N. Volos (2024) in the article "Politics and
Media: Interaction and Influence on Pub-
lic Opinion", where they state that media
platforms "not only inform and deliv-
er news, but also promote certain ideas,
views, doctrines, and political programs,
and participate in social governance.
Thus, media push individuals toward
specific actions by shaping public opin-
ion, developing particular social attitudes,
and establishing certain beliefs".

In the political dimension, television jour-
nalism is capable of contributing to the fall
of regimes, exposing corruption schemes,
and creating new realities. Through tele-
vision, society receives information about
elections, conflicts, protests and interna-
tional crises, which shapes political cul-
ture and citizens' behaviour.

Live debates, campaign advertise-
ments, and interviews with candidates —
all shape voters' perceptions of political
leaders and their programs. Media can
influence turnout, electoral preferences,
and voting results. In the work “Analysis
of the Impact of Social Media on Politics
and Decision-Making in Public Admin-
istration”, V. Arutiunian (2024, p.227) ar-
gues that the use of modern information
platforms has made election campaigns
“more targeted and effective in mobilising
financial resources and voter support. In
addition, social media analysis helps pol-
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iticians and analysts track public senti-
ment and react to potential crises, which
is of great importance for informed polit-
ical decision-making".

In their article, A. Muchnyk and P. Vo-
rona (2009, p.76) highlight another prin-
ciple: “..the more frequently a candidate
for any position appears on television,
the greater their chances of being elect-
ed; therefore, politicians strive with in-
tensified energy to stand before micro-
phones and television cameras". Indeed,
such media attention can provide public
recognition, which in turn influences po-
litical status. That is why A. Medvedieva
and S. Chernenko (2021, p.12) emphasise
the importance of the interview genre in
modern Ukrainian television.

Still, this interaction operates in both di-
rections, as noted by N. Volos (2024): “Po-
litical leaders and parties actively use the
media to publicly present their ideas, pro-
grams, and actions, employing it as a tool
of political communication. On the other
hand, the media also influence politics by
selecting the topics they cover and by cre-
ating occasions for public discussion”.

If consumers seek to obtain the most
accurate news possible, it is advisable
to verify it across at least three reliable
sources. As 0. Chornenkyi (2023, p.45)
reports in his study “Social Media and
Their Effect on Political Participation”:
“Different sources used by citizens to ob-
tain up-to-date political information may
differ significantly from one another and
have varying effects on people's willing-
ness to participate in voting".

It is worth noting that within the “pol-
itics — media" nexus, TV journalistic in-
vestigations into corruption schemes
and scandals involving high-ranking of-
ficials deserves separate attention. The
exposure of such cases undermines pub-
lic trust in authorities and often leads
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to political crises and resignations. One
such incident was analysed by O. Demi-
anchuk and K. Roshuk (2024, pp.4-6) in
their scientific work "Framing as a Means
of Shaping Negative Public Opinion about
a Politician in the Media" (2024). The
scholars studied the investigation con-
ducted by journalists of "Slidstvo.Info" in
the programme “Podviine zhyttia prezy-
denta: Poroshenko — ofshory i trast". Af-
ter the material was released, a negative
public perception of the then-president
was formed, although the technical role
of offshore structures was not clearly
explained by the media. O. Demianchuk
and K. Roshuk (2024, p.8) suggest that
“journalists consciously or unconsciously
manipulated public opinion, which nega-
tively affected the rating and perception
of Petro Poroshenko as president".

In the television world, the programmes
“Nashi Hroshi" and "Bihus.Info" made
a name for themselves with their discov-
eries, resulting in some powerful figures
losing their positions, criminal cases
were initiated, and reforms were carried
out within law enforcement agencies,
etc. This is confirmed by I. Pecheranskyi
and Kh. Vaskul (2018, p.27) in their study
“Contemporary media discourse and the
role of journalistic research in it", who
note that “under the influence of inves-
tigations, media actors exert continuous
and mass influence on people”.

The widespread use of media occurs not
only in domestic politics but also in for-
eign policy. In the article “Impact of Fake
News and Disinformation in Audiovis-
ual Media", L. Dementieva and D. Sukova
(2023, p.11) note: “The number of states
using disinformation campaigns are con-
stantly increasing, and information ma-
nipulation has turned into a weapon em-
ployed to preserve existing regimes and
influence other countries". According to
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the scientists, media pressure is so strong
that it can alter public sentiment not only
within Ukraine but also beyond its borders
(Dementieva and Sukova, 2023, p.11).

It is worth noting that during periods of
political conflict, war, and mass protests,
the role of the television journalist be-
comes particularly significant: journalists
document events and convey informa-
tion to the audience. Through reports or
live broadcasts, media professionals can
shape public opinion regarding the situa-
tion and influence decision-making pro-
cesses. Thus, Y. Shaihorodskyi (2021, p.92),
in his work “The influence of the media on
socio-political, ethical and moral process-
es in Ukraine", specifically emphasises the
pressure of TV journalism on the formation
of public morality, habits, and worldview.
The researcher considers the perception
of destructive behavioural models to be
especially significant in the contemporary
context, noting that “the high level of vi-
olence characteristic of modern film and
television production negatively affects
(alongside other social factors) evaluative
judgments and the formation of behav-
ioural norms. Often, individuals attempt to
transfer ideas about norms and rules, as
well as ways of achieving goals, from the
virtual realm into real life".

Television journalists change tradition-
al forms of identification by broadcast-
ing new modes of self-exploration and
interaction with the inner "self", thereby
providing society with greater freedom
and broader directions for development
(Shaihorodskyi, 2021, p.93). This view
is supported by V. Karlova (2007) in her
study “The Influence of Mass-media
on the formation of Ukrainian national
consciousness”, where she notes that
through media activity, “a new type of
social community was formed which, de-
spite distance, was united by a shared
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interest in information". This process
occurs through the introduction to the
masses of certain facts and phenom-
ena aimed at shaping a desired system
of values (Karlova, 2007). So, since the
beginning of the Russian-Ukrainian war,
television has placed even greater em-
phasis on changing the Soviet-era atti-
tudes toward gender issues (Bezruchko
and Ruzhanskyi, 2025) or attitudes to-
ward people with disabilities. For exam-
ple, the television show "Kholostiak” fea-
turing Oleksandr Teren — a defender who
lost his both legs. The program's editorial
team portrays the man's life without em-
bellishment, promoting the normality of
inclusivity among the wider public.

In the context of political and social
transformations, the influence of tele-
vision is achieved via carefully selected
visual imagery, repetition, expert evalu-
ations, and the choice of relevant topics
and emphases. It is reasonable to agree
with the view of L. Dementieva and D. Su-
kova (2023, p.10) that due to the large
volume of information, people rarely an-
alyse what they see on screens. A. Much-
nyk and P. Vorona (2009, p.77) argue that
mass media "paint pictures in the minds
of viewers. Regardless of whether these
images correspond to reality or are mis-
leading, the very fact of their influence on
public opinion is beyond doubt".

TV journalists should not overlook the
ethical components of their work, as care-
less neglect of them may lead to restric-
tions on freedom of speech, the incitement
of hatred, and the violation of privacy. Thus,
V. Arutiunian (2024, p.228) argues that the
modern world requires a balance between
freedom of expression and the protection
of society from harmful content.

With the development of digital tech-
nologies, television is beginning to lose
its position as a key source of informa-
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tion. Therefore, in order to maintain its
relevance, it must adapt to new realities
by transforming formats and integrat-
ing with online platforms. In the article
"Features of the modernization of televi-
sion journalistic practices in online news
content”, S. Kotliar and I. Sirenko (2019,
p.139) note that these changes are man-
ifested in an increased speed of news
processing and delivery to audiences,
however, technological progress in the
field of communication will expand op-
portunities for the media.

So, modern TV journalists should com-
bine high ethical standards with the abil-
ity to work effectively in a dynamic digital
environment. Only under such conditions
can television remain an influential in-
formational resource capable not only of
delivering news but also of shaping in-
formed public opinion without undermin-
ing human values and rights.

Conclusions

Media is a powerful tool for influenc-
ing social and political processes, as it is
through the information space that per-
ceptions of reality, society narratives and
political orientations are formed. Among
all types of media, television journalism
stands out for its ability to deliver infor-
mation quickly and emotionally to a wide
audience, making it an important mecha-
nism for social control, promoting demo-
cratic values and ensuring public trans-
parency. In the modern world, the media
professionals increasingly act not only
as passive witnesses or commentators
of change but also as active agents who
initiate these processes, influencing de-
cisions made by authorities and shaping
public opinion.

In conditions of information overload,
rapid digitalisation, and increasing com-
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petition from social networks, main-
taining trust in TV journalism requires
consistent observance of high ethical
standards. Combating disinformation,
fact-checking and accountability for
content are becoming key components of
media activity. Adaptation to new tech-
nologies, the integration of multimedia
formats, and engagement with audienc-
es through online platforms are essential
factors for preserving the role of televi-
sion journalism as an important link of
democratic society.

2026 -9(1) - pp.25-37

Further research may focus on study-
ing specific mechanisms of media influ-
ence across various political, economic,
and cultural contexts. Relevant areas in-
clude the analyses of television's role in
assessing the effectiveness of anti-cor-
ruption investigations, as well as the de-
velopment of strategies to counter disin-
formation and the spread of manipulative
content. Particular attention is required to
support high-quality journalism through
education, public policy and cooperation
in the media literacy sphere.
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AHoTauin

Merta cTaTTi — NpoaHaniayBaTu posb TenexypHanicta sk akTUBHOrO areHTa 3miH y npotiecax coLljiasibHuxX
i moniTuYyHMx TpaHcdopMmauii. [ocnigutu, K AiSNbHICTE Mefdia OpMye TpoMaACbKy [OyMKY Ta
3anyckae cycnifibHi npouecu. 3'sacyBaTu Ha NpuKiagax TeneBi3iHOro cerMeHTa crneundiky BNIuBY Ta
TpaHcdopMaLii MacoBoi CBifOMOCTI y cycninbcTBi. MeTogonoris focniAXeHHs Nonsirae y BUKOPUCTaHHI
TakuX MeTofiB: TEOPeTUYHOro — [AJIsi aHanidy HaykoBOI fiTepaTypu 3 MeTOl OOrpyHTyBaHHS poni
TenexypHarnicTa Ta iHTepnpeTauii KOHKPeTHUX NpuKafiB TpaHcdopmaLiit nig BNAMBOM fAii MeLiNHUKIB;
NOPIBHANIbHO-aHaNITUYHOrO — O/ BUSIBIEHHA 0CO6/iMBOCTel BnAMBY TenebauyeHHA Ha couiabHi
Ta MOMITUYHI NpoLecK; emnipuyHoro — [AJIs BUBYEHHS IHPOpMaLiMHKUX MaTepianis, npefcTaBiieHUX
y TenesisiHOMy cermeHTi. HaykoBa HOBU3Ha. Y CTaTTi BrepLue y3arasbHeHO Ta CUCTeMaTU30BaHo BNJMB
TenexypHanicTUkM Ha TpaHcdopMaLliiHi MpoLiecu B Cy4acHOMY CycnifibCTBI KPi3b NPU3My rpOMaiCbKoro
KOHTPOJH0, (hOpMyBaHHS NONITUYHOTKYNbTYpK Ta MobinidauiicycninbHoi gyMku. OcobnuBy yBary npumineHo
aHanisy MefiH1X po3cnifyBaHb ik MeXaHi3My BMMBY Ha 3MiHY BNafHUX CTPYKTYp, FPOMafCbKy Mopasb
i 3aKkoHOAaBYI iHiLiaTUBM. Po3rnsiHyTo heHoMeH TpaHcopMalLlii HalioHanbHOI iAeHTUYHOCTI Nif BNVBOM
TeneBi3iiHUX MporpaM, 30Kpema npuknagu, fki EMOHCTPYHTb MEPEOCMUCNIEHHS IHKJIFO3UBHOCTI Ta
cycnifibHOT Mopani. 3anpornoHOBaHO MepcrnekTUBM afanTalii TenexypHanicTuku o uudpoBoi enoxu
yepes iHTerpauito 3 couianbHUMU Mefjia, HarofiowyuM Ha BaXJIMBOCTI 30epexeHHs 3HaudyLoi poni
0151 HaceneHHsl. HaBefeHo npuknagu TeneBi3iiHUX MPOEKTIB i penopTaxis, WO cTanu KaTanidatopamu
3MIiH Y XMWTTi rpoMapsiH. BUCHOBKW. Y pesynbTaTi NMpoBefEHOro MOHITOPUHIY NpoaHanisoBaHo posb
TenexypHasnicTa B KOHTEKCTI couianbHUX | NONITUYHMUX TpaHcdopmadin. [ocnigxeHo, Wo Mefia € He
nve KaHanoMm iHhopMyBaHHS, ane N NOTYXXHUM YNHHUKOM BMAMBY Ha (DOPMYBaHHSA rPOMafCbKOl JYMKW,
NOMITUYHOT KyNbTypU Ta cycninbHOI Mopani. [loBefeHo, WO TeneBi3iiHi NPOEKTU i penopTaxi MOXYyTb
CTUMYNOBATU FPOMafCbKi AUCKYCIT Ta BNAMBaTU Ha (hopMyBaHHS 3aKOHO4aBYMX iHILiaTUB.

KniouoBi cnoBa: TenexypHanicT; Mefia; iHpopMaLis; BNAMB; 3MiHW; CYCNiNbCTBO; MOMITUYHI npouecy;
Bnafa; TenebayeHHs
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AHoTauin

MerTa cTaTTi — npoaHaniayBaTu 0Co6IMBOCTI akTOPCbKOI rpu y heHTezinHOMY
KiHemaTorpachi B ymMoBax CTPIMKOro poO3BUTKY LUPOBUX TEXHOJOTIN.
Locnigntu TpaHcdopMaL,ito akTOPCbKMX TEXHIK y 3B'A3KY i3 BNPOBaAXEHHAM
BipTyanbHOro BupobHMUTBa, motion capture, CGl Ta iHWMX iHHOBALINHMX
iHCTPYMEHTIB. PO3rNsiHYTU BUKJIMKM, 3 IKUMU CTUKAETbCS akTop, BUKOHYOUM
ponb y cpeHTe3iHOMY ifibMi 3 BENUKOK KiNIbKICTH YMOBHUX i LMDPOBUX
KOMIMOHEHTIB; OKpPecnMTu ocobnmBocTi ncuxodidaMyHOl NiAroToBKM akTopa
B poboTi 3 ysIBHUMM o06'ekTamMum Ta crnocobu 36epexeHHs eMOLinHOT
LOCTOBIPHOCTI B yMoBax BipTyanbHoro cepegosuuia. MeTtogonoris
DOCNIMKEeHHs. Y CTaTTi 3aCTOCOBaHO Taki MeToau: TeOpeTUYHWW — Aans
aHarsi3y cy4acHUX HayKOBUX OXepen 3 aKTOPCbKOi MaliCcTePHOCTI, BidyanbHOro
MUCTELTBA, TEXHOJIONYHOrO KIHOBUPOOHMLTBA; aHaNiTUYHUIA — O pO3rnagy
KOHKPEeTHUX NpuKnagiB heHTe3iNHOro KiHo, L0 iII0CTPYOTh TpaHcdopMaLlito
aKTOPCbKUX TEXHIK; MOPIBHSANbHUA — O/ BCTAHOBJNIEHHA BiAMIHHOCTEN MiX
TpaguLiiHOK rpoto akTopa Ta il hopMamMu B yMoBax LMGPOBUX TEXHOSOFIN;
iCTOpUYHUIA — AN BUCBITNIEHHS eTaniB eBOJIOLiT XaHpy dpeHTesi; BidyaslbHUM —
[OJ151 aHani3y TexHiK rpuy, NoB'A3aHuUX i3 B3aeMogieto 3 rpacpiyHMMm 06'eKTamu.
HaykoBa HoBU3Ha. BrepLue 34iiCHEHO KOMMJIEKCHE A0CAIAXKEHHS aKTOPCbKOT
rpu y deHTesinHoMy KiHemaTorpadi B yMOBax 3acCTOCYBaHHSI HOBITHIX
uucpoBux TexHosnoriv. Po3kpuTo apanTuBHi cTpaTerii poboTu akTopa,
o parTb 3Mory 30epiraTv aBTEHTUYHICTb Ta €MOLUINHY npaBAMBICTb
y BipTyanbHOMY KiHompocTopi. BucHoBku. BcTaHoBneHo, Wwo ceHTe3iHuUiA
KiHemaTorpad cTBOpHOE HOBI yMOBM (PYHKLIIOHyBaHHS akTopa B Kagpi.
3acTocyBaHHsA CGl, motion capture, BipTyasibHOro BUpo6GHUL TBa TpaHchopMye
He nuule Bi3yanbHWUM cKnafHUK hinbMy, a 1 cam npoLiec CTBOpeHHs obpasy.
AHanis 3acBifuuB, WO aKTopcbka rpa y ¢eHTe3inHOMY KiHO BUXOAWUTb 3a
MeXi KflacuyHoT WKonu. Mornpu 3pocTaHHs poni TEXHOJOFiN, came ntofcbka

© IpuHa laBpaH, BepoHika YepHsaBcbka, 2026
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MPUCYTHICTb | aKTopcbKa iHTYILis 3anuWalTbCsA KIYOBUMU UYMHHUKAMU
KiHeMaTorpadiyHoro deHTesi.

Ik yuTyBaTHU:

laBpaH, |. Ta YepHaBcbka, B., 2026. Po6oTa akTopa y heHTesilHOMY KiHemaTorpadi: BUKIIMKW, MeTOAM Ta
TeXHONoril. BicHuk KuiBcbkoro HalioHaslbHOro yHiBepcuTeTy KynbTypu i MucTeyTB. Cepisi: AygioBisyanbHe

MuCTeyTBo i BUpo6HMLTBO, 9 (1), pp.38-49.

dopmynioBaHHA npo6nemu

deHTe3iNHMIA XaHp Yy KiHeMaTorpadi,
L0 aKTMBHO PO3BMBAETLCH MPOTHArOM
OCTaHHiX HOecATuniTb, hopMye HOBY ec-
TeTUKY aKTopa Ha ekpaHi. 0cobnmBOCTI
nobynoBM BUrafaHux CBITIB, @ TaKOX 3a-
CTOCYBaHHS HOBITHIX TEXHOJIOTIN, TaKux
Ak CGIl, motion capture, VR/AR, cTBO-
prolOTb O/ aKTopa He Niulle HoBe ce-
penoBwLLe iCHYBaHHs, ane 1 abcontoTHO
iHWKIA BUMIp npoddeciHOT [isNbHOCTI.
Yce ue notpebye nepeocMUCNIEHHS Tpa-
OVLIAHMX YSIBNIEHb MPO aKTOPCbKY rpy Ta
B3aEMOJI0 3 MM fadYeMm.

Y cyyacHoMy uncpoBoMy BUPOOHULTBI
aKTop Jefani yacTille npautoe B yMOBax
BiACYTHOCTI pisuyHoro cepefoBulia —
6e3 peanbHUX AeKopauiv, napTHepiB abo
o6'ekTiB B3aemogpii. Lle 3ymoBntoe no-
Tpeby B HOBMUX aKTOPCbKUX Migxonax, fe
MPOBiAHY pPoSib Yy KiHO BifirpatoTb ysiBa,
TexHiYyHa MiaroToBKa Ta 3faTHICTb afan-
TyBaTUCS [0 BIipTyaJlbHOrO KOHTEKCTY,
He BTpavarouy eMOLiHOT aBTEHTUYHOCTI
 nepekoHnuBocTi ob6pasy. Taka cneuu-
dika 3MiHIOE He nuvlie TBOPYI IHCTpY-
MEHTU aKTOopa, a 1 3aranom cnocib nepe-
XWBaHHS pofi.

BogHouac HasiBHMIA pedpiuMT y3aranb-
HeHMX MNigXOfIB [0 TOro, K came cyvac-
HWI aKTOp afanTyeETbCH A0 LUMUX 3MiH, fKi
TEXHIKM CTalTb MPIOPUTETHUMMU, SIKI Ha-
BWYKU BTPAYalOTb aKTyasbHICTb, a AKi —
dopmMmytoTbesi 3aHoBO. OTXe, npobnema
ronsirae y BifCYTHOCTi cUCTeMaTU30Ba-
HOrO PO3YMIHHSI TpaHcdopmaLii akTop-
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cbKol npodecii B yMoBax heHTe3iiHoro
KiHemaTtorpadha XXI ct. Came ToMy BMU-
Hvkae noTpe6a B rpyHTOBHOMY HOOCHif-
XeHHi 3MiH, Wo BiabyBalTbCA Ha nepe-
TVHI aKTOPCbKOrO MUCTEL,TBA Ta HOBITHIX
TEXHOJIOTIN.

AHani3 ocTaHHiX gocnifXeHb
i ny6nikawin

[PYHTOBHE [OCIIOKEHHS €BOMOLii aK-
TOPCbKOrO MUCTELTBA B yMOBax TeaTpy
Ta KiHematorpada npegctasuB O. Baky-
ntok (2023), 3ocepeauBLLMCh HA 3MiHI aK-
TOPCbKOI TEXHIKM MNif BMIMBOM TEXHIYHUX
iHHOBALLi, 30KpeMa NosiBU 3BYKY Y KiHO.

BaxnuBicTb siKicHOT npodpecinHoi nia-
roToBKM Onsi hOpMyBaHHA akTopa Ho-
BOTO TMOKOJIIHHSA T'PYHTOBHO PO3KPUIIK
y cBoeMy gocnigxeHHi O. JleBYyeHKo Ta
10. JlutBuHeHKo (2019). ABTOPM He nnLle
BM3HAUYUM KJTHOYOBI PUCK CYyYaCHOrO BU-
KOHaBLs, arne i Haronocunu Ha noTpeoi
onaHyBaHHSA LUMpOKoro Habopy 3acobiB
CLleHiYHOI BMpasHocTi. [OMNOBHIOE L0
nyMKy poboTta M. bapHuua Ta H. lNopba-
yyk (2021), ne WOeTbCs NPO MOYaTKOBI
cTafil akTopcbkol poboTu. [ocnigHuku
aKLEeHTyBann Ha ysiBi fIK OfHIiN i3 npo-
BiAHWX KaTeropin y npoueci BHyTPiLLUHbOT
nifroToBKM aKTopa A0 BUMXOLY Ha CLEHY
Yu 3HIMaNbHUA MalJaHYKK.

A. MenBepeBa (2018) y cBoemy gochi-
IDKeHHI 3ocepeaunacsi Ha TexHikax nepe-
BTIJIEHHS], PO3MMIAHYBLUM TX AK CKJIagHMK
aKTOPCbKOT BMpa3HOCTi. ABTOpKa ak-
LileHTyBana Ha ToMy, Lo TpaHcdopmalis

Gavran, |., Chernsavska, V. The Actor's Work in Fantasy Cinematography:
Challenges, Methods and Technologies
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BHYTPILUHbOr0 CTaHy akTopa € BaroMoto
YaCTMHOK TBOPYOro MpoLiecy.

0. bespyuko, |. MaBpaH, H. Kopabnbo-
Ba, C. O6opcbka Ta I Yminb (Bezruchko,
Gavran, Korablova, Oborska and Chmil,
2024) y cBOEMY AOCHIAXEHHI PO3KPUIU
3HAYEHHSA CLIEHIYHOrO KOCTIOMa SIK BaX-
NIMBOrO efneMeHTa NpefMeTHOro cepefo-
BULLLA B KiHO Ta TeaTpi. ABTOpM npoaHa-
nisyBanu, Ak KocTioM cpopmyBaB o6pas
nepcoHaxa, nigKpecnioBaB enoxy Ta
CMpUSIB FapMOHIMHOMY MOELHAHHIO aK-
TOpa 3 MPOCTOPOM CLEHW.

Y nponoBxeHHs Liei Temu O. Bespyuko,
I MorpebHsik, H. KopabnboBa, C. O6op-
cbka Ta I YUminb (Bezruchko, Pogrebniak,
Korablova, Oborska and Chmil, 2024) no-
cnigunu posb cueHorpadii sk KoMnosu-
LiHOT Ta XY[,0XXHbOI OCHOBW CLeHIYHOro
npocTopy. ABTOPY BU3HAUMMK, LLO caMe
cueHorpadiyHe pileHHsi 3abe3nevyBaro
LislicHICTb BMCTaBU, BNAIMBAJNO Ha rnapa-
LUbKe CNpUUHATTS W nigcunoBano gpa-
MaTypriyHy igeto.

Po3lumpeHHa MeXx ayfioBi3yanbHOro
MUCTeLTBa B ymMoBax LUcpoBOi enoxu
aHanisyBanm 0. bespyuyko Ta 0. AHiki-
Ha (Bezruchko and Anikina, 2021). BoHu
OKPEeCNNIM OCHOBHI 0COGNMBOCTI LbOro
BUIY MUCTELTBa, MOr0 HOBWU3HY Ta Mo-
TeHUian BMAWBY Ha CNPUUHATTS peasb-
HOCTI. IXHi crnocTepexeHHs € 0cobnnBo
BaX/IMBMMMW B KOHTEKCTi 3MiHM cnocobiB
B3aeMofil Mi>XX MUTLLEM | TsAgavYeMm.

AKTyanbHy TeMy MO€OHaHHS MUCTe-
UTBa 3 BIPTYyaNbHUMM TEXHONOTIAMM
BUcBiTAUNa B. BonuHeupb (2023). Y cBo-
" poboTi pocnigHMUs PO3rasiHyna iH-
Terpauito BipTyanbHOI Ta [OMOBHEHOT
peanbHOCTI B XYOOXHi npouec fK iH-
Oukatop TpaHcdopMauii ycix cdep
cycninbHOro 6yTTs, 30Kpema KynbTypHu.
HatomicTb O. JleBueHko (2018) pocni-
Ouna TpaHcdopmMauito aynioBisyasnbHo-
ro MucTeLTBa Mif BMNIMBOM LMAPOBUX
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TEXHOJONi, a TaKoX akueHTyBana Ha
3MiHi MapagurM Xyf,0XXHbOro MUCTIEHHS
Ta npodpecivHoT AifANbHOCTI.

MpobnemaTtuka BipTyanisauii TBOpYoro
npocTopy npefcTaBfiieHa B [OCHIAKEH-
Hi 0. Tpau (2017), ska npoaHanisyBa-
Na 3MiHW Yy TBOPYOMY aKkTi Mif BNJMBOM
PO3BUTKY BipTyanbHOI peanbHocTi. i Bu-
CHOBKMW A,E€MOHCTPYHTb NMOCTYMNOBY 3MiHY
NpUPOaU XYLOXHbOI AiSNbHOCTI B YMO-
Bax Luudposoi fobu.

0. bespyuko Ta H. Kaumap (Bezruchko
and Kachmar, 2021) okpecnnnu Kno4oBi
TeHOeHUil po3BUTKY Cy4YyacHOro ykpaiH-
CbKOro KiHemaTtorpada, 3oKkpemMa TpaH-
cchopMmalito npodhecinHoro cepenoBuLLa,
PO3LIMPEHHS MepeXi He3aNexXHUX KiHo-
CTyAi Ta popMyBaHHA HOBOFO MOKOJIiH-
HS mMuTUiB. Lli npouecu cTBOpHOOTL MNe-
penymMoBu ofist rnbLumx 3MiH y npodecii
aKTopa, 30KpemMa 3pOoCTaHHSA BUMOT [0
TEXHOJIOMYHOI Ta XaHpPOoBOI aganTUBHOC-
Ti BUKOHaBLA.

OkpeMmy yBary cheHOMeHYy BipTyanbHOI
cuMynsaUiT ntoanHn NpuceATKB |. Muxanb-
yyk (2018), sikuit posrnsaas, K LMAPOBI
cepefoBuvlLa BIIMBalOTb Ha KOHCTPYHO-
BaHHA iJEHTUYHOCTI Ta MOJeNIoBaHHSA
peanbHocTi. Llen nornsn 6yB [OMNOBHe-
HU gocnipxeHHam K. LUuman (2023),
e haeTbcs MpPoO BUKOPUCTAHHA LMPo-
BUX TEXHOJIOTIN Y CTBOPEHHI MUCTELbKUX
dopM y BipTyasibHOMY NPOCTOPI.

MeTta cTaTtTi — npoaHanisyBaTu cre-
undiky poboTn akTopa y eHTe3ilHO-
My KiHemaTtorpadi, 3okpeMa B yMoBax
BUKOPUCTaHHSA LMPOBUX TEXHOMOTIN Ta
BipTyanbHOro npocrtopy. BusButu akty-
anbHi MeToAu aKTOPCbKOI FpW, TEXHiYHi
BUKJIMKKW, HOBI IHCTPYMEHTU npodoecin-
HOT MiOroTOBKKW, a TaKOX apanTalifHi
cTpaTerii poboTu akTopa, AKi gonomara-
IOTb BUKOHaBLEBi 36epiraTu BUpasHiCcTb
i NpaBaMBICTb y ribpMaHOMY cepefoBULL
deHTe3INHOro inbmy.

[aBpaH, |, HepHasceka, B. PoboTa akTopa
Yy (DEHTESINHOMY KiHEMaTOrpadi: BUKVIKK, METOOM Ta TEXHOMOT I
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OCHOBHUIN MaTepian fOCHif)KEeHHsA

beHTE3IMHUA XaHp Yy KiHeMaTorpadi
NPOWLLIOB TPUBANUIA LUNSAAX PO3BUTKY — Bif,
NPOCTUX eKpaHi3ali Kas3oK OO0 MacL-
TabHMX BMCOKOTEXHOJIOMYHUX MPOEKTIB.
Moro cTaHOB/EHHA HEepO3PUBHO NOB'A3a-
He i3 PpO3BMTKOM ayfioBi3yasibHOro Muc-
TeLTBa 3arasioM Ta 3MiHOK poJii akTopa
B npoueci KiHoBMpoBHMLTBa. 3a crioBa-
mu |. MaBpaH Ta 4. Monosoi (2019, ¢.182)
y cTaTTi «Ponb KiHemaTorpadpa y XuTTi
CyyacHol JtoauHW», «KiHeMaTorpad no-
CTIiHO AMBYE rNsafayva HOBUMU LOCSATHEH-
HSIMY, 30KpeMa HOBMMM MOKpaLLeHUMM
TexHiYHMMM 3acobamu Ta igesamu, ob'en-
HYIHOUM Halle cycninbcTBO». Came yepes
Lo ocobnmBicTb OEHTESINHWUI XaHp OT-
pvMaB Haf3BUYaNHy NOMyNAPHICTb, afXe
[laBaB 3MOry rfisigayeBi 3aHYPUTUCSA B iH-
LM, BUrafaHui CBIT, AKUA BUXOOUTb 3a
MeXi MOBCAKAEHHOro [OCBifY.

3rifHO 3 BMLLEe3a3HAYEHUM MOXHa
3poBUTU BUCHOBOK, WO deHTesilHe
KiHO — >aHp, wo 6anaHcye MiX MaTe-
pianbHOK peanbHICTO Ta BUragaHuMu
CBiTaMM, 4YacTO CTBOPEHUMM 3a [OrMo-
MOroK KOMM'FOTepHOI rpadpikun. Y Takux
yMOBax akTop 3MYLUEHUWI NnpaLoBaTh He
3 peanbHUMMM 06'eKTaMM UM NapTHepamu,
a 3 YMOBHMMMW 3HaKaMmu, iHOLi — B3ara-
ni 3 nopoxHeyeto. ToMy cneuundika rpu
nonsirae y 34aTHOCTI He JMLUe YSIBUTH,
a W BTINMTK B [OCTOBIpPHIN chopMi nogir,
AKi y peanbHOMY CBIiTi € HEMOXJIUBUMMU.

Y cyyacHoMy deHTe3ilHOMY KiHeMaTo-
rpacdpi akTop CTMKaEeTbCA 3 HEOOXIAHICTHO
apanTauil. Ak 3a3HayatoTb M. bapHuy Ta
H. Topb6auyk (2021, c.21) y cBoeMy [Ho-
CRiJXEHHI «AKTOpPCbKa MaMlCTepHICTb:
BiJl YSIBU [0 NePEBTINEHHSA», «K/THOYOBUM
MOMEHTOM Yy TBOPEHHI NMepcoHaxa € po-
6oTa aKkTopa B yaBi; 6e3 Lboro ckiagHu-
Ka TBOPYOro npoLecy akT nepeBTiNeHHs
HEMOXJIMBUI». Lle nigkpecntoe Baxu-
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BiCTb BHYTPIWHbLOI NiArOTOBKX Ta ysBU
B npoueci nepeBTiNieHHA. OcobnmBy posib
Biflirpae 34aTHICTb BMKOHaBUSA MpaLto-
BaTW 3 BNIACHOK YSIBOKO, afi)ke NOMY Mo-
TPiGHO He Nnwe BigvyTN cebe YacTUHOMO
BMWrafiaHoro CBiTY, a W NEpPeKOoHNIMBO ne-
pepaTtu ue rnsgavesi.

Oo npuknagy, y inbmi «Xo66iT»
(2012-2014) pexucepa [1. [xekcoHa
M. ®pimaH, rpatoun ponb binb6o ber-
riHca, npautoBaB Hag TuMm, Wo0 yepes
MiMiKy Ta XecTu nokasaTu cTpax i no-
IVB nepef riraHTCbKUM ApakoHoM CMo-
rOM, X04a Ha 3HiMaslbHOMY MaWAaHuMKy
3aMicTb ApakoHa byna nuule 3efieHa CTi-
Ha. Lle noTpebye rnMboKoro 3aHypeHHs
B YABHUIN KOHTEKCT, o6 emMouii BUrns-
Janvu npaBauMBO Ta opraHiyHo. PoboTa
3 yaABoto NoTpebye Bif KiHOaKTOpa FHyuy-
KOCTi MUCJIEHHSI Ta BMIHHA onepaTuBHO
3MiHIOBATM BHYTPILWHIN CTaH 3aseXHo
Bifl KOHTEKCTY cueHu. KpiM Toro, Bax-
MBO BMITK abcTparyBaTucs Bif peasnb-
HOro cepefoBuLLa, agxe TexHonoril CGl
Ta 3eJIeHOro eKpaHa YyacTo no36aBnsATb
BMKOHaBLA MOXJIMBOCTI 6aunTu Te, LWLO
HacnpaBpgi BioOyBaTUMeTbCS Ha eKpaHi.
BigTak akTop y KiHO CTae CBOEpigHMM
apxiTekTopoM 06pasy, akui BUOYyOoOBYe
CBii MepcoHax, CMMpPalynCb Ha BHY-
TPILLHI yABNEHHS, iHTYiLito Ta goceig,.

Y cTatTi «TexHika TpaHcdopmauii sk
cBoepigHa cpopma nepeBTINEHHA aKTo-
pa» A. Mensenesa (2018) pgocnioxye
rNMBOKi MCUXOJIOTiYHi acnekTu akTop-
CbKOI rpu, 30KpeMa posib Macku fiK iH-
CTPYMEHTY MepeBTiNeHHA. Ha i1 aymky,
«BapTO TAKOX 30CepeauTUCs Ha MCUXOo-
JIOriYHOMY MeXxaHi3Mi MackKu, AKUIA nons-
rae B TOMy, IO BUKOHaBeLlb, OAATHYBLLM
1, NepeBTINOETbLCA Ha IHLIOro, @ TaKoX
3[aTHWUI BUKOHYBATW Aii, IKi HEMOXJ/INBI
y NOBCSAKAEHHOMY XMWTTi». ABTOpKa Mif-
Kpecnioe, WO Macka He Niuwe 3MiHHe
30BHILLHIN BUINSL aKToOPa, asne 1 BrvMBae

Gavran, |., Chernsavska, V. The Actor's Work in Fantasy Cinematography:
Challenges, Methods and Technologies
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Ha MOro BHYTPILHINA CTaH, garum 3Mory
BUBIJIbHUTU TBOPYMIN MOTeHUian i BTiNK-
TW NepcoHaxa, skui moxe 6yTu pane-
KUM Bijf, ocobucTocTi BMKOHaBUA. Llen
npouec TpaHcdopmalii € KIYOBUM
LN CTBOPEHHSI MepeKoHNUBOro obpasy,
0COGNIMBO B XaHpax, fie peasibHiCTb mne-
penniTaeTbca 3 haHTasielo (Meneenesa,
2018, ¢.22).

BisyanbHi edektn Ta TexHonorii CGlI
y cyyacHOMy dpeHTe3i cTanu He nuwe
[LEeKOPaTUBHUM iHCTPYMEHTOM, a U BaXx-
NMBUM 3acoB60M aKTOpCbKOT TpaHcdop-
Mauiii. Taki o6pasu, ik MicTik i YygoBuch-
KO, € NMOKa30BUMM MPUKIafaMyu CUHTE3Y
XMBOI FpU Ta LMPOBOro NepeTBOPEHHS.
3okpeMa, cknagHoto 6yna pobota P. Po-
MelH y Tpunorii «Jltogu lke» (2000—2006)
pexucepa b. CiHrepa, oe akTopka BWKO-
Hana ponb MyTaHTKM MicTik. Ak ngeTbcs
y CTaTTi, PO3MIiLLEHIN Ha IHTEepHET-pecypci:
«3 TONMOBM [0 Hir Ha Hin 6yno mavxe
70 caMOKNeNHNX CUMIKOHOBKX MPOTESIB,
a Bce 1T Tino nodapboBaHe B CUHIN Kosip
[.] Mepwunit pas ue saitHano gecaTb ro-
OVH. 3pewTolo, HaMm BHanocs CKopo-
TUTM yYac [O LUEeCTU-BOCbMU TFOLUH»
(X-Men: Production Notes, n.d.). Came
Takui piBeHb (PisnYHOI Bigaadi faB 3Mo-
ry JOCArTU Bi3yasibHOI AOCTOBIPHOCTI Ta
edbeKkTHOI AuHaMikn obpaasy.

L. CriBeHc, BUWKOHYytOuM ponb Yypo-
BuUcbka y hinbMi «KpacyHs i Yypnosuch-
ko» (2017) pexucepa b. KoHgoHa, Takox
npautoBaB i3 TEXHOJNOTISIMWA 3aXOMJIEHHS
pyxy. ¥ ctaTTi «"KpacyHs i YypoBucCb-
ko" no Toro, Ak CGl BurnapgaTtume 30BCiM
iHakwe» E. MaTepa (Matera, 2017) untye
cfoBa camoro akTopa: «5 6yB ycepeauHi
uiel 18-kinorpaMoBOi KOHCTPYKL,i, BKpU-
TOI CIpOO NAWKPOK Ta MapKepHUMU LAT-
kamu» (2017). . CTiBeHC nepecyBaBcs Ha
Xo[ynsix, Wob 36epiratv aHaTOMIiYHy npo-
nopuinHicTe nepcoHaxa: «KoXxHi Kinbka
TUXHIB A 3axoOMB Y criewianibHy KabiHky,
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i Moe 0651Myust obnpuckyBanu NpubNnsHo
10 000 ynbTpadbioneToBux TO4YOK». [lns
3anvcy MiMikKu BMKOPUCTOBYBAM LOECAT-
KM Kamep i cneuianbHy dapby, Lo Bigou-
Bana ynbTpaddioner, faloum 3Mory Tou-
HO nepefaTu eMOLiiHy BMpPa3HicTb. Llen
npuKnag LEMOHCTPYE, L0 HaBiTb B YMO-
BaX 3Ha4yHOro PisUYHOro HaBaHTaXEHHS
MUTelpb 3[aTeH TPaHCMIOBATU HIXHICTD,
CYM 4M rHiB Yyepe3 oOMeXeHy, ane CKOH-
LLEHTPOBaHY MiMiKy.

OcobnuBy yBary BapTO 3BEpPHYTU Ha Ti-
NECHICTb KiHoakTopa: y dheHTe3inHOMY
dinbMi MOro Tifo YyacTo NoCTae siK HOCIN
[0JaTKOBOrO CMUCJ/IOBOr0 HaBaHTaXEH-
H$1, BOHO MOAMIKYyETbCS 3a [LONOMOrOH
rpumy, KocTiomiB, CGl, ogHak BogHo4yac
Mae 36epiraTM aBTEHTUYHY BMPA3HICTb.
Y cueHax 3i CKJIafHOK MNacTUKOK, Ha-
npuknag y ponax enbdis, marie abo
iHOMMIaHETHMX iCTOT, aKkTopcbka isnka
CTae BuMpilWasbHO — caMe BOHa 3abes-
neyye BisyasibHy JIOTiKYy YSIBHOFO CBITY.
Ak 3asHavae A. Miuuo (Pizzo, 2016, p.2)
y CTaTTi «AKTOpM Ta akTopcbka MaWc-
TEPHICTb Y 3aXOMJIeHHI pPyXy», «TepMiH
"3axoMjeHHs BUKOHaHHSA" 3a3BUYaln CTO-
CYETbCS CUTYyaLill, KON BUKOPUCTOBY-
€TbCA HANTOYHILLA cUCTEMA, Ika Ma€ Ha
MeTi 3adhikcyBaTu BCi HLOAHCU NFOACbKUX
LN, Wob BiATBOPUTM He NnLLE pyX, ane i,
AKLLLO MOXHa TaK cka3aTu, MOTMBaLito Ta
CMUCI, WO CTOATb 3a HUM». Lle noTpe-
6ye rmMMOOKOro ycBiAOMNEHHS pyHKLio-
HyBaHHA Tina akTopa B KOXHOMY Kafpi:
BMKOHaBeLb Mae nepebyBaTu y cTaHi no-
CTINHOI TiNECHOT KOHLLEeHTpaLil.

[ocBig akTopiB y Takux difibMax, siK
«Bonogap nepcHiB» (2001-2003) pexu-
cepa IN. xekcoHa, «XpoHiku HapHii: Jles,
YyakJiyHka Ta wWwadha» (2005) pexwucepa
E. AnamcoHa uun «ABaTap» (2009) pexu-
cepa [x. KemepoHa, OEMOHCTpYE, L0
aKTOp Mae He J1lle B3aEMOLIATU 3 BU-
rajaHuMm cepefoBulLEM, a 1 CTBOpHOBa-

[aBpaH, |, HepHasceka, B. PoboTa akTopa
Yy (DEHTESINHOMY KiHEMaTOrpadi: BUKVIKK, METOOM Ta TEXHOMOT I
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TW 0ro Yepes BnacHy gito. Tak, E. Cepkic,
AKWUIN BUKOHYBaB ponb [onnyma y Tpuno-
rii «Boniofap nepcHiB», BUKOPUCTOBYHOUM
TEXHOMOrit0 3axonneHHs pyxy (motion
capture), cTBOpMB 006pa3s, SKUA ORHO-
YacHO € MpoJyKTOM LMdpPOBOro mopne-
NIIOBAHHA Ta MMOOKOro MCUXOMOriYHO-
ro BTineHHs. Moro mimika, nnactuka Ta
ronoc ccopMyBanu MOBHOLIHHUIA fpa-
MaTUYHWUIA NEepCcOoHaXx, WO BUXOAWUTb 3a
MeXi TEXHIYHOro eKcrnepumeHTy. AKTOp
npawtoBaB Yy crnewiasbHOMY KOCTHOMi 3a-
XOMNEHHA pyxiB, aKTUYHO CTBOPHOOUU
nepcoHaxa, KU BUHUK 3 TiNIeCHOCTI, ro-
JIOCYy Ta eMOLIHOrO fianasoHy.

Y deHTesiHOMY KiHemaTorpadi, ge
peanbHiCTb € YMOBHOW, 0cobnMBe 3Ha-
YeHHS Mae NMPOCTOPOBE MUC/EHHA — He
AK hisnyHe, a SK CUMBOJIYHE, KOTHITUBHE
noHATTA. Llen nigxin 36iraeTbca 3 NiHrBi-
CTUYHUM BayeHHsIM NpocTopy Yy deHTesi,
BUKNIAAEHUM Yy JochnifxeHHi «KoHuen-
TyanbHa KaTeropisi MpocTip MOX/UBOro
CBITY y TBOpax doeHTe3i» |. AnekcaHapyK.
ABTopka nigkpecntoe: «Kateropis [MPO-
CTOPY nocTae ofHiEl0 3 OCHOBHMUX Ka-
Teropin 6yTTs Ta iCHyBaHHS NOANHMY, | Te,
AIK BOHU CMIPUAMAlOTbCA Ta KOHLenTyani-
3YyI0TbCH, 3aNIeXUTb Bif 6aratb0X YMHHU-
KiB (gocBigy, KynbTypu, BiKy, TpaguLin)»
(Anekcangpyk, 2015, c.4). Ona muTtus
e 03Ha4yae HeobXigHICTb BXO)KEHHA He
nve B KOHKPETHY CLEHIYHY cuTyaLito,
a B LiNliCHY cucTeMy YMOBHOCTEW, NpuUTa-
MaHHY BUrafilaHoMy CBiTY.

KiHoakTop, AKWMiA npautoe y deHTesin-
HOMY cepefoBWLli, Mae BTINOBaTU He
06'ekTH, a cuMBONM — naHpwadT cTae
penpeseHTaLielo MCUXOJIONYHOro cTa-
Hy, ApaMaTWYHOI Hanpyrn abo 3MiLLeHol
€TUYHOI cucTtemMun. Y LbOMY KOHTEKCTI
npocTip, Ik 3a3Havae |. AnekcaHppyk
(2015, c.4), He nuLIe onNUCye KOOPAMHATM
Oil, a 1 «BMilWye NOOUHY, Te, WO Nau-
Ha cTBOploE HaBkoJNo cebe». Came TOMy
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3[0aTHICTb BMKOHaBUA BiAYyTM U eMO-
LiMHO iHTerpyBaTuca B KOHLENTyaslbHY
KaTeropito NpocTopy BU3Hayae npaBau-
BiCTb eKpaHHOI B3aeMof;l.

AKTOpCbKa MPUCYTHICTb Yy dbeHTesilHOo-
My KiHO 36epirae CBO BMPAasHICTb HaBiTb
nonpu uudpoBy TpaHcdopmaLito npo-
ctopy. MpoTe ansa Toro, wob 6yTn nepe-
KOH/MBUM Y TEXHOJIOMYHO CKOHCTPYMO-
BaHOMY CBITi, BAKOHaBeLb Ma€ BOJIOLITU
He NnuLLe TiNIOM i rofIocoM, a M cy4YacHoH
NpodoecinHOo KOMMETEHTHICTIO, cdpop-
MOBaHO0 B HOBMX OCBITHiX yMoBax. Came
TOMY KJIHOYOBY POfib Y CTAHOBJIEHHI aK-
Topa HOBOro MOKOJIHHA Bigirpae nigro-
TOBKA, OPiEHTOBaHA He JILLE Ha CLEHY Yn
HaTypy, a Ha WnpLuni hopMaT — BKIIFOYHO
3 po6oTOO y BipTyanbHOMY CepefoBULL,
00pobKoto 300paXkeHHs Ta B3aEMOJIE0
3 «MOPOXHIM» KaJpOM.

Ak 3a3HayvaroTb O. JleBueHko Ta 0. JluT-
BMHEHKO Yy AocnigxeHHi «Ponb npode-
CiHOT OCBITU Yy (hOpMyBaHHiI Cy4YacHOro
aKTopa», «CTae MPUHLMMNOBO BaX/UBOIO
Taka opraHisalisi HaBYaHHs, 3a KOl aK-
TOp € cyb'eKTOM [HisiNIbHOCTI Ta MOXe ca-
MopearnisyBaTuca BifgnoBigHO 00 BNacTu-
BUX NOMY iHOMBIOYaNbHUX Mi3HaBasIbHUX
MoxsimBocTen» (2019, c. 21). Llei npuH-
uun ocobnuBo BaxIMBMN Yy UMdPOBY
€ernoxy, ie KOXHa posib Moxe noTpebyBaTu
Pi3HOro MNoeAHaHHA K/TACUYHMX | HOBITHIX
TexHiK — Big isnYHOI rpu y cknagHoMy
rpumi fo abcontoTHO abeTpakTHOI Al ne-
pen 3eN1eHNM eKpaHOM.

CyuacHi HaBYanbHi NporpaMu MatoThb He
nvwe chopMyBaTM pemMecnio, a HaB4YaTu
aKToOpa MUCIUTU KOHTEKCTYyasnbHO: po-
3yMiTW BUMOTM 31WOMKM Y CGI, npuHUmnu
VR-B3aeMo/ii Ta OCHOBM MOHTaXHOoT J10-
rikv. Ak nigKpecntolTb aBTOPU, «NpoLec
HaBYaHHSA CYTO iHOMBIAYaNbHWUIA | Nepeg -
6ayae BUKOPUCTAHHSA Pi3HOMAHITHMX
dopmM Ta MeToAiB HaBYaHHA» (JleBYEHKO
Ta JlutBnHeHko, 2019, c.21), Wo MOBHi-

Gavran, |., Chernsavska, V. The Actor's Work in Fantasy Cinematography:
Challenges, Methods and Technologies
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CTHO Bignosifae cyvyacHoMy dbeHTesii-
HOMY KiHOMpoOCTOpY, A€ Bif aKkTopa oui-
KYIOTb fIK akafgeMiuyHOl OUCLMMIIHK, TaK
i THYYKOT TBOPYOT afanTUBHOCTI.

CTpPiMKMIA pPO3BUTOK LMAPOBUX TeEX-
HOJIOTi He NuLe 3MIHKE IHCTPYMeHTa-
pin KiHemaTorpada, a ¥ NepeocMMUCIIOE
camy npupoLy aKTOPCbKOI MPUCYTHOCTI
Ha ekpaHi. 3okpeMma, gepani akTyasnbHi-
WKnM cTae deHOMEH TaK 3BaHOro «Lud-
poBoro 6escMepTa» — ABULLA, KONM 3a
pornomoroto CGl MOXJIMBO BiATBOPUTH
30BHIWHICTb i Py aKkTopa, HaBiTb nicns
noro cMepTi. ¥ cTaTTi «<ABaTap pexucepa
" undpose 6escmepTs: 5k CGl 3miHoe
iHOycTpito KiHo» (2025) . KatepuHuy
HaBoAMTb Mpuknag i3 dinbmy «byHTa-
pi oauH: 3opsHi BiiHW» (2016), y AkoMy
«BigTBOPUMNM MNpuHUecy Jleto (K. diwep)
Ta rpaHgmodba TapkiHa (M. KywuHr) no-
npu Te, wWo obuaBa akTopy MOMEpPSU»
(2025). Taka npakTuKa, 3 OQHOrO GOKY,
BifIKpMBa€ HOBI FOPU30OHTM OJ1s iHAYCTPIl,
a 3 IHWOro — BMK/MKAE HWU3KY E€TUY-
HMX, MPABOBUX i XY[QOXHIX MUTaHb: XTO
€ CrpaBXHiM aBTOpPOM Takoro obpasy —
KIHOaKTOp, TEXHONOriA Y/ KOMaHAa aHi-
MaTopiB, a TAaKOX Y/ MOXHa BBaXaTu Lie
rpoto B MOBHOMY PO3YMiHHi. fK BJY4YHO
nigcymoye 1. Katepunuy, «CGIl-Bupob-
HMLUTBO — OJHA 3 HaWLiKaBilUUX BEPLUVH,
AKi  KIHOMUCTELUTBO  MigKoptoBaTUMe
y XXI cT.» (ABaTap pexwucepa i undpose
6escmepTs, 2025).

®YHKLUIOHYBaHHA akTopa B KiHemaTo-
rpachi B yMoBax BipTyaslbHOr0O NpocTopy
notpebye He nuLLE TEXHIYHOT MiAroTOBKM,
a " rnmMbokol mncuxonoriyHol aganTtauil
[0 cepefoBULLa, SIKe BidyanisyeTbcs 3a
pornomoroto undpoBux 3acobis. BipTy-
anbHa peanbHICTb CTBOPHE HOBY MO-
Lenb CNPUNHATTS, Y AKi BUSHAYaNIbHUM
CTae MexaHi3M 3anyyeHHs cy6'ekTa o
nofin, Wo He MaroTb Qi3UYHOro aHasno-
ra. Ak niakpecntoe B. [lynak (2013, c.88)
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y cTatTi «CouianbHO-MNCUXONOriYHI 3a-
cafu BipTyaslbHOI peanibHOCTI», «CUMY-
NS0 MOXHa TpakTyBaTWU SIK Mapagur-
My €roxw, L0 3HaXOAWUTb y BipTyanbHin
peanbHOCTi CBO€ HanbinblW sickpaBe
" HaoYHe BTiNeHHsA». [1nA BUKOHaBLA Lie
O03Hayae nepexin Bif iHTepnpeTauil Xu-
BOI fiICHOCTI 40 B3aeMOfii 3 YMOBHOHO,
LUTYYHO CTBOPEHOK Bi3yaNlbHOK CTPYK-
Typoto, Oe TpaguuiiHi ysBEHHS Mpo
€KpaHHY MPUCYTHICTb i TiNeCcHiCTb aKTo-
pa noctynaroTbcsl MicLeM LndpoBin pe-
npeseHTaw,il.

Y pocnigxeHHi «TpaHcdopmMalia TBop-
YOCTi Y KOHTEKCTi PO3BUTKY TEXHOJIOTIN
BipTyasnbHOI peanbHocTi» [0. Tpau (2017,
c.44) Haronowye, WO BipTyasbHa pe-
anbHICTb «BTpayae CTaTyC TEXHOTeHHO-
ro SIBMLLA, WO HaNeXuTb BUHATKOBO A0
cdepun TexHikM, i cTae y NeBHOMY CEHCI
MeTadopoto, Lo fae 3Mory xova 6 y 3a-
rafibHUX pucax BU3HAUUTU KOHTYpU TUX
peanin  KynbTypOJIOTiYHOIO,  aHTPOMO-
noriyHoro i dpinocodcbkoro xapakTtepy,
3 AKUMU CTUKAETbCS, a FONIOBHE — 1 Haja-
ni CTUKaTUMETbCA NOACTBOY. Lle He nuwe
TEXHOJIOTIYHUIA MpOpMB, ane W UiHHICHa
3MiHa B KyNbTYpHi Napagurmi — MucTe-
LTBO Aefasi yacTille KOHCTPYHE He N1Lle
BipTyasnbHi o6pasu, a 1 HOBI TUMNK peasb-
HOCTI, e Xy[10)XHE MUC/EHHS NePEXOaNTb
y cdhepy undpoBMx 06YMCIEHD.

BucHoBKu

CyyacHui  peHTe3ilHUM  KiHemaTo-
rpach noTpebye Bif BUKOHABLA He NnLLe
rnMnboKoro  MCUXONONiYHOro  MepeBTi-
NeHHsl, a ¥ aganTauil 4O HOBUX TEXHO-
noriyHux cepegnosuy,. Lle € cBig4YeHHAM
HOBOT €py CUHTETMYHOr0 aKTOpPCTBa, e
MUTELb NpaLtoe pa3oM i3 TEXHONOTiAMY,
a He Bcynepey iM. PopMyeTbCA HOBa MNa-
pagurma, B fiKiv cnisnpausa 3 uudpoBu-
MU iHCTPYMEHTaMW € He MepeLuKofolHo,

[aBpaH, |, HepHasceka, B. PoboTa akTopa
Yy (DEHTESINHOMY KiHEMaTOrpadi: BUKVIKK, METOOM Ta TEXHOMOT I
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a HeoOxigHOK YMOBOK MpodecinHoro
iCHyBaHHS.

AHania Xy#oXHiXx MpakTWUK, 30Kpema
npuknagie nepcoHaxie ronnyma, MicTtik
Ta YypoBucbKa, 3acBifuye, WO cyyac-
HWUMA aKkTop Yy dpeHTesiiHoMy dhinbMi ya-
CTO 3MYLUEHUI npauoBaTn 6e3 3BUYHUX
orop Ha aekopallii, napTHepa 4u NpocTip.
Woro TBOpYICTb NOEMHYE eNeMeHTH Kna-
CWYHOT LLUKOSIN 3 HaBUYKaMW B3aeMofil
3 CGI, TexHONOrisiM1 3axoMyieHHs pyXy,
rpymMoM, Mackamu abo MoBHOM TX Bif-
CYTHicTIO. Y pesynbTaTi dopMyeTbCo
HOBMI TWUN NpOodeciNnHOI FHYYKOCTI: aK-
TOp 3[4aTHWM He nulle BiATBOPUTU €MO-
uito, a 1 agantyBaTu il o yMOB BipTYy-
aNbHOro MOHTaxy, uudpoBoro obpasy
Ta «HeXWBOI» B3aEMOSl.
TpaHcdopmauia npodpecii  akTopa
y deHTesinHOMY KiHemaTorpacdi € Ha-

CMUCOK BIBJ1IOrPA®IYHUX MOCUJIAHD
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cnigKoM wupwmnx 3MmiH y cdepi aygio-
Bi3yanbHOro MucTeuTBa. BingTtak nepep
BMKOHABLSIMW NMOCTalOTb HOBI BUKJIVKM:
TEXHiYHi, MCUXOMOTiYHi, eTUYHI N OCBITHI.
OcobnnBoi akTyanbHOCTi HabyBae npo-
6nemMa nigroToBKM MWTUS: KJlacM4yHa
cMcTeMa OCBITU BXe He 3 aTHa MOBHOK
Mipoto 3abe3neynT HaBUYKM, HeobXig-
Hi ons po6oTu B LMcpoBOMY cepeoBM-
wi. CboroHi KiHoakTop Mae onaHyBaTu
He N1Le CLEHIYHY TEXHIKY, @ N 3HaHHSA
npo motion capture, BipTyanbHi Aeko-
pauii, cuHxpoHisauito 3 rpacikoto. Lie
nepenbayae OHOBJIEHHA HaBYalbHUX
nporpam, 3any4yeHHsi MynbTUAUCLUMIII-
HapHUX nigxogiB i dopMyBaHHA HOBOI
neparoriyHoi mogeni, y SKin BUKOHa-
Bellb MOCTae He nulle SIK iHTeprnpeTa-
TOp poni, a i AK aKTUBHUI cniBTBOPELb
MegiapeasnbHOCTi.
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Abstract

The purpose of this research is to analyse peculiarities of acting in fantasy cinematography in the context of
the rapid development of digital technologies; to study the transformation of acting techniques in connection
with the introduction of virtual production, motion capture, CGI and other innovative tools; to examine the
challenges faced by actors when performing roles in fantasy films with a large number of conventional
and digital components, including the psychophysical preparation of actors when working with imaginary
objects and the maintenance of emotional authenticity in a virtual environment. Research methodology. This
article employs the following methods: theoretical — to analyse modern scientific sources on acting, visual
arts and technological film production; analytical — to study specific examples of fantasy films that illustrate
the transformation of acting techniques; comparative — to define differences between traditional acting and
its forms in the context of digital technologies; historical — to highlight the stages of evolution of the fantasy
genre; visual — to analyse acting techniques related to interaction with graphic objects. Scientific novelty.
For the first time, a comprehensive study of acting in fantasy cinematography in the context of the use of
advanced digital technologies is conducted. The adaptive strategies of actors that enable the preservation
of authenticity and emotional truthfulness within virtual cinematic space are identified. Conclusions. The
study demonstrates that fantasy cinematography creates new conditions for the actor's presence on the
screen. The use of CGI, motion capture and virtual production transforms not only the visual appearance of
a film but also the very process of character creation. The conducted analysis shows that acting in fantasy
cinema extends beyond the boundaries of the classical acting school. In spite of the increasing role of
technology, human presence and acting intuition remain key factors in cinematic fantasy.

Keywords: film actor; fantasy; motion capture; virtual production; CGI; digital technologies
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Abstract

The purpose of this research is to determine the specificity of the
director's use of the solo scene as a dramaturgical element in constructing
character and subtext in fiction film; to ground the classification of this
technique as a component of director's methodology; to differentiate
between the concepts of “solo scene” and “interstitial scene” in the context
of the narrative development in audiovisual works. Research methodology.
The study employs the following methods: theoretical analysis (to review
source materials on the chosen topic), terminological method (to define
the key concepts of “solo scene” and “interstitial scene” within the scope
of the research), comparative method (to illustrate differences in the use of
dramaturgical tools in selected audiovisual and literary works), hypothetical
method (to identify directorial instruments for narrating character through
solo scenes), generalisation (to formulate conclusions). Scientific novelty. For
the first time, specific narrative techniques used to construct character and
subtext within solo scenes are identified. The manifestations of the protagonist
in scenes of solitude are studied not as an aspect of the actor's work alone
but as a meaningful director's statement, where the director serves as the
carrier of the film's conceptual message. Conclusions. This study reveals
the functional and dramaturgical differences between interstitial scenes and
solo scenes within audiovisual works. It is shown that solo scenes, despite
being written into the script and largely dependent on performance, function
as a director's tool for narrating character. Based on examples from character-
driven narrative films, this research identifies concrete means of expressing
subtext through solo scenes: the character's solitary action, their existence
within space, habit, point of view and atmospheric contrast.
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Statement of the problem

The creation and development of
a character in feature film has long been
a subject of interest within the interna-
tional academic community, yet it has
only recently begun to receive attention
in Ukrainian academic discourse. Today,
the dramaturgical technique of the solo
scene is not widely employed in national
filmmaking, as such moments are often
categorised as "interstitial" and consid-
ered insignificant to the narrative. As
a result, the potential of scenes in which
the character is alone remains underuti-
lized, leading to the frequent production
of films featuring conventional, mask-
like characters lacking personal traits,
psychological depth, and credible hu-
man complexity, thereby narrowing the
range of meanings the authors embody
in their works.

One of the key means of approaching
a holistic understanding of character
is observing their behaviour both with-
in social environment and alone. While
instances of the first type are common
in cinema (as the character's interac-
tions drive the narrative forward), mo-
ments of solitude are often overlooked,
depriving the viewer of the opportunity
to compare the character's behaviour-
al patterns across different contexts.
However, solo scenes can provide such
insight.

For directors seeking to integrate soli-
tary moments into the broader narration
of character, it is essential to understand
their functions and specific applications
within the audiovisual form. Such a ne-
cessity defines the relevance of the pres-
ent study, whose results may be of prac-
tical value to authors of character-driven
narrative films.
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Recent research
and publications analysis

A distinct definition of the concept of
the character-driven film and its differ-
ences from the plot-driven film, as well as
the fundamental principles of construct-
ing such narratives, was formulated by
A. Horton (1994) in the work "Writing the
character-centered screenplay”.

Building upon A. Horton's research,
A. Khimich (2024) examined the phenom-
enon of subtext in fiction film and direc-
torial techniques for its creation, and also
introduced the term “solo scene" into
Ukrainian academic discourse.

I. Gavran and V. Dombrovska (2019) ex-
plored unique human behaviour and em-
bodiment as a tool for an actor to conduct
a psychological analysis of their role. The
character's on-screen costumes were
researched by O. Bezruchko, I. Gavran,
N. Korablova, S. Oborska and H. Chmil
(2024a); the sets of the audiovisual work
were researched by O. Bezruchko, G. Po-
grebniak, N. Korablova, S. Oborska and
H. Chmil (2024b).

The principle of conflict and plot density
in narrative, discussed by R. Shyrman and
D. Berdnikov (2022), is complemented by
the diametrically opposing view of V. Vit-
riv (2024), who in his article considers
dedramatisation as a key author's meth-
od for interpreting events and revealing
character in film.

The multi-level communicative function
of film from a semiotic perspective was
examined by R. Barthes (1973), who fo-
cused on the elements enabling the au-
thor to convey meaning at different levels.
The scientist's works were later recon-
sidered by R. Shyrman, S. Kotliar, and
A. Suprun-Zhyvodrova (2018); I. Gavran,
S. Stoian, M. Rohozha, I. Vilchynska,
K. Pletsan (2023); H. Chmil, N. Korablo-
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va, 0. Bezruchko (2024); H. Chmil, N. Ko-
rablova, O. Bezruchko, N. Zhukova (2024),
who grounded the presence of cine-
matographic signs within the film and
the principles of their interpretation by
the viewer.

A. Sarris (2023) analysed the principles
of the author's expression in audiovisual
works, one of which is the viewer's active
participation and intellectual engagement
during viewing as a necessary condition
for successful communication with the
filmmaker. O. Bezruchko and O. Fedorova
(2024) analyzed K. Nolan's film “Tenet".

Means of cinematic realization were
further addressed by R. Spadoni (2020),
who defined the concepts of atmosphere
and style.

Purpose of this research. To study the
stated issue, it is necessary to analyse
the manifestations of character in both
plot-driven and character-driven films,
as well as their influence on narrative de-
velopment in each case. This study aims
to distinguish the concept of the solo
scene from that of the interstitial scene
and to demonstrate the importance of
their use in achieving a full depiction
of the character in feature film. Having
substantiated the classification of solo
scenes as a directorial instrument, the re-
search seeks to identify specific methods
of subtext narration through which the
character's personality is revealed.

