Peering into the Other:
Preface to the Special Issue
on East Asian Media Culture®

East Asian culture is becoming increasingly recognizable and attractive to
Western audiences, including Russian viewers. Japan, South Korea and China are
using soft power of cultural diplomacy to win over transnational audiences with
spectacular series, comics, animation, video games, and music videos. Members of
numerous fandoms emerging in many countries actively promote East Asian media
production and, with it, certain cultural codes, ideologies and identity models.
While “true fans” strive to master the context for more “authentic” interpretations of
Asian narratives (by studying the languages, literature, history, and traditions of the
region), the general audience reads off primarily universal meanings, while enjoying
the unordinary entourage. At the same time, what is perceived as national exoticism
may turn out to be a product of self-orientalism, a consequence of the desire of
producers themselves to show East Asian culture through the prism of Western
stereotypes of the Other. Since the global audience is not very much involved in the
internal Asian agenda, and due to the specific, “other” media logic of Asian content
industries, the signs and meanings hidden in popular media products of these
countries may be less visible to international viewers.

For an audience unfamiliar with East Asian media culture, it is associated
primarily with purely visualimages: big-eyed kawaii anime characters and harmless-
looking Pokémon, beautiful young K-pop “visuals™ and struggling orphan heroines
from Korean TV series (wearing impeccable makeup and designer outfits), long-
haired Daoist warriors from Chinese fantasy series, flying on swords or frozen in
deep meditation. Even the text explaining the images orincluded in them is to some
extent perceived as something ornamental, due to the strong dissimilarity of the
East Asian writing systems to Cyrillic and Latin scripts. And just like the traditional
Chinese, Japanese and Korean theater masks and makeup disguising the actors’
faces, these visual images can obscure both the richness of meanings behind media
products and the complex structure of cultural similarities and differences between
the three countries. The articles in this issue of The Art and Science of Television aim
to uncloak the “masked” images and show how diverse and multilayered East Asian
television series, feature films, and animation can be.

*Translated by Anna P. Evstropova
A physically attractive member of a South Korean pop group, whose role is to be the group’s “face.”
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Until recently, the mass audience primarily associated South Korean
k-dramas with sentimental melodramas; later, the zombies of Kingdom (2019-2020)
and the bloody survival game of Squid Game (2021) have recalibrated this set of
stereotypes. Such a perception is further strengthened by the tendency of serial
narratives themselves to constantly reproduce seemingly identical scenes, gestures,
and visual images. However, the opening article by Olga Zolotaiko and Anastasiia
Kostiuchenko addresses the topical issues facing present-day South Korean society:
it analyzes the image of the Other as a member of an ethnic minority, a non-Korean.
This problem is exemplified by two popular television series: Descendants of the
Sun (2016) and fltaewon Class (2020). Aleksandra Tarasova, using the serial image
of a special tree as an example, demonstrates how motifs from Korea’s distant past
intertwine with modern trends and authors’ interpretations. What is more, a special
tree can be a participant in the process of communication with the audience.

Chinese TV series of recent years delight their fans all over the world with their
large-scale mass action scenes, impressive computer graphics, and thoughtful and
original openings and endings.? In her article, Elena Nesterova reveals the political,
economic, and legal conditions under which the television series format originated
and developed in East Asia. Particular attention is paid to the historical drama genre
designed to cultivate etatism and paternalism among Chinese audiences. Evgenia
Nim addresses issues associated with film adaptations of danmei novels and the fan
subculture formed around it. Although any adaptation inevitably deviates from the
original, causing mixed reactions from fans, in the case of danmei, the original story
transforms mostly due to state censorship. The article shows how film crews and
fandoms use specific strategies to (de)encode the “lost” elements of the narrative.
Asia Sarakaeva focuses on an image that is almost invariably present in Chinese
historical series—the image of an emperor’s advisor, which can be found as early as
in medieval Chinese literary works. Revealing advisor’s characteristic features and
functions, conditioned by the influence of traditional philosophical and political
teachings of the Celestial Empire, she proposes the possible reasons why the image
of an advisor is so popular with contemporary series creators and the audience.

Many researchers are attracted by Japanese visual culture, in particular
cinematography and animation, seeking to understand and describe its profound
dissimilarity with the Western tradition, while also discovering certain universal
features. Boris Reifman reveals how visual complexity of Japanese cinema in the
middle of the last century was conceptualized by famous European film scholars.
Developing the ideas of French film critics, he comes to the conclusion that the

is the final credits; but in combination with elaborate visual design and high-quality musical
accompaniment, they become a separate work of art.
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visual style of Japanese cinema is largely determined by national traditions and
mentality of the Japanese, while European auteur cinema of that period rather
responded to current intellectual discourses.

