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The purpose of the study is to identify the basic key properties of sound in audiovisual
culture in a multimedia space, to determine how sound influences on the formation of
this phenomenon. Methodology of the research. There were the scientific methods such
as diachronic (presentation of the historical development of means for creating audio for
a multimedia project), comparative (comparison and search of common and distinctive
features in different properties and manifestations of audiovisual works in multimedia),
analysis and synthesis (disclosure of separate components of audiovisual culture in the
multimedia space, in particular audio, its characteristics related to multimedia, and the
synthesis of the phenomenon from the positions of reached results) to accomplish the
article purposes. Scientific novelty. The article presents a new view on the definition of the
concepts of a multimedia product as a digital file that determines the specificity of working
with it, the multimedia space as a set of computer tools and projects that combine several
types of data such as text, graphics, video, sound, etc. The use of sound in multimedia
products, the influence of the work features with sound on the artistic component of the
multimedia product and on the audiovisual culture in general have been analyzed in a new
way. Conclusions. The work outlines the general characteristics of audiovisual culture of the
multimedia space. In particular, various types of multimedia works have been identified;
their features, which are related to their nature - that is, a complex synthesis of the types
of information available in the projects, have been given. The aesthetic component of
multimedia space, transformed due to specific artistic and technological dynamics, in
particular the emergence of new examples of audiovisual content in multimedia space,
has been analyzed. The main stages of the development of methods and tools for creating
background in multimedia are described. The basic characteristics of sound and its role in
the audiovisual culture works in the multimedia are shown.

Keywords: audiovisual culture; sound; multimedia space; Internet; multimedia project;
audiovisual works.

Introduction
Audiovisual culture is an important sphere of the life of modern society.

In a more narrow sense, this term includes the phenomena associated with
cinematography, television and screen products that have similar qualities, but
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exist in other, electronic digital media, for example, in media (Internet, etc.).
The impact of this phenomenon on a person is significant, as is the importance
of using sound in audiovisual culture in the multimedia space. This subject is
relevant and should be considered separately.

The use of sound in multimedia works is a multifaceted question, and
researchers in different sciences study this issue from various points. Some
data on the characteristics of sound in a digital environment can be found in
the publications “Digital Audio and Video Processing in Multimedia Systems”
(Oleksenko, 2014), “Electronic and Computer Music” (Manning, 2013). The last
publication also describes the evolution of means of creating sound in a digital
environment, which is the basis for multimedia from the standpoint of music
in preference to audiovisual culture. Ukrainian researchers and expert sound
directors analyze the use of sound in movies in their publications, but the issue
of sound art in multimedia is not being studied (Barba, 2016; Papchenko, 2018;
Ryazantsev, 2015). Therefore, it is worth focusing on the study of this issue.

The purpose of the article

The main objective is to reveal the essential characteristics of sound as
a component of audiovisual culture in the multimedia, to determine the role of
sound for the formation and development of audiovisual culture in the context
of multimedia.

To achieve the objective of article it should be focused on the following
tasks:

- to consider the basic characteristics of sound in multimedia;

- to study the evolution of systems for working with sound in multimedia
and their influence on art sound options;

- analyze transformational processes in audiovisual culture into
multimedia.

Presentation of the main material

Since multimedia technologies exist in computer systems, all the features
of creating, storing and reproducing multimedia products are based on the
digital data origins.

Any multimedia project is a digital file, a certain part of the digital storage
medium, and contains the information in binary form. Each file that contains
multimedia data has a format — a way of organizing data in the file, capabilities
and limitations of the processes for recording, storing and playing specific
types of data.

The concept of multimedia space should be also defined. There are computer
tools and works that use a combination of different data forms such as text,
graphics, video, sound, etc.

Multimedia works are complex synthesis by time characteristics, as a single
project, for example, Internet pages at the same time can be a source of space,
time, and synthetic types of information. Since the subject of this work is
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the formation of audiovisual culture, we will focus more on such multimedia
works and their components that are expanding in time.

