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O0’eKkTOM JIiTEpaTypO3HABYOI0 aAHAJI3Y CTaIu Xya0kHI penopTaxi JI. benes
«Jlixie new’stHoCTi: JIF0OOB 1 HEHaBUCTH B Yxropoai» (2019), M. becnanosa «Jlixie
neB’sHocTi: Ky3ns kaapis JHinponeTpoBckk» (2016), O. I'aBpoma «Ctpuit ictapuii»
(2013), €. T'oruapoBoi «3a nenwb no [ebamprneroro» (2016), B. IBueHka
«Jlixie ner’sinocTti: Sk He cymyBamu Cymm» (2015), JI. Kazancekoro «CanitapHa
3oHa» (2013), O. Kpumronu «Jlixie nes’ssnocti: CranicaaBcbkuil heHomen» (2016),
«Ykpaina: macmtad 1:1» (2017), B. Kypuko «YepniriBcbka cnpasa JIyk’stHeHKa»
(2020), B.Mononis «lletni AmnenHiHchkoro uepeBukay (2014), €. I[logooHoi
«3akapmarcekuit erion» (2018), I1. Crexa «Ham pipBoro B ipxi» (2018).

HaykoBa HoOBHU3HA po000TH. Bnepuie B yKpaiHCbKOMY JiTE€paTypO3HABCTBI
OXapaKTEePU30BAHO TOHATTS XYOOMuCHIU penopmadc y 3B’S3KYy 3 OCOOJIMBOCTSIMHU
(YHKIIIOHYBaHHSI KaHPY y CBITOBUX HAIlOHAJIBHUX JIiTEpaTypax, BU3HAYEHO HOTO
MicIle B yKpaiHChKiil mpo3i mouatky XXI ct. ChopMynboBaHO AEHIHILIIO XYO0XHCHIL
penopmadic SIK  KaHpPY He(DIKLIMHOI JiTepaTypH, 3’SCOBaHO CTajll O3HaKH,
BUOKPEMJICHO KaHPOB1 PI3HOBHIM, 31MCHEHO KOMIUIEKCHHI aHami3 300pakajibHO-
BHpaXXallbHUX 3ac001B, MPOaHaII30BaHO POJIb aBTOPA, MOKa3aHO TEHICHIIIT pO3BUTKY B
Cy4JacHil mpo3i.

IIpakTU4YHe 3HAYEHHS OTPUMAHHX PE3YJIBTATIB IIOCTAE B TOMY, 110 MaTepialin
JOCJTIIPKEHh MOXKYTh OyTH BUKOPUCTAHI 11 Yac BUKJIaIaHHS HaBYAJbHUX JUCITUILIIH,

CHEIKYPCiB, TPUCBIYCHUX BUBUYCHHIO CHEIU(DIKUA XYI0KHBOTO
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pPENoOpTaXy SK KaHPY HEPIKIIHHOT JTiTepaTypH, 0 COPUATAME BIIKPUTTIO HIUPOKUX

MO>KJIMBOCTEH ISl AOCIIKEHHS Cy4acHOi MPO3H.

Ocobuctum BHecKoM 3100yBaua € dopmymoBaHHS AeQiHIIl Xy0ooicHii
penopmabdic, 3’ACyBaHHS HOTO KaHPOBO-CTUIBOBUX O3HaK. [lokazaHo, M0 XyT0KHIN
pernopTax K >KaHp HE(IKIIHHOI JTepaTypu mnepedyBae Ha eTari CTaHOBJICHHS U
noTpedye YiTKOT METOIO0JIOTTUHOT OCHOBU ISl Kiacugikarii. J(ucepTaiisi BUKOHaHA
CaMOCTIHHO, (HOPMYITFOBAHHS PE3YJIbTATIB 1 BUCHOBKIB HAJIEXKAaTh TUCEPTAHTII.

