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ɛɚɝɚɬɨ ɯɬɨ ɛɚɱɢɬɶ ɭ ɜɩɪɨɜɚɞɠɟɧɧɿ 
ɬɟɯɧɨɥɨɝɿɣ ɿɧɬɟɪɚɤɬɢɜɧɨɝɨ ɧɚɜɱɚɧɧɹ ɡ 
ɤɨɧɤɪɟɬɧɢɯ ɞɢɫɰɢɩɥɿɧ, ɹɤɿ ɨɛ'єɞɧɭɸɬɶ 
ɞɨɫɬɚɜɤɭ ɦɭɥɶɬɢɦɟɞɿɣɧɨɝɨ ɧɚɜɱɚɥɶɧɨɝɨ 
ɤɭɪɫɭ ɡ ɪɟɝɭɥɹɪɧɢɦ ɬɟɫɬɭɜɚɧɧɹɦ ɿ ɨɰɿɧɤɨɸ 
ɧɚɛɭɬɢɯ ɡɧɚɧɶ ɱɟɪɟɡ ɫɩɟɰɿɚɥɶɧɿ ɪɟɫɭɪɫɢ. 

Ɍɚɤɚ ɫɢɫɬɟɦɚ ɦɨɠɟ ɫɥɭɠɢɬɢ 
ɿɞɟɚɥɶɧɢɦ ɩɪɢɤɥɚɞɨɦ ɪɨɡɪɨɛɤɢ ɬɟɯɧɨɥɨɝɿɣ 
ɞɨɫɬɚɜɤɢ ɨɫɜɿɬɧɶɨɝɨ ɤɨɧɬɟɧɬɭ ɞɥɹ 
ɩɪɟɞɦɟɬɧɨ-ɨɪɿєɧɬɨɜɚɧɨɝɨ ɬɪɟɧɿɧɝɭ, ɿ ɜɨɧɚ є 
ɜɚɠɥɢɜɢɦ ɤɨɦɩɨɧɟɧɬɨɦ ɿɧɮɨɪɦɚɰɿɣɧɨɝɨ 
ɨɫɜɿɬɧɶɨɝɨ ɫɟɪɟɞɨɜɢɳɚ. 

Ⱦɨɫɹɝɧɟɧɧɹ ɫɭɱɚɫɧɢɯ ɨɫɜɿɬɧɿɯ 
ɡɚɩɢɬɿɜ ɧɚɜɱɚɥɶɧɨ-ɜɢɯɨɜɧɨɝɨ ɩɪɨɰɟɫɭ ɦɨɠɟ 
ɛɭɬɢ ɡɚɛɟɡɩɟɱɟɧɟ ɡɚ ɭɦɨɜɢ ɮɨɪɦɭɜɚɧɧɹ 
ɿɧɮɨɪɦɚɰɿɣɧɨɝɨ ɨɫɜɿɬɧɶɨɝɨ ɫɟɪɟɞɨɜɢɳɚ ɧɚ 
ɬɚɤɢɯ ɨɫɧɨɜɧɢɯ ɩɪɢɧɰɢɩɚɯ: ɜɿɞɤɪɢɬɿɫɬɶ; 

ɦɚɫɲɬɚɛɨɜɚɧɿɫɬɶ; ɝɧɭɱɤɿɫɬɶ, ɚɞɚɩɬɨɜɚɧɿɫɬɶ 
ɫɬɪɭɤɬɭɪɢ ɿ ɡɦɿɫɬɭ; ɿɧɬɟɝɪɚɬɢɜɧɿɫɬɶ; 
ɧɟɥɿɧɿɣɧɿɫɬɶ; ɫɬɪɭɤɬɭɪɨɜɚɧɚ ɧɚɞɦɿɪɧɿɫɬɶ, 
ɳɨ ɜɢɤɥɸɱɚє ɛɚɝɚɬɨɪɿɜɧɟɜɿ ɿ ɛɚɝɚɬɨɚɫɩɟɤɬɧɿ 
ɡɦɿɫɬɨɜɧɿ ɿ ɞɿɹɥɶɧɿɫɧɿ ɤɨɦɩɨɧɟɧɬɢ. 

