300pakeHb i 3HOBY BBOJMTD TOBUIBHICTD SIK KT KPUTIYHOTO GaueHHs — eCTeTMYHMII Ta
eTMYHIIL XKECT y Cy9aCHOMY HaJIMipHO CTMMY/IbOBaHOMY MeJiiacepeOBIIL.

Takoxx Bonrep Mepu minkpecmioe BaXIMBICTb pPO3yMiHHS, Kymu came Oyne
HaIIpaB/IeHa yBara, B OyKBa/IbHOMY CeHCl, orsy rsifava. Y «Kimonpaiiky» Kamepa 4acto
dikcye mpoctip depes oTBOpM — BiKHa, iBepi, mponomu. Taka BisyanbHa KOHCTPYKLis
CTBOPIOE e(heKT AMCTAHIII, e IVIsA/AY He CIIOKIBAE TPArefiio, a CIIoCTepirae 3a Herw, Hibu
nepebyBatoun BcepefnHi 6e3mopagHOro cpifuenHs. IIOILy Isfada CTae TYT akToM
€eMIIaTil, a He JOMiHyBaHHA.

MoHTaXK CTae aKTOM €THYHOTO CTPUMYBAHHA — He «UBICh, KM Xax», a «Oyzb
nopy4». Lle TakoXX CTOCYETbCsA yBa)KHOTO BiJHOLIEHHA PEXMcepa J10 NOTiKM IIPOCTODPY,
1106 He pyitHyBatu 10Bipy rafada. Y «KnoHgaiky» KOMIOSULI KapiB — reOMeTpUIHO
BUBIpeHi, CTaTNYHi i HAaBiTb KOMM JiM PO3BaMIOETbCS, CTPYKTYpa KafIPy 3a/lMINAETHCA
BPiBHOBa)XEHOI. Y IIbOMY KOHTEKCTi 3aBJJaHHA MOHTaXY He IiJKPeCINTH Xaoc, I03asK
Xaoc yxke icHye B KineMarorpaiuHiil peabHOCTI KafipiB, a cKopillle T06YyBaTH eBHY
apXiTeKTOHIKY CIIOKOIO cepefi pyiH — sK Croci6 30eperTit MOAChKY LifHICTb.

TaxkuMm 4MHOM, MM JOXOZMMO BMCHOBKY, 11J0, BUKOPUCTOBYIOUNM HpaBuaa Bonrepa
Mepya y BoeHHOMY KiHeMmaTorpadi, MOHT@X MOXe IePeTBOPUTICh HA eMOLITHO-
iHTeNeKTyalbHUI aKT, 1o (OpMye eMOLiiiHy IpaBLy HepeKUBAHHA, CBOEPIFHNI
eTHIHNI GIUIBTP, SKNI [O3BO/NAE YHUKHYTH MaHINy/IAnii i ¢anbmmsoi mareTnky, i
HaJITO/I0BHiIle — J03BOMIAE He 3PaJuTH iCTOPii BIACHUX NEePCOHAXIB. Y MIMPIINX PaMKax
Cy4YacHOI ayfioBi3ya/nbHOI KYyAbTYpY L€l HifiXiJi MOXKHA POSIMANATH AK BilIOBigb Ha
KpU3Y eMIIATil B eII0XYy Meflia — IIPOIOHYI0YN MIOAVHOLEHTPUYHIIA IOIVIAY Ta HOBY €THUKY
KinematorpadivHoi KOMyHiKalii.

O. Kosachova
COMEDY WESTERN: FILM AESTHETICS AND DRAMATURGY OF THE GENRE

0. Kocauosa
KOMERINHWU BECTEPH: KIHOECTETUKA TA APAMATYPTIA XXAHPY

The Western as a film genre emerged in the early XX century, becoming one of the
most characteristic forms of American cinema. Over the decades, however, the genre
underwent transformations, reflecting social change, evolving audience expectations, and
the development of the cinematic language itself. One such transformation is the comedy
Western — a genre hybrid that combines the traditional traits of the classical Western with
the dramaturgy of comedy.

