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Kntoyosi cnoBa:
paHKOBE LLOY;
TenesisiiHa Nporpama;
HOBUHY;

TenebayeHHs;
BOEHHUI nepiog;

edip;

cdopmat

AHoTaLin

MeTa cTaTTi — npoaHaniayBaT¥ OCHOBHi acnekTu B3aeMOfAii OCHOBHOIO
Ta [0MOMIXHOro TBOPYOro nepcoHasny B Npoueci NiaroToBKM TeneBi3inHol
nporpamu, a TakoX Ha OCHOBI YKpaiHCbKOro iHdhopMaLinHO-po3BaxanbHOro
TenesisinHoro woy «CHigaHok 3 T1+1» pocniguTu iCTOPit0 CTBOPEHHSA
paHKOBUX Mporpam; npoaHanidyBaTu npodpecinHi 3aBaaHHs axiBuiB;
BUSIBUTYU, IK 3MiHUBCS Uen cpopmaTt 3a noHapg niB CTONITTHA; 3'scyBatu
nocagoBi 060B'sI3kKM KOMaHAM Ta il BMMB Ha siKicTb edoipy; MOPIBHATH
PaHKOBI HOBUHU Y MUPHUI Ta BOEHHUI Yac Ha OCHOBI poboTw Koner y Lew
nepiog; onpawtoBaTy iCTOPit0O CTBOPEHHSA PaHKOBOI MporpamMu TesiekaHany
«1+1», a Takox 1 3MiHM npoTsairomM 25 pokis. MeTogu pgocnigkeHHs. bynu
3aCTOCOBaHi Taki MeTOAU: TEOPETUYHUIA — ONA 3icTaBJIeHHsT 3apybiXHUX
paHKOBUX MPOEKTIB 50-X pPOKIiB MWHYNOro CTOMITTA; eMMipuyHui — ans
crocTepexeHHs 3a pobOTOO KOMaHAW Mosa KagpoM, aHanisy poboTu
npaviBHUKIB PaHKOBOTO LLOY, IXHbOro BMJIMBY Ha edpip; MOPIBHANbHUI — AN
poarnagy ocobnuBocTer poboTM B JOBOEHHMI i BOEHHUIN 4Yac. HaykoBa
HOBM3Ha. Yneplle MpoaHanisoBaHO acnekTW B3aeMOfil OCHOBHOIO Ta
LOMOMIDXKHOIrO TBOPYOro MepcoHasny B npoueci MiAroTOBKU TeneBi3inHOI
nporpamMu, Ha OCHOBI aHanisy po3KpuTo pobBOTYy KOMaHAW PaHKOBOro
MOBJIEHHS1 Y BOEHHWI 4Yac, onucaHo nocapfoBi 000B'A3KM NpauiBHUKIB
y HaAgs3BuuaHux obcTaBMHaX, HaBefeHO TNpUKIagu HOBUX PYyOpuUK,
nposefeHo napaneni MiX IHO3EMHUMM Ta BITYUBHAHUMMU PaHKOBUMM
Loy, y3arajbHeHO iCTOPit0 CTBOPEHHSA Lboro dopmaty Ha 3apybikHOMY
Ta YKpaiHCcbKOoMy TenebayeHHi. BucHoBku. Ha oOCHOBi yKpaiHCbKOro
iHcbopMaLifHO-po3BaxanbHOro TeneBi3inHOro woy «CHigaHok 3 1+1»
[eTanbHO  AOCHIAXEHO ICTOPit0  CTBOPEHHA  paHKOBMX  Mporpam;
npoaHanisoBaHo npodeciviHi 3aBAaHHA axiBLiB, 30KpeMa TUX, XTO
npaLtoe nosa Kagpom; 3icTaB/eHO PaHKOBI HOBUHY B MUPHUI | BOEHHUI Yac
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Ha OCHOBI po60Tu Koner y el nepiof; onpaLboBaHO iCTOPi0O CTBOPEHHS
paHKOBOI Nporpamu TenekaHany «1+1», a TakoX il 3MiHU NpoTarom 25 pokis.

Ik yuTyBaTH:

ByTko, O. Ta lNironexko, |., 2023. B3aeMofisi OCHOBHOIO Ta [OMOMIXHOIO TBOPYOro NepcoHany B NpoLeci
nifroToBKM TeneBi3ifHOT NporpamMu: B Kaapi 1 no3a HUM. BicHMK KWiBCbKOro HaLioHa/ibHOro yHiBepcuTeTy
KynbTypu i MucTeyTB. Cepisi: AygioBidyanbHe MUCTELTBO i BUPOGHMLTBO, 6 (2), ¢.154-165.

dopmynioBaHHs npobnemu

Ycnix TenesisinHoro ediipy 3anexuTb
Bif, HamMOBHEHHSI MOr0 SIKICHUM KOHTEH-
TOM. AKTyaslbHICTb 3a3Ha4yeHoi TeMu Mo-
narae y Tomy, wo y XXI ct. 6inbwicTb rns-
JayiB He 3Hae 0Cco6NMMBOCTEN CTBOPEHHS
Tenenporpam. Monpw uwe ayauTopisi cBifo-
MO 4u niaceigomMo 6epe yyacTtb y hopmy-
BaHHi BEPCTKM LUOY, @ caMe: MuLle JINCTK
0O pepakuii 3 npornoauuisMu Tem, obro-
BOPOE MUTaHHA YK NpobsiemMn y couiasb-
HMX Mepexax. [magavam fyxe BaxInBO
3pO3YMITW HHAHCU CTBOPEHHSI MPOIYKTY,
wo6 JornomMaraTu oro BOOCKOHAsOBATH,
aflXe paHKoOBa MporpamMa — Le HacaMm-
nepes BigBepTe CMiNKyBaHHA 3 ayauTo-
pieto. HanbinblumMin NoKasHUK Yycnixy Ta
nifjepcTBa TenekaHany — PeWTUHT, KUN
3aNeXuTb BiJ, TOro, HacKisibku rnsgavi
3aTPUMYHOTbCSl Ha nepernsfi paHKoBOI
nporpamu, 3auikaBunia iX TemMa CHXeTy
abo po3mMoBa y CTyfil uu Hi. Tox, Bosogi-
toun iHcbopMalLlieto Ik came CTBOPHOETLCSA
paHKoBa nporpama, rmsgadi MoxyTb [0-
nomaraTu i nokpallyBaTH, a 0Txe, 6yayTb
Giflbll OXoue OMBUTUCS LLOY, @ PENTUHIU
3pocTaTuMyTb. BapTo 3a3HauuTk, LWo
y 3B'I3KYy 3 BOEHHUM 4acoM «CHigaHOK»
3a3HaB 3MiH, a came: 3'ABUJIOCS YMMano
HOBUX pYyOpuK, 30Kpema «YpoKu icTopii»
Ta «LlogeHHUKM BitHU». 3MIHUBCA TaKoX
copmat nporpamu: nobinbLiano BKIKO-
YeHb i HOBWMHHWMX MaTepianie. 3 ornagy
Ha 3asHayeHe BHLLe BaX/IMBO OMUCATK
po6oTy KOMaHAM Loy Y Lei nepiof ans
ManbyTHiX NOKONiHb TeNEBI3INHMKIB.
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AHani3 ocTaHHix gocnip)xeHb
i nyébnikawin

0. Oxonoc (2022) nepwwuit BU3HaAUMB
po6oTy paHKOBOI MpoOrpamu y BOEHHWN
nepiof, 3a3HauymMBLLK, LLO YKpaiHCbKe Te-
NEMOBJIEHHA BIfIMWIO Bif po3Baxalb-
HOro Ta 3pobuno akueHT Ha iHdopma-
LitHOMY KOHTeHTi. Takox O. [xonoc
(2021) npoaHanisyBaB i MoOpiBHAB Hau-
NonynsipHiLi paHKOBI NporpamMu Ha ykpa-
THCbKUWX TeniekaHanax.

C.KoTtnsap Ta B. depopeHko (2018) go-
CnifnnM aBTOPCbKi NPOrpamMm Cy4yacHoro
Tene6ayeHHs.

M. KpuBuubkuit (2022) nigcymyBas Yac-
TKy Tene6ayeHHs «1+1 megia», 30KkpeMa
BKa3aB Ha PeKOpAHi MOKa3HWKW paHKO-
BMX Loy «CHigaHOK» Ta «CHigaHoK. Bu-
XigHUN».

|. TaBpaH Ta M. [lybuHa (2020) nocniau-
NV Ta NpoaHanisyBany HOBUHHUIA KOHTEHT
Cy4acHOro nNpsAMOETEPHOIO MOBJIEHHS.

M. Tomak (2007) BM3HauUnIa rosIoBHY
MeTY PaHKOBOrO LIOY Bif MoyaTKy BBe-
OeHHs uboro dopmaty B YKpaiHi, a Ta-
KOX mMpoaHanidyBana Kifibka nporpam
paHKOBWUX HOBUH Ha BiTYN3HAHOMY Tene-
6ayeHHi.

MeTa cTaTTi — Ha OCHOBI YKpaiHCbKO-
ro iHdopmMauifHo-po3BaxasbHOro Te-
neBizinHoro woy «CHigaHok 3 1+1» go-
CNiguTN iCTOPIt0 CTBOPEHHS PaHKOBUX
nporpam; npoaHaniayBatu npodeciviHi
3aB[JaHHS KOMaHu; NMOPIBHSATU PaHKOBI
HOBVHW B MUPHUIA Ta BOEHHMI Yac Ha oc-
HOBI pob0TH Koner y Len nepiop,.

Butko, O, Piholenko, I. Interaction Between Main and Support Creative Staff
When Television Programme Preparing: on and off Camera
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OCHOBHUI MaTepian JoCNigKeHHSA

MNMoBHOMacwTabHe BTOPrHEHHSA  po-
CINCbKMX BINCbK Ha TepuTopito YKpaiHu
24 moToro 2022 poky He 3YynUHUIIO BU-
po6HMLTBO [enapTaMeHTy pPaHKOBOro
MOBJIEHHS1 MepgiaxonguHry «1+1 T[lpo-
LaKlWH». 3rifHO 3 IiHTepHeT-cTaTTe
«Yum "Tntocn” HaMoBHIOKTb CBOHO CiTKY
MOBJIEHHSI CbOrOJHI Ta Ha AKUN MpeMi-
anbHUI KOHTEHT BapTO OYiKyBaTWU rNs-
nayam» (2022) y 3B'AI3KY 3 TpaHCAsALIED
Ha OCHOBHOMY KaHani TenemapadoHy
«EQuHI HOBUHW» nporpama «CHifaHOK»
nepemicTunacsa Ha tenekaHan TET i amy-
weHa Byna ckopuryBaTu CBill KOHTEHT.

BapTo Harapgatv Ik BUHUKIW PaHKOBI
iHdbopMaLifiHo-po3BaXarbHi nporpa-
MU | SIKMX TpaHcdopMaLii BOHN 3a3Ha-
nm npoTaroM 70-piyHoOi icTopil. 3rigHo
3 KHurowo «EHUMKNONefis XypHanictu-
ku» (Sterling, 2009, p.912) B cTaHOBNEHHI
paHKoBMX wWoy 6epyTb yyacTb AOBi Mpo-
rpamu: ogHa MaclutabHa, TPaHCKOHTM-
HeHTaslbHa, iHWa — perioHanbHa. BapTo
noroguMTUCA 3 aBTOPOM BHLLe3a3Haye-
HOT KHUIMN, agxe ofiHa 3 nporpam — «To-
day» («CborogHi») Gyna B3arani nep-
Lok B icTopil TenebayeHHs | BUHUKNA B
CnonyyeHux LLTaTtax AMepuku 14 ciyHs
1952 poky. Loy Buxogmuno Ha amepu-
KaHcbkoMy TenekaHani NBC i TpuBano
OBi roauHu crnoyaTky y 6yaHi, a 3rogom
i y BuxigHi. TpaHcnauis BigbyBanacs
y CLLA, a Takox y €poni Ta ABcTpanii
(Sterling, 2009, p.913).

IHwa nporpama — «The Morning Ex-
change», Wwo nepeknafaeTbcs K «PaH-
koBa Oipxa», TpaHcnoBanacsi Ha Tese-
Bi3iMHIN cTaHuUil WEWS-TV nuwe pnsa
amepukaHcbkoro Micta Knienenp (wtaT
Orario) 3 1972 no 1999 pik. Ane NpuUMIT-
Ha BOHa TUM, Lo came «The Morning Ex-
change» nepLuoto nepeniuna 3 KnacuyHor
HOBWHHOI y 3aTULLHY CTypAito, fIka Hara-
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JyBana [oMallHio BiTanbHi. Ha guBa-
Hi po3milyBanucs Bedydi, Ha Kpicnax —
rocTi edpipy (Sterling, 2009, p.912).

Lii oBi nporpamu ctBopwunu dopmar,
AKWUIA NepenHsN Hagani BCi iHLWI paHKOBI
LLIOY: HOBUHM YepryBanucs 3i CninkyBaH-
HSIM BeflyYnx 3 eKcrepTaMu y pi3HuX ra-
Ny38X.

Loy «The Morning Exchange» 6yno
B edpipi noHap 25 pokiB. MNporpamy «To-
day» guMBnsSITbCS B YCbOMY CBITI i Ao
cborogHi. lNpoTe nigepomM y ciTui Te-
JIEMOBJIEHHAI aMepUKaHCbKUX KaHanis
BoHa Oyna nuwe Ao KiHus 1980-x pokis
(Sterling, 2009, p.914). dani dopmat ne-
PENHSIB IHLWNIA aMepUKaHCbKUI Teneka-
Han ABC, sikuii cTBOpMB BniacHy nporpa-
My «Good morning, America» («[Jo6poro
paHKy, AMepuKo»). BecTu ecpipu Togi 3a-
NMPOCUSIM He XYpHaJicTa, a NonynsipHoro
KoMeginHoro aktopa — [eBiga |. XapT-
MaHa. 3aBAsfKku LUbOMY MONYNSPHICTb
paHKOBOro LIOY 3Ha4HO 3pocna, ajxe
BedyYMin, KU MaB HeabMAKWUA akTop-
Cbkui pocBif, noBogue cebe B Kagpi
JyXe HeBMMYyLUEHO i nojaBaB HOBUHM
Nerko 1 Joxignveo.

Ak 3a3Hayvae |. MaueHko (2005) y KHU3I
«XpoOHika ykpaiHcbkoro pagio i Teneba-
YeHHs1 B KOHTEKCTI CBITOBOro ayfioBisy-
aslbHOro npouecy»: «AHaNorivyHi paHKOBI
BUMYCKWU Yepes Tpu LOeCATUNITTA BUHU-
kv B AHMnii, Kanapgi, Anowii, Icnawir, MiB-
IeHHin Kopel, CPCP» (c.182). A 3rogom,
y nepLli pokKu HesanexHocTi — i B Ykpa-
Hi. Lle 6yna paHkoBa nporpama «CHiga-
HOK 3 T+1», Aka BnepLue Buiwna B edip
31 6epesHsa 1997 poky i foTenep BBa-
XaeTbcA HalnmonynsipHiwow. 30Kpema,
Makcum KpuBuLUbKUIA B IHTEPHET-CTaTTi
«Mpyna 1+1 media nigcymyBana 2021 pik
y po3pisi TeneausneHHs» (2022) 3asHa-
yaB, Wo «"CHigaHok 3 1+1" y 2021 poui
TpaguuinHo BigcTosiB cTaTyc 6e3ymMoB-
Horo nifepa cepef paHKOBMX Nporpam Ha

byTko, O, MNironexHko, |. Bgaemomia 0CHOBHOIO Ta [I0NOMIMHOIO TBOPHOrO
nepcoHany B MpoLeci MiArOTOBKM TENEBISIMHOI MPOrpaMu: B Kaapi 1 Mo3a HUM
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TenebayeHHi, 3ibpaBLUM CepeaHIO YacTKy
14,8 %. 8 BepecHs nporpama 3ibpana pe-
KOpOHY 4acTKy 3a geHb — 24 %, 3a ay-
auTopieto 18—54 (50 Tuc. +). "CHigaHoK.
BuxigHuin" y 2021 poui 3ibpaB cepefHto
yacTky 10,7 %».

dopmaT paHKOBOro LWIOYy € [O0CUTh
CKnagHWM y peanisauii, 3a3HayaB Yy iH-
TepHeT-cTaTTi «Jlobporo paHky!» (To-
Mak, 2007) Bigomuii TeneBegyuni i Ko-
JMLLHIM npauiBHUK «CHigaHky» Oner Ma-
HroTa. OCKiNbKU rnsifjadi 3aTPUMYHOTh-
Csl 3paHKy nepepf TeNeBi30POM BCbOro
Ha 10—15 XBWAWH, BeQYYUM i KOHTEHT-
MelrikepaM nporpamu Tpeba BMICTUTU
y Len yac sikoMmora 6inble iHdopmauir:
006IpKY HOBWH, rapHi XapTu Ta KOPUCHI
nopagu. Came pi3HOMaHITHICTb KOHTEH-
Ty «CHigaHky 3 1+1» BUAinae gocnigHuk
0. Oxonoc. Afxe, 3a MOro cfioBamu, TamM
MOXHa [i3HaTUCS NMPO XUTTSA 3ipOK, HO-
BMHU KpaiHW Ta CBIiTY, a TaKoX Mpo Mic-
us ONna NoLopoXeW, CeKpeTu Kpacu Ta
MCUXONOTit0 CTOCYHKIB. ABTOpP TaKOX
3a3Havyae BaX/MBY pofib, IKy Yy nporpa-
Mi BigirpatoTb Begydi — PycnaH CeHiu-
KiH i Jlloamuna bapbip, €rop lopaees
i Hena LLloBkonnsc: «BoHW iHKONM HagTo
€MOLiMHI, ane Taka XBaBicTb NpuBabtoe
yBary v He [03BOJIi€ HyOblryBaTu ayau-
Topii» (Oxonoc, 2021).

LLlogo 3aranbHuX, «<KaHOHIYHUX» BUMOT
0O Befyuyux, TO CNYLHUM BWUOAETHCA
TBEpPXEHHA Beayyoi paHKoBux edipis
kaHany «UA. 3akapnatTtsi» [punu Minnep,
HaBefeHe B iHTepHeT-cTaTTi «Le kanuj,
SIKi BU B3yBaeTe 3paHKy. AGo YoMy noam
CNnyxaroTb Ta AMBNSATbCS paHKOBI echipu»
(Beua, 2020). I. Minnep cTBepaxye, Lo
«pob0oTa paHKOBOro BeAy4yoro Ccknaf-
Ha Ta noTpebye HeabWSIKOI NiArOTOBKU».
3a il cnoeamu, Tpeba CTEXUTU 3a CBO-
€10 apTUKYNSILLiErO, YiTKO BUMOB/IATU BCI
cfioBa Ta He «KOBTaTW» KiHLIBKMW, i, HaW-
BaXJMBille — npautoBaTu Haf, nNpaBuilb-
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HOI BMMOBOK HarosiociB i CTEXUTU 3a
BJIACHWM 30BHIWIHIM BUIMSAAOM, nocTa-
Boto. OTXe, NnepeciyHui rnsifay He Moxe
YSIBUTU KiNbKiCTb | po3MaiTTa dhaxiBuis,
AIKi CTBOPIOIOTb paHKOBe LIOy. 3HayHa
YyacTMHa nepcoHasny NpUCyTHS Ha pefak-
LiNHIN «neTiBUi», 3BiAKWN, BNacHe, i mo4n-
HaeTbCA CTBOPEHHSA KOXHOrO BUMYCKY.
Lle TepMmiH 03Hayae HeBEeNUKY Hapagy,
nif Yyac AKoi cniBpobiTHMKM KoMNaHil 06-
roOBOPOIOTb BUPOBHUYI Npobremu.

Cnifi 3a3HaunTK, WO Yy ra3eTHUX BUAAH-
HSAX yM Bi3Hec-LeHTpax «neTiBKu» Bigody-
BaloTbCA WoNoHeinka abo won'aTHuL,,
Ha TenebayeHHi, 3okpeMa B «CHifaHKy
3 T+1», BOHM npoxoaaTh wopaHAa. Ha Ta-
KX 3i6paHHAX 0OroBOpPHOKOTH HaMoB-
HeHHs1 ecpipy, 3aTBepOXylTb TrOCTEN,
€KCMnepTiB, a TakoX TeMU ManbyTHbOro
edbipy. MNMpoxoauTb «feTiBka» B KabiHe-
Ti Npoftocepa NporpamMu UM y HbHO3pY-
Mi. Ha Hin npucyTHi 6n1mM3bko aBagusTH
ocib, cepeq AKUX BUMYCKOBI pefakTopw,
XypHanicTu, cueHapucTy, iHdbopMauiviHi
npopatocepu Ta Befyyi. B iHTepHeT-cTaTTI
«Yomy Tenesenyya 1+1 nobutb Montas-
wuHy» (2018) Begyya nporpamu Hens
LLloBkonnsic 3a3Hauvae, WO Ha «NeTiBKU»
BOHa nae oppasy nicnsa edipy. Taki Ha-
pagy MoxyTb TpuBaTu o 11:30.

Micna y3rogxeHHs1 HaNoOBHEHHS BUMNYC-
Ky BaX/MBY pofb y npoLeci nigroToBKu
nporpamu [o edipy Bifirpae BUMycKo-
BUMN pepakTop. BiH pospae 3aBpaHHsA
XypHarnictam, 3roqoM BUYUTYE IXHI Tek-
CTW, a TakoX dopmye BepcTKy edipy.
Came pepakTop 3Hae, 3 Yoro byae ckna-
JaTucs nporpama, BiH Xe i TpaHchnoBa-
TuMe 1T rnagadesi pa3oM i3 BUMYCKOBUM
pexucepom. CniBrnpautoe BUMYCKOBUIA
pepakTop 3i cueHapucTamu, iHcopma-
UiMHUMK  npoJrocepaMu, rOCTbOBUMMU
penakTopamMu Ta pexmncepaMmyv MOHTaxy.

Y paHKoBMX MporpamMax € 4uMMmarsno iH-
Wmnx 6e3iMeHHUX TBOPUIB, AKi, HA BigMi-

Butko, O, Piholenko, I. Interaction Between Main and Support Creative Staff
When Television Programme Preparing: on and off Camera
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Hy Bif, Befyuyux i penopTtepiB, MNOCTIMHO
3anvwaroTbcsl Nosa Kagpom. BoHu Tak
3BaHi TeMHi KOHA4YkM nporpamu. [lpo
HUX rnsfavi He 3HalTh, NPOTE BOHM iC-
TOTHO BM/MBalOTb Ha edip. Hanpuknag,
rpumMepu Ta CTWAICTM BignoBigatoTb 3a
30BHILLHIN BAMNAL Begyunx. 3aBasiku im
Befy4i B Kafpi BULLYKaHi, 0XalHi, B Mipy
sicKpaBi Ta 3aBXAM MakTb rapHun BuU-
rNag 3paHkKy.

Y npeAcTaBHMKIB LMX npodpeciit € Tak
3BaHi pedepeHTH, TOBTO 3aTBepaXeHi
npuknaau obpasis gns Benydmx. MNpumi-
pom, Makisx Begy4oi Jlroomunu bap6ip
Oyne BigpisHATUCA Big Meikany BaneH-
TMHM Xamanko. Apxe nepwa — Begyda
«CHipgaHKy» y 6yaHi oHi i T nerko Mox-
Ha 3pobuTU AICKpaBUI MaKisX: BULLHEBA
nomaga Ta sICKpaBoO NigBefeHi CTPINKW.
A oT ona segydvoi «CHigaHky. BuxigHo-
ro» B. Xama#nko — ue Taby. [1ns Hel nuwe
HiXXHUIA Makisx i3 3i6paHMM BOJIOCCAM.
€ neBHi 0co6/MBOCTI 1 B YONOBIUMX 00-
pasax. Akwo y PycnaHa CeHiukiHa y rap-
nepobi MoXHa 3HaWTKU AiNOBI KOCTHOMMY,
To ana OnekcaHpgpa lNonosa o6uparTb
Ginbw pgomalwHe BOpaHHS, sIK-0T pyT-
6onka yu nono.

LopeyHo 3ragaTu " agMiHicTpaTopiB
NPoeKTYy, amXe 3aBAsKM IiXHiW poboTi
CcTyqnis paHkoBoOi nporpamu «CHigaHok
3 1+1» mae 3atnwhHun Burnsag,. LLlopaH-
Ky Lel cneuianicT 3aBaproe Yau, Kynye
CMaKONUKN Ona Befyuux i rocten. Ta-
KOX Kynye MpOLYKTU ANsi CTPaBW, sKY
TeneBepnydi rotyBatuMyTh B ecpipi. Cnig
3a3HauuUTH, WO agMiHICTpaTopn MaroTb
Ha TenekaHani gekinbka wad i3 peksi-
3UTOM, KOXHa 3 SIKUX MPOHyMepoBaHa.
Tak npauiBHUKM Neriie OpPIiEHTYOTb-
CSl Y BENIMKIN KiNbKOCTI peyen. YTiM s
cknagHa " posmaita «KyxHsi» nigrotos-
K1 paHKoBoOI nporpamu Gyna Bignpaubo-
BaHOMO i HaBiTb BYAEeHHO A1 MUPHOMO
yacy.
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dopmat «CHifaHky 3 1+1» 3MiHUB-
ca 24 nmotoro 2022 poky — y nepLuun
JeHb noBHoMacwTabHol BiMHM B YKpa-
THi. Ik 3a3HayaeTbCs B iHTepHeT-cTaT-
Ti «CninbHUM TenemapadoH — iHdoOp-
mMauinHa MO B uuBINi3auUinHIiA BilHI»
(OcTana, 2022), uinomotoBa TpaHcnALis
ob6'egHana Hambinbwi yKpaiHCbKi Tene-
KaHasnu: YoTMpWM KOMepLinHI Megiarpynu,
cycrninbHe MOBJEHHSI Ta [epXaBHUI Ka-
Han «Paga» (2022). Cepeqn uux Teneka-
HaniB € 1 «1+1». ToX y Mexax AepXXaBHoi
KoHuenuii TpaHcnsaTop «CHigaHky 3 1+1»
3MIHUBCS: CrepLly nporpamMa BMUXofuna
mvwe Ha YouTube-kaHani, mi3Hiwe rnsa-
padi amornm no6auntn «CHigaHoOK» Ha
TenekaHanax «2+2» ta «TET», a 3 ceprnHsa
2022-ro nuwe Ha «TET». TakoX y BOEH-
HUM Yac 6yaHi «CHifaHKy» NOYMHAIOTLCSA
0 7-M paHKy, a y BUXigHIi — 0 8-1 paHKy
i TpuBae nporpama go 10-7 roguMHn paH-
KY 3@ KUIBCbKUM YaCOM.

ICTOTHUX 3MiH 3a3HaB i peXuM poboTu
nepcoHasny. YacTuHa KoMaHau He 3Mor-
Na npautoBaTu B odpici, OCKiflbku Buixa-
na 3i ctonuui y 6inblw 6esneyHe Micue
abo nepebyBana B okynauil yn 65mM3bko
[0 NiHIT OpOHTY i, y 3B'A3KY 3 ycKNagHe-
HOM NOTICTMKOI, He Mana MOXJIMBOCTI
nosepHyTucs no Knesa. Cepep Tux, XT0
3anvwmBcs, Oyno Kifibka BUMYCKOBUX
penakTopiB, XypHanicTiB, pexucepis, iH-
XEHepiB i NiYeHi oAuMHULI [OMOMIXHOro
nepcoHany. baratbom i3 HUX OoBenocs
B Mepuwi TUXHI BillHW Yy NpsSAMOMY poO3y-
MiHHI «KMTU Ha poOOTi», afXe KOMEH-
JaHTCbKUW Yac, SIKUii B OKpeMi nepioam
orosiowyBaBca Ha 2—3 [obw, He faBaB
3Moru nepecyBatuca cTonuueto. [ins
KOPOTKOro nepernoyYnHKy Ha COH BifBe-
NI cneuianbHi kKabiHeTn abo po3MicTUIM
MaTpauu nobnmsy poboumx Micub. 30-
Kpema, 3MiHMBCS pobounin rpadpik pe-
XUcepiB MOHTaxXy. Y MUPHUIA Yyac BOHM
MoHTyBanu o 10 roguHu Bevopa, npo-
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Te 3 MOMEHTY NMOBHOMACLUTABHOI BiiHU
BOHM MpautoroTb 3 12 roguHu OHs i go
Houi. Kinbka roguH cnnatb Ha poboTi,
3HOBY MOHTYHOTb i, 3peLuToro, NAyTb O0-
nomy. Yumano penopTepiB i pegakTopis
noyanu npawtoBaTh AUCTaHLINHO.

BigTak TpaHcdopmauil  iHdbopmauini-
HOro MOTOKY B YMOBax BIiliHM, @ TaKoOX
obmexeHa KiflbKiCTb MpaLiBHUKIB 3Mi-
HUIM doopMaT «CHigaHKy». B iHTepHeT-
cTatTi «Mu He BigpMBaEeMoOCb Bif KOH-
TEKCTY BiViHW, ane fJaemo rnsgavy "Bu-
Ovxatun"» KpeaTUBHUIA NPOAIOCEP PaHKO-
Boro woy lpuHa lynen (2022) sasHauvae,
Lo KOMaHAa JenapTaMeHTy paHKOBOro
MOBJIEHHS] Y BOEHHMUI Yac KepyeTbCA ro-
NIOBHUM PinbTpoM, Yepes AKWI | npony-
CKae BnacHi TeneBisinHi maTepianu. Lien
¢inbTp — «CHigaHoK 3 1+1 = TBOSI TOUKa
onopwu». |.[ynen TakoXx Haronowye, L0
«rNsigadi MalTb BifUyBaTH, WO BOHU He
caMi, My cninbHO Kpokyemo fo Mepemo-
M (KOXEH Ha CBOEMY MicLi), HaWl KOH-
TEeHT Mae BOepertTu ykpaiHuiB Bifg eMmo-
LiHOT NpipBK, B sIKy CbOrOAHI TaK Nerko
BMacTu».

OTXe, 3a Yac BOEHHOro cTaHy B «CHi-
naHky 3 1+1» 3'ABUIOCA YnMano HOBUX
py6puk. Cepen HUX — «LLlogeHHuKN Bil-
HW». Y LLeHTpi CIOXETIB 3BUYaAWHI YKpaiH-
L, AKi Nepexunu oKynawito 41 goci nepe-
6yBatoTb TaM. Lle Meuku Ta BoNloHTEpY,
MepfiiHi NnepcoHu, siki 6opoHsaTb baTbkiB-
LLMHY B HaWrapsiyiliMx TOYKax.

Mepwuit  «LllogeHHuk» y nporpami
«CHigaHok 3 1+1» BunwoB 14 6Gepes-
HA 2022 poky. Cepep repoie pybpuku
6yna i wed-penakTopka «TBOro [HS»,
a HWHI — BuUnyckoBa pepakTopka «CHi-
naHky» Jltogmuna MoaneBcbka. 3rigHo
3 iHTepHeT-cTaTTelo «f gyxe xouy, o6
BCi Mu Bynu ropfi 3a Te, XTO MU €, fie MU
i 3 kUM MU e» (KynpisiHoBa, 2022) y «LLo-
IleHHUKax BillHM» BOHA po3Kasana, fK
npobyna nig okynauieto y ceni Oemugis

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

2023+ 6(2) « pp.154-165

(KviiBcbka 0651acTb), @ TAKOX icTopito, siK
BOHa niliky Bubupanacs 3 Hboro. barato
repoiB i3 «LLlofeHHWKIB BillHWU» Bynn 3 Mi-
cTa Mapiynosnb, SKMin HaBeCHi POCINCbKI
BIMCbKOBI MoYanu akTWMBHO aTaKyBaTWw.
3rigHo 3 iHTepHeT-cTaTTelo «BpsTyBaB
MoHag COTHIO XWTTIB Ta OCBigYMBCSH
KOXaHin nig 4ac 6nokagu Mapiynons»
y «lllogeHHukax BinHu» (2022) XypHa-
nictn  «CHigaHky» pos3mnoBinM icTopito
MefnbpaTta, npaliBHUKa NpUIMManbHOro
BiogineHHs OmuTtpa laBpo, Akui npa-
LtoBaB HapiBHi 3 npodbeciiHuMu Xipyp-
ramMmuM B MapiynosnbcCbKiv nikapHi. Cepep,
BpsitoBaHux [l. MaBpo 6arato XUTTIB i3
MapiynonbCbKOro nosIoroBoro BiggineH-
HAi. He MeHLWW BaxJMBa pybprka BOEHHO-
ro nepiogy «CHigaHky 3 1+1» — «Ypoku
icTopii». MNepLmnin CHOXEeT BUALLOB Y KBIT-
Hi 2022 poky. EkcnepT TeneniHiku — ic-
Topuk OnekcaHgp AndbopoB. Came BiH
po3bupae y kagpi nogil, AKi BNAMHYNU
Ha YKpalHy Ta CBIT, a TaKOX NPOBOAUTb
napasnesi Mix icTopieto Ta CbOrofeHHAM.
KpeatuBHui npogrocep |.l'ynen 3asHa-
yae, o pyobpurKoto «Ypoku icTopii» «CHi-
haHoK 3 T1+1» nigxonue rocTpy notpeby
yKpaiHuiB y camoigeHTudikauii. Takox
B iHTepHeT-cTaTTi «Mu He BigpruBaeMoch
Bi[l KOHTEKCTY BillHW, ane JaeMo rnspa-
yy "BMpmxaTu'» KpeaTUBHWUNA npoprocep
|.'ynen po3nogina npo ofHy 3 HaWMHOBI-
LKX (CTaHOM Ha XoBTeHb 2022) py6puK —
cepito croxeTiB «Hap yKpalHCbKUX TpaB».
Llen TenesizinHun npooykT | Mynen
(2022) onucye Tak: «BiH Haauxae Ha Te,
wob 3acnokoiTucb, po3cnabuTuck i Big-
KpUTK gnst cebe KOPUCHUI CBIT LLNFOLLUX
YKpPaiHCbKUX POC/IMH — K TX MNpaBuSib-
Ho 36upaTu, 3aBaproBaTH, 3MiLHIOBATU
HUMW 3[0POB'A Ta MOAOBXYBaTU MOJIO-
OiCTb».

Cnig 3ayBaxuTu, WO AN ManeHbKUX
rnafaviB «CHigaHky 3 1+1» cniBpobiT-
HWKWM paHKOBOI Mporpamu y BilHY nifgro-
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TyBanu pybpuky «Kasku Big giga CeHi».
Y Hin Begyumi woy PycnaH CeHiukiH
y npsiMoMy edbipi Ha kamepy TenedoHa
ynTaB OWTAYI Ka3ku 3 obnawToBaHOl
cTynii «1+1» y Jlyubky. B iHTepHeT-cTaTTi
«[MpoekT "CHigaHok 3 1+1" 3HOBY B edipi.
Tenep — 3 kaskamu» (2022) P. CeHiukiH
NifKPecnuB, L0 YMTaTu Ka3ku ons piteu
Ha TenebayeHHi — YecTb. TakoX Bey4uii
LOLaB, WO «y OMBHI Yacu MU XMBEMO.
BIeHb uMTaeMO KaskK, a BHOYI y Hac He
Ka3Ka, a peanbHiCTb».

Cnig Takox 3ragatu pybpuky «lo-
WYK 3HUKIUX» aBTopcTBa KaTtepu-
HU Ocapguol — Befnyyol KaHany «1+1».
Y Hin K. Ocapguya pasom i3 XypHarnic-
TamMu Ta pexucepamum MOHTaxy «CHi-
LaHKy» 3pobuna CloXeTu Mpo TUX, XTO
BTpPaTMB 3B'SI30K i3 pigHMMKU nicns
24 ntoToro. fIk 3a3HaA4aeTbCsl B iHTEp-
HeT-cTaTTi «3HanWTu cBOIX» (2022), «Ko-
XeH feHb y "CHigaHky 3 1+1" rnspadi
MOXYTb N06aunTh OTO 3HUKIIUX NIIOLEN,
AKUX PO3LUYKYHOTb IXHi ciM'i, Ta pony-
YATUCb [0 HApOOHOro MOLWYKy», a Ta-
KOX MOYYTM LLACnMBI icTOpIl, AK piaHMX
i 6n1mM3bKKX Bpanocs BigwykaTtu. 3 ycTa-
neHux pyopuk «CHigaHKy», BpaxoBYOUm
notpebu rnspadie, 3anuwunacs «KoH-
cynbTaLisi 3 MCUX0aHaNI TUKOMY.

BapTto npoaHanisyBatu HoBui cpop-
MaT «feTiBok». Hanpuknag, 10 XOBTHS
2022 poky, Konu BcA YkpalHa 3HOBY Mno-
Tepnana Bifi paKeTHWUX ygapiB, KOMaHfaa
«CHipgaHky» 3ibpanaca y mepexi Zoom.
Oppasy 6yno BupieHo nepeBecTn dop-
MaT nporpamMu y «CTpum». To6To Yyci
N'ATb KOPECMOHAEHTIB Manu BKJIHOUYUTU-
csl 3 Micus BnyyaHb y Kuesi. Tenesisiui-
Hukam Tpeba Oyno nigrotyBaTtu icTopii
Mpo TUX, XTO, Ha XaJb, 3arvHyB Yepes po-
CifiCbKy arpecito Toro gHs. IHdbopMauiviHi
pefakTopu oTpMManu 3aBAaHHA 3HaNTH
BOJIOHTEPIB UM MiCLIEeBUX 3 rapsumx TO-
yok: XapkoBa, [Hinpa, Mukonaeea. Bu-
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MyCKOBI pefakTopu Micnsi 3aBepLUEHHS
TPUBOIM Manu MpuixaTu Ha KaHan, nifg-
roTyBaTu MaTtepian i nepeHoYyBaTh Tam,
abu HacTynHoro gHsi Buaatu edip. Kinb-
KiCTb CHOXEeTIB Oy/10 3MEHLLEHO, OCKifIbKY
pexucepu MOHTaXy Yepes 3aTsXXHY Tpu-
BOTY He MOIM [OiXaTu [0 TesiekaHany.
Jo noBHoMacwTabHOI BilMHWM XypHanic-
TiB 6yno HabaraTo MeHLue, TOMYy No6iNb-
wano BKOYeHb. Lle 6ynu nocapoB,
BIMCbKOBI eKCrepTy, repol, AKi nepexunm
OKynaujito um noku wo nepebysanu y ra-
psiuMX TOYKaX.

3a3HauMMo, WO Tpannsnucs BuMNag-
KW, Konu npaudiBHMKam «CHigaHky» [o-
BOLMJIOCS BUKOHYBATW He NuLLIe BNIACHY
po6oTy. Tak, AKLLO CyMilLeHHsI dOyHKLiN
Un oMaHyBaHHSA HOBWX LISl XYypHanicTiB
i pepakTopiB, pexucepis, iHXeHepiB He
€ YAMOCb eKCTPaopAMHApHUM, TO CUTya-
uii, Konu BOAiN cTaBaB BigeoonepaTopom,
3HiMatoun penopTepa i nofito Ha Tene-
chboH, cTano crnpaBXHIM MOPSATYHKOM 3a-
[N BAKOHAHHSA peflakLiiHOro 3aBaHHs
y chopc-maxopHux obcTaBuHax. byBano
TaKOX, LLLO XYpPHanicTu He BCTUranum npu-
6yTK 3i 3MOMOK B 0piC [0 HAaCTaHHSA KO-
MEHL,AHTCbKOT FOAVHMN Y/ BUHWKANM iHLLI
nosawTaTHi cuTyauil. Tofi TekcT, Bifeo
Ta HauuTKa nepefaBanucs OO pepakuil
yepes iHTEpHET, a ANl YHUKHEHHS Heba-
XaHUX aKycTUUHUX edpekTiB (Big/yHHS,
CTOPOHHI LIYyMM TOLLO) XypHanictu (30-
KkpemMa, Bnapga lpy6uy) sacTocoByBanu
«HOYy-Xay» — HauuTyBanuM 3aKaapoBui
TeKCT Yy wadi 3 ogarom.

3MiHMBCS Y BOEHHUI Yac i 30BHILLHIN
BUIMAL, BeAyYuX: OOAr i MakKisk cTanm
CTPUMaHILLMMK, MEHLW scKpaBuMu. fK
3a3HAYaETbCs B iHTEpHET-CTaTTi «YuMm
"Mntocn” (2022) HaNoBHIOKOTb CBOIO CiTKY
MOBJIEHHSI CbOrOfHI Ta Ha SAKUN MpeMi-
anbHWN KOHTEHT BapTO OYikyBaTu si-
Javyam», BKJIOYHO A0 BepecHs B Digital
Ta Ha Tb Burwno noHapn 190 enisopnis
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«CHifaHKy», WO € CnpaBXHiM peKkopaoM
Y HUHILWHIX ymMoBax. Takox y BuLle3raga-
HiM ny6nikauil HaBeeHi gaHi, wo 3a BIG
DATA UA cepefgHsi yacTka nepernsigis
«CHipaHky 3 1+1» y BepecHi cknana 7,4 %.
BuHATKOBA CYMJiHHICTb, BignoBinanb-
HIiCTb | KpeaTMBHICTb MpaLiBHUKIB ganu
a3Mory «CHigaHKoBi», nonpu o6CTaBUHM,
nigTpumatu Tenernagada Ta [OCArTU
XOPOLUMX pe3ynbTaTiB.

BucHoBKu

Ha ocHoOBi BuLle3a3Ha4YeHOro MOXHa
CTBEpAXyBaTH, L0 CTAHOBJIEHHSI PaHKO-
BOI Mporpamu Big6yBanocs He Of4uH piK.
Hannepe paHkoBe wwoy BMILWIO B 50-x
pokax XXI cT. i BXe noHag 70 pokiB LeW
dopmaT BAOCKOHANMETLCA Y Pi3HUX
KpaiHax cBiTy. Jlerky, iHdopMaLinHy
Ta nisHaBanbHy nporpamMy «CHigaHoK
3 1+1», wo BXe noHag 25 pokiB B YKpaiHi
BUXOOUTb Ha TenekaHani «1+1», cpaxiBui
3 aypfioBi3yanbHUX MUCTELTB BU3HaM
AIK HaMKpallly paHKOBY Nnporpamy.

CMUCOK BIBJTIOrPA®IYHUX MOCUJTIAHD
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LLinax Big «neTiBku» 00 edipy «CHigaH-
Ky» oyxXe BaxKuii. BiH Mmoxe TpuBaTu ge-
KinbKka rofuH, gHiB, a TO 1 TUXHIB. BapTo
nam'aTaTy, W0 Haf OOHUM TeneBisinHUM
MaTepiasioM NpaLtoe He N1LLe XypHanicT
ys BemyuMh — uUe poboTa BenMKol Ko-
MaHau. Hanpuknag, y napi 3 pexvucepomM
npautoe MOHTaxep, a i3 pefakTopoM —
XypHarnicT. JlonomaratoTb Yy CTBOpPEHHI
TeneBisiNHOroO MpPOAYKTY W agMiHicTpa-
TOpW, IKi 3aiMalOTbCSA PEKBI3UTOM, KO-
opauHaTopu, AKi opMyIOTb 3HIMasnbHy
KOMaHpy, 3ByKOpexucepu, rpumepu Ta
CLeHapUCTMU.

OTXe, SKWO nNpauiBHUKU CTaBnATb-
cA [LiNCHO 3 Ayliero Ta HaTXHEHHAM A0
CBOEI npaui, HaBiTb AKLWO LA ayaioBisy-
anbHa poboTa TpUBae BCbOro 2 XBUJIMHY,
TO rsfady oTpuMae 3af0BOJIEHHSA Bifj
nepernagy 4u OTPMMaHHS SIKICHO nofja-
HOT iHdpopMmalii. A B «CHigaHKy 3 1+1»
npautoe KomaHpaa npodpecioHanis, sika
HaBiTb Y BOEHHUN Nepiof He MOKMHyna
CBOIX rNsifaviB i WoaHS po3noBifae npo
BCi HOBUHM.
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Abstract

The purpose of the article is to analyze the main aspects of interaction between the main and auxiliary
creative staff in the process of preparing a television programme, and also to explore the history of the
creation of morning programmes on the basis of the Ukrainian information and entertainment television
show Breakfast with 1+1; to analyze the professional tasks of specialists; to identify how this format has
changed over more than half a century; to clarify the job responsibilities of the team and its impact on
the quality of the broadcast; to compare morning news in peacetime and wartime based on the work of
colleagues during this period; to study the history of the 7+7 TV channel's morning programme and its
changes over 25 years. Research methodology. The following methods were used: theoretical — to compare
foreign morning projects of the 50s of the 20* century; empirical — to observe the work of the team off-screen,
to analyse the work of the morning show staff, and their impact on the air; comparative — to consider the
peculiarities of work in pre-war and wartime. Scientific novelty. For the first time, the author analyses the
aspects of interaction between the main and auxiliary creative staff in the process of preparing a television
programme, based on the analysis, reveals the work of the morning broadcasting team in wartime, describes
the job responsibilities of employees in emergency circumstances, provides examples of new headings,
draws parallels between foreign and domestic morning shows, and summarizes the history of the creation
of this format on foreign and Ukrainian television. Conclusions. On the basis of the Ukrainian information
and entertainment television show Breakfast with 1+1, the article has studied in detail the history of the
morning programmes' creation; it has analysed the professional tasks of specialists, in particular those
who work behind the scenes; it has compared the morning news in peacetime and wartime based on the
work of colleagues during this period; it has studied the history of the creation of the morning programme
of the 7+7 TV channel, as well as its changes over the past 25 years.
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AHoTauia

MeTta cTaTTi — npoaHanidyBaTu iCTOpit0 CTaHOBJIEHHSI TesleMuUCTeLTBa
N eKpaHHOro MOBJEHHSI B YKpaiHi, 3'scyBaTu TexXHOJNOrii BMAMBY Ha
pO3BUTOK TeneiHAycTpii. Po3rnsHyTU nponosuuii MefgiapuHKy cy4acHoMy
rnsifgayeBi Ta NPOBECTU MOPIBHANbHUIA aHani3 aymioBi3yaslbHUX TBOPIB, AKi
NPOMNOHYE IHTEPHET; 3HANTU MOXJ/IUBI BapiaHTU CUHTE3Y MiX TesiebayeHHsIM
Ta iHTepHeTOM. 3'AcyBaTu nepeBarn Ta HeOoONiKM edipHOro MOBJIEHHS
N OHnavH-mepnia. Metogu pocnipXeHHs. bBynu  3acTocoBaHi  Taki
MeToAN: TEeOPeTUYHUW — [ONA BMBYEHHS icTopiorpadii LWo0[0 pO3BUTKY
TenebayeHHs, a caMe: iHpopMaLiiHux gxepern, iHporpadiky Ta nybnikauin;
NpakTUYHUN — [N nepernsgy npornosuulin cyyacHOro MefjiapuHky Ta
3iCTaBNIEHHs1 MOro 3 ayfioBi3yasllbHUM KOHTEHTOM B iHTEpHeTI; aHanisy —
0N AeTanbHOro BMBYEHHS [OCHIAXYBaHOrO KOHTEHTY, 30Kpema ornsgy
TenebayeHHss N iHTEpPHETY, OCMMWCINEHHSI SIKOCTi MefiaBUpOOHULTBA;
aHanorii — f[ns npoBefeHHA YiTKMX Mapanene Mix MefianpoaykTom
TeneBi3iiHOro BUPOOHMUTBA Ta iHTepHeTy. HaykoBa HOBM3HA. Yneplie
npoBefeHO AeTanbHUii po36ip icTopil eKpaHHOro MUCTELTBAa B KOHTEKCTI
PO3BUTKY €KPaHHOro MOBJIEHHS,, @ CaMe: PO3rIAHYTO TEeXHONOorii BrMBY
Ha TeneBisiHe MOBNEHHS, CMaku Ta ynofobaHHA rnspaya Ha MNeBHUX
eTanax po3BUTKY MefiapuHKy. [lpoaHanisoBaHo CTaH PO3BUTKY Cy4aCHOro
eKpaHHOro MUCTeLTBa, MOro BM/MB Ha rnsfava, a TakoX cdopMoBaHO
3aranbHe 6GauyeHHs rnspaubkoi  ayguTopil.  lNpepcTtaBneHo  BapiaHTu
MefianpoyKTiB CUHTe3y TeslebayeHHs Ta iHTEPHETY 3 OrfsiAy Ha HOBI XaHpu
aypnioBisyanbHUXx TBOpIB. BUCHOBKM. Y cTaTTi MpoaHani3oBaHO icTopito
CTaHOBJIEHHA Ta PO3BUTKY YKPaIHCbKOro eKpaHHOro MucTelTBa. BusHaueHo
OCHOBHI eTanu popMyBaHHA TeNeBi3iNHUX TEXHOJOriN i BOOCKOHANIEHHSA
TEeXHIKM eKpaHHOro MOBJIeHHS Ta KiHomucTeuTBa. [poaHanisoBaHO CTaH
TpaHcdopMaLii Ta 3MiH eKpaHHOro MUCTELTBA y Cy4acHOMY CBITi, @ TaKoX
YMHHUKM Ta haKTopH, LLLO BNAMBAIOTb Ha LBWUKI 3MiHW TEXHOJOT i eKPaHHOIo
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MoBneHHs1. CchopMoBaHoO 3arasibHy KapTUHy 6ayeHHs1 BIIMBY TEXHOJOTIN Ha
PO3BUTOK Cy4yacHOro MegianpocTopy.

Ik yuTyBaTH:

loHYapyk, C. Ta MapyceHko, B., 2023. Bnnve TexHOJOri Ha pO3BUTOK eKPaHHOI0 MOBJEHHS. BicHUK KuiBcbkoro
HawioHa/IbHOro yHiBepCUTETY KynbTypu i MucTeyTB. Cepisi: AyaioBisyasnbHe MUCTELYTBO i BUPOGHMLTBO, 6 (2),

c.166-176.

dopmynioBaHHA npo6nemu

TenebayeHHA Mae Ayxe OOBry icTopito.
Meplwi TeneisiiHi NporpamMu BUMYCTH-
na komMnaHis BBC y 1936 poui (Ha To#n
Yyac pafioMoBHa KOMMaHis). 3 Toro yacy
€KpaHHe MUCTELTBO MPOJOBXYE CBOM
TpaHcdopMaLlito, a HayKOBO-TEXHIYHMN
nporpec BHOCWUTb MEBHi KOPEKTUBU
y cbopmyBaHHsi 6ayeHHs cyyacHocTi. Mig
Moro BMIMBOM 3MiHIOBANIMCA AK IHCTPY-
MEHTM Ta AIKICTb TENEBI3IMHOrO MOBJIEH-
HSl, TaK | cMaku rnsgada. Yepes nokpa-
LLLeHHA TEXHOJIONiN rnapad ctaBaB OinbLu
BMOarnMBuUM [0 TOro, Wo 6a4ynTb, XOTiB
yorocb HOBOro. MuTLi MOCTINHO 3Haxo-
OSTbCS B MOLUYKaX ifer, a BUHAXiJHUKM
MoKpaLLyTh IHCTPYMEHTU. 3paBanocs
6, L0 NOACTBO 3HAXOAUTLCA BXE Ha MNiKy
CBOr0 pPO3BUTKY, ane Hac NPoLOBXYHTb
IVBYBaTU HOBUMUW BUHAxX0[aMMU.

3 NosIBOIO iHTEpHEeTY TeneBi3iliHe MOB-
NEHHS1 3a3Hasno Kpu3u. 3rifHO 3 faHUMMU
IHOycTpianbHOro Teneei3iHOro KomiTe-
TY KiNbKiCTb Ntofewn, sKi KOPUCTYHOTbCA
Tenesi3opoM, 3 2015 poKy 3HU3uNach Ha
Maixe 20 %. HaToMicTb KinbKicTb nto-
Oen, siKi BiggaloTb nepeBary iHTEpPHETY,
36iNbLIyETbCS.

KaHanu novanu TpaHcdopMaLito KOoH-
TeHTy, abu He BTpaTUTK rmagava. 3MiH
3a3HaoTb  opMaT  TeneMOBJIEHHS,
HanoBHEHHS1 KOHTEHTY Ta rocTi mporpam
(abu sanyuutn Monomy ayauTopito).
MNpoTe HaBiTb cTaplle MOKOJMIHHS Mo-
YMHae BiOMOBNATUCA Bif, Tenesi3inHOro
cbopmaTy Ta KOPUCTYETbCS IHTEPHETOM
yepes 3pYYHICTb Oro BUKOPUCTAHHS.

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

AHani3 ocTaHHix gocnip)xeHb
i ny6nikawin

Po3BuTOK i Npo6iemu cyyacHoro Tene-
GauyeHHa BucTBiTAMNa J1. bopuc (2020).
ABTOpKka npencTaBwuna [peTanbHy iCToO-
pito uncppoBoro TenebayeHHA YKpaiHu
3 1991 poky, npuginuna ocobnusy yBary
npo6nemamMm LucpoBoro TenedayeHHs,
onucarna nepiogn pos3BUTKY TeneBi3iiHOT
XYPHanNiCTUKMN.

C. Kotnsp i B. degopeHko (2018) npoa-
HanisyBanm aBTOPCbKY nporpamy sik 06-
NNYYA BITYNSHAHOMO TesriebayeHHs.

A. KoebaceHko (2017) BucBiTnMna cTaH
cyyacHoro KomepuiiHoro TtenebayeHHs,
30KkpeMa 3'sAcyBasia peuTUHIU nporpam
YKpaiHCbKOro BMpPOOHWULTBA Ha Teneba-
YeHHi, a TaKOX PO3MoBina Npo MexaHism
pO3paxyHKy pedTUHry nporpam i okpec-
nuna MixHapogHe NapTHepPCTBO yKpaiH-
CbKOro MefiaBMpobHULTBA.

HOBWHUI KOHTEHT y cy4acHOMY Mefin-
HOoMYy guckypci pocnigunu C. Kotnsip
i b. BoHaapuyk (2020).

Po3BUTOK yKpaiHCbKOro TenebayeHHs
B KOHTEKCTI CBITOBUX MepfiaTeHOeHLin
BuBYana M. TepeHTbeBa (2015). Y cBo-
1 poboTi aBTOpKa [ocniguna po3BUTOK
TenebayeHHss Ta CBITOBI TpeHau edipy,
a TaKoX Mokasana po3BUTOK BiTYM3HSA-
Horo Tb Ha npuknagi TenekaHany CTb.

MeTa cTaTTi — NnpoaHanisyBaTtu icTopito
CTaHOBJ/IEHHS! TENEMUCTELTBA Ta eKpaH-
HOr0 MOBJIEHHS], BUBHAUYUTU POJSib TEXHO-
NOTiN Y PO3BUTKY €KPaHHOIO MUCTELTBA,
PO3rAsiHYyTU TEXHONOrIT BMMBY Ta po3-
BUTKY EKPAHHOIO MOBJIEHHS CbOTOflEHHS.