Ɍɚɤɢɦ ɱɢɧɨɦ ɞɥɹ ɩɟɪɫɩɟɤɬɢɜɧɨɝɨ 
ɪɨɡɜɢɬɤɭ ɜɿɬɱɢɡɧɹɧɨɝɨ ɟɥɟɤɬɪɨɧɧɨɝɨ 
ɨɫɜɿɬɧɶɨɝɨ ɪɟɫɭɪɫɭ ɧɚ ɨɫɧɨɜɿ ɿɧɧɨɜɚɰɿɣɧɢɯ 
ȱɧɬɟɪɧɟɬ-ɩɪɨɟɤɬɿɜ ɧɟɨɛɯɿɞɧɨ ɪɨɡɲɢɪɟɧɧɹ 
ɬɟɥɟɤɨɦɭɧɿɤɚɰɿɣɧɨʀ ɿɧɮɪɚɫɬɪɭɤɬɭɪɢ, 
ɫɬɜɨɪɟɧɧɹ ɬɟɯɧɿɱɧɢɯ, ɚɞɦɿɧɿɫɬɪɚɬɢɜɧɢɯ 
ɫɢɫɬɟɦ ɞɥɹ ɡɚɛɟɡɩɟɱɟɧɧɹ ʀʀ ɜɢɤɨɪɢɫɬɚɧɧɹ, 
ɩɪɢɣɧɹɬɬɹ ɫɩɟɰɿɚɥɶɧɢɯ ɞɟɪɠɚɜɧɢɯ 
ɫɬɚɧɞɚɪɬɿɜ ɿ ɮɨɪɦɭɜɚɧɧɹ ɭɦɨɜ ɞɥɹ 
ɤɨɧɤɭɪɟɧɬɧɨɝɨ ɪɢɧɤɭ ɨɫɜɿɬɧɿɯ ȱɧɬɟɪɧɟɬ-

ɩɪɨɟɤɬɿɜ. 
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SCREENPLAY AS AN OBJECT OF CONTEMPORARY LINGUISTIC 

INVESTIGATION 

Ɉɥɟɧɚ ɑɟɬɜɟɪɿɤɨɜɚ  
ɤ. ɮɿɥɨɥ. ɧ., ɞɨɰɟɧɬ 

Іɡɦɚʀɥɶɫɶɤɢɣ ɞɟɪɠɚɜɧɢɣ ɝɭɦɚɧɿɬɚɪɧɢɣ ɭɧɿɜɟɪɫɢɬɟɬ 
 

Media space of the 21st century being 

multi-layer brings together a variety of 

methods aimed at influencing both the 

consciousness of an individual and of a 

society. It governs spectators’ opinion, filling 
and constructing it. Feature films are a part of 

media industry, they represent a specific kind 

of media impact, combining social and cultural 

values. Feature films are usually based on 

screenplays that are noted for specific text 

organization. Traditionally a screenplay is 

characterized for some contradiction. This 

feature is rooted in the dialectical nature of a 

screenplay, as it may be considered both, a 

pre-text for a future feature film, and a kind of 

belletristic text, which may exist separately as 

a work of art [1, p. 91]. An interesting 

inclusion in the screenplays is the use of 
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author's remarks, which do not have verbal 

realization in the final film version. They 

perform explicating and explanatory role and 

are aimed mostly at the actors, film directors, 

cameramen and costume designers.  

Modern English-language publishing 

houses often publish the screenplays of feature 

films, which certainly reflects the reader's 

interest and stimulates the need to study this 

text type. English-language screenplays first 

appeared in the days of silent film, when the 

technical capabilities of cinematic art, which 

was only born, allowed to embody rather 

complex ideas and scenes in a film. So, the 

screenplay turned into a work of art, the task 

of which is not only to tell a story, but also to 

show it, and make visual. 

Traditionally screenplays are fixed in 

the written form, but are delivered to the 

recipient in an oral form that is perceived by 

the ear, so various extra-linguistic means 

provide the implementation of this mixed 

form. To create semantic completeness of a 

screenplay verbal and non-verbal components 

become equally important. In a screenplay the 

non-verbal component becomes an equal 

component of the text. Consequently, this 

dualistic nature determines the need for special 

approaches on the way of their study. 

The term «screenplay», may be 

determined as a work of dramatic 

screenwriting, intended for further 

implementation on the screen; a verbal 

prototype of a film; a  plot scheme according 

to which a play develops with the  detailed 

description of all mimic peculiarities, 

characteristics of the performing characters; a 

literary work, which serves a basis for the 

creation of a film and determines its 

ideological and artistic content, images, 

deployment of events, genre; screenplay; the 

plot scheme, the list of actors with the 

indication of the order and time of their 

appearance, a detailed plan of any event, and 

implementation of any action [2, p. 11]. 

