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Omensauyk B. O. Pexucepcbkuil 1HCTpyMEHTapiii TBOPEHHsI KaTapcUCy B
irpoBoMy KiHO. — KBamidikariiiHa HaykoBa Ipalis Ha MpaBax pyKOIHCY.

HaykoBe OOrpyHTyBaHHS TBOPYOTO MHUCTELBKOTO MPOEKTY Ha 3A00yTTA
OCBITHBO-TBOPYOT'O CTYII€HS JOKTOpa MHCTEINTBa 3a cneniaiapHicTiIO 021
«AynioBidyallbHE MHCTEHTBO Ta BUPOOHUITBO». — KWIBCHbKMI HalllOHATBLHUM
YHIBEPCUTET Tearpy, KiHo 1 renedauenHs iMeHi [. K. Kapnenka-Kaporo, MinictepcTBo
KYJIBTYpH Ta CTpaTEriyHUX KOMYyHIKalii Ykpainu. Kuis, 2026.

3MmicT aHoTamii. Y HaykoBoMy OOTpYHTYBaHHI 3100yBad JOCITIKYE MEXaHI3MHU
Ta CTparerii BUKOPUCTAHHS PEXKUCEPCHKOTO IHCTPYMEHTApi0 NJisi KOHCTPYIOBAHHS
YMOB BUHUKHEHHS KaTapCUYHOTO €()eKTy B IrpOBOMY KiHO. JlOCTIKEHHS CLIUPAETHCS
Ha PO3YMIHHS KaTapCHUCy K NMCUXO0(]i1310J0T1UHOrO SBUIA, 10 BUHUKAE HA MEPETUHI
KOTHITUBHMX Ta TUJIECHUX PEaKIid IIsgada 1 3aJIeKUTh BiJ WOTO 1HIWBIIYyaJTbHOTO
JOCBIy Ta KYJIBTYpPHOTO KOHTEKCTy. KIilo4oBMM BHECKOM po0OOTH € po3pobOka
KOHIIETIIT «PEXKUCEPChKOI MAaTPHIll BIUIMBY» — KOHUENTYaJbHOI MOJENi, IO
IHTErpy€e M’ATh B3a€MO3aJle’KHUX BHUMIPIB PEXHCEPCHKOI BHUPA3HOCTI
(IpamaTypriuHuid, aKTOPCHKUH, Bi3yaJdbHO-TUIACTUYHUH, aydiaTbHUN Ta MOHTAKHHM )
y €IUHY CHCTEeMY 4Yepe3 TpH MNPUHIMIN B3aEMOIIl: CHHeprii, iepapxii Ta
MOCTYTIOBOCTI.

AKTYyaJIbHICTb TEMH BHU3HAYA€THCS PO3PUBOM MIDXK IMOTPEOOI0 PEXUCYPH Y
CHCTEeMaTU30BaHOMY IHCTpyMEHTapii s poO0OTH 31 CKJIAJHUM EMOI[IHHUM
MaTepiajioM Ta BIJCYTHICTIO TaKOi CUCTEMH B Teopii KIHOpexucypu. @parmeHTaris
[ISIJalbkoi yBaru B YMOBaxX I[E€PEHACHYEHHS MEA1anpoCcTOpy, 3POCTAI0UUid
CYCNUIBHUM 3alUT HAa MUCTEHTBO 3 TEPANeBTUYHOI (YHKIIEI0 — 30KpeMa B
KOHTEKCTI MOBHOMACIITAOHOTO BTOPrHEHHS B YKpaiHy 3 2022 poky — Ta morpebda
PEXKUCYPU BHUTH 32 MEX1 CyTO HapaTUBHUX MOJIE]ei BILUTUBY (OPMYIOTh HarajlibHY
HEOOXIHICTh CHCTEMAaTH3aIlli PEKUCEPCHKOTO I1HCTPYMEHTApil0 Ha PIBHI, IO
BUXOJMTH 32 MEXI ApaMarypriyHux cxeM. AHamni3 kiHonpakTtuku 2000-2020-x pokis
CBIAYMThH: HAWMIMONIl KaTapCU4yHI €(QEeKTH [0CATaloThbCid HE Yepe3 CIKETHY
pPO3B’A3KYy, a UYepe3 CHCTEMHY B3a€EMOJII0 Bi3yalbHO-TIJIACTUYHOTO PpIIICHHS,

AKyCTUYHOTO TPOCTOPY, MOHTAXKHOTO PUTMY Ta AaKTOPCHKOI TIIECHOCTI — SIK Y



cTpiukax «Amaanmuoa» (2019, pex. B. BacsaaoBuu) un «/lnem’s» (2014, pex. M.
Cnabommunbkuii). CuaTe3 (peHOMEHOIOT1T KIHOCIPUHUHATTS, HEUPOCSCTETUKH KIHIIS
XX — mouarky XXI cToniTTsl Ta Teopii eKPaHHOTO MPOCTOPY AO03BOJISIE 3aMIOBHUTH
IL[}0 METOJIOJIOTTYHY JIaKyHY.

