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CTEPEO3OBPAKEHHA B KOHTEKCTI MUCTEIIbKUX ITPAKTHUKR:
CTEPEO®OTOIPADIA I CTEPEOKRIHO

Y crarTi BusiBaeHO 0co6IMBOCTI cTepeodororpadii Ta KiHOMUCTENTBA B ACIIEKTI XapaKTepy 3MiH,
SKi BifOyucst B iX MeXKax i3 3aCTOCYBaHHSIM CTePeOCKOIiuHuX TexHosoriii. [IpoanasizoBano TBOp-
4i JIOCSATHEHHSI BUJATHUX XYJIOXKHUKIB, peXUCEPiB i HAYKOBIIIB Y Po3poObili TEXHIK CTBOPEHHS CTe-
peokapTuH i npuiiomis ix nepernsiay (O. @iminrep, C. IBaHoB). 3asHauaeThes, 1O cTepeo3o6pa-
JKEHHS MaloTh 6arary ictopito y dororpadiuniii i kinematorpadiuniit popmax i3 MOMEHTY 1X HOSIBU
y XIX crT.

Kntouoei cnosa: crepeodororpadis, crepeodisbM, cTepeocKoniyHe KiHOMUCTEITBO, CTepeorapa.

The peculiarities of stereophotography and cinematographic art in the aspect of the changes na-
ture, which have taken place in their scopes with the use of stereoscopic technologies are revealed.
Creative achievements of outstanding artists, directors and scientists in the development of tech-
niques of stereoscopic films creation and the methods of their viewing (O. Fischinger, S. Ivanov)
are analyzed. It is noted, that stereoscopy has a rich history in photographic and cinematographic
forms since their appearance in the XIX century.

Keywords: stereoscopic photography, stereoscopic film, stereoscopic cinematography, stereopair.

Crepeockoniuna ¢otorpadis BUHUKJIA paHillle 3a 3BHYaiiny ¢ororpadilo, aJje nodasa
MIMPOKO 3aCTOCOBYBATHCS W3aifHepaMHu SK HOBUU XYIOXKHiNl 3aci6 misHiIre, yHacJiJIoK
cKJagHOCTI BUTOTOBJeHHA. OcobsmBe Miciie (pOTOMUCTEITBA B XY/OXKHIN KyJbTypi BU3Ha-
YAETHCSA TUM, IO BOHO CTaJIO NEPIIUM B iCTOPii «TE€XHIYHNM» MHUCTELTBOM, AKE MOIJIO BU-
HUKHYTHU JIMIIE Ha IIiJBajJiHAaX MEeBHUX AOCATHeHb y Haymi ((isumi, ximii, onrumi) it Tex-
Himi [21; 22]. 3Buuaiina dororpadis BigoOpaskae npeaMeTu i SBUIIA TPUPOAU Y JIBOX
BuMipax. [lyig 306pakeHHsT TPEIMETIB y TPHOX BUMipaxX CJYTye crepeockoriuna ¢poTorpa-
dia (crepeodororpadis).

[lns orpumanns crepeodoTorpadii 06’eKT diKCyOTh 32 TOTOMOTOIO CIielliaabHOrO OTO-
arapara, B sIkoMy /Ba i Gisbine o6’exktuBu. [IBi doTtorpadii He matoTh crepeoedexTy, SKIIO
iX po3risaaru sk 3BUMYAitHi 3HiMKH. /{11 niepersissay crepeodororpadiii BAKOPUCTOBY€ETHCS
CTEPEOCKOIl — IMPUJAJl, B OCHOBI SIKOTO JIEXKUTb OTPUMAHHS IITYYHOTO 30POBOT0 BPAKEHHS
po 06’€MHICTD i TPOCTOPOBICTD SIBUIL 06’€KTUBHOI AilicHOCTI [21].

