AHOTANLIA

Cynpyn-KuBoapoBa A.C. HaparuBHi crTparerii CMHCJIOTBOPEHH B
YKpaiHCbKOMY ayAioBi3yaJbHOMY MucTeuTBi mepiony Hesanexnocti. — HaykoBa
Nnpais Ha NpaBax PyKoOIMCY.

Huceprarist Ha 3M100yTTS HAyKOBOTO CTYIICHS JOKTOpa (iocodii 31 CreriaabHOCTI
034 «Kyneryponorisi» B ramy3i 3HaHb 03 «['ymanitapui Hayku». — [HCTHTYT
MHUCTEITBO3HABCTBA, (POIBKIOpUCTUKH Ta eTHoor1i iM. M.T. Punbchkoro HartionansHoi
akanemii HayK Ykpainu. Kuis, 2026.

JucepraiiiiHe 1OCII)KEHHS! IPUCBSIUEHE BUSBICHHIO, CUCTEMAaTH3allli Ta aHai3y
HapaTUBHUX CTpaTeriii CMUCIOTBOPEHHS B YKPAaiHCHKOMY ay[i0Bi3yaJbHOMY MMCTELTBI
nepiony Hezanexunocti (1991-2025 pp.). Y poOoTi aynioBizyaabHUNA TBIP pO3TISIAAETHCS
K OaraTopiBHEBa KOTHITUBHO-KOMYHIKaTHBHA CUCTEMA TEKCTY KYJIbTYPH, Y MEXKax sKOI
ay[10BI3yaJIbHUI HAPATUB MOCTAE HE JUIIE K CTPYKTYpHA (popma ONOBil, a IK MEXaHI3M
IPOAYKYBaHHS KYITbTYPHUX CMHUCIHIB, 10 (OPMYIOTH KOJICKTUBHY TIaM’sITh, HAallIOHAJIbHY
IIEHTUYHICTh Ta o0pa3 YKpaiHu B IMIOOATBHOMY KYJIBTYPHOMY TPOCTOPi. 3M1HCHEHO
KOMIUIEKCHUI MIKIUCUUIUTIHAPHUM aHasi3 TeopeTnyHux 3acan Haparosorii (K. JKenerr,
1. Tomopos, P. bapr, I1. Pikep), kinemarorpadiunoi teopii (A. bazen, 3. Kpaxkayep, /.
bopasemn, C. Yermen, K. Metn) 1 BiTun3HsAHUX KiHO3HaBuMX ctyAiil (C. TpumOau, B.
Mucnascekuii, JI. Bproxomenbka, O. be3pyuko, B. CkypariBcbkuid, P. Pocmsk, O.
MycieHko).

VYrhepiie  CUCTEMHO  OKpPECIIEHO  YKPAiHChbKMM  KOHTEKCT  (hOpMYyBaHHs
ayI10B13yaJIbHOTO HapaTUBY, 1110 PO3BUBAETHCA Y B3a€MO/IIT COIIIOKYJIBTYPHHX 1 IIIHHICHUX
Tpanchopmariit 1o6u Hezanexnocti. Ha 0CHOBI y3aranbHEHHS TEOPETHUHUX TOJI0KEHD
1 EeMIIIPUYHOIO aHai3y IrpOBUX, JTOKYMEHTAJIbHUX 1 TEJEBI3IMHUX TBOPIB BHU3HAYEHO
CTPYKTYPHI KOMIIOHEHTH ay[10BI3yaJJbHOTO HapaTUBY, a TAKOXX OXapaKTEPU30BAHO TXHIO
poJib y Tpoliecax penpe3eHTallli TPaBMAaTUYHOTO JAOCBIAY, KyJAbTYpHOI mHam’sTi Ta
JIEP>KaBOTBOPUOI 1IeHTUYHOCTI. HaykoBa HOBHM3HA POOOTH MOJISTae B TOMY, 110 BOEPILE
3alpOMOHOBAHO JUXOTOMIYHY TEOPII0 YTBOPEHHS ay/l110Bi13yalbHOTO IPaH/I-HAPATUBY, IKa
MOSICHIOE B3a€EMOJIII0 PEAKTUBHUX (TIOJIIEBUX) 1 CTPATETIYHUX (KOHCTPYKTUBHO-BI31HHUX)