Honcharuk, S, Marusenko, V. Impact of Technology
on Electronic Broadcasting Development
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OCHOBHUI MaTepian JoCNifKEeHHSA

Y 1991 poui Ha TepuTopii YKpaiHu npa-
utoBaB AepxaBHui kaHan YT-1 (Gepe-
3eHb 1990) Ta npuBaTHI CTyAisA «CaTypH»
i kaHan «ToHic». YT-1 3aimaBcs peTpaH-
C/IIOBAHHAM pafsiHCbKMX MNporpaMm Ha
TepuTopil YPCP, ane nicns nporonoleH-
Hs1 He3aNeXHOCTi NoyaB npaLBaTh Haf
CTBOPEHHAM BJIAaCHOrO KOHTEHTY, XOu
YyacTKa POCIACbKMX Tenewoy i 3anuiim-
nacb. «ToHic» npaytoBaB 3 31 XOBTHS
1988 poky Ta TpaHcnoBaBCs Ha BeCb pa-
OAHCbKUA npocTip. 3 1991 poky KaHan
nepenkgxae no Kuea. «ToHic» cTaB
KaTanisaTopoM CTBOPEHHS Ta PO3BUTKY
iHLIMX MpUBaTHUX TenekaHanis. 3rofomM
3'ABNAKOTLCS LWe 2 OepXaBHi KaHanu —
YT-2 1a YT-3. Ak BuUcnoBunacb y CBO-
T cTatTi J1. bopuc (2020), ykpaiHCbKi
KaHanu Lie TpuBanun Yac Bigf3sepKanto-
BanM POCINCbKUIA KOHTEHT, TOMYy 4acT-
Ka pociicbKMX Nporpam B yKpaiHCbKOMY
ecbipi 6yna [ocuTb BUCOKOH.

Y 1995 poui MNpe3naeHT Ykpaiiu Bugas
Yka3 «[lpo BOOCKOHaneHHs cucTemMu
ynpaeJiHHA AepXaBHUM TenebayeHHsAM
i papgioMoBnieHHAM YKpaiHu» (Bepxo-
BHa Papga YkpaiHu, 1995). 3rigHo 3 UMM
OOKYMEHTOM 3arnyckaeTbCs HU3Ka cep-
MNO3HUX peopraHisaLinHMx npouecis cTo-
COBHO Tene-, pagionpocTtopy, a Takox
CTBOPIOETLCA pPerynsaTopHun opraH [ep-
XTenepapgio YkpaiHu, AKUA KOHTPOJIOBaB
yBecCb yKpaiHCbKui Tene-, pagioedip. Lis
JepXxaBHa ycTaHOBa TaKOX BM3Hauana
yacTKy 4yacy ed)ipHOro MOBJEHHA ONs
JepXaBHUX | NpUBaTHMX KaHaniB. 30Kpe-
Ma, [I. YepHina (2019) sayBaxye:

«Taka pecTpyKTypusauis nepegy-
ciM Mo3Hauunacs Ha TeneBi3ifHiN
ciTui — YT-1 nepefwoB Ha nepLuni
KaHan, a 3 edipy YT-2 npubpa-
M npakTU4yHo Bci nporpamu PTP.
BoceHnn 1995 poky 2,5 roonHn mMoB-
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NeHHA Ha YT-1 oTpumMye HOBOCTBO-
peHun TenekaHan "1+1" — B pamkax
TOJILWHIX HOPMATUBHUX aKTiB, L0 pe-
ryfoTb KiNbKiCTb FOAWH TpaHCns-
Ui Oep>XXaBHOro i KoMepuifHoro Te-
NIEKOHTEHTY. 3 ciuHA 1997 poky "1+1"
OTPYMYE NPaBO MOBJIEHHS Ha 4YacTo-
Tax YT-2, a yac Ha YT-1 He3abapom
BiAXoauTb TenepagiokomMnaHii "Epa”.
Mopiny [pepXaBHUX MOBHMKIB MO-
CNpuANo 3BeAEeHHSI amnapaTHO-CTy-
ZinHoro TeneueHTpy ("Onieeup”) Ha
Bynmui MenbHukoBa B KueBi, agxe
ax po rpyaHa 1995 poky Ha Xpe-
WwaTurKy, 26 Tynunucs pepakuii YT-1,
YT-2, YT-3, oe ocTaHHi ginunu nnowy
i3 TenekaHanom TET-A-TET».

Jo 2000-ro poky TenemMoBJieHHA PO3-
noynHae «IHTep», CTB i «HoBWUi KaHan».
3a nepiog 1990-2000 pp. ykpaiHcbke
Teneb6ayeHHs 3HayHO 36inbLUMNO YacT-
Ky peknamu B edipi. 3'sBunacs Mox-
NuBicTb 3apobiTKy KaHaniB, 30Kpema
npopnaBaTu eddipHUI Yac y KOMepPLNHUX
uinsax. A. fkoseub (2009) y cBOI KHU3I
3asHayvae, Wo cTaHoMm Ha 1998 pik Ha-
uioHanbHa paja 3 nuTaHb TenebayeH-
HSi Ta pafioMOBIIEHHSI 3apeecTpyBana
516 Tene-, pagiokomnaHin, 25 3 sAKUX
obnacHi Ta perioHasbHi fepXaBHi KOM-
naxii, a ctaHoM Ha 2005 icHye Bxe 1268
Tene-, pagiokomnadini (c.17). To6To 3a
7 poKiB KiNbKiCTb KaHaniB, siki odiuin-
HO TpaHC/IOBanu Ha TepuTopil YKpaiHuy,
36inblwmnack Ginblue Hix yasivi. 3 2005
0o 2010 poky posBuBarOTbCH 4 rosos-
HUX MegiaxonauHru — «StarLight Media»,
«IHTep mepia rpyn», «<Mepgia rpyna Ykpa-
THa» Ta «1+1 media». PeNTUHI KaHanis
uux MepiamarHatiB 30epirae BUCOKWIA
PiBEHb | HUHI.

OHoBneHe TenebayeHHs MPOMOHyBaslo
rnsagady WUpOKU cnekTp Megdianpoayk-
TiB: Bi,j HOBUH [10 3aKOPAOHHUX (PiNbMiB.
MNpoaHanisyBana penTUHrK Ta Nonynsip-

BnvB TexHonorin Ha PO3BMTOK €KPAHHOIrO MOBJIEHHA
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HiCTb YKpaiHCbKMX KaHasiB y CBOI cTaT-
Ti A. KoBbaceHko (2017):
«MokKn pepxaBHi cycnifbHi MOBHUKU
MatoTb penTuHrn no 0,04 %, a vacT-
Ky — 0,29 % (Tak, came TaKui PerTUHT
MaB y 6epesHi 2017 poky kaHan UA-
TV y kateropii ntogen 14-49 pokis
y MicTax), MPOEKTM NPOBIAHNX YKPaiH-
CbKMX KOMEPUINHMX MegiaxoNguHriB
MaroTb Y cepelHbOMY NMOKa3HUK peu-
TUHIy 5-6 % (Tak, "XonocTtak" Ha CTb
MaB penTuHr 523 %, yactky — 28 %
(mMaiixe TpeTMHa YcCiXx YKpaiHCbKUX
rnapavisl), a "fonoc kpaiHu" Ha "1+1" —
6,17 %, yacTky — 20,88 %)». (c. 147)
LocuTb Bennky 4yacTtky ecpipy sarimaB
POCINCbKUIA KOHTEHT (pinbMu, cepianu
Ta Nporpamu pocincbKoro BUpoGHULTBA)
i peknama. Kpim uboro, 6inbuictb edipy
3ByYasio pociicbkol MOBOH. Yepes ue
npodpecop B.Jlnsanuyk (2006) y cBoiii
KHU3i BUCNOBMBCA TaK: «B HUX Ha ne-
pefHbOMY MnaHi BUHATKOBO OCOBUCTI,
biHaHCOBI, a He fgepXaBHi, CycninbHi
iHTepecn. OKpeMi 3 HUX MNOLUNPOIOTH
TEeHOEHUiHY aHTUyKpaiHCbKy iHopMa-
Lito, CNpUSItOTb He NnLle 3POCINLLLEHHIO,
a  amepuKaHisauii ykpaiHyis. ToMy po3s-
BUTOK YKPaiHCbKOro HaLioHanbHOro pa-
nionpocTopy, AK i HaLioOHaNbHOro Tene.i-
3iIMHOro MPOCTOPY, € OJHUM i3 BaX/IMBUX
3aBfaHb  OymiBHMUTBA  YKpaiHCbKOT
nepxaeu» (c.40-41). Micna 2014 poky
3'ABUNocb Oinblle He3aneXHUx CTygin,
AKi 3aMMaroTbCs BUPOOHMLTBOM  YHi-
KalnbHUX YKpaiHCbKUX MefianpoayKTiB.
YacTka ykpaiHOMoOBHOro edipy cTpiMKO
36inblmnack. KpiMm Lboro, nokpaLymnoch
BUPOBOHULITBO  [lePXXaBHOIMO  KOHTEHTY,
a yKpaiHCbKi nmporpamu novanu TpaHc-
noBaTUCA 3a KOPAOHOM.
«XTOCb MOXe CTBephXyBaTy, LLO
3HIMaTK AKICHUN KOHTEHT B YKpaiHi
BaXKOo, 0 A0 6axaHoro 3aKopAoH-
HOro PpiBHA MPOEKTIB Lie [aneko,
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npoTe BXe € haKTy, W0 A4OBOASTH Pi-
BeHb IKOCTI Ta NOMYASIPHICTb HaLUNX
NPOEKTIB He e B YKpaiHi, a 1 3a
KOpAoOHOM. Tak, NpoekTn “lMoNoBUH-
kn", HoBun kaHan; "PeBisop"”, HoBui
kaHan; "Kapaoke Ha mawnpgaHi”, CThb;
“MansiHka-censiHka", TET; "“CiM's",
1+1; "BoruHs woniHry"”, TET BXe Ky-
NuaM 3aKopAoHHI KaHanu Ta Megia-
xonguHrn. Cepian “Cnyra Hapopay",
1+1 Kynuna npoBigHa aMepukKaHcbKa
komnaHiss Netflix, a cepian "Htoxay"
B3arasi cnnariaTue BiJOMUIA amepu-
KaHcbkuin cepian “Kacn" (“Castle”)».
(KoBbaceHko, 2017, ¢.148)

3 nouaTtky XX| cT. wWBMAKO po3BUBa-
nucb  TexHonorii.  MNonynsipusyBanucb
HOBi TexHonoril gaucnneiB, Taki Ak PK
(xoua Teneeizopu 3 pigKOKPUCTANIYHO
MaTpuLEer NeBHUI Yac Le 3anuiianucs
3 Bunykaum gucnneem), LED, AMOLED,
LCD. LLi TexHonorii 3Ha4yHO NoKpalLyBanm
OTpVMMyBaHe 300paXKeHHs1 Ta MOro pos-
Mip: cTano MOXMBUM nobauntu gpibHi
JeTani Ta TeKCT, Hanpuknag, cybTuTpu.
3 2010 poky posno4anocs MacoBe BUKO-
pucTtaHHa OLED ta QLED gucnneis Ta ix
Moandikauin. KpiMm uboro, nokpatuuna-
cA AKiCTb 306paxeHHs], KapTUHKa cTana
YITKOK Ta KOHTPACTHOK. 300paXKeHHs
3paeTbes peanictuyHum  (LLnmaHckas,
2021). Po3WMpeHHs Cy4yacHUX TeneBi-
3opiB cTtaHoBuTb UltraHD 8K, T06TO Mae
8000 nikceniB no ropusoHTani mMaTpu-
ui. Ane 3 BMKOPUCTAHHSAM LUI€T TeXHO-
norii BTpaATW/IO aKTyaslbHICTb aHasoro-
Be TenebauyeHHs. KapTuHka, oTpumaHa
yepes aHasnoroBuin curHan (SD), B pasu
MeHLIa 3a pO3LUMPEHHSI Cy4yacHOro Te-
neBizopa. ToMy TenekoMmnaHii noyanu
nepexogutu Ha umdcpoBuin copmaTt
CUrHany, sikui fae 3Mory OoTpumyBaTu
306paxeHHss HD sikocTi. 0N NOpiBHSH-
HSl, B KapTMHKY po3Mipy HD MoxHa pos-
MicTUTK 6 306paxeHb SD chopmary.

Honcharuk, S, Marusenko, V. Impact of Technology
on Electronic Broadcasting Development
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Mpote HD sAKicTb Bce e MeHWwa 3a
po3[inbHYy 30aTHICTb Cy4yacHOro Tenes.i-
30pa. 3BifiCU BUHUKAE MUTAHHSA, HaBILLLO
Take BeNuWKe PO3LIMpeHHs. [na po3y-
MiHHS MacwTaby, y copmaTt 306paxeH-
Ha UltraHD 8K mMoxHa nomictutn
16 HD 306paxeHb (Y7o Takoe 4K u 8K
UHD, 2017). CyyacHe cynyTHUKOBE MOB-
NEHHS1 la€ 3MOry OTpUMaTM 306paXKeHHs
HD, wonpaBga, He BCi KaHanu nigTpu-
MYIOTb Taky dyHKUito. Takox noTpibHe
JonaTkoBe obnafHaHHA Ta LLOMicsYHa
nnata 3a nocnyru Bif onepaTtopa, afxe
fesnnaTHi  3arajsibHOHaLiOHaNbHI  Te-
NeKaHanu He nigTpuMytoTb dopmart Bi-
neo HD. HaBiTb 6inbLue, He BCi YKpaiHCbKi
KaHanu nepevwnn Ha uen dopmaTt He
TiNIbKW Ha CYNYTHUKY, a i Ha undpoBomy
cTtaHpapTi. [epernsiHyTM cTaTyc KaHanis
MOXHa Ha iHTepHeT-pecypci Agsat (Cnu-
COK CYNMYyTHUKOBWX KaHanig, 6.4.). Of4HUM
i3 NOSICHEHb 3any4yeHHs TaKol TeXHOsO-
riil 4O cy4yacHUX TeneBi3opiB i MOHITOpIB
€ MOXJIMBICTb MNiAKIHOYEHHS CTOPOH-
HiX MpUCTPOIB, AKY AoJanu OO TeneBi-
30piB We y 1980-x pokax, Hanpuknag,
OJs nigknoyeHHA BigeomMarHiTodoHa
yu irpoBOI MpPUCTaBKM 3a [OOMOMOrOH
aHaJIoroBOro CUrHany, IKMn nepepaBaB-
csi yepes ApiT. [poTe Mu X1MBEMO B epy
LUMPOBUX TEXHOJONiNA, TOMY i NPUCTPOT
nepefnarTb [0 Tenesi3opa BignoBia-
HUIN curHan Bucokol sikocTi (Yum Big-
pisHsieTbCca uncpoBe TenebayeHHs Bif
aHanorosoro?, 2020). My moxemo nia-
kntounTun MK, BigeonporpaBay, Kamepy
TOLLLO A0 Tenesi3opa abo MoHiTopa i oT-
prmMaTu 306paxeHHs HaiBUCOKOT SIKOCTI.
He BapTo 3abyBaT, W0 MU BUKOPUCTO-
BYEMO CMapTTeXHONorii Ta iHTepHeT.
Y BCeCBITHI Mepexi y BilbHOMY #ocTyni
MW MOX€eMO BiATBOPUTU hinibM um Bifeo
yntobneHoro 6norepa y akocti 8K. Ane
BMHMKAE MUTAHHA, YM NOTPiIGHe Hapasi
Tene6ayeHHs1 B Cy4aCHOMY MOro BUMMSAL,.
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3a paHumu BMOOpPKKM |HOYCTpianbHO-
ro Teneei3iHOro KOMiTeTy, B SIKi Mpo-
aHanisyBanu, ckinbku nogen Big 18 po-
KiB BMUKaloTb TenebayeHHsi xoya 6 pas
Ha feHb, 3 2015 poky KinbKicTb rnspa-
yiB ckopoTunacsa mawixe Ha 20%. 3 ne-
pexofoM Ha UudpoBUKA CTaHZapT Te-
needpipy rnagadi oTpumManu AocTyn Ao
32 TenekaHaniB iHdbopMaLiiHOro Ta pos-
BaXxanbHOro xapakTepy (3a LOMOMOrot
cneuianbHoi T2 npucTtaBku). Edip npo-
XO0AUTb YiTKO 3a rpadikoM i 3a3ganerigb
crnjiaHoOBaHMMM MporpaMamu.

«AHTEHU cynyTHUKOBOro Tenebave-
HHS1 [LaBHO OLliHEHI FTypMaHaMu fKic-
HOT KapTUHKW Ha eKpaHi Tenesi3opa.
LLlaHyBanbHMKM nnaTHux i 6e3nnat-
HUX TPaHC/bOBaHMX KaHaniB Bif3Ha-
YaroTb NiABULLEHY YITKICTb 300paxe-
HHs1 B popmaTtax HD i MPEG-4... Ane
X 3a MONyNApPHICTIO He MepecTae ne-
peBepLlIyBaTU iHTEPHET, OCKIiNbKK
ue OOCTYMHO ANA BCIX BIKOBUX Ipyn.
Yepes HEMOXMBICTb 3yNUHUTK edip
TenebayeHHs1 NOCTYNaeTbCA BCECBIT-
HiM naByTuHi. Came gnsl UbOro Cbo-
rogHi cTBOpeHo 6e3iy iHTepHeT-
CepBiCiB, L0 A03BONATb AUBUTUCS
TesleKkaHanu OHMaMH Y 3PYyYHMI Yac.
Marxe Bci 3apa3 BUKOPUCTOBYIOTb
nopTaTMBHI KOMM'IOTEpU, NNaHLeTH
abo cmMapTdoHM — BinbLiCcTb TakKX
NpucTpoiB 3abesneuyroTb LIBUAKIC-
HUWA JOCTYN B iHTepHeT 3 Byab-aKoT
TOYKM CBITY. A 3a JONOMOT OO OHMaNH-
TenebayeHHs Bu 3moxeTe anButUCH
yntobeHi KaHanu B 3py4YyHOMYy Ans
Bac Micui. OcobnmMBo Ue [opeyHo
B noi3gi, niTaky abo nig yac nikHika.
(LLlo kpawie — TenebayeHHs UM iHTep-
HeT?, 2015)

TobTo rnAgay Mae nignawToByBaTUCh
nig rpadik edipy, Wwob NogMBUTUCHL BU-
nyck HOBUH abo inbM, WO He 3aBX.au
3pyyHo. MoxnuBicTb BigMoTaTu edpip Bif-

['oHYapyk, C., MapyceHko, B. BnivB TEXHOMOTI HA PO3BUTOK EKPAHHOIO MOB/IEHHS
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CYTHS, a pekjlaMa 3aliMae BeJIMKy 4acTKy
edbipHOro yacy. Takox 3pocTae KifibKiCTb
iHTerpoBaHoi peknamu BcepemHi NPoeK-
Ty. «OKpiM TOro, Habvpae 06epTiB NOHAT-
TA CNOHCOPCTBa KOHKPeTHUX TB nporpam
(Tak, "3BaxeHi Ta wacnmei", CTb 3a croH-
copa Manu "MopuunHcbky"; “fonoc kpai-
HK", 1+1 — “Lenovo"; “TonosuHkn", HoBuiA
kaHan — "Po3eTky"). Tak, 3a noHag, AecATb
POKIB CTaHOBJIEHHA 36UTKOBI [OHOPCHKI
KaHanu nepepocnu y BenuyesHi npu-
6yTkoBi MepiaxonguHru» (KoBbaceHko,
2017, c.147). o Toro X mporpamu, fiKi
MPOMOHYIOThb KaHanu, LjikaBi [aneko He
yciM, xo4ya Ansi po3pobku MpoeKTy Bpa-
XOBYETbCSl MEBHa LiNboBa ayauTopis Ta
il cMaku. TeneBisiiHa nnaTdgopma npo-
MOHye i HileBi KaHanu, ski, Hanpuknag,
TPaHCHOTh TiIbKWM HOBUHM abo difibMu
Yy XaHpi OeTeKTMBY 4 Komegil. lpoTe
HaBiTb Takuh nigxig He 3abesneyye BU-
COKOro penTuHry kauasny. Ha BigMiHy Big
TenebayeHHs], iHTEPHET MPOMOHYe 3pyu-
HWI gocTyn fo iHdpopmauil. «Tenenpoek-
TV HaBiTb B OHJIalHI po3paxoBaHi Ha Ma-
COBICTb, @ BMKJIOYHO IHTEPHET-MPOEKTM
BUKOPUCTOBYIOTb BY3bKi Miabipku nignu-
CHVKIB, LLLO CTBOPIOKOTHCS Ha OCHOBI OKpe-
MUX rpyn KopucTyBauyiB» (IHTepHeT i Tene-
6auyeHHs, 2017). 3a JaHMMKW OMUTYBaHHS,
npoBegeHoro Research&Branding Group
Ha noyaTky 2021 poky, 51 % ykpaiHuiB
BifJae nepeBary iHTEpPHETY SIK [kepe-
ny iHdopmaluil, TenebayeHHo — 44 %, a pa-
zio i npeci — nmwe 2 % (binblwicTb ykpa-
THUiB HapatoTb nepeBary IHTepHeTy, 2021).

MeBHUM YMHHMKOM CTano Te, WO CbOro-
[Hi BCECBITHAI Mepexa 3Haxo4uTbecsa Maii-
Xe Y KOXHOMY [eBaiici, SKUM MU KOopw-
cTyemocs. Lle o3Hauvae, wWwo, Hanpuknag,
[i3HAaTUCb HOBMHM MU MOXEMO, He nifa-
nawToBytounchk nig edpip TenebayeHHs,
a nouyuTatu 3i CMapTrofMHHMKa [O0po-
roto Ha po6oTy B MeTpo, abo yBIMKHYBLUU
3anuc edipy HOBMH Ha MepianporpaBadi
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B aBTO. IHTepHeT Mae BesM4Ye3Hy ne-
peBary Hap TenebayeHHAM Yy Cy4YacCHUX
peanisix. Jltogu MarTb LWBWUOKUA [0C-
Tyn pno iHdopMauii 3 6yab-AKOro npucT-
poto. OHnalH-KiHOTeaTpu HajalTb [O-
CTyn [Ho KiHemaTtorpacda Ta OHNalH-
TenebayeHHsl. 3pyyHUM € Te, WO Bif-
TBOPUTK Mefia MOXHa Yy Byab-Kui vac.
KoxeH Mae [ocTyn 4O TUX XaHpiB, fKi
MOMy iMMOHYtOTb. TOBTO OOHWUM i3 YMH-
HUKIB nepexogy Bifg, npsMol TpaHcnauii
[0 iHTepHeTy € Te, Wo He NoTpibHo nig-
nawToByBaTuUcs nig edip TenebayeHHs,
AKWIA He BpaxoBye rpadyik XWUTTA OKpe-
MOT NIIOAMHU. 3a [OMNOMOroK iHTEepHeTY
MW MOXeMO nepernagaTtu iHopmauito
TOAi, KoMK 3py4YHO came HaMm. Ha cborof-
Hi MisepHa 4yacTka KaHaniB MoXxe TpaH-
cntoBaTtu Bigeo cdopmaty HD. BogHouac
yepes iHTEepPHET MOXHa AMBUTUCH Oynb-
AKe KiHO B TakoMy cpopmarti. B iHTepHe-
Ti po3BMBalOTbLCA HOBI chopmaTu Bifeo,
AKI HEMOXJIMBO BifTBOPIOBATU 3a [OMO-
MOrot TenebayeHHs. FKLL0 OTOTOXHUTH,
TO TenebayeHHs] OpiEHTOBaHe Ha TpaH-
CNALIIO LUMPOKOMY 3araiy, a iHTepHeT —
Ha iHOMBIgYanbHI CMaKK KOXHOro Kopuc-
TyBaya. Came TOMy yepes iHTEpPHET MOX-
NMBe BIATBOPEHHA Mefia, 3HATUX abo
po3pobneHux y dopmati 360°, ne rnagay
MOXe 3a [0NoMorot nynbta abo TexHo-
norii VR po3auBnsiTucs Bce HaBKOJIO Ki-
HeMaTorpadiyHoi cueHn. TakoxX € MOX-
JIMBICTb BiATBOPHOBAHHSA IHTEPAKTUBHMUX
dinbMiIB, y AKMX rnspady pobutb cam BU-
6ip y NeBHUX cUTyaLisix, y SIKi noTpannse
rONIOBHUIN repoW, YHacnifok Yoro MoxHa
oTpMMaTK HeKinbka BapiaHTiB pO3BUTKY
nofin. o Takux TeXHOMOri [ONyYalTb-
csl ¥ BijoMi pexucepu. «Hexaw KiHoTeaTp
LLe He 3poBMB XOLHOro PO3YMHOr0 KPOKy
B irpoBOMY HamnpsiMi — Tak LjikaBiwe chi-
JyBaTu HOBUM cnpobam nigHecTw Ui aBa
HanpsiMKu iHAYCTPIi posBar. Hanpuknag,
Bigomui pexucep xen Ixen Abpamc

Honcharuk, S, Marusenko, V. Impact of Technology
on Electronic Broadcasting Development
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Bene neperosopu 3 Valve, w06 3pobutu
ekcnepumeHT 3 Half-Life abo Portal»
(MucbMeHHbIN, 2013). BnacHe, Ue i € iHau-
BiflyaslbHICTb, $IKy rapaHTye IHTepHeT.
Peknama npucyTHs Ha obox nnatdop-
Max, ane € cyTTeBa pisHuUs. Ha Teneba-
YeHHi MU OTPUMYEMO [OBry HaB'A3/1MBY
peknamy, sika 34ebifbloro HaM He Lika-
Ba. Peknama, nokasaHa B iHTepHeTi, nigi-
OpaHa nepcoHanbHO Mif, KopucTyBaua
3a [ONOMOroH creLiasibHUX anropuTMiB,
AKi aHani3yloTb 3anuTh Ta CMaku to3e-
pa. AKLL0 KOpUCTYBaY LUyKaB, Hanpukag,
ofsr, TO y crneuianbHUX pekiiaMHux 61o-
Kax BiH OTPMMae peksiamy OHnanH-mMara-
3WHIB 0JAry 3 peyamu, siKi oro, MOXJ/UBO,
LikaBnATb. [HTerpoBaHi peknamu 3aiima-
toTb He Oinbwe 30 cekyHn BNPOLOBX
yCbOro Bifeo, a fiesiki 3 HUX MOXHa Mpo-
nycTuTu. Peknama Ha Tb TpuBae 65mM3bko
10 XBWAWH | NOBTOPHOETHLCS LLLOHAWMEHLLIE
Tpuui BNpofoBX ifibMy, a MOX/IMBOCTI
il nponycTuTK HemMae. MepcoHanbHi peko-
MeHgaLil 3a f,ONOMOroK anropuTMiB Mu
OTPUMYEMO i B My3WULi, KiHO, Tenenporpa-
Max Ha cneuianbHUX ManWfaH4yuKax B iH-
TepHeTi. Hanpuknag, CTpUMIHIoBi cepBi-
CU aHani3yloTb Te, IKOMY XaHpy Bigaa-
I0Tb MepeBary, Ta Ha OCHOBI LIbOro npo-
MOHYIOTb iHLWI Bifieo, SKi LiKaBAsATb KOH-
KpPeTHOro KopucTyBaya.

IHTepHeT Mae nepeBary B onepaTUBHO-
cTi nepepavi iHdopmauii. KopuctyBay
OTPMMYE CBiXi HOBMHW B 3pyYHUI OIS
HbOro yac — 6isiblue He NOTPIBHO YekaTu
Ta nignawTtoByBaTUcs nifg edip HOBUWH
Ha Tb, a micnsi aHOHCY YeKaTu Ha CHOXET,
AKUN 3aLliKaBUB.

IHTepHeT pae 3Mory MUTTEBO Mepe-
MUKaTU BIATBOPEHHS Bife0 3 OAOHOrO
MPUCTPOI Ha iHWwiA. Hanpuknag, Mu
omBunucsa inbmM Ha cBOeMY TenedoHi
Ha KyXHi, MOBEPHYBLUUCb Y KiMHaTYy, ne-
peMuKaeMO BiJTBOPEHHS Bifeo 3 Tene-
doHa Ha TeneBis3op nuLle 3a JOMNOMOIoH
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O[LHI€l KHOMKM Ta MPOAOBXYEMO OUBM-
TUCA 3 TOrO X MicUs BXe Ha Tenesi3opi.
Kpim uboro, iHTepHeT gae 3Mory Kepy-
BaTM NiJKHOYEHUMU 1O BCECBITHBOI Me-
pexi npucTposimu. CneuianbHUMKU MoO-
aynamm obnafgHytoTb HaBiTb NobyToBy
TexHiky. Bonu HasuBatoTbes oT (Internet
of Things). KepyBaTu Takumu geBaiica-
MU MOXHa 3 6yb-SIKOro KyTka MnjaHeTu,
Je e nocTyn Ao iHTepHeTy. OTXe, Ha CbO-
rogHi TenebayeHHsA NOCTYNAeTbCS IHTEpP-
HeTy B YCiX acnekTax, TOMy TefeBisiiHe
MOBJIEHHS MA€E MOBHICTIO 3MIHUTU MigXipg,
[0 KOHTeHTY Ta edpipy. Ha fymky avpex-
Topa 3 product management komMnaHil
Google Keansi [ecai, manbyTHe Tene-
6ayeHHs1 € B TOMY, W06 CTEPTU Pi3HULIIO
MiX iHTEepHeTOM i TenebayeHHAM.

BucHoBkM

YKkpaiHcbke TenebayeHHst NPoWLIo ne-
piof apanTauii nicns posnagy PapsiH-
cbkoro Cotosgy. 3'acoBaHo, wo go 2005
poky chopmyBanucb KoHUenuii ykpaiH-
cbkoro TenebayeHHs, a go 2010 poky
CKJlanucb rofioBHi MegiaxonguHru. Cbo-
rofHi cnocTepiraeTbcs caMobyTHe yKpa-
THCbKe TenebayeHHs, Ha SIKOMY TpaHc-
N0 Tbes nporpamu, iflbMu Ta cepianu
YyKpaiHCbKOro BUPoBHULTBA.

Cnip, 3ayBaxuTy, Lo TenebayeHHs nepe-
XMBae MeBHy Kpu3y Ta notpebye moau-
dikauii. LLlocb HoBe 3aBXgu 3aMmillano
cTape, TOMY HUHI IHTEPHET 3aMilLae Tene-
6auveHHa (noHan 50 % ykpaiHuiB Bigga-
I0Tb MepeBary BCECBITHIN Mepexi). OTxe,
Teneedip notpebye neBHoro pechopMyBa-
HHS1 Ta 3amno3uyyBaHHA aKTyanbHUX dop-
MaTiB 3 iHTEpHeTY, 06 30BCiM He BTpaTu-
TW rnsfgava, afgxe MOJiIofe MOKOMiHHSA
MalXe He KOPUCTYETbCS TeNeBi30POM,
a cTaplue MOKOJIiHHA MOCTYNOBO Mepexo-
OWTb Ha BCECBITHIO Mepexy Ta NoyuHae
BiZLMOBAISITUCSA Bif TeneTpaHCcnALiN.
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Abstract

The purpose of the article is to analyze the history of television art and electronic broadcasting in
Ukraine; to find out the technologies that influence the development of the television industry; to
consider the media market offers to the modern viewer and to conduct a comparative analysis of
audiovisual works offered by the Internet; to find possible options for synthesis between television
and the Internet; to find out the advantages and disadvantages of broadcasting and online media.
Research Methodology. The following methods were used: theoretical — to study the historiography
of the development of television, namely, information sources, infographics and publications;
practical — to review the offers of the modern media market and compare it with audiovisual content
on the Internet; analysis — to study the content under study in detail, in particular, an overview of
television and the Internet, to understand the quality of media production; analogy — to draw clear
parallels between the media product of television production and the Internet. Scientific novelty. For
the first time, a detailed analysis of the history of electronic art in the context of screen broadcasting
development is carried out, namely, the technologies of influence on television broadcasting, viewer
tastes and preferences at certain stages of media market development are considered. The state
of contemporary electronic art development and its impact on the viewer is analyzed, and a general
vision of the viewer audience is formed. Variants of media products of the synthesis of television and
the Internet are presented, taking into account new genres of audiovisual works. Conclusions. The
article analyses the history of the formation and development of Ukrainian electronic art. The main
stages of television technology formation and improvement of electronic broadcasting and cinema
techniques have been identified. The state of transformation and changes in electronic art in the
modern world, as well as the factors influencing the rapid changes in the technologies of screen
broadcasting, have been analyzed. A general picture of the technology's impact on the development of
the modern media space has been formed.

Keywords: cinema; screen broadcasting; technology; Internet; development; media space
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Knioyosi cnoBa:
pexucep;
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cepian;

KiHO;
cniBpobITHULTBO;
Konabopauis;
iHTerpauis

AHoTauis

MeTta crtatTi — npoaHanidyBatu yHKLil pexucepa Ta npoatocepa
B Cy4yaCHOMY KiHO Ta cepianbHOMY BWPOOHULTBI; BU3HAUUTU IXHIO
B3aEMOJil0 Ta B3aEMOJOMNOBHIOBaHICTb Yy nMepiog chiBnpayi Hapg
TBOPOM; BCTaHOBUTU poJib MpodpecioHaniB 3a3HayeHUX crewianbHOCTeN
y 36epexeHHi ronoBHOI ifel i KoHuenuii ifbMy; ONpuUaBUTU ONTUMAarbHI
BapiaHTu 06'eHaHHA 3ycunb 3afnsa ycnilwHoi peanidadii npoekty. MeToau
AocnigxeHHa. Bynu 3acTocoBaHi Taki MeTogu: TeopeTuuyHuin (aHanis
TBOPYOI [HisNIbHOCTI pexucepiB, AKi ofHoyacHo Oynu npogrocepamm
cBOIX (ifIbMIB, MOPIBHAHHA CreLiafbHOCTEN pexucepa Ta npofrcepa
B CYy4YyaCHOMY KIiHO Ta cepiaflbHOMY BUPOOHULTBI, CMOCTEPEXEHHS 3a
TpaHccopMaLiero JocnigxyBaHux npodpecii NPOTAroM OCTaHHIX ABaALUATH
pOKiB); eMMipuYHKin (cucTemMaTum3alis Ta ynopsaKyBaHH 0COBUCTUX 3HaHb
M YyMiHb, OTPMMaHUX MNif 4Yac MigroToBKW, BUPOBHULITBA, MOCTNPOLAKLUIHY
Ta npoMouil yKpaiHcbkux inbMiB i cepianiB); npakTuyHuii (y cTaTTi
HaBe[leHO Ta nMpoaHani3oBaHO BRlaCHWUM A0CBIA Konabopadii BuLLe3ragaHux
caxiBuis). HaykoBa HoBM3Ha. Ynepue anpoboBaHO TeMu B3aEMO3B'A3KY
crewianbHOCTEN pexucepa Ta npoarocepa y KiHOBUPOBHULTBI, Y BUSHAYEHHI
ocobnuBOCTEN KOXHOI 3 BuLle3ragaHux kBanidikauin 3 ypaxyBaHHAM
aHanisy dhakTaxy ykpaiHCbKOro Ta CBITOBOro KiHemaTtorpada Ta [ocBigy
BMAATHUX 0COBUCTOCTEN, AKi CTBOPHOIOTb €KPaHHE MUCTELTBO CbOrOMEHHS.
Ynepwe npoaHanisoBaHO B3aEMOMPOHUKHEHHS npodecin  pexucepa
Ta npofjlcepa Ha OCHOBI BNACHOI NPaKTUKW, MPOBEAEHO [LOCHiOXEHHS
iHTerpauii umMx cneyianbHocTen y nepiof rno6anisauii 1 06'egHaHHS PUHKIB
CBITOBOro KiHematorpadpa. BucHoBku. BignoBigHO [0 mocTaBneHoi mMeTu
y cTaTTi 6yno npoaHanisoBaHo 0CcO6NIMBOCTI cheLianbHOCTEN pexucepa Ta
npoftocepa B Cy4acHOMY KiHO Ta cepiasibHOMY BUPOOHMLUTBI. BusHayeHo
TXHIO B3aEMO/OMOBHIOBAHICTb | B3aEMOit0 y nepiof cniBpobiTHULTBA Haf
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TBOpOM. OnpuABNEHO pofib BULLe3rafaHux npodpecioHanis y 36epexeHHi
rofIoBHOT ifel Ta KoHLenuii NpoekTy. [loBefieHO BaX/MBICTb YMiHb NpuitMaTtu

3MiHW, 06'eiHYBaTK 3ycUnis Ta LONPOBAAXYBaTU MPOEKT A0 3aBepLUEHHS

3a byfb-AKMUX YMOB.
Ik yuTyBaTH:

KoTnsip, C. Ta KyabMmeHko, 1., 2023. KiHo Ta cepiafibHa NpoayKLia sk pe3ynbTaT cniBnpaLi pexucepa Ta
npogtocepa. BicHnk KuiscbKoro HalioHasbHOro yHiBepeuTeTy KyabTypu i mucTeyts. Cepis: AyaioBisyanbHe

MUCTeyTBO i BUPO6HUYTBO, 6 (2), ¢.177-185.

dopmynioBaHHs npobnemu

Y cyyacHoMmy cBIiTi 36epexeHHsi 6a30-
BMX HApOAHMX TPaguLii € NpiopuTETOM
ans 6ynb-sKol KynbTypu, agxe rnoba-
ni3auifHi npouecy cTann BaroMoto ckna-
[OBOIO MaWxe Ansa Bcix KpaiH. IHpopma-
LiViHi TexHonorii po3BMUBaOTbLCA MPUCKO-
peHMMU Temmnamu, MUCTELTBO BTpayae
HalioHanbHy iOeHTUYHICTb | HabyBae
MacoBOCTI, @ XWUTesli pi3HMX OepXaB ne-
peTBOpIOOTLCA Ha rpoMagsH BeecBiTy.

Mo6anisauis BNAMBaEe Ha TPyOoBY fi-
ANbHICTb TakK caMo, K | Ha BCi npoLecu
y Cy4yacHOMY CBITi. BUpPOBGHMLTBO KiHO
Ta cepianiB € AICKpaBMM MNPUKIALOM iH-
TepHauioHanisauii Ta o6'egHaHHA. [Mpo-
decioHanu B L cchepi MatoTb BONOAITU
Pi3HUMK HaBUYKAMMU Ta BMIHHSAMMW, 0O-
Ope OpieHTYBaTUCb Yy CYMDKHUX KiHemMa-
TorpadhiyHux cnewianbHOCTAX, 3 SSKUMMU
BOHM CTMKaOTbCSA Mifg Yac nigrotoBYoro
nepioay, 3MOMOK i MOCTAPOAaKLUHY.

LLinax peanisauii igel cknagHum i He-
nepenbavyBaHui. 3agymMu  MambyTHIX
¢iNbMiB BUHMKAKOTb CMOHTAHHO, NpoTe
noTpibHo 6araTo eHepril, W06 iX 0XUBU-
TW. IHogi 36ip iHcbopMaLil, BUBYEHHS fe-
Tanemn i HanucaHHA CLeHapito TPUBATb
pokamu. 3BepHeMO yBary, Wwo noTpi6Ho
6araTo eHepril Ta gocsigy, abu 36epertu
OCHOBHY i[let0 MPOEKTY Bif MoYaTKy po-
60TK Hapg TBOPOM Ao 1oro ciHany. Came
pexwcep i npoftocep € TUMM NOCTaTAMU,
fKi MatoTb 36eperTu Ta [OOHECTU cyT-
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HiCTb DiNlbMY Kpi3b TBOPUUIA | BUPOBHM-
4Ynn npouec.

AHani3s ocTaHHix gocnip)xeHb
i nyébnikawin

0. MycieHko (2020) B cTaTTi «[popto-
CepcTBO | pexwucypa: iHTerpauis npo-
decii 'y KOHTEKCTiI COLiOKYNbTYPHUX
TpaHcdopMauin  KiHonpouecy» BpAasno
po3rnisiHyNa B3aEMOMPOHUKHEHHSI BU-
Le3rafgaHux crnewianbHOCTEN y cy4yac-
HOMY KiHoO.

OCHOBHIi  MWUTaHHA  MpPOAICYBaHHSA
B aypnioBidyasbHOMY BUPOBGHULTBI, 30-
Kpema YKpaiHCbKi acnekTu, [ochimxe-
Ho I Yminb Ta A. BenikoBoto (Chmil and
Bielikova, 2021).

B. flueHko B iHTEpPB'tO rOSIOBHOMY pefak-
Topy iHTepHeT-BugaHHa PLATFOR.MA
Opito MapueHky (2019) «KiHo 3cepenu-
HK: npofarocep Bonoaumup fAeHko npo
nepemorn “Iukoro nons", “AtTnaHTngn”,
“Oonomy"» onucaB KpeaTUBHY poJib Npo-
Jrocepa B npoLeci TBOPEHHSA diflbMy.

O. Niny (JIuny, 2019) y KHU3I «Cniltma-
TV BenuKy puby. MeauTaLis, CBifOMICTb,
TBOPYICTb» MOLINIMBCA PEXUCEPCHKUM
[JOCBIOM i BNyYHO BWCJIOBMBCS LLOAO
BaX/IMBOCTI MeBHUX OOMEXEHb y TBOP-
YoMy MpoLEci.

Ponb HOBITHIX TeXHOJOMN Yy PO3BUTKY
MefiaBMpobHMUTBa po3rnsganm 0. bes-
pyuko, 10. LLieBuyk, [l. AHapieBcbKkuit (Bez-
ruchko, Shevchuk and Andriievskyi, 2022).

Kotnsp, C., KyabMeHKo, A. KiHO Ta cepianbHa npoayKLisa
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Mpouecu rnobanisaduii y cyyacHoMy cBi-
Ti peTesnibHo pocnigus B. CigeHko (2014)
y cTatTi «HoBi rnobanbHi BUKNMKKU Ta TX
BMJIMB Ha (popMyBaHHS CYCMIfIbHUX LiiH-
HOCTeMn».

C.MNeTtpeHko (2018) pocnigxysaB BiT-
UyMsHsHe TenebGayeHHs B KOHTEKCTI €B-
pOMeNCbKOro TENeBisiiHOro NpocTopy.

Merta crtatTi — npoaHanisyBaTu cne-
undiky poboTu pexucepa i npogtocepa
B Cy4YyaCHOMY KiHO Ta cepiaflbHOMY BWU-
POBGHULTBI, BUSHAYUTU IXHIO B3aEMOit0
y nepiof cniBpobiTHMLTBA HaL TBOPOM.
BctaHoBUTU ponb npodpecioHaniB 3a-
3HayeHuX crevjianbHOCTeN y 306epexeHHi
roSIOBHOI i€l NpoeKTY. JloBECTU BaXu-
BiCTb YMIiHHS MpUAMaTK 3MiHU Ta JoMNpo-
Ba[)XyBaTU MPOEKT A0 KiHUA 3a Oyab-
AKUX YMOB.

OCHOBHUI MaTepian foCNifKeHHSA

TexHiYHMI Mporpec CNpoLLye XUTTS, ane
BOJHOYAC BMPOBAaXYeE iHLWWUNA acnekT —
«yCTaHfapTHEHHS» KynbTypu. Kpainu, aki
B rno6anisauinHux npouecax 3aMaroTb
ponb peuunieHTa, NOCTYNoBO BTPayatoTh
CBO€E KOPIHHA Ta FeHeTUYHi Koaw, amxe
CyyacHi MUTLI MaloTb LiSTY 3a ysaralb-
HeHVMU 3aKOHaMM Ta MpuHLMNamu, abu
TXHA TBOPYICTb CrpuManacb B yCbOMYy
CBITI. fKL,0 yBaXXHO NOAMBUTUCH Ha KiHO
Ta cepianu, CTBOpEHi B KpaiHax 3 MeHLL
PO3BMHEHVMM  BUPOOHULITBOM, MOXHa
3BEpPHYTU yBary, Lo «BecTepHisaLis» Ta
«MaKaoHasNbaM3aLlif» NopoaXyTb Aen-
Ki pyiHHI npouecu. HeMoOXnMBO He noro-
OVTUCH 3 YMKO [JOKTOpPa eKOHOMiUYHMX
HaykK, uneHa-kopecnoHaeHta HAH Ykpa-
THn B. CigeHka, BUCNOBNEHO B pobOTi
«HoBiI rnobasbHi BUKIMKM Ta iX BMMB
Ha ddopMyBaHHS CYCNiNIbHUX LiIHHOCTEMN»,
[e BiH, 30KpeMa, 3a3Hauvae, Lo «Lsa fe-
CTPYKTUBHICTb 3YMOBJIHOETLCA  Mepe-
JYyCiM [OCUTb LUBUOKUM PYNHYBaHHSAM
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cepefoBULLA HaLiOHaNbHOI KYNbTYpHOT
CBOEPIJHOCTI. 3a NeBHUX YMOB Lie MOXe
CTBOpHOBATU 3arpo3y NoBHOT acuMinsauil
rno6anisoBaHUMMU LLIHHOCTAMU L|iIHHOC-
TeW, MOPOMXEHUX HaLiOHaNbHUM KyJlb-
TYPHUM CepefoBULLEM Ta aBTEHTUYHUM
[JOCBIiOM BHYTPILIHBOMO CaMOpPO3BUT-

Ky» (CigeHko, 2014, ¢.7-21).

TBopw, Wo cnmparoTbea Ha 6a30By Npu-
popay, CrpaBXHi, HaBiTb AKLLO0 CTBOpPEHI
6araTo pokiB TOMy Ta 3[al0TbCH Npo-
CTMMU 3 TexHiyHoro nornsgy. Ctpiuka
icnaHacbkoro pexwucepa beHepgukTa
EpnidrccoHa «[po KoHen Ta ntopgen»,
wo 6yna 3HATa 2013 poky, 3a4apoBye.
JocniBHUI nepeknag aBTEHTUYHOI Has-
BN — «KoHi B Hac». KapTuHa npo B3ae-
MOMPOHUKHEHHA Ta B3aEMOLi0 KOHeWn
i nopen, Ake cknaganoca B lcnaHgil
NpoTAroM ABaHaguATU cToniTb. Pexu-
cep B iHTepB't0 KOPECMOHOEHTY iHTep-
HeT-BMAaHHA «OKo ans inbmy» EMbepy
BinkiHcoHy (Wilkinson, n.d.), Wwo Buiwno
nig HaseBot «BepxoBa T3ga», po3kasy-
BaB, W0 4Yepe3 BifACYTHICTb HasIeXHOro
hiHaHCyBaHHS BiH 6yB 3MyLLeHUI BpaTK
Ha roJIOBHI poJli aKTOpiB 3i CBOIMU KOHS-
MU. TakM BUMMYLLEHUI KACTUHI MilLIOB
KapTWHi Ha KopucTb. B peaki MoMeH-
TV 3[0a€eTbCH, WO Le LOKYMEHTaNbHUIA
dinbM, a Bei icTopil repoiB He npuagyma-
Hi, a crnpaBxHi. Haguxanu b. EpniHrcco-
Ha, fIK HaBOOMTbLCA Y BULLEBKA3aHOMY
iHTepB'to, icnaHAcCbKi KaskW, cepefHbo-
BiYHWUM €enoc Ta TPW POKM Mpaui Ha Ko-
Hedepmi. Ocb YoMy CTpiyka, HesBaxa-
HOuYM Ha NPOCTOTY, 3aXOMJI0E 3 MEePLUUX
XBWJIMH. BOoHa came npo reHeTUYHUI Kog,
npo Te, WO 3 AMTUHCTBA BOMpanoch, Bif-
yyBasiocb, a 3rofoM CTasio ACKpaBUMMU
obpasamu, 3 o4HOro 60Ky, 3pO3yMiIMMM
Ta [OCTYMHUMMU, @ 3 iHLLOrO, YECHUMMU Ta
BiOKPUTUMMW.

Y 2018-my poui b. EpniHr'ccoH noegHaB
nocafu pexwucepa Ta npopgtocepa nig

Kotliar, S., Kuzmenko, Ya. Film and Series Production
as a Result of Collaboration Between Director and Producer
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yac poboTU Haf, CBOEHO iHLLOK KapTUHO
«lipcbka XiHKa: Ha BiWHi». Lle 6yB cninb-
HUI yKpaiHO-bpaHLy3bKO-iCNaHACbKUiA
MPOEKT, WO TOro X POKYy BiAKpPUB 9-i
Ofecbkuin  MixHapoOHui  KiHodbecTu-
Banb Ta oTpumaB Haropopy KoHcopuiy-
MY MUCbMEHHWMKIB i KOMNo3uTopie SACD
Ha KaHHCcbkoMYy KiHobecTuBani.

IcnaHgeub b. EpniHrccoH cBoeto npo-
deciiHolO L[isANbHICTIO iNOCTPYE TBeEp-
IDKEHHS: pexucep Ta NpoAtocep i € TUMM
nocTaTaMu y BUPOBHULTBI, SIKi MalOTb
36epiratn «Zywy» MPOEKTY MNPOTSroM
BCbOro BUpoBHMYOro nepiony.

Tak, 0. MycieHko (2020) y cBoeMy no-
cnigxeHHi «MpoptocepcTBo i pexucypa:
iHTerpauis npodecin y KOHTeKCTi couio-
KYNbTYpHUX TpaHcdopMaLii KiHonpoue-
cy» 3a3Havae:

«Bci kiHemaTorpadpiuHi npodecii Big,
camoro noyaTky nepebyBatoTb Yy Npo-
Lieci CTAHOBJEHHS, PO3BUTKY i IKICHUX
3MiH. HamBaxumBilwmmy noctatsiMu
LibOro NpoLiecy €, HarneBHe, NpoAtocep
Ta pexucep. IXHi CTOCYHKM NPOTAroM
BCi€l icTopil KiHO NpuBepTanu fo cebe
Hanbinbwe yBarn. Monsa XHbOI Ai-
ANBHOCTI YacTo nepeTUHanMcsA, xoda
KOXHe, 6e3nepeyHo, Mano CBOHO cre-
undpiky. | pexxucep, i npogtocep manu
3a6e3neynTn UiNiCHICTb eKpaHHOro
TBOpY>». (.189)

Y cBiTOBOMY KiHeMaTorpadi € 6arato
BUNafgKiB, KON ofHa nognHa obinMmana
Ui aBi ronoBHi nocagu: CtiBeH Cninbepr,
Oxoppx Jlykac, KBeHTiH TapaHTiHO Ta
6araTo iHLWKX, B YKpaiHCbKOMY Lie AXTeM
CeiTabnaes, Oner CeHuos, Anna Jluno-
Bellbka Ta iH. 3BepHeMO yBary, Lo Mo-
eQHyBaTH Ui Nocagu 0QHOYaCHO AOCUTb
CKJafHo.

30e6inblworo npefcTaBHUKU BULLLEBKA-
3aHux npodecin nig yac poboTn Hag Kap-
TUHOK BMKOHYHOTb MOLiIOHI 3aBAaHHSA Ta
MaroTb aKTMBHO B3aEMOLiATU. 3a3BuYaii
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pexucep Moxe KepyBaTu BCiMa BisiMU Ha
3HIManbHOMY MaW[aHuuKy Ta Ha eTani
MOHTaXxy, TOAi K NpoAcep Kepye npo-
€KTOM B Li/IoMy Ta po3nogifnsie 6roaxeT-
Hi KowTw. IxHi (PyHKLiT BM3HaYalOTbCA
iCTOPUYHMMM TPaZULISIMY, O CKNanucs
B TiM 4/ iHWIA KiHemMaTorpadiyHin WKo-
ni. Hanpuknag, B lonniByni po3pobkoto
NpoeKTYy, NigbopoM aKTopiB, opraHisaui-
€10 3HIManbHOro npouecy 3aniMaeTbCs
npoptocep. BinbyBaeTbcs uUe uyepes Te,
LLL0 MOMY HeOobOXigHO OKYMUTU BUTPATKU Ha
dinbM. HaluacTiwe came noguHa uiel
npodecii BubUpae pexuncepa.

B opgHin i3 Gecig 3 npencTaBHUKOM
aMepUKaHCbKOro He3anexHoro KiHo, pe-
XnUcepoMm, MpPOLHCEPOM, CLEHAPUCTOM
0. Dxapmywem, wo 6ynn 3i6paHi Jlog-
Burom Xepubeprom (2007) B KHUTy
«Ixum [xapmyuw: IHTepB'to», 3a3Hava-
€TbCH, LLLO pexuncep cam BoNofie rnpa.a-
MU Ha BCi CBOT (hiflbMY Ta BBaXae, W0 iH-
LLOrO LWASIXY AN MUTLS HeMae. Y LboMy
BUAHHI HABOOMTbLCA AyMKa 3a3HayeHo-
ro MUTLSA:

«ELVHe, WO 3MyLlye MEHe TaK 4u-
HUTK, — Ue BaxaHHsa 6yTu WTypma-
HOM CBOro kopabnsi. 1 cam BupiLLYHO,
AK MOHTYBaTU ifibM, sika NOro Tpu-
BanicTb, Ky My3UKy BUKOPUCTO-
ByBaTU B CayHATPEKY, siKi aKTopu
rpatumyThb y dinbmi. 4 cam pobnto
cBol dhinbMu. A WoAHA NPUXOLXKY A0
MOHTaXxHol. f1 3aWmatoca diHaHcy-
BaHHAM. fl nuwy cueHapin. 9 cnien-
pautoto 3 6araTbMa TanaHOBUTUMMU
noabMu. § He BBaxato, WO BCe 3a-
NEeXUTb Bif, pexucepa, ane B HAHI No-
TpiBHO yacTilwe HaragyBaTu JIOAAM,
Lo hinbM NoBUHEH poBUTH pexucep,
a He BizHecMeHu». (c.241)

Bce cBoe xutTta M. Oxapmyw (2007,
€.304-305) HamaraBcsi YHMKATW TpoLUO-
BUX BKJIafl€Hb y CBOI NMPOEKTU TUX NPO-
OHOCepCbKUX KOMMaHiwn, siki Mmornu 6 3po-

Kotnsp, C., KyabMeHKo, A. KiHO Ta cepianbHa npoayKLisa
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6UTM MOro 3anexHuUM Bif YyXOl OYMKM.
Ane BiH, CKOpille, BUHATOK 3 NpaBwuJl.

flkwo NoanHa 3gatHa 6yTu pexuncepom
i MpoalocepoM OAHOYACHO, He BUHUKAE
CynepeyoK LWoA[o0 KOHUenuil NpomykTy,
ane B OfHi€T N0OANHN 36iNbLUYETHCS KOJIO
3aBAaHb, i Lie MOXe BMMBaTU Ha LWBUJ-
KICTb yXBaJleHHs1 BaX/IMBUX pilleHb. [0
TOro X nif 4ac 3HiManbHOro nepiogy
pexucepu npaurroTb 0o 20 roguH Ha
noby, ocobucto po3B'sisytoum 6Garato
NUTaHb. TakWMin HanpyxeHun rpadpik He
MOXe He BifobpasnTucs Ha pisnyHomy
Ta eMOLiHOMY CTaHi NntoanHu. Yepes e
30CcepelXeHHs1 B OOHMX pykKax (yHKLN
i mpogtocepa, i pexucepa vacTile Bif-
6yBaeTbCA Mif Yac 3MOMOK KOPOTKOME-
TPaXKHUX i ManobrogxeTHNX pobiT abo Ha
noYyaTKOBOMY eTari NPOEKTIB, NPUMIPOM,
nif Yyac 3MOMKM NiNIOTHOT cepi.