«Iloegnanns kompopy i 06’emy B crepeodororpadii MOPO/KYyE TaKuii apceHaJs BUpa-
JKAJIbHUX 32C006iB, SKOTO HE MA€ y CBOEMY PO3IOPSI/PKEHHI YKO/[HE 3 BiJloMUX 06Pa3oTBOP-
yux mucrents»> [2, c. 4]. «Tinbku crepeodororpadis sgatua BiATBOpIOBaTH 06’€KTUBHY
JlificHicTb y BcixX Tpbox BuMipax. ToMy BoHAa Mae Take BeJiMue3He 3HAUEHHS /71 HAYKH,
TexHiku i MucrenTBay [2, c. 5]. 13 1853 poky crepeodororpadu movaan BUKOPHUCTOBYBATH
(oroamapatu 3 noaBiitHMMM 00’€KTHBAMU, 10 TOJETTINJIO TPOIEC CTBOPEHHS CTepeorap.
Y 1854 poni «JIoHjoHCHKA CTEPEOCKONiUHA KOMIIaHisl» po3rodasia BUPOGHUIITBO CTEPEO-
rpadiit, Takoxx BigoMux sk GiHokymsipai dotorpadii [12]. Ha mio xommaniio mpaiioBain
npodeciiini gortorpadu bamsbkoro Cxony i IliBHiunoi Amepuru. Binbam [ursiens, onun
i3 katouoBux (pororpadis, crBopus crepeodorokpaesuan Ipaanaii (1858), ITiBHiunoi Ame-
pukn (1859) ta Ilapmxa (1861). Sk sasnauae X. Tepumeitm (Helmut Gernsheim), cepis
B. Inrnenma «AMepuka B CTEPEOCKOITi» TIpUBEpHYJIa HeabusaKy yBary Jo iioro ¢gotorpadiii,
OCKiJTbKM Tie OyB mepiuii Habip crepeorpadivHUX KpaeBU/IiB i3 Meii3akaMu Ta apXiTeKTy-
poIo, JIOCTYNHU# /i Tisijadis 3 €sponu [9].

Y 1856 pomi karasor JIOHZOHCHKOT cTepeocKoniuyHOI KoMIaHii isfocTpyBaB ycio pi3HoO-
MaHiTHICTb, MOKJIUBY 151 crepeorpadii cepenmam 1850-x pokis: meiizaxki Yemncy, Ilort-
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JaHzii, kpaeBuan bpurtancbkux octposiB, Baiit i [[:kepci, apxitektypy Ilommei, Heanous,
Itanii, ®pannii, HIBeiinapii. bausbko 250 Bugis Kpumrasesoro mamnany B Cigenxemi ta-
Ko O6ysn B criucky. Cepen dotorpadis-crepeockonictiB 6ysn it kinku. KpiMm kpaeBu/is,
JocTymHOo Gysia BenKa KiJgbKicTh sKaHpoBuX (otorpadiii, Hanpukaan, «lloBeprenus 3
MOJIIOBaHHSI», TeaTpasibHi ciokeTn «BOUBcTBO ABesi», «HapiBHi clieHM i3 3UMOBOT Ka3KH»
Ta CIIEHU 3 JKUTTS Pi3HUX colliaJbHuX KJaaciB — Miscellaneous Subjects of the «Wilkie»
character.

3 mouarkoM ['pomasgsncekoi BiitHm B CIIA ocnoBHUM 0o6’ekTOM s poTorpadiil Ta
crepeorpadiii crasa BiitHa. [le 6ysia nepina BiitHa, moaii sskoi gororpadyBann Bij moyaTky
i o ximmg [6, c. 194]. Ha Biaminy Big mManboBaHWX BpPyYHY imfocTpariif, crepeorpadii
MOKHa OYJI0 CTBOPIOBATH Maii’ke MUTTEBO. 3 Ii€l MPUUNHU, a TAKOXK 4epe3 /1103110 rimbu-
HU BBa)KaJoCs, 110 BOHW MPOMOHYIOTHh GiJIbII peasicTUYHi, HECEHTUMEHTAJbHi 1 paBauBi
BigyaJsibHi ommcu BiifHH, mopiBHSHO i3 cyTo rpadiunmm BigrBopenHsaM [10]. ITicasa 3asep-
HIeHHsS BiliHM TOJIOBHUM OG’€KTOM /IJisi aMepuKaHcbkoi crepeorpadii crasa IlenTpasibHa
Tuxookeancpka 3amisnuirg Mizk Omaxoio i Can-@MpaHIUCKO.

[lo MeToniB 6€30KYyISPHOT CTEPEOCKOIiT HAJEXKUTD JiH30BO-pacTpoBa ctepeodororpadis.
Ile cykymHicTh MeTOAIB i 3ac06iB ogepKaHHsa 06’eMHUX (CTEPEOCKONIUHNX) 300pakeHb, 3a-
CHOBAHWX Ha BUKOPUCTAHHI JIiH30BO-pacTpoBUX (hoToMarepianiB, sKi [03BOJSIOTH CIOCTe-
piratu 06’eMHi 306paKeHHS 32 METO/IOM, 10 HA3UBAETHCS «aBTOCTEPEOCKOMIYHIUMY — TOOTO
6e3 iHUBiyaJbHUX JOIOMisKHUX IIPUCTPOIB (CTEPEOCKOIIB, CHEiaJbHUX OKYJISAPIB TOIIO).