By way of transmitting to the viewer, the multimedia products can be
divided into linear and non-linear. Linear multimedia is such products, the
content of which is transmitted sequentially and in real time. Examples include
online broadcasting, conferencing, video-on-demand viewing, and more. Of
course, due to the capabilities of multimedia, some of these works provide the
user the ability to stop viewing, navigate to any point of the work (or a typical
option for the broadcasts — to any previous point). Such works can be stored in
a file on the user’s device, may be available continuously online, or only when
transmitting such linear content.

Non-linear multimedia products are transmitted to the viewer in the form
of a finished file (or a group of files) or information medium that contains this
product. Thus, non-linear multimedia is most often available through download
from the server or on CDs and other physical careers.

In any case, when viewing multimedia products that are expanded in time,
the viewer will face digital video, audio, and animation. Therefore, this section
will discuss the features of saving and viewing (broadcasting) these types of
data.

First, we consider the specifics of digital audio. Digital audio sources can
be either ADC (analog-to-digital converter), which convert an electrical signal
to a digital code, or a computer program generating digital sound (for example,
a virtual synthesizer). Main features of digital sound are sampling frequency,
quantizationbitrate, presence and characterization of digital audio compression
method.

The main difference between the digital and the analogue audio, which
determines the set of its options, is a discrete nature, that is, one that consists
of sequential numerical values (discretes). Instead, the analog audio signal
is a continuous change in voltage over time. The process of transforming
a continuous electric signal into a sequence of samples over a period is called
sampling or discretization. Sampling rate is the number of samples (discretes)
per second.

It is important to note how exactly the desired sampling frequency is
selected. Timbral quality of digital audio (or rather the maximum allowable
upper frequency in the spectrum of the signal) depends on the frequency of
sampling, that is, described by Nyquist-Shannon-Kotelnikov sampling theorem,
which states that the sampling frequency should be at least twice as much as the
upper frequency in range. That is, if the upper frequency is 20 kilohertz, then
the sampling rate should be at least 40 kHz (CD audio standard is 44.1 kHz). If
you do not observe this law, then, from the frequency of the signal spectrum,
which is equal to half of the sampling frequency, distortion of sound may be
heard. Such a phenomenon is called aliasing.

The quantization of a signal is inseparable from discretization, since
a certain number must represent the values of the amplitude of each count. “The
digital signal is finitestate by the set of its values. The process of transforming
analogue descrets infinite by their values for a finite number of digital values is

240



MUCTELTBO3HABCTBO
ISSN 2410-1915 (Print) » KyabTypa i MyucTenTBO Y cydyacHOMY CBiTi. Burt. 20 « ISSN 2616-423X (Online)

called quantization by level, and occurring during quantization errors of counts
rounding refers to as noise or quantization errors” (Oleksenko, 2014, p.20). To
perform this process, the analog signal range is broken down at the quantization
levels, the number of which is fixed and determined by the bit depth, that is, the
number of digits of the binary code, which can represent the amplitude of each
count-discretion. For an example, we take two-bit depths: 8 and 16 bits. The first
can contain 256 (28) different numeric values, and the second one is 65356 (21).
So, as we see quantization at a higher bit rate give a possibility to express the
real (or probable - in case of digital sound generation) value of the sound signal
more accurately. This characteristic is also called quantization resolution.

The use of a certain compression of digital sound also affects or does not
entirely on its qualitative characteristics. The standard for professional digital
sound recording is pulse-code modulation that does not use compression. This
is the above-mentioned method for translating analogue sound into digital
(by quantization of samples amplitude — discretes — that are arranged through
the same time interval). The compression process itself involves reducing
the amount of digital audio information. For this purpose, two ways are more
often used: the rejection of such parts of information that do not significantly
affect the quality of listening (for example, mp3-compression), or the selection
of complex mathematical functions that are similar to certain segments of
sound (FLAC-compression). This makes it possible to distinguish between lossy
and lossless compression, respectively.

Since the compressed digital sound has a different structure, unlike the
uncompressed one and does not always contain separate samples, then for
such files the bit rate becomes important as opposed to the sampling frequency
and bit quantization. Bit rate is the amount of information in bits per unit of
time. So the higher the bit rate, the more audio information contains the audio
file, the better the sound could be.

