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The research focuses on the linguistic characteristics of the female characters' speech in the contemporary
British television series Why Women Kill and the peculiarities of creating psycholinguistic images of female
characters in accordance with the corresponding film archetypes. The scientific novelty of the study lies in the
fact that it attempts to analyze the psycholinguistic images of female characters in television series, and thus
determines the originality and significance of this study. This research contributes to the enlargement of works
dedicated to cinematography characters' language peculiarities revealing the correlation with a particular
psychological archetype that presents the topicality of our research. The script is viewed as one of the primary
universal methods for unveiling the character's image in an audiovisual text. Based on theories of character
archetypes and the use of language in the media, this article examines the replicas and speech patterns of three
prominent female characters to determine the linguistic choices used to convey character archetypes. The
research is based on the script from the series Why Women Kill (2019) by M. Cherry. The descriptive method,
contextual analysis, and method of quantitative calculations have been the appropriate methodological
instruments for achieving the purpose of the study. W. Schmidt's (2007) classification serves as the basis for
determining the primary psychological characteristics of the characters. The article examines the formation of
psycholinguistic images of three female characters from the film archetypes The Nurturer, The Seductive Muse,
and The Amazon. Beth Ann Stanton belongs to the film archetype The Nurturer, Simone Grove belongs to the
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film archetype The Seductive Muse, and Taylor Harding belongs to the film archetype The Amazon, as
determined by W. Schmidt's analysis of the peculiarities of the characters' speech and his study of the implication
of film archetypes. Beth Anne Stanton's adherence to The Nurturer film archetype is characterized by the high
frequency of implications of formal language vocabulary, appellatives, and second-person singular pronouns,
as societal recognition of The Nurturer film archetype is crucial. The defining linguistic characteristics of
Simone Grove as The Seductive Muse film archetype are the use of hyperbole, the high frequency of first-person
singular and second-person pronouns, and the repeated use of interjections, as The Seductive Muse film
archetype is characterized by the constant attention of the audience and the demonstration of the importance of
her own personality and other characters. Taylor Harding as The Amazon film archetype is characterized by the
use of sarcasm, irony, and speech marked by assertiveness and vulgarity, as the Amazon film archetype is always
ready to defend its point of view and professionalism, sometimes aggressively, in order to assert dominance.

Key words: film archetype, psycholinguistic image, cinematic character, linguistic features, linguistic
analysis.

HaykoBa po3Bifka TNpUCBSYEHA JOCHIJKEHHIO JIIHTBAJIBHUX OCOOJMBOCTEH MOBJICHHS IKIHOUHX
MEePCOHAXIB y CydacHOMY aHTJIoMOBHOMY Tenecepiani Why Women Kill Ta ananizy ocobiauBocTteil cTBOpeHHS
TICUXOMIHIBICTUYHUX 00pa3iB KIHOYMX MEPCOHAXKIB 3a BINMOBIIHUMU KiHOapxeruriamu. PoOoTra BUKOHaHA y
pycii TocTiKeHb 0COOIMBOCTE MOBH MIEPCOHAXKIB Y (PUITbMax MacoBOI KYJIbTYPH Ta iX HAJIEKHOCTI 70 TIEBHUX
TICUXOJIOTTYHUX apXETHUIIiB, M0 3yMOBIIOE aKTyaJbHICTh JOCHI/PKEHHS. 3 ONepTsSM Ha Teopil apXeTHIIiB
MEPCOHAXIB 1 BUKOPUCTAHHS MOBH B 3ac00ax MacoBoi iH(pOpMAIIil, a TAKOXK HA YCBIIOMJICHHS KIHOTEKCTY SIK
OJTHOTO 3 YHIBEPCAIBHUX 3aC00iB PO3KPHUTTS 00pa3y IepCcoHaka B aylioBi3yalbHOMY TEKCTi, y CTaTTi
MIPOAHAII30BAaHO PEILTIKM Ta MOJETi MOBJIEHHS TPHOX T'OJOBHHX XXIHOYHMX MEPCOHAXKIB, 3 METOI0 BH3HAUCHHS
MOBHOT'0 BUOOPY, SIKHI BHKOPHUCTOBYETHCS JIJIsI ITepeaadi KIHOAPXETHITIB NepCOHaXIB. JloCiIiDKeHHS! BAKOHAHO
Ha Mmatepiani ckpuntiB cepiary M. Uepi Why Women Kill (2019). [Insg nocsirHeHHS MeTH BH3HA4YE€HO
BIJIMIOBITHUN  METOJIOJIOTIYHUIM IHCTPYMEHTApi, SKWUH OXOIUIIOE 3aCTOCYBaHHSI OMHCOBOTO METOY,
KOHTEKCTYaJbHOIO aHali3y, a TaKOXX METOAy KUIbKICHMX MiJpaxyHKiB. 3a OCHOBY BHM3HA4€HHS OCHOBHHUX
TICUXOJIOTTYHUX PUC TIEPCOHAXIB B3s1TO Kiacudikamito B. lIminr (2007). Y craTTi mpoananizoBano GopMyBaHHS
TICUXOIHTBICTUYHUX 00pa3iB TPHOX JKIHOYMX TEPCOHAXIB, IO HAJEKATH JI0 KIHOAPXETUMIB [ 00y8anbHuUysl,
Cnoxkycnuea Mysa Ta Amazonka Ta TOCTIDKEHO OCOOIMBOCTI iX MOBJICHHSI 3arajibHOK KUTBKICTIO 317 perutik.
BinmoBigHO 10 TpoIeAypy aHalizy OCOONMBOCTEH MOBIICHHS TEPCOHAXKIB Ta JIOCHI/DKEHHS IMIDTIKAIii
KiHOapXeTHIiB, 3amponoHoBanux B. Illminr, Oymo Bm3HaueHo, mo ber Emn CTeHTOH HaNCXKHUTH 10
kinoapxeruny [ odysanvruys, Cumona ['poyB — no xinoapxeruny Cnokyciusa Mysa, Teinop [Mapainr — 1o
KiHOapXxeTuiy Amazonka. Bu3Ha4anbHUMH JIHTBICTHYHUMH prcaMu npuHanexHocTi ber EnH CTeHTOH 10
KiHOapxeTuiy / 00yeanvHuys € BUCOKA 4aCcTOTa IMILTIKALIN JEKCUKU O(ilifHOrO CTHII0 MOBH, aleNsITHBIB Ta
3aifMEHHUKIB Jpyroi 0coOW OJHWUHH, OCKUIbKU ISl KiHOApXeTHIy [ 00ysaibhuysi KIOYOBHM € CYCIUIbHE
BU3HAHHS. BH3HaualbHUMH JIIHTBICTHYHMMH pucaMu mpHHAISKHOCTI CuMoHM ['poyB 10 KiHOapXeTuiry
Cnoxyciuea My3a € BUKOPUCTaHHs TinepOoJl, BUCOKA YaCTOTHICTh 3afMEHHHKIB TEpIIOi Ta APYroi ocodOu
OIIHWHM, & TaKOK BHUTYKIB, OCKLTBKU Uil KiHOapxetury Cnokycausa Mysza BIacTHBE MOCTIHHE MPUBCPHEHHS
yBard ayJauTopii Ta IeMOHCTPAIlis BaXKJIMBOCTI BIACHOT OCOOMCTOCTI Ta HINUX TEePCOHAXIB. BU3HaUYaIbHUMU
ocobmmBocTsIMH TiepcoHaxy Teinop ["apainr, sk KiHOapxeTuny Amasonxa, € IMIDTIKAIS capka3Mmy Ta ipoHii,
MOBJICHHSI XapaKTEPU3Y€EThCS HAMOPUCTICTIO Ta BYJIBIapHICTIO, OCKUIBKH KIHOAPXETHUN AMA30HKA 3aBKIH
rOTOBa BiJICTOIOBAaTH CBOIO TOYKY 30pY Ta MpOQeciiHICTh, 1HOAI arpeCHBHO, 32Ul YTBEPKEHHS BIIACHOTO
JIOMiIHyBaHHSI.