XynoxHIN pernopTax HaJISKUTh 10 HediKuiiHOTO quckypcey. CripaBKy€eThCs
AyMKa, 1110 He(DiKIiiiHI TBOPH aKTyalli3ylOThCs B TOJAMHU CYCIIIBHUX 3MIH 1 KUTTEBUX
KaTaKJIi3MiB, IOJICHOCHUX PIIICHb 1 CYNEePEeUSIMBUX MOJITUYHUX cUTyalii. To x mei
’KaHpP ChOTOJHI MOCUJICHO PO3BUBAETHCS B YKPATHCHKOMY JIITEpATypHOMY MPOCTOPI i
3aBJISKH MOKBABJICHHIO MPOIIECY MEePEKIaay MOJIbChKUX PEIOPTAXKIB.

XynoKHIA pernopTax y HallOHAIBHIN JiTepaTypi MPOMIIOB CKIAJHI eTaru
PO3BUTKY, Ma€ JaBHIO CHOpPAJU4YHy ICTOPil0 — BiJ PO3MOBiAI O PEHOPTaXY,
MOJIOPOKHBOTO PETOPTAXY Ta PENmOpPTaXHOTO poMaHy, 1 mepedyBae y dasi
cTaHoBIeHHS. ['0JOBHA 3acimyra BHAUIECHHS IIhOTO KAHPY Hajekala YKpaiHChKUM
nucbMeHHUKaM 20-X pp. XX cT. Y MOMEHTH, KOJIM BTPAYAETHCS TOBIpa 10 PIKIIHHUX
CIOXKETIB, PO3KPUTTS MPOOJIEM HE JOCATAETHCS HASBHUMH apCeHATaMH XYyI0KHBOT
JiTepaTypy, PELUIIEHT MparHe OyTH OYEBHALIEM MOJIN, AI3HATHCH MPO OCOOMUCTI
CIIOCTEPEKEHHS aBTOpa, IEPEOCMHUCIIUTH YK€ BiJIOME.

OTxe, HEIOCTATHICTh TEOPETUKO-TIPAKTUYHUX  AaCMEKTIiB  XYyI0XHBOTO
penopTaxy, CUCTEMaTH3allli, HUTICHOTO PO3IJSAY B KOHTEKCTI Cy4acHOi yKpaiHChKOT
MPO3HU 1 3yMOBITIOE AKTYAJBHICTH JOCITIHKEHHS.

VY nmocmipkeHHI MPOaHaTi30BaHO HAYKOBI1 Mpalll, MPUCBAYEHI XYyI0KHHOMY
penopTaxky B PI3HUX HAIlOHAJBHUX JITepaTypax, 30KpeMa B aHIJIICHKIH,
aMEpUKaHCBbKINA, HIMEIbKIM, HOPBE3bKiH, TOJIbCHKIM, 10 a0 MOXKJIMUBICTh
BHOKPEMHTH BJIaCHE HaIlIOHAIBbHI O3HAKHU XKaHPY.

[lepmuii po3ain nucepraniiHOi poOOTH MPUCBSIYEHO BHBUEHHIO (PEHOMEHY
«IOKyMEHTalbHa JiTepaTypa». Ha ocHOBI pempe3eHTaTMBHHX Tpaib ydeHux (M.

Bapukama, O. 'amuu, A. Tammu, JI. ['a3z0ypr, O. Kauypocwkuii, I'. Kimouex,
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H. Konomyk, O. Papunpkuii, T. UepkamirHa) OKpecieHO CTAaHOBJIEHHS I PO3BUTOK
JOKYMEHTAJIBbHOI JIITEpaTypH, XYI0KHbO-JOKYMEHTAIbHOI JIITEpaTypH, JITepaTypu
dakty, HeQIKLIIHOT JiTepaTypu U JIiTepaTypu HOH-(IKIIH. Bu3HaueHo, 110 KOXKEeH 13
TEpPMiHIB BUHUK y TICBHUH TIEPI0J JTITEPATYPHOTO MPOIIECY.

[IpoctexxeHO 3apomKeHHs penopraxy Sk (OpMH TOBIJOMJIEHHS Ta
e(eKTUBHOTO KYJBTYpHOTO crmocody oOminy iHdopmariero. Ilepmionouatku
penopTtaxy — y biomiiiaux Tekcrax, «lmagi» ['omepa, ManapiBHUX pernopTaxax Mapko
[Tono, XxpoHikax 1 JITOMHCAX.