The linguistic side of a screenplay is 

served by various signs and symbols, which in 

most cases act in a mixed form with the 

dominance of a particular function of each of 

them. The verbal linguistic signs of a 

screenplay include the speech of the 

characters, the voice distinctions, songs, sound 

non-linguistic signs – natural and technical 

noises, music; visual linguistic signs include 

captions (initial, final and text-internal), 

written inscriptions as part of the interior. 

Visual signs include images, movements, 

landscape, interior, props, and special effects. 

We should also mention that verbal and music 

elements are integrated in the perception of the 

film by the audience, consequently music and 

speech require the same brain resources to 

decode the meaning. 

To describe the complexity of a 

screenplay some linguists use the terms 

«creolized text», or «poly-code text» which 

mean a text that combines both verbal and 

non-verbal components a complex text 

formation in which verbal and iconic elements 

form one visual, structural, semantic and 

functional whole, aimed to produce complex 

pragmatic impact on the recipient [3, p. 17].  

A screenplay presents a self-sufficient 

literary work, a fixed verbal image, a verbal 

prototype of the screen image. If related to the 

belletristic style, it demands imaginative and 

film-shot thinking by means of specific cinema 

language. If the publicistic and scientific styles 

prevail, we understand that the screenplay is 

aimed for documentary and journalistic 

overviews. The screenplays should be united 

as a separate group of audio-medial texts, 

which are fixed in writing, but delivered to the 

recipient via non-verbal environment in the 

oral verbal form, and perceived by hearing and 

viewing; while different extralinguistic means 

contribute to the realization of this hybrid 

literary formation in various degrees. 

We should mention that there might 

exist several screenplays to one film, which 

are based on a literary text, especially if it is 

popular with the reader and aimed at different 

target audience. There also observed such 

script forms of the as initial, second, third, 

preliminary, final etc. The amount of varieties 

of a screenplay is derived from the purpose is 

a literary work for the cinema. It takes into 

account genre peculiarities, different technical 

requirements, computer workouts and artistic 

possibilities, dramatic details and richness of 
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the plot events, ways and means of expression 

(behavior of the characters, costumes, and 

furnishing. 

Linguists differentiate several types of 

screenplay: 1) script-application, which is a 

concise description of the plot, no more than 5 

pages in length; 2) libretto, which is a literary 

screenplay, describing the film plot in detail; 

3) draft screenplay, which accentuates splitting 

into scenes and technical remarks; 

4) screenplay proper – the final version, 

according to which the film is shot; 5) caption 

screenplay, which divides the film into 

separate parts; 6) published screenplay, that 

may be represented in the form of a separate 

edition, or act as a script of the film [4, 

p. 220]. To the published screenplay, we might 

relate a literary scenario, containing the 

characteristics of characters, pictures from the 

filming, captions from the film, interviews 

with the cast and crew, description of 

historical facts and the like.  

The peculiarity of the screenplay text 

comes from its focusing on the transfer to 

another semiotic system. This focus allows us 

to characterize it as a text with predominantly 

denotative character, in which information 

about the events and composition prevails [5, 

p. 224]. 

For the film director the script is a 

complete work of art. It possesses all the 

features of a literary text, including imagery 

and the expressive means peculiar to fiction.  

The incomparable importance of dialogue 

becomes the main component of a theatrical 

embodiment on the screen. Consequently, the 

screenplay should have a complete amount of 

visual images, and visual images should have 

their literary form, thus, the visual images in a 

screenplay become literary images.  

Among the problems associated with 

the screenplay, we may mention the 

interaction of cinema and literature, the most 

interesting and vividly embodied in film 

adaptation of a literary work. It is significant 

that the development of cinema and literature 

at the beginning of the century developed 

simultaneously. The young cinema, getting on 

its feet, was primarily based on the literature, 

finding there its themes and ideas. Moreover, 

cinema has used the theater experience when 

creating the screenplays for well-known 

literary works. Thus, the cinematic variants of 

plays, stories and even novels are known from 

its very birth. There appeared such terms as 

cinematic illustration and cinematic 

interpretation in relation to the screenplay. 