Mpo 6nu3bKicTb LMX OBOX npodecin
CBIguUNTb TOM haKT, Wwo 6araTo cyyacHuUx
aMepUKaHCbKMWX | EBPONENCbLKUX NPOLIO-
cepiB MOYMHaNM CBOK Kap'epy B KiHO K
pexucepu. B YkpaiHi Tex € Taki Bunag-
Ku. B. flueHko 6yB ycnilHUM pexuncepom
pekslaMu, a 3rofloM CTPiYKK, AKi BiH Npo-
JlocyBaB, [OCAMM HeabuaKoro ycnixy:
«ATnaHtupa» (pexucep B.BacsiHoBWY)
2019 poky nepemorna Ha BeHeuincbko-
My decTuBani y nporpami «[opu3oHTH»,
a «[omomy» (pexucep H.AnieB) Toro
X poKy BucyBanacs Ha «Ockap». B. flueH-
KO BBaxae npofrocepa KpeaTuBHOM di-
rypoto. Y cBOEMY iHTEpPB't0 FONIOBHOMY pe-
JaKTopy iHTepHeT-BuaaHHsA PLATFOR.MA
Opito MapueHKy BiH BUCNIOBUB JYMKY, LU0
NMpoAatocep — «Lie CBOEPIAHUIA KaMEPTOH,
AKWI BECb Yac TPUMae B roJioBi BigvyTTS
dinbmy. | uo aTMocdepy BiH MOBUHEH
NMPOHeCTM yepes Becb NPOeKT. Pexucep,
3aHYpHOOYUCH B iCTOPItO, 3HIMAKOUM KOH-
KpEeTHY CLieHy, BTpayae 3[aTHICTb Bigyy-
BaTu Becb hinbM, Lie 3aBLaHHA MPOAHO-
cepa» (fueHko, 2019).
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Cepep, BaXJIMBMX BMiHb MpeAcTaBHU-
KiB LMX OBOX KiHOMpodecin € 3aaTHICTb
WBKUAKO MpUAMATK OonNTUMasbHi BapiaH-
TW pilleHb, BMNpaBHICTb OOBOAWUTU CBIl
NPOEKT [0 3aBeplUeHHS Ta HajaBaTu
MOMY MOX/UBICTb XUTU 3a Oyab-sKMX
obCcTaBUH.

3 BflacHOro AOCBifly MOXHa HaBecTu
npuknag cTtpiuku «LLaneHi 6mxonspi»
(pexucep A. KysbmeHko, 2020). Ak 3a-
3HayaeTbcs B iHTepHeT-cTaTTi «PITCH
UA 2: Xypi BU3HAuUNNI0 NepeMOXLiB KOH-
Kypcy» (2020), y 2020 poui TBopYa rpyna
oTpuMana rpouwi Ha diHaHCyBaHHS fe-
BEJIONMEHTY MPOEKTY Ta BUPOOHULITBO
ninoTHoi cepil «LaneHux 6pxonspis»
(2020). KowTw Haginwnm came Ha $Or
Ky3bMeHKO, TOMy OJHOMY 3 aBTOpiB Ny-
6nikauil foBenocs 3aHYpUTUCS B TOHKO-
LLLi MpoAroCepCbKOoi AisiNIbHOCTI.

CueHapuct Onekcin KomapoBcbKkui
y 2014 poui cTaB bixeHueM 3 JlyraHcbka.
OTxe, cueHapin «LLlaneHux 6pxonspie»
BiH NMucaB, CNMparynChb Ha BracHi nepe-
XWBaHHS Ta peanbHi nogii. HeaBaxatoum
Ha BMUCOKiI AIKOCTI TBOpY, nepef noyart-
KOM 3MOMOK MoYyaBCA HacTyMHWW eTan
TpaHcdopMauii. BuaineHux kowTie 6yno
[OCTaTHbO, LL06 3HATM CKPOMHY MIiNIOTHY
cepito, ane HefoOCTaTHLO AN TOrO, 06
3HiMaTK, NpuMipom, 6onoBi il Ta pobu-
Tn 6arato 3D-rpaddiku 3 6axonamu. Iig,
Yyac niAroToBKM [0 3MOMOK [10BENoCS
[OesiKi cLieHM 3MiHIoBaTK, a Aesiki — BUy-
yaTu.

AMepuKaHcbkui pexxucep . JliHY y KHK-
3i «CninmaTtun Benuky puby. MeguTauis,
CBIfOMiCTb, TBOPYICTb» BUC/IOBUB BlyY-
HY OYMKY: «|lHOLi 0OMEXeHHS1 3MYLLYHOTh
po3ym npautoBaTu. fAkuwo y Bac Gara-
TO rpowlei, BU MoOxeTe poscnabutucs
i po3B'sisyBaTM Oyab-aKy npobnemy 3a
X pornomoroto. Bam He noTpi6Ho BaraTo
JymaTtu. Ane Konu nepep, BaMu CTOSITb
0OMeXeHHsl, BaM [0BOOUTbCA BUragy-

Kotliar, S., Kuzmenko, Ya. Film and Series Production
as a Result of Collaboration Between Director and Producer
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BaTW KpeaTUBHI Ta HeLopOri pilleHHs»
(JTuny, 2019, ¢.108).

MoBepTatouncb go «LLlaneHmx 6pxxons-
piB», CNiJ 3a3HAYMTMK, LLLO NPOLAIOCEPCHKI
3aBAaHHs notpebyBanu 6araTto vacy Ta
[OJaTKOBMX KOHCYyNbTalill, a pexwucep-
CbKi BUKJIMKW — PeTeNIbHOro NMilaHyBaHHS,
apxe y dinbmi 6ynn 3agisHi cnpaBXHi
6,0)K0NK, i Le Hecno NoTeHUinHy 3arposy
aKTopaMm i uneHaMm KomaHau. BigmoBuTK-
csl Bif, UMX KoMax 6yno HeEMOXNIMBO, abu
He BUTpayaTy JIEBOBY YacTKy GHOLXeTY
Ha TPUBUMIpPHY rpacdpiyHy aHimaLito y pasi
IXHbOI MOBHOT BiACYTHOCTI B NEBHUX CLie-
Hax. [loBenocsi peTefibHO 03HAVOMUTUCS
3 0ioNIoOriYHMMU BJIaCTUBOCTAMU OOXiN
i y6eaneuntn nepebyBaHHS Ha 3HiMalb-
HOMY MalfaHuMKy PasoM i3 HUMM.

CTpiuky 6yno 3HSTO 3a N'SATb 3MiH 3 ABO-
Ma cbiHanamu. [MepLunin MaB 3aBepLyBaTH
nifnoTHy cepito, a apyrun 6yB 3adisibMo-
BaHWA BUMALKOBO: Nif 4yac 3MOMKM di-
HaJIbHOI CLIEHM 3 XXMBOO KOMaxok KaMepa
NpoAoBXyBarna npautoBaTh HaBiTb TOmj,
KON, 34aBanoch, BCi fil Ta emouil 6ynm
BiA3HATUMM, | CTanocs ManeHbKe OMBO —
akTop Oner KopkyLlko noyaB B3aemogisi-
TU 3 HELO, B3AIB Y PYKW, CTaB po3rnsgaTu.

3aBAkM LboMy enizofny 64xonm B Kap-
TUHI CTann OKPEMUM OfYyXOTBOPEHUM
nepcoHaxem, agxe O0XiNbHALTBO —
ofHa 3 Tux 6a30BMX HaLiOHaNbHUX Tpa-
audin, wo 6ynM npuTaMaHHi  HawuMm
npawypam 3 X cTonitTa. HapogHi ne-
reHau Ta rnoBip's opraHiyHo BReTeHi AK
B TKaHWHY CTPiyKK, TaK i B obpasu nep-
COoHaxiB. [if-naciyHmk — mygpa, wupa
Ta BifjKpuTa NtoiMHa, 60 caMe Taka Moxe
BifYyBaTy 6,4XiN i cniBicHyBaTU 3 HUMMW.
Lls komaxa, Haye cumBON gyuli, 3'sBns-
€TbCS NOpsAA B MOMEHT oro cmeprTi. Tak,
YnsHa MoeHa (2017, ¢.1323-1329) npo-
TsaArom GaraTbOX POKIB aHanisyBana Be-
JIMKY KifbKiCTb eTHorpadiyHmx mxepen
i y cBOI ny6nikauii «ba)ona sik BTifieHHs
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NOACLKOT AyWi B yKpaiHCbKiN HapogHin
CBITOMNAAHIN Bisii» 3a3HauUMnNa, WO «ysiB-
JIEHHS1 HaWuWX NpegkiB Mpo Ayuly, sika
y BUrnsagi 64xonv Bunitae 3 Tina noanHu
nicna il cMepTi, CBOIMM BUTOKaAMU csirae
[OXPUCTUSIHCbKUX BipyBaHb». B ocTaHHiX
Kafpax CTpIYKM Lsi KOMaxa 3'IBNSETbCS
AIK 3HaK HAaCTYMHOCTi MOKOJiHb.

OTxe, HanpukiHui 2020 poky roToBuM
ninoT 6yB HagicnaHUM KepiBHUM MeHe-
IXepaM YyKpaiHCbKUX TeneBi3ifHUX Ka-
HaniB, WO MaTb 3arasbHOHaLioHaslbHe
MOKPUTTS, 3 MPOMo3uLieto BUPOOHULITBA
BOCbMMCEPINHOIO cepiany, ane XoeH He
3alikaBMBCA Ljiel0 TeMoro. 3rogom ni-
NoTHa cepis «LLlaneHnx 6gxonspie» came
3 gpyrum cbiHanom Oyna mnokasaHa Ha
6araTbox CBITOBUX Ta yYKpaiHCbKux dec-
TUBansx, Ae oTpMMmana npvsu, Haropoau
Ta BU3HaHHSA | MoTpanuna OO iHTepak-
TMBHOro Kartanory, wo 6yB CTBOpPEHUM
Ona «YKpaiHCbKOro naBiNbioHy» KaHH-
cbkoro KiHodecTuBanto y 2022 pou,.

BucHoBkmu

Y 6araTbox BMNagkKax HecTaHZapTHUM
LUNSIX KapTUHU 00 rsigaya LOBOANUTb, WO
NPUIHATTA CBOEYACHMX pilleHb € BaX-
JIMBOKO CKJa[l0BOKO TBOPYOro Ta BUMPO6-
Huyoro npotecis. | pexwucep, i npogrcep
MatoTb OyTU rotoBuMM [0 Oyab-aKuUX
HecrofiBaHMx MoguddikaLin, agxe iges
TpaHcOOPMYETbCA He nuLle Mif Yyac Ha-
NMUCaHHSA CLieHapilo Ta camoro 3Himarsb-
HOro npouecy. 3MiHM MOXYTb Bigdy-
BaTUCA HaBiTb i3 3aBepLUEHUM TBOPOM,
Hanpvknag, Konu MifoT cepiany cTae
decTuBanbHUM Xy[o0XHIM inbmoMm. lNo-
JIOBHE — BYTU BiAKPUTUMU O MOXIIMBUX
HeTpUBiaJIbHUX PillEHb.

CnopigHeHicTb npocpecin npoptocepa
Ta pexwucepa nonsirae came B ToMy, 1,06
36eperTv OCHOBHY ife0 KapTuHM, [O-
Jlaloun NepenoHn nig 4vac Tl CTBOPEHHS.
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KoxeH i3 HUX gocAarae uini, pyxatoumucb MigcymoBytouM BULLLEO3HAYeHe, chif
CBOIM LUJISIXOM Kpi3b BECb MPOEKT: Mep- HArosocuTK, WO chniBnpaysa pexucepa Ta
wnin onepye GHOOXETOM, APYrMii CTBO- MNpOAHOCEpa B KiHO- Ta cepiasibHOMY BU-
pto€ CBIT. Bif IXHbOro B3aEMOPO3YMiHHSI  POBGHULTBI — 3aBXAW Aianor i Komnpo-
3 camMoro noyvyaTtky ChiflbHOI HisiflbHOCTI  Mic. Ane Lie B3a€eMOPO3YMiHHA Mae MeXi
3aNeXuTb LiSIbHICTb Ta XUTTE3AATHICTb 1 HE MOBMHHO 3alUKOAUTY igesaM i Linam
ManbyTHbOT CTPIYKMK. KiHLLeBOrO NPOAYKTY.
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Abstract

The purpose of the article is to analyze the functions of a director and a producer in contemporary
film and series production; to determine their interaction and complementarity during the period
of collaboration on a work; to establish the role of professionals in these specialties in preserving the
main idea and concept of the film; to identify the best options for combining efforts for the successful
implementation of the project. Research methods. The following methods were used: theoretical (analysis
of the creative activity of directors who were also producers of their films, comparison of director and
producer specialties in contemporary film and series production, observation of the transformation of
the studied professions over the past twenty years); empirical (systematization and organization of
personal knowledge and skills gained during the preparation, production, post-production and promotion
of Ukrainian films and series); practical (the article presents and analyzes the author's own experience
of collaboration). Scientific novelty. For the first time, the topic of the interconnection of the specialties
of director and producer in film production is explored, in determining the features of each of the above
qualifications, taking into account the facts' analysis of Ukrainian and world cinema and the experience
of prominent personalities who create the screen art of today. For the first time, the author analyses
the interpenetration of the professions of director and producer based on his practice and studies the
integration of these professions in the period of globalization and the unification of world cinema
markets. Conclusions. In accordance with the aim, the article analyses the peculiarities of the specialties
of a director and a producer in contemporary film and series production. Their complementarity and
interaction during the period of cooperation on a work is determined. The role of the above-mentioned
professionals in preserving the main idea and concept of the project has been revealed. The importance
of the ability to accept changes, join forces, and bring the project to completion under any circumstances
has been proved.

Keywords: director; producer; series; cinema; cooperation; collaboration; integration
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ballet art; The purpose of the article is to carry out a holistic analysis and determine
directing; the specifics of directorial means of interpreting ballet art in showing the
screen arts; formation of an artistic personality and delineating scientific guidelines
stage space; that will contribute to studying the phenomenon of ballet directing in the
choreographer; screen and stage space. Research methodology. The research used an
musical; interdisciplinary approach based on the following general scientific methods:
directing tools; induction, deduction, complex art analysis, and synthesis, which contributed
stage art to the elaboration of a broad factual basis of the screen interpretation of

ballet creativity in the context of the formation of the ballet personality of
the performer. Argumentation of the uniqueness of ballet directing in the
context of screen art was provided by using methods of systematization and
generalization. The typological method helped to consider common artistic
principles in the creative pursuits of masters of screen and stage art. Analytical
and systematic methods contributed to the study of the art history aspect of
the problem. Scientific novelty. The article systematizes and expands scientific
ideas about the place and role of screen and stage directing in the system of
humanitarian knowledge. The art of directing is defined as a universal type of
artistic and aesthetic activity; the mutual influence is clarified and the mutual
enrichment of theatrical and audiovisual arts in the development of directing
tools is shown. Conclusions. It has been found that the directors’ screen
creativity expands and deepens knowledge of ballet art, and gives impetus to
the active development of the ballet masters' creativity, ballet performers in
the stage space, in particular, in the production of musicals.
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Problem statement

During the century-long history of cin-
ematography, masters from many coun-
tries of the world have created a large
number of films dedicated to the work of
famous ballet companies, ballet dancers,
and choreographers. We will remind that
for the first time, the term "ballet” (val-
letto) was applied by “Dominichino da
Piacenza to a suite of contrasting dance
tempos combined in the form of one
dance" (Kovalenko, 2022, p.19). In the first
years of cinema, artists tried to film ballet
or choreographic numbers. The Ameri-
can inventor of the kinetoscope, T. Edi-
son, recorded on film the plot of the Snake
Dance performed by the dancer A. Whit-
ford-Moore in 1894. In 1899, the French
film entrepreneur J.Melies invited the
[talian ballerina P. Legnani to the filming
of the film Cinderella. He boldly used frag-
ments from the ballet of the same name
in the experimental film. The film camera
was not mobile enough at the end of the
19th and the beginning of the 20th centu-
ry. It was difficult for filmmakers to syn-
chronize dance and music, but already at
the dawn of cinema and throughout the
history of silent cinema, artists sought
to include ballet and choreography in
films. Each new step in the development
of screen arts was organically connected
with ballet culture. Many films through-
out the long history of the development of
cinematography were devoted to the for-
mation of a creative personality through
ballet, its formation and development on
the professional stage.

The interaction between ballet art and
cinema in screen adaptations developed
in two directions. The first direction is
“the mechanical transfer of a ballet per-
formance to the screen: preserving the
stage area, and conventional decorations”
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(Filkevych, 2018, p.96). The second di-
rection provided for “taking into account
the specifics of cinematography during
filming: live shooting, angles, close-ups,
enriching the visual range with details, an
ideal rhythmic fusion of camera move-
ment and music” (Filkevych, 2018, p.96).
The artists took into account the specifics
of the screen arts and adapted the libretto,
the cinematographic solution of the sce-
nography, and changed the spatial reali-
zation of the mise-en-scéne. "The means
of acting and dance technique were
adapted to the requirements and condi-
tions of filming" (Filkevych, 2018 p.97).
We can state that "the visual aspect of
culture has changed significantly” (Chmil,
2022, p.192), but the interest of cinematog-
raphers in screen interpretations of ballet
productions has not disappeared to this
day, and “the spread of screen technol-
ogies has caused fundamental transfor-
mations in being as individual subjects, as
well as whole communities” (Chmil, 2022,
p.192). According to M. Korostelova (2018),
interpretation is a kind of cultural process
and the result of “the creation of a new au-
thor's work of art based on the reinterpre-
tation, transformation of the original, and
the creation of a new artistic artefact” (p.8).

Recent research
and publications analysis

The problems of directorial creativity
about the interpretation of ballet art on
the screen were studied by such scien-
tists as K. Bortnyk, P. Garth, E. Kovalenko,
A.Korol, M.Korostelova, I. Koschavets,
0. Lan, I. Maha, S. Lysenko, O. Morozenko,
0. Musiienko, A.Pashchenko, K. Stanis-
lavska, Yu. Stanishevskyi, G. Filkevych,
D. Sharykov, F.Van der Wiele, L.Vysho-
travka. In the monograph “Modernism
@ avant-garde: the unity of Opposites:

Pohrebniak, H. Interpretation of Ballet Art
Through Screen Directing Means
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Cinema of the 20th Century”, O. Musienko
studies the interpretation of ballet art in
the films of representatives of the French
film avant-garde. The researcher points
out that avant-garde directors "resolutely
denied the kinship of cinema and theatre,
but at the same time were ready to see
the kinship of the Great Silent with bal-
let" (Musiienko, 2018, p.216). The author
analyzes Fernand Leger's film Mechani-
cal Ballet and concludes that the director
resorts to “enlarging the plan, individu-
alizing details" (Musiienko, 2018, p.217).
The researcher finds that the director
operates with "ordinary household items
placed on the shelves and stove in the
kitchen, baskets with vegetables, linen,
he gives them full symbolic colour, turns
them into an aesthetically meaningful ob-
ject” (Musiienko, 2018, p.217). In addition,
0. Musiienko examines Rene Clair's film
Intermission, which was a kind of man-
ifesto of Dadaism in French avant-gar-
de cinema. The scientist claims that the
director makes fun of established ideas
about beauty in the film, while “the subject
of the Swedish ballet suddenly turns into
a bearded man under the gaze of his cam-
era. The camera is located under a glass
floor, which makes it possible to see the
dancer from a rather risky perspective.
Instead of a traditional ballet leotard, the
viewer sees rather stale underwear worn
by ordinary housewives, but by no means
a ballet dancer. These shots caused spe-
cial indignation of the public, which was
shocked by such blasphemy, and the au-
thor's sincere satisfaction that the out-
rage achieved its goal” (Musiienko, 2018,
p.225). The researcher concludes that
the appearance of the ballerina's bearded
face on the screen testifies to the direct
demonstration by the director of the motif
of androgyny — one of the most common
motifs in the work of the Dadaists.
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H. Filkevych (2018) in the article “Dance
and screen arts: initiation and develop-
ment of contacts” points out that

“screen arts — cinema, television —
seem to be far from dance, but they
interact with it. This is the use of var-
ious components of cinema and tele-
vision in the artistic design of a ballet
performance, this is the screen adap-
tation of ballets of classical heritage
and today, as well as the creation of
televised ballets and films that are
built according to the laws of chore-
ography and screen arts". (p.94)

M. Korostelova (2018) articulates the
opinion that nowadays in scientific and
creative practices

“controversies regarding the artistic
level of ballet master's editions of
ballets do not subside — from the
understanding of the naturalness of
the processes of integration into new
artistic-aesthetic and technical-pro-
fessional conditions (V. Vanslov,
V. Krasovska and etc.) to harsh crit-
icism and accusations of distortion
of the primary source (V. Haievskyi,

Yu. Yakovleva, etc.)". (p.6)

0.Lan (2014) in the article "The prac-
tice of directing a one-act ballet using
the techniques of modern performance”
rethinks the interaction of choreograph-
ic and audiovisual arts. The researcher
believes that today's revaluation of the
meaning-making factors of ballet and
cinematography "“is justified not only by
a person's attitude to the world, but also
by his perception of the artist, the view-
er, and creativity in general". The au-
thor adds that “new forms of art create
the need for new means of information
transmission".

The purpose of the article is to identify
the problems of directorial creativity and
to determine the specificity of the direc-

MorpebHsk, [ IHTepnpeTaLlig 6aneTHOro
MWCTEeLTBA 3aCobamu EKPaHHOI PEXMCYPH



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

torial means of interpreting ballet art in
showing the formation of an artistic per-
sonality, outlining scientific guidelines
that will contribute to the study of the
phenomenon of ballet directing in screen
and stage space.

Main research material

In our opinion, it is interesting to con-
sider the problem of interpreting ballet
art through screen directing through the
prism of the concept of personal freedom
as a universal human value and a compo-
nent of artistic creativity, "without which
the spiritual progress of both a person
and civilization as a whole is unthinkable"
(Braterska-Dron, 2009, p.136). M. Moisie-
ieva (2011) in the article “Freedom of Cre-
ativity and Creativity of Prisoners" believes
that “for a creative personality, freedom is
a vital value, a guarantee of achieving the
highest goal — the manifestation of one’s
own uniqueness, inner essential unique-
ness, integral creative self-affirmation. For
this purpose, we single out the concept
of personal freedom as one of the domi-
nant elements of the author's ballet and
cinematographic creativity. We focus our
attention on the interpretation of freedom
in the film Billy Elliot, staged by the famous
theatre actor Stephen Daldry. We will re-
mind you that S. Doldry was the director
of the Royal Court Theater in London for
many years and staged more than a hun-
dred plays of new drama. Many of his plays
were shown in different countries of the
world. To this day, he remains the director
of the Royal Theater reconstruction pro-
gram (Billy Elliot, 2000b).

It is important for the creators of the vid-
eo to showcase how ballet contributes to
a well-rounded individual. I. Koshchavets
in the article "Aesthetic education of chil-
dren through choreography” points out
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that nowadays, in the conditions of dy-
namic socio-cultural changes, “the prom-
inent place in the educational process is
occupied by the problem of comprehen-
sive and harmonious development of
a young personality, which plunges into
social life". The researcher is sure that "in
the formation of an individual's aesthetic
and artistic culture, choreographic art is
the most important aspect of aesthet-
ic education” (Koshchavets, 2014). The
work expresses the belief that “chore-
ography is a world of beauty, movement,
sounds, light colours, costumes, that is,
a world of magical art, and children want
to see it in ballet performances, art al-
bums, and films" (Koshchavets, 2014).

In our opinion, the slogan of the film "Bil-
ly Elliot" is symbolic: “Inside each of us is
a special talent that is waiting to be re-
leased. The trick is to find that way out"
(Billy Elliot, 2000a). The authors of the
film convincingly prove that such a tal-
ent, which powerfully breaks through in
personal discovery, is the mad desire and
ability of the main character — Billy Elliot —
to engage in ballet creativity. He makes
great efforts to overcome life's obstacles
in gaining his own inner and outer free-
dom. At the same time, the film's director
reminds us thatitis necessary to take into
account "the presence of a social order
and its influence on freedom" (Moisieieva,
2011). Director Steven Daldry indirectly
supports O. Lahn's opinion. The research-
er in the article "Practice of directing one-
act ballet using modern performance
techniques" emphasizes that “today re-
quires a choreographer to have a high
level of artistic vision, the ability to turn
a ballet performance into an almost inter-
active action with a powerful and spiritual
educational potential” (Lan, 2014), and
this requires a high level of personal free-
dom from the choreographer.
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The authors of the film, created "with
great charm, great humour and great
heart" (Billy Elliot, 2000a), offer the audi-
ence a simple and accessible story about
the fierce struggle of a brave, talented boy
for his freedom. The battleground for the
eleven-year-old boy is primarily his dog-
matized provincial family (“because a boy
who practices ballet becomes a disgrace
to his father and family” (Billy Elliot (by
Alive, 2005)), and also the community of
the fictional mining town of Everington in
the north of Great Britain. In the film, the
young hero experiences a crisis of self-
affirmation against the background of in-
consolable grief — the death of his moth-
er, a social crisis associated with a bloody
miners' strike. The ballet class teacher in
a brilliant performance by Julie Waters
(winner of numerous prestigious awards
for the best performance of a supporting
female role) — "with her keen sense of tal-
ent” (Billy Elliot, 2000b) — is the only one
from the boy's environment who feels ad-
olescent problems and undertakes to help
him. Mrs Wilkinson felt that the young
man's dance "with its soaring language of
the human spirit could be his ticket to an-
other life not in poverty"” (Billy Elliot, 2000a).
She offered to "audition to a ballet school"
(Billy Elliot, 2000b) and study choreogra-
phy at a prestigious educational institution.

The article by 0. Morozenko “Let's make
Ukrainian ballet great again! What is
wrong with ballet education in Ukraine?".
The researcher analyzes the level of do-
mestic ballet education and notes that

“the school of modern ballet is suf-
fering in Ukraine, and therefore our
students cannot fully compete in in-
ternational competitions. Students
successfully pass the stage of clas-
sical dance and often fail at the stage
of modern choreography. That is why
it is critically important to rejuvenate
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the teaching staff in ballet educa-
tional institutions, to invite progres-
sive artistic directors there and, of
course, to constantly develop teach-
ers who have dedicated their lives to
this work”. (Morozenko, 2022)
The author analyzes the internation-
al experience of training ballet dancers
and points out that “the world's top bal-
let schools build their work on constantly
expanding horizons — they exchange stu-
dents and teachers, attract foreign spe-
cialists, and the students of these schools
are regular participants in international
competitions” (Morozenko, 2022). The
researcher concludes that foreign ballet
“schools keep up with the trend, provide
stable teaching quality, and develop their
students. In Ukraine, the situation with the
international component of the work of
ballet schools is much worse. Internation-
al cooperation and exchanges of experi-
ence require the desire and additional ef-
forts of management on the one hand and
funding on the other" (Morozenko, 2022).
In the film Billy Elliot, the main charac-
ter painfully experiences a mental dis-
order, which is an unbearable brake on
his development as a person and is ex-
pressed in fiery dances. His dancing is
both “an expression of his sadness and
a symptom of his frustration" (Billy Elliot,
2000a). At first, the boy reluctantly danc-
es with the teacher to the famous single "I
Love to Boogie" by the English rock band
T-Rex (recall that the film features many
soundtracks from The Clash, The Jam,
as well as the famous Swedish musician
Eagle Eye Cherry). This scene perfectly
complements the later episode "when Bil-
ly performs his fiery dance of rage in the
street, and his father forbids him to dance"
(Billy Elliot, 2000a). The young hero's
dance appears out of nowhere, out of log-
ical motivations, simply because walking,
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stepping, and crawling on the ground is
more painful than dancing. In the article
“Dance and Screen Arts: Initiation and
Development of Contacts" H.Filkevych
points out that a dancer “neglecting the
laws of gravity can appear suddenly,
like a ghost, or appear in the frame from
above or below". The researcher clarifies
that the director can “apply the technique
of double exposure (simultaneously in
the frame the background and the fore-
ground), the location of stage areas on
different levels, rapids, etc.” (Filkevych,
2018, p.97). Billy gives true freedom to
his feelings in the dance, confused by
his family’s misunderstanding (Billy Elliot,
2000Db). It is in the dance that his self-dis-
closure and outpouring of emotions that
he previously held back takes place. After
all, according to D. Sharykov, “the inter-
pretation of the plot and the creation of
an artistic image in the new stage ballet
dance is possible through the transmis-
sion of the psychological load and the
content of the movement, the combina-
tion while preserving the virtuosity of the
performance” (Sharykov, 2016).

It is important that each dance of the
main character is not an artificial insert
number in the film. The direction and cho-
reography of Billy's Christmas dance is
brilliant. He dances in front of his furious
father (Gary Lewis). In this episode, the
young man passionately dances, jumps
and makes hellish pas, rapidly attacking
both his father and the audience in a fran-
tic turn, because "the point of applying
talent, as before, is not important: talent is
important”, according to A. Puchkov (2019,
p.79). Each charismatic dance of the “pro-
vincial youth” (Puchkov, 2019, p.79) allows
the film to reach a metaphysical level, is
the convincing and at the same time hap-
py proof of the meaning of life for Billy, who
chooses personal freedom for himself.
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It is no accident that the authors place
the events of the film in the environment
of the workers' mining strike of 1984. This
approach makes the testing and harden-
ing of the young hero even more difficult.
The bright and tense episode of the police
chase after one of the union leaders, Billy's
brother Tony Elliot, seems interesting. The
chase scene, brilliantly conceived, filmed
and edited, takes place before the eyes of
the title character. This episode has a high
level of directing and cinematography, im-
presses with dynamic editing and makes
you want to analyze it frame by frame.
We see the following unfolding of the ac-
tion on the screen: the policemen step on
the strikers and ominously knock on the
shields with rubber batons, the hero runs
away, breaks into other people's houses,
quickly crosses apartments, yards hung
with linen, rooms and, exhausted, falls
into the tent of the mounted law enforce-
ment. We will remind that authoritative
representatives of the film community will
not for nothing recognize the tape for the
best cinematography (Award of the Acad-
emy of Motion Picture Arts and Sciences
Oscar) and editing (Award of the Acade-
my of Motion Picture Arts and Sciences
Oscar, Award of the American Guild of
Editors). There is another key screen mo-
ment in Stephen Daldry's film. The director
presents it as an "average"” scene. We see
Billy walking past a wall of police shields,
casually talking to his girlfriend about
various trifles and mechanically tapping
the shields with his hand. This is usually
done with the wall of the building. In this
way, the authors indirectly hint that police
boundaries have become commonplace
in the society of the mining town.

The authors of the tape showed a typ-
ical community of strong men in a pro-
vincial mining town. The boy tries to es-
cape and free himself from the influence

Pohrebniak, H. Interpretation of Ballet Art
Through Screen Directing Means



BicHMK KWIBCEKOTO HaLlIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO

of a community that is alien to him. He
seeks to overcome a wide range of ste-
reotypes but is faced with a choice. The
hero seeks to overcome "“the idea of bal-
let dancers as completely perverted and
homosexual, which oppresses with all
the force of its stereotyping” (Billi Elliot
(by Alive), 2005). Billy makes his deci-
sion and chooses a free ballet dance. The
young man secretly studies classical bal-
let lessons from his father and strives for
dance, which "“contains a psychological
meaning with refined and perfect virtu-
oso technique” (Sharykov, 2016). In this
way, the boy bravely tries to escape and
free himself from the musty atmosphere
of the provincial town, which oppresses
him as a person. He naively but desper-
ately fights against becoming a clone of
his father or brother. They believe that
boys should play football, boxing, and
rugby, but not the damn ballet. In the de-
velopment of the plot of the film, charged
with the romance of artistic impulse, the
authors show that Billy realizes that it
is “easier to walk on a flat road" (Puchk-
ov, 2019, p.79). However, he understands
that if he does not take an important step
for his self-development, he will always
exist like his older brother (Jamie Draven)
and father — ordinary miners who live
very poorly and cannot actively influence
their fate. Viewers witness the fact that
gradually the father of the hero — Jack
Elliot changes under the influence of his
son. At first, he categorically rejects the
possibility of teaching his son to dance.
Jack believes that choreography is not
a man's business and the son disgraces
his father's boxing gloves and even the
history of the boxing club.

One day, Jack saw Billy dancing and
was impressed by his zeal and insistence.
He gradually changes his mind and real-
izes that the boy has abilities and needs
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help, so he secretly thinks about the Roy-
al Ballet School. The father helps his son
realize his dream and frees himself from
social prejudices and stereotypes (Co-
rey, 2005). Little by little, Jack Elliot, like
his son, begins to yearn for freedom as
a perceived necessity (Malakhov, 2000,
p.260). In the final scene of the film, as
proof of liberation from stereotypes, both
Billy Elliot and his father, brother, the di-
rector chooses the performance of an
already adult hero in the role of Lebed.
It will be exactly the production that he
lively discussed with the teacher of the
ballet class Mrs Wilkinson, unrealized in
creativity. Paradoxically, the part of the
Swan from Swan Lake performed by Billy
will be seen by the emotional Jack and
Tony in the scandalous adaptation of
Matthew Bourne's Men ballet, because
“the director has the right to discover and
introduce new meanings, use historical
experience, refuse textbooks and shock
the audience” (Korostelova, 2018, p.9).
A ballet performance will appear on the
screen, in which "unlike academic ballet,
the movements are seemingly fleeting,
attention is not focused on the technical
performance, but on the psychology of
the artistic image created by the chore-
ographer and embodied by the performer”
(Sharykov, 2016).

Stephen Daldry, an experienced theatre
director, but a film debutant, insightfully
tells a symbolic story through the means
of the screen and choreography, which
gives a powerful charge of life-affirming
energy. This story can touch anyone who
is going through a search for himself in
the struggle, by revealing his potential in
rather difficult circumstances (Billy Elliot,
2000a). Interestingly, screenwriter Lee
Hall based the story of the film on the
biography of a famous ballet performer
from the British north — Philip Marsden,
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the premier of the London Royal Ballet.
In the artist's family, men worked in the
mine for several generations, and he be-
came a ballet performer and in this way
embodied his understanding of personal
freedom, “freedom of creativity, the possi-
bility of improvisation" (Kovalenko, 2022
p.34). The public could see the works of
F. Marsden as the premiere of the Lon-
don Royal Ballet in the screen versions
of the ballets Alice in Wonderland, The
Vain Warning, Coppelia and others. These
screen interpretations probably attract-
ed the attention of both the public and
critics because "one of the main starting
points for the success of the postmod-
ern interpretation of the primary source
is its popularity, the public's knowledge
not only of the plot but also of the main
compositional structures. This enables
the interpreter to create a multi-level as-
sociative-compositional performance or
use oppositional techniques” (Korostelo-
va, 2018, p.9).

The fate of the lead actor, Jamie Bell,
also turned out to be tangential to the
story of the main character of the film.
The boy began practising classical ballet
professionally at the age of six. Later, the
young man prefers the steppe. He active-
ly developed the traditions of his family,
because the lives of his grandmother,
mother, aunt and older sister are con-
nected with ballet. Interestingly, it is the
mother who at first categorically forbids
her son to learn choreography, and later
becomes one of the choreographers of
the film.

Jamie Bell strives for personal freedom
as a kind of value reference (Braterska-
Dron, 2009, p.141) and makes an inde-
pendent decision to become an actor. At
the age of nine, the boy entered the local
theatre school. The young man later be-
comes a member of the National Musi-
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cal Youth Theater (NYMT), a British arts
foundation that provides young people
with quality pre-professional education
and stage experience in musical theatre
(Jamie Bell Biography, n.d). The forma-
tion of the theatrical career of the young
performer will take place even earlier
than the cinematic one. His debut on
the professional stage will take place in
1998 in the musical parody Bugsy Malone.
All the roles in this musical were per-
formed by children. Ukrainian researcher
K. Stanislavska defines the musical as
"a stage-show genre, the characteristic
feature of which is the secrecy of its ar-
tistic components: acting, music, speech,
dance" (Stanislavska, 2016, p.185).

We will remind you that it was stage ex-
perience (still insignificant, but already
present in the life of a talented teenag-
er), as well as amazing plasticity and
dancing skills, that helped Jamie Bell win
the casting for the main role (with 2000!
competitors) in Stephen Daldry’s film Bil-
ly Elliot in the 1999 year (Pearce, 2008).
In one of the interviews, the director of
the film said that he had difficulties in
choosing a performer. The difficulty of
the director's task was to choose from
a huge number of applicants such as
a boy who could dance (after all, the en-
tire cinematic action rests on the plastici-
ty and ability of the young actor to move),
was endowed with acting talent (the film
completely depends on the performance
of the child actor) and also corresponded
to the age category of the main 11-year-
old hero. This is exactly the age when you
can enter the Royal Ballet School. In ad-
dition, the boy had to have certain visual
characteristics, namely: to look like a res-
ident of a mining town (Maga, 2018).

The director did not make a mistake
with the choice of performer. He ap-
proved Jamie Bell for the main role, who
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was endowed with a unique sense of
rhythm. The boy's competitors mainly
felt the energy of the music. The debu-
tant actor created an incredibly lively,
sincere, touching image of his contem-
porary. Jamie Bell received many pres-
tigious awards for the main role created,
in particular, the Movie Award for Best
Young Performer from the National So-
ciety of Film Critics of the USA and the
award of the British Academy of Film and
Television Arts — BAFTA. We will remind
you that the winners of the Oscar award
were nominated for the BAFTA award
in 2000 — world-famous film actors Mi-
chael Douglas, Russell Crowe, Geoffrey
Rush, and Tom Hanks (Jamie Bell, 2015).
The audience enthusiastically welcomed
Jamie Bell as the ballet prodigy from the
British countryside, Billy Elliot. The per-
former has entered the constellation of
the best actors of his generation and is
building a career in Hollywood with pow-
erful steps. However, it is a shame that
the actor no longer dances, but plays
roles that correspond to his acting idol
James Dean (Moss, 2005).

Stephen Daldry creates an original film
in which the characters of the main char-
acters were created by actors from the
British theatre school. The director leads
the main characters through a crucible
of obstacles and skillfully demonstrates
their gradual evolution. It is not by chance
that this brilliant directorial production
was nominated for an incredible number
of prestigious film awards around the
world. The film received awards from na-
tional academies and professional foun-
dations, and prizes from international
film festivals, in particular, from the Mol-
odist International Film Festival. The film
Billy Elliot was awarded Best Screenplay,
Best Director, Best Cinematography, Best
Supporting Actor, Best Feature Film, Best
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Foreign Film, Best Debut, Best Dance,
Best Editing, Best Music, etc. (Billy Elliot,
2000b).

The wild success of the film Billy Elliot
caused a desire in theatre circles to cre-
ate its stage version — a musical. Accord-
ing to S. Manko (2012), “in the Western
world, thanks to the stable traditions of
show business, the genres of musicals
and rock operas are one of the most
popular types of entertainment”. Such
a decision by theatre producers is an
unprecedented case in the field of stage
art, because, usually, the opposite hap-
pens. Theatre entrepreneurs have well
studied the stage experience of Stephen
Daldry and he was invited to become the
director of the musical Billy Elliot. Elton
John wrote music for a musical theatre
play. Peter Darling (as in the film) took
care of the choreography. The premiere
of the musical took place in the West End
Theatre Victoria Palace in May 2005. This
stage production turned into a London hit
and received rave reviews for its exqui-
site music and choreography, which em-
phasized Lee Hall's cinematic concept.

The popularity of the British theatrical
version of the film Billy Elliot aroused
interest in other countries as well. The
international process of preparing vari-
ations of the musical began in Australia
(production of the show opened in Syd-
ney in 2007), in South Korea (the premiere
of the show took place in Seoul in 2010),
and in the USA. The premiere of the mu-
sical Billy Elliot at the Theatre on Broad-
way was presented by the creative team
that also worked on the London version.
lan McNeil presented the scenery, Nicky
Gillibrand — costumes, Rick Fisher — the
lighting, and Paul Arditti — the sound. The
performance of the musical took place in
October 2008 at the Imperial Theater (Bil-
ly Elliot — The Musical, 2017). The musi-
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cal Billy Elliot (like the film) was crowned
with several awards, among which the
most prestigious are: Laurence Olivi-
er, Drama Desk Award, Tony Award, and
Young Artist Award (Lloyd, 2015).

Stephen Daldry inventively and delicate-
ly tells the screen and stage story of Billy
Elliot. He creates a brilliant acting ensem-
ble, subtly uses ballet choreography, mu-
sic and demonstrates an objective view
of the world. The director makes a suc-
cessful attempt to find the moral and eth-
ical dominants of mutual understanding
and trust, tolerance and respect, passion
and self-sacrifice in the actions of screen
and stage heroes. These moral virtues
allowed him to highlight “the meaning of
love in general as a search and finding of
a person's longed-for integrity — bodily,
spiritual or bodily-spiritual — the integ-
rity to which it strives” (Malakhov, 2000,
p.350), and which, as it turns out, is not
always and not everyone manages to find
on the path of life.

In our study, we consider the problem of
creative freedom as a universal charac-
teristic of human existence and its inter-
pretation in Indian cinema. The category
of freedom is reflected in Indian cinema
through choreography and, in particu-
lar, ballet, in which "the mastering of folk
forms of dance and lexical elements is
presented” (Korol, 2019, p.152). We will
remind you that there are 7 types of clas-
sical dance in India. The eighth variety is
called bolino. Every gesture, the subtlest
facial movement, and emotion has its
own meaning in this type of choreogra-
phy and reveals the hidden meaning of
the dance. Bolino was intended specifi-
cally for Indian cinema and has no less
importance than the verbal component
of acting images. The musical scores
of such dances are “saturated with mel-
odies and modified forms of folk songs"
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(Korol, 2019, p.152). In India, there is
even a special treatise in which the entire
technique of mimicry in dance is clear-
ly described, namely: 36 different views;
13 head movements; 6 nose movements;
7 movements of the eyebrows, etc. O. Ba-
bii notes that "about a thousand tapes
are released in India every year — we are
talking not only about Bollywood but also
about Bengali cinema, the vast majority of
which are powerful arthouse" (Kabachii,
2021). The author adds that Indian cine-
ma offers films for every taste while not-
ing that when talking about the national
cinematography of any country, it should
be remembered that each of them has its
characteristics, in particular, Indian cin-
ema has a unique specificity — in songs
and dances. The critic emphasizes that
in Indian cinema, as a rule, there is a song
or a song with a dance, which usually il-
lustrates the action on the screen. Many
Indian cinematographers believe that the
support of this specificity ensures the
preservation of the authenticity of Indi-
an culture, and its immortality (Kabachii,
2021).

Today, in Indian cinema, the artificially
inserted choreography and song num-
bers have undergone a rather serious
transformation. O. Babii points out, "be-
fore we saw scenes in the rain, in a saree
among mountains and beautiful land-
scapes, now it resembles high-quali-
ty clips of pop stars” (Kabachii, 2021).
Another slice of traditional Indian cine-
matographic culture is classical ballet,
which acts as an element of the plot of
the film's direction. Such is, for example,
the film Yes, Ballet! directed by Suni Tara-
porevala, in which ballet dance is “a pe-
culiar manifestation of national artistic
thinking" (Korol, 2019, p.152).

The authors tell a sincere and some-
what naive story about two boys from
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Mumbai. The plot of the feature film is
based on real events. The authors of the
feature film tell about young men who
grew up at the very social bottom of In-
dia. They overcome their parents' resist-
ance and desperately try to find their way
in life. They long for personal freedom of
choice and want to devote themselves to
the art of classical European ballet. While
the plot of the film may be simplistic, it
is still honest and genuine. The authors
present to the audience the purely Indi-
an characters Asif (Achintya Bose) and
Nisha (Manish Chauhan), who have dif-
ferent faiths. This factor indicates that
the heroes have different attitudes to-
wards choreography. The director mas-
terfully “avoids the same type of plastic
characterization" of the heroes (Korol,
2019, p.15). There is a charismatic image
of the American choreographer-ballet
master Saul Aaron in the film. He is a fa-
mous dancer in the past, but due to his
age, he turned out to be useless in his
homeland. The ballet master in search
of earnings ended up in distant Mumbai.
He was invited to the ballet school for
its greater importance and image build-
ing. Sol (played by Julian Sands) is a true
professional in his field. He saw many
young dancers in his life who never made
a ballet career. The ballet master recog-
nized the ballet talent and creative po-
tential of the young men. He convinced
and then forced Asif and Nisha to move
towards the artistic heights of classical
ballet, which are almost unattainable in
impoverished India. Suni Taraporewa-
la uses a specific artistic technique and
introduces a strange “character” into the
narrative of the film — this is Mumbai.
The director herself was born and raised
in Mumbai. This city continues to inspire
her in her personal and professional life.
The introduction of the named "action
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figure” (Mumbai) into the plot enables
the artist to give shelter and home to the
fiery Saul Aaron and to create a favoura-
ble platform for the development of the
ballet abilities of young performers Nish
and Asif, competitors and friends at the
same time (Ramnath, 2020).

The history of the creation of the fea-
ture film Yes, Ballet! is quite interesting.
This left a unique mark on the means
of expression used by the director. We
will remind you that the events of the
named game tape were not only based
on real facts. Suni Taraporevala's short
documentary Yes, Ballet! was preceded
by a full-length feature film of the same
name. There are similarities and delib-
erate differences between fiction and
documentary filmmaking. Both films are
united by ballet dance, as a unique dy-
namic and plastic action that comes to
life and gives the performer freedom of
movement, thoughts, and behaviour. The
2017 documentary of the same name
focused on working-class dancers Man-
isha Chauhan and Amiruddin Shah who
were trained by an Israeli ballet instructor
named Yehuda Maor. The heroes of the
documentary came from an economically
disadvantaged environment in India, had
no familiarity with ballet or Western Eu-
ropean classical music since childhood,
and started their ballet choreography les-
sons quite late. However, the teenagers
overcame difficulties in their studies and
achieved success under Maori tutelage.
Dancers sought freedom of self-develop-
ment, and self-expression, and overcame
their technical disabilities in mastering
ballet technique. They passed a gruel-
ling audition and were invited to the Or-
egon Ballet Theater in the United States.
Chauhan has since returned to Mumbai
and Shah has enrolled at the Royal Ballet
School in London.
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In the feature film Yes Ballet, Manish
Chauhan plays Nisha, a fictionalized ver-
sion of his real self. In one of the inter-
views, Manish Chauhan admitted that
he had to follow the instructions of the
director. A professional ballet dancer had
to pretend and demonstrate his incom-
petence in ballet technique. The director,
in the implementation of her directorial
means, “was very careful that the ballet
should be correct” (Ramnath, 2020). For
this purpose, the director involved Cindy
Jourdain, an experienced ballet dancer
who still lives and works in Mumbai. The
film Yes, ballet! achieved recognition pri-
marily outside of India, where ballet en-
thusiasts are more knowledgeable. This
happened because the classical art of
ballet today requires for its development
the interaction and mutual influence of
choreographic languages, which have
their basis in different cultural spheres
and, accordingly, their characteristics.

We can state that in Suni Taraporevala's
tape Yes, ballet! stereotypes regarding
the traditional use of ballet choreography
in Indian cinema are decisively broken,
and the boundaries of conscious and free
human existence in the artistic world are
boldly expanded. Indian actors surprise
and convincingly prove that classical
ballet and its sacred language can be or-
ganic in the multinational stylistic envi-
ronment of Indian cinema.

The film Flash Dance (1983), directed by
Adrian Lyne, also tells a story about the
search for personal freedom in creativi-
ty. The main character of the tape is Alex
Owens (Jennifer Beals), who is eighteen.
She dreams of achieving personal free-
dom and becoming a professional bal-
lerina. In her spare time, she takes ballet
technique lessons from the famous bal-
lerina Hannah Long. By day she works as
a welder at a steel mill in Pittsburgh, and
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in the evenings she has a job as a danc-
er at Mawby's Bar. The cinematic story
of a dancer who seeks freedom of choice
according to her desires (as in the films
Billy Elliot, Yes, Ballet!) is based on a real
story. The script was based on the biog-
raphy of the famous ballerina Maureen
Marder. She, like the heroine of the film,
long sought to enter a prestigious ballet
school, in particular, the Pennsylvania
Conservatory (Salem, 2011).

The authors of the film are not con-
cerned with the original methods of
screen narration. They tell a simple sto-
ry about a girl who is unsure of herself.
She dreams of a stage career, and tries to
follow her dream, but is afraid of failure,
so she constantly avoids demonstrating
her abilities to experienced professionals.
However, "unexpectedly” her life turns
into a fairy tale. Nick Hurley (Michael
Nouri), a rich, handsome “prince" appears
in her life, who takes care of the talented
girl and helps her turn her dream of ballet
school into reality. The viewer is offered
a primitive story of a ballerina-Cinderel-
la, who becomes a princess by fate. The
reaction of critics to the rather mediocre
tape was restrained. The film had a weak
plot, and the frame was dominated by dim
lighting. This is explained by the pres-
ence of a stunt double on the set. French
ballerina Marine Jehan performed most
of the main character's dances. Alex Ow-
ens' final dance jump during the exam
was performed by professional gym-
nast Sharon Shapiro (Flashdance, 2013).
However, the audience met the film with
enthusiasm. Perhaps this contributed to
the phenomenon of a stage adaptation
of the film many years later. The musi-
cal Flashdance premiered at the Royal
Theater of Plymouth, UK in 2008. The au-
thor of the stage version was Tom Had-
ley (screenwriter of the film Flash Dance),
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and the choreographer was Arlin Phillips,
who also participated in the production
of the ballet numbers of the film (Atkins,
2008). Interestingly, the film Flash Dance
was dedicated to ballet work and the
theme of the artist's search for person-
al freedom in dance, but the recognition
of American film academics was won by
its main musical theme. The song "What
a Feeling" performed by Irene Cara and

composed by Giorgio Moroder received

an award. The musician received his sec-
ond Oscar for Best Original Song and was
awarded two awards from the Hollywood

Foreign Press Association Golden Globe.

Conclusions

In our research, we deeply analyzed
the films Billy Elliot, Yes, Ballet, and Flash
Dance. In the article, for the first time,
the phenomenon of ballet as a meaning-
making factor in the formation of an ar-
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tistic personality is considered through
the prism of screen direction. The author
analyzed and outlined the original direct-
ing techniques used in the audiovisual
and theatre arts to popularize the ballet
stage performance in the wider Hdyadat
society. The article demonstrates that
talented directors — Stephen Daldry, Suni
Taraporevala, and Adrian Line, with their
screen and stage work, convince the au-
dience that ballet on stage and screen
has freedom and original expression. It
has been proven that the art of ballet
exerts a powerful influence on the mor-
al-ethical, aesthetic and transcendental
nature of the individual and allows one to
maximally reveal the limits of a person's
conscious and free existence in the world.
At the same time, a person who dances
is endowed with a unique ability to think
with movement. This is one of the man-
ifestations of the freedom of a creative
personality.
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HauioHanbHa akageMisi KepiBHUX KaApiB KynbTypu | MucTeyTs, Kuis, YkpaiHa

AHoTauis

MeTta cTaTTi — npoBecTM UiNiCHUA aHania i BU3HAYUTU cneuudpiky pexucepcbkux 3acobis
iHTepnpeTauii 6aneTHOro MUcTeLUTBa B KOHTEKCTI (DOPMYBaHHS MUCTELbKOI 0COBUCTOCTI; OKPeCcmTH
HayKOBi OPIEHTMPYU, $Ki CNPUSTUMYTb BUBYEHHIO (DEHOMeHy pexucypu 0Oanety B eKpaHHO-
cLeHiyHoMy npocTopi. MeToau pAochifgXKeHHsl TI'PYHTYHOTbCA Ha MiXAUCUMUMAIHAPHOMY MigXofi, Lo
nepenbayae BUKOPUCTAHHA TakUX 3arasibHOHayKOBMX METOZIB: iHAYKLil, AeAyKUil, KOMMIeKCHOro
MUCTELTBO3HABYOrO aHanisy, CUHTe3y, L0 CMPUs/IO OMpaLoBaHHIO LIMPOKOI haKTonoriyHoi 6asu
eKpaHHoOI iHTepnpeTauil 6GaneTHol TBOPYOCTI B KOHTEKCTi (opMyBaHHA 6GaneTHoi 0cobucTOoCTi
BUKOHaBLsl. ApryMeHTaLito yHiKalbHOCTI pexucypu 6aneTy B KOHTEKCTI eKpaHHOro mucrteursa 6yno
3abe3rneyeHo 3aBASKM BUKOPUCTAHHIO MeETOAIB cucTemMaTusauil Ta ysarasbHeHHs. 3a [OMOMOror
TUMOJIONIYHOTO METOAY PO3MAAHYTO CNiMIbHI  XYAOXHI MNPUHUMMM Yy TBOPYMX MOLlyKax MancTpiB
€KPaHHOro Ta CLEHIYHOro MwucTeuTBa. AHaNiTUYHUA | CUCTEMHUWA METOAM CMPUSIU  BUBYEHHIO
MUCTELTBO3HABYOro acnekTy npobnemu. HaykoBa HoBU3Ha. Y CTaTTi CUCTEMATU30BAHO Ta PO3LUMPEHO
HayKOBi YsIBMIEHHS PO MicLie Ta PoJSib €KPaHHOT 1 CLIEHIYHOT PeXMCypy B CUCTEMI FYMaHITapHOIO 3HaHHS.
MuCTeLTBO peXucypu BU3HAYEHO $K YHIBepcanbHW Pi3HOBUA XY[4OXHbO-eCTETUYHOI AifNIbHOCTI;
YTOYHEHO B3aEMOBMMB i NOKa3aHO B3aeMo3barayeHHsi TeaTpanbHOro M ayfioBi3yanbHOro MUCTeLTB
y PO3BUTKY pexuncepcbkux 3aco6is. BUCHOBKM. 3'1COBaHO, LLLO eKpaHHa TBOPYICTb PEXUCEPIB PO3LUMPIOE
Ta nornubnoe 3HaHHs Mpo GaneTHe MUCTELTBO, AAa€ MOWTOBX AJI aKTUBHOrO PO3BUTKY TBOPYOCTI
6aneTmencTepi, 6aneTHUX BUKOHABLLIB Y CLLEEHIY4HOMY NPOCTOPI, 30KpeMa y BUPOOHULITBI MIO3UKJIIB.
KniouoBi cnoBa: 6aneTHe MUCTELITBO; PeXUCYPa; EKPaHHI MUCTeLTBA; CLieHIYHUIA NpocTip; 6aneTmeicTep;
MH3UKJT; pexucepcbki 3acobu; cLeHiuHe MUCTELTBO
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Kntoyosi cnoBa:
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irpoBe KiHo;

edekTy;

3BYKOBIi eheKTU KiHO;
3BYKO30pOBUI 06pas;
naTepH

K uMTYyBaTHU:

AHoTauisa

Merta crarti — npoaHanisyBatM  creuudyiky  3BYKOBUMX  edpekTiB,
BMKOPUCTOBYBaHUX Yy KiHO irpoBOro XapakTepy, BW3HAuuTU MeETOAM
3a/lyyeHHs1 PiI3HOMaHITHWX Bapialii 3ByKiB y KiHO. 3'acyBaTu npouec
CTBOPEHHSI 3BYKOBMX €(eKTiB i MPOCTEXMTU LWSAX PO3BUTKY ICTOPUYHMX
TEeHOEHLIN y cdpepi CTBOpPEHHA 3BYKIB AJIA KiHO, @ TakOX CMpOrHosyBaTu
cneundiky po3BUTKY 3BYKOBUX edhekTiB B irpoBOMY KiHO B MalbyTHbOMY.
MeToau pocnipkeHHs. Bynu 3acTocoBaHi Taki METOAM: TEOPETUYHUIA — Ansi
LOCNIOXEHHS 3BYKOBUX e(peKTiB B irpOBOMY KiHO, BUBYEHHSI PiSHUX HAyKOBO-
NPakTUYHUX peKoMeHJauin wono poboTu 3i 3BYKOM; eMMipuyHuA — AOns
BUKOPUCTaHHA HabyTuMX 3HaHb 4epe3 O0COOMCTUM [OCBIf;, aHaNiTUYHUA —
0151 NOLWYKY B3aeMOAil 3BYKY 3 JIIOLMHOK; aHasisy Ta CHUHTEe3y, a TaKoX
MeTof criocTepexeHHsi. HaykoBa HoBM3Ha. Yreplue AoChigXeHo crieundiky
3BYKOBUX epeKTiB B irpoOBOMY KiHO i3 3anyyeHHIM pPeTpOCneKTUBHOIO
nornagy Ha deHoMeHasbHiCTb 06'ekTa Ta MOro mogasblly MPOrpecuBHICTb,
a TakoX MpoaHanisoBaHo cneundiky 3BYyKOBUX echeKTiB, BUKOPUCTOBYBaHUX
y KiHO irpoBoro xapakTepy. Y [OCHiIXeHHI po3KpUTO creuundiyHi acnekTu
TpaHcdopMallii 3ByKy Ta 3BYKOBUX edeKTiB 3a [OMOMOro BUKOPUCTAHHS
pi3HOMaHITHWX BapiaLii 3BYKIB, L0 MOXYTb ByTV BUKOPUCTaHI B irpOBOMY KiHO
B ManbyTHboMy. BucHoBku. [poaHanisoBaHo cneuudiky 3BYKOBUX edhekTiB,
BMKOPWUCTOBYBAHMX Y KiHO iIrpoBOro XaHpy. BusHayeHo cneuundiky 3anyyeHHs
pi3HOMaHITHMX BapiaLlii 3ByKiB, @ Tak0X 3a fOMOMOroK MeTOAY CMOCTEPEXEHHS
Ta aHaniTUYHOro BUCHOBKY PO3KPUTO OCOBSMBOCTI MpOLECY CTBOPEHHS
3BYKOBUX edpekTiB. OcobnuBy ponb y [OCHIAXKEHHI Bifirpano BU3HAYeHHS
iCTOPMYHMX acnekTiB BUKOPUCTAHHS 3BYKOBUX edeKTiB B irpOBOMY KiHO, ke
CTano MOXJ/IMBUM Yepe3 MPOCTEXEHHS LUMISXY PO3BUTKY iICTOPUYHUX TEHOEHLIN,
a TakoX CrpsIMyBasio BEKTOP AOCHIAHULBKOFO MOJIs Ha NMPOEKLito MaibyTHBOTO.