MeTtor0 nocaigeHHsl € TEOpPEeTHYHE OOIPYHTYBaHHS Ta CHCTEMAaTH3aIlis
PEXKHUCEPCHKOTO 1HCTPYMEHTapilo, IO CTBOPIOE YMOBU [ BUHHUKHEHHS
KaTapCUYHOTo e(PeKTy B IPOBOMY KiHO, IIJIIXOM PO3POOKH KOHIIEMIIT «PEKUCEPCHKOT
MaTpHIll BIUTMBY» SK IHTETPATHBHOI KOHIENTYyaJIbHOI MOMAENI 3 BHU3HAYCHUMH
KOMITOHEHTaMHU, TTPUHITUTIAMHU B3a€EMOJIIT Ta MEKaMH 3aCTOCYBaHHS.

HaykoBa HOBM3HA [OCHIUKCHHS BHM3HAUA€THCA THM, IO BOHO 31MCHIOE
CHUHTE3 TPHOX HASBHUX, ajlé METOMOJOTIYHO pO3PI3HEHUX HAMPSMIB Yy €IUHY
npuKiIaany mozaenb. @enomenonoris kinocnpuiHaTTa (B. Cobuak, T. Ens3eccep, M.
XareHep) Omucy€e MEeXaHi3MH TUIECHOTO PE30HAHCY MIXK TVIsijadeM Ta eKPaHOM, OJTHAK
He (GOPMYITIOE 3 IIBOTO MPUKIIAIHUX PEKUCEPCHKUX BUCHOBKIB. HelpoecTeTnka KiHO
ki XX — mnovarky XXI cromitra (B. Tamnese, M. Ieppa) oOrpyHTOBY€E
HeHpo(di3100TriuHe MIAIPYHTA €MIIaTii 4Yepe3 TEOopllo J3EpKaJlbHUX HEWPOHIB, aie
3aJIUIIAE€THCA B MEXaxX Teopil CIPUHHATTA, HE MEPEXOIIyd IO PIBHS PEXKUCEPCHKOT
meronosnorii. Teopis ekpanHoro mpoctopy (I. 3ybaBiHa) po3poOsie MOHATTS
CUHECTE31MHOT MPUPOAN E€KpaHy Ta MOJICEHCOPHOCTI KIHOCHPUMHSTTS, MPOTE HE
CUCTEMATHU3Ye€ iX K MPUKIAIHUN 1HCTpYMEHTApiid pexucepa. ABTOPChKAa KOHUEILIS
«pEeXHUCEPChKOI MaTpUIll BIUIMBY» € CIPOOOI0 TMEPEKIacTH 37J00yTKH IMX TPbOX
HampsIMiB Ha MOBY KOHKPETHUX PEKHUCEPCHKHX pillleHb — 3 Bepu(ikaiieo Ha
Matepiaji yKpaiHchbKoro KiHo 706u HezanexxHocTi.

Y nepuioMy po3aiii mpOBEACHO TEHE3WC MOHATTS KaTapCHCy, MPOCTEKEHO
HOro €BOJIIONIK BIJ KIACMYHOI €CTETHYHOI KaTeropii 10 MexaHI3My
ncuxo(i310JI0TIYHOTO BIUIMBY. 3M1ACHEHO aHATI3 KaTeropiii «BTUICHE CIPUNHSATTSY,
«TUIECHUN pE30HaHC» Ta «e(EeKT MNPUCYTHOCTI», WO JA03BOJUIIO chopmyBaru
TEOPETUKO-METOJOJIOTTYHUN (DYyHIAMEHT JIOCIIKEHHS Ha MepeTuHl (peHoMeHooril
KIHO Ta HEHPOECTETUKH.

Y apyromy po3aijgi mocaikeHO m’ATh BHUMIPIB PEKUCEPCHKOTO

IHCTpYMEHTapil0 — JpaMaTypridyHui, aKTOPChKHH, BI3yaJlbHO-TIJIACTUYHHUM,



aygiaJlbHUH Ta MOHTAXHUH — Ta MPHHIOMIHA iXHBOI CHCTEMHOI B3a€MOJIIi.
OOrpyHTOBaHO, NI0 KOXEH BHMIp BIUIMBAE€ Ha TJIsAjJa4a Ha OKPEMOMY piBHI
CHOPUUHSATTS: BIANOBIAHO KOTHITUBHOMY, EMIIATIHHOMY, CEHCOPHOMY, (h1310JI0TTHHOMY
Ta TEMIIOPAJIILHOMY.

