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3emusinuii K. O. CuHTE3 [IO0KYMEHTAJIBHOIO Ta IrpoBOro B
aymioBisyanbHux TBopax. — KsamidikamiiiHa HaykoBa mpaisi Ha IpaBax
PYKOMHUCY.

HaykoBe oOIpyHTYBaHHSI TBOPYOI'O MHUCTEI[BKOI'O MPOEKTY HA 3100YyTTA
OCBITHBO-TBOPYOTO CTYIEHSI JOKTOpa MHUCTEUTBa 3a chemianbHicTio 021
«AynioBizyallbHE MUCTELUTBO Ta BUPOOHUITBO». — KUWiBChKMIl HalllOHATBbHUI
yHIBEpCUTET TeaTpy, kiHO 1 TenebadyenHs imeHi [. K. Kapnenka-Kaporo,
MiHicTepcTBO KynbTypHu YKpainu, Kuis, 2026.

3MmicT a”oTramii. Y HaykoBOMYy OOIPYHTYBAaHHI JOCIHIJKY€ETbCS CUHTE3
JOKYMEHTAJIbHUX Ta IrPOBUX CTpAaTeriid B ayJ10BI3yalbHOMY TBOpi. BuBeneno
cnenu@iuyHe 3HaUYCHHA (PEHOMEHY «T10pUAHOCTD» K METOLY KOHCTPYIOBaHHS
HOBOI €KpaHHOI peajbHOCTI, I10 0a3yeThCsl Ha B3a€MO/Ii 3a(hikCOBAaHOTO (PakKTy
Ta aBTOPCBKOI IHTEpIpeTalii. AKTYaJbHICTb Te€MM 3YMOBJI€HAa AKTHUBHOIO
TpaHcopMaIli€er0 CydyacHOi KIHOMOBH, Ji€ MeXl MiX ()akTOM Ta XyA0KHBOIO
BUTAJIKOIO CTAIOTh JAeAalll IPOHUKHIKMMH. B yMOoBax nu@poBoi enoxu Ta HOBUX
Meaia crparerii riOpuau3anii CTalTh KIIOYOBUMM JUIsl TOLIYKY HOBOI
aBTEHTUYHOCTI, I10 MOTPeOye IPYHTOBHOTO OCMUCIIECHHS.

Mera pociaizkeHHsl MOJSra€ B OKPECHEHHI 3MICTOBHUX 1 XYJIOKHIX
NPUHIUIIB BHUKOPUCTAHHA CHUHTE3Y JOKYMEHTAJIBHOIO Ta IrpOBOro SK
IHCTPYMEHTY PEKUCYPH B KIHEMATOorpadi.

HaykoBa HOBH3HA OTpMMaHUX PE3YJIbTATIB MOJATA€ Y KOMIUIEKCHOMY
JOOCHIUKEHH] (PEHOMEHY «TIOpUAHOrO KIHO» Yepe3 MIpHU3MYy PEeXKUCEPCHKOT
METO/OJOrIi, J€ BIEpIle Ha TEOPETUYHOMY Ta MPAKTUYHOMY PIBHAX
aHaM3yeThCsl «(PEHOMEHOJIOrIA MOXUOKW» Ta AECTPYKIIis irpoBoi GopMu sIK
cnoci® ONpUsBHEHHS PEaIbHOCTI.

VY nepmomy po3aijii JOCHTIKEHO T'e€HE3y MOHATh «JIOKYMEHTaJIbHE» Ta

«IrpoBe», MPOAHANTI30BAaHO EBOJIOLII0 XYJOKHIX MPUHLMUIIB BIJl PaHHIX



excrepuMeHTiB OpatiB JItoM’ep 10 cyyacHux Teopiid penpesenrauii b. Hikozca
ta neppopmaruHocTi C. bpromi.