CkypaTiBcbkui, B. Ta AHApieHko, B., 2023. Cneuudika 3ByKOBUX epeKTIiB B irpoBOMY KiHO. BicHuk KuiBcbkoro
HaLioHa/IbHOro YHIBEPCUTETY KynbTypy i MUCTeYTB. Cepisi: AyaioBisyanbHe MUCTEYTBO | BUPOGHMLTBO, 6 (2), ¢.204-212.
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dopmynioBaHHs npobnemu

CTBOpeHHA  3BYKOBOrO  CynpoBoOgy
3aBXAM BifirpaBano Bax/MBY pofib
y KiHO- Ta TeneBupobHMUTBI. Lle myxe
KPONITKMN | [OOBroTpuMBanui mnpouec,
AKMN noTpebye 30cepemXeHOCTi Ta Npo-
decioHaniamy. lpolec CTBOPEHHsI 3BY-
Ky 3MiHIOBaBCSl Ta BJOCKOHalOBaBCS.
AKLWO paHilwe nNoTpibHO Byno goknagaTtu
BEJIMKMX 3YyCWSb [Nl MOro CTBOPEHHS
3a [OOMOMOroK MNiAgpyyHUX MaTepianis,
BUTpayaroum Ha Le 6arato yacy, To Cbo-
rofHi JOCTaTHbO NMLLE KOMM'tOTepa, w006
CTBOPUTU LU(POBUA 3BYKOBUIA CYMNpO-
BiZ. BofHOYac NocTae NUTaHHSA AKOCTI Ta
YHIKaNbHOCTI, WO AyXe LiHYI0TbCS Y Halll
yac. CamMe TOMy BKpali Bax/IMBO BUBYATM
JeTanbHo Lo TeMy, abu MaTu siK Teope-
TUYHE MIArPYHTSA, TaK i MpakTU4He, Lo
nonsirae y noLuyKy HOBUX CTUMIB Ta igen,
AKi 6yayTb akTyalbHUMU caMe Afisl LbO-
ro nepiogy Ta BiATBOPHOBATUMYTb MOro
CYTHICTb.

BaXJIMBUM MOMEHTOM Yy CTBOPEHHI
3BYKOBOr0O CyMnpoBOfly € MOro BifgnoBif-
HicTb. 3BiCHO, WO Yy XXI CT. icHye Benunka
KOHKYpEeHLifl Ha pYHKY, fe BCi MparHyTb
BULINUTUCA cepepf iHLWIMX, WO € MoKas-
HWKOM npouecy po3BUTKY. Anie NoTpibHO
TaKoX 3BaXaTW Ha MaTepHu JNOACHKOI
ncuxonorii, afxe nNOAM 3BUKIN 00 NeB-
HOI BiANOBIOHOCTI 3BYKY, 300paxeHHs
Ta ix Hacnigkie. BaxnmBo po3bupaTucs
JeTanbHo Y Lin ccepi, abu He nopyLluyBa-
TW ycTasleHi siBMLLLA Ta BOLHOYAC pyxaTu
nporpec [0 MOKPaLLeHHSI AiNCHUX MOX-
JIMBOCTEMN.

AHani3 ocTaHHix gocnig)xeHb
i ny6nikawin

KnacuyHum i MofepHuin HanpsiMun y 3BYy-
kopexucypi posrnagae O.byt (2018;
2015).
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AHanis poboTu 3BYyKOpexucepa B Cy-
YacHOMY MNPOrpaMHOMY KOHTEHTI Tene-
KaHaniB fAeTanbHO PO3KPUTO B LOCHI-
IXeHHi |.MaBpaH Ta €. HikonanyeHko
(Gavran and Nikolaichenko, 2023).

My3unyHe ochOpMAEHHS IrpOBOro difib-
My gocnigunm J1. EpeMmeHko Ta A. Kiyani-
Ha (Yeremenko and Kichapina, 2021).

3HauyLicTb 3BYKY, SIKUIA MOXe Bigirpa-

BaTU BaX/MBY PoSib Y KiHOBUPOOHULTBI,
posrnsHye [. dponpgeHéepr (Freudenberg,
2020). ABTOp AeTasnbHO OMMCaB 3BYKOBI
npunommny cpinbmi yxoHa KpaciHcki « Tuxe
Micue» (2018) Ta BMAiInMB X 0COBAMBOCTI.

MuTaHHA 3BYKOBOI KOMYHiKauil Ta i
BMJIMBY Ha KOTHITUBHY CBifOMICTb Nopy-
weHi B po6orTi O. LLisep (2013). Pozaymu
aBTOpa 4YyOOBO PO3KPUBAKTb MUTAHHS
3BYKOBOIFO KOHTEKCTY B MOEAHAHHI i3 30-
BpaxyBasibHOI TBOPYICTHO.

MNpobnemaTnky Ta MepcnekTUBY BMpPO-
Ba[)XEHHS E€BPOMNENCHKOro 3BYKOBOIO
ctaHpgapTty R128 posrnsganu A. AHaHbEB,
|. Bap6a, C. XenesHsk (2018).

OfHa 3 HaMBaX/MBIWMX YacTUH pobo-
TW, WO MOMSIrae y BUCBITNIEHHI NUTaHHSA
B3aeMofil 3BYKYy Ta 300paXeHHs, OK-
pecneHa B cTaTTi B. [emelueHko (2016).
LyMKM aBTOPKM HaBOAATb 4YMTadiB Ha
LOCNIOXEHHA PO3BUTKY KiHeMaTorpa-
chiyHOro MpocTopy, 30CEpPenXyrTb Ha
MWTaHHI CMHTE3Y CIlyXOBOrO Ta Bidyaslb-
HOro BM/IMBY.

MATaHHSA MEHeO)XMEHTY LWo[o eTanis
BUPOOHMLTBA 3BYKY B KiHO Byno po3rns-
HyTOo B cTaTTi J1. PAasaHueBa Ta €. EBAo-
kuMeHko (Riazantsev and Yevdokymen-
ko, 2021).

Meta crtatTi — npoaHanisyBatu cne-
umndiky 3BYKOBUX edpeKTiB, BUKOPUCTO-
BYBaHWX Yy KIiHO irpoBOro xapakTtepy;
BM3HAYUTM METOLM 3aJlyyeHHsl pidHOMa-
HITHMX BapiaLin 3ByKiB. BusaButu npouec
CTBOPEHHS 3BYKOBUX epeKTiB, a TakoxX
MPOCTEXUTU LUASAX PO3BUTKY iCTOPUYHUX

Skurativskyi, V., Andriienko, V. Specifics of Sound Effects in Feature Films
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TeHOeHUin y cdepi CTBOpPEHHS 3BYKIB
ONna KiHO Ta npointocTpyBaTu ocobnu-
BOCTi HanpAMy B MabyTHbOMY.

OCHOBHUI MaTepian foCnigKeHHsA

3Ha4yHa  KinbKicTb  MoOLUiHOBYBauiB
€KpaHHUX MUCTELTB CMpUAMAE KiHO-
dinbM nuMwe sAK  BisyanbHUM  [oCBIg,.
306paxKeHHs1 MOXYTb MPUBEPHYTU yBary
ntofen, ane ecteTuka 3BYKY, AKa 4acTo
Biflirpae BaXJMBY poJib y CTpiyLi, MoXe
3aMWNTUCH HEMOMIiYeHO. 3BYK € MOB-
clofM, a cama Tvlla MOXe MOoCuntoBa-
TV iHWI cpopMK 3ByYaHHs. AK npuknag,
y FapBapgi iCHyYe NPUMILLLEHHS, B AKOMY
HeMae NyHu, i BigBigaBLy Moro, NtoanHa
MOXe BiJ4YyTW BHYTPILLHI opraHu Ta no-
YyTW SIK BOHU BynbKatoTb, AnXaoTb abo
6't0TbCS B HAUTUXILLOMY MicL,i Y CBITI.

KiHoiHgycTpia npoTsarom 6aratbox po-
KiB onaHyBana 3BYK, W06 BNAMBaTK Ha
CMPUAHATTS rAsgavamy  aymioBisyasb-
Horo TBOpy. EcTeTuka 3ByKy Bigirpae
FONMOBHY POJib Yy BCiX EKPaHHWX MUCTe-
uTBax, ane 3gebinbworo cepepn XaHpy
XaxiB. 3aBOSKM LUbOMY risifadi MOXyTb
BifUYTK Te, L0 BigYyBa€E rofIOBHUIN repon
dinbmy (Perri, n.d).

BogHouac HasiBHi YHikanbHi BUMagKu
B KIHOBUPOOHMLTBI, KOMM BiACYTHICTb
3BYKY TaKOX MOXe BifirpaBaTu BaXJiu-
BY ponb. [l. ®poraeH6epr (Freudenberg,
2020) HaBoguTb Mpuknan: «IxoH Kpa-
CiHcki y dinbMi "Tuxe micue” (2018) Bu-
KOpUCTaB BiACYTHICTb ayfio, Wo CTBO-
ptoe gpaTiBnuMBe BiguyTTA».  CroxeT
hinbMy po3ropTaeTbCsi HABKOJO POLM-
HW, iKa XMBe Y CBITi, e KOXeH 3BYK Apa-
TY€E MOHCTpa Ta CMPUYMHIOE MOro Hamapg,
Ha nogen. Y Takui cnocib rnagay sany-
YaeTbCs [0 NepeXuBaHb repoiB i pa3om
i3 HAMM UYYTNMBO pearye Ha KOXEH 3BYK,
HaBiTb Halicnablue KoNMxaHHs BiTpy abo
wym cTpymMka. OTXe, came BifCYTHICTb
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3BYKY MOXe 0CO6IMBMM YMHOM Mepena-
BaTW YHikanbHy aTMocdepy Ta BrMBa-
TW Ha CBIJOMICTb rnsaava.

CyyacHa ayOuTopisi eKpaHHUX Muc-
TELTB, iIKa 3BUKJI1A [0 AKICHOrO KOHTEHTY,
He 6axxae AMBUTUCS (PiNbMK 3 NOraHUM
3BYKOM. Bifieo 3 xax/iMBMM 3BYyYaHHAM —
ofHa 3 Hanbontouilmx pedyen, Ky rns-
a4y MOoXe NepexuTn B iIHTEPHETI.

KiHornagadi ouikytoTb paHTacTU4YHe
3BYYaHHs Bifg, cTpiuku. LLLo6 rapaHTyBa-
T, WO Y (inbMax TPaHCNHETLCS NULLE
Halkpawuii 3ByK, Tpeba npaBuUIbLHO ona-
HyBaTW OCHOBW ayfio3anucy.

CerMeHT TBOpYOI HiANILHOCTI JIOAMHU
MOB'SI3aHWN i3 XyJOXHIM Ta eCTETUYHUM
acrneKTOM KOMYHiKaLii y pisHux cdepax
KynbTypu abo mucTeuTBa. Jlloau 3BUKIM
[0 Bi3yasnbHOI KOMYHiKaLii Ha KyJIbTypHO-
MY piBHi Yepes Xy0oXHi 3acobu. BoHu, 6es-
YMOBHO, CTalOTb BaX/MBUM €JLHaSIbHUM
efleMEeHTOM MiX CBiJOMICTIO MUTLA Ta
rnsfava, a TakoX HanarofXxytTb MeBHY
HOPMY KOMYHiKaLT, L0 € NPUAHSITHOO A5
060X CTOpIH. Y pasi 3BYKOBOI KOMYHiKaLii
3BYKM TakOX MOXYTb MOCUIUTM BB
Ha eCTEeTUYHMUI | KOrHITUBHWUI piBEHb CBI-
LOMOCTi cnyxaua, sik 3a3Havae O. Llisep,
(2013) y cBoi poboTi «XymoXHi Ta ecTe-
TWYHI acnekTU HeBepbasbHOI KOMYHiKa-
uii» (c.424). Tak, 30BCiM He 060OB'A3KOBO
MaTW BisyasibHe NiarpyHTs, abu NOpuUHYTH
B 0cobnmBy aTMocdepy Ta BigyyTu MoB-
HOLiHHe Bifo6GpaXeHHs HaBKOMLLIHLOIO
CBiTYy, AIKLWLO 3BYKOBMWW CYyNpoBig Moxe
YyTPMMYBaTU LK MO3ULLII0 CaMOCTINHO.
Mig Yyac KOMyHiKaLil Ha ClyxoBOMY PiBHi
nooM MiOBULLYOTL CMPUAHATTA 3akna-
LLEHOTO CeHCy, Lo TakK camo edheKTUBHO
MOXe 3a5maTucs B naM'siTi Ta HeCBifo-
MO CTBOPOBATHM yHiKanbHi 06pasu.

EcTeTuka CRpUMHATTA 3BYKY 3aKna-
[leHa y CBiOOMOCTI KOXHOI NoOuWHU Ta
BOJHOYaC MoB'A3aHa 3 Bi3yallbHUMM
YMHHUKaMK. LS inesi MosICHIOETbLCA TUM,

CkypaTiBcbkuid, B., AHOpieHKo, B. CreLndika 3BYKOBMX eMEKTIB B ifPOBOMY KiHO
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O BWUTyYEHHS OOHOr0 YMHHWUKA 3 JHOA-
CbKOr0 CMPUMHATTS 3YMOBJIHOE WOrO
HecBigoMy 3aMiHy iHWKM. Konu rnspay
yye 3BYK yaapy Kpansi 06 3emsto, To nif-
cBifOMO yaABNsie gouw, To6TO 3icTaBrsie
nvLle OAUH MNOYYTUI 3BYK i3 3aKN1afeHUM
y NOACbKY MeHTanbHy Mozenb obpasy,
AKMIN acoLitoeETbCA 3 LUUM 3BYKOM. Konu
cnyxadi 4yloTb [3BiH, TO aBTOMaTU4HO
B MO3KYy BMHUKalOTb 06pa3u [3BiHOY-
ka. 3BOPOTHa CUTYyaLlisl MPOCTEXYEThCS,
kKonu ntoau 6avaTb, AK 3[IACHIOETHCSA
neBHa fis, ane He 4ykTb il 3BYKOBWUW
cynpoBig. Akwo rnspad yepes 30pOBi
dakTopu BIOQYYTTA aHanisye AOuHaMiu-
He 300paxeHHs, TO BiH MMMOBOJTi MOXe
nifcTaBNATM 3BYKOBWUW CYMpPOBIf, Y CBO-
" cBigoMocTi. AKLWo ayguTopis 6aumnTb,
AIK Nafgae KaMiHb — 3p03yMisio, Lo Bap-
TO OYiKyBaTM Ha My4YHUN 3BYK; IK XTOCb
cTpubae y Boay, TO MO30K aBTOMAaTUYHO
nigctaBnsie 3ByK cnnecky Bogu. Came
yepes TaKy peasibHy MOJanbHICTb 3BYKY
Ta 300paXKeHHs MOXHa npochigKyBaTu
eTanu popMyBaHHS HalUMX OYiKyBaHb,
AKi 3aKnafeHi y XUTTeBOMY LOCBigi Nto-
OuHK, K 3a3Havae M.Edpd (Eff, 2020)
y CcBOIl cTaTTi «AypnioBi3yanbHa ecTe-
TMKa, Mo3uuil iHTepnpeTauii Ta [OCBI-
oy». Y UbOMYy KOHTEKCTi MpOsiIBNSETbCS
TaKOX eCTEeTUYHUIA XapaKTep 3BYKOBOIO
crnpuriHATTA. Lle cTocyeTbcsi HOpMaTuMB-
HOI pedonekcii NtOgMHN [0 MEBHUX 3BY-
KOBUWX CUrHaniB, iKi MOXYTb BUKIIMKaTH
pi3Hi BiguyTTsl Ta eMoLuinHKi cTaH. Kox-
Ha cMTyaLisi Mae BianoBigaTu 3ByKOBUM
OUiKyBaHHSIM iHOMBigyymMa, To6TO Moro
MEHTaNlbHUM | KYNbTYPHUM MOZENAM.
Hanpuknap, konv iHOMBIO 3HAX04MTbCSA
y HaToBNi, BiH O4YiKye MoYyTW BIiOMNOBIf-
HWI ranac, ane AKLLO 3aMicTb Lboro byae
yyTW NMWEe TUWy, Le MOXe BUKIMKaTh
NneBHWA OMCOHAHC Y cBigomocTi. Came
y Takui cnocié MoXHa BnAMBaTU Ha
CTaH YCBIJOMJEHHS Bi3yallbHOr0 YMHHU-
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Ka JIIoAWHKW, CriMparyncb Ha il ecTeTuy-
HWUI XapaKTep i 3BYKOBI ynepenXeHHs.
MosiBa 3BYKY B KiHO Bpasua rnsgadis
He TaK CUJIbHO, IK AeMOHCTpaLlisfl nepLumnx
KiHOponinkiB, 3HATMX GpaTamu JltoM'ep.
MpuHaWMHI Lie He MOPIBHATK 3 peakLieto
nepwmx cBigkiB ekcrnepumeHTiB T. Egic-
oHa 3 choHorpadoMm, sIKi OBro He MOIJIK
noBipuTK, LLO 3BYK MOXHa 3anucaTtu Ta
BiATBOPUTK. [l0 TOro X HiMe KiHO He Jac-
TO nokasyBanocsi B abCOMIOTHINA TULLI.
BnacHukM KiHOTeaTpiB MOCTINHO BAaBa-
JmMca [0 pisHMX crnocobiB 3BYKOBOMO
cynpoBofy ceaHcy. HalakTuBHille BUKO-
pucToByBaBcs opkecTp. Lle nosicHioBa-
JIOCSl TUM, LLLO KiHO, IK | My3UKa, — TUMYa-
COBEe MMUCTELTBO, i HiMUI hinbM cnpuii-
MaBCS AIK L0Cb CX0XEe Ha MaHTOMIMY.
bynob-fike 3By4YaHHSl Mae XapakTepu-
CTMKM npocTopy. Jllogu MOXyTb Biguy-
TW, HaCKisIbKW BiH G/IM3bKUIA YN Janekun,
npge niBopyy, NpaBopyY, 3HU3Y UM 3BEPXY.
OckKinbky 3ByK Mae XBWIbOBY NPUPOAY,
TO BIiH 3aMoOBHIOE MPOCTIp, WO cnpuiMa-
€TbCA Hamu, Ta 6esnocepeHbO KOHTaK-
Tye 3 NIOACBKMM CnyxoM. fK 3a3Havae
aHrnincbkun BYeHun T. KnicbToH y cBoin
KHM3I «Mysuka $§IKk KOHCTUTYNOBaHWi
06'ekT. My3uka i nroguHax»;
«MpocTopoBi BNacTUBOCTI 3BYKY 4e-
pes TiNecHicTb, posrnsgae TiNo sk
CUCTEMY, B SIKIl CUHTETUYHO 3'€HY-
IOTbCSA COHOPHA, 30pOBa, TaKTUJIbHA
peuenuis, Bce Halle Tifo LifikoM 3a-
JlyYaeTbCA [0 CNyXaHHS, pearyrouu
npy UbOMY Ha 3BYKW He Tinbku di-
3MYHO, ane 1 emouliHo. Cnpuimato-
YyM KOMMO3ULI0, MU PyXaeMoCb pa-
30M i3 Helo; Tak, AKL,0 BOHa "3MiHI0€e
cBin Temn", ue BigOyBaeTbCA TOMY,
LLLO MW BHYTPILLUHbO 3MiHIOEMO NOro».
(Clifton, 1976)
3Haxopsuuchk B 3ani 3 HaraTtokaHasb-
HWUM BiATBOPEeHHAM cpoHOrpamu, rnsgad
BifuyBa€e ofpasy [Ba XYLOXHi NpocTo-

Skurativskyi, V., Andriienko, V. Specifics of Sound Effects in Feature Films



BicHMK KWIBCEKOTO HaLlIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO

pu — peanbHWi i BipTyanbHWUNI, AKi O0-
CUTb CYrOJIOCHO CMPUIUMalOTbCSA 30pPOM
i CIyxoMm.

Takox Tpeba 3BepHyTU yBary Ha OauH
acnekT, MOB'AI3aHWMN  3i CNPUAHATTSM
€KPaHHOro 3By4YaHHs. HesanexHo Bif
TeXHOJNOoril MOro CTBOPEHHS BiATBOPHO-
BaHU 3BYK [hOae HabaraTto CuibHilwe
BilUYTTA peanbHOCTI, L0 MOSACHIOETLCSA
MOro NpOCTOPOBICTIO | HALWIOW [OBro-
TpuBaso Nam'aATTHo.

Mig yac aHanisy ekpaHHOro 3ByYaH-
HSl rNsfad Mae crpaBy 3i CTBOPEHHAM
3BYyKO30poBOro obpasy. ToMy BaxuBa
He MaKcumarnbHa nopgoba, Wo BigTBO-
prOeETbCS B KiHOTeaTpi, a hopMyBaHHS
3 6e3nivi 3anncaHMx oKpeMo penik, My-
3MKM, WYMIiB cKnagHoi hoHorpamu, Lio
CTBOpPHOE 3BYKOBMI 00pa3 cinbmy. LLLo6
ePeKTUBHO BMMBATM Ha CNPUNHATTS
rnsafavda, 3ByKopexucep noBUHeEH MaTu
BUTOYEHUN CIyX, PO3BMHEHWA CMakK,
a TaKoX [o6pe 3HATWU BCi TEXHOJNONiYHI
NpUNOMK A1 CTBOPEHHSA HOBUX 3BYYaHb,
cnocobu noeHaHHSA iX 3 peanicTMYHUMM
3BYKaMMu.

Y XXcT.,, Konu pexucepu Ta 3BYKOO-
nepaTopu BigMOBUIUCb Bif BUKOPU-
CTaHHA CUHXPOHHOro 36iry 3ByYyaHHs Ta
3006paxeHHs, 3'aBunoca GaraTto cnoco-
6iB PO3LUIMPEHHS eKpPaHHOro MPOCTOpY.
3 BnpoBafXeHHAM 6araTokaHanbHOro
3anucy Ta BIATBOPEHHSI 3BYKY B KiHO
cTala MOXJIMBOK He TiJIbKU Jokarisa-
Lis B MeBHOMY Micli KiHOekpaHa, ane
i MOro nepecyBaHHsi pa3oM 3 00'eKTOM.
PaHiwe, konu Bif, gMHaMIKIB MLWNO 3BY-
YaHHS, fike 3Haxoaunocb Ginsi rofIoBHO-
ro KiHoekpaHa, To6To cnyx i 3ip rnagava
cbokycyBanucs Ha 0fHOMY MPOCTOPI, TO
Tenep 3BYK hakTUYHO cTaB 0OBOJIKATH
NoanHy 3 ycix 6okis, nuwe B. [lemeleH-
ko (2016, c. 10) y cBoiit cTaTTi «<B3aemMo-
Jisi 3ByKYy Ta 300paxeHHs y cy4yacHOMY
KiHemaTorpadiyHoMy NpocTopi».
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Po3rnsaHemo feTanbHille cnocobu cTBO-
PEHHSI TUX UM IHLLIMX 3BYKOBUX edpeKTiB.
3 ornsAgy Ha CyyYyacHUMI CTaH 3BYKOBMUX
TexHosorin 6ygemMo BpaxoByBaTU BCi
HanbaHHs, AKi NPOoINCTPYEMO Ha KiNb-
KOX npuknagax. Hacamnepep 3BepHe-
MOCSA [0 NMPUPOLHUX 3BYKIB. Tuuwy, wa-
PYLiIHHA NUCTS, BYNbKOTIHHS CTPYMKa U
cniB MNTalIOK [iNCHO MOXHa 3anucatu
y MONbOBUX YMOBAaX, BpaxoByHuUM MO-
TYXHiCTb Ccy4YacHux 3acobiB 3ByKO3amnu-
cy. MpoTe mOCWUTbL YacTO MNPaKTUKOK
€ 3anuc NpupoaHUX 3BYKIB 6esnocepes-
HbO Yy CTyHiNHUX ymoBax. OTXe, HaBiTb
nNpupogHi 3BYKM nignaparoTb Mif CUH-
TeTuyHy o6pobky. Bci nepeniyeHi BuLe
NpUpoLHi ABUWA Jierko imiTyBaTu 3a
[OMOMOro MigpyyHux matepianie. Ta-
KM MeTo[h He € HOBaTOPCbKUM, afXke
BiH BUKOPUCTOBYBABCS Le AyXe OaBHO,
KonM TexHika 3abeanevyBana obmexe-
Hi MOXIMBOCTI. ficKpaBMM MpuUKIagoMm
MOXe CTaTu BUKOPUCTaHHSA cponbru ans
iMiTaUil 3ByKy rpoMy, abo My3u4HUI iH-
CTPYMEHT Yy BUMNALI Tpyou, B cepeauHi
AKOT MepPeKoYYTbCA ManeHbKi KyNbKH,
CTBOPIOE 3BYKU, CXOXIi Ha LUYM BOJMU.

LLlofi0 My3MYHMX KOMMO3ULLIK, TO BOHU
uyM He Hawbinble BNAMBaKTb Ha 3a-
rafbHe CMNPUUHATTA KIHOKapTUHKU Ta
CTBOPIOKOTb HACTPiA YMPOJOBX BCbO-
ro kiHoriokasy. Came BOHM MpoOBOAATH
rnsgadya  Kpisb €eMOUiNHUA  nabipuHT
ctoxeTy dinbMy Ta TpuMMarTb Yy NeB-
HOMY cTaHi. [lns KOXHOro CHOXEeTHO-
ro NMoBOPOTY XapaKTepHi CBOI KpuTepii
My3MYHOI Komnosuuii. Tak, Hanpuknag,
HaMBILOMILUMM MPUAOMOM MOXHa BUAi-
JINTU HanpyXeHy MeJofito, sika nepenye
cacrneHcy Ta BMBOOMTb €MOLiHY LUKa-
Ny rnajaya Ha MakcuMasbHUIN piBeHb
eMnaTil Ta cniBYyTTA 4O repoiB inbmy.
CaMe 3aBAsIKM HEMOBTOPHOMY MaTepHy
3BYKOBUX XBWJIb i 3af@aHOMYy pPUTMY My-
3UYHOT KOMMNO3MLIT MOXHA BMJIMHYTHU He
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NMLLe Ha CBiOoOMICTb rnAgaya, ane i Ha
noro dpisnyHuit ctaH. Lle Moxe Bupaxa-
TUCb Y NignawTyBaHHI cepuedbuTTa 0o
puTMy Menogii abo B NosiBi MypaLloK Ha
Tini Bijg NeBHOT YacTOTK 3BYKY, 3a3HaYae
C. Tpueegi (Trivedi, 2001, p.415) y cBoiM
cTaTTi «BupasHicTb Ik BMacTuUBIiCTb ca-
MOT MY3UKW».

3a [Jornomoror Kommn'totepa MOXHa
CTBOPUTM MO[EPHOBE 3BYYaHHSI OpKe-
CTpy, Wob BiH 3By4YaB sIK CNpaBXHii, ae
NOON TpatoTb Ha (PiSUYHUX IHCTPYMEH-
Tax. lNoraHui cniB ntogen MoXHa Ha-
nawTtyBaTu Tak, abu BOHM 3paBanucs
npodeciiiumu cnisakamu. OTXe, cno-
cTepiraeMo 3a cuTyallieto, Konu cTupa-
IOTbCSA MeXi MiX CnpaBXHIM TanaHTOM
i CUHTETUYHO CTBOPEHUM eheKTOM Tex-
HonoriyHoro mnporpecy. fAKLWO Yy MUHY-
oMy npalypu [oflyvyanu HemMOBIpHY
KiNIbKiCTb 3ycuib LN BpaxeHHa nyoni-
KM Ta MigTBEPAXEHHS] 3HAYyLLOCTi CBO-
€l TBOPYOCTi ¥ TanaHTy, MpUCBsYyBau
poO3BUTKY CBO€EI cripaBu 6Garato pokiB
XUTTHA, TO CbOrOAHIWHA LiHHICTb LbO-
ro npouecy 3HUXYETbCA [0 MiHIMYyMY.
Y pasi My3uyHOro MmwucTeuTBa TeXHO-
NOTIYHMIN acnekT 3almae Oifbll YMHHI
nosuuii y BMPOBHULTBI 3aMIiCTb XMBO-
ro BUKOHaHHsA. Lle npu3BoguTb 10 TOrO,
LLL0 MOTPIBHO 3HAYHO MEHLLE 3yCUib A5
CTBOPEHHSA MOBHOLHHOMO Ta SIKICHOro
npoaykTy. Ane Takui crocib Taxie go
WTamnyBaHHA abo KOHBEEPHOro mpoue-
Cy 3 roTOBWUX MaTepianis, Tofi AK AiCHO
TBOpPYi BMPOOM 3anuwalrTb 3a coboto
YHIKanbHIiCTb | HEMOBTOPHICTb.

CMUCOK BIBJTIOrPA®IYHUX MOCUJTIAHD
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BucHoBku

MigcymoBytoun BUKNapeHi Bue igerl,
MOXEMO [fiATM BUCHOBKY, LLO 4epes
TaHOEeM 3BYKY Ta 306paxeHHs, Konu Le
€ OYiKyBaHWM Yy MiACBIgOMOCTI, MOXHa
AKICHO BMAMHYTW Ha MepexuBaHHA Crno-
cTepiraya, a rofoBHe — KOHTPOJOBATK
noro ctaH abo 3aHypUTU B YHiKaNbHY
atMocdepy. € MOXIUBICTb BMNHYTU
Ha OYiKyBaHHS JIIOAWHU 3BUYHUMU CMO-
cobamMu B3aEMOfiN 3BYKOBOro Ta Bi3y-
aJIbHOr0 YMHHKKIB abo BMKOPUCTATM iH-
HOBALiMHi TEXHIKW, SIKi CTUpaKTb MeXi
Oy[EeHHOCTI N YyTBOPIOKOTH HOBI MOXJU-
BOCTI [J19 KOMYHiKaUil 3 rnagayem ye-
pe3 aygioBidyanbHui pafg. CborogeHHs
3pobuno gocTynHumm 6esniy Hagcydyac-
HUX TEXHOJOrIW, AKi 3a NiYeHi cekyHau
MOXYTb CTBOPUTU FOTOBY MY3UYHY KOM-
Nno3uuito, MpoTe BaX/IMBUM € MUTAHHS i
OpUriHaNbHOCTI Ta YHiKanbHocTi. Hapasi
BaX/IMBO BOYMJIMBO CTaBUTUCb [0 LbO-
ro npouecy Ta nparHyTu A0 CTBOPEHHS
AKICHOrO MPOAYKTY, afXe KOHKYpeHLis
y 3BYKOBI cchepi ayxe noTyxHa. Came
TOMy BapTo hOKYyCyBaTUCH Ha BUBYEHHI
TEOPETUYHOro MiArPyHTS Ta OCHOB 3BY-
KOBOro BMPOGHWLTBa, abu NpoLoBXY-
BaTW OMBYBaTU YN YaCTKOBO yNpaBnsiTu
rnsifaLbKo yBarow nif vyac nepernsgy
dinbmiB abo Tenenepenay. Tox noTpib-
HO HapgaBaTu nepeBary iHHOBaLiNHUM
TexHikaM 3By4YaHHl Ta CTBOpOBaTU
AKICHWUI NPOAYKT Ans BianoBigHoT ayam-
TOpii, cNMparoyncb Ha il eCTeTUYHI 0YiKy-
BaHHS.
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Abstract

The purpose of the article is to analyze the specifics of sound effects used in feature films, to
identify methods of using various variations of sounds in cinema, to clarify the process of creating
sound effects and to trace the development of historical trends in the field of creating sounds
for cinema, as well as to predict the specifics of sound effects development in feature films in the
future. Research Methodology. The following methods were used: theoretical — to study sound effects
in feature films, to study various scientific and practical recommendations for working with sound;
empirical — to use the acquired knowledge through personal experience; analytical — to search for the
interaction of sound with a person; analysis and synthesis, as well as the method of observation.
Scientific novelty. For the first time, the specifics of sound effects in feature films have been studied
using a retrospective view of the phenomenality of the object and its further progression, and the
specifics of sound effects used in feature films have been analyzed. The study reveals specific
aspects of the transformation of sound and sound effects through the use of different variations of
sounds that can be used in feature films in the future. Conclusions. The article analyses the specifics
of sound effects used in fiction films. The usage specificity of different variations of sounds has been
determined, and the peculiarities of the sound effects creation process have been revealed using the
method of observation and analytical conclusion. A unique role in the study was played by identifying
the historical aspects of sound effects usage in feature films, which became possible by tracing
the development of historical trends and directing the vector of the research field to the projection
of the future.

Keywords: sound; fiction cinema; effects; film sound effects; sound visual image; pattern
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AHoTauis

MeTa cTaTTi — npoaHaniayBaTu 0COGJIMBOCTI NepeHEecCeHHs1 NiTepaTypHOro
TBOPY Ha ekpaH. BusHauuTu Micue ekpaHisauii B cyyacHoMy kKiHemaTtorpadi.
[ocnigutn  cnocobu ekpaHizauil Ta KiHoaganTauii niTepaTypHOro
TBOpY. [loBeCTM BaXMBICTb MpoLecy iHTepMefianbHOro MpoYUTaHHS
niTepaTypHoro TBOpY. MpoBecTU aHanis CeMioTUYHUX CUCTEM AiTepaTypu
Ta KiHemaTorpada 3 MeTOH HayKOBOrO OCMMCIIEHHSI TaKoro pisHOBUAY
B3aeMofil MuCTeuTB, fAK  ekpaHizauif. [lepernsaHyT¥  yYMOBHOCTI,
abCcTpakTHOCTI Ta TOMOFEHHOCTI fiTepaTypHUX 3HaKiB | MPOTUAEXHI
M  peaniCTUYHICTb,  KOHKPETHICTb,  CYreCTUBHICTb,  MOMIGOHIYHICTb
KiHo3HakiB. MeToau pocnigxeHHss. Bynu 3acTtocoBaHi Taki MeTogM:
TEOPETUYHUI — AN aHani3y eKpaHi3oBaHMX BiAOMUX JliTepaTypHUX TBOPIB
i BUCTaB, iH(popMaLiiHUX [Kepen, y3arafbHeHHs1 BMAMUBY iHpopMaLiiHoro
npuBofy Ha sKicTb MepeknafgeHoro Marepiany, BU3HAYEHHA UMHHUKIB
ayfioBisyanbHOro  OUCKYpCYy; €eMMipuyHui — Ons cucTemartumsauil
BJIaCHOrO [OCBifly, BU3HAUYeHHs Pi3HMX crnocobiB ekpaHizalii, NOpiBHAHHSA
ctatel i MoHorpadpin, sKi HanexaTb [OO pe3ynbTaTiB [AOCHIAKEHHS
aypioBisyanbHoro MucTeuTBa. HaykoBa HOBW3Ha. Yneplue npoaHaniaoBaHo
OCHOBHI cTpaTerii B3aeMO3B'i3Ky KiHO Ta niTepaTypy, NpoBefeHO
OeTanbHUI aHanis ekpaHisauii Ak gxepena Ans HOBUX MIOLIMH i paKypciB.
3a [0noOMOrod TEOPEeTUYHOro aHasnisy BW3HAYEeHO OCHOBHI 3aBhaHHS
KiHoekpaHi3auil nepwopxepena. BucHoBku. Y cTaTTi npoaHanisoBaHo
BUKOPUCTaHHA TeXHiK, L0 3HaYyHOH Mipot MoaudiKyBano HOPMAaTUBHI
cTpaTerii NIMCbMEHHMKIB. 3a [ONOMOroK aHanidy eKkpaHisoBaHuX TBopiB 6yso
BU3HAYeHO, WO KiHeMaTorpadiyHiCTb € OAHIEI0 3 MaHIBHUX 03HAK BifOMMUX
TBOpUiB. [leTanbHO onpaLboBaHi CTPYKTYPHi KOMMOHEHTY Ta TUMW Nepeknagy
niTepaTypu Ha ekpaH. [loBefleHO Bax/MBICTb npoLiecy iHTepmegianbHOro
NpoYnUTaHHS NiTepaTypHoro TBopy. MpoBefeHO aHani3 CeMIOTUYHUX cUCTEM
niTepaTypu Ta KiHemaTorpada 3 MeTO HayKOBOrO OCMWCIIEHHSI Takoro
pisHOBMAY B3aemofii MUCTELTB, K ekpaHi3auis. [lepernsHyTo yMOBHOCTI,
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abCcTpakTHOCTI Ta FOMOFEHHOCTI JliTepaTypHUX 3HaKiB | MPOTUNEXHI TM

peanicTUYHICTb, KOHKPETHICTb, CYyreCTUBHICTb, NONIOHIYHICTb KIHO3HaKIB.

K yuTyBaTH:

depopeHko, B. Ta Cynima, H., 2023. EkpaHisaLia B cy4yacHOMY ayfioBi3yanbHOMY BUPOOHULTBI. BicHMK
KwiBcbkoro HauioHanbHOro yHiBepeuUTeTy KynbTypu | MucTeyTB. Cepisi: AyAioBidyanbHe MUCTELTBO i BAPOGHULTBO,

6 (2), c.213-223.

dopmynioBaHHs npobnemu

B3saemogpis niTepaTypu Ta KiHO B eno-
Xy TEXHIYHOro MPOrpecy € UM He Hawmno-
NyNSpHILWNM Pi3HOBMAOM MUCTeLTBaA.
JlitepaTypHuii TekcT y XXI c¢T. yacTto
CMpUMNMaEeTbCA 4Yepe3 MPU3MY eKpaH-
HOI KyNbTypMW, a He 4YMTaubKol, i came
eKpaHisauil CTUMYNIOTb 3BEPHEHHS
rnsagada 0o BUXIQHOrO niTepaTypHOro
TekcTy. BUBUYEHHS npouecy Ta pesysb-
TaTy ekpaHisauil aKTyanbHO TaKOX
i TOMY, WO B HbOMY 3HAWMLL/N CBOE Bi-
nobpaxeHHa 6GaraTto ABULL | acnekTiB
cyyvacHol KynbTypu. byab-sika cyyacHa
eKpaHizalifa KnacuyHoi niTepaTypHoT
cnaglwuHn sensie coboto creyndiyHy
iHTepnpeTauito TBOPY MWHYNOI €ernoxu
3 nornafgy Cy4yacHOCTI, BifIbHO 4/ MU-
MOBOJIi peanisytouM HOBi eCcTeTUYHi
KpuTepii Ta cyyacHi nornaau Ha nogu-
HY i CycninbCTBO.

BMHUKHYBLUM MOPIBHAHO HefaBHO, Ki-
HemaTorpacd BBibpaB y cebe goceig, ne-
peBarum Ta MOXJIMBOCTi 6araTbox BUZIB
MUCTELTB, iCTOpi SKUX BUMIPIHOETLCS
TUCAYONITTAM. OCHOBHOIO Npo6nemoro
eKpaHi3auii 3aN1WaeTbCs CynepeYHicTb
MiX iFOCTPYBaHHAM JiTEpaTypPHOro um
iHWoro nepwopxepena, OyKBanbHUM
MOro NMpoYMTaHHAM i BifXOL4OM Y BeNn-
Ky XyOOXHIO He3danexHIicTb. Y npoleci
eKpaHizauil pexucep Moxe BigMOBU-
TUCA B, OPYrOPSAHUX CHOXETHUX JIiHIR,
neTanen i enisoanyHux repois, abo, Ha-
BMaku, BBECTM B CLieHapil eni3onu, iKnx
He 6ysi0 B opuriHanbHOMY TBOPpI, afne AKi
Kpalie nepefarTb, Ha [OYMKY pexXxu-
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cepa, OCHOBHY igeto TBopy 3acobamu
KiHemaTorpadha. BigTak akTyanbHIiCTb
LOCNiOXEHHsT  3ymMOBfieHa noTpeboto
Yy BWCBITNEHHI 3HAYyLWL,OCTi BiATBOPEH-
HS MOAIBHOCTI XUTTS Yy 3puMmMX obpasax
3aBAsAKM ekpaHisauil B cydacHoMmy aygio-
Bi3yasibHOMY BUPOOHMLTBI.

AHani3s ocTaHHix gocnip)xeHb
i nyébnikawin

Y cBoiin poboTi B.Yyiko (2020) Bu-
3Hauyuna etanv nepegadi liTepaTypHoro
TBOpY, 30Kpema [fana OLiHKy Ta npsmy
iHTeprnpeTauito, WO Cnpusie Nonynsipu-
3aUil Xy4oXHIX TBOPIB 3aranom.

Locnigunn ocobnmMBocTi po3BUTKY pe-
rioHanbHOro aygioBi3yanbHOr0 MUCTe-
uTBa Ta BUpoOHMLTBa B YKpaiHi O. bes-
pyuko Ta M. CtapocTa (2018).

0. [ly6iHiHa (2016) pmocniguna npobrne-
My TEOPeTMYHOrO PO3YMIiHHSI eKpaHi3a-
il Ta po3rnsiHyNa CTaHOBJIEHHSI eKpaHi-
3aLil, AK KOHKYPEHTOCMPOMOXHOIo BULY
MuCTeuTBa.

CTOCYBaHHSl B eKpaHHOMY JWCKypCi fo-
cnignnun C. Kotnsap i T. Asbenko (Kotliar
and Diabelko, 2022).

I NMorpe6Hsik (2017) y cBOiit poboTi 3a-
3Hauuna TpW rpynu rnepepadi Tenesisin-
HOro TeaTpy Ta po3Kpuia ixX 3MicT.

C.MeTpenko (2018) mocniguB BiTYM3-
HsiHe TenebayeHHs B KOHTEKCTi €BpO-
MeCbKOro TeNeBisinHOro NPocTopy.

®. baueswny (2004) BU3HauMB TeaTpasib-
Hi CMCTEMM Ta 3HaKMK, @ TAKOX PO3rsiHYB
CLIEHIYHY KOMYHiKaL,ito.

depopeHko, B, Cynima, H. ExpaHisauia B cy4acHOMY
aynioBi3yanbHOMY BUPOGHULITBI
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Merta cTaTTi — npoaHanisyBatu oco6nu-
BOCTIi NMepeHeceHHs NiTepaTypHOro TBOpY
Ha ekpaH. BusHauntu Mmicue ekpaHisauii
B cy4yacHOMY KiHemaTtorpadi. Jocnigntu
crnocobu ekpaHisauil Ta kiHoaganTauir ni-
TepaTypHoro TBopy. [loBeCTM BaX/UBICTb
npouecy iHTepMefianbHOro MpPoYUTaHHS
nitepatypHoro TBopy. lNpoBecTu aHanis
CEeMIOTMYHMX CUCTEM JliTepaTypu Ta KiHe-
mMaTtorpada 3 MEeTOK HayKOBOFO OCMWC-
NIeHHs1 Takoro pi3HoBMAY B3aemogil
MUCTELTB, K eKpaHizauisi. [epernsHyTu
YMOBHOCTi, aBCTpaKTHOCTi Ta rOMOreH-
HOCTI NiTepaTypHUX 3HAKIB i NPOTUIEXHI
M peanicTUYHICTb, KOHKPETHICTb, Cy-
reCTUBHICTb, NONiICPOHIYHICTb KiIHO3HAKIB.

OCHOBHUI MaTepian JoCnifXeHHSA

EkpaHizauisi oxonnoe HWU3KY nepeciy-
HUX KOMYHIKaTMBHMX cucteM. OCHOBHM-
MK o6'eKTamMu JOCNIIXEHb € KiHO i JliTe-
paTypa, W0 NpeacTaBnsaoTb XapakTepHY
3alikaB/IeHICTb SIK KOMMJEKC pi3HOMa-
HITHMX TEKCTIB i MegilHOI Npupoaun 3a-
rasiom.

B enoxy TexHiYHOro nporpecy akTUBHO
CTBOPIOETHLCSA ayioBi3yaslbHUIN NPOAYKT.
Tak, Ha HOBWM piBeHb BUXOOATbL Tese-
6ayeHHsl, TBOpPYI MOXMBOCTI KiHO Ta
eKpaHisauil niTepaTypHux TBOpIB, aKTy-
anbHUM CTae ayfioBisyaslbHUN AUCKYPC.
3arasioM eBonoLia TenebayeHHs cnpu-
YMHWMIA NPUCTOCYBaHHSA MUCTeuTBa A0
eKpaHa, 3any4ae [0 HbOro TeXHOMOriy-
HiCTb Ta iHHOBALitO.

CTBOpEHHS MepLloi eKpaHisauii cBiTo-
BOro KiHemaTorpada nos's3aHo 3 Xop-
XeM Menbecom Ta BikTopom Inonut
Xacce. ¥ 1902 poui X. Menbec 3pobus
nepLie nepeHeceHHs! Ha KiHOeKpaH po-
MaHy LaHiens Oedo «PobGiH3oH Kpyso»
(Beccapab, 2016).

Y cdhepi Mepia BigbyBaeTbCA aKTUBHUN
pPO3BUTOK, IHTEHCUBHO 3'ABASAIOTHCS Pi3-
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Hi BUOWU OuckypciB. HabyBae LIMPOKOro
3arafly camopocCTaTHiA BUf, SKUA Mae
KOMYHIiKaTUBHO-NparMaTU4Hy CrnpsiMo-
BaHICTb, LLiJTICHICTb | Me[iNHICTb.

AygioBisyasnlbHUIN OUCKYpPC CTae BaxJn-
BUM CErMEHTOM OfIHI€T BEJIMKOT CUCTEMMU
MacoBOI KOMYHiKaLil 3 yciMa npuTamMaH-
HUMM TN 03Hakamu. BogHo4vac po3noun-
HaeTbcA iHOOPMYBaHHSI Npo TeaTpasb-
He MUCTeLTBO 4epe3 3acobu MacoBol
iHdbopMmaLir.

Y KHuxui «OCHOBM KOMYHIKaTUBHOT
NiHreicTUKM» @. bauesunya (2004, ¢.139)
3a3HavaeTbCs, WO ayfioBidyanbHa ce-
MIOTMKa € NPOLLeCOM reHepyBaHHS 3Ha-
KiB, LLLO 3[4iMCHIOETLCA 3a yYacTio fisviB
BUCTaBW pexvcepamMu, akTopamu Ta rsi-
Javyamu. Y cBoiii po6oTi aBTOp HaBOAUTb
aymky [ Moyenyoga:

«TeaTpasibHi 3HaKU € CUMBOJTIYHUMMU.
CueHiYHa KOMYHiKauisi oyxe ymMoB-
Ha: aKTopu BLalTh, WO He BayaTb
rnsapadise; rnagadvi He MOXyTb BTPY-
yaTuca B Hito (3a [eAKMMU BUHATKA-
MM); CBIT akTopiB i ragaviB Bigna-
JIEHUI; Ha CLEeHi MaloTb Micle He fajil,
a 3HaKu fin. Y KiHocueHiYyHOMY auc-
Kypci cnpaLboBYye Kiflbka 3HaKOBUX
cucTeM: aekopalil, 0T, OCBIT/IEHHS.
Yce Lie Ma€e CUMBONIYHUIN XapaKTep».
(Baueswuy, 2004, c.139)

BapTo noroguTtuch i3 fyMKOI aBTOpa,
afKe 3HaKKU cTBOPOIOTb dhinocodcbkum
obpas i Metacbopy. Lle Bce monoBHE
dinocodcbkuii CKNagHUK ANCKypcy npo
KiHO Ta aygioBisyanbHe MUCTELTBO.

BisyanbHui KiHoguckypc 3400yB BU3-
HaHHSA B pochigxeHHsx P. Xooxa, H. Apy-
TioHoBa, . T. BaH [eika, $. baueBunua,
I. MouenuoBa, O. LLieBueHKka, Ix. ®ininca
Ta iH.

CeMioTUYHE PO3YMIHHA  €KpaHHOro
OVCKypcy BucTaBu Oyno BUCYHYTe Ta-
KMMU  BUIATHAUMKU  TeaTPO3HaBLSAMMU,
akTopamu Ta pexucepamu, Ak K. Cra-

Fedorenko, V, Sulima, N. Screen Adaptation
in Modern Audiovisual Production
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HicnaBcbkui, B. Melepxonbg, M. Yexos,
J1.Kypbac. [louinbHo 3ayBaxXuTu, LWO
ceMioTuKa BUCTaBU ABNsie coboto niTe-
paTypHUI TeKCT, Akuii 6a3yeTbecsa Ha oc-
HOBI ySIBJIEHb | 3aCHOBYETbCSI HA KOMYHI-
KauinHin mopeni. ®yHoamMeHToM Mogeni
€ TeaTpasibHa BUCTaBa, WO MICTUTb 06-
pasw, iHTepnpeTyBaHHA CUMBOJIB Mico-
Joril, NpUXoBaHi 3HaKM Ta NiATEKCTH, LLO
€ (bparMeHTOM MOfieBOro psay BUCTa-
BWU. Bci Ui eneMeHTU € YacTUHOLO aygio-
Bi3yanbHOro AWUCKYpPCY AJi PO3KPUTTSA
CMUCIIOBOr0 HaBaHTaXeHHs 3a y4yacTio
TBOPLiB BUCTaBMU.

Tak, H.lnbiHa (2020, c.145) y npaui
«MucTeyTBO ornosigavya fAK 3acid Ko-
MYHiKaLiMHOT nepegadi CyTHOCTI niTe-
paTypHOro TBOpY» BW3Ha4Jae€, WO B Cy-
yacHoMy aypmioBisyasibHOMY [OUCKYpCi
aKTOp-BMKOHaBellb MOCifae Bce BaX-
NmBiWe Micue. ABTOpKa 3a3Hauvae, LWo
y npoueci KOMyHikauUiiHOI nepepadi
0cobnMBOro 3HauyeHHs HabyBae 06'ekT
yBaru, 30oKpemMa nif, 4Yac BigTBOPEHHS
niTepatypHoro TBOpy. TBOpYMA MpoO-
Llec akTopa HeoAMIHHO MOYMHaETbCS i3
3aXOMJIeHHs TeKCTOM abo rofoBHUMMU
y4yaCHWKaMu posmnoBifi. 3a [4OMOMOrow
aKTOPCbKOT MalCTepHOCTI NnepefaeTbCs
3MICT i CYTHICTb MOETMYHOro TBOPY, L0
noTpebye opaTOpCbKOro MUCTELTBA, KO-
MYHiKaLil Ta pO3yMiHHSI FOIOBHOI MeTH
(InbTHa, 2020, c.145). OTxe, MOXHa Aiv-
TW BUCHOBKY, LU0 MiJ, Yac aKTOPCbKOI Fpu
y KIHO yTBOpOETLCS Be3nepepBHa JiHinA
3 AYMOK Ta MOYyTTiB, NigKpinneHa pieto
Ta MoBOM. lNpaBusbHE MOEfHAHHA CLe-
HiYHOro TekcTy Ta fii dopMye nigTekcrT,
AKWUIA Hapani BigobpaxaeTbCsl Ha eKpaHi
AK NOBHOL,iHHMIN KiHOINbM.

JouinbHO 3ayBaxXuTy, LLO Y MOHOrpa-
il «TeaTp y cuctemi dinocodcbkoi aH-
Tponosorii» O.JleBueHko (2012, ¢.267)
HaBefeHa AyMka J1. Kypbaca: «MwucTe-
uTBOo Oyae Taka dopmMa CTOCYHKIB Mo-
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MiX JloabMM, B SIKii BOHM 4yepes Muc-
TeubKMI TBIp HACTPOIOKTLCSA Ha OfHe
CBITO- | XUTTEBIQYYBaAHHS».

MigcymoBytouM BULLEBKasaHe, aymgio-
BidyaslbHe MWUCTELTBO — Lie He TiJIbKu
niTepaTypHUA TeEKCT, WO MICTUTb IiH-
dopmaLito  gpamMaTypriyHux  XKaHpiB,
a M B3aEMO3B'A30K MiX NOAbMMU, fAKi
CTBOPHOIOTb NPUPOAHI KOHNIKTU. BeTa-
HOBUBLUM JIOTIYHE MOBJIEHHS], BHYTPILL-
HbO 30CepeauBLUNCh, aKTOp 3aBASAKU
pexucepy BiATBOPHOE NaHLIOXOK MOMAIN,
AKWUIA Hagani po3kpuBae obpas Ha ekpaHi,
NPUXOBaHUI ApamMaTyproM B pyKOMuCi.

BisyanbHuit AUCKYpC OXOMJIHOE OCHOBHI
KOMMOHEHTU, AKi € 6a3nucoM Ans ycnill-
HOro aypgioBisyanbHOro mnpoekTy. [lep-
UMM eNTEMEHTOM JUCKYPCY € peanbHiCTb,
To6TO 06CcTaBUHM Ta haKTW, siKi NoB'A3a-
Hi M)XK co60t0. OHMM i3 BaXXJIMBUX KOM-
MOHEHTIB, 6€3 SIKOro He iCHY€e CLieHiYHe
Ta aypioBisyanbHe MUCTELTBO, € TEKCT.
CaMe niTepaTypHUI TEKCT € OCHOBOMO-
NIOXXHUKOM  «MPUPOJHOI0  KOHQAIKTY».
HacTynHum cknagHuWKOM € pexwucep-
cbkui 3apgyMm. BiH o6'egHye Bci none-
penHi KOMMOHEHTU B €AUHUIA 0Bpa3Huii
MeXaHi3M, L0 yocob6Joe 3apOomXeHHs
rosioBHOT ifgei. OcTaHHIM KOMIMOHEHTOM
OUCKYpCY € XyO0XHiln 06pas KiHodiNbMmy.
OTXe, 3ibpaBLUX Ta BTIIMBLUN yCi KOMMO-
HEHTW, BUHUKAE NPOJYKT AJ1Sl ayLdioBi3y-
anbHoro mucteytsa. [is Ha cueHi dik-
CYETbCS Ha KiHOMAIBKY AJ15 NOAanbLUOro
MOHTaXy Ta BiATBOPEHHSI B OCTATOYHO-
My BUMNALi Nepeg, KiHornsgavyeMm.