VY 3axifHOMY Ta YKpaiHCbKOMY JITEpaTypO3HABCTBAX CIIBICHYIOTh TE€PMIHU
WHTEpAaTypHUN  PENoOpTaxkK», «HOBa JKypHAJiCTHKa» (HU3Ka TEpPMIHIB, SKi
BUKOPUCTOBYIOTHCSI TMApajesbHO 3 HOBOKO >KYPHATICTUKOIO — KpEAaTUBHE MHCHMO,
JiTepaTypHa / albTEpHATHBHA / HApaTUBHA JKYpPHANICTHKA, HEOXKYPHAJICTHKA,
napaxXypHaJIiCTUKa, HOH-(IKIIH, TMpo3a cuporo (akty, cyO’€KTUBHA TIpo3a,
JOKYMEHTAJIbHUA pOMaH, JiTeparypa 11eW, TOH30-KypHAi3M) Ta «XyI0XKHIHI
pPENOPTaXK».

3’s1COBaHO, IO XYO0JICHIll penopmadic — 1€ XKaHp HeDIKUINHOI JiTepaTypH,
YTBOPEHUI IUIAXOM IMOEIHAHHS BUIOBUX (KIHO, My3UKa, 00pa30TBOpUYE MHCTELTBO,
ckyabnTypa, dororpadis, 3MI) 1 pomgo-kaHpoBux (emoc, apamMa) o3HakK. B OCHOBI
KAHPOBOI MOIEII1 XYAOKHBOTO PENOPTAXKY — )KYPHAIICTCHKUN PETIOPTAK.

VY napyromy po3aiiai mojgaHo Kiacuikaiiio XyJ0KHBOTO pernopTaxy. TBopu
TU(dEPEHIIIoEMO 3a JBOMa MNPHUHIUIIAMH — TEMAaTHYHUM (coyianbHO-KyabmypHuil,
B0CHHULL, NOJNINPOOIEMHULL) 1 ) KAaHPOBO-CTUIILOBUM (asmobiocpaghiunuil, cnocadosuil).
3a TeMAaTUYHUM PO3PIZHAEMO COYIANbHO-KYIbMYPHUL XyNOXHIH penopTax («Jlixie
neB’sHocTi: JIro0oB 1 HeHaBUCTh B Yikropoai» JI. benes, «Jlixie neB’sHocti: Ky3us
kanpiB JuinponetpoBcrk» M. becnianosa, «Jlixie neB’sinocti: Sk He cymyBanu CyMm»
B. IBuenka, «Jlixie gew’siHocti: CraniciaBcekuii denomen» O. Kpumronn).Y Hux
MIPOCTEKYEMO CIOPITHEHICTh MPOOJIEM COIIaIbHOTO M KYJBTYPHOTO KUTTS PI3HHUX
MmicT Ykpaiau y 1990-x pp., 10 XapaKTepu3yIOTh CKIAJAHUN MHUIAX CTAHOBJICHHS

YKPaiHChKOI IEPKABHOCTI.
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Y 6oennomy XynoxkapoMy penopTaxi «Jleap micis JlebGanbiieBoro» €.
I'onuapoBoi Ta «3akapnatcekuii jgerion» €. [1ogo6Ho1 300paxkeHo peaii pociiichbko-
yYKpaiHChKOI BiiHU. B 0CHOB1 TBOpPiB po3pi3HEH] (hparMeHTH, siKi BepOani3yloTh BiiiHy
(cBiTUEeHHS, aBTOPCHKI CIIOMUHHA, AUKTOGOHHI 3aITUCH TOIIIO).