Pansiacoki Bueni 1O. /lynnikos, b. Puxkos, E. AntonoB y 1978 poriti un He Brepiie B
Co103i BUTOTOBIJIN CePil0 KOJIbOPOBUX iHTErpaJdbHUX MOPTPEeTHUX doTorpadiii [1, c. 553—36].
[Ipu posrasgganHti IUX CTEPEONIOPTPETiB GYJIO MTOMivYeHO, 10 BPaskeHHs Bij BiA4yTTS 06’ €My
BEJINKOT TJIMOWHY Pi3KOCTi Ta MPaBUJIbHOI KOJAbOPONEpeaadi ImiCHTIOETHCS e(DEKTHOIO TPOI0
6J1iKiB Ha O4axX i 3BOPOTHUM PO3TOPTaHHSM 300pa’KeHHS B yCiX HampsaMax, 10 J0/a€
HopTpeTaM >KUTTEBOCTi, dKa HeloCs’kHa 3BUYaliHuM Metonam dotorpadii. [nrerpasbhi
dotorpadii popmarom 120 x 140 MM, oTpuMaHi onucaHUM CIOCOOOM, /IEMOHCTPYBAJHCS B
Jleninrpajacpkomy mysei KosrHeBoi peBoJionii y 80-x pokax XX cT.

Crepeo3obpaskeHHs 31 CBOEI0 YHIKAJBHOIO MOXKJIUBICTIO 3aHYPIOBATH TJIsi/1a4a B IPOCTIp
300pa’kyBaHOTO CTBOPIOIOTH OCOOJIMBE CHPUIHATTS XYA0KHBOrO TBOPY. Bonu nabysau 1o-
MIMPEHHS B Pi3HUX AM3aliH-TIPOeKTax i BUJaX MUCTEITBA, 30KpeMa B KiHemaTorpadi.

BiagMoBuBIINCH Biji cCTEMU TPaJuLiitHUX 3ac06iB XY/I05KHBOTO BILJIUBY, JIUIIEe HE6ATATO
aBTOpIB 3Morau BUpoOuTH GHopMH, dKi crpasai Bosoisu 6 0cOOTMBOIO BUPA3HICTIO, OyJIH
JOCTYTIHI /1JIs1 CIpUHATTS 6e3 BepOaJbHUX [IONOBHEHD, SIK MPHUKJA/, IIPUAOMU CTBOPEHHS
CTEPEOCKONIYHIX KapTUH MEPeTBOPUJINCS HA TOTYKHINl Xy/noxkHi# iHcTpymeHT. [Ipo6iema
BUKOPUCTAHHS XY/I0’KHIX CTEPEOCKOIIYHNX TeXHIK y BiTUn3HIHOMY Kinemarorpadi € MaJo-
JIOCJIi I>KEHOI0, & TOMY i aKTyaJbHOIO.

3HauHy KiJbKicTh MyOiKalliili OCTaHHIX POKiB, TMPUCBIYEHNX iCTOPUYHUM i CydyacHUM
crepeodisbMaM, a TAaKOXK TBOPYOCTI MUTIIB y Iili Tamy3i pisHUX iCTOPHYHUX €MOX, MOXKHA
3HAWTH Ha caiiTax i B HaykoBux npaisax. Cepes po6it, aBTOPH SIKMX HAMararoTbCsl BiJTBOPU-
T €BOJIIOIi 10 MUCTEITBA CTEPEOKiHO, HeaOUSIKNI iHTepeC BUKJINKAIOTh PO3Bi/IKN 3apyOi’KHUX
CHeliaJsicTiB: KHUra, IpucBsiueHa cTBopeHHI0 3D-KiHO BiJl ciieHapilo J0 BUITYCKY Ha eKpaH
Bepuapaa Mauni6ypy (Bernard Mendiburu) [15]; Huska nyG6ikaiiil 1po cTepeokiHeMaro-
rpad Ta eKcriepuMeHTaJbHUN cTepeo;kuBonmc Ray Zone [22—24]; akTyaJsbHi if 1iKaBi cTarTi
3i crepeokino T. Elsaesser [7], M. Ross [17], N. Wade [20], B. Klinger [14] Tomo. Maiixe
6e3 yBaru 3aJIMIIMBCS B IUX JIOCJi/PKEHHSIX BHECOK BITUM3HSHMX HAYKOBIIIB y HPOIEC CTa-
HOBJICHHS CTePEOKiHO. 3BUUAiHO, He BCi cTepeodibMu MOKHA PO3TJISAIATH SIK BUAATHI TBOPH
KiHOMHCTEITBa, MpoTe 6Aarato 3 HUX BApTi yBarw, PeTebHOrO BUBYEHHS Ta TIOMYJSpU3allii
cepe/l MIMPOKUX BepcTB rigaaviB. CyuyacHi Xy0:KHUKH KiHO 4epIialoTh HATXHEHHS B o6pa3ax
Munya0ro. [lpu 1iboMy icTopuyuHi TPUHOMHU CTBOPEHHST CTEPEOKAPTUH 3aUNIAI0OTLCS aKTyab-
HUMU i TPOAOBXKYIOTh BUKOPUCTOBYBATUCS, OJJHAK yoKe Ha AKICHO HOBOMY PiBHI.