Y craTTi «EKpaHisauis nitepaTypHo-
ro TBOpY fIK MpeAMeT KOMMapaTMBHOIO
nocnipxeHHs» 0. lyGiHiHa (2016, c.44)
BMBYae MnpobrnemMy TeopeTUYHOro po3y-
MiHHSI chbeHOMeHa eKpaHisauii, Skui no-
yaBcs HabaraTo nisHille 3a Teopito KiHo.
B HanpaLutoBaHHSIX aBTOPKU FOBOPUTb-
€Sl Mpo Te, WO B Nepuwin nofoBuHi XX cT.
3'ABNAOTLCA cepho3Hi poboTtu [. Bep-
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ToBa, J1. Nenntoka, J1. Kynewosa, b.ba-
naia, nNpucBsiYeHi «asbyui» KiHOMUCTe-
utea. OOHaK ekpaHisalis B LeW nepiopg,
He npuBepTana Beaukol yBarn. Cnpuin-
MaHHA eKpaHisaLil sk By MUCTeLTBa
B ToM 4yac 6yno nobixHuMm. Buknukano
farato cynepeuMBux AYMOK i po36ix-
HocTel B nornagax. PogoHavyanbHUKOM
NMOPIBHANIbHOIO [OCHIOKEHHSI eKpaHi3a-
uii yacto HasuBarTb [X. bntocToyHa,
yua npaus «PomaH y dinbmi: nepetso-
PEHHSI XYLO0XHbOI NiTepaTypy Ha KiHO»
(1957) cTana ocHOBOW A1 HU3KK O,OCHi-
IxeHb ([y6iHiHa, 2016, c.44).

HanpukiHuyi XX ¢T. nig BAAMBOM MOCT-
MOJEPHI3MY 3MIHIOETbCSI HaykoBa na-
pagurMa gocnimkeHHs ekpaHisauir. KiHo
Ta NniTepaTypa BMXOOATb Ha OLHAKOBUIA
piBeHb Ta MatoTb Ti cami npasa (Ly6iHi-
Ha, 2016, c.45). B uel nepion posnouu-
HaeTbCA aKTMBHE BUBYAHHA B3aeMogil
niTepaTyp# 3 iHLUIMMU BUAAMU MUCTELITB.

MpoTarom GaraTbox PoKiB Tema ekpa-
Hisauil 6yna BaromMor 4YacTMHOI TBOP-
4YOro XWUTTSA YKpaiHCbKMX | 3apybiXHUX
muTuiB. lMpobnema ekpaHizauii i cbo-
rofHi € HefoCTaTHLO JochigxeHoto. Mpo
ue s3asHavyae B aucepTtauii «KiHopeuen-
uis nposn Mukonu XBWNbOBOrO: iHTep-
MegianbHa TpaHcdopMalis» B. Yyiiko.
Y cBoilt poboTi aBTOpKa 3BepHya yBary
Ha Te, LLO BUMHUKHEHHA KiHemaTorpada
Hacamnepep BIJIMHYNIO Ha CMPUAHATTSA
ynTavdiB NiTepaTypHUX TBOPIB, 32 SKUMMU
6yno 3sHaTO dinbMu. 3as3Buyan nepe-
Java nitepaTtypHoro TBopy Bif0yBaeTb-
cA B Kiflbka eTaniB. AHanis (MopiBHAHHS
HamMcaHoro 3 MOKasHWKOM), OLiHKa Ta
npsaMa iHTepnpeTauia cnpusioTb Mo-
nynsipusauii XygoxHix TBOpIB 3arasom
i BiAKpPMBalOTb HOBI NepcnekTuBM Ans ix
nofanbluoro gochigxeHHs (Yyiko, 2020,
c.33).

BapTo 3ayBaxwuTy, WO KiHO — Lie ofHe
i3 BUAIB MUCTELTBA, ke BNJIMBAE Ha Mo-
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yyTTa Nogen. Knioyosum cparMeHTOM
BCbOr0 L|bOro € BAy4HO NifibpaHe cnoBo,
sIke BIpTYO3HO 3aCTOCOBYE aBTOp nep-
wopxxepena. EkpaHisauisi, Ha OCHOBI AKOT
OynM HanmucaHi KHWUrK, poci posrnspa-
€TbCA, CTBOPIOETHLCSA | BBAXA€eTbCS Kia-
CMKOI. 3a Hel BYaTbCSl PO3YMITH CBIT
KiHO, @ TaKOX NPUBHOCUTU CBOE BayeHHs
B cy4yacHun kiHemaTorpacp. O. y6iHiHa
(2016, c.48) HaBoaMTb MeTadOpPUYHY
OyMKy A.baseHa: «[ns gywi Xyoox-
HbOrO TBOPY LiJIKOM MOXJIMBO BUSIBUTU
cebe yepes peiHkapHaLito». 3 ornsgy Ha
3rajlaHy BULLe LMTaTy MOXHa LiATU BUC-
HOBKY Mpo Te, WO B npoLeci B3aemMogil
[BOX MUCTEUTB — fiTepaTypy Ta KiHO —
BMHMKae eKkpaHi3alisi, ika npefcTaBUTb
HOBUI aypioBi3yanbHU NpoaykKT. Aygio-
Bi3yaslbHWIN NPOJYKT TaKOoX Ha3MBaETb-
csl KIHOTpaHcKpunuieto abo X nepenucy-
BaHHAM. 3a3HauuMmo, L0 NiTepaTypHUi
TBIp NepeTBOPIOETHLCA B 3HAKOBY CUCTE-
My iHWKUX MUCTeUTB — n'ecu, rpadiku,
TeaTpasibHi BUCTaBW, KiIHODINbMMU.
Po3BUTOK KiHOeKpaHi3aLil 6yB LUMPOKO
pO3BMHYTUM B KonvwHboMy CPCP. HoBa
MUCTeLbKa Teuis 3Mycuna niaigHo npa-
LtoBaTM TBOPYi TeaTpanbHi 06'efgHaH-
He. [. MorpebHsak (2017, ¢.213) y npaui
«KiHO, TenebayeHHs1 Ta pagio B CLEHIY-
HOMY MUCTELTBi» 3BepTae yBary Ha no-
ctaHoBy Paau MiHicTpie CPCP, yxBaneHny
22 GepesHa 1952 poky. B cneuianbHo-
My Hakasi 6yno ckasaHo npo Te, Lo YCi
dinbMK, WO HaginWwNM B NPOKaTHY Me-
pexy KpaiHu, manu 6yTu nokasaHi Ha Te-
nebayeHHi He ni3Hiwe, HiX Yepes 10 gHiB;
TeaTpasibHi BUCTaBM He MisHille, aHix
yepes MicsiLb Micns npemM'epHOro noka-
3y; KOHL,epTH B3araJsi He MoXHa 6yno 06-
MexuTu. Lle cTano BenuKuM noLToBXoM
Onsi nnigHol po6oTu ycix TeaTpiB.
PagsaHcbke TenebayeHHsa y 1951-1954
pokax TpaHcntoBasno 3-6 KoHuepTiB i 7-8
dinbMiB Ha TUxaeHb. KpiM Lboro, nos-

Fedorenko, V, Sulima, N. Screen Adaptation
in Modern Audiovisual Production



BicHMK KWIBCEKOTO HaLlIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.

Cepid: AynioBidyanbHe MUCTELTBO | BUPOBHULITBO

TOPHO MOKasyBanM TeaTpanbHi Crek-
TakJi Ta KiHOiNbMU. 3HaUYHWI BHECOK
y po3BUTOK TenebayeHHst 3pobunu 1 Ki-
HocTygil PapgaHcbkoro Cotosy. 1952 poky
Ha ekpaHu BuAwIo 23 irpoBi inbmuy,
3 HUX 12 dhinbMiB-BUCTaB i KOHLEPTIB
(MorpebHsk, 2017, c.214).

Y 1950 poui akTMBHO apanTyrTh-
Csl TeaTpasibHi BUCTaBM [0 eKpaHisauii.
B uen yac cBiT no6aunnu Bigomi dinbMu-
BUCTaBW, Taki sik: «B cTenax YkpaiHu»
(BuctaBa 6yna 3pobneHa cunamu Ku-
TBCbKOr0  [lepXaBHOr0  aKafeMiyHoro
YKpalHCbKOro  ApamMaTU4HOro TeaTpy
imeHi |. ®paHka); «BoBku Ta BiBUi» (3a
yJyacTio KiHocTygii iMeHi M. Topbkoro);
«YKpafleHe wWacTa» (CrnekTakfb BTINNB
y XuUTTA KuUiBCbKUN OepXxaBHUN akapge-
MiYHWUI YKpaAIHCbKWI OpaMaTUyHUiA Te-
aTp iMeHi |. dpanka) (KiHobaza, 2016).

Yepes nonynspusauio NOHATTA ekpa-
Hisauil Ta KiHoaganTauil TeaTpanbHOI
BUCTaBM BUHUKAKOTb TOCTPi AUCKYCIl
wono cnocoby nepeHeceHHs BUCTaBU
Ha ekpaH. Y sragaHin suue npaui I- MNo-
rpebHsAK, fka 3BepTae yBary Ha Te, WO
JesiKi pexucepu Ta KpUTUKM BBaxany,
o HeobxigHo 36epiratm Ta chikcyBaTu
BUCTaBY SIK BUTBIpP CLIEHIYHOMO MUCTe-
utBa. [0fI0OBHOIO MO3ULiE0 pexucepis
fyna 3/MoMKa BWUCTaBM JiMWe i3 3any
nna rnapadie. |HWi BigcToroBanu inero
Woao HeoOXigHOCTI CTBOPEHHA PiBHO-
LiHHOrO TeNeBi3iNHOro eKBiBasZieHTa Tea-
TpasibHOro AiNcTBa, A4S Yoro HeobxigHO
6yfio CTBOPUTU OpUriHANIbHWUIA CLieHapiV
3 ypaxyBaHHSAM BUPa3HUX MOXJIMBOCTEN
ekpaHa (MorpebHsik, 2017, ¢.215).

[lepeTBOpeHHA TeaTpanbHOI BUCTaBU
[0 eKpaHa MPUBHOCUTb CBOI KOPEKTUBM
B nobynoBi fexkopaLiin. BoHu cTatoTb MO-
6inbHMMKU Ta BaraTodyHKLiOHaNbHUMMW.
OKpiM UbOro, KonipHa rama BUropooK
i saranbHoro BMAY KiMHaTWM nigbupa-
HOTbCS Mif, KaMepu Ta CBITIOTEXHIKY. 3a
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MacwTabomM pekopauil MOXYTb 3MEH-
LUMTUCbL B KiflbKa pasiB, afxe y NpoLueci
apanTauil BUCTaBM [0 eKpaHa BesMKy
porb Bifirpae kKamepa, a He BifCcTaHb Bif
CLIeHM [0 OCTaHHbOro psAQy B TeaTpi.

Y KkHu3i «3a HeuucTe KiHO. Ha 3axuct

ekpaHisauji» A. baseH (1972) 3asHavae:

«fKW,o po3yMiTU KiHemaTorpad sk
cBobofly poO3BUTKY fil CTOCOBHO
npocTtopy, ik cBoboay BMOOpPY KyTa
30py Wono Aii, Toai ekpaHisauis Te-
aTpanbHoI N'ecy NoBMHHA 6yna 6 no-
nAraTv B TOMy, W06 HajaTu fekopa-
LisM Ti po3Mipu 1 Ty NpaBAMBICTb,
AKMX CLieHa He Morna 3abe3neynTu
3 orfsily Ha maTepianbHi MPUYMHM.
BoHa 03Hauana 6 TakoX 3BiflbHEHHS
rnagava Bif MOJMIOHY TeaTpasibHOro
Kpicna, B AKOMY BiH CuOUTb, i, KpiM
Toro, f03BONMMNa 6 BUrpallHO noja-
TWU TPy aKkTopiB 3aBASKKM 3MiHi nna-
HiB». (c.146)

OTXe, aganTauis TeaTpanbHOl BUCTaBU
[0 KiHoeKpaHi3auii 36aratuna xygoxHro
KynbTypy KiHOMinbMIB i nepepay, gana
3MOry 3HiMaTu BeSIMKi NaHu, nepexif re-
poiB, Npe3eHTyBana 3MiHy TOYOK 3MOM-
ku. CniBnpaus 3 TenebayeHHsIM 3Mycuna
GaraTbox TeaTpasbHUX pexucepiB 3a-
MUCNUTUCh Hapg iHWKUMKN 3acobamMm icHY-
BaHHA aKTOpa Ha CLieHi 1 cnpuiMaHHAM
rnagava aynioBisyanbHOro npoaykTy.

Y kHu3i «KiHo, TenebayeHHs Ta pagio
B CLEHIYHOMY MMCTELTBi» BU3HAYEHO
TpY rpynu nepepadi TeneeisiiHoro Tea-
Tpy. MNepLuoto rpynoto € TeneBncTaBw, AKi
JEeMOHCTPYHOTbCSl B TeaTpi Ta 3auiia-
FOTbCA CTINKMMM 3 XaHpaMu ApamMaTuny-
Horo TeaTpy. HacTynHoto cTana ekpaHi-
3auif. Ha TenebayeHHi 6yno cTBOpeHO
crielianbHy Tenenepenady, NpUCBAYeHy
niTepaTtypi Ta il KiHoekpaHizauiam. Ok-
pecneHi ekpaHisauii BnactTuBa aganTa-
Lis niTepaTypHUX TBOPIB [0 cneundiku
TenebayeHHs1 Ha OCHOBI BUpPa3HUX 3aco-
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6iB. OcTaHHA rpyna — Le TeJleBUCTaBMU,
3HATI 3@ OpUriHaNbHUMK CLEeHapiaMu;
BOHW MalOTb MOPIBHAHO He3anexHy Bif
TeaTpanbHux dopmy (MorpebHsk, 2017,
c.216).

Onsa Toro wob TeaTpanbHa BWUCTaBa
3 ekpaHa TeneBisopa MNpoLOBXyBaa
BMAMBATU Ha rnsfaya ik BUTBIp MUCTe-
UTBa, BOHa Hacamnepeg MoBWHHa nepe-
cTtatn OyTM BUCTaBOK | MepeTBOPUTHU-
csl Ha TenedinbM. Y TepMiHoMOrYHOMY
CNOBHUKY «OCHOBHWX MOHATb i BUPA3iB:
TenebayeHHs, pagfioMoBneHHs» |. Ma-
eHko (2006) mae To4YHe BM3HAYEHHS
NoHATTS TenedinbMm:

«EkpaHHa pob6oTa, CTBOpeHa Ha oc-
HOBI fiTepaTypHOro Ta pexucep-
CbKOro cueHapiiB i 3achikcoBaHa Ha
KiHO-, BigeocTpiuui. Tenedinbm mMae
ynMmano cninbHUX puc 3 KiHodinb-
MoM. [poTe, Bonopfitoun obpasHoto
MOBOIO KiHO, TefledpinibM Mae i cBoi
ocobnuBocTi (gpamaTtypriiHi 1 pe-
XWUcepCcbKi BUPILLEHHS 3 BUKOPUC-
TaHHSM T. 3B. "edpekTy npucyTHocTI",
MOHOJIOTiB Ha Kamepy, "BUNafgKOBO-
ro" 34yensieHHs KagpiB Ta enisoniB
Yy MOHTaxi 1 iH.)». (c.456)

JouinbHo 3ayBaxutn, wo y XXlcT.
apjanTadist TeaTpasbHMX BUCTaB [0 eKpa-
Hi3aLil Mae BeNIMKNIA MONUT Ha KiHOPUHKY,
3'ABNAOTHCA HOBI cnocobu, a came: ne-
peknagaHHs — cnocib ekpaHisauii, o
BM3HAYaeTbCA aKTMBHO MepeTBOPHO-
BaJlbHUM CTaBJIEHHSIM [0 NiTepaTypHOro
opwuriHany (beaHoceHko Ta lyHiHa, 2017,
c.14). TonoBHOIO MEeTOIO TaKoro crnocoby
€ He YTBOPEHHS BJIACHOI0 Ta YHiKasnbHO-
ro cpinbMmy, Wo 6a3yeTbCsl HA OCHOBI Nep-
LWo4Xepena, a BUSHaHHSA rnsfadyemM Jym-
Ku KnacuyHoro TBopy. Came «nepeknan»
po3kpuBae 0co6AMBOCTI MUCbMEHHULIb-
KOro CTWIO Ta Jornomarae 3aBAsikv 30-
poBOMY cCMpuUiAMaHHKO MNobaynTh XUBI
obpasn. HoBOHapomXXeHU Tun KiHema-
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Torpacha, O3HauyeHWUN $SK eKpaHisauis,
€ nepeBTiNeHHAM 3acobamu KiHOMUC-
TeUTBa TBOPIB NiTepaTypu — Npo3u uu
TeaTpasibHOI ppamatypril. «[epeknag»
3allMae Barome MicLe B Cy4yacHOMYy Ki-
HemaTorpadi.

B YkpaiHi ekpaHisaLisi Takox nocina Ba-
roMme Micue. [legani 6inblue Ler Hanpam
pO3BMBAETbLCA | 3HAXOAUTb HOBUX MPU-
XMIbHUKIB. 3a YaciB He3anexHocTi Ykpai-
Hu Bynu afanToBaHi Ta eKpaHi3oBaHi Taki
TBOpY, fAK: «LLlaneHi rpowi» (1995, pex.
JleoHin OcTponosibCbkuil) — BUCTaBa
6yna 3pobneHa HauioHanbHUM TeaTpoM
pocifcbkoi apamMu iMeHi Jleci YkpaiHku
y MicTi KWiB 3a 0QHOMMEHHOI KoMepi-
eto Mukonu OcTpoBCbKOro; «4apiBHULIS»
(2000, pex. OAmutpo BoromasoB) — BU-
cTaBa Bigbynacsi 3a yyacTio KuiBcbkoro
akafeMiyHoro TeaTpy ApamMu i KoMegil Ha
niBomy 6epesi [lHinpa 3a MoTMBamu n'e-
cu IBaHa KapneHka-Kaporo.

YacTo B KiHOEKpaHi3aLisix BUKOPUCTO-
BYOTb MOTUBM TOTO YM iHLLIOrO ApamMaTtyp-
riyHoro TBopy. B TakoMy pasi ronoBHo
METOH € HOBMI PaKypc, HOBE MPOUYNTaHHSA
BifloMOI icTopil. OoHMM i3 ACKpaBUX Npu-
KnagiB Takoro crnocoby € 12-cepiiHuii
cepian «CninmaTtn Kanpawa» (pexwucep
OnekcaHgp TuMeHKo). CTpiyka nobaunna
cBiT y 2020 poui. Cepian 6yB cTBOpeHUN
koMnaHieto «MpoKiHo» ans TenekaHany
CTB. Knto4yoBoto dirypoto Liboro npoeKkTy
cTana Hatanka Bopox6uT, sika € cleHa-
PUCTKOH Ta BUKOHABYOHO MPOAHOCEPKOHO.
CroxeT Tenecepiany 3acCHOBaHWUM Ha Bifo0-
Mill MOBICTi YKpalHCbKOrO MUCbMEHHWKA
IBaHa Heuys-JleBuybkoro «Kamnpawesa
ciMm'si». Tparikomepisi BBibpana B cebe
nvwe dparMeHT 3 no.icTi. OCHOBHI
nofii y TBopi posropTatoTbest Y 1860-x
pokax (4Yepes pAekifibka poKiB micns cka-
CYBaHHSI KpiMOCHMLTBA). Y HOBOMY Mpo-
YMTaHHI repol 3Ha4yHO 3MiHeHi, ocy4acHe-
Hi. TakoX [00atoTbCA HOBI CHOXKETHI JTiHIT.

Fedorenko, V, Sulima, N. Screen Adaptation
in Modern Audiovisual Production
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Mopii B ekpaHisaLii nepeHeceHi y nepiof
2000-2010-x pokiB. Tenecepian 3406yB
3HAYHWM yCniX.

Y cTatTi «CouianbHOKOMYHiKaL|ifHi Tex-
Honorii bopMyBaHHS iHTepecy [0 KHUTU
3a [,O0NoMOroro 3acobiB KiHOMUCTeLTBa»
3asHayaeTbesl, Wo Yy npemii «Ockap»
AMepuKaHCbKOI KiHoakageMii cnigom 3a
HOMIHaLi€0 «OpUriHaNbHUIA cLeHapini»
nae «apanTadis niTepaTypHOro TBOPY»,
TOOTO LWOPIYHO MPUCYOXYOTbCA OBI
npemii 3a cueHapin. Y 2014 p. uto npemito
3000yB [>xoH Pigni 3a dinbM «Mepemo-
Xeub» (3a 0QHOMMEHHMMU MeMyapamu
ConomMoHa HopTtana), y 2015 p. — pem
Myp 3a «[py B iMiTaLito» (3a KHUroto EH-
npro Xopxeca «AlanTuring: TheEnigman),
y 2016 p. — Anam Makken, Yapnb3 PeH-
nonbd 3a «[py Ha NMOHUXKEHHSA» (3a KHU-
roto Mavikna Jlbtoica «Benvka rpa Ha no-
HuxXeHHs» (beccapa6, 2016, ¢.90).

OTxe, 3aBAAKM ajanTtauiaM TeaTpasib-
HUX BWUCTaB [0 eKpaHisauii MinbAoHU
nogen y BCbOMy CBITi no6aunnim siKicHi
MOCTaHOBKW. 3a [OMOMOrol TakKux 3a-
c006iB, K KPYMHUI NfiaH, MOHTaX, My3uKa,
TanaHoBMTa akTopcbka rpa, KiHemaTo-
rpach nae amory no6aynTu 1 NovyTH nep-
Lwoaxepesno, TO6TO NepeTBOPEHHS CroBa
B 30POBMI | 3BYKOBUIA psAf, LLLO CTBOPHOE
edekT 6e3nocepeHbOI NPUCYTHOCTI.

BucHoBKu

Y XXI cT. ekpaHisauin 3HaxoguTbcs
B AiaMeTpasibHO MPOTUAEXHIN cuTyauii
oo it BUTOKIB. MNMaHyBaHHA BidyasbHUX
o6pasiB pobuTb i He TiNbKK NPOBIAHOL,
a M caMOCTINHOK XaHPOBOK KOMMO3MU-
Llieto y CBITi NiTepaTypHUX TEKCTIB.

CMUCOK BIBJTIIOrPA®IYHUX MOCUJTAHDb
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3 po3BUTKOM ay[ioBi3yanbHOro MucTe-
LTBa BUCTaBa BUXOAMUTb Ha PiBEHb BULLE.
BoHa Moxe OyTu 3pob6sieHa Ha OCHOBI
KiHopinbMy abo, HaBnNaku, CTaTh XyOoX-
HbOH KIHOCTPIUYKOM. BupiwanbHum eTa-
NnomM B TaKOMy pasi € ekpaHisauis, sika
B0 NOELHYE NiTepaTypy Ta KiHO.

Bigomi  knacudikauii  ekpaHisauil
noB'si3aHi 3 BMAMBOM opwriHany. Han-
BaXkJiMBiWwa € 6IM3bKIiCTb [0 XYA0XHbOro
TBOPY, L0 Mae ByTu iHTepNpeToBaHWiA.

He MeHLW BaXnMBoO, LLLO 3a BCHO iCTOPItO
6yfio nokasaHo pisHi cTpaTerii: Big into-
cTpau,ii, opraHiyHol BiAMNOBIQHOCTI Tek-
CTy [0 cTunisauii Ta irpoBux hopm.

3anpoBafXeHHs eKpaHisauil Ta agan-
Talia TBOPY [0 eKpaHa 3arajiioM cTae
OLHUM i3 LiKaBUX HaMNpsIMIiB L0CHioKeH-
HA gns 6araTbox MUTLIB | BYeHMX. Kepy-
IOUYNCh 3aKOHaMW KiHOMMUCTeLTBa, NiTe-
paTypHUIN CHOXET TpaHCOpPMYyeTbCS B
Mefia, WO fa€e NOACTBY MIOWMUHY A5s
PO3BUTKY Bi3yanbHOro CNpUNHATTA nep-
wopxepena.

AypioBisyanbHUin  OUCKYPC  OXOMJtOE
6araTo acnekTiB i YNHHUKIB, SIKi € OCHO-
BOK 119 MOBHOLIHHOIO iCHYBaHHSA Tea-
TPy, BUCTaB, Nogasnbluoi ekpaHisauii Ta
BUPOBIIEHHST SIKICHOMO ayfioBi3yanbHOro
NPOAYKTY.

Cnupatouncb Ha [OCBIf pexucepiB Ta
BiJOMUX fisviB y cdhepi TeaTpy Ta KiHo,
MOXHa [iNTM BUCHOBKIB, LLLO CLIEHIYHE
Ta TeneBi3iilHE MUCTELTBO MalTb fiK
CnifibHi, TaK i BiAMIHHI pucu. NpoTe Bap-
TO 3ayBaxwTy, WO B enoxy rnobanbHol
TpaHcdopMaLii, HayKoBOro, TEXHIYHOro
nporpecy Ta KOMyHiKauil Ui gBa Hanps-
MU NOELHYHOTLCSA B €4UHY CTPYKTYPY, L0
YTBOPIOE ayfioBi3yanbHWIN MaTepian.

BaseH, A., 1972. 3a «HeuucToe» KMHO. (B 3aWwuTy aKkpaHusauum). B: Yro Takoe kuHo?. MockBa:

MckyccTBo, €.122-146.
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Abstract

The purpose of the article is to analyze the peculiarities of transferring a literary work to the screen; to
determine the place of film adaptation in contemporary cinema; to explore the ways of screen adaptation
and film adaptation of a literary work; to prove the importance of the process of intermedial reading of
a literary work, to analyze the semiotic systems of literature and cinema to scientifically comprehend
such a type of interaction between the arts as a screen adaptation; to reconsider the conventions,
abstractness and homogeneity of literary signs and their opposite realism, concreteness, suggestiveness,
and polyphony of film signs. Research methodology. The following methods were used: theoretical — to
analyze the film adaptations of famous literary works and plays, information sources, generalize the
impact of the information source on the quality of the translated material, and identify the factors of
audiovisual discourse; empirical — to systematize my own experience, identify different ways of screen
adaptation, and compare articles and monographs related to the results of the study of audiovisual art.
Scientific novelty. For the first time, the main strategies of the relationship between cinema and literature
are analyzed, and a detailed analysis of film adaptation as a source for new planes and perspectives
is carried out. With the help of theoretical analysis, the main tasks of screen adaptation of the original
source are identified. Conclusions. The article has analyzed the use of techniques that have significantly
modified the normative strategies of writers. By analyzing the screened works, it has been determined that
cinematicity is one of the dominant features of famous creators. The structural components and types of
translation of literature to the screen are studied in detail. The importance of the process of intermedial
reading of a literary work has been proved. The semiotic systems of literature and cinema have been
analyzed with the aim of scientific comprehension of such a kind of interaction between the arts as screen
adaptation. The conventions, abstractness and homogeneity of literary signs and their opposite realism,
concreteness, suggestiveness, and polyphony of film signs are reviewed.

Keywords: screen adaptation; film adaptation; cinematography; audiovisual discourse

ss journal and all published articles are licensed under a Creative Commons «Attribution» 4.0

|® @ This is an open ac

ISSN 2617-2674 (Print),

ISSN 2617-4049 (Online) audiovisual-art knukim.edu.ua



BicHWK KMIBCBKOrO HaUiOHanbHOro YHIBERCUTETY KYNbTYPN | MACTELITB.
Cepig: AynioBidyanbHe MUCTELITBO | BUPOBHULITBO 2023+ 6(2) - ¢.224-240

DOI: 10.31866/2617-2674.6.2.2023.289309
YAK 791.62:[778.534.4:004.92]

CYYACHI TEXHOJIOT IT ®OPMYBAHHSA 3BYKO30POBOIO
OBPA3Y ®lJ/IbMY: ACMEKTU B3AEMOAII

JleB Pa3aHueB'®, BaneHTuH JleBiakos?

T 3acny>xeHuii npayiBHUK KyabTypy YKpaiHu, OLEHT;

e-mail: .ryazancev2016@gmail.com; ORCID: 0000-0003-1452-9602

2 maricTp aygioBi3ya/ibHOro MucTeLTBa Ta BUPOOHULTBA;

e-mail: vvltino@gmail.com; ORCID: 0000-0007-5907-1274

@ KuiBCcbKuvi HalioHaslbHUN yHIBEPCUTET KYNIbTYpu | MucTeyTB, KuiB, YkpaiHa
b KuiBcbkuii yHiBepcuTeT KynbTypu, Kui, YkpaiHa

Kntoyosi cnoBa:
ayniomaTepiany;
Bi3yan;

uudpoBa hoHorpama;
KoMmn'toTepHa rpadika;

doni

AHoTauia

MeTa cTaTTi — npoaHaniayBaTh cy4acHi TEXHOMOFii CTBOPEHHSI 3BYKO30POBOIo
obpasy inbMy Ta pO3KpPUTU CTPUXHEBI acnekTu B3aeMofil y mnpoueci
CTBOPEHHA  aygioBidyanbHoro  npoaykTy. [lpoaHanidyBatu  Teopito
3BYKY, MOOCRIAUTM NpoLec CTBOPEHHS KiHO, PO3KPUTM MeToAaM, SiKi
BMKOPUCTOBYIOTb Y KiHeMaTorpadi 3 MeToto hopMyBaHHsSI 3BYKO30POBOIo
obpasy c¢inbMy. MeTtogu gocnipyeHHs. Y pocnifxeHHi 6yno BUKOPUCTaHO
MEeTOLAM TEOPEeTUYHOro Mi3HaHHS, a came: aHanisy — [O1si BUBYEHHS Teopil
3BYKY Ta Mnpouecy CTBOPeHHs inbMiB; CUHTE3y — Ans BiJoOGpaxeHHs
B3aeMofil MiX OCHOBHMMM  efleMeHTaMM  3BYKO30poBOro  obpasy
dinbMy; KOHKpeTu3auii — [ns onucy nepiofis, WO € nepesioMHUMU ANs
dopMyBaHHS sBULLA «0Opasy» y KiHO; MOPIBHSAAHHA — 0N XapaKTepUCTUKMU
MUHYJIOr0 Ta Cy4yacHoro LocBify B npoueci hopMyBaHHSI 3BYKO30POBOIo
obpasy inbMy. HaykoBa HOBM3Ha. Ynepluie npoaHasni3oBaHO Cy4vacHi
TEeXHoNorii CTBOPEHHs1 3BYKO30poBOro o6pasdy inbMy Ta po3KpUTO
rofoBHi acnekTu B3aeMofil wWoAo opMyBaHHS ABUWA  «0bpasy»
B KiHO. Pe3ynbTaTu [OCRiAXEHHS MPUBHOCSTb HOBWWA MOMsg 3 no3uuil
B3aEMO3B'AI3Ky Teopii 3BYKYy 3 MeTogamMu MOro 3anucy Ta 06pobKu.
Y pocnipxeHHi MpuAaineHo yBary caMe CyYaCHMUM  3BYKO30POBUM
TEXHONOriAM, siKi HUHI € ManogocnimxeHnMu. Takox npoBefeHi napaneni
MiX MWHYNMM i Cy4acHUM [OCBifOM npolecy hopMyBaHHS 3BYKO30POBOIo
obpasy dinbmy. BucHoBkM. 3'AcoBaHO, fIKy pofib BifirpatoTb 3BYKOBI
Ta BidyanbHi edekTu y inbmax; pO3risHYTO Teopito 3BYKYy Ta MOro
Knacudikauito; npoaHanizoBaHo npouec 3WOMKM pinbMiB; BU3HaYeHO
HaWUroNOBHIWWI acnekTW, Ha AKi cnif 3BepTaTv yBary [Ansl 3anucy SIKiCHUX
aypio- Ta BigeomarepianiB nif 4Yac NiAroTOBKM 3HIManbHOro MaijaHumkKa
Ta B npoueci caMoi 3MOMKM; NMPOCTEXEHO B3aEMOJit0 eTaniB (hopMyBaHHs
3BYKO30pOBOro o6pasy hilbMy B KOHTEKCTiI 3aCTOCYBaHHSA Pi3HUX BUAIB
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3BYKiB; 3'iCOBaHO, L0 BWKOPUCTaHHA PiSHUX BUAIB 3BYKOBUX eqdeKTiB

i BiyanbHUX eNeMeHTIB 3aneXuTb Bif, XaHpy dinbmy.

flk yuTyBaTU:

PazaHues, J1. Ta JleBwakos, B., 2023. CyyacHi TexHonorii chopMyBaHHS 3BYKO30pOBOro o6pasy inbmy:
acnekTu B3aeMogil. BicHuk KuiBcbkoro HalioHasabHOro yHiBepeuTeTy KynbTypu i MucTeyTB. Cepisi: AygioBidyanbHe

MUCTeLTBO | BUPOGHULUTBO, 6 (2), c.224-240.

dopmynioBaHHs npobnemu

KiHemaTorpach ctaB BaromMor 4acTu-
HOK KYJNIbTYPHOIO XWUTTS BinbLlIOCTi Nto-
Oen y cyyacHomy cBiTi. Cnig po3ymiTty,
LLLO MpoLec CTBOPEHHS diflbMiB € fOBOS
cknagHum i GaratoranysesuM. OgHVUM
i3 BaX/MBUX HaNpsiMiB € CTBOPEHHS Ta
obpobka aygio- Ta Bigeomatepianis, AKi
dopMytoTb 3BYKO30poBUIA 06pas dinb-
My. BapTo BUBYaTK OKpeC/ieHy TeEMaTUKy
3a4/1s1 MOKPALLEHHS] SIKOCTi CTBOPEHHS
3BYKOBUX i Bi3yaslbHUX €fIeMEHTIB KiHO
3aBASKKM MOELHAHHIO TPagMUINHUX Me-
TOLIB i3 BUKOPWUCTAHHSAM HOBUX TEXHO-
OTiN.

Mpo6nema gocnigXeHHs nonsirae y 1o-
MY, L0 MOHSATTA 3BYKO30POBOro o6pasy
dinbMy € poBoni WMpokuMm. BoHo BU-
KOPUCTOBYETbLCS [Nl MO3HAYEHHs BCIX
3BYKOBMX | BisyanbHux edekTiB, sKi ic-
HYHOTb Y KiHemaTorpadi. BUBYEHHs Lbo-
ro MUTaHHSA € cknagHuMm i BaraTorpaH-
HUM, TOMy BapTO BpaxoByBaTW BeJIUKY
KiJIbKiCTb acnekTiB, AKi CTOCYHTbCS pis-
HUX TEM i HanpsAMIB, a caMe TeopeTuy-
HUI acrekT, Lo CToCyeTbCA Mopiny Ta
Knacudikauii 3ByKOBUX efleMeHTIB, Npo-
Luec sanucy aygio- Ta BigeomaTepianis
y npoueci 3MoMKU ifibMiB, Cy4YacHi Tex-
Hosoril 4eMOHCTpAaLIT KiHO TOLW,O.

AHanis ocTaHHix gocnig)XeHb
i ny6bnikawin

BuBYeHHsIM TemMu hOpMyBaHHSA 3BYKO-
30poBoro o6pasy B KiHO 3alManucsi BYe-
Hi Ta HayKoBLi, fIKi y CBOIX npausix pos-
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rNAganyu pisHi acnekTy LbOro MUTAHHS.
LO.bek (Beck, 2010) € aBTOpOM KHUIY,
y SIKil OMucaHo eTanu CTaHOBJEHHSA Ta
pO3BUTKY 3BYKOBOro KiHemaTtorpada,
a TaKoX 3HayHy yBary npumineHo TeMmi
iCTOpIT CTBOPEHHS TaKOro XaHpy inb-
MiB. BapTo 3asHauuTy, Wo 06'eKTOM
LbOro [LOCHif)XEHHSI € CaMe CTaHOBJIEH-
HS 3BYKOBMX (pinbMiB, TOMYy aBTOpU He
OMUCYIOTb Cy4yacHi TexHonorii CTBOPEH-
Hsi 3BYKO30opoBoro obpasy. K. bynepisH
(Bullerjahn, 2017, p.540) y cBoii npaui
3anpornoHyBasa BacHy cuctemMy noginy
B3aemMofil My3uku 3 BisyasbHUM 306pa-
XEeHHsIM y KiHemaTorpadi. Lli TeopeTny-
Hi MaTepianu € BaX/IMBUMUN B KOHTEKCTI
HaLLOro JOCigXEHHS, OCKINIbKA PO3KpPHU-
BalOTb OAMH 3 eNIeMEHTIB Teopil 3BYKY
B dhinbmax.

MpobnemaTvkol Ta MepcrneKkTMBamu
BMPOBA[XEHHS] €BPOMENCHKOro 3BYKO-
BOro CTaHZapTy 3anmanucsi A. AHaHbEB,
|. bap6a Ta C. Xene3sHsk (2018).

Knacudikauito 3BYKOBUX efleMeHTIB
y KiHo gocniaue [. Kansan (Kanwal, 2020,
p.2603), AKMI y CBOI nNpali 3BEpHYB
yBary Ha CXOXy TeMy, BUBUYEHHSIM KOl
3anmanacso K. bynepisii (Bullerjahn, 2017,
p.540). HaykoBelLb po3rnsifaB NuTaHHS
BUAIB 3BYKY B KOHTEKCTI B3aEMofil 3 Bi-
3yanbHUM 300paxKeHHsIM, 3[iNCHMB aHa-
ni3 napanefibHOro Ta KOHTPanyHKTHOro
BMZIB 3BYKY. BaxnunBo 3a3HaunTy, WO Ui
aBTOPU BMBYANN OKPEMI TUMU 3BYKOBUX
€/IeMEHTIB, HAaTOMICTb Yy MpeAcTaBJeHin
cTaTTi ix 6yae po3risHYyTO B LUMPOKOMY
KoHTekcTi. ®. KoaH (Cowan, 2019, p.58)
y CBOEMY [0CHIiIXEHHI pO3r/sfaB TaKuii

Riazantsey, L, Lievshakov, V. Modern Technologies For Forming
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Ba)XXJIMBUIA acnekT Bi3yasnbHOT CK1afo0Boi
KiHemaTorpadpa, fIK CTBOpPeHHSA Kagpy,
a came Te, 3@ [JONOMOIO AKUX eNeMeH-
TIB MOXHa CTBOPUTM ecTeTuUYHe 300pa-
XeHHs. C. KaHHiHrem (Cunningham, 2022,
p.116) 30iNCHMUB LUMPOKUIA OMUC TaKoro
Cy4yacHOro Harnpsimy ¢opMyBaHHA 3BY-
KOBUX efleMEHTIB Y KiHO, K dboni, siKuii
€ BaXJIMBUM CKJaJHUKOM [OC/IiAKEHHS
Cy4YaCHUX METOLIB CTBOPEHHS 3BYKO30-
poBoro obpasy y cdinbmax. TeMy cy4yac-
HUX TEXHOJOTi BUKOPUCTaHHSA KOMM'tO-
TepHOT rpadiky B KOHTEKCTI CTBOPEHHS
BisyanbHux edoekTiB BMBYaB [X. Kim
(Kim, 2022, p.95), skui pocnigxysas
NpuKIaan BUKOPUCTaHHSA Taknx ehekTiB
y KopeWcbKoMy KiHemaTtorpaddi Ta 3mir
JiNTN BaXJIMBMX BUCHOBKIB LLOJ0 BUKO-
puUcTaHHSA Liel TexHonoril y KiHeMaTorpa-
i ManbyTHbOrO.

MeHeXMeHT eTarniB BUPpOBHULTBA 3BY-
Ky B KiHO pocnigunu J1. PasaHueB Ta
€. EspgoknmeHko (Riazantsev and Yevdo-
kymenko, 2021). 1. Mepdi (Murphy, 2015,
pp.74-76) y CBOIl KHM3i BUKIAB I'pyH-
TOBHUI ONUC TOro, AIK CAif 3aicHIOBaTH
3anuc aygiomarepianiB nifg 4yac 3MOMKM
dinbMy. ABTOp 3Mir BMKNIacTW BCi TOH-
KOl LbOro mnpoecy, npoTe Martepia-
NI NOrO KHUMU CTOCYHOTbCA BUKJIKOYHO
TeMu popMyBaHHS 3BYKOBUX €/IEMEHTIB
nig Yac 3nomok dinbMmy. |. Pokinwyk Ta
0. KanawHikos (2019) 3aiimanucsa BuBYe-
HHAM TaKOro Cy4acHOro iHCTPYMEHTY,
AIK ekBanawsep, y pesynbTaTi 4yoro aB.-
TOpaM BANOCb PO3KPUTU L TeMmy
MaKCMMarbHO LUMPOKO, MPOTe HayKOBLi
3aHafTO NEepeoLiHIOTh PoJib LbOro iH-
CTPYMEHTY Yy CTBOPEHHI 3ByKO30POBOIr0O
obpasy.

MerTa cTatTi — npoaHanisyBaTu cyvac-
Hi cnocoby CTBOPEHHSI 3BYKO30POBOrO
obpasy KiHo. [1na [OCArHEeHHA MeTu He-
00XxiiHO MpoaHanisyBaTu Teopito 3BYKY
(knacudikalito Ta TMNisaLito 3BYKOBUX
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edbekTiB), npouec CTBOPEHHSA inbMmy,
AKUMA OXOMJIIOE eTan 3MOMKM inbMmiB,
TEXHONOTIl, SIKi BUKOPUCTOBYHOTbCS OJ1s
00pobKM 3BYKY Ta Bifeo, TEXHIKY CTBO-
peHHs 3BYKO30poBuX edekTiB. Cnig
pO3rAsiHy TV NPOL,EeC B3aEMOSIT MiX LMK
enemMeHTamu, Wo6 MOBHOK Mipo PoO3-
KPUTY TEMY LOCHiIKEHHS.

OcHOBHMI MaTepian foCNiAXKEHHS

1927 pik cTaB BaXx/MBWUM [LJ1s1 CBITOBO-
ro kiHematorpacpa. Came Tofi rnsgauvi
3mornu nobauntu dinbMm «CniBak mgxa-
3y», pexucepom sikoro 6yB A. KpocneHp,
OcobnuBicTHO L€l KIHOCTPIUKYK € Te, WO
BOHa cTana nepwum inbMomMm, y aKoMy
6yno 3[4iNCHEHO O3BYYEHHS CUHXPOHi-
30BaHuX pennik. 3rogoM inbmu, no-
OynoBaHi Ha XWUBUX penikax i NicHAX,
HabyBanu Bce 6iNblIOT MONYNSAPHOCTI,
3aBAsKU YOMY BOHM CTPIMKO pO3BMBa-
nucb. |HWOK Bax/IMBOK Mofieto, sika
Bigbynacb y 1920-x pokax, cTano BU-
HaWOeHHs ONTMYHOI TexHosorii 3anucy
3BYKY, CyTb siKOoro nonsrana y 36epe-
XEHHi 3BYKOBMX 3anucie Ha nnisui. Cno-
YyaTKy LS TeXHOsorisi BUKOPUCTOBYBa-
flacb apMivLaMu, NpoTe 3rofomM crana
nonynsipHoto y KiHemaTtorpacdpi. 3aB-
OSKM NpocToTi uen cnoci6 3anucy 3By-
Ky He BTpayae aKTyanbHOCTI poTtenep
(Beck, 2010, c.69).

3ByKOBuMIi acnekT Bifirpae ogHy 3 npo-
BiHMUX ponen y KiHemaTorpadi, ocKifb-
KM MOXJIMBICTb YyTU PO3MOBU aKTOpIB
Jae 3mory rnublue nisHaTU TOrO YW iH-
LIOro MnepcoHaxa, Bif4yyTW Woro nepe-
XWUBaHHS Ta emouil Towo. OKpiM LbOro,
obpas Oyab-Koro diflbMy CTBOPHOE He
Jvwe SIKICHO nocTaBrieHe 306paXeHHs,
a 1 Bgano nigidpaHi 3BykoBi edek Ty, SAKi
nigcuOTL BiAYYTTA Bif nepernsay Ta
JalTb 3MOry 30cepeanTy yBary Ha Bax-
JIBUX €eNleMeHTax. |HWWUM enemMeHTOM

PasaHueB, 1, leBliakos, B. Cy4acHi TEXHONOr T OpMYBaHHS
3BYKOB0POBOIr0 06pasy MifbMy: aCneKT1 B3aeMOAIl
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dopMyBaHHSI 3BYKO30poBOro o6pasy
dinbMy € My3uka, BUKOPUCTAHHS SIKOI
YMOXJIMBIIKOE MiAKPECTUTU Te, Ha Lo
HeobXiOHO 3BEpHYTU yBary, Hanpvknag,
Ha eMmoLil nepcoHaxiB, xapakTep TOro
un iHworo pictea Towo (Chion, 2009,
pp.171-173). Hanpuknag, konu y dinbmi
repovi po3B'sA3ye rosioBOJIOMKM, TO Chif
BMKOPUCTOBYBATW HamMpyXeHy MY3UKY,
3aBAsAKU AKiN BcA yBara 6yae npus'sAsa-
Ha 40 LYMOK MepcoHaxa.

3 ornAgy Ha Te, WO 3BYK Bifirpae Taky
ponb y KiHOMUCTeuTBi, 6yno CTBOpPeHO
oKpemy ranysb BUpobHuuTBa (hinNbMiB —
3BYyKopexucypy. [lo uiei ranysi HanexaTb
Taki npodecii, Ak 3Bykopexucep (abo
3BYKOiHXeHep), 060B'A3KM SIKOTO MOJsi-
ratoTb y [eTanbHOMY O3HAMOMJIEHHI 3i
CLeHapieM i nnaHyBaHHi BWKOpPUCTaH-
HA 3BYKOBUX edpeKTiB;, MikpoddOHHMIA
onepaTop, SKKWUA BIOMNoOBigae 3a BWKO-
pucTaHHA MiKpodoHiB Mif Yyac 3MOMOK;
3BYKOOMepaTop, AKMIN 30iNCHIOE TEXHIYHI
060B'sA3KM, NOB'A3aHI 3 06pOOKOI0 3BYKY
(Wasem, 2019, p.51).

Taka pi3HOMaHITHICTb npodpecii  3y-
MOBJieHa TUM, WO (OPMYBaHHS 3BY-
Ko3opoBoro o6pasy cinbMy € poBoni
CKJ1TaHUM MNPOLLEeCOM, KU OXOMJIIOE Be-

2023+ 6(2) + pp.224-240

JIMKY KinbKiCTb Pi3HOMaHITHMX acnekTiB
DifANIbHOCTI.

Cnig, posyMmiTu, Wo ABULLE 3BYKY B Ki-
HemaTorpaddi € foBosi 6araTorpaHHUM
Ta Mae CBOl Tunisauito. Hacamnepep,
3BYKM MOLINAOTbCA Ha [LOiereTuyHi Ta
HegiereTuyHi. 0OcobnMBICTb MNepLLOro
BUIY 3BYKIB MOSSirae B TOMY, LLLO BOHM
6esnocepefHbO BigobpaxatoTb Te, WO
BiAOyBaeTbCsl Ha eKpaHi, Hanpuknag,
3ByK aBTOMOGiNs, Kallenb MepcoHaxa,
nocTpinm 3i 36poi Towo. HepiereTnyHi
3BYKU HE MaloTb MPSIMOro 3B'sI3KY 3 TUM,
Lo BigdyBaeTbCA Ha eKpaHi, Hanpuknag,
My3uMKa Ta 3akaapoBui rosoc. Hepiere-
TUYHI 3BYKM He € 060B'I3KOBUM efleMeH-
TOM pinbMy, NpoTe BOHU 3AINCHIOKTH
CUJIbHUIA BMAMB Ha (pOpPMYyBaHHS 3BY-
Ko30poBoro o6pasy difibMy, OCKifbKu
JaloTb 3MOry CUJIbHilLe BigyyTu aTMocC-
depy TMX nofin, AKi BigdyBalOTbCs Ha
eKpaHi. BaxsMBuM [nsi po3yMiHHS € Te,
L0 My3MKA He € BUK/IIOYHO [OMOBHEH-
HAAM 300paXkeHHs, a W HaBnaku, Bisyan
MoXe qonoBHIOBaTU My3uKy (Tetik, 2021,
p.139).

IHWoOo TUnisauieto 3ByKOBUX edheKkTiB
€ iICHYBaHHS pi3HMX BUiIB B3aEMOLiT My-
31KM 3 BidyasibHUMU gismu (Tabn. 1).

Tabamysa 1

Buau B3aemMogii My3uku
3 Bi3yaJlbHUMM isiMU B KiHO

Hasea Bupy B3aemogii

Onuc

CTpykTypHa

Lleit B B3aeMofii nonsrae y ToMy, L0 3BYKOBUA
psg BTINOETLCS BIANOBIAHO [0 TUX NOAIN, SKi 30-
6paxeHo B dinbMi.

BupaxanbHa

Min yac 3acTocyBaHHsi Takoro BuAy B3aeMopgil
MY3WUYHUIA PSS BUCBITIIKOE Ta MiACUNIOE EMOLLINHY
CKJlafl0BY TOrO, LLLO AEMOHCTPYETHLCA Ha eKpaHi.

HapaTtuBHa

Takuin BMA, B3aeMOfIT CNPSMOBAHUIA Ha intocTpa-
uito nofin y cifbMi 3aBAsSKM MY3UYHOMY Cynpo-
Bofy.

[xepeno: Po3pobneHo aBTopoM Ha ocHoBi npaui K. BynepisiH (Bullerjahn, 2017).
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LLlopo poni Mysuku Ta 3BYKiB ONsi Bi-
no6paXeHHs HacTpoto 1 aTMocdepu ain
y inbMi, TO Y LUbOMY KOHTEKCTi TaKox
icHye nogin. MNepwwui BUA 3ByKy Ha3uBa-
€TbCS MapasefibHUM i MONSirae B YiTKOMyY
BifloBpaXXeHHi HAcTpo, KU [EMOH-
CTPYETBHCA Ha eKpaHi, Hanpvknag, onas
CYMHOI CLEHU BUKOPUCTOBYIOTb CYMHY
My3uKy. [Ipyrum € KOHTpanyHKTHUI BUT,
3BYKY, Yy MpoLeci BUKOPUCTAHHS SIKOrO
3aCTOCOBYETbCSI MPOTUNIEXHA 3a CBOIM
€MOLIHUM XapakKTepoM MYy3u1Ka, Hanpu-
Knag, nig 4ac geMOoHcTpauii KymenHol
CLIeHW BUKOPUCTOBYETHCA CYMHa My-
3uKa. BMKOpUCTaHHSA KOHTPanyHKTHOro
BUIY 3BYKY HabyBae 3Hau4HOI nonynsip-
HOCTI, OCKifIbKM TaKi ayfioedekTn garoTb
3MOry No-HOBOMY PO3KPUTU TPagULliiHi
TeMu, AKi 306paxytoTb y KiHO. 3a3Bu-
Yyalh uen BuL 3BYKOBUX edpeKTiB BUKO-
PUCTOBYIOTb Y KOMegifX i MynbTdinibMax
(Kanwal, 2020, p.2599).

OKpiM LbOro, icHye TuNi3aLis 3BYKY 3a
MOro xapakTepoM i 3MicToM. Y Takomy
pasi 3ByK MOAinNseTbCs Ha aKTyanbHWUiA
i KOMEeHTaTUBHUWA. AKTYyallbHUI BUL, 3BY-
Ky npsimo Bigo6paxae, o BiabyBaeTbcs
Ha ekpaHi. KOMeHTaTMBHUI 3BYK — CTBO-
peHUt Ona KOHKpeTHoro dinbMy aygio-
3anuc (Musburger and Kindem, 2004,
p.25).

Locnigxytoum TeMy cpopMyBaHHS 3BY-
Ko3opoBoro obpasy dinbmiB, BaxMBo
aKLEeHTyBaTM Ha HaACTYMHOMY acnekTi.
3006paxeHHs B KIHO MOXe iCHyBaTu camMo
co60t0, afKe LiIKOM MOX/IMBO AUBUTUCH
iNbM i3 BUMKHEHMMM ay [ionpUCTposiMM
(Hanpuknag, HimMuiA dinbm abo 3a HasiB-
HocTi cy6TuTpiB). MoxHa 3ragaTtu KiHo-
CcTpiuky «bnto» [. [XapmeHa, OCKisbKu
Tl 0COBNMBICTIO € Te, WO Y Hill MPUCYTHIN
nvle oMH Kafp, KM 3aMoBHIOE eKpaH
ana 3BykoBoro cynposopy. [poTe cnig
pO3yMiTH, WO TaKi iNbMU € NOOJUHO-
KUMWU. AKWo B3ATUM Byab-sikuin dinbm

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

2023+ 6(2) - €.224-240

i NpnbpaTtyn 3 HLOro aygiocynposig, To 3a
HasiBHOCTi cyOTUTPIB MOXHa cnpuimaTtu
iHdbopMaL,ito, HaTOMICTb SIKLLO NpMBpaTK
BifjieoMaTepianu, To UifiCHe CMPUAHATTS
KIHOCTpPiYKM HaBpsg uu Byne MOXIIMBU-
Mu. OTXe, MOXHa CKasaTy, Lo 3BYK Bi-
firpae gpyropsifHy posb Yy popMyBaHHi
obpa3sy cinbMy, ik nopiBHATK i3 306pa-
XEHHSIM, MpoTe 3 Orfisify Ha BCHO 3a3Ha-
YyeHy BULLE iHpOopMaLLito MOoro posib € [o-
BOJIi CYyTTEBOLO.

OpfHieto 3 0co6MBOCTEN BMKOPUCTAH-
HSi 3BYKOBMX ENIEMEHTIB Y Cy4yacHOMY
KiHemaTorpadhi € Te, WO My3suKa Bce
yacTile BUKOPUCTOBYETbLCS L1 MOCU-
JIEHHA eMoLiiHoro 3abapBneHHs inbmMy
(Mariani, 2020, pp.132-133).

HalronoBHilwow BWMOrow CTBOPEH-
HS SIKICHOT ayiofopiXKK € 3annc 3ByKy
nig 4Yac 3nomMok ifibMy Ta CTBOPEHHS
«YUCTOBOro» BapiaHTy 3BYKOBOro mare-
piany BXe Ha 3HiManbHOMY ManLaHuYKKY.
Llet npuHuun 6yB akTyanbHWUM B yCi Yacu
iCHyBaHHS1 3BYKOBMX (PifibMiB i 3anuwa-
€TbCA TaKMM i B cy4yacHoMy cBiTi. [ep-
WMM BaXJIMBMM acrnekToM, sIKWii BapTo
BpaxoByBaTu nNif 4Yac 3WOMOK inbmy,
€ NiAroToBKa 3HiMasribHOro MangaHumka.
BaxMBUM € 03HANOMJIEHHS 3 OTOYeH-
HSIM [J11 YCYHEHHsI 3aiiBUX O)KEpen 3BYy-
Ky, 0C06MBO AKLL0 3MOMKa Bif6yBaeTb-
Csl He y cnewjianbHOMY MaBiNbMOHI. FKLL0
npouec 3anucy BigbyBaeTbCcA B iHLIMKX
OyniBnsx, Hanpuknag, pecTopaHax, To
BaXJIMBO MEPEKOHATUCh, WO Yy MpoLe-
Ci 3/I0MKM He BBIMKHeTbCS BUMa[KOBO
MeBHWNA Npwunag, sKWA CTBOpHOBaTUME
CUJIbHUWA  LIYM, Hanpuknag, KOoHOuui-
OHEpP UM BUTSIXKA. TakoX BiTep MOXe
CMPUYMHUTU BGaraTto He3py4yHOCTeN Ons
3BYKOpexucepa, TOMYy HeobxigHo nifg-
6vpaTu Micus, B AIKUX CTUXiS HE 3MOXe
3aBaguTu, abo HanaroguTH BiTPO3axmCT
anapaTtypu. [HLWUM BaXJIMBUM acrneKToM
€ Zianor 3 onepaTopamu, OCKiNlbK BOHU
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MOXYTb BigKpuBaTh BikHa abo [OBe-
pi, wob npoknapatu kabeni Big Kamep,
3aBAsKM YoMy B Kagpi 6yayTb 3'siBnA-
TUCb 3alMBi WYMKU. TaKOX iCHYHOTb iHLLUI
npaBwuna, sKMx chifg, JOTPUMYBaTUCh Mif
yac 3anucy 3ByKY Ha 3HIMaNbHOMY MaWi-
haHunky. HeobxigHo yHukaTu 6GypiBenb
i3 XXePCTAHMM MOKPUTTAM Mif Yyac [oLLy,
3a7MBaTV MOHTAXHOK TMiHOK MOPOX-
HWHHI Micus y nignosi, wo6 nifg yac Kpo-
KiB aKkTOpa BOHM He CTBOpIOBasM 3alBy
JIYHY, @ TaKOX cJlif, peTenbHO MigbupaTy
Miclle YCTaHOBKM XWUTKWUX i CKPUMyYMX
nekopauin abo me6nis (Murphy, 2015,
pp.49-53).