Kuio4oBi cj10Ba: KiHOAPXETHII, ICUXOJIIHTBICTUYHUI 00pa3, KiHeMaTorpadiyHuii epcoHax, JIiHTBaJIbHI
0COOJMBOCTI, JTIHIBICTUYHHH aHaIi3.

Beryn. KiHomucTenTBO BK€ JaBHO CTalO BAXKJIMBOIO YaCTHHOIO KYJIBTYPH, @ HOTO MPOAYKTH,
TOOTO UTEMHU Ta cepialii, MOXKYTh CTaTH 3ac00aMU JIJIT MOBHHUX Bapialliif Ta YMHHUKaMH 3MiH Y MOBI.
OyHKITIOHYIOUHN SIK 3aci® MacoBoi iH(opmarlii, skuii GopMyIIOe HOBI acoliaiii Mk Bi3yaqbHUM Ta
CHUMBOJIaMU B YsIBI ayauTopii, (GUIBMH MOXYTh HE JIMIIE BioOpa’kaTH Ta MOLIMPIOBATH 3arajibHi
JIHTBICTUYHI OCOOJMBOCTI €MOXH, a W BIATBOPIOBATH COLIANBHI 3HAUYEHHS 3a JOMOMOTOI0 PI3HHX
JIHTBICTUYHMX MPAKTUK Ta PI3HUMHU IIEPCOHAXKAMH, K1 IX BUKOPUCTOBYIOTh, TAKUM YHHOM (OPMYIOUH
MaHiBH1 MOBHI 1J1c0JIOTii IeBHOTO yacy (Jeong, 2017, c. 265).

BaxnBUM YMHHUKOM CTBOpPEHHsS 00pa3y MEepCOHaXy Ta peaiizailii KIHOApXETHITy B TaKOMY
BUIIAJIKy CTA€ MOBIICHHEBA XapaKTEPUCTHKA reposi — TOOTO, TOCHIIKEHHSI 0COOIIMBOCTEH HOTO Peruiik
y CHiTKyBaHHI. MOBJIEHHS IEPCOHAXKIB, 3 OJJTHOTO OOKY, Ma€ CIIPHMMATHUCS TTIs1a4eM K MaKCUMaJIbHO
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HaOJIMKEHE JT0 PUPOTHBOTO, @ 3 IHIIIOTO, BiJOOpakatouH 3ayM peKrucepa Ta ClieHapucTa, popMyBaTu
HOBI IIA0JIOHM TSI TIOAAJIBIIOTO HACTITyBaHHS Ta BUKOpucTanHus (bepeocna, 2021, c. 5).

CueHapucT Ta MMCBMEHHUKH CTBOPIOIOTH MEPCOHAXIB TBOPY TaKUM YHMHOM, 100 3poOUTH
MOJKJIMBUM BTUICHHS BITI3HABAHHUX IICHXOJIOTIYHUX 00pa3iB, THM CaMUM IIOJICTIIMBIIY PEIHITIEHTAM
TBOpPY IAeHTU(IKAIII0 Ta caMOigeHTUQIKaIlil0 3 NUMHU JAifoBUMU ocoOamH. 3HAYHWI BIUIMB
KIHOIHAYCTpil Ha MacoBY CBIIOMICTh TJIAJA4iB Bi3HAYAETHCS BUKOPHCTAHHSM apXeTHIIB Ta
MidoorigHuX 00pa3iB, MO MPHUBEPTAE yBary AOCITIIHUKIB, apke depe3 aHalli3 KiHemarorpadiaHux
00pa3iB CcTae MOXJIMBHM MPOAHATI3YBAaTH [Iif0 KyIbTYpHUX yHiBepcamii Toro dvacy. OjHiclo 3
MOXJIMBUX Bapialliii BU3HAYCHHSI IICUXOJIOTTYHUX OCOOJIMBOCTEH KIHOTIEPCOHAXKIB € KiTacH(ikarris 3a
APXETUTIOM.

Jocnigauug 1. 3y0OaBiHa 3amponoHyBana MOHATTA "KiHOapxeTumika" sK HOMIHAIlo, IO
"O€IHYE apXETUT Ta KIHO, JIe apXeTHII € "mepBoodpa3”, mepBuHHA (GopMa I HACTYITHUX yTBOPEHb,
CBOEpPIJIHA MATPHIIS, SIKA, HACUIYIOUHNCh KOHKPETHUM 3MICTOM, OTPUMYE OJHE 3 0e3i1i4i MOKINBUX
BTLUICHb, IEPETBOPIOIOYNCH Ha apxeTunoBuit oopa3". Kino, ToOTO KiHemaTorpad, — MUCTELTBO, SIKE,
MOEIHYIOUM KaHOHH 00pa30oTBOpeHHS (00pa3Hy CHUCTEMY JiTepaTypH, TeaTpy Ta 00pa30TBOPUOTO
muctenTBa), crae y XX — XXI cr. omHier0 3 MpoBiMHUX cdep TpaHCIsALil apXeTUIIOBUX MOTHUBIB i
obpasiB (3ybasina, 2015, c. 76).