Crepeockoriiune KiHoMuctenTBo — 1€ ¢opMa 06pa3oTBOPYOTO MUCTEITBA, Yy MeKax
SKOT XapaKTepHi /1 Bi3yaJIbHOTO MUCTEITBA XY/I0KHI METOAM U NMPUHOMU PeaJii3yoTbCs
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3 BUKOPHUCTAHHSIM CTEPEOCKOMiYHUX TexHOoJoriil. CyTHICTh yCiX TE€XHiK CTBOPEHHSI CTEPEO-
CKOIMIYHUX KiHOKApTUH 3BOIUTHCS JI0 TOTO, 100 MOKA3aTH KOKHOMY OKY JIIOJIUHU OKPEMMUii
KaJIp i3 Tak 3BaHOi cTepeolapy, CTBOPIOIOYM iMiTallilo CIIOCTEPEKEHHS CIIEHH JBOMa 04uMa.
Crepeomnapa — 11 CyKyIHICTb JIBOX TJIaCKUX 300paskeHb (KiHOKaApiB) OJHOrO i TOro camMo-
ro o6’emuoro npeamera (nmpeaMeriB), OTPUMAHUX y pe3yJbTaTi 3HOMKH 3 JIBOX PiBHOBIJI-
JlaJleHuX BiJ| TIpe/iMeTa TOYOK, BijctaHb Mix sikumu (crepeo6asa) nmpu crepeodoTositomiri
3a3BUYall OOMPAETLCA PIBHOIO CepeHiil BificTaHI MiXX oumMa JTIOAuHU. SAKIIO cTepeonapy
PO3IJIAaTH TaKUM CIIOCOO0M, KOJIU JiiBe OKO 6GayuTb OfHe i3 1uX 3006pa’keHb, a MpaBe —
iHIe, TO BUHUKAE BiAUyTTd 06’€MHOCTI 306paskenns [3, c. 311].

Icuye nBi TeXHOJOTIT /I IEperyisiaHHsl CTePEOKAPTUH: Tepia 06’e/IHY€E CrocoOH Tepe-
rasay 6e3 TpuJajliB, Tak 3BaHi NlepexXpecHuil i mapaje bHUll neperisau; apyra o0’egaHye
criocob6u, sIKi [ neperyisiay 300paskeHb repe6adaloTb 3aCTOCYBAaHHS THX YU iHIIMX TeX-
HiuHUX 3ac006iB (CTEPEOCKOI, CTEPEOOKYISPH, PACTP).

Iepexpecnuii i napanenvnuil nepezisdu cmepeoxapmun. barato ctepeokapTiH CTBOPIO-
IOTBCS caMe JIJIsk OJTHOTO 3 TaKMX CHOCOGIB Teperisuy, Ak mnapajiebhuii (tak spanuii wall-
eyed) i nepexpecuuii (Tak 3BaHuil cross-eyed), OCKiJIbKM BOHU He TTOTPEGYIOTH J0JaTKOBUX
NpuIajiB Neperismay.

[TapasesibHMit TIEPETISA TOCATAETHCS, SAKIO 06U/IBA OKA CKOCUTH T/l TPUOJIU3HO TTapa-
JIEJIbHUM KYyTOM, a IepeXpPeCcHUil, Bi/ITIOBi/IHO, SKIO CKOCUTH iX I1i/| KOHBEPI€HTHUM KYTOM.
3006paskeHHs, CTBOPEHe JIJIsI TapaJsieJibHOTO MeperJisijly, IpU AOCATHEHHi BiAnoBigHOrO Ga-
YeHHST HiOW BUpMHATHMe HAJ (POHOM, TOAI SIK 3006pa’KeHHS MAJIS MEPEeXPECHOTO TepPersay
BUTJISIIATUME BUPi3aHUM 11032 (DOHOM i 1ioro 6yjie BasKKO MOBHICTIO OCSTHYTH.