3 ornAgy Ha Te, WO Mpolec 3anucy
3BYKY Mif, 4yac 3#OMOK € [OOBOJi CKNapg-
HMM, HeoOXigHO noabaTu Npo anapaTypy.
Ha cyyacHomy eTani po3BWUTKY KiHOIH-
OyCTpIil iCHYe YOTMPWU OCHOBHI cnocobu
3anucy 3BYKY, a CaMe: BUKOPUCTaHHS
MikpochoHa Ha XephuHax Haj ronosa-
MM aKTOPIB, sIKi pPO3MilLLEeHO 3a MexaMu
Kagpy; MIKpooH po3TallOBaHO BHU-
3y 3a KagpoM; MikpodpoH 3akpinnieHo
B MEBHIN YaCTUHI CTYLil;, BUKOPUCTAHHS
MikpodoHa-nNeTnnykn.  HanmnowmpeHi-
lWMM Ha CbOroAHi Cnoco6oM € BUKOpU-
CTaHHS MepLUOro MeTofy, OCKINIbKK y Ta-
KOMY pasi MOXHa MaKCUMarbHO SIKICHO
3anucaTu fianorv repois, He NoKasyun
MikpodoH y kagpi. Cy4yacHi TexHono-
rii CpuUsOTb BTINIEHHIO LbOrO0 METOAY,
OCKIiJIbKM HOBi Mogeni CTyRiiHUX MiKpo-
hOoHIB pobnATb i3 HapNEerkux i MiyHUX
MaTepianis, 3aBAAKM YOMY MIKPOCHOH-
HWI orepaTop MOXe 3acCTOCOBYBAaTH LieN
iHCTPYyMeHT 6e3 0cobnMBUX TPYLOHOLLIB.
BaxnuBo [OTpMMYBaTUCb MEBHMX Mpa-
BWJ MiJ YaCc BUKOPUCTAHHS Takoro cro-
coby 3anucy 3BYyKy. No-nepLue, Heobxif-
HO MepeKkoHaTUCh, WO 3BYKOBI edekTu
B CTygmil He 6GyayTb 3aHaATO TYYHUMM,
no-gpyre, aktopam noTpibHO cnigkyBa-
TW 3@ TUM, W06 ryYHiCTb TXHLOTO rosiocy
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NPOTArOM KOXHOI cLueHu Gyna ofHaKo-
Boto (Lyons, 2014, pp.25-27).

BaxMBO AOTPUMYBaATUCh 3a3HaYeHUX
NPUHUMNIB A/ 3anucy sIKiCHOro napa-
NenbHOro 3ByKY. Takox cnif, po3yMiTw,
O MigroToBYMM eTan 3MoMKM Ta BUOBIp
anapaTypu € B3aeMOMNOB'si3aHUMU Mpo-
LuecamMu, OCKiflbKM SIKWLO He [OOTpUMY-
BaTUCb MPUHLMMIB OAHOr0 3 HUX, TO He
BAACTbCS 3anmcaT AKiCHUN 3BYK.

TexHonorii 3anucy 3ByKy 6ynu akTyasb-
HAMW Ta PO3BUBANUCS MPOTAroM Yciel
icTopil KiHemaTorpada, a TexHonorii
MOHTaXxy aygiomMaTepianiB € BUTBOPOM
cyyacHol KiHoiHaycTpii Ta 3aWmMarTb
NpoBigHy posib. Tak, cydacHi inbmm xa-
paKTepu3yTbCsl BUKOPUCTAHHAM TeX-
Hosoril uMppoBUX ONTUYHUX HOHOrpaMm.
Takui BuA 3ByKosanucy BGyno ocTaTou-
HO cdopMoBaHO Ha novaTtky 90-x pokiB
XX cT., a NpoBiAHUMU CTaHgapTaMu Liel
TexHororii € SDDS Ta Dolby Digital. CyTb
LbOro MeTofy Mossirae B TOMY, LLLO AOro
BUKOPUCTaHHA [ae 3MOry rnoegHyBaTu
JeKinbka 3ByKOBUX KaHaniB B €QuHy ¢o-
Horpamy (Wright, 2013, p.91).

To6To y monepefHi enoxu npouec 06-
po6kK 3BYKY MaB BUIMSH OKPEMOro 3a-
nucy 3 MikpodoHiB Ha NAiBKY Ta 3anucy
iHLWMX 3BYKOBUX echeKTiB Ha iHLLI NiBKY,
y pesynbTaTi Yoro BCi BOHM MpaLoBanu
napasnesibHo Mifg yac nokasy dinbmy. Bu-
KOPWUCTaHHSI CyyYacHMX TexHOJIorin pfae
3MOry MoeaHyBaTW pi3Hi 3BYKOBi 3anu-
cuv B LinicHy dooHorpamy, 3aBAsikn YoMy
BiATBOpPeHHA aygioedekTiB nig yac ge-
MOHCTpaL,ii € HabaraTo sKiCHILIKM.

OKpiM LbOro, MOHTaX LMdPOBUX OnN-
TUYHUX poHorpam € HabaraTo nerwvm
Ta SAKICHILWMM, SIK MOPIBHATM 3 none-
penHbOI TEXHOJIOTIELD, Yepes L0 MOXHa
neruie CTBOPHOBATU HeLiereTUYHI 3ByKO-
Bi enleMeHTU. TakoX 3aBASKU BUKOPUC-
TaHHIO TaKOoi TEXHOJOTIT MOXHa neriie Ta
AKICHILLEe BTiNHOBATU PisHi BUAM B3aEMO-
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Lil My3uKK 3 BisyasibHUM 300paXKeHHSM.
LLlono My3uku, To if BIMB y chopMyBaH-
Hi 3BYKO30pOoBOro o6pasy € B3aeMoO-
noB'A3aHMM i3 MOCTaAHOBKOK JeKopa-
Ui, OCKiNIbKK BrMBae Ha dOpMyBaHHS
aTMocdepu. AKLLO iNbM € iICTOPUYHUM
i pexucep-noCTaHOBHUK 3MIlr MaKcu-
MasibHO TOYHO Bifo6GpasnTn nobyT, TO
HeoOxigHO nigibpaTn MysuKy, sika 6 ne-
penaBana atMocdbepy TUX Yacis.

MpoBigHi KiHOKOMNAaHIT Nig Yac 3MOMoK
dinbMy BUKOPUCTOBYHOTH 06MaBa MeTo-
Y 3anucy 3ByKy, TOMY 3BMYalHa cTepe-
ochoHorpamMa cTae HafiHUM 3anacHUM
BapiaHTOM Yy pasi 3600 LndpoBoi.

LLlopo »aHpy dinbMy, TO [OKYMEH-
TanbHi CTPIYKM Cif 3HIMATU BUKJITHOYHO
3 BUKOPUCTAHHSAIM 3amnucy XuBOro 3ByKY,
B IKOMY TaKoX 6yAyTb NMPUCYTHI CTOPOH-
Hi WyMW, 3aBASIKA IKUM MOXHa BiguyTu
BCi efleMeHTH nobyTy. OKpiM uboro, nig
Yyac MOHTaXy [OKYMeHTaslbHoro cinbmy
HeobXiAHO BUKOPUCTOBYBATU BUKITHOYHO
napanesbHUN BUA 3BYKOBMX edpekTiB.
HaTomicTb nig 4Yac 3MOMOK XY[O0XHbO-
ro cbinbMy BaXJIMBO aKLeHTyBaTU nuLle
Ha NeBHUX acrnekTax (emoLii nepcoHaxis,
npubyTTSA NOTAry TOLLO) Ta 3anucyBaTu
HaNrosIoBHiLWi 3BYKOBI efleMeHTU. Takox
OJ151 NiACUNEHHS BPaXeHHSA rMagadiB Bif
nepernagy abo HagaHHA HOBOro 3MiCTy
CLIeHI MOXHa BMKOPUCTOBYBATU KOHTpa-
MYHKTHWIN BUA, 3BYKY.

[HWOM CcyyacHOK TexHOoOorie, fika
3[IMCHIOE BaX/UBY pPOJIb Y CTBOPEHHI
3BYKOBOro o6pasy difibMy, € BUKOPU-
cTaHHs umdpoBoro ekBanansepa. Llen
MPUCTPIA [ae 3MOry KoperyBaTu Crek-
TpasbHi BNAacTUMBOCTI aKyCTUYHUX MaTe-
pianie, 3aBAAKM YOMY B NPOLLECi MOHTaXy
MOXHa 3pobuTK NOoTPiGHUIA ans dinbmy
3BYK (Leembruggen, 2020, p.455).

YacTo TpannsitoTbCa cuTyauii, Konm Bax-
KO 3anucaTu MEeBHUWA 3BYK, Hanpuknag,
XPYCT CHiry Bif, KpokiB ntoanHu abo 6pas-
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KaHHsA 36poi akTopa nig 4yac 6iry. fAkwo
nOoeTbcsl Npo 3MOMKY aHTaCTUYHMX
hiNbMiIB, y KMX 306paxeHO HepeasbHUX
00'eKTiB, TO B3arasi HEMOXJIMBO 3anucaTty
TaKWi 3BYK, Hanpuknag, xogy daHTacTuy-
HMX 3BipiB UM pUK AMHO3aBpa. 3 ornsny
Ha Ue Yy Apyrin nonoBuHi XX cT. cdopmy-
Banacb Taka npodecisi, ik dponi-apTucrT.
HasBa Takoi ranysi fissnbHoCTi MOXoAuTb
Bif Tl 3acHoBHWMKa [xeka doni. CyTb doni
nonsirae B 3anuci creuudiyHmx 3BYyKiB
NS MOCWUIIEHHS CMPUAHATTA Bi3yaslbHOI
KapTuHKKW. Hanpuknag, wob BigTBOPUTH
3BYK Momaxy Kpun ntepogakTtuns, coni-
apTUCT 3anucye 3BYK BIiAKPUTTA Mapa-
COJIbKW. 3BYKM MOXHa 3anucatu nif yac
nepeMillyBaHHsi BOAM Y BaHHi. Lle nuwe
Aekinbka npuknagis doni. IXHA KinbkicTb
MOXe OyTU HEeCKiHYEHHOI, OCKiNlbKU Ba-
piaHTM 3anexaTb Juvwe Big daHTasii
doni-apTucTa, AKka Moxe 6yTM Beamex-
Hoto (Cunningham, 2022, p.117). MeToto
LUbOro BWUAY RiANBHOCTI € Nuwe ofHe —
chopMyBaHHA MaKCUMasibHO TOYHOrO 3BY-
KOBOro BifoOpaxeHHs Bi3yaslbHOro 3006-
paXKeHHs. 3a3BMUYall Lie 3aCTOCOBYETHCS
3a[/11 CTBOPEHHS [iereTUYHMX 3BYKIB.

OkpiM niaroToBYoro etany Ta npowecy
31oMoK hinbMy, Ha hOpMyBaHHSI 3BY-
KOBOro o6pasy inbmy BniMBae cno-
ci6 noro nopaui. MpeTtbes npo cucTe-
My 06'éMHOro 3BYKY, CYyTb SIKOT nonsirae
y BigTBOpPeHHi uudpoBoi doHorpamu
Ha KOJIOHKax, fiKi pO3MilleHO Mo Kony
Bif rnagava. 3aBAsfKM LbOMY JoAMHA
MoXe [ocsArtu edekTy MakcuMasbHO-
ro NPOHWKHEHHS B aTMocdepy inbmy.
Lle cTocyeTbcs TOro, 3BifKW MOXOAUTH
3BYK, Hanpuknag, siKWwo TUrp aTakye ak-
TOpa 3 NpaBoi YaCcTWHU KaZpy, TO 3BYK
oyne nTu nuwe 3 npasoro 6oky (Tamer
and Barkin, 2022, p.57). Cnig, po3ymiTy,
O eTan geMoHcTpauii diflbMy € Takum
Xe BaXJIMBUM, fIK i eTanuy niAroToBKU A0
31OMKM Ta nigbopy anapaTtypu.
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BigyanbHuii acrieKT € OfOHUM 3 ene-
MEHTIB 3BYKO30pOBOro obpasy dinbmy,
a cnocobu oro CTBOPEHHS PO3BUBAIUCH
npoTsroM Yyciei ictopii KiHemaTtorpada.
Ha noyaTkoBoMy eTani inbmMu Manu
BUMNAL 3anucy Ha Kamepy MeBHUX XMUT-
TEBUX MOAIN. 3rofgoM MancTpu mnovanu
06'eiHyBaTK pisHi Kagapw, Yy pesynbTarTi
4yoro cTano MOXJIMBUM [OEeMOHCTpyBa-
TW UinicHi icTopil. ¥ 20-X pokax MWHy-
NIoro cTopiyya nouvMHae cpopmMyBaTuCS
Taka ranysb [HiSNIbHOCTI, AK KiHOIHAY-
CTpifi, CyTb SIKOI nonsrna y BUPOOHU-
UTBI creuiasibHUX OeKopauin i maTepia-
niB ONa cTBOpPeHHs cneuedekTiB y KiHO.
Ockinbkn poboTa 3i CTBOPEHHSI 30pO-
Boro obpasy He € MpPOCTOl, TO Y LW
cchepi icHye HU3Ka npodbecii: pexucep-
NMocTaHOBHMK, KiHoonepaTop i KiHoMexa-
Hik (Gray, 2010, p.103).

Ha etani siomku dinbMy BaximBo
NMPOBECTU ['PYHTOBHY MNiAroToBYy poO-
60Ty ONA CTBOPEHHS SIKICHOrO Bisyany.
Pexucepy-nocTaHOBHUKY HeobXiHO pe-
TeNbHO MNpoaHanisyBaTu CcroXeT i nigi-
O6paTu npaBuibHI gekopauil fo dinbmy.
Hanpuknag, aKkwo croxeT KIHOCTPiYKu
CTOCYETbCSl ICTOPUYHOI TeMaTuKK, TO
ONna BU3HauyeHHS nobyTy Ta 3BMYaIB TO-
OiWHbOro cycninbcTBa HeobXxigHO cniBn-
pautoBaTy 3 BUEHUMU, AKi [OCTIOXKYOTh
nepios, NPoAEMOHCTPOBaHUI Yy inbMi.
Lle HeobxigHO 3pobuTK, WO6 BigibpaTy
npaBwWNbHI gekopauil oasi 3MOMOK i Tou-
Ho Bigo6pa3nTy NobyT y Kagpi. AKLo
diNbM He cToCyeTbCsl iICTOPUYHOT TeMa-
TUKW, TO CLUeHapucTam MoTpi6HO npo-
ABUTW TBOPYICTb Y CTBOPEHHI feKopaLiit.
3okpema, nig vac nigrotoBku dinbmy
B XaHpi deHTe3i HeobxigHO nigibpatu
Taki peyi gekopy, SiKi 3MOXYTb CTBOPMU-
TM aTMocdpepy YapiBHocTi B kagpi (Gray,
2010, pp.58-60).

KiHoonepaTopy cnif o3HaWoMuTucs
3 MicLleM 3MIOMKWU Ta BU3HAUUTU paKyp-
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cu, 3 AkMx Byne NpoxoauTH 3anuc Bifeo.
Takox BaXJIMBO HanawTyBaTWU CBITJIOBI
ecbekTH: NpubpaTn 3aMBi gXxepena CBiT-
na (3aKkpuTu BiKHa, BUMKHYTU 3aliBi npu-
CTpOi) Ta BM3HAuMTK, Oe Chnif poscTa-
BUTK npodpeciviHi nixTapi (Cowan, 2019,
p.50).

KomaHpa onepaTtopiB Mae 3abesneumn-
TW NepecyBaHHs KaMepu Nifi Yac 3MOMKM.
3 UMM MOB'A3@aHUI iHLLIUA acMneKT CTBO-
peHHs1 30poBoro obpasy, ToMy HeobXigHO
3abesneyyBaTn fAKicHUM dokyc 306pa-
XEHHA Nif Yyac 3MOMKM PYyXOMUX CLEeH
(Cowan, 2019, p.59).

Ha eTtani o6pobku BisyanbHoro 3obpa-
XEHHS1 cyyacHi TeXHOMOoril faTb 3Mory
BUKOPUCTOBYBATW BENNKUIA HABIp iHCTpPY-
MeHTIB. O0HMM i3 TaKuUX eJleMeHTIB € 3a-
CTOCYBaHHsSI KonbopoBux dinbTpiB. Ha-
npuknag, sIKWo KiHO Mae [enpecuBHUiA
XapakTep, TO BaX/IMBUM CTa€ 3aTEMHEH-
Hs1 306paxeHHs B ifibMi. TakoX Y LLbOMY
KOHTEKCTI iCHYIOTb NEBHi KJlille, Hanpu-
knag, Mekcuka y ronniByacbkux dinb-
Max 3aBX[W [EMOHCTPYETbCS 3 BUKO-
PUCTaHHAM XOBTOro QiNbTpy, WO CTBO-
ptoe aTMocdepy uiei kpaitm (Lin et al.,
2009, p.184).

CyvacHi TexHosorii BifirpaloTb 3HauYHy
ponb y CTBOPEHHI 30poBoro o6pasy disb-
My. CGIl € abpeBiaTypoto, ika BUKOPUCTO-
BYETbCA /1S MO3HAYeHHA 300paXxeHb,
CTBOpEHUX KoMn'toTepoM. Lisi TexHonoris
BMKOPWUCTOBYETbLCA [JI1 CTBOPEHHSA Mi-
iyHMX | BMragaHux nepcoHaxiB uepes
3aKpinneHHss [aTuMKiB Ha Tini akTopiB
i noganbLuol KoMN'toTepHOT 06POBKM LMX
Matepianie (Pusparasi and wan Mahmud,
2019, pp.29-30). Y Takui cnoci6 6yno
CTBOPEHO TaKWX MepcoHaxiB, AK [lemBi
LxoHc i3 dinbmy «Mipatn Kapnbebkoro
Mopsa» Ta BonaH ge MopT, skun € npeg-
cTaBHMKOM chpaHwwman «Fappi MotTepa».

TakoXx KOMM'toTepHi cneuedekTn Bu-
KOPWUCTOBYIOTbCA Mif, 4Yac CTBOPEHHSA
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3aranbHUX Mogin, ski BigbyBatoTbCcA Ha
ekpaHi. [Mpouec 3MOMKM NagiHHA NiTaka
B peanbHOCTi € JyXe LOpOruM, cknaf-
HUM | He6e3MeYHUM, TOMY MOXHA 3HSTU
neBHi MaTepianu B CTyAil, a 3aBASAKN BU-
KOPUCTaHHIO CyYaCcHUX TEXHOJIOTIN CTBO-
pUTU BpaXKeHHs1 peasnbHOi KaTacTpodu
(Hanzl, 2019, pp.31-32).

CyvacHi cnocobu [pgemMoHcTpauii Bi3y-
anbHoro cknagHuka chinbMiB TakoX BW-
Pi3HSIOTLCA BUCOKUM PiBHEM PO3BUTKY
TexHosorin. Cy4yacHi mpucTpoi xapakTe-
pU3YIOTbCS BMCOKOK PO3[iNIbHOK 34aT-
HICTIO eKpaHa, sKi B YUCIIOBOMY 3HAYEHHI
[OPIBHIOKOTb YOTUPLOM TUCAYAM MiKCENIB
(4K). 3aBOsKM BUKOPUCTAHHIO L€l Tex-
HOJOriT MOXHa [eMOHcTpyBaTu 306pa-
XEHHS BMCOKOI AIKOCTi, HA IKOMY BUOHO
HalmeHwi petani (Hanzl, 2019, p.46).

OTXe, Ha KOXHOMY eTani CTBOPEHHS
Ta [AeMoHcTpauil dinbMiB BUKOPUCTO-
BYIOTbCS CXOXi Ta B3aEMOMNOB'sI3aHi
METOAN CTBOPEHHSI 3BYKO30pPOBOro 006-
pasy KiHo. Ha nigroTtoBuin ctagii BapTo
LleTanbHO MpoaHaniayBaTu 3HiMasibHUiA
MaraHuuK, 1Wob BU3HAUNTYM Kpalle pos-
TalyBaHHA anapaTypu. Baxnuso, w06
npunagyM He 3aBaxanu OOUH OJHOMY,
TOMYy onepaTopaM i 3ByKoomnepaTopam
cnip, criBnpautoBaT ANl BU3HAYeHHS
LUMX acnekTiB. Y npoueci 3MOMKNU Heob-
XigHO 3abe3neynTn pPyxXSMBICTb IHCTPY-
MeHTIB, W06, 3 ogHoro 60Ky, 3anncyBaTtu
OLHOPIOAHWUIA YMCTUM 3BYK, @ 3 iHWOro —
TpuMaTu akTopiB y dhokyci kamepu. Cnig
3abesneynTy, W06 Kamepa Ta MiKpodoH
pyxanucb ofHo4yacHo. Ha eTani MoHTa-
Xy Heob6XigHO BUKOPUCTOBYBATM CyYacHi
TexHosorii 06pobKK Ta CTBOPEHHS 3BYKY,
30kpeMa umdpoBi doHorpamu Ta doni,
a TaKoX TeXHOJOriT Ansi BTISIEHHS PiSHUX
BisyanbHux edekTiB, TakKi K cneuedek-
TV Ta KoMn'toTepHa rpadiika. Ha ubomy
eTani BigbyBaeTbCs CTBOPEHHSI B3AEMO-
LIl 3BYKOBUX i 30poBMX edeKTiB, TOMy
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BaXJIMBO 3BEpPTaTU yBary Ha Taki acnek-
TW, AIK XaHp KiHO Ta Teopito 3BYKY, 00
3pobuTM U B3aAEMOAiII0 MakKcuMMalb-
HO fKicHOW. Y npoueci geMoHcTpauii
dinbMy cydyacHi TexHonorii gaoTb 3Mo-
ry cTBoptoBaTU edpekT 06'eMHOro 3ByKYy
Ta NMokasyBaTu MakKCUMasbHO fIKiCHE Ta
neTtanizoBaHe 4K 306paxeHHs], 3aBAsAKU
YOMY MOXHA MOCUJIUTU BPAXEHHS [Nsi-
[laya Bif, nepernagy.

Big mMoyaTKy BWHWKHEHHSI 3BYKOBMWX
dinbMiB Taka ranysb KiHemaTtorpada,
AK popMyBaHHsA 3BYKOBOro obpasy KiHo
po3BMBanacb [OBOJi aKTUBHO. 3 ornsgy
Ha Ue iCHye 3HayHa KiNbKiCTb pi3HOMa-
HITHUX MNOrNAAIB Ha Lie MUTaHHA.

BuyeHi |. Pokiwyk Ta 0. KanawuHikos (2019,
c.186) y cBOeMy [OOCHiOXEHHI BuMBYa-
N TeMy BUKOPUCTAHHS ekBasaiisepa
B KOHTEKCTi CTBOPEHHS 3BYKO30pOBO-
ro obpasy cinbmy. ABTopaM Bpanocb
PO3rAsiHYTU BENUKY KiflbKiCTb acnekTiB
LbOro MUTaHHS, BUBYMTU BCi BigOMI Cy-
yacHi BUOU ekBanansepiB Ta iXHO posib
y CTBOpPEHHi aypiomaTepianis gns dinb-
MiB. Y pesynbTaTi NpoBeAeHHS LbOro
LOCNIO)XEHHS1 aBTOpW [iALAM BUCHOB-
Ky, WO HaWroNIOBHilly POjib Y CTBOPEH-
Hi 3ByKOBOro obpasy B KiHemaTorpadi
Biflirpae BMiHHS 3ByKopexucepa npa-
utoBatM 3 ekBanamnsepom. [lpoTe us
OYyMKa € XMBHOH0, OCKiNbKK, K yxe Byno
PO3rAsiHYTO Yy LA cTaTTi, 3anuc aygio
€ [OBOJi CKMafHUM MpOLLECOM, L0 OXO-
NJe BENUKY KiNbKIiCTb acnekTiB, AKUX
HeobXigHO [OTpMMyBaTUCh. 3BWYaliHO,
BMiHHSI BMKOPWCTOBYBaTU ekBasaisep
Bifirpae BaXx/iMBYy posb y LibOMY NPOLLEC,
npoTe AKLLO Mifg Yyac 3MoMOK He Byno go-
TPUMaHO NpaBws IKICHOTO 3anucy 3ByKY,
TO BMIiHHSI 3ByKOpeXucepa BUKOPUCTO-
BYBaTW 3rafaHuil iHCTPYMEHT HisiK He
3MOXe BUMPaBUTK L0 CUTYaLLiO.

Ak Bxe Oyno sragaHo BULLE, 3BYKOBI
ecbekT B KiHemaTorpaddi BigirparoTb

PasaHueB, 1, leBliakos, B. Cy4acHi TEXHONOr T OpMYBaHHS
3BYKOB0POBOIr0 06pasy MifbMy: aCneKT1 B3aeMOAIl
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BaXJ/IMBY poJib Y hOpMyBaHHI 3arasbHo-
ro obpasy Ta CNpUNAHATTS TOTO UM IHLIOIO
dinbMy. Takoi X AYMKW LOTPUMYETbLCS
B. BitTinrton (Whittington, 2007, pp.231-
232), KU y CBOEMY I'PYHTOBHOMY [0-
CNif)KeHHi BMBYaB iCTOPIilO Ta Cy4yacHUM
CTaH PO3BMUTKY TEXHOJIOTi CTBOPEHHS
3BYKO30poBOro o6pasy y KiHO. ABTO-
py BOanocb JeTanbHO MpoaHanisyBa-
TV BEJIKY KiJIbKICTb [OXepen i 3pobuTu
BaXJIMBi BUCHOBKM. [poTe BapTO He Mno-
roguTucb 3 ogHieto 3 noro Tes. Jocnia-
HUK CTBEPAXYE, LLO 3BYKOBUM CYMNpOBIf
Oyab-aKoro inbMy € 1horo HamBaxsu-
BilLMM efleMeHTOM. Ane e He 30BCiM
BipHo. Hacamnepepn cnig 3ragatu Te,
wo 6yno ckasaHo BuLLE, a caMe, WO Bi-
3yan B KiHO MOXe iCHyBaTW CaMOCTIlHO,
a aymiocynpoBif 3aBXAau 3aexuTb Bif
TOro, L0 MOKa3aHo Ha eKpaHi. 3ByKoBa
YyacTMHa € BaXJIMBUM CKJIafLHUKOM KiHO-
MUCTELTBa, MPOTe He BapTO CWUJILHO ige-
anisyBaTu il Ta 3BOANTU B abBCOSIOT.

M. Ko6enb (Kobel, 2007, pp.58-60) npu-
CBATUB CBOK KHUTY BUBYEHHIO TaKo-
ro ¢eHOMeHy CBITOBOI KynbTypW, £iK
HiMe KiHO. ABTOpP 3Mir MOBHOK MipOtO
BM3HAUUTU KJIHOYOBI €NleMeHTU 3a3Ha-
YyeHux cbinbMiB Ta TxHi ocobnmBocTi. Ta-
KOX [OOCNIOHUK PO3KPUB, AK HiMe KiHO
po3BMBanochb napasesibHO 3i 3ByKOBUM
i MpoaHanisyBaB MOro CTaHOBWLLE Y CbO-
rogeHHi. MNpoTe cnig He moroaAMTUChH i3
nornsgamMmu LUboro pocnigHuka. Po3-
rnAfatouM ocob/IMBOCTI 3MOMKMU HIMUX
dinbmiB, M. Kobenb roBopuTh Npo Te, W0
aKTOpMW MOBUHHI ByTU AyXe MancTepHu-
MU, W06 nepenaty BCi eMouii Ta MoYyTTs
CBOIX nepcoHaxiB 6e3 cnie. 3 ornagy Ha
Le aBTOpP FOBOPUTb, L0 BUKJIKOYHO HiMi
dinbMn MaroTb KYNbTYPHY LiHHICTb, Ha
BiAMIHY Bif 3BYKOBMX. Cnig po3ymiTy,
Lo Taka AyMKa € [0BOJIi pafuKanbHO
Ta XMOHOK, OCKINbKWM MPOLEC CTBOPEH-
HS1 3BYKOBOIO KiHO TaKO0X He € MPOCTOH
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cnpaBolo Ta noTpebye Heabuskoi Mu-
TelbKol MaWCTepHOCTI pexucepa W ak-
TopIB.

0. BaTtaHapTtipaH (Vatanartiran, 2021,
p.181) y cBOil cTaTTi 3BepHYB yBary Ha
BaX/IMBe Ta aKTyasibHe MUTaHHS CbOro-
[eHHA: Ha nNpobnemMy TOro, K NaHAeMis
XBOpOOM, CrpuUYMHEHa KOPOHaBipyCOM,
BM/IMHYNA Ha MpoLec CTBOPEHHA inb-
MiB, 30KpeMa Ha CTBOPEHHS 3BYKOBUX
enemeHTiB. ABTOp [OCHIAMB TEXHOOTII,
AKi ICHYIOTb Yy Cy4yaCcHOMYy CBITI, Ta Aii-
LLIOB BUCHOBKY, LLLO Cy4acHi iIHCTPYMEHTH
JaloTb 3MOry npautoBaTu B ranysi 3By-
KOMOHTaXy Ha BifcTaHi. HaykoBeLb fo-
TPUMYETbCA TiET OYMKM, LLO CTBOPEHHSA
3BYKOBOro o6pasy cifibMy He € edpek-
TUBHMM, KONM BCi MpauiBHUKM BedyTb
poboTy pgucTaHuiiHo. O.BaTaHapTipaH
(Vatanartiran, 2021) Haronowye Ha Bax-
JIMBOCTI ToOro, wWo6 BcA KoMaHpga, fAka
npautoe Hafg CTBOPEHHAM ayfiomatepia-
niB, 3Haxoaunacb B OfHIN CTyAil, OCKiNb-
KW Takui BapiaHT B3aeMogii € B pasu
ehbeKTUBHIWNM 3a AUCTaHUINHUIA dop-
MaT poboTu.

Ox. Kim (Kim, 2022, p.99) 3aiimaBcs Bu-
BYEHHSIM TEMU BUKOPUCTaHHA TEXHOJIO-
riil cTBOpeHHA Komn'toTepHoro 3o6pa-
XEHHS1 Ta BisyanbHuX edeKTiB 3arasiom
Ha NpuKnagi Kopencbkux dinbmis. Y pe-
3ynbTaTi MPOBEAEHHSI CBOr0 L,0CHIAXEH-
HS aBTOpPY BOANOCH OiATH BUCHOBKIB, SIKi
CTOCYIOTbCA TEMW BUKOPUCTAHHS LMX
TexHonorin. BapTo morogutuce 3 Aym-
KaMu aBTopa Mpo Te, WO BUKOPUCTaH-
HSl TakMX TEXHOJIOTi € nepcrnekTUBHUM
y ManbyTHbOMY, 30KpeMa B KOHTEKCTi
CTBOpPEHHSA PiNbMIB Ha iCTOPUYHY TeMa-
TUKY, OCKiflbKY BidyasibHi eheKkTu faroTb
3MOry MOBHOK Mipoto 306pa3nTu nogil
MUHYJIOrO.

JocnigxeHHAM  cyyacHoro KiHema-
Torpacpa 3aliManucsi KUTaWCbKi BYeHi
Ox. Axr Ta M. Ixxanr (Yang and Zhang,

Riazantsey, L, Lievshakov, V. Modern Technologies For Forming
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2017, p.119). Y cBoiiA cTaTTi aBTopy BU- Oyade BigpaneHnm. BukopucTaHHA Ta-
BYaNIM TeMy pefaryBaHHSl BMCOKOSIKIC- KoOro crocofy 3anucy 3ByKy Moxe OyTu
HUX cydacHux inbMiB 3 po3fifibHO  ePeKTUBHMM NULLE y pasi 3UOMKMK B Ma-
3paTHicTio 4K. HaykoBLi CTBEpOXYIOTb, JIEHbKOMY NPUMILLEHHI. HaToMICTb SIKLL,0
LLLO CTBOPEHHS HACTINbKKU AKICHUX (iflb- iNbM 3HIMalOTb Ha BiAKPUTIN MicLeBo-
MiB noTpebye BUKOPUCTAHHA MOTYX- CTi, TO BUKOPUCTAHHS CTaTUYHUX MIKPO-
HUX TEeXHOMorih y npoueci 06pobkn Ta OHIB B3arasi He € MOXJIMBUM.
peparyBaHHA. 30KpeMa, Le cTocyeTb-  [locnifkeHHs Takoi ranysi 3Byko3anu-
csi 06pobkun aygpioedekTiB. Ox. Hr Ta cy, sk doni cTae NonynsipHUM 3 ornsay
M. OxaHr (Yang and Zhang, 2017, p.120) Ha CcBO€ MOLUMPEHHA cepef 3BYyKope-
HaronowyrTb Ha HeobXxigHoCTi BUKOpU- xucepiB. . ModdapT, P. Cendiox Tta
cTaHHA TexHonoril ACC, aka nepenba- [x. [. Peiic (Moffat, Selfridge and Reiss,
Yyae KOMIJIEKCHe KofyBaHHSA 3BYyky Ta 2019, pp.280-283) suB4anu temy dori
3MEHLUEHHS 3alMBUX WYyMIB. JloCniAHUKM Ta Te, Ky POfb Bifjirpae Takui BUJ CTBO-
HarosIoWyTb Ha TOMY, L0 KOMIMJIEKCHE  PEeHHs1 3BYKOBUX edeKTiB y CyvyacHOMY
BUKOPUCTAHHA ULMEPOBUX TexHosorin  KiHemaTtorpadpi. ABToOpU 3MOrM MaKcu-
€ 03HaKol KiHeMaTorpada ManWbyTHbO- MaJsbHO LUMPOKO AOCHIAUTY L0 TEMY, 30-
ro. Cnig noroguMtucb 3 Liel0 OYMKOH, Kpema po3rfisiHy/M 0co6NMBOCTI CTaHOB-
OCKIiJIbKM BUKOPUCTAHHS CydaCHUX Tex- JIEHHA i€l ranysi Ta KpeaTuBHI nigxonm,
HOJOri [Jae 3MOory 3AINCHUTU SIKICHUMA  SIKi ICHYIOTb HUHI. BapTo noroguTtuch i3
3anuc aypgio- Ta BigeomaTtepianiB i mocu- [OyMKOK aBTOpa, Wo ecdekTn dooni, cTBO-
JIMTU BpaXeHHs Big nepernsgy inbMy peHi Ans [OeMOHCTpauil peanicTUYHUX
y rnspadvie. 3BYKIB, € AKICHILUMMM, HiXX 3anuc BnacHe
MuTaHHsa 3anucy 3ByKYy B MpoLLeCi 3MOM-  LiMX 3BYKIB MifJ Yac 3MOMKM, afxe 3aBAs-
Ku 6yno akTyaslbHVMM B YCi Yacu Ta 3aiM- KW BUKOPUCTAHHIO Cy4YaCHUX TEXHOJOTi
LIAETbCS TaKMM i foTenep, TOMY BUBYEH- MOXHA NiACUANTY BpaxeHHs Big dinbmy.
HAM uiel npobnemu 3aWmanocb H6arato  3aranom cnif ckasaTy, Wo Ha dopMy-
BYeHux. M. Mic, C.Hereni Ta K.CnpiHkn BaHHSA 3BYKO30poBOro o6pasy dinbmy
(Peace, Nageli and Sprinkle, 2018) y cBo- BRMBae BenMKa KifbKiCTb Pi3HOMaHIT-
¥ cTaTTi BUMKNanU AyMKW LLOAO MOPiB- HUX YMHHMKIB. BapTo posymiTy, wo Te-
HSAAHHA Pi3HMX BUAIB MiKpodhoHa. ABTopyM  opist 3BYKY B KiHemaTorpaddi € foBosi
CTBEPAXYIOThb, WO AeKiflbka CTaTUYHUX CKJIa[HOK, MPOTe BaroMoK YacTUHOH
MiKpOodhOHIB € e(eKTUBHILLMMN B KOH- TBOPEHHS KiHO. OKpiM LbOro, Ha cyvac-
TEKCTi 3anucy 3BYKY, HX OOMH PYXJIMBUIA. HOMY eTani icHye 6araTo pi3HOpigHMX
BapTo He norogMTUCh 3 L€ OYMKOK. METOLIB CTBOPEHHS 3BYKOBUX edekTiB
Mo-nepwe, cyvacHi MikpocoHu pyxe y cinbmax. Takox BaxIuBMM Ofisi 3BY-
Nerki Ta 3pyyHi y BUKOPUCTaHHI, 3aBAsA- KoBoro obpasy € crnocib gemMoHcTpauii
KM YOMY Yy crieuianicTiB He BUHUKAE MPO-  KiHO.
6neM nifg yac po6oTun 3 HUMU. MNo-apyre,
BUKOPUCTAHHA PYXJIMBOTO iHCTpPyMeHTa BucHoBKHM
Jae 3Mory 3pobuTu 3anuc 3BYKY piBHO-
MipHUM | 4iTkuM. CTaTW4Hi Mikpodo- Y pesynbTaTi NpoBeAeHHS OOCHigXeH-
HA MOXYTb 3anucyBaTW Tipllie, SIKWO Hs 6yno po3rnsHyTO Ta NpoaHani3oBaHo
y npoueci 3MOMKU aKTop BifiAAae B iHWY CydYacHi MeTOoAu CTBOPEHHS 3BYKO30-
YacTUHY KiMHaTW Ta, BiAMoOBIgHO, 3ByK poBoro obpasy cisibMy. 3'sicoBaHo, L0
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3BYKOBE KiHO pO3BMBanoOCb MPOTAroM
3HayHoOro nepiofdy vacy, a aygioedekTu
BiflirpatoTb CYTTEBY POJib Y CAPUAHSATTI
dinbMy rnsgayamu.

Y pesynbTaTi [OCHiOXEHHS npolecy
CTBOpPEHHSA KiHO 6yno BM3HAuyeHO B3ae-
MOMOB'A3aHi MeToM 3anucy 3BYKYy Ta
Bifeo:

— Ha eTanmi nigroToBKM 3ByKooOMepa-
Topam Tpeba poaTalwyBaTu anapaTtypy
TakK, Wwob MoxHa Oyno 3anucatu siKic-
HUMA 3BYK 6e3 3aiBuMX LWYMIB, a KiHOO-
nepatopaM Heo6XifHO HanawTyBaTu
cBiTNOBI edhekTM Ta BMOpaTM paKypcy,
3 AKux Byae BigbyBaTMCb 3anuc. Takox
pexucep-noCTaHOBHMK MOBWHEH Migro-
TyBaTU Ta po3TallyBaTu Aekopauir;

— Ha eTani 3anucy 3BykoorepaTopam
cnip pyxatv MikpodhoH Tak, Lwob BiH 6yB
Ha 0[IHaKOBIV BifCTaHi Bif akTopa, a KiHo-
onepatopamM HeobxigHo 36epiratv do-
KYC KamMepu Ha BaXJIMBUX €NlEMEHTAX;

— Ha eTani peparyBaHHs HeobXigHO BU-
KOpUCTOBYBaTM TakKi cy4yacHi crnocobtu
CTBOpEHHA 3BYKOBUX edekTiB, AK doni,
Ta 3acTocoByBaTW TexHosorito uudpo-
BuUx dooHorpam. [1ns 06pobku Bigeo cnif
3acTocoBYBaTU Bi3dyanbHi edekTn Ta
KOMM'toTepHY rpadiky;

— Ha eTani gemMoHcTpauil dinbMy Bax-
NMBUM € 3aCTOCYBaHHA TEXHOJIOFiN

CMUCOK BIBJTIOrPA®IYHUX MOCUJTIAHD
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06'€eMHOro 3BYKY Ta MPUCTPOIB 3 BUCO-
KOO PO3[iNbHOK 3[aTHICTHO.

Y cTaTTi npoaHanisoBaHO TeXHOJOril,
AKi BUKOPUCTOBYIOTb Y KiHemaTorpadi
ana opMyBaHHS 3BYKO30pOBOro 06-
pa3y (knacuyHa onTuyHa choHOrpama,
Haposlerki pyxomMi MikpodoHu, umdposi
doHorpamu, ekBanamnsep, doni).

AHani3 dyHKUIN cy4acHUX TexXHOJOorin
i Teopii 3BYKy OaB 3MOry LOiNTU TakKux
BUCHOBKIB:

1. MiproToBYMi eTan 3MOMKU € BaXJU-
BUM L7191 3anucy AKiCHOro napanesibHoro
3BYKY.

2. TexHonoriin uudpoBux coHorpam
[alTb 3MOry BTiItOBaTKM pisHi BUAKN B3a-
emopii My3uku Ta 306paxeHHs], a TakoX
BUKOPUCTOBYBATU HefliereTUYHI 3BYKMU.

3. doni € BaX/IMBOI TEXHOJOTIEH
CTBOPEHHS HeJliereTMYHNX 3BYKIB.

Takox 3'scoBaHo, W0 Ha hopMyBaHHSA
3BYKO30pPOBOro 06pa3y BrJIMBAE XaHp
dinbmy.
3arasioM Tema CTBOPEHHS 3BYKO30pO-
Boro obpasy B KiHO € f0BOJIi CKNagHOLo,
OCKiNIbKM  OXOMJIK0E BEMUKY  KiNbKIiCTh
pisHOpigHUX enemeHTIB. OgHUM i3 Bax-
JIMBUX HanpaAMIB ManbyTHIX pobiT € Bu-
BYEHHS 0COONMBOCTEN BUKOPUCTAHHSA
HOBITHIX TeXHOJIOriN 3BYKO- Ta Bifgeo3a-
nucy.
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Abstract

The purpose of the article. The purpose of the article is to analyze modern technologies for creating
a film's sound and visual image and to reveal the core aspects of interaction in the process of creating
an audiovisual product, to analyze the theory of sound, to study the process of film creation, and to reveal
the methods used in cinema to form a film's sound and visual image. Research methodology. The study used
the methods of theoretical cognition, namely: analysis — to study the theory of sound and the process of
film creation; synthesis — to reflect the interaction between the main elements of the film's sound and
visual image; specification — to describe the periods that are crucial for the formation of the phenomenon
of “image" in cinema; comparison — to characterize past and present experience in the process of
forming the film's sound and visual image. Scientific novelty. For the first time, modern technologies for
creating the sound and visual image of a film are analyzed and the main aspects of interaction in the
formation of the phenomenon of “image” in cinema are revealed. The results of the study bring a new
perspective on the relationship between sound theory and methods of recording and processing. The
study focuses on modern sound and vision technologies, which are currently under-researched. Parallels
are also drawn between the past and present experience of the process of forming the sound and visual
image of a film. Conclusions. The role of sound and visual effects in films has been determined; the
theory of sound and its classification has been considered; the process of filming has been analyzed; the
most important aspects that should be paid attention to in order to record high-quality audio and video
materials during the preparation of the film set and during the filming process have been identified; the
interaction of the stages of forming the sound and visual image of a film in the context of using different
types of sounds has been traced; it has been found that the use of different types of sound effects and
visual elements depends on the genre of the film.
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Abstract

The purpose of the article is to analyze the peculiarities of animated
documentary films' production in the modern film process. It also aims to
investigate the specifics of the combination of real facts and events with
the animation of the storyline sequence in films, reveal modern animation
techniques and the specifics of their combination with footage, determine
their impact on the viewer, and identify the peculiarities of using storyboards
for organizational and filming processes. Research methodology. It consists
in applying of the following methods: theoretical-comparative — comparison
of foreign animation-documentary films of the last century with modern
ones; practical — disclosure of the peculiarities of work on "animadocs”
and plagiarism in author's and studio projects; analysis — the influence of
audiovisual means of expression on the audience's perception of animation
style, sound accompaniment, and counterpoint in animated documentary
cinema. Scientific novelty. For the first time the influence of stylistic features
of animated documentaries on the viewers' perception of the depicted
events has been analyzed, the importance of using storyboards during the
organizational and shooting process in Ukraine has been systematized,
the main aspects of working with film dramaturgy have been revealed and
the problems of using non-linear dramaturgy in animated films have been
considered, the differences in story presentation between feature films and
animated documentaries have been revealed. Conclusions. The peculiarities of
animated documentary film production in the modern film process have been
analyzed, the peculiarities of combining real facts and events with animation
of the sequence of storylines in films have been investigated, and modern
animation techniques and the peculiarities of their combination with film
frames have been revealed, the specifics of film production and their impact
on the viewer through audiovisual means of expression have been determined.
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Problem statement

In today's world, there are a lot of var-
ious events and tragedies that society
hears about from the news. They affect
the lives of unknown people, families, and
entire countries. People are used to the
fact that in the 21st century, everything
gets into the mass media through eyewit-
ness phone recordings or news reports
by journalists. Some events manage to
be filmed by documentary filmmakers
who had the opportunity to see with their
own eyes what happened on the Maidan,
forest fires in Australia, or, for example,
life in North Korea, which is closed from
the outside world. However, now, during
the war, it is impossible to capture the
objective reality of the captured Mariupol,
as well as the escape of a child from Af-
ghanistan, the event that took place in the
last century. To solve the problem with
the footage, the directors began to turn
to unusual techniques of film production,
which helped not only to solve the prob-
lem with the film image, but also to add
new meanings to the audiovisual work,
and to strengthen the previously laid idea.
A separate genre was formed, which was
given the name “animadoc”.

Present-day realities make this topic rel-
evant, so it is essential to understand what
animated documentary films, the pro-
cess of their creation, and the specifics of
combining filmed material with animation
stand for. Conducting such a study can
help aspiring directors or representatives
of the media sphere with the creation of
“animadoc”, or deepen knowledge in un-
derstanding the creation of animated films.
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Recent research
and publications analysis

Giuseppe Cristiano (2005; 2011) de-
scribed the theoretical basis of creating
storyboards, and their influence on the
organizational and shooting process in
film production.

The importance of using the storyboard
as a production document has been
highlighted by Fionnula Halligan (2015).

Journalist Bage Adams (2009) analyz-
ed the problems in the creation of docu-
mentary films that led to the appearance
of “animadocs", describing the process
of their creation and their impact on the
viewer.

Manuel Betancourt (2016) described
the main features of animated documen-
tary films using the example of the inter-
action of color and image stylization.

The combination of animation and doc-
umentary was highlighted by Bona Bones
(2015), defining their plane of interaction
between the fictional and the real.

Documentary cinema in contemporary
screen discourse was studied by |. Gavran
and M. Botvyn (2020).

The dramaturgical foundations of an-
imated films and their differences from
feature films are outlined in a collec-
tive work edited by John Canemaker
(1988).

The issue of staged reality in documen-
tary cinema was discussed by S.Hon-
charuk and O. Provorovskyi (2020).

Peculiarities of the implementation
specificity of the director's idea in the
screenwork were investigated by R. Shyr-
man and D. Syz (2020).
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Non-linear dramaturgy in animated
films and peculiarities in the work on it
was described by Liz Blaser (2019).

Storytelling and character creation in
Pixar films were analyzed by Gregory
Singer (2007). The study's purpose is to
analyze the production features of ani-
mated documentary films in the modern
filmmaking process and to examine the
mix of evident facts and events with the
animation of the sequence of storylines
in films. It aims to reveal modern anima-
tion techniques and the specifics of their
combination with footage, determine their
impact on the viewer, and investigate the
specifics of using the storyboard for the
organizational and shooting process.

The purpose of the article. The article
aims to analyze the process of creating
animated documentaries in modern film-
making. It will explore how real facts and
events are combined with animation to
create a sequence of storylines in films.
Additionally, it will uncover modern an-
imation techniques and how they are
used in combination with voice-over text
to impact the viewer. The article will also
identify the specific ways storyboards are
used in organizing and filming processes.

Main research material

The preparatory stage of any film is al-
ways a complex and time-consuming
process. It is essential not only to plan the
sequence of shooting scenes but also to
ensure that organizational processes do
not interfere with the work of other de-
partments. It is also crucial to understand
how much time is spent on organizational
and technical tasks. To simplify these pro-
cesses, the profession of storyboard artist
was created, which draws all the shooting
objects and camera angles long before
the start of the shooting process. Let's
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consider the specifics of the “storyboard
artist” profession and why it has become
a mandatory element of film production.
Giuseppe Cristiano (2011, p.10), a story-
board artist with more than twenty years
of experience, in his book Storyboard Art-
ist: A Guide to Freelancing in Film, TV, and
Advertising believes that "A storyboard
freelancer is one who is capable of re-
solving problems and finding solutions
while working on a script with other cre-
ative types such as art directors, copy-
writers, and movie directors. The story-
board profession entails much more than
just possessing the ability to draw". The
author emphasizes that storyboarders
must see the film through the director's
eyes and be able to correctly visualize his
ideas and the ideas of the entire creative
team, as well as see the problematic mo-
ments of the story and find ways to solve
them. Cristiano (2011, p.11) emphasizes:

“camera work would benefit from a well-

planned storyboard”. The director of pho-
tography relies primarily on storyboard-
ing in his work. Giuseppe Cristiano draws
attention to the fact that it is not enough
to be able to draw well. It is necessary to
have a good understanding of the tech-
nical process of film production, to know
the functions and duties of the director of
photography, and to be able to imagine
and visualize the scenery in which the
scenes of the film will be shot. The work of
the storyboard artist is perhaps the most
important in understanding what the final
work will be, “Screen International" Fion-
nuala Halligan (2015, p.11) in the book
The Art of Movie Storyboards: Visualising
the Action of the World’s Greatest Films
explains the importance of the story-
board as follows: "Apart from helping di-
rectors clarify what they want to achieve,
storyboards work across all departments
to allow the heads to conceive and devel-

Bezruchko, O., Sukhin, M. Animated Documentaries
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op what is required for everything from
camera and lighting set-ups to stunts,
prosthetics, CGl, and even set dressing".
Balanced organization of the shooting
process helps the creative team to save
time directly during the shooting of the
film and helps in the understanding of all
departments involved during the produc-
tion. Giuseppe Cristiano (2011, p.2) also
writes that "The storyboard provides the
director with the opportunity to fine-tune
a script before the shooting starts. This
is advantageous to any director for pre-
venting mistakes and wasted time".
Storyboarding also has the advantage
of helping producers budget for a film.
With its help, you can analyze the expens-
es for the needs of the picture, as well as
plan the time spent on filming. The sto-
ryboard also helps in choosing locations,
casting actors, using special effects, and,
undoubtedly, organizing the filming pro-
cess. It gives a full understanding of how
expensive a film can be to make.
However, the question of creating a doc-
umentary film without the possibility of
shooting certain material made many
filmmakers think. Journalist Beige Adams
(2009) in his article "When Documenta-
ries Get Graphic: Animation Meets Actu-
ality" writes about the inability of some
filmmakers to shoot old locations or, if
the story needs visualization, the inability
to capture events without which their film
will not have the characteristics of a docu-
mentary: "Faced with a deficit of materials
with which to reconstruct an event or il-
lustrate the written word, the trend among
documentarists has been to animate
a short sequence within a feature”. Some
authors could not afford to film the recon-
struction of events, either because of high
costs or because of dislike for artificially
reproduced events. That is why the direc-
tors used various animation techniques,
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such as drawn frames, puppet animation,
or the use of 3D techniques. This creative
decision helped, on the one hand, to de-
termine the uniqueness of the audiovisual
work, and on the other hand, it gave the
audience an understanding of the events
that took place, having a stronger impact
on the emotional state thanks to the un-
limited creative possibilities of the authors.

Bona Bones (2015, p.2) in the publi-
cation "The Uses and Functionality of
Animation in Documentary Filmmaking"
complements these ideas and notes that
“animated documentaries tend to have
half firmly planted in reality, while the oth-
er half exists in a far more malleable state
which allows for creative expression and
exploration...". Fictional elements can
exist with actual ones in the same space
and still be fact. This provides both a re-
production of reality and a critique of re-
ality at the same time.

In the animated documentary film Tow-
er (2016, directed by Keith Maitland), the
events took place in 1966. A sniper from
the 27th floor of the University of Texas
Tower opened fire on people below. The
events in the film are shown almost in
“real-time", and the animation compo-
nent helps the viewer to be directly in the
center of the events.

The author of the article “The Power of
Animation in Documentaries” Manuel
Betancourt (2016) draws attention to
a specific aspect of the work that helps it
look realistic: "The images are in grayscale,
with some color accents, rendered using
rotoscoping so that what we're watching
looks like an accurate (lifelike, even) fac-
simile of the events during that hot late
summer day ..". But, despite all the real-
ism, the author still maintains a certain
stylistic distance, so that the events and
the violent images caused by them do not
cause discomfort to the audience.
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Roman Shyrman (2008, p.289), recalling
the work on his documentary film about
Sergei Parajanov "The Dangerously Free
Man" in the book The Alchemy of Direct-
ing, indicates why he decided to add
animated inserts to the film: "Animated
stories appeared in the film with a certain
periodicity, giving it a peculiar rhythm
and style". That is, in this example, we
see that animation can exist together
with archival footage, acting as a kind of
separation of parts of films.

An integral component of any audio-
visual work is sound. Sound accompani-
ment seems familiar now, which should be
present in every film or cartoon. However,
in 1928, when Walt Disney released Steam-
boat Willie with the first usage of synchro-
nized sound technology, it seemed incred-
ible and innovative. Giannalberto Bendazzi
(2020, p.206) in his book The World History
of Animation. Book One: From the Beginning
to the Golden Age, which describes the path
of creation of animated films, points to the
imperfection of the film itself: “Superficial
in the portrayal of the personality of the
character, the lack of a dramatic climax,
a weak ending — in all respects a model
of mediocrity”. However, it was thanks to
the advent of synchronized sound that
Steamboat Willie was able to go down in
history as a groundbreaking film and top
the list of box office receipts in theaters at
the time. People were in awe of Walt Dis-
ney's use of sound. As the steamer moves,
we hear a locomotive pulling a heavy load.
When Mickey hits the cow's teeth, a xylo-
phone sounds, and when he pulls his tail
or presses other characters, we hear dif-
ferent instruments that merge into a whole
concert. Bendazzi (2020, p.206) notes:
“That is, there was a certain discrepancy
between what the viewer saw and what he
heard. Nowadays, this is not a miracle at
all, but for the cinematographic language
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of 1928, it was simply an amazing break-
through”.

The Sound also plays an essential role
in working with "animadocs”. In most
animated documentaries, audio from
recorded interviews is superimposed
alongside drawn characters or scenes,
emphasizing the factuality of the events
and story. Bona Bones (2015, p.2) in the
aforementioned publication explains it
as follows: "In the instance where the
visuals depart from "factual images" (or
images that support the documentary
guarantee), the sound becomes the pri-
mary factor in establishing a sense of
reality”. That is, the sense of authenticity
is reinforced by dialogue, interview nar-
ration, or other sounds based on reality.
At the same time, it asks about the visual
perception of what is real.

