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THE CULTURAL DIMENSION OF MODERN
MEDIA DISCOURSE ARRANGEMENT

Purpose of the article. This paper attempts to conduct a case study of the modern media discourse production process
through basic principles of participatory culture. The object of the research is the modern media discourse phenomenon, and the sub-
ject is its cultural aspect. The article views the modern media discourse as a linguistic, social and cultural phenomenon and a specific
type of communication with a peculiar context. The paper focuses on the cultural dimension in fan-studies as an innovative research
methodology for analyzing the dominant features of fan culture and for identifying the impact of different participatory culture principles
on the process of modern media discourse arrangement. Scientific novelty is caused by the study of media discourse production
through fan culture. Therefore, the paper clarifies such interdependent notions as fans, media, media convergence, media discourse,
and transmedia storytelling. Fans are defined as individuals who maintain a passionate connection to popular media. The authors con-
sider “new” media versus “old” one providing characteristics of both types. Media convergence is viewed as an integral part of media
discourse and implies the integration of different media types. In conclusion, the authors emphasize that media convergence makes
modern life more interactive and encourages the audience to participate in the modern media discourse arrangement. Thus, the process
of modern media discourse production should be primarily associated with the emergence of multiple media platforms and the active
involvement of the audience in the production and consumption of the media content across different media platforms.

Key words: fan culture; convergence culture; participatory culture; fan communities; new media; media discourse; media
convergence; transmedia storytelling.

Ky3Heuyoea Mapiss OnekcaHOpieHa, kaHOudam ¢binonoaidHux Hayk, doueHm kaghedpu meopii ma npakmuku nepeknady 3a-
opi3bK020 HauioHarbHO20 MexHIYHo20 yHigepcumemy; Yemeepmak €ezeHiss OnexkcaHopieHa, kaHOuOam gbinonoeiyHux Hayk, 0o-
ueHm kaghedpu meopii ma npakmuku nepeknady 3anopiabkoeo HaujoHarbHO20 MEeXHIYHO20 yHieepcumemy

KynbTyponoriyHuit BUMip apaHXXyBaHHA cy4acHoro megiaguckypcy

MeToto npeacTaBneHoro 4OCNiMKEHHS € BUBYEHHS NMPOLIECY apaHXyBaHHSA Cy4aCHOro MeaiaavcKypcy Kpisb MpusMy KynbTypwu
cniByyacTti. O6’eKTOM AOCNiAKEHHA NocTae heHOMEH Cy4acHOro Meaiaanckypcey, a npeameTom 6eanocepeHbOro aHaniay — Moro Kyrnb-
TypororiyHui acnekt. Megiagmckypc BU3HAYeHO SK NiHBO-COLO-KYNbTYPHUA (DEHOMEH i TUM KOMYHIKaLlii 3 XapakTepPHUM KOHTEKCTOM
KOMYyHikyBaHHSA. OCHOBHY yBary y AOCHiPKEHHI NpUAINeHo KynbTypHOMY BUMIpY (haH-A0CHiIKEHb SK iHHOBaLiHIN MeToAonorii aHanisy
OOMIHaHTHUX pUC baHaTCLKOI KyNbTypu 3aranioM i BU3HaYEHHs1 BNAUBY Pi3HUX NPUHLMMIB KyNbTYpW CMiBYYacTi Ha Npouec apaHxXyBaHHS
cy4acHoro megiaguckypcy 3okpema. HaykoBa HoBu3Ha obymoBneHa HOBWMM MOMMAAOM Ha MPOLEeC apaHXyBaHHS MeaiagncKypey Kpisb
npuamMy cpaHatcbkoi TBop4YocTi. Came TOMy AOCRigXeHHS CHOKYCOBaHe Ha TakUX MOHATTSAX, SK: daHaT, Mefdia, MegiakoHBepreHLis,
Megiaguckypc i TpaHcMegiiHa po3noBiab. PaHaT y Mexax OOCHimKEHHS iBEHTUDIKYETLCA siKk 0coba, WO AEMOHCTPYE 3axOnneHHs nony-
NSPHOK MedianpoAyKLuielo BMPOAOBX TpuBanoro yacy. “Hosi” media aBTopy NpoTuCTaBnsAnTb “CTapym’, Hagak4mn iXHi PO3ropHyTi Xa-
pakTepucTuku. FK HEeBig’eMHa 4YacTuHa MepfiadMCKypcy po3rnsifaeTbCsl MefiakoHBEpreHuisi, Wo nepeabadae iHTerpauito pisHMX
Megiannatcdopm. BUCHOBKM MigKpecniowTb, WO caMe MefiakOHBEpreHuis pobuTb cydacHe XUTTS Binbll iHTEPAKTMBHUM Ta 3a0X04ye
daHaTCbKy ayouTopilo A0 y4vacTi y hopMyBaHHi cydacHoro Megiagnckypcy. Omke, npouec apaHXyBaHHsi OCTAaHHLOIO rOfIOBHMM YMHOM
aCOLIOETLCS 3 NOABOI MYMbTUMEINHMX NaTdopM i 3anyvyeHHAM ayauTopii 40 NpoAyKyBaHHA Ta CMOXWBAHHA MefiakoHTEeHTy, dpar-
MEHTU SIKOro po3TaLloBaHi No Pi3HWX Megiannatdgopmax.