[Tapasnenbuuii Meron neperssiay OyB BuHaiinenuit cepom [l. Bpioctepom 1me 1844 poky
[4], Bin Takosk omucas iioro y kuusi On The Union of Similar Pictures in Binocular Vision
y 1856 poi [5]. [lis 1iporo BiH po3po6uB MPUHITUT TaK 3BaHOi 11031 mmnasep. o6 no-
6aunTH 1110 1110310, TIJTACKY CTiHY TOKPHUBAJHM IIIAJepaMu 3 PiBHOMiPpHUM, TOPH30HTAJIbHO
MOBTOPIOBAHUM Bi3ePYHKOM, IPH Nepersii Tpeba OyJI0 3BeCTH O4Yi pa3oM Ha TOYIli B MPO-
cTopi, gka Gyna 6juskue 0 CIocTepirada, HiXK CTiHa. Y TeBHMII MOMEHT O/[HA YaCTHHA
Bi3epyHKa, 1110 ITOBTOPIOETHCS, ONUHSETHCA B II0JIi 30py JIiBOrO OKa, a JApyra dacTuHa Io-
TpaIisie B ToJie 30py IIPaBoOro oka. Temep BidyasbHi BizepyHKH, 6adeHi ounMa, i/leHTHYHI,
3a BUHSATKOM JINIIe HeapHUX YacTUH Bi3epyHKa y BigjajeHoMy nepudepiiiHomy 6adenHi,
ajie KyT KOHBepreHiii 6smkye, Hixk ctina. [llnanepu BUrIsiaroTh HiOUTO MJIaBAIOUYUMU Y
MPOCTOPI Tepe]] 1X CHPaBXKHIM MOJOXKEHHSIM Ha CTiHi. K ajbrepHaruBa, MOXKHA PO3CJa-
6utu ovi, Mo6 BOHM PO3iimaucs Tak, mo6 AUBUTUCS HiOM 1032 CTiHOIO, Y TAKOMY BUIIA/[I-
Ky IIMMajaepyd BUTJASAATUMYTh HiOW MJaBalodyuMu y BijgjaseHHi, Ha OiJjblniid BijcTaHi, HiX
HaCIpaB/i.

3rogoM, y 1960-x pokax, aMepuKaHelb yropcbkoro noxo/pkents bena IOnec (Bela Ju-
lesz) Ha OCHOBI 1IBOTO METO/IY TeperJisijly BUHANIIOB OANHAPHY CTEPEOrpaMy 3 BHUIIAIKOBHX
TOYOK i pO3po6WB KOMIT I0TepU30BaHmil miaXin i1 ctBopenss [13]. Amoncbkuii rpadivnmit
nusaiitnep Macaroki Ito 3 1970 poky cTBOpioBaB OfiTHAPHi cTepeorpaMu 3 BUIIQ/IKOBUX TO-
YOK i3 4iTKOIO ITMOMHOIO0 HA OCHOBi CUCTEMATHYHUX 3MillleHb Y TOPU30HTAIbHOMY TOJIOKEH-
Hi CyMiKHUX eJIeMeHTiB MOBTOPIOBAHUX Bi3epyHKiB immi03ii mmagnep [11, c. 28].

YV 1973 pouti Anbdonc MTuainr (1934-2013), mBeldapcbkuii XyJA05KHUK, TAKOK 3aX0-
HUBCS CTepeoMucTelITBOM. Bin 6yB OHNM i3 Mepmnx XyA0KHUKIB, IO 3alliKaBUINCS SPIn
art; KpiM TOro, TexHika i CTuJb action painting Majau BaroMHil BILIMB Ha HOro TBOpUiCTb
i momanm opurinasabhocti. [lo Kosmep 3po6uB st CKyJabITYypu — CKYJBITYPY B pyci,
A. lInniar 3po6uB A/ KapTUHY, a caMe: 3MYCUB ToBepxHIO pyxarucs. Y 1960-x pokax y
[Tapusxi BiH cTBOpUB 06epTOBI KapTuhu rotationsbiler, a6o spin paintings (uaiHapuYHi
Kaprtunu, mo pyxasucs). das A. IllujiHra cKy/JIbOTypa, 10 PYXA€ThCsl, CTajda KapTH-
HOIO, MO PyXa€Tbcs, a60 KMBOMUCHOIO IMUJIiHAPUYHOI KAapTUHOIO B Pyci — BiANOBiIb Ha
crpo6ockomiuni aucku K. A. @. Ilnaro i Caiimona Crammndepa, KoJbOpOBi TripocKoru
Jlx. Makcsesia i P. [lesone Ta poropesnbecpu M. [liomana [18]. Ilpamtooun 3 kineru-
Kolo Ta om-aproM, A. IIuminr 3BepraB yBary Ha YCBiJIOMJIEHHS i KOrHITUBHi peakiii Ha
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HaBKOJIMIITHE cepe/ioBuIlle. BiH KOHCTPYIOBaB eKCIIepUMEHTATbHI KOMIIO3HIIiT 3a /TOTTOMOTOI0
TaKUX TPHUJIaJiB, 9K (HOTO- Ta KiHOKaMepH, IPOEKTOPH CTePeOCaaii/liB, a TAaKOX CIelliajb-
HUX TEXHiK CTBOPEHHSI TPUBUMiPHUX 300paskeHb, K JIEHTUKYJISIPHI BiIOUTKH, CTepeorpamMu
3 JIOBIJIbHUX TOYOK, BeKTOoTpadii Ta rojorpamu, e Tasaa4d 3ady9eHnil 0 aKTUBHOI yJacTi.