Mojzieniell omoBiAl y (QopMyBaHHI CMHCIOBOI €THOCTI YKpPaiHCHKOTO KYJIBTYPHOTO



POCTOPY. YIOCKOHAIEHO TUIIOJIOTT HAPATUBHUX CTPATETii ayAi0BI3yaIbHOTO MUCTEIITBA
Ta po3pobIIeHO MOJICITh aHajizy ayJ110B13yaJIbHOTO HapaTUBYy K
KOTHITUBHO-KOMYHIKaTUBHOI CTPYKTYPH.

[IpakTuyHe 3HAYEHHS OJEPXKAHMX PE3YJbTATIB TOJATaE Yy MOXIMUBOCTI iX
KOMIUJIEKCHOTO BUKOPHCTAHHS B HAyKOBil, OCBITHIN, KyJIbTypHO-IWIJIOMAaTHYHINA Ta
CTpaTeriyHO-KOMYHIKAIIHHIN AISUTBHOCTI, 30KpeMa B yMOBaxX (pOpMyBaHHS Ta peanizarii
JepKaBHOI KYJIBTypHOI MOMITUKK. Po3pobiieHa B auceprariii JUXOTOMIYHA Teopis
dbopMmyBaHHS aymioOBI3yaJbHUX TpaH/I-HApATUBIB MOXe OyTH 3acTOCOBaHa MijJ Yac
MPOEKTYBAHHS CTpATEriil KyJIbTYpHOI JUIUIOMATii, MyOJIi4HOI Ta MelakoMyHIKallii,
CTpaTeriYHUX KOMYHIKAI[M 1 Jep:kaBHUX 1H(OpMAaIiiHUX KammaHid, CpsSMOBaHUX Ha
3MIIHEHHSI HAIIOHAJIBHOI 1JIGHTUYHOCTI, KOHCOJIJAIIK CYCHUIbCTBA, MNPOTHAIIO
nesiHdopMmariii Ta TiIOpUAHUM 1HQOpPMAIIMHUM BIUIMBAM, a TaKOXXK Ha (opmMyBaHHS
CTIMKOTO M MO3UTUBHOTO 00pa3y YKpaiHU B MI)KHAPOJHOMY KYJBTYPHOMY Ta MEIIMHOMY
npocropi. MarepiaJii Ta BHUCHOBKM JOCHIUKEHHS MOXYTbh OyTH BHKOPHCTaHI B
JUSTBHOCTI  KYJIBTYPHHUX 1HCTUTYIIH, aHAMITUYHUX IEHTpiB, MemiaruiarGopm 1
MPOIOCEPCHKUX CTPYKTYp ISl OIIHIOBaHHSA €(QEKTHUBHOCTI HApaTUBHUX MOJEIICH,
MPOTHO3YBAHHS CIPUNHATTS aydiOBI3yaJIbHOTO KOHTEHTY PI3HUMH ayJuTOpIIMH Ta
PO3pOOJIEHHS TOBFOCTPOKOBHX BI310HEPCHKUX HAPATHBIB, OPIEHTOBAHUX HAa MallOyTHE. B
OCBITHIU cdepl pe3yabTaTu JOCIIHKEHHS MOXKYTh OyTH 1HTErpoBaH1 B HaBYAJIbHI KypCH
3 KIHO3HABCTBA, KYJIBTYpOJOTii, TeOpii HapaTUBY, MENiaJOCTiIKEeHb, CTOPITEIIHTY Ta
CTpaTeriYHUX KOMYHIKalliif, a TaKoX BUKOPUCTAHI i 4Yac MiJTOTOBKA HaBYAJIbHO-
METOIUYHUX MaTepiajiB, CIENKYpPCIB 1 MDKAUCHUIUTIHApHUX Tporpam. OKpiM TOrO,
HanparboBaH1 TEOPETUYHI TTOJIOKEHHS i aHAITUYHI MIIX0AU MOXYTh OyTH 3aCTOCOBaHI
y TPaKTHUIl aydioBi3yaJbHOTO BHPOOHMIITBA — HA €Tamnax po3pOOJIEHHS CLEHapiiB,
KOHIICTII[I TPOEKTIB 1 HapaTHBHUX CTparerii — a TakokX y cdepi memiaaHamizy,
KYJBTYPHOI €KCIIEPTU3H Ta TOCTIIKEHb ayTUTOPIil.