Main research material

Most scenes in narrative film typically
depict interaction between characters:
dialogue, confrontation, and active be-
havior. Through these events, the central
intrigue and plot structure unfold, with the
viewer observing an active protagonist
pursuing a clear goal within a three-act
sctructure full of obstacles. Such films
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are defined by A. Khimich (2024, p.31) in
his thesis “Subtext as a directorial tool in
narrative cinema" as “plot-driven films".
In these narratives, the key events con-
stitute the fabula as the primary focus of
both the audience and the author. In sto-
ries constructed upon functional charac-
ters, any information that does not con-
tribute to advancing the plot is deemed
superfluous.

For example, in the film Heathers (1988,
directed by Michael Lehmann), all infor-
mation about the protagonist, Veronica
Sawyer, relates either to social status or
romantic relationships — the central plot
lines. Every scene contributes new in-
formation that propels the story forward.
Even moments in which the protago-
nist is alone serve to develop the main
intrigue by depicting reactions to prior
events or proposing solutions related to
the central conflict. Other solitary scenes
are interstitial, functioning to establish
atmosphere or to shift between locations.

In “Making a good script great", a screen-
writer L. Seger (2011, p.139) states that a
scene must “either move the story for-
ward, reveal character, develop the idea,
or build a visual image." In plot-driven
films, moments of solitude tend to prior-
itize advancing the intrigue rather than re-
vealing the character. Yet exceptions exist.
In Uptown Girls (2003, directed by Boaz
Yakin), the opening sequence depicting
Molly Gunn preparing for her day reveals
not only her financial situation but also her
amiable nature. Although this scene adds
little to the narrative arc, it nonetheless
develops character before the plot un-
folds; later solitary scenes primarily depict
her reactions or transitions.

Thus, in plot-driven cinema, non-inter-
active scenes may reveal character dur-
ing exposition, while later they primarily
serve to develop the intrigue or function
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as atmospheric interstitials. Howev-
er, there are films in which dramatur-
gy — which R. Shyrman and D. Berdnikov
(2022, p.204) in “Manifestations of Dra-
ma in Feature Films" describe as “the
way of organizing the material and meth-
ods of stimulating the viewer's interest ...
as well as the methods that trigger the
viewer's emotionality and empathy.” — is
constructed not through active conflict
but through observation of the character
in solitude. In such works, the protago-
nist's private moments reveal unexpect-
ed or non-plot-related dimensions of
personality.

For instance, the film A Coffee in Berlin
(Oh Boy, 2014, directed by Jan-Ole Gerst-
er), when summarised, is about a young
man, Niko Fischer, attempting to drink
a cup of coffee. In a plot-driven version
of this premise, every scene would con-
tribute directly to this goal. Gerster, how-
ever, foregrounds character rather than
action: the personality of Niko becomes
the true locus of meaning, while the plot
merely provides movement. This thought
is supported by V. Vitriv (2024, p.185)
who, studying this work in his article “The
principle of dedramatisation in arthouse
films as the director's approach to the in-
terpretation of social reality" notes that in
this film, the main plot does not influence
the protagonist's development but forms
a metaphorical image of his inner state.
The principal transformation and devel-
opment thus occur not within the plot but
in the viewer's gradual comprehension
of Fischer's character, which the author
reveals through a series of peculiar sit-
uations. In this context, scenes in which
the protagonist is alone become no less
significant, as they expose another, previ-
ously unseen dimension of the character
at moments when he is not influenced by
his surroundings. That is why the film in-
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cludes episodes where the protagonist is
lost in thought (and the viewer can only
speculate about the subject of his reflec-
tion), wanders aimlessly, or, for instance,
tries to buy a ticket from a broken termi-
nal — all of which emphasise not the im-
mediate actions of Niko but the way how
those actions unfold. The character does
not simply “go to the train station”; he in-
explicably picks up a stick (like a child),
smokes along the way, and appears to
remain in a continuous inner process of
thought that the author never fully dis-
closes, thereby compelling the viewer to
look ever deeper into him.

Films like A Coffee in Berlin, in which
a plausible and dynamic character forms
the core of narrative structure, are defined
by A. Horton (1994, p.2) in his work "Writ-
ing the character-centered screenplay” as
character-centered. When viewing such
films, the viewer's attention is drawn less
to the protagonist's ultimate goal and
more to the process itself, to the particu-
lar ways in which the individual portrayed
in the story moves forward. Consequently,
both the author's and the audience's fo-
cus is directed toward the character, and,
according A. Khimich (2024, p.81) the
meaning of such films lies in understand-
ing the person on the screen: their mo-
tives, their attitudes toward other char-
acters, and so forth. A pertinent example
is Krzysztof Kieslowski's Three Colors:
Blue (1993), which tells a story of a wom-
an coping with the loss of her family. The
feeling of grief, which at first seems sim-
ple and comprehensible, becomes per-
sonified and increasingly complex as the
film progresses, since Julie expresses it
in various — sometimes entirely unex-
pected — ways. She undergoes trans-
formation throughout the story without
having any explicit goal along this path,
and the nature of this transformation is,

Kotliar, S., Harmash, Ye. Methodological Specificity of Using Solo Scenes
as a Director's Tool for Character Narration in Fiction Film



BicHWK KWIBCLKOrO HaLIOHANbHOrO YHIBEPCUTETY KYNbTYPU | MUCTELTB.

Cepig: AynioBigyabHe MUCTELTBO | BUPOOHULITBO

without doubt, the central focus of the
director's attention. Thus, by decipher-
ing the protagonist on screen in a char-
acter-centered (or character-driven) film,
the viewer approaches the author's intent,
while the plot narrative itself performs
merely a supporting function.

Similarly, such narrative principles also
function in literature, e.g. in J.D. Salin-
ger's (2025, p.57) novel Franny and Zoo-
ey. Referring to his work as a “prose home
movie", the author implicitly suggests its
affinity with cinema and employs tech-
niques characteristic of audiovisual art
throughout its composition. Much like
character-driven films, the novel's pro-
tagonists lack a clearly articulated goal,
relatively few external events occur, and
Salinger (2025, p.202) reveals the central
intrigue well before the climax. Still, over
the course of the narrative, the reader be-
comes deeply immersed in the worldview
of Franny and Zooey Glass, observes their
internal transformation, and gradually
comes to understand them — an effect
which, according to A. Khimich (2024,
p.30), constitutes the foundation of per-
ceiving character-driven stories. The
author achieves this through a variety of
techniques. Some of them are unique to
literature, such as extended introspective
passages or sudden digressions from
the main storyline that recount the lives
of former inhabitants of the room Zooey
enters, or, within an extensive footnote,
retell the backstory of the entire Glass
family that the reader “may care to know"
(Salinger, 2025, p.62). Other techniques,
however, possess broader dramaturgi-
cal potential: conveying emotional states
through characters' actions or shifts in
mise-en-scéne, dramaturgical use of in-
terior details, scenes in which characters
are shown alone, slips of the tongue, or
pauses in dialogue. According to the vi-
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sion of A. Khimich (2024, p.120), subtex-
tual visual and verbal forms constitute an
effective directorial tool for constructing
and presenting a complex human char-
acter. Therefore, the examples above are
entirely applicable to audiovisual art when
analysing character-driven storytelling.
Similarly to Franny and Zooey, works
such as Three Colors: Blue or A Coffee
in Berlin (Oh Boy) may lack a chain of
strongly intrigue-driven actions and re-
actions on the part of their protagonists,
yet they nonetheless sustain the view-
er's attention through a different mode
of communication. These films convey
their central themes, meanings, and ide-
as not directly but through sets of hints
whose significance is revealed gradual-
ly and across multiple interpretive lev-
els. In this way, the viewer's perception
of the on-screen character resembles
the process of decoding a message. The
filmic narrative becomes a system of
cinematic signs which, according to the
article "Semiotics of cinema" by R. Shyr-
man, S. Kotliar, and A. Suprun-Zhyvodro-
va (2018, p.84), carry both rational and
emotional weight and are interpreted by
the viewer depending on their knowledge,
cultural background, and temporal con-
text. Discussions of understanding and
decoding character often refer to psy-
choanalytic approaches (Horton, 1994,
p.5), which, as 0. Briukhovetska (2003,
p.45) argues in "Why Psychoanalysis?”,
operate within seemingly ordinary and
familiar processes. This mode of stud-
ying a character on screen enables the
author to infuse actions and speech with
secondary meaning, adding subtext that
reveals aspects of the character's in-
ner world. In auteur cinema, according
to A. Khimich (2024, p.12), subtext be-
comes the key sense-forming instrument,
and its understanding and interpretation
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occurs in co-authorship with the viewer.
Consequently, certain subtext must be
employed with a clear awareness of its
dramaturgical function. Khimich (2024,
p.82) refers to this subtext as a manifes-
tation of the character's inner essence.
Among subtextual forms, A. Khimich
(2024, p.123) also identifies “portraying
the character alone with themselves" —
solo scenes. A character in solitude may
reveal themselves in unexpected ways,
because according to the researcher, in
relationships with others, a character de-
pends on the person opposite them, plays
along, adjusts. Emphasising the signif-
icance of solo scenes, the author notes
a common misconception in which they
are mistakenly equated with interstitial
scenes, meaning scenes that merely indi-
cate a change of location or serve atmos-
pheric purposes. These claims are only
partially accurate. First, “"atmosphere”,
according to R. Spadoni (2020, p.53) in
“What is Film Atmosphere?”’, is present
everywhere in cinema, and there is no
component of a film that does not con-
tribute to it; it is what prevents the film
from being torn apart by the centrifugal
force of its own heterogeneity (Spadoni,
2020,p.55). This definition aligns with the
principle of character-driven narration, in
which narrative progression arises not
from a linear intrigue but from multi-lay-
ered revelation of character, often inde-
pendent of plot. Second, solo scenes, like
interstitial ones, may depict the character
moving from one location to another. E.qg.,
in Causeway (2022), directed by Lila Neu-
gebauer, the viewer repeatedly observes
the protagonist traveling alone from
place to place. However, and this marks
the essential difference between solo and
interstitial scenes, the director's focus is
on something entirely different: not on
spatial movement or atmosphere but on
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the character herself. This is particularly
evident in the opening episode, in which
Lynsey — a veteran injured in Afghan-
istan — returns to her family home. In
a plot-driven film, this journey would like-
ly be reduced to a short sequence con-
sisting of several shots establishing the
act of returning home. In Causeway, how-
ever, the director's attention is concen-
trated directly on the protagonist's inner
experience. Through a sequence of solo
scenes and Lynsey's manner of existing
within her new, civilian surroundings, the
viewer perceives not only her difficulties
with reintegration into society but also
her relationship with her mother (the her-
oine expects to be met, yet does not ap-
pear surprised when she is not) and her
estrangement from home. These solitary
moments and the heroine's actions do
not convey any specific information es-
sential to the plot (details about her rela-
tionship with her mother and her aliena-
tion from her hometown are revealed later
through dialogue). Instead, the director
articulates the film's narrative tone - its
atmosphere (Spadoni, 2020, p.51) — and
the complexity of Lynsey's character.
Thus, solo scenes by their nature do not
show meaning; they allow the viewer to
see, or fail to see, the subtext on their own.

As a result, such a technique, through
its ability to reveal character, possesses
significant expressive potential (Khimich,
2024, p.113). However, the conscious
distinction between plot-driven and
character-driven films is essential for de-
termining whether its use is appropriate
in a given narrative — and consequently,
for its effective application by the director.
As demonstrated above, in plot-driven
films solo scenes serve purely exposito-
ry purposes: they introduce the character
and establish certain expectations for the
audience. Beyond this introductory stage,
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they become unnecessary, as the charac-
ter's function is to move the plot forward.
Each of their appearances must therefore
advance the central intrigue of the film.
Consequently, moments in which a char-
acter is shown alone perform a utilitarian
function — they display reaction, indicate
spatial transition, or convey the general
atmosphere of the film (often between
two active, eventful scenes). In contrast,
in character-driven cinema, solo scenes
are a necessary component for depicting
the protagonist's individuality and their
genuine, unperformed self — one that is
not influenced by society. As M. Travis
(2011, p.301) argues in "Directing feature
films: the creative collaboration between
directors, writers, and actors", auteur cin-
ema and independent film operate on the
assumption that it is the character who
carries the meaning of the story. Con-
sequently, every means of character ex-
pression is potentially significant, and
solo scenes are no exception.

When analysing auteur cinema, it is im-
portant to note that in most such cases the
film functions as an expression of a par-
ticular thought or idea, conveying a specif-
ic conceptual meaning. In his work "Notes
on Auteur Theory", A. Sarris (2023) refers
to this as the film's “inner meaning" and
explains it as something that is extrapo-
lated from the tension that arises between
the material and the individuality of the di-
rector. Thus, the meaning embodied in the
film constitutes the author's reflection —
a kind of conclusion drawn specifically by
the director on the basis of the textual ma-
terial, often expanding or narrowing what
is written in the script, or altering emphasis
when working with the storytelling camera
and storytelling actors. For instance, in
Martin Scorsese's Taxi Driver (1976), the
well-known scene in which the protagonist,
Travis Bickle, talks to himself in the mirror
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is described in P. Schrader's (1976, pp.62-
63) script merely as a set of mechanical
movements and general directions for
the character's actions as he prepares to
“wash all this scum off the streets". Yet, in
the filmed version, the viewer witnesses
the protagonist's precarious psychological
state and his self-performance before the
mirror, made possible through the direc-
tor's guidance. In directing the solo scene,
Scorsese told Robert De Niro that Travis is
like a child playing with his guns and talk-
ing to himself (Biskind, 2011, p.300).
Through the director's interpretation of
the script source, a concrete manifes-
tation of the character is created, one
which becomes, to some extent, a key
to understanding the protagonist's per-
sonality. This interaction partially real-
ises the working principle that I. Gavran
and V. Dombrovska (2019, p.11), in the
article "To the question of M. Chekhov
methodology in the creation of contem-
porary drama film work", describe as an
essential feature of acting: the products
of the actor's imagination are realized in
action, acquiring concreteness through
expressive deeds. However, it is the di-
rector who guides these imaginings to-
ward the creation of a persona capable
of carrying the film's meaning. Therefore,
in character-driven cinema, even though
solo scenes may be scripted and depend
significantly on the actor's performance,
they function as a directorial instrument
for conveying the subtext of the narrative.
In spite of their significance and narra-
tive potential, the methodology for using
solo scenes and the specific means of
revealing character within them have not
yet been clearly defined. Although A. Kh-
imich (2024, p.113) introduces this con-
cept into Ukrainian academic discourse
and mentions its “strong subtextual po-
tential”, he does not isolate particular
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structural elements through which the
hero's personality can be revealed from
an unexpected angle. This research gap
prevents the meaningful application of
solo scenes in character-driven cinema
and, consequently, narrows the range of
themes and ideas that can be articulated
in audiovisual works.

Based on observations and examples
from the aforementioned films, the study
proposes a hypothesis regarding specif-
ic techniques through which the director
reveals a character in solo scenes. This
hypothesis is grounded in the belief that
conveying the subtextual content of such
moments is possible only when the com-
municative function of the scene is con-
sciously understood and made readable
to the viewer. According to R. Barthes
(1973, p.46) in "The Third Meaning: Notes
on Some of Eisenstein's Stills", every im-
age carries three levels of meaning: in-
formational (external circumstances, the
character, and concrete actions), sym-
bolic (what is perceived through dou-
ble determination, the “surface mean-
ing"), and filmic (a deeper meaning that
prompts interpretive inquiry). The third
meaning, which cannot be put into words
(Barthes, 1973, p.50), may be associated
with Sarris's (2023) “inner meaning" and,
in the case of solo scenes that depict the
character's isolated existence, with sub-
text. Therefore, the components of a solo
scene must operate as signs that com-
municate with the viewer on multiple lev-
els, enabling the recognition of a particu-
lar manifestation of the character and of
the meaning they embody.

Drawing from character-driven films,
the following directorial techniques for
revealing character in a solo scene can be
identified: the character's solitary action,
their existence within space, habit, point
of view and atmospheric contrast. E.g.,
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returning to Three Colors: Blue, one may
note the specific solitary action through
which Julie's inner state is revealed most
powerfully — during the solo scene of
her departure (or escape) from her fam-
ily estate. After spending the night with
her husband's colleague, she gently bids
him farewell and leaves. However, when
alone, Julie walks along a stone wall and
deliberately rubs her hands against it un-
til they bleed. This concise action shows
the viewer that the romantic comedy
note (a night with another man) did not
work; the heroine experiences such over-
whelming emotional pain that she seeks
to drown it with physical pain. This scene
serves as one of the first clear revelations
of the destructive nature of grief with
which she struggles throughout the film.

The same film provides an example of
another technique as showing the char-
acter's existence within space. Observing
a character within an environment allows
the viewer to understand not only their
emotional state but also their mannerisms
and ways of interacting with the world of
objects. For instance, the solo scene in
which Julie first enters her new apartment
is filled with a sense of hope for a lighter
future: she does not inspect the rooms but
quickly glances through them and exhales
in relief, accepting the change. Immediate-
ly afterward, she hangs a decoration (the
only item she brought from her old home).
On the symbolic level (in Barthes's sense),
this may express the weight of her past, but
on the subtextual level it reflects her refus-
al to let go of her sorrow. Equally mean-
ingful is the short film Tuesday (2015) by
Charlotte Wells. Through a sequence of
solo scenes in which Allie spends time in
her late father's house, the viewer under-
stands her internal conflict (her father has
died, yet she continues to visit him every
Tuesday as before).
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This example also highlights anoth-
er directorial technique: character habit
as a means of revealing personality. In
Tuesday, Allie's habit becomes a prin-
cipled act — an embodied declaration
of love for her father. Justifying habit
as a visual subtextual form, A. Khimich
(2024, p.113) gives a precise example
from Wim Wenders' Perfect Days (2023),
noting that the subtext of Hirayama is
revealed not in the habits themselves
but in understanding why he has created
them for himself, and how important they
are to him.

The character's point of view also serves
as an effective tool for conveying char-
acter, since the object of their attention
may carry information about the charac-
ter's emotional state, worldview, or even
convey aspects of their thought process.
For instance, in Taxi Driver, Travis (2011),
in numerous solo scenes inside the cab,
sees only the “scum” in the streets out-
side his window — scum he believes he
must purge from the city. Julie in Three
Colors: Blue decides to remove mu-
sic from her life; however, when alone
in a café, she nevertheless finds herself
transfixed by a street flutist performing
a melody she recognizes. In both cas-
es, these directorial solutions in the solo
scenes draw the viewer closer to under-
standing the protagonist and their “inner
meaning".

The contrast of atmospheres is anoth-
er subtextual form, articulated by A. Kh-
imich (2024, p.111): “a character may ex-
ist in their own atmosphere that stands in
contrast and counterpoint to the external
one". Existing within a wider set of cir-
cumstances and maintaining relation-
ships with society, the character partially
adapts to the demands of their environ-
ment. When alone, however, they are able
to stop "filtering" their expressions and
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can act freely. According to R. Spadoni
(2020, p.53), it is the character's emo-
tions that are capable of “distilling" the
film's atmosphere; therefore, by drawing
closer to the protagonist's feelings in
a character-driven film, the viewer can
also approach the tone of the narrative
and its meaning. This technique of at-
mospheric contrast is used, for example,
by Jan-Ole Gerster in A Coffee in Berlin
(Oh Boy). In the solo scene composed
of two silent close-ups of Niko, the film
presents the character, who previous-
ly was shown simply going about his
ordinary activities, now in a moment of
quiet and calm. Up to this point, the pro-
tagonist's journey has been accented by
non-diegetic jazz music, yet in this solo
scene, the viewer hears only the sounds
present in the space (the noise of the
city, the neighbors' movements) and ob-
serves the unhurried process of reflection
visible in his eyes. This instrument may
also be applied in reverse, as in the afore-
mentioned film Perfect Days. The viewer
observes Hirayama existing within his
carefully cultivated personal atmosphere.
Suddenly, his car runs out of fuel, plac-
ing him amid the hectic rhythm of the big
city. The solo scene showing Hirayama
in heavy traffic allows the viewer to un-
derstand how his inner principles coexist
with his surroundings and whether they
withstand external pressure.

Thus, the above-mentioned techniques
serve as effective directorial instruments
for conveying subtext in character-driven
cinema.

Conclusions

As aresult of analysing artistic plot-driv-
en and character-driven films, differenc-
es in the use of scenes depicting the pro-
tagonist alone are identified, allowing for
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a distinction between interstitial scenes
and solo scenes based on their function
and dramaturgical purpose. Intersti-
tial scenes depict the character during
changes of location or serve to establish
the atmosphere of the film, whereas solo
scenes are focused on conveying the
protagonist's inner world and character.
In plot-driven cinema, where the primary
requirement is the continuous develop-
ment of the narrative's central intrigue,
solo scenes are appropriate primarily in
the exposition, when introducing the pro-
tagonist. In contrast, in character-driv-
en cinema, solo scenes play a crucial
role: by revealing the protagonist's inner
life, they bring the viewer closer to the
film's meaning.
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Using Taxi Driver (directed by Martin
Scorsese) as an example, it is shown that
solo scenes, though they may be written
into the script and heavily influenced by
the actor's performance, are fundamen-
tally a director's tool for conveying char-
acter and serve as manifestations of the
authorial meaning embedded in the work.

Within the framework of this study's hy-
pothesis and based on examples from
character-driven films, it is shown that
directors (Krzysztof Kieslowski, Charlotte
Wells, Wim Wenders, Martin Scorsese,
Jan-Ole Gerster) employ the following
techniques in order to convey character
in a solo scene: the character's solitary
action, his existence within space, habits,
points of view, atmospheric contrast.
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AHoTauif

MeTa cTaTTi — BM3HAuMTM cneundiky BUKOPUCTAHHS PEXMCEPOM COJSIO-CLEHU SIK ApamaTypriyHoro
efleMeHTa CTBOPEHHS XapakTepy Ta Cy6TeKCTy B irpoBOMY KiHO. [loBeCTU NpUHANEXHICTb Liboro 3acoby Ao
peXncepcbKoro iHCTPYMeHTapito. Po3MeXyBaTh NOHATTA «COMO-CLieHa» Ta «MPOoXifHa CLEeHa» B KOHTEKCTI
BUKJagy icTopii B aygioBidyanbHux TBopax. MeTogonoria pgocnigxeHH 6a3yeTbCA Ha BUKOPUCTAHHI
TaKMx MeTofiB: TEOpPETUYHOro (Ons aHanisy HaykoBWX mxepes 3 06paHOl TeMM), TEPMIHOMOrYHOro
(Ons BM3HAYEHHSI KIIOYOBMX MOHATb «COJIO-CLEHa» Ta «MpoXifHa CLeHa» B MeXax [OOCHiAXEeHHS),
MopiBHANLHOrO (419 BUSABMIEHHS BifMIiHHOCTEN Y BUKOPUCTAHHI ApaMaTypriyHMX iHCTPYMEHTIB Yy Mexax
KOHKPETHUX ayAioBi3yanbHUX i NiTepaTypHUX TBOPIB), FiNOTETUYHOrO (A1 BU3HAUYEHHS PEXMUCEPCbKMX
iHCTPYMEeHTIB OMOBiAi XapakTepy B COJO-CLEHax), y3arajibHeHHA (onsi cucTemMaTtusauil pesynbraTis
JocnifXeHHs Ta (hopMyntoBaHHS BUCHOBKIB). HaykoBa HOBM3Ha. Brieplue BU3HaYeHO KOHKPETHI 3acobtu
ornoBifZi, 3a [OMNOMOrol sIKUX aBTOP CTBOPHOE XapakTep i cyOTeKCT TBOPY B COfo-culeHax. [1posieu
reposi ayfioBisyasnbHOro TBOPY HaOAMHL Brieplue pO3riisiHYyTO He fK pe3yfbTaT akTOPCbKol po6oTH Haf,
ponto, a K 3MiCTOBHE BUC/IOBIIOBAHHA peXxucepa, Wo € HocieM ifel dinbMy. BUCHOBKU. Y pesynbTarTi
OOCNIAXEHHS BU3HAYEHO BIiAMIHHOCTI MiX MpOXiAHUMM Ta CONO-CLeHaMu K ApamMaTypriyHuMu
CKNafHMKaMK, a TakoX TXHIMM (PyHKUiISMWM B MeXax aygioBisyanbHoro TBopy. [oBefeHO, Lo COoJlo-
CLIEHM, NOMNPU TXHIO CLEeHapHY 3YMOBJEHICTb i 3aN1eXHICTb Bifj aKTOPCbKOr0 BUKOHAHHS, € PEXUCEPCHKUM
IHCTPYMEHTOM onoBifi xapakTepy. Ha npuknagax irpoBUX xapakTepoLeHTPUYHUX ifibMiB BUOKPEMIIEHO
OCHOBHIi 3aC06M BUpaXeHHs CyBTeKCTY B COMO-CLieHax: fisi NepcoHaxa HaoAuHLii, B3aeMOJisi 3 TPOCTOPOM,
penpeseHTaLlisi 3BUYOK, CMIOCTEPEXEHHS reposi, KOHTpacT atMocdep.

KniouoBi cnoBa: cono-cLeHa; irpoBe KiHo; xapakTepoLLeHTPUYHE KiHO; pexucypa irpoBoro KiHo; xapaktep
Y KiHO; peXuncepcbKui iHCTpyMeHTapin
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AHoTauin

MeTacTaTTi — foCnianTH, K KIHOCLeHapil i CTBOPEHHSA ICTOPIi BNNBaKOTh Ha
eMoLjifiHe Ta KOTHITUBHE CNPUIHATTA CNOXMBaYeM MefliakOHTEHTY, 30KpemMa
dinbmiB i cepianiB. 3'AcyBaTu, AK LesiKi efeMeHTU cueHapito (KOHMNIKT,
OpaMaTUyHi MOBOPOTM Ta TPaHCMERiNHICTb) B3aEMOAIIOTh i3 rnsfaLbKum
0OCBifOM. BU3HaunuTu ymMoBU pOpMyBaHHS FNBUMHM 3aHYpEeHHA ayauTopil
B HapaTuB TBOPIB ayioBi3yasnbHoro MmucteuTa. MeTogonoris gocnigxeHHs
I'PYHTYETbCA Ha 3acTOCyBaHHI MeTOAiIB SKICHOro aHanisy, 3okKpema
KOMMJIEKCHOFO BUWBYEHHSI TEKCTIB CLeHapilB y MexXax Ppi3HUX XaHpiB.
MopiBHANBHUI po36ip NOefHaAHO 3 SIKICHOK IHTepnpeTalieto ApamaTyprii,
WO [ano 3Mory BUABWUTKU CRiflbHI naTepHM y nobynoBi croxeTiB. Takox
3aCTOCOBAHO METOAMKY OLIHIOBaHHS MPaKTUYHMX KOHLeMLii BUKOPUCTaHHSA
TpaHCMeJiNHUX cTpaTerii y KiHO- Ta TeneBMpobHuUUTBI. HaykoBa HOBU3Ha
rnosiAira€ B akLEHTYBaHHi Ha B3aEMO3B'A3KY MiX KOMMOHEHTaMu HapaTuBy
TayyacTro ayauTopily npoueci iHTepnpeTaLii, Lo BiApi3HSIE Lie fOCiAXEeHHS
Bif TpaguuiiHUX NigxofiB OO BUBYEHHA cleHapiiB. BcTaHoBneHo, wWwo
iHTEHCUBHICTb EMOLIIMHOIO pearyBaHHs 3a1eXUTb Bifl CKNafHOCTi CHOXETHOT
NiHIT (Hanpyknag, BUKOPUCTAHHS NepuneTii), a roIoBHY posib Y (dOpMYyBaHHiI
CeHCOpHMX 00pasiB  BifirpaloTb MOBHi  iHCTpyMeHTU (MeTadbopm,
i0eonoriyHo nNpoTunexHi obpasaun). BUcHOBKM. Y poboTi A[ochigxeHo
BM/IMB Pi3HUX CLEHapHWX €NeMEeHTIB Ha siKiCHe CMpUIHATTS rnspadvem
npoAayKTiB ayfioBidyanbHoro mucteyTBa. [lpoaHanisoBaHo nepeopieHTauil
NMUCbMEHHULIbKOI MaWCTepHOCTI BIiAMOBIAHO [0 BWMOr, afanToOBaHUX
00 OUHaMIKu cyyacHux Megiannatdopm. O6rpyHTOBaHO, WO B yMOBax
pPO3BUTKY IHTEPaAKTUBHUX TEXHOJOTIN, fIKi IHTEHCMBHO BMPOBAOXYHOTbCSA
B aygioBisyanbHy ccpepy mMwucTeutBa Ta BMPOOGHULTBA, ayauTopis
nepeTBOPIOETHCA 3 MACUBHOIO rNsifaYya Ha akTUBHOIO iHTepnpeTaTopa.

© Muxaunno bapHuy, XpuctuHa bataniHa, 2026
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BapHuy, M. Ta bBartaniHa, X, 2026. CueHapin Ta WOro BMJMB Ha CTPYKTYpY HapaTuBY. BUBYEHHS
B3aEMO3B'AI3KY MiX TEKCTOM i CMIPUAHATTAM rnsifava. BicHuk KuiBcbKoro HauioHasibHOro yHiBepcuteTy
KynbTypu i MucTeyTB. Cepisi: AygioBisyanbHe MUCTeLTBO i BUpobHMLTBO, 9 (1), c.64-79.

dopmynioBaHHA npo6nemu

Y poby aKTMBHOMO PO3BUTKY LMdPO-
BUX TEXHOJIONiM i TpaHCMEeLiNHOro KOH-
TEHTY CLEeHapHa TBOPYICTb CTUKAETbCSH
3 HOBUMW BUKJIMKaMW, WO noTpebytoTb
NnepeoCcMUCIIEHHS TPaAULIMHUX NiAXOAiB.
Xovya KnacuyHi KoHuUenuii HapaTonoril
M Hagani NMwarTbCs BaXIUBUMU OJis
aHanisy gpamatypriyHol CTpyKTypu, cy-
yacHi dopmMu MepianpeseHTalil, 30Kpe-
Ma iHTepakTMBHI cepBicK, KiHeMaTorpa-
iyHi BCcecBiTM Ta MepexeBi NnaTopmu,
noTpebytoTb rIMOWOro  AoChigXeHHS
3 ornsgy Ha iXHi BMAMB Ha KOFHITUB-
HY M eMOLiIHY B3aEMOSII0 3 IMsigadyeMm.
Oco6nMBO Le CTOCYETbCS Takux cue-
HapHUX EeNIEMEHTIB, AK KOHMIKT, nepu-
neTis Ta TpaHCMeRifHICTb, AKi genani
yacTiwe BifirpatoTb He iuLie CTPYKTYPHY,
a 1 couianibHO-KOMYHIKaTUBHY POJib.

Y cyyacHOMy HayKOBOMY Auckypci 6pa-
KY€ iHTerpaTMBHOro nigxogmy, sikui 6w
rnoefHyBaB METOAWU KOTHITUBICTUKM Ta
undpoBoi aHTponosorii ana BcebiyHoro
aHanisy MepiatekcTiB. JoCnigHULbKUA
chokyc 3a3BuYal 0BMEXEHUN OKPEMUMMU
acrnekTaMu — CHOXETHOH NoByn0BOO YK
Bi3yaNbHUMKU KOLaMW, L0 YCKNAOHE
LinicHe OoCMUCIIEHHSI B3AaEMO3B'SI3KY MiX
CLIEHapHOI apXiTEKTOHIKOK Ta Cnpun-
HATTAM KOHTEHTY ayguTopieto. Hesu-
pilleHMM 3anUWIAETbCS MUTaAHHA: 4K
€ MepuneTist BUKITIIOYHO eNlEMEHTOM Jpa-
MaTyprii, Yu TakoX iHCTPYMEHTOM gjisi
reHepauii cninbHOro [OCBiQYy B MeXax
OHJIaNH-CMINIBHOT | coLia/IbHUX Mepex.

YyacHuku paH-cninbHOT gepani ak-
TUBHIiLLE 3any4yaroTbCA [0 MpoLecy iH-
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TepnpeTauii ¥ MpoayKyBaHHSA KOHTEHTY,
L0 3acBifuye 3pOCTaHHA poni rnagava
AIK CMiBTBOPLS MefiaHapaTuBy. Y LbOMYy
KOHTEKCTI aKkTyallbHUM MOCTae 3aBhAaH-
HA cchopMyBaTK HOBI MOAenNi cLeHapHOT
MaWCcTepHOCTI, WO 3[aTHI BpaxoByBaTu
TpaHcdopMalii rnspaubkol yBaru, eMo-
LifHOro 3asyyeHHs Ta KYbTYPHOro KOH-
TeKCTy B yMoOBax LMdPOBOI B3aEMOLIl.
AHani3 3B'AA3KIiB MiX BHYTPILIHbOK JOTi-
KOH CLieHapHOro TeKCTY, CTpaTeriyHnMum
HapaTMBHMMK 3acobaMu Ta MeHTasb-
HAMWU MexaHi3MaMu CMpUMHATTA [acTb
3MOry BMITM Ha SIKICHO HOBMUI piBEHb
CLEHapHOro MUCHEHHS.

AHani3 ocTaHHiX gocnifXeHb
i ny6nikawin

OcTaHHIM vyacoMm Yy cdpepi mocniaxeH-
HSA HapaTonorii NpuAINaTL 0cobnmBy
yBary Tomy, sik CNpUAHATTS TekcTy dop-
MYETbCA B KOMYHiKaLil 3 ayguTopieto.
3okpema, . JleweHko (2019) 3asHauas,
O KOXHMI HapaTuMB Mae B cobi aesiky
OCHOBY, a caMe — TpaHcdopMaLlito repos,
fka BigbyBaeTbCsa Yepes nepuneTito, WO
€ YaCTMHOK [paMu apucToTeniBCbKOl
KoHuenuii. MofgibHy OyMKY BMWCIOBIIO-
BaB i M. Kpunuyk (2019), Akuin po3rns-
[aB «ekcnosuuito-iHBepcito» K 3aci6,
3aBASKKM SIKOMY 3pOCTae ApamMaTtuyHa
Hanpyra.

3a tBepoxeHHsM O. bespyuka Ta O. de-
nopoBoi (2024), HaeiTb cueHapii dinbMmiB-
6nokbacTtepiB, Takux sk «TeHeT» K. Ho-
naHa, 3BepTalTbCs [0 MOB'SI3aHMUX
3 TeMnopanbHICTO Ta eHTponieto difo-
codCbKMX KoHLenuin. Y LbOMY KOHTEK-

Barnych, M., Batalina, Kh. Script and its Influence on the Narrative Structure:
Studying the Text and Viewer Perception Relationship
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cTi H. 3paxeBcbka (2022) nigkpechtoe,
WO orfoBigHa CTPYKTypa igeonoriyHo
dopMyeTbCA Yepe3 ono3uLiiHi Napu Ha
KWTaNnT «repon — 3/104iM», WO iCTOTHO
BM/MBae Ha MopanbHy iHTepnpeTaLito
nofin rnagadem.

Yepes aKTMBHMI PO3BUTOK Mefiacepe-
posuwa [. Cyukor (2024) akueHTyBaB
Ha 3HaYeHHi TpaHCMeLiNHOCTI SIK Ha 3a-
cobi 3aHypeHHs, 3aBAAKM IKOMY rnsfay
BigyyBae HapaTuB rnuble i peanbHi-
we. BogHouac O. bespyuko Tta H. Cte-
naHeHko (Bezruchko and Stepanenko,
2024) 3ayBaxyoTb, WO iAEHTUYHICTb —
ue npouec, sikui BinbyBaeTbcs 4yepes
np1M3My couiaslbHOro Ta BUHWUKAae came
B iHOMBIOA.

BaxiMBy posib Yy KOHCTPYHOBaHHI Ha-
paTuBy BigirpatoTb MoBHiI 3acobu. [pa-
ui 0. Bopo6GiioBoi Ta E. Xaninosa (2023)
3acBifguyHOTh, WO C/IOBECHI Ta BidyasbHi
MeTacpopu B cueHapHOMY TeKCTi 34aTHi
aKTUBI3yBaTU YYTTEBI BpaXKeHHs, CTBO-
ptotoun B ysiBi rnagayda sickpasi obpasu.

0. bespyuyko Ta M. Crapocta (2018);
0. bespyuko Ta H. Kaumap (Bezruchko
And Kachmar 2021) HarofowwytoTb, L0
dopMyBaHHSI  cy4yacHOi  YKpaiHCbKOT
€KpaHHOI IHAYCTpil € HaranbHoK npo-
651eMot0 Yepes3 HeBiAMOBIQHICTb MiXHa-
pPOOHMM nNpaKTMKaM opraHisauii KiHo-
npouecy.

BaxnmMBo 3ragaTtu npo pofib  Bi3dy-
anbHOr0 MAapKeTUHry B KiHeMaTorpa-
di. Ak cTBepaxye H. Bonuyk (2024),
OLHUM i3 HaWNoOWMWpPeHilLMX MeTogiB
NpofaKkT-NAeNCcMeHTy € iHTerpadis Top-
roBMX MapoK y BuUAMMe [Onsl rnsfada
cepegoBulle. BogHoyac B. HikonaeHko
(Nikolaienko, 2023) nigkpecntoe, wo as
OOHUX HapaTUBHUX XXaHPIiB 3MiHIOBaH-
HS nornsfgiB € Ginblw XapaKTepHUM, Hix
ONs iHWKX, ane B 6yab-siKOMY pasi BOHM
NiZNopsiIKOBYOTbCA KOHKPETHUM Hapa-
TUBHMM 3aKOHOMIPHOCTSIM.
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MeTa cTaTTi — po3rnsiHyTH, IK CLieHap-
Hi eNleMeHTU — KOHMNIKT, nepuneTis Ta
TpaHCMepgiNHiCTb — BNJIMBAKOTh Ha chop-
MyBaHHS LiNiCHOI HapaTUBHOI CTPYKTY-
py KIHOTEKCTY Ta BU3HA4aloTb, AK MNsi-
[ay crnpuiMae 1Moro Ha piBHi eMoLiin Ta
MWUCNEHHS. AHani3ylumn cyyacHi Mmegia-
TEeKCTH, OOCNIIXEHHS 30CepenXyeTbCs
Ha [MHaMIYHMX B3aEMO3B'A3Kax Mix
JpamMaTyprielo cueHapito, HapaTUBHU-
MU CcTpaTerisMu Ta MeHTalbHUMU ycTa-
HOBKaMu ayauTopii, 0co61MBO B yMOBax
uudposoro Megiacepefosuwia. OgHUM
i3 KJIOYOBUX HaMnpsiMiB € CUHTE3 nif-
XO[LiB KOFHITUBHMUX HayK i uudpoBol
aHTponosiorii, ki garTb 3MOry iHTep-
npeTyBaTu MefiaTeKCTU AK IHCTPYMEH-
TWU KYNbTYPHOI KOMYHiKaU,iTl, Lo aKTUBHO
MOJeNTbCA KopucTyBayem. TpaH-
CMefiNHICTb Y LIbOMY KOHTEKCTI po3rs-
[AeTbCs He NuLle K TexHika po3nosifi,
a K YMHHUK, L0 3MiHIOE POJib rMafada —
Bil crnornsigavya [0 aKTUBHOMO Y4YacCHU-
Ka MegiaicTopil. lMpakTUYHa UiHHICTb
HayKOBOT npaLi nonsirae y po3pobseHHi
pekoMeHpauin  wondo TpaHcdopma-
Uil cueHapHux nigxofnis Ao noTpeb cy-
YaCHMX iHTepakTUBHUX nnaTdopm, nOe
rOJIOBHY poOJib BifirpatoTb 3aHypeHHS
y BipTyasnbHUI NPOCTip Ta eMoLiiHe 3a-
NyYeHHs1 KOpUCTyBaya.

OCHOBHUIN MaTepian focnig)KeHHs

Y cyyacHux cueHapisix KJIloYOBY poOJib
Bifirpae B3aeMofis MiX KOHMIKTOM
i MOro MOCTYNOBUM PO3BUTKOM, LLO He
nvwe BU3Hayae PO3BMTOK Mofin, ane
" bopMye apXxiTeKTypy HapaTUBHOI KOH-
cTpykuil. M. Kpunuyk (2019, ¢.18) y KHu-
3i «OCHOBM cUeHapHOI MaWCTepPHOCTI»
3a3Havae, Wo 3acib ekcnosuuii-iHBepcir
(konn iNlbM MOYMHAETbLCS 3 KyJbMiHa-
i) cTtBoptoe edhekT «HapaTMBHOIO 3BO-
POTHOrO 3B'A3KY», CMIOHYKaloum rfsgaya

bapHuy, M., baTaniHa, X. CueHapin Ta Moro BrvB Ha CTPYKTYPY HapaTUBY.
BMBYEHHSA B3AEMO3B'A3KY MIXX TEKCTOM | CIPUAHATTAM rnsgaqa
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PeKOHCTPYOBaTU MPUYUHHO-HACAIAKOBI
3B'sA3KU. Y cTpiuli «xokep» (2019, pex.
T. dinninc) Bxe 3 NepLUMX XBUIWH rnsaay
ONMHAETLCA B aTMocdepi BHYTPILIHbO-
ro KOHMNIKTY reposi — Kanp, Oe KJIOyH
nnave, cnyrye emoLiiHUM MOLUTOBXOM,
Lo 3rofoM MOCTYMOBO PO3ropTaeTb-
Ccsl Yy ApamMaTUyHy icTopito Moro nagiH-
Ha. [ JleweHko (2019, ¢.203) y cTaTTi
«CTpaTerii aHanisy cTpyKTypu HapaTuBy:
NIHFBOKOTHITUBHUIA  acnekT»  Migkpec-
noe: «B ocHoBi Byab-fIKOro HapaTuBy
NeXuTb 3MiHa CTaHy nepcoHaxa Ta/abo
TpaHcdopMalis no4vyaTKoBOI  cUTyauil
yepes pi3Ky 3MiHy HanpaMy aii (nepune-
Tito, 3a ApuctoTenem)». Moxemo 3po-
6VTM BUCHOBOK, LLO caMe HecnofiBaHa
3MiHa Nofin 3MyLUye reposi NepenTu Big,
MacuMBHOIO CMOCTEPEXEHHS [0 aKTUB-
HOI yyacTi, TpaHcopMyoun 1MOro posib
Yy PO3BUTKY CUTYaLil.

Moka3oBMM Yy LIbOMY KOHTeKCTi € di-
HaJlbHUI eni3of, NepLIoro Ce30Hy cepiany
«[pa npectonis» (2011), 3pexucoBaHW
A. Tennopowm, y siIkoMy pantoBa CMepTb
Hepa Ctapka He nulie BUKIMKAE CUNTbHE
eMOLjiiHe BpaXeHHA Mif 4yac nepernsgy,
a N KapAMHaJbHO 3MiHI0E BCIHO HapaTuB-
Hy MaTpuuto. 3armbenb nepcoHaxa 3a-
nyckae npoLec pO3LUMPEHHS | nepene-
TEHHS1 PO3BMTKY MoK, WO Bignosigae
MPUHLMMY «HApaTUBHOIO Xaocy», B IKOMY
rnagay nocTilHO nepernsgae cBOI YAB-
NEHHs1 | oJikyBaHHS. epuneTii croxeTy
CTalTb He Nvle fpaMaTUYHMMKU 3/naMa-
MU, @ i BaX/IMBUMU MOMEHTaMMW, SIKi No-
PYLYOTb KJTACUYHI HApaTUBHI CTPYKTYPH,
3a/yyarouum rnsgada Ao akTUBHOI IHTep-
npeTadii Ta NnepeocMmUCeHHS NOiN.

Ak 3asHauvae [. CyukoB (2024, c.148)
y npaui «Ponb TpaHcMmepgiiHoro cto-
piTeniHry y dopMyBaHHi iMepCUBHOMO
[ocBigy ayauTopil», «OAHUM i3 rofoB-
HUX TPEeHAIB, WO BM3Ha4yarTb 06nNYYs
aypioBigyanbHoro mwucteutBa XXI cT.,
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€ TpaHCMefifHICTb — TeXxHika OmnoBi-
Oi, Wwo nepepnbayae MpocyBaHHA MeB-
HOMO0 HapaTUBY OJHOYACHO Ha Pi3HUX
Megiannatdopmax». OTXe, y TpaHCcMme-
OIMHUX NPOEKTax 3BUYaWHI  CHOXKETHI
enemMeHTH HabyBatoTb HOBUX OYHKLINA —
BOHM CHYTylOTb iHCTPYMEHTOM, WO MO-
efHye pisHi MegiacdopmaTy, 30Kkpema
KiHO, cepianu Ta iHWi popMK BiAEOKOH-
TEHTY, CTBOPHOIOUM EOVHUIA HAapaTUBHUN
npocTip.

Hanpuknag, koMikcu y dpaHwusi
Marvel He npocTo icHytOTb napanesb-
HO 3 chinbMaMM — BOHWM CTalOTb OKpe-
MUM 3aco60oM [l 3aHYpPEeHHs Y cKnapg-
Hi icTopil ApyropsgHUX mMepcoHaxiB.
IcTopito BaHan Makcumodd, Wwo pos-
roptaeTbcsl y «BaHnpmaBixeH», rnsgay
MOXe Kpalle 3po3yMiTu came yepes Ta-
KuiA no3adinbMoBUIN KOHTEHT. BogHouac
Taka MpakTuka Mae CBoOi cnabki cTopo-
HW, OCKINIbKM He KOXEH rNsfay roToBuii
abo 3paTeH CTeXWUTM 3a [O04AaTKOBUMMU
oxepenamu iHdopmauil. fk 3ayBaxye
H. Boiuyk (2024) y pocniaxeHHi «Bisy-
anbHUA MapKeTUHr y KiHeMaTtorpadi»:
«[MpopakT-nnencMeHT y dinbmax € wu-
POKO MOLUMPEHUM METOOM MapKETUHTY,
L0 OXOMJIOE BMPOBALXEHHSI NPOAYKTIB
yn pipMOBKX 3HaKiB Yy cLieHapi abo BU-
OuMe cepefoBuuie». YacoM mnparHeH-
HS 00 NpuMBYTKY CMOTBOPHE LiNICHICTb
po3noBigi, MignopsaKoByoUYM i LWTYY-
HUM BMMOram puHKY. PeknamHa iHTe-
rpauis, sik-oT nosisa 6peHpy «Coca-Cola»
y TPeTbOMY Ce30Hi cepiany «[JuBHI fuBa»
(2016, pex. M. i P. daddepn), Moxe
3pyMHYBaTW  ULiNICHICTb  aBTOPCbKOrO
GayeHHs], OCKiNlbKM BMPOBAOXEHHSA KO-
MEpUINHOIO eneMeHTy 34aTHe 3MIHUTU
HapaTuB, MEPETBOPUBLUM NOTO Ha IHCTpY-
MEHT NpOCyBaHHS TOBapIB.

KntoyoBMM MOMEHTOM € npucToCy-
BaHHS TPamguUiHUX Mopnenen 0O YMOB
uncppoBoro npoctopy. Y dinbmi «Bce

Barnych, M., Batalina, Kh. Script and its Influence on the Narrative Structure:
Studying the Text and Viewer Perception Relationship
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3aBxau i BogHouac» (2022, pex. [. KeaH
i [. WanHepT) nepuneTii peanisoBaHi ye-
pe3 MyNbTUBCECBIT, e KOXeH BMOip repo-
THi CTBOPIOE anbTepHATUBHY peasibHICTb.
MMspay onuHSETbCS nepeg, HeobXigHiCTHO
caMoCTilHO BMOYOBYBaTU JOTiYHi 3B'sI3-
Ku M nogiamu. KoHdnikt 6inblwe He
pO3ropTaeTbCs NOCAIfOBHO — BiH TpaHc-
hopMYyETBCA Y PO3ranyXeHy CUCTEMY, e
KOXEH eNIEMEHT CTae [AKeperioM Ans Try-
MayeHHs Ta NepeOCMUCTIEHHS.

BTiMm 3aHagTo 3annyTaHa CTPYKTYy-
pa 34aTHa YCKIagHWTU CMpURHATTA Ta
BiALWTOBXHYTU rnsigavya. dinbM «TeHeT»
(2020, pex. K. HonaH) geMoHCTpye, K
BMKOPUCTAHHSI 3BOPOTHOIO 4acy MoOXe
CTaBaTV CKMafHWM 3aBOaHHAM Ans
rnagava, noTpebyrounm MOCTINHOT yBaru
i KOHLEHTpaUil, Wwo Ons Oesikux MOXe
NpU3BOLMUTU L0 KOTHITUBHOrO MepeBaH-
TaxeHHs. CaMe TOMy 1 HeoOXxigHO cnif-
KyBaTU 3a [OOCAMHEHHSIM MpPaBWUIbHOIO
6anaHcy Mix iHHOBAUiNHICTIO Ta 3po-
3yMinicTio. [Ana 36epexeHHs iHTepecy
rnagadya CloXKeT MOBWMHEH MaTu MeBHY
CcKJlafHIiCTb, ane He HacTiNbky, W00 3a-
nayTaTu MOro i NpU3BEeCTM [0 BTPATK po-
3yMiHHS nofin. Ak 3asHavatoTb O. bes-
pyuko Ta O. depopoBa (2024, c.153)
y cTaTTi «B3aemopia MucTeLTBa 1 HayKu
B OCATHEHHi 3aKOHIB BCECBITY. aHanis
dinbMy “TeHeT" KpicTocbepa HonaHa»,
Lel NPoEKT «3BEPTAETLCHA O MMMBOKUX
disnyHMxX i hinocodpcbkmx KOHLEMLINR,
MoB'sI3aHNX 3 MPUPOLOID TEMMOPASIbHO-
CTi Ta eHTponii».

CueHapiit He nuwe iHopmye, a 1 Mae
3HAYHUI BMMB Ha CTBOPEHHS MEBHUX
€MOLIMHMX Ta KOTHITUBHUX BIArykis
y rnagadis, agXe BiH € MOTYXHUM iH-
CTPYMEHTOM A7 (DOPMYBaHHS TXHbOFO
CNPURHATTA. 3rigHO 3 [OCAIAXEHHSAM
0. Bopo6GitoBoi Ta E. Xaninosa (2023,
c.95) «CnoBecHa i BisyanbHa MeTado-
pvka B aHrioMoBHOMYy GiorpadhiyHo-
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My KiHogMcKypci», cnoBecHi MeTado-
pW, NoefHaHi 3 BisyanbHUMK obpasamy,
CTBOPIOIOTb CEHCOpPHI YSIBJIEHHS, fKi aK-
TUBI3YOTb MHEMOHIYHI acouiauii Ta Tpa-
NNATbLCA B KOHTEKCTaX ONucy NpuUpoa-
HUX ABWUL, iOen, OYMOK, JNoAen, vacy.
Y dinbmi «[roHa» (2021, pex. M. Binb-
HeB) MeTadopa «MiCOK fIK 4ac» mnepe-
[aeTbca 4yepe3 Taki obpasu: nensaxi
nycTeni HaragytoTb 3MOPLUKM Ha LUKIpi,
a b6ypi Appakicy Bi3yanisytoTb MoOro He-
BMWHHMIA pyX. BiguyTTa HeBigBOPOTHO-
CTi MoAiN NigCcUNIOETLCA TUM, LLLO FAgay
O6yKBanbHO BifYyBa€e TUCK LUBUAKOMIMH-
HOCTi XMWTTA, fIKe 3YMNUHAETbCA nule
3i CMepTHO caMol NI ANHMN.

MoBHa MeTadopa 3paTtHa cTaTu iH-
CTPYMEHTOM [/l BMJMBY Ha OYMKWU Ta
noBeniHKy nogen. Ak 3asHavae X. byub
(2019) y cTatTi «MOBNEHHEBUIA BMINB AK
MaHINyNsiTUBHA TEXHOJOTiSl Xy[0XHbOro
HapaTUBHOIo MPOCTOpPY», «aBTOP MOCTae
MaHINynsaTopoM, SKMA Befde ajpecara
B NMeBHOMY HanpsiMi (HapaTtuBi)». fckpa-
BVM MPUKIIaA0OM LIbOro € MepLUnii ce30H
cepiany «CaiT [lnkoro 3axogy» (2016, pex.
I>x. HonaH), ge rnspadyeBi HeogHOPa30Bo
NPOMOHYIOTbCSA 3arafKoBi BWUCIIOBU Ha
KWTanT «Ue He nabipuvHT, a A3epKano»,
AKi CTBOPIOIOTb BpaxeHHs dhinocodcbKoi
rMMBuHKW, Xo4a HacnpaBgi CNyryroTb A
TOro, o6 npuxoBaTu Bpak NOriYHO BMOY-
JoBaHoro ctoxeTy. MoBHI 3acobu B LjbO-
My pasi Ginblue 3aBaxaroTb PO3YMiHHIO
i0€el, HixX gonomaratoTb Ti BUpasuTHu.

Y dinbMmi «XpeleHuin 6atbko» (1972,
pex. ®. ®. Konnona, yacTuHa MnepLua)
obpasy Ha KWTanT «CiMenHa YyecTb» abo
«BNaga sk naByTWHa» BigobpaxalTb
YSIBJIEHHS NPO MOpa’ib i CycninibHi 3acaaw,
XapakTepHi gns cepeguHu XX cT. MNpwu-
KNagoM uboro € TpaHcdopmadia Mai-
kna KopneoHe — Bif, BiiICTOPOHEHOr O Bif
Madio3HUX crnpaB oHaKa [0 KJIKYOBOro
yyacHMKa POOMHHOMO KJlaHy — L0 MOXe
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TIIYMaunMTUCH SIK CUMBOJIiYHE 300paxeH-
HA BTpaTWM YACTOTU Ta MOpasibHOI HalB-
HocTi. CyyacHa Monofa aynuTopis, fika
3BMKJIA [0 WBUAKMX i 3pO3YMINIMX CHO-
XETIiB, YaCTO He 3BEPTAE yBaru Ha TOHKI
netani, 3aknageHi y ginbmi. Ixue cnpuii-
HATTSA Yacy, Y skoMy iHdopMalis nepe-
LAETbCS MUTTEBO Yepe3 LUMPPOBiI KaHa-
Ny, poBUTb MEHLL 0YEBUAHOI KOHLLENLLitO
«[,0Brof rpu». Lle intocTpye, K BigMiHHO-
CTi MiX enoxamu 3MiHIOKTb IHTepnpeTa-
Lito KiHO: Te, WO AJ1s1 OAHUX € CKIa[HO
ipoHieto (Hampuknag, CLEeHa XPeLLeHHs,
MoefHaHa 3 HaCWJIbCTBOM), OJiA iHLUUX
CTae NPOCTO YACTUHOK KITACUYHOTO KiHO,
no36aBneHoo rMUGLIOro CEHCY.

CniflbHe BUKOPUCTaHHS MOBU Ta 306pa-
XeHb MOXe ¢hopMyBaTU YHiKanbHWUIA [oC-
Bif, CMPUMAHATTS, WO CNpusie rmubLIomy
3aCBOEHHIO iHcbopMmalil. B aHimauinHomMy
dinbMi «ywa» (2020, pex. M. OokTep)
ecbekTH, WO BidyanbHO 3006paxytoTb «ic-
KPV XWUTTS1», BAKOHaHi y BUrNAAi ICKpaBUX
BSIMCKITOK, L0 BMXOOATb i3 MEPCOHaXIB,
CMMBOJI3YOTb paficTb, KpeaTUBHICTb Ta
XWUTTEBY eHeprito. 3aBAaAKM Lii MeTadpopi
y rnsifada BUHMKAE BifuyTTS HaTXHEHHS,
fIKke aKTUBYETbCS Ha NiACBIAOMOMY piBHI
6e3 HeobXiAHOCTI Y NPSAMOMY TJlyMayeHHi.

BaxnMBUM acnekToM € TakoX posb fi-
anoriB. Y ctpiuyi «CouianbHa Mepexa»
(2010, pex. M. ®iHYep) nNoeOHYOTbCA
TEXHIYHI TepMiHW, TaKi AK «anropuTMu»
Ta «Kogu», i3 CUIbHUMU EMOL,INHUMU BU-
C/I0BaMM Ha KLITaNT «TU He 3aCNyroByell
Ha Te, W00 TBOPUTM iCTOPIO», O CTBO-
ptO€ SICKpaBUMA KOHTPACT MiX JIOTiKO
Ta nouyyTTAMK. Yepes uen nigxig rnagad
OTPUMYE MOXJIUBICTb NOBAUNTU HE Tifb-
KM BHYTPILLHIA KOHNIKT MNepcoHaxiB,
a M nepexuTu cKnagHi noyyTTs Won0
TEXHOJOTii, fKi MOCTalTb LXXEpPeroM sIK
Hafii, Tak | po34apyBaHHS.

OTXe, y cueHapii MmeTadopuka mMae no-
OBiNHWI xapakTep. 3 ogHOro 60Ky, BOHa
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HaZlae HeBWYEpnHi npocTopu Aans daH-
Tasil, a 3 iHWoro — noTpebye Bif aBTOpa
HeMMOBIpHOT MalCTepHOCTI Ta yBaru no
KOXHOT geTani. LLlo6 He nepeBaHTaXuTu
TeKCT | 30epertn 3B'sI30K i3 rNagavyem,
KOXEH efleMeHT NOBUHeH ByTu peTenbHO
npoayMaHui. AHanis CBiguUNUTb, WO HaW-
ycnilWHiWnMmM € Ti MeTadcpopu, Wo nna.-
HO BMJIITAOTbCA B CIOXET i CTaloTb MOro
NPUPOLHOI YaCTMHOLO, a He NMPOCTOo fae-
KOPaTUBHUM [OMOBHEHHSIM.

3aMicTb TOro wo6 NpoCcTO CnoXuBaTh
MefianpofyKT, cy4yacHa ayauTopia nena-
Jli YacTiwe BTPYYaeThbCs B NOr0 CTPYKTYPY,
CTaltuyn aKTUBHUM YYaCHUKOM i CNiBTBO-
pueM onogifi. 3rigHo 3 npaueto «TpaH-
cchopmauia poni rmagada Kpisb nNpuamy
ocobnueocTelr UMdpoBol penpeseHTaLil
cyyacHoro TeaTpy» T. XBocToBoi (2024,
c.129), HaBiTb «TeaTpasbHUN pexucep
MOXe BMKOpUCTOBYBaTM GaraTto 3acobis,
SIKi paHille 3aCTOCOBYBaNNUCA BUKJTHOYHO
B KiHO, Hanpuknagz, BMKOPUCTaHHS Mpo-
€KTOpa, TeNeBi30pa, BiAeOCTiHM, @ TaKoX
npocta MpoeKUifs CLeHIYHUX 006'eKTiB
MOXe CTBOPUTU [HLIOMY BWUMIpy BWUAO-
Buwa 6axaHy atMocdepy». Hapasi me-
Jia NepeTBOPOIOTLCA Ha IHTEPaKTUBHUIA
[OCBIfl, Y IKOMY KOPUCTYBay caM obupae
piBeHb CBOEI 3asyyeHoCTi. fAckpaBuM
NpuKIagoM € pyHKLil «lWBUAKOro nepe-
rnsany» Ha YouTube abo BikTOpuHM nicns
cepianie Ha Netflix. Hanbinbw pastounm
NpuKIagoM Liel nepcoHanisoBaHoi B3a-
emofil ctaB npoekT «bysorpus» (2018,
pex. [l. Cnein), Wwo gae 3aMory rnisgayesi
BMJMBATU Ha PO3BUTOK MOfiN i npuBoO-
OWUTb [O OJHOro 3 ABaHafUATU MOXJIM-
BUX cpiHaniB.

OpHak, fIK 3a3Hayae Yy [OCHiOXeH-
Hi «CyyacHe po3yMiHHS B3aemogii i-
nocodii i mucteytBa» O. KyHaepeBuy
(2020, ¢.20): «fIK i B XyJOXHii TBOPYOCTI,
TakK i y dinocodhcbkoMy [OCBifi 3aBX-
ON NpUCyTHE iHAuMBIAyanbHe 6ayeHHs
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3arafibHOro, OCOOWCTICHE nepexmBaH-
HSl KyNbTypHOro XutTsi». OTXe, peak-
Lis rnspaviB Ha iHTepakKTUBHI HapaTUBU
3HaAYHOK MIpOK 3aneXuTb Bif TXHbOrO
ocobucToro AOCBify, WO BOoAHOYac Ha-
Jae TakuM dopmatam cuny iHauBIgYy-
anbHOro 3aNlyyeHHsl | BM3Ha4yae MeXxi
IXHbOro BrnAuMBYy. Hanpuknag, MOMeHT
y «bysorpusi», e noTpibHo 06paTh Mix
MIOCHi Ta MNacTiBUAMU, MOXe 3[aTUCS
He3HauylWMM Afsi OOHUX rnafadis, Tofi
AK Ons iHWux HabyBae CUMBOMIYHOIO
ceHcy Bubopy Ta cBo6oam BO.

Mepexin Bifg nacMBHOro criocTepiraya
[0 aKTMBHOrO yyaCcHuKa B LbOMY paasi
BUXOOUTb 3@ MeXi KiHemaTorpada. Y rpi
«[JeTponT: Ctatn noguHoto» (2018) ic-
TOpiA pPO3BMBAETLCA [AMHAMIYHO 3a-
nexXHo Bif BMOOPY rpaBuUA — KOXHE yX-
BasieHe pilleHHs 3faTHe 3MIHMTK [oni
repoiB i HaBiTb BMJIMHYTU Ha CYyCMisIbHO-
NoniTUYHUI nap y BipTyasnbHOMY CBi-
Ti, WO MepeTBOPIOE HapaTUB Ha «XUBY
cuctemy». MpaBelb TYT He € NMacuMBHUM
crocTtepirayeM, a 6e3anocepegHb0 CTBO-
ptoe Ta Kepye nogisiMu, siki BifbyBatoTb-
csl B Mexax LunudpoBOro npocTopy.

Oco6nMBOCTI XaHpy BigirpatoTb KO-
YyoBy poJSib Y (POPMYBaHHI CNPUNHATTS
HapaTuBy, a CTUAICTUYHA chneundika 3a-
JIMLIAETBCS KPUTUYHO BaX/TMBUM YUMHHM-
koM. B. HikonaeHnko (Nikolaienko, 2023,
p.40) y npaui «<MopgentoBaHHs HapaTUB-
HOI nepcnekTWBU: HapaTUBHI NpPOCTO-
py Ta Mofjenb cerMmeHTauil HapaTuBy
Y. JTaboBa» 3ayBaxye, W0 KOHdirypauis
3MiHIOBaHUX MornsfiB € Oinbll Xxapak-
TEPHOIO AJ1 OOHMX XAHPIB OMOBIAi, HiX
ONs iHWwKX, i Ui nepexonu nornsagis nig-
NnopsiAKOBYHOTLCA MEBHUM BU3HAYEHUM
3aKOHOMIpHOCTAAM. [Nsijay Moxe 3a-
NUIATUCA 3 MOYYTTAM He3aBepLUeHO-
CTi micna nepernsgy cnigyoro Tpuiepy
3 BigKpUTUM chiHanoMm, K-oT y nepLioMy
ce30Hi cepiany «CrnpaBXHil OeTeKTuB»
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(2014, pex. K. dykyHara), ockifibku Taka
CTPYKTypa MOpYLIYye TWMOBI OYiKyBaH-
HS Bif )XaHpy noniuinHoi gpamu, ge 3a-
3BMYal iCTOpi Mae YiTKe 3aBepLUEHHS.
Y nopibHMxX TenenporpamMax TpaguuinHo
OYIKYETbCS, L0 BCi CHOXETHI NiHiT 6yayTb
NIOriYHO 3aBeplUeHi — caMe Le BianoBi-
Jae ycTaneHum HopMam nobynoBu Ta-
KOro TUMy HapaTuBy. HaToMicTb y ncu-
XOJIOTIYHMX TpUnepax, sik-oT Yy MepLiomMy
ce30Hi cepiany «Tu» (2018, pex. M. Cira),
nofibHa 3aBepLUeHICTb 4YacTO HaBMMIC-
HO nopywyeTbes. [nsgay crnocTepirae,
AIK POMaHTUYHE 3aXOMJIEHHSI FOJIOBHOMO
repos TpaHcdopMyeTbecs y Hebesneu-
HY OJEpPXMUMICTb KOHKPETHOH XXiHKOH,
L0 MOPOAXYE OYiKyBaHHSI Ha MOro Mo-
panbHe 4uu isnyHe nagiHHA. [lpoTe
MepcoHaXx He JMLe YHUKAe MOoKapaHHs,
a i NPOL0BXYE CBOE XUTTS — BiH 3MIHIOE
MicLie NPOXUBaHHA N 6e3KapHO BAAETh-
CA O HOBUX 3/104MHIB. Takui po3BUTOK
nopfiv Bctynae y KOHMMIKT 3 0YiKyBaHUM
diHanomMm, BUKMKalOUYM y rnspada Bia-
YyTTSl HeCcrnpaBen/IMBOCTI Ta TPUBOXHO-
ro KOTHITUBHOIO [MCOHAHCY.