In the process of evolution of multimedia the systems for creating and
editing video material was being actively developed, in particular, developers
actively involved digital technologies for the introduction of new creative tools.
In parallel with the emergence of tools for working with video also multimedia
tools for recording and editing sound was created. Such instruments gradually
increased the ability of sound engineers to engage in artistic interaction with
audio material.

SoundDroid was one of the first systems for digital audio based on
a computer that used visualization of certain actions on the display. This is
the development of the Lucasfilm studio, which appeared in the mid-1980s in
parallel with the EditDroid video editing system. The base of the SoundDroid
station was a digital processor that was able to process real-time audio. One of
the fundamentally new features of this technology was the storage of digital
audio on hard drives. With this build, one could search for effects in the sounds
library. It should also be noted that on the screens of the editor was visually
represented audio wave (M. Kunkes). Using SoundDroid, the sound engineer
was able to conduct a complete cycle of works on the creation of a phonogram:
recording, editing, processing, mixing. Internal software modules also allowed
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synthesizing sound, multichannel frequency processing, reducing unnecessary
noise, adding digital reverb. Another important point in the list of the benefits
of SoundDroid is that the station included a set of innovative multimedia tools
with which the sound engineer was able to control it: touch screens, moving
faders and scrolling wheel (Tracy, 1985).

The next major step in the development of digital audio editing technology
was the introduction of a personal computer and specific operating systems.
In this case, the audio station consisted of an analog-to-digital (ADC) and
digital-to-analog converters (DAC), software that was created for a particular
computer, namely the configuration of hardware (processor, built-in data
storages and drives for external media connection, graphics controller and its
capabilities, etc.) and the installed operating system. That is, unlike SoundDroid,
the audio stations that were created for the personal computer did not have
a built-in microprocessor and an operating system that would manage the
processes associated with the functioning of the hardware. Instead, as already
mentioned above, digital audio editing applications were developed for work in
pre-configured sets of specific equipment and operating systems. The new
approach has its advantages and disadvantages. Among the advantages, it
should be possible for sound applications developers to focus on those functions
that were related only to audio.

So, Sound Designer, the first audio software on the personal computer,
was introduced in 1985 by the Digidesign Company, which is now known for
Pro Tools, the professional digital audio workstation. Sound Designer was an
application for editing samples on the Apple Mac platform. Sample is a small
segment of recorded audio (usually from 0.5 to 2 seconds, but also it could
be with another duration), which is usually processed in music production
(Iength variation, frequency correction, etc.) in order to further use to create
a composition. Examples include the sound of a percussion instrument,
a musical chord, a small part of melody, an acoustic effect (glass breaking, sea
noise, bird singing), etc. Samplers are loaded into a sampler, that is, a device
or a program for controlling audio bits, which also provides the user with the
ability to process and play sounds (usually at different pitches, controlled by an
electronic keypad or a pitch shifting wheel).

Therefore, the Sound Designer included reading, editing, processing and
recording of modified audio samples on a digital media. Initially, the sound
editing system was created only to work with the sound base of one specific
sampler, but the distribution of these tools among musicians and the availability
of different models of samplers by many manufacturers has caused the authors
to add support for other most popular devices, which greatly expanded the
audience of users of the application. It should also be noted that the sound
station worked only with monophonic audio, but used a 16-bit quantization.

We look at the list of basic tools for working with audio in the Sound
Designer program. First, it is important to note that the system was designed in
such a way that all processes were presented visually, that is, the user worked
precisely with a graphical representation of the sound wave. Therefore, the
sample editing could be done by cutting, copying and pasting the selected parts
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of the audio file. Reverse (mirroring), automatic crossfade creation at cutting and
insertion parts of the sound were also available. Among the means of processing
there were the change in sound level, frequency correction, free transformation
of audio wave using a graphic tool (drawing), etc. There was an important tool —
a digital dramatic control unit, which allowed mixing two different samples,
setting their proportions in the new file. In addition, the application contained
a digital synthesis tool for creating new sounds (Gotcher,1986).