Mertononoriuny OCHOBY TOCHIIKEHHS CTAHOBJIATH HapaTOJIOTIYHHM,
CTPYKTYPHO-CEMIOTUYHHM, KOTHITUBHUM, NUCKYPCUBHUW, KOHTEHT- Ta TOPIBHSUIBHO-
aHATITUYHUA METOAM, METOJ MaTEMaTHUYHOIO y3arajdbHEHHsS (ISl KUIBKICHOTO aHaTi3y

YKAaHPOBO-TEMAaTHYHHUX TEHJICHINM), a TAKOXK METOJ aHAJITUYHOTO CIOCTEPEKEHHS 3a



ayJ10BI3yaJlbHUMU TBOpaMHU. Pe3ynbraTtu OCTIIKEHHS! CIPUSIOTH PO3BUTKY YKPaiHCHKO1
KyJIBTYpOJIOTii, Teopii Ta icTOpli KIHO, TPAHCXKAHPOBOI HAPaToJOrii, TCUXOJIOTIi
MHUCTEITBA, PO3IMIHMPIOIOYM  YSABJICHHS TPO  MEXaHI3MH  CMHCJIOTBOPCHHS B
ayJ110B13yaJIbHOMY MUCTEIITBI Ta HOTO pojib y (opMyBaHHI HAIllOHAJILHOI 1IEHTUYHOCTI 1
KyJIBTYPHOT Cy0’ €KTHOCT1 YKpaiHH.