Mepwmin ce3oH cepiany «Endopis»
(2019, pex. C. JleBiHCOH) fEMOHCTPYE, AK
CyyacHi BidyasbHi icTOpil 3MiHIOOTb cno-
Ci6 CNpUAHSITTA KOHTEHTY cepef, MOJO-
Oi. 3aBOSIKM HECTaHO4APTHOMY MOHTaxy
Ta chparMeHTOBaHI CTPYKTYpi OMoBigi
MPOEKT po3ropTaeTbcs y dopmari, Lo
Haragye uumdpoBuI MOTIK CBIQOMOCTI.
PeanicTnyHi po3MoBM repoiB Yepryrotbcs
3 SCKpaBMMM, 4acTo crOppeanicTUYHU-
Mu obpasamu, CTBOprOOUM aTMmocdepy,
61M3bKy [0 Ti€l, B AKiN XUBe MOKOMIHHA
TikTok — wBupgke, dparmeHTapHe cno-
XMBaHHSA iHdopMaLlii, emMoLiiHa Hacuye-
HICTb Ta MOCTIlHe NepeMUKaHHS yBaru.

®inbm «TeHeT» (2020, pex. K. HonaH)
IEeMOHCTPYe, $IK CKiafHa KoHLenuis
MOXe OJJHOYaCHO OMBYBaTu I BiAWTOB-
XyBaTu. LleHTpanbHa ifesa 3BOPOTHOrO
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pyxy yacy noTtpebye Bif rnagayda He npo-
CTO yBaru, a rMnMboKoro 3aHypeHHs y cne-
undiky i3MYHMX 3aKOHIB CHOXETY, L0
iHoLi BiOBOJiKae Bip criBnepexuBaHHSA
reposim. Hanpuknapg, cueHa 3 «obepHe-
HMM» BOEM B aepomnopTy, L0 Haf3BU-
YallHO TEXHIYHO peani3oBaHa, LBKUALLE
3axOoMJIloe MeXaHiKo, HiX eMOLiNHOL
Hanpyrowo, af)Xe BHYTPIWHIA CBIT nep-
COHaxiB 3anuwaeTbcs nosa (HOKYyCOM.
Lle koHTpacTye 3 igeeto chinbMy «Bce
3aBXau i BogHouac» (2022, pex. [. KeaH
i 1. LLlanHepT), e HayKkoBO-haHTacTUYHA
ifest MyNIbTUBCECBITY BUKOPUCTOBYETHCS
AK Xy[Q0XHin 3acib asi poSKpUTTA TeMu
CiMenHMX cTocyHKiB. Togi ik «TeHeT» Ta-
Xi€ 10 IHTEeNeKTyanbHOro eKCnepuMeHTY,
Opyrui cpinbM npiopuTU3yE iHTENeKTy-
anbHUI BUKJIMK Haf €MOLINHOK A0CTYyn-
HiCTHO, W0 POoBUTb Moro BiflbLL BigKpPUTUM
i 3po3yMinMM Ons wupokoi nyéniku. Mo-
[iBHI Nigxoam Ao CTBOPEHHS KiIHOCTPIYOK
€ BigobpaxeHHAM iQeHTUYHOCTI caMumx
pexucepiB, siki BogHo4yac € i cueHapu-
cTaMu Uux npoekTiB. Came BOHU i € py-
LWIAHOK CUNIOK HapaTUMBHOIO [W3alHy
dinbmiB. Ak 3asHavaroTb O. bespyu-
ko Ta H. CrtenaHeHko (Bezruchko and
Stepanenko, 2024, p.24) y npaui «KiHo
AIK OCHOBa /11 (OOpPMYBaHHS/CTBOPEHHS
CyyacHoi HauioHanbHOI iQEeHTUYHOCTI»,
«IQEHTUYHICTb — Ue cknagHun dyHaa-
MeHTasIbHWUI MpOoLiec, L0 BUHUKAE B iH-
OuBiga Ta BigbyBaeTbCcA Yepes npuaMy
coujianbHOro».

CueHapin He € i30/1bOBaHUM dheHoMe-
HOM, afe BiH TICHO MOB'AA3aHUN i3 CO-
UiaslbHUMHK, iCTOPUYHMMK Ta igeosoriy-
HAMM YMOBaMy, L0 BU3HaYyalOTb WOro
dopmy Ta cnpuiHATTA. O. MenbHUYYK
Ta H. Tpuuis (2023, c.80) nigkpecnto-
HOTb: «|CTOPUYHMIA | coLliaNbHUA KOHTEK-
CTW, BignoBiganbHi 3a chopMyBaHHsI No-
Oy[oBM Ta CNPUUHATTA Teopii HapaTuBy,
BUSBNSIIOTBCA HE MEHLU 3HaYyLLUMMU, HiX
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Ti KOHTEKCTW, WO POPMYyHOTb CTPYKTY-
py OKpemMux oroBigei» . MoxHa 3pobu-
TM BUCHOBOK, LU0 cy4yacHe YKpaiHCcbke
KIHO BMKOPUCTOBYE pafsHCbKe MUHyne
AIK OCHOBY [J1s1 CaTUPUYHOIO OCMMWCIIEH-
HS CbOrOAHIWHLOI MONITUYHOI CUTYyaLT.
Y nepwoMy ce3oHi cepiany «Cnyra Hapo-
ny» (2015, pex. O. KupIoLLeHKO) rpoTeck
CNyrye iHCTPYMEHTOM KPUTUKU MONITUY-
HOT peanbHocTi. 06pas roNoBHOro reposi —
Bacuna lonobBopopbka, 3BUYANHOro
BUATENS, SKUMA BUMALKOBO CTae MNpesu-
[JEeHTOM, — penpes3eHTye YSIBNEHHSI Hapo-
[y Mpo YecHy Bnaay, Tofi sk abcypaHicTb
Moro npurof BUCMItO€ rMMOoKo BKOPIHEHY
cucTeMy Kopynuil. TyT KOHTEKCT cueHa-
pito cnyrye chbopMoto cycnisiBHOro ocMuc-
NeHHs, B AKiN nogil nicna PeBontouii rig-
HOCTI, 30KpeMa 3HeBipa y Bnagi, nogaHi
Kpi3b MpU3My 0cobUCTUX NepexmBaHb Ta
iCTOPUYHUX peanin.

dopMyBaHHS1 KiHOCL,eHapiiB 3HA4YHOO
MIpOKO  3YMOBJIHOETLCA  MPUXOBAHUM
i0e0NOriYHUM MNigTEKCTOM, AKUN BIJIU-
Ba€ Ha IXHil 3MiCT i HanpsiM PoO3BUTKY.
H. 3paxeBcbka (2022, ¢.56) y ctaTTi «Ha-
paTuBHI cTpaTerii cyyacHoro mepiaTek-
CTy» 3asHayvae: «HapaTuB ifgeonoriyHo
CKOHCTPYMOBaHUN Yyepes3 CYL)KeHHS Mpo
Te, XTO € FepoeM, a XTo — 310ieM» . Tema
3ITKHEHHS NIIOAVMHU 3 CUCTEMO aepani
yacTille NpoCTeXyeTbCcsA B YKpaiHCbKO-
My KiHemaTorpadi nicns 2014 p.; came
HaBKOJIO L€l Hanpyru 1 BubyOoBYyeTbCA
ClOXeTHa AuHaMika 6araTbOx CTpPiYOK.
Y dinbmi «KiGopru» (2017, pex. A. CeiTa-
6naeB) nocTaTi 3aXUCHUKIB [JOHeLbKOro
aeponopTy NokasaHi ickpaBo Ta iHAMBI-
JyanbHo, TO4 iK CYyNPOTUBHUK HaBMMUC-
Ho 306paxeHuin ik 6esocoboBa cuna, Wwo
BTiJIOE 3arpo3y HaLioHanbHin camobyT-
HOCTi Ta nokasye 60poTbOy 3a igeHTUY-
HicTb. MomibHa Xy[oXHSA cTpaTeris crno-
CTepiraeTbCs i B XYOOXHIN KiHOCTpiyUi
«3anisHa coTHs» (2004, pex. 0. AHYYK),
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e akLeHTOBaHO repoisMm [o6poBoOJb-
UiB, SIKi YUHATbL ONip MOTYXHOMY OKyna-
uinHoMmy anapaty. BogHouac Take uiTke
pPO3MeXyBaHHSA MiX «00BpPOM» i «3/1I0M»
iHOZi MOXe CrpoLLyBaTK paanbHIicTb, 3a-
JIMLLAKOYM NOo3a yBarok BHYTPILLHI nepe-
XWBaHHSA repoiB i No36aBnsoYM CHOXET
rnméLioro HapaTuBy.

LLLo6 nokanisyBaTtu cueHapil, HegocTaT-
HbO NULLE MepeKsiacTu cioBa — BaXJIMBO
BpaxoByBaTW KyNbTypHi 0cobnnBOCTI Ta
MeHTasbHi BiATIHKM LiNIbOBOT CMiSIbHOTH.
Ak 3a3Hayvae T. MNonsakosa (2021, c.195)
y cTaTTi «KynbTypo-TBOpUMiA heHoMeH
NpaBoONpPOCBITHULTBA: NpobneMun npoek-
THOro ynpasniHHA»: «[lo-neplue, cueHap-
Ha gpamaTypris 6asyeTbcs Ha MicLLEBOMY
MaTepiai; o KOXHOro 3axoqy cniganan-
TyBaTM [OOKYMeHTasIbHO-iHpopMaLinHy
6a3y [0 BM3HaAYeHOI TeMaTWKKU Ta Mpo-
6nemMaTuKu i TpaHcOpMyBaTU B XYL0X-
HI0 chopMy cLeHapito» . AKLLo He AoTpK-
MyBaTWCS LbOro npaBuna, Le npuseene
[0 cCeMaHTUYHUX npoBanis. ymMmop ykpa-
THcbkoro cepiany «CBaTu» y nepLiomy
ce30Hi (2008, pex. I0. Mopo30B) Hepiako
He BignoBigaB 3anvMTam Cy4yacHOI MOJO-
[i: TEMU Ha KLWTaNnT «3apobiTHOT nnaTtu
B KOHBEPTax» UM «layHMX KoonepaTusiB»
34aBanucs M Janekumu Ta HeakTyasb-
HUMW, TOAI K AN CTapLUOro MOKOMiHHS
Taki XapTu BXe 3ByYanu fello 3acTapi-
no. o6 aganTauia 6yna cnpaBgi ecek-
TUBHOO, CNijf, He MPOCTO 3MIHUTU Aiano-
rm, a MMboko OCMUCANTK Ta BpaxyBaTu
KYNbTYPHI i colianbHi peanir.

Xy[oXHi if€el HepigKo BUHUKAIOTb came
nif BNIMBOM 0COBNMBOCTEN KYNbTYpPHO-
ro KOHTeKCTy. Y dinbMi «nem'si» (2014,
pex. M. Cnabolnuubknin) pexncep HaB-
MWUCHO BIOMOBASIETbCA Bif CyOoTUTPIB
i 3BYKOBMX pemnik, 3anvlialun nuile
MOBY XECTIB, WO MEpPeTBOPKE HIMOTY
nepcoHaxiBs Ha MeTadhopy, sika nepe-
[a€e TeMy BilUy>XEHHSI B Cy4aCHOMY CBITi.
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Mnboke PO3YMiHHA YKpaiHCbKMX CcoLi-
anbHUX peanin, 30KpeMa [,0CBify nofen
3 iHBanigHICTIO, Jae 3MOry CTBOpOBATH
cLeHapil, Siki cTaloTb 3pO3yMinuMu ons
Pi3HUX KYNbTYP | KOHTEKCTIB. AK Npuknag,
yKpaiHcbkuit cepian «LLkona» (2018, pex.
|. JINTBMHEHKO) Ta OpUTAHCbKUI cepian
«lOHauTBO» (2025, pex. ®. bapaHTiHi) no-
pYWYyOTb akTyanbHi nigniTkosi npobne-
MUK — ByniHr, camoBupaxeHHa JITBT+ Ta
TPYQHOLL [OpOChillaHHA — 4Yepes 0co-
6ucTi icTopii repoie. Po3pobneHi cueHapil
I'PYHTYIOTbCSl Ha peanbHUX 3BEPHEHHSAX
LWKONAPIB [0 MCUXOJIOriB i AalTb 3MO-
ry nobaunTu cyyacHi TpygHow,i 4depes
npu3aMy 0cobUCTUX iCTOpPIN, AKi NoeaHy-
IOTb JIOKaJIbHUIA [0CBIf, i3 rnobanbHUMU
npo6nemamu.

CueHapin MOXHa po3rnagaTu AK Kyib-
TYPHUIA apTedakT, Wo noenHye B cobi
enemMeHTW icTopil, igeonorii Ta coui-
anbHUX HoOpM. BiH He nuwe Bigo6pa-
Xae peanbHicTb, ane u dopmye ii, npo-
MOHYIOUM [NAfadYeBi MeBHI OpieHTMPHU
DS TnymadeHHs. Hanpuknag, y oinb-
Mi «ATnaHtupa» (2019, pex. B. Bacs-
HOBWY) 3pyMHOBaHi nensaxi [oHbGacy
noctatoTb MeTadopolo BTpayeHoi ca-
MOIiJEeHTUYHOCTI, a MOBYa3Ha aTMocde-
pa 1 ckynicTb pensiik nuie NocuorTb
3HAUYLLICTb TOrO, LLLO 3aNM1LWIAETbLCA No3a
cnoBamu. YcnilHW/A HapaTuB 3aBXAu
KOOPAMHYETbCA 3 KOHTEKCTOM, iHTe-
rPytOYM MOro B CTPYKTYPY XY[OXHbOrO
BMCMOB/IOBaHHA. BogHouac irHopyBaH-
HS Liel B3aeMofii Moxe Mpu3BecTu Ao
npoBanie, 30kpeMa BTpaTu penyTauii
yn dhiHaHCOBUX 36MTKIB. TakoX Ayxe
BaX/IMBUWA Nigxig AepXaBHOI MNigTpPUM-
KM KIHOBUPOOHULTBA Y TUX KpaiHax, uui
dinbMK pigko noTpannsioTb Y MiXHa-
pPOOHMIA NpoOKaT i He MOXYTb KOHKYpY-
BaTu 3 6rnok6acTtepamu. fK 3a3HavyalTb
0. bespyuko Ta H. Kaumap y cTtaTtTi «Po3-
BUTOK CY4aCHOro YKpaiHCbKOro KiHO»:
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«OTXxe, HaranbHoO NpobieMoto B YKpaiHi
€ dopMyBaHHS cy4yacHOi HaLioHanbHOT
KiHOIHLYyCTpii, Aika 6 Bignosigana Mix-
HapoLHIN NpakTuLi opraHisauil KiHonpo-
Lecy, cnuparymchb Ha NpaBoBi, OpraHisa-
LiiHi Ta eKOHOMIiYHi MPUHUUMNY PO3BUTKY,
MaKCMMarnbHO afanToBaHi 0O BUMOr Cy-
yacHocTi» (2021, p. 213).

Tak, cueHapin — Lie He NPOCTO NocifoB-
HiCTb MOAIN, a KyNbTYpPHUI NaniMncecT,
e nepenniTatoTbCsA ICTOPWUYHI, igeono-
riYHi Ta couiasbHi acnekTu, L0 BU3Ha-
yaloTb, K NOro cnpuitMae rnagad. Moro
cvna nonsirae B 34aTHOCTI TpaHCGOpMY-
BaTW NOKasbHUMA OOCBif B YHiBepcasibHi
icTopil, 0fHaK BiH MOXe BTPaTUTU CBOO
eheKTUBHICTb, AKLLO0 KOHTEKCT He Bypae
po3swundpoBaHuii abo Byae CnpoLLeHUN,
LLLO MOXe MPU3BECTM [0 BTpaTh 3B'A3KY
3 rnafavem.

MopibHa npobnema HacaMnepeg, CTocy-
€TbCAl caMe BIiICbKOBOro KiHemMaTorpa-
da, B IKOMY 3aBe[ieHO perpeseHTyBaTh
OfHY 3i CTOpiH 36pOMHOro KOHNIKTY
3 Biflbll MO3UTUBHOMO CLEHaApHOro 6OoKY,
iTHOPYHOUYM [OEeMOHCTpaUito  NHOASHOCTI
CynpoTMBHMKA. YygoBUMM MpUKNazoM
€ inbM «3 MipKyBaHb coBicTi» (2016,
pex. M. TibcoH), oe 300paxyeTbcsa Mo-
psATYHOK pagoBuM [leamoHaoM [loccom
NMopaHeHUX BINCbKOBOCYXO0BLIB apMii
CLUA nig yac 6utBuM 3a OkiHaBy. B ofgHin
3i CLIEH KIHOCTpPIYKM repoi HaBiTb Hadae
MeOUYHy [0MOMOry iNOHCbKOMY Komba-
TaHTYy, ajle BogHoYac BCi iHWIi npefcTaBs-
HUKK IMnepaTopcbKoi apMii 306paxeHi
SIK BUHATKOBO XOPCTOKi conpaTu, ki He
NposiIBNSAOTb Hi HANMEHLLOrO MUJIoCep s
Ha noni 6oto.

AnbTepHaTUBHUIA CUEHapHUMI nigxig
y nofibHin cuTyauil Wo[o BUCBITNEH-
H TuxookeaHCbKOro TteaTpy 60MOBUX
nin [Opyroi cBiTOBOI BiiHU LEMOHCTPYE
«lon3iMcbKa» OWIOTiA, WO CKapacTb-
cs 3 dinbMiB «[Mpanopu Hawmx 6aTbkKiB»

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

2026-9(1) - pp.64-79

i «Jluctn 3 logsimu» (obmaoea — 2006,
pex. K. lctByg). Y umx KiHOCTpiukax
npeAcTaBEHO He JMLLEe aMepPUKaHCbKUN,
a | AMOHCbKWUWA Mornan Ha ogHe 3 Hau-
KpVBaBIiLLMX 306pONHMX 3iTKHEHb XX CT. —
6uTBY 3a ocTpiB loTO B NtOTOMY-6€epesHi
1945 p. Tak, 06uaBi CTOPOHU KOHAMIKTY
OLHAKOBOIO MIpOK OTPUMYHOTb MOBHO-
LiHHe HapaTUBHE PO3KPUTTS, OCKiSIbKM
KOXHI 3 HUX MPUCBSYEHUIA OKpPeMUI
diNbM, KU NOKJIMKAHWI feTanbHO Bi-
[o6pasnTu HauioHanbHO-BINCbKOBI 0CO-
67MBOCTI NpefCcTaBHUKIB LLiIKOM PisHUX
[epXaB Ta ifeosorin.

BopgHouyac npobnemMu cueHapHUX BU-
CBiT/IeHb 30pONHUX KOHNIKTIB 0cobnu-
BO aKTyaslbHi y hinbMax npo BiliHK, AKi
TPMBAKOTb Ha MOMEHT BUXOLY KiHOCTpIiY-
KM abo CTOCYHOTbCSl BOEHHUX onepawii,
O € cynepevysiMBMMUK 3 NO3uLiT icTopio-
rpacpii. Tak, Hanpuknag, y KapTuHi «3e-
neHa soHa» (2010, pex. I. [piHrpacc)
po3MoBifaeTbCA NPO MOLWYKU creunif-
po3gfinamMmn amepuKaHCbKoOl apMmii spep-
Hol 36poi Ha TepuTopil Ipaky, HasiBHICTb
AKOI, 3rifHO 3 PO3BiAyBallbHUMU OaHU-
MW, i cTana npuMunHOLO BTOpPrHeHHs CLUA
0O Ui€el KpalHM Ta MOBaNieHHA pPexumy
Capgpama XycenHa y 2003 p. Y dinbwmi
npaBAMBO OEMOHCTPYETHCS, LLO HisIKMUX
pakeT Ta iXHiX KOMMOHEHTIB HacnpaBgi
He Oyfio y BOJIOfiHHI TOro4yacHux pep-
XaBHUX  CTPYKTYp  BULLE3a3HaAYeHO!
61mM3bKocxigHol KpaiHu. Tak, KiHOCTpiu-
Ka Lie Ha cLieHapHOMY eTarli CTBOPEHHS
NpsIMONiHiMHO 3BUHYyBayye CLLA y Ha-
KNeni Ta CTaBWUTb Nif CYMHIB T opiLlifHi
BIMCbKOBI 1 [epXaBHi OUPEKTUBY, a LLe
N BUXOOMTb Y LUMPOKWMW NpOKaT sIKpas
ToZi, Konu B Ipaky NpofoBXyOTb TpUBa-
TW aKTUBHI B6ONOBI Ail. Y pe3ynbTaTi BeCb
CNeKTp HeraTMBHOro [OCBiAY Bif 3asHa-
YyeHoi cneuyonepauii TpaHcdopMyeTbCA
y NOTYXHe HapaTUBHe AP0, SKe MOKIIM-
KaHe 3BepHYTM yBary sikomora 6inbLuoi
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KiNIbKOCTI KiHOrNAaviB caMe Ha reomno-
NiTUYHI Npo6nemMmn cy4yacHOCTi.

Y undpoBy enoxy posfib CcLeHapucTa
3a3Ha€ CYTTEBOrO NEPEOCMUCTIEHHS: BiH
MocTae He JMLLE AK OMoBifJay, a fAK apxi-
TeKTOp ckNlafgHux, 6araTorpaHHUX CBITIB,
y SIKUX YCi €neMeHTU B3aeMOMOB'sI3aHi.
I KypiHHa (2013, ¢.19) y npaui «CueHap-
Ha MaWCTepHiCTb Ha TenebayeHHi. Tene-
Apamartypris» Haronouwye: «CueHapin —
Le 3acib yTiNeHHs Xy[QoXHbOro 3agymy
MuTuA» . LUs doopmyna HabyBae HOBOro
3MICTOBOIO HamnoBHEHHS Y CepefoBuLLI
iHTEepaKTUBHUX Megia — TpaguuiiHui
niaxig [o NiHINHOMO CAPURHATTSA 3MiHO-
€TbcA Ha Oinbw cknagHi 1 6aratoacnek-
THi CTPYKTYpW, L0 [alTb 3MOry Mo3-
ByTuca obmexeHb NiHINHOCTI. Y rpi «[o
cBiTaHKy» (2015) po3BUTOK CIOXETY Tic-
HO MoB'AI3aHWI i3 BUGOPOM KOpUCTyBa-
ya: KOXHe yXBaJieHe pilleHHs1 He nuLle
dopmye noganblui nogii, a h BU3HaYaE,
SIK 3MiHIOBAaTUMYTbCS B3aEMUHU MiX
reposamu. Hanpuknag, pilleHHs LWono
TOro, UM BpATYBaTM [pyra, Yum BTEKTH,
CTBOPIOE HEMOBTOPHY EMOLiHY aTMoc-
depy, fie KoxeH BMOip CTae TOYKOK BXO-
Iy B HapaTuB. Y LbOMy pasi cueHapucT
MocTae He sIK aBTOP, a K KOOpAMHATOp,
AKWA NPOKNafae PiSHOMAHITHI LUNSAXK,
ane OCTaTOYHe HAaroBHEHHSI X CEHCOM
3anexuTb Bif rpaBus.

3pocTaHHA  PiBHA  IHTEPAKTUBHOCTI
dopmye HoBi Buknuku. |. Beabopoamx
Ta H. JleBnubka (2019, c.11) y ny6nika-
LiT «B3aemMopiss MiX ynTayem Ta TEKCTOM
y CBiTNi MNOCT-CTPYyKTypaniaMy: cyvac-
Hi nigxoau oo iHTepnpeTauil Ta aHanisy
Xy[OXHbOrO TBOPY» 3a3HauyalTb: «AK-
TUBI3alis yBarn 4O posi ynTaya y npo-
LUeci YMTaHHS Ta OCMUCIIEHHS XYLO0X-
HbOr0 TBOPY € 3arasibHOK TeHJEeHLie
y NniTepaTypo3HaBCTBI, L0 po3noyanacs
y Opyriv nonoBuHi XX cT. Ta 36epirae ak-
TyasbHicTb goTenep». OTXe, cuUeHapii
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MoXxe OyTu CrpOEKTOBaHWUIA SIK IHTepak-
TMBHa TKaHWHa, e 3 camMoro novartky
rnsafady Mae MOXMBICTb obupaTu Ha-
npaM, y sakomy 6yne posBuBaTUCH BCA
icTopif. Lindposi nnatdopmu, Taki K
Netflix, NpofoBXyOTb 3MiHIOBATU YSAB-
NEHHS NPO TpaAauUinHi cueHapil. Hanpu-
Knapg, iHTepakTuBHUI hinbM «by3sorpua»
(2018, pex. M. Cneit) nponoHye rnsapa-
YaM B3ATU y4YaCTb Yy PO3BUTKY CIOXETY,
obuparoun Mix arpecMBHMMM Ta nauu-
dicTcbkuMKU pilleHHsIMKU. KoxeH BMGIp
3MIHIOE He TiflbKW Ll FOIOBHOro repos,
a N HaBKOMWLLIHIO aTMocdpepy: Bifi KONbO-
poBOI raMu [0 My3UYHOrO CYNpoBOAY.
Lle cTBOpIOE BpaxeHHs, WO icTopis He
€ hikcoBaHo0, a NOCTIMHO afanTyeTbCA
[0 eMoUifHOro cTaHy rnsgava. Tpagu-
LifHI aKTW Ta KynbMiHaLil 3aMiHIOOTb-
CA Mepexer MOTEHLINHUX PO3XOOKEHb.
MNpoTe, ik Nokasye focsif rpy «[leTpounT:
Ctatn mogauHoto» (2018), oe € noHapg,
100 moxnuBux chiHanie, HagMipHa rHyY-
KICTb 4acTO WKOAWUTb 3B'ABHOCTI W NO-
riYyHin LinicHocTi po3noBifi, ska nouYnHae
BTpayaTu CBO CTPYKTYpY i pokyc. Tob-
TO TpagMuiiHa CTpyKTypa icTopil po3na-
[aeTbCA HA MHOXMUHY MOXJIMBUX BapiaH-
TiB, No36aBneHnx eanHoro dokyca.

OTXxe, cyyacHe undpoBe cepenoBuLLe
nepeTBOPIOE CLEHapii Ha JMHaMIiYHy
chbopMy BUpaXKeHHS, Ae XyLOXHiA 3aayM
NoeHYeETbCA 3 HOBITHIMW TEXHOJNOrisi-
MWU. Ane Moro octaToyHa KoHdirypauis
yce yacTiwe popMyeTbCsl He nuLle aB-
TOpOM, a M 4epe3 3BOPOTHMM 3B'AI30K
i B3aemogito 3 ayauTopieto. Po3BUTOK
CLieHapHOI MalcTepHOCTi B ManWbyTHbO-
My noTpebyBaTuMe BMiHHSA NOELHYBaTH
TBOPUYY CBOGOAY Ta CTPYKTYpPOBaHY MHyuY-
KicTb. ABTOpPY NOTPIGHO CMINMBO LIyKaTK
HOBi bopMU, He BTpayvarouuM KOHTPOIb
Ha[ 3MIiCTOBHUM Si4,pOM OMOBIf,.

Tak, ponb cueHapucta y undpoBoMy
MegianpocTopi — Le posb MNPOBiAHUKA,

bapHuy, M., baTaniHa, X. CueHapin Ta Moro BrvB Ha CTPYKTYPY HapaTUBY.
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KM He Bepe rnsgava 3a pyky, a 3a-
nae HanpsaM. Moro saBgaHHA CTBOPUTM
KapTu 3 6e3ni4Yto LWNAXIB, [ KOXEH Mo-
BOPOT BigKpVMBaE HOBWM piBeHb CMiBI-
epexuBaHHA. Ti, XTo 3ymie noegHaTu
iHTepaKTMBHICTb 3 FMUBUHOID, TEXHOJO-
rii — 3 NtogAHICTIO, a iHHOBAaL,T — 3 Bi4YHOIO
notpeboto B icTOpiAX, WO TOPKaKTh-
cs cepus, popMytoTb HOBI FOPU3OHTU
MucTeuTBa. Y LbOMY Mpoueci Baxiu-
BY poJib Bifirpae HaykoBa fisilbHICTb
B ranysi [ocnigXeHHs TpaHcdopmaLin
CLeHapilo BignoBigHO [0 AMHAMIYHUX
ouikyBaHb ayguTopil. B. KywHapboB Ta
0. CkayveHko (2024, c.8) y cTaTTi «daxo-
BUM XXYpHan [OCNiIXEHHs MUCTeuTBa:
OCHOBHIi JOCAArHEHHA 3a ABaUATb N'ATb
pokiB» BKasyoTb: «EdbekTUBHa HaykoBa
KOMYHiKaliss BuMarae mnocTiiHoro o6-
MiHy iHcbopmMaLlieto Npo TeHAeHLil po3-
BUTKY ranysi, BiOKPUTTH, TeOpPeTUYHI
HanpaLoBaHHSA, NPaKTUYHI pe3ynbTaTy
OiSNIbHOCTI».

BucHoBKM

OTXe, y cydyacHoMy cueHapil KOHAMIKT
i NepuneTis BigirpatoTb poSib He nuLe
JpaMaTU4YHUX eneMeHTIiB, a U 3acobiB,
3a [0MOMOrOK SIKUX aBTOpP BCTaHOB-
NOE KOHTAKT i3 rnapadyem. Came uyepes
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HUX bopMYyeTbCS eMoLiiHa aTtmocdepa,
3ajaeTbca AMHaMika nofin i Bigkpwu-
BAETbCA MOXJMBICTb [AJsi MOJANbLUO-
ro po3BMUTKY iCTOpIl B Pi3HUX MepiAHMX
chopmaTtax. [lpoTe pe3ynbTaTUBHICTb
LUMX KOMIOHEHTIB 3aNexuTb Bif TOro,
HacKiflbku BMINO CLEHapUCT MOELHYE
TpaguuUifHi HapaTUBHI nmigxoaum 3 pearni-
SIMU HOBITHbOFO MegianpocTopy, e ny-
6nika O4ikye He nuwe 3MICTOBHOMO 3a-
rMMGMIEeHHA, @ 1 MOXJIMBOCTI B3aeMof,il
3 KOHTEHTOM.

TpaHCMefifHICTb TaKoX Bifirpae npo-
BiHY pPOJib Y CTPYKTYPi CyYacHUX KiHO-
Ta TenecueHapiiB yepes TaKi fBULLA, AK
rnosiBa CUCTEMM iHTEPaAKTUBHOCTI, po3-
BWTOK Bi3yaNbHOr0o MAapKEeTUHIY, OuYiKy-
BaHHSA rnspadviB pisHoi BikOBOI KaTeropii
LLLOA0 NPOEKTIB YNCSIEHHMX XaHPIB.

MNMCcbMEHHMLUbKA MaWCTepHIiCTb Yy Cy-
YacHIN CUeHapHi LisfIbHOCTI Mae rHyJ-
KO cniBiCHyBaTK 3 TpaguLiiHUMK BULO-
BMMM KOMIMOHEHTAMM KOXHOMO >aHpy
KiHemaTorpadha. PisHOMaHITHICTb Tem,
AKI  OOCNigXYHTbCS Y MefianpoekTax,
3 KOXHWM POKOM 3pOCTaE€, Lo i 3yMOB-
NHOE  SIBULLE MOCTIMHOrO MOELHAHHS
Pi3HUX XYOOXHIX efleMeHTIB 3 MeToto
3QMBYBaTK MMsfada Ta 3pobuTu ayniosi-
3yanbHUA BUTBIP LiKaBUM O HalLWmp-
LUNX BEPCTB HaCemNeHHs.

Besbopoaux, .

Ta JleBuubka, H., 2019. B3aemogia MiX 4yMTayeM Ta TEKCTOM Yy CBIiTAi

NocT-CTPYKTYpaniamy: cyyacHi nigxonu [0 iHTeprpeTauil Ta aHanisy XyLoXHbOro TBOPY.
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Abstract

The purpose of this research is to study how a film script and creation of a story affect the emotional
and cognitive perception of the consumer of media content directly in a film or TV series; to find out how
some elements of the script — in particular, conflict, dramatic turns and transmedia — interact with the
viewer's experience. To identify features under which the depth of immersion in the narrative of works
of audiovisual art by the audience is formed. Research methodology. The qualitative analysis method is
carried out through a comprehensive study of script texts within different genres. Comparative analysis is
compared with qualitative interpretation of dramaturgy, which in turn allowed to identify common patterns
in plot construction, and the methodology for evaluating practical concepts of using transmedia strategies
in film and television production was also applied. Scientific novelty. This work emphasises the relationship
between the components of the narrative and audience participation in the interpretation process in contrast
to traditional approaches to studying scripts. It is established that the intensity of emotional response
depends on the complexity of the storyline (for example, the use of twists and turns), and the main role in
the formation of sensory images is played by linguistic instruments (metaphors, ideologically — opposite
images). Conclusions. This article studies the influence of various script elements on the qualitative
perception of audiovisual art products by the viewer. In addition, the reorientation of writing skills to the
requirements adapted to the dynamics of modern media platforms is analysed. The research shows how
the audience is transformed from a passive viewer into an active interpreter with the help of interactive
technologies, which are intensively introduced into the audiovisual sphere of art and production.
Keywords: script; military cinema of the second half of the 20t century — the beginning of the 21t century;
narrative; perception; twists and turns; transmedia; cognitive studies.
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Abstract

Purpose of this research. It is necessary to analyse a process by which the
interactive experience of computer games is transferred into the narrative
structure of film adaptations, to identify specific features of video game
adaptation in modern cinematography, to determine key challenges in
transforming interactive mechanics into a linear narrative, as well as to
demonstrate the importance of considering the distinctive characteristics of
computer games in the process of their cinematic adaptation. The research
methodology includes the application of the following methods: theoretical
analysis — examination of scientific works addressing issues of intermediality,
adaptation, development of video games as a cultural phenomenon and their
interaction with cinema; comparative method — studying traditional forms of
literary adaptation and the specificity of video game screening, identifying
similarities and differences in the transformation of various media products;
comparative analysis — juxtaposition of characteristics of video games
and cinematography, identifying peculiarities of their semiotic systems
and narrative structures; historical method — tracing the evolution of video
games from early experimental programs to complex interactive media
products; generalisation — systematisation of theoretical approaches to the
problem of adaptation and formulation of conceptual conclusions regarding
the perspectives for hybrid media forms. Scientific novelty. For the first time,
this article studies the film screening of video games as a form of intermedial
reinterpretation that requires the adaptation of both narrative and interactive
experience. It is grounded that the traditional approach to adaptation is
insufficient in the case of video games, as it does not account for the unique
role of the player as an active participant. It is determined that the introduction
of new formats makes it possible to achieve a balance between a viewer's and
a player's experiences while preserving the depth of the original. Examples
of transmedia adaptations demonstrating the successful integration of game
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mechanics and narratives into cinematic art are analysed. Conclusions. The

study reveals the central contradiction of adaptation, such as a necessity

to sacrifice gameplay interactivity in favour of the linear narrative structure

of cinema. Furthermore, the development of new hybrid forms, including

interactive films and VR technologies, which preserve elements of interactivity,

is traced. It is established that a promising direction is the creation of unique

audiovisual products in which viewers may participate in the narrative.
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Problem statement

Screening of computer games as a phe-
nomenon of modern cinematography
evokes a mixed response among critics,
audiences and fans of the original works,
as the process of film adaptation of-
ten presents significant challenges. The
most essential feature of video games
is interactivity, which allows a player to
control a character, observe the devel-
opment of events, actively explore the
world, interact with other characters and
influence the narrative campaign, e.g.,
by altering the game's ending based on
the player's decisions. It is precisely this
unique feature that distinguishes video
games from traditional art forms, par-
ticularly cinema, where the viewer usual-
ly observes a pre-constructed story and
has no influence over its course.

In this regard, a deeper analysis of the
artistic, technical and narrative features
of video game adaptation is required.
Particular attention should be paid to un-
derstanding how interactive experience is
transformed into a linear cinematograph-
ic form. This makes it possible to outline
key directions in the development of hy-
brid media forms that combine peculiari-
ties of both games and cinema.

Such a fundamental difference in the
nature of these media creates adapta-

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

tion challenges that have not yet received
systematic theoretical interpretation. In
spite of the growing popularity of video
games as a cultural phenomenon and
their recognition as a form of art, the
specifics of their cinematisation remain
understudied. The relevance of this is-
sue grows alongside the expectations of
the contemporary viewer, who seeks not
merely to passively observe a completed
story but to experience, even if indirect-
ly, the interactivity and deep engagement
characteristic of gameplay in beloved
computer games.

Recent research
and publications analysis

Parallels between games and other
forms of media were drawn by P. Alek-
sandrov (2021), who studied non-linear
narrative and indicated its fundamental
distinction from the traditional structure
of cinematic storytelling.

A. Konoplytska and O. Nakonechna
(2022) considered computer games as
a significant element of modern culture,
asserting that video games have become
a new mode of interaction with infor-
mation, a medium for socialisation, and
a space for cultural exchange. Addition-
ally, the authors emphasised that games
actively influence the formation of think-

Barba, I, Hryhorchuk, V. Screening of Computer Games
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ing, emotional sensitivity, and modes of
self-expression among users.

In the publication by N. Skubina (2024),
narrative video games were examined as a
new form of art that reflects the philosophy
of metamodernism — a cultural phenom-
enon that has followed postmodernism.
The semiotic nature of audiovisual works
was studied by R. Shyrman, S. Kotliar,
A. Suprun-Zhyvodrova (2018); I. Gavran,
S. Stoian, M. Rohozha, I. Vilchynska,
H. Pletsan (2023); G. Chmil, N. Korablova,
0. Bezruchko (2024); G. Chmil, N. Korablo-
va, 0. Bezruchko, N. Zhukova (2024), et al.

At the intersection of literature and cine-
ma worked D. Beznosenko and O. Punina
(2017), who studied screen adaptation as
an intermedial process of transformation.

A comprehensive analysis of screen ad-
aptation as a distinct form of intermedial
interaction between literature and cine-
ma was presented by V. Fedorenko and
N. Sulima (2023). The authors studied
the process of transferring a literary work
to the screen, defined its place in con-
temporary cinema, and outlined the main
strategies of film adaptation.

In the interdisciplinary context, Y. Liu and
L. Shrum (2002) studied how interactivity
affects the perception of a media product.
Their research made it possible to better
understand what is lost when transition-
ing from a player to a passive viewer.

A. Khailo (2021) examined video games
as a multifaceted phenomenon encom-
passing technical, social and artistic as-
pects. The author analysed how video
games are studied across various disci-
plines (from engineering to cultural stud-
ies) and provided an overview of major
domestic and international approach-
es. The study highlighted the potential of
games as instruments of communication,
self-expression and socialisation and
emphasised the necessity of develop-
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ing a Ukrainian academic foundation in
this field. 0. Bezruchko and O. Poberaylo
(2025) investigated the evolution of the
cut scene in interactive audiovisual works.
In his study, V. Karashchuk (2025) ana-
lysed the influence of audiovisual innova-
tions on cognitive processes, emphasiz-
ing that modern technologies, particularly
VR, expand the tools of media and shape
new models of thinking and perception.
N. Marenych (2013) discussed the vid-
eo game as an art form at the boundary
of postmodernism and post-postmod-
ernism, stressing its ability to synthesise
symbolism, irony, aesthetics, and the phi-
losophy of contemporary culture.
Purpose of this article. The article aims
to study the screen adaptation of video
games as a form of media translation
that redefines the boundaries between
the viewer and the player in modern
audiovisual art. The ultimate goal is to
highlight how cinema adapts interactive
gameplay experience and what innova-
tive forms emerge at this intersection.

Main research material

Within the media landscape, computer
games have evolved from a niche hobby
to a widespread cultural phenomenon. As
noted by 0. Pozharytska (2021, p.67) in
her work "Videogames genre taxonomy",
the origins of play as a form of activity
trace back to prehistoric times and even
the animal world, where play served so-
cialization functions, whereas the mod-
ern computer game entered the 21st cen-
tury alongside the development of digital
technologies and, in 2011, gained recog-
nition as an art form in its own right.

The first video games emerged in the
1950s—-60s as simple experimental pro-
grams (e.g., Tennis for Two (William Hig-
inbotham, 1958) or Spacewar! (Steve Rus-
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sell, 1962)). By the 1970s, video games
had become a commercial product and
part of mass culture. In his dissertation
“Video game as a phenomenon of mod-
ern media culture”, Ye. Maliuk (2022, p.43)
noted: “Early video games represent ob-
jects that are fairly simple to analyze, as
their content, game mechanics, and nar-
rative — if any — can be exhaustively de-
scribed in just a few sentences”.

Since then, the video game industry
has made tremendous progress — from
arcades and game cabinets to complex
narrative-driven projects and high-per-
formance computers, consoles, and more.
As A. Khailo (2021, p.26) notes in "Object
of study: video games": "When comput-
ers entered everyday life and their pur-
pose changed, transformations in their
development also took place. At a certain
stage, one of the reasons for the develop-
ment of new technologies and the mod-
ernisation of existing ones became the
desire to improve video games".

It is necessary to mention that the evo-
lution of video games is no longer limited
to technical improvement; they are now
expanding their aesthetic and narrative
capacities. Due to the growing popularity
and cultural visibility of the medium, we
currently observe its convergence with
other artforms, particularly cinema. Video
games increasingly adopt compositional
principles, visual styles, and methods of
emotional impact characteristic of film.
As a result, they acquire cinematic quali-
ties in both narrative delivery and overall
perception. Likewise, in film adaptations
of successful video games, cinema also
incorporates visual solutions, plot mo-
tifs, and even interactive mechanisms
characteristic of gaming. P. Aleksandrov
(2021), in his work “Non-linear narrative
in media culture about What journal-
ism has in common with video games”,
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confirms that contemporary cinema has
begun to adopt elements of interactivity
from video games.

It is also worth referring to the observa-
tions of J. Robson and A. Meskin (2019,
p.971) in "Videogames and film", who
emphasised that comparisons between
video games and films are now wide-
spread. The researchers note that critics
often describe video games as “cinemat-
ic" or refer to certain titles as "interac-
tive movies". This is due to shared fea-
tures between the media, particularly in
technical implementation and narrative
construction. However, fundamental dif-
ferences also exist — attributes such as
interactivity are typical of video games
but are not standard in cinema.

Given the increasing interpenetration of
video games and cinema, the question of
the nature and specificity of film adapta-
tion in this context becomes inevitable.
If, in the traditional sense, adaptation re-
fers to the transfer of a literary text to the
screen, then in the case of video games, it
involves transforming an interactive ex-
perience into a linear audiovisual form. In
“Film adaptation as a result of the inter-
mediate reading of literary work (based
on Irene Rozdobudko's prose)”, D. Bez-
nosenko and O. Punina (2017, p.15) not-
ed that literature provides cinema with
a narrative line, but cinema does not
simply duplicate it; rather, it transforms
it according to its own artistic laws and
the specifics of the screen, thereby creat-
ing a new work. This principle can be ap-
plied to video game adaptations as well,
since both cases involve not mechanical
copying but the creation of a new media
product while preserving the central idea.
Therefore, adaptation should be viewed
not merely as a technical or narrative
translation but as an intermedial inter-
pretation that accounts for the differenc-
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es between the semiotic systems of vid-
eo games and cinema. A similar position
is articulated by V. Fedorenko and N. Suli-
ma (2023, p.214) in “Screen Adaptation in
Modern Audiovisual Production", where
they emphasize that one of the key chal-
lenges of adaptation lies in the tension
between literal reproduction of the source
and the pursuit of artistic independence.
According to them: “In the process of ad-
aptation, a director may omit secondary
storylines, details, and minor characters,
or, conversely, introduce new episodes
absent from the original work but which,
in the director's view, better convey the
core idea through cinematic means".
Considering the mentioned above in the
context of video game adaptation, such
a contradiction becomes even more pro-
nounced, since it involves not only the
narrative but also gameplay as a key com-
ponent of the experience. When adapting
a game, the director or screenwriter is
often compelled to abandon interactivity,
variability, and the open structure of the
game world in favour of a unified, linear
narrative form characteristic of cinema.
For example, in the series The Last of Us
(directed by Craig Mazin, Jasmila Zbanig,
Neil Druckmann, Jeremy Webb, Ali Abba-
si, 2023), based on the video game of the
same name (The Last of Us, Naughty Dog,
2013), the creators retained the main sto-
ryline while simultaneously developing
a full dramatic arc for Bill and Frank (sec-
ondary characters who were presented
much more fragmentarily in the game). In
the series, the viewer follows their relation-
ship over several decades, something that
would be impossible to realize in the game
format without sacrificing dynamism and
player engagement. Thus, in this case, ad-
aptation not only preserves the core ideas
of the original but also expands its seman-
tic horizons, employing cinematic means
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to deepen immersion into the game world
and reveal new character layers. All this
supports the notion that intermedial in-
terpretation presupposes not literal repro-
duction but reinterpretation adapted to the
possibilities of the new medium.

It should be noted that the adaptation
of video games represents an attempt to
translate an experience that is inherently
built on action, choice, and personal in-
volvement into a form in which the view-
er is only an observer. While literature or
theater typically present a story in a fixed
form, a video game offers something sig-
nificantly more (a symbiosis of narrative,
mechanics, decision-making, and dy-
namic interaction with the game world).
During gameplay, the player does not
merely observe the protagonist but con-
trol and embody them. In this sense, vid-
eo games enable fundamentally different
experiences that are difficult to replicate
in cinema without loss. As M. J. P. Wolf
(2008, p.285) notes in “The video game
explosion: A history from PONG to Play-
station and beyond", this constitutes
a shift from simulation to empathic em-
ulation: "While film audience members
watch a character's involvement in vari-
ous situa tions provided by the storyline,
perhaps imagining what it would be like
if they were in a similar situation them-
selves, in the video game, the player
causes on-screen events to happen by
acting or reacting". For instance, in the
Mass Effect series (BioWare, 2007-2017),
the player decides whom to save, which
relationships to pursue with other char-
acters, and whether to choose aggres-
sion or diplomacy. These choices affect
not only the plot but also the perception
of characters, the moral tone of the story,
and the ending of the game. As N. Sku-
bina (2024, p.257) observed in “Narrative
video game as metamodern art"; “Against
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the backdrop of heightened interest in
theories of simulation and the decentral-
isation of the subject, video games have
become a unique space that grants play-
ers significant freedom within interactive
narratives, allowing them to actively in-
fluence the development of events in vir-
tual worlds".

In conventional cinema, such variability
is nearly impossible, though it does exist.
The audiovisual work experiments with
preserving the interactive nature of nar-
rative (Bezruchko and Manuliak, 2019).
A hybrid form has emerged that combines
elements of both games and films (the
interactive film). This is a specific type
of audiovisual product in which the view-
er is able to influence the course of the
narrative by choosing the character's ac-
tions or the direction of events. The most
well-known example of this format is the
special episode of the anthology series
Black Mirror — Bandersnatch (directed
by David Slade, 2018), in which viewers
are offered numerous choices that affect
the plot and ending. Interactive films rep-
resent an attempt to preserve the idea of
the “player as co-creator”, which is fun-
damental to video games.

Unlike traditional cinema where the plot
unfolds in a fixed manner, the interactive
format allows the viewer to make deci-
sions that directly influence the course
of events. For this reason, the experience
approaches that of gameplay. P. Aleksan-
drov (2021) introduced a concept of “in-
teractive narrative nonlinearity”, referring
to a type of interaction that involves the
user in constructing the narrative, ena-
bling multiple story trajectories and var-
iable endings that may differ with each
viewing or playthrough. Such a principle
underlies a number of game-centered
film projects that experiment with modes
of audience participation. Alongside the
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aforementioned Bandersnatch (2018), it
is also worth mentioning Late Shift (di-
rected by Tobias Weber, 2016), in which
the audience makes decisions for the
protagonist in real time, without the pos-
sibility to pause or rewind. The film con-
tains 180 decision points that influence
the narrative and lead to one of seven al-
ternative endings.

In his work “The Hyperimmersive Turn
and the Metaverse: Gamification of the
Audiovisual Landscape”, |. Pecheranskyi
(2025, p.166), likewise confirms the idea
that gamification exerts a significant in-
fluence on the digital audiovisual environ-
ment, transforming the role of the viewer
from a passive recipient into an active
participant in the narrative. Due to the de-
velopment of digital media and streaming
services, the audience gains the ability
to influence the development of the plot,
which contributes to the dismantling of
the traditionally fixed narrative structure of
film and television products and ensures
deeper emotional engagement.

There exist even deeper forms of immer-
sion, in which a person becomes simul-
taneously a player, a viewer, and an actor
fully transferred into the world of the game.
The opportunity to combine the most ad-
vanced achievements of both the film and
video game industries emerged with the
arrival of VR technology, which enables
the user to experience a full sense of pres-
ence in a virtual world. The user is able to
control the character's body, move, and
interact with objects and the environment.
According to V. Volynets (2021, p.233) in
the work "Virtual, augmented and mixed
reality: essence of concepts and specifici-
ty of relevant computer systems”, "Virtual
reality (VR) is a three-dimensional envi-
ronment created through technical means,
with which a person can interact and
which is transmitted through visual, audi-
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tory, tactile, or other sensations. The task
of VR-immersion technologies is to simu-
late the brain's perception of the visible as
real by means of specialised technological
systems”.

Using the example of the game
L.A. Noire: The VR Case Files (Rockstar
Games, 2017), 0. Bezruchko and O. Ani-
kina (2021, p.46) in their article "Modern
Audiovisual Art within the Space of Inter-
net Network: New Aspects of Interaction”
note that it "allows the player to watch
a movie and at the same time act as a de-
tective”. Combined with the development
of artificial intelligence, video streaming
and intelligent interfaces, VR technology
opens fundamentally new possibilities for
the film industry to experiment with film
adaptations of video games.

Conclusions

As aresult of this study, it is established
that the screen adaptation of computer
games represents a complex intermedi-
al process that goes beyond the simple
transfer of a storyline to the screen. The
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theoretical analysis demonstrated that
a successful adaptation of a video game
requires not a literal reproduction of the
gameplay experience but a creative rein-
terpretation that takes into account the
specific features of cinematic language.

It is determined that the key challenge
of video game adaptation lies in the
transformation of an interactive experi-
ence into a linear narrative form. At the
same time, cinema is discovering new
ways to preserve elements of interactivity
through interactive films and VR technol-
ogies, which indicates a growing inter-
penetration of these media forms.

This research shows that the most
promising direction for development is
not the opposition of video games and
cinema but the search for hybrid forms
that combine the strengths of both media.
Technological advancements, particular-
ly virtual reality and artificial intelligence,
open new possibilities for the creation
of unique audiovisual products in which
viewers can become active participants
in the narrative while retaining the aes-
thetic qualities of the cinematic art.
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AHoTauif

MeTacTaTTi — npoaHaniayBaTu npoLec nepexony iHTepakTMBHOIO AOCBIAY KOMM'FOTEPHUX iFop y HapaTUBHY
CTPYKTYpPY KiHOafanTauiv, BU3HAUMTU cneuundiky ekpaHisauii Bigeoirop y cyyacHoMy KiHematorpadi,
BCTAHOBUTM KJIHOYOBI TPYOHOLLI Mif 4yac TpaHcdopMmaLil iHTepaKTUBHUX MEXaHiK Yy NiHIMHUNA HapaTus,
[OBECTU BaX/MBICTb ypaxyBaHHS 0cO6GMMBOCTEN KOMM'FOTEPHUX irop Yy mpoueci ix KiHemaTorpadiyHol
apanTauii. MeTogonorisi AOCRifgXeHHs NOJIArae y 3acTOCyBaHHI TakUX MeTOfHiB: TEOPEeTUYHOro — Afs
aHanisy HaykoBWX Mpalb, L0 BUCBITNOTL NpobneMaTuky iHTepMefianbHOCTI, eKpaHisallii, po3BUTKY
Bifleoirop sik KynbTypHOro siBULLA Ta iX B3aeMOLil 3 KiHeMaTorpadom; MOPIiBHANBHOr0 — AN [OCHiAXEHHS
TpaguuinHux opM ekpaHisalii niTepaTypHux TBOpIB Ta cneuudiku aganTauii Bigeoirop, BUSBNEHHS
CMiflbHUX | BIAMIHHMX puc y npouecax TpaHcdopMalil pi3HUX MefianpofyKTiB; KommnapaTUBHOIo
aHanisy — aJis 3iCTaBNEHHS1 XapaKTepuUCTHK Bifeoirop Ta KiHemMaTorpada, BCTaHOBNIEHHS 0COBMBOCTEN
TX CEMIOTMYHMX CUCTEM Ta HapaTUBHUX CTPYKTYP; iCTOPUYHOro MeTomy — [ONsi BUCBITNIEHHS eTaniB
eBositoLil  Bigeoirop (Bif MPOCTUX €eKCMEPUMEHTaNbHUX MNPOrpaM [0 CKMaAHUX IHTEPaKTUBHUX
MefianpoayKTiB); MeTofy y3arasibHeHHs — AJ1A CUCTEMaTM3aLil TEOPeTUYHUX MigxodiB Ao npobnemu
ekpaHisauil Ta opMyntoBaHHSI KOHLIENTYyaslbHUX BUCHOBKIB LLOA0 NEPCNeKTUB PO3BUTKY FiBPUIAHUX
Mefiachopm. HaykoBa HOBU3HA. Y cTaTTi BrepLue po3rfsiHyTo NpoLec ekpaHisauii Bigeoirop sik hopmy
iHTepMefjianbHOro MepeocMUCIIeHHs, Lo noTpebye apjanTauil CroXeTy Ta IHTepaKTUBHOro [OCBigy.
O6r'pyHTOBAHO, L0 TpaAULINHUIA NigXin 0o eKpaHi3aLil € HeoCTaTHIM y Bifleoirpax, OCKiflbKu He BpaxoBye
YHiKanbHoOl posii rpaBuUsi SIK aKTUBHOIO y4yacHuKa. Bu3HauyeHo, Lo came yepes BMPOBALXEHHS HOBMX
cdopmMaTiB MOXIMBO JocArtTM GanaHcy Mix rnagaubkvMM Ta irpoBMM AoCBifoM, 36epiratoun raméuHy
nepwomxepena. lpoaHanisoBaHo NpuKNagu TpaHCMeOiNHWMX afanTauid, fKi OEMOHCTPYHTb YCHilUHY
iHTerpauito MexaHik i HapaTuBIiB 3 Bifieoirop y KiHoMUcTeLTBO. BUCHOBKWU. Y [OChifXeHHI BUSBNEHO
KJIFOYOBY CynepeyHicTb afjanTtauil — HeobXigHICTb XepTBYBaTH iIHTEPAKTUBHICTIO FeMIIE0 Ha KOPUCTb
NiHINHOT HapaTUBHOI CTPYKTYpU KiHO. KpiM TOro, NpocTeXeHO pO3BUTOK HOBUX KOMOiHaLii, 30Kpema
iHTepakTuBHUX (PiNbMiB Ta VR-TEXHONOrIN, siKi 306epiratoTb efleMeHTU iIHTepakTUBHOCTI. BcTaHOBNEHO, LU0
NepcrneKkTUBHUM HarnpsiMOM € CTBOPEHHS YHiKaslbHUX ayfioBidyanbHUX NPOAYKTIB, fe F1sfaay Moxe 6paTtu
yyacTb Y HapaTuBi.

KniouoBi cnoBa: koMn'toTepHa rpa; Bigeorpa; KiHoafjanTtalisi; eKkpaHisauisi; HapaTuB; IHTEPaKTUBHICTb;
MUCTELTBO; Mefia
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AHoTauin

MeTa cTaTTi — npoaHanisyBaTu pyHKLii My3uku y oopMyBaHHI eMOLiiHOT
atMoccpepu inbMy; BU3HauMTK crieundiky BUKOPUCTAHHSA MY3UYHOrO
cynpoBofy sk XyA0XHbOro 3acoby y BidyasbHOMY HapaTuBi; 06r'pyHTyBaTH
MeXaHi3MU BIJIMBY MY3WKM Ha CMPUAHATTS ayfioBi3yasibHOro TBOPY
3 ypaxyBaHHSAM XaHPOBUX | CTUNICTUYHUX OCOBNMBOCTEN KiHOMUCTELTBA.
MeTogonoris foCRif)KeHHA I'PYHTYETbCS Ha 3acTOCYBaHHi KOMIMeKcy
MEeTOfiB: TeopeTMYHOro — [ANA  BUBYEHHA axoBOi  niTepaTypu
3 KIiHOMUCTEeLTBa, My3WKO3HaBCTBaA Ta CEMIOTUKM aymioBi3yasibHOro
MUCTELTBA; CTPYKTYPHO-CEMAHTUYHOrO — AN aHanisy My3UYHUX TeM,
NeNTMOTUBIB, IHTOHALINHOT CTPYKTYpU Ta 3BYKOBUX pill€Hb Yy KOHTEKCTI
KiHemaTorpaciyHoi MOBW, a TakKOX BWBYEHHS TXHbOMO CEMAaHTUYHOrO
HaBaHTaXX€eHHS Ta BNUBY Ha CNPUIHATTA PiNbMy; KOMMNapaTMBHOIroO — As
3icTaBNEHHA MiAXOAiIB [0 BUKOPUCTAHHA MY3UKWU B KJTACUYHUX i CyYacCHMX
KiHemaTorpadiyHux npakTukKax, BUABNEHHS CMiJIbHUX PUC i BigMiHHOCTEN.
HaykoBa HOBM3Ha MOJNSIrae Yy KOMMIEKCHOMY OCMMCHIEHHI MY3UKU 5K
aBTOHOMHOFO XY[,0XHbOrO KOMMOHEHTA, 34aTHOIO He fulle AOMNOoBHIOBATH
3006paxeHHs, a h opMyBaTH OKpeMui piBeHb CMUCTIB Y iNibMi. 34iNCHEHO
cnpoby cuctemaTtusauiil PYHKLIA My3MKKU B KOHTEKCTi XXaHpPOBOI TUMONOrii
KiHO. TigKpecneHo ponb cayHATPEKY Yy CTBOPEHHI HapaTWBHOI Hampyru,
TpaHcAAUIT MCUXONOTiYHOrO CTaHy NepcoHaxiB i (hopMyBaHHi aBTOPCbKOro
cTuno. BUCHOBKKU. Pe3ynbTaTv [OCHIOXEHHSI 3acBifuytoTb, WO My3uka
B KiHO BWKOHYE 3Ha4yHO Lwwwupwi cpyHKLUii, HiX AgekopaTuBHe abo ¢oHoBe
odopMneHHsl. BoHa cTae iHCTPYMEHTOM eMOLUINHOro nporpaMyBaHHs
rnagaya, BM3HAYalOuM TEMM CLEHW, PUTM MOHTaXy Ta TOHasbHICTb
CNPUAHATTA 306paxeHHs. CayHATPeK 3[4aTeH He TilbKW KOMEHTYBaTW Nogil,
a 1l CTBOPIOBATM TXHIN NigTekcT, BUOyaoByoum atmocdepy, sika BrjiMBae Ha
iHTepnpeTauito BidyanbHOro pagy. Takui iHTerpoBaHun Nigxin go 3ByKOBOro
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Ou3aiiHy, 3aCHOBaHUIN Ha cUMOBIi03i Xy[0XHbOro 3afyMy Ta TEXHOMOMYHUX

MOXJIMBOCTEN, BU3HAYa€E MYy3UKY SIK KJIHOYOBUN UMHHUK 3abesneyeHHs
LinicHoCTi ayfioBi3yanbHOro TBOpY.

K yuTyBaTH:

NMiwadban, O. Ta MaweHko, C., 2026. Ponb My3uku y popmyBaHHi aTtmocdepu dinbmy. BicHuk Kuiscbkoro
HaliOHanbHOro yHiBepcuTeTy KynbTypu i mucteyTts. Cepisi: AyfioBidyanbHe MUCTELTBO | BUPOBHULTBO,

9(1),c.92-102.

dopmynioBaHHA npo6nemu

My3suka Bifirpae kKnto4oBy posb y dop-
MyBaHHi aTMocdepu dinbMy, BUKOHY-
IOUM He NWLle ecTeTUYHY, a W rMnBoky
ceMioTUYHY cpyHKUitO, AIKa BMIMBaE Ha
iHTepripeTauito rnsgayeM 3o06paxyBa-
Horo. i 3gaTHICTb BUKIMKATU eMOLiHI
peakuii Ta copmyBaTU BHYTPILIHIA Ha-
CTPiN cueHn cnpusie rnbomMy 3aHy-
PEeHHIO Y KiHemaTorpadiyHMin HapaTuBs.
3aBAsKM Uil BNAaCTUBOCTI My3uKa CTae
He nuwe (hOHOBUM CYMNpPOBOLOM, a MoB-
HOLIHHUM IHCTPYMEHTOM  XY[0XHbOIO
BMPAXEHHS, WO BU3HAYae pUTM, TEMI
i ApamMaTypriyHy Hanpyry TBopy.

B ymMoBax CTpiMKOro TexHiYHOro pos-
BUTKY KiHOIHOYCTpIil Ta 3pOCTaHHA Bi-
3yanbHUX MOXIMBOCTEN 0cobnnBoro
3HayeHHs1 HabyBae My3W4YHWI CynpoBif,
Aakun 36epirae HambINbWKUA NoTeHUian
Ona iHHoBaUin y cdbepi CTBOPEHHA YHi-
KanbHoi KiHemaTtorpadpiyHoi aTmocde-
pu. Mysuka 3paTHa KOMMeHcyBaTu fe-
dIiunT opuriHanbHOCTI B CHOXETHMX abo
Bi3yasibHMUX pilleHHSX, nigcuorumn abo
TpaHCOpPMYIOUM  CMUCIIOBI  aKLEHTU
CLieHM Yyepe3 eMoLilHy ekcnpecito. Ta-
KU CUHTE3 ayfiafibHOro Ta Bi3yaslbHOro
YMHHUKIB 3abe3nedye LiNiCHICTb Cnpun-
HATTA pinbMy AK eMoLiHOro Ta ecTte-
TUYHOIO JOCBIgY.

Monpu HasBHICTb 3HAYHOT KiNIbKOCTI Ha-
YKOBWX Mpalb, HeAOCTaTHbO HOCHifxKe-
HUM 3a/ULIAETLCS MUTaHHSA BU3HAYEHHS
MY3U4YHMX 3aco0iB, W0 HaedheKTUBHILLEe
cnpusitoTb QOPMYBaAHHIO BUPasHOI aT-
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Mocdpepu inbmy. LocnigXeHHs Lboro
acrnekTy [ae 3Mory rnublie 3po3yMiTu
poJsib cayHATPeKY He NuLle fK CynpoBif-
HOro, a i Ik CaMOCTIHOrO MUCTELbKO-
ro KOMMOHEHTA 3 BJIACHOK ECTETUKOHD.
Y KOHTEKCTi Cy4yacHOro KiHOMWUCTeLTBa
aHanis MysukuM fIK iHCTPYMEHTY aTMocC-
(hbepOTBOPEHHSI BiOKpPMBAE HOBI nep-
CNeKTUBM J/1s1 PO3BUTKY SIK TEOPETUYHMX
KOHUEMNUiN, TaK i NpaKkTUYHUX nigxogis
y cchbepi aymioBisyanbHOro MucTeLTBa.

AHani3 ocTaHHiIX focnif)XeHb
i nyonikawin

Y pocnigxeHHi J1. PasaHueBa Ta €. €B-
nokumeHko (Riazantsev and Yevdoky-
menko, 2021) po3risHyTO eTanu BU-
pobHMUTBA 3BYKY B KiHO, 30Kpema
BW3HAYEHO MEHeXMEHT  3BYKOBOIO
rpouecy sk CKnafHy CUCTEMY, A€ My3u-
Ka MocTae He Jvle CYNpoBigHUM ene-
MEHTOM, @ CTpaTeriYyHUM KOMMOHEHTOM
PeXncepcbKoro 3agymy.

ICTOpPWUYHI acnekTu CTaHOBJIEHHSI 3BY-
KOBOro KiHO y 1930-1940-x pp. Bu-
cBiTneHo y npauax O. bespyuka (2016),
a pPO3BMUTOK 3BYKOBMX MpakTuk y 1950-—
1960-x pp. — y gocnipxeHHsx 0. YynpwuH-
cbkoro Ta 0. bespyyka (2019).