In the evolution of software for digital editing, audio developers faced with
the fact that central processors of personal computers could not either carry
out all calculations for digital sound processing, or carried them very slowly.
This led to the redirection the load of sound-related processes on separate
digital signal processors (DSPs), which were located on special sound cards that
were intended for installation in the middle of the system unit of the personal
computer. This approach has greatly reduced the number of tasks for central
processors and the amount of time that digital audio stations typically spend
on audio processing.

A similar method was used in 1989 by the Digidesign organization for
its other product - the Sound Tools complex, which was designed for digital
recording and audio installation on a personal computer. The system came
with a new version of the previously described Sound Designer application,
an acceleration card for sound processing (which was based on the processor
for digital signals — DSP - and a digital-to-analog converter) and an external
device containing an analog-to-digital converter. Using this station, it was
possible to record and work with stereo (dual-channel audio) at the level of
CD-Audio quality, that is, with a sampling rate of 44.1 kHz and a bit depth of
16 bits. These characteristics made it possible to use a complex for rewriting
the combined phonogram in stereo and carry out mastering (final processing
of the finished mix). Describing the benefits of the new software, P. Manning
observes that processing could be done in real time: adjusting the parameters
of the processing modules did not affect the file itself, but only changed the
sound during the listening. The author also mentions some available software
tools: a 10-band graphic equalizer, means for stretching or compressing time
of a file and overlaying curves of smooth appearance - fade-in and fade-out
(Manning, 2013, p.387).

Further, in 1991, the same company Digidesign created Pro Tools — a sound
station for a personal computer that gradually began to attract more and more
attention to such digital recording and audio editing systems from the side of large
studios. The main advantage of this development was the expansion of the number
of channels available for sound channels (at that time there were 4 channels),
which translated the complex into the category of multichannel systems.

The development of similar multimedia workstations has changed the
way of phonogram production, due to the subsequent emergence of complete
sound-assembly complexes that are concentrated in one personal computer and
allow one to create audio on a professional level. As a result, to date, full-fledged
digital sound systems for mobile devices (MAW — mobile audio workstation)
have appeared. In addition, online sound services have become an interesting
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trend, which already combine multichannel recording, real-time processing,
MIDI and synthesizer work, and more. It should be noted that the entire process
of development of instruments for producing sound in the multimedia space
has significantly influenced the art qualities of audio backing: accuracy with
which it is possible to edit and correct sound, the accuracy of setting up artistic
sound processing devices, the ability to flexibly change the sound solution have
increased - all these factors have considerably expanded artistic instruments of
a modern sound engineer working on the creation of audio-visual works.

Flexibility and ease of programs for work with video and audio caused the
transition of audiovisual production to a greater focus on the installation-
tinting period (post-production). This leads to a change in the aesthetics of
works, as new tools expand and in some ways determine the new methods for
achieving creative tasks.

Due to such dynamics during the last decade, aesthetic content of
multimedia space has noticeably changed. The role of the cinema became more
noticeable. The number of cinema works that are available through the Internet
and multimedia devices has increased dramatically.

In the late 1990s and early 2000s, technology for online video transmission,
Internet broadcasting began to be actively developed. One of the prominent
projects that embodied the new method of multimedia viewing was the BMW
advertising campaign. According to American researcher James Castonguay, in
2001, the organization released a series of eight short online commercials with
the common name “The Hire” (J. Castonguay). Recognized directors such as
David Fincher, John Frankenheimer, Guy Ritchie, Alejandro Gonzalez Inarritu,
and others produced the films. There were also invited stars such as Clive Owen,
Stellan Skarsgard, Madonna, Forest Whitaker and Gary Oldman. The company
later provided statistical data, which indicated that videos were watched more
than 100 million times before they were removed from the site in 2005, despite
the fact that the films were released on DVD in 2003 (J. Castonguay).

However, on the way to introducing online hosting services top the technical
and infrastructural barriers related to bandwidth and quality and video size
could be overcome. The Internet copyrighting, Internet hire, and the insertion
into the system of film releases on different media (which traditionally begins
with cinemas, then video/DVDs, paid one-time viewing, paid cable channels,
television network, etc.) are complicated process of the distribution of cinema
on the Internet. For example, as it is said in the article, large copyright holders
(i.e. Hollywood studios and entertainment conglomerates) prevented companies
such as Netflix from switching from their old rental methods to streaming video
on demand and downloading over the Internet, although online rental services
of DVD discs and delivery them by mail in the mid-2000s was one of the top-
grossing web enterprises (J. Castonguay).