CrpykTypa auceprariii OXOIUTIOE€ BCTYII, TPXU PO3AUIHA 3 JECIThMa MiApO3IiJiaMHu,
BUCHOBKHM JI0 PO3IUTIB, 3arajbHUl BUCHOBOK, CIHCOK BHKOPUCTaHUX JUKepen 1
JiTepaTypu Ta A0AaTKU. Y BCTYM1 OOIPyHTOBAHO aKTyalbHICTh TEMHU, BUBHAYEHO 00 €KT,
peIMeT, METY i 3aBIaHHs JOCHIKEHHS, OKPECICHO METOMOJIOTIYHI 3acaju, HAyKOBY
HOBHU3HY, TEOPETUYHE U MpaKTUYHE 3HAYCHHS PE3yJbTaTiB, a TAKOXK IMOIaHO B1JIOMOCTI
npo ix ampobarito Ta myOmikamii. Ilepmmii po3auT TPUCBSIYEHO TEOPETUKO-
METOJIOJIOTIYHUM OCHOBaM HApaTOJIOTIYHOTO aHaJi3y ay[dloBi3yaJlbHOTO MUCTEITBA,
30KpeMa €BOJIOLII TIOHSTTS «HApaTUB» 1 CHUCTeMaTH3allii MIAXOAIB KJIAaCHYHOI,
MOCTKJIACUYHOI Ta TPaHCKAHPOBOI HapaTojorii. Jpyruil po3nut 30CepemkeHo Ha
dbopMyBaHHI YKpaiHCHKOTO ayAiOBI3yaJIbHOTO HapaTUBy mepiomxy HeszanexHocTi, #oro
CTPYKTYPHUX KOMIIOHEHTaX, COLIOKYJIBTYPHHUX 1 MOJITUYHUX YMHHHUKAX, TEMAaTUYHUX 1
JKAHPOBUX TEHJCHINISAX, a TaKOX CTpaTerisix penpe3eHTalii ICTOPUYHOI TaM’ sTi,
TPaBMAaTUYHOTO JIOCBIAy ¥ HallOHAIBHOI 1J€HTUYHOCTI. TpeTiit po3aiia MPUCBSIYCHO
po3po0Il AMXOTOMIYHOI Teopli (OpPMYBaHHS ay/iOBI3yaJIbHOTO TpaHA-HApaTUBY,
kiacudikaiili peakTUBHUX 1 CTpaTEriyHUX MOJIENIeH OMOoBiJl Ta Yy3araJbHEHHIO
pe3yJbTaTiB  KOHTEHT- 1 CTAaTUCTUYHOIO aHANI3y >KaHPOBO-TEMATUYHOI JAMHAMIKU
YKPaAiHCBHKOTO ay/ioBI3yaJbHOTO MPOCTOpPY. Y 3arajbHUX BHUCHOBKAaX IMiJICYMOBAHO
pe3yabTaTi OCTIIHKEHHS, CPOPMYIHLOBAHO TMOJIOXKEHHS, 110 BUHOCSTHCS HAa 3aXUCT, 1
OKPECJICHO TIEPCTIICKTUBH MOAAJIBITUX HAYKOBUX PO3BIIOK.

KurouoBi cJjioBa: aymioBidyajdbHE MHCTENTBO, HApaTUB, CMHUCIOTBOPEHHS,
IpaH/I-HapaTuB, Hapailisi, €KpaHHI MUCTEUTBA, KIHOHAPATUB, CTOPITENIHI, YKPAiHCHKUN
KyJbTYpHUHN MPOCTIp, Hapallis, ayIl0BI3yalbHUI KOHTEHT, YKPaiHChKHUI KiHemarorpad,
JOKyMEHTaJIbHE KIHO, IrpOBE KiHO, TeJe0aueHHs, YKpaiHChKa aHIMallisl, KIHOTEKCT, Me/lia,
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SUMMARY

Suprun-Zhyvodrova, A. Narrative Strategies of Meaning-Making in
Ukrainian Audiovisual Art of the Independence Period. — Scholarly work
submitted as a manuscript.

Dissertation submitted in partial fulfillment of the requirements for the degree of
Doctor of Philosophy (PhD) in Specialty 034 «Cultural Studies», Field of Knowledge 03
«Humanities» — M. T. Rylskyi Institute of Art Studies, Folkloristics and Ethnology of
the National Academy of Sciences of Ukraine. Kyiv, 2026.

The dissertation is devoted to the identification, systematization, and analysis of narrative
strategies of meaning-making in Ukrainian audiovisual art of the Independence period
(1991-2025). The study conceptualizes the audiovisual work as a multi-level cognitive
and communicative system of cultural text, within which the audiovisual narrative
functions not merely as a structural form of storytelling but as a mechanism for the
production of cultural meanings that shape collective memory, national identity, and the
image of Ukraine within the global cultural space. The research undertakes a
comprehensive interdisciplinary analysis of the theoretical foundations of narratology
(G. Genette, T. Todorov, R. Barthes, P. Ricoeur), film theory (A. Bazin, S. Kracauer,
D. Bordwell, S. Chatman, C. Metz), and Ukrainian film studies (S. Trymbach,
V. Myslavskyi, L. Briukhovetska, O. Bezruchko, V. Skurativskyi, R. Rosliak,
O. Musiienko).