VY napyromy po3aiji npoaHali30BaHO PEXKUCEPCHKUI 1HCTPyMEHTapiil y
po6oTi HaA TIOpUIHUM KIHO SIK CKJIAJHOK CHCTEMOIO B3a€EMOJII Pi3HUX
MOJATbHOCTEH  €KpaHHOI  peaJbHOCTI.  PO3risiHyTO  OHTOJOTIYHI  Ta
KOHIIENITyaJIbH1 3aca/id PEXXUCYPHU B yMOBaX TOpPUIHOCTI, i€ PEXKUCEP MOCTAE K
MeJiaTop MK JOKYMEHTAJIbHUM 1 CKOHCTpyiHoBaHMM BuMipamu. OcoOiauBy
yBary TMpUJILJIEHO BUKOPUCTAHHIO TaKUX BUPaXaJIbHUX 3aco0iB, K
PEKOHCTPYKIIis, IMIpoBi3auig, podoTa 3 HenpodecIiHUMH aKTOpaMH, pyyHa
KaMepa, MOHTaX SK I1HCTPYMEHT CMMCIIOTBOPEHHS Ta 3BYKOBUH JW3aiiH.
[IpoanasnizoBaHO BILUIMB TEXHOJOTTYHOTIO YMHHHKA (LI pOoBe 300pakeHHs, pi3H1
dbopmatu 3MOMKH, IOCTIIPOAAKIIH) HA (POPMYBaHHS €CTETUKHU TOPUIHOTO KIHO
Ta Ha 3MIHY CIIPUUHATTS JOCTOBIPHOCTI IS Aa4EM.

Y TperboMy po3aili pO3MISHYTO MNPAKTUYHY peaizallilo CHUHTE3Yy
JOKYMEHTAJIBHOIO Ta IFPOBOrO Ha MaTepiajll aBTOPChKOro MpoekTy «llo3za
CBITJIOM», JI€ HAYKOBO-IOMYJISIPHE KIHO OCMMCIIIOETHCS K TIOpUIHA MOJENb
MI3HaHHS, 10 TO€JHYE AHAMITUYHUN 1 XyJOXHIM piBHI. OOIPYHTOBAaHO
METO/I0JIOT10 IPOEKTY YEPE3 AEKOHCTPYKIIIO «KiHEMATOrpa1yHOi HEBUHHOCT1»
Ta BHU3HAHHS NEPBUHHOI TIOPUIHOCTI KIHOMOBM, IO TMPOSIBISETHCA Y
BUKOPUCTaHHI PEKOHCTPYKIUIi SIK IHCTPYMEHTY AociikeHHs. [IpoananizoBano
KOHLIETITU €KpPaHHOI peKypclii Ta pyHHYBaHHS «4Y€TBEPTOi CTIHW» Ha MPUKIAIL
merony Jlxadapa Ilanari, mo [03BOJSAIOTH BUSIBUTHU MOMEHT MEPEXOAY BIJ
IrpOBOI CTPYKTYPH 10 JTOKYMEHTaJabHOI mpaBau. OcoOauBy yBary HpHILIIEHO
aHTPOIOJIOTIT MOTJIAY Ta PEXHUCEPCHKUM cTpaTerisiM npoBokauii (AybOepT
Ceppa, Xon Can Cy), sKI JEMOHCTPYIOTb pI3HI CIOCOOU JOCSTHEHHS
ABTEHTHUYHOCTI 4Yepe3 B3aEMOJII0 KOHTPOJIIO 1 BUMAJIKOBOCTI. PO3risiHyTO
neppopMaTUBHUM PIBEHb NOPUAHOTO KIHO, € PEXHCEP BUCTYIAE OJHOYACHO
cy0’ektoM 1 00’ektoM nociikeHHs ([xomya Onenraiimep, BanenTun

BacsHoBuu), a  ¢ikmis  QyHKUIOHYE SK  1HCTPYMEHT  OINpPHUSBHEHHS



TpaBMaTU4YHOTO N0ocBiny. [{oBeneHo, mo y npoekti «Ilo3a cBiTiom» riopuaHa
dbopma mocTae HEe JUIIE SIK €CTETUYHUU NpHUiloM, a SIK €miCTeMOJIOTiuHa
CTpateris, y sKIi ICTUHA BUHUKA€E B MOMEHTI B3a€EMOJli MIX PEabHICTIO,
aBTOPOM 1 TJIAJIa4YEM.

Pesyabrar mocaigxennsi: Y pe3ynbTari AOCHIIKEHHS JTOBEACHO, MIO
CUHTE3 JOKYMEHTAJIBHOI'O Ta IrPOBOTO € BU3HAYaJIbHUM YMHHHKOM PO3BHUTKY
Cy4yaCHOTO ayJlOBI3yaJIJbHOTO MUCTEUTBA, SKHUW CHOPHUSIE PO3MIMPEHHIO
BHUpaXaJIbHUX MOXJIMBOCTEW KIHOMOBH Ta (POPMYBaHHIO HOBHUX THUIIIB HApaTUBY
U TSI AAIbKOTO TOCBIY.

PoGora ckiajaeTbcsi 31 BCTYIy, TPbOX PO3JLIiB, BHUCHOBKIB, CIIHUCKY
BUKOPHUCTAHUX JIKepe, (piibMorpadii Ta 104aTKIB.

