IV [lyHaticbKi HayKOBi YUUTAHHA: M'yMaHiTapHa OCBITA B TeOpil Ta NpakTULi

OGarato XT0 0auuTh |y  BIPOBAKEHHI
TEXHOJOTi IHTEPaKTUBHOTO HAaBYaHHA 3
KOHKPETHUX JHUCUUIUIH, $Ki 00'€qHYIOTh
JOCTaBKy  MYJIBTHMEAIHHOTO  HAaBYAJIHHOTO

KypCy 3 PeryJisipHHM TECTYBaHHSM 1 OLIIHKOIO
HaO0yTHUX 3HAHb Yepe3 CIeiaIbHI PECYpPCH.

Taka cucrema  MOXKE€  CIYXKUTH
1IeaTbHUM TIPUKJIAJIOM PO3POOKH TEXHOJIOT1H
JOCTaBKM  OCBITHBOTO  KOHTEHTY  JUIs
MIPEAMETHO-OPIEHTOBAHOI'O TPEHIHTY, 1 BOHA €
BRXUIMBHM KOMIIOHCHTOM  1H(MOpMAIiHHOTO
OCBITHBOT'O CEPEIOBHUIIIA.

JlocsiTHEHHS ~ Cy4YacHHX  OCBITHIX
3aIlUTIB HABYAJIbHO-BUXOBHOTO MPOIECY MOKE
Oytu 3abe3neueHe 3a yYMOBH (OpPMYBaHHS
iH(pOpMaIIHHOTO OCBITHBOTO CEPEIOBHINA Ha
TaKUX OCHOBHHX NPUHIMIIAX: BiJAKPUTICTH;

MacIITa0OBaHICTh, THYYKICTh, aJalTOBAHICTh
CTPYKTYpH 1  3MICTy;  IHTETPaTUBHICTH;
HENIIHIAHICTD, CTPYKTypOBaHa HaJAMIpPHICTb,
10 BUKJIIOYa€e OaraTopiBHEBI 1 OararoacnekTHi
3MICTOBHI 1 AiSUTbHICHI KOMITIOHCHTH.

TakuM YUHOM JJisl TMEPCHEKTUBHOTO
PO3BUTKY BITYM3HSHOTO SJIEKTPOHHOTO
OCBITHBOT'O PECYpPCy Ha OCHOBI 1HHOBAITIHHUX
[HTEepHET-IPOEKTIB  HEOOXIJHO PO3IMHUPEHHS
TeJIEKOMYHIKaIiiHOT iHpacTpyKTYypH,
CTBOPEHHS  TEXHIYHMX, aJMIiHICTPAaTUBHUX
cucteM I 3a0e3nedeHHs il BUKOPUCTaHHS,
PUHHSTTS CHeTaIbHUX TepIKaBHUX
cTaHjmaptiB 1 (QopMyBaHHI YMOB IS
KOHKYPEHTHOTO PHUHKY OCBITHIX [HTEepHeT-
MIPOCKTIB.

1. Hdy6acenrok O. A. IHHOBamiiHI OCBITHI TEXHOIOTii Ta METOIWKHA B CHCTEeMi MpodeciifHo-

neparoriynoi migrotoBku / O. A. [yGacenrox // IlpodeciifiHo-niemaroriuaa ocBita

1HHOBAL[I1HI

TEXHOJOTiI Ta MeToauku : MoHorpadis / 3a 390 pex. mpod. O. A. Jlybacentok. — XXuromup : Bun-o

KOV im. 1. dpanka, 2009. — 564 c.

2. 3akon Ykpainu «[Ipo iHHOBauifiHy nisbHICTEY Bim 04.07.2007 p. Ne 40-IV (31 3miHamu i
JIOTIOBHEHHAMM ). — [ EnekTponHwmii pecype]. — Pexxum goctymy: www.rada.gov.ua

3. IgHOBaWiWHI IOXOOHM [0

Jlamcrok, 2012. — 508 c.