Y noninpobaemnomy Xya0KHbOMY PENOPTaXki 30CEPEIKEHO yBary Ha po3rJis/il
KUTBKOX Mpo0OJieM: 6aThKiB 1 AiTei, Hepeani3oBaHOCTI ocoducTocTi («CTpuil 1 cTapuii»
O. l'aBpoma); mpobGnemu exonorii ¥ gemorpadii  («CanitapHa  30Ha» [l.
Kazancpkoro);  €KOHOMIUHO-CBITOTJIATHI («Ykpaina:  wmacmtad  1:1» O.
Kpumronn); npoGnema mam’siti i 3a0yTTs («YepHiriBebka cnpasa Jlyk’sHenka»B.
Kypuko); mpoGiemu TpyaoBOi Mirpaiii Ta Hepeali3oBaHOCTI ykpaiHiiB («Ilermi
ATeHHIHCBKOTO dYepeBuKka» B. Momomist); 3araJbHOHAIIOHANBHI TpoOIeMH —
€KOHOMIYHO-COIl1aJIbHI, CBITOTJIsAIHI, BoeHH]1 («Han nipipBoro B ipxki» I1. Ctexa).

3a >KaHPOBO-CTUJILOBUM IPHUHIIMIIOM BU3HAYAEMO asmobiocpagiunui («Jlixie
neB’stHocTi: JItoOoB 1 HeHaBUCTH B Ykropoai» JI. benes, «Jlixie ges’stHocTi: Ky3Hs
kaapiB JlainponerpoBcbk» M. becnanosa, «JIixie neB’sitnocTti: Sk He cymyBanu CymMu»
B. Iuenka, «Jlixie neB’sHocti: CranicnaBcbkuit ¢peHomen» O. Kpuinromnu,
«Camnitapna 3oHa» JI. Kazancekoro, «Hag mpipBoro B ipxi» I1. Ctexa) 1 cnoeadosuii
(«3a penp g0 J[lebanbreBoro» €. ['oHuapoBoi, «3akapnaTchbkuii JerioH»€.
[Tomo6noi, «Ctpmit 1 crapuii» O.l'aBpoma, «Ykpaina: wmacmrad 1:1» O.
Kpumronu, «Yepnirisebka cnpana JIyk’suenka» B. Kypuko, «Iletm AneHHIHCBKOTO
yepeBuka» B. Momois).

VY poboTi 3acTocoBaHO TpHUpiBHEBY Kiacudikaiiro M. UepMiHCBKOI 3 METOIO
aHaJli3y HApaTUBHOI KOHIEMNIT B XyJOKHIX penopTaxkax. OnoBib 30praHi3oByeTbCS
JIOBKOJIa TIOCTaTi aBTopa. Y 3B’SI3KYy 3 IIMM y TBOpPaX 13 PELUIIEHTOM YKIIAJAI0ThCs
7Ba MakTH: aBToOlorpadiunmii («s1») Ta (akTHUHUN (peanbHICTh ICTOpIi) 3ayIs
MiATBEP/PKEHHST  JOCTOBIPHOCTI  BUKJIAJEHOro. [HII  «rojocw»  JTOMOBHIOIOTH
paBIMBICTh Hapallii, a 3ay4eHi ICTOpUYHI1 MaTepiaiau (HOBUHHU 3 Ta3eT, odiliiiHi AaHi,
CTaTUCTUYHI (PaKTH) CIAYTYIOTh MIJKPITUICHHSIM PEaJIbHOCTI 1CTOPII.

VY TBOpax MNoOeTHKa YacONpPOCTOPOBHUX BIJIHOUIEHb PEMPE3CHTYETHCS dYepe3

YacoBl TUIOUIMHM — 30BHILIHIO 1 BHYTpiHIO. B OCHOBI — MOTHB noporu. Y
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3arojIOBKax XyI0XKHIX pernopTaxiB, mpucBsiueHux 1990-m pp., yka3zaHo peanbHl MicTa
I KOHKPETHU T1epiojl. ABTOPU PETPOCIEKTUBHO 300pakKyrOTh YPOAHICTUYHI JTOKYCH.
Pi3amit waconpoctip chopmoBano y tBopax O. Kpumronu, II. Crexa (ykpaiHchbki
Mmicteuka i cena) 1 €. [lomo6Hoi (epeanst minis 06oporu). CyO’€KTUBHICTh OMOBII1
MiACWITIOE peabHU 9acOMPOCTOPOBUI KOHTUHYYM, KM PIBHOMIPHO HaKIJIada€eThCs
Ha 1HIIN TUIMK YacompocTopy (reorpadiunuii, ¢i3MyHUM, COLianbHUIA, BHYTPILIHIH,
30BHIIIHIN 1 MEPLENTYaJIbHUN).