An animation picture is a unique audio-
visual art, which can combine chimeric
and ordinary images simultaneously. Its
stories are built in such a way that the
visual component is complemented by
a dramatic one, unlike feature films, even
though the structure of the narrative is
similar.

This trend started during the time of the
Walt Disney studio. He started a separate
department, which was engaged in the
construction of drama for the animated
works of the director. As author Leo Salkin
points out in the collective work Storytell-
ing in Animation: The Art of the Animated
Image, edited by John Canemaker (1988,
p.11), at the same time, Disney brought
writers together with storyboarders to see
if certain aspects of the story worked on
screen, so that the image is not lost in his-
tory and vice versa.

In the late 1920s, the drama began to
change, and the clear rules of scriptwriting
began to disappear. However, peculiari-
ties in working with animation remained.
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Take into consideration how this drama is
separated from other literary works.

Baruch College drama teacher Thelma
Schenkel (1988) writes in the aforemen-
tioned collective work that “Storytelling
operates in the realm of feeling and im-
agination. There are no objective criteria
that, if met, invariably result in a great
story. The rich and varied possibilities of
storytelling can be glimpsed in storytell-
ers' descriptions of their art".

Each person perceives the same story
differently, based on their own life expe-
rience. It is worth agreeing with her be-
liefs and stating that it is not necessary
to lead the viewer by the hand. He must
be allowed to choose for himself what
he wants to see. In animated films, it is
more difficult for screenwriters to tell
stories, because directors mostly rely on
the visual component, supplementing the
image with metaphorical images.

Dialogues are an equally important aspect
of drama. Animation specialist Charles Sol-
omon (1988, p.93) in the aforementioned
collective work describes it in the example
of television animation: “Talk is cheap: it's
easier to have the voice track describe the
villain as nasty than to devise movements
that demonstrate his nastiness. The dia-
logue often duplicates the action (much
the way it did in nineteenth-century dime
novels) instead of providing a complement
or counterpoint to visuals”.

In the book Live Cinema and its Tech-
niques, Oscar-winning director Francis
Ford Coppola shares his personal experi-
ences working on his film projects. He re-
calls a time when he encountered a prob-
lem with a television appearance during
a candidate's election campaign and how
he sought an original solution for it:

“As always, | complicated the whole
project to the point of impossibility,
wanting to endow live television with
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the ability not only to illustrate Jerry's
speech with appropriate images but
also to artificially enhance the effect
of the positive changes he will talk
about with the displayed images and
give the event a generally optimistic
mood". (2021, p.81)

That is, like Charles Solomon when
talking about television animation, Cop-
pola pays attention to emphasizing and
strengthening the audience's perception
of visual images, as well as counter-
points, which was mentioned above.

This trend has moved on from televi-
sion to big-budget movies. In The Black
Cauldron (dir. T. Berman, R. Rich 1985) by
Disney Studio, everyone talks about how
the cauldron has terrible powers and can
summon deadly warriors. However, the
viewer sees only a small part of all the
above. Charles Solomon (1988, p.94)
cites Yuri Norstein's cartoon The Tale of
Tales (1979): “No words are needed to
convey the nostalgic dreams of the lonely
little house spirit".

In the article "The Secret of Pixar Story-
telling", audio-visual art specialist Greg-
ory Singer (2007) focuses on another
aspect of drama: "When creating charac-
ters, you are giving birth to the illusion of
this full person with complexities”. Let's
consider the example of the characters
from the animated film directed by Brad
Bird Incredibles (2004). The main char-
acters are a family of superheroes who
hide their powers from other people. Fa-
ther works for an insurance company
that tries to make a profit from people's
pain. He goes against the system and
helps people get their paychecks, which
gets him fired. His wife is an ordinary
housewife, she tries to forget about past
achievements and live the life of an or-
dinary person. Their daughter craves the
attention of a boy she likes but is afraid
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to talk to him because of her inner fears,
while her brother tries to get her parents'
attention by using his powers to feel in-
dependent. Let's pay attention to the fact
that these characters are filled with the
experiences and problems of ordinary
people in unusual circumstances for the
audience. This helps the latter to asso-
ciate themselves with the heroes and
empathize with them on their way, and
the extraordinary circumstances that are
possible only in animation make this sto-
ry more interesting.

It is crucial to analyze non-linear dram-
aturgy in animated films. Most often, this
applies to the author's works. Liz Blazer
(2019) in her book Animated Storytelling
describes this concept as follows: “Non-
linear films are not sequential, chronolog-
ical, or straightforward. They follow their
own set of rules, very often seem whim-
sical, moody, or symbolic, and use pacing
in unorthodox ways". Such films rely on
achieving emotional resonance without
a clear plot, which is rarely captured in
linear stories. Directors do this not to go
against the principle. They express their
idea, according to Liz Blazer (2019), in
a more symbolic way that does not focus
on "what happens next".

Nonlinear drama offers a way to express
more poetic and abstract narratives. Ex-
amples of such works can be depicted in
music videos or advertising, where the
narrative also influences the viewer. De-
spite all the freedom and seemingly cha-
otic nature of nonlinear dramaturgy, Blazer
(2019) warns: “Though nonlinear story-
telling may appear whimsical, it requires
just as much planning and attention to
detail as linear storytelling”. The main
idea should be clear from the first frames.
It can be problematic for the viewer to
watch a chaotic visualization, which car-
ries a lot of meaning, but cannot be seen.
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When analyzing one of the main aspects
of modern film production — the story-
board, it needs to be pointed out that it
is impossible to imagine the production
of a film with a large budget without this
crucial document. Its creation helps the
film crew to work better on the tasks set
for them. For example, the cinematogra-
pher sees a specific shot that he needs to
reproduce, the art department has a clear
understanding of what definite sets
need to be built or found, and the cos-
tume designers help in creating clothes
for the characters. All this speeds up the
pre-production stage and saves time di-
rectly on the set. At the same time, the
storyboard gives insight to the producer
when creating an estimate for the project,
based on the document about the scale
of the scenery and possible difficulties
during construction, the complexity and
number of frames from the use of com-
puter graphics, as well as to plan the time
required for filming a particular scene.

A study of the "animadoc" genre has
shown that it is one of the most ambi-
tious art forms. It affects the viewer on
several levels at once, using filmed mate-
rials on a level with animated scenes that
help recreate what could not be filmed.
Such a creative solution emphasizes not
only the uniqueness of an audiovisual
work but also has a forceful emotional
impact on the viewer, thanks to the vari-
ous animation styles. The sound accom-
paniment helps to reflect the documenta-
ry's reality as well. It is based on the use
of audio from recorded interviews, dia-
logues, or other sounds based on reality,
which is superimposed in parallel with
the drawn episodes, which emphasizes
the factuality of the events and the story.
So, how can we conclude that the crea-
tive possibilities that are reflected in the
freedom of self-expression in "anima-
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docs" are greater than in ordinary docu-
mentary cinema, where you have to work
with already existing material? Freedom
that in recent years has dramatically in-
creased the number of directors trying
their hand at this path.

Drama is also an essential aspect of an-
imated films. The construction of the sto-
ry in them, according to the analysis of
information sources, differs from a typi-
cal film product, as the directors mostly
rely on the visual component, supple-
menting the images with metaphorical
images. However, some examples from
audiovisual works show the opposite.
The television trend of talking more than
showing has not escaped animated films
either. Thus, the article gives an exam-
ple from the film The Black Cauldron (dir.
T.Berman, R.Rich, 1985), in which the
characters talk a lot about the extraor-
dinary powers of this cauldron, but the
viewer, in turn, sees only a small part of
its power. This film is also contrasted
with another picture Tale of Fairy Tales by
Yury Norshtein (1979), in which its visual
component does not need additional
sound accompaniment to reveal the hero.
As for non-linear dramaturgy in animat-
ed films, it relies on achieving emotional
resonance without a clear plot. In line-
ar stories, this aspect is rarely captured.
Thus, the directors express their ideas
more symbolically and do not focus on
further events. Non-linear drama solves
the problems of the visual component at
the expense of poetic and abstract nar-
ratives. Music videos and commercials
demonstrate this statement in the best
possible way, affecting the viewer on an
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emotional level. However, the main idea
must be understood from the very be-
ginning of the viewing because it can be
difficult to consume such an audiovisual
product, in which there is a chaotic vis-
ualization with a lot of meaning. Despite
everything, non-linear drama can convey
much more meaning to the viewer than
any other type of literary creativity. So,
a thorough combination of the boundless
visual component with dramaturgy with
the right approach to it gives infinite free-
dom in the expression of ideas.

Conclusions

Summarizing the above, it needs to be
pointed out that animated documentary
film creation is a complex task that re-
quires careful preparation from the au-
thors. Understanding the peculiarities
of dramaturgy, animation stylistic dif-
ferences and the ability to organize the
shooting process is an integral part of
the production of "animadocs". Uncertain
possession of the material can lead to
a distortion of the reflected documentary
reality, which threatens the true telling of
the story, and therefore the professional-
ism of the team.

However, a high-quality storyboard and
knowledge of the specifics of production
are guaranteed to facilitate the creation
of animated documentaries. Taking into
account the modern possibilities for tell-
ing a story and demonstrating documen-
tary reality in various visual styles, we
can confidently say that an audiovisual
work will be able to draw attention to the
issues depicted in the film.
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Abstract

The purpose of the article. It analyzes the components that influence
the creation of movie images. Set the role of lighting in the shooting of an
audiovisual product. Identify features and fragments when working with it.
Prove the importance of the ability to use light sources in natural and pavilion
locations. Identify the factors that affect the quality of the visual material.
Research methodology. Such methods were used in the article: theoretical -
analysis of movies, and publications; generalization — the influence of lighting
on the quality of visual material; determination of interdependence (light, time
of day and auxiliary objects that influence the creation of a frame); empirical —
systematization of one's own experience, determination of the relationship
between lighting and the quality of visual material. Scientific novelty. The
components that influence the creation of a visual image were analyzed for
the first time, a detailed analysis of the dependence of the time of day and
illumination in the field, which forms the illumination scheme, by means of
theoretical analysis of films, the factors that influence the quality of the visual
material are determined. Conclusions. In the course of the article, the main
techniques of cinematography when creating audiovisual works are analyzed.
The concepts of frame composition and the skill of conveying an emotional
state are considered. The use of various lighting sources in natural and
artificial locations is considered in detail. Based on the analysis of audiovisual
products of leading masters, the importance of the ability to use different
types of lighting sources has been proven. A list of the features and difficulties
of using different types of lighting has been created and the key factors that
have a direct impact on the quality of creating an audiovisual work have been
outlined.

© Alla Medvedieva, Oleksandra Rosliakova, 2023 Recieved 01.03.2023

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

audiovisual-art knukim.edu.ua



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

For citation:

2023 - 6(2) - pp.252-262

Medvedieva, A. and Rosliakova, 0.,2023. Peculiarities of Using Lighting in the Process of Film Shooting.
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production, 6 (2),

pp.252-262.

Problem statement

Due to the progress in the development
of shooting technologies, the manage-
ment of video cameras is simplified and
the price policy becomes more afforda-
ble. Accordingly, the demand for the pur-
chase of equipment is growing. The num-
ber of people who want to make movies
is increasing.

It should be said that the young gen-
eration of cameramen, having received
the equipment, neglect training in spe-
cial schools or educational institutions
and start filming, operating on media
channels with available free, unreliable
information, which contributes to a de-
crease in the quality of the original visual
product. According to the above, neglect
of the operator's profession and his skill
is created. This leads to the devaluing of
their skills acquired over years of work.
Young specialists who want to enter the
world of cinema should pay attention not
only to the purchase of technical equip-
ment but also to development in the
audiovisual industry.

Therefore, the importance of possess-
ing and operating the skills of working
with light sources is one of the domi-
nant indicators of the professionalism of
camera work professionalism. In particu-
lar, it should be taken into account that
working with light sources is not as easy
as it might seem at first glance. During
filming, the younger generation of cam-
eramen often do not notice shadows or
highlights that can spoil the shot. Light is
a factor that should be given the most at-
tention during creating a film, it is worth
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considering its features and understand
ing the difficulties when working with it.

Recent research
and publications analysis

Successfully described the role of light
ing in creating an image in natural con
ditions D. Kilpatrick (1984). The book de
scribes aspects that affect the creation
of a lighting scheme according to the
time of day.

Described the influence of painting on the
cinematographic image A. Bazen (1972).

Revealed the detailed concept of the
word "photography” and described the
effects of lighting L. Dyko (1977).

Noted the importance of the operator's
work with light and the creation of a pic-
ture on the example of famous master
A. Golovnya (1965).

The role of the cameraman in shooting
commercials has been studied by the
following scholars: E. Timlin, M. Didenko
and V. Savchyn (2022).

Characterized light sources and de-
scribed in detail the interdependence of
objects with it during filming by F. Hunter,
S. Beaver and P. Fuqua (2011).

Defined the term Photogeny and de-
scribed the psychological perception of
shooting in natural locations L. Delluc
(1924).

Characterized the interaction of compo-
sition and lighting in the image by L. Dyko
and A. Golovnya (1962).

Described the principles and difficulties
of working with light in the pavilion at the
beginning of the development of cine-
matography L. Forestier (1945).
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Described the intricacies of the camera-
man's work during the making of the film
L. Briukhovetska (2011).

Characterized the interaction of light,
form and volume in the image J. Itten
(1975).

Described the interaction of the cam-
eraman and the director and their inter-
dependence in the creation of cinema
H. Aristarko (1966).

Revealed the role of light and lighting in
cinematography and characterized it as a
way of self-expression M. Gennar (2016).

The symbolism of colour in cinema
was analyzed by scholars O. Kovsh and
M. Dziuba (2022).

Described the method of using light
schemes by French cinematographers
of the 20s of the 20th century J. Sadul
(1961).

Defined the role of the cameraman in
the creation of a film by F. Truffaut (1987).

Pointed out historically important
events in the formation of cinematogra-
phy D. Parkinson (1996).

Described the psychological perception
of artificial light in the works of German
film expressionist Z. Krakauer (2009).

Revealed the interaction of the operator,
film camera, and optics by Y. Lotman and
Y. Tcivian (1994).

Described the process of creating the
movie Battleship Potemkin and empha-
sized the subtleties of cinematography
when working on the picture by H. Alek-
sandrov (1976).

Singled out the light's independent role
in the creation of a film image J. Deleuze
(1986).

Described practical techniques for
working with the camera and light
B. Brown (2011).

The purpose of the article is to analyze
the constituent part of creating a film im-
age. Establish the role of lighting when
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filming an audiovisual product. Highlight
the features and difficulties when work-
ing with it. To prove the importance of the
ability to use light sources in natural and
pavilion locations. Determine factors that
affect the quality of visual material.

Main research material

In the first years of cinematography,
the leading masters of the new art un-
derstood that light is the most impor-
tant component in creating a visual im-
age. Louis Delluc made this observation
in the 1920s. Describing his friend Abel
Hans, the author believed: “The success
of Hans, when he was just starting, came
entirely from his ability to use light. The
director must know that the light has
a meaning. The cameraman may still be
completely absorbed in producing a good
photograph, but he is only a cameraman"”
(Delluc, 1924, p.38).

Itis worth agreeing and denying Delluc's
opinion at the same time. The Director of
Photography, as an artist, must give not
only a good image, but also a dramatic
component, which he can create with his
professional means, namely the tech-
nique and the visual component: film
with special effects, camera, optics, per-
spective, camera movement and, most
importantly, light. Its properties are much
more complex than it seems at first sight.

A person who does not belong to the
profession of cameraman and does not
have an adapted view will not be able to
understand the complexity and subtleties
of the artist's skill. In particular, David Kil-
patrick (1984) noted, “Without a thorough
understanding of the nature of light and
illumination, professional skill cannot be
achieved in image recording systems"
(p.7). Lydia Dyko (1977) also rightly noted
the importance of having skills in operat-
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ing devices, stressing that “a photograph
is drawn by light. The word “photograph”
has become commonplace, its original
meaning is often forgotten, and in lit-
eral translation, it means light painting"
(p.223).

It should be noted that during its exist-
ence, cinematography has gone through
a long way of formation. The equipment,
filming conditions, and the nature of the
events in the frame changed, and the
devices and the skill of the cameramen
were improved. But at the beginning of
the development of cinematography, the
possibilities for filming were limited. De-
spite the circumstances, artists learned
to create a variety of artistic effects, mix-
ing the effects of falling rays of sunlight,
candles, lamps, fire from a fireplace, etc.
One of the first leading masters, the Sovi-
et Director of Photography Louis Foresti-
er (1945), recalled the working conditions
at the beginning of the 20th century: “In
those days, all cinema pavilions were
built like large photo studios with glass
roofs and walls, with white curtains to
protect from the sun” (pp.11-12). These
memories confirm that light is the most
important factor in the creation of a mo-
tion picture.

There are many different devices in the
operator's arsenal, but depending on how
they are located about the object in the
frame, their role and the nature of the cre-
ated picture changes. According to Phil
Hunter, the light sources are divided into
the following:

1. Drawing

2. Filling,

3. Counter,

4. Background,

Modeling (Hunter, Beaver and Fuqua,
2011, p.7).

It should be noted that the cameraman
starts working with them in the order
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specified in the list. The most important
thing is drawing, depending on how this
source is located relative to the main ob-
ject or person, it creates character and
sets the future mood of the frame. By di-
recting the device from above, we get the
effect of Hollywood lighting, from below —
horror, from the side — mystery. But there
is a so-called classical technique among
artists, which is called “Rembrandt's".
With such an artistic solution, the device
is located at an angle of 45 degrees rel-
ative to the person's gaze and is raised
on the rack above eye level. As a result,
one side of the face is completely illumi-
nated, and from the other, in the middle of
a deep shadow, an imaginary triangle can
be seen under the eye.
Thus, A. Golovnya (1965) singles out the
operator O. Levytsky — he called him the
“father" of artistic film lighting: "He began
to widely use the so-called "Rembrandt's"
lighting, characterized by deep shadows
and protruding light areas” (p.110). This
technique can be traced in the film, where
Levytsky acted as a cameraman, in The
Extraordinary Adventures of Mr. West in
the Land of the Bolsheviks (1924, directed
by L. Kuleshov). During the scene where
a man and a woman are sitting on a sofa
with a newspaper, the artist imitates
the fall of light from a lamp. The "Rem-
brandt's" technique can be traced on the
man's face. It is also worth noting that
Levytsky does not leave the background
without lighting, creating an accent that
directs attention specifically to the he-
roes of the film. A. Golovnya (1965) char-
acterized the work of O. Levytskyi as fol-
lows:
“The cameraman set himself the
task not only of illuminating the
object for photography but also of
building a light composition based
on the director's mise-en-scéne in
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such a way as to reveal the actions
of the actor in the best possible
way, to achieve unity of light and
compositional solutions”. (p.110)

It should also be noted that the main
source of light cannot always be the sun.
In the movie Nomadland (2020), directed
by Chloé Zhao and with cinematogra-
phy by Joshua James Richards, there is
a scene where the protagonist Fern is sit-
ting inside a van, in a small and enclosed
space. The shot shows a halo created by
an object, which can be a lamp, candle,
bonfire, TV, or any other light source. The
only source of lightis a gas lamp, which is
justifiably used in relation to the location.
So, for a specialist, when creating a pic-
ture, it is important to understand and
determine the factors that affect the lev-
el of illumination, brightness, saturation,
contrast, angle of incidence of the beam
and other things that are a component
of creating a picture for the future visual
product. The main drawing source when
creating an image in nature is the sun. All
weather conditions should be taken into
account when shooting. Itis important to
note that it affects the emotional colour-
ing of the picture. The bright sun caus-
es a smile, gloomy weather — calm, rain
and thunderstorm — fear. The above be-
comes an important tool in the hands of
the DOP. An artist can either emphasize
the atmosphere and the director's inten-
tion or disrupt the integrity of the scene,
thereby wasting the budget and spoiling
the picture.

In this regard, it should be said that
David Kilpatrick (1984) pays attention
to shooting in the morning and in the
evening, the so-called "golden hours". It
is a period that lasts two hours after sun-
rise and two hours before sunset (pp.55-
61). During this period, the sun is closest
to the horizon, which creates a sharp
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angle of incidence of the rays and allows
the cameraman to create spectacular
lighting schemes due to deep shadows
and changing the colour balance from
neutrally warm to bright yellow with
a golden tint. Filming at dawn requires
the artist to wake up at 3 a.m. and trav-
el two hours to the location, but it's still
a normal occurrence for the cameraman.
Kilpatrick (1984) believes that filming at
these hours is: "One of the possibilities
of transmitting the third dimension in
two-dimensional photography and vide-
ography” (p.59).

It is worth paying attention to the pic-
ture Nomadland, yes, in the scene where
the main character Fern talks to a repre-
sentative of the nomads, and then she
walks through their improvised town,
where wagons stand in the middle of the
field, imitating the outline of the territo-
ry, the DOP chooses to shoot at night, in
gold hours The sun is as low above the
horizon as it can be. The camera follows
the heroine in a long continuous shot,
creating the effect of the presence of the
viewer, letting rays of the sun, which are
reflected in the lens and flicker, into the
frame. The DOP also emphasizes this
with a colour scheme. The sun surrounds
the protagonist with a warm glow that
competes with the blue sky. During the
conversation with the nomad, light and
colour visually divide Fern's face and her
mood. The warmth of the sun, which is
about to set over the horizon, is reflect-
ed in the eyes and on the cheek of the
heroine, illuminating her inner hope. On
the other hand, the face sinks into the
shadow and takes on a more purple hue,
which creates a feeling of anxiety about
the future.

Among cinematographers there is
a slang concept of “shooting in mode”, if
the aforementioned golden hours are the
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time when there is direct sunlight, then
with "mode" the opposite is true. This is
the period when the sun has just set be-
hind the horizon in the evening, or at dawn,
when it has not yet appeared. The actu-
al working time for filming is about forty
minutes. The peculiarity of this period was
described by Lydia Dyko (1977), noting:
“The effect of lighting in the early
evening, when there is still a small
amount of daylight and the evening
lights are already lit, is extremely
picturesque. <...> There is a minimal
amount of scattered light on the
object, and this allows you to get
pictures with fine processing of
details in the shadows". (p.211-212)

Cameramen often use shooting ‘“in
mode" to reproduce night scenes in the
film. In this short period, there is enough
light to outline the horizon, and the trees,
to create volume, and at the same time,
not enough to create a daytime effect.
This is due to the fact that no matter how
high-quality and expensive a film camera
is, its dynamic range loses its properties
at night. The result is a loss of volume
and unfinished textures and shadows.

It is worth noting that the operator must
be knowledgeable not only in the field of
art but also in physics, because as a re-
sult of the sun's rays of the spectrum hit-
ting the object, he absorbs all the colours
of the spectrum, except for his own, for
example, red. As a result, it creates "re-
flexes". An experienced operator must be
able to see them, emphasize the created
image, or vice versa — find an opportuni-
ty to hide the reflection that distorts the
frame. Reflexes can be coloured or col-
ourless. David Kilpatrick (1984) notes:
“A completely white sheet of paper reflects
about 95% of the rays falling on it" (p.10).

In the arsenal of the cameraman, there
is also a so-called "black reflector”. It
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has the opposite effect of white, that is,
it absorbs light. When shooting on loca-
tion, reflectors become one of the most
important units that help achieve the cre-
ation of an artistic light pattern. The art-
ist must know and be able to apply this
knowledge when choosing filming equip-
ment, reflectors, devices, locations and,
directly, during filming.

Areflector can be any object that reflects
light, including paper, buildings, walls,
ceilings, asphalt, and even the sky. Con-
sider the scene where Inspector Gustave
apprehends and locks the protagonist,
the boy Hugo, in a cage in Hugo (2011,
dir. M. Scorsese, cameraman R. Richard-
son), where the DOP masterfully creates
a visual resolution. He chooses sources
with a cold colour temperature and hard
rays, which he fixes under the ceiling. The
light falls on the shoulders of the boy and
the inspector, creating a counter pattern.
Richardson installs a reflector in front of
the officer, and harsh rays fall on it, which
are softened and reflected on Gustave's
face. The boy decides to leave the reflec-
tion of light from the floor, which will have
a lower power of reflection and become
a characteristic of being in the cell.

Another successful example of the
above-mentioned cinematographer, Rob-
ert Richardson, can be considered the
first frame of the film Kill Bill (2003, direct-
ed by Quentin Tarantino). The artist uses
a harsh light source, creating a dramatic
drawing of the face of actress Uma Thur-
man. But when using a device with such
power, it should be remembered that the
camera will not be able to display the
shadow part of the face in detail, which
the DOP takes into account. It places the
reflector on the opposite side. As a result,
the frame turned out to be detailed, the
contours of the face, veil, eyebrows and
eyes, and drops of sweat and blood are
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visible, which testifies to Richardson's
professionalism. He managed to convey
the image as seen by the human eye.

Often, filming in natural conditions re-
quires additional sources of lighting, be-
cause the perception of reality by a movie
camera and the human eye are signif-
icantly different, where the latter has
a wider dynamic range. Accordingly, the
technique needs to be helped to "catch”
the necessary objects that will be in the
frame. They must be illuminated in rela-
tively the same light tone for the camera
to capture them. If this level drops, there
may be gaps in the shadows and light ar-
eas, where the technique will not record
information in the matrix system. It is im-
portant to monitor the level of light tonal-
ity of objects because such material will
be considered a defect.

According to L. Dyko (1977), the oper-
ator "It is not enough to know that the
object is illuminated and visible, he must
be able to assess the quality of the light-
ing, understand how the light flux falls,
what is the shape of the shadow, what
contrasts have developed, etc.” (p.106).
Complementing the author, it is worth
noting that it is important for an artist
not only to be technically advanced and
know the techniques of using sources,
but also to be able to present this knowl-
edge artistically.

Contrasts play an important role in cre-
ating a film frame. They are both soft and
hard. Their degree depends on the level
of illumination. With hard rays directed at
the object, we get a strong contrast due
to deep shadows. With soft lighting, there
is a smooth transition from light to dark.
Thus, the contrast is reduced. Johannes
Itten (1975) says: “It is important to feel
how much darker the background should
be so that the circle appears white" (p.17).
The operator must develop the skills of
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creating a contrasting image until it is
created not only by light but also by col-
our. Each of the methods is irreplaceable
in creating an effective light pattern that
conveys the mood in the future movie.
Director Louis Delluc (1924) advises
young filmmakers not to chase strong
contrasts. According to him, in such pho-
tographs “the sun eats the tree trunks,
cuts the green shadow of the leaves, the
rivers seem like pitiful streams"” (p.46).

The author suggests moving the shoot-

ing to spaces dominated by halftones,
where the illusion is created that the line
separating the sea and the sky is disap-
pearing, to places where smooth colour
gradients dominate, not contrasts (Del-
luc, 1924, p.46).

It is appropriate to note that "The en-
tire shooting time of the day can be di-
vided into several periods, each of which
has its lighting characteristics and al-
lows getting a unique colour of the pic-
ture" (Dyko, 1977, p.116), thus agree-
ing with the opinion of the author, it is
worth paying attention to the film The
Legend of Hugh Glass or better known as
The Revenant (2015, directed by Alejan-
dro Gonzalez IAarritu, cinematographer
Emmanuel Lubecki). The filming of the
above film, lasted 11 months. Filming of
individual scenes by creators was post-
poned for several weeks to wait for the
right weather and light pattern, the col-
our of the sky and other factors that were
important for creating a shot. This was
done to emphasize the emotional state of
the hero. The film The Revenant would not
have achieved popularity if it had a primi-
tive, unremarkable, nature of filming, cut-
ting the budget and filming time, without
prior planning and preparation, etc. Each
frame carries the baggage of knowledge
and experience that artists applied dur-
ing the creation of a visual work.
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The cameraman's task, as a creator, is
to create a visual image with the help of
technical means, to convey its atmos-
phere according to the mood and char-
acter of the middle of the frame, and to
enhance it with light and angles. Young
artists, usually in pursuit of a beautiful
picture, add too many special effects,
which distort the future film. An experi-
enced cameraman must understand the
mood of a particular shot and either en-
hance the image with expressive means
or not prevent the picture from “breathing
with what is inherent to it: highlights, light
or twilight and unfinished details. All this
creates an atmosphere and, as a result,
creates a sense of presence in the viewer.
Thus, L. Dyko (1962) says: “The highest
task of a photographer's work with light
is to use a light pattern to express the
meaning of what is happening. Solving
this task, the photographer in some cases
chooses, in others specially creates light-
ing conditions that help convey content,
saturate the picture with mood" (p.55).

It is also appropriate to note that when
creating a film image, it is important to win
the attention of the viewer, for this it is nec-
essary to direct his gaze to the necessary
point. As A. Golovnya (1965) notes, "It is
completely wrong to believe that the view-
er must choose the object of attention in
the frame"” (p.90). Both the director and the
cameraman have a range of techniques for
solving thisissue. The light solution comes
in handy again. The artist can emphasize
a specific point in the frame, the back-
ground, an object or a person by increasing
the brightness. As a result of directing the
device to, for example, the eyes, and leav-
ing the rest of the frame in the shadows, an
accent is created, where the viewer turns
his gaze.

The film Kill Bill should be mentioned
again, the cameraman has an arsenal of
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techniques for creating an accent. In the
scene where the main character's legs
fail, the operator decides to draw atten-
tion to them with the help of composition.
It can also be emphasised by applying
framing and shooting a close-up. But it is
worth noting the lighting. Let's recall the
scene where the main character stands
surrounded by two dozen people with
whom she will have a battle. The DOP de-
cides to clearly outline with a diode tape
the place where she is standing. The rays
also fall on the bodies of the people she
killed. All this is the creation of accents
that the operator selects to appeal to the
audience.

Conclusions

Cinematography depicted in films
100 years ago, or just two, proves that
the presentation of visual material us-
ing lighting schemes is dominant in the
making of cinema. Such films still keep
the audience close to the screens. The
reason for this is the careful preparation
when creating each shot, one of which
artists can spend several weeks shooting.

There will be not enough theoretical
material in the study of peculiarities and
difficulties in working with light, but this
article gives an understanding of where
to draw the most attention and work in
practice. Only working on mistakes will
allow a beginner to understand how to
use it and what effect it can create.

Mastery and manipulation of light is the
most demanding skill in any cameraman's
arsenal. With the help of this knowledge,
the artist will be able to create an image
emphasizing the director's intention, the
character of the main character, will be
able to convey his emotional state, etc.
The cameraman is the eyes of the viewer
and it is he who visualizes the story.
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AHoTauis

MeTa cTaTTi — npoaHanisyBaTu posfib OCBITNIEHHSI B MNpoLeci 3WOMKM KiHOMDiNbMYy Ta OKpeciuTu
OCHOBHI acrnekTW BMJUBY LLOA0 SIKOCTi CTBOPEHHSI KiHO300paXeHHsi. BCTaHOBUTU posib BUKOPUCTaHHS
PiBHOMaHITHUX [XXepen OCBIT/EHHSI Mif, YaCc CTBOPEHHS ayAioBi3yanbHOro npoaykKTy. BuokpemuTu
ocobnuBocTi poboTU 3 PI3HOMAHITHUM OCBITNIEHHSAIM. [loBeCTU BaX/MBICTb YMIHHA KOPUCTyBaTUCb
[Xepenamu CBiTNa B HaTYPHUX | NaBiNIbMOHHMX NOKaLifax. BUSHAUMTU OCHOBHI YMHHUKM, SIKi BNIUBAKOTb
Ha sIKiICTb CTBOPEHHS Bi3yasnbHOro Matepiany. Metogu pgocnigeHHs. bynu 3acTocoBaHi Taki MeToau:
TEOpEeTUYHUI — aHani3 KiHoMiNbMIB, HayKoBUX Ny6nikaui 3 TeMU JOCHIAXEHHS; y3arafbHEHHS — BMIUB
OCBIT/IEHHSAI Ha fAKICTb Bi3yaNnbHOro MaTtepiany; BU3HAaUYeHHs] B3aeMo3anexHocTi (CBiTna, Yyacy nobu Ta
[ONOMIXHUX MpeaMEeTIB, IKi BNIMBAKOTb HAa CTBOPEHHS KaApy); eMMipUYHMIN — cucTeMaTU3aLlifa BAacHOMo
[OCBifly, BUSHAYEeHHA B3aEMOBIIMBY OCBIT/IEHHA Ta SIKOCTi BidyasibHOro mMartepiany. HaykoBa HoBU3Ha.
Yreplle npoaHasnisoBaHO CKafHWUKK, sIKi BMAWBalOTb Ha SIKICTb CTBOPEHHS Bi3yaslbHOro 306paXeHHs;
npoBefeHO AeTanbHW aHanis B3aeMO3asieXXHOCTi Yacy [o6M Ta OCBIT/IeHHS B HATYpHUX yMoBaX, fKi
POPMYIOTb CXEMY OCBIT/IEHHS!; 32 [ONOMOIOK TEOPETUYHOrO aHanidy KiHOMiNbMiB BUSHAYEHO YMHHUKMU,
AKi BMAMBaKOTb Ha SKICTb Bi3yasbHOro Matepiany. BucHoBku. Y cTaTTi npoaHanisoBaHO OCHOBHI
NpUNOMK OnepaTopcbKoi poboTU B MpoLIECi CTBOPEHHS ayAioBi3yasbHUX TBOPIB. PO3rNAHYTO MOHATTSA
KOMMO3ULii Kafpy Ta MalUCTepHOCTI Nepefayi eMoLiiHOro cTaHy. JleTanbHO po3rfisiHyTO BUKOPUCTaHHS
PISHOMaHITHUX [)Xepen OCBITAEHHA Ha NPUPOAHMX | LITYYHMX mnoKauisx. [PyHTylouMcb Ha aHanisi
ayfioBidyanbHUX NPOAYKTIB NPOBIAHUX MaNCTPIiB, OBEAEHO BaXJIMBICTb YMiIHHS BUKOPUCTAHHSA Pi3HUX
TUNIB p)kepen ocBiTneHHsA. CcopmoBaHo nepenik cneundiyHmx ocobsMBOCTEN BUKOPUCTAHHSI Pi3HUX
TUMNIB OCBIT/IEHHA Ta OKPECNEeHO KJIOYOBI YMHHUKK, AKi MatoTb MPAMUNA BIJIMB Ha SIKICTb CTBOPEHHSA
ayfioBisyanbHOro TBOpY.
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AHoTauin

MeTa pocnig)XeHHs — cxapakTepusyBaTW HaWBaX/MBIWI BiXM TeEXHiIYHOT
icTopil Ta aymioBidyasnbHi napaMeTpu enekTpoMexaHiyHoro (MexaHiyHoro)
TenebaueHHst 1840—1930-x pp. ik aygioBisyanbHoi ekocucTemu. Metogonoris
BOCNIMKEHHA. Y CcTaTTi BUKOPUCTAHO, MO-MepLUe, €KOCUCTEMHWUWA niaxif,
o paB 3Mory kBasidikyBaTu TenebayeHHs K MepexeBy ayfioBidyasnbHy
eKOCUCTEMY 3 BHYTPILLUHbOK AMHAMIKOK Ta 30BHILIHIMU iHTepaKLisMu, no-
Opyre, MefliaapXeosiorito sik rany3b, 3a JONOMOIO sIKOI 34iCHEHO cnpoby
OCMWUCIIMTU PaHHil eTan Ta efleKTPOMeXaHIYHi MpaKTUKK TenebayeHHs Kpisb
Np13My TeXHIYHOT icTopil, i, No-TpeTe, 3arafibHOHAyKOBI MeToAM aHanidy Ta
CUHTe3y, IHOYKUiT Ta [enykuii, y3aranbHeHHs1 Ta abcTparyBaHHS nifg vac
po6oTM 3 TeopeTUYHUM MaTepianoM. HaykoBa HOBM3Ha. Y cTaTTi BhepLie
KOMIMIEKCHO Ta Ha HaNeXHOMY TEOPETUYHOMY PiBHI PO3MISIHYTO HAMBaXJIMBILLI
PO3BUTKY eNeKTpoMexaHiyHoro (MexaHiuyHoro) Tesie6ayeHHs
OKpecneHoro nepiogy Ta MOro ayfioBidyasnbHi
JoBefeHo, Wwo BnpoaoBxX 40 pokiB, — 3 MOMEHTY OTPUMAaHHS MaTEHTY Ha

BiXn B
napameTpu. BucHoBKM.
«auck HinkoBa» y 1885 p. go nepLuoi ny6niyHol AeMOHCTpaLil Tenesi3inHux
pyxoMux 306paxeHb LIOTNAHACBKUM BUHaXigHUKOM [xoHom Jlori Bepaom
y 1925 p., — enekTpoMexaHiyHe TenebayeHHs MPOMLINO CTPIMKUN i gyxe
BaXJIMBUIA WNAX Bif TpaHCAALil cTaTUYHOI KapTuHkK (aHanor cpoTorpadii)
0O nepepadyi pyxomoro 3o06paxeHHs (aHanor KiHo). OGFpyHTOBaHO, WO
Momnpu YUCNEHHi eKcrnepuMMeHTH, CrpsiMOBaHi Ha «konabopadito» 3acobiB
36epexeHHs Ta nepefadi (Tenerpad, pagio, TenedoH) 3ByKy Ta 300paxeHHs,
paHHi MexaHiyHi TeneTpaHcnsuil 3anuwanucss HIMMMU Ta YOpHO-6inMMu.
HarosoweHo, Lo nojanblinii TEXHIYHUA PO3BUTOK Ta YAOCKOHANEHHS
ayfioBi3yanbHUX
nornubneHHs ayfioBidyaNbHOro CUHTe3y B ranysi Ta il TpaHcdopmalito,

napaMeTpiB MexaHiyHoro TenebayeHHs cnpuynHnnun

YHacnifoK 4Yoro croyaTky 3'sBUIUCS eNeKTPOMEXaHiYHi Ta efleKTPOHHi
CUCTEMU 3 MOXJIMBICTIO 36epexeHHs] KONIbOPOBOro 300paXeHHs], a 3roqoM
CUCTEMMU PerynsipHoro Ta KabenbHOro TeleMOBIIEHHS.

Hapginwna 01.08.2023
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Ik uuTyBaTH:
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MeyepaHcbkuii, 1., 2023 KopoTka TexHiYHa icTopisi Ta ayAioBi3yanbHi NnapamMeTpu eNleKTpoMexaHiyHoro
TenebayeHHs. BicHnk KuiBcbkoro HayioHasIbHOro yHiBepCUTETY KynbTypu | mucTeyTs. Cepisi: AyaioBisyanbHe

MUCTeLTBO | BUPOGHUUTBO, 6 (2), €.263-276.

dopmynioBaHHs npobnemu

TenebayeHHa (gani — Tb) € MepexeBoto
ay[ioBi3yaslbHOKO  E€KOCUMCTEMO), LU0
cchopmyBanacs y nepulin nonoBuHi XX cT.
i 3aBOSAKW TEXHOJIOMYHIA eBoMOLIl Ta
HayKOBO-TEXHIYHUM BIigKPUTTSAM MpOWA-
Lnia WSX Bif eneKTpoMexaHiYHMX npak-
TWK 00 UMdpoBOro Ta iHTepHeT-chopMmary,
Tb 3 BMCOKOIO PO3AiNIbHOK 3[aTHICTHO
Ta viTkicTio (High-definition television,
HDTV) Ta pi3HuX peaniTi-Lioy, OTpUMYHO-
uyn gepani GinblWi MOXIMBOCTI 3MiHIOBa-
TV Ta pekoHdirypyBaTu peasnbHIiCcTb, sika
TPaHCNETbCA. Y PoJii eKOCUCTEMM Lie
Ha «paHHbOMY» eTari CBOro CTAHOBJIEH-
Hs, T nepebyBano B TicHi konabopadii
(collaboration), sik BULLiA iHTepaKTUBHI
dopmi koonepalii, 3 iHWKMMKU eKocUucTe-
Mamu (KiHO Ta pagio), nmig yac akol 6ys
CTBOPEHMI CNiNIbHWUIA NPOCTIp opraHisauil
peryntoBaHHs! TEXHOJOTIYHUX B3aEMOLIN
i HanpsiMiB  JiSNbHOCTI, WO B ManbyT-
HbOMY MpPWU3BENO [0 MOSIBM aygioBisy-
alNbHUX IHOYCTPIN K Mepexi iHHoBaLii-
HUX EKOCUCTEM.

3BEpHYBLINCH [0 MUCTELTBO3HABUYMX
CTYAi B yKpaiHCbKOMY aypioBi3yasibHO-
My AMCKYpCi Ha cy4YacHomy eTari, nomi-
YyaeMo, WO nepeBaxHa OinblicTb pobIT
i po3BiOokK, npucBsadyeHux Tb, cdoky-
coBaHa Ha TeHAeHLisX, XapaKTepucTu-
Kax i cTaHgapTax LMpOBMX NPaKTUK,
iHTepHeT-TB, «HOBUX Mefia» 4YM CTpuU-
MiHroBux nnaTcopm, a Mpo aHanorose
uyn efnleKTpoMexaHiyHe Tb MoxHa pgis-
HaTUCS nue 3i CTOPIHOK HaBYaJIbHUX
BUOAHb, e WOETbCS MPO PO3BUTOK LiET
ranysi, abo X 3 KOPOTKUX PeTPOCMNEKTUB-
HUX EKCKYPCIB TeseBi3iHNKIB-NPaKTHUKIB,
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WO po3risfalTb OKPeMi cyyacHi Te-
NeBIi3iMHI TexHonorii Ta HamararTbCs
NPOAEMOHCTPYBaATM IXHKO BigMIHHICTb
Big Toro, wo 6yno B MUHyNomy. Ane yu
LOINCHO paHHii nepion B icTopii Tene-
MuUcTeLTBa Ta TeneiHQycTpil € HacTiNb-
KM PO3KPUTUM B yKpaiHCbKIN HayL,i, w0
GinbWwicTb npurMae iHdopmaLlio npo
HbOro SIK JOKOHaHWi dakT? Yn ocmuc-
NeHun i BigpednekcoBaHUn BiH Y Hallo-
My HayKOBOMY [MCKYPCi, 3BaXxaruu Ha
cneumndiky aygioisyanbHoi npupoaun Tb
Ta iCTOPUYHY KOHTUHYaNbHICTb L€l aymio-
Bi3yasibHOI MpakTuku? Ante victoriam
encomium ne canas! Came LM Kpuna-
TVMM BMPa30M X04YeThbCA BiipearyBaTtu Ha
Ty CUTYaLito, iKa CKnanacs, i HaronocuTu
Ha aKTyanbHOCTI Ta MnepcrnekTuMBax Mo-
Janblnx CTYAIN y LbOMY HanpsMi.

AHani3 ocTaHHix gocnip)xeHb
i ny6nikawiin

OkpeMi acnekTu Ta CTOPIHKK 3 icTopil
Tb kiHua XIX — nepLuoi nonoBuHU XX CT.
CBOro 4acy BMUCBiTNoBanucs B ny6inika-
uisx B. 3BopukiHa i I MopToHa (Zwory-
kin and Morton, 2013), P. B. MaknapeHa
(Maclaurin, 1971), B. BiHcToHa (Winston,
1986), A. AbpamcoHa (Abramson, 1987;
1995), Ox. JlleHgapo (Lendaro, 1995), Ox.
i M. LLuepciB (G. Shiers and M. Shiers,
1997), P.Y.AnekcaHgpa (Alexander,
2000), O. Ctawoyepa (Stashower, 2002),
P.B. bepHca (Burns, 1986; 1998; 2000;
2008), I Mapta (Hart, 2010) Ta iH. IcToO-
piorpadpiuHuii aHani3 uux pobiT, BKIHOY-
HO 3 nybnikauisiMu iHWKX aBTopiB y The
New York Times, Radio News, BBC ToLL,0
Ta NaTeHTaMu i HOPMaTUBHMMU aKTaMy,

[NedepaHcbkniz, | KOpoTKa TexHIYHa ICTOpIA Ta ayaioBisyansbHi mapameTpu
€MEKTPOMEXAHIYHOrO TenebadeHHs
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MoB'sI3aHNMUK 3 PO3BUTKOM rasnysi B Lien
nepiof, Lie YeKaloTb Ha CBOIX JOCHILHU-
KiB. BogHOYac BUBYEHHS Ta OCMUCIIEHHS
paHHbOro nepiofy po3suTKy Tb Ak aygio-
Bi3yasibHOI MpPaKTUKW B 3axigHiN Hayui
npopoBxunocsi. Cepen, OCTaHHiIX po-
cnigxeHb i ny6nikauin 3asHayMmo pos-
BiIKM Takux aBTopiB, AK P. KypiH (Kurin,
2017), AKnin po3rnsiaae 3B'A30K pafio Ta
TenebayeHHs B KOHTEKCTi icTopii enek-
TPOHHMX KOMYHIKaLil nepLol nonoBu-
HM XX cT., C.Mioppeit (Murray, 2018),
fIka Jocnigxye TexHiyHy ictopito Tb 3a
nonomoroto Megiaapxeonorii, JI. Mikoc
(Mikos, 2019), sikuih BUBYAE paHHii eTan
AK HeoOXiAgHy nepenymMoBy bopMyBaHHS
TE B poni TpaHCMeLINHOrO cepefioBuLLa,
un [.Tanini (Galili, 2020), skui npomno-
Hye I'pyHTOBHe pocnigxeHHs Tb 1878-
1939-x pokiB fK «Mnepepadi pPyxomo-
ro 3o06paxeHHsi», Ta C. ApHonbga (Arnold,
2022), AKa po3rfsHyNa y4yacTb XIHOK-
TeXHIYHUX POBITHULb Y «eKCMepUMeHTax»
Ha TenebayenHi CLLA y 1940-x pp.

LLlofo cnpob ykpaiHCbKMX aBTOPIB po3-
KpWUTU Ta CXapakTepu3yBaTW paHHIN ne-
piof B icTopii Tb, TO, Ha XaJlb, BOHU He
TakKi YncenbHi, K B 3apybixHi Tpaauuir.
Tak, C.lopeBanos i I OecaTHuk (2014)
Yy HaBYaNbHUX BUOAHHSIX PO3KPUBAOTb
eKpaHHy cneundoiky, YHKLT Ta OCHOBHI
eTanu ctaHoB/eHHA Thb (JecAaTHuk, 2012).
KopoTKi icTOpMYHI eKCKypcK 3ycTpiYaeMo
i B OCBiITHbOMY Kypci 3. AncpbopoBoi Ta
I CtapkoBoi (2016). BUHSITKOM i3 npaBun
e kBanicdikauiviHe pocnipxeHHa O. Bi-
cuvH (2012), npucBsiyeHe BUHAXiQHULbKIN
i excnepMMeHTanbHO-KOHCTPYKTOPCbKIl
po6oTi b. MpaboBCcbKkOro Ta Moro BHecKy
B MOSIBY eNleKTpOHHOro Th, a Takox cTaT-
TS MPO CTAHOBMIEHHA Ta OUHAMIKY PO3-
BUTKY aMepUKaHCbKOI TeneiHgycTpily 20—
50-x pp. XX cT. (MevyepaHcbkuin, 2022).

MeTa cTaTTi — CcxapakTepuayBaTu Hau-
BaXX/IMBILLI BiXM TEXHIYHOT icTopil Ta aygio-
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BisyasibHi MapameTpu efleKTpoMexaHiy-
Horo (MexaHiyHoro) Tb 1840-1930-x pp.
AK ayfioBi3yanbHOI eEKOCUCTEMMU.

OCcHOBHUI MaTepian foCNiAXKeHHs

MepepicTopia nosBu TH noB'sA3aHa
3 nepwumu cnpobamu nepepatu 306pa-
XEHHA Ha BifCTaHb, WO CYTO TEXHIYHO
6asyBanuca Ha MexaHiui. Bce noyanocs
3 cucteM dhakcuMminbHOI nepepadi ¢o-
Torpadhii MeTofaMyM MexaHiYHOro cka-
HyBaHHS1 306pa)eHb Ha noyaTky XIX cT.
LLloTnaHACbKMIA BUHAXILHUK Ta iHXeHep
AnekcaHap beinH npauroBaB Haf ekcne-
pYMeHTanbHNUM hakCUMINbHUM anapa-
TOM BrnpooBxX 1843—-1846-x pp. BiH Bu-
KOPWUCTaB FOAWHHWUK A5 CUHXPOHi3auil
Pyxy LBOX MasiTHUKIB, W00 ckaHyBaTu
MoBiOOMJIEHHSA PALOK 3a psiAkoM. [ns
TpaHCMicil BUEHMIN 3acToCyBaB MeTare-
Bi WTUTK, posTawoBaHi Ha UWUNIHAPI
3 isonsAuinHoro matepiany. EnekTpuyHun
30HA, KWW NepefaBaB iMMNYIbCU «BMMU-
KaHHA-BUMKHEHHSI», CKaHyBaB LUTU(TH.
MoBigomneHHss 6yno BigTBOPeEHO npw-
MMaslbHOK CTaHLiel0 Ha eNleKTPoXiMiy-
HO YyT/IMBOMY nanepi 3aBasaku o6pobui
XiIMiYHUM pO34YMHOM, WO A.BelH BUKO-
pucToByBaB [OJisl XiMiyHOro Ttenerpady.
TpaHcmicTep | npuimay Bynu 3'efgHaHi
n'atema gpotamu (Om Books Editorial
Team, 2017). ¥ 1850p. BiH nopmae 3a-
AIBKY Ha BAOCKOHaneHy Bepcito, ane
6yno 3anisHo, OCKiflbkM ABOMa pokamu
paHilwe (y 1848 p.) 6puTaHcbkuin dismk
dpepnepik benkeenn, yaoCKOHaNMBLLM
npucTpin A. beliHa, oTpUMaB NaTeHT Ha
nokpaltleHy Bepcito Tenerpady («image
telegraph»). 3room BiH Nokasas po6ouy
nabopaTopHy BepcCito yAOCKOHAJIEHOro
hakcuminbHoro anapaty Ha BcecBiTHin
npomucnosin Buctaeui 1851 p. y JIoH-
noHi (Coopersmith, 2014). 3BicHo, na6o-
paTopHi MexaHiaMu A.beitHa Ta ®. beii-
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kBenna 6ynu BaXJIMBUMU NOYUHAHHAMM,
npoTe BiATBOPIOBaNM 306paxeHHs HA3b-
KOl SIKOCTi, agXe nepefasad i npuiumMay
HiKONIM He ByNM HafinHO CMHXPOHI30BaHi.

basyrouncb Ha mnonepefHix ekcnepu-
MeHTax A. beiHa Ta . benkBenna, cnps-
MOBaHUX Ha CTBOPEHHS eneKTPUYHOI
TenerpacdHol cuctemu, y 1855p. iTa-
nivicbkuin abaT i pisnk [xoBaHHi Ka-
3e7i po3pobuB neplwmn NpakTUYHUI
enekTpoMexaHiyHun Tenedpake, AKUM
BiH HasBaB «naHTenerpadom» (iTan.
«pantelegrafo»). BiH BMKOpUCTOBYBaB-
csl Ha TenerpadpHux niHiax Mapwux-JlioH-
Mapcenb 3 1860 no 1870 pp., LLOHaMeH-
we 3a 11 pokiB Ao nosiBu TenedoHis, ne-
penatouM pyKONUCHi TeKCTH, Mignucu Ta
MantoHKK nowero go 150 mm x 100 mm
(59 pronma x 3,9 gwoinma). Cuctema
Ix. Kasenni 6yna spgatHa AuMcTaHUiNHO
BiATBOpPIOBaTU OyOb-fAKi 3HaKM (CUM-
BOMW, PAOKKM, 300paxkeHHA JiHIN) yepes
CKaHyBaHHS MOCiQOBHUX PAOKIB, AK Le
3apa3s Ha Tb, afne 3 HU3bKOIO LWBUAKICTHO.
Tomy MOro Takox HasvBanu yHiBepcarsb-
HUM Tenerpadom (Zons, 2015).

Takox Kiflbka cniB Tpeba ckasaTu npo
BMHaxig aHrincbKoro iHxXeHepa-enekTpu-
Ka Binnoy6i CMmiTa, skui nifg 4ac cBoix go-
CrnifXeHb BUSIBUB, LLO MPOBIgHICTb cesle-
HOBWUX CTPWXHIB iCTOTHO 306i/blUyeTbCS
nig BNAMBOM cuibHoro ceitna. Lii npobu
BiH onucaB y cTaTTi «ENeKTpuYHi BnacTu-
BOCTi CefleHy i BMMB CBiT/Ia Ha HbOro»,
npencTaeneHin 12 ntotoro 1873 p. Society
of Telegraph Engineers. KopoTke pestome
«BnnuB cBiTna Ha ceneH nig Yac npoxog-
XEHHS1 eNIeKTPUYHOrO CTPYMy» ony6iniko-
BaHo B HoMepi Nature 3a 20 ntoToro Toro
X poky (Effect of Light, 1873). Lle BigKpuT-
TS NpU3BeNo [0 BUMHaxody hOTOeNleMeH-
TiB, 30KpeMa N TUX, LLO BUKOPUCTOBYBA-
NUCA B NepLUMX TeNEeBI3iNHUX CUCTEMaX.

MNpoTe peanbHUM KPOKOM Bnepep 6yB
«auck Hinkosa». MpeTbca npo npucTpiil
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071 MeXaHiYHOro CKaHyBaHHS, po3po-
6/1eHNI HiMeLbKUM iHXeHepoM [laynem
lOniycem Hinkosum y 1884 p. B bepni-
Hi | 3anaTeHTOBaHWN HACTYMHOIO POKY
(Konrad, 2015). Lie nepcdopoBaHuii i He-
nposopui guck giametpom go 50cm
3 HaHeceHMMM no cnipani Apximepa
0TBOpPaMM Ta CWUJIKOHOBMMU OCEpAAMMU,
wo obepTaBcs ¥ po3kiafgaB 306paxeH-

HS Ha efleMeHTM (iHodi MOro TakoX Ha-
3MBalOTb «ENEKTPUYHUM TENIECKOMOMD).
AkicTb 306paxeHHss Oyna nyxe nora-
HOI, — BWAHO NULWe cuiyeTu i rpy Ti-
Heln, — ane po3pi3HUTHK, L0 caMe MokKasy-
10Tb, 6Y/I0 MOXINBO. 3 LM BUHAX0L0M
acoLitoeTbCA CTAHOBNIEHHS MEXaHIYHOro
abo onTuko-mexaHiyHoro Tb, nepepy-
MOBMU sIKOro B6a4aroTb Yy HbOTOHIBCbKIV
mMexaHiui XVII cT.

«[nck HinkoBa» 6yB noksiageHuin B oc-
HOBY MPaKTUYHO BCiX MeXaHiYHWUX cuc-
TeM TesieBi3opiB, ane BiH CKopille npa-
yroBaB sik cpotoTenerpad, WO MICTUTb
B nepepicTtopii Tb icTopito Tenerpadpy Ta
icTopito poTorpadpii (Ui 3B'A3kM — npepn-
MeT OKpeMWX pPO3BifOK i [OCHigXeHb
B MaibyTHbOMY). fAKWo Tenerpacp ne-
pepaBaB Mno [poTax 3a [AOMOMOro
eneKTPUKU CUrHanM y BUMNALI YMOBHUX
3HakiB, a dboTorpadpis — 36epirana v Tu-
paxyBana Hepyxome 300paXeHHs, TO
«guck HinkoBa» TpaHCOBaB HepyxoMe
306paXxkeHHsi, ane He 36epirae noro. Mo-
npu Te, Wo HinkoBy He BAanocs CTBO-
puTK poboyoi Mogeni cucteMu, Bapiauii
«pacTepusatopa 306paxeHb» ("image
rasterizer") OynM BKpall MOLUMPEHUMM
(G. Shiers and M. Shiers, 1997).