®yHKLUiOHaNbHI acnekTu 3BYKY B cyyac-
HOMY eKpaHHOMY MUCTeUTBi Jocnigunm
B. ManyeHko Ta B. Cinin (2019), O. bes-
pyuko (2020), |. laBpaH, €. MapaHgiH
(Gavran and Marandin, 2022). AeTopwu
aKUEHTYIOTb Ha poni 3BYKYy sIK CKNapg-
HVMKa eKPaHHOro OWUCKYpPCY, WO Mae aB-

Lishafai, O, Hashchenko, S. The Role of Music in Shaping the Atmosphere of a Film
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TOHOMHY CEMIOTUYHY Ta EMOL|INHY Bary,
30aTHy cbopMyBaTH HOBI CEHCU y B3ae-
Mol 3 BidyanbHUM PSAOM.

B. Mucnaecbkuit (2024) 3ocepenxyeTb-
CS1 Ha aHaNiTMYHOMY NiAXoAi [0 BUBYEHHS
3BYKOBOIO KOMIMOHEHTa ayfioBidyasibHO-
ro TBOPY, OKPECNMBLUM KJIOYOBI Migxoan
[0 WOro [OCHiXEHHSI SIK eCTETUYHOro
" KOMYHIKaTUBHOIO IHCTPYMEHTY.

T. IOHuk, J1. PasaHueB i C. lopeBa-
noB (Yunyk, Riazantsev and Horevalov,
2022), 0. lopowko Ta 0. beapyuko (2023),
I. FaBpaH, €. HikonaityeHko (Gavran and
Nikolaichenko, 2023) pocnigxyeanu Tex-
HiYHi acnekTn aygpioBMpoOHMLUTBA, a Ta-
KOX OKPEeCcNIM/IM Cy4yacHi MeToau 3anucy
3BYKY, SIKi BIJIMBAIOTb Ha AKICTb i Xy40X-
HIO LLiHHICTb KIHOMY3UKMW.

Cneundpiky 3ByKOBUX ehEKTIB Y XYL0X-
HbOMY KiHO MnpoaHanisyBanu B. Ckypa-
TiBCbKWI | B. AHapieHko (2023), Aki pos-
rNAfaTb iX AK eneMeHT Bi3yanbHOro
3aHypeHHs], WO 4acTo (DYHKLIOHYE CUH-
XPOHHO 3 MY3UKOH.

OcobnuBe MicLie y cydacHUX [OCigXeH-
HsIX 3aiMae npaus T. lOHKK | M. LjapeBa
(2021), ki aHanisyoTb OYHKLiOHYBaHHS
cayHATpeKy B cydacHoMy KiHemMaTorpadi
AIK XaHpopopMyBasibHOro 3acoby.

A. MepnBegeBa Ta B. Jlyk'siHeHko (2019),
0. bespyuko i H. Bonuyk (2025) nig-
Kpecnunu, Wo MysukKa 3faTHa He nulie
CYnpoBOLXyBaTu BidyanbHUi 06pas,
a " KOHCTPYIOBaTW CMUCIIOBI TOPU3OHTU
Manux cpopm aypnioBisyanbHOro TBOpy —
Bigeokninis.

A. AHaHiiB, |. bapba Ta C. XenesHsik
(2018) posrnsHynM NepcrnekTUBM BMpO-
Ba[)XEHHS EBPOMENCbKOro 3BYKOBOIO
ctaHpapTy R128 B yKpaiHCbKil KiHOIH-
LycTpii, MigKpPecnoyn Woro BMIUB Ha
dopMyBaHHSI HOBUX NiAXoA4iB OO CTBO-
PEeHHS Ta iHTerpauii KIHOMY3UKMU.

Y. Bew, T. KpoHnaHa-MapTiHe, 1. dpaLui
Ta M. bapTteT (Wei et al., 2022) nocnigunu,
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O My3uKa CYTTEBO 3MIHIOE eMoLiViHe
CNPUIHATTA iNbMY, 30Kpema Y cLeHax
Hanpyru, Hebesneku Yu iIHTUMHOI 6M3b-
kocTi. C. XeHr (Zhuang, 2023) y pocni-
IXKEHHI CTPYKTYypu HapatuBy dinbMy
po3rnagae MysuKy Ik akTUBHUN IHCTPY-
MEHT CMMWC/IOBOFO MOHTaxy, L0 Kepye
pUTMOM pO3MOBIfi, NOCUOE ApamaTyp-
riyHi NoBopoTU Ta 3'efHye parMeHTH
B €OUHY eMoLinHy ninito. H. i CtecbaHo
(Di Stefano, 2023) akueHTyBaB Ha 3paT-
HOCTi TeMbpy BMKAMKATW aTMocdepHi
nepexuBaHHs, MiAKPECIOYN, WO My-
3MYHI eneMeHTU He nule nepefarTb
emouito, a n ¢opMytTb MNPOCTOPOBO-
acheKTMBHE cepefoBULLE CLIEHW.

MeTtolo cTaTTi € BCebGiYHMM aHanis
dyHKUIN My3uKkn Yy npoueci dopmy-
BaHHSA eMoUiiHoi aTMocdepu dinbmy
3 ypaxyBaHHAM Ti BM/MBY Ha rnspalbke
CNPUIHATTS Ta iHTepnpeTauilo eKpaH-
HOro TBOpPY. Y Mexax npenctaBneHol
MeTu nepenbayeHo BUSBUTU cneumdiky
BUKOPUCTaHHA MY3UYHOIO CynpoBOay
AK MOBHOLIHHOTO XY[,0XXKHbOIO 3acoby,
Lo iHTErpyeTbCcs y BidyanbHUA HapaTuB
i cnpuse nobynosi gpamMaTtyprii inbmy.
TakoX BaxIMBO OOIpPYHTYBaTU MeXaHis-
MU BMJIMBY MY3UKM Ha CMIPUAHATTSA aygio-
Bi3yaslbHOro MpoAYKTY 3 ypaxyBaHHSM
XXaHPOBMX i CTUNICTUYHMX OCOBNMBOCTEN
KIHOMWUCTEUTBA, LLLO Aa€ 3MOTy PO3KPUTH
il pofib y CTBOPEHHI LiNiCHOrO ecTeTny-
HOro MPOCTOPY CTPIYKM.

OCHOBHUIN MaTepian fOCHig)KeHHsA

Mysvka € BaroMuMm CKNIagHUKOM KiHO-
MUCTELTBa, 30AaTHUM BUKOHYBATU $IK
CYTO eMOLiNHY, TaK i CTPYKTYPHY OyHK-
uito. BoHa He nuwe cynpoBoAXye Bi-
3yanbHi 06pasn, a N aKTUBHO bOpMYE
aTMocdepy, 3af,ae puUTM i HacTpin, gono-
Marae rnsifjayeBi eMOLiHO 3anyYnTucs
[0 noAin Ha ekpaHi. ATMocdepa dinbMy

Niwadain, O, MateHko, C. Ponb My3nKkK y dhopMyBaHHI aTMocdepy doinbmy
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SIK CKJ1afjHe NO€efHaHHSA Bi3yanbHUX, 3BY-
KOBWX | HAPaTUBHMUX €JIEMEHTIB 3HAYHOIO
MIpOIO 3anexuTb Bif MY3U4YHOro Ccynpo-
BoAY, AKMIN hYHKLIOHYE Ha piBHI rnspa-
LUbKOro niAceifoMoro crnpuiHATTA. Ha
BiAMIHY Bif Aianory 4M KOHKPETHUX LUy-
MiB, My3uKa 4acTo yHKLIIOHYE IK eMO-
LiviHe TN0, W0 NPOHMKAE B MiACBIAOMICTb
rnagada n dopmye aTMmocdepy cLeHu
nosa mexamu OyKBasbHOro 306paXxeH-
Hs. BoHa 3faTHa NigcunMTu gpamMaTuyHy
Hanpyry, CTBOPUTU OYiKYBaHHS, BUKIU-
KaTu TpuBory abo, HaBnaku, 3abeaneyu-
TM eMOLifHe pPO3pPSOXEHHS, BigKpuBa-
HOUM [OCTYN A0 BHYTPILLIHBOT CTPYKTYPU
HapaTuBy. Yepe3 TeMmn, TOHaNbHICTb, iH-
CTPyMeHTanbHe 3abapBeHHs Ta NOBTO-
prOBaHIiCTb MYy3UYHUX TEM CTBOPHOETHCA
MCUXONOriYHe HanawTyBaHHA rnsgavda
Ha MeBHWUN TUM eMOLINHOro CNPUAHATTS,
LLLO Hafa€e CLUeHi rMbMHU Ta CMUCNOBOIO
pe3oHaHcy.

0co6nMBOro 3HayeHHs My3uka Haby-
Ba€ B eni3ofax, Ae BidyanbHU CKNagHUK
€ MiHiManicTuyHum abo uinecnpsiMo-
BaHO nosbaBfeHNM [MHaMIKKU: caMe 3a
Takux yMOB MY3UYHWUWA CYNPOBIA MocTae
OCHOBHWM HOCiEM pUTMY Ta gpamaTyp-
riyvHoro HanpyxeHnHsi. Moro atmocde-
poTBopYa hyHKLisi BUABNAETbCA Y 34aT-
HOCTi He nuwe NigKPecInTU CTUNICTUKY
dinbMmy, a 1 cchopmyBaTh eCTETUYHY €f-
HiCTb eni3ofy, TPAHCIIOKYM NPUXOBAHNUM
emMouivHui wap. Ak 3ayBaxye B. Mwuc-
naBcbkuin (2024, ¢.168) y pocnigXeHHi
«AHanis 3BYKOBOro KOMIMOHEHTa aygio-
Bi3yasIbHOro TBOPY: CyYacHi [O0CiOXeH-
Hsi». «BnavB 3BYKY Ha CMpPUUHATTSA rns-
Jaya B KiHO, 3a [OeAKMMU OLiHKaMWu,
cArae 60 %, 3HayHO nNepeBaxaroyu BNINB
300paXKeHHsI», L0 MNiJKPECHOE NePBUHHY
CWUIy aKyCTUYHOro BUMIpY y dOpMyBaHHi
KiHemaTorpadiyHol eMOLINHOCTI.

Y KOHTEeKCTIi Bi3yanbHOro HapaTuBy ca-
YHOTPeK Bifirpae He nuvwe atmocde-
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poTBOpYY, a ¥ XxapakTeponoriyHy ¢yHK-
Lito, CTalouUn iHCTPYMEHTOM PO3KPUTTSA
BHYTPILWWHbOrO CBIiTYy MNepcoHaxiB. My-
3WYHI Temu, AKi CynpoBOLXYHOTb MOSABY
TOrO UM IHLIOrO reposi, YacTo BUKOHYIOTb
ponb eMOLIHOro Mapkepa, L0 TpaHC-
No€ rnsifayeBi HEOYEBUAHI pUCK Xapak-
Tepy abo eBOMOLIKO BHYTPIWHbLOIO CTa-
Hy. Bubip Tem6py, pUTMIYHOIrO MantoHKa,
IHCTpyMeHTanbHoro 3abapBneHHs Ta
rapMOHIYHOI CTPYKTYpY CayHATPeKy nae
3MOry nepegaty MCUXONOMYHY CKIaf-
HicTb NepcoHaxa 6e3 npsmMoi Bepbanisa-
il yn 306paxanbHoro akueHTy. T. IOHUK
i M. LlapeB (2021, ¢.73) y OOCHigXEHHI
«CayHATpeK B Cy4aCHOMY KiHO» 3a3Ha-
YaloTb, L0 «CayHATPEK MpaLoe Ha PiBHi
BHYTPILWIHbOIO IHCTPYMEHTY KiHO, AomMo-
Mararouu po3KpuBaTy xapakTepu nepco-
HaxiB 3aBIsIKM XaHPOBO-TeMOpanbHUM
0Cco6IMBOCTAM My3uKWU». Taka dyHKLUis
MY3WYHOro cynpoBoay MigKpecsoe Noro
aBTOHOMHICTb SIK BUpa3Horo 3acoby, o
He N1LLe CYNpOBOAXKYE Ait0, @ N CTPYKTY-
pye BHYTPIiLWHIA BUMIp diNbMy, B3aEMO-
Jitoumn 3i cueHapieM, akTOPCbKOH FPoto
Ta 3arajlbHO CTUJIICTUMKOI TBOPY.
TexHiyHi iHHOBaUil 3HaYHO PO3LLMPUIIM
MOXJIMBOCTi MY3UYHOTO OCHOPMIIEHHS,
nepeTBOPUBLLM 3BYK Ha MpPOCTOPOBO-
YyacoBUI CkNagHuK HapaTuBy. Ocobnueoi
Barm HabyBae NpPOCTOPOBE PO3MillLeHHS
MY3UKU Y MeXax eKpaHHOro npocTopy,
L0 flae 3MOry focsiraTu ecpekTy NOBHOMO
3aHypeHHs rnagava. 3aBAsku iHTerpauir
6araTokaHasibHUX TEXHOJIOTIN, Takux K
Dolby Atmos, 3'sBunacsi 3fgaTHICTb He
nvle TOYHO JNIoKanisyBaTu AXepeso 3BY-
Ky, @ M «pyxaTu» MOro pasom i3 rnsgadem
y BipTyanbHOMYy npocTopi. flk cnywHo
3a3HavalTb B. ManueHko Ta B. CiniH
(2019, ¢.205) y cTaTTi «3BYK Y Cy4acHOMY
eKpaHHOMY OMCKYpCi»: «3 BNpoBaAXeH-
HAM GaraTokaHanbHOro 3anucy/BigTBO-
peHHA 3BYKY Yy MpakTUMKy BUPOOHMLTBA
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KiHO cTania MOXJIMBOIO He TiflbKW floKani-
3aList 3BYKY y MPOCTOPi eKpaHa, ane i pyx
3BYKY nopsig 3 rnagadem». Y Takomy
nigxofi MysuKa CTae efleMeHTOM cepe-
JoBua, Wwo cdopMye BiZUYyTTS MpUCyT-
HOCTi 1 eMOLiHY AMHaMIKY CLIEHW.

Y npoueci dopMyBaHHSI eMoOLiHOT
aTMocdepu pinbMy My3auka He dyHK-
LiOHYy€e i30/1bOBAHO Bif iHWMX CKa4HW-
KiB — BOHa IHTErpyeTbcs y 3arasjibHy ay-
nioBisyasnbHy TKaHuHy TBOpY. i XyaoxHs
ebeKTUBHICTb 3anexuTb He nuwe Bif
TeXHIYHOI [JOCKOHaNoCTi, a W Big 3gaT-
HOCTi B3aeEMOAIATU 3 Bi3yaJlbHUMM Ta
HapaTMBHUMW efeMeHTaMW B Mexax
KOHUEeNTyanbHOl €OHOCTI. Y LUbOMY KOH-
TEeKCTi cayHATpeKk nepectae 6yTu gpy-
ropsiiHUM TJIOM, a NepeTBOPHETLCA Ha
aKTMBHOIO Yy4aCHUKa CMWUCSIOTBOPYOro
npouecy. Ak 3ayeaxye 0. JlaHgsak (2017,
c.217) y cTaTTi «AygioBisyanbHe Mucte-
LUTBO SIK KOHLeNT y Cy4yaCHOMY MucCTe-
LUTBO3HABYOMY [OUCKYPCi». «3O0BHILIHS
TEeXHOJIorYHa MyNbTUMELIAHICTb MOCTY-
naeTbCcs KOHLUenuil TBOPYOI LiNiCHOCTI,
L0 CTae BM3HAYHOK O3HAKOKW ANA fae-
diHiLiT aypioBidyanbHOro TBOPY siK OC-
HOBHOro CKJafiHMKa [eHOTaTUBHOro
nons ‘“aypioBisdyanbHOro MwucTeuTBa"».
Yepes Taky iHTerpauito My3suka cTae He
JiMle eMoUiHUM MapKepoM, a CTPyK-
TYPHOK YaCTUHOK XYOO0XHbOr0 BUCJIOB-
JIIOBaHHSA, WO Npautoe Ha FMUBUHHOMY
piBHI B3aemMogii popmu i 3micTy. Ackpa-
BUM MPUKSIAf0M TakKol €gHOCTI € dhinbm
K. HonaHa «lHTepcTennap» (2014), pe
mMysuka [ LliMmmepa He npocTo cynpo-
BOOXY€E BidyasibHe AiNcTBO, a dopMye
LinicHe BigUyTTsl MPOCTOPY, Yacy Ta BHY-
TPILWHLOrO CTaHy repoiB, 3aHyplorUU
rnspada B CKNagHWi emMouiiHui i dino-
COOCbKUI KOHTEKCT.

BaxmBo  BpaxoByBaTWM  KOTHITUBHUM
CKNafHUWK: rsiiad He € MacUBHUM CMOXM-
BayeM, a HOCIEM KYNbTYPHOro # eMoLii-
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HOro J0CBifY, W0 3yMOBJIHOE 0COO/IMBOCTI
pearyBaHHs Ha MY3W4HWIA CYNpoBia. 3BY-
KOBi 06pasu, 3HaloMi 3a NONKyIbTYPHU-
MU 4/ XaHPOBMMM LuabrioHaMK, 3p4aTHI
BUKJIMKATU MUTTEBI acoljialii, akTUBI3y-
BaTW NaM'sAATb i hopMyBaTU OYiKyBaHHS
e 00 pO3ropTaHHs Bi3yanbHOro Hapa-
TuBy. Ak 3a3HavatoTb T. IOHMK | M. LlapeB
(2021, ¢.73), «3 nornAgy KOTrHITUBHOIO
nigxony, cepenHbOCTaTUCTUYHUIA rNafay
Mae BeNMKUN [OCBif CMPUNHATTSA cyyac-
HOI My3UKK, TOMY 1T BIJIMB Ha LiNboBY ay-
OWUTOPIl0 cArae MakCMMasibHOMO PiBHS».
Lle, sik 3a3HayeHo y cTaTTi O. bespyuka
Ta 0. lNopowka «CTBOPEHHA MY3UKW [0
inbMy 3 BMKOPUCTAHHSIM BipTYyasibHUX
€NeKTPOHHUX [HCTPYMEHTIB: TEOPEeTUYHI
Ta NpakTU4Hi acnekTu» (2023), nae 3amory
KOMMO3WUTOPY NpautoBaTh 3 yXe HasB-
HAM €eMOLMHMM MOoTeHLianoM ayguTo-
pil, TpaHchopMytOoUM 0o B KOHKPETHE
CMUCNOBE NepeXuBaHHS, L0 3HAYHO Nif-
cunoe gpamatyprito dinbmy.

Y npoueci bopMyBaHHSI eMOLINHOT aT-
Mocdpepu hinbMy My3nka BUKOHYE poJib
CaMOCTIHOIO BUPA3HOro IHCTPYMEHTY,
LLLO Ma€e MoTeHLian CTBOPHOBATH BiAYYTHI
nepexuBaHHa. My3auka KOHCTpyloe aT-
Mocdepy, fika He 3aBXAM onocepenKo-
BaHa fi€to, ane 3paTHa 6esnocepefHbo
aKkTyanisyBaTu rnsigaubKy eMOLUiAHICTb.
CnywHoto € gymka H. [i CtedpaHo (Di
Stefano, 2023, p.2632) y pocniaxeH-
Hi «My3nuHi emMouil Ta TemMb6p: Big eKkc-
NpecuBHOCTI A0 aTMocdepu», sSIKUiA 3a-
3Havae, Wo «atpubyTu, WO 3a3BUYAM
acouitooTbea 3 atMocdepoto, Taki fiK
30BHilWHICTb, 6e3nocepefHicTb Ta eMo-
UivHicTb, Yy dyHOaMeHTanbHU cnocid
TakoX CTOCYHTbCA MY3WUYHOI eKcrnpe-
CUBHOCTI». Ll xapakTepucTuka sickpa-
BO BUABNSIETbCSA, Hanpuknag, y dinbmi
«BoHa» (2013) pexucepa C. [xoH3a, ae
MeNaHXoNiMHUA  cayHATpPeK CTBOPHE
HiXKHY, IHTUMHY aTMocdepy, Bigobpaxa-
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H0uM BPa3nMBICTb FOJIOBHOMO reposi i TOH-
Ky MeXy MiX peanbHUM Ta BipTyanbHUM.

MoKa30BMM Y LiIbOMY KOHTEKCTI € PisibM
«Mip, wkipoto» (2013) pexucepa Jx. Mnei-
3epa, Y AIKOMY [e30pieHTYIOUNNA, MOHO-
TOHHMI cayHATpek Miku JleBi BUKOHYe
posib MCUXOMOriYHOro pe3oHaTopa, 3a-
HypHOIOUM rnisigaya y cTaH TPpUBOTY, Bifl-
YYXXEHHSI W eK3UCTEHLINHOI MOPOXHeYi,
Lo BiAMoOBigae No3aseMHi npupogi ro-
NTOBHOI repoiHi Ta il nocTynoBoMy HabyT-
TIO NMIOASAHOCTI. Taka 3BYKOBa ecTeTuka
dyHKUiOHYe He siK dhoHOBe 0GhOpMIIEH-
HSl, @ IK CaMOLOCTATHIN XY[OXHIN XecT.
CaMe Ufl eMoLiiHa WiNbHICTb, sIKy CTBO-
ptoe My3uka, pobuTb il He OpyropsiaHUM
KOMTMOHEHTOM, @ MOBHOLIHHUM CKNafHu-
KOM aBTOPCbKOIO BUCIIOBJIFOBAHHS.

Y pexwucepcbkiii Ta onepaTopchbKin npak-
TULUI My3uKa po3risfaeTbCs K IHCTPY-
MEHT, L0 [ae 3MOry TOYHIille CTPYKTYypy-
BaTM eMOLMHUIA NpoCTip Kafapy Ta puT-
MiYHy opraHisauilo cuenun. Ii iHTerpaLis
BifOyBaeTbCcA He Micns 3WOMOK, a 4acTo
LLle Ha eTani NoCTaHOBKM, fie TeMII, CBITJIO,
OVHaMiKa pyxy Kamepu Ta MisaHcLeHa nia-
NaLITOBYHOTHCSA Mifl aKyCTUYHUI HACTPIM.

CayHATpeK CTae enemMeHTOM CLeHorpa-
dii, 30aTHUM SIK YBUPA3HUTU pexucep-
CbKMI 3afyM, TaK i HagaTW CLEHI BHy-
TPIWHbOI KOHTPanyHKTHOCTI. Taka pobo-
Ta noTtpebye Bif TBOPYOI KOMaHAU He
TiNIbKWM 4yTTs, ane M BUCOKOI TEXHIYHOI
KomrneTeHuii. Ak 3asHavatoTb J1. PA3aH-
ueB Ta €. €BgokumeHko (Riazantsev and
Yevdokymenko, 2021, p.248) y gocniaxeH-
Hi «MeHegXMeHT eTanie BMPOOHMLTBA
3BYKY B KiHO». «3BYKOAM3aH — Lie He
nuLe MUCTELTBO, ane W BUCOKWUN piBeHb
TexHiyHoT obi3HaHocTi. Lle nocTinHWi
TBOPYMIA MOLLYK, WO NnoTpebye Bif 3BYKO-
pexvcepa yxBasneHHs KpeaTUBHUX pilleHb
i3 BUKOPUCTaHHSIM SIK aHanoroBux, Tak
i LMOPOBUX IHCTPYMEHTIB». Y LIbOMY CEHCI
My3WMKa — Lie He JiLLe 3acib 0popMIIeHHS,
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a cniBTBOpeLb KIHOMOBY, L0 Ja€ 3Mory
NMoeaHaTU TEXHIYHY TOYHICTb | XYOOXHIO
iHTYiLito Y BidyanbHO-aydialbHOMY aKTi.

BucHoBKu

Y3arasibHIotuM pesynbTaTi OOCHioKeH-
HSl, MOXHa CTBepAXyBaTW, WO My3uKa
y binbMi He BUKOHYE ApyropsiaHy pyHKLito
CyrnpoBofly, a € MOBHOLHHUM €NleMEHTOM
HapaTtuBy. i yyacTb y chopMyBaHHi eMo-
LinHoro naHgwadTy cueHu BigbyBaeTbCA
He JMLLEe Ha PiBHI NOCWUEHHS apamMaTyprii,
a 1 4yepe3 CTBOPEHHSI MPOCTOPOBOI, MCU-
XOJIOMiYHOI Ta XaHPOBOI €QHOCTI. Y LibOMY
CEHCi My3MKa He MpOCTO BiAA3epKatoe
HacTpiW, a KOHCTPYHOE Oro, NOCTaruu iH-
CTPYMEHTOM CMUCITIOTBOPEHHS.

Bu3HauyanbHOO € 30aTHICTb My3UKKU [0
MiXpIBHEBOI B3aeEMOfIil: 3 aKTOPCbKOH
rporo, PUTMOM MOHTaXy, Bi3yanlbHO
KOMMO3ULiE0 Ta KOTHITUBHUMU OYiKY-
BaHHsAIMU rnsigada. Mysuka copmye at-
Mocdpepy, WO pes3oHye 3 AOCBiAOM ay-
OUTOpIl, BUKOPUCTOBYHOUM XaHPOBI Koau
Ta KynbTypHi apxeTunu Afsi CTBOPEHHS
rnmnblioro emouinHoro edpekTy. YHachi-
[JOK LbOro My3MYHUI CYMnpoBif MocTae
He nuule K J0MNoMiXHUI 3acib, a K NoB-
HOL|iHHa XYL0XHS CTpaTeris, Wo 3aaTHa
TpaHcdopMyBaTK CMUCTU PinbMy.

AHania cyyacHux [pOocnigxeHb i npak-
TUYHUX MPUKNAAiB [aB 3MOry BU3HAUUTH
MY3U1KY Ik aBTOHOMHWUIA KOMTMOHEHT KiHO-
MOBM, LLO i€ B YMOBaXx MOCTINHOMO TeX-
HOJOMYHOr0 Ta XYLOXHbOr0 OHOBJIEHHS.
i dpyHKuioHyBaHHS nepen6ayac BUCO-
KW piBeHb iHTerpauil TexHiYHUX 3acobiB
i XYJOXHiX iHTEHUiR, W0 BUBOAUTb 3BYKO-
pexwucypy i KoMNo3uTopcbky poboTy Ha
piBeHb KpeaTMBHOro aBTOpcTBa. BigTak
My3uka y difibMi — Le He NpPocTo eMo-
LiMHUA Wwap, a cKIagHuK, KM BU3HaYae
pUTM, IHTOHALitO Ta HACTpIN ycboro aynio-
Bi3yasIbHOro BUCJIOB/IFOBaHHS.

Lishafai, O, Hashchenko, S. The Role of Music in Shaping the Atmosphere of a Film



BicHMK KM IBCHKOIO HaLIOHANBHOMO YHIBERCUTETY KYNbTYPU | MUCTELTB.
Cepig: AynioBigyabHe MUCTELTBO | BUPOOHULITBO 2026-9(1)-c.92-102

CMUCOK bIBJ1IOrPA®IYHUX MOCUJIAHDb

AHaHbeB, A., bap6a, |. Ta XenesHsik, C., 2018. MNpobnemaTtrka i NepcnekTUBU BNPOBaLKEHHS
€BpONencbKoro 3ByKoBoro ctaHaapty R128. BicHuk KUiBCbKOro HaLioHa/IbHOro yHIBEPCUTETY
KynbTypu i mucTeuTB. Cepisa: AyaioBisyanbHe MUCTELTBO i BUpo6HULTBO, [e-journal] 2, c.60-68.
https://doi.org/10.31866/2617-2674.2.2018.151811

Bespyuko, O. Ta Boituyk, H., 2025. My3aun4Huii Bifeoknin y cyyacHoMy MeminHOMY MpoCTOpi.
BicHUK KuiBCbKOro HalioHasbHOro yHIBEPCUTETY KYabTypu i MucTeyTB. Cepisi: AynioBisyanbHe
mucTeyTBo | BMpobHMUTBO, [e-journal] 8 (2), ¢.209-222. https://doi.org/10.31866/2617-
2674.8.2.2025.347801

Bespyuko, O. Ta lopowko, 0. 2023. CTBOpPEHHSI My3uKU [0 DiibMy 3 BUKOPUCTAHHAM
BipTyanbHUX eNeKTPOHHUX IHCTPYMEHTIB: TeOpeTMYHi Ta MpaKTU4YHi acnekTwu. CouyiasbHo-
rymaHiTapHuii BicHuk, 45, ¢.180-184.

Bespyuko, 0.,2016. My3uyHa KiHokomegisa "IHTpuraH” ik nepesioMHUIn MOMEHT Y [0J1i YKpalHCbKOro
pexwucepa TeaTpy i KiHo . |. YpiHoBa. KynibTypa i MucTelTBO y cydacHoMy cBiTi, 17,¢.130-137.
Bespyuko, 0., 2020. OcobnmBoCTi chiBnpaL,i pexucepa-nocTaHOBHMKA Ta 3BYKOpexucepa nig,
yac CTBOpEHHS 3ByKoBOro obpasy dinbmy. B: JJoBxeHKiBCbKi ynTaHHS. MaTepianu V Kpyrioro
cTony, M. KniB, YkpaiHa, 7 BepecHs 2020 p. Kui: BugasHuunii ueHTp KHYKiM, c.8-11.
lopowko, O. Ta bespyyko, 0. 2023. Baaemogis Kommnosutopa i pexwucepa B MnpoLeci
HanMcaHHs KiHOMY3WKW. B: KysibTypa i MucTeyTBO: cyyacHuii HaykoBui BuMip. MaTtepianu
VIl BceyKkpaiHCbKOi HayKoBOi KOHdpepeHLUil, M. KuiB, YkpaiHa, 02 nuctonaga 2023 p. Kuis:
HauioHanbHa akageMisa KepiBHUX KagpiB KynbTypu i MUCTeLTB, ¢.164-167.

JTanpsk, 0., 2017. «AygioBisyanbHe MUCTELTBO» IK KOHLLENT Yy Cy4acHOMY MUCTEL TBO3HAaBYOMY
Ouckypci. HaykoBi 3anucku TepHOMiNIbCbKOro HawlioOHaslbHOro nefaroriYyHoro yHiBepcuteTy
iMeHi Bonoanmupa MHatroka. Cepisi: Mucte TBo3HaBCTBO, 1, ¢.213-223.

MepBegeBa, A. Ta JIyk'siHeHKo, B., 2019. BUHUKHEHHSI | CTaHOBJIEHHS KJ1iNy: My3WYHUIA KOHTEKCT.
BicHuk KuiBcbKOro HalioHaIbHOro yHiBepcUTETY KyNbTypu i MucTeyTB. Cepisi: AyaioBidyanbHe
mucTeytBo i BMpobHMUTBO, [e-journal] 2 (2), c.156-164. https://doi.org/10.31866/2617-
2674.2.2.2019.185691

MucnaBcbkuin, B., 2024. AHanis 3BYKOBOro KOMMOHEHTa ayfioBi3yanbHOr0 TBOPY: Cy4YacHi
JoCnipXeHHsl. BicHuk KuiBCbKOro HauioHanbHOro YHIBEepCUTETY KynbTypu i MUCTELTB.
Cepisi: AygiosizyanbHe mMucTeyTBo i BUpobHMLTBO, [e-journal] 7 (1), ¢.166-173. https://doi.
0rg/10.31866/2617-2674.7.1.2024.302778

Manyenko, B. Ta CiniH, B., 2019. 3BYK y Cy4YacCHOMY eKpaHHOMY [AWUCKYpCi. BicHuK
KviBcbkoro HauioHanbHOro yHiBepcuTeTy KynbTypu i mucteuts. Cepisi: AypioBisyasbHe
mucTeytBo i BMpobHMUTBO, [e-journal] 2 (2), ¢.200-207. https://doi.org/10.31866/2617-
2674.2.2.2019.185710

CkypaTtiBcbkui, B. Ta AHppieHko, B., 2023. Cneuunddika 3ByKoBMX e(peKTiB B irPOBOMY KiHO.
BicHuk KuiBcbKOro HalioHaIbHOro yHIiBepcuTeTY KynbTypu i MucTeyTB. Cepisi: AyaioBidyasnbHe
mucTeytBo i BuMpobHMYTBO, [e-journal] 6 (2), c.204-212. https://doi.org/10.31866/2617-
2674.6.2.2023.289307

YynpuHcbkui, O. Ta Beapyuko, 0., 2019. Cuctemn 3anucy 3BYKY B KiHO 50-60-x pp. XX cT.
B: YkpaiHa y cBiToBuXx rnobanisayivinnx npouecax: KynbTypa, €KOHOMIKa, CycCribCTBO.
MixHapofHa HayKoBO-NpakTMyHa KoHdepeHuis, M. KuiB. YkpaiHa, 20-21 6epe3Hs 2019 p.
KuiB: BugasHuuuin LeHTp KHYKIM, T. 2, ¢.41-42.

ISSN 2617-2674 (Print),

ISSN 2617-4049 (Online) TNMiwaapai, O., MawleHko, C. Ponb My3sKnKkiKy dopMyBaHHI aTMocadepy dinsmy



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2026-9(1) - pp.92-102

IOHuK, T. Ta Llapes, M., 2021. CayHATpeK B Cy4aCHOMY KiHO. BicHuk KUiBCbKOro HaLioHasibHOro
YHIBEpCUTETY KynbTypu i mucTeytB. Cepisi: AypioBisyasrbHe MWUCTeEYTBO i BUPOBHULTBO,
[e-journal] 4 (1), c.67-77. https://doi.org/10.31866/2617-2674.4.1.2021.235086

Di Stefano, N., 2023. Musical Emotions and Timbre: from Expressiveness to Atmospheres.
Philosophia, [e-journal] 51, pp.2625-2637 https://doi.org/10.1007/s11406-023-00700-6
Gavran, I. and Marandin, Y., 2022. Features of Sound Recording in Open Space. Bulletin of Kyiv
National University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal]
5 (2), pp.173-180. https://doi.org/10.31866/2617-2674.5.2.2022.269520

Gavran, I. and Nikolaichenko, Y., 2023. Sound Director in Modern Program Content of TV
Channels. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 6 (1), pp.29-37. https://doi.org/10.31866/2617-2674.6.1.2023.279231
Riazantsev, L. and Yevdokymenko, Y., 2021. Managing Stages of Film Sound Production.
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production,
le-journal] 4 (2), pp.244-251. https://doi.org/10.31866/2617-2674.4.2.2021.248702

Wei, C., Kronland-Martinet, T., Frachi, Y. and Barthet, M., 2022. Influence of Music on Perceived
Emotions in Film. Journal of the Audio Engineering Society. Audio Engineering Society. [online]
Available at: <https://www.researchgate.net/publication/371226360_Influence_of_Music_on
Perceived_Emotions_in_Film> [Accessed 10 February 2026].

Yunyk, T., Riazantseyv, L. and Horevalov, S., 2022. Modern Sound Recording Technologies.
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production,
[e-journal] 5 (1), pp.64-69. https://doi.org/10.31866/2617-2674.5.1.2022.257180

Zhuang, C., 2023. The Roles of Music in Films. Journal of Education, Humanities and Social
Sciences, [e-journal] 23, pp.596-600. https://doi.org/10.54097/ehss.v23i.13123

REFERENCES

Ananiev, A,, Barba, I. and Zheliezniak, S., 2018. Problematyka i perspektyvy vprovadzhennia
yevropeiskoho zvukovoho standartu R128 [Problems and Prospects of Introduction of the
European Sound Standard R128]. Bulletin of Kyiv National University of Culture and Arts. Series
in Audiovisual Art and Production, [e-journal] 2, pp.60-68. https://doi.org/10.31866/2617-
2674.2.2018.151811

Bezruchko, O. and Boichuk, N., 2025. Muzychnyi videoklip u suchasnomu mediinomu prostori
[Music Videos in the Modern Media Space]. Bulletin of Kyiv National University of Culture
and Arts. Series in Audiovisual Art and Production, [e-journal] 8 (2), pp.209-222. https://doi.
org/10.31866/2617-2674.8.2.2025.347801

Bezruchko, 0. and Horoshko, 0., 2023. Stvorennia muzyky do filmu z vykorystanniam virtualnykh
elektronnykh instrumentiv: teoretychni ta praktychni aspekty [Creating music for a film using
virtual electronic instruments: theoretical and practical aspects]. Social and humanitarian
bulletin, 45, pp.180-184.

Bezruchko, 0., 2016. Muzychna kinokomediia "Intryhan" yak perelomnyi moment u doli
ukrainskoho rezhysera teatru i kino Ya. I. Urinova [The musical film comedy "Intrigan” as
a turning point in the fate of the Ukrainian theater and film director Ya. I. Urinov]. Culture and
arts in the modern world, 17, pp.130-137.

Bezruchko, O., 2020. Osoblyvosti spivpratsi rezhysera-postanovnyka ta zvukorezhysera pid
chas stvorennia zvukovoho obrazu filmu [Peculiarities of cooperation between a director and

ISSN 2617-2674 (Print),

ISSN 2617-4049 (Online) Lishafai, O, Hashchenko, S. The Role of Music in Shaping the Atmosphere of a Film



BicHMK KM IBCHKOIO HaLIOHANBHOMO YHIBERCUTETY KYNbTYPU | MUCTELTB.
Cepig: AynioBigyabHe MUCTELTBO | BUPOOHULITBO 2026-9(1)-c.92-102

a sound engineer when creating a film's sound image]. In: Dovzhenkivski chytannia [Dovzhenko
Readings]. Materials of the V round table, Kyiv, Ukraine, September 7, 2020. Kyiv: KNUCA
Publishing Centre, pp.8-11.

Chuprynskyi, O. and Bezruchko, 0., 2019. Systemy zapysu zvuku v kino 50-60-kh rr. XX st.
[Sound recording systems in cinema of the 50s-60s of the 20th century]. In: Ukraina u svitovykh
hlobalizatsiinykh protsesakh: kultura, ekonomika, suspilstvo [Ukraine in world globalization
processes: culture, economy, society]. International scientific and practical conference, Kyiv.
Ukraine, March 20-21, 2019. Kyiv: KNUCA Publishing Centre, Vol. 2, pp.41-42.

Di Stefano, N., 2023. Musical Emotions and Timbre: from Expressiveness to Atmospheres.
Philosophia, [e-journal] 51, pp.2625-2637 https://doi.org/10.1007/s11406-023-00700-6
Gavran, |. and Marandin, Y., 2022. Features of Sound Recording in Open Space. Bulletin of Kyiv
National University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal]
5 (2), pp.173-180. https://doi.org/10.31866/2617-2674.5.2.2022.269520

Gavran, I. and Nikolaichenko, Y., 2023. Sound Director in Modern Program Content of TV
Channels. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 6 (1), pp.29-37. https://doi.org/10.31866/2617-2674.6.1.2023.279231
Horoshko, O. and Bezruchko, 0., 2023. Vzaiemodiia kompozytora i rezhysera v protsesi
napysannia kinomuzyky [The interaction of the composer and director in the process of writing
film music). In: Kultura i mystetstvo: suchasnyi naukovyi vymir [Culture and art: a modern
scientific dimension]. Materials of the VII All-Ukrainian scientific conference, Kyiv, Ukraine,
November 2, 2023. Kyiv: National Academy of Culture and Arts Management, pp.164-167.
Landiak, 0.,2017. "Audiovizualne mystetstvo" yak kontsept u suchasnomu mystetstvoznavchomu
dyskursi ["Audiovisual Art” as a Concept in Contemporary Art Discourse]. The Scientific Issues of
Ternopil Volodymyr Hnatiuk National Pedagogical University. Series: pedagogy, 1, pp.213-223.
Medvedieva, A. and Lukianenko, V., 2019. Vynyknennia i stanovlennia klipu: muzychnyi kontekst
[The Emergence and Formation of the Clip: the Musical Context]. Bulletin of Kyiv National
University of Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 2 (2), pp.156-
164. https://doi.org/10.31866/2617-2674.2.2.2019.185691

Myslavskyi, V., 2024. Analiz zvukovoho komponenta audiovizualnoho tvoru: suchasni
doslidzhennia [Analysis of the Audiovisual Work's Sound Component: Modern Research].
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production,
[e-journal] 7 (1), pp.166-173. https://doi.org/10.31866/2617-2674.7.1.2024.302778
Papchenko, V. and Silin, V., 2019. Zvuk u suchasnomu ekrannomu dyskursi [Sound in
Modern Screen Discourse]. Bulletin of Kyiv National University of Culture and Arts. Series in
Audiovisual Art and Production, [e-journal] 2 (2), pp.200-207. https://doi.org/10.31866/2617-
2674.2.2.2019.185710

Riazantsey, L. and Yevdokymenko, Y., 2021. Managing Stages of Film Sound Production.
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production,
[e-journal] 4 (2), pp.244-251. https://doi.org/10.31866/2617-2674.4.2.2021.248702
Skurativskyi, V. and Andriienko, V., 2023. Spetsyfika zvukovykh efektiv vihrovomu kino [Specifics
of Sound Effects in Feature Films]. Bulletin of Kyiv National University of Culture and Arts. Series
in Audiovisual Art and Production, [e-journal] 6 (2), pp.204-212. https://doi.org/10.31866/2617-
2674.6.2.2023.289307

Wei, C., Kronland-Martinet, T., Frachi, Y. and Barthet, M., 2022. Influence of Music on Perceived
Emotions in Film. Journal of the Audio Engineering Society. Audio Engineering Society. [online]

ISSN 2617-2674 (Print),

ISSN 2617-4049 (Online) TNMiwaapai, O., MawleHko, C. Ponb My3sKnKkiKy dopMyBaHHI aTMocadepy dinsmy



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2026-9(1) - pp.92-102

Available at: <https://www.researchgate.net/publication/371226360_Influence_of_Music_on_
Perceived_Emotions_in_Film> [Accessed 10 February 2026].

Yunyk, T. and Tsarev, M., 2021. Saundtrek v suchasnomu kino [Soundtrack in Modern Cinema).
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production,
[e-journal] 4 (1), pp.67-77. https://doi.org/10.31866/2617-2674.4.1.2021.235086

Yunyk, T., Riazantseyv, L. and Horevalov, S., 2022. Modern Sound Recording Technologies.
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production,
[e-journal] 5 (1), pp.64-69. https://doi.org/10.31866/2617-2674.5.1.2022.257180

Zhuang, C., 2023. The Roles of Music in Films. Journal of Education, Humanities and Social
Sciences, [e-journal] 23, pp.596-600. https://doi.org/10.54097/ehss.v23i.13123

Haginwna: 12.02.2026; MpuitHaTo: 16.03.2026;
CtaTTAa 6yna Brnepue ony6nikoBaHa oHnarH: 26.05.2026

ISSN 2617-2674 (Print),

ISSN 2617-4049 (Online) Lishafai, O, Hashchenko, S. The Role of Music in Shaping the Atmosphere of a Film



BicHWK KUIBCEKOrO HaLlIOHANBHOMO YHIBEPCUTETY KYNbTYPU | MUCTELITB.
Cepist: AynioBigyanbHe MUCTELITBO | BUPOOHULITBO 2026-9(1)-c.92-102

THE ROLE OF MUSIC IN SHAPING THE ATMOSPHERE OF A FILM
Oleksandr Lishafai'?®, Stanislav Hashchenko?

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

2Master of Audiovisual Arts and Production;

e-mail: staslarin42@gmail.com; ORCID: 0009-0004-2407-2874

aKyiv National University of Culture and Arts, Kyiv, Ukraine

bKyiv University of Culture, Kyiv, Ukraine

Abstract

The purpose of this research is to analyse functions of music in shaping the emotional atmosphere of a film;
to determine the specifics of using musical accompaniment as an artistic device within visual narrative;
to ground the influence of music on the perception of an audiovisual work in the context of genre and
stylistic features of cinema. The study also aims to justify the mechanisms via which music affects the
perception of an audiovisual product, taking into account the genre and stylistic characteristics of film
art. The research methodology is based on the application of a theoretical method for studying scientific
literature on cinema studies, musicology and semiotics of audiovisual art; a structural-semantic method —
for analysing musical themes, leitmotifs, intonational structures and sound solutions within the context of
cinematic language, as well as their semantic load and impact on film perception; and a comparative method
for contrasting approaches to the use of music in classical and modern cinematic practices, identifying
similarities and differences. The scientific novelty of the study lies in a comprehensive understanding of
music as an autonomous artistic component capable not only of complementing the image but also of
forming an independent layer of meaning within a film. An attempt is made to systematise the functions
of music within the framework of genre typology in cinematography. The role of the soundtrack in creating
narrative tension, conveying the psychological states of characters and shaping the author's style is
emphasised. Conclusions. The results of the study demonstrate that music in cinema performs far more
than a decorative or background function. It becomes a certain instrument of emotional programming of
the viewer, determining the tempo of a scene, the rhythm of editingand the tonal perception of the image.
The soundtrack is capable not only of commenting on events, but also of creating subtext, constructing
an atmosphere that influences the interpretation of the visual sequence. Such an integrated approach to
sound design, based on the symbiosis of artistic intent and technological capabilities, defines music as
a key factor in the audiovisual work's integrity.

Keywords: music; soundtrack; emotional atmosphere; leitmotif; audiovisual work; cinematography; visual
narrative
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Abstract

The purpose of this research is to analyse sociocultural representations of
photo art projects focused on sacred themes, taking into account relevant
publications in audiovisual art. It seeks to reconsider the potential of screen
culture works as an important factor in preserving the material heritage of
the religious architecture in Kyiv during the prolonged full-scale war waged
against Ukraine. This article also outlines key issues related to studying
sacred art in modern cultural environment, both in Ukraine and abroad.
Research methodology. The study applies an interdisciplinary approach that
combines a set of academic methods. First of all, a theoretical method is used
to analyse modern Ukrainian and international scientific sources on the study
and promotion of sacred art. Equally important is a method of generalisation,
applied to compare themes and directions of the Master's degree photo art
projects, including those related to the topic under discussion. A comparative
method is also employed in order to highlight various research concepts
regardingreligious sites across differentregions of Ukraine, as well as to identify
their shared and distinctive peculiarities, assess their influence on the global
community in the context of preserving the cultural heritage during wartime.
Scientific Novelty. For the first time in global audiovisual art and production,
this article offers a multi-level, in-depth analysis of the Master's degree
photo art projects created at Kyiv National University of Culture and Arts,
and at Kyiv University of Culture. These projects are studied as an important
element of preserving and promoting the material heritage of sacred sites in
Kyiv, Boykivshchyna and Zaporizhzhia. Conclusions. This study analyses the
sociocultural representation of photo art projects focused on sacred themes,
considering relevant audiovisual art publications. It reinterprets the potential
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as a significant factor in preserving the material

heritage of Kyiv's religious architecture during the prolonged full-scale war
against our country. It characterises key issues in researching sacred art in
the modern cultural environment of Ukraine and abroad.
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Problem statement

On the screen, sacral art opens new di-
mensions for viewers' perception of reli-
gious images and symbols, taking them
beyond the walls of museums or temples.
Photographic art and cinema are capable
of reproducing these works via digital re-
interpretation, emphasising their emotion-
al depth and spiritual power. This allows a
wide audience, which may not have direct
access to the originals, to engage with
both world and national cultural heritage.

The particular relevance of such a phe-
nomenon lies in the use of modern photo-
graphic technologies that make it possible
to examine in detail the texture, colours and
composition of ancient frescoes or icons.
Thanks to high resolution and special ef-
fects of modern cameras, screen-based
projects can literally “bring to life" biblical
narratives or mystical events. As a result,
sacral art becomes not only an object of
study but also a powerful visual experience
for broad segments of the population.

At the same time, the transfer of sacral
images to the screen provokes discus-
sions regarding interpretation and the
permissibility of artistic freedom when
dealing with deeply spiritual themes.
Photographers, especially non-profes-
sionals or even beginner students, often
face the challenge of preserving the orig-
inal sanctity of the work while avoiding
its secularization or simplification. Ulti-

bespyuko, O, KaTywoHok, .
ISSN 2617-2674 (Print), Py Y y A

ISSN 2617-4049 (Online)

mately, successful master's-level pho-
tographic art projects demonstrate how
a photograph or a screen can become
a bridge between faith, history and mod-
ern culture. This issue has become espe-
cially relevant during the full-scale Rus-
sian—Ukrainian war for independence.

Analysis of Recent Research
and Publications

S. Bordenyuk, |. Gavran and V. Hry-
malska in the article “Features of Street
Photography and its Affinity with Cinema"
(2021), S. Bordenyuk and V. Byshovets in
their publication "Psychological Aspects
of Social Photography” (2021), V. Ku-
korenchuk and V. Bondar in their work
“Eroticism in Photographic Art through
the Centuries"” (2022), 0. Bezruchko and
N. Kachmar (2021) in their article " The
Development of Contemporary Ukrainian
Cinema" conducted a thorough analysis
of modern Ukrainian photographic art
and its affinity with cinema.

The issue of researching sacral art with-
in the modern global cultural field is pre-
sented in the works of foreign scientists:
B. Daskas (2020) "Picture and text: on the
“iconography” of sacred spaces in mid-
dle-Byzantine ekphraseis"; E. Ujvari (2020)
“Religious Symbols from the Point of View
of Visual Semiotics"; B. Albia, B. Blanza
and A. Chanco (2023) “From Icons to Al:
Evolution of imagery in religious commu-
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nication"; J.-K. Chung (2025) “Sacred art
and iconography in religious traditions".

Ukrainian sacral art is studied by do-
mestic scientists: K. Novikova (2012) in
the book " At the Crossroads of the World
and the Spirit. A Short Essay on the Sacred
Painting of Ukraine"; D. Stepovyk (2012) in
the monograph “The New Ukrainian Icon
of the 20" and early 215t Centuries: Tra-
ditional Iconography and New Stylistics”;
T. Lesiv (2021) in the PhD thesis " Iconog-
raphy of Galicia in the late 19th — early
21st centuries: artistic image and theoret-
ical discourse”; V. Kozinchuk in the article
“Ukrainian Canonical and Non-Canoni-
cal Church Iconography in the Context
of Western European Sacral Art" (2023)
and the DSc thesis “Transformation of
the Icon-Painting Tradition in the Ukrain-
ian Cultural Space” (2024); I. Khasanova
(2024) in the article * The Sacred Code in
Contemporary Ukrainian Fine Arta ".

In the works of foreign scientists, the
issue of using photographic art in ar-
chaeological studies of cult structures is
addressed (J. Stewart (2017) “The Use of
Photography in Archaeology: A Review";
T. Dutta, “The Importance of Photography
in Archaeological Research: An Indian
Perspective" (2024)).

Yu. Harmash and O. Priadko (2018) in
“The Special Role of Color in the Drama-
turgy of Screen Painting Works", O. Bez-
ruchko and A.-N. Manuliak (2019) in
“The Influence of Color on the Audience
of Interactive Television", 0. Kovsh and
M. Dziuba (2022) in * Symbolism of Color
in Cinema " study the symbolism, role
and influence of colour in audiovisual
works, including photography.

The purpose of this research

The purpose of this article is to analyse
the sociocultural representation of pho-

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

2026-9(1) - pp.103-119

tographic art projects on sacral themes,
taking into account relevant publications
in the field of audiovisual art. It also aims
to reinterpret the potential of screen
culture works as an important factor in
preserving the material heritage of reli-
gious structures in the city of Kyiv during
the prolonged full-scale war unleashed
against Ukraine. Additionally, the article
seeks to characterize the issues sur-
rounding the study of sacral art in the
modern global cultural environment in
Ukraine and abroad.

Main research material

After the collapse of the Soviet Union,
Ukraine embarked on a comprehensive
process of reforms aimed at building
a democratic, legal and market-oriented
state that meets the Copenhagen criteria
for EU accession and NATO standards.
According to K. Yakunina (2021, p.100),
these transformations encompass politi-
cal, economic, legal, defense and spiritual
spheres: "The development of Ukrainian
society as a democratic, open system
that overcomes the ideological clichés of
the past largely depends on the depth of
theoretical reflection on the phenomena
and processes of its multifaceted, mul-
ti-vector, and contradictory reality, in-
cluding the spiritual one".

Such reforms represent a long-term
process that significantly accelerated af-
ter the Revolution of Dignity in 2014, and
especially after the Russia's full-scale
invasion in 2022, when Ukraine applied
for accelerated NATO membership and
obtained EU candidate status. An impor-
tant component of this path is a reform of
secondary and higher education.

Ukraine has a strong system for training
specialists in audiovisual art and produc-
tion. Among recent publications devoted

Bezruchko, O., Katushonok, D. Photo Art Projects on Sacred Art as one
of Important Elements of Preserving and Promoting Ukrainian Religious
Architecture in the World Cultural Space



BicHWK KWIBCLKOrO HaLIOHANbHOrO YHIBEPCUTETY KYNbTYPU | MUCTELTB.

Cepig: AynioBigyabHe MUCTELTBO | BUPOOHULITBO

to this issue are the following: “Film and
Television Directing as an Academic Dis-
cipline and Teaching Methodology" (Bez-
ruchko and Desiatnyk, 2013); “Course,
Bachelor's, and Master's Works of Stu-
dents of the Department of Film and Tel-
evision Art at ITCT KylU: Methodological
Guidelines and Examples" (Bezruchko,
2014a, 2014b); “The Skill of a Television
Presenter as an Academic Discipline
and Teaching Methodology” (Bezruchko,
Desiatnyk, Ishchenko, Poleshko and Po-
rozhna, 2015); “The Use of Digital Tech-
nologies in the Professional Training of
Bachelors of Artistic Specialties under
Distance Learning Conditions" (Baryts-
ka et al., 2021); “The Formation of Em-
pathy in Higher Education Students of
Pedagogical Profiles in the Learning Pro-
cess" (Postolenko, Vozniuk, Kyrychenko,
Gavran, Brukhovetska and Chausova,
2021); “Current Problems of Contempo-
rary Directing Education” (Pogrebniak,
2022); "Formation of Readiness for Crea-
tive Activity in the Field of Audiovisual Art
and Production " (Bezruchko, Cherkasov
and Shiutiv, 2023); “Criteria and Indica-
tors of Readiness Formation for Creative
Activity in the Field of Audiovisual Art and
Production” (Bezruchko, Cherkasov and
Shiutiv, 2023); “Methodological Analysis
of the Criteria for the Cultural Space of
Digitalization of the Generation of Higher
Education Applicants” (Bezruchko, Chmil,
Korablova, Demchuk and Kuznietsova,
2025). Still, only filmmaker-educators
from Kyiv National University of Culture
and Arts (KNUCA) and Kyiv University of
Culture (KUC), considering the declared
autonomy of Ukrainian higher educa-
tion institutions, have developed unique
methodologies for training photograph-
ic artists. All this is presented in the
works "Master's Projects in the Specialty
‘Audiovisual Art and Production' at Kyiv

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

bespyuko, O., KaTyLloHok, 1.
AK OAVH 3 BaXJIMBIMX eNEMEHTIB 30epeXxXeHHs Ta Monynapu3adi’y CBITOBOMY
KyNbTYPHOMY NPOCTOPI KyNIbTOBMX Copyad YKpaiHm

2026-9(1) - ¢.103-119

University of Culture” (Bezruchko, Havran,

Medvedieva and Chmil, 2020a, 2020b)
and “Master's Projects in the Specialty
‘Audiovisual Art and Production’ at Kyiv
National University of Culture and Arts"
(Bezruchko, Gavran, Kotliar and Chmil,
2020; Bezruchko, Zheliezniak, Kotliar and
Chmil, 2020).

The latter defines a Master's Photo Art
Project as a series of “25-30 photo-
graphs printed in a photo album, united
by a creative theme and accompanied
by documentation of at least 25 pag-
es, which includes artistic and figurative
descriptions and the titles of each pho-
tograph with their technical characteris-
tics”" (Bezruchko, Zheliezniak, Kotliar and
Chmil, 2020, p.9). Educators at KUC em-
phasise that the creative component of
such projects must be complemented by
"a package of scholarly publications that
present the master's student's research”
(Bezruchko, Havran, Medvedieva and
Chmil, 2020a, p.9), in order to integrate
creative and scientific components.

The Master's degree photographic art
projects of these two leading Ukraini-
an universities impress with their the-
matic diversity, including “Chernobyl:
The Horrors of Reality” (Horevalov and
Kostrykova, 2020); "The Surrealism of
Contemporary Reality: A Human-Dimen-
sional Context" (Kukorenchuk and Hute-
vych, 2020); “Ukrainian Renaissance”.
Part 1: "Ukrainian Girl with a Pearl Earring.
In the Footsteps of Jan Vermeer" (Havran,
Kotliar and Zaspa, 2021); ““Ukrainian Re-
naissance”. Part 2: “Mavka Ofeliia™ (Kot-
liar and Zaspa, 2021); “Photo Art Project
‘Female Multi-Component Associative
Image ‘Fern Blossom'. Part 1" (Zaspa
and Bezruchko, 2021); “Photo Art Pro-
ject "Female Multi-Component Associa-
tive Image ‘Fern flower™. Part 2" (Zaspa
and Bezruchko, 2022); “The Development
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of Ukrainian Film Distribution in the Lviv
Region as a Component of Film Produc-
tion in Ukraine" (Bezruchko and Kachmar,
2022); “Eroticism in Photography: From
Analogue to Digital". Part 1 (Kukorenchuk,
Vdovychenko and Bondar, 2022a); “Erot-
icism in Photography: From Analogue
to Digital". Part 2 (Kukorenchuk, Vdovy-
chenko and Bondar, 2022b); “In Search
of the Meaning of Being" (Bezruchko and
Hrymalska, 2022); “Master's Photo art
Project Hen Party" (Chernichkin and Bal-
an, 2025), among others.

In recent years, public interest in
Ukraine — particularly among young peo-
ple — has grown toward the spiritual her-
itage of the nation. A theologian and art
historian Vitalii Kozinchuk (2023, p.362)
notes the following: "Over the past dec-
ades, interest in sacral art has increased
in Ukraine".

During the ongoing full-scale war in the
centre of Europe, creative work with light
and shadow around sacral objects em-
phasises the spiritual contrast between
good and evil unfolding in war. This in-
terplay resonates with the biblical idea
of the eternal struggle between light and
darkness. Photography on screen vis-
ually conveys the idea that good (light)
will overcome evil (darkness). Similar
to the ideas expressed by 0. Bezruchko
and N. Stepanenko (2024), I. Khasanova
(2024, p.56) has such a thought: “The
preservation and transmission of cultur-
al traditions and values through a sacral
code helps society remain connected to
its history, practices and spiritual roots,
contributing to the formation of a shared
self-aware community".

Therefore, several Master's degree
photographic art projects were pre-
pared at KNUCA and KUC that highlight
Ukraine's sacral heritage of Boykivshchy-
na and Zaporizhzhia. Cult art on screen
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temporarily replaces destroyed spaces
of communal ritual, fostering a sense of
national unity despite temporary occupa-
tion. Virtual reproduction enables a ca-
thartic experience for Ukrainians, even
amid the temporary physical absence of
the state within its 1991 borders as a na-
tional shrine.

In the article “Social and Psychological
Aspects of Religiousness"”, K. Yakunina
(2021, p.100) notes: “One of the most
pressing tasks of contemporary society
is the problem of searching for spiritual
guidelines. In this context, there emerg-
es an acute need to form a new paradigm
of worldview that would expand a per-
son's outlook from rational-pragmatic
interests toward spiritual and transcend-
ent meanings of existence".

The Boyky are one of the distinctive eth-
nographic groups of the Ukrainian na-
tion, residing in the Lviv, lvano-Frankivsk
and Zakarpattia regions. V. Bardyn and
0. Bezruchko created the Master's pro-
ject “The Ethnic Language of the Sacred"
(2027a) and a series of related publica-
tions: "Boyko sacred culture on the movie
screen” (Bezruchko and Bardyn, 2022a),
“Subject environment of cult buildings of
Boykos region in Screen Arts" (Bezruch-
ko and Bardyn, 2022b), “Mass Media as
One of the Instruments of Preservation of
Sacred Art Monuments of Boikivshchyna"
(Bezruchko and Bardyn, 2021b), “Pres-
entation of the Sacred Heritage of Boikos
by Means of Audiovisual Art" (Bezruchko
and Bardyn, 2022).

In wartime, images of saints on screen
are often perceived as archetypes of
protectors — warriors of spirit and light —
echoing the traditional image of Saint
George as a symbol of victory over evil.
Thus, sacral art projects heroism onto
contemporary defenders of Ukraine. Ac-
cording to K. Yakunina's (2021, p.100) vi-
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sion, "the development of contemporary
society, which must be enriched by over-
coming the consequences of a prolonged
spiritual crisis, actualizes the need to im-
plement universal human values into the
consciousness of our contemporaries —
values that constitute the moral and eth-
ical foundation and harmonize the inner
world of the individual.

The unofficial capital of the Boyko region
is the city of Sambir. Therefore, A. Anisi-
mova and O. Bezruchko (2024a) present-
ed the Master's Photo Art Project "An-
cient Sambir in Modern Photographs”, as
well as a number of publications on this
topic, including “Material Cultural Her-
itage in Modern Audiovisual Discourse:
Ancient Sambir" (2024b), "Audiovisual
Content as a Form of Indirect Communi-
cation between the Tourist Product and
the Viewer" (2024), "Some Aspects of
Joint Research of Photo Art by Ukrainian
Specialists” (2025).

Zaporizhzhia has long been considered
a symbol of freedom for the Ukrainian
people. Since the beginning of the full-
scale invasion, bloody battles have been
taking place on its territory, resulting in the
destruction of residential buildings, infra-
structure and architectural monuments.
Photographs depicting the ruins of ordi-
nary houses or ancient churches, shattered
apartment windows, or damaged histor-
ical mosaics form a new, tragic aesthetic
that shocks and draws the attention of the
world. Today, its destruction has generated
a new tragic “aesthetics of ruins”, in which
photography captures a painful yet com-
pelling beauty born of loss.

In the Master's Photo Art Project "Man-
ifestations of the Sacred Zaporizhzhia",
0. Sydorenko and V. Zaporozhchen-
ko (2023, p.278) set out to “recreate
the unique atmosphere and the sacred
and historical spirit of Khortytsia Island,
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where the symbol of Ukrainian Cossack-
dom - the Zaporizhzhian Sich — was lo-
cated. For every nation, its history is of
great importance, and for many centuries
Khortytsia has preserved the heritage of
our people. At all times, the island has
attracted attention not only for its beauty
but also for its sacred significance”.

Photographic film projects bring dam-
aged or destroyed sacral heritage sites
of Ukraine to the global stage, calling for
international intervention and empha-
sizing that Ukrainian cultural heritage
belongs to all humanity. Surviving icons
and frescoes function as visual symbols
of spiritual resilience — such as the wide-
ly circulated image of the intact Vasylkiv
majolica rooster in the city of Borodianka.
These images reflect centuries of strug-
gle for freedom and echo the words of
Taras Shevchenko (2003, p.344):

“Fight — and you shall overcome, God
helps you!

Truth is on your side, glory is on your
side, And sacred freedom!".

Screen projects on sacral art preserve
not only religious architecture but also
the emotional context of the Russian—
Ukrainian war within the digital archive
of world culture, reinforcing the imper-
ative to remember in order not to repeat
the mistakes of the past. Such works
affirm the importance of “remembering
everything" in order to avoid repeating
the mistakes of past wars.

Photographs of Ukrainian churches pre-
served through photo art projects serve as
a kind of testament for future generations
to protect, cherish, and develop their own
church and statehood. Particularly rele-
vant is a view expressed by J.-K. Chung
(PhD, Kwangshin University (South Ko-
rea)), in the article "Sacred Art and Iconog-
raphy in Religious Traditions,” in which he
emphasises the “importance of a com-

doToMMCTELBbKI MPOEKTK NPO CakpalibHe MUCTELITBO

KyNbTYPHOMY MPOCTOPI KyNLTOBYWIX Criopy. YKpaiHu



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

prehensive approach to the preservation,
interpretation, and transmission of sacred
art, which is key to safeguarding religious
and cultural heritage for future genera-
tions" (Chung, 2025, p.45).

Conclusions

Under conditions of the full-scale war
in Ukraine, sacral art transferred into
photography has acquired new critical
significance as both witness and sym-
bol of national resilience. Digital copies
and screen-based projects document
damaged or destroyed shrines and be-
come part of the evidence of war crimes
against Ukrainian culture.

On screen, sacral images (such as icons
and temple frescoes) transform into
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powerful symbols of hope and spiritual
endurance for internally displaced per-
sons and refugees. Their representation
in news reports, artistic films and exhibi-
tions underscores the Ukraine's cultural
vulnerability and serves as a visual prayer
and reminder of the value of identity for
which Ukrainians are fighting.