For the first time, the Ukrainian context of the formation of the audiovisual narrative is
systematically delineated as developing through the interaction of sociocultural and value
transformations characteristic of the Independence era. On the basis of synthesizing
theoretical positions and conducting an empirical analysis of fiction, documentary, and
television works, the structural components of the audiovisual narrative are identified,
and their role in the processes of representing traumatic experience, cultural memory, and
state-building identity is characterized.

The scientific novelty of the study lies in the first formulation of a dichotomous theory of
audiovisual grand narrative formation, which explains the interaction between reactive

(event-driven) and strategic (constructive and visionary) narrative models in shaping the



semantic unity of the Ukrainian cultural space. The typologies of narrative strategies in
audiovisual art are further refined, and an analytical model of the audiovisual narrative as
a cognitive and communicative structure is developed.

The practical significance of the results consists in their potential for integrated
application in scholarly, educational, cultural-diplomatic, and strategic communication
activities, particularly in the context of the formulation and implementation of state
cultural policy. The dichotomous theory of audiovisual grand narrative formation
developed in the dissertation may be applied to the design of strategies in cultural
diplomacy, public and media communication, strategic communications, and state
information campaigns aimed at strengthening national identity, consolidating society,
countering disinformation and hybrid information influences, and shaping a stable and
positive image of Ukraine in the international cultural and media space. The research
materials and conclusions may also be utilized by cultural institutions, analytical centers,
media platforms, and production organizations to assess the effectiveness of narrative
models, forecast audience reception of audiovisual content, and develop long-term
visionary narratives oriented toward the future. In the educational sphere, the results may
be integrated into curricula in film studies, cultural studies, narrative theory, media
studies, storytelling, and strategic communications, as well as used in the preparation of
teaching and methodological materials, specialized courses, and interdisciplinary
programs. Moreover, the theoretical propositions and analytical approaches developed in
the study may be applied in audiovisual production practice — at the stages of script
development, project conceptualization, and narrative strategy
design — as well as in media analysis, cultural expertise, and audience research.

The methodological framework of the research comprises narratological,
structural-semiotic, cognitive, discursive, content-analytical, and comparative-analytical
methods, the method of mathematical generalization (for the quantitative analysis of
genre and thematic trends), as well as analytical observation of audiovisual works. The
findings contribute to the development of Ukrainian cultural studies, film theory and

history, transgeneric narratology, and the psychology of art, expanding the understanding



of meaning-making mechanisms in audiovisual art and its role in the formation of national
identity and the cultural subjectivity of Ukraine.

The structure of the dissertation includes an introduction, three chapters comprising ten
subsections, conclusions to each chapter, a general conclusion, a list of references, and
appendices. The introduction substantiates the relevance of the topic, defines the object,
subject, aim, and objectives of the research, outlines the methodological framework,
scientific novelty, and theoretical and practical significance of the results, and provides
information on their approbation and publications. Chapter One addresses the theoretical
and methodological foundations of narratological analysis of audiovisual art, including
the evolution of the concept of «narrative» and the systematization of classical,
postclassical, and transgeneric narratological approaches. Chapter Two focuses on the
formation of the Ukrainian audiovisual narrative during the Independence period, its
structural components, sociocultural and political determinants, thematic and genre
trends, as well as strategies for representing historical memory, traumatic experience, and
national identity. Chapter Three is devoted to the development of the dichotomous theory
of audiovisual grand narrative formation, the classification of reactive and strategic
narrative models, and the synthesis of the results of content and statistical analyses of
genre and thematic dynamics in the Ukrainian audiovisual space. The general conclusion
summarizes the research findings, formulates the propositions submitted for defense, and
outlines prospects for further scholarly inquiry.

Keywords: audiovisual art, narrative, meaning-making, grand narrative, narration, screen
arts, cinema narrative, storytelling, Ukrainian cultural space, audiovisual content,
Ukrainian cinema, documentary cinema, fiction film, television, Ukrainian animation,

film text, media, film.