After the big film companies have been considering economic and legal
issues, (it was important that film producers generated the most of their
incomes not from public cinemas, but from home cinema), the development
of projects of distribution movies through the Internet has begun. One of the
options for such a rental is a website with available download or paid viewing of
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full-length films that have already been released for sale on DVD. An example
of companies that worked this way — MovieLink, CinemaNow (they functioned
as a joint venture between major film studios such as Sony, Warner Bros., etc.).
The next example of distributing moving pictures through multimedia systems
was Apple Computer’s decision to distribute animated short films from Pixar,
Disney—-ABC television programs and music videos via iTunes (an online music
download service) (J. Castonguay).

New art forms, that combine multimedia and cinematic approaches and
the production of which has become possible for the wide audience through
multimedia technologies, have emerged. Bright examples of this synthesis
are web documentaries, various interactive audiovisual products, transmedia
projects, etc. Sound in multimedia space also gets new uses. Firstly, in such
an environment it is much easier to distribute and review the works with the
spatial sound of different formats, as well as to choose the tracks by user, which
one would like to turn off or on. Secondly, the sound in the multimedia space
may be interactive, that is, responding and guided by user actions. As far as
spatial sound is concerned, it is worth noting that the Netflix video-on-demand
video streaming platform already has many movies that the viewer can view
using spatial sound systems, while another video platform - YouTube - did not
implement such a function for the widest audience.

The scientific novelty of this publication is to clarify the definition of such
concepts as multimedia product, multimedia space, taking into account their
digital and computer origin. In addition, in the research we treated the issues
of the formation of audiovisual culture in the multimedia space and the role of
sound in this process, in particular the opportunities that arise for using sound
in a new environment.