We hope that this issue will not only introduce our readers to studies of East
Asian media culture, but also show how diverse are works produced in the region,
and how different their content, narrative structure, and visual formats can be. In
addition, the articles in this special issue provide a broader understanding of what
these countries have in common culturally, and why East Asian media production
is becoming so popular worldwide. Exploring the media cultures of Japan, South
Korea and China as manifestations of soft power, we see many successful examples
of the Other communicating with global audiences. And our readers are welcomed
tojudge forthemselves how distant or close East Asian stories and images, revealing
their multilayered meanings on a deeper dive, are to them.

We thank the editorial board of The Art and Science of Television and its
founder, GITR Film and Television School, for the great honor of being the invited
editors of the first thematic issue, establishing the tradition of the journal’s special
issues. We also express our gratitude to the participants of the project “East Asian
Media Culture: Discourses, Industries, Fandoms” of the HSE University’s Institute of
Media for their contribution to this special issue and support to the very idea of
making it.

Evgeniya Nim, Aleksandra Tarasova,
Guest Editors of the Issue
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BrngabiBaach B8 [ipyroro:
NpeancnoBMe K CMeLBbINnyCcKy
0 MeamnakynstType BoctouHom A3nn

BocTouHOa3maTcKas KynsTypa CTaHOBWTCS BCe Oonee y3HaBaeMon v npu-
BfleKaTeNbHOW N5 3anaHOW ayaUTOPUM, BKIIOYAS 1 POCCUICKNX 3puTenei. Ano-
HUs, KOxHas Kopest v KuTait Mcnonb3ytoT MATKYI0 CUY KynbTypHOW AUnaoMatum,
NOKOPSISt TPAHCHAUMOHANbHYIO NyONNKy 3penunuiHbiMU Ccepranamm, KOMUMKCaMmu,
aHVMaLVen, BULEOUTpaMU 1 My3biKabHbIMK KannaMu. Bo MHOTMX CTpaHax BO3-
HUKAW MHOTOYMCNEHHbIe (D3IHAOMBI, YHAaCTHUKN KOTOPbIX aKTUBHO MPOABMIatoT
BOCTOYHOA3MATCKY0 MeavanpoayKLUmio, @ BMECTe C Hell Vi onpeaeneHHble Kynb-
TYpHbIe KOfbl, MAEONOr N U MOAENN UAEHTUYHOCTU. B TO Bpems kaK «Tpy-haHaTbl»
CTPEMSTCS OBNAAETb KOHTEKCTOM N5t 6Osee «ayTeHTUYHbIX» MHTepnpeTaLmnii a3u-
aTCKMX HappaTVBOB (M3yYas S3bIKK, TUTEPaTYPy, UCTOPUIO 1 TPAAULUK PervoHa),
WKMPOKash ayauTOPUs CYUTBIBAET B HUX MPEXKAE BCErO YHUBEPCANbHbIE CMbICHbI,
OfHOBPEMEHHO HaCNaXaasCh HEOObIYHbIM aHTypaXeM. 1pu 3TOM He4vTo, BOC-
NPYHYMaEMoe KaK HalMOHanbHas 3K30TUKa, MOXET OKa3aTbCsl MPOAYKTOM CaMo-
OpUEHTaNn3Ma, CIeACTBMEM HeNaHWs CaMmnx NPOU3BOAMTENEN NOKa3aTh BOCTON-
HOA3MaTCKYIO Ky/bTypY CKBO3b NMPU3MY 3amnafHblx CTEPEOTUMHbIX NPEeACTaBNeH
0 [pyrom. HeBK1YEHHOCTb M00aNnbHOrO 3pUTENs BO BHYTPEHHIO a3maTCKyo
MOBECTKY M cneumduryeckas, <MHas» MeANanornKka asnaTCKUX MHAYCTPUA KOHTEH-
Ta CY)KatoT 30HY BUAVMOCTY 3HAKOB V1 3HaYEHWIA, CKPLITHIX B MOMYASPHON Meana-
NPOAYKLMN 3TUX CTPaH.