Ak BigOMO, neplia npsiMa TpaHCcMicis
306paxeHb Oyna npoBegeHa X. PiHbo
Ta A. ®ypHbepom B [lMapuxi y 1909 p.
[ns yboro 6yna BMKOpUCTaHa MaTpuLs
364 ceneHoBMX KOMIpOK, NigKAHYEHUX
[0 MexaHiYHoro KoMyTaTopa, KoTpa ciy-
ryBana eneKTPOHHOM CiTKiBKOK. Y npu-
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MMayi yepes enekTpPooOnTUYHUMA eddeKT
Keppa (Weinberger, 2008) mogaentoBa-
Nloca CBITNO, a [A3epkana, PO3MilleHi
nif pisHUMKU KyTamMu Ta NPUKPINeHi o
Kparo Aucka, wo obepTaBcs, CKaHyBa-
M MoAyNbOBaHUWA MNPOMiHb Ha eKpaH
avcnnesi. CUHXpOHi3aLis peryntoBanacs
oKpemoto cxemoto. PospinbHoi 3gaTHO-
cTi 8x8 nikcenie 6yno AoctaTHbO Afis
YiTKOI nepepadvi okpemux nitep anda-
BiTY, MPU LUbOMY OHOBJIEHE 306paxeHHs
nepepaBanocs Mo Kinbka pasiB Lioce-
kynau (Varigny, 1909; J.-B. Vaultier and
F. Vaultier,2009). Ay 1911 p. bopuc PosiHr
i noro yueHb Bonogmmup 3BOpUKIH CTBO-
punu cuctemMy, sika BUKOPUCTOBYBana
MeXaHiYHMIN  A3epkasibHo-6apabaHHUi
CKaHep 471a nepefavi opotaMu Ha «Tpy6-
Ky bpayHa» (eneKkTpOHHO-NPOMEHEBY
Tpyoky um «CRT»), 3a croBamMu OCTaH-
HbOro, «AyXe rpybux 3o06paxeHb». YHe-
MOXJIMBIIIOBaNN PYXMNBICTb 300paxeHb
CMOBiNlbHEHa CeNleHOBa KOMipKa Ta «He-
[OCTaTHA 4YyTAMBICTb» cKaHepa (Burns,
1998).

Y 1921 poui ppaHLy3bKUit BUHAXiOHUK
Enyapn beniH HapicnaB nepwe 3o06pa-
XEHHS 4yepe3 pafioxBuii, BUKOpPUCTaB-
wu GiniHorpad (Bélinographe). Tak camo,
y 20-X pp. MUHYJIOrO CTONITTS LWWOTNAHA-
CbKWUi BUHaxigHWK [koH Jlori bepa no-
YaB 3aCcToOCOBYBaTU «gucK HinkoBa»
y CBOIX NpoToTunax Bigeocuctem. 25 be-
pesHs 1925 p. gocnigHuWK NpoBiB nepLuy
nyoniyHy [OeMOHCTpaLito TeneBi3inHMX
pyxoMux 306paxeHb Yy JIOHOOHCbKOMY
yHiBepMasi Selfridges: ockinbku nroacbki
06/1M4yya He Manu HeobXigHOT KOHTpAcCT-
HoCTI, BiH nokasaB no Tb MaHekeHa Ha
iMm'ss «Stooky Bill», HamanboBaHe Ta py-
XoMe 06/IMYysl AKOro Maso 6inbLUKN KOH-
TpacT (Current Topics and Events, 1925).
26 ciyHsa 1926 p. Ox. bepn npongemMoH-
cTpyBaB uneHaM KoposniBCbKOro iHCTU-
TYTY TPaHCAALi0 N0 pafio 306paxeHHs
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pyxoMoro o6nmyus 3 4acTOTOH Kagpis
12,5 Iy, WO BBAXAETbCA NEPLLOKD Y CBITI
nyo6niyHoK TeneBi3iNHOK OeMOHCTpaLi-
€10, siKka NPe3eHTYye CBITNO, TiHb i geTani
(Dinsdale ed., 1928), Toni Ak gesKi icTo-
pVIK1 TeNleMOBJIEHHSI caMe Lito faTy BBa-
XaroTb aHeM HapoaxkeHHsA Th.

LLloTnaHOCbKUA BUHAXifHUK BUKOPU-
CTaB «AucK HinkoBa» Onsi ckKaHyBaH-
HA Ta BigA3epkaneHHs 300paxeHHs.
fickpaBO OCBITNEHUA 06'€eKT PO3MiLLy-
BaBCs nepepg «AWCKOM HinkoBa», AKuUh
obepTaBcs, 3 NiH3aMy, WO NepeMillyBa-
N1 306paxeHHs Yyepes cTaTUYHUIA hoTo-
enemeHT. Komipka 3 cynbdigom Tanito,
po3pobneHa Teogopom Keicom y CLLIA,
BUABMIAMA CBIT/0, BigouTe Big 00'eKTa,
i nepeTBOprOBasia Moro Ha NponopLinHUM
enekTpuMyHuM curHan. Lle nepepgasanocs
3a gornomoroto AM-pagioxBuib 0o npw-
MMaua, fe BigeocurHan cnpsMoByBaBCs
Ha HeOHOBe CBITNIO 3a APYrMM «OUCKOM
HinkoBa», wWwo ob6epTaBCcs CUHXPOHHO
3 nepwwumMm. LlikaBo, L0 AACKpaBicTb Heo-
HOBOI Namnu 3MiHBanacsa NpPonopLinHo
SICKPaBOCTi KOXHOI NNIsIMU Ha 306paxeH-
Hi. Micna NpoxoaXeHHA KOXHOro 0TBOpYy
B OWCKY BiATBOPIOBANOCS OfHEe po3rop-
TaHHs 300paxeHHsa. [Huck [x. bepna
maB 30 OTBOpIB, WO reHepyBano 3o06pa-
XeHHs1 3 30 NiHIAMW CKaHyBaHHS, SIKUX
6yno [ocTaTHbO [N PpO3Mi3HaBaHHSA
N0 CbKOro 06nmyys.

Y 1927 p. Ox.Bbepn nepepnas curHan
yepe3 438 mMuib (705 KM) TenedoHHO
nidieto Mix JloHaoHom i nasro (John
Logie Baird, 2014). Bxe HacCTynHOro
poKy komnaHiss bepga (Baird Television
Development Company/Cinema Televi-
sion) TpaHcntoBana neplwui TpaHcaT-
NaHTUYHUIA TenecurHan Mix JIOHZOHOM
i Hoto-Mopkom. 1929 poky BueHWit cTaB
YYaCHMKOM MepLUoi eKcrnepumMeHTasb-
HOI cnyx6u mexaHiyHoro TB y Himeu-
UYMHI, a y nncTonagi Uboro X POoKy BiH
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cninbHo 3 bepHapom HaTtaHoM 3 Pathé
3acHyBaB neply y ®paHuii Tenekom-
naHito  Télévision-Baird-Natan. [icns
nepLuoi AUCTaHUiNHOT TpaHcnauil «[ep-
6i» (1931) BiH npoaemMoHcTpyBaB Tb i3
3aCTOCYBaHHSIM YNbTPaKOPOTKUX XBUJIb
y 1932 p., ay 1936-My MexaHiyHa cucTe-
ma [x. bepna gocarna nika posfifbHOI
3aaTHocTi y 240 niHiv Ha Tenenepegavax
BBC, npu UbOMYy He ckaHyBana 6esno-
cepefHbO TEeNeBI3iNHY CcLeHy. 3aMicTb
Lboro 3HiManu Ha 17,5 MM MAiBKY, KOTpY
LIBWUKO MPOSIBASNN Ta CKaHyBasu, NoKu
BOHa 6yna wie Bonoroto (Burns, 2000).

Y uen nepiof Takox BapTO 3a3Hauu-
T LiANIbHICTD aMepUKaHCbKOro BUHa-
XigHMka Yapnbsa ®peHcica [xeHKiHca,
Akun we y 1913 p. onybnikyBaB cTaTTHO
«Motion Pictures by Wireless», i nuwe
y rpynoHi 1923 p. 3a yyacTi cBigkiB ne-
pefaB PyxoMmi 300paxeHHs CUNYeTIB,
a 13 yepBHa 1925 p. nybniyHo npepcTa-
BMB CUHXPOHHY nepefavy CUyeTHUX
KapTuHok (Merritt, 2012). Liboro X poky
Y. [XeHKIHC 3a [OMoMOrol «Aucka
HinkoBa» nepepaB 300paXKeHHsI cuiy-
€Ty PyXOMOro irpallkoBOro BiTpsika Ha
BifcTaHb 5 Munb (8 KM) i3 BINCbKOBO-
MOpPCbKOI pagiocTaHuii B MepineHgi go
CBOEI BaLUMHITOHCLKOI NlabopaTopii, BU-
KOpPWCTaBLUM OUCKOBUI CKaHep 3 JiH3a-
MU 3 PO3LiNIbHOK 3[aTHICTO 48 niHin
(Glinsky, 2000). 30 uepBHs 1925 p. oMy
6yno BugaHo nateHT CLLA N2 1 544 156
(«Transmitting Pictures over Wireless»)
(Case Files, n.d.).

Llle ofoHa AeMOHCTpaLis MexaHiYHOro
Tb Bigbynaca 7 kBiTHA 1927 p. 3aBAsIKU
Fep6epTy E. AitB3y Ta ®peHky 'peto 3 Bell
Telephone Laboratories. IxHa Tenecucre-
Ma 3 BifA3epKasieHHsM cBiTna nepegba-
yana Masui i BeSIMKUIA ekpaHu ans ne-
pernagy. Tak, ManeHbKU NpuiMay MaB
eKpaH 2 gloiMM 3aBLUMPLLKM | 2,5 aronma
3aBBMWKKM (5 Ha 6 cM), Todi SIK Y Benu-
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KOro wwMpvHa ekpaHa 6yna 24 pgrovimuy,
a Bucota — 30 pronmie (60 Ha 75 cm).
O6upoBa BiATBOPIOBANM [OCUTb TOYHI
MOHOXPOMAaTUYHI PyXOMi 3006paKeHHs.
3 KapTUHKamu Ta gekopadismu 6yB CUH-
XpOHi3oBaHui 3ByK. Cuctemal. AiiB3a Ta
®. [pes TpaHcntoBana 306paxeHHs Cro-
YyaTKy yepes MigHWUI ApiT 3 BaluMHrToHa
no Helo-Mopka, a NoTiM 3a AOMNOMOro0
pagio 3 BinnaHi, Hbto-Ixepci. Mmagaui
He MOMITUIM AKICHOT BiAMIHHOCTI MiX
nBoma cnocobamu nepepadi. MpoMiHb
cKaHepa, kM MaB auck 3 50 anepTypa-
MM, OCBIT/IIOBaB NpefMeTH, a cam [UCK
obepTaBcs 3i wBMAKicTio 18 KagpiB 3a
cekyHay, dikcytouM OAuH Kagp npw-
67IM3HO KOXHi 56 MinicekyHA,. Mpumipom,
CyyacHi cucTeMM 3a3BMYal nepeparoTb
30 abo 60 kaapiB 3a cekyHAy, abo oauH
Kagp KoxHi 33,3 abo 16,7 minicekyHau.
A. AbpamcoH (Abramson, 1987) nwucas,
O Ue ofHa 3 HalKpalux OeMOHCTpa-
Uil MexaHiYHOI TeneBi3iNHOT cMcTeMn 3a
BCHO iCTOPItO, i MUHE Kifibka poKiB, nepLu
HiX iHWWa cucTemMa 3piBHAETLCA 3 HEHO 3a
AKICTHO 300paXKeHHs.

13 ciyHsa 1928 p. posnoyvana TpaHcns-
Lito nmepwa y CBIiTi ekcrnepMMeHTaslbHa
TeneBisinHa cTaHuina W2XCW 3 3aBogy
General Electric y CkeHekTagi (CLLA)
i 6yna Ha Tow 4ac Bigoma, Ak «WGY
Television». Mana poBoni obmexeHun
rpadoik: 30 kBT Ha 2,1-2,2 MIy (Bigeo)
i 92 meTpu (npubnusHo 3,258 MIu) (ay-
[io), TpaHcnowun 24 BepTuKasbHi Ji-
Hil po34iNbHOT 3[aTHOCTI 3i WBUAKICTIO
20 kappiB 3a cekyHgy. [isHiwe 6yna
OfHIED 3 TUX TenecTaHLii, ki oTpuma-
JIM NiLEH3I0 Ha KoMepLiiHe MOBJIEHHS
0o KiHusa [pyroi cBiToBOl BiiHW. HasBa
W2XCW 3Hukae npubnusHo B 1932 p.
napanenbHO 3 NOYaTKOM nepeadi 3ByKy
Ha KOPOTKMX XBUJISIX, KONU 3anpaLtoBas
ofVH i3 nepepaBadvie W2XAF pns no-
JanblUnX TeneBi3iNHUX €eKCMepUMEHTIB,

[NedepaHcbkniz, | KOpoTKa TexHIYHa ICTOpIA Ta ayaioBisyansbHi mapameTpu
€MEKTPOMEXAHIYHOrO TenebadeHHs



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

AKi TpuBanu BrnpogoBx 1930-x pp. Ha-
npukiHui pecatunitta General Electric
ob'enHanacss 3 eKCrnepuMeHTaslbHUMM
MOBHWKaMK, WO6 MNPUAHATA MOBHICTHO
€NeKTPOHHUI TeneBi3iMHWIA CTaHpapT,
cTBopeHuint RCA, a y 1938 p. koMnaHis
orosiocuna npo nnaHu nobynoBu Ta eKc-
nnayaTauii oKpeMoi TeNeBisinHOI cTaHLUil,
nofaBLUM 3asiBKY Ha OTPUMaHHSA NiLeH3il
Federal Communications Commission.
Y 1939 p. Ha3Ba 3MiHOETbCS Ha W2XB,
a TpaHCrsLis NOYMHAETbCA Y fianasoHi
VHF, BUKopucToBYyOUM KaHan LWAPUHOKO
6 Ml Ta nokpalleHy posgifibHy 34aT-
HicTb (mocTynoBe 30inblueHHs Big 343
no 441 — 525 niHin). Y 1942 p. General
Electric npunuHsie ekcnepuMeHTanbHe
MOBJIEHHSI Ta NOYMHAE KOMepLiiHe Npo-
rpaMyBaHHs, B YeproBe 3MiHIOKUYMN Ha3-
By Ha WRGB Ha yecTb enekTpuka Yonte-
pa PeHcoma leina Beiikepa, BnacHe, nig,
AIKOIO BOHa BijoOMa i ;O CbOroaHi.

MoBepTatounmcb o 20-x pp., Bifg3Ha-
ynmo poboTty JleoHa TepMeHa, KUK
npaytoBaB y CPCP i po3pobnsiB Tb Ha
OCHOBI [A3epkanbHoro 6apabaHa, nouu-
Haluu 3 po3ginbHoi 3gaTHocTi 16 paa-
KiB y 1925 poui, a noTim 3 32 i 3pewToto
64 pagkiB, BUKOPUCTaBLUM MNpU  LibO-
My 4YepespsaakoBy po3ropTky y 1926 p.
Y yepBHi UbOro X pPoKy Ha nybniyHoMy
3acifaHHi Pagu di3nmko-mexaHiyHoro
dakynbTeTy [ONITEXHIYHOrO IHCTUTYTY
nig yac 3axucTty AUMNJIIOMHOMO MPOEKTY
Ha TeMy OpWriHaNbHOro TENEenpuUcTPOLo,
a 7 yvepBHs 1927 p. Ha MiXHapogOHin
MY3UWYHIn BucTaBLi Yy ®paHkdypTi-Ha-
MalHi [ocnigHUK CNpoeKTyBaB Mawxe
CUHXPOHHI pyXoMi 306paXKeHHs1 Ha eKpaH
nioweto 5 keagpaTHux dytie (0,46 m?)
(Glinsky, 2000).

MpunbnnsHo B TON camuin nepiog, ANOH-
CbKui BUHaxigHuk KeHnpasipo TakasHari
3 TEXHIYHOro Konemxy Xamamyuy cTypni-
FO€ CTaTTi NPO HOBY TeXHOJOTit0 Y dopaH-
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Ly3bKOMY XypHani 1y 1924 p. noynHae
eKCrnepuMeHTn 3 MexaHiyHum Tb. BiH
po3pobMB CUCTEMY, CXOXY Ha CUCTEMY
Ox. beppa, BukopucTaBwu «auck Hi-
MKoBa» [N cKaHyBaHHs o6'ekTa Ta re-
HepyBaHHSA eNIeKTPUYHMX CUrHanis. Arne,
Ha BigMiHy Big [Ox. beppa, K. TakasiHari
3pobMB BaXJIMBWMIN KPOK, BUKOPUCTaB-
LN eneKTPOHHO-NMPOMeHeBY TPyOKy Ans
BifloOpaXeHHs1 OTPMMAaHOro  CcurHarny.
Mpobu 3 nepepayeto Ha BigCTaHi AMOH-
cbkoro iepornicdpa (Abramson, 1987) 3a-
KiHYYHOTbCS MOSIBOKO MEPLUOrO «MOBHICTHO
€NeKTPOHHOro» Tenesi3opa. 25 rpyaHs
1926 p. BYEHMM MPOJEMOHCTPYBaB Te-
NEBI3iNHY cUCTeMY 3 PO3[AiNibHOK 3aaT-
HicTio 40 pAQKiB | QUCKOBMM CKaHEpPOM
Nipkow i CRT-gucnneem. Lle ctanocs 3a
Kinbka MicsiLiB [0 AeMoHcTpauil dino
T. ®apHCBOPTOM CBOEI MEPLLOT LjiSIKOM
eneKkTPoHHOI cuctemu B CaH-PpaHUmMCKo
7 BepecHsi 1927 p., ons KO He NoTpibeH
OyB «auck HinkoBa». CborogHi nmpoto-
Tun K. TakasHari 3Haxogutbcsa B MemMo-
pianibHOMy My3€i 1oro iMeHi B YHiBep-
cuteTi Cig3yoka. BaxnuBo 3ayBaxuTy,
Wo cTaHoM Ha 1927 p. BiH MokpawwuBs
po3ginbHy 3patHicTb o 100 pagkis
i Len pesynbTaT 3anuwaBcs eTaJoHHUM
no 1931 p. (Forrester, 2010), a Takox
no 1928 p. nepwum nepepaB NHOACHKI
06nmyua y HanisToHax. Moro po6oTa
BMJIMHY/IAa Ha Mi3Hi nepiog TBOPYOCTI
B. 3BopukiHa (Abramson, 1995). Haga-
Nni po3pobkn K. TakasiHari BMpPOOHMYOI
Mopmeni 6ynu 3ynuHeHi [ONIOBHOKOMaH-
JyBayeM COH3HUMMK OKyMauilHUMK Bil-
cbkamn [lyrnacom MakApTypoM nicns
Opyroi ceiToBoi BitHM (The Dawn of TV
Broadcasting in Japan, 2003).

BaxmBuA  KOMEHTap  3HaXo4uMO
y [.MakniHa (McLean, 2000), Akuin Ha-
roJsiollyBaB, L0 OCKiNIbKM OWUCKWU nepef-
6avyatoTb 0OMeXeHy KifbKicTb OTBO-
piB, a OUCKM BENIMKOro fiameTpa cTanu

Pecheranskyi, . Brief Technical History and Audiovisual Parameters
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HernpakTUYHUMMK, pO3fiNbHa 34aTHICTb
300paxeHHs B paMKax MexaHiyHux Te-
NEeBI3INHMX TpaHcnsuisax 6yna BigHOCHO
HM3bKOI, KOJIMBaKOUMCh NpubnnsHO Bif
30 go 120 pagkis abo Ha KwTanT Toro.
HesBaxaroum Ha Le, TEXHOJOriYHa eBo-
nouis nokpatllyBana siKicTb 3006paxeH-
HA 30-niHiMHUX nepepay i go 1933 p,,
npumipoM, OpuTaHCbKi TpaHcnsAuii 3a
Jonomoroto cuctemu [x. Bepna pocsr-
nm 6axaHoi viTkocTi. B 1935 p. y BepniHi
Reichs-Rundfunk-Gesellschaft nposeno
BUNpobyBaHHA 180-NiHINHOro MOBMIEHHS
3a [0MOMOroK MepefaBavya MoTYXHic-
Tto 16 KBT. TpaHcnsuia TpuBana Tpu OHi
Ha TUXJeHb MO NIBTOPU FOAUHU LLOAHSA
3 yacToTamu 3ByKY/Bifeo 6,7 Mi 6,985 m
(Herbert, 2004). Cxoxi 180-niHiiHi cucTe-
Mu 6ynu 3anyuwieHi y 1935 p. napanenb-
Ho B Mapwuxi Compagnie des Compteurs
(CDC) Ta Peck Television Corp. Ha cTaHUiT
VE9AK y MoHpeani (KaHaga).

Ha BigMiHy Bifg, dboTorpadii Ta KiHo, Me-
XaHiyHe Tb He pgaBano 3moru 36epiratu
306paxeHHs], ane MOrMo TpaHC/oBaTH
MOro [0 MPUAMAaKOYOro MPUCTPOLD, L0
Jo3Bonano 6aunty ue 306paxeHHst Ha
BigcTaHi. Beboro 3a 40 pokie (3 1885 no
1925) BOHO MPOWLLAO WASAX Big nepegavi
HEpPYXOMOI «KapTUHKU» (aHanor ¢oTo-
rpacpil) oo nepepadi pyxomoro 3o06pa-
XeHHs1 (aHanor KiHo). Akwo doTo- Ta Ki-
HO306paXkeHHs MO0 NepefaBaT MeBHi
MOMEHTH, SKi BXe Bigdynucs BiAHOCHO
TOro0 YaconpocTopy, B sikomy nepebyBaB
rnsgad, To TenesisiiHe 306paXKeHHA -
[havdi Mornm cnpuimMaTu nuwe B real-time,
TOOTO Yy MOMEHT TpaHcnsauii. A Bce Tomy,
wo ansa dikcauii 306paxeHb 3a f0NOMO-
roto doTorpadpii Ta KiHo NoTpibeH cnew,i-
aNbHUIA MaTepianbHUi Hocin (dhoTonnac-
TMHKa Ta choTonanip v KiHomniBKa), AKuii
nepeMiwlyeTbcsi i 3abesnevyye YUCNEHHI
Bif TBOPEHHA 300paXKeHHs Ha Pi3HUX KOH-
KPeTHUX HOCiAX, HeoOMexXeHe Tupaxy-
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BaHHS1 Ta 30epexeHHsi. Ha BiaMiHy Bif,
LUboro, TenesisiiHe 3006paXKeHHA MOrJo
O[HOYACHO HagxoauTu B Byab-sKy Kiflb-
KicTb MpuiMadiB (30Kpema i JoMallHIX
Tenesi3opiB), ane He 36epiranocs (Taka
MOX/MBICTb Breplle 3'ABUTbCS fuLLe
3aBASKM BigeomarHiTodoHy). BuKOHyto-
uu ponb TpaHcnsiTopa, Tb cTBOPMIIO yMO-
BW NSl 3anyyeHHs B cpopmaT TenemoB-
JIEHHS AK paHile Bif3HATUX KiHODINbMIB
(HiMKX), Tak i crewiasibHO MiAroTOBJIEHUX
onsi Tenenokasy (KiHOXPOHIKW, LOKYMEeH-
TaNbHi iNbMK TOLLO), X04Ya ManeHbKuii
po3Mip TeneekpaHa Ta rMoraHa $KiCTb
306paxeHHs1 3aBaxxasu nepernsgy.

LLle neBHY po36ixHicTb MiX Th i KiHO Ta
doTorpadieto MoXHa NPOBECTU Ha OCHO-
Bi Teopii «X0NOAHUX» Ta «rapsaunx» Mefia
M. MaksitoeHa, sika € aBTOPCbKOIO peLien-
uieto gmxoTtomii K. Jleei-Ctpoca (xonog-
Hi Ta rapsaui cycninbcTBa). MpeTbesa npo
BiIMiHHICTb, 3 04HOro 60OKY, MiX OPYKOM,
doTorpadieto, pagio Ta KiHO, siKi BiH 3a-
paxoBye [0 «rapsaunx» Mefia, Ta, 3 iHLLIO-
ro, MOBOO, MyNbThinnbMamMu, TenecoHoOM
i T, KOTpi BiH KBanidikye K «X0N0OHi»
Megia. PisHi Megia nepepnbayatoTb pisHUii
CTYNiHb y4acTi JIIOAUHU: «rapAYi» Mocu-
NIOKOTb OfiHE €AMHE BiJuyTTs HACTINbKW,
Wo He MoTpibHO JoknagaTu ocobnmMBUX
3yCWsib, HATOMICTb «XOJIOfHI» MoTpeby-
toTb GiNblie 3ycunb Bif rnspgada, wob
3po3yMiTU Ta 3anam'atatu. «bygb-sike
rapsiye cepefioBuLLe nependayae MeHLy
yyacTb, aHiX XONnofHe, AK NeKlis BUMa-
rae MeHLle y4yacTi, HiX ceMiHap, a KHUu-
ra — meHuwe 3a gianor» (McLuhan, 1964).
Akwo cdoTorpadisa Ta Kagpu KiHoinbMy
BMHUKAIOTb SIK (PisnKo-XiMiYyHa peakuis
Ha NoBepXHi MAiBKK, NOKPUTOT 0COBSIMBOIO
eMyJibCieto, TO «BayeHHs1 KapTUHKU» Ha
ekpaHi Tb — pesynbTaT «MexaHiku 30py».
MNig yac KiHOGiNbMY ntoaMHa cnpuiMae
pyx 3aBASIKM TOMY, WO CiTKiIBKA oKa nic-
N1 3HUKHEHHS! KapTUHKM Ha eKpaHi Kifb-
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Ka MUTTEBOCTel Le 30epirae i Bigbu-
TOK, a B TesieBi30pi NPOMiHb CBiTNa Tak
WBMAKO npobirae No ekpaxy, LWo reHepo-
BaHi HMM OKpeMi Kpamnku crnpuiMaroTh-
€Al OKOM £IK Ljine 306paxeHHs1. Xoya cam
M. MakntoeH BuM3HaBaB Te, Wo Tb 3 va-
COM CTaBaJIo BCe «rapsivile», 0cobamBo 3
1960-x pp., afi)Xe TexHiYyHa fKicTb 300pa-
XEHHS nokpatlyBanacs. KpuTuku x noro
Teopii cTBepAXyBany, WO BOHa peidikye
(maTepianiaye) Mepgia: cTymiHb 3anyde-
HOCTI ayauTopii 3aNeXnTb He Bif caMux
Meflia (xoya XxapaKTepUCTUKM BigirpatoTb
BCE X POJib), @ Bif, KOHTEHTY i crnocobis
BMKOPWCTaHHS B MEBHOMY KOHTEKCTI.

BucHoBKu

OTxe, 6ins BuTOoKiB T SIK iHQYCTPIl Ta
MepexeBOol ay[ioBi3yaNbHOI ekocucTe-
MU 3HaXOLMNUCS BUHAXOOU Ta BIgKPUT-
TA (cucTtemmn dhakCcMMINbHOI nepenavi
doTorpacdin  MeTogaMu MexaHiyHOro
CKaHyBaHHA 300paxeHb, oTonpoBifa-
HICTb CefieHy, KiHO, «auck HinkoBa»),
O YMOX/IMBUAW HaNBIfbLL paHHiA MOro
eTan — MexaHiyHe abo OMTMKO-Mexa-
HiyHe TBb, nepenymoBM sikoro B6ayaroTb
Y HbHOTOHIBCbKIM MexaHiui XVII c¢T. Bnpo-
noBx 40 pokiB, — 3 MOMEHTY OTpUMaH-
HSl MaTeHTY Ha «auck HinkoBa» y 1885 p.
0o nepwoi ny6niyHoi gemMoHcTpauil Te-
NEBI3INHNUX PYXOMUX 300paxKeHb Yy JIOH-
LOHCbKOMY YHiBepMasi LIOTNaHACbKUM
BUHaxigHUkoMm [IxoHom Jlori Beppgom
25 6epe3Hs 1925 p., — BOHO MPOWLLSIO
CTPIMKUI | OyXe BaxIMBWUW LWMAX Bif
TpaHCHAUT cTaTMYHOI KapTuHKKM (aHa-

CMUCOK BIBJTIOrPA®IYHUX MOCUJTIAHD

2023 - 6(2) - pp.263-276

nor dooTorpacpii) Ao nepenadvi pyxoMoro
300paxeHHs (aHasnor KiHo). OkpiM 3raga-
HUX BWHaxofiB, MexaHidyHe Tb «yBibpa-
Jlo» B cebe 3acobu 36epexeHHs (YOpHO-
6ini doTtorpadii Ta KiHO, dhoHorpad,
rpamodboH Towo) i Nepenavi (Tenerpad,
pagio, TeniecpoH) 3BYKy Ta 306paxeHHs.
HesBaxaroumn Ha cnpobu 36araTuT oro
3BYKOM i KOJIbOPOM, pPaHHi MexaHiyHi Te-
neTpaHcnAuil 3anuwannucs HiMMMK Ta
YopHO-6inumu. TlMofjanblinii  TeXHIYHWN
PO3BMTOK Ta YOOCKOHaNeHHS aymioBi-
3yaJlbHUX MapaMeTpiB MexaHiyHoro Tb
(4. ®. OxeHKiHc, K. TakasiHari, J1. TepmeH,
I.E. AnB3 Ta ®.pen, B. 3BopuKiH Ta iH.)
3yMOBWM MOrnMnbneHHa aygioBisyarb-
HOrO CMHTe3y B ranysi Ta ii TpaHcdop-
MaLito, YHacNifoK 4oro crnoyaTky 3'sABu-
JIMCSl eNeKTPOMEXaHiYHi N eNneKTPOHHI
cuctemu Tb 3 MOXINIMBICTIO 36epeXeHHS
KOJIbOPOBOro 300paXKeHHs,, a 3rofoM
CUCTEMU perynsipHoro Ta KabenbHOro
TenemoBreHHs. Lle cBiguuTb nNpo cBoe-
pifHY cyKLecito Ta AUHaMIKy Liel aygio-
Bi3yaslbHOI eKoCUCTEMMY, sIka MPOJOBXYE
noctyn i 3barayeHHsi 3aBASKKM B3aEMO-
0OMiHY KOHTEHTOM i TEXHOJIorisAMU 3 iH-
lWMM ayfioBidyaslbHUMU eKoCcUCTeMaMu
BXe Ha Cy4yacHOMYy eTarli.

MepcnekTUBHI HanpAMXM MofanbLINX
JOCHNioXeHb: KOHKYPEHLLisl eN1eKTPOHHOIo
Ta MexaHiYHoro (enleKTpoOMeXaHiuyHoro)
TB, CTaHOBJNEHHS | PO3BUTOK CUCTEMMU pe-
ryNsipHOro TenepafiioMOBJIEHHS Y 3B'A3-
Ky 3 ekcnepuMeHTanbHumMm Tb y CLUA Ta
€sponi, nosaBa kKabenbHO-CYNyTHUKOBO-
ro Tb, 3acTocyBaHHSI LMEPOBUX TEXHO-
norine Tby 1970—-1990-x pp. Ta iH.
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Abstract

The purpose of the research is to characterize the most important milestones in the technical history
and audiovisual parameters of electromechanical (mechanical) television of the 1840s—1930s as an
audiovisual ecosystem. Research methodology. The study uses, firstly, an ecosystem approach, which
made it possible to qualify television as a networked audiovisual ecosystem with internal dynamics and
external interactions, and secondly, media archaeology as a field that attempts to understand the early stage
and electromechanical practices of television through the prism of technical history, and, thirdly, general
scientific methods of analysis and synthesis, induction and deduction, generalization and abstraction
when working with theoretical material. Scientific novelty. For the first time, the article comprehensively
and at the appropriate theoretical level considers the most significant milestones in the development
of electromechanical (mechanical) television of the period and its audiovisual parameters. Conclusions.
It is proved that during the 40 years since the patent for the “Nipkow disc” was granted in 1885 to the
first public demonstration of television moving images by the Scottish inventor John Logie Baird in 1925,
electromechanical TV has gone through a rapid and very significant path from broadcasting a static image
(analogue of photography) to transmitting a moving image (analogue of cinema). It has been substantiated
that despite numerous experiments aimed at “collaborating” the means of preserving and transmitting
sound and image (telegraph, radio, telephone), early mechanical television broadcasts remained silent
and black and white. It is emphasized that further technical development and improvement of audiovisual
parameters of mechanical television led to the deepening of audiovisual synthesis in the industry and its
transformation, which first resulted in the emergence of electromechanical and electronic systems with the
ability to preserve colour images and later regular and cable television broadcasting systems.

Keywords: electromechanical (mechanical) television; 1840-1930; audiovisual ecosystem; audiovisual
parameters; television broadcast; “Nipkow disc"; moving images
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The author’s idea of the master's photography project was to recreate the unique
atmosphere, sacred and historical spirit of Khortytsia Island, where the symbol of the
Ukrainian Cossacks, the Zaporizhzhia Sich, was located. For every nation, its history
is essential, and Khortytsia has been preserving the heritage of our people for many
centuries. At all times, the island has been attractive not only for its beauty but also for
its sacred meaning. Nowadays, Khortytsia is not often depicted in cinematic works.
Therefore, the relevance of the work is due to the need to draw the cinematographic
community's attention to the historical and sacred heritage of this Cossack Island.

The representation of Khortytsia does not always reflect the historical and cultur-
al aspects of this sacred place. Often films portray the island as a beautiful natural
area without paying due attention to its cultural and historical significance for the
Ukrainian people.

Audiovisual works can treat Khortytsia only as a landscape for filming, without re-
sorting to a detailed study of the cultural heritage. The cinematography does not al-
ways succeed in accurately conveying the character and appearance of the island's
sanctity, which can cause misconceptions among viewers.

The project aims to reflect the mystery, mysticism, and spirituality of these places
through the language of photography. The photographs demonstrate different histor-
ical periods, starting from the Bronze Age (Braharnya sanctuary), the Cossack period
(a series of Zaporizhian Sich images), and up to the present day, showing the evolu-
tion of humanity and its impact on the world.

The photo art project "Manifestations of Sacred Zaporizhzhia" is an informative,
emotional, and visually exciting journey into the past that will inspire viewers to
a deeper understanding of Ukrainian culture. The aim of the project is to reveal the
depth of sacred Zaporizhzhia through photography, allowing viewers to immerse
themselves in its mysteries, spirituality, and history, to see the diversity of this region
and its impact on the cultural heritage of Ukraine.

Location address: Zaporizhzhia, Khortytsia Island.
Photographer: Oleksandra Sydorenko, alexandrasidorenko97@gmail.com.
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Image No. 1 editing with Light scheme
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photo art project
Camera/ Lens Settings:
Nikon D3100 / 18 mm|F9]1SO100]1/320s
AF-S DX NIKKOR 18-55 mm VR
Image No. 2 editing with Light scheme
Snapseed: Light source: daylight.
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+ Colour correction
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Photo No. 4
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photo art project
Camera/ Lens Settings:
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Photo No. 5

“Bell Tower"

from the master's

photo art project
Camera/ Lens Settings:
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AF-S DX NIKKOR 18-55 mm VR
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Snapseed: Light source: daylight.
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Photo No. 6
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“Cart" from the master's
photo art project
Camera/ Lens Settings:
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Snapseed: Light source: daylight.
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Photo No. 7

“Fishing net"
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photo art project
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“Wheel"
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Photo No. 9
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Photo No. 10
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“Hayloft" from the master's

photo art project
Camera/ Lens Settings:
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Photo No. 11

“Domes”
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Photo No. 12

“Hayloft"
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Photo No. 13
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Photo No. 14

“Zaporozhian Sich" from
the master's photo art project
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“Sanctuary”

from the master's

photo art project
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Photo No. 17
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“Sanctuary Braharnia. Ritual circle”
from the master's photo art project
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from the master's

photo art project
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Photo No. 21

“Ceramic lamb"
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photo art project
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Photo No. 23

“Symbol of unity, honour and dignity”
from the master's photo art project
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Nikon D3100 / 55mm|F11]1SO 100 1/500 s
AF-S DX NIKKOR 18-55 mm VR

Image No. 23 editing with Light scheme
Snapseed: Light source: daylight.

* Edit brightness and shadow areas
* Colour correction
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The "First Ray" project was launched in 2009. According to the idea and concept
developed, the shooting takes place in the high mountain systems of the Himalayas,
Karakoram, and the Cordillera at dawn. The shooting aims to capture the first rays of
the sun illuminating the snow-capped mountain peaks. A prerequisite for shooting is
no later than two minutes after the first touch of the sun's ray to the peak. Since the
sun is still deep below the horizon at this time, the lighting at the shooting point corre-
sponds to twilight conditions, although the subject is in daylight conditions. This pro-
vides additional opportunities for creative reinterpretation of the scene and presenta-
tion of the result as an art object. The prerequisites for achieving the result are that
the photographer should be located mostly at an altitude of 4000 metres. The height
of the peaks to be photographed is from 6500 metres above sea level. The exposition
is arranged according to the light, which allows for detail and draws the viewer's at-
tention to the idea of the project. Additionally, to enhance the impression, the sky was

“dulled" in post-processing until details and colour disappeared completely.
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Photo No. 1
Camera/ Lens
Phase One AFD Il P45+ /

Mamiya-Sekor C 210 mm /4

Settings:
210mm |[F11[1SO100|1/25s

Image No. 1 editing with
Adobe Photoshop

Ama Dablam peak, Himalayas, Nepal.
View from the village of Tengboche.
2012.

Photo No. 2

Camera/ Lens
Canon EOS 5D Mark Il /
Canon EF 70-200 f/4 + Extender 1.4x

Settings:
288 mm |F141S0320|1/60s

Image No. 2 editing with
Adobe Photoshop

Ama Dablam peak, Himalayas, Nepal.
View from the top of Kala Patar.
2009.
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Photo No. 3

Camera / Lens
Phase One AFD Il P45+ /
Mamiya-Sekor C 80 mm f/2.8

Settings:
80mm |[F11[ISO100|1/15s

Image No. 3 editing with
Adobe Photoshop

Kongde Ri mountain range, Himalayas,
Nepal. View from the village of Namche
Bazar. 2012.

Photo No. 4

Camera / Lens
Phase One AFD Il P45+ /
Mamiya-Sekor C 80 mm f/2.8

Settings:
80mm |F11[1S0200|1/80s

Image No. 4 editing with
Adobe Photoshop

The peak of Fari Lapcha, Himalayas,
Nepal. View from the top of Gokyo Ri.
2012.
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Photo No. 5
Camera/ Lens
Phase One AFD Il P45+ /

Mamiya-Sekor C 80 mm /2.8

Settings:
80 mm |F8[1SO 100 1/200 s

Image No. 5 editing with
Adobe Photoshop

Kantega and Tamserku peaks,
Himalayas, Nepal. View from the village
of Kumchung. 2012.

Photo No. 6

Camera/ Lens
Phase One AFD Il P45+ /
Pentax 67 165 mm /2.8

Settings:
165 mm|F8]1SO50|1/3s

Image No. 6 editing with
Adobe Photoshop

South Anapurna Peak, Himalayas,
Nepal. View from the Poon Hill.
2019.
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Photo No. 7
Camera/ Lens
Phase One AFD Il P45+ /

Pentax 67 165 mm /2.8

Settings:
165 mm |F8]1SO0501]1/20s

Image No. 7 editing with
Adobe Photoshop

Dhaulagiri Peak, Himalayas, Nepal.
View from the Poon Hill.
2019.

Photo No. 8

Camera/ Lens
Phase One AFD Il P45+ /
Pentax 67 165 mm /2.8

Settings:
165 mm |F8]1SO50]1/59 s

Image No. 8 editing with
Adobe Photoshop

Machapuchre Peak, Himalayas, Nepal.
View from the Poon Hill.
2019.
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Photo No. 9
Camera/ Lens
Phase One XF 103 100 MP /

Pentax 67 165 mm /2.8

Settings:
165mm |F8]1SO050]1/13s

Image No. 9 editing with
Adobe Photoshop

Chohori Peak — K2, Karakoram,
Pakistan. View from the Concordia
Plateau. 2021.

Photo No. 10

Camera/ Lens
Phase One XF 103 100 MP /
Pentax 67 165 mm /2.8

Settings:
165 mm|F8]1SO50|1/180s

Image No. 10 editing with
Adobe Photoshop

Filter:
neutral grey ND500+ND16

Masebrum Peak, Karakoram,
Pakistan. View from the Baltoro
glacier. 2021.
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BproxoBeLbka J1. |. [lepepBaHuii nonir.

YkpaiHcbKe KiHO YaciB BY®KY: cripoba pekoHCTpyKuUii
MoHorpadis. Kuie : Kueso-MorunsiHcbka akagemisi,

2018.570 c.

BptoxoBeLbka, J1.1., 2018. [epepBaHuii nosnir.
YkpaiHcbke KiHO YaciB BY®DKY: cipoba peKoHCTpyKLUil.

Kuis: KueBo-MorunsHcbka akagemis.

Briukhovetska, L.1., 2018. Perervanyi polit. Ukrainske

kino chasiv VUFKU: sproba rekonstruktsii
[Interrupted Flight. Ukrainian cinema

of the VUFKU period: an attempt at reconstruction].

Kyiv: Kyiv-Mohyla Academy.

Y MmoHorpadii Jlapucu BproxoBeLbkor
«MepepBaHui MNoONIT. YKpaiHCbKe KiHO
yaciB BY®KY: cnpoba pekoHCTpyKLii» Ha
OCHOBi [OKYMEHTaNbHUX OXepen — ne-
pioankun 1920-x pokiB, apXxiBiB, a TaKoX
crnorafiB y4yacHMKIB KiHonpoLlecy pe-
KOHCTPYMOBAHO MaWxe HeBifoMuUN, ane
Haf3BMYaMHO HAcUYeHWW i NAigHUIA ne-
piof B icTopii yKpalHCbKOro KiHO, a came
DisnbHiCTb BceykpaiHcbkoro ¢oTOKiHO-
yrpaBniHHS B YMOBax aBTOHOMHOIO roc-
nofaptoBaHHs. Lle pocnigxeHHs opgHe
3 nepwux B YKpaiHi oxonsntoe BcebiyHO
He TiNlbKu KIHOMUCTELTBO, a 1 pO3BUTOK
KiHOIHOYCTpil Ta KiHOMpokaTy, BiACTOO-
BaHHA npaBfiiHHAM BY®KY HauioHanb-
HUX iHTepeciB, 3aBASKKM YOMY KiHO 3[,0-
6yN10 YMOBM 1191 YCMILUHOrO PO3BUTKY.

MoHorpadito CTpPyKTypoBaHO HacTyn-
HUM YnHOM: «CiM poKiB Bif, 3006yTKIB A0
HULLEeHHA» (c. 5—208), «ImeHa» (c.209-
493), «Teopis i kputuka» (c.505-545),
«dinbMn Opecbkoi Ta KuiBCbKOI KiHO-
¢abpuk BYOKY, gocTynHi ons neperns-
ay» (c.546), «Jlitepatypa» (c. 547-552),
«IMeHHMI MokKax4nk» (c. 553—566).

flk cnpaBennuBO 3a3Hayae aBTOpPKa:
«BY®KY, 6yBLUM fepXaBHOK YCTaHOBOL,

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

MyCMNo npauioBaT B MOAi NpUBaTHOro
6isHecy, [0 IKOro, 30Kpema, Hanexanu
opeHaapi KiHoTeaTpiB» (c. 23). BigMiTu-
Mo, W0 nepepq nNpaBfiHHAM BY®KY cTo-
SN0 cknajHe 3aBAaHHA — 3 04HOro 60Ky,
Tpeba Oyno BUKOHYyBaTWU [LepXaBHUM
cdiHaHCOBUI NNaH, a 3 iHWOoro — pobuTu
dinbMK, AIKi NOBMHHI BignoBigaTn npo-
naraHAUCTCbKUM 3aBAAHHSAM KOMYHiC-
TUYHOI NapTii.

Micns XoBTHeBOro nepeBopoTy Bce-
YKpaiHCbKWI KiIHOKOMITET, a NoTiM Moro
nocnifoBHUk BY®KY noBuHHI Bynu, Ak
KaXyTb, 3 HYJsl Hanarog)ysaTu npoue-
CM  KiHOBMPOGHMLUTBa (CKOMMOHYBaTU
wraT KiHodabpuK, 3HaNTM HeobXigHe
obnafHaHHSA, KiHOMMIBKY ToLLo). | 3 UM
3aBfaHHAM BY®KY 3morno sropatucs.
3a [yxXe KOPOTKUA TepMiH yKpaiHCbKe
KycTapHe KiHOBMPOOHULTBO MNepeTBO-
punocsi Ha MOTYXHY KiHOranysb, OfHY
3 Havikpawumx y PagsiHcbkomy Cotosi.

Ocob6nmBUI chneck pPosBUTKY YyKpaiH-
CbKoi KiHeMaTorpadii nocigae Ha poku,
KONM KIiHOBIZOMCTBO O4osoBaB 3axap
XenMHo. 3aBAsiKM NOMY MOYMHAOTb BU-
pobnaTucs inbMu ykpaiHCcbKol TemMa-
TUKU 1 [0 BITYMBHAHOIO KiHemaTorpada

MucnaBcbkui, B. [NepepBanHmi NoaiT. BITYM3HAHE KIHO
yaciB BeceykpalHCbKoro MOoTOKIHOYNpaBiHHA
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Jony4aroTbCsl HaMsickpaBiwi npepcTas-
HWKW YKpaiHCbKOT NiTepaTypu.
3asHauMmo, Wo Yy KHM3I Jlapucu bproxo-
BeLbKOI Y/Masio MasioBifoMuUx MaTepianis.
Tak, y po3gini «IMeHa» pocnigHuus HaBo-
OWTb LiKaBi hakTu Npo TBOpYicTb 6araTbox
yKpaiHCbKMX akTopiB. OKpemi rnaBu npwu-
cBsiYeHi AmBpocito byumi, IBaHy 3amuu-
KoBcbkoMy, Mukoni Hagemcbkomy, tOpito
LLlymcbkomy, CemeHy CaalueHky, Ceprito
MiHiHy, CTenaHy LLlarangi (c. 435-481).

HaluikaBilumMMm, Ha Haw nornag, € po3gin
«Teopis i KpUTUKa». Y BITYNIHAHOMY KiHO-
3HaBCTBI MPaKTUYHO HeMae [OCHiAXKEeHb
3 aHani3oM pPO3BUTKY CTaHOBJIEHHS YKpa-
THCbKOI  «KiIHOQYMKM» ([BOTOMHa KHUra
aBTopa UMx pagkiB «KiHO3HaBYI po3BigKu
B YKpaiHi» BUILLMA Ha ABaA POKM Mi3HILLE).

flk cnpaBegnuBo 3asHauvae J1. Bproxo-
Bellbka: «KpaiHa 3 PO3BMHEHO KiHEMa-
Torpacpieto He Moxe 06inTuca 6e3 Ta-
Kux T cKNafgoBuX, K KpUTUKa i Teopisi»
(c. 505). B YkpaiHi gaBHO Ha3spina Heob-
XiAHICTb JOCNIOXXEHHS WAXIB PO3BUTKY
BiTYUM3HAHOro KiHo3HaBcTBa 1920-Xx po-
KiB, 6e3 IKOro BUBYEHHS icTopil Ta Teopil
KiIHOMUCTeLTBa CbOroAHi HEMOXJIMBO.

B moHorpadii Jlapucu BproxoBeLbkor
npoaHasni3oBaHo MnpaLi ToroyacHuUX ykpa-
THCbKUX TeopeTukiB KiHO — Mwukonu ba-
XaHa, [0pia AHoBcbKoro, €BreHa YepHsi-
ka, Mukonu YwakoBa, Bacuna Xmyporo,
JleoHipga CkpunHuka (c. 510—540). 3Bep-
TaluMcb [0 LOCBiAYy €CTETUYHOI i Kpu-
TMYHOI gymku 1920-x pokis, Jlapuca
BptoxoBelbka NigxoauMTb L0 1T OLiHKM
3 Mo3uLii icTOpu3My, po3KpUBaE B AMHa-
MiLi npouec Tl CTaHOBMEHHS.

2023 - 6(2) - pp.309-313

BesymoBHO, 0CO6NBO LIiHHUM € [OoCHi-
IKEHHA ABULL, | TEHLEHLi CTaHOBJEHHS
YKpalHCbKOro KiHOMMCTeuTBa — Mpo-
6nemM TBOpPYOro MeTony, €CTeTUYHUX
KaTeropin i cucrtem, WO BWHUKANU Ha
nepLmx etanax iCTOPUYHOIO PO3BUTKY
YKPalHCbKOro CycrnifibCTBa, BUCBIT/IEHHS
iEeNHO-TBOPYMX KOHLIeMLUin TOroyacHo-
ro ykpaiHcbKoro kiHemartorpadya, Bnv-
BY KIHOKpPUTMKM Ta KiHO3HaBCTBa Ha
KiHemaTorpadpiyHy npakTuky. Y TBOp-
ynx pauckycisx 1920-x pokiB dopmy-
BanuCb METOLOJIONYHI MPUHLUUMK PO3-
BUTKY KIHOMWUCTELTBA, aHasi3 fKUX fae
3MOry BIiATBOPUTU iCTOPUYHY KapTUHY
CTaHOBJIEHHSA YKpalHCbKOro KiHO3HaB-
cTBa. BaxnuBum Hacamnepep € Bu-
BYEHHS1 CTaHOBJIEHHSI KiHO3HABCTBa fiK
HayKu.

Mig yac po6oTn Hag MoHorpadieto aB-
TOpKa onpavtoBana LIMpPOKe KOJo JiiTe-
paTypu Ta 3Morfia npeacTaBuTU [OCKO-
Hany peKOHCTPYKLit0 PO3BUTKY YKpaiH-
CbKOro KiHo 1920-x pokiB (3a3Haunmo,
wo J1. bptoxoBeLbka GrMcKyde nposiBU-
na cebe B [OCNigXEHHSAX YKPaIHCbKOro
KiHemaTorpadha pi3HuX nepiofiB Ta Ha-
npsmie). [lo 6eanepeyHnx nepeBar KHU-
rn «MepepBaHuit NoniT. YkpaiHcbke KiHO
yaciB BY®KY. cnpoba peKoHCTpyKLii»
cnip 3apaxyBaTw ii 6araTo intocTpoBaHe
ohopMIEHHS apXxiBHUMK dpoTorpadis-
MU Ta Kagpamu 3 ifibMiB.

MigcymoBytoUM CKasaHe, Xo4y MopeKo-
MeHJyBaTU O3HaOMUTUCb i3 PoBOTOH
Jlapucu BproxoBeLbKoi BCiM, XTO Lika-
BUTbCS ICTOpPiEO0 YKPAIHCbKOro KiHO Ta
KYNbTypW.

Larysa Briukhovetska's monograph “In-
terrupted Flight. Ukrainian Cinema of the
VUFKU Era: An Attempt at Reconstruc-
tion", based on documentary sources —
periodicals of the 1920s, archives, and

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

memoirs of participants in the film pro-
cess — reconstructs an almost unknown
but extremely rich and fruitful period in
the history of Ukrainian cinema, namely
the activities of the All-Ukrainian Photo

Myslavskyi, V. Interrupted Flight. Ukrainian Cinema
of the All-Ukrainian Photo and Film Administration Era
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and Film Administration (VUFKU) under
conditions of autonomous management.
This research is one of the first in Ukraine
that comprehensively covers not only
cinema art, but also the development
of the film industry and film distribution,
and the defence of national interests by
the Ukrainian Film and Photo Administra-
tion, which helped cinema to gain condi-
tions for successful development.

The monograph is structured as follows:
“Seven Years from Achievement to De-
struction” (pp. 5-208), “Names" (pp. 209-
493), “Theory and Criticism" (pp.505-
545), “Films of the Odesa and Kyiv Film
Studios of the VUFKU Available for View-
ing" (p.546), “Literature” (pp.547-552),
“Index" (pp. 553-566).

As the author rightly notes: "VUFKU, be-
ing a state institution, had to work in the
field of private business, which includ-
ed cinema tenants” (p. 23). It should be
noted that the VUFKU board had a diffi-
cult task: on the one hand, it had to fulfil
the state financial plan, and on the oth-
er hand, it had to make films that would
meet the propaganda objectives of the
Communist Party.

After the October coup, the All-Ukrain-
ian Film Committee and then its suc-
cessor, the Ukrainian Film Association,
had to set up film production processes
from scratch (to staff film factories, find
the necessary equipment, film, etc.). And
VUFKU was able to cope with this task. In
a very short period, the Ukrainian cottage
industry became a robust film industry,
one of the best in the Soviet Union.

The development of Ukrainian cinema
saw a particular surge in the years when
the film agency was headed by Zakhar
Helmno. Thanks to him, films with Ukrain-
ian themes began to be produced and the
brightest representatives of Ukrainian lit-
erature joined the national cinema.

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)
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It should be noted that Larysa Briuk-
hovetska's book contains a lot of little-
known material. For example, in the sec-
tion "Names", the researcher provides
interesting facts about the work of many
Ukrainian actors. Separate chapters
are devoted to Ambrosii Buchma, Ivan
Zamychkovskyi, Mykola Nademskyi, Yu-
rii Shumskyi, Semen Svashenko, Serhii
Minin, and Stepan Shahaida (pp.435-
481).

The most exciting, in our opinion, is the
chapter "Theory and Criticism". There
are practically no studies in national
film studies analysing the development
of Ukrainian “film thought" (the author's
two-volume book Film Studies in Ukraine
was published two years later).

As L. Briukhovetska rightly notes: “a sta-
te with developed cinema cannot do
without such components as criticism
and theory” (p. 505). In Ukraine, there is
a long-standing need to study how na-
tional film studies of the 1920s devel-
oped, without which the study of the his-
tory and theory of cinema is impossible
today.

Larysa Briukhovetska's monograph
analyses the works of Ukrainian film
theorists of the time — Mykola Bazhan,
Yurii Yanovskyi, Yevhen Cherniak, Myko-
la Ushakov, Vasyl Khmuryi, and Leonid
Skrypnyk (pp.510-540). Referring to
the experience of aesthetic and critical
thought of the 1920s, Larysa Bryukhovet-
ska approaches its assessment from the
standpoint of historicism, revealing the
process of its formation in dynamics.

Of course, it is crucial to study the
phenomena and trends in the formation
of Ukrainian cinema - the problems of
the creative method, aesthetic catego-
ries and systems that arose in the early
stages of the historical development of
Ukrainian society, the ideological and

MucnaBcbkui, B. [NepepBanHmi NoaiT. BITYM3HAHE KIHO
yaciB BeceykpalHCbKoro MOoTOKIHOYNpaBiHHA
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artistic concepts of Ukrainian cinema of
that time, the influence of film criticism
and film studies on cinematic practice.
The creative discussions of the 1920s
shaped the methodological principles
of the development of cinema, and their
analysis allows us to recreate the histor-
ical picture of the formation of Ukrainian
film studies. First of all, it is important
to study the formation of film studies as
a science.

While working on the monograph, the
author studied a wide range of literature
and was able to present a perfect recon-
struction of the development of Ukrai-

|® @ This is an open access journal and all published articles are licensed under a Creative Cormmor
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nian cinema in the 1920s (it should be
noted that L. Briukhovetska has brilliant-
ly proved herself in researching Ukrainian
cinema of different periods and trends).
The undoubted advantages of the book
“Interrupted Flight. Ukrainian Cinema of
the VUFKU Era: An Attempt at Recon-
struction" should be considered one of
its indisputable advantages, as it is richly
illustrated with archival photographs and
film stills.

To sum up, | would recommend reading
Larysa Briukhovetska's work to anyone
interested in the history of Ukrainian cine-
ma and culture.

1s «Attribution» 4.0
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