Opnum 3 nepuux noHATTs "apxerun" BuzHauuB K. FOur y XX c1. Bin BBakas, 1o "apxetunu —
11e yHiBepcaibHi Ta MiiuH1 IepcoHax1, sIKi HACENSIOTh "KOJIEKTUBHE HecBioMe" mroaen" (Jung, 1969,
c. 178). Y podotax K. FOura rooBaumu apxerurnamu € Tinw, I epoii, Beauxa Mamu, bamwvro, /[umuna,
Juseon, boe, Myopuii Cmapuii, Myopa Cmapa, Ezo, Ilepcona. (Jung, 1969, c. 208). bazoro apxeTuriis
€ HOPMH Ta CHIOCOOM TIOBEIHKH MPUTaMaHHI CYCIIUILCTBY B IEBHI icTOpuyHi epioan. [ToBcskaeHHO
JOJI BAKOPUCTOBYIOTh BEJIHMKY KUTBKICTh (DiTOCO(CHKUX 1JIel Ta MPUHITUIIIB, alie He YCBiTOMITIOIOTH,
110 BXKHUBAIOTh 1X HECBIZIOMO.

Ha ocnogi ineit K. FOnra ctBopeHo po0oTH, sIKi JOCTIKYIOTh apXETHITH Y Pi3HUX Chepax KUTTS.
KiHO3HABCTBO HEIIOAABHO MMOYAI0 BUKOPUCTOBYBATH KOHIEMNI0 FOHra mpo apXeTunu npoTOTUITHUX
MEePCOHAXIB, SIKI BIIrparoTh POJb IUIAaHY Yy TOOYIOBI TOJOBHUX TNEPCOHAXKIB, Takux sK [ epotl,
Anmaconicm, /letimepaconicm, Tpumazonicm 1 TOMOMDKHI IEPCOHAX1 y Qinbmax.

Bimznaunmo aexinbka HaOLIBII peleBaHTHUX KiIAacU(iKalliid UTsl JOCTiIKYBaHOTO MaTepiany.
[o-mepmre, TUMOIIOTIS apXeTUTIIB y Mac-Meia 3a aBTopctBoM M. ®abepa ta [Ix. Maepa y skiii Oyno
3aMpONIOHOBAHO TPUHAIIATH apXeTUIiB 0e3 renaepHoi qudepenuianii (Faber and Mayer, 2009). Tlo-
npyre, Kiacudikaiis 9010BUuX Ta )KiHounx nepconaxis T. Koynen, K. Jladisep, C. Baiinepce, 1o sixoi
BXOJISITh IIICTHAMIATH OCHOBHUMX apxetumiB (Cowden, LaFever, Viders, 2000). Octanns
Kimacudikaiis, MO0 € OCHOBHOIO /IS [BOTO JOCHIDKEHHS — I KiIacudikaiis apXxeTHuIlis,
3arponionoBana B. IlIMiar, y sIKiif ZOCTiTHUI BU3HAYMIIA COPOK M'SITh apXETHITIB I'epoiB Ta repoiHb,
CIIUPAIOYUCH Ha MPHUKIAIU TOTO, SIK TaKi MEPCOHAX1 BifirpaBaid cBOi poJli B pOMaHax, KiHO Ta Ha
TenebadeHHi (Schmidt, 2012).

VY JniHrBicTHLI Ha Martepiani XyIOKHIX TBOPIB JOCTIDKYIOTbCS 3arajibHi, TUIOJOTIYHI Ta
cnernudiuHi 0COONMMBOCTI CIINKYBaHHS, CUCTEMATHU3YIOThCSl €TUKETHI (JOPMYIU Ta PO3MOBHI KITiIIE,
BUSIBISIETBCSL  CTICIM(ika MOBJICHHS pI3HUX COLIABHUX Ta MpO(eciifHO Opi€HOBaHUX TPYII;
MOJICTIOIOTHCSL TIPOLIECH MOPOKEHHS Ta iHTeprpeTallii ()parMeHTiB caMOTO MOBJICHHSI Ta TEKCTY B
uIoMy. Y MOBJICHHI IIEPCOHAXKIB XyI0KHBOTO TBOPY IEMOHCTPYIOTHCS aKTYyallbHI HOPMU Ta TIpaBuIIa
CHITKYBaHHS, IO CTBOPIOE TPAaBAWBY KapTUHY CBiTy. HaromicTe, MOBJIEHHS TEpPCOHAXKIB
BIJIPI3HSETHCS BiJl PEabHOTO MOBCSKACHHOTO CIIIKYBaHHS, TOMY IO Ma€ CBOi OCOOJNIMBOCTI Ta HE
MoOJKe OyTH TOYHHM aHaJOroM pO3MOBHOTO MOBIICHHS, a JIMIIE Horo cruiizamieto (Adamson, 1995,
c. 196).

[cHYIOTH pI3HOIUTIAHOBI MiAXOAM O BUBYCHHS 00pa3y MepcoHa)ka y XyJI0XHbOMY TBOpi. Tak
nHanpuknan [1. binoyc (2011, c¢. 89) akueHTtye yBary Ha ToMy, 10 "XyHI0XHii 00pa3 € HEBII'€MHOIO
YaCTUHOIO MHCTELTBA Ta € (OPMOIO0 MHCIEHHS Y MUCTENTBI, XYJOXKHIM Yy3arajibHEHHSM, SKe B
KOHKPETHO-UyTTEBIH (hopMi BimoOpakae cyTs 300paxyBanoro". Haromicts, /I. MaklHTaiip Bin3Hauae,
o ""cTBOpeHHs 00pa3y nepcoHaxka abo Horo xapakrepuzailis — 11e popMyBaHHS B ysB1 PEIMITIEHTA
3araJpHOTO BPaXCHHS MO TEPCOHAXa, MOTO OCOOMCTI SKOCTI, @ TAKOXK 1HII aCMEKTH, TakKi K HOro
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comianbHi Ta GizuuHi xapakrepuctuku" (Mclntyre, 2014, c¢. 153). Takum unHOM, Oyio copMoBaHe
3arajibHe MOHATTA XYyJO0XKHBOTO 00pa3y mix aBropctBoM JI. Y nosuuenko (2020, ¢.91), ne "XynoxHii
obpa3 — pe3yibTaT EMOIIWHO-YYTTEBOTO BIATBOPEHHS JIWCHOCTI, MO0 TIPYHTYEThCS Ha
3araJlbHOKYJIBTYPHOMY Ta IHAWMBIIyaJIbHOMY JIOCBimi, chopMoBaHe B Mekax IE€BHOI imei Ta
CIpSIMOBaHE Ha aKTyalli3allifo JIOCBiy B IIMPOKOMY CEHCI CIIOBA, 3alTy4CHHSI MUCJIICHHEBUX TIPOIIECIB
peLuIienTa, Npe3eHToBaHe IMaHEHTHUMU 3acobamu’".