Y 1967 poui A. ITuiiHr MPOBOAUB €KCIEPUMEHTH 3 rOJIOrPaMaMi PasoM i3 JAOCJIi/iHH-
koM [lonom Baiitom y maboparopisix y Hbio-Mopky. Tam BiH mo3HaiiloMUBCST 3 Bi3yaJIbHUM
HeBposioroM B. J[>KysbiieM, ofHUM i3 pO3pOGHUKIB cTepeorpaMu 3 JIOBiJTbHUX TOUOK. [le-
pell TUM SIK TIOYaTh CTBOPIOBATH CBOI CTEpeorpaMu 3 JIOBiJIbHUM Bi3epyHKOM Ta free vi-
sion aBroctepeorpamu (cTrepeo3o6paskeHHsl, 10 He TOTPEGYIOTh A0AaTKOBUX IIPUCTPOIB JIJIst
nepernsany), A. HIuminr cnoyarky CTBOPIOBaB JEHTHKYJASAPHI BigOuTku. OcTaHHi MOXKYTb
nemoHctpyBaTu 10 30 pisHUX 306paskeHb MPH 3MiHI KyTa Teperysy. oro JIEHTUKYJIAPHI
BiZIGNTKY 3BepTatoThest 0 pobiT Exsapma Maii6pimka Ta Etbena-sKyns Mape 1880-x po-
kiB. E.Maii6pi/uk npejcTaBuB TOW caMuil 3HIMOK i3 Pi3HUX pakKypciB y omHOMY 3006pa-
xenni, a E.-JK. Mape o6’ennaB cepito kaapiB pyxy B onHomy 3o6paskenni. A. Iuminr
1969 poky cTBOPUB JIEHTUKYJISIPHI BiZIOGNTKN CXOXKOTO CIIPIMYBAaHHS, /e B OZTHOMY BiJIOUTKY
BifoOpakatocss aeB’saTh iHAuBiAyanbHux 300paxens Man Standing at Rifle Drill (for
Muybridge), a B inmomy — pisHi ¢dasu nocaigosuoro pyxy The Falling Man. Kapruna
MPOSIBJISETHCS JIUIIIE Ti/T Yac pPyxy TJsgava.

Y 1970-x pokax A. Ilwinr mpoBoauB Tak 3BaHi GiHOKYJISpHI iepdopmancu, o6 o3Ha-
HOMUTH TJISI/Ia4iB 3 HOT0 0CHiXKeHHAMEU cIpuilHATTa. Y 1973 p. BiH po3po6uB rapHiTy-
py /i GIHOKYJISPHOI CTEPEOCKONiYHOI BijleocucTeMu, MO BUTEpemKaJa iioro 4ac i Gysa
TexHo/Ioriuno Hepaanon. Y 1983 poui B Hoio-Vlopky BiH cTBOpUB iHCTAaIAIIO 3 BUIOM Ha
piuky I'yason, nazsany «Ontuuna cucrema». BoHa ckiazasacs 3 BeJeTeHCbKUX /13epKall,
3MOHTOBAHWX AK TepelibleHnil cTepeocKon. TakuM 4WHOM, BiJICTaHb Misk ounma 306iJb-
IryBajacs, PO3IIMPIOIOYN Bi/ICTaHb TEpersiay, ajde 6e3 edeKTy 306i/bllyBaJIbHOTO CKJIA.
AJTbTepHATHBHOIO HA3BOIO MPOEKTY CTajo BUCIOBJIOBaHHS «Ilormsaz rirantas. Moro incra-
JIIiT TOKa3yI0Th, SKUM Pi3HUM MOKe OyTH JOCBi/l Bi3yaJbHOTO CIIPUITHATTS Pi3HUX JIIO/IEH,
HABITh SIKIO BOHU Jmie pi3Hoi cratypu [18; 23].

[lng nocssrHeHHS NepeXpecHOro Iepervisy 3acTOCOBY€eTbes iHmmii niaxin. Hanpukaan,
TIS/Ia49 MOYKe TPUMATH OWH MaJellb MiXK 04nuMa i TIepeMiCTUTH HOTo TMOBiJIBHO 0 KapTUHH,
36epiraioun (oKyc Ha HaJbIli BECh Yac, MOKW 04i He GyAyThb NMPaBUJIbHO C(OKYCOBaHI Ha
TOMY MicClli, K€ J03BOJIUTD iM IeperagaaTh iJ103iio.