KuiodoBi cioBa: noKyMeHTaJlbHE KIHO, ITpOBE KIHO, TIOpUAHE KiHO,
CUHTE3, ayJl10BI3yallbHE MUCTELTBO, PEKUCYPA, KIHOMOBA, NEPPOPMATUBHICTH,

pe(dIeKCUBHICTb.

SUMMARY

Zemlianyi K.O. Synthesis of documentary and fiction in audiovisual
works. —

Qualification scientific work as a manuscript.

Scientific justification of a creative art project for the attainment of Doctor
of Arts in the specialty 021 "Audiovisual Arts and Production". — Kyiv National
I. K. Karpenko-Karyi University of Theatre, Cinema and Television, Ministry of
Culture of Ukraine, Kyiv, 2026.

Abstract content. This research examines the directorial toolkit for the
synthesis of documentary and fictional strategies within audiovisual works. It
defines the specific meaning of “hybridity” as a method for constructing a new
screen reality based on the interaction between recorded fact and authorial
interpretation. The relevance of the topic is determined by the ongoing

transformation of contemporary film language, in which the boundaries between



factual representation and artistic fiction are becoming increasingly permeable.
In the context of the digital era and new media, hybridization strategies are
becoming crucial for the search for a new form of authenticity, requiring
thorough theoretical reflection. The relevance of the topic is determined by the
ongoing transformation of contemporary film language, in which the boundaries
between documentary fact and artistic fiction are becoming increasingly fluid. In
the context of the digital era and new media, strategies of hybridity emerge as a
key approach to constructing new forms of authenticity, requiring in-depth
theoretical and practical analysis.

The purpose of the study is to define the conceptual and artistic principles
of using the synthesis of documentary and fiction as a directorial tool in cinema.

The scientific novelty of the obtained results lies in a comprehensive
study of the phenomenon of “hybrid cinema” through the lens of directorial
methodology, where for the first time at both theoretical and practical levels the
“phenomenology of error” and the deconstruction of fictional form are analyzed
as a means of revealing reality.

The first chapter examines the genesis of the concepts “documentary”
and “fiction,” analyzing the evolution of artistic principles from the early
experiments of the Lumicre brothers to contemporary theories of representation
by B. Nichols and performativity by S. Bruzzi.

In the second chapter analyzes the directorial toolkit in hybrid cinema as
a complex system of interaction between different modalities of screen reality. It
explores the ontological and conceptual foundations of directing under
conditions of hybridity, where the director appears as a mediator between
documentary and constructed dimensions. Special attention is given to
expressive means such as reconstruction, improvisation, work with non-
professional actors, handheld camera work, editing as a tool of meaning-making,
and sound design. The influence of technological factors (digital imaging,

various shooting formats, post-production) on the aesthetics of hybrid cinema



and on the transformation of the viewer’s perception of authenticity is also
analyzed.

The third chapter examines the practical realization of the synthesis of
documentary and fiction in the author’s project “Poza Svitlom”, where scientific-
popular cinema is interpreted as a hybrid model of cognition combining
analytical and artistic levels. The project’s methodology is grounded in the
deconstruction of “cinematic innocence” and the recognition of the primordial
hybridity of cinematic language, manifested through the use of reconstruction as
a research tool. Concepts of screen recursion and the breaking of the “fourth
wall” are analyzed through the example of Jafar Panahi’s method, which reveals
the transition from fictional structure to documentary truth. Special attention is
given to the anthropology of the gaze and directorial strategies of provocation
(Albert Serra, Hong Sang-soo), demonstrating different ways of achieving
authenticity through the interaction of control and chance. The performative
dimension of hybrid cinema is also examined, where the director simultaneously
functions as subject and object of research (Joshua Oppenheimer, Valentyn
Vasyanovych), and fiction operates as a tool for revealing traumatic experience.
It is demonstrated that in the project “Poza Svitlom”, hybrid form functions not
only as an aesthetic device but also as an epistemological strategy in which truth
emerges in the moment of interaction between reality, author, and viewer.

Research outcome The study demonstrates that the synthesis of
documentary and fiction is a defining factor in the development of contemporary
audiovisual art, contributing to the expansion of expressive possibilities of
cinematic language and the formation of new types of narrative and viewer
experience.

The work consists of an introduction, three chapters, conclusions, a list of
references, filmography and appendices.

Keywords: documentary film, fiction film, hybrid cinema, synthesis,

audiovisual art, directing, film language, performativity, reflexivity.