3Bakaroud Ha OCOONHMBOCTI JOCTIDKEHHS BAXJIMBO OKPECIUTH TAaKOXK BH3HAUCHHS
MICUXOJIIHIBICTUYHOTO KIHOAPXETUITY, BU3HAYCHHS sIKOTO Oy1o 3ampornonoBaHo M. bepexnoro (2021,
c. 45), mo "NCUXOJIHTBICTUYHHM KIHOAPXETUIT — MOBHO-TICUXOJIOTIYHUN MOPTPET KIHOMEPCOHAXKIB,
copMoBaHUi B yAB1 TJISAaYiB MMiJ BIUIMBOM CYKYITHOCTI JIEKCHKO-(Dpa3eooriyHIX, IpaMaTUIHHX,
CTHJIICTHYHUX Ta MParMaTUYHUX EJIEMEHTIB, BJIACTHBUX MOBIICHHIO IEPCOHAXKIB TICBHOTO
NCcUXoJorivHoro  apxerumny". VY mii  poOOTI MH  3aCTOCOBYEMO camMe I[I¢ BU3HAYCHHS
TICUXOJIIHTBICTUYHOTO KiHOAPXETHUITY.

Ha ocHOBi aHamidy oOCTaHHIX IOCHIPKeHb Ta MyOINiKaliii BBa)KaeMO MOJENSIMU 00pasiB
MEPCOHAXKIB TICUXOJIIHTBICTHYHI KIHOQPXETUNH, M0 (OPMYIOTECS HASBHICTIO JIHTBICTHYHUX
0COOIMBOCTEH Yy MOBJICHHI IE€PCOHAXIB, $KE IHTEPIPETYEMO SK CEPEJOBHIINE CTBOPEHHS
TICUXOJIIHTBICTUYHUX KIHOAPXETHUITiB. JIOCTIDKEHHS 0COOTUBOCTEH MOBJICHHS TIEPCOHAXKIB Y (PiTbMax
MacoBOi KyJIbTYpH 3 TOUYKH 30py HAJEKHOCTI 10 TMEBHOTO IICUXOJIOTIYHOTO APXETHUIY € OIHUM 3
aKTyaJIbHUX HaNpsAMKIiB chorojHi. HOBM3HA NOCHIIKEHHS IMOJIATae y TOMY, IO y POOOTI Brepiie
BUKOPUCTOBYETbCS ~ Teopist  KiHoapxerumiB  B. llImiar  ans  1OCHiKEHHS ~ CTBOPEHHS
TICUXOJIIHIBICTUUHUX 00pa3iB MEPCOHAXIB Telecepially 3a JOMOMOTOI0 KOPEJSIil JTiHTBICTHUHUX
0COOIMBOCTEH MOBJICHHS MEPCOHAXKIB y Telecepiaii, a/pke MOMEPeHi MTOCTIKSHHS TPOIIOHYBAIN
BUKOPHUCTAHHS I[LOTO IiIXO/1y JIUIIE Y BUBYCHHI (iTbMIB.

Merta cTaTTi — BU3HAYUTH OCOOJIMBOCTI CTBOPEHHS TCHXOJIHTBICTHYHOTO 00pa3y mepcoHaxka
BIIMOBIHO J10 apxeTuriB [ odysarvruys, Cnokycausa Myza Ta Amazonka Ha TpUKIaal oOpasiB
TOJIOBHUX IepoiHb Telecepiany 3 eleMEeHTaMu YOPHOTO ryMopy y kaHpi komenii-apamu Why Women
Kill (2019) pexucepa Mapka Yeppi. 3auis peamizalii BU3HAYCHOT METH Tiepe0adyaeMO BUKOHAHHS
TaKWUX 3aBJIaHb: JOCTIHDKCHHSI TICUXOJIOTTYHIUX 0COOTUBOCTEH KIHOUHMX MEPCOHAXKIB, K1 JIO3BOJISIOThH
BH3HAYUTH apXCTHUII IEPCOHAXKA 32 TUIOJIOTIEI0 KIHOAPXETHUITIB, 3arporioHoBaHoo B. IlImint (Schmidt,
2012); BW3HAuUCHHS E€JEMEHTIB MOBJICHHS, SKI XapaKTepH3yIOTh MEPCOHAXIB Ta (HOPMYIOTH iX
MICUXOJIIHIBICTHYHI 00pa3u.

Metoau gocaizkeHHs. MaTtepianoM JOCTIKEHHS CIYyTryBalld KOHTEKCTH MOBJICHHS JKIHOUMX
MEPCOHAXIB, SKI CTBOPIOIOTH IICHUXOJOTIUHI 00pa3u Ta JACMOHCTPYIOTh KOPENAIio i3
3anpornioHoBanuMu B. IlIMinT xiHoapxeTumnamu, Hi0OpaHi METOJOM CYIUIBHOI BHOIPKH 13 CKpHUIITIB
tenecepiary Why Women Kill. ¥V miii po6oTi mpoanamizoBaHO 0COOIHMBOCTI MOBJIEHHS TPbOX
roJIOBHUX XKiHOUMX nepconaxiB: ber Exnn Crenron (81 pemika), Cimonu ['poys (137 pemik), Teiinop
Tapmiar (99 perutik), 3aranbHUM 00csToM 317 perntik. J{s TocATHEHHS METH JIOCITIPKEHHS BU3HAYCHO
BIJIMIOBIIHUN METOJIOJIOTIYHUN THCTPYMEHTAPiH, KU OXOIUIIOE 3aCTOCYBAaHHS OMKCOBOTO METO.Y,
KOHTEKCTYaIbHOTO aHalli3y a TAKOX METOJTy KUTbKicHUX minpaxyHkiB. Tumosnoris B. IlImiaT 6a3yerses
Ha CHCTeMi roJIoBHUX apxeruniB FOHra, oHak € ii pO3MHPEHOI0 BEPCI€I0 BINMOBITHO 10 KaHPY
KiHemaTtorpada, e apXeTHI IOCTa€ HE TUIbKH TCHUXOJIOTIYHUM SIBHUIIEM, a W MHCTEILKHUM, SKE,
BIJIMTOBITHO, MOKE OYTH JOCIIDKEHO 3 TICPCIICKTUBY JIHTBICTHKU: "J[J11 MICbMEHHUKA apXCTHITH — I1¢
TUTaHU JJ1s1 TOOY/IOBYM YiTKO BU3HAUYEHUX NMEPCOHAXIB, OyAb TO TepOi, TMXO/ii Y MepcoHaxi APYroro
wiany" (Schmidt, 2012, c. 14).