KnroyoBi cnoBa: daH-kynbTypa; KynbTypa KOHBepreHuii; KynbTypa cniByyacTi; paHaTCbKi CninbHOTW; HOBI Mefia; Mediaguc-
KypC; MeiakoHBepreHuisi; TpaHCcMeinHa po3noBidb.

Ky3Heuoea Mapusi AnekcaHOpoeHa, kaHOudam ¢husriosio2udeckux Hayk, doueHm kaghedpbl meopuu U npakmuku nepeeoda
3arnopoxckoeo HayuoHaIbHO20 MexHU4YecKo2o yHusepcumema, Yemeepmak EezeHusi AnekcaHOpogHa, kaHOuOam churonoauye-
CKUX HayK, doueHm KacgheOpbl meopuu U npakmuku rnepeeoda 3anopoxcKo20 HayuoHaIbHO20 MexXHUYeCcKo20 yHueepcumema

KynbTyponornyeckuit acnekt moAenupoBaHusi COBpeMeHHOro Meanaguckypca

Llenblo npeactaBneHHOro nccneaoBaHns SBMASETCH M3yYeHwe npouecca MOAENMPOBaHWS COBPEMEHHOTO MeAvagucKypca
CKBO3b MPU3MYy KynbTypbl coydyactusi. O6bekToM MccrnefoBaHUs BbiCTynaeT peHoMeH COBpEMEHHOro Meauaguckypca, a npegmeTom
HenocpeaCTBEHHOrO aHanmaa — ero KynbTyporormieckuii acnekt. Megnagmckypc onpenensercs Kak JIMHIBO-COLMO-KyNbTYPHBbIA deHo-
MEH 1 TUMN KOMMYHMKaLUK C XapakTepHbIM KOHTEKCTOM. OCHOBHOE BHUMaHWe yaenseTcs KynbTypHOMY M3MepeHuio daH-1ccneaoBaHui
Kak MHHOBALIMOHHON MeTOA0NMOrMM aHanu3a AOMUHAHTHBIX YepT daH-KynbTypbl B LLIEMOM U ONpeAeneHns BINSHUSA pasHbIX NMPUHLUMNOB
KynbTypbl COy4acTusi Ha NpoLecc MOoAeNMpoBaHNA COBPEMEHHOro Meauaamckypca B yacTHocT. HayyHas HoBu3Ha obycnosneHa Ho-
BbIM B3[MSAOM Ha NpoLecc MOAENUPOBaHWS Meauaanckypca yepes npuamy TeopyecTBa paHaToB. IMEHHO noaTomy uccrnegoBaHue
CchOKYCHPOBaHO Ha Takux MOHATUSIX, kak: haHaT, Meana, MeavakoHBepreHumsl, MeanaamcKype 1 TpaHcMeauiHoe noBecTBoBaHue. da-
HaT B pamKax UccriefoBaHUs onpefensieTcs Kak NMMYHOCTb, KOTopas AEMOHCTPUPYET yBrieYeHne MOonynspHon Meauanpogykuven Ha
NPOTSXXEeHUN ANUTENbHOro BpeMeHu. “HoBble” Meana aBToOpbl NPOTUBOMOCTABNSAT “CTapbiM”, NPegoCTaBNss UX pa3BepHyThbIe XapakTe-
pucTuku. Kak HeoTbemnemasi yacTb MeAnagmcKypca paccmMaTpuBaeTcsl MeMakoHBepreHuus, kotopas npeaycmaTpuBaeT MHTerpaumo