Screen media actively promote the
world's sacral masterpieces as a part of
a broader European cultural family, ap-
pealing to the international communi-
ty. Spiritual art transmitted through the
camera lens becomes a tool of cultural
diplomacy and resistance to Russian
propaganda, creating a strong emotional
link between the protection of Ukrainian
heritage and the preservation of universal
human values.
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®OTOMUCTELLbKI MPOEKTU MNMPO CAKPAJIbHE MUCTELLTBO ~
AK OINH 3 BAXJIMBUX EJIEMEHTIB 36EPEXXEHHSA TA MNMOMyJIAPU3ALLII
Y CBITOBOMY KYJIbTYPHOMY MNMPOCTOPI KYJIbTOBUX CMNOPY/[, YKPAIHU
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bKuiBCcbKMI HaLioHanbHWIA YHIBEPCUTET KynbTypu | MucTelTs, KuiB, YkpaiHa

AHoTauin

MeTa pocnif)keHHss — MpoaHanisyBaTu COLIOKY/IbTYpHY perpeseHTauito hoTOMUCTELIbKUX MPOEKTIB
cakpanbHOI TeMaTUKK 3 ypaxyBaHHSIM BiAnoBigHMX nybnikauin y ccpepi aygioBisyanbHOro MucTeuTBa.
MepeocMUCMTU NOTeHLian TBOPIB eKPaHHOI KYNbTYpU K BaXJIMBOrO YNHHMKA 36epexeHHsi NnpegMeTHOro
nons KynbToBMX crnopyg M. Kuea B ymoBax 6araTopiyHoi moBHOMaclUTabHoI BiiHM, po3B'A3aHol NpoTu
HaLloi aepxaBu. CxapakTepuadyBaTu NpobsieMaTUKy AOCILXKEHHA cakpanbHOro MUCTeLTBa B Cy4acHOMY
KynbTYpHOMY cepefoBuLLi YKpaiHu Ta 3a kopgoHoMm. MeTofonoriaa AocnifgkeHHs. Y cTaTTi 3aCTOCOBaHO
MiXAMCLUMNNIHAPHUIMIAXiQ, Y MeXax IKoro opraHiyHo noeHaHO KOMIJIeKC HayKoBUX MeToAiB. Hacamnepep
BWKOPUCTAHO TEOPETUYHUI METOA — 3 METOK aHani3y Cy4yacHUX YKpaiHCbKUX i 3aKOPAOHHUX HayKOBUX
[Xepen, NPUCBSYEHNX JOCNILXKEHHIO Ta NonynspusaLii cakpanbHOro MMcTeLTBa. BaxmBum Takox cTaB
MeTop y3arasbHeHHs — 015 3iCTaB/IeHHsl TeMaTUK | HanpsiMiB MaricTepcbknx hOTOMUCTELbKUX MPOEKTIB,
30KpeMa 3 BULLLeo3HayveHol TeMaTuku. Kpim Toro, 3acTocoBaHo KOMnapaTUBHUA METOA — /151 BACBIT/IEHHSA
KOHLIeNUin [OCHiAXEHHSI KYNbTOBUX CMOPY. Pi3HUX PErioHiB HaLIOI AepXaBW, BUSIBAEHHS TXHIX CMiNIbHUX
i BifMIHHUX PUC, @ TAKOX BU3HAYEHHSA IXHbOT0 BM/INBY Ha CBITOBY CMiJIbHOTY 3 METO0 36epexeHHsi B yMoBax
BOEHHOrO CborofeHHsa YkpaiHu. HaykoBa HoBu3Ha. Brneplue y cBiTOBOMY aypioBi3yaslbHOMY MUCTeLTBI
Ta BMpPOOHUUTBI MnpoBefeHO OaraTopiBHEBWUM ['PYHTOBHWUI aHania Marictepcbkux QOTOMUCTELbKUX
NPOEKTIB, NiAroToBNEHNX Y KUIBCbKOMY HaLiOHa/IbHOMY YHIBEPCUTETI KyNbTypu i MucTelTB Ta KuiBcbkomy
yHiBEpPCUTETI KYNbTypW, Ik BaXJIMBOro eneMeHTy 36epexeHHsi Ta monynsipusauii npegMeTHOro nons
cakpanbHux cnopyn M. Kuesa, BounkiBlmHM Ta 3anopixoka. BMCHOBKM. Y pesynbTaTi [OCAIAXEHHA
npoaHani3aoBaHO COLOKY/IbTYPHY perpe3eHTauito hOTOMUCTELbKUX MPOEKTIB CaKpasibHOI TeMaTuKK,
BpaxoByOUM BignoBigHi nybnikauii 3 aygioBisyanbHoro mucteuTsa. [epeocMucneHo noteHuian TBOpIB
eKPaHHOT KyNbTYypU Ik BaXJIMBOIO YNHHUKA 30epexeHHs MpegMeTHOro noss KynabToBux cnopya M. Kuesa
nig yac 6araTopiyHol NOBHOMAacLUTabHOT BillHM, pO3B'si3aHOl NPOTK HaLol AepxaBu. CxapakTepu3oBaHo
npo6siemMaTuKy [OCAIAXEHHA CaKpasbHOrO MUCTELTBA B CYYaCHOMY KySbTYPHOMY cepefoBuLLi YKpaiHu
Ta 3a KOPOHOM.

KniouoBi cnoea: chotorpadisi; cakpanbHe MUCTELTBO; MaricTp; OTOMUCTELbKUIA NPOEKT; BilHa B YKpaiHi;
apxiTeKTypa; KynbTOBi cnopyav
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AHoTauin

Meta cTtatTi — pocnigMtn Ta poskpuTu deHomMeH «MaHpanopus» AK
MaHidecTy eKOCUCTEMHOI KOHBEpreHuii, Ae nepeTUHalTbCs BUPOOHMUI
NpakTUKM KiHO, MeToau IrpoBoi iHXeHepil Ta aucTpubyuinHa norika
CTPUMIHroBOro cepefoBuiLa. Y dooKyci HAyKOBOro aHanidy — TEXHONOMYHUMN
«MICT» MiX irpoBUM pyluieM i KiHOBMpoOHULTBOM (cucTema StageCraft),
TpaHcdpopMaliss ecTeTUKM Ta BUPOOHMYMX MpakTUK nig BrAAuBoMm real-
time TexHonorin, a TakoX Ppofib CTPUMIHIOBOI MnaTdopMu fK HeobXigHoT
YMOBM MOSIBU Takoro ribpupga. MeTogonoria AOCRifXeHHsl 'PYHTYeTbCSA
Ha KOMIMJIEKCHOMY 3acTOCYBaHHi €KOCMCTEMHOro miaxofdy, Wo Aae 3Mory
aHanidyBatM Mefia fIK CKNagHi CUCTEMM 3 BiAHOCMHAMW KOHKYpeHLi,
Koonepadlii Ta cMM6i03y; BUKOPUCTAHO KOHLLEMNL,it0 MeiakOHBEepreHLii, Teopito
HiLi Ta TpaHciKLUiNHWI aHani3 ans BUSBNIEHHS MeXaHi3MiB B3aeMOSIT PisHUX
MefinHuX ekocucTeM y cepiani. HaykoBa HOBU3Ha nonsrae y Tomy, Lo Breplue
B YKpaiHCbKOMY MWCTeLTBO3HaBCTBI «MaHpanopeub» po3rnsfaeTbcs
He MpPOCTO $SIK TEXHOJIOTMYHUIA EeKCMepuMMEHT, a fIK UinicHuiA MaHidect
eKoCUCTEMHOI KOHBepreHLil. OB6rpyHTOBaHO, L0 TEXHOJOrisl BipTyaslbHOro
BUpoOHMUTBA StageCraft Ha 6asi Unreal Engine 3ymMoBntoe He ninie BUPOGHUYY,
a 1 ecTeTuyHy TpaHcdopmadito, opMyroum cuHTe3 analog i digital, ge
UMpoBi IHCTPYMEHTU BIATBOPIOIOTH MaTepianbHy eCTeTUKY OpUriHanbHOT
Tpunorii. BucHoBku. Cepian «The Mandalorian» € MaHichecToM ekocucteMHol
KOHBepreHLii, BUHUKaKOUM Ha NepeTuHI KIHOBUPOBHULTBA, irpoBOi iHXeHepil
(TexHonorisi StageCraft) Ta cTpumiHroBoi nnatcopmu Disney+. TexHonoris
BipTyanbHOro BUpobHuLTBa Ha 6a3i Unreal Engine 3MiHto€ niHiiHy napagurmMy
BUPOOHULITBA, CTUPAKOUM MEXY MiX 3HIMAHHSM | MOCTNPOAaKLWHOM, | hopmye
HOBY ecTeTuKy cuHTe3y dpiduyHoro Ta uudposoro. lNnatgopma Disney+
€ He MpoCcTo AUCTPUBYTOPOM, a KaTasni3aTopoM, L0 YMOXJIMBIIOE iCHYBaHHSA
Takoro riopuga. MNepexig go dinbmy «The Mandalorian & Grogu» feMoOHCTpye
3BOPOTHUI BMJIMB CTPUMIHIOBOI €KOCUCTEMU Ha TpPaguUiNHWUIA KiHOMpoKaT.
IHOycTpianbHi Hacnigku cepiany BUSBNAKOTbLCA y nowupeHHi LED-cTiH

© Irop MeyepaHcbkun, 2026
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pywiiB Ha yHiBepcanbHy nnatdopmy Bi3yanbHOro

BMPOGHMLITBA, @ TAKOX Y KOHCTPYIOBAHHI PUTOPUKM «aBTOpa-LUaHyBaslbHUKa»
AIK 3aMOpPyKW aBTEHTUYHOCTI.

K yuTyBaTH:

MeyepaHcbkun, |, 2026. «The Mandalorian» sk
KiIHOBMPOOHMLTBA, METOAIB irpoBOl iHXeHepil Ta
HaliOHaNbHOro YHIBEepCUTETY KyNbTYpu | MUCTELTB.
9(1),c.120-137.

MaHihecT eKOoCUCTEMHOI KOHBepreHLil: cumbios
CTPUMIHIOBOro cepefoBulia. BicHuk KuiBcbkoro
Cepisi: AypgioBi3yanbHe MUCTELTBO i BUDOOBHULTBO,

dopmynioBaHHA npo6nemu

CyyacHui aygioBisyasibHUA  NPOOYKT
nepani cknagHiwe igeHTudikyBaTn B Me-
Xax Joriku TpaguuiiHux Megia — KiHo,
TenebayeHHs1 4yu Bigeoirop. PosmuBaH-
HS1 XXaQHPOBMX i TEXHOJOMYHUX KOPAOHIB
NpU3BOAMTb 00 NOSIBU TiBpuaHUX chopm,
AKi  noTpebytoTb HOBUX OOCHiLHULb-
kux onTuk. Cepian «The Mandalorian»
(2019-2023) cTaB ACKpaBMM CUMMTO-
MOM LbOrO 3CYyBY: CTBOPEHMI CTyhi€0
Lucasfilm gns ctpumiHrosoi nnatcgpopmu
Disney+, BiH yBi6paB y cebe BUMPOGHMYI
MPaKTUKW  KJIACUYHOFO  FOMniByACbKO-
ro KiHO, TEXHOJNOMYHWUIA IHCTPYMeEHTapin
irpoBOI iHAYCTPIl Ta AUCTpUBYLiHY no-
riky NoTOKoBMX cepsiciB. Voro HeMox-
JIMBO OJHO3HAYyHO KNacudikyBaTh aHi
AK «4NCTUM» KIHOMPOOYKT, aHi sIK cepian
y TpaauuinHOMy TeneBisinHOMY pO3yMiH-
Hi — Le pajlwe HoBa fIKiCTb, WO NoTpe-
6ye nepernsify ycTaseHUX TEOPETUYHMX
nigxoniB i KoHuenTiB. 151 yKpaiHCbKOro
MUCTELITBO3HABCTBA, SIKE [0Ci 3HAYHO
Mipoto onepye KaTeropisimu, Bupobie-
HUMU B aHasnoroBy €rnoxy, AOCHiIXEHHS
TaKuX ribpuaHUX sBULL € 0COBSIMBO aKTy-
anbHVM: BOHO CMPUSIE NMEPEOCMMUCTIEHHIO
MOHATTEBOro anapaTty Ta MeTOomoJIoriy-
HOro iHCTpyMeHTapito, HeobXxigHoro ans
aHanisy cy4yacHux umdpoBux aygioBisy-
anbHUX NPaKTWK, SKi gepani akTUBHiWe
BXOAATb i B yKpalHCbKMI MefianpocTip.

Bneplue B icTopii TexHonoris BipTyanb-
Horo BMpoGHULTBA Ha 6asi irpoBoro py-
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wis (Unreal Engine) 6yna MacwTtaboBa-
Ha [0 piBHA cepianbHoro 6nokbBacTepa.
BukopuctaHa B «MaHganopui» cuctema
StageCraft (The Volume) — riraHTCbKi
cBiTNnomiogHi ekpaHu 3 real-time peH-
OEePUHroM OHY — [OOKOPIHHO 3MiHuNa
YSIBIEHHS! NPO 3HiIManbHUIA NpPoOLeC: BOHA
nepeHecna nocTnpojakllH Ha ManfaH-
YKK, fana 3Mory aktopam B3aEMOLISITH
3 undpoBUM CepefloBULLEM Y peasibHO-
My 4aci Ta nepeTBOpwWna irpoBuUN pyLUIn
Ha onepawifHy cucTeMy KiHOBUPOOHM-
uTtea. Lle He nNpocTo TexHosoriyHe BAO-
CKOHaleHHs, a NpUHUMMOBa 3MiHa BU-
po6HMYOI NapagurMu, sika CTMpae Mexy
MiX MpouecoM 3MOMKM Ta MOCTNpo-
OAaKLWHOM, MiX (Pi3UYHOK NPUCYTHICTIO
aKTopa Ta uMcpoBUM CepefoBULLEM.
MPUMITHUM € Te, WO TaKUh TEXHONONIY-
HO CKJTafHWN MPOAYKT CTBOPIOBABCS He
OnA KiHOoTeaTpasbHOro npokaTy, a eKc-
KJFO3MBHO [ CTPUMIHroBol nnatdop-
mu Disney+. Lle 3acBigunno 3miHy Ta-
KOX EKOHOMIYHOI MapagurmMu: noToKOBI
cepBicu NepeTBOPHOOTLCA He MPOCTO Ha
OncTpunbyTopiB, a Ha iHKybaTopu TexHo-
NOTiYHUX IHHOBALiN, WO 3[aTHI iHaHcy-
BaTU PU3MKOBaHI e€KCMepuMEeHTU 3apsis
[OBrocTpokoBoi nignucku. CepianbHui
dopmaT gaB 3MOry TEXHOJIOTIT eBOJIOLLi-
OHyBaTM Bif enizony Ao enisofy, a nnar-
dopmHa norika 3abeaneuynna ekoHo-
MiYHY [oLifbHICTb Lboro riopuga. OTxe,
«MaHpanopelb» OEMOHCTPYE He paHmo-
MHUI eKCMEPUMEHT, a cTasly TeHAEHLito,
[0e KiHO, irpu Ta CTPUMIHT YTBOPHOOTb

Pecheranskyi, I. "The Mandalorian” as a Manifesto of Ecosystem Convergence:
Symbiosis of Filmmaking, Game Engineering Methods, and the Streaming
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HOBY €KOCUCTEMHY LificHicTb. [Mornu-
6neHe Ta KOMIMJIEKCHE BWBYEHHS L€l
TeHEeHUT € HaraslbHUM 3aBAaHHAM 4iA
YKpaiHCbKUX [OCNiAHMKIB, OCKIJIbKW BIT-
YyM3HSIHA aypnioBisyanibHa IHAYCTPIA Ha-
Jani yacTille CTUKaTUMEeTbCA 3 HeobXif-
HICTIO OMaHyBaHHS LIMX KOHBEPreHTHUX
Mogenen, wo notpebyBaTuMe fK TEXHO-
JIOTYHOI FOTOBHOCTI, TaK | TEOPETUYHOIO
OCMMUCIEHHS TXHBbOI eCTeTUYHOT NPUPOAMN.

AHani3 ocTaHHiX gocniaXeHb
i ny6nikawin

TeopeTnyHe 0OCMUCIIEHHA EKOCUCTEMHOT
KOHBepreHuii B aygioBidyasnbHii cdepi
aKTUBI3yBanocsa B OCTaHHI AeCATUNITTA
y BiAnoBigb Ha uudpoBy TpaHchopma-
uito mepia. Ak 3asHavatoTb . Yxy Ta
T.-K. MNen (Zhu and Peng, 2025), ekono-
FYHUIA Nigxig [0 KOMYHIKaLiiHUX [ochi-
IXXeHb HabyBae 0cob6/MBOI eBPUCTUYHOT
LIHHOCTI, OCKiNlbkM Oae 3Mory aHanisy-
BaTM He NnLe KOHKYPEHLito MiX Mefia 3a
obMexeHi pecypcu (Teopis Hiwi Ox. Oim-
Mika), a ¥ CUMOIOTUYHI B3aemopii, Wwo
BMHUKaOTb y LM(POBOMY CepefoBULL.
PosBuBatoun Tpaguuito M. Makntoe-
Ha Ta H. lNocTmaHa, BOHW MPOMNOHYHTb
po3rnsnaTM MefiakoOHBEpPreHuito Kpisb
NnpvMsMy MiXXBUL0BOI B3aeMogii, fe pi3Hi
MepginHi bopMu He NPOCTO CriBICHYOT,
a YTBOPOWTb CKNafgHi ribpuaHi yTBO-
peHHs. |HOMKATOPOM 3pinocTi LbOro
HanpsiMy cTana rnosiea cnewjianisoBaHuUx
JocnigxeHb, 3okpema npaui |. 16pyca
Ta K. Ckonapi (Ibrus and Scolari, 2012;
Ibrus, 2019), sKi po3BMBalOTb KOHLIEM-
Tyanisaudito MepiaeBosntouii Ta ribpugun-
3aLii, a TaKoX TXHi pO3BigKM LW,040 KpPOC-
iHHOBaLi siKk MexaHi3aMy hOpMyBaHHS
HOBUX ayioBi3yaslbHUX eKOCUCTEM.

Keiic «MaHpanopus» 3aKOHOMIPHO
NPUBEPHYB yBary AOCHiIOHUKIB K eMni-
pyYHe BTiJIEeHHS eKOCUCTEMHOI KOHBep-
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reHuii. C. Tomac (Thomas, 2025) y r'pyH-
TOBHOMY aHanisi TexHonorii StageCraft,
po3pobneHoi Industrial Light & Magic
IS UbOoro cepiany, AEMOHCTPYE, SIK Bip-
TyanbHe BMPOBHULTBO CTA€ iHCTPYMEH-
TOM TEXHOJIOTiYHOrO, HApaTMBHOIO, a Ta-
KOX KOpPrNopaTUBHOI0 efHaHHA: 06'eaHYE
KiHOBMPOOHMYI NpaKTWKW, irpoBi pyLuil
(Unreal Engine) Ta cTpaTeriyHi iHTe-
pecu Disney+. ITaniicbka pocnigHuus
B. O'Amiko (D'Amico, 2026) posrnsgae
«MaHpanopusi» ik NOABIAHUIA MNPOEKT,
0[HOYaCHO CrpsIMOBaHUKA fIK Ha nepe-
3anyck caru «30psiHi BiHW» ons da-
HaTCbKOI ayguTopii, Tak i Ha NpomoLiito
cTpuMmiHroeoi nnatdopmu Disney+ ak
HOBOro cepefoBWLLA iCHYBaHHA. ®paH-
Lly3bKi HayKOBL,i aKL|eHTYOTb Ha TpaHcC-
diKUinHIN npupodi cepiany, sikuii BOGU-
pae HapaTMBHI eNeMEHTU 3 PiBHUX Mefia
(aHimauji, koMmikciB, Bifeoirop) i ctae na-
BopaTopieto OHOBJIEHHSI XaHPy HayKOBOT
daHTacTukm (Hannedouche, 2022).
MiXHapogHUA [OCNIgHULBKUIA NPOCTip
TaKOX 3aCBiuye 3pOCTaHHs iHTepecy [0
TpaHCMeginHnX BUMIpiB «MaHpanopus».
Tak, nepyaHcbkuit BYeHwui [. bBayTicTa
(Bautista, 2024) aHanisye cepian Kpi3b
npu3aMy TpaHCMegiNHOI Hapauii, po3rns-
Jaroum, K came iCTopis po3LUNPHETLCS
yepes pi3HOMaHITHI uudposi nnatdgop-
My, 36epiratoun BipHiCTb KaHOHY «30psi-
HMX BOEH» | BOJHOYAC 3aslyyaroun HOBY
ayauTtopito. LLle ogHa iTanincbka gocnin-
Huua M. NMaxHo (Panno, 2021) ocMuchtoe
«MaHpganopusi» K K/HOYOBUWA €NIEMEHT
PO3LUMPEHHS] HAPATMBHOIO BCECBITY, L0
Ma€ KynbTYypHi Ta [0BOJIi MOTYXHi eKo-
HOMIYHi iMnnikauil (deHoMeH pory sk
MapKEeTMHIOBOro fiBMLLA). B ykpalHCbKO-
My MUCTELTBO3HaBYOMY AWUCKYpCi Mpo-
6rneMaTuKy €eKOCUCTEMHOI KOHBEpreH-
uii pospobnse |. MeyepaHcbkuin (2024),
AKUIN 0BI'PYHTOBYE MOHATTS «uchpoBoro
aypnioBisyanbHoro naHawadTy» Ta aHa-

MeyepaHcekuig, |. «The Mandalorian» gk MaHIDECT EKOCUCTEMHOI KOHBEPIeHLIil:
CUMBIO3 KIHOBMPOBHMLITBE, METOLIB IrPOBOI IHXXEHEPIT T8 CTPUMIHFOBOIO
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ni3ye Kpoc-iHHOBAaUiT IK CTPYKTYypyBasib-
HUWA YMHHWUK B3aEMOMIT PiBHUX MefdiAHnX
€KOCUCTEM, X04Ya KOHKPETHO Kenc «MaH-
nanopus» we notpebye FpyHTOBHOIO
BUCBIT/IEHHS B YKPaIHCbKIN HayLi.

Merta cTaTTi — fOCNiANTM Ta PO3KPUTH
cbeHomeH «MaHganopus» Kk MaHidecTy
€KOCUCTEMHOT KOHBepreHLuil, ge nepetu-
HalTbCs BUPOOHMYI NPaKTUKK KiHO, Me-
TOAOM irpoBOT iHXeHepil Ta gUcTpubyLin-
Ha Jlorika CTPUMIHIOBOro CepefoBMLLA.
Y doKyci HayKOBOro aHanisy — TexXHoJ0-
FYHUIN «MICT» MiX iIrPOBUM pyLUIEM i KiHO-
BUpobHMUTBOM (cuctema StageCraft),
TpaHcdopMalis ecTeTuku Ta BUPOD-
HUUMX MpaKTUK Mig BNAvBoM real-time
TEXHOJIOTI, @ TaKOX POJib CTPUMIHIOBOT
nnaTtdopmMu K HeobXigHOT YMOBU NOSIBM
Takoro ribpuga.

OCHOBHUIN MaTepian fOCHif)KeHHsA

Y cyyacHoMy MepfiasHaBCTBI gepani
6iNbWworo nownpeHHa HabyBae eKono-
FMYHUA NigXxig, sSIKUIA 3anosnyye MOHAT-
TeBWUM anapat 3 bGionoril gna aHanisy
B3aeMofi y MegianpocTtopi. Ak cTBep-
oxytoTb [x. YUxy Ta T.-K. MeH (Zhu and
Peng, 2025), ekonoriyHa Teopis, wo do-
KYCYETbCS Ha B3aeMopfii MiX XWBUMMU
opraHiaMamu Ta IXHIM cepefoBULLEM,
MPOMOHYE €BPUCTUYHO MAiLHY ONTUKY
ONsi po3B'AI3aHHA [OUCKYCIMHUX MUTaHb
KOMYHiKaLilHUX  OOChifgXeHb, 30Kpe-
Ma npobneMu MegiakoHBepreHuii. Lien
niaxin YMOXIUBIIOE po3rnan Mefia He
AK I30N1bOBAHMX IHCTUTYLIN, a K cKNaf-
HUX eKOCWUCTEeM, e Pi3Hi enemMeHTu ne-
pebyBatoTb Yy BifHOCMHAX KOHKYpeHLT,
koonepauil Ta cumbiosdy. PosBuBaroun
L0 NiHito, iHWI JOCHiOHUKA BU3HaYaloTb
KOHBEPreHTHy MefiaekocucTemy fK Li-
NicCHE YTBOPEHHS, LLO NMOEAHYE TEXHONO-
riyHy iHPpacTpyKTypy, €KOHOMIiYHi Me-
XaHi3MW i COLiOKYNbTYPHI NpaKkTuKK, a ii
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K/HOYOBUMU O3HaKaMu € AeLeHTpanisa-
Lis, BifCTeXeHHs iHdopMaLiiHMX NoTo-
KiB | 3pmaTHicTb Ao camoperynauii (Hu,
Wang and Song, 2024). Tak, eKocMcTeM-
Ha meTacpopa gornomMarae gonatu obme-
XEHICTb NiHINHUX Moaenen MeniaBnIMBY
Ta nepenTn Ao aHanidy 6araToBUMIPHUX
3B'AI3KIB, WO CTPYKTYPYKOTb Cy4acHWi
aypioBisyanbHui naHgwadr.

TeopeTnyHi 3acagM €EKOCUCTEMHOIO
Nigxo4y BaX/MBO PO3rnsfaTh y iXHboMy
3B'fI3KY 3 KOHLIeNUiet0 MeJiakOHBEepreH-
Lii, sKka CUCTEMHO MnpencTaB/ieHa B npa-
usax I [xeHkiHca (Jenkins, 2006). Oocnig-
HUWK TpaKTye KOHBEPreHLil0 He K CyTO
TEXHOJIOTYHUM NpoLec, a AK KYNbTYPHUIA
3CYyB, WO 3MIiHIOE NOriKy OyHKLiOHYBaH-
HA MegiaiHOyCTpi i XapakTep CMOXM-
BaHHSA KOHTeHTY. KoHBepreHLisn Bigbdysa-
€TbCSl Ha NepeTuHI CTapuX | HOBUX Megia,
KOPMoOpaTUBHUX | I'paccpyT-NpakTuK,
BNlafyv BUPOOHWMKIB i cnoxuBadiB. Baxnu-
BMM [OMOBHEHHSIM [0 Li€el Mofeni € Te-
opis Hiwi Ox. Odimmika (Dimmick, 2002),
AKa NOSICHIOE, K MegiaopraHisauii cni-
BICHYIOTb i KOHKYpPYHOTb 3a OOGMeXeHi
pecypcu (yBary ayauTopii, peknamHi 6ro-
IXKeTH), 3alMaroum creumdidHi ekoso-
ryYHi Hiwi. 3acTocyBaHHA 3a3Ha4yeHOro
IHCTPYMeHTapito [0 aHanisy cepianbHUX
HapaTuBiB, SIK MPOMOHYITb B. IHHOYEH-
Ti 3 koneramu (Innocenti, Pescatore and
Rosati, 2016), nae 3amory BUSIBUTU PO3-
BiXXHOCTI MiX NPOEKTHUM 3aQyMOM i pe-
aNlbHOK MPaKTMKOLO, a TaKOX JOCHianTH
dopMyBaHHSI «MefiaHiw» Ha nepude-
pil OCHOBHOrO KOHTEHTOO06iry. ¥ ubomy
KOHTEKCTI eKOCUCTEMHUI Niaxif noctae
AIK CMHTEe3 Me[iaeKoJIoriYHuX igen, Te-
Opil KOHBepreHuii Ta KoHUenuil Hiwi, o
YTBOPIOKOTb METOAOSONYHY pamKy Ans
aHanisy cknagHux ribpugHux sievu,. 3a-
CTOCYBaHHAl OKpecsieHOl TeopeTU4HOI
onTMKM [o Keincy «The Mandalorian»
BUOAETbCA 0COBAMBO MPOAYKTUBHUM
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3 Ornsify Ha Moro yHikanbHy npupogy. Ak
nemoHcTpye C. Tomac (Thomas, 2025),
cepian Disney+ € nonem nepeTuHy LLO-
HaliMeHLLIe TPbOX MefifiHUX eKOCUCTEM:
TpaguuinHoro KiHOBMpOOHMLUTBA, irpo-
BOI iHXeHepii (TexHonoris StageCraft
Ha 6asi Unreal Engine) Ta CTpUMIHIOBOI
nnatopMM SIK HOBOFO CepefoBuLA
OncTpubyuii. TexHonoris BipTyanbHOro
BUPOOHMLTBA, W0 Nepenbavyae CBiTNOLI-
O[Hi eKpaHu Ta peHLEPUHT Y peanbHOMY
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yaci, TpaHcopmMmye BUPOBHWUYI MpakTu-
KW, CTUPaUM MeXy MiX 3HiMaNbHUM
MaWLaHYMKOM | MOCTMpOAaKILIHOM, Ta
NMopoXXye HOBY ECTETUKY, 3aCHOBaHy Ha
CUHTE3I hisnyHoro n uudposoro. Llen
cMMbio3 yMOXIuBNOE po3rnag «MaH-
Janopus» K MaHipecTy eKoCUMCTEMHOT
KOHBepreHuil, e TeXHONOoriYHi iHHoBaUil,
€KOHOMIiYHa Jiorika CTPUMIHIY Ta Hapa-
TUBHI CcTpaTeril pasoM yTBOPH0OTbL He-
PO3pMBHY LinicHicTb (puc. 1).

Kinosupobruymseo:
HapaTHBHA CTPYKTYpa,
3IpPKOBHH cTaTyc (pexucypa
®apo, BILIUB
JlaBkpadra/Kypocaepn),
OpIEHTAIIS HA «AKICThY

-

Cmpuminzoge cepedosuiije:
Disney+, cepianpHmIit
(opmar, em3oqUUHICTE K
YMOBa TE€XHOJIOTIYHOTO
CKCIIEPAMEHTY

Ne—

-

leposa inocenepia:
Buxopucranus Unreal
Engine sx 6azoBoi
1aThOpMH BIPOOHHUITTBA,
real-time Jorika,
3aIMO3WYEeHHS KaJIPIB 3

IHIYCTpil TeiMan3aiHy

Puc. 1. Tpy ekocuMCTEMM, LLLO KOHBEPTYOTHCS B KOCMIYHOMY BECTEpHI
«The Mandalorian» (cknageHo Ha ocHoBi: Thomas, 2025).

KoHBepreHuis KiHoiHAyCcTpii Ta irpo-
BMX TEXHOJOri [ocArfa sKiCHO HOBO-
ro piBHa B cepiani «The Mandalorian»
3aBAAKM  BMPOBAMXEHHIO  CUCTEMM
StageCraft, pospo6neHoi Industrial Light
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& Magic (ILM) y cnienpaui 3 Epic Games
(Desowitz, 2020). Lls TexHorsoria sBnsie
coboto riraHTcbkui 20-dyToBUIA CBITNO-
OiogHUIA ekpaH, Wwo oxorutoe 270 rpagy-
CiB HaBKOJO 3HIMasIbHOrO MaWJaHuKKa,
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[ornoBHeHNN cTenboBor LED-naHensnto,
AKi B CYKYMHOCTI YTBOPIOTb MpPOCTIp,
Bigomuin sik «The Volume» (Failes, 2020).
MpuHUMNOBa iHHOBALiA Nonsirae y BUKO-
pucTaHHi irpoeoro pywis Unreal Engine
ONa reHepauii doTopeanicTuyHmx und-
poBux OOHIB y peanbHOMY 4aci, siKi pe-
aryloTb Ha pyxX Kamepu 3 MiKCEeNIbHO
TOYHICTIO 3aBAsKM TpekiHry, 3abesne-
YylOUM MNepcrneKTUBHO-KOpeKTHe 306pa-
XEeHHl Ta iHTepaKTUBHE OCBITNEHHSA
aKkTopiB i chisnyHux pekopauin. Bupob-
Huya nnaTdopma StageCraft gonomarae
cTBOpIOBaTH (hinbMM B 3aX0MNJMBOMY Ta
iHTEPaKTUBHOMY TBOPYOMY CepeLOoBWLLi
LWBWUKUM, THYYKMM Ta iHTYITUBHO 3p03y-
MifIMM cnocoBoMm, LLO flae 3MOry OTPUMY-
BaTU BUCOKOSIKiCHe 300paxeHHs Mifg yac
3HiManbHoro npouecy. [lo crnoBa, TEXHO-
noriyHa esonouis StageCraft BipbyBa-
nacsl CTPIMKO: SKLLO B MepLUIOMY CE30Hi
noHag 50 % cueH 3HATO 3 BUKOPUCTaH-
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HSIM BipTyanbHUX gekopauiil, Wwo yMOoX-
NUBWUMO BiOMOBY Bif, HAaTYpHUX 3MOMOK,
TO B ApYyromy cesoHi 6yfo BNpoBagXeHo
StageCraft 2.0 3 BnacHUM peHaep-pyLlieM
ILM nig HasBorw Helios, akuin 3abeane-
4YMB BULLY PO3[iNbHY 34aTHICTb i Kpalyy
nepepnavy sobpaxeHHs (Desowitz, 2021).
Lle 3HauHO MoKpalLmiIo AKiCTb BipTyasb-
HUX cepefoBULL, Ta [ano 3Mory YHidi-
KyBaTU BUpPOOHMYMI npouec: UMdpoBi
akTuBW, cTBOpeHi ans LED-cTiH, mMornu
6e3 [0OOATKOBMX MNEpeTBOPEHb BUKO-
pvCTOBYBaTUCA B MOCTNPOAAKLLHI B pi3-
HUX peHpep-pywiax (dpoto 1). Y Bigno-
Biflb HA 3pOCTaHHA NonNuUTy iHAYCTpIT ILM
poswwupuna iHdpacTpykTypy StageCraft,
BiAKPUBLUM [0LaTKOBI «06'€MU» Ha CTY-
nisax Manhattan Beach, Pinewood Studios
y NoHpoHi Ta Fox Studios Australia, wo
3acBiguMIo nepexif TexHonoril Big ekc-
MepuUMEHTaNbHOro cTaTycy o iHOycTpi-
anbHoro ctaHgapTy (Giardina, 2020).

®oTo 1. Kagp 3i 3HiManbHoro mangaHumka «<MaHganopus», Ha aiKoMy 306paxeHo
akTopa Negpo Mackansa y KocTiomMi MaHganopus Ha Thi BesieTeHcbKoT LED-CTiHK,
Ha fAKiii BigTBOpeHo iHTep'ep Kopabns. Oxepeno: (Paur, 2020).
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BrnipoBafXeHHs TexHonorii  BipTyasb-
HOro BUPOOHMLTBA LOKOPIHHO 3MiHUMIO
TpaguUifHYy NiHiHY Noriky KiHOBUpOO-
HUUTBa, Ae pre-production, production
Ta post-production 4iTKO po3mexoBaHi.
Y «MaHganopui» nocTnpofaklliH dak-
TUYHO MNEPeMICTMBCA Ha 3HIMasIbHUN
MangaHuvK: pexucepu, orepaTtopu Ta
XYLOXHUKU-NOCTAHOBHUKW  OTpUManu
MOXJIMBICTb 6aunTU piHaNbHYy KapTWH-
Ky 3 iHTerpoBaHumu CGl-eneMeHTamm
B peanbHOMY 4aci, W0 YMOXIUBUIIO YX-
BaNleHHA TBOPYMX pilleHb Ge3nocepes-
HbO Nif Yac 3MOMOK. fK MiOKpecnoTb
TBOpUi cepiany, cuctemMa pana 3mory
CUHeprisyBaTu HarnpauioBaHHA KiHO Ta
reuM-iHOyCcTpii, TEeCcTyouuM MeXi BHY-
TPILUHBOKAMEPHOr0 PEeHAEPUHTY B pe-
anbHoMmy dvaci (Desowitz, 2020). EkoHo-
MiYHUIA  BUMIp UieT  TpaHcdopmauii
TaKoX € CyTTEBUM: 3a 6rofxeTy 61IM3bKO
$12,5-15 mnH 3a enisog (Clark, 2019)
TexHonorisA StageCraft fana amory yHuk-
HYTW BUTPaT Ha HaTYpHi 3MOMKM Ta CKO-
pPOTUTK Yac NOCTMPOAAKLLHY, WO B AOB-
roCTPOKOBI nepcrnekTuBi 3abesnevye
BUWY edeKTUBHICTb BUPOBHULTBA, SK
NOpPIBHATK 3 TPaZAMLIAHUMU METOAAMM.

Okpemoi yBarn notpebye TpaHcdop-
MaLisi akTOPCbKOI rpy Ta onepaTopcbKoi
poboTu B ymMoBax BipTyasibHOro BUpPO6-
HULTBA. AKTOPU OTpUManv MOXJIMBICTb
B3aeMOZIATM 3 UUPOBMM cepefoBU-
wem 6e3nocepefHbO, a He YABNATU KOMO
Ha T/li 3eNIeHOr0 eKpaHa, L0 KapAuHanbHO
NigBULLYE TMCUXONOriYHY [OCTOBIPHICTb
BWKOHaHHSA Ta flae 3Mory BuOynoByBaTH
Mi3aHCLieH Ha OCHOBI pearnbHOI NPOCTOo-
poeoi B3aemogii (Failes, 2020). Ansa one-
paTopiB KJ1H0YOBO 3MiHOIO CTaro Te, LLLO
OCBIiT/IeHHs reHepyeTbcst LED-ekpaHamu:
CBIT/O, fIKe Najae Ha aKTopiB, € YacTu-
Hoto UmdpoBoro choHy, Wwo 3abesnevye
iqeanbHy BignoBigHICTb OCBITNIEHHS MiX
nepenHiM njaHoMm i BipTyanbHUM npo-
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CTOpOM, ycyBarouu noTpeby B ckiag-
HOMY KOMMOHYBaHHi Ha eTani nocTnpo-
JakLHy. Ik 3a3Havae ornsgay BUAaHHsA
«Slash Film», ua TexHonoris npogoBxye
€BOJIIOLIOHYBAaTH, | XO4a BOHa BCE LLie Mae
neBHi o6MeXeHHs (Hanpukiag, y BigTBO-
PEeHHi OesKnX NpUpPoLHUX cepenoBuL), Ti
BMJIMB Ha iHAYCTpIto € 6e3npeLefeHTHUM
(Tinnin, 2023).

3acTocyBaHHAI TEXHOJMOTIN BipTyasbHO-
ro BupoGHMUTBa B «MaHganopui» nopo-
IXye SIKICHO HOBY eCcTeTUKY, 3aCHOBaHy
Ha HEPO3PUBHOMY CUHTe3i hisnyHOro Ta
undposoro. Ha BigMiHy Big TpaguLinHUX
diNbMiB 3 iIHTEHCUBHUM BUKOPUCTAHHAM
CGl, pe rnspay BiguyBae QUCTaHLiO MiX
peanbHUMWU aKTOpaMu Ta KOMM'FOTEPHU-
MM cBiTamu, TexHosnoris StageCraft cTBo-
ptoe edeKT «KMBOI» rpadpikun, opraHiyHo
iHTerpoBaHoi B npocTip (Failes, 2020). Lle
[OCAraeTbCcsl 3aBASIKM TOMY, LLO OCBIT-
neHHs Big LED-ekpaHiB chisnyHo BNvMBae
Ha MaTepianun KoCcToMIB, hakTypy LUKipu
aKTOpiB Ta MeTasieBi NOBEPXHI PEKBI3UTY,
CTBOPIOIOYM €OUHY CBITNOBY MapTUTYpy
Kanpy. |poHisi «30psHMX BOEH», SIKi 3aBX-
[V NoefHyBanu oy TYPUCTUYHY eCTETUKY
3 aHanoroBUM BUMALOM MPaKTUYHUX
edekTiB i Mopgenen, oTpumye B «MaH-
Janopui» HoBe BTiNIEHHS: UMpPOBI Tex-
Honoril BUKOPUCTOBYIOTHCA TYT He AOJiA
DOCAITHEHHS CTEepUSIbHOT KOMIM'KOTepHOI
rmagKocTi, a Ans BifTBOPEHHSA aBTeH-
TUYHOI MaTepianbHOCTI, NpUTaMaHHoI
opuriHanbHin Tpunorii — Tiel camoi ec-
TETUKMN «MOTEPTOCTi», e MeTan Mae rno-
OPSINUHK, @ NOBEPXHI MICTATb CRign BU-
kopucTaHHA (poTo 2 Ta 3).

Lien cuHTes analog i digital dopmye Te,
O MOXHa HasBaTW «rineppeasnbHICTHO
[0,0-MOCTNPOAAKILUHY» — eCTETUYHUIA pe-
XUM, y IKOMY 300paxKeHHs1 CNpUMMaeThb-
CA fIK LiNiCHe, Xo4a CKJIafHUKM MalTb
pisHy OHTOMOriYHy npupody. [ocnin-
HWKM 3a3HayarTb, WO LS TEXHOsOris
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[lae 3MOry pexuvcepam MoBepHYTUCS [0
«aTpakUilHO» NPUMPOAN PaHHLOMO KiHO,
e BisyanbHuUi edeKT He MPUXOBaHUN,
a [EeMOHCTpPaTMBHO €KCMOHYETbCA Ha
HOBOMY TexHoJsioriyHomy piBHi (Thomas,
2025). CneuedeKkTn BXe He € TUM efe-
MEHTOM, iKMW [OJA€eTbCA Ha MOCTNPO-
JakLHi, a MocTalTb BaroMoK YacTu-
HO 3HIMaNbHOro MPOLECY, L0 3MiHHE
caMmy npupogy KiHoo6pasy. Y uboMy
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KOHTeKCTi «MaHpanopeLb» NPOMNOHYe He
MPOCTO TEXHOJNOFiYHE BLOCKOHAJIEHHS,
a HOBY eCTETUYHY napagurmy, oe Mexa
MiX 3HATUM | 3reHepoBaHWM OCTaTOu-
HO CTMPAETbCS, MOCTYNaUYNUCb MiCLEM
uinicHomy aygioBisyanbHOMYy [OCBigy,
B IKOMY isi4a4 CMOXMBAE He ribpug, ok-
peMUX efIEMEHTIB, @ HEPO3PUBHY ELHICTb
dhisnuHoro Ta undposoro ceiTie (Unreal
Engine for Filmmaking, 2025).

®o70 2. Mpory (Baby Yoda) sik BTinieHHsi cuHTesy analog i digital.
MepcoHax CTBOpeHUI NepeBaXxHO K NpaKkTUYHa nsibka (koMnaHieto Legacy Effects),
LLLO A€ 3MOrY aKTopaM B3aEMOSLIATU 3 HUM hisnyHO, 3a6e3nedyroun «<maTepianbHiCTb»
Ta «eCTeTUKY NOTEPTOCTi», MpUTaMaHHy opuriHanbHii Tpusoril. Oxepeno: (Busch, 2023).

®o710 3. Kagp 3 2 ce3oHy «MaHpanopus». OCBITNIEHHS Ha aKTopax i fekopalisax
reHepyeTbcs 6e3nocepefHbo LED-ekpaHamu «The Volume», CTBOPOOYM HEPO3PUBHUM

cuHTe3 hisnyHoro Ta undposoro. Lie hopmye «rineppeanbHicTb [0-NOCTNPOLAKLLHY»

ne CGl cTae Baromoro YacTUHO 3HiManbHoro npouecy. [xepeno: (Desowitz, 2021).
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MosiBa «MaHpanopus» TicHO NoB'si3aHa
3i cTpaTerieto 3anycky CTPUMIHIOBOrO
cepBicy Disney+, Ak nosuuioHyBaB-
cA AK «000B'A3KOBE» CepenoBulle ANA
CMOXWUBAHHA KOHTEHTY HaWMnonynsipHi-
Wwux dpaHWmM3 KoMnaHil. kK 3a3Hayvae
C. Tomac (Thomas, 2025), cepian cTaB He
NPOCTO YeproBUM NPOAYKTOM Y RiHiNLi
«30pSAHUX BOEH», a KIIHOYOBUM €fleMeH-
TOM KOpropaTWUBHOI cTpaTerii, MNoKn-
KaHWM [eMOHCTPyBaTh TEXHOJOriYHY
Ta HapaTuMBHYy MoryTHicTb Disney, ILM
Ta Lucasfilm y HOBOMY KOHKYypeHTHO-
My naHgwadTi noTokoBUX nnaTtdopm.
IHTerpauina TexHonorii StageCraft, pos-
pob6neHoi creuianbHO ANA UbOro MNpo-
€KTY, cnyryBana He nuvwle BUPOOHUYMM
3aBAaHHAAM, @ W MOTYXHUM MapKeTUH-
rOBUM IHCTPYMEHTOM, SIKUA YTBEPOXY-
BaB NigepcTBo CTyAil Ta 1 nigposginis
y nepexigHui pns Bci€l iHAQyCTpil ne-
pion. Tak, Disney+ cTaB He npocTo Au-
cTpubyTopoM, a KaTanisaTopoM, Lo
YMOXJIMBUB  ICHYBaHHSI TEXHOJOTYHO
cknagHoro ribpuaa 3aBAsAKM eKOHOMIU-
Hin Mopeni [0BrocTpoKOBOI MifgMMCKK
(Castellano, 2024). EkocuCTeMHUIA aHa-
ni3 cepiany B KOHTEKCTi nnatcopmu nae
3MOry BWUSIBUTU FMOWi 3MiHM y BigHO-
CUHaX MiX BUPOBHWULITBOM, OUCTpUOYLi-
€10 Ta CnoxuBaHHsAM. «MaHganopeub»
€ pernpeseHTaTUBHUM KEeNCOM [Ansl BU-
BYEHHS (DEHOMEHY «CKJlaJHoro Teneba-
YyeHHsi» B enoxy SVOD-cepBiciB, fe TpaHc-
MeLiNHWUIA HapaTUBHUI BCECBIT «30PSTHUX
BOEH» PO3LUUPHOETHCS Yepes cepiasibHui
dopmar, KM BogHOYaC 3aMILaeTbCsA
LOCTYMHUM A8 LUMPOKOT ayauTopii 3aB-
OSIKM Bni3HaBaHWM MepcoHaxaM i XaH-
poBMM KoAaM. fK CBigUMTb aHani3 3MiH
y nonituui Disney+, nnatdopma eBosto-
LioHye Bif, arpecuBHOro HapoLLyBaHHS
KOHTEHTY [0 6inbll BMBaXeHOI cTpaTerii,
e fAKicTb Ta nofieBicTb (SK-0T nepe-
Xig «MaHpganopusi» Ha BeJIMKUN eKpaH)
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CTaloTb MPIOPUTETHILMMKU 3a KiNbKICTb
(Bacon and Freeman, 2025; Kline, 2025).
Lle ninTBepaxye Tedy Npo AMHAMIYHUN
XapakTep MefiaekocucTteMm, fe nnaT-
dopMa He n1Lle HaJae «Hiwy» gns icHy-
BaHHSA KOHTEHTY, ane h akTUBHO hopmye
TPaeKTOPIto MOro po3BUTKY MifJ BMNIMBOM
PUHKOBUX YMOB i MOBELiHKM aypuTopii-
«MirpaHTa».

PiweHHs Disney npo nepexin Big 4 ce-
30Hy «MaHpanopus» [0 NOBHOMETPaxX-
Horo dbinbMy «The Mandalorian & Grogu»
€ NMPOMOBUCTUM CBiOYEHHSAM 3BOPOTHO-
ro BMAWBY CTPUMIHIOBOI €KOCUCTEMU Ha
TpaguuinHi cpopmat KiHonpokaty. fK
noeigomnsanocs, cueHapii 4 cesoHy bynu
HanucaHi we Ha noyatky 2023 p., ogHakK
nopanblua nepeoliHka cTygieto BapTocCTi
Ta eheKTUBHOCTI CTPUMIHIOBOrO BMPOO-
HWULTBA, a TAaKOX HEOOXiOHICTb MOBEPHEH-
Hs OpeHpOy «30psiHi BilHW» Ha BEMKUNA
eKpaH micns Mavke CeMUpIYHOT nepe-
pBY NpusBenu Ao 3MiHn ctparterii (Hunt,
2025). Lieit KpoK intocTpye, K YCilHWI
cepianbHUA  NpoAyKT, cdopMOBaHMUI
y Mexax OfHiel ekocuctemu (CTPUMIHT),
MoXe OyTW TpaHCMNaHTOBaHWWA B iHLUY
(kiHonpokaT) 3afns LOCSArHEHHS HOBMX
€KOHOMIYHUX | CUMBOJIYHUX Linen. Bu-
KOPWUCTaHHA BMi3HaBaHWX MNepCcoHaxiB
i HanarogxeHoi ¢aH-6a3n pobuTb Len
MPOEKT «HaMOe3MeyHiWow CTaBKOO»
ons Lucasfilm, ska nparHe BigHOBUTHU
0OBipy 00 ppaHWmM3M nicns HU3KK He-
ofHo3HayHux npoekTiB (Devega, 2021).
Lien nepexin mae rnmboki Hacnigku gns
PO3YMIHHA  €KOCUCTEMHOI  AWHAMIKW.
Mo-neplie, BiH OEMOHCTPYE, WO MeXi
MiX cepianbHUM i KiHonpokaTHUM dhop-
MaTaMu cTalTb fefani f3epKanbHUMM:
HapaTuB, pO3paxoBaHUM Ha eni3ofuu-
He CMOXWBaHHA, afanTyeTbCcA [0 BUMOT
6nokbacTepa, Wo CBigUMTbL Npo ribpuan-
3aLito Ha PiBHI iHAYCTpianbHUX NPaKTUK.
Mo-ppyre, Uen Kenc orositoe KOHKYPEHT-
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Hy GopoTbOy 3a reremMoHit0 BcepenuHi
MefjiaeKoCMCTEeMU: YyCMiX YU HeBpaua
hinbMy BM3HayaTUMe nopanbluy O
He Nnuwe cpaHwwKn3K, ane n camoi Mope-
Ni KOHBepreHLuil, Koav NOTOKOBWUI riraHT
BUKOPUCTOBYE «HilleBi» HapbaHHA Ons
3aBOKOBaHHA TPaAULINHOIO PUHKY. KLL0
«The Mandalorian & Grogu» cTaHe Kaco-
BMM XiTOM, Lle OCTaTOYHO JNeriTumisye
npakTUKy repexofy «3 Masioro ekpaHa
Ha BENNKUIN» i, AMOBIPHO, YHEMOXJIUBUTb
NMoBEepHEeHHA [0 cepianbHoro chopmarty,
HaTOMICTb BiOKpPWE WNAX AOns BUMPOO-
HMULTBa HOBMX MOBHOMETPaXHUX disnb-
MiB, SIKi p03BMBaTUMYTb YCECBIT cepiany
(Hunt, 2025).

Yenix «MaHganopusi» HeMOXIMBO Mo-
ACHUTU BWKJIOYHO TEXHOMOTIYHUMU  iH-
HOBaLiAMM Y/ BOaIUM 36iroM ob6CcTaBUH;
BiH € pes3ynbTaToOM LinecnpsiMoBaHOro
KOHCTPYIOBaHHA puUTOpUKYM, sika 06'efi-
Hye HapaTMBW MpO TEXHOJNOTiYHe AOUBO,
aBTOpcbKe 6ayeHHsl Ta CMafKOEMHICTb
dpaHwmsun. C. Tomac (Thomas, 2025)
nemMoHcTpye, Ak Industrial Light & Magic,
Disney, Lucasfilm i ocobucto Ox. daB-
pO CTBOPWAM Y3rof)KeHy «MeTaHapaLlito»
HaBkosio TexHororii StageCraft, penpe-
3eHTYytouUM Ti He MPOCTO SIK IHCTPYMEHT,
a AK CMMBOJT €OHOCTI MeJiaTexXHOJOrIN,
KOPMopaTMBHMX ICTOPIN | TBOPYMX iHTEH-
uin. Lls putopuka yTBepaxye nifepcTBo
iHOYCTpiaNbHUX FiraHTiB Y KOHKYPEHTHOMY
cepenoBMLLi, BogHoyac dopmytoun 06-
pa3 BUpOOHMLTBA AK MariyHoro rnpotecy,
[le «4apiBHUI TPIOK» CTa€ YaCTUHOK 3a-
[OBONeHHs rnsifava. [Nokasoso, Wo cam
[x. daBpo cBigoMo 06MpaB MOMEHT A5t
PO3KPUTTSA TEXHOMOIYHUX CEKPETIB: CMo-
YaTKy JaTu ayguTopii HaconoguTucsa ce-
pianom, i mwe NoTiM — «NoKasaTu, ik My
pobumo Leit dookyc» (Devega, 2021). Bax-
NMBY ponb TYT Bifirpae dirypa aBTopa-
LIaHyBasbHWKa, AKUIA «rpae B irpaLllku
Oxoppxa Jlykaca» Ha Woro «nifg'isHiv
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nopixui». Ik 3asHayae b. CnaBiyvek, KJto-
YOBOI BifMIHHICTIO «MaHganopusa» Bifg

CyMepeynnBumx OCTaHHiX inbMiB Tpuno-
rii CMKBeNiB € HasABHICTb YIiTKOro 6ayeH-
HS Ta rMOOKOro po3yMiHHA MaTepiany
3 6oky [x. daBpo Ta L. dinoHi (Devega,
2021). BoHu nocTaloTb He AIK HalMaHi
npauiBHUKK, a sIK BiggaHi daHatu, fki
OTpMMasM MOXJMBICTb TBOPUTK Y BCEC-
BiTI, WO Ntobunmn Bce XnTTS. Llen obpas
CMiB3BYYHUI i3 LIMPLIOKD TeHOEHLIE
B CydyacHii MepiaiHgycTpii, ge dirypa
«aBTOpa-llaHyBanbHUKa» MocTae 3a-
MOPYKOK aBTEHTUYHOCTI Ta rapaHTiero
AKOCTI ANl po34yapoBaHOl nonepegHiMu
ekcrnepumMeHTamu ayauTopii. BogHouac,
3ayBaxye C. Tomac (Thomas, 2025), ue
KOHCTPYIOBaHHSI aBTOPCTBa € BaroMor
YacTUHOO cTpaTerii 36epeXeHHsA KOHTPO-
N0 Haf, TPaHCMeLINHUM PUHKOM, [ie 0CO-
oucTuii BGpeHp pexucepa npauroe Ha
3MiLHEHHS No3MLi KopropaLir.

Takox cnif, HaronocuTy, Wo ycnix «MaH-
Janopusi» He NvLle YTBEPAUB TEXHOJIONi0
BipTyanbHOro BUPOBGHULTBA SIK epeKTUB-
Hy anbTepHaTUBY TpaguLIiHUM MeToaM,
ane W CNpuYMHKUB 1i CTPiIMKE MOLUMPEHHS
B iHAYCTPIi, 3MiHMBLLUM caMm cTaTyc irpo-
BMX pywiiB. Cuctema StageCraft, pospo-
6neHa ILM, TaTi aHanoru (ak-oT LED-cTiHa
Ha cTyaii Warner Bros. y JIoHOOHI) BUKO-
pucTaHi y BUPOOHMLTBI TakuX MpPOEKTIB,
AK «[liM gpakoHa», «Top: J1to6oB i rpim»,
«JltogmHa-mypaxa Ta Oca: KBaHTOMaHisi»
(dboTo 4) Ta 4 ce30H «30pPAHOro LLIAXY:
Ouckaeepi» (Giardina, 2020). Lle 3acBig-
4Mno nepexif, TEXHOMOril 3 po3psAdy ekc-
KJF03MBHOrO ekcnepuMeHTy Lucasfilm go
CTaHapTHOrO iHCTPYMEHTY, OOCTYMHOro
ONna pisHux cTygpiv i dopaHwms. BogHo-
Yyac MOnWUT Ha BipTyanbHe BUMPOOHULITBO
CMPUYMHMB CMpPaBXHIN 6yM OGyaiBHUL-
TBa LED-CTiH Mo BcbOMy CBIiTY. AKLLO
y 2019 p. ix HaniyyBanocs nuiie 3, To Cbo-
rogHi — 6nmsbko 300. Lle 3pocTaHHA cy-
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Symbiosis of Filmmaking, Game Engineering Methods, and the Streaming
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MPOBOMXYETLCS HE NINLLE TEXHONOTIYHUM
MocTyrnoM, a N yCBiJOMJIEHHSIM iHOYCTpi-
€10 MepeBar Ta 06MexXeHb Liboro MeToay,
Wwo noTtpebye peTenbHOro mMiaaHyBaHHS
Ta nigrotoBku axiBuiB. MapanenbHo
3 PO3MOBCIOMXEHHSIM BIpTYanbHUX Tex-
Honorin BiabyBaeTbcs oyHOaMeHTasNbHa
3MiHa cTaTycy irpoBux pyLwiiB, 3oKkpema
Unreal Engine. CTBOpeHUI SIK IHCTPYMEHT
ona pospobku Bifeoirop, BiH NepeTBoO-
pUBCA Ha yHiBepcanbHy nnatopmy Ls
Bi3yaslbHOro BMpPOOHULTBA, L0 3acTOCo-
BYETbCH He JnLLe B KiHO Ta cepianax (Big
«MaHpanopus» oo «bap6i»), ane B aB-
ToMOGinebynyBaHHi, aBiauil, apxiTekTy-
pi Ta MeanuMHi. Moro peanbHa LiHHICTb
nonsirae B 3J4aTHOCTI cTBoptoBatu po-

2026+ 9(1) - ¢.120-137

TopeaniCTUYHI CBITU B peanbHOMY 4aci,
O YMOXJIMBIIIOE iTEPATUBHUIA TBOPYMIA
npouec, ne pexucep 6auntb diHanbHy
KapTWHKY MPOCTO Ha 3HiMaslbHOMY MaMl-
naHunky (Watch the new Unreal Engine
Beyond Games Sizzle, 2025). Tak, irpo-
BWI YL CTae He MPOCTO AOMOMIXHUM
iHCTPYMEHTOM, a LeHTpasibHOK onepa-
LifHOIO cuUcTeMoOK BUPOBOHULTBA, fKa
o6'eHye BCi eTanu B €OVHUA KOHBEEP,
LLO HIBENMOE KOJIMLLHIO YiTKY MEXY MiX
reiMaeBoM i KiHOIHOYCTpi€to, CTBOPHOHO-
4Yn HOBY, riBpUAHY peanbHiCTb, 3aKnageHy
we y dinbMax Ha kwtanTt «Kopons JleBa,
e pexucepu OOChimKyBanu BipTyanbHi
acbpukaHcbki naHawadTM 3a [40MNoMo-
roto VR-okynspis.

®0T10 4. TexHosoris BipTyanbHoro BupobHuyTBa StageCraft,
BignpauboBaHa Ha «MaHganopLi», cTae iHAycTpianbHUM CTaH4APTOM.
Ha dpoTo pexucep MeinToH Pig (y KynbkoBoMy A3epKari) 3HiMae difibm
«JltogmHa-mypaxa Ta Oca: KBaHToMaHis» Ha cTygil Pinewood y JToHAOHi,
BMKOPUCTOBYHOUM To camuin «The Volume». Oxepeno: (Erao, 2021).

BucHoBKM

OTXe, NpoBeOEeHWUA aHani3 3acBiguye,
wo cepian «The Mandalorian» € He npo-
CTO YCMIWHUM MPOAYKTOM CTPUMIHIOBOI
epu, a 1 MaHichecToM AIKiCHO HOBOrO eTany
€KOCUCTEMHOI KOHBEpreHLii B aygioBisy-
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anbHin iHAYCTpil. Ak 6yno OoBeneHo, BiH
BMHUWKAE HA MEPETUHI TPbOX EKOCUCTEM —
TpaguUiNHOro KiHOBMPOBHMLTBA, MeTOIB
irpoBOT iHXeHepil Ta NnaTcopMHOI Noriku
CTpuMiHroBoro cepepoBuwa Disney+, siki
YTBOPIOKOTbL MilHUIA cumbio3. TexHonoris
BipTyanbHoro Bupo6HMUTBa StageCraft,
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3acHoBaHa Ha irpoBomy pyuwii Unreal
Engine, NpUHLMMNOBO 3MIiHIOE MiHiiHY na-
pagurmMy BUpOGHULITBA, MEPEHOCS UM NOCT-
NpoAaKklH Ha 3HiManbHUM ManfaHumK
i CTMpatouM HasiBHY MeXy Mix ¢isnyHor
NPUCYTHICTIO akTopa Ta uudpoBuM ce-
pepnoBuiem. Lle cnpuunHse He nuiie Tex-
HOJIOTiYHY, a ¥ IMBOKY eCTETUYHY TpaHC-
dopmaLito: BUHMKAE HoBa 0OpasHICTb,
3acHoBaHa Ha cuHTesi analog i digital, ge
UMppoBi IHCTPYMEHTU CNYrytoTb He ONs
3abe3neyeHHss KOMM'IOTEPHOI CTepusib-
HoCTi, a 6inblue A9 BiLTBOPEHHS aBTEH-
TUYHOI  MaTepiasibHOCTI, MpUTaMaHHol
opuriHasbHI TPWUOriT «30pPSAHUX BOEHY.
CtpumiHroBa nnatcpopma Disney+ cTa-
Nla He nacuBHUM OUCTPUOYTOpPOM, a Ka-
TanisaTopoMm, WO YMOX/MBUB iCHYBaHHS
LbOr0 TEXHOJOFYHO CKJlagHoro ribpuga
3aBAsSKN eKOHOMIYHIA Mogeni, opieHToBa-
Hili Ha [JOBroCTpOKOBY nignucky. MNogans-
LLEe PiLLEHHSI NPO Mnepexif, Bif cepianbHOro
dopmaty [0 NMOBHOMETPAXHOro inbMy
«The Mandalorian & Grogu» gemMoHCTpye
3BOPOTHWUN BM/IMB CTPUMIHIOBOI €KOCUC-
TEMW Ha TPagULINHWIA KiHOMpOKaT, NeriTu-
Mi3yrouM NpaKTMKY KOHBEPCIi yChillHOro
cepianbHOro KOHTeHTY y 6nokbacTep. Lien
KENC Orofiloe [MHAMIYHY KOHKYPEHTHY
6opoTbOy BcepefuHi MepgianaHawadTy,
[le MOTOKOBUIA MraHT BUKOPUCTOBYE CBOT
«HiWweBi» HagOaHHA [/ 3aBOOBaHHSA LLUM-
pLUOro PUHKY, TOAI AK YCniX Y4 HeBAaya
LbOro MpOEKTY BM3HaAyaTMMe nogasbLuy
TPAEKTOPIO PO3BUTKY He nnLle opaHLLIm-
3u, ane " camoi Mofesi KOHBepreHu;i.
LLnpwi iHoycTpianbHi  Hacnigku Big,
npokaty «MaHpanopus» BUSBAAKOTb-
Csl y CTPIMKOMY MOLUMPEHHI TEXHOJIOrIN
BipTyasnbHOro BMpoOHMUTBa (LED-CTiHW,
StageCraft Ta oro aHanoru) Ha iHWi pe-
30HaHCHI NPOEKTU Ta Yy pyHOaMeHTasb-
Hi 3MiHi cTaTycy irpoBux pyuwiiB, sKi
3 IHCTPYMEHTY reiMAeBy LIBUAKO nepe-
TBOPWUIUCSA Ha YHiBepcanbHy nnatgopmy
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[ONA Bi3yanbHOro BUpOOHULTBA B KiHO, ap-
XiTeKTypi, aBTOM0binedyayBaHHi Ta iHLINX
ranyssix. Kpim Toro, aHanis sacBiguvB
BaXJIMBICTb KOHCTPYHOBAHHA PUTOPUKM
HaBKOJIO TexHosorii Ta dirypu «aBTopa-
waHyBanbHuka» (Ix. ®aBpo, M. PinoHi),
sIka CTae 3arnopykol aBTEHTUYHOCTI Ta
rapaHTieto SIKOCTi gns ayauTopii B yMo-
BaX NepeHacu4yeHOro KOHTEHTHOro cepe-
poBuwa. Tak, «<MaHganopeub» He nuwwe
3MIHMB YSIBJIEHHS MPO Te, Ik MOXHA CTBO-
proBaTyX NonynsipHe KiHO, ane 1 oKpecnvs
KOHTYpY ManbyTHbOro aynioBisyasibHOro
nanawadTy Ak ribpuaHoi, ekocucTeMHoT
peanbHOCTi, Ae TeXHOMOriyHi iHHoBaLl,
€CTeTUYHI nowykun Ta nnaTdopMHi cTpa-
Teril iCHYtOTb Y HEPO3PUBHIN €QHOCTI.