Pe3yabTaTi Ta 00roBopeHHs. [ TOCATHEHHS METH OCITIKEHHS OyI0 HEOOXITHO POBECTH
aHaI3 KiHOAPXETHIIB BOCBMH TOJIOBHUX KIHOUMX TMEPCOHAXKIB 3alpOTIOHOBAHMX Y Kiacugikarii
B. UIminr: Tamosa oonvxa (The Father's Daughter), Mampiapx (The Matriarch), Micmux (The
Moystic), XKinxa-mecis (The Female Messiah), /iea (The Maiden), I'ooysanvnuys (The Nurturer),
Amazonxa (The Amazon) ma Cnokycauea Mysa (The Seductive Muse).

Jlexcuko-(ppa3eosoriydi, TpaMaTHYHI, CTUJIICTHYHI Ta MparMaTUYHI EJIEMEHTH, BIIACTHBI
MOBJICHHIO TIEPCOHAXKA, € TOJIOBHUMU CKJIAJIOBUMH TICHXOJIIHTBICTHYHUX KiHOAPXETHITIB TIEPCOHAXKIB
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(Pepexcua, 2021, c. 12). 3Baxatoun Ha 11e, OyB MPOBEJCHHUI aHalli3 MOBIEHHS TPbOX TOJIOBHUX
KIHOUMX MEPCOHAXKIB Y JIGKCUYHIH, CTHITICTHYHIHM, TpaMaTHYHINA Ta MparMaTHYHINA MPOEKIIisiX.

Ilepwa repoinst ber EHH CTEHTOH 3a CHOKETOM € JOMOIOCHOJAPKOIO, sIKa 3alMa€eThCsl JIMILIE
XaTHIMHU CIpaBaMHu, TypOOTOIO PO CBOro 4ojioBika Poba, He Mae CBOIX OKpEeMUX IHTEPECIB 1 Py3iB Ta
numaerbess M. Crmparouncs Ha THHoJorito KiHoapxerumniB B. IlMmiar, Bu3Havaemo, mo ojaHa 3
roJoBHUX Tepoinb ber Enn CTeHTOH BiNoBinae KiHoapxeTuiy I 00ysaivHuys.

MogieHHs xiHodoro nepcoHaxa ber EHH CTEHTOH Ha JIeKCHYHOMY PiBHI XapaKTepHU3yeThCs
TaKUMHM BU3HAYQAIBHUMH pPHUCAMU: HASBHICTh OJUHHIL JIEKCUKO-ceMaHTW4HOI Tpynmu FAMILY
(husband, care, marriage, daughter, wife, housework, provider); npucyTHicTh cTamux Bupasis (3) Ta
JIEKCHKH, 110 MpUTaMaHHi odiniiHo-ninosomy ctuitio MmosineHHs: BETH ANN: / consider it an honor
(Why Women Kill, 2019, 0:09:21). Ha rpamaTu4HOMY pPiBHi MOBJICHHS IEPCOHAKA XaPAKTEPUYETHCS
3ne0impImoro  aexnapatuBHUMH pedeHHsMH  (41.3%), wmenme iHTeporatuBHuUMEH (34.3%) Ta
imnepatuBHUMU (24.5%), 110 CBIAYUTH MPO CIOKIMHMI XapakTep nepcoHaxka. Ha cruiicTuuHomMy
pPiBHi nipociaKkoByeThCsl BUKOpucTanHs noBropens (6) BETH ANN: [t's impossible. He couldn't. He
wouldn't put me through that. Not Rob. Not Rob. Not after what happened to our daughter. (Why
Women Kill, 2019, 0:19:40), anocionie3u (1) BETH ANN: [ was just...thinking about...silly things (Why
Women Kill, 2019, 0:30:15), napaneniam (1) BETH ANN [ don't have a job. Or a hobby. All I do is
take care of you. (Why Women Kill, 2019, 0:31:33). MoBiieHHs TepOiHi XapaKTEPHU3yEThCSI TAKIMHU
NparMaTHYHUMH O0COOJUBOCTSAMM: BHCOKUM BHUKOPUCTAHHSM ACEPTHBIB JUIsl BUPAKCHHS ITyMKH
(14.3%), cepemHBOIO YAaCTOTOI BHUKOPHCTAHHS BIA3HAYAIOTHCS EKCIPECHUBU ISl BHPAKEHHS
BUOAYeHHs, NEPEeKOHAHHs, 3anpoueHHs (mo 9.5%); Halipiame BUKOPUCTAHUMH € TUPEKTUBH, L0
BUPAXAIOTh 3allepedyeHHs, NMPOXaHHs, Haka3, Ta iH. (mo 4.8%). Kpim mporo, y monenHi ber Enn
BUKOPUCTOBYIOTHCS alleJIATUBY JUTS TO3HAYESHHS BOKIMBHX JUIA T€POiHi MEPCOHAXIB, 0COOIMBO YaCTO
3ycTpivaerbes anensatus 'Rob' (10).

