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INFLUENCE OF FOREIGN CINEMA ON YOUTH:
PSYCHOLOGICAL AND SOCIAL ASPECTS

PosBurok iH(bopMauii{HMX TEXHONOTi/, W0 HEyXWIbHO IIPMIUBUJUIYETHCH,
IPUBOAUTD [0 TOCTIIHOTO 3POCTAaHHs 3aHypeHOCTi ofeil v cepy 3aco6iB MacoBoi
iH(bopMaui'l'. YBaxkaeTbed, W0 Ay)Ke BeMMKa YacTMHA MeMLaNpOofyKIii e KiHeMaTorpa(b.
HaBiTb HuHi B ICHXOMOT4HII HayLji IUTAHHA PiBHA eeKTUBHOCTI KiHO AK IHCTPYMEHTY
BIUIMBY Ha IICUXOJIOTiI0 JIOfieil 3aimImaeTbcA BigkpuTuM. BopmHowac Taka cdepa
JOCTIPKeHb, SK HACWIBCTBO B KIHO — OfjHa 3 0coOMMBUX chep aHAM3y, sKa, SK
YBaXKa€TbCsA, MOXe CIIPYUATH 3POCTAHHIO arPeCUBHOI MOBEMIHKM Cepefl MOMOJI i AKa Tex
JI0Ci € TOBHICTIO JOCTIKEHOIO.

Kinemarorpad crae «incrpymenToM GopMyBaHH: i1e0N0ri4HOr0 HadeHHs B Macax»
(K 3a3Ha4MB CIIOBEHCHKUIT (inocod, TeOpeTuK KyIbTypy Ta IMyOnidHMIl iHTeneKkTyan
Cnasoit JKmxex). Mbkaucrmmminapamit yyennit Toni Kamawi mporonye Teopito
TYMaHiCTUYHOTO MepeTBOPeHHs, 06roBopIo0YN 6araro CTpivoK y cBoiit mpani «DinbMu
3MIHIOIOTb XuUTTs: Ilefarorika KOHCTPYKTUBHOI rymaHicTudHOl TpaHchopMmarii depes
KiHO». Y po3BifLi (inbMu posIisaaoThes SK «IHIMBiya/IbHMIA Ta COLia/bHMI 3aci6
Tpanchopmanii CBITOITIANY MOAMHM». Y Pe3y/nbTaTi BUHMKAE YiTKe NMEePEeKOHaHHA, 1[0
¢inbMu GopmyIoTh BracHe GayeHHs, BIVIMBAKOTb HA IYMKU Ta 3MiHIOIOTh CTaBIEHHS 10
HABKO/IMIIHBOTO CEPENOBUIIA, Y TOMY YMCII 1O AKTya/IbHIX COL[ia/IbHMX TEM.

IlepexoHaHiCTb y CYTTEBOMY BIUIMBi KiHO Ha PO3YM MOXXE TaKOX 3alleBHATH Y
6e3yMOBHOMY 3B’13Ky MK arpecuBHOIO IOBEIIHKOIO if arpeCHBHUMM >KaHpPaMut (iIbMiB.
Bynron, Byuui ta Tokep («IlapanmenbHi 3B’A3KHM i3 3a/lydeHHAM XylraHiB/>kepTB»,
1999) sasBuIM, 1O TIO3UTVBHMIT HIOITIS, Ha arpecyBHi Ail Gyge po3BMBATH NO3UTHBHE
CTaBleHHA JI0 HACWIbHMIBKOI TIOBEMiHKM, a TO3UTUBHE CTaBIEHHA [0 arpecuBHOI
MOBEMiHKM — CIOHYKATH JOfiell 4O HACWIBHMIBKOI MOBeAiHKM ab0 10 (opMmyBaHH:
TOILSAAY Ha arpecyBHY NMOBEIHKY B CYCIIIbCTBI K Ha HOPMa/IbHIII CIIOCIO KOMyHIKalyii B
COILiyMi, III0 MOXKHA BBaYKATH 1€ FipLIOK0 PeaKLi€cio.