[TpuitoMu iHTEpMETiaNbHOCTI, 30KpeMa eK(pas3ucy, BUKOPUCTOBYIOThCS 315
(dhoKyCyBaHHSI yBaru Ha CIIOBECHIN pernpe3eHTallii 300pakanbHOl JIMCHOCTI MIJISTXOM
MOEHAHHS MUCTEIBKUX KOMIB (KiHEMaTorpagiyHOro, My3U4HOTO, 00pa30TBOPUOTO,
cKyJbpnTypHOTO TOI110). KiHemaTorpadiuni 3acobu (kaap, MOHTaX) IMiAMOPSIKOBAHO
BHYTPIIIHBOTEKCTOBUM JITEpAaTypHUM YHHHUKAM. DoTorpadis SK CKIaTHUK MOSTUKH
YBHUPA3HIOE TEKCT, TOOTO € BI3yaJIbHUM 00pa3oMm (ek(dpa3zoro).

VY TBOpax po3risaaloThCs 1Ba BUAM IIaM ’sITi: IHAUBIAyajbHa Ta KOJEKTUBHA, 110
TICHO B3a€MOJIIFOTh MK c00010. Crienrdikoro mam’ ITTEBOTO CKIIATHUKA € PO3PI3HEHHS
«wmicupb mam’aTi» (HopHOOUIb, OKONIUCHKO, Mpuby0Ba i miaBai [BaHo- dpaHKIBCHKOT
mikosii Ne 5), ocMuciieHHs! KOH(IIIKTIB aM’ Tl (paAsSHCHKOI 1 YKpaiHChKO1), peatizaii
KOMEMOPATUBHUX TMPAKTUK (TaM’ATHI JOIIKH, CTeHAW, MITHUHTH, ¢oTorpadii
3aru0JInX, MOKJIaJaHHs KBITiB) TOIIIO.

Tperiii po3ain MPUCBIYEHO MPArMATHKO-CTHIIICTUYHUM acCleKTaM XYAO0XKHIX
pernopTaxiB. 3BEpHEHO yBary Ha Te, K 3amo3uyeHi rpadiyHi eJeMEeHTH 3aTHI
NIEPETBOPIOBATH PETIOPTAXKHY OPraHi3alliio TeKCTy Ha TWHAMIYHHUMA TBip. Mapkepamu,
AK1 IOEHYIOTh YaCTHHH TEKCTY, € 3aCTOCYBAaHHS KypCHUBY, BEJIUKHUX JIiTEP, rpadiaHol
¢dikcaiii po3TATyBaHHA JIiTep (3BYKONHUC), HEPO3PUBHOIO HAMMCAHHS  CIIB,
TPUKPAIKOBE  3aMOBUYBaHHS  TOmlo. JMHAMIYHICTP  TBOPY  JOCATAETHCS
pPI3HOMAHITHUMHU 3aco0aMu: 4YepryBaHHSA JiajoriB, IepeaHuX HEPO3PHUBHUMU
(dhpazamu, nepepaxoByBaHHs IUPD 1 AT, AK1 ACOLIIOBAIKCS 3 ICTOPUIYHUMHU IIEPCOHAMU
Ta MO/ISIMHU.

EmorriitHo 3a0apBieHa JieKCcuka (DIKCYEThCS MUChbMEHHHMKAMH 3 METOO

MKPECIIEHHS 3HAYYIIOCTI MO1i, yBUpa3HEHHs TeKCTy. CrocTepekeHHsl OMoBiiaya
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3a MOBEIHKOIO JIt0o/IeH y MOOYTI Ta KOH(PIIIKTaX YMOXKIMBIINA BIATBOPEHHS PO3MAITHX
300pakaIbHO-BUPaKaJIbHUX 3aCO0IB.