Pesymerat mcmxosoridHOTO aHamizy oOpasa skiHodoro mepcoHaxka ber Emn CreHTOH Ta
JIHTBICTUYHOTO aHami3y 1 MOBIEHHS JEMOHCTPYIOTh KOPEJSIiio apxeruna I 00ysarbhuys 3 IE0
repoinero. [l mepconaka apxeTuny / 00ysaibHuys HAMOUTHIIOK IIHHICTIO € CIM'S Ta TyMKa HIINX,
110 XapaKTEePU3yEThCS BUKOPUCTAHHAM y MoBiieHHI beT EHH CTEHTOH 0/MHHIIb JIEKCUKO-CEMaHTUYHOT
rpymu FAMILY Ta nekcuku, sika mpuTamManHa oOQiiiHO-AIIOBOMY CTHJIIO MOBJICHHSA. ApXETHII
Tooysanvnuyss  xapakrepusyerscsi  crnokiiiamM  Ta  HEeCONFLICTHuM — xapaktepom, 10
IIPOJAEMOHCTPOBAHO HAMEHIIIOIO KUTBKICTIO IMIIEpaTUBHUX pedeHb (24.5%) y moBnenHi betr Enn. Leit
ApXETHII CIIPUIIMAE yce CKa3aHe BCEPi03 Ta TOTOBHMM 3aXMIIATH CBOIO CIM'IO B 04ax IHIIWX JtoAei. s
pHca akTyalli3yeThCsl BAKOPUCTAHHSM Y MOBJICHHI T€POiH1 TOBTOPEHb (6), MPUCYTHICTIO TParMaTHYHOT
¢yHkiii Bupaxens: nepekoHanHs (9.5%). s nmepconaxka apxetuny [ 0dyganbHuys HAWOUTLIITUM
CTpaxoOM € BTPAaTHTH JIIOJHMHY, NP0 5Ky BOHA MIKIYEThCS, MIO BUpaXeHO y MoBieHHI ber Enn
BUKOpHUCTaHHSM arensiTuBy 'Rob' (10) y 3BepHEHHI 10 CBOTO HOJIOBIKA Ta arocionesw, 110 BKa3ye Ha
IHTEHIII0 IepCOHAaKa MiiopaTy moTpiOHI ciIoBa, 00 HE 3aCMYTUTH CIIBPO3MOBHHUKA.

[rma ronoBHa repoins CiMoHa ['poyB € CBITCHKOIO NMEPCOHOIO, CXWJIbHA 10 MAHIMYJSAIIA Ta
OJlep’KMMa CBOEIO 30BHILIHICTIO W penytanieto. BoHa oapyxeHa Bxe BTpeTe, MpoTe ii CTOCYHKH 3
YOJIOBIKOM CKJIaJHI 1 BOHa JymMae mpo posnydeHHA. CHUparodnch HAa THIOJOTII0 KiHOAPXETHITIB
B. llIminT Bu3Hnauaemo, mo CiMoHa ['poyB Binnosinae kinoapxeruny Cnoxyciusa Mysa.

Mosgnennss Cimonu ['poyB Ha JeKCMYHOMY PiBHI XapakTepu3yeThbCs 1110MaTHUHICTIO
Bukopuctanux Bupasis (4): SIMONE: It's not a party until someone breaks something. (Why Women
Kill, 2019, 0:20:55), nasBHicTi0O oAMHULL HeHOpMaTUBHOI Jiekcuku (2): SIMONE: You think you're
gonna get out of this by dying? Fuck you! (Why Women Kill, 2019, 0:27:07), IMIUTIKaIli€0 OJTUHUIH
eMoTHBHOI Jiekcuku (9), oamHuusiMu skoi € [ivid, framtic, devastated, humiliated Tta iH. Ha
rpamaTuyHomMy piBHi MoBieHHs CiMoHH ['pOyB XapakTepU3yeThCsl BIJHOCHO YacTUM B)KUBAHHSM
IHTEpOTaTHBHUX Ta IMIEPAaTUBHUX pedeHb (Mo 26.7%) Ha MpOTHBAry IEKIAPATUBHUM PEUCHHIM
(46.7%). Ha cTuiaictuaHOMYy piBHi MOBJIEHHS € PO3MOBHUM Yepe3 BKMBaHHS CKOpoueHb (52) Ta
npucyTHicThb cieHry (7) SIMONE: You think you're gonna get out of this by dying? (Why Women Kill,
2019, 00:27:06). KpiM 11b0T0, IPUCYTHI ¥ JesiKi cTHITICTHYHI 3aco0u: mapanenizm (1) SIMONE: My
first husband liked booze more than me. My second liked cocaine more than me. My third likes boys
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morve than me. (Why Women Kill, 2019, 0:41:05), capka3m (1) SIMONE: Am [ the only one here seeing
a pattern? (Why Women Kill, 2019, 0:41:24), rinep6ona (4) SIMONE: This is why you're the best
husband I've ever had (Why Women Kill, 2019, 0:04:41), putopuune nutanus (2) SIMONE: ['ve
always thought of myself as this fabulous woman. But how fabulous can I be if nobody wants to love
me? (Why Women Kill, 2019, 0:41:24). Y moBnenti Cimonu ['poyB moMiTHI Taki mparmMaTu4Hi
0c00IMBOCTI: BUKOpUCTaHHs ctpaterii BBiunmmBocTi (3) SIMONE: Thank you, my love. (Why Women
Kill, 2019, 00:10:30), immutikanis gupektuBiB (7): SIMONE: Can you lie for me? (Why Women Kill,
2019, 00:04:35). Takox moBnenHss CiMoHH [POyB XapaKkTepu3YEThCsl HAsBHICTIO BUTYKY oh (8),
ocoboBux 3aiimeHHUKIB / (31) Ta you (24).