CrepeokapTuHu, 30KpeMa MPU3HAYEHi AJs TepexpecHoro meperssaay, v 1950-x pokax
creopioBa Ockap Bisbreasm @imminrep (1900-1967), HiMmelbko-aMepuKaHCbKUiT aGCTpaKT-
HUIl aHiMarop, peskucep i XyHAOXXHUK, Bi/JOMHUII CTBOPEHHSIM a0CTPAKTHUX MY3WYHUX aHi-
Malliifi 3a 6araTo AecSTUITh A0 TOSABU KOMI'I0TepHOi Tpadikm Ta My3WYHUX KJimiB [8].
Bin crBopuB crenianbHi edexTnn A8 OJHOrO 3 MEPUINX HAyKoBO-(paHTacTUYHUX (PisbMiB
«Kinka na micani» (1929) @pina Jlanra. @inrinrep crsopus 1moHa 50 KOPOTKOMETPaK-
nux ¢iabmis. Cepen foro KinopoGit takox Motion Painting Ne 1 (1947), axy Bkio4eHo
no Harionanbaoro peectpy ¢isnbmiB Bibmiorekn Konrpecy CHIA [16]. O. ®Dimrinrep y
TeKcTi 10 cBoei BuctaBku B lanepei Dpenka Ilepssa B Jloc-AHmKeneci mucas, mo Horo
cTepeoKapTunu € Hacaigkom Motion Painting No 1, To6t1o iioro dinbmy, skuit 1949 poky
3100yB I'pan-pi Ha MixknapogHomy kiHodectuBani B Bpiocceni [16]. Tleit dinbm € Gesre-
PEPBHOIO OJIIITHOIO JKMBOIMCHOI0 KapTUHOIO, 3BiCHO, HE 3BUYAITHOIO, a TaKo, 10 3po0JeHa
3 ysiBJIeHHSIM KiHemaTorpadiunoi ¢opmu, Koabopy, putmy i pyxy. Ilporpec izeit i Buna-
XO/liB y skmBomnuci 6yB peTebHO 3alMCaHUil MOKAPOBO 3a JOMOMOTOI0 KaMepu IPOTITOM
MoHa/l POKy, Xo4a (isbpM mpobirae mepes ouMMa BIPOIOBXK JECATH XBUJIMH. YCHiX HOTO
BUKOHaHHsSI OyB pe3yJsibratoM Ge3repepBHoi po6otu B 1iil tanysi 3 1919 poky [16].

O. Diminrep 3a cBoe xutts cropuB nonaa 800 xaptun. Bararo 3 Hux 36epiraiorb-
cs B HAWOGIIBIMIMX My3esdX i KOJIEKIIisIX 10 BChbOMY CBiTy, 30kpeMa B Jloc-AH/KeIeChKOMY
Mysei muctenrs, CmiTcoHiBcbKOMY My3ei aMmepukaHcbkoro mucrenrsa, Mysei CosiomoHa
T'yrrenxaiiva B Hpio-Iopky, Mysei Hoprona Caiimona B ITacaneni (Kamicdopuis), Xymnox-
Hiit rasepei €abcbkoro yuiBepeutery, Tanepei Ileiiton-Paiit, Canta-®e (Hboo-Mekcnko).
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A. HIunine. Random Pattern Stereo. 1973 p.
(Broadway Studio | Photography | © Alfons Schilling)

S

O. @iwinzep. Circles in Circle.
Ougis na ma3zoniri. 1949 p.

CrepeockoriiuHi i MoHOockomiuHi kaptuau O. DinriHrepa po3KpuUBaIOTb CIIOPi/HEHICTD i3
nofi6bauMu aberpaktHuMu po6oramu B. Kanguncwbkoro, I1. Monapiana, K. MajeBuua ta
POCIfICBKMX KOHCTPYKTUBicTiB [19].

Yacom itoro reoMeTpis 3Ma€ThCA 3aKASIKJIOI0 i HE;KUBOIO, ajie BiH JOBOAUTD, IO 3/1aTeH i3
BpaKalovoIo JIEJiKaTHICTIO HATIOBHIOBATU CBOi hopmu JierkicTio i cBiTiom. Cepist Temiiepa-
Ha-Tlarepi, y gKiii BUKOPUCTAHO 3eJieHi ¥ 4epBOHI MPIMOKYTHUKM, IO TEPEKPUBAIOTHCS,
YTPUMYE yBary risijiaua 3aBJgKU MOEIHAHHIO arPECUBHOIO KOJIbOPY Ta /IeJiKaTHO KOHTPO-
JIbOBAHOI KOMITO3UILii.