[Ans nybnvky, Mano3HakoMoM ¢ MeauakynsTypoin BocTouHon A3nu, oHa
accoUMMpyeTCs, BEPOSTHO, B MEPBYIO OYepeflb C YUCTO BY3yalbHbIMY 0bpasamu:
bonbliernasble «kaBaliHble» NePCOHaXM aHMe 1 6e306UaHbIe Ha BUL 3BEPYLIKM-
NOKEMOHbI; NPEKPaCHbIe IOHOWM-«BVKYanbi»! 13 non-rpynn v 6egHble CUPOTKM-
repOVHU KOPENCKIX CEpManoB (B He3ynpevyHOM MaKmse 1 An3aiHepCKIX Haps-
Aax); ANVHHOBONOChIE BOMHbI-AA0CHI U3 KUTACKMX (IHTE3N, NeTdlimne Ha Mevax
MW 3aCTbIBLUME B IMYHOKOM MeamTaumn. [laxe TEKCT, MOSCHSIOLWLMI M300paxeH s
MNW BKMOYEHHBIN B HUX, OTHACTV BOCMPUHUMAETCS KaK HeYTO OpHaMeHTasb-
HOe — bnarogaps pelwmnTensHOMY HECXOACTBY CUCTEM MUCbMA C MPUBbIYHbIMM
Kupuanuuen n natuHulen. M nogobHo TOMy Kak Macku 1 rpum TpaguuMOHHOTO
KNTANCKOTO, SMOHCKOTO U KOPEMCKOro TeaTPOB CKPbIBAOT MMLA aKTEPOB, 3TH BU-
3yanbHble 06pasbl MOTYT 3aCNOHUTL COOOI 1 BOraTCTBO CMBIC/IOB, 3aIOXEHHbIX

L BuKyan — B OXKHOKOPEICKOM NOM-rpynme y4acTHWK (MK y4acTHILA) C NPUBNEKATENbHOM BHeL-
HOCTb0, 3a3a4a KOTOPOTo/KOTOPOI — BbITb «NLOM» FPYMTMbI.
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B BOCTOYHOA3MaTCKON MeauanpoayKUWun, W CAOKHYI CTPYKTYPY KyNbTYPHbIX
CXOLICTB 1 pa3nuyuin Mexgay Tpems cTpaHamu. CTaTby, BolWweAWwne B 3TOT HOMEP
«Hayku TeneBuaeHWs», NpW3BaHbl CABUMHYTb 00pa3bli-«MacKkn» 1 MokasaTb, Ha-
CKONBbKO Pa3HO06Pa3HbIMU U «<MHOTOCIONHbIMI» MOTYT BbITb BOCTOYHOA3MATCKME
Tenecepuarbl, UrpoBble GUABMBI V1 aHVIMALKS.

[lo HeflaBHErO BpeMeHU KOXXHOKOPECKME cepuranbl-«4opamMbl» ANs Macco-
BOrO 3pMUTeNs accouMMpoBaniCh NPEeXae BCEro ¢ CEHTUMEHTaNbHbIMU Menoapa-
Mamu;, BnocneacTsum 3ombu 13 «Koponesctsa» (2019-2020) 1 KpoBaBas Urpa
Ha BbhKMBaHWe K3 «Mrpbl B kanbMapa» (2021) BHECAM CBOM KOPPEKTVBLI B 3TOT
Habop CTepeoTMnoB. 3aKpenieHWo Takoro Tuna OTHOLEHUs CnocobCcTByeT
1 CKIOHHOCTb CaMUX CepranbHbIX NOBECTBOBAHMIA K MOCTOSHHOMY BOCMpPOM3Be-
AEHWIO OLHOTUMHBIX Ha NEPBbIA B3NS4 CLEH, ECTOB 1 B13yanbHbIX 06pa3os. Oa-
HaKo OTKpbIBatoLlas HoMep cTaTbs Onbri 30N10Talko U AHacTacuu KocTioueHko
obpalleHa K 3n10604HeBHbIM BOMpPOCaMm, CTOSLMM Nepef COBPEMEHHbIM OXHOKO-
pelicKMM 0bLIeCTBOM: B HEI aHanu3unpyetcs durypa [pyroro Kak npeacraBuTe-
N5t 3THMYECKOTO MeHbLWWHCTBA, He-Kopeiila. M paccMaTpyriBaeTcs 3Ta npobnema
Ha MaTepuane fByx BeCbMa NonynspHbix Tenecepuanos: «[ToTOMKK conHua» (2016)
1 «Tx3BOH Knacc» (2020). B cTaTbe e AnekcaHapbl TapacoBoii NpeacTaBneHa no-
NbITKa NMOKa3aTb Ha NprYMepe cepranbHOro 0bpasa «ocobeHHOro» fepesa cTosliee
3a 3TOM «KapTUHKOM» NepeneTeHne MOTUBOB, I0WeALMX U3 AaNeKOro NPoLWnoro
Kopew, ¢ coBpeMeHHbIMU BeSIHUSMI 1 aBTOPCKUMU MHTeprnpeTaumsamu. ObHapy-
KIBAET «0COBEHHOE» 1EPEBO U CBOK BOBMEYEHHOCTb B NMPOLIECC KOMMYHUKALMN
CO 3pUTENBCKOW ayaUTOPUEN.