Y TpeTboMy po3iii po3poOIEHO CTPYKTYPY «PEKHUCEPCHKOT MATPHIII BIUTHBY
K KOHIIENTYyaJdbHOI MOJENi, IO IHTErpye€ ITATh BUMIPIB 4Yepe3 TpU NPHUHIUIHU
B3a€eMOJI1 (CHUHEprii, lepapxii Ta MOCTYNOBOCTi) 1 peani3yeTbcsi yepe3 Tpu ¢asu
MEXaHi3My i1 (CEHCOpHE 3aJlyu€HHS, aKyMVJsIil0 HaNpyrd Ta pPO3PAAKY 3
Tpanchopmainiew). 3niicHeHo aHami3 cnemudiku peanizamii KaTapCHYHOTO
MOTEHITIAJly B YKpaiHChKOMY KiHeMaTorpadi: BHUSBICHO EBOJIOIIIO BiJ €CTETUKH
MOETUYHOTO KiHO 1960-X pOKiB 10 «TpaBMaTHYHOrO peanizmy» n06u HeszanexxHocri.
BcraHoBiieHo, 110 KaTapcUYHUN €PEeKT y TBOpax BITUYM3HSAHHUX aBTOPIB (POpMyeThCs
NEPEBAXHO Yepe3 MEXaHI3MU EMIATHYHOTO 3allydeHHs [IsAada J0 OINpAaIrfOBaHHS
KOJICKTUBHOTO 1CTOPUYHOTO Ta €K3UCTEHIIIMHOTO JTOCBITY.

Y BHCHOBKaX 3700yBa4 HABOAUTH PE3yJbTaTU TEOPETUYHOTO OOIPYHTYBAHHS
TBOPYOTO MHCTEUBKOTO TPOEKTY. 3’SCOBAHO TEOPETHKO-METOMOJIOTIUHI 3acaau
JOCTIDKEHHSI Ta TPOCTEKEHO EBOIIONII0 (PEHOMEHY KaTapCHCy BiJl HOPMAaTHBHOI
€CTEeTUYHOI Kareropii 70 MexaHi3My Ncuxo¢i310J0TIYHOTO BIUIMBY. BusiBieHo poib
II’SITHU BUMIPIB PEKUCEPCHKOT MATPHUIIl BIUTMBY Ta TPHOX MPHUHIIUIIIB IXHHOI B3a€MOIT
y ¢opMyBaHHI TEepeAyMOB KaTapCUYHOTO mepexkuBaHHA. OkpeclieHO crenudiky
peamizallii KaTapCHYHOTO MOTEHIiaTy B YyKpaiHChKOMY IrpoBOoMy KiHemaTtorpadi
Yyepe3 aHali3 eBOJIOIIT HAI[IOHAIbHUX PEKUCEPCHKUX CTPATEriid JO «TPaBMAaTUYHOTO
peanizmy». Pe3ynapraru cucremarn3oBaHO Ta BepHdikoBaHO Yy ¢dopmari TBOPYOIrO
MUCTEIBKOTO MPOEKTY (BIICONEKIIIT).

PobGora ckmagaerscst 31 BCTYyIy, TPbOX pO3JLIIB, BHUCHOBKIB, CIHUCKY
BUKOPHUCTAHUX JHKEPET Ta I0/IaTKIB.

KuarouoBi cinoBa: kamapcuc, iepoge KiHo, pexcucypa, pexcucepcoka mampuys
8NAUBY, 2NA0aYbKe CHPUUHAMMS, MYJIbMUCEHCOPHA CUHep2is, milecHICmb,

MpasmMamudHuil peanism.



ABSTRACT

Omelianchuk V. O. Director's toolkit for creating catharsis in feature films. —
Qualifying scientific work on the rights of a manuscript.

Scientific justification of the creative art project for the degree of Doctor of
Arts in the specialty 021 «Audiovisual Art and Production». — Kyiv National 1. K.
Karpenko-Karyi University of Theatre, Cinema and Television, Ministry of Culture
and Strategic Communications of Ukraine. Kyiv, 2026.