© Kuznetsova M., 2019
© Chetvertak I., 2019

162



BicHuk HauioHanbHOI akageMii KepiBHUX KaapiB KynbTypu i MmucteutB Ne 1°2019

pasHbiXx Meanannatgopm. BeiBoAbl NnogyepkvBaloT, YTO UMEHHO MEAMAKOHBEPreHUMs AenaeT COBPEeMEHHYI0 XU3Hb bonee nHTepak-
TUBHOW U MooLLpsieT haH-ayauTopuio y4acTBoBaTh B (DOPMMPOBAHUM COBPEMEHHOIO Meauaanckypca. Takum obpasom, npouecc Mmoae-
NMPOBaHWA NOCNEeAHEro rnaBHbLIM 06Pa3oM accoLMNpyeTCs C NOsSBMEHNEM MYNbTUMEAUAHBIX MNAT(OPM 1 NPUBIIEYEHNEM ayaUTOPUN K
NPOAYLIMPOBAHMIO 1 NOTPEBNEHNI0 MeAnakoHTEHTa, hparMeHTbl KOTOPOro PacnonoXeHbl Ha pasHbIx MeguannaThopmMax.

KntoueBble cnoBa: daH-KkynbTypa; KynbTypa KOHBEpPreHuuu; KynbTypa coyyacTusi; dpaHaTckve obliectsa; HOBble Meaua;
MeAnaancKypc; MeanakoHBepreHUWs; TpaHCMeaniHOe NoBECTBOBaHME.

The rapid development of information and communication technologies within the postmodern infor-
mation society as well as globalization processes gave rise to enormous changes in the media culture. The
latter found their reflection primarily in the new strategies of content production and representation. These
strategies emergence results in the penetration of the entertainment phenomenon in all areas of information
and communication activities. On the other hand, the rapid development of information and communication
technologies of recent decades, the emergence of cheap and affordable means of production and distribu-
tion of media content equalized the audience with professional media content producers.

Thus, following the change in production and delivery strategies, the content and tactics of its con-
sumption have changed: the audience (recipients) is now actively involved in its production and distribution.
Media audiences increasingly become participants. These recipients are called fans, who are involved in a
fierce discussion with others over the text. They were given birth by a consumerist culture industry. And now
they are active agents, or poachers, that appropriate media texts to make sense of everyday life.

Such transformations led media industry towards radical transformations and, accordingly, put the
issue on the agenda of theoretical understanding of those phenomena that optimize communication pro-
cesses within the modern media space. These processes, based on qualitative changes of various texts
production and consumption, suggest the emergence of a specific phenomenon in the popular culture —
transmedia storytelling. Thus, the movement of content across media as an enhancement of the creative
process marked the beginning of the “era of media convergence that makes the flow of content across multi-
ple media channels almost inevitable” [8]. So in other words, we are entering an era where media will be
everywhere and we will use all kinds of media in relation to each other [9].

We are witnessing the emergence of a new model for co-creation of content that crosses media. The
participants of such models become information hunters and gatherers. Media industry turns into a play-
ground since it has adopted many of the techniques and formats of the entertainment industry, while fan cul-
ture plays a huge role in the creation, development, and distribution of different content. With the rapid
emergence of the Internet, and the related introduction of new information and communication technologies,
including all kinds of digital media-tools, discourse fan-production has proliferated and globalized significant-
ly. Today, fans are, even more than in the past, producers.

Fan studies as an innovative research methodology. The key representatives of the cultural dimen-
sion in fan-studies are considered to be H. Jenkins [10], J. Fiske [3] and M. Hills [6]. They have been greatly
influenced by De Certeau’s view of readers as pilgrims who travel through the media-landscape, giving pref-
erence to different media content.