MepcnekTvBy nofanblumx [OCAIAXEHb
okpecsieHoi npobnemMaTvky BbGayaTbCsA
Yy Kinbkox HanpsimMax. [lo-nepiue, nornm-
6rneHoro BMBYEHHSI noTpebye peLenTuB-
HUA BUMIP: SIK 3MiHA BUPOBHUYMX Tex-
HoJIoriv BN/MBae Ha [OCBiA rnagava Ta
hOpMyBaHHSI HOBUX HaBUYOK «3UMTYBaH-
Hs1» TiBpugHoro 3o6paxeHHs. Mo-ppyre,
BaX/MBUM € MOPIBHSNIbHUMA aHanis iH-
LUMX MPOEKTIB, L0 BUKOPUCTOBYHOTb Bip-
TyasibHe BUPOGHMLTBO («[iM [OpakoHa»,
«bonnayT»), LN BUABMEHHS CRiSIbHUX
TeHOeHUin i BigMiHHOCTeN B anpobauil
ekocucTeMHoro nigxogny. o-TpeTe, nmo-
Tpebye nopanbliol KoHuenTyanisauil de-
HOMEH «aBTopa-LlaHyBaJlbHUKa» Ta Woro
posib y cTpaTeriax TpaHCMe[iNHOro cTo-
piTeniHry B ymoBax AOMiHYBaHHS CTpU-
MiHroBux nnaTtdopm. HapewTi, Bigkpu-
TUM 3aJMLIAETbCSA MUTAHHA Npo TpuBari
€KOHOMIYHi Ta KyNbTYpHi HacnigKu KOH-
BepreHuii irpoBux Ta KiHemaTtorpadiyHmx
TEXHOJOriN, 30KpeMa, Y nprsBefe BoHa
[0 MOSIBU MPUHLUMOBO HOBUX HapaTuB-
HUX copM (Hampuknag, iHTepaKTUBHOIO
KiHO Ha oCcHoBI real-time peHaepuHry) abo
[0 OCTaTOYHOI roMoreHisauii BidyanbHOI
MOBW MacOBOI KyJbTYpMU.
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Abstract

The purpose of this research is to study and reveal the phenomenon of "The Mandalorian” as a manifesto
of ecosystem convergence, where production practices of cinema, methods of game engineering and
distribution logic of the streaming environment intersect. The focus of the scientific analysis is the
technological "bridge” between the game engine and film production (the StageCraft system), the
transformation of aesthetics and production practices under the impact of real-time technologies, as
well as the role of the streaming platform as a necessary condition for the emergence of such a hybrid.
The research methodology grounds on the comprehensive application of the ecosystem approach,
which allows to analyse media as complex systems with relationships of competition, cooperation and
symbiosis; the concept of media convergence, niche theory and transfictional analysis are used to define
the mechanisms of interaction between different media ecosystems in the series. The scientific novelty lies
in the fact that for the first time in Ukrainian art studies, "The Mandalorian” is considered not merely as a
technological experiment but as a holistic manifesto of ecosystem convergence. It is substantiated that the
StageCraft virtual production technology based on Unreal Engine determines not only a production but also
an aesthetic transformation, generating a synthesis of analogue and digital, where digital tools reproduce
the material aesthetics of the original trilogy. Conclusions. The series "The Mandalorian” is a manifesto of
ecosystem convergence, emerging at the intersection of film production, game engineering (StageCraft
technology) and the Disney+ streaming platform. Virtual production technology, based on Unreal Engine
changes the linear paradigm of production, blurring the boundary between filming and post-production,
and generates a new aesthetics of synthesis between the physical and the digital. The Disney+ platform is
not just a distributor. It is a catalyst that enables the existence of such a hybrid. The transition to the film
"The Mandalorian & Grogu" demonstrates the reverse impact of the streaming ecosystem on traditional
theatrical distribution. The industrial consequences of the series are manifested in the spread of LED walls
and the change in the status of game engines to a universal platform for visual production, as well as in the
construction of the rhetoric of the "author-fan” as a guarantee of authenticity.

Keywords: ecosystem convergence; filmmaking; game engineering; streaming environment; virtual
production; StageCraft; Unreal Engine; "The Mandalorian”; Disney+
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visual culture; The purpose of the research is to determine the specifics of the formation
theatre; and development of authorship within American visual culture. The research
cinema; methodology is based on the application of a set of complementary scientific
directorial creativity; approaches. To study the genesis of authorship in stage and screen space,
acting skills; systemic, comparative and textual methods were used. The analysis of various
author; models of screen and stage authorship required the use of a structural-
television functional method, which enabled tracing their internal organisation and

interrelationships. The biographical method was used to study the personal
factors of the creativity of American director-authors. The method of
generalisation was used to advance theoretical understanding and justify the
uniqueness of the phenomenon of authorship in visual culture. The scientific
novelty of the article lies in clarifying the conceptual prerequisites for the
formation of authorship in American cinema through the prism of early models
of cinematographic and theatrical creativity, as represented by prominent
directors in American visual culture. Conclusions. It has been proven that the
formation and development of authorship in American cinema occurred in
close connection with screen and stage art. At the same time, the foundations
of directorial authorial models were predominantly laid by acting practice and
stage experience, which influenced the formation of an individualised creative
style and an authorial strategy of visual expression.
For citation:

Pohrebniak, H., 2026. Genesis of Authorship: Stage and Screen Discourse. Bulletin of Kyiv National
University of Culture and Arts. Series in Audiovisual Art and Production, 9 (1), pp.138-152.

Problem statement relevant today among both theorists and
practitioners of theatre and cinema. In-

The problem of the genesis of the au- terestingly, the formation of authorship
thorship of the director himself, both in in directing European theatre took place
the stage and in the screen arts, is quite in the process of separating the directing
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profession from the acting environment
and is associated with the work of such
prominent stage reformers as A. Antoine,
E. Craig, L. Kroneck, O. Bram, M. Rein-
hardt, M. T. Kantor, L. Kurbas, L. Visconti
and others.

It is noteworthy that in cinema (which
in its synthetic nature arose at the end
of the 19th century), the formation of
authorship took place not only based on
acting, writing, artistic activity, but also,
one might say, production, since from
the first steps it declared itself as a rath-
er costly production of a cultural product.
Moreover, perhaps the first authors in
European cinema are Auguste and Louis
Lumiéere, Georges Mélies and Léon Gau-
mont, who served as the bearers of the
primary cinematic professions. Later, the
founding of authorship will be taken care
of by representatives of the French and
German (and even Soviet) avant-garde,
German expressionism (which also laid
the basis for auteur cinema with the key
figure of the director), which is a unique
individuality, with its own ‘worldview,
original system of perception, evaluation,
and unique depiction of the picture of the
world and the image of man in it' (Pohre-
bniak, 2022, p.30).

However, the origins of authorship in US
cinema (in its early period) remain unclear.
In addition, the influence of early models
of authorship in American cinema on the
work of modern auteur directors has not
been traced. This is a gap that we will try
to close in our scientific explorations.

Recent research
and publications analysis

T. Nechaienko (2023) devotes her re-
search to the problem of the origin of au-
thorship in theatre directing. In the article
‘Meiningen Theatre of the Second Half of
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the Nineteenth Century: Creativity of Lud-
wig Kroneck's Directing Mechanisms,’ the
researcher reveals the master's autho-
rial innovations in solving mass scenes
of productions, performing role material
by each performer using all means and
skills of high artistry.' The art critic finds
out that ‘the integrity of all methods of
constructing a synthetic artistic and fig-
urative stage canvas was achieved by
the artist thanks to the complex skills of
the director's design decisions — lighting,
scenery, mise-en-scéne, and the perfor-
mance of the acting ensemble’.

In his work, O. Klekovkin (2015, p.126)
calls Max Reinhardt the most outstand-
ing master of authorial direction of the
late 19th and early 20th centuries, who
created 'a new type of synthetic specta-
cle that was ‘based on the techniques of
conventional art, enriched with free im-
agination, lyricism, bright spectacle and
musicality.' The researcher adds that Re-
inhardt's authorial ‘creativity synthesised
the principles of pictorial direction and
word direction’.

L. Oliinyk (2010), in the article ‘Les
Kurbas: Smart Harlequin Portrait Col-
lage', shows the patterns of the director-
author's exit from the stage space to the
screen space. She writes that the inno-
vator Les Kurbas ‘is the first to open the
stage to the viewer, shares energy with
him, throws in courage and a fresh joke,
destroys the template of pathos and ar-
rogance. In the theatre, he is not afraid
of syntheses that are incompatible for
the viewer of that time'. The researcher
points out that in the play 'Jimmy Hig-
gins', Les Kurbas, as a director-author,
‘introduces the screen not only as an el-
ement of scenery, but as a new platform
for the continuation of the stage action.
He is cramped within the narrow stage
box, and the possibilities of cinema help

Pohrebniak, H. Genesis of Authorship: Stage and Screen Discourse
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add to and supplement what is not con-
veyed on stage. Events on the stage and
the screen are assembled in front of the
viewer into a single film-performance’
(Oliinyk, 2010).

I. Zubavina (2015, p.76) explores the
problem of authorship in screen arts and,
in particular, directorial means in auteur
cinema. In the article ‘Cinema archetyp-
al as the core of screen narrative', she
writes that, in contrast to simple arche-
typal sequences, which ‘exploits mass
cinema, acquiring the features of pat-
terning, auteur cinema appeals to the un-
conscious of man with the help of more
complex aggregates'.

Z. Alforova (2004, p. 216), in her work
‘The Image of the World' in Virtual Real-
ity Films', writes that auteur cinema 'is
an art form in which there is no semi-
otic gap between form and content, an
art form in which not only the narrative
creates its content, but also the content
produces the narrative'. In the article ‘Au-
teur Cinema’, L.L. Kornieieva (n.d.) writes
that 'since the creation of artistic images
and worldview, ideological searches are
the prerogative of the creative individual
(in contrast to collective and mass com-
mercial, economic perspectives of film
production), such films are mainly the re-
sult of significant creative independence
of the author-director and his personal
vision of the topic or problem. Hence, the
concept of ‘director's cinema' is synony-
mous with auteur cinema.

Thus, the analysis of publications on
the problem of the essence of authorship
in theatre and cinema directing provides
grounds for asserting the possibility of cre-
ating original directorial models of creativity.

The purpose of the article. To substanti-
ate the statement that directorial theatre
and cinema are the basic models of au-
thorship in stage and film art, in which the
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figure of the director prevails at all stages
of production of a performance and film.

Main research material

Let us recall that each historical period
of time gives birth not only to a unique
art, but also, so to speak, its reader, lis-
tener, viewer — an educated, inquisitive,
socially active person of its era. The lib-
eration and recognition by society of the
author's personality as a self-sufficient
value was observed, for example, in the
literature and art of the Romantic era. At
this time, the author-creator is able to
give birth to works in which he does not
hide the presence of his own individual-
ity, his own ‘I'. Works appear marked by
the personal nature of their perception of
the world; they produce socially signif-
icant ideas, ideals, and meanings in the
context of the corresponding worldview
model. The tendency to form and develop
a model of freedom of authorial self-ex-
pression is also traced in the works of the
realistic direction, where the author's so-
cial vigilance in the choice of material
and his social accuracy in his moral as-
sessments will be fully realised. At this
time, only the author-creator will be rec-
ognized as the foremost interpreter and
interpreter of the content aspect of the
theme and idea of his work, will stimulate
the actualization of the perception of the
system of images, characters' characters,
appearing, according to the definition of
literary critics, in the role of the so-called
omniscient' author — a kind of center of
world relations of objective reality.

At the turn of the 19th and 20th centu-
ries, the modernist desire to justify and
affirm the prevalence of artistic form over
content was realised in the dominance
of a subjective, sometimes deliberately
deformed worldview and absurd repro-
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duction of the world over the objective,
which at the same time led to the trans-
formation of the realistic author's model
of creativity. In the author's model of the
modernist era, the creator, as a bearer of
personal qualities, not only can, but to
a certain extent is obliged to strive for
such an extraordinary self-expression
through the original form of the work,
which would give grounds to speak of
a specific, characteristic only for him
reflection of the artistic picture and im-
age of the world. N. Zhukova (2010) in
her monograph ‘Elitism as a Component
of Cultural Formation: The Experience of
Non-Classical Aesthetics' articulates the
idea that it is thanks to reflections on the
nature of intuition and its significance in
the process of creativity in the 20th cen-
tury that a new understanding and inter-
pretation of the concept of ‘picture of the
world' emerges, which is manifested in
scientists overcoming the duality of sub-
ject and object and further defining the
unity of life, creativity, and art. This ap-
proach became evidence that the world
acquired a new ontological interpretation.
The researcher emphasises that the idea
of the ontological nature of art was sub-
stantiated in the 1930s by the Russian
theorist A. Gabrychevsky, who in turn
developed the tradition, the expression
of which was presented in the works of F.
Schelling and J. Goethe. Summing up her
considerations, N. Zhukova (2010, p.167)
concludes that A. Gabrychevsky under-
stood the ontological nature of artworks
as a deep and primary reflection of the
world, in which intuition plays a promi-
nent role.

Therefore, the fundamental concept of
‘picture of the world' should be interpret-
ed as one of the forms of ‘worldview rep-
resentation of objective reality in social
consciousness' and directly represented
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through the image of reality mastered
in practice, which constitutes ‘the initial
condition of human existence, created in
the process of practical activity of people’
(Shynkaruk, 2002, p.271), and in addition,
appears as the psychological reality of
the physical world and as the result of
mental reflection and generalization of
reality (Kralia and Bertash, 2016).

In the era of modern cinema, it actively
forms its own language, partly borrowing
it from theatrical art. At the same time, it
also brings out the author-creator, who
first forcibly unites the cinematographic
professions and demonstrates his own
vision of reality, and sometimes unreality,
tries to assert himself in the environment,
to qualitatively distinguish the world of
nature from the world of culture.

Film production in the USA began later
than in Europe and essentially borrowed
ideas and a technological base from pro-
ducers in France and Great Britain. In
1910-1920, the foundations of author-
ship were laid in American cinema (un-
der the influence of theatrical art), and
specific authorial film models emerged
based on influential figures. Developing
considerations regarding the concept of
‘personality’, let us agree with the opin-
ion of L. Hrinberh, who believes that the
maximum provision of the integrity of the
personality throughout life in historical
conditions that are constantly changing
is, in fact, the primary purpose of individ-
uality as a psychological function. The
researcher is convinced and consistently
proves that, ‘on the one hand, individu-
ality appears as a somewhat closed and
relatively stable system that performs
a specific internal function that regulates
all human properties, ensuring their in-
tegrity, and on the other hand, individu-
ality should be considered as a special
system open to interaction with the world
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that performs the external function of en-
vironmental regulation." Analysing and
comparing such concepts as ‘personality’
and ‘individuality,’ the author concludes
that 'not only the psychological, but also
the historical function of the personality
determines its systemic properties, which
serves as a strong basis for considering
the historical and cultural aspects of
the individualisation process' (Hrinberh,
2016, p.126).

David Griffith can be called the first to
lay down the basic principles of the auteur
model in American cinema. The artistic
contribution of this playwright, director
and actor to theatrical and screen art is
quite significant. Let us note an interest-
ing fact about this artist's life. Griffith did
not initially show any particular enthu-
siasm for cinema; he sometimes visit-
ed cinema illusions in his free time from
working in the theatre. He was a travel-
ling theatre actor haunted by continuous
failures, leading to low earnings and a life
in poverty. Griffith began working with
filmmakers not because he saw his call-
ing in the screen sphere, but because he
hoped to find a new source of income.

However, it was in the cinematic field
that he managed to express his philo-
sophical views on the world and on man
in it. Working in the cinema, he managed
to accumulate existential experience
and create a system of his own princi-
ples, ideals and values. Working at the
Biograph and Edison studios allowed him
to accumulate significant creative expe-
rience and to acquire certain subjective
beliefs that contained the main motive
of his attitude to the world. He managed
to form his own unique worldview, which
is the basis of his personality. For some
time, he combined work in theatre and
cinema and played numerous episodic
roles in unpretentious films (‘Rescued
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from the Eagle's Nest', 'Old Usman Isaac’,
etc.) anonymously.

However, D. Griffith earned considerable
income as a film playwright, and an anon-
ymous one at that (these were the times
when the film credits did not yet list its cre-
ators). He believed that ‘art should serve
beauty and truth' (Ebert, 2003), so he tried
to adapt literary texts to screen aesthetics
and wrote scripts based on the novels of
C. Dickens, D. London, E. Zol, Guy de Mau-
passant, poems by R. Browning, A. Tenny-
son, plays by W. Shakespeare, A. de Lorde,
F. Coppe and others. However, despite the
significant improvement in his financial
situation, David Griffith continued to treat
cinema rather condescendingly (Sadoul,
1955, p.102). He was convinced that film
work was temporary and still hoped to
make a career in theatre.

Having received an offer from the pro-
ducers of the Biograph studio to try his
hand at directing the film The Adventures
of Dolly (1908), he, oddly enough, was
afraid of ruining his acting career in the
theatre, and therefore hesitated for a long
time and was tempted only by the fee (it
was $ 50 a week). Paradoxically, the artist
did not even realise that he would be able
to realise himself as a creator-author, as
a founder of authorship in the directorial
model, precisely thanks to cinema, albeit
with the support of the theatre base.

Despite pessimistic expectations, the
first directorial experience captivated
D. Griffith. From 1908 to 1912, he suc-
cessfully filmed dozens of short films
each week. He accumulated knowledge of
achievements in the field of screen, main-
ly in European art schools and trends, and
borrowed foreign cinematic experience.
Gradually, he became interested in the di-
rector's profession and began developing
his own authorial style. Through images,
ideas, experiences, beliefs, the artist mo-
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bilized all his essential abilities, sought to
comprehend the picture of the multifac-
eted world, connect its disparate parts,
use potential opportunities to realize, re-
flect and try to change in the field avail-
able to him, and also gradually build his
own author's world, which should appear,
according to E. Sydorovska (2016, p.166),
as 'a personally experienced and expe-
rientially comprehensive world, given in
the richness of sensory and mental per-
ception, experiences and values, in which
the entire life of each person unfolds'.

D. Griffith boldly combined in his work
the skills of a playwright, director, and
actor, allowing him to engage in inter-
esting experiments with the content and
form of screen works. Working in part-
nership with a brilliant cinematographer
(G. W. Bitzer), D. Griffith demonstrated
his unique genius and experimented with
light, camera capabilities, frame scale,
and editing techniques. William M. Drew
(2002) writes that 'his use of close-ups
and medium shots allowed the viewer to
empathize with the emotions expressed
by the characters; his rhythmic editing
style enhanced the drama; his pano-
ramic long shots created an impression
of epic grandeur; and his innovations in
lighting with the help of cinematographer
Bitzer added mood and aesthetic quality
to the images'. The researcher adds that
‘by attaching great importance to the
use of locations for realism, he sought
to enhance the dramatisation of events.
Griffith, without even suspecting it, laid
the foundations of authorship in Holly-
wood when, in 1910, he began to annu-
ally transport his troupe from New York
to California for seasonal filming' (Drew,
2002). The studio management was not
pleased with the young director's ex-
periments, but his films sold well, so the
artist was not forbidden to experiment.
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In our opinion, a significant contribution
of the master to the development of his
own screen language should be seen in
the reform of the system of acting. The
director paid considerable attention to
the development of the plastic culture of
performers — mimicry, gesture, gait (dra-
matic, tragic, comedic, lyrical), the art of
dance, horse riding, and the actors' strict
adherence to tempo and rhythm. William
M. Drew (2002) points out that the direc-
tor-author assembled a team of young
actors and actresses, including Mary
Pickford, Blanche Sweet, May Marsh,
Lillian and Dorothy Gish, Robert Harron,
Henry B. Walthall, and Lionel Barrymore,
among others. To convey his artistic vi-
sion, D. Griffith formed in his actors a new,
more restrained performing style, com-
pletely different from the theatrical one.

E. Toeplitz (1955, p.84) wrote that
D. Griffith ‘was in love with the expres-
siveness of the body, facial expressions
and gestures of the actors he trained, and
therefore boldly forced them to ‘play with
their backs'. To educate young talent, he
created his own training workshop and
carefully selected actors for film and the-
atre productions. Interestingly, D. Griffith
invited young performers who had no
theatre experience but could learn quickly
to work organically in front of the cam-
era on his own film projects. As a teacher,
D. Griffith carefully monitored their phys-
ical training and developed his students'
acting skills and abilities to achieve nat-
ural behaviour in the frame. The actors
needed this skill to expand their roles.
D. Griffith was famous for his undoubted
talent for forming a harmonious acting
ensemble. To do this, he used his stage
experience working with performers. As
an experiment, he tried to approve (as in
theatrical practice) understudy roles that
had been rehearsed in the same way.
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Today, we can discuss the unique crea-
tive contribution of D. Griffith to the for-
mation and development of the American
model of auteur cinema, with a particular
focus on its picture of the world. At the
same time, it is difficult to overestimate
the importance of the picture of the world,
whichis constantly changing and appears
in numerous variants in space and in hu-
man life. It is she who, at each historical
stage of the development of humanity, is
entrusted with the performance of sever-
al important functions, such as: orient-
ing a person in the turbulent flow of so-
cial phenomena, filling his perception of
surrounding things with cultural content
(Pohrebniak, 2020), 'mediating human
communications, promoting the develop-
ment of a program of practical behavior'
(Rosul, 2012, p.296) regarding the imple-
mentation of the chosen lifestyle.

As a director-author, D. Griffith boldly
changed contemporary approaches to the
development of acting skills; he created the
basis for the now-famous system of ‘star’
actors. In addition, his passion for litera-
ture led him to seek to introduce narrative
form into screen dramaturgy. It was D. Grif-
fith who, for the first time in the history of
American cinema, successfully adapt-
ed the genres of the novel and the play to
the screen. This practice remains relevant
to this day. It was from literary forms and
genres that the master borrowed the tech-
niques of narration, the ability to develop a
plot in multiple planes, and a happy end-
ing. It is noteworthy that the imitation of
novel forms of narration in the presenta-
tion of both events and images of heroes
prompted D. Griffith to resort to using the
‘narrative function of the cinematographic
apparatus' (Toeplitz, 1955, p.84). A subjec-
tive film camera imitates the author's view
of on-screen events, of the reproduction of
reality by on-screen means.
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It is important that the director made
a creative experiment as the basis of his
authorial work. In the early period of its
formation, film production in the United
States developed under the strict rule of
imitation of European cinematic experi-
ence. D. Griffith also partially borrowed
screen techniques. However, the master
did not unthinkingly copy the findings of
European filmmakers, but adapted them
to his own work and gave them an au-
thorial identity. It is noteworthy that he
adopted and reinterpreted some of the
means of his screen language from fine
art, in particular, composition, perspec-
tive, and light and shadow. Almost the
key expressive means of his authori-
al language were the close-up and de-
tail, taken from British filmmakers from
Brighton. D. Griffith creatively presented
the possibilities of scaling in the frame
(for the maximum plastic expressive-
ness of the characters) in such, undoubt-
edly, author's paintings as, ‘The Birth of
a Nation', 'Intolerance’, 'Hearts of the
World', ‘Broken Shoots', 'The Road to the
East', 'The White Rose’, ‘America’, ‘Dream
Street, 'Isn't Life Wonderful?' and others.
D. Griffith himself noted that ‘'museums
around the world show such works of fine
art that captivate the public primarily by
enlarging faces' (Smith, 2008).

William M. Drew (2002), in his article
‘'D. W. Griffith (1875-1948),' points out that
‘contrary to legend, most of Griffith's films
made money in Mamaroneck, but be-
cause of the debts the director had ac-
cumulated while running the studio and
his incompetence in business matters, he
was unable to make a profit from the films
made after ‘The Road to the East.' The re-
searcher clarifies that ‘the Hollywood es-
tablishment, which had lauded him as the
greatest cinematic genius of the 1910s,
increasingly resented Griffith's Eastern
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defiance of the West Coast industry. It
was increasingly said that Griffith was
committed to an old-fashioned Victorian
worldview and out of step with the times'.

D. Griffith gradually formed his own
authorial style. His authorial style was
a demonstration of his worldview, which
became ‘a prerequisite for the desire to
find answers to important life questions.
It was also a determining factor in the
successful implementation of the mas-
ter's worldview, their embodiment in a re-
producible picture of the world' (Pohreb-
niak, 2020, p.10).

As a director-author, D. Griffith confi-
dently and quickly improved his screen
language. He constantly changed the
rhythm and used various editing tech-
niqgues — sequential, parallel, cross, as-
sociative, montage-chorus, etc. It was
through authorial editing techniques that
he could simultaneously develop several
storylines, each with its own protago-
nists. Such means of filming as inflows,
enlargement (zoom), blackouts, and ca-
chets allowed the master to create an
emotional background for the narrative.
It is noteworthy that, devoted to the the-
atre, D. Griffith developed his creative
method as a contrast to stage culture.
For this purpose, the master used an
original compositional frame structure.
In this way, he emphasised the subtle
psychological nuances of his characters.
Today, we can say that D. Griffith, as a di-
rector-author, laid the foundations of au-
thorship in American cinema, presenting
his unique system of screen images.

So, at the time of his acquaintance with
cinema, Ch. Chaplin had considerable ex-
perience in the theatre. He worked in the
theatre enterprise of F. Karno and was
considered an unsurpassed and, above
all, recognisable master of pantomime.
The audience admired the expression in
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his images, like D. Griffith and Ch. Chaplin
was not going to connect his life to cin-
ema; he adored the theatre, but the con-
tract for 75 dollars a week with the Key-
stone studio proved too tempting. Just as
Griffith did, he considered work in cinema
temporary, meant only to improve his fi-
nancial situation. However, gradually the
possibilities of the screen captured him,
because ' if you combine the convention-
al world of the theatre with the real one,
he will certainly die in a collision with the
latter' (Pohrebniak, 2020, p.17).

E. Toeplitz (1955, p.105) argues that,
despite his desire, Ch. Chaplin, when cre-
ating his directorial model, was not, and
did not want to be, a reformer of the ar-
tistic form, unlike D. Griffith, who created
a new screen language. Ch. Chaplin, on
the contrary, was considered old-fash-
ioned, because he preferred general
plans, shooting with a fixed camera and
transferred his heroes from the world
of grotesque and buffoonery to the real
world of American reality'. In his autho-
rial screen model, he always (from early
to late films) remained faithful to theatri-
cal principles — from the internal founda-
tions of the characters' grotesqueness, to
external manifestations — make-up, cos-
tumes, exaggerated acting, especially fa-
cial expressions. C. Chaplin (1992, p.65),
actively using theatrical gestures, said
that he resorted to general shots in order
to show how ‘the hero works in the frame
in full growth: not only his feet, but also
his legs, face, hands, because in panto-
mime the actor expresses the essence of
the scene with his whole body, so there is
no need to highlight his face in close-up'.

As a talented person, he was convinced
that his directing and acting skills were
unique. Paradoxically, and perhaps pre-
cisely because of his original talent, he re-
fused to use innovative filming techniques,
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which were extremely popular in European
cinema. He deliberately subordinated the
then screen capabilities to the plastic ex-
pressiveness of the actor's body. It is inter-
esting that, in building an author's directo-
rial model in the screen space, C. Chaplin
consciously avoided mass scenes to
avoid distracting from the protagonists'
actions. For example, in his unsurpassed
films (The Immigrant, The Pilgrim, The
Kid, The Parisian, Gold Rush, The Circus,
City Lights, New Times, The Great Dictator,
Monsieur Verdu, Street Lights, and others),
the master uses close-ups only when the
character's facial expressions make more
sense than the plastic expressiveness of
the entire body.

As a director-author, he relied on tech-
niques of acting expressiveness rather
than on screen technologies. He showed
the actors as if he were looking at them
from a seat in the theatre hall.

Chaplin, the director, boldly and irrevo-
cably changed the ideas of both his col-
leagues in the art department and the
audience about acting on the screen. He
presented the audience with an eloquent
image of a unique, benevolent hero with
refined manners. His little tramp, who
captivates from the very first appearance
in the frame, constantly finds himself in
various awkward situations, but the audi-
ence sympathises with him, cries, smiles,
and suffers. The audience identifies with
the screen image, their lives, and their as-
pirations. This happens because Chaplin
builds the author's presentation of the
screen narrative so that the main thing
is not the direct action on the screen, but
the audience's reaction to it: fear, sadness,
despair, crying, and laughter. In this way,
the director-author, within the framework
of his cinematic model, for the first time in
the field of American visual culture, unites
the artist and the audience and introduc-
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es into 'mechanical screen entertainment
the humanistic values of high art' (Sadoul,
1955, p.132). It should be noted that Ch.
Chaplin, the actor, while nurturing his fa-
vourite image, did not even assume that
the image of a small and sincere tramp
would be so widespread in the artistic
culture of the 20th—21st centuries.

In his films, Ch. Chaplin showcased var-
ious facets of the director's craft, yet was
constantly reminded of his theatrical or-
igins. The artist built a theatrical and cin-
ematic author's model and, in all his films,
tried to demonstrate respect for the per-
forming arts. After all, it was the theatre that
did not let him die of hunger in his youth.
This was manifested in how he initially
worked with the artist on the construction
of heavy, even bulky, scenery structures;
how he demonstratively emphasised the
unique, eccentric component of perform-
ing skills; and how he built dialogues and
monologues for his grotesque heroes.

Charles Chaplin incorporated acting, di-
recting, composing, and producing into
his cinematic work, and also actively
gravitated towards biographical work.
This can be confirmed by his autobio-
graphical film ‘Street Lights', which was
nevertheless dedicated to the theatre. It
was to the theatre that the master owed
his formation as a person. In the film,
the artist is shown growing old alone,
abandoned and forgotten by his fami-
ly and friends. At the end of his creative
and biological life path, he suffers from
social oppression and harassment, but
gives valuable advice to the young cho-
reographer. J. Sadoul (1955, p.373) wrote
that in this film, Ch. Chaplin ‘in his deep
self-expression was extremely close to
the work of W. Shakespeare. It was in this
film that the key theme of Chaplin's hu-
man dignity and humanity was recreated
with enormous power'. Ye. Morieva, and
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A. Maslov-Lysychkin (2022, p.26) in the
article ‘The Birth of a New Type of Com-
edy in Charlie Chaplin's Films' write that
‘the director's own life experience allowed
him to create unique screen works based
on humanism and love of life'.

Hard work across many studios and nu-
merous successful productions allowed
him to quickly achieve independent sta-
tus as an author-director, screenwriter,
actor, and producer. In addition, ‘a feature
of Chaplin's ‘phenomenon’ is that almost
all production and post-production was
concentrated in his hands; he saw the
perspective of the entire process, compe-
tently managed the budget, and learned
to flexibly plan each shooting day' (Mo-
rieva and Maslov-Lysychkin, 2022, p.29).
This approach is quite relevant in mod-
ern practices of directors-authors. In his
authorial work, Ch. Chaplin aspired to
achieve extraordinary visual accuracy in
the depiction of each character. To this
end, for the sake of a high-quality screen
product, he could shoot many takes of
the same frame without saving on film.

In his auteur films, Ch. Chaplin usually
left the ending open for the audience - his
hero is rapidly going to meet his fortune
along a deserted road to an unknown
destination. In this way, Ch. Chaplin ‘in-
cited the audience to think about the he-
roes, themselves, social problems and
the world around them' (Wada, n.d.). The-
orists of auteur cinema will soon define
the director's innovative approaches as a
key feature of the movement. According
to L. Kornieieva (n.d.), ‘auteur cinema re-
quires a certain concentration and effort
from the average viewer, encourages re-
flection and intellectual analysis, a more
complex, higher, more spiritual level of
interaction with the film text'.

The phenomenon of the outstanding art-
ist's work is that he managed to combine
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stage and screen eccentricity in a new au-
thorial form for a film franchise and also
a successful merchandise line based on
the sad adventures of the unfortunate
tramp Charlot Chaplin. In the author's work,
Ch. Chaplin (1992, p.106) drew on the ex-
perience of his own difficult life, and he al-
ways sought to add a particular flavour of
biographicalism to his films. The declara-
tion of ‘war on Hollywood' did not prevent
him from producing one of the most popu-
lar images in the world. A small but robust
and tenacious character was endowed
with high moral qualities and therefore re-
mains recognisable today.

The strengthening of authorial princi-
ples in American cinema occurred at the
turn of the 1960s and 1970s, as the visual
culture of New Hollywood began to take
shape, with one of its brightest represent-
atives being Martin Scorsese. Intensely
studying the work of both American di-
rectors (D. Griffith, C. Chaplin, O. Wells,
F. Capra, D. Ford, G. Hawkes, D. Cukor,
A. Hitchcock), and representatives of the
French New Wave, M. Scorsese formu-
lated his author's credo. He believed that
‘the most successful musicians, artists
and writers in the world recognise that in
order to have the freedom to create the
art they want, they must have the nec-
essary funds. Moreover, to obtain these
funds, they must be ready to compromise
on something' (Halmakov, 2023).

Working in both film and television,
M. Scorsese created a number of films
(feature and documentary) in which he
expressed or recreated biographical mo-
ments from his passion for cinema. For
example, the film The Time Keeper (based
on the novel by B. Selznick, The Invention
of Hugo Cabret) is dedicated to the life
and work of J. Melies, whose films made
an unforgettable impression on the young
Martin. It is noteworthy that M. Scorsese,
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like D. Griffith, resorted to the adaptation
of literary works, in particular novels. It is
noteworthy that in the documentary film
A Personal Journey with Martin Scors-
ese Through American Movies, the mas-
ter demonstrated his personal view of
how a director-author should be formed,
adapting the achievements of prominent
screen masters in his work, transforming
technological achievements in his films,
creating his own screen language, and,
most importantly, establishing channels
of communication with the audience.

In the documentary film, M. Scors-
ese's exceptional attention to the socio-
political direction of Chaplin's films is strik-
ing. Interestingly, M. Scorsese filmed his
full-length debut (I Call First) in 1967, while
Chaplin released his last film, A Countess
from Hong Kong, in the same year.

M. Scorsese can rightfully be called (like
D. Griffith and Chaplin) an actor-director,
and this is undoubtedly the key autho-
rial feature of his work. He can create
a unique acting ensemble that allows
deep penetration into the characters'
emotional spheres and psychology. At the
same time, he skillfully creates long-term
director-actor tandems, particularly with
Robert De Niro and Leonardo DiCaprio.
Moreover, part of his authorial style is the
appearance of the master himself in nu-
merous episodic roles.

It is significant that in the author's films
by M. Scorsese (Raging Bull, The Col-
our of Money, Goodfellas, Cape Fear, The
Age of Innocence, Casino, Gangs of New
York, The Aviator, The Departed, Island
of the Damned, and others), just as in
Ch. Chaplin's films, the ‘brilliant image of
America, which Hollywood usually creat-
ed' (Myslavskyi, 2024, p.123), were delib-
erately destroyed by reproducing themes
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of violence, crime, and the moral and reli-
gious choices of archetypal heroes.

Interesting are M. Scorsese's thoughts
on the profession of a director. He was
convinced that it was impossible to
‘teach a person how to make a movie'
(Lopes, 2017, p.268). The director was
sure that any educational institution in
cinematography could provide only initial
knowledge to a young talent. However,
'you can only become a director by mak-
ing many films, giving it your all and con-
stantly taking care of your self-develop-
ment' (Lopes, 2017, p.270) in a marathon
called creative life.

Evaluating his numerous works and
himself as an author—creator, M. Scors-
ese, a prominent experimenter and inno-
vator of the authorial form of cinematic
narrative, said without exaggeration: ‘l am
my cinema, and for the sake of maximum
self-realisation, cinema should become
the meaning of life' (Lopes, 2017, p.275).

Conclusions

The study of the genesis of authorship
in the screen and stage space of Amer-
ican visual culture showed that the au-
thor's experiment in the field of form and
content, the experiment in mastering
a variety of topics, genre palette, direc-
tor-actor methods of cooperation does
not hinder the profitability of authorial
films, but on the contrary can attract the
viewer and incline them to active com-
munication. In addition, the uniqueness
of the formation of authorial directing
in American cinema lies in the fact that
its foundations were laid by actors who
mastered the roles of director, screen-
writer, and producer, thereby presenting
a modern model of authorship.
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FEHE3A ABTOPCTBA: CLIEHIYHUI TA EKPAHHUW OUCKYPC
FanuHa MorpebHAK

JOKTOp MUCTELTBO3HABCTBA, Npoghecop,

npocpecop kachefpu pexucypu Ta akTopCbKol MakCTepHOCTI

iMeHi HapogHoT apTUCTKKM YKpaiuu Jlapucu Xoponeub,

e-mail: galina.pogrebniak@gmail.com; ORCID: 0000-0002-8846-4939
HayioHanbHa akageMmisi KepiBHUX KagpiB KynbTypu i MucTeyTB, KuiB, YkpaiHa

AHoTauin

MeTa pocnif)keHHsi — BW3HAuMTW cneuudiky CTaHOBNEHHA Ta PO3BUTKY aBTOPCTBA B KOHTEKCTI
aMepuKaHCbKOT BidyasibHOI KynbTypu. MeTogonorisi AOCRifXeHHsi I'PYHTYETbCA Ha 3acTOCYyBaHHI
KOMM/IEKCY B3a€MOOMNOBHIOBANbHUX HAYKOBUX MigxofiB. [ns BUBYEHHS reHean aBTOPCTBA B CLIEHIYHOMY
Ta eKpaHHOMY NMPOCTOPi BUKOPUCTAHO CUCTEMHUM, NOPIBHSANbHUN | KOMNApaTUBHUI MeToAW. AHani3 pisHUX
Mofenei eKpaHHOro Ta CLEHIYHOro aBTOPCTBa 3YMOBWB 3ajlyYeHHs CTPYKTYPHO-PYHKLiOHANbHOro
MeToy, WO AaB 3MOry MPOCTEXMTM IXHIO BHYTPILLUHIO OpraHidauito Ta B3aeMo3B'si3ku. biorpadiynHuim
MeTOJ[ 3acTOCOBaHO AJ1 [OCIAKEHHA 0COBUCTICHUX YMHHMKIB TBOPYOCTI aMepuKaHCbKUX pexucepis-
aBToOpiB. MeTof y3aranbHEHHSI BUKOPUCTAHO 3 METOH TEOPETUYHOIrO OCMUCIIEHHSI Ta OBIPYHTYBaHHS
YHIKanbHOCTI fiBULL, @ aBTOPCTBA Y Bi3yasbHil KynbTypi. HaykoBa HOBU3Ha CTaTTi nonsirae y 3'scyBaHHi
KOHLeNTyanbHUX nepeaymMoB OpPMyBaHHA aBTOPCTBA B aMepPUKAHCbKOMY KiHOMUCTeUTBi Kpi3b
Np1U3My CTaHOBJIEHHSI paHHiX B3ipLiB KiHeMaTorpadiyHoi Ta TeaTpasbHOI TBOPYOCTI, penpe3eHToBaHMX
BU3HAYHUMMU pexucepamu y BidyasbHill aMepuKaHCbKiln KynbTypi. BUcHOBKW. [loBeeHO, LLL0 CTAHOBJIEHHS
Ta pPO3BUTOK aBTOpPCTBa B aMepuKaHCbKOMY KiHemaTtorpadi BigbyBanucs y TiCHOMYy B3aeMO3B'sI3KY
€KPaHHOro ¥ CLEHIYHOro MUCTELTBA, TO4i fK MiABaNMHN PEXMCEPCbKUX aBTOPCbKUX Mogesiel 3HaYHO
Mipoto 6ynu 3aknafeHi akTOPCbKOK NPaKTUKOK Ta CLEHIYHUM A0CBIAOM, LLLO BMIMHYMIO Ha hOPMYBaHHS
iHAVBIAYyani30BaHOro TBOPYOro CTUIIKO Ta aBTOPCbKOI CTpaTeril BidyasbHOro BUCNOB/OBAHHS.

KniouoBi cnoBa: BidyanbHa KynbTypa; TeaTp; KiHemaTorpady); pexucepcbka TBOPYiCTb; aKTOpcbka
MalcTepHICTb; aBTop; TenebayeHHs

This is an open access journal and all published articles are lice
—

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

sed under a Creative Commons «Attribution» 4.0

audiovisual-art.knukim.edu.ua



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2026+ 9(1) - pp.163-162

DOI: 10.31866/2617-2674.9.1.2026.361879
YOK 778.53:77:7.012:[159.942:7.073]:7-028.22

KOMMNO3ULIA KALAPY TA Tl CMUCJIOBE HABAHTAXEHHS:
POJ1b PAKYPCY Y BI3YAJIbHOMY MUCTELITBI
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Bi3yanbHe MUCTELTBO;
Kanap;

cMucnoBse
HaBaHTaXeHHs;
Bi3yasibHa KOMYHiKaLlis

AHoTauin

MeTta cTaTtTi — npoaHanisyBaTM KOMMO3ULiAHI 0CO6GNMBOCTI TBOPIB
Bi3yasilbHOro MucTeLTBa AK OCHOBY NobynoBu Kanpy, 3'AacyBaTh 3HaYeHHs
pakypcy Yy @OpMyBaHHi CMWUCIIOBOr0O Ta €MOLINHOM0 HaBaHTaXEeHHS
300paxeHHs, a TakKoX [OCAiAUTM B3aEMO3B'AB0K MK BMOOPOM TOYKM
3MOMKM, po3TallyBaHHSIM 06'eKTIB y Kagpi Ta piHaNbHUM CNPUNHATTAM
Bi3yasibHOro NoBifOMJIEHHSA rsafadyem. MeTogonoria gocnigKeHHs. Y po6oTi
3aCTOCOBaHO Taki MeToAu: TeOpeTUYHWI aHania — AnA cuctemaTtusauii
MUCTELTBO3HABUYMX MiAXOAIB A0 PO3YMiHHS Komnoswuuil y cotorpadii Ta
KiHemaTorpadi; CTPYKTYPHO-KOMMO3WULUINHWA MeToh — AN [eTanbHOro
BMBYEHHA noOy[OBU Kaapy, BM3HAYEHHSI (DOKYCHUX TOYOK Ta IXHbOT
poni B opraHisauil MpocTopy; MOPIBHANbHUA MeTOh — [AOJ1S 3iCTaBNIEHHSA
pi3HMX pakypciB oAHOro o6'ekTa 3 METOK BUSBJIEHHSI 3MiH Y 3MiCTOBOMY
HaBaHTaXeHHi Ta eMOLiMHOMY BMMBI Ha peuunieHTa. HaykoBa HOBU3Ha.
Yneplue cuCTeMHO MpoaHani3oBaHO Posib Pakypcy Sik OQHOrO 3 rOJSIOBHUX
IHCTPYMeHTIB (DOpPMYyBaHHA CMMCJIOBOTO MNPOCTOPY Kagpy B Cy4aCHOMY
BigyanbHOMY MucTeUTBi. O6rpyHTOBaHO BMAMB BUOOPY TOYKU 3MOMKMU
Ha iepapxito obpasiB i poO3CTaHOBKY CMWUCIOBMX aKLEHTIB y Mexax Kagpy.
Po3kpuTo 0c0o6AMBOCTI KOMMO3MLiIAHOIO GanaHCyBaHHS Y Mpoueci 3MiHu
pakypcy Ta [OBefeHO WNOro BU3HAyalbHUIA BMAWB Ha iHTepnpeTawito
aBTOPCbKOro 3aaymy. BUCHOBKK. Y pesynbTaTi MPOBeAeHOro [oC/iAKeHHS
[OBeeHo, WO KOMMOo3ulis Kagpy Ta BuBIp pakypcy BMXOASiTb 3a MeXi
TEXHIYHMX pilleHb, CTaruM KJIHOYOBUMMM 3acobamu BidyanbHOI KOMYyHiKaLii.
MpoaHanisoBaHo, AK po3TallyBaHHS 06'ekTiB, MacwTab i nepcrnekTuea
dopMytOTb CTPYKTYpY Kanpy, 3abesneyyroun WOro NOriyHy 3aBepLUeHICTb.
BuaHaueHo, WO 3MiHa pakypcy € MOTYXHWM IHCTPYMEHTOM XY[0XHbOro
BM/AMBY, 34aTHUM TpaHcdOpMyBaTK iHTepripeTauito obpasy Ta BUKIMKATK
NpOrHo30BaHi eMOLiMiHI peakuiiy rnagava.
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Bopgentok, C. Ta Toncton, B., 2026. Komnoauuis kagpy Ta ii cMUCNOBe HaBaHTaXeHHA: Pofb pakypcy
y BidyanbHOMY MUCTeUTBI. BicHuk KuiBCcbKOro HayioHaibHOro yHiBepcuTeTy KynbTypu | mucTeyTB. Cepisi:
AygioBidyanbHe MucTeyTBO i BUpo6HMLTBO, 9 (1), c.153-162.

dopmynioBaHHA npo6nemu

B enoxy ToTanbHOi  Bidyanisauil
eKpaHHU o6pa3 nepeTBOPHOETHCA Ha
OOMIHaHTHUIA Hocin  iHdopMauii, ae
KOMMO3ULliA CTae He NPOCTO Cnoco6om
opraHisauii npocTopy, a ckiagHow Mo-
BOlO HeBepbanbHOI KoMYHikauii. Cepeg
yCiX BUpaxasibHUX 3acobiB came pakypc
BUKOHYE (OYHKLIit0 aBTOPCbKOro ifb-
Tpa, AKUWA XOPCTKO [AMUKTYE rnspavesi
iepapxito 06'eKTiB Ta eMOLiHY TOHaNb-
HiCTb cueHun. Takui nigxip nepeTBoOptoe
nacuBHe crnornsfaHHA 3006paxeHHs1 Ha
aKTUMBHUI npouec aelmndpyBaHHA Mpu-
XOBaHWX CMWCNIB, 3aKJIaAeHUX MUTLEM
yepes reoMeTpito Kagpy.

Monpu HasiBHICTb AOCHiIAXEHb, MPUCBSI-
YeHUX TEXHIYHUM MnapameTpam 3MOMKM,
CeMaHTUYHUI MOTeHLian TOYKWU ornsgy
YacTo 3a/MLIAETbCS No3a MMOOKUM Ha-
YKOBUM OCMMCIIEHHSIM, MOCTYNa4ncb
MicLleM iHTYITUBHMM pillEHHSIM npak-
TUKIB. 3MiHa paKypcy 3faTHa MUTTEBO
TpaHcdopMyBaTK KOHTEKCT nofii, nepe-
TBOPIOKOYM HEWTpasibHUI 06'eKT Ha 3a-
rposnueui cumBon abo, HaBnakw, Hise-
JIOH0YM 3HAYYLLICTb LLeHTpanbHoT cirypu.
BigCcyTHICTb CUCTEMHOro aHanisy umx
MeXaHi3MiB YCKJITafHOE PO3YMIiHHS TOrO,
AIK caMe BidyanbHa hopMa BMMBaE Ha
MCUXONOriYHE CNIPUNHATTA 3MICTY TBOPY
Ta MaHinytoe peakuieto ayguTopil.

Onsa daxisuiB aygioBisyanbHoi cdepu
onaHyBaHHS iIHCTPYMEHTapIto paKypCHUX
pilleHb € KJIHOYOBUM UYMHHUKOM CTBO-
PeHHSA KOHKYPEHTOCMPOMOXHOro T1a 6a-
raTolapoBOro Xy[oXHbOro MnpOAYKTY.
CeigomMuii BUBIp TOYKM 3MOMKM fae 3MO-

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

ry aBTopy KepyBaTy yBarow peuunieHTa
6e3 BUKOPUCTaHHS fiasioriB, NpaLooym
BUKJIFOYHO Ha pIiBHI MigcBigoMux Bisy-
anbHMX acouiauin. Lie akTyanisye Heo6-
XiHICTb TEOPEeTUYHOro ob6r'pyHTYBaHHS
B3aEMO3B'I3KY MiX KOMMO3ULINHO
nobynoBoo Kafgpy Ta MOoro CMUCIIOBUM
HaBaHTaXEHHSIM Y KOHTEKCTi Cy4YaCHUX
3aB[JaHb Bi3yaslbHOro MUCTeLTBA.

AHani3 ocTaHHiIX focnif)XeHb
i nyonikawin

Baromuit BHecok y pocnigxeHHs dino-
codbil ekpaHHOro mnpocTopy Ta BI3y-
anbHoi aHTponororii 3pobuna I Yminb
(2020), sika opHooCciBHO Ta y cnieaBs-
TopcTBi 3 H. KopabnboBoto, O. bespyu-
koM (2024); I. Yminb, H. KopabnboBoto,
0. beapyukom, H. Xykosoto (Chmil et al.,
2024) pocniguna deHOMeH ekpaHa fiK
K/IFOYOBOro KOMYHIKaTopa Cy4YacHoCTi Ta
npoaHarnisyBana 3MiHW Yy CNPUNRHATTI Bi-
3yanbHux 0bpasi..

TeopeTuuHi 3acagu eKpaHO3HaBCTBA
Ta OHTONOriI0 BipTyasbHOTO MPOCTOPY
rpyHTOBHO BMBYMna |. 3ybasiHa (2021),
aKUeHTylouM Ha TpaHcdopmalii Muc-
TeLbKUX NPaKTUK y L poBy H06Y.

Crneundoiky 300paxasibHoi  XypHani-
CTUKN Ta (OYHKLIOHYBaHHA Bi3yasbHUX
3acobiB KOMyHikauil B Megia po3rns-
Hynu M. Banaknuubkuit (2019), a Takox
C. Kotnsp 1a l. Cipenko (2019).

Xy[OXHbO-eCTEeTUYHI acnekTu doTo-
rpacpiku AK OKpemMoro Buay MWUCTELTBA
npoaHanisysanu C. MNpueHko Ta T. CeH-
yyk (2019), BUOKpPEMMBLLM KJTHOYOBI MPUH-
uunu No6ynoBM BUPA3HOIO 300PaXeHHS.

bopaeHtok, C., Tonctor, B. KoMnosuuig kaapy Ta il CMUCIOBE HaBaHTaXEHHS:
pOMb PaKkypcy Yy BidyansHOMY MUCTELTBI
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CnopigHeHicTb BynuyHoOT cpoTorpadpii
3 KiHemaTorpadom Ta iXHi ChifibHi KOM-
Nno3uuivHi piweHHa pocnigunn C. bop-
neHtok, |. lMaBpaH Ta B. lpumanbcbka
(Bordeniuk, Gavran and Hrymalska, 2021).

Ocob6nuBy yBary poni Konbopy siK fgpa-
MaTypriyHoOro enemMeHTa y TBopax ekpaH-
Horo >wuBonucy npuginunu 0. Mapmatu
Ta O. Mpsagko (2018). MuTaHHA iHTepak-
TMBHOro TenebayeHHss Ta ocobnuBoc-
Tel Bi3yaNnbHOI B3aemMofil B Megiace-
pepoBuwli poarnaHynu O. Beapyuko Ta
A.-H. Manynsik (2019). 3okpema, gocnig-
HVKW BU3HAYUW BMIMB KOMOPUCTUYHUX
pilleHb Ha eMOLiHE CNIPUAHATTSA Kagpy.

MNpobnematuky obpamMsieHHs B KOMMO-
3ULINHO-CMUCNOBIN CTPYKTYpPi dinbMy
Ha npuknagi TBopyocTi I. MasoniHi ge-
TasnbHo BuceiTiuna T. Maxapea (2024).

TexXHONOriYHi acnekTu CTBOPEHHS Bi-
3yanbHOro MpOAYKTY, 30Kpema posb
onepaTopcbkux 3acobiB y [OCATHeH-
Hi TBOpYOro 3amymy, npoaHanisyBanu
0. bespyuko Ta [. AnidaHoB (2024);
X. bataniHa Ta . LLatuno (Batalina and
Shatilo, 2024).

Cneumndiky BTineHHs obpasy npupoam
Y XyLOXHbOMY Ta [LOKYMEHTanbHOMY KiHO
yepes Mpu3My ornepaTopcbkoi MancTep-
HocTi gocnignnu K. CtenaHeHko Ta O. Be-
pemii (2024), O. bespyuko, B. puduos
(Bezruchko and Hryftsov, 2025).

CyyacHi MeToOM MOHTaxy, BUKOPWU-
CTaHHSA cneuedekTiB i NnepexofiB siK 3a-
cob6iB Bi3yasibHOI BMpPaA3HOCTI onucanu
I YUminb, K. MuwennyHa (2018); O. KoLy,
0. KonaunHcbkuin (2023); A. MeaBegeBa,
B. Kykca (Medvedieva and Kuksa, 2024).

Monpu 3Ha4YHMIM OBCAr HAyKOBWUX Mpa-
ub, npobnemMa KOMMMEKCHOrO BMUBY
pakypcy Ha CMUC/IOBE HABaHTAXEHHS
Kaapy, ocobnmBocTen MOro eMoLifHOro
CNPUHATTS Ta (DOPMYBaHHS BidyanbHOT
KOMYHiKauii noTpebye nopanblioro cu-
CTEMHOIO OCMUCIIEHHS.
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MeTa cTatTi nonsirae B aHanisi K-
YOBMX CKNAOHMKIB KOMMO3uLil Kampy
y Bi3yaslbHOMY MUCTELTBI Ta BUBHAYEHHI
B3aEMO03asIeXXHOCTI MK KOMMO3ULiIMHN-
MU eneMeHTaMu 300paxKeHHs Ta iXHiM
CMUCNOBUM HaBaHTaxeHHsM. Ocobnu-
BY yBary 30CepefXeHO Ha [OCHiOXeHHi
pakypcy fik OHOro 3 OCHOBHMX 3acobiB
Bi3yanbHOro BMAMBY, WO (POPMYE eMo-
LiiHe CMNpUAHATTSA Ta iHTeprnpeTauito
ekpaHHoro o6pasy. Takox MeTo [0CTIi-
IXKEHHs1 € OBr'pyHTYBaHHSI BaX/MBOCTI
cBigoMoro BMGOPY TOYKM 3MOMKM Mif
yac CTBOPEHHS MefiNHOro NPOAYKTY s
TOYHOro nepefiaBaHHs aBTOPCbKOro 3a-
JyMy Ta eMOLIMHOro Nocuy.

OCHOBHUIN MaTepian fOCHif)KeHHsA

KomMnosuuin Kaapy € ofHie 3 OCHOB-
HMX KaTeropin Bi3yanbHOI MOBU, fKa
BMW3HAYa€ He JiMlle EeCTETUYHY OpraHi-
3auito 306paxeHHs], ane N CMUCIOBE Ha-
BaHTaXeHHs1 B MeXax ayfioBidyanbHoro
TBOpY. BoHa BMKOHYe He nuule pekopa-
TUBHY 4K OpieHTaLiHy cpyHKLito, a 1 no-
CTae MOTYXHWUM iHCTPYMeHTOM chopMy-
BaHHA HapaTtuBy, (POKYCYBaHHSI yBaru
rnsfaya, CTBOPEHHSI MCUXOJIONYHOro
ecbekTy, @ TakoX TpaHcnauil igeonoriy-
Horo abo KysbTYpPHOro 3MiCTY.

Y TeneBisiviHi XypHanicTuui, 30Kpe-
Ma 3006paxarbHiil, KOMNo3uuis Kagpy
BWKOHYE PpOJSib Bi3yaJlbHOrO KOMEHTa-
psa [o piicHocTi. Y pocnigxeHHi M. ba-
naknvubkoro (2019, ¢.23) «3obpaxanb-
Ha XXypHaJicTMKa» 3a3Ha4yaeTbCs, L0
«npaBunbHO BuOyoyBaHa KOMMO3WLis
€ cnocobom nepefaBaHHs MOBIQOM-
NEHHS 3 MAKCUMasbHOK eMOLIMHOK Ta
IHTENEeKTyanbHOK TOYHICTHO, OCKIiJIbKM
caMe BOHa OpraHi3oBye Bi3yasbHi ene-
MEHTU y JIOTiYHY CTPYKTYPY, A€ KOXEH
KOMTOHEHT — BiJ, MiaHyBaHHsI NPOCTOpY
[0 OCBIT/IEHHS — Hece 3HauyeHHs». Tak,

Bordeniuk, S., Tolstoy, V. Frame Composition and lts Semantic Load:
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Kafp cTae He npocTo hikcauieto nogii,
a il iHTepnpeTauieto.

Y cyyacHux yMoBax, KOJIM eKpaHHa
KyJIbTypa OXOMJIHOE He JnLLE KiHO- | Tene-
npocTip, ane ” couianbHi Mepexi, Lud-
poBe MUCTEUTBO Ta BipTyasibHi cepe-
[OBMLLA, KOMMO3ulis Kangpy HabyBae
ocobnmBoi  3HauywocTi. |. 3ybaBiHa
(2021, ¢.198) y moHorpadii «OHTOsOriSA
BipTyallbHOrO MpOCTOPYy: €KpaHO3HaBYi
3LWKUTKU» NiQKPECHoE, Wo «B UMdPOBY
ernoxy Kagp cTae CBOEPIOHUM "“BikHOM"
[0 MHOXWHHMX peanbHOCTEN, WO OfHO-
YacHO MepeTMHalTbCs, HaKIagaThb-
cA i 3MiWYOTbCS, CTBOPIOKOYN XUMEPHY
CTPYKTYPY €KpaHHOI rineppeanbHOCTi».
Y Takux ymMoBax KOMMO3WLisi BUKOHYE
HaBirauinHy dyHKLUit0 — BOHa gornoma-
rae rnsigaJyeBi opieHTyBaTUCS Y Bidyasb-
HOMY Xaoci, BUOKPEMIIIOBATU KIIHOYOBI
cmucnm Ta cokycyBaTu yBary. Oco6-
NuBOT Baru HabyBae KOMMoO3uuia Kagpy
B Mexax iHTepdenicHoi B3aemogii. Lien
acnekT peTanbHo aHanisye |. 3ybaBiHa
(2018, ¢.17) y cTatTi «[loninor 3 ekpaHoOM
abo byTTs K iHTepdenc-MeHto». Y Lbo-
My KOHTEKCTi aBTOpKa 3a3Hauae, Lo
«Kap pyHKLiOHYe ik YacTUHa CKNagHoT
KOMYHiKaLilNHOI cuctemu, e rnagad/ko-
pucTyBay MOCTIMHO B3aemofie 3 noTo-
kamu 306paxeHb, BUGYAOBYHOUM BRac-
Hy CYy6'EKTUBHY MOJENb peasnibHOCTI».
Takui nipgxig 3aceigyye dopMyBaHHS
HOBOrO TWMy Bi3yanlbHOrO MWCNEHHSA —
dparMeHTapHoro, 6araTodoKyCHoro,
3 MiABULLLEEHOI eMOLLIMHOK HAaCUYEHICTHO.
Y 3B'sI3Ky 3 UMM KOMMO3ULlisl Kaapy Mae
He TiNbKW BMOPSILKOBYBATM 3MICT, ane
M CTBOPIOBATM ECTETUYHIi YMOBU [Onsi
OCMWCIIEHHSI HOBUX cpopmM ByTTA — aOu-
riTanbHUX, CUMYNALIAHMX, FIOPULHUX.

Y ctaTTi «O6pamneHHs1 B KOMMNO3ULIAHO-
cMUcnoBin cTpykTypi chinbmie M. M. MNa-
3oniHi» T. [MaxapeBa (2024, c.30) pe-
TanbHO aHanisye ofHy 3 KJIYOBUX
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0cobnMBOCTEN KIHOMOBM MUTLSI — BUKO-
pUCTaHHS pamMKOBUX CTPYKTyp. MNo3uuis
JocnigHuLi nonarae B TOMY, WO «KOMIMO-
3uuis kagpy y dinbmax [MasoniHi BUKO-
Hye He nuwe Bi3yasibHy, a N rMBOKO
KOHLenTyasnbHy (yHKLi0O — BOHa € 3aco-
60M CTBOpEHHSI acouiaTMBHO-MeTado-
PUYHOro 3MICTY, KU NPOTUCTOITH 3BUY-
HIM NiHIRHIW  HapaTMBHOCTI, BNACTUBIN
TpagULINHOMY KiHO».

HalsickpaBie Ue NpocTexyeTbcs
y cbinbmi «EBaHrenie Big MaTtdes» (1964,
pex. I. Ma3oniHi), e pexucep BiAMOB-
nAeTbCs Big aganTauii 6i6ninHoro Tekcty
i WyKae BiAMNOBIAHICTb Bi3yasbHOI MOBU
dinbMy 00 KaHoHiYHOI noeTuku. T. MNa-
xapeBa (2024, c.26) 3BepTae yBary Ha Te,
wo «[1. MNasoniHi akTUBHO BUKOPUCTOBYE
KPYMHi nnaHu o6mMy y cTaTUYHUX KOMMO-
3uLiaX, AKi anentoTb 40 IKOHOMUCY, ane
BOJJHOYAC He KOMilolTb MOro JOC/iBHO».
Ha BigMiHy Bif iKOH, e 306paXeHHs Ya-
CTO OXOMJIOE MOTPYOHUIA MOPTPET, PEXU-
Cep akUeHTYye Jmwe Ha obnuuyi, nepco-
Hani3yroun €BaAHreNIbCbKUX MEPCOHAXIB.
Llle ofHUM BaxJIMBUM KOMMO3ULIAHUM
3aco60M € BUKOPUCTAHHA CepefHix
nnaHiB y cueHax 3 HatoBnom. Kamepa
pPO3TaLLOBYETLCA Ha PiBHI 0Yel, HIbK 3a-
MpoLyouYn rnsgada ctaTv yYaCHUKOM
nomin. T. MNaxapeBa (2024, c.26) Tpak-
Tye Ue §IK «KiHemaTorpadiyHy peanisa-
Lit0 MPUHLMMY 3BOPOTHOI MEPCMeKTUBMY,
BNACTMBOT IKOHOMUCY: paMKa Kafpy CTae
MiCLleM MepeTuHy CBIiTIB — 3eMHOro Ta
CaKpaJibHOTO, a MMAQAayY OMNUHSETHCS He
rnosa 3o6paxeHHsIM, a BCepefuHi npo-
CTOPY cakpasnbHoi gii».

MpakTUYHe 3acTocyBaHHS MOAIGHMX
KOMMO3ULIMHUX pilleHb Yy Cy4acHOMY Bi-
3yanbHOMY MUWCTELTBI [EMOHCTPYE, L0
BiAMOBa Bif 3BMYHOI hpOHTaNbHOI Mo-
OynoBuY Kafpy 3gaTHa TpaHcchopMyBaTH
CMPUHATTS MpoCcTopy. AKLO KiacuyHa
KOMMO3WULisi NparHysa BPiBHOBAXEHOCTI

bopaeHtok, C., Tonctor, B. KoMnosuuig kaapy Ta il CMUCIOBE HaBaHTaXEHHS:
pOMb PaKkypcy Yy BidyansHOMY MUCTELTBI
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Ta cuMeTpil AN CTBOPEHHA BiguyTTA
cTabiNbHOCTI, TO cyyYacHi aBTopu fgegpani
yacTiwe BOarTbcA A0 AecTtabinisauil ro-
PU30HTY Ta BUKOPUCTaHHA eKCTpemarb-
HUX KyTiB 3MOMKW. Takuh nigxin nepe-
TBOptOoE isNYHUI NpOCTip Kaapy Ha
NMCUXOJNIOTIYHY MPOEKLi0 BHYTPILIHLOrO
CTaHy repos, [ Bi3yanbHe BUKPUBEH-
HSl CNyrye MapKepoM eMOLiiHOT Hanpyru
abo €eK3UCTEHLIAHOI KpU3K, 3MyLLyHoux
rnsifada BTpayaTu No3uLito BifCTOPOHe-
HOro crnocTepiraya n disnyHo BigYyBaTH
anckomdopT abo 3arposy.

Y 3B'A3Ky 3 UMM KOMMO3MLis Kagpy
B Cy4yacHOMy MepgianpocTopi noctae 6a-
raTtopiBHeBUM KOHCTPYKTOM, 34aTHUM
nepegaBaTu CMUCIY, eMoLil Ta KynbTyp-
Hi Koau. Pakypc sik 3acib xynoxHboi BU-
pasHoCTI Bifirpae KJIt04OBY poJib Y Bi3y-
anbHOMY MWCTeLTBI, OCKiJIbkM came BiH
BM3Ha4yae KyT 30py MUTUSA. Y KynbTypi
NnocTMOLEpPHY pakypc HabyBae HOBOI
dyHKUI: BiH CTae IHCTPYMEHTOM npo-
BoOKauii. Ak cnywHo 3asHayae B. Cky-
paTiBcbkuit (1997, ¢.45) y npaui «EKpaHHi
MUCTELTBa Yy COLIOKYNbTYPHUX NpoLiecax
XX ctonitts: leHesa. CTpykTypa. ®yHK-
Lisi», «came 3MillleHHs1 cpokycy nornagy
Ta HeTpaauuinHa nobynoBa BidyanbHOro
NpOCTOPY CTanu KJKYOBUMU O3HaKaMu
HOBOMO XY[OXHbOro MucneHHsa XX cT.,
o po3BMBanocs Mif BMJMBOM aBaH-
rapfHuX, ekcrnepuMeHTaslbHUX | MOoCT-
CTPYKTYPaniCTCbKUX ifen».