The task of the cinematic illustration is 

to provide a "mirroring reflection" of a literary 

work on the screen, not converting it into 

another form. To link the general plot and 

separate episodes and explicate unclear 

explanations titles are used, for which it is best 

to take text extracts from the literary work. 

Cinematic interpretation presupposes 

transference of a literary work into a new 

form, structuring the elements of a literary 

work (plot, individual motifs, and images), 

presenting new combinations of text elements.  

As the result of cinematic interpretation, there 

may appear a completely new work of art. So, 

the problem of artistic specificity of a 

screenplay is one of the most interesting 

problems of investigation. 

Traditionally, there are four main 

elements in a screenplay: 1) descriptive part 

(author’s remarks or scene prose, that aim to 
describe time and place and characterize image 

actions); 2) character dialogues (conversation 

between film characters); 3) off screen 

(commentaries) voice; 4) initial and final 

captions. Screenplays usually presuppose 

activities of different people: the author of the 

text, film producer and director, actors, who 

can also take part in the process of 

interpretation, modification, and rewriting of 

the screenplay. The improvement of a 

screenplay may touch upon different areas, 

including the removal of some unimportant 

verbal prompts or intertextual references, 

allusions, the desire to sound brief and laconic, 

or indirect (when there are certain implicit 

moments and hidden meanings, subtext). The 

verbal form of some allusions in the 

screenplay can be expressed visually. 

Features that brings success to a 

belletristic text, usually include rich literary 

language, a deep inner reflections of the author 

and the characters, richness of their feelings, 

complexity of character relationships, 
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psychological descriptions and depicting of 

nature, dynamic, well-developed plot, different 

symbols and allegories. However, to create a 

screenplay and its further embodiment in a 

feature film, the writer can use only two 

things: the character speech and the plot of 

literary work.  

V. A. Kukharenko identifies twelve 

basic categories of a belletristic text, which 

can be applied to the screenplay: possibility to 

be subdivided, connectivity, prospects and 

retrospection, anthropocentricity, local and 

temporal proximity, informativity, 

consistency, integrity, modality, pragmatic 

orientation [6, p. 70-79]. The chronology of 

events in a screenplay can go forward, in 

accordance with the course of real events, and 

go back (prospects and retrospection); in 

addition, there may be flash forward elements 

and memories of past, or flashbacks. 

Consequently, linguistic investigation of a 

screenplay should be multisided and deep, 

keeping in mind that the dialogue occupies the 

central place in a screenplay. The screenplay 

dialogue stands in the circle of interests of 

socio-linguistics, psycholinguistics, pragma-

linguistics, including the achievements of 

linguo-culturology and communicative 

linguistic studies. 
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ɄɍɅɖɌɍɊɈɐȿɇɌɊɂɑɇȺ ɄɈɇɐȿɉɐȱə ȼɂɄɅȺȾȺɇɇə  