H. Jenkins [10] distinguishes five characteristics of fan cultures: 1) fandom concerns a particular
mode of reception. “Fan viewers watch television texts with close and undivided attention, with a mixture of
emotional proximity and critical distance” [10, 277-278]; 2) “fandom involves a particular set of critical and
interpretive practices” [10, 278]. It means that to be a fan one needs to be skillful in making references to the
cultural text; 3) fandom constitutes a base for activism. Fans give a voice to the invisible audience since they
are the ones to speak back to the networks and producers; 4) fandom possesses particular forms of cultural
production, aesthetic traditions, and practices. Fandom develops alternative institutions of production, distri-
bution, exhibition, and consumption; 5) fandom functions as an alternative social community. Fans try to es-
tablish a “weekend-only world” outside dominant cultural values of work. Fandom constitutes a space “de-
fined by its refusal of mundane values and practices, its celebration of deeply held emotions and
passionately embraced pleasures. Fandom’s very existence represents a critique of conventional forms of
consumer culture” [12, 71].

J. Fiske [3] distinguishes three levels of fandom’s productivity: the level of semiotic productivity,
where the consumption of popular culture entails “the making of meanings of social identity and experience
from the semiotic resources of the cultural commodity” [3, 37]; the level of enunciative productivity, presup-
poses that the meanings made at the first level are “shared within a face-to-face or oral culture” that take a
public form. This level includes the sharing of experiences, the appropriation, and development of a specific
subcultural style; the level that concerns textual productivity, “fans produce and circulate among themselves
texts which are often crafted with production values as high as any in the official culture” [3, 39].

According to M. Hills [6], the most important issue in fan studies is to explore “what fandom does cul-
turally”. Thus, thinking of fans as producers of new media content means focusing on the various ways that
they can engage with the textual structures and moments of their favored cultural products. It presupposes
that fandom becomes a shared social and cultural practice.

The concept of “media”. Technological and informational development urges us to reconsider the no-
tion of media. To put it in other words, the so-called “new media” compared to the old one needs to take into
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account information technologies, i.e. Internet to be precise. It is obvious that the Internet has enlarged me-
dia opportunities and changed our perceiving of media.

In this respect, scientists distinguish “new” and “old” media. New media definitely has some benefits
over the old one: the notion of new media covers communication. It implies the formation of a fully-pledged
process of communication; new media, that is sometimes referred to as multimedia provides democratic ac-
cess at low costs. It is true in many countries with a few exceptions of the “Orwellian government”; new me-
dia offers updated contents, i.e. valid information in our fast-changing world; it enables people to get ap-
proach to the contents, that is to use different search engines.

In the modern world, “old” media is considered to be dead or passive since it provides only one-
lateral communication without the possibility to give feedback. In contrast to it, “new” media operates live
information. The modern communication enables simultaneous multi-agent interaction, while the old one was
directed on one-to-many communication. Internet media usage is increasing greatly from day to day. How-
ever, some studies claim that it distracts the young generation from live communication with their peers.

Media discourse as a platform for interaction. The notion of media lies in the basis of media dis-
course which became one of the priorities of linguists around the world. Media discourse refers to interac-
tions that take place through a broadcast platform, whether spoken or written, in which the discourse is ori-
ented to a non-present reader, listener or viewer [5, 352]. Before a recipient was not able to react
instantaneously to a producer’'s comments, though it has changed with the advent of multimedia or so-called
new media. Media discourse is a recorded, produced, and public form of communication. It is also neither
homogeneous nor heterogeneous taking into account its complicated nature and constant development. Me-
dia discourse possesses a kind of modality. It describes, explains, predicts something that is perceived as a
real object and that can be given rational judgments to. Thematic sphere of media discourse includes con-
cepts that form its theme and sense core. The aim of media discourse is carried out through communicative
characteristics. Status and situational specifics of the participants, conditions of conveying information,
communication strategies, and methods of communication — all of these affect messages interpretation
whereas it is part of a cognitive structure [1, 89].