Conclusions

The article is devoted to audiovisual works in multimedia space, their
main characteristics, evolution of means of projects creation. Most issues are
considered from the standpoint of sound and its role in these processes. The
publication analyzes the basic features of multimedia works, their types, and
the characteristics of sound in the multimedia space. In addition, the article
investigates the evolution of the means of creating sound within the limits of
digital multimedia audiovisual works and their significance for the creative
side of the soundtrack. The process of formation of audiovisual culture in
multimedia and its current state is highlighted.
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Meta cTaTTi — BUSIBUTM OCHOBHI CYTHICHI BJIaCTMBOCTI 3BYKy B ay[iOBi3ya/bHiii
KYJABTYPi B MyIbTUMEAITHOMY TTPOCTOPi, BUSHAUMUTM BILIMB 3BYKY Ha (DOPMYBAHHS IIbOTO
sBuIIa. MeTomoIorist ZoCIimsKeHHS. [IJIs1 BUKOHAHHS 3aBIaHb, 110 IIOCTABJIE€HI B IIiii CTATTI
6y/IM BUKOPUCTaHi Taki HAYKOBi METOIM, SIK NiaXPOHHUI (BUKJIA[ iCTOPUIHOTO PO3BUTKY
3ac00iB CTBOPEHHSI 3BYKOBOTO CYIIPOBOAY AJISI MYJTbTUMEAIfHOTO TBOPY), TOPiBHSUIbHUI
(3icTaByieHHs Ta MOMIYK CIIIbHMUX i BIAMIHHMX PUC Y Pi3HUX BJIACTUBOCTSIX Ta MPOSBAX
ayJioBisyaJbHUX TBOPiB B MY/IbTUMe[Iia), aHaJIi3 i CUHTe3 (PO3KPUTTS OKPEMUX CKIATHUKIB
ayZmioBi3ya/JbHOI KylIbTypU B MYJIbTUMEAITHOMY MPOCTOPi, 30KpemMa 3BYKOBOTO CYIIPOBOZAY,
710r0 XapakTepPUCTUK, TTOB’I3aHUX 3 MYJIbTUMe[ia, Ta CMHTE3 SIBUILA 3 TTO3UIIili JOCSITHYTUX
pesynbratiB). HaykoBa HOBM3HA. Y CTATTi MPEICTABIEHO HOBUI MO HA BU3HAYEHHS
MOHSITh MYJIBTUME[IIifHOTO TBOPY SIK IM(POBOTO (aiiiy, 10 3yMOBITIOE crienudiky po6oTu
3 HUM, MYJIbTUMEII/THOTO IIPOCTOPY SIK CYKYITHOCTi KOMIT'IOTEpPHUX 3aC00iB Ta TBOPIB, SIKi
MMOEOHYIOTh IeKiJbKa BUOIB JaHUX: TEKCT, IpadiKy, Bileo, 3ByK Ta iH. Y HOBOMY acCIIe€KTi
MPOAHATi30BAHO BUKOPUCTAHHS 3BYKY B MYJbTUME[ifHNX TBOPAX, BIUIMB OCOOIMBOCTEN
pob6oTHU 3i 3BYKOM Ha XYHOKHI CKIaIHUK MYJIbTUMEIITHOTO TBOPY Ta Ha aydioBi3yalbHy
KyJAbTYpy 3arajioM. BucHOBKM. VY po0OOTi BUCBiT/I€HI 3arajbHi XapaKTePUCTUKU
ayJioBisyasbHOI KyJAbTYypU B MYJbTUMEZifHOMY ITPOCTOPi. 30KpeMa, BU3HaueHi pi3Hi TUIIU
MYJIbTUMEIiiTHUX TBOPiB, BUOKPEMJIEHO iX OCOOIMBOCTI, MOB’I3aHi 3 IXHBOIO MPUPOMIOI0 —
CKIaJJTHMM CMHTe30M BUAIB iHpopMmarii, mpucyTHixX y TBopax. [[poaHani3oBaHO ecTeTUYHE
HAaIOBHEHHST MYJIbTUMEifHOTO IIPOCTOPY, IO TPaHCHOPMYBAIOCS 3aBISKY crienubivHii
MUCTeLbKIIi Ta TEXHOJIOTIUHil AMHaMilli, 30KpeMa MosiBa HOBMX 3pa3KiB ay/ioBi3yaJibHOTO
KOHTEHTY B MYJAbTUMe/ia-TIpocTopi. BukaageHi OCHOBHI eTamy PO3BUTKY MeTOZIB Ta
iHCTPYMEHTIB CTBOpPEHHSI 3BYKOBOTO CYMPOBOLY B MyibTMMenia. [IpomemMoHCTpOBaHi
OCHOBHi XapaKTepUCTUKM 3BYKy Ta HOTO pPOJib y TBOPAX ayAioBi3yaJlIbHOI Ky/IbTypu
B MYJIbTUMe[Ii/iHOMY ITPOCTOPI.