Pesynprati mcuxonoriyHoro ananmizy oOpasza skiHoyoro mnepcoHaka Cimonu I'poyB Ta
JIHTBICTUYHOTO aHalli3y il MOBJICHHS JIEMOHCTPYIOTh KopeJsiiito apxetuna Crnokycauea My3a 3 i€l
repoinero. [lepconax apxerurty Cnoxycauea Mysza MoOUTH Bce KOHTPOJIIOBATH, TIPOTE HE POOHTSH IIe
BIJIKPUTO, & BJAETHCS IO MaHIMYJSIIIH, 1110 XapakTepu3yeThesl y MoBJIeHHI CiMoHU ['poyB BiTHOCHOIO
YACTOTHICTIO IMIIEpPAaTUBHUX peUeHb (26.7%), pUTOpUYHUX 3anuTansb (2), rinepOou (4) Ta AUPEKTUBIB
(7). Mo Toro >, OCTaHHI BHHHKAIOTH 3/EOUIBIIOTO y PO3MOBI 3 YOJOBIKAMH Ta MOEAHYIOTHCS 3
JIEKCUKOIO, 110 Mae nmo3uTuBHY koHoTaniio: SIMONE: Can you do that, darling? (Why Women Kill,
2019, 00:04:35). Ins nepconaxiB apxeruny Cnoxyciusa Mysa XapakTepHO OYTH CHIIBHOO XKIHKOFO,
sIKa 3HA€E CBOT Oa)KaHHs Ta IparHe OyTH B IIEHTPI yBaru, Xxoua MOKe I[bOT0 BIIKPUTO HE BU3HABATH, 110
npoJeMOHCTpoBaHO Yy MoBieHHI Cimonu ['poyB BuKOpuCTaHHSIM BUTYKY oh (8) Ta 0coOoBHX
3aiiMmeHHHKIB / (31) Ta you (24), poyib SIKUX — IPUBEPHYTH yBary pELHITI€HTa, Ta PUCYTHICTH CIEHTY
(7) nst mpucTOCYBaHHS JI0 TIEBHOTO OoToYeHHs. Apxetun Cnoxyciusa My3za HalOIbIE XBUIIOETHCS
3a CBOIO PeITyTaIlifo, mo momirHo y MoBieHHi CiMoHM ['poyB, ¢ BUKOpHCTaHI CTpaTerii BBIWIMBOCTI
(3) Ta imiomarnyHi BUpasu (4), MPOTE IILOMY apXETUIy TAKOX MPUTAMAHHO OYTH HE3PO3yMINM,
BJIQ/IHAM Ta 3aHAJITO BiIBEPTUM JIJIsl CYCIIILCTBA, TOMY Y MOBJICHHI IT1i€1 TEPOTHI TAKOXK ICHYE capKazm
(1) Ta HeHopMaTuBHa JiekcuKa (2). Ha mpotuBary o0pa3y, sikuii nepconax apxerurty Cnoxycauea Mysa
CTBOPIOE Yy CYCIUIbCTBI, 'EpOiHI LIbOTO apXEeTUIy BIJA3HAYAIOTHCSA UYTTEBOIO HATYPOIO, VIS SIKMX
BaYKJIMBI IEPEKUBAHHS, 1110 1al0Th MOTHBaLiI0. Tak CiMoHa ['poyB BUKOPUCTOBY€E OJUHUII €EMOTHBHOL
nexcuku (9), mapanenizm (1), 110 IEMOHCTPYE BaXJIMBICTh MOYYTTIB JUIs HEl, Ta ckopoueHHs (52), 11100
ii MOBIIeHHSI OyJ10 OUTBII 3pO3YMUIMM Ta JIETKUM JUIs COPUNHHSATTS.

OCTaHHBOIO TOJIOBHOIO TEPOTHEI0, MOBJICHHS SIKOT aHAII3yeEMO Y IIbOMY JIOCIi/pKeHH], € Telmop
lapaiar. 3a croxerom Teiinop mpalloe aJBOKaTOM Ta € HE3aNeKHOIO KIHKOIO, sKa He OO0iThCs
MOCTOSITH 3a ceOe Ta IHIINX, 0COOIMBO SAKIIO I CTOCYETHCS MPOSBIB ceKCU3My. BoHa opykena, mpoTe
nepedyBa€e y BIIKPUTUX CTOCYHKaX 31 CBOIM 40JIOBIKOM. CHHparO4nch Ha TUIOJIOTIIO KIHOAPXETUIIB
B. lImiar, Bu3nauaemo, mo Teitnop ["apainr BiAnoBigae KiHoapxeTuny Amasonka.

Mognenns Teitnop ["apainr Ha JeKCHYHOMY PiBHI XapaKTepHU3yEThCS MTOETHAHHAM PO3MOBHOTO
ta odiniitHo-aitoBoro ctumo: TAYLOR: [ may not understand construction, but I do understand
contracts. Especially the one you signed, which clearly states that, I don't have to pay you unless the
work is completed to my satisfaction. And that means, for the purpose of this, and all future
conversations, my dick is bigger than yours. (Why Women Kill, 2019, 00:06:43). BinnoBingHo, y
MOBJIIEHHI TepoiHi nMpucyTHiN cneHr (7), SKuii BUpaKeHHid cioBaMu hey, babe, Ta Takumu (pazamu,
nanpuknan: TAILOR: Give it a try (Why Women Kill, 2019, 00:06:08), a Takoxx nipucyTHi mpodeciiini
TepMminn (6), Taki sk contracts, blueprints, law, court Ta iH. BapTo Bim3HAUWTH ¥ HASBHICTH
penpe3eHTaTUBIB BYIbIapHOi TeKcukH (2) dick, shit-show Ta TEKCUKH, 10 BKUBAETHCS TSI BUPAKCHHS
npuxmwibHOCTI (7): TAYLOR: Honey, we don't always share that kind of stuff (Why Women Kill, 2019,
00:13:53). Ha rpamaTu4HoMy PpiBHi MOBJCHHS TEPCOHAXKA XapaKTEPU3YETHCS 3AeOLTBIIOTO
nexnapatuBHUMH pedeHHsIMH (51.33%), menme iHteporatuBHUMH (24.67%) Ta iMIepaTHBHUMHU
(4.11%), mo cBiguUMTH MPO BIEBHEHICTh mMepcoHaxa. Ha cTuiiicTHYHOMY piBHI TyT MOMITHI TIeBHI
CTIITICTHYHI 0coOmBoCTi: iMrutikaris anitepanii TAYLOR: Okay, honey, honey, calm down. I'll be
right over. Don't open the door. (Why Women Kill, 2019, 0:13:24), BAKOPUCTaHHS pUTOPUIHUX TUTAHb
(3) TAYLOR: You're complaining about me? There's three pairs of your pants hanging over the side
of the couch. (Why Women Kill, 2019, 00:12:32), napanenizmy (1): TAYLOR: And that means, for the
purpose of this, and all future conversations (Why Women Kill, 2019, 00:06:43), metadopu (2):
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TAYLOR: [ was in court today for seven hours straight. It was a shit-show (Why Women Kill, 2019,
00:44:52), ipowii (3): TAYLOR: Oh. Well, I'm a smart girl. Give it a try. (Why Women Kill, 2019,
0:06:10), capkaszmy (1): TAYLOR: Am [ speaking your language now, Saul? (Why Women Kill, 2019,
00:07:06). IlparmatuuHi ocodauBocTi MoieHHS repoini Tednop [apainr poskpuBaroTh 1 K
BIIEBHEHOTO Ta MPSMOJIIHIHHOTO TIEPCOHAXKA, 10 XapaKTePU3YEThCsI TIEBHUMH 0coOmuBocTsMuU. [lo-
nepie, iMIuTikaiist ctpareriii BBiwmBocti (11) Hey. [ just had a quick question about the blueprints
for the remodel (Why Women Kill, 2019, 00:05:43). Y boMy IPHKJIaJli BAKOPUCTAHO juSt IK MITUTATOP
JUIL TIOM'SKIIEHHS CBOro MpoxaHHHSA. KpiM I1bOro, y HacTymHOMY HpUKJIadi BUKOPUCTOBYETHCS
YXWJICHHSI a MATaHHS (QOPMYIIOEThCS SIK TBepKeHHs 3 noaaBanusaM 3anutanns: TAYLOR: [ asked
for a window to be put in the side of the building but you put it in the back. Okay, but why? (Why
Women Kill, 2019, 00:05:49). Tlo-npyre, yTBep/UKEHHS aBTOPUTETY JUIS JEMOHCTpAIlii CBOTO
koHTporo Haj cutyamieto (15): TAYLOR: [ may not understand construction, but I do understand
contracts. (Why Women Kill, 2019, 00:06:43).