TexuiuHi 3aco6m /111 IEPETJISITy CTEPEOKIHOKAPTUH i IPO3iAdI0Th Ha iHAWBIIya bHi Ta
KosekTuBHi [3, c. 318]. [list inauBiyaapHOTO 06/IaIHAHHS IPYHTYETHCS HA CIIEKTPAJIBHOMY
YU MOJISIPU3aIlifHOMY PO3/liJIeHH] CBITJIOBUX ITPOMEHIB, siKi CTBOPIOIOTH TpaBe i JiBe 306pa-
JKEHHS cTepeorapu. Y CTePEeOKiHO MONMMPEHUN MOJSpU3alliitHuii MeTon, KUl 6a3yeThes
Ha PO3/IiJieHHi CBITIOBUX MPOMEHIB 3a JOMOMOTOI0 MoJsApoifunX okyaspiB. Y CPCP 1eii
METOJI 3aCTOCOBYBaBCsSI B cTepeokiHo 3 1939 poky. KosekTuBHUM 06J1aTHAHHSAM /IS TIEpe-
[JISIIy CTEPEOKAPTUH CJAYTYyBaJU TaK 3BaHi CTEPEOCKONiUHi PacTPOBi eKpaHu, 3HAUHUN BHe-
COK Yy CTBODEHHS il PO3BUTOK SIKMX 3POOUJIN PAJSHCHKI BUeHi Ta BUHaXigHuku. Bapro 3a-
3HAUUTH, IO HA YOTUPU poKu paHime — 1935 poky — C. IBaHOB 3anpornOHyBaB pa/liaJbHUI
pactp, a 1937 poxy B CPCP ymepme Gyso mpomeMoHcTpoBaHo crepeodinabm [3, ¢. 319].
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[leprri ¢iabmu, mo Gyiu 3usti B CPCP 3a cucremoio C. IBanoBa: «Konmeprs (1940),
«Pob6inzon Kpyso» (1947) ta in. Y 1976 poiti B PagsiacbkoMy coto3i GyJio 3zificHeHO MoKa3
KOPOTKOMETpa’KHOTO roJiorpadiunoro kinodiabmy [3, c¢. 67], a B 1980 porii — opraniso-
BaHO IJTaHOMipHe BUPOOHUIITBO i MoOKa3 crepeockoniunnx ¢inabpmis (3a B. IBanosum). Ik
HATOJIONIyBAJIOCS y ToroyacHux myO6Jikanisx, y npbomy Hanpsmi CPCP tpumama cBitoBy
TEePIIiCTh.

KoskeH i3 Ha3zBaHUX Pi3HOBU/IIB CTEPEOKapPTHH Mae CBOE IlepeBakaloue TeMaTU4YHe KOJIO,
eTaIy iCTOPMYHOI eBOJIONiT, Iepiofin PO3KBITY i mepiofn Maiike MOBHOTO 3a0yTTs, aJie 3a-
rajoM, gKIIO OIJISHYTH IXHIO I1iJIiCHYy ITaHOpaMy, BOHU 3aBK/U 3aJUIIAIOTbCS aKTyaJbHU-
MU B Tiil 4m iHmIi# ¢opmi.

Y xuBOMHUCI TeXHiKa CTBOPEHHS CTEPEOKAPTUH € HalicKjaajHimo. Hakomuueni mare-
piasn TeXHOJIOTiYHUX JOCJIi/I)KEHb Yy CTBOPEHHI CTepeo300pa’keHb [IO3BOJISIOTH TOSICHUTH
OCHOBHI XY/IO’KHI TeXHiKU MOOYZOBH CTEPEOKAPTUH, & BOAHOYAC i OCOOJMBOCTI Pi3HUX BU-
[iB 3a3Hauenux Texuik (Ha npukmaagi teopuocri C. dami, P. @epparauno, P. Pocenmas).
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SUMMARY

The peculiarities of stereophotography and cinematographic art in the aspect of the changes
nature, which have taken place in their scopes with the use of stereoscopic technologies are re-
vealed. A three-dimensional art has imparted stereoscopic films with new artistic characteristics,
determined a new character of interaction with the audience. Creative achievements of outstanding
artists, directors and scientists in the development of techniques of creation of stereoscopic films
and the methods of their viewing (O. Fischinger, S. Ivanov) are analyzed. It is noted, that stereo-
scopy has a rich history in photographic and cinematographic forms since their appearance in the
XIX century. In the USSR the first demonstration of a stereoscopic film has been proposed in
1937. A holographic short film has been shown in 1976 for the first time in the world.

Possible aspects of formation of the stereoscopy in photography and stereoscopic cinemato-
graphy are considered. It is revealed that there are two dominant viewing technologies of stereo-
graphic films: the first of them combines ways of stereoscopy viewing without the use of devices,
so-called parallel and cross-viewing (inventors: D. Brewster, B. Jultz); the second one combines
the ways where viewing of stereoscopy involves the use of certain equipment, which are subdivided
into individual and collective devices. Individual equipment is based on the spectral or polarizing
separation of the light rays, creating the right or left image of the stereopair. Collective equipment
for stereoscopy viewing includes screens, in particular, stereoscopic raster screens. Soviet scientists
and inventors, especially S. Ivanov, have made a significant contribution to the development of
such screens.

Keywords: stereoscopic photography, stereoscopic film, stereoscopic cinematography, stereopair.
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