Yce e st 6ararbox MOKe BUITIAZQTH 3PO3YMITMM 1 TakuM, 1jo He HOTpebye
IIOfA/IBIIOTO BYBYEHHsI, aje Lje XubHO. Y ICHXO/IOril NMUTAHHS NP0 eQeKTHBHICTD
BIUIMBY (iNbMIB HaBiTh HUHI 3a/IMIIAETHCS BIKPUTUM. 3arajioM Lje KIH4OBe MUTaHHS:
I JOCTIDKEHHA MacoBOI KOMYHiKalii: MoOxke 6yTM CKIAjHO OLIiHNTHM piBeHb 3MiH
eMOLiITHNX, Ti3HABaJIbHIIX Ta OBEAIHKOBUX (akTopis mig Brmsom 3MI (Xappic Pivapy,
«ITcuxomorisa MacoBuX KOMYHIKaIiii», 2002).

TeepmKenH4, 3TiffHO 3 AKMM Mefiia (Y ToMy umcri KiHemarorpad) 6e3yMoBHO MaIOTh
CEpI03HMII BIUIMB Ha JYMKI MOJIOJVIX JIIOIEN, BCE XK TaKV IiITBEPIKYEThCA YMCTEHHIMMU
pfebaramy mpo BIvmB 3MI Ha arpecyBHY IOBEIHKY IOl IPUYOMY [O/eMiKa CTOCYETbCs
He TUIbKY /ofielt miztitkoBoro Biky (Maprin Bapxep, [Dxymian e, «[Ixipmsi epexri:
pebatyt mpo HacuabcTBO B 3MI»). Pesymbrarn mopi6Hmx JUCKYCill Ta JOCTiKEHD 3 Li€l
cepn MiATBEPIHKYIOTH SIK IO3UTUBHMIA, TaK 1 HeraTMBHMIT BIVIMB BiTbMIB Ha CBITOI/LAL
Jofielt i, y TOMY M, BE/MKY yBary 0y/0 IpuAiIeHo MiTiTkam.
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Hacnigkn HapmipHOro BIUIMBY 3ac06iB MacoBoi iH(OpMAaiii 3MyCATb MOJOAb
OyTH aKTMBHMM Y IOBTOPEHHI aKTiB HACH/IbCTBA, SIKI BOHM 0adarh IO TereOadeHHIO.
e TBepiKeHHsI CIIBIAJIA€ 3 BICHOBKAMII JJOCTIKEHb, 5IKi JOBOAATD, IO TenebadeHHs
yXKe eMOL{HO BIUIMBA€ Ha Taki pisHOMaHiTHI mpo6memu (Bi3UYHOrO Ta ICUXIYHOTO
3110pOB’H JiTelt i MOTIOIi, BK/II0YAKYyl HACU/IbHIIbKY TTOBEiHKY, SHVDKEHHS Iy TINBOCTI
J10 HACWIBCTBA, BOPOXICT, fleTIpecilo, KOIIMapi, cTpax, 6e3conns. Kpim toro, YnbMaH i
CsoHcoH (2004) y cBOIX po3BifiKax CTBep/KYBaIL: JOCTOBIPHO OBEEHO, IO HACUTBCTBO
Ha TenebaueHHi i (binbMaX Ma€ BeMMYE3HUI BIUIMB Ha CIPUIHATTS, arpeCUBHI i,
¢isionoriyHi mpoBoKawii Ta coLianbHy HOBEJIIHKY.