Pesynpratn mcuxonoriyHoro anaiizy oOpasza >kiHouoro mnepcoHaxa Teinop [apainr ta
JIHTBICTUYHOTO aHaNi3y il MOBJIEHHS JEMOHCTPYIOTH KOPEJSIII0 apXeTuna AmMazoHka 3 W€K
repoinero. Ilepconax apxetuny Amasonka BBaxae, 110 KOKHA JIFOJJMHA 3aCIyTOBYE Ha Te, 1100 OyTH
BUTBHOIO Ta HE3aJIEKHOIO, 1 110 JKIHKH PiBHI 3 YOJIOBIKAMH B YCiX CHTYAIlisSX, TOMY aKTHBHO OOPETHCS
3 TmaTpiapXaToM, JIOBOJITYM CBOIO TPOQECIHHICTh Ta PIBHICTH, 110 MPOCTIIKOBYETHCS Y MOBJICHHI
Teitnop apainr yepe3 HasiBHICTh npodeciiitHuX TepMiHiB (6), nexnapaTuBHUX pedenb (51.33%), iponii
(3), mapanenismy (1) Ta crparerii yrBep/ukeHHsI aBTopuTeTy. [lepcoHaxk apxeTuiy Amazonka MOxe
nepeiiMaTu pUCH CBOIX arpecopis, 1100 MOYYBaTHCS PIBHOIO 3 HUMM, Tak Yy MOBJIeHHI Teinop
BUKOPUCTOBYE puToprudHi mutaHHs (3), meradopu (2) capkasm (1), mo0 1oHECTH CBOIO TOUKY 30Dy, Ta
BYJIbIapHY JIEKCUKY (2), KOJIM YOJOBIKM CYMHIBAaIOThCS Y 11 po3ymMoBUX 31i0HOCTsX. [l mepcoHaka
apxeTuny Amazonxa HaUIIHHIIIUM € 60pOTHOA 3a KIHOUY CIpaBy, BOHA € (DeMiHICTKOIO Ta Oe3 Baranb
MpUiiie Ha JOTIOMOTY IHIIM JKIHIII Y4 JUTHHI, a Jpyx0a 3 JKIHKaMu JUIS [BOTO apXeTHIy €
HaBaKIMBIIIMMU CTOCYHKAaMHM, IO HPOSIBISETbCA y MoOBiEHHI Teinop ['apaiHr BHKOpUCTaHHSAM
eMOIIIfHO 3a0apBiieHOT JIEKCUKU Ui BUPAXKEHHS MPUXUIbHOCTI (7), Y IbOMY BUINAAKY 1O IHIIMX
JKIHOUHMX TIEPCOHAXKIB, Ta IMITTIKaIli€ro aniTepailii OykBu / (1) y po3MOBi 31 CBO€IO IIBYUNHOO, JIJISl TOTO,
o0 ii 3aCIOKOITH, TOKK BOHA HE TIPHiIE JOTIOMOTTH.

BucHoBku. Pesynbratn mpoBeneHOro aHanmily CBimdaTh, mI0: JKIHOYMH mepcoHaxk ber Exn
CTEeHTOH KOpentoe 3 KiHoapXeTurnom [ 0dysanvruysi, PO MO CBiMYaTh OCOOIMBOCTI ii MOBJICHHS:
BUKOPHUCTAHHS OAMHHUL JIEKCUKO-ceMaHnTH4yHOi rpynu FAMILY Ta anenstuBy 'Rob’' (10) mo cBoro
4oJI0BiKa; skiHOuni nepconaxxk CimoHa ['poyB kopemtoe 3 kiHoapxetunioMm Crnokycauea Mysa, Ipo 10
CBi[YaTh BUKOPUCTAHHS JupekTuBiB (7), iMmepaTUBHUX peudeHb (26.7%), rinepbon (4) Ta
imioMatnyHUX BUpasiB (4); kiHOuMi mepcoHaxk Teiop [apaiHr Kopenroe 3 KiHOAPXETHUIIOM
Amazonka, peanizoBaHUM Y MOBIIEHHI TipodeciiiHuMu TepMinaMu (6), BUKOpUCTaHHIM ipoHii (3) Ta
CTpaTerii yTBepKSHHS aBTOPHUTETY.

[IpoBenenuit ananiz ocoOIMBOCTE MOBM TOJIOBHHX JKIHOUMX MEpcoHaxiB y cepiami Why
Women Kill poBoauTh BiANOBiAHICTE 0COOIMBOCTEH iXHBOTO MOBJIEHHS ICHXOJOIIYHUM
XapaKTepUCTUKaM TEPCOHAaXIB Ta BH3HAYCHWM KIiHOApXeTHUIaM. Pe3yiabTaTd JOCHIHKCHHS
JIEMOHCTPYIOTh TMPAKTUYHY I[IHHICTh BUBYEHHS OCOOJIMBOCTEH CTBOPEHHS ICHUXOJIHIBICTUYHHUX
00pa3iB MepcoHaxiB IUISTXOM aHaTI3y X MOBHM Ta 3aCTOCYBaHHA Kiacu(ikaiii KiHoapxetumnis. Hamra
poboTa cripuaATUME MOMYJISIPU3AILii JIIHTBICTHYHUX METOMIB JJISl JOCTI/DKEHHS 00pa3iB MepcoHaxiB y
KiHematorpadi Ta PO3BUTKY TaKHX IHTEPIAUCIHILIIHAPHUX HAYKOBUX PO3BIMOK Yy NPUKIAIHINA
JHTBICTHII y YOMY BOA4aeMO MEPCIEeKTHBH MaiOyTHIX JOCITIKEHb.
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