TBopaM BmacTuBl Taki O3HaKH: TpadiuHUN 3amuc TEKCTy (BENMKI JIITEpH,
KypCHB, >KUPHHUI MIpUQT, IPOIYCK CKIAAIB, CITIB 1 OyKB), MOBHO-CTHJIICTUYHI 3ac00U
(po3MOBHA JIEKCHKa, CJEHT, ¢pa3eosoriaMu, MeTadopH, CHUHEKJIOXH, METOHIMII,
MOPIBHSIHHS, aJTI031i TOIIIO).

Kaw4oBi ciaoBa: aBrop, JKaHp, IHTepMeAialbHICTb, JIOKYMEHTaJIbHA
JiTepartypa, JiTepaTypHHUil pernopTax, Jitepatypa (akTy, Micus mam sTi, HeikIiitHa
po3a, HOBa >KYPHAJICTHKA, HOH-(IKIIH, MaM’siTh, CHHTE3, XYIOXKHIA PEMopTax,

XYJ0°KHbO-JOKyMEHTaJIbHA JIITEpaTypa, 4aconpocTip.



ABSTRACT
Konieva M. I. The Poetics of Creative Reporting in the Early 21* Century
Ukrainian Prose. — Final qualifying paper under manuscript copyright.
The dissertation for the degree of Doctor of Philosophy, field of study 035 —
Philology. — Zaporizhzhia National University, Zaporizhzhia, 2023.

The dissertation presents the first-ever comprehensive study on creative
reporting in 21 century Ukrainian prose.

The object of literary analysis comprises L. Beley's "Nineties' Troubles: Love

and Hatred in Uzhhorod" (2019), M. Bespalova's "Nineties' Troubles: Forge of Frames
in Dnipro" (2016), O. Havrosha's "Striy and the Old Man" (2013),
Y. Honcharova's "One Day Before Debaltseve" (2016), V. Ivchenko's "Nineties'
Troubles: How Sumy Didn't Grieve" (2015), D. Kazansky's "Sanitary Zone" (2013),
O. Kryshtopy's "Nineties' Troubles: Stanislav Phenomenon" (2016), "Ukraine: Scale
1:1" (2017), V. Kuriko's "Chernihiv Case of Lukyanenko" (2020), V. Molodiya's"The
Loops of the Apennine Boot" (2014), Y. Podobna's "Transcarpathian Legion" (2018),
P. Stekha's "Above the Ravine in Rust" (2018).

The study’s scientific novelty is determined by fact that, for the first time ever,
the concept of creative reporting has been characterized in Ukrainian literary studies in
connection with the peculiarities of the genre’s functioning in world national
literatures; and its place in Ukrainian prose of the early 21% century has been
determined.

The practical significance of the obtained results is granted through teaching a
variety of subjects and special courses in theory and history of non-fiction literature,
thus contributing to the current understanding of modern prose development and
broadening research perspective in the field of literary studies.

The researcher’s personal contribution comprises coining the creative
reporting definition, as well as clarifying its generic and stylistic features. It is shown
that, as an emerging non-fiction literary genre, creative reporting requires a solid

methodological framework to be defined and sorted out. The dissertation is an
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independent research project, its key findings and conclusions attributed exclusively to

its author.

Creative reporting belongs to the realm of non-fiction discourse. It is true that
the relevance of non-fiction works is largely determined by societal changes and life
cataclysms, crucial decisions, and controversial political situations. The genre’s
prolific development in the Ukrainian literary space is also boosted by the invigoration
of translation processes, particularly involving Polish reporters.

Within the national literary process, the genre of creative reporting has
undergone complex stages of development and has a long sporadic history—from
narrative to report, travelogue, and documentary fiction. The merit of establishing
this genre belongs to Ukrainian writers of the 1920s. In times of growing distrust in
fictional plots and inability to reveal the emerging challenges through traditional
literary means and tools, the recipient seeks to be an eyewitness to events, to dive into
the author's personal observations, and thus to reevaluate what is already known.