Y Bi3yaslbHOMY MMUCTeUTBI KyT 30py
6e3nocepefHbO BNIMBAE Ha CNPUAHATTSA
rnsigademM 306paxyBaHoOro cBiTy. 3anex-
HO BiJ 06paHOro KyTa 3MOMKM XyL0XHUK
abo onepaTop MOXe MigKpecnMTn Benuy
abo BpasnuBicTb 06'ekTa. JoCnigKeHHN
K. CtenaHeHko Ta 0. Bepemiii (2024) nig-
KpEecne BaxXUBICTb BUBOPY paKypcy
B KOHTEKCTi 3MOMOK MpUpoau, fe yepes
npaBuUibHUA KYT (POpPMYeTbCA Bidyasb-
Ha ecteTuka. O. BeHrep Tta X.-M. fAm-
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6op (2024) akuUeHTYyHOTb Ha TOMY, WO
pakypc BU3Hauyae [OBipy [0 BeLyYOro.

Kpim Toro, O. bespyuko Ta [. AnipaHoB
(2024) poBoasiTb, WO Cy4YacHi TexHoso-
ril PO3LUMPIOKOTE MOXJIMBOCTI BiSIbHOrO
BU6Opy pakypcy. ¥ KOHTeKCTi LudpoBoi
KyNbTypu pakypc TpaHcOopMyeTbCs
Yy AVHAMIYHUIN KOHCTPYKT. Y MoHorpadii
«JlroaMHa — eKpaH: BidyanbHa aHTpOMo-
norisi (mocT)cy4vacHocTi» I Yminb (2020,
c.136) 3a3Havae, WO «Cy4YaCHUN eKpaH-
HUMA NpocTip yHKLiOHYe sK noniMop-
(HUIA Bi3yaNlbHUA KOHCTPYKT, Y SIKOMY
PiSHOMaHITHI pakypcu He NPocTo chiBic-
HYlOTb, a BOYLOBYIOTbCS Yy CTPYKTYpY
CNPUNHATTSA rnsifada, opMyoUun Myrb-
TUPIBHEBY CUCTEMY Bi3yaslbHOro [OOCTY-
ny no iHcpopmauii».

Tak, pakypc y cy4yacHOMY Bi3yanbHOMY
MUCTEUTBI Ccfif po3rnsnaTu He nuile siK
TeXHiYHy onepadito 4u cnocié nobynosu
Kagpy, a K OfVH i3 FOMIOBHUX YMHHUKIB
(hbOpMyBaHHA  Xy[OXHbOI BMPA3HOCTI,
CMUCINOBOI CTPYKTYpU Ta KOMHITUBHO-
ro BMJMBY ayfioBi3yaNbHOro TBOPY Ha
rnagava.

BucHoBku

Komnoswuuis kagpy y BisyanbHOMY Mu-
CTeUTBI MOCTa€e He NMLIE TEXHIYHUM iH-
CTPYMEHTOM, a CMpaBXHbOK MOBOI,
3[0aTHO MepefaBaTy HacTpiw, igei, eMo-
Lii Ta dpinocodcbki cmucnmn. Moro cTpyk-
Typa, MPUHLMNK po3TallyBaHHsA 00'eKTiB,
BUGip KoNbopy, CBiTNa, TiHEW i pakypc
3IOMKM  BifirpaloTb  KJHOYOBY  poJib
y opMyBaHHI 3MICTOBHOIO Ta €eMo-
LiMHOro HaBaHTaXeHHs1 300paXKeHHs.
3aBaku BoanomMy Bubopy KyTa 30py Xy-
LOXHUK, dboTorpad um pexucep 3gaTeH
He nuLle 30cepeuTu yBary risjada Ha
rofloBHOMY, a ¥ TpaHcopMyBaTh 3BUY-
He 6ayeHHs1 06'eKTa, CTBOPOIOYM HOBI iH-
TeprnpeTau,ii Ta BpaXeHHs.

Bordeniuk, S., Tolstoy, V. Frame Composition and lts Semantic Load:
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Pakypc sik BMpaxanbHui 3acié BM3Ha-
Yae nornsgM crnocTepiraya "W Moxe
iCTOTHO 3MiHIOBaTU CNPUNHSAITTS CHOXETY
uyu reposi. Hanpuknag, BepxHii pakypc
CTBOPIOE BiJUYTTA BPa3IMBOCTI, MOKOPH,
nigkpecntoe cnabkicTb NnepcoHaxa, Togi
AK HWKHIW, HaBMaku, MigHOCUTb WOro,
Hafinsie BNafoto i BHYTPILHbO CUJIOHD.
®poHTaNbHUN, JiaroHanbHUIA YK 3BOPOT-
HWUM KyTU 30py [04alThb AMHAMIKU abo
CTaTUYHOCTI, CMUMBOJI3MYy UM ApamMaTus-
My 3aNieXHO Bif, KOHTeKCTy. Tox BuOip
nosuuii 3MOMKU He € BUMagKoBUM abo
OpYropsiiHIM eneMeHTOM — Lie rMnboko
OCMUCIEHUW CKITafHWK aBTOPCbKOI Bi3y-
aslbHOT MOBW.

Y po6y uncpoBuX TEXHONOTIN, KON 30-
OpaxeHHs1 CTano BCHOAUCYLLMM | AOCTYN-
HWM, YMIHHSI rpamMOTHO BUOyOOBYyBaTK

CMUCOK bIBJ1IOrPA®IYHUX MOCUJIAHDb
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KOMMO3WLito Kagpy Ta CBigoMo obupatu
pakypc HabyBae we 6inbwoi Baru. Bi-
3yanbHWA NOTIK CbOrOfHI MepeHacuye-
HWI iHpopMmauieto, | nnwe Ti obpasu, sAKi
MarTb UiTKY KOMMO3ULINHY CTPYKTYpy
Ta MOTYXHE CMUCIIOBE HaBaHTaXEHHS,
30aTHI MPUBEPHYTW YyBary, BUKIUKATU
eMOLiiHY peakuito Ta 3aauwuTu chnig,
y cBifoMOCTi rnsipgada. TakuM YMHOM,
KOMMO3ULia Kagpy Ta paKypc Yy Bisyasb-
HOMY MUCTEeLTBI — Lie He MPOCTO TEXHIYHI
KaTeropil, a iHCTPYMeHTU aBTOPCbKOro
CaMOBUMpaXeHHs,, 3a [OMOMOrOH SIKUX
MUTeUb Kepye yBarow, bopMye cripui-
HATTS | CTBOPIOE YHiKaslbHy Bi3yasbHy
onoBigb. Lle pesynbTaT rnmbokoro TBOp-
yoro 3agyMmy, KU NepeTBOpOE 306pa-
XEHHsi Ha 3acib nepefaBaHHS OYMKMU,
eMoLin Ta igen.
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Abstract

Purpose of this research. It is necessary to analyse the compositional peculiarities of visual art works as
a basis of frame construction, to clarify the significance of the angle in forming the semantic and emotional
load of the image, and to study the relationship between the choice of shooting point, the placement of
objects in the frame, and the final perception of the visual message by the viewer. Research methodology.
The following methods are applied in the work: theoretical analysis — to systematise art history approaches
to understanding composition in photography and cinematography; structural-compositional method - for
a detailed study of frame construction, determination of focal points and their role in space organisation;
comparative method — for comparing different angles of a single object in order to identify changes in
semantic load and emotional influence on the recipient. Scientific novelty. For the first time, the role of
the angle as one of the main tools for forming the semantic space of the frame in modern visual art is
systematically analysed. The impact of the choice of shooting point on the hierarchy of images and the
arrangement of semantic accents within the frame is grounded. The features of compositional balancing
when changing the angle are revealed, and its decisive influence on the interpretation of the author's intent is
proven. Conclusions. As a result of the conducted study, it is proven that frame composition and the choice
of angle go beyond technical techniques, acting as key means of visual communication. It is analysed
how the arrangement of objects, scale and perspective form the structure of the frame, ensuring its logical
completeness. It is determined that a change of angle is a powerful tool of artistic influence, capable of
transforming the interpretation of the image and evoking predicted emotional reactions in viewers.
Keywords: composition; angle; visual art; frame; semantic load; visual communication.
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Kntoyogi cnoea:
Bifeoirpu;
iHTepaKTUBHICTb;
reiMansa;
reimansanHep;
NMOCTMOLEPHI3M;
aHimauis;

KOMIM'tOTEPHI TexHosoril

AHoTauin

MeTa cTtaTTi — OCMUCIUTK BiAeoIrpu K MOBHOLHHY (DOPMY B KOHTEKCTI
CyyacHoro aypioBidyasbHOro MMUCTeLTBa, 30KpemMa 4epe3 aHanis iXHbol
€CTeTMYHOI, HapaTMBHOI Ta iIHTepaKTUBHOI Npupoau. [ocniantu ocobnmeocTi
Xy[OXHbOT BUPA3HOCTI Bifle0irop, a TakoxX npoaHanisyBaTu crneumdiky iXxHbol
ecTeTMKM SIK OKPemoro BWAy aypioBi3yaslbHOrO MWUCTeLTBa B KOHTEKCTI
cyyacHoi uucpoBoi KynbTypu. MeTogonoria [OCRIgXKEHHA nonsrae
y 3aCTOCYBaHHI Takux MeTO/iB: TEOPETUYHOr0 — AJ1s1 aHani3y HayKOBUX pooiT,
NpUCBAYEHNX ecTeTuLi LucpoBoro MucTeLTBa Ta ayfioBidyanbHOl Npupoam
Bifleoirop; NopiBHANIbLHOrO aHanidy — Afs 3icTaBfieHHs TpaauuitHux copm
ay[nioBisyasbHOro MucTeuTBa 3 BifeoirpamMu; KOMMapaTUBHOIO aHanisy —
OJ151 OLiHIOBaHHS XY[0XHbOI LIINICHOCTI 1 eKCNpecuMBHOI cuu Bigeoirop ik
copmmn mucTelTBa. HaykoBa HoBM3Ha. Y CTaTTi BrepLle o6rpyHTOBaHO, L0
Bifeoirpu sik doopma aynioBisyanbHOro MUCTeLTBa MatOThb CYTTEBUI BIJIMB Ha
TpaHcopMaLito eCTeTUYHUX CTaHAapTIB Yy UUPOBIN KynbTypi, MOEAHYHOUM
eneMeHTU IHTepPaKTUBHOCTI, Bi3yaslbHOro CTWIO, HapaTUBHOI CTPYKTYpMW,
My3MKM Ta 3BYKY. [loBefeHo, L0 ecTeTMKa BIfeoirop He nule Hacnigye
KiHeMaTorpadiyHi Ta XygoxHi TpaguLii, a 1 dopmMye HOBi 3acobu ecTeTUYHOT
BMPa3HOCTI, BNAacTMBI caMe iHTepakTMBHOMY Mefia. Bneplie akueHTOBaHO
Ha poni Bigeoirop y ¢opMyBaHHI HOBWUX KYJIbTYPHUX CEHCIiB, crnocobis
CMPUMAHATTSA MPOCTOPY, Yacy Ta MepcoHaxiB, L0 3YMOB/OE HeOobXiAHICTb
NepeocMUCIIEHHS1 TPaguUiiHUX NigxXofiB [0 aHanisy aypnioBisyanbHOro
MucTeuTBa. BUCHOBKK. Y peaynbTaTi foChifXeHHs NigKpecneHo BaXJIMBICTb
OCMWCIIEHHS Bifle0irop sik NOBHOLIHHOT (hOpMU ayfioBi3yanbHOro MUCTELTBA,
O MOEAHYe ecTeTUYHI, HapaTUBHI Ta IHTepaKTMBHI cknagHuku. Bigeoirpu
opMyHOTb HOBY NMapaaurMy Xyfo0XHbol KOMYHiKalil, B SKii rpaBeLb nocTae
aKTUBHMM CMIBTBOPLIEM eCcTeTUYHOro foceify. Taka B3aemofis He nuwe
30arauye Xy4oXHI0 BUPA3HICTb, @ M PO3LUMPIOE MEXI CNPUNHATTS MUCTeLTBa
y umdpoBy enoxy. Bigeoirpu BapTo po3rnagat K CaMOCTillHe KYJbTYpHO-
MucTeLbke fiBULLe, 3aaTHe (DOPMYBaTU HOBI CEHCU W eCTeTUYHI MpaKTUKK
B MeXax ayfioBisyasibHOro MucTeLTBa.
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dopmynioBaHHA Nnpo6nemMu

Monpwv BU3HaHHSA Bigeoirop ik BaroMoro
KyNbTypHOro cheHOMeHy, B akageMiyHOMY
OWCKypCi [oci cnocTepiraeTbcsl HeBUM3Ha-
YeHICTb L0 TXHbOrO CTaTyCy AK NOBHO-
LiHHOI dopMu MucTeuTBa. YacTo BOHU
3anuwatoTbesl Ha nepudepii, mocTynato-
yucb TpPaauUiIMHAM BUAAM MWUCTeLTBa —
niTepaTypi, XXMBONUCY, TeaTpy Yu KiHeMa-
Torpacpy. Taka cuTyallis 3yMoBNeHa fiK
iCTOPUYHUMU  YSIBNIEHHAAMWU MPO  MMUCTe-
UTBO, MOB'A3aHNMV NepPeBaXHO 3 NacuB-
HMM CMOrNAaHHAM eCTeTUYHOro 06'eKTa,
TaK i BiACYTHICTIO yCTaJleHUX TeopeTuu-
HWUX MigXOAQiIB [0 aHanisy iHTepaKTUBHUX
hOpM Xy[0XKHBOIO BUCIIOBJIEHHS.

OpHak MpOTAroM OCTaHHIX [ecsTu-
NiTb irpoBa iHAYCTpis 3asHana rAMouH-
HoI TpaHcdopMalLil: Bif po3BaxasibHOro
NpoayKTy Ao camMobyTHbOI cchepu aygio-
Bi3yaNibHOro MUCTELTBA, fi€e 3'ABNAITHLCS
aBTOPCbKi TBOPU 3 BUCOKUM CTYMEHEM
€CTeTUYHOI, HapaTMBHOI Ta TEXHOMOTYHOT
cknagHocTi. CyyacHi Bigeoirpy pepani
yacTile [EeMOHCTPYHTb eCTeTUKY, Mpu-
TaMaHHy Bi3yaJlbHOMY MWCTELTBY, BUKO-
pUCTOBYHOTb BMPa3Hy 3BYKOBY MNaniTpy,
onepaTopcbki 3acoby KiHOMOBM, IMUBOKO
CTPYKTYPOBaHi CHOXETU Ta iHHOBAL|iMHI
irpoBi MexaHiku. Yce Le CTBOPHE HOBI,
YHiKanbHi cnocobu B3aeMofii 3 rnsigadem,
AKU Tenep NocTae He NiULLe CNoXUBaYEM,
a " akTUBHMM CMiBTBOPLEM TBOPY.

Tak, aKTyanisyeTbcsi  HeoOXifgHICTb
OCMUCIIEHHS Bieoirop He K Apyropsig-
HOro KyNbTYpHOrO MPOAYKTY, @ K caMo-
CTiiHOrO BMAY ayAioBi3yasbHOr0 MUCTe-
uTBa. BoHu noegHyt0Thb Yy cOb6i eneMeHTH
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KiHO, MY3uKW, niTepaTypu Ta iHTepak-
TUBHOCTI, CTBOPIOKOUYM HOBiI chopMu Xy-
JoxHboro gocsigy. Came ue BikpuBae
npocTip Ans rAnblioro TeopeTUYHOro
aHanisy TXHbOI ecTeTUKM Ta BMJMBY Ha
Cy4acHy KynbTypy.

AHani3 ocTaHHiX gocnifXeHb
i ny6nikawin

Y cTaTTi «AHiMalia B aygioBisyanbHO-
MY MUCTELTBI: COLIOKYNIbTYPHI acnekTu»
K. CtenaHeHko Ta M. JlamiHa (2024) nig-
Kpecnunu, o aHimadis € 6araTtoBuMIp-
HUM CepefoBULLEM, SiKE He JiMLe pos3-
BaXae, a i BUKOHYE BaXJIMBY KYNbTYPHY,
OCBITHIO Ta couianbHy dyHKUil. MogibHo
0O Bifeoirop, aHimauia noegHye ecTe-
TUYHI, TEXHOJIOTiIYHI Ta eMOLiHI KoMro-
HEHTW, CTBOPHOIOYM LINICHUA XYLOXHIN
npocTip. i xapakTepHi o3Hakm — pyx,
BisyanbHa npuBabnuBICTb, eMoLiiHe
BUMPaXeHHS Ta YMOBHE MPU3YNUHEHHS
peanbHOCTI — BigKpMBalOTb NPOCTip s
KpeaTMBHOrO  CaMOBUpaXeHHs,, aHa-
JIOFiYHO [0 TOro, SiK Bifeoirpu iHTerpy-
t0Tb KiHeMaTorpadyiyHy MOBY, CLEHapHi
CTPYKTYpM Ta iIHTEPaKTUBHICTb.

BMKOpPUCTaAHHS  HOBITHIX  TEXHOJO-
ri, WO 3MiHUIO MOXMBOCTI eKpaHHOI
BMPA3HOCTI Ta nigxig [0 XYOOXHbOro
BUPILLEHHSI €KPaHHOro MpocTopy, Lo
€ BOQHOYAC peasibHUM i CMMBOIYHUM,
npoaHanizoBaHo y npaui 0. bespyyka Ta
A.-H. Manynska (2019) «Bnnus Konbopy
Ha rnsifaubky ayaouTopito IHTEPAKTUBHO-
ro TenebayeHHs».

Y pocnigxenHi IN. MepgmanHHa (Peerd-
man, 2010) «3ByK i My3uKa B irpax» BU-

3anopoxyeHKo, B., beaHOB, .
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CBIT/IEHO Bax/MBY Pofb ayfio B cyvac-
HUX Bigeoirpax. ABTOp aHanisye, ik 3ByK
i My3MKa He TiNbKW NigTPMMYIOTb aTMOC-
cbepy rpu, ane 1 akTUBHO B3aEMOLi0Tb
i3 reMMnneemM, po3KpuBarOUM CHOXET Ta
€MOLiiHi CTaHM NepCcoHaxiB.

0. Mpsagko Ta M. CipeHko (Priadko,
0. and Sirenko, 2021) y cTtaTTi «BipTy-
anbHWMA MpoJaklH: HOBWMW nigxig [no
KiHOBMpOOHMLTBa» NpPOBeNnM Maparne-
Nni 3 BMCHOBKaMM LWWOAO0 Bigeoirop fK
HoBOI dhopMM ayfioBisyasibHOro MMUC-
TeuTBa. Y cBOin pobOTi aBTOpPU aKLieH-
TyBanM Ha TOMY, WO BipTyasibHUA MNpoO-
JaKWH € HacTynmHUM eTarnom eBoJIoLil
KiHOBUPOOHMLTBA, BiAKPUBAOYM HOBI
MOXJ/IMBOCTiI [OJIS pexwucepis, ornepaTo-
piB i npogtocepiB. Takui nigxin iHTerpye
cyyacHi undpoBi iIHCTPYMEHTU Ta BipTYy-
anbHi TexHonorii Ha BCiX eTanax CTBO-
peHHs dinbMy — Bif nNpenpoaakiuHy Ao
NocTNPOAAaKLLHY.

Y cTatTi 3. OpreHceHa (Jurgensen,
2016) «LliHytoum Bigeoirpu», WwWo MicTUTb-
cs 'y 36ipHMKY «EcTeTuka Bigeoirop» nig
penakuieto Ix. PobcoHa Ta I TaBiHoOp,
JOCHAXEHO NUTaHHA eCTETUYHOI OLLIHKK
Bigeoirop.

Y pob6oTi «Bigeoirpy Ta dinbmMu»
Ox. Po6coH Ta A. MeckiH (Robson and
Maskin, 2019) npoaHanisyBanu cnifibHi
pucu Ta BigMIHHOCTI MiX Bigeoirpamu
Ta KiHemaTtorpadoM. BoHu posrnsaHynu,
AK obuaBa Mefia B3aeMOJilOTb Ha ec-
TeTUYHOMY Ta pinocoddcbKoMy piBHSIX,
NiLKPECIIOHYM BaX/IBICTb 3iCTaBNEHHS
IXHIX HapaTUBHUX | BidyaslbHUX CTpaTETiN.

Y poboTi «MucteutBo reimausaniHy»
L. LWenn (Schell, 2014) petanbHo po3-
rNAHYB OCHOBW Ta NMPUHLUUMNM CTBOPEHHS
Bifle0irop, akUeHTYHuUM Ha ecTEeTUYHMUX
acnekTax [usanHy. ABTOp onwucas, fiK
irpOBi MexaHiku, CIOXeT i BisyasbHi ene-
MEHTU B3aEMOSII0Th, W00 CTBOPUTM 3a-
XonnuMBuI foceig ans rpasuis. 4. Lenn
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NiAKPECSIMB BaX/IMBICTb PO3YMiHHS NCK-
Xonorii rpaBus i Moro Bsaemogii 3 irpo-
BMM CBITOM, a TaKOX pofb Au3alHepa
y dbopMyBaHHi L€l B3aeMogi.

A. Xanno (2021) y ctatTi «Bigeoirpu sik
06'eKT [ocnigXeHHs» npoaHasisyeana
Bifleoirpyu 3 pisHMX acnekTiB: K iHAOY-
CTpito, KYNbTYpHe fIBULLE Ta HOBUN BUJ
MucTelTBa. ABTOpKa BUCBITAWMA BaX-
JIMBI HayKoOBi Hanpsimu, B siKUX Bigby-
BaeTbCA BMBYEHHA BiJeoirop, 3okpemMa
KOMM'FOTEPHI HayKW, MCUXOOrito, coLio-
JIOTit0, KynbTYposorito Ta gusanH. Ok-
piM TOro, AOChifXeHO BMJUB Bifeoirop
Ha CycninbCTBO, Ky/bTypy Ta IHAMBILIB,
a TaKoX OCHOBHI XaHpW Bifeoirop Ta ixHi
XapaKTepUCTUKW.

Y cTaTTi «Bigeoirpu ak cdopma muc-
TeutBa» M. Pobneca (Robles, 2014) go-
cniguB KoHuUenuito Bigeoirop ik choopmu
MucTeLTBa. ABTOp NpoaHaniayBas, YOMY
Bifleoirpy MoxyTb OyTW BM3HaHI MUC-
TelbKMM BUPa30M i WO came pobutb ix
TaKMMMU.

Y cTaTTi «Bigeorpa — MUCTELLTBO Ha CTU-
Ky MOCTMOAEPHI3MY Ta MocTrnocTMomep-
HiaMy» H. MapeHuny (2013) npoaHanisyBaB
Bi€OoirpM sIK MUCTELTBO, fIKe BUHUKAE
Ha MexXi [BOX KyNbTYpHMX eTariB — NnocT-
MOAEPHI3MYy Ta MOCTNOCTMOLEPHI3MY.
ABTOpKa po3rnsHyna Bifeoirpu ik HoOBUiA
BM, MUCTELUTBa, L0 He JMLle iHTerpye
€NeMeHTH KJTaCUYHUX MUCTELbKUX DOpM,
a /i CTBOPHOE HOBI CMOCOOU CNPUNHATTSA Ta
iHTepnpeTauil peasibHOCTI.

Merta cTaTTi — OCMUCIUTK Bigeoirpu siK
MOBHOLiHHY (hOpMYy B KOHTEKCTi cy4yac-
HOro aymioBi3yaNbHOro MMUCTeLTBa, 30-
KpeMa 4epe3 aHasi3 TXHbOI eCTeTUYHOI,
HapaTMBHOI Ta IHTEPaKTMBHOI MpUpoAaM.
Jocnigntn ocobnmBoCTi XyOOXHbOI BU-
pasHoCTI Bifeoirop, a TakoxX npoaHanisy-
BaTU crneumdiky IXHbOI eCTETUKM sIK OKpe-
MOro BUZY ayfioBi3yanbHOro MuUCTELTBa
B KOHTEKCTi cy4acHoI LndpoBoT KyNbTypu.

Zaporozhchenko, V., Biednov, |.
Video Games as a New Audiovisual Artistic Genre
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OCHOBHUIN MaTepian foChig)KeHHs

Y XXI cT. Bigeoirpy cTanu sHauvyLmm
KYNbTYpPHUM SIBULLEM, L0 Mae rnmbo-
KW BMJIMB Ha Pi3Hi acnekTu cy4vacHoi
KynbTypW, MWUCTeuTBa Ta TEXHOMOTIN.
MepBUHHE CNPUWHATTS Bigeoirop 06-
MexyBasnocsi iXHboto dyHKLieto aK da-
KynbTaTuBHOI ¢dOpMU [03BiNNsA, Mo3-
6aBnieHOl 3Ha4YyLLOro KynbTypHOro a6o
MUCTeLbKOro noTeHuiany. ik 3a3Havae
€. Mantok (2016, c.5) y poboTi «Bigeo-
irpy B YKpaiHi: reHe3a Ta iCTOpMYHa eBO-
nouia y 80-90-x pokax XX cToniTTA»,
«MnepLUi eNeKTPOHHI irpu 6ynun npoekTamu
HayKoBWX 3aknapgiB, fKi pobunucs ixHi-
MU npauiBHUKaMM Y BifibHUI Yac abo, sk
y pasi i3 "SpaceWar!", yyacHukamu cTy-
IeHTCbKuX rypTkie». M. Po6nec (Robles,
2014, p.1) y po6orTi «Bigeoirpu sk doopma
MUCTeLTBa» 3a3HAYae, W0 paHHi NposiBu
06pa3oTBOPYOrO0 MUCTELTBA, MY3UYHI
KOMMO3WLii, niTepaTypHi HapaTuMBM Ta
KiHemaTtorpach Ha eTanax CBOro cTaHOB-
JIEHHS1 BUKOHYBanu pyHKLUiT eCTeTUYHOro
3a10BOJIEHHS, CYNPOBOAY pUTyaniB i f0-
3BiNNs, nepefaBaHHs 3HaHb Y 3axOmnu-
Bin dopMi Ta Bidyanisauil ictopin gns
emouivHoro poceigy ayautopil. OTxe,
IHCTUTYUiani3auisa KoXHOro Bugy Mucte-
LUTBa Ha paHHIX CTafisix NOro po3BUTKY
XapakTepu3yBasnacsi 3Ha4YHUM 3B'S3KOM
i3 doyHKUieto po3Baru.

YNponoBX OCTaHHIX [ecATUniTb yce
Ginblwe [OCNIOHWUKIB | KyNbTYPHUX iH-
CTUTYUi BU3HAIOTb Bifeoirpu He nuile
NpoayKTOM LndpoBoOT iHAYCTpIl, a 1 NoB-
HOUiHHOI hopMoto  aygioBisyanbHOro
MucTeuTBa. Takui nigxip o6rpyHToOBY-
€TbCA He TiNbKW CKJIAAQHOK CTPYKTY-
poto irpoBUX CBITIB Ta ecTeTUYyHUM bBa-
raTcTBOM Bi3yaJlbHOro 0(OOPMJIEHHS,
a il TUM, LLLO CYYacCHi irpy 0eMOHCTPYHOTb
3[aTHICTb BUKJIMKATX €MOLIiHWI BiAryK,
dopMyBaTH iAEHTUYHICTL KOpUCTyBaya
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Ta posnoBigaTu icTopii, nofibHoO [0 KiHO
un nitepaTtypu. Ak 3ayBaxye A. Xanno
(2021, ¢.29) B po6oTi «O6'eKT AOCHIAXKEH-
HS: Bigeoirpu». «3 MAMHOM Yacy Mexi
MiXX MUCTELITBOM i BigeoirpamMu ctaBasnu
nenani 6inbw po3MUTUMK, | B 6araTbox
KpaiHax OCTaHHI BXe 3aXMLLEHO TUMM
caMMMM 3aKOHaMM NPo aBTOPCHKi MpaBa,
L0 1 KIHOMUCTELTBO, MY3KKY Ta NiTepa-
Typy». H. Boyman (Bowman, 2019, p.144)
y poboTi «Bigeoirpu ik BUMOINMBI Tex-
Hosorii» 3a3Hayae, WO MPOCTEXYETbCSA
3aKOHOMIpHICTb B €BOJIOLLIT HOBUX Mefia,
KOJIM BOHU CMoYaTKy po3BMUBalOTb HasiB-
Hi dopmu, a 3rogoM HabyBatoTb siKic-
HO HOBMX puC. K MpUKnag HaBOAUTHCS
LWNsSX po3BUTKY KiHeMaTorpadpa, SKum
NPOWMLIOB BiJ MNPOCTUX [HOEMOHCTpaLin
pyxoMux 306paxeHb A0 CKIagHOro Muc-
TeuTBa 3 BUKOPUCTAHHAM MOHTaxy, L0
MOXe CNyryBaTW aHanoriero ans posy-
MiHHS eBOOLLiT Bifeoirop.

CyuyacHi gocnigHuku, 3okpema x. Pob-
coH Ta A. MeckiH (Robson and Maskin,
2019, p.975) y poboTi «Bigeoirpn Ta
dinbMu», 3BEPTAlOTb YBaAry Ha YNCIIEHHI
napaneni mix cinbmamMu Ta Bigeoirpa-
MU, WO NPOSIBASAIOTLCA Ha PiBHI Bidyasb-
HOT MOBM, OMOBIOHUX TEXHIK | TEXHIYHOIO
BUKOHaHHSA. [TpoTe BOHM MigKpecnoTh
i CyTTeBi BIiAMIHHOCTI, 30Kpema iHTe-
pPaKTUBHICTb, fIka € BU3HA4albHOK pu-
COO Bifeoirop i cynepeynTb TUMOBUM
ocobnmeocTaM dinbMy. Y npaui «Bnnuvs
KOJIbOPY Ha rMafaubkKy ayauTopito iHTe-
pakTuBHOro TenebayeHHs» O. be3apyuko
Ta A.-H. MaHnynsak (2019, ¢.209) 3asHa-
YalTb, WO «3aBAAKW iHTEPAKTUBHOCTI
CYTTEBO MOCWUAUIAcs poJib BEAYYOro siK
rocnofaps nporpamu, rnsgaubka ay-
OUTOpIA 3 MacuBHMX crocTepiradyis ne-
peTBOpUNiac Ha aKTUBHUX YYaCHWUKIB,
a iHKonM i cniBBeAyYMX, YHACAIAOK YOro
nporpamMHe yTBOPEHHSI Habyno eHepriii-
HOCTi, OMHaMIYHOCTI Ta €eMOL,iNHOCTI».

3anopoxyeHKo, B., beaHOB, .
Bifeoirpu gk HOBUM ayaioBI3YansHUA MUCTELIBKUA XXaHp
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LLs TpaHcdopmalisi nacuBHOT ayguTopii
B aKTMBHY € KJIHOYOBOK XapaKTepucTu-
KO | Onsl pO3yMiHHSI Bifeoirop sik Ho-
BOro BMAYy MucTeuTBa. Ha BigMiHy Bif
TpaguuinHmx opM MUCTELITBA, TaKUX SIK
KiHO uM niTepaTypa, Bigeoirpn 3a CBOEHD
CYTTIO € iHTepakTuBHUMU. [paBelb He
MPOCTO CcrnocTepirae 3a poO3ropTaHHAM
nofin, a 6eanocepefHbO BJIMBAE Ha HUX,
YXBaJIlOE pillleHHsl, BUKOHYE [il Ta cTae
aKTUBHUM YYaCHUKOM i CMiBTBOPLEM
irpoBoro pgoceifgy. CaMe Usi iHTepaKTUB-
HiCTb Hajae eHeprii, AUHaMiI3My Ta eMo-
LiHoi 3anydeHocTi (bespyuko Ta lNobe-
paino, 2025).

OpHi€ro 3 KNFOYOBUX XapaKTEPUCTHK, L0
36nMXye Bifeoirpy 3 ycTaseHMMuU Muc-
TeubkuMKU popmMamu, € TXHA HapaTuB-
Ha cuna. 3. I0preHcoH (Jurgensen, 2018)
y poboTi «LliHytouun Bigeoirpu» 3a3Hauvae,
wo 6araTo Bigeoirop MaroTb 3HAYHUI Ha-
paTUBHWUIN KOMMOHEHT, 3aHYPIOHOUM IpaB-
LiB y po3noBigb NofibHo Ao Toro, siK Le
pobnATe poMaHuW, TeaTpasnbHi M'ecu Ta
eniyHi noemu. Irpy He nuLle nNparHyTb [0
npaBponogibHocTi, ane W NoginaTb Te-
MaTUKy Ta eKCNpecuBHi Ui 3 icTopieto
3axigHoi niTepatypu Ta TeaTpy. Hapa-
TUBHI Bifeoirpuy, Sk i niTepaTypHi TBOpY,
3[aTHi MopywyBaTuM BaX/uBi couiono-
TiYHi, iJe0NorivyHi Ta MONITUYHI MUTaHHA.
Ak npuknag, wyTtep Bif neplioi ocobm
«BioShock» (2007) posrnsaae KoHLUenLjo
aHTUYTOMIYHOrO CYCMiNIbCTBA, WO [PyH-
TYeTbCS Ha 06'eKTMBICTCbKIN Mopari, Bi-
[obpaxeHi y poMaHi AiH PeHp, «ATnaHT
posnpasue riedi» (1957). CioxeTHa niHis
«BioShock» po3ropTaeTbcs HaBKOJIO TeM,
AKI LUIMPOKO 0BroBOPHOIOTLCS B Pi3HUX BU-
Jax mucTeuTsa. lNonpu Te, WO rpa He 3a-
JyMyBarnacs sik pOMaH, CrifibHi HapaTUBHI
MOTMBU MPOCTEXYIOTbCA B 060X TBOpax
(Jurgensen, 2018).

Posrnspatoun Bifeoirpy B KOHTEKCTI
iHWKMX aypnioBisyaslbHUX MUCTELTB, 30-
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Kpema aHiMaLlil, KOpUCHO 3BEPHYTUCS [0
eTumororii camoro TepmiHa. K. Crena-
HeHKo Ta M. JiamiHa (2024, c.264) HaBo-
OATb Take BM3Ha4yeHHs: «TepMiH "aHima-
Lia" 6epe cBil NOYaTOK Bif JTATUHCHKOIO
cnoBa “"anima”, wo o3Havae “gywa" abo
“nyx". AHIMaLif BOMXAE XUTTSA B CTATUYHI
306paxKeHHs!, HAaMOBHIOKUM X XUTTEBOHD
cuno Ta iHauBigyanbHicTio. Lle mucTe-
UTBO 3MyLUYyBaTU MEPCOHaXxiB BUCTPUOBY-
BaTU 3i CTOPIHKYM, TaHLIOBATK Ha eKpaHi
abo oxuBatM B bygb-sikoMy obBpaHoMy
cepefoBulLi». BaximMBo 3asHauuTy, WO
aHiMalisi He Nulle MOYMHAE BUKOPUCTO-
BYBaTUCA Y [LOKYMEHTaNbHOMY KiHO (Bez-
ruchko and Sukhin, 2023), a i € Baromum
CKJlagHUKoM 6GaraTbox Bifeoirop, Haga-
touM pyxy nepcoHaxam, o6'ekTam i Bip-
TyaslbHUM cBiTaM. lNpoTe, Ha BigMiHy Bif
TpagMuUinHOT aHiMaL,ii, oe pyx € 3asgane-
riob BUSHAYEHUM, Y Bifeoirpax «gyLwia» Ta
©KWUTTS» BIpTyaslbHOrO MPOCTOPY 3Hau-
HOL Mipolo 3anexaTtb Bif Liv i pilleHb
rpaBus. MogibHo [0 aHiMauil, ika o0XKB-
nsie HepyxoMmi o6pasy, Bifeoirpu «Bgmxa-
FOTb» IHTEPAKTUBHY «AyLly» Y BipTyasbHi
CBiTU Ta mepcoHaxiB. [paBeub He € na-
CUBHVM CMOCTepirayem, a CTae akTMBHO
CUJIOKO, WO BM3Hayae pyx, il Ta HaBiTb
PO3BUTOK iCTOpIT B MeXax irpoBoro cepe-
JoBuwa. Came US 3[0aTHICTb «OXMBIIO-
BaTU» BIpTyanbHWUIA MPOCTIp Yepes iHTe-
pakTUBHY B3aEMOLi0, BUKOPUCTOBYOUU
aHiMaLiNHi TEXHIKW B HOBOMY, KepoBaHoO-
My rpaBueM doopMaTi, € OHIEI0 3 KIHOYO-
BUX PUC, LLLO [A€ 3MOry po3rNiafaTy Bifeo-
irpu SIK yHikanbHy Ta guHamiuyHy doopmy
CY4acHOro MMCTeLTBa.

My3suka Ta 3BYK € OyHAaMeHTaNnbHUMU
enemMeHTamu, Wwo dopMyOTb EMOLLINHNI
naHawadT i piBeHb 3aHYpeHHs y Bifeo-
irpax. Poarnspgatoum BaXnMBICTb aymio
y Bifeoirpax, BapTo HaBeCcTW MpuKag
3 po6oTtu [. MNbepamaHa (Peerdeman,
2010) «3BYK i My3suka B irpax». ABTOp

Zaporozhchenko, V., Biednov, |.
Video Games as a New Audiovisual Artistic Genre
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3a3Havae, WO ayfio 3apekoMeHyBano
cebe AK 3HAYHWI YMHHUK Y MnepeBarax
crnoxuBayiB nig 4ac Bubopy npoaykTy
Ta pO3rNsfaeTbCs AK OOUH 3 HaWBaXn-
BilLMX eneMeHTIB irop. 3aebinblioro Le
3YMOBJIEHO CTyneHeM po3noBigi. Kpim
LibOro, 3BYK € CEHCOPHVUM CTUMYJIOM LISl
CBif,OMOCTI rpaBusi i HaBiTb A4 NiACBI-
JOMOCTI, BM/JIMBaKOUM Ha PO3YMOBI Mpo-
Lecu HernomiTHO ansa rpaBus. € 6e3niy
MOXJIMBOCTEN [N 3BYKOBUX edekTiB
BMJMBATU Ha [OCBIA rpaBLa Mif Yac rpu.
fIK sickpaBWI MpUKNag rpu, WO aKTUB-
HO BMWKOPMUCTOBYE TaKi edekTu, aBTo-
pn HaBogATb cepito «Metal Gear Solid»
(1998) rerimpauszaiiHepa Xigeo Kopasimu.
MioKpecntoeTbes, WO Mig3arosoBoK ce-
pil «TAKTUYHMI LUNUFYHCbKUI BONOBUK»
BKAa3ye Ha MOELHAHHS NMPUXOBAHOro rne-
pecyBaHHsl 3 iHTEHCMBHUMU BGoMoOBUMMU
efnemMeHTaMu. 3a c/loBamMu TBOPLS, AOro
MeToto Oyno [OCATHYTW Yy rpi ronniByg-
CbKOro piBHS 3BYKY Ta BidyasbHUX echek-
TiB, Wo6 rpa crnpuinmanacs sik 60MOBUK.
Y pesynbraTi cepifa «Metal Gear Solid»
XapakTepusyeTbCsl SIK eriyHa, nmoxmypa
Ta aTMocdpepHa rpa, fika cTtana B3ipuem
iHTEepPaKTUBHOIO PO3MOBifaHHA icTopiN
B irpoBint iHaycTpii (Peerdman, 2010, p.2).

Came Taki BisioHepu, sk Xigpeo Kopsi-
Ma, Yusi TBOPYICTb MparHe [0 NoeAHaHHS
iHTEpPaKTMBHOIO iIrpoOBOro MpoLecy 3 Bu-
COKMM PpIiBHEM XY[OXHbOI BUPa3HOCTI,
NigKPEecnioTb aBTOPCbKY POJib FelMm-
Iv3aiiHepa, sika 3a CBOEK CKJIAQHICTHO
Ta BMJIMBOM 4YacTo MOPIBHIOETLCS 3 POJI-
N0 pexucepa y kiHemaTorpadi. MNogibHo
[lO TOro, SIK pexucep € pyLifHOW CUIOHD
dinbMy, BignoBiganbHMUM 3a BTifleH-
HSi CLieHapito Ha ekpaHi, reMaunsanHep
€ apXiTeKTOpPOM irpoBOro A0CBify, AKUN
opMye iHTEpPaKTMBHY MOAOPOX rpaB-
usa. KntoyoBa BigMiHHICTb nonsirae y pie-
Hi KOHTPOJILO Hapg [OCBIAOM ayauTopil.
Pexucep KiHO Mae 3HayHO 6ifbLUKKA
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KOHTPOJIb Hag TWUM, Wo 6auntb i Bif-
YyyBae rnagay y KOXHWA MOMEHT yacy.
leiMansanHep, HaBnaky, NocTynaeTbes
YaCTUHOI LIbOr0 KOHTPOJIO TpaBLEB,
HagarouM Momy cBobody [[OCHIOXKEH-
HSl, eKCTMIepPUMEHTYBaHHS Ta YXBasleHHS
pileHb. YcniwHWiA redMausanHep He
NpocTO PO3MoBifae iCTOpPito, a CTBOPHOE
3axoniiMBe IHTEPaKTUBHe CepenoBU-
e, sIKe CMOHYKae rpaBus 0O aKTUBHOT
yyacTi Ta copMye YHiKasbHi 0cobucTi
rnepexuBaHHs. HaykoBeub i reimmusa-
nHep . Lenn (Schell, 2014) cTtBepaxye,
Wo, AK i B 6yab-AKiN iHWIA [isSNbHOCTI,
Iv3aiiHepy irop CTBOPOOTL CBOI TBOPU
3apagu Toro ocobnnBoro [ocBifgy, SKNUM
BOHW 3[aTHi BUKJIMKaTK. BiH Haronowye,
LLLO HasIBHI NEBHi eMoLii, Taki K MoYyTTA
Bubopy, csoboau, BignoBifanbHOCTI, fO-
CArHeHHs Ta 6araTo iHWMX, AKi, Ha horo
OYMKY, YHiKasbHO MpuUTaMaHHi irpoBUM
nepexuBaHHAM. CaMe TOMY, NiLCYMOBYE
aBTOp, QU3alHepu [OnarTb YCi cknag-
How,i npouecy po3pobku, wob cTBOpU-
TV OOCBIif, KU HEMOXIMBO OTPUMATK
6yab-SKUM iHLLMM COco6oM.

B6upatoun B cebe pucu Pi3HUX BU-
[iB MUCTeLTBa, Bifgeoirpu noctarTb K
XapakTepHUii  MPOsIB  MOCTMOJLEpHi3-
My, SIKOMY MpUTaMaHHi EeKNEeKTUYHICTb,
bparMeHTapHicTb, iHTepTeKcTyasb-
HICTb | CTMpaHHA MEeX MiX «BUCOKOH»
Ta «MacoBOK» KyJbTypol. Y Mexax
irpOBMX CBITIB MOCTMOJEPHI3M BUSIB-
NAETHCS He nuLle y 3MiIcTi, a 'y popmi:
Bifleorpa CUHTE3ye KOMIMOHEHTU 3 pis-
HUX XYOOXHIX OUCUMNAIH — niTepaTypwu,
MY3UKW, apXiTeKTypu Ta KiHO — W nepe-
TBOPIOE 1X Yy HOBY iHTEPaKTUBHY ecTe-
TuKy. H. MapeHuny (2013, ¢.17) y pobori
«Bigeoirpm — MUCTeLTBO Ha CTUKY MOCT-
MOZEPHIZMY Ta MOCTMNOCTMOLEPHI3MY»
3a3Havae: «BipTyanictuka, ctaroum ynio-
6NeHNM IHCTPYMEHTOM MOCTNOCTMOLEep-
Hi3My, BifKpUBA€E 3HAYHUN MNACT XYL0X-
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Hix Npo6sieM i NocTynoBo popMye HOBUMI
TUN ecTeTUyHoro 6GaveHHs». L. YxaH
(2023, ¢.73) y pobGoTi «Bnnve kuTaii-
cbkux cinbMiB npo 6onoBi MUCTeLTBa
Ha TemaTuky, obpasHicTb i gpamaTyp-
rito Bigeoirop» Haronowye: «OcKinbKu
npotsiroMm 1970-x pp. 3aBASKKW TBOPUIN
nisnbHocTi bptoca Jli, [xeki YaHa Ta iH-
LUMX FOHKOH3bKWUX aKTOPIB i pexucepis
XaHp ycsl (MpUHaMHI y [BOX CBOIX pis-
HOBMIAX — KOCTHOMOBAHMI iCTOPUYHMIA
dinbM i couianbHUt 60MOBUK KyHr-cby)
CTae LIMPOKO BiAOMWM 3axigHOMy rnsi-
Jayesi, Bifeoirpu noymHaoTb 3anosu-
yyBaTW BCi MOXJIMBI ONsi peanisauii Ha-
MpaLoBaHHS LbOro KiHOXaHpy». Takui
MiXMeniMHUA XxapakTep 0co6nnBoO BU-
pa3Hui y NpoEKTax Ha KWTant «Journey»
(2012), ne rpaBelUb NepexXvBae irpoOBUNA
npouec siKk My3WYHO-Bi3yaslbHy MeTa-
cdopy maHapisku, abo «Okami» (2006),
WO IMiTYe TpaguLiIAHUIA ANOHCBKUIA XK-
BOMUC Y CTUJIi «cyMi-e» (Z#z). Y rpi «The
Last of Us» (2013) iHTerpytoTbCsi KiHe-
MaTorpacpiyHa gpamaTypris, akTopcbka
rpa i MoHTax, Togi sik «Metal Gear Solid»
pYWHYe TpaguuiiiHi CTPYKTYpW, MOELHY-
FOUM LUMUIYHCBKUI TpUnep, coLiasibHui
KOMeHTap i MeTairpoBi 3acobu, 3okpemMa
npsiMe 3BEPHEHHSI [0 FpaBLs Ta IPOHIUHY
pednekcito Hag, NPUPOLOH Bifeorpu.
CyuyacHi Bigeoirpy sBnatTb coboto
CKNnagHi NporpamMHi KOMMIEKCH, LLLO iHTe-
rPyOTb He nulle eneMeHTU MUCTELTBA,
Taki sk KiHemaTtorpadpiyHi HapaTuewm, fi-
TepaTypHi TPonu Ta My3u4YHi KOMMO3WLT,
ane " nepefoBi [OCATHEHHSI KOMM'lOTEp-
HMX Hayk, 30Kpema Yy ccpepax komn'to-
TepHoT rpadoiky, NPOCTOPOBOro ayhio Ta
LUTYYHOrO iHTeneKkTy. Ller cumbioTuyHMm
3B'A130K MiX KpeaTMBHO iHOYCTpieto Ta
TEXHOJOTIYHUM CEKTOPOM € MPOLLECOM
B3aeMHoro 36arayeHHs. Y npadui «Bigeo-
irpn ik dOeHOMEH Cy4YacHOl KynbTypu»
I. Cknba (2020, c.164) 3asHayvae: «Ymo-
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CKOHaJeHHs | pO3BUTOK Bifeoirop TiCHO
NnoB'si3aHi 3 PO3BUTKOM KOMM'KOTEPHUX
TexHosorin. Tak, [esiki KOMMIeKTYyroui
KOMMN'tOTepiB  po3pobnsitoTbes  cheLi-
anbHo gns irop. Takox cami Bifeoirpu
BPaxoBYKTb YCi OCTaHHi MOXJIMBOCTI
KOMM'OTEPHOT TEXHIKKU, ynputyn Habnu-
XYHUUCb [0 peanbHOCTi 306paxeHHs Ta
3BYKY, a BeJiMKa KiJlbKiCTb XaHpiB Bifeo-
irop 3abesneyye pPisHOMAaHITHICTb iHTe-
peciB rpaBuiB». bifbLl Hix 3a nNiBCTONIT-
Hil MPOMIXOK CBOIO iCHYBaHHS Bifeoirpu
3MOIIM 3aHATU 3HaYyHe MicLe B CTPYK-
Typi cy4acHOi MacoBoOl KynbTypu i no-
UYMHaKTh BU3HABaTUCA Y CBITI K OJWH
i3 BUiIB Cy4aCcHOro MucTeLTBa.

Y no6y uncpoBoT KynbTypu Bigeoirpu
NnepeTBOPUIINCA Ha CBOEPILHY CUHTe-
TUYHY OPMY MUCTELTBA, WO MOEOHYE
AK TpaauuinHi enemeHTn (croxeT, nep-
COHaxi, aypmioBisyanbHi o006pasu), TakK
i HOBI, BNACTMBI JNULIE iHTEPAKTUBHUM
Mefia — HeniHiNHiCTb, BapiaTUBHICTb,
B3aeMofia 3 rpaBuem. Lle Bxe He npo-
CTO TeXHOJIoriYyHa po3Bara, a cnocié Bu-
paXeHHs1 eMoLil, igen i couioKynbTyp-
HUx pedcbnekcin. Ak 3asHavae |. borycT
(Bogost, 2015, p.9) y poboTi «Hk roso-
puUTK Npo Bigeoirpu», Bigeoirpn — e He
NpocTO po3Bara: BOHW MatoTb MMOLWNNA
KYNbTYPHWIA | eMOLiHWiA BUMIp. IXHi
nepcoHaxi Ta CHOXETHI JiHil 3gaTHI BuU-
KNMKaTu emnartito, nofibHy [o Tiel, wo
BMHUMKAE NifJi Yac YATaHHS pOMaHy uu ne-
pernagy dinbmy. KpiMm Toro, yHikanbHui
Bi3yaslbHUI Ta eCTETUYHUIA OM3aliH irop
CTBOptoe BaraTorpaHHi 30poBi, TaKTUJb-
Hi M eMoUiMHI BiguyTTA. ABTOp nigKpec-
JIIO€, WO Bifeoirpu cnig posrnagatu sk
NOBHOLiHHY chopMy MuUcTeLTBa. BOHM He
nvLe po3BaxaroTb, @ M 3[aTHI BUKJIMKA-
TV rMMOOKiI eMOLiNHI NepeXuBaHHS, CTU-
MyntoBaTM emnaTito Ta 3abesnevyBaTy
€CTeTUYHUI O0CBIf, AK i iHLWi BUOU MUC-
TeutBa (Bogost, 2015, p.9).
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BucHoBKM

OTxe, Bigeoirpu p[ouinbHO posrnsga-
TW AIK cydyacHy copMy aygioBisyanbHo-
ro mwucteurtBa. [lpoaHanisyBaBlUM PO3-
BWTOK, HapaTWBHIi cTparTerii, Bi3yasbHy
MOBY, pexucepcbki 3acobu Ta B3aEMOLit0
3 rpaBLeM, MOXEMO [LiNTU BUCHOBKY, L0
Bifeoirpy OaBHO nepectann 6yTu cyTo
posBaroto. CyyacHi NpoeKTH Bce yacTille
NnoegHytTb KiHeMaTorpadpiuHi  3acobwu
BMPA3HOCTI, CKNafHi CLieHapHi CTPYKTYpH,
€MOLINHO HacuyeHi 06pa3un Ta iHHoBaLiN-
Hi TEXHONOT T, CTBOPOKOYM LiifliCHI, FNOOKI
1 Bi3yanbHO pastoui CBITW.

AK i KiHO, Bigeorpa dopmye y rpaBus
€MOLINHMI [0CBifg, KOMYHIKYe yepes ay-
JioBisyasibHi KoguM Ta 3paTHa nepepa-
BaTW igel, ceBiTOrnsAg i XynoxHe GayeH-
Hs aBTopiB. BogHouac i iHTepakTMBHa
npupofa BigKPUBa€E HOBI FOPU3OHTU Os
MUCTELbKOro BUC/OBIIOBaHHS, a rpaBeLlb
CTae criBy4aCHWKOM TBOPEHHS CEHCY.

CMUCOK bIBJ1IOrPA®IYHUX MOCUJIAHDb

2026-9(1) - c.163-172

CaMe iHTepaKTUBHICTb $IK KJO4YoBa
puca Bifeoirop 3MiHIOE CYyTb ecTeTuUy-
HOro [OCBify, MepeTBOPIOYM MOro Ha
OVHaMIYHWIA NpoLec, WO po3ropTaeTbCs
MiX rpaBLeM, cepefoBULLEM rpu Ta i Ha-
paTMBHOI CTPYKTYporo. Mexi Mix aBToO-
poM i ayguTopiero po3MUBAlOTLCS, a Xy-
JOXHIA aKT nocTtae K KonabopaTuBHe
ABMLLE, B AKOMY 3Ha4yeHHs hopMyeTbCs
B MOMEHTI Al

Tak, Bifeoirpu — Lie He MPOCTO MPOAYKT
TEXHOJIOTYHOro Mporpecy 4v MacoBol
KynbTypu. Lle HOBITHS, ribpuaHa cdopma
aynioBi3yanbHOro MUCTELTBA, fIKa MoeS-
HYe pexwucypy, BisyaslbHy KOMMO3WULitO,
MY3WKKY, CLEeHapHe MWCTELTBO, aKTop-
CbKy Tpy i, FONOBHe, iHTePaKTUBHICTb.
Y cyyacHOMy KynbTypHOMY naHpwadTi
Bifleoirpy nocifatoTb Baxamee Micle siK
IHCTPYMEHT Xy[0XHbOro BUCJIOBJIOBaH-
HSl, WO He MOCTYynaeTbCcA TPaAuLUiiHUM
MUCTELbKMM Mefjia.
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Abstract

The purpose of this research is to conceptualise video games as a fully-fledged form within the context of
modern audiovisual art, in particular through the analysis of their aesthetic, narrative and interactive nature;
to study features of the artistic expressiveness of video games; to analyse the specifics of video game
aesthetics as a distinct type of audiovisual art within the context of modern digital culture. The research
methodology is based on the application of the following methods: theoretical — analysis of scientific works
devoted to the aesthetics of digital art and audiovisual nature of video games; comparative analysis —
comparison of traditional forms of audiovisual art with video games; comparative (comparative-estimative)
analysis — aimed at evaluating the artistic integrity and expressive power of video games as a form of art.
Scientific novelty. For the first time, this article substantiates that video games, as a form of audiovisual
art, have a significant influence on the transformation of aesthetic standards in digital culture, combining
elements of interactivity, visual style, narrative structure, music and sound. It is proven that the aesthetics
of video games not only imitates cinematic and artistic traditions, but also forms new means of aesthetic
expression inherent specifically to interactive media. Attention is primaraly focused on the role of video
games in shaping new cultural meanings and new ways of perceiving space, time and characters, which
necessitates a reconsideration of traditional approaches to the analysis of audiovisual art. Conclusions. As
a result of this conducted research, the importance of understanding video games as a fully-fledged form
of audiovisual art that combines aesthetic, narrative and interactive components is emphasised. Video
games form a new paradigm of artistic communication in which the player acts as an active co-creator of
the aesthetic experience. Such an interaction not only enriches artistic expressiveness, but also expands
the boundaries of the perception of art in the digital era. Video games should be viewed as an independent
cultural and artistic phenomenon capable of generating new meanings and aesthetic practices within the
framework of audiovisual art.

Keywords: video games; interactivity; game design; game designer; postmodernism; animation; computer
technologies
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AHoTauia

MeTa cTaTTi — npoaHaniayBaTu Cy4acHi TeHAeHLil Ta TeXHIYHi MOXINBOCTI
pobOTU30BaHMX CUCTEM KOHTPOJNIKO pPyXy Kamepu Yy KiHOBUPOOHULTBI,
BW3HAUYMUTK X BMAMB Ha Mpouec KiHO3WOMKM, OKPEC/IUTW MepcrnekTMBM
BMPOBaf)XEHHA LMX TEeXHOJOTiN Yy MPaKTUKY CyyacHoro KiHemartorpada.
MeToponorin  fOCRNIf)KEHHA1 T'PYHTYETbCS Ha BUKOPUCTaHHI  TaKuX
MeTOfiB: TEOPETUYHOro — [AJI aHanidy NiTepaTypHUX OXepen i TexXHiYHol
[OKyMeHTauil wono poboTM30BaHUX CUCTEM KepyBaHHSi PyXOM KaMepw;
peTpocrneKTUBHOrO — [Ons1 LOCAIAXEHHS eBOJIoLil TexHiuyHMX 3acobiB (Big
MeXaHi4HMX pilleHb [0 BUCOKOTEXHOJNOFIYHMX LUEDPOBUX CUCTEM); KOHTEHT-
aHanisy — [Ona ysarafbHeHHs BWUCJIOBMOBaHb MPaKTUKIB i cneuianicTiB
y cdepi KiHOBUPOOHMLTBA LWOA0 BUKOPUCTAHHA TEXHOJIOTIN Yy MPOBIgHUX
KiHonpoekTax. HaykoBa HoBu3Ha. Brepwe B yKpaiHCbKOMOBHOMY
cepefoBULLi KOMMIEKCHO PO3IJIAIHYTO MexXxaHi3M KOHTPOJIHO PyXy KiHOKaMepu:
il icTopito, cyyacHe 3aCTOCYBaHHSA Ta KOHKPETHI NpUKaaM CUCTEM KOMMaHii
MRMC. JocnigxeHo BAANB TeXHOJOriIN motion control Ha ecTeTUYHI acnekTH
KIHOMOBM Ta Ha 3MiHy NpodeciiHOI poni onepaTopa, AKUM HUHI MOCTAaE He nnLle
BWKOHaBLIEM XY[I0XHbOT Bi3il, a 1 NporpamicToM Ta iHXeHepoM 3 BidyaslbHOro
KOHCTpytoBaHHs kagpy. OcobnuBy yBary npugineHo B3aeMofii 3HIManbHOT
rpynu 3 cucTeMamu KOHTPOJIHO PYXY Y Cy4aCHOMY KiHOBUPOOHULITBI. BUCHOBKM.
Y cTaTTi NnpoaHanisoBaHo 3[aTHICTb POBGOTU30BaHNX CUCTEM KOHTPOJSIIO PyXy
KaMmepu 3abeanedyyBaTu BUCOKY TOYHICTb, MOBTOPIOBAHICTb i CKNIaAHICTb
Kafpy B Cy4aCHOMY KiHOBMPOGHMLTBI. [locnifgXeHo, Lo iHTerpaulis Takux
MeTofiB nigBulLlye edeKTUBHICTb BUPOOHWULTBA, 3MEHLUYE WMOBIPHICTb
NIOACHKOro YNHHMKA Ta PO3LUUPIOE TBOPYI MOXJIMBOCTI ONepaTopCbKoi rpymnu.
Ha ocHOBI OTpMMaHUX AaHWX BW3HAYeHO 3MIHW Yy CTPYKTYpi 3HIManbHOro
npoLiecy Ta OKpecneHo NepcnekTUBKM po3BUTKY motion control y noegHaHHi
3 aBTOMaTU3aLi€to, LUTYYHUM IHTENIEKTOM i BIpTYanbHUMUW TEXHOMOTIAMU.
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dopmynioBaHHA npo6nemu

3 po3BUTKOM KiHemaTtorpadpa cnocre-
piraeTbcs NOCTilHe BAOCKOHaNeHHA 3a-
co6iB Bi3yaslbHOIrO BUpaXEHHS, 30KpeMa
3pOCTaHHSA AUHAMIYHOCTI W BUPA3HOCTI
pyxiB kamepu. FKLLO Ha paHHix eTanax
306paxeHHs1 dhikcyBanoca 3aebinbLo-
ro CTaTUYHO Ha 3arajibHOMy MJaHi, TO
y XXI cT. 3MiHa TpaekTopii kaMepu ak-
TVMBHO BUKOPUCTOBYETHLCH SIK BaXJIMBUM
IHCTPYMEHT eMOLiIMHOro Ta CMUCII0BOro
nigcuneHHs cuexnu. O6'eKTUMB MepecTaB
OyTW nuwe cnocTepirayem, BiH CTaB
yYaCHUKOM [pamartyprii, 3gaTHUM ne-
pefaBaTy BHYTPILWHIA cTaH NepcoHaxiB
i HacTpi nofin. 3HayHy posib Y LbOMY
npoueci Bigirpans TexHiYHi iHHOBAUT,
30KpemMa BUMKOPUCTaHHS [OJi, onepaTop-
CbKWX KpaHiB, cTefikaMiB TOLO.

Mojanbwmin po3BUTOK LMPOBUX Tex-
HOJOTiN, 30KpeMa KOMM'FoTepHOI rpadiku
Ta BIpTyanbHOro npoJakiluHy, 3yMOBUB
nosiBy HOBMUX BUMOT [0 OpraHisaLwii KiHo-
31MOMKM, cepef fIKMX — 3abesneyeHHs
BMCOKOTOYHOI, KOHTpONbOoBaHOI Ta 6a-
raTtopasoBO BiATBOPIOBAHOI TpaeKTopil
pyxy kamepu. Lle cTano Heo6xigHOK yMo-
BOK [/151 KOPEKTHOrO MOELHAHHSA XUBOIro
300paxeHHs1 3 BipTyalbHUMU efleMeHTa-
mMu. Came ToMy gepani 6inbwioro nowm-
peHHs Habynn poboTu3oBaHi cucTeMu
KOHTpOMo pyxy kamepu (motion control
systems), siki 3a6e3nevytoTb HEMMOBIPHY
TOYHICTb, WBMAKICTb | MOBTOPIOBAHICTb
CKNafgHUX KiHeMaTorpadiuyHuUx pyxiB.

Monpu oueBMAHI nepeBarv LMX CUC-
TeM, X BUKOPUCTAHHA CTaBWUTb HU3KY
HOBUX MWUTaHb, MOB'A3aHMX i3 TEXHOMO-
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riYHOK iHTerpauieto B 3HIManbHUI Mpo-
uec i BNJIMBOM Ha TBOPYICTb OmnepaTto-
pa. MoTpebye aHanisy TpaHcdopmauis
XapakTepy ornepaTopcbkoi po6otu (Bif
i3UYHOro BMKOHaAHHS pyxy [0 nporpa-
MYBaHHS afiropuTMy) Ta i BNJIMB Ha KOM-
MO3ULLIAHI PilUEHHS, PUTM MOHTaXY, rns-
JaubKe CMpUAHATTA. AKTyallbHUM TaKoX
€ NUTaHHSA 36epeXeHHs iHaMBIAYyanbHOro
CTWUNIO onepaTopa B YMOBax BUKOpWU-
CTaHHA aBTOMAaTM30BaHWUX TEXHOJIOTIN
i 3BMiHW MOro posi IK CUCTEMHOIO KOOpAK-
HaTopa. 3a3HayeHi acnekT¥ 3yMOBJIO-
I0Tb HEeOOXifHICTb KOMIMNEKCHOro aHa-
N3y He N1LLE TEXHIYHNX, a N eCTETUYHUX,
TBOPYMX | NpoddecinHMX XapaKTepucTuk
3acTocyBaHHsi motion control y cyuvac-
HOMY KiHOBMPOOHULITBI.

AHani3 ocTaHHiX gocnifXeHb
i ny6nikawin

MuTaHHA BNpoBafXeHHA poboToTex-
Hikn y cdpepi KiHO- i TeneBMpobHMLUTBA
PO3MASHYTO Y CMiSIbHOMY [O0CHIAXEHHI
C. Xapxapx Ta K. A6g Kapim (Hajjaj and
Karim, 2021), ge ocobnuey yBary npuii-
JIEBHO MOXJIMBOCTSIM 3aCTOCYBaHHS pPoO-
60TU30BaHOI Kamepu-goni 3 nNigTpPUM-
KO IHTEpHET-TEXHOJIOTIN.

MNMoTeHuian BuMKOpUCTaHHA Konabopa-
TUBHUX pob6OTIB Yy KiHemaTorpacpi Ta
X poNib Yy PO3LIMPEHHI TBOPYUX MOX-
JNIMBOCTEN | MigBULLEHHI edeKTUBHOCTI
3HiIManbHOro npolecy MpoaHanisoBa-
HO y npaui M. Mparati, M. maixep Ta
b. MyTny (Praveena, 2023).