KuTaiickne cepvansl NoCnegHux NeT pagytoT CBOMX MOKNOHHMKOB BO BCEM
MUpEe Pa3MaxoM MaccoBbiX HOEBbIX CLEH, BNeYaTAAIOWEN KOMMNbIOTEPHOW rpadu-
KOW, NPOAYMaHHBIMU U OPUTUHANBHBIMU <OMEHUHIaMn» 1 «3HANHraMmn»2 CTaTbs
EneHbl HecTepoBOW pacKpbIBaeT, B KaKVX MOAUTUYECKUNX, SKOHOMUYECKVIX 1 Npa-
BOBbIX YC/IOBMSAX 32POANACS ¥ pa3BMBancs GopMat Tenecepuana B 3TOM pervoHe.
Ocoboe BHMMaHWe 34€eCh YAENEHO XaHpy MCTOPUYECKOW Apambl, MPU3BaHHOMY
KYNBTUBMPOBATb 3TATUCTCKME U NaTepHaNUCTCKME YCTaHOBKM CPEAM KMTaWCKOM
ayguTopuu. EBrenms HuM 3aTparnsaeT KOMINEKC NpobaeM, CBA3aHHbIX C 3KpaHW-
3aUMsAMU HOBENN B XaHpe aaHMel 1 chopMUpPOBaHHON BOKPYT Hero haHaTCKon
CyBKYNBETYPOI. XOTs Ntobas IKpaHM3aLms NoapasyMeBaeT Hen3bexHble OTCTymnne-
HUS OT OpWr1Hana, BbI3biBaloLMe CMELaHHY PeaKLMio MOKNOHHKKOB, B Clly4ae
C faHMen TpaHchopMaummn NepBoHavanbHoOM UCTOPUM BO MHOTOM 0653aHbl roCy-
[apCTBEHHOW LieH3ype. B cTaTbe NMoKasaHo, Kak ChbeMOYHble rpynmbl U G3HAOMbI

2 CTporo rosopst, «<ONeHNHr» — 3T0 MPOCTO OTKPbIBAOLLVE CEPUIO TUTPBI, @ «3HAUHM» — 3aBepLuato-
Lyve, Ho n30bpeTaTenbHoe BU3yanbHOe 0pOpMAEHYIe B COHETAHNN C KaYECTBEHHbBIM My3blKabHbIM
COMPOBOX/EHEM MOTYT NPEBPATUTD VX B OTAENBHOE NPOVI3BEAEHNE NCKYCCTBA.
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MCNONB3YIOT 0COBble CTPaTerunm (Ae)KOAMPOBAHNS «yTEPSHHbBIX» 3N1eMEHTOB NoBe-
cTBOBaHWs. Acst CapakaeBa OCTaHaBNMBAETCS Ha OHOM 13 06pa3oB, haKTUYecKu
HEM3MEHHO NMPUCYTCTBYIOLLMX B KMTANCKNX UCTOPUYECKIX Cepuanax — obpase co-
BETHWKa MMMNepaTopa, KOTOPbI 0OHAPY)KMBAETCS ellle B CPeAHEBEKOBbIX KUTAN-
CKNX NUTepaTypHbIX MPOM3BefeHsX. BbisBAsS ero xapakTepHble 4epThl U PyHK-
UMM, OOYCNOBNEHHblE BAWSHMEM TPaAMUMOHHBIX (DUNOCODCKO-NONUTUYECKHMX
y4yeHwuin MoaHebecHon, aBTop NPOSCHAET BO3MOXHbIE MPUUKMHBI BOCTpeboBaH-
HOCTM 0bpa3a COBETHYIKA Y COBPEMEHHbIX CO3AaTeNel Cepranos 1 1x ayauTopun.