(hopmyBaHHS
NEeNaroriYHuX MPaliBHUKIB Y CHCTEMI HENEepepBHOI OCBITH :

KOMIIETEHTHOCTI
111

Ta PO3BUTKY MpodeciiHol
TemMaTtuiHa 30ipka mpanb. — PiBHE :

4. InHoBamiifHi momyku B cydacHiil ociti / I'. M. IlepeBosnikoBa (ymopsa.); JI. 1. Jlanunenko,
B. @. ITanamapuyxk (pen.); Lentp. -t micnsaumiaomuoi nea. ocsitu AITH Yxkpainu. — K. : Jloroc, 2005.

—-220 c.

5. KowmrmeTeHTHICHUH MiXiJ y Cy4acHiil OCBITi :

CBITOBHIA JTOCBi Ta YKpaiHCHKi MEPCHEKTHUBH :

bibmioTeka 3 ocBiTHROI omiTUKY / A 3ar. ped. O. B. Osuapyk. — K. : K.I.C., 2004. — 112 c.
6. KonoBayibuyk I. 1. TexHonoriuxi ocoOIMBOCTI 1HHOBAI[IHHOI AISUIBHOCTI €KCIIEPUMEHTAIbHUX
HaB4anbHUX 3akyaaiB / 1. I. KoHoBanbuyk // Marictp MelcecTpuHCTBa | YKpaiHChKHUI HAayK.-TIPaKT. KypH.

—2014. —Ne 2 (12). — C. 22-28.
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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

130



IV [lyHalicbKi HayKOBi YUUTAHHA: M'yMaHiTapHa OCBITA B TeOpil Ta NpakTULi

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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Cporogni BHILlA OCBITa Ta CEpeIHS
3aralbHOOCBITHS ~ IIKOJA  CTOATH  MeEpen
YUCJICHHUMHU  BHKIMKaMH. I[li  BUKIHMKH
MOB’si3aHI 3  TNUTAaHHAMH  MOJEpHi3alil
OCBITHBOI'O  TpOLIECY  4Yepe3  IpoLecH
rinobamizamii Ta iHGpOpMaTH3alii CyCHiIbCTBA.
ChorosHi 1HTEpPHET MaBHO HE OOMEXYETHCS
JIOMAIIHIM ~ KOMIT'IOTEpOM 1 Moxe OyTu
JOCTYITHUM OyIb-7Ie 3aBISKH CMapThoHaM,
MaTepiaabHO BIJTHOCHO JIOCTYITHUMH,
3pyYHUMH B KOPHCTYBaHHI 3 MHTTEBUM
OTpUMaHHAM rpadiyHOi, ayxio 1 BiJeo
iHdopmanii. CBIT 3MIHIOETBCS 3 HIAJIEHOIO
HMIBUAKICTIO 1 CTaBUTH HOBI BHMOTHM O

IpOLEeCy HaBYaHHS YYHIB 1 CTYJEHTIB.
apkeTn Temep KOHKYPYIOTb 3 BYHTEJEM,
POJIb SKOTO IIOHAMMepIIe NosIrae B TOMY, 1110
HE MIABIAJHO TEXHIIl — BMIHHI HAaBYUTH
KPUTHYHO MHCITUTH.

Hosi iHdopMariiiiHi TexXHOIOTT MOKU
0 HE BHTICHWIM TIallepoOBY MPOAYKIIIIO,
OJHAK B)KE 3apa3 CTaHOBILATH 1M CEPUO3HY
KOHKypeHli0. Po3Butok  iHpopmamiiHux
CHCTEM 1 JIErKIiCTh JOCTYIYy 1O Pi3HOTO POay
iHdopmanii CcTBOpWIM 0araTOKOMIIOHEHTHE
iHpopManiiine mone, y ¢popmari SKOro icCHYe i
PO3BHBAETHCS K TIOKOJIIHHS HYJIHOBHUX, TaK 1
JIOAM CTapUIOro BiKY, IO NpParHyTh iTH B
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