Convergence culture vs media convergence. The concept of convergence culture was first thorough-
ly examined by H. Jenkins, an American media scholar. According to Jenkins [7], the concept itself is time-
bounded, which means that the digital era along with its interactivity provides all possibilities for participation
and collaboration across various channels and platforms. However, the key point remains the consumer,
who, being constantly involved in participation, archives, annotates, appropriates and recirculates media
content in various new ways. Each consumer takes media in his/her own hands, blurring the roles of a pro-
ducer and recipient/author and reader.

Thus, by convergence, H. Jenkins means the flow of content across multiple media platforms, the
cooperation between multiple media industries, and the migratory behavior of media audiences who will go
almost anywhere in search of the kinds of entertainment experiences they want [7, 2]. Convergence is a
word that manages to describe technological, industrial, cultural, and social changes, depending on who's
speaking and what they think they are talking about. Jenkins describes the world of media convergence as
the one that provides a positive result in any situation of cooperation, i.e. “every important story gets told,
every brand gets sold, every consumer gets courted across multiple media platforms” [7, 3]. Hence, in the
digital age quick and seamless movement across multiple media platforms make the recipients play a crucial
role in creating a new content. The shift from passive to empowered consumers they've made is due to the
abundance of choice of different media formats and thus the variety of possibilities to communicate across
them. As we can see, the notion of media convergence should be viewed as the interaction between differ-
ent media forms and platforms. This process encourages audiences to participate in content creation, since
“it requires extended access to modern technologies, familiarity with the new forms of media, as well as de-
veloping certain skills” [7, 23]. Thus, it is a unique process of blurring the boundaries between different media
platforms.

Transmedia storytelling as a new means of media discourse production. The term “transmedia story-
telling” refers to the process of creating such thematic formations [11], which consist of a set of relatively in-
dependent sub-series or stories (fragments), united by one "Universe", created and disseminated through
various information-communication technologies (media) and tools not related to the latter [7]. Transmedia
storytelling as a strategy of media content production has long been of interest to foreign media researchers.
It has been examined from various academic perspectives. However, the concept itself, its essence and at-
tributes involve a lot of scientific interpretations and thus remain relevant.

Many terms have been suggested over the past decade: cross-media, distributed narrative, cross-
sited narrative, networked narrative environments, pervasive games, ubiquitous play and performance, alter-
nate reality gaming, superfiction. According to Dena Christy [2], the term “transmedia” is used in a variety of
scientific studies but implies completely different phenomena. Thus, currently, there is no exact definition of
“transmedia storytelling”, since all the given definitions do not provide a comprehensive description of prop-
erties and distinctive features of the phenomenon. The most common definition of “transmedia storytelling”
belongs to Jenkins [7]. He states that “transmedia storytelling” represents a process where integral elements
of a fiction get dispersed systematically across multiple delivery channels for the purpose of creating a uni-
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fied and coordinated entertainment experience. In the ideal form of transmedia storytelling, each medium
does what it does best so that any story might be introduced in a film, expanded through television, novels,
and comics, and its world might be explored and experienced through gameplay. Each franchise entry needs
to be self-contained enough to enable autonomous consumption [7]. Thus, the term “transmedia storytelling”
is mostly determined by the interaction of different media platforms.

Currently, when the audience encounters media content, its narrative and aesthetic properties are
determined by the capabilities and boundaries of media platforms. A certain media product is no longer tied
to a specific media channel. In other words, the entertainment industry has realized that “single-media” is
unprofitable, that revenue can be increased if you go beyond the media [7]. Transmedia allows telling a story
by all accessible means across multiple both mass and non-mass media platforms. It is a convergence of
mass media platforms and platforms that are not the traditional technical means of creating and transmitting
mass information.

Canon, fans and principles of interaction within media discourse. Any successful transmedia project
is based on a participation principle. It means that such projects should consist of fragments of two types.
The first is created by professionals, whose authorship and copyright rights are protected by law and recog-
nized all over the world. Therefore, these works are considered to be a canon. The second type comprises
works created by fans, who are the target audience of transmedia projects. Consumers, or fans, as they are
called within the discourse, distribute original amateur works across media platforms (including social net-
works), thereby increasing both the amount of content and the popularity of the narrative “universe” in the
media discourse.