The relevance of current study is determined by the necessity of theoretical
reflection over creative reporting as a hybrid genre, by the lack of relevant practical
case studies, and by the need of the genre’s systematic and comprehensive examination
in the context of contemporary Ukrainian prose.

The study provides an overview of creative reporting genre development in
various national literatures, i.e., in England, the U.S., Germany, Norway, and Poland,
thus defining its national specificity.

The dissertation’s first chapter is dedicated to the documentary literature

phenomenon. Based on M. Varykasha, O. Halych, A. Halych, L. Hinzburh,
O. Kachurovskyi, H. Klochek, N. Koloshuk, O. Rarytskyi and T. Cherkashyna’s
seminal scholarly writings, the study outlines the genesis and development of
documentary literature, documentary fictional prose, literature of fact, non-fiction
literature and non-fiction in Ukrainian literary discourse, with appropriate set of
terms subsequently emerging in the field of literary studies.

The very term «reportage» derives from the words «reporto» and «reportarey.

The origins of reportage as a form of report and an effective cultural means of
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informational exchange have been traced back to the Bible records, Homer’s «The

Iliad», Marco Polo’s travelogues, chronicles, and annals.

In Western and Ukrainian literary studies, the phenomenon of creative reporting
is revealed through a variety of the overlapping terms, such as literary journalism, the
New Journalism (alongside related terms such as creative writing,
literary/alternative/narrative journalism, non-journalism, para-journalism, non-fiction,
raw fact prose, subjective prose, documentary novel, literature of ideas, gonzo
journalism).

It has been determined that creative reporting is a hybrid non-fiction genre
emerging from a combination of specific forms (film, music, visual arts, sculpture,
photography, literature) and generic features (epic, drama) firmly based on the generic
model of a journalism reporting.

The study’s second chapter provides a creative reporting classification, based
either on topic (socio-cultural, war, poly-problematic creative reporting) or genre and
style features (autobiographical, memory writing). Based on topic, the first category to
be identified is socio-cultural creative reporting («Lihie devianosti: liubov i nenavyst’
v Uzhorodi» / «The Troubles of the Nineties: Love and Hatred in Uzhhorod» by L.
Belei, «Lihie devianosti: kuznia kadriv Dnipropetrovs’k» / «The Troubles of the
Nineties: The Forge of Talent in Dnipro» by M. Bespalov, «Lihie devianosti: yak ne
sumuvaly Sumy» / «The Troubles of the Nineties: How Sumy Didn’t Mourn» by V.
Ivchenko, «Lihie devianosti: Stanislavs’kyi fenomen» / «The Troubles of the Nineties:
The Stanislav Phenomenon» by O. Kryshtopa). These texts explore common social and
cultural issues in various cities of Ukraine during the 1990s.

In the creative reporting on war, such as «Za den’ pislia Debal’tsevoho» («The
Day After Debaltseve») by Ye. Honcharova, «Zakarpats’kyi lehion» («The
Transcarpathian Legion») by Ye. Podobna, a female perspective on the realities of
the Russian-Ukrainian war is represented. Those works are based on heterogenous
fragments verbalizing war experience (such as testimonies, direct author's

recollections, voice recordings, etc.).
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Polyproblematic creative reporting highlights such issues as generation gap and

inability of personal fulfillment («Stryi 1 staryi» / «Stryi and the Elderly» by

O. Havrosh), ecology and demography challenges («Sanitarna zona» / «Sanitary
Zoney) by D. Kazans’kyi), economics deterioration and its impact upon the personal
values («Ukraina : masshtab 1:1» / «Ukraine: Scale 1:1» by O. Kryshtopa), memory
and remembrance problems («Chernihivs’ka sprava Lukianenka» / «The Chernihiv
Case of Lukyanenko» by V. Kuryko), labor migration («Petli Apennins’koho
cherevyka» / «The Loops of the Apennine Shoe» by V. Molodii) and overarching
national problems, such as war, economic crisis and the quest for national identity
(«Nad prirvoiu v irzhi» / «The Catcher in Rust» by P. Stekh).