SInoHCKas BW3yanbHas KyAbTypa, B YaCTHOCTW, KMHemaTorpad v aHuMa-
UMS NPUBEKAIOT BHUMAHME MHOXECTBA MCCNefoBaTeNel, CTPEMSLUMXCS NOHSATb
¥ onucaTh ee rMybrHHOe HEeCXOACTBO C 3anafHov TpaauLUven, BbisBASS B TO xe
BpeMs v onpefeneHHble yHrBepcanbHble YepTbl. CTaTbs bopuca Peiidmara pac-
KpbIBAET, KaK «BM3yaslbHasi CIOXHOCTb» SIMOHCKOrO KMHeMaTorpada cepefunHbl
NPOWOro CTONETHS OCMBICASNACh WM3BECTHBIMU €BPOMeNCKUMU KUHOBEAAMMU.
Pa3BunBas maen hpaHLy3CKUX KMHOKPUTUKOB, aBTOP MPUXOAMT K BbIBOAY, YTO
BM3YanbHbIV CTUMb AMOHCKOTO KHeMaTorpada B bonblielt Mepe 06ycnoBneH Ha-
UMOHANbHBIMU TPAAMLMSAMM U MEHTANBHOCTBIO SINOHUEB, TOTAA Kak aBTOPCKOe
€BPOMeNCKoe KMHO TOro Nepuofa, CKOpee, OTKANKANOCh Ha aKTyanbHble MHTeN-
NeKTyanbHble AUCKYPChI.

B Lenom Homep, Kak Mbl HajeeMcs, AacT BO3MOXHOCTb He TOMbKO MO3HaKO-
MWUTbCS C UCCNeA0BaHNIMU MeanaKynsTypsl BOCTOYHOM A3nK, HO W yBUAETD, Ha-
CKOMBKO pa3Hoobpa3Hble Npon3BeaeHUs CO3AAI0TCS B CTPaHaX 3TOrO PEernoHa, Kak
CMNIBHO MOTYT OTAIMYATLCS MX COepXaHue, CTPYKTypa NoBECTBOBaHMS ¥ BH3yarb-
Hble hopmaTsl. Bolweawne B CNELBbIMYCK CTaTbM TaKOKe NMO3BONST COCTaBUTL bonee
06beMHOe NPeACTaBeH e O TOM, HTO CONMIKAET 3TU CTPaHbI B KyJIbTYPHOM OTHOLe-
HUW, N NOYEMY BOCTOYHOA3MATCKas MEAMANPOAyKLMs CTAaHOBUTCS CTONb NONyNsip-
HoOV BO BCeM Mupe. Mccnenys meamnakynstypy AnoHum, tOxHon Kopen n Kntas kak
NPOSIBNEHVE MSTKOW CUAbI, Mbl BUAVIM MHOXECTBO YAa4HbIX MPUMEPOB KOMMYHVIKa-
umu [lpyroro ¢ rnobanbHon ayauTopren. YuTaTenm xe camm CMoryT OLUEeHUTb, Ha-
CKOMBKO Aanekv nnm 6amn3K1 Ans HYX BOCTONHOA3MATCKIE MCTOPUM 1 06pasbl, Npw-
OTKPbIBAOLLME CBOM MHOTOC/OMHbIE CMbIC/IbI NPY Hoee ryboKoM NOrpyXeHnu.

Mbl 6narofapvm pefakumio «Haykn TeneBuUaeHVS» 1 yupeanTens xypHa-
na — VIHCTUTYT KnHo 1 Tenesunaerus (TNTP) 3a 4ecTb BbITb NpUrnalleHHbIMK pe-
[aKTOpaMu NepBOro TEMaTUYECKOro HOMEPaA, MONOXMBLUErO Havyano Tpaguuuy
CMewuBbIMYCKOB B XypHane. Takke Mbl MPU3HaTeNbHbI y4aCcTHUKaM NpoekTa «<Meau-
aKkynbTypa BocTouHOM A3Mn: AMCKYPChI, MHAYCTPWK, DIHAOMbI» IHCTUTYTa Meava
HIY BLI3 3a BKNaf B CNeLBbINyCK 1 NOAAEPIHKKY CAMON MAEW TaKoro HoMepa.

EBreHus Hum 1 AnekcaHgpa Tapacosa,
NpUrNaweHHble PefaKTopbl BbIMyCKa
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