Today the media audience’s role in the production of new content has increased dramatically. How-
ever, it can be rather difficult to define whether someone is a fan or not. A rapid expansion of mass media,
especially the Internet, has caused audience members to differentiate between interested viewers, who
simply enjoy the book or show, and true fans, who often and readily quote some facts. According to Henry
Jenkins [10], fans are more emotionally charged than typical consumers, their power comes from their prox-
imity to a certain media product, which allows them to critique, predict and rework it [10, 56, 58]. Thus, a
combination of adoration and frustration motivates active involvement with the narratives. Media fans turn
into producing consumers, writing readers, and participating spectators, thereby “becoming active partici-
pants in the circulation of meanings instead of being simply the target audience” [10, 30; 6, 23-24]. Thus,
people can be thought of as fans if they identify themselves with the media product or a particular media star
or a particular style presented in the media. The sole consumption of certain media products does not nec-
essarily make a person a fan.

Basic principles of interaction within modern media discourse can be easily traced through Jenkins’
[8] seven core concepts of transmedia storytelling. We'll consider the most relevant ones towards media dis-
course, those principles which indicate the relationship of modern media discourse and its audience. If the
content of media discourse, on the one hand, is a cultural attractor, and on the other hand, a cultural activa-
tor, it will draw on the audience, excite a desire to interact with it. That's why the first principle is spreadabil-
ity, which refers to the capacity of the audience to engage actively in the circulation of media content through
social networks, expanding its economic value and cultural worth. If the content is significant for the audi-
ence, the consumers begin to spread it in social networks, chats, etc. — thus the information spreads through
numerous web resources. Moreover, such content may encourage to “dig deeper”, comment, evaluate, look
for lost details, hidden motives, and connections. Thus, we support the idea of H. Jenkins, that “if the content
doesn’t spread, it's dead” [13].

The next principle is seriality i.e. property that determines the structure of the whole media dis-
course. It presupposes the creation of meaningful and completed episodes of a single story scattered over a
multitude of media platforms. It involves a portioning of information that stimulates creativity. Performance in
the context of the modern media discourse means the actualization of the function of the cultural activator,
ensuring the ability of the audience to cooperate and participate in creating a transmedia story. According to
John Fiske [3], any audience is involved in the creative processing of mass culture objects, thus creating the
so-called User-generated content. It is the Internet, that from the very beginning of its existence focuses
on the collective creativity, provides the audience with alternative opportunities to participate in the process
of creating media content. Thus, the main result of the transmedia storytelling via the Internet is the creation
of a global media discourse that is built on the principle of participation.

Conclusion. Today, a vital element of the modern life is a media convergence. It makes the media
more interactive and encourages the audience patrticipation. Therefore, the modern media discourse should
be primarily associated with the emergence of multiple media platforms and the active involvement of the
audience in the production and consumption of the media content across these platforms. The audience
comprises communities built around a shared enjoyment of an aspect of popular culture. To describe such
communities the terms fan culture, or fandom, are used. Fan culture is the most striking example of participa-
tory culture. Thus, the main principle of the modern media discourse arrangement is participation. It presup-
poses the implementation of such properties as spreadability, seriality, and performance. Participatory cul-
ture involves fans acting both as consumers and producers of some form of creative and modern media
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content. The audience engagement significantly helps to enhance the way people experience the media,
interact within, bridging the gaps within economic, social and cultural contexts.
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3AKOHOOABCTBO Y C®EPI OXOPOHU KYJ'IbTYI?HO'I' CnAALWUHN
B YKPAIHI TA NMOJbLLI: NOPIBHANBbHUA AHATI3