HesBaxxatroun Ha IifTBep/pKeHi HeraTuBHi edexTn KiHeMaTorpa(by B TOCTiKEHHSX,
Y HUX MOXKHA 3HAWTH 1 apIyMeHTH, SIKi 03HAYYIOTb TIO3UTUBHMIT BIVIMB AKX BinbMiB
Ha ayauTopio. Po3Bifky BUABIAIOTH BIMB (UIbMIB HA IEPEKOHAHHS CTOCOBHO
CTepeoTUIHOrO MUCIeHHA. DiTbMy MOXKYTh CYTTEBO BIUIMBATY Ha TeHJEPHI Ta €THIYH]
crepeornn (Enisaber Bem-Mopasir i [lana Mactpo. «3i giBuara? Brus renpepHux
300paKeHb Y AT TKOBYX (i/bMax PO FOPOCTIX IeH/IePH] CTaB/IeHHSI Ta IEPEeKOHAHHS»),
3MIHIOBATH CTAaBEHHS [0 MEBHUX IPYIL JIOfel i BUKIMKATH HOBOC(OPMOBAHI AYMKM
3 pisHuMX muTaHb. Hampukimag, GitbMm 3 TpaHCTEH[EPHMMM IEPCOHAXAMIM CIPUSIN
3MIHM PaKypCy, i SKUM TPaHCTeHAepiB modnHam 6adty ristadi («Bms excrosnii
TenebadeHHs Ta KiHO HAa 3HAHHS PO IICUXIYHI PO3TALV Ta CTABIEHHS JO Hux» (2013).
JKypHar rcuxonorii crinbHOTH), 300paKeHHs ICUXIYHIX PO3/TaAiB y (GilbMax BIVIMHYIIO
Ha Cepiio3Hi 3MiHM CTaBeHHS /IOfeil A0 NCUXidHO XBopyX. IHim QinbMu BIUMHYIM
Ha CTaB/IEHHA JIOfEN [0 TCHUXOMOTiYHOI 3a/eXHOCTI, HaNpUKIAfl, MamHHA. [lna Tux,
XTO CaM € XKEPTBOK 3a/eXHOCTI, OY/I0 BiCTeXXEHO MO3UTNBHMII BIVIMB Ha iXHi Hamipu
no36yTics cBoel 3anexxHocti (Paitnep Xanesinkens, [xeiivc CapmpkeHT. «CraBieHHs
Ta HaMip KypLiB KMHYTH NaINTH HICIA Heperuiny ¢inbMy 3 Kypiuam», 2012). Kixo
MO>Ke 3MIHITI IYMKY JIHOfi€l {00 TIOIITYYHIIX [IUTAHb, IPU [bOMY He 3adinarodn 6imbi
CTiiiKi KOHCTPYKUil IXHBOTO CBiTOIMARY: HaNpuKIaf, GinbMu «Apro» ta «Hymb TemHnx
TPUALATI» 3MIHIWIN AYMKY Iisifadis npo ypsp CILIA, mo Bifo6pasuiocs Ha MOKpaleHHi
HACTPOIB 1OJ0 L[bOTO YpAAY Ta iforo iHcTuTywii (Mimens ITayTn. «Argo i Zero Dark
Thirty: xino, ypstz i ayauropis» (2014)).

Byno mnpoaHamisoBaHO KilbKa JOCTiKeHDb, sSKi 0asyBamich Ha IPOBENEHUX
ONNTYBAHHAX MONOAMX JIOfiell. 3aBJaHHA IONATANO Y BUAB/IEHHI 3MiH y CTaB/IeHHI
MOJIOZ, SIK HaifO1/IbIII AKTMBHOTO I7I4a4a, O 3aIPOIIOHOBAHNX AKTYaTbHIX CYCITBHUX
TeM JI0 Ta I/ IIeperysify pisHux (inbMiB. 3a JOIIOMOTO0 ICHXOCEMAHTIIHOI METORVKIL,
PECTIOH/IEHTH OIiHIOBA/IM CBOE CTAaBl€HHA [0 KOHKPETHO IOCTABIEHMX IYHKTIB [0
i micns mepernsigy ¢inpMmy. 3a ZOMOMOTOK IEBHNUX XaPAaKTEPUCTHK, IO CTOCYIOTBCS
MOTUBAIIIITHOI, eMOI[i/IHOI Ta KOTHITMBHOI C(bep, aBTOpaMM JOCTiIKeHb 6y710 BUSB/IEHO
3HaYHi 3MiH. Pe3y/braTt CBifYarh, 10 MO0/, SIKa MBUTHCS (iIbMIL Oi/IbliTe YOTHPHOX
TOAVH HA JjeHb, OiNblile CXVMIbHA O BIUIMBY, i Oy10 HABITH BCTAHOBIEHO 3B’A30K 3i
3POCTAHHSIM arpecHBHOI OBEIHKN B JJeSIKNX YIACHNUKIB omuTyBaHHs. Tpeba 3a3HaunT,
0 € HpuBij COPMYITIOBATI BICHOBOK, IO iCHYE TAaKOX NOSUTMBHMII 3B’S30K MDX
HACWIBCTBOM Y (iNbMax, MOIIAAMI OIMTAHNX, IXHIMI [IePEeKOHAHHSAMM | arpeciBHON
TIOBEiHKOK. BUABNIEHHA TOTO, IO TONEpENHi IMOITAAM MOXYTh ONOCEPENKOBYBATH
BIUIMB (i/IbMY, JOTIOBHIOE ijiel po BHECOK IHAMBIfyanbHUX BiIMIHHOCTEIT Y MefiaedekTi.