MpaKTUYHI acneKkTN iIHTepaKTUBHOI none-
penHbOI Bidyanisauii ons cucteM KOHTpPO-

Honcharenko, M., Haman, |. Advanced Film Shooting Technologies:
Robotic Camera Motion Control Systems
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N0 pyXy B YMOBax BipTyaslbHOIO KiHOBU-
pobHuUTBa po3rnsHynm Y. BaH, LL. Yxao Ta
10. o (Wang, Zhao and Guo, 2017).

Ponb wTyyHoro iHTenekTy Ta aBTOMa-
TUYHOrO YMpaBfiHHA KaMepow Aafs no-
KpalleHHs KiHemaTorpacdiyHoi sKoCTi
306paxKeHHst po3kpuTo y poboTi M. [a-
xip, M. Anb-Xakim i X. Anbwagayai (Dhabhir,
AL-hakeem and Alshadoodee, 2022).

3HayeHHA cTabinisauilHUX CUCTEM
y doTokamepax, 30KpemMa TOYHOro ra-
CiHHs BiOpaui i MikpopyxiB, 0O6rpyH-
ToBaHO Yy cnifibHii cTatTi C. Heyaa Ta
T. XunbyeHko (2015).

TexHiuHe ocHalleHHs onepaTtopa (cTa-
6inisatopu, [MCTaHUiHI cUCTeMM Ke-
pyBaHHA Ta KPIMNeHHs) $IK UYMHHUK
hopMyBaHHS Xy[OXHbOro obpasy cxa-
pakTepusoBaHo y pocnigxeHHi O. bes-
pyuka Ta [. AnicpaHoBa (2024).

BnnMB cyyacHuWX TeXHOJOril, 30Kpe-
Ma BipTyasbHMX Aekopauiin, rpadiyHux
edeKTiB | CUCTEM KepyBaHHSI KaMepoto,
Ha pexwucepcbke GayeHHs npoaHanisosa-
Ho y npaui O. Benrep i M. Koubkoro (2023).

MigxogM [0 BigfaneHoOro KOHTPOJHO
KiHOKamepy, 30KpemMa cucteMu motion
control, ixHi TexHiyHi nepeBaru BUPOG-
HMUTBa KiHemaTorpadpiyHoi npopyKuii
Ta ocobnMBOCTI opraHisauii poboTu Ha
3HIManbHOMY MalOaHYuKy PO3risHYTO
y pocnigxeHHi K. lN'yseHka (2020).

Esontouito pyxy kamepu (Big Tpaau-
LivHOT onepaTopcbkoi poboTv [0 BU-
KOPUCTaHHA  KOMMN'tOTEpHMX, PpobBoTu-
30BaHMX CUCTEM, OPOHIB Ta Kamep Ha
LpoTax) npocTexeHo y poboTi K. Yewwepa
(Chesher, 2016).

E. Timnin Ta A. BiueHko (2024) Buokpe-
MWV TEXHOJIOTIYHMIA acnekT BUPOGHULTBA
LOKyMeHTaNbHOro Bifleo, 30cepemkeHni
Ha 3acTocyBaHHi cuctemM cTabinisauii Ta
aBTOMATUYHOIO (DOKYCYBaHHSI.

MeTa cTaTTi — pO3MNISHYTU aKTyasbHi
HanpsiMm poO3BUTKY Ta YHKLiOHANbHI
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XapaKTEPUCTUKM POBOTU30BAHUX CUCTEM
KOHTPOJIIO PyXy Kamepwu y KiHOBUPOOHM-
LTBI, 4OCNiANUTU MOXJIMBOCTI NOAasnbLUOro
BMKOPUCTaHHS LIMX TEXHOJIOri y cyvac-
HOMY KiHemaTorpadiyHoMy cepeLoBuLL;.

OCHOBHUIN MaTepian focCnig)KeHHs

ToYyHMM | ecTeTUYHMI pyX Kamepwu
€ OJIHI€I0 3 FOJIOBHUX HAaBMYOK ornepaTopa
B KiHO, afie BUKOHYBaTW TaKi nepeMilleH-
H$1 BPYYHY [y>Ke BaXKO, OCKiJIbKU 3aBXM
€ pusuk nomunku. E. TimniH Ta A. BiueH-
Ko (2024, ¢.333) y cTaTTi «TeXHOOTIYHNIA
acnekT BMPOOHULTBA AOKYMEHTaNbHOro
Bifleo: Bif nocTnpofakuii Ao cuctem cta-
6inisauii i aBToMaTUYHOro hoKyCcyBaHHS»
CTBEPOXYIOTb, WO «BiJeo3oMKa B AUHA-
MiLi 3aBxau 6yna cknagHUM 3aBOaHHAM
Ona KiHemaTtorpadicTiB».

3 MeTor MiHiMisalil Takux pusunkise
Yy KiHOBUPOOHUUTBI Movyanu posnoginsa-
TW 3aBAaHHS MiX NOAbMU Ta 3anyyaTu
LOMOMIXHI iHCTpYyMeHTW. OaunH CKNagHWUi
pyx Kamepu 3a3BuMYal MOELHYe Kinbka
NPOCTILUMX efleMEHTIB, i NiJ Yac 30MKM
X YacTo AeneryoTb pisHUM onepaTopam
abo TexHiYHUM npucTposaM. MalumHK, Ha
BiAMIiHY Bif Ntoaen, 3gatHi 6aratopasoBo
M OyXe TOYHO MepeMilllaTu HaBiTb Bax-
Ki npunagu. Lle i HasumBaeTbca motion
control — TexHosoris, ika fae 3Mory Tou-
HO KOHTpONOBATM Ta NOBTOpHOBATU Me-
peMilLeHHs1 3HIManbHOro anaparTa.

BMKOpUCTaHHA KOHTPONbOBAHOrO ne-
peMilleHHss Kamepu 6yno BunpobyBaHo
y KiHemaTtorpadi we B 1970-x pp., Konu
BMHUKNA noTpeba OoTpUMaTU HE3BUYHI
BisyanbHi edekTn. A. Xbocnb, M. Mep-
Banbg, . byproopd Ta iH. y cRinbHIN
cTatTi «Y Tebe € pyxu, y Hac € nepe-
MilLleHHsI — PpO3yMiHHA Ta po3pobka
KEepoBaHOro pyxy Kamepu Yy KiHema-
Torpadpi» CTBEPAXYHTb, WO MEPLLOHD
MacluTabHOK MOTOPM30BaHOK Ta Ke-

[OHYapeHKo, M., FamaH, |. HOBITHI TEXHONOTIT KIHO3MOMKM:
pPOOOTN30BaHI CUCTEMM KOHTPOSO PyXY Kamepw
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poBaHOK KOMMN'OTEPOM cUCTEMOLO Byna
Dykstraflex, aka BukopucToByBanacs
0N CTBOPEHHs1 cneuianbHux edekTiB
y cbinbMi «3opsHi BinHu: Enison IV: Hoea
Hagis» (1977 p., pex. Ox. Jlykac, onep.
I. Teinop) (2017, p. 2). 3a AONOMOroOHO
CeEMM MOTOPM3OBAHUX OCeil BOHa pfa-
Basla MOXJIMBICTb KaMepi MOBTOpPHOBa-
TW CKNlafHYy TPaeKTOpito CTiNIbkK pasis,
CKinbky noTpibHo. Lle mano 3mory one-
patopam cTygii Industrial Light & Magic
KOMOiHyBaTM [HeKinbka OKpeMo Bif-
3HATUX eIeMEHTIB — MOAeNi KOCMIYHUX
Kopabnis, oH, BUBYyxu — B oOMUH Kagp,
rapaHTyrouM, WO KOXeH aybnb Kamepwu
€ i[JeHTUYHUM.

Ha cainti AMepukaHCbKOI KiHoakaaemil
3a3HayYeHo, L0 PEeBOJMOLIMHICTL LbOro
nigxony 6yna Big3HavyeHa y 1978 p. npe-
Mieto «Ockap» B KaTeropii Bi3yanbHuUX
ecbekTiB, AKY oTpumaB [x. [ankctpa
(Fordham, 2023). Bigtogi TexHosoris
motion control cTana He3aMiHHO Yy BU-
po6HUUTBI haHTAaCTUYHUX Ta NpUron-
HULbKMUX CTPIYOK, Ae HeobxiaHO NoenHy-
BaTyW XMBY Lito 3 mogenamu um CGl.

OfHMM i3 Nepwmnx BUPOBHUKIB cepiHmX
po6oTn3oBaHMX cucTeM Ans KiHo Byna
O6puTaHcbka KomnaHis Mark Roberts
Motion Control (MRMC). BoHa po3potu-
na nereHpapHuii po6OTM30BaHMii KpaH
Milo, sikuin cTaB cnpaBXHiM MPOPUBOM
y ranysi. Milo — ue Benvka 6aratoocbo-
Ba CUCTEMa Ha perKoBii nnaTdopmi, sika
3aTHa 3 BUCOKOK TOYHICTHO MOBTOpIO-
BaTW CKMafHi TpaekTopii pyxy Kamepwu
(Robotface Put The Cinebot Mini To The
Test, 2024). 3a necATUNITTA ekcryaTauil
Milo 3apekomeHayBaB cebe siK yHiBep-
CanbHUIM IHCTPYMEHT A/isl irpoBOro KiHo,
peklaMHUX POSIMKIB Ta KAiMmiB — MOro
CcTabiNIbHICTb | TOYHICTb [aroTb 3MOry
MoefHyBaTU pearnbHi 3MOMKU 3 KOMM't0-
TepHoto rpacpikoto. Ha canti MRMC 3a-
3HayvaeTbcs, Wo Milo 3namaB cTepeo-
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TANU TPagULINHUX CUCTEM KepyBaHHS
pyxoM, MpefcTaBuBLUM HOBY MepenoBy
poboTOTEXHIKY, AIKa gana MOXJMBICTb
BUKOHYBaTM CKNagHilli, MNOBTOPHOBaHI
pyXu KamMepu 3 BULLOK TOYHICTHO, HiX
Oynb-konn padiwe (The Role of Motion
Control Technology, 2023). IHwWow Bi-
nomoto pospobkoro MRMC € Bolt High-
Speed Cinebot — wecTukoopaMHaTHMI
po6oT-MaHinynaTop, 3MOHTOBaHUM Ha
pyxomiit nnaTdopmi (Robotface Put The
Cinebot Mini To The Test, 2024). 3a pa-
HUMK BUPOBHUKa, Lisi TOYHa po6oTM30Ba-
Ha pyKa 3faTHa pyxaTucs 3i LWBUAKICTIO
0o 12 m/c, noegHytoun Ue 3i cnigkyBaH-
HAAM Ta ob6epTaHHAM Ha 180° 3a 1 cekyH-
ny. Bolt € HanwBuaLwoo y cBoEMY Knaci
KamMepor-poBoTOM, LLLO MOXE 3axOonJito-
BaTW PisKi M YiTKi cpparmMeHTu, ki He-
MOXJ/IMBO 3HSITU BPYYHY. 3aBASKU LUM
BnactTuBoctsiM Bolt cTaB He3aMiHHUM
ONnA 3A0MOK 3 BUCOKOK 4acTOTOK Ka-
npie. Ha canti MRMC 3a3HauyeHo, WO
B noepHaHHi 3 kamepoto Phantom VEO
4K, sika 3Himae B 1000 fps, MoxHa oOT-
pyUMaTU HEMMOBIPHI CMOBINIbHEHI CLiEHN
(Bolt Motion Control, n.d). Lie 3a6esne-
4yye CTBOPEHHSI YHiKallbHUX Bi3yaslbHUX
echbekTiB y AMHAMIYHMX paKypcax.
BnpoBamxeHHsi poBOTU30BaHMX CUC-
TEeM pyXy KaMepu MOMITHO BIJIMHYIO Ha
ecTeTuKy KiHemaTtorpada Ta poboTy da-
XiBUiB 3 Bigeosnomku. E. Timnin, M. [i-
neHko Ta B. CaBuwmH (Timlin, Didenko and
Savchin, 2022, p.221) y npaui «Ponb one-
paTtopa y 3WOMLi pekSlaMHUX POJIKiB»
3a3HayvaoTb: «He noTpi6bHO obMmexyBa-
TW pyXx KaMepu ofHieto Biccto. € 3mora
noegHyBaTh ix, WwWob pyxaTucs y LeKinb-
KOX BMMipax O[HOYACHO i CTBOPHOBATM
cKnagHi kagpu». 3 oaHoro 60Ky, TeXHo-
noris motion control poswwupuna Bupa-
XanbHi MOXIMBOCTI Bi3yanbHOI MOBU
KiHO. Kamepa, KepoBaHa KOMN'HOTEPOM,
3[aTHa pyxatuca abCconMTHO MJaBHO

Honcharenko, M., Haman, |. Advanced Film Shooting Technologies:
Robotic Camera Motion Control Systems
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3a CK/a[HOW TPAEKTOpieEr, 3aBMUPaTH
y Toyui 3 TOYHiCTHO A0 MiniMeTpa abo,
HaBMaKW, PO3raHATUCS 3 HeOOCSXHUM
paHiwe npuckopeHHsM. Lle pae 3mo-
ry cTBoptoBaTu chparMeHTH, siKi paHille
6yno HEMOXJIMBO peanisyBaTtu, 30KpemMa
CKNagHi pyxu npu Makpo3noMLi OfHUM
KagpoM, ifearbHO MOBTOPHOBaHI CTa-
TUYHI MnaHu onsa edekTy CTOM-pyxy uu
faraTolapoBi KOMMO3uLil 3 KJIOHYBaH-
HsAM o6'ekTa. K. Yewep (Chesher, 2016)
y cTatTi «PoboTn Ta pyxoma Kamepa
B KiHO, Ha TenebauyeHHi Ta B OHMaWH-
Mefia» CTBEPAXYE, LLO «CUCTEMMU KOHT-
poSI0 PyXy ... MPUBHOCATbL PiSHOMAHIT-
T HOBMX MOX/IMBOCTEN KiHeMaTorpa-
chicTam, [03BOSIAKOYM CTBOPIOBATH HOBI
chopMu CNpUHATTA Ta TUMNKU cy6'eKTUB-
HUX/06'EKTUBHUX PaKypCiB».

Motion control 3abeaneyye BMCOKOTOY-
HUWIA KOHTPOJb PYXy KaMepu y NpocTopi Ta
yaci, o po3LLMPIOE MOXJIMBOCTI KIHOMO-
BU. Tak, y MOBIbHUX OpaMaTUuYHUX CLie-
Hax ornepaTop MoXe 3afaBaTu Jiefb Mo-
MITHWI, ane MaTeMaTU4YHO BUBIPEHUI PyX
Kamepu Briepef, L0 Crpusie NigcBifoMo-
MY MOCWJIEHHIO Hampyru y rsigada. Hato-
MiCTb B eKLUH-CLieHax po6oTu3oBaHa Ka-
Mepa MOXe MUTTEBO 3MiHIOBaTH paKypcy,
CUHXPOHI3YyHoumMCh 3 BUBYXaMu Un pyxamu
aKTopiB, WO nigcuntoe edekT 3aHypeH-
Hs. O. BeHrep i M. Koubkuii (2023, c.84)
y cTaTTi «XyLOXHi Ta TexHiYyHi 3acobu
peanisauii pexucepcbkoro 3agymy B Cy-
YacHiii KiHoiHOyCTpil» 3a3HavatoTb: «Pe-
neBaHTHa OMNMCaHin BuLLe npobnemaTui
nymka (umuT. 3a B. diwepa, 2021) nonsirae
B TOMY, LLLO caMe iHHOBaL,iViHi TeXHIYHi 3a-
cobu Ta cneujianbHi edekTn HabyBarOTb
nepnani 6inblwoil 3HaYyLWOoCTi Y CTBOPEHHI
€KpaHHOro TBOPY, OCKiNbKM He 0BMexy-
OTb MOXJIMBOCTI pPexucepiB y BTiSIEHHI
3arafibHOro Xyf40XHbOro obpasy TBOpy».

3 iHworo 60Ky, NoBHa aBTOMaTU3aLis
PYXy Kamepu akTyanisye OMCKYCIT Ww,on0
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poni onepatopa Ta MeX TBopuYocTi. [e-
AKi MUTLI nobototoTbesl, WO HaaMipHa
3aNexHicTb Bif po60TM30BaHUX CUCTEM
MOXe 3pobuUTM 3006paxKkeHHs1 HaaTo nep-
deKLioHICTCbKUM | nepenbadyyBaHUM,
HIiBEJHOIOYM efleMeHT XUBOT IMMpoBi3aLil.
[HaKLe KaXyuu, AKLLO KOXEH pyX 3anpo-
rpaMoBaHUii, Yn He BTPaTUTb ornepaTop
BiUyTTA iHTYITUBHOrO putMy? Lle nu-
TaHHA 4acTo MnocTae nig 4yac o6ro,eo-
peHHss BanaHcy MiX TeXHIYHOK [O0CKO-
HanicTo Ta Xy[OXHbOK ekcnpecieto. [lo
npvknagy, y aianosi 4Box akTopis iHKOMN
KOpPUCHO, W06 Kamepa pearyBana «Xu-
BOO pyKOO» onepaTtopa Ha eMolil, a He
cnigyBana Hanepep 3afaHii TpaekTopii.
CaMe TOMy Ha MpakTuli HepigKo noen-
HytoTbCA 006MaBa MigXxoau: CKnagHi Tpro-
KOBi MOMEHTU BUKOHYOTb PO60TU30BaHI
cucteMn, a Ginbll iHTUMHI, Henepepba-
yyBaHi enisogu 3HiMalOTbCcs Tpaauuin-
HMM cnocoboMm, 3anuLiaroym NpocTip s
MaWcTepHOCTI KiHoonepaTtopa. Y LboMy
KOHTeKCTi Nnoka3oBoto € nosudis M. Mpa-
BiHa, b. KarinTai, M. Meiwep i B. MyTtny
(Praveena, 2023, p.1), BUKNageHa y cTaT-
Ti «JlOCnig)KeHHS BMKOPUCTAHHSA Kona-
6opaTuBHUX poboTiB y KiHeMaTorpadii»,
e aBTOpM HarosowyTb, WO poboTu-
30BaHi TeXHOJOTIT CNPUSIIOTb CTBOPEHHHO
HOBMX IHCTPYMEHTIB, 3[aTHMX MoKpa-
WMTM TBOPYMI Mpouec KiHemaTorpadii,
ofHaK X MPOEKTyBaHHS Ta po3pobka
MalTb 3[INCHIOBATUCA 3 YpaxyBaHHSM
KOHKpPEeTHUX BUMOT i npodoeciiHux nep-
crnekTuB chaxiBuiB ranysi.

BukopuctaHHss  TexHosorii  motion
control cyTTeBo TpaHcdopmye npouec
NiAroTOBKM OO 3MOMOK, 3YMOBJIOHOUM
HeoOXigHICTb nonepefHbOro MPOEKTY-
BaHHA Ta MNporpamyBaHHSl pyXxiB Kame-
pu. Lle o3Hauyae, Wo 3HiManbHa rpyna
Mae BUTpaTUTU Binblue Yacy Ha npenpo-
OaKWH Ta peneTuuii 3 TexHikoto. K. y-
3eHKko (2020, c.49) B HaykoBi npaui

[OHYapeHKo, M., FamaH, |. HOBITHI TEXHONOTIT KIHO3MOMKM:
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«TexHonoril gucTaHUiMHOrO Ta aBTOMa-
TM30BaHOrO KepyBaHHSA KiHOKaMepo»
MorofXyeTbCsl i3 Ljiet0 OYMKOK Ta 3a-
3Hayvae: «3anlyyeHHss CUCTEM KOHTPOJIHO
pyxy Lae 3MOry CyTTEBO 3MIHUTU XiJ
3HiIManbHOro npouecy, npote notpebye
0CcoBNMBOro MnaHyBaHHA L7 KOXHOro
kagpy». KoxeH pyx kamepu hakTUYHO
CTa€ YaCTUMHOK pPO3KaJpyBaHHS: WOro
NoTpibHO CNpPOEKTYyBaTKW, MPOTECTYBaTH
M 3a HeoOXiOHOCTI BigKopwUryBaTu Lue
[0 MOMEHTY, KOJIM aKTOpWu NpuUMayTh Ha
MangaHuvK. 3 ogHoro 60Ky, Le ycknag-
HIOE MNiArOTOBKY Ta 3MEHLUYye MOXIU-
BiCTb CMOHTaAHHUX pilleHb Mifg Yac 3MoM-
KM, @ 3 IHWOro — peTesibHe MnaHyBaHHS
BUHAropoaXxyeTbcsi cTabiflbHicTIO  pe-
3ynbTaTy: pexucep TOYHO 3HAE, SAKUWA
KaZp BiH oTpMMae, i Moxe KoOMBiHyBaTH
Moro 3 iHWKUMKU enemeHTamn (rpadpikoto,
ny6namu). Tak, posib oriepaTopa eBoJIto-
LiOHYye: BiH CTae YaCTKOBO iHXEHepoM,
Lo MporpamMye Kamepy, ane BoOAHOYac
36epirae crTaTyc XyLOXHWKA, SIKUA BU-
3Hauae, Ik caMe pyx ciyryBaTume Bupa-
XeHHo icTopil. ONTUManbHO BUOAETb-
csl MofJesnb, 3a Kol KiHoonepaTtop 6epe
yyacTb Y HanawTyBaHHi poboTusoBaHol
cUcTeMM — cy4dacHi iHTepdeinicn LboMy
crnpusitoTb, pobnsum npouec nporpamy-
BaHHS1 HAOYHWUM | JOCTYMHUM OAs1 TBOp-
yoi ntoauHY 6e3 rMMboKux 3HaHb Koay.
MepcnekTMBU PO3BUTKY TEXHOJOTIN
pob6OTOTEXHIKM TiCHO MOB'sI3aHi i3 3a-
rafibHUMK TpeHaamu B iHAYCTpIl po3Bar
i IT. Mo-nepLue, o4eBUOHUM € Mofasnblue
3pOCTaHHA aBTOMaTM3aLil Ta «iHTenek-
TYaNnbHOCTi» CUCTEM KepyBaHHS Kame-
poto. Bxe 3apa3 npoBoasATbCs ekcne-
PYMEHTU 3 BUKOPUCTAHHSIM LUTYYHOrO
iHTeneKTy Afs aBTOHOMHOIrO HaBeAeHHS
KiHoamapaTa: anroputMum MOXYTb pPO3-
nisHaBaTn o6'eKTU B Kampi Ta CTeXM-
TW 3a pyxoM akTopiB. M. Jaxip, M. Anb-
Xakimi X. Anbwaayni (Dhahir, AL-hakeem
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and Alshadoodee, 2022, p.1913) y cTaTTi
«ABTOMaTMYHE KepyBaHHS KaMepow Ta
WTYYHUIA IHTENEeKT y ManbyTHbOMY KiHe-
MaTorpada» OKpecsoTh, L0 CKagHa
cucteMa Al obrpae nosuuii kamepu, AKi
BiAMNoBifatoTh 30HI iHTepecy, abo cnpsi-
MOBYETbLCSl Y HanpsiM po3BUTKY il Mix
akTopamu. Xo4ya Taki po3pobkKM MOKM
nepebyBatoTb Ha paHHiX cTagifx, MOXHa
MporHo3yBaTW, LLO 3HIManbHi anapatu
3i LUTYYHWUM iHTEJIEKTOM 3 YaCOM CTaHyThb
peanbHiCTIO — cnepwy B TeneBi3iiHIN
3/ioMLi (HOBUHM, CMOPT), @ 3rof4oM i B Xy-
LOXHbOMY KiHO.

TakoX ou4ikyeTbCcsi nmofanblua MiHiaTro-
pv3sauis Ta 3f4eleBNieHHs po6oTu3oBa-
HuXx cucteM. MNopibHo Ao Toro, AK cTeni-
Kamy 3pobunu pyx Kamepu LOCTYMHUM
ISl KOXHOro orepaTopa, KOMMaKTHI po-
60TV HEBAOB3I MOXYTb CTaTU OyAEHHUM
iHCTPYMEHTOM HaBiTb Ha CTYOEHTCbKMUX
UM HesanexHux 3homMkax. CrpoLLeHHs
iHTepdbenciB KepyBaHHS — «OPYXHi» [0
KOpUCTyBaya 3aCTOCYHKW, 6e3npoToBi
nynbTK, iHTerpauia 3 VR/AR ona nporpa-
MYBaHHSl pyxy yepes «MpOBeAeHHS» Ka-
Mepu Yy BipTyallbHOMY MpPOCTOPi — 3HU-
3uTb Gap'ep gns Bxopy. PoboTusoBaHi
pyKku HabyayTb GinbLIOI FTHYYKOCTI Ta MO-
6inbHOCTI. 30KpeMa, 3'ABNATbCA Jerki
nopTaTuBHI Bepcil, ki MoxHa byge ne-
peBe3TU 3BUYalHUM aBTOMOOiNIeM i po3-
FOPHYTW 3a NiYeHi XBUJIUHM.

BaxxnuBoto € iHTerpauis motion control
3 iHWWMKU TexXHoNorisMM KiHOBUPOOHMU-
utBa. [lo npuknagy, BipTyanbHi 3HiManbHi
MangaHuYMKn Ha ocHoBi LED-ekpaHiB BXxe
CbOTOJHiI CUHXPOHI3YIOTb PyX peasibHOl
Kamepu 3 BipTyanbHUM T/IOM B irpOBOMY
pywii. Y ManbyTHbOMY TaKi cuctemu cta-
HYTb LWe 6inblw y3romxkeHumu. Lle dak-
TMYHO oO6'egHae peanbHy | BipTyasbHy
KaMepu B OJIHY, PO3LLUMPIOOUM MeXi TBOp-
YOCTi — pexucepu 3MOXYyTb «MposliTaTu»
Kpi3b UMpoBi aekopalil 3 XMBUMU aK-

Honcharenko, M., Haman, |. Advanced Film Shooting Technologies:
Robotic Camera Motion Control Systems
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Topamu B Kaapi 6e3 nepenoH Mix peasnb-
HUM | HamanboBaHWM. [OLiNbHO TakKox
MPOrHo3yBaT PO3BUTOK CUCTEM CHiNTbHOT
B3aeMofil Kislbkox po6oTU30BaHMUX KiHO-
Kamep, KON [eKinbKa KyTiB 3MOMKU KO-
OPAVHYIOTBECS MiX COB0H KOMM'HOTEPOM
0N pocsrHeHHsA edpekTy «baraTooKo-
ro» KiHematorpada, Lo OXOMJe MoLito
3 Pi3HMX paKypciB CUHXPOHHO.

BucHoBKM

Y pesynbTaTi NIpoBeAEHOro AOCIAXKEH-
HS1 BCTAHOBJIEHO, L0 PO6OTM30BaHI cuC-
TEMU KOHTPOJKO PYXy KamMepu CyTTEBO
TpaHCOPMYIOTb K TEXHiYHi, TaK i ec-
TeTUYHi 3acagu KiHOBUpPOOHULTBaA. Bu-
COKOTOYHI nnatcopmu, 3okpema Milo
Ta Bolt, poswuptotoTe Mexi BidyanbHOT
MOBM KiHO, 3abe3neyvyroun peanisawito
HaJCKnaJHUX pyxiB KiHOKamepu 3 MNoB-
TOPHOBAHICTIO, WO Oyna HeMOX/IMBOIO
y TpaguuifHIn onepaToOpCbKi npakTu-
ui. Motion control He nuwe MiHiMisye
BM/IMB JIOACbKOro YMHHUKA | 3abe3nevye
cTabiNbHICTb Kagpy, a 1 BiAKpMBaEe HOBI
LWASIXM OIS XYLOXHBOrO €KCNEPUMEHTY,
30KpeMa y cdpepi BisyanbHuUX edekTiB,
MaKpo3noMKku um B3aemogii 3 CGl.

CMUCOK bIBJ1IOrPA®IYHUX MOCUJIAHDb
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BopgHouac HapgMipHa aBTOMaTu3alis
aKkTyanisye AMCKYycCil Wwoao poni iHTyiuil
Ta iMnpoBi3alii B onepaTopcbkiin pobo-
Ti, WO 3YMOBIOE HEOOXiOHICTb MOLUYKY
6anaHcy MiX TEXHOMOMYHOK TOYHICTHO
Ta XMBOK NPUCYTHICTIO KamMepu. daxi-
Belb I3 Bi€03NOMKN CbOrofHI Mo-
CTae He N1Lle MUTLEM, a W iHXEeHepoM-
pPO3pO6HMKOM, LLO MporpamMye pyx npu-
CTPOHO BifNOBIAHO [0 XYL0XHbOrO 3a4y-
My. AKTyanbHUM CTa€e NUTaHHsA dbaxoBol
NMigroTOBKWU TakKuUX chewianicTiB i Mix-
OucuunniHapHoi B3aeMofii y KOMaHf,.

MepcnekTMBM  PO3BUTKY  TEXHONOFIT
motion control noe'A3aHi 3 i iHTerpa-
uieto 3i WTYYHUM iHTENeKTOM, nogasnb-
WO MiHiaTiopu3aLieto obnafHaHHA Ta
nornmMbieHo CUHXPOHI3aliero 3 BipTYy-
anbHUMK ManfaHumkamu. Lle pae 3mo-
ry cTBoptoBaTh 0e3lOBHI Mepexonm
MiX peasibHUM i LMdpoBUM MPOCTOPOM.
OTxe, po6OTU30BaAHUI PyX KaMepu Bxe
CbOrOfHi € He NMPOCTO TEXHIYHUM IHCTpPY-
MEHTOM, a MOTYXHUM 3acobOM Xy[OOX-
HbOr0 BUPAXEHHS], KU NepeoCMUCTIHOE
cbyHKLi onepaTopa Ta pO3LUMPIOE MOX-
NMBOCTIi eKpaHHOro o6pasy.
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Abstract

The purpose of this research is to analyse current tendencies and technical capabilities of robotic camera
motion control systems in film production; to determine their influence on the flmmaking process; to
study prospects for implementing these technologies in modern cinematographic practice. Research
methodology. The study gtounds on the application of the following methods: a theoretical method —
analysis of scientific sources and technical documentation on robotic camera motion control systems;
a retrospective method — examination of the evolution of technical tools from mechanical solutions to
advanced digital systems; a content analysis method — analysis of statements by practitioners and
specialists in the field of film production regarding the use of these technologies in leading film projects.
Scientific novelty. For the first time in the Ukrainian-language academic context, the mechanism of camera
motion control is comprehensively studied, including its history, current applications and specific examples
of systems developed by MRMC. The study also explores how motion control influences the aesthetic
dimension of cinematic language and transforms the professional role of the cinematographer, who now
functions not only as an executor of the artistic vision but also as a programmer and engineer of visual
frame construction. Particular attention is paid to team interaction with motion control systems in modern
film production. Conclusions. The article analyses the ability of robotic camera motion control systems to
ensure high precision, repeatability and complexity of shots in modern filmmaking. It is demonstrated that
the integration of such technologies increases production efficiency, reduces the risk of human error, as
well as expands the creative possibilities of the cinematography team. Based on the findings, changes in
the structure of the filming process are identified; future prospects for the development of motion control in
combination with automation, artificial intelligence and virtual technologies are outlined.

Keywords: camera; motion control; MRMC; motion control systems; BOLT Cinebot; cinema; cinematography;
cinematographer; audiovisual art
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The author's concept of the Master's degree photo art project is a visual narrative
about people of war, created from within the events themselves, through the eyes
of a military photographer Oxana Chorna who shares the reality with the heroes of
her pictures. Its main aim is to show not only combat operations, but above all the
human dimension of war: faces, emotions, relationships, everyday life and brief mo-
ments of calm and inner strength that shape a true image of the Ukrainian warrior.
This project seeks to demonstrate that war photography can be not only a docu-
ment, but also an independent artistic statement — honest, empathetic and at the
same time deeply personal.

Articles about the full-scale Russian aggression against Ukraine have been pub-
lished in scientific journals: "Transformation of News Content in Wartime on the
Example of the "United News" Telethon" (Butko and Leskiv, 2024); “Gender dimen-
sions of survival: cinematographic images of women in the context of war (XX—early
XXI century)" (Bezruchko and Ruzhanskyi, 2025); “Ukrainian TV Journalism as In-
formation Weapon in Wartime" (Danyliuk and Filonenko, 2025), etc. In Ukraine, many
interesting photo projects have been published in recent years: "Master's Art Photo
Project "Ukrainian Renaissance”. Part 1: "Ukrainian Girl with a Pearl Earring. In the
Footsteps of Jan Vermeer" (Havran, Kotliar and Zaspa, 2021); “Master's Photo Art
Project 'Ethnic Language of the Sacred” (Bezruchko and Bardyn, 2021); "Photo Art
Project 'Female Multi-Component Associative Image 'Fern Blossom'. Part 1 (Zaspa
and Bezruchko, 2021); “Master's Photo Art Project ‘Erotica in Photography: from Ana-
log to Digital'. Part 1 (Kukorenchuk, Vdovychenko and Bondar, 2022); “Master's Photo
Art Project 'Development of Ukrainian film distribution in Lviv region as a component
of film production in Ukraine” (Bezruchko and Kachmar, 2022); “Photo Art Project in
Search of the Meaning of Being" (Bezruchko and Hrymalska, 2022); “Master's Photo
Art Project "Manifestations of the Sacred Zaporizhzhia"™ (Zaporozhchenko and Sydo-
renko, 2023); “Master's Photo Art Project "Ancient Sambir in Modern Photographs™
(Bezruchko and Anisimova, 2024); "Master's Photo art Project Hen Party” (Chernich-
kin and Balan, 2025), etc. Still, none of the photo projects were shot directly on the
front of the Russian-Ukrainian war.

The project grounds on photographs created in various conditions — from combat
positions and frontline areas to places of short rest, training, and preparation. These
are not merely images of war, but visual stories that capture the inner state of people
caught in the midst of events. Each photograph is a part of a coherent narrative as
a story of resistance, humanity and resilience, revealed through light, space and vision
of the subject.

The intention is to create a visual testimony of modern Ukrainian history, in which
war appears not only as a destructive force, but also as a space where a new world-
view, a new sense of community and dignity are born. The goal is to show the strength
of a person who remains true to themselves even when chaos reigns around them.
At the centre of the project are people who perform their duty while remaining alive
and authentic, capable of compassion, humour, care and dreams: a soldier, a medical
worker, a drone operator, a mechanic, a reconnaissance scout.

The project is distinguished by a combination of documentary accuracy and artistic
expression. The photography was carried out using natural light, often in difficult con-
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ditions—in dugouts, trenches, under shelling and among ruins. Each frame is marked
by deliberate composition, emotional emphasis and metaphorical depth. Light and
shadow here are not merely technical elements, but carriers of meaning: they convey
the psychological state of war, the contrasts between life and death, fear and faith,
darkness and hope.

A direct participant in combat events, Oxana Chorna, does not observe from the
sidelines but lives among her subjects, breathing the same air as they do. This makes
it possible to create a visually truthful and at the same time profoundly human story,
seen from the inside. The aim of the project is to preserve the living memory of those
who fight, create and survive, so that future generations will see not only the chronicle
of war, but also the faces of those who made it part of our national dignity.

Keywords: war photography; documentary photography; Armed Forces of Ukraine;
23rd separate mechanised brigade; historical heritage of the war
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ABTOpCbKMIA 3alyM MaricTepcbkoro 0TOMUCTELbKOro NPOEKTY MOJISIrae y CTBO-
PEeHHI BidyanbHOT 0noBifgi Npo ntoen BiHKW, chopMoBaHOI 3cepeuHN Nogin ounmMa
BiicbkoBoIl dhoTorpadkm OkcaHn YopHoI, Aka po3ginse 3 reposiMu 3HIMKIB TXHIO
peanbHicTb. Mloro ronoBHa MeTa — MokasaTu He fuiue 6ooBI Ail, a nepeaycim o
CbKWUI BUMIp BiHK: 061MYYs, eMoLil, CTOCYHKW, NOBYT, KOPOTKi MOMEHTU CMOKOH
i cunu pyxy, aKi opmMyoTb cnpaBXHE 06MYYa yKpaiHCbKoro BoiHa. MNpoekT npar-
He [0BECTMH, WO BoeHHa choTorpadpist Moxe 6yTH He TilbKM [OKYMEHTOM, a 1 caMo-
CTINHUM MUCTELbKMM BUCIIOBJIEHHSIM — YECHUM, eMNaTiHUM | BogHo4Yac rnnboko
ocobucTum.

MNMpo noBHoMacwTabHy pociAcbKy arpecito NpoTu YkpaiHu ony6nikoBaHO HU3KY
HayKOBWX cTaTen, 3okpeMa: «TpaHchopMaLlis HOBUHHOFO KOHTEHTY B YMOBAX BiliHU
Ha npuknagi TenemapadoHy "€auHi HoBuHKU"» (ByTKo Ta JlecbkiB, 2024); «FeHOepHi
BUMIpU BUXUBAHHSA: KiHemaTorpadiuyHi o6pasm XiHOK Yy KOHTEKCTi BitHU (XX — no-
yaTok XXI cT.)» (Beapyuko Ta PyxaHcbkuid, 2025); «YkpaiHcbka TenexypHanictvuka
AK iHdbopMaLiiHa 36pos B yMoBax BiHu» ([aHuntok Ta dinoHeHko, 2025). B Ykpai-
Hi OCTaHHIMM poKaMu HaApyKoBaHo 6araTo LikaBux poTonpoeKTiB: «"YKpaTHCbKUM
PeHecaHc". YacTuHa 1: "YKpaiHka 3 nepsiMHHOI cepexkoto. Cnigamu fAHa Bepme-
epa"» (MaBpaH, KotnsAp Ta 3acna, 2021); «ETHiYHa MoBa cakpanbHoro» (Bezruch-
ko and Bardyn, 2021); «)XiHounin1 6araToOKOMMOHEHTHUIA acoLiaTUBHUIA 06pas “LiBiT
nanoporti"». YactuHa 1 (Zaspa and Bezruchko, 2021); «EpoTuka y cdooTorpadii: Bif
aHanora go uudpu». Yactuna 1 (Kukorenchuk, Vdovychenko and Bondar, 2022);
«P03BUTOK yKpaiHCbKOro KiHonpokaTy Ha JIbBiBLMHI K CKJlafoBa KiHOBUPOGHU-
uTBa B YkpaiHi» (Bezruchko and Kachmar, 2022); «B nowykax ceHcy 6yTTs» (Bez-
ruchko and Hrymalska, 2022); «[posBu cakpanbHoro 3anopixxs» (Zaporozhchen-
ko and Sydorenko, 2023); «[peBHin CaMbip y cydacHux cBiTIMHax» (be3pyuko Ta
AHicimoBa, 2024); «[liBu4-Beudip» (YepHiukiH Ta banaH, 2025) Ta iH. [poTe XoeH i3
3a3HayeHnx PoTONPOoEKTIB He ByB 3HATUI Be3nocepeHbO Ha (PPOHTI pocicbko-
YyKpaTHCbKOT BillHW.

OcHoBY NpoeKTy cTaHOBAATbL doTorpadii, CTBOpeHi y pisHMX ymoBax — Big, 6oio-
BUX MO3ULIM | NepefoBMX NiHiA A0 MiCLlb KOPOTKOIO NeEPEenoYnHKY, TPeHyBaHb i nif-
roToBKW. Lle He NpocTo Kagpw BiiHK, a BidyasnbHi icTopil, Wo dikCyroTb BHYTPILLHIN
CTaH ntofewn, siKi onuHUAKCA y BUpi nofin. KoxHa CBITNIMHA € YaCcTUHOM LiniCHOro
HapaTuBy — icTopil CNpPOTMBY, NOAAHOCTI I HE3NTAMHOCTI, LLLO PO3KPUBAETLCA Yepes
CBITJ10, NPOCTIp i Nornag repos.

ABTOPCbKUIA 3aflyM TakKoX nepenbavyae CTBOPEHHS Bi3yaslbHOIO CBiJUYEHHS cyYac-
HOI icTOopIT YKpaiHu, y AKOMy BillHa NocTae He NivLle siK pyMHIBHA cuUna, a i K NpocTip
dopMyBaHHSI HOBOIFO CBITOrNsAAY, HOBOT CMiNbHOCTI Ta rigHocTi. MeToto € penpeseH-
Talia cunu NMOOMHK, IKa 3anvwaeTbesl cob0ko, HaBiTb KOJIM HABKOJIO MaHye Xaoc.
Y ueHTpi NpoekTy — conpat, MeauK, ornepaTop ApPOHa, MexaHik, po3BiOHUK — N0au,
AKi BUKOHYHOTb CBiii 060B'SI30K i BOQHOYAC 3a/MLLAOTLCSA XUBUMMU, CrPaBXHIMK,
30aTHUMM Ha CcMiBYYTTS, rymop, TypboTy i Mpi.

MpOEKT BUPI3HAETLCA MOEAHAHHAM LOKYMEHTANbHOCTI Ta Xy[OXHOCTI. 3oMKa
3piicHIOBanacs B NpMpoaHOMY OCBIT/IEHHI, YacTO B CKJIafHMX YMoBax — y GniHaaxax,
okonax, nig obcTpinamu, cepef, pyiH. NpoTe KoXeH Kagp Mae CBifoMYy KOMMO3uLito,
€MOLIHUI aKUeHT i MeTachopmnyHy HacuyeHicTb. CBITNO i TiHb MOCTAlOTb He nue
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TEXHIYHUMU efIeMEeHTaMM, a HOCISIMU CEHCY, L0 NepearoTb MCUXONIONYHUIA CTaH Bill-
HW, KOHTPACTMW XUTTA | CMepTi, CTpaxy i Bipu, TeMpaBM i Hagil.

OkcaHa YopHa — 6eanocepefHs yyacHuus GOMOBMX MOAIN, sika He crnocTepirae
360Ky, a XXUBe cepef, CBOIX repoiB i po3finsie 3 HUMU cninbHUi gocBig. Lle gae amory
CTBOPUTM Bi3yasnbHO NpaBAMBY i BogHOYac rMMboKo noasHy icTopito, nobayeHy 3ce-
penuHu. MeToto NpoeKTy € 36epexeHHs XUBOT MaM'ATi NPO TUX, XTO BOKE, TBOPUTb
i BUXMBAE, 1,006 ManbyTHI NOKOMIHHS 6aYmnu He NhLLe XPOHiKY BiiHK, a h 06IM4us THX,
XTO 3p06MB T YaCTMHOK HALLOT HALiOHaNbHOT rigHOCTI.

KniouoBi cnoea: BoeHHa dhoTorpacpif; pokymMeHTanbHa doTorpadis; 36poiHi
Cwvnu Ykpainu; 23 okpeMa MexaHizoBaHa 6puraaa; icTOpMYHUI cnafok BiltHK
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Photograph No. 1

Photograph No. 1, titled "BM-21 ‘Grad’ Multiple Launch Rocket System during
a salvo firing in the area of the settlement of Zaporizhzhia, Donetsk region.
Novopavlivka direction. April 2025", from the Master's degree photo art project

Camera/ Lens Technical specifications
Nikon Z9 / AF-S Nikkor 24-70 mm f/2.8 of Photograph No. 1:

34 mm|F/3.2|1S0200|1/1250s
Technical specifications Image editing of Photograph No. 1
of Photograph No. 1: in Adobe Lightroom Classic
+ Basic retouching Natural daylight was used for this shoot.
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The authorial concept of Photograph No. 1

This photograph is a visual testimony to a moment of maximum concentration of power, rhythm,
and danger, where the technology of war intersects with human determination. The frame captures
the instant of a salvo fired from the BM-21 “Grad" system, when fire and smoke form a powerful
dynamic composition that symbolizes both the destructive strength of the Ukrainian Armed Forces
and the unbreakable energy of resistance. What is depicted is not merely a documentary record of
combat activity, but a metaphor for organized force that defends life in spite of the chaos of war.

The intention is to present the aesthetics of military action not as a glorification of weapons,
but as a manifestation of discipline, technical precision and collective coordination through which
Ukrainian soldiers stop the enemy. The “Grad" launching rockets in the middle of a wheat field just
beginning to sprout is perceived as part of a vast defensive mechanism in which human intellect
and steel merge into a single will.

Compositionally, the image is built on the contrast between fire and darkness, movement and
stillness. This creates an effect of explosive tension that is at once controlled and ordered. At the
center of the frame is the moment when war speaks the language of light, glare, smoke, and force,
yet behind this energy stands the cold focus and precise calculations of the artillery crew.
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Photograph No. 2

Photograph No. 2, titled "Reconnaissance Soldiers of the 23rd Separate
Mechanised Brigade in the area of Pokrovske settlement. September 2025",
from the Master's degree photo art project.

Camera/ Lens Technical specifications
Nikon Z9 / AF-S Nikkor 105 mm f/1.4 of Photograph No. 2:

105 mm | F/1.4]1S0 100 1/32,000 s
Image editing of Photograph No. 2 Image editing of Photograph No. 2
in Adobe Lightroom Classic: in Adobe Lightroom Classic
+ Basic retouching Natural daylight was used for this shoot.
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The authorial concept of Photograph No. 2

This photograph is a visual metaphor for resilience, brotherhood and inner strength of the
Ukrainian warrior. This image shows five reconnaissance soldiers standing shoulder to shoulder
in full combat gear, their black silhouettes carved against a sunset sky filled with soft orange
light. Contrasts create a simultaneous sense of calm and tension: a moment before a new day of
struggle, when darkness and light are still in balance.

The author's intention is to present the Ukrainian warrior not as an isolated figure, but as
part of a unity forged by a shared purpose and common trials. Their silhouettes are stripped of
individual features, and in this lies direct symbolism: each of them embodies the entire army,
a nation standing in defense of its land. At the same time, even within the faceless shadow, their
confidence, readiness and inner dignity are clearly felt.

Compositionally, the photograph is built on horizontal balance, reinforcing a sense of formation,
discipline, and mutual support. The light of the sunset symbolises hope born in spite of war, while
the soldiers' silhouettes represent the steadiness and calm of those who hold the front line.

This work is an attempt to convey heroism through silence, strength through stillness, and war
through its human dimension. It serves as a reminder that even in the darkest times, there remains
a light in the heart of the Ukrainian warrior that does not fade.
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Photograph No. 3

e .

Photograph No. 3, titled "Securing a TM-62 mine on a ‘Vampir' drone before a combat sortie
on the Kharkiv axis. Unmanned Systems Battalion of the 23rd Separate Mechanised Brigade.
July 2024", from the Master's degree photo art project.

Camera / Lens Technical specifications
Nikon Z9 / Nikkor Z 50 mm /1.2 S, tripod of Photograph No. 3:

50 mm | F/1.3]1S01200]1/3s
Image editing of Photograph No. 3 Image editing of Photograph No. 3
in Adobe Lightroom Classic: in Adobe Lightroom Classic
* Basic retouching Natural light and headlamp illumination

were used for this shoot.
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The authorial concept of Photograph No. 3

This image is an attempt to capture the moment when technology and human responsibility
intersect at their most fragile point (on the eve of a combat mission). The nighttime forest becomes
a neutral yet critically important stage of action: noise recedes, leaving only the beam of the sight,
the movement of hands and the air compressed by anticipation.

There are two soldiers at the centre of the frame: their silhouettes, focused hands, attentive
gazes. The drone, as an object of technology, contrasts with the organic presence of branches and
the lethargic stillness of the forest. | do not seek to depict the mechanics of the process; rather, |
am interested in the human dimension of this moment (discipline, silent coordination, weight of
choice borne by those preparing the aircraft for launch). The light of the headlamps, focused and
red, renders the material world tangible, emphasising the sharp forms of the drone while blurring
the moving silhouettes. At the same time, it creates an aura of uncertainty (what remains hidden in
the darkness stays beyond the frame).

Compositionally, a high vantage point and a tight framing were used to bring the viewer closer
to the action without losing the intimacy of the scene. The presence of the natural environment
(branches, grass, and the dark sky) underscores the dual nature of the setting: it is both shelter and
battlefield. A crucial role is played by the balance between stillness (the stationary drone, the trees)
and impending movement (the forthcoming flight), creating a sense of tension and anticipation of
a decision.
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Photograph No. 4

Photograph No. 4, titled "Combat operation of a mobile fire group of the Anti-Aircraft Missile
and Artillery Battalion of the 23rd Separate Mechanised Brigade in the area of the settlement of Iskra.
May 2025", from the Master's photo art project.

Camera/ Lens Technical specifications
Nikon Z9 / Nikkor Z 50 mm /1.2 S, tripod of Photograph No. 4:

50 mm | F/1.2]1S0 200 1/800 s
Image editing of Photograph No. 4 Image editing of Photograph No. 4
in Adobe Lightroom Classic: in Adobe Lightroom Classic
+ Basic retouching Natural daylight was used for this shoot.
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The authorial concept of Photograph No. 4

This work is an attempt to freeze a moment in which the mechanics of lethal technology and
human determination transform into an act of protection. The scene unfolds at sunset, when low,
warm light accentuates the outlines of the pickup truck, the machine gun and the figures of the
soldiers, creating an aesthetic contrast between the beauty of the evening landscape and the harsh
reality of combat action.

Thereis an interaction between people and a machine at the centre of the frame: hands supporting
the machine gun, shoulders tightened with tension, faces beneath helmets directed toward the
threat. | seek to depict not an explosion or the effect of fire, but the process itself as a defense of
the rear area, professionalism of the mobile group, moments when decision and execution occur
almost simultaneously.

Light and colour play a key role: the setting sun provides warm tonal transitions, long shadows
and saturated silhouettes; these are elements that help convey the drama and depth of the
scene. Backlighting or side lighting highlights textures (metal, fabric of the uniform, smoke)
simultaneously creates a sense of volume and movement.

Composition and viewpoint: a low, mid-level angle is used, making the soldier and the machine
gun dominant elements, while the pickup truck becomes a symbol of mobility and fragile safety.
A tight semi-portrait combined with a wider frame that includes the sky and horizon creates a
feeling of both scale and intimacy. An important detail is the inclusion of landscape elements to
emphasise the location and contextual setting.

Emotional dimension: this image evokes a sense of tension and concentration rather
than sensationalism. | want a viewer to feel the human factor — calm professionalism
and responsibility for the safety of comrades — rather than the ecstatic glorification of
war. Faces are shown only partially to preserve intimacy and avoid staged theatricality.
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Photograph No. 5
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Photograph No. 5, titled “Training live-fire exercises of a BMP-1 of the 2nd Mechanised Battalion

of the 23rd Separate Mechanised Brigade at the Dimurino training range. February 2025",
from the Master's degree photo art project.

Camera/ Lens Technical specifications
Nikon Z9 / AF-S Nikkor 105 mm f/1.4 of Photograph No. 5:

105 mm | F/1.4]1S0 200 | 1/5000 s
Image editing of Photograph No. 5 Image editing of Photograph No. 5
in Adobe Lightroom Classic: in Adobe Lightroom Classic
+ Basic retouching Natural daylight was used for this shoot.
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The authorial concept of Photograph No. 5

This photograph is an attempt to capture a moment in which machine, human, and projectile
merge into a single act of energy and responsibility. The most compelling instant is the moment
the round exits the barrel. It is both technical and metaphorical: an impulse is born that reflects the
preparation, training, and control required for the safe and effective execution of a task.

Compositionally, a side and slightly frontal angle was chosen to ensure clear readability of
the 73 mm 2A28 "Grom" gun barrel while simultaneously including the metallic texture of the
vehicle's hull and the context of the training range within the frame. The anti-drone net above
the vehicle becomes a graphic element-it "frames" the sky and adds a layer of contrast between
the rough engineering of protection and the dynamic force of the shot. The movement of the
projectile, flame, smoke, and rising dust form lines of action that guide the viewer's eye from the
barrel upward and forward.

Light and texture: the clear winter sky provides clean, cold illumination that highlights metal
details, signs of use, and the texture of the projectile. The muzzle flash (an intense, momentary
light source) creates dramatic shadows and emphasizes volume. The colour palette is intentionally
restrained (steel, earth, and smoke tones) so as not to distract emotionally from the central action.

The emotional tone of the frame is one of concentration and professionalism. | do not seek
to heroize or glorify weapons; my aim is to show technology as a tool in the hands of people
learning to control its impact. The image is meant to evoke respect for the profession, an
understanding of the weight of training, and the fine line between destructive power and the
discipline that restrains it.
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Photograph No. 6

Photograph No. 6, titled "UAV operator of the ‘Zhnyets' Unmanned Systems Battalion, callsign '‘Khmil,'
launching a Mavic reconnaissance drone at combat positions. Novopavlivka direction.
March 2025", from the Master's degree photo art project.

Camera / Lens Technical specifications
Nikon 79 / AF-S Nikkor 50 mm /1.2 of Photograph No. 6:

50 mm | F/1.21S0 400 1/800 s
Image editing of Photograph No. 6 Image editing of Photograph No. 6
in Adobe Lightroom Classic: in Adobe Lightroom Classic
+ Basic retouching Natural daylight was used for this shoot.
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The authorial concept of Photograph No. 6

This photograph is an attempt to convey a moment of silence before action as a moment in
which war breathes with deep concentration. The frame shows a pilot launching areconnaissance
drone by hand. His movement is precise, confident, honed by hundreds of similar sorties, each of
which may be the last. It is a gesture in which technology and human will converge, cold metal
and the warm tension of a living hand.

The monochrome palette of the early spring landscape (gray sky, black earth, faceless field)
creates a sense of a space where the boundaries between life and death, between human and
machine, have blurred. The worn uniform, scuffed by trench dust, and the yellow armband on the
sleeve are the only vivid accents, marking belonging to one's own side, to those who hold the
sky above the front line.

This photograph is about the silence of reconnaissance, within which the tension of battle is
embedded. It is about an invisible front that lies in the air, where rifles are replaced by drones,
trenches by coordinates, and shouts by a focused breath before launch. This is the image of
a modern warrior (modest, exhausted, yet precise in his craft) who day after day fights for
dominance in the sky over a shattered land.
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Photograph No. 7
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Photograph No. 7, titled "Intubation of a severely wounded soldier at the stabilisation point
of the 23rd Separate Mechanised Brigade. Outskirts of the village of Piddubne.
March 2025", from the Master's photo art project.

Camera/ Lens Technical specifications
Nikon 79 / AF-S Nikkor 50 mm f/1.2 of Photograph No. 7:

50 mm | F/1.21S0 400 1/800 s
Image editing of Photograph No. 7 Image editing of Photograph No. 7
in Adobe Lightroom Classic: in Adobe Lightroom Classic
+ Basic retouching Lighting for this shoot was provided

by operating room lamps.
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The authorial concept of Photograph No. 7

This photograph is a documentary testimony of a critical moment between life and death,
captured directly in the combat zone.

The author's intention is to show the invisible front of war as a medical front, where the struggle
is fought not with weapons but against time, blood loss and pain. The underground shelter of the
stabilisation point is deliberately presented as an enclosed, almost airless space, intensifying the
sense of tension and the fragility of human life.

Intubation in the frame functions not only as a medical procedure but also as a symbol of the
final threshold: the moment when the body can no longer fight on its own and that struggle is taken
over by the person standing beside it. There is no heroic pathos in the image; instead, it conveys
the quiet, focused professionalism of the medics, their total concentration, and their responsibility
for every second.

The author seeks to show war not as an abstract concept, but as a concrete experience of
physical vulnerability and human solidarity (where a soldier's life depends on the hands of those
who remain in the shadow of combat reports).

This photograph addresses the viewer with a question about the cost of every saved breath and
the role of those who, day after day, pull soldiers back from the edge of nonexistence (often without
names, awards, public recognition).
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Photograph No. 8
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Photograph No. 8, titled "“Combat firing of an M109A6 Paladin

of the 23rd Separate Mechanised Brigade. Ocheretyne direction.
July 2024", from the Master's degree photo art project.

Camera/ Lens Technical specifications
Nikon 79 / AF-S Nikkor 14-24 mm f/2.8 of Photograph No. 8:

24 mm | F/2.81S0 400]1/200 s
Image editing of Photograph No. 8 Image editing of Photograph No. 8
in Adobe Lightroom Classic: in Adobe Lightroom Classic
+ Basic retouching Natural daylight was used for this shoot.
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The authorial concept of Photograph No. 8

This photograph is an attempt to capture not the external image of war, but its physical essence
(the bodily, tangible force of a shot that cannot be seen from the outside).

The author's concept involves shifting the point of view inside the combat vehicle, into a space
that neither the civilian eye nor the camera is usually allowed to enter. The camouflaged system
conceals the artillery from enemy drones, depriving the photographer of the ability to depict the
power of the shot in a traditional way via flash, smoke and barrel movement. For this reason, the
emphasis is placed on the human inside the machinery of war. The key visual element becomes
the deformation of one soldier's face under the influence of the shock wave. This instantaneous,
uncontrollable bodily movement serves as direct evidence of the shot's power. Closed eyes, hands
pressed to ears, and the rope wrapped around the arm (a mechanical element used to fire the gun)
merge human and machine into a single combat organism. The shot is not triggered by pressing a
button, but by physical effort, an almost bodily gesture.

This photograph presents artillery not as an abstract notion of “firepower,” but as a space where
the human body directly interacts with explosive energy. Inside the cramped metal compartment,
there is no distance between person and weapon (only a moment in which sound, pressure, and
fear converge into a single sensation).

Within the context of the Master's degree project, this image emphasises one of its central
themes - the bodily experience of war. The author seeks to show that the power of an artillery
shot is measured not only by caliber and range, but also by how it passes through the human body,
leaving its mark in every movement, breath, and reflexive gesture. This is a photograph about
the power of a weapon that becomes visible only through the reaction of the person at the very
epicenter of the shot.
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Photograph No. 9

Photograph No. 9, titled “Tank Battalion Live-Fire Training
of the 23rd Separate Mechanised Brigade at a Training Range.
June 2024," from the Master's degree photo art project.

Camera/ Lens Technical specifications
Nikon Z9 / AF-S Nikkor 105 mm f/1.4 of Photograph No. 9:

105 mm|F/1.4]1SO100]1/160 s
Image editing of Photograph No. 9 Image editing of Photograph No. 9
in Adobe Lightroom Classic: in Adobe Lightroom Classic
+ Basic retouching Natural daylight was used for this shoot.
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The authorial concept of Photograph No. 9

This photograph captures the culmination of a combat action: a tank firing by direct fire. There
are no people shown in close-up in the frame. However, the presence of the crew is fully felt through
the result of their work: the flash of flame, the shock wave, clouds of smoke and sand torn from the
ground by the force of the shot. It is a moment in which the machine speaks instead of the human.

The concept of this work is to show the concentrated power of war, when a single second
accumulates the energy of metal, gunpowder, and human training. Fire and dust become a visual
metaphor for a force that is difficult to comprehend rationally: it carries protection and destruction
at the same time, order and chaos. The tank shot here is not only a tactical action, but also a
manifestation of control over an elemental force that only a well-trained crew is capable of
mastering.

Compositionally, the frame is built on the dynamics of the explosion: the scattering sand and
smoke create a sense of movement that goes beyond the image itself, forcing the viewer to almost
physically feel the shock wave. Firing by direct fire emphasises the proximity and immediacy of the
threat, erasing the distance between the machine and the target.

Within the diploma project, this photograph serves as a visual accent on the power and tension
of modern warfare. It captures not only a moment of training, but a state of constant readiness as
every shot is the result of discipline, experience and responsibility for the next second of battle.
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Photograph No. 10

Photograph No. 10 titled “Training to Engage FPV Drones by Medics
of the 3rd Mechanised Battalion of the 23rd Separate Mechanised Brigade.
Outskirts of the settlement of Pokrovske. June 2025" from the Master's degree photo art project.

Camera/ Lens Technical specifications
Nikon Z9 / Nikkor Z 24-70 mm /2.8 S of Photograph No. 10:

24 mm | F/2.8|1S0O 1000 | 1/6400 s
Image editing of Photograph No. 10 Image editing of Photograph No. 10
in Adobe Lightroom Classic: in Adobe Lightroom Classic
+ Basic retouching Natural daylight was used for this shoot.
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The authorial concept of Photograph No. 10

This photograph captures a new reality of modern warfare as a moment of countering an aerial
threat at minimal distance. In the frame, a soldier, while in motion, fires a shotgun at an FPV drone
simulating an attack on a medical vehicle. He is seated in the open bed of a moving pickup truck
(a situation where there is no room to stop, repeat or make a mistake).

The concept of this work is to show how the role of the military medical worker and the soldier in
general: saving lives today begins long before reaching a stabilisation point. Protecting a medical
vehicle from drones becomes as integral to combat training as providing first aid. As it can be seen,
medicine and combat action merge into a single system of survival.

This composition emphasises instability and tension: the movement of the vehicle, the open
truck bed, and the exposed figure of the soldier without cover create a sense of vulnerability. The
drone in the sky (almost invisible yet lethally dangerous) serves as a symbol of the modern threat
that must be confronted with simple, sometimes almost primitive means, relying on reaction
speed, accuracy and a clear, focused mind.

Within the framework of this Master's project, the showed picture documents the transformation
of warfare, where the front line runs not only along the line of contact but also through the air above
every vehicle. It is a visual testimony to how the lives of the wounded depend on a few seconds,
a single shot and ability to protect those who save others.
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Photograph No. 11

Photograph No. 11, titled “Launching a FlyEye reconnaissance drone at combat positions
by an operator of the Unmanned Systems Battalion of the 23rd Separate Mechanised Brigade.
Outskirts of the settlement of Voskresenka. April 2025", from the Master's degree photo art project.

Camera/ Lens Technical specifications
Nikon 79 / AF-S Nikkor 105 mm f/1.4. of Photograph No. 11:

105 mm | F/1.41S0 200 | 1/26,000 s
Image editing of Photograph No. 11 Image editing of Photograph No. 11
in Adobe Lightroom Classic: in Adobe Lightroom Classic
+ Basic retouching Natural daylight was used for this shoot.
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The authorial concept of Photograph No. 11

This photograph is dedicated to the moment of transition from ground to sky as a moment that
encapsulates the contemporary logic of war. At dawn, when the night has not yet released the
space and the day is only beginning to take shape, an operator releases an unmanned aerial vehicle
into the sky with his own hands. This simple symbolic gesture connects human and technology
into a single chain of combat work.

The dawn light in the frame emphasises the beginning of a new phase (not only of another
combat sortie, but of the constant cycle of observation, analysis and decision-making). In this
work, the FlyEye appears not as a soulless machine, but as the “eyes” of the unit, an extension of
the operator's gaze that allows them to see more, farther and earlier than the enemy. The humans
remain key figures: it is their hands, experience and responsibility that initiate the process on
which the lives of others depend.

The author's intent is to depict war without a shot fired, yet filled with maximum tension of
anticipation. In the quiet of early morning, informational superiority is born (an invisible but still
a decisive factor). This frame captures a moment of trust: a soldier releases the drone into the
sky, knowing that the data it gathers will shape the further course of combat operations. The
photograph becomes a visual image of modern warfare, where control of space begins with a gaze
directed upward.
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Photograph No. 12

Photograph No. 12, titled "Training with the MATADOR Disposable Anti-Tank Launcher Conducted
by an Instructor with the Call Sign ‘Mina' at a Training Range near the settlement of Prosyana.
January 2025", from the Master's degree photo art project.

Camera/ Lens Technical specifications
Nikon 79 / AF-S Nikkor 50 mm f/1.2. of Photograph No. 12:

50 mm | F/1.21S0 200 | 1/3200 s
Image editing of Photograph No. 12 Image editing of Photograph No. 12
in Adobe Lightroom Classic: in Adobe Lightroom Classic
+ Basic retouching Natural daylight was used for this shoot.
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The authorial concept of Photograph No. 12

This photograph captures a moment of maximum concentration - that brief second in which
knowledge, responsibility, and trust converge. In the frame, the instructor observes the soldier's
shot, remaining in the shadow of the action while simultaneously maintaining full control of the
situation.

The author's intention is to emphasise a process of transferring combat experience. The visible
smoke bursting from the rear of the launcher and the projectile leaving the barrel underscore the
irreversibility of the action: once the trigger is pulled, there is no way back. This becomes a visual
metaphor for war as a space of decisions, where every movement has consequences and every
second of preparation can save lives.

The instructor with the call sign “Mina" embodies those who shape a unit's combat readiness not
through direct participation in the shot itself, but through oversight, correction and responsibility
for others. His gaze is the gaze of experience, positioned between training and real combat.
The presence of the instructor in the frame creates a sense of tense balance between risk and
professionalism.

Within the context of the diploma project, this photograph reveals war as a systematic process,
where victory begins not on the battlefield but at the training range. It demonstrates the invisible
front of preparation as a place where confidence, precision and mutual trust among soldiers are
formed. The image speaks to the power of knowledge and the responsibility inherent in every shot
fired, even before it becomes a combat one.
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