Based on genre and style criteria, the autobiographic creative reporting («The
Troubles of the Nineties: Love and Hatred in Uzhhorod» by L. Belei, «The Troubles
of the Nineties: The Forge of Talent in Dnipro» by M. Bespalov, «The Troubles of
the Nineties: How Sumy Didn’t Mourn» by V. Ivchenko, «The Troubles of the
Nineties: The Stanislav Phenomenon» by O. Kryshtopa, «Sanitary Zone» by
D. Kazans’kyi, and «The Catcher in the Rust» by P. Stekh) and memory-based creative
reporting («The Day Before Debaltseve» by Ye. Honcharova, «TheTranscarpathian
Legion» by Ye. Podobna, «Stryi and the Elderly» by O. Havrosh,

«Ukraine: Scale 1:1» by O. Kryshchopa, «The Chernihiv Case of Lukyanenko» by
V. Kuryko and «The Loops of the Apennine Shoe» by V. Molodiia) can be defined.

The study implements M. Cherminska’s three-level classification model to
investigate the creative reporting narrative modes. As the narrative is organizedaround
the author’s personality, the recipient is urged to share two narrative conventions to
ensure the narrative authenticity: the autobiographical (“Me”) and fact-based (the
historical reality) ones. The other narrative voices, as well as extratextual materials and
historical records (news, official data, statistics etc.) contribute to establishing the
narrative’s validity and reality.

The creative reporting’s time-and-space poetics reveals itself through both
external and internal time perspectives. The space is constructed through the image of

the road and topos. The creative reports on 1990-ies would often paratextually engage
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with the real cities and a peculiar time period. The urbanistic loci are subject to

retrospection. A variety of time-and-space models is represented in the works by
O. Kryshtopa, P. Stekh (Ukrainian towns and villages) and E. Podobna (frontlines).
The narrative’s subjectivity highlights the real time-and-space continuum overlapping
with other types of time and space (geographical, physical, social, internal, external,
and perceptual).

The intermediality tools, i.e., ekphrasis, are often applied to focus the reader’s
attention on the actual reality’s verbal representation thorough a mixture of artistic
codes (cinematography, music, visual and monumental arts, mass media). The
cinematography tools (shooting, editing) are subject to intratextual literary factors to
reinforce the interation’s universality. Photography as a poetical component enhances
the text by being a visual image (an ekphrasis).

Creative reporting deals with the two interdependent memory types: the
individual and the collective ones. The memory component specificity is defined
through identifying the memory places (Chornobyl, the trenches, the Ivano-Frankivsk
secondary school N5’s cellar), reflecting over the memory conflicts (Soviet vs
Ukrainian), describing the commemorative practices (memorial boards, meetings,
rallies, pictures, flower laying) etc.

The third chapter is devoted to creative reporting’s pragmatics and style.
Specific attention is paid to the way the graphic elements are applied to transform the
report structure into a dynamic work of art.

Markers that connect parts of the text include the use of italics, capital letters,
graphic representation of letter stretching (sound imitation), nonbreaking word writing,
ellipsis for omission etc. The dynamism of the text is achieved through various means:
alternation of dialogues conveyed by unbroken phrases, enumerationsof numbers and
dates associated with historical figures and events.

Emotionally charged vocabulary is utilized by writers with the aim of
emphasizing the significance of an event and enhancing the expressiveness of the text.
The narrator’s observations of people’s behavior in everyday life and conflicts have

enabled the use of various figurative and expressive devices.
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Creative reportings are characterized by the following features: the

graphic representation of the text (capital letters, italics, bold font, word and
letter omission), linguistic and stylistic devices (colloquial vocabulary, slang,
idioms, metaphors, synecdoches, metonymies, comparisons, allusions etc.).

The study’s practical significance is determined through applying its
results when teaching a variety of subjects and special courses in theory and
history of non- fiction literature, thus contributing to the current understanding
of modern prose development and broadening research perspective in the field
of literary studies.

Key words: author, genre, intermediality, documentary fiction, literary
journalism, literature of fact, memory places, non-fiction prose, the New
Journalism, non-fiction, memory, synthesis, creative reporting, docufiction,

time-and-space.