MeToto cTaTTi € NOPIBHANBHWI aHani3 3akoHOoA4aBCTBaA Y cdhepi OXOPOHM KynbTypHOI cnagwmHn B YkpaiHi Ta MonbLui, BUsB-
TNEHHA Moro nporanuH i popMyBaHHSA MPOMO3uLiA AN MOXIMBUX 3ano3nyeHb 3apybixHoro gocsigy. MeTogonoriyHi 3acagu go-
CRiAKEHHA: iCTOPUYHUA METOA, SKUA [O3BOMMB NPOCTEXWUTU reHedy NpaBOBOro 3abesrneyveHHs OXOPOHW KyMbTypHOI CMaflumHu B
YkpaiHi Ta lMonbLj; meToan aHanidy Ta CMHTE3y, 3aCTOCYBaHHSA SKMX MOCMPUANO NPaBOBOMY aHanidy OCHOBHMX HOPMaTUBHWUX akTiB,
BVISIBNIEHHIO MPOranvH NPaBoBOro pPeryrioBaHHs; METOA NPOrHO3yBaHHS AaB 3MOry 3anpornoHyBaTh KOHKPETHI HOPMU ANS yAOCKOHaneH-
HS1 3aKOHOAAaBCTBA Y cdepi OXOPOHM KynbTypHOI cnaflumHy B YkpaiHi. HaykoBa HoBU3Ha. AKLEHTOBaHO yBary Ha 6a3oBux HopMaTuB-
HMX aKTax y cdepi OXOPOHU KynbTypHOI cnadlmHy B YkpaiHi Ta MonbLyi; npoaHanisoBaHo cnifnbHi Ta BigMiHHI pucu npaBoBoro 3abesne-
YEHHSI OXOPOHM KyNbTYPHOI CNajLLUMHM OBOX KpaiH; PO3KPUTO OCHOBHI HaNpPsMKU AISNbHOCTI YKPAiHCbKMX Ta MOMbCbKUX iHCTUTYLIN,
BiANOBIAANbHMX 32 OXOPOHY KyNbTYpPHOI CMNafLiMHW; 3anpOroHOBaHO LUMAXW YAOCKOHaNEHHs 3aKOHO4aBYOro 3abesneyeHHsi OXOPOHU
KyNbTYPHOI CNafLuMHM B YKpaiHi Ha OCHOBI 3ano3nyeHHs NonbCbkoro Aoceigy. BucHoBku. Nonbcbke Ta ykpaiHCbke 3aKOHOO4ABCTBO Y
cdepi OXOPOHWN KyNbTYpPHOI CNAALLUMHM € CXOXMM N YOOCKOHAMKETLCA 3 ypaxyBaHHAM MiKHApOAHMX HOPM i cTaHdapTiB. CninbHuM €
HasBHICTb NpodinbHNX MiHicTepcTBa KynbTypy YkpaiHu 11 MiHicTepcTBa KynbTypu Ta OXOPOHWU HaLUiOHanbHOI cnagwmHun y MonbLui, Sk
BM3HAYaloTb Aep>KaBHY MOMiTVKy Ta 3abe3nevytoTb OXOPOHY KynbTypHOI cnagwmHn. BogHovac y MonbLui 6inblue noBHOBaXeHb HaaaHo
opraHam MicLLeBOro caMoBpsilyBaHHs, a YkpaiHa nvie posnoyana nepegavy BignoBigHNX NOBHOBaXeHb Ha Micus. Kpim Toro, y MonbLui
Ha BMacHWKax Ta KopucTyBadax Mam’sTOK KynbTypHOI ClaflyHW NnexuTb Oinblia BignoBiAanbHICTb 3a iX YTPUMaHHSA B HaneXHOMY
CTaHi, pecTaBpalilo, KOHCepBaLito TOLLO, HAaTOMICTb AepXaBHi opraHu HadalTb (PiHAHCOBY MIATPUMKY, OpraHisauiinHO-MeToauyHe 3a-
Be3neyeHHs, KOOPAMHYOTb AiAnbHICTE Towo. BigsHaveHo psg HopM nonbebkoro 3akoHy «[po OXOpoHy Mam’sATOK Ta oOmniky Hag
nam’aTkaMmu», ki MOXyTb OYyTU KOPUCHUMMK B KOHTEKCTI pedOpMyBaHHS 3aKOHOAABCTBA y CAIepi OXOPOHW KyNbTYPHOI ChaLivH/ B
YkpaiHi.

KnroyoBi cnoBa: 0xopoHa KynbTypHOI ClafLLMHW; 3aKOH; KOHBEHLIiSl; HOpMaTUBHO-MPaBOBUI aKT; MKHaApO4Hi cTaH4apTy.
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