Pesynpraramy ONpamfoBaHHA BUCHOBKiB JOCTIIKEHb TAKOX BM3HAYEHO, MIO
OinbLIiCTD 3MiH, BUAB/IEHMX Bifipasy micns meperisifiy QiIbMY, 3 4acoM 3HHUKAIOTb.
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OpHopasosuit eper/siy GibMy MOYKe He MaTy TPUBA/IOTO BIUTMBY Ha IIAAALbKI HACTPOI,
110 nepefdadae MpUBIA i1 MOJA/IBIIONO AOCTIKEHHS Ta aKTyali3ye HOBi 3aBJlaHH 3
BISIB/IEHHS MeXaHI3MIB IBUIEHHS a00 SHIDKeHHs CTifKoCTi 3MiH. Pesymbrary 1poro
JOCTPKEHHS MOKYTh TaKOX OyTH BUKOPUCTaHI /sl MOLIYKY eeKTUBHIINX CIIoco6iB
BJIXOBAHHS, @ CaMe IOCWIEHHs KOHTPO/ OaTbKiB i BIOCKOHAIEHHs (OPMyBaHHS
IPaBWIbHOI TOBERiHKYM cepef, MOMOAL. TakuM 4YMHOM, Iie BifKpMBa€e IpOCTip i
MaitOyTHIX po3BifOK y cdepi GopMyBaHHA JIONMHM SIK OCOOMCTOCTI 1 MOXIMBOCTEN
3MiHN iI CBITOITIANY.

O. Kosachova
GENRE AND DRAMATURGIC FEATURES OF THE MODERN PEPLUM

O. Kocauosa
)XAHPOBI | APAMATYPII4HI OCOBJIUBOCTI CYSMACHOIO NEMJIYMY

The problem of genres in film studies is extremely relevant due to its influence on
the understanding, analysis and interpretation of films. Genres determine the specificity
of films, giving them a defined structural basis, aesthetic and plot frames that influence
the viewer’s perception. The peplum genre is one of the most spectacular and difficult
to produce in the film industry, so the study of its genre and dramaturgical features will
contribute to the optimization of theoretical component of the audiovisual industry and
practical component as well.

A detailed analysis of modern peplums helped to determine that the peplum genre is
most often combined with the following genres:

1. Epic film. It is the closest genre to the peplum because of the common characteristics
they often share. Both genres aim to create impressive and large-scale images, grand events
and epic battles. They often turn to ancient times as the basis for stories, using mythology,
history and cultural aspects of that period.

Both epic films and peplums draw attention to the greatness and heroism of the main
characters, emphasizing their strength, courage and willpower. These genres can also use
impressive visual effects and big budgets to create an epic atmosphere and unfold dramatic
events.

Nevertheless, not all epic films are peplums, and not all peplums are epic. They may
involve diverse aspects and approaches to imagery, plot, and aesthetics, but their shared
vision on a grand scale makes them close to each other.

2. Historical film. An equally significant genre that stands next to the peplum is the
historical film, because most peplums have a historical or mythological basis. At the same
time, not all peplums belong to historical films, but many of them have a historical or
antique context. The peplum genre can include fiction and fantasy elements that are not
always completely historically accurate.

A key characteristic of peplums is their focus on the ancient world and their use of
mythological or historical characters and events. However, some peplums may contain
fantastical elements, reinterpretations or changes in history, which add elements of
adventure and drama to them. Accordingly, among modern peplums, diffusion with
fantasy and action films is increasingly appearing.

3. Biographical film. Often, modern peplum contains elements of a biographical
film. At the same time, peplums rarely are purely biographical films, since their main

_ 58 —