Knrwouosi crosa: aymioBisyanbHa KyJabTypa; 3BYK; MY/JIbTUMeiiiHUI TIPOCTip; IHTepHeT;
MYJIbTUME/Ii/iHNIi TBip; ayaioBi3yasibHUI TBIp.
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Llenp cTaThby — BBISIBUTh OCHOBHBIE BAa)XKHbIE CBOICTBA 3BYKa B ayIMOBU3YaJIbHON
KyJIbType B MYJIbTUMEAVITHOM MPOCTPAHCTBE, ONIPEeIeIUTD BIUSIHME 3BYKa HA (DOPMUPOBaHME
3TOTO sIBJIeHMS. MeTomonorust uccieqoBanus. [ BbITIOTHEHNS 38[JaHNi, TTIOCTABIEHHbBIX
B OTOii CTaThbe OBUIM MWCIIOJIb30BAHbl TaKkue HayYHble METOMAbl, KaK IMaXPOHHBIN
(M3NOKEHME MCTOPUUECKOTO Pa3BUTHUSI CPEICTB CO3JaHMs 3BYKOBOTO COIPOBOKIEHUs
ST MYJTbTUMEAUITHOTO TPOU3BENeHMsI), CPABHUTENbHBIN (CpaBHEHME U TIOUCK OOIIUX
U OTVIMYUTEThHBIX KAUeCTB B PA3IMYHBIX CBOMCTBAX M MPOSIBIEHUSIX ayIMOBU3YaTbHbBIX
MPOU3BEIeHNIT B MyIbTUMEINA), AaHAJTU3 U CUHTE3 (PACKPBITUE OTHEIbHbBIX COCTABJISIONINX
ayAMOBU3YaATbHON KYJIbTYPhl B MYJIbTUMEAUITHOM MTPOCTPAHCTBE, B YACTHOCTY 3BYKOBOTO
COTIPOBOK/IEHUS, €eT0 XapaKTePUCTUK, CBSI3aHHBIX C MYJIbTUMENMa, M CUHTE3 SIBICHUS
C TMO3ULMII IOCTUTHYTBIX pe3ynbTaToB). HayuHas HOBM3HA. B craTbe IIpencTaBiieH
HOBBI/I B3MISI HAa OIMpeJeNeHue TOHSATUII MYIbTUMEAUNHOTO TIPOM3BENEeHMST Kak
uudposoro ¢aiia, yTo 06ycIaBIMBaeT crenuduKy paboTel ¢ HUM, MYJbTUMEIUITHOTO
MPOCTPAHCTBA KaK COBOKYITHOCTY KOMITBIOTEPHBIX CPEICTB M MPOWU3BENEHUIT, KOTOpbIe
COUETAIOT HECKOTbKO BUIOB JTaHHbBIX: TEKCT, rpaduKy, BUIeOo, 3ByK 1 Ap. B HOBOM Kiloue
OCYIIeCTB/IEH aHAIN3 UCITOJIb30BAHMSI 3BYKA B MYJIbTUMEIUITHBIX TTPOU3BE€HUSIX, BIUSHIE
0Cc0o6eHHOCTel paboThI CO 3BYKOM Ha XYIOXKECTBEHHYIO COCTABJISIIONIYI0 MYTbTUMEINITHOTO
MPOV3BeIeHNST ¥ Ha ayAMOBU3YAIbHYIO KYJAbTYPY B I1eJIOM. BbiBombl. B paboTe ocBeleHbl
0011ye XapaKTepUCTUKY ayAOBU3YaTbHON KYIbTyPbl B MyJbTUMEIUITHOM TTPOCTPAHCTBE.
B uacTHOCTM, OTpefeNeHbl pasTMyHble TUIIBI MYIbTUMEIUIHBIX ITPOU3BEIEHMIA,
MIPUBEIEHBI X OCOOEHHOCTM, CBSI3aHHBIE C MX MPUPOMAOI — CJIOKHBIM CHHTE30M BUIOB
uHboOpMalK, WMMEINUXC B TNPOU3BeNeHMX. [IpoaHaIU3MPOBAHO 3CTETUUECKOE
HaTIOTHEHVIE MYJIbTUMEIMITHOTO MTPOCTPAHCTBA, KOTOpOe TpaHchOopMUpOBaIoch Gaaromapst
criendUIecKoit XyooKeCTBEHHO M TEXHOMOTMYECKOi AMHAMMKE, B YACTHOCTH TOSIB/IEHVE
HOBBIX 00Pa310B ayAMOBM3YaJIbHOTO KOHTEHTA B MY/IbTUMEAMA-TTPOCTPAHCTBE. VI3/I0KEHBI
OCHOBHbIE 3TaITbl Pa3BUTHMSI METOMOB M MHCTPYMEHTOB CO3[aHNSI 3BYKOBOTO COITPOBOKIEHMSI
B MyJbTMMenua. [IpoJeMOHCTPUPOBAHbI OCHOBHbIE XapaKTEPUCTUKY 3BYKa U €ro pojib
B TIPOM3BEMIEHMSIX ayAMOBU3YATbHOI KYJIbTYpPhI B MYJIbTVMEIUITHOM ITPOCTPAHCTBE.

Knwuessie cnosa: aynuoBusyaibHast KylIbTypa; 3BYK, MyJIbTUMEINITHOE TPOCTPAHCTBO;
VHTepHeT; My/IbTUMEANITHOE TIPOU3BEIeHIE; ayIMOBM3YaTbHOE TPOV3BENEHNE.
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