Abstract content. The scientific justification examines the mechanisms and
strategies of using the director’s toolkit to construct conditions for the emergence of a
cathartic effect in feature films. The research is grounded in an understanding of
catharsis as a psychophysiological phenomenon arising at the intersection of
cognitive and bodily responses of the viewer, and dependent on the viewer’s
individual experience and cultural context. The key contribution of the work is the
development of the concept of the «director’s matrix of influence» — a conceptual
model that integrates five interdependent dimensions of directorial expressiveness
(dramaturgical, acting, visual-plastic, aural, and montage) into a unified system
through three principles of interaction: synergy, hierarchy, and gradualism.

The relevance of the topic is determined by the gap between the need for a
systematised toolkit in directing for work with complex emotional material and the
absence of such a system in film directing theory. The fragmentation of viewer
attention amid media oversaturation, the growing social demand for art with a
therapeutic function — particularly in the context of Russia’s full-scale invasion of
Ukraine from 2022 — and the need for directing to move beyond purely narrative
models of influence together create an urgent necessity to systematise the director’s
toolkit at a level that transcends dramaturgical schemes. Analysis of film practice
from the 2000s—2020s demonstrates that the deepest cathartic effects are achieved not
through narrative resolution, but through the systemic interaction of visual-plastic
decisions, acoustic space, montage rhythm, and acting physicality — as seen in
Atlantis (2019, dir. V. Vasyanovych) and The Tribe (2014, dir. M. Slaboshpytskyi). A

synthesis of film phenomenology, neuroaesthetics of the late twentieth and early



twenty-first century, and screen space theory makes it possible to address this
methodological gap.

The purpose of the research is the theoretical justification and
systematisation of the director’s toolkit that creates conditions for the emergence of a
cathartic effect in feature films, through the development of the concept of the
«director’s matrix of influence» as an integrative conceptual model with defined
components, principles of interaction, and limits of application.

The scientific novelty of the research lies in its synthesis of three existing but
methodologically separate directions into a single applied model. Film
phenomenology (V. Sobchak, T. Elsaesser, M. Hagener) describes the mechanisms of
bodily resonance between viewer and screen, yet does not translate these into applied
directorial conclusions. Neuroaesthetics of the late twentieth and early twenty-first
century (V. Gallese, M. Guerra) establishes the neurophysiological basis of empathy
through mirror neuron theory, but remains within the framework of reception theory
without advancing to the level of directorial methodology. Screen space theory (1.
Zubavina) develops the concept of the synesthetic nature of the screen and the
polysensory character of cinematic perception, yet does not systematise these as an
applied toolkit for the director. The author’s concept of the «director’s matrix of
influencey is an attempt to translate the contributions of these three directions into the
language of concrete directorial decisions — verified through the material of
Ukrainian cinema of the Independence era.

The first chapter traces the genesis of the concept of catharsis and its
evolution from a classical aesthetic category to a mechanism of psychophysiological
influence. The categories of «embodied perception», «bodily resonance», and
«presence effect» are analysed, establishing the theoretical and methodological
foundation of the research at the intersection of film phenomenology and
neuroaesthetics.

The second chapter examines five dimensions of the director’s toolkit —
dramaturgical, acting, visual-plastic, aural, and montage — and the principles of their

systemic interaction. It is demonstrated that each dimension influences the viewer at a



distinct level of perception: cognitive, empathic, sensory, physiological, and temporal
respectively.

The third chapter develops the structure of the «director’s matrix of
influence» as a conceptual model that integrates five dimensions through three
principles of interaction (synergy, hierarchy, and gradualism) and operates through
three phases of its mechanism of action (sensory engagement, accumulation of
tension, and release with transformation). An analysis of the specifics of cathartic
potential in Ukrainian cinema is conducted: the evolution from the aesthetics of
poetic cinema of the 1960s to the «traumatic realism» of the Independence era is
identified. It is established that the cathartic effect in the works of Ukrainian directors
forms primarily through mechanisms of empathic engagement of the viewer in the
processing of collective historical and existential experience.

The conclusions present the results of the theoretical justification of the
creative art project. The theoretical and methodological foundations of the research
are clarified, and the evolution of catharsis from a normative aesthetic category to a
mechanism of psychophysiological influence is traced. The role of the five
dimensions of the director’s matrix of influence and the three principles of their
interaction in forming the preconditions for cathartic experience is identified. The
specifics of cathartic potential in Ukrainian feature cinema are outlined through an
analysis of the evolution of national directorial strategies toward «traumatic realismy.
The results are systematised and verified in the format of a creative art project (video
lecture).

The study consists of an introduction, three chapters, conclusions, list of
references, and appendices.

Keywords: catharsis, feature film, directing, director s matrix of influence,

viewer perception, multisensory synergy, corporeality, traumatic realism.
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