ɁȺɊɍȻȱɀɇɈȲ ɅȱɌȿɊȺɌɍɊɂ ȼ ɇɈȼȱɃ ɍɄɊȺȲɇɋɖɄȱɃ ɒɄɈɅȱ 

Ɍɟɬɹɧɚ ɒɟɜɱɭɤ  
ɞ.ɮɿɥɨɥ.ɧ., ɩɪɨɮɟɫɨɪ 

Іɡɦɚʀɥɶɫɶɤɢɣ ɞɟɪɠɚɜɧɢɣ ɝɭɦɚɧɿɬɚɪɧɢɣ ɭɧɿɜɟɪɫɢɬɟɬ 
 

ɋɶɨɝɨɞɧɿ ɜɢɳɚ ɨɫɜɿɬɚ ɬɚ ɫɟɪɟɞɧɹ 
ɡɚɝɚɥɶɧɨɨɫɜɿɬɧɹ ɲɤɨɥɚ ɫɬɨɹɬɶ ɩɟɪɟɞ 
ɱɢɫɥɟɧɧɢɦɢ ɜɢɤɥɢɤɚɦɢ. ɐɿ ɜɢɤɥɢɤɢ 
ɩɨɜ’ɹɡɚɧɿ ɡ ɩɢɬɚɧɧɹɦɢ ɦɨɞɟɪɧɿɡɚɰɿʀ 
ɨɫɜɿɬɧɶɨɝɨ ɩɪɨɰɟɫɭ ɱɟɪɟɡ ɩɪɨɰɟɫɢ 
ɝɥɨɛɚɥɿɡɚɰɿʀ ɬɚ ɿɧɮɨɪɦɚɬɢɡɚɰɿʀ ɫɭɫɩɿɥɶɫɬɜɚ. 
ɋɶɨɝɨɞɧɿ ɿɧɬɟɪɧɟɬ ɞɚɜɧɨ ɧɟ ɨɛɦɟɠɭєɬɶɫɹ 
ɞɨɦɚɲɧɿɦ ɤɨɦɩ’ɸɬɟɪɨɦ ɿ ɦɨɠɟ ɛɭɬɢ 
ɞɨɫɬɭɩɧɢɦ ɛɭɞɶ-ɞɟ ɡɚɜɞɹɤɢ ɫɦɚɪɬɮɨɧɚɦ, 
ɦɚɬɟɪɿɚɥɶɧɨ ɜɿɞɧɨɫɧɨ ɞɨɫɬɭɩɧɢɦɢ, 
ɡɪɭɱɧɢɦɢ ɜ ɤɨɪɢɫɬɭɜɚɧɧɿ ɡ ɦɢɬɬєɜɢɦ 
ɨɬɪɢɦɚɧɧɹɦ ɝɪɚɮɿɱɧɨʀ, ɚɭɞɿɨ ɿ ɜɿɞɟɨ 
ɿɧɮɨɪɦɚɰɿʀ. ɋɜɿɬ ɡɦɿɧɸєɬɶɫɹ ɡ ɲɚɥɟɧɨɸ 
ɲɜɢɞɤɿɫɬɸ ɿ ɫɬɚɜɢɬɶ ɧɨɜɿ ɜɢɦɨɝɢ ɞɨ 

ɩɪɨɰɟɫɭ ɧɚɜɱɚɧɧɹ ɭɱɧɿɜ ɿ ɫɬɭɞɟɧɬɿɜ. 
Ƚɚɞɠɟɬɢ ɬɟɩɟɪ ɤɨɧɤɭɪɭɸɬɶ ɡ ɜɱɢɬɟɥɟɦ, 
ɪɨɥɶ ɹɤɨɝɨ ɳɨɧɚɣɩɟɪɲɟ ɩɨɥɹɝɚє ɜ ɬɨɦɭ, ɳɨ 
ɧɟ ɩɿɞɜɥɚɞɧɨ ɬɟɯɧɿɰɿ – ɜɦɿɧɧɿ ɧɚɜɱɢɬɢ 
ɤɪɢɬɢɱɧɨ ɦɢɫɥɢɬɢ. 

ɇɨɜɿ ɿɧɮɨɪɦɚɰɿɣɧɿ ɬɟɯɧɨɥɨɝɿʀ ɩɨɤɢ 
ɳɨ ɧɟ ɜɢɬɿɫɧɢɥɢ ɩɚɩɟɪɨɜɭ ɩɪɨɞɭɤɰɿɸ, 
ɨɞɧɚɤ ɜɠɟ ɡɚɪɚɡ ɫɬɚɧɨɜɥɹɬɶ ʀɣ ɫɟɪɣɨɡɧɭ 
ɤɨɧɤɭɪɟɧɰɿɸ. Ɋɨɡɜɢɬɨɤ ɿɧɮɨɪɦɚɰɿɣɧɢɯ 
ɫɢɫɬɟɦ ɿ ɥɟɝɤɿɫɬɶ ɞɨɫɬɭɩɭ ɞɨ ɪɿɡɧɨɝɨ ɪɨɞɭ 
ɿɧɮɨɪɦɚɰɿʀ ɫɬɜɨɪɢɥɢ ɛɚɝɚɬɨɤɨɦɩɨɧɟɧɬɧɟ 
ɿɧɮɨɪɦɚɰɿɣɧɟ ɩɨɥɟ, ɭ ɮɨɪɦɚɬɿ ɹɤɨɝɨ ɿɫɧɭє ɿ 
ɪɨɡɜɢɜɚєɬɶɫɹ ɹɤ ɩɨɤɨɥɿɧɧɹ ɧɭɥɶɨɜɢɯ, ɬɚɤ ɿ 
ɥɸɞɢ ɫɬɚɪɲɨɝɨ ɜɿɤɭ, ɳɨ  ɩɪɚɝɧɭɬɶ ɿɬɢ ɜ 