This research aims to analyze the film-aesthetics and dramaturgical features of the
comedy Western as a genre modification, with reference to three representative cases: Back
to the Future Part III (dir. Robert Zemeckis, 1990), Maverick (dir. Richard Donner, 1994)
and Bandidas (dir. Joachim Renning and Espen Sandberg, 2006).

As a sub-genre, the comedy Western emerged at the intersection of two traditions: the
heroic-romantic epic of the Wild West and comedy conventions. The traditional Western
typically depicts the struggle of good and evil, conflicts between civilization and wilderness,
often in highly personified terms — sheriffs, cowboys, outlaws, Native peoples. The comedy
Western preserves these typical elements, yet shifts their functionality: the main hero may
become a trickster and the “Wild West” becomes a space free of deep psychological drama
or thriller patterns. Key features of the comedy Western include: cross-genre hybridization



(for example combining Western with adventure, detective or science-fiction genres);
hyperbolized characters and situations; the updating of contemporary themes within a
retro-context; timeless themes that define the Western; everyday scenes, realistic details
and happy ending.

In terms of film-aesthetics, for example: space, characters, visual style, the comedy
Western uses the visual codes of the classical Western (prairie landscapes, small frontier
towns, saloons, duels on the main street) as part of its stylization, but not in order to build a
heroic narrative, rather to re-think it. Back to the Future Part I1I is a clear example of genre-
symbiosis: science-fiction meets Western. The visual elements of the Western (the town of
Hill Valley in 1885, Native Americans, a train) are re-interpreted through humor, however
perform different creative and dramatic tasks, when a hero from the future arrives in the
world of the past and attempts to survive in a different cultural environment. In Maverick
the visual aesthetics of the classical Western are merged with elements of an adventure
comedy. The protagonist Bret Maverick (portrayed by Mel Gibson) is not a stern hero
but a charismatic gambler and con-artist perpetually manipulating situations. The space
of the Wild West becomes here not a zone of heroic trial but an arena for play, trickery
and a swindle. In Bandidas the combination of a feminist narrative with the aesthetics of
an action Western becomes significant. The Western space is not so much reproduced as
stylized: vivid colors, high-contrast light, dynamic camera work create the atmosphere of a
contemporary action film in which female characters (played by Penélope Cruz and Salma
Hayek) carry roles traditionally reserved for men.

On the level of dramaturgy: conflict, plot, characters, the comedy Western often
departs from the classical three-act model, emphasizing episodicity, unexpected turns, and
play with stereotypes. In Back to the Future Part III the dramaturgy pivots on a temporal
conflict: the hero must return to the future but must first solve problems in the past. The
comedic elements arise out of cross-cultural misunderstandings. In Maverick the plot is
based on intrigues, deceptions and a poker-game. The protagonists change roles, enter
temporary alliances, and the ending features a kind of double resolution — the exposure
of double dealing among the characters. In Bandidas the narrative is one of vengeance and
social injustice: two women from different strata become bank-robbers to get revenge on
a bank and corrupt rich men. However, the dramaturgy is not purely dramatic, but rather
play-like — full of comedic episodes, disguises, out-witting etc.

In conclusion, the comedic Western as a genre variant is a striking example of
post-modern re-consideration of film tradition, first of all: quotation, intertextuality,
hybridization of genres and styles. It retains the external signs of the classical Western,
but fills them with new content. Thanks to its flexibility and openness to other genres,
the comedy Western functions successfully both in the context of a science-fiction film
(Back to the Future Part III), adventure film (Maverick) and an action film (Bandidas). The
comedy Western does not destroy the genre but rather diversifies it, adapting it to new
conditions of cultural reception. This attests to the deep potential of the Western as a genre
platform capable of transformation and reworking into another sub-genre.
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