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COAEPXAHUE

MEAUAKY/IbTYPA BOCTOYHOM A3UU: MATKASI CU/IA IPYTOrO

EBFEHNA HAM N ANEKCAH/PA TAPACOBA
BrnspgeiBasice B Apyroro:

NpeanCcNOBMe K CNeLBbINYCKY O MeauaKynsType BOCTOYHON A3uu........

IKPAHHbIE NCKYCCTBA U KY/IbTYPA: METOA4 010N MYECKWUE NOAXOAbI

O/1bI'A POJIMOHOBHA 30/10TANKO
AHACTACKS ATEKCAHAPOBHA KOCTHOYEHKO
ITHUYECKNIA 1 pacoBbIi [lpyroi

B COBPEMEHHbIX FO)KHOKO[I)GVICKVIX APAMAX.ciiiiiiiiiiiiii

®EHOMEHbI «BPEMSA» U «MTPOCTPAHCTBO»
B 9KPAHHbIX UCKYCCTBAX U KY/IbTYPE

ANNEKCAHAPA BNAJUMUWPOBHA TAPACOBA
0O6pas «0cobeHHOro» fiepeBa v ero TpaHchopMamm

B MPOCTpaHCTBE FO)KHOKOPGVICKOI’O TENRCEPUANA. i iiiiiiiiiiieiiit s

CTPYKTYPA U CHOXXET B 3KPAHHbIX MPOU3BEAEHUAX

ENEHA MUBAHOBHA HECTEPOBA
Tenecepnan B Kutae:

reHe3nc 1 passuTre KaHpa (50-90-€ I XX B.) oo

EBFEHNA TEHPUEBHA HUM
BpomaHC Kak Mackapaf: afantaums v peuenums

KUTANCKMX (DIHTE3M BIKAHPE AAHMEM..ocovoreieeeiioeeies oo

PEMPE3EHTALUA OBPA3A COBPEMEHHOIO FEPOS HA 3KPAHE

ACA ATMEBHA CAPAKAEBA
CoBeTbl M COBETHUKM

B KMTaAMNCKMX NCTOPUHECKNX TENECEPUAMAX  uiiiiiiiiiiiiiieiiieiicei s

A3bIK 3KPAHHbIX MEANA

BEOPWC BUKTOPOBWY PEAdOMAH
«Bur3yanbHas CNOXHOCTb» B AMOHCKOM
1 €BpONencKkoM KnHo 1950-1960-x rof10.:

CTUNNCTNHECKME 1 CMbICNIOBbIE CXOACTBA M PA3MNYNA. ..o

....... 81
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MEAWAKY/IbTYPA
BOCTOYHOM A3UI:
MSArKASI CU/IA
APYIroro

EAST ASIAN
MEDIA CULTURE:
SOFT POWER

OF THE OTHER






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.”

HAYKA TENEBUAEHUA 18 (3), 2022 13 THE ART AND SCIENCE OF TELEVISION



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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Ethnic and Racial Other in Contemporary
South Korean Dramas

Abstract. Every year, the flow of migrants and foreign tourists arriving in South Korea
is growing, and the proportion of foreigners appearing in the Korean media is in-
creasing accordingly. However, the acceptance of multiculturalism in Korean society
is dilatory since the country has long developed as a monoethnic state. The histori-
cal ethnic homogeneity of Korean society contributes to the distortion of how Kore-
ans perceive migrants and foreigners, which is why the image of racial and ethnic mi-
norities is often surrounded by a number of stereotypes that affect the way they are
perceived in real life. Existing works on this topic are devoted to the representation
of migrants, foreigners, and non-ethnic Koreans in various types of media content,
but the ethnic scene of contemporary Korean dramas remains largely unexplored.
At the same time, dramas occupy one of the most significant places in the cultural
life of the Korean people: they serve as an agent of socialization and as a tool for
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the formation of values and stereotypes in Korean society. The otherness of ethnic
and racial Others is constructed through various strategies of alienation, including
depersonification, fragmentation, fetishization, exoticization, pathologization, and
homogenization. In this study, we explore the ethnoscape of modern South Korean
dramas, highlight such strategies, and identify the main features of the representa-
tion of racial and ethnic minorities in them. For these purposes, we analyze the two
dramas—Descendants of the Sun (2016) and Itaewon Class (2020)—for the represen-
tation of the ethnic and racial Other, and identify the general representation strate-
gies. This work also seeks to detect the dynamics of changes in the representation of
ethnic minorities in South Korean media.

Keywords: racial and ethnic minorities, representation, the Other, Korean drama,
multiculturalism, colonial mentality
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ITHNYECKNI 1 pacoBbIn [1pyrou
B COBPEMEHHbIX KOXKHOKOPEWCKIMX Apamax

AHHOTaums. C KawgbiM rofoM MOTOK MWIPaHTOB WM MHOCTPAHHbIX TYpUCTOB,
npubbiBatowmnx B HHyt0 Kopelo, pacTeT, v COOTBETCTBEHHO YBENMYMBAETCS
[0St MHOCTPaHLUEB, NOSBASIOWMXCS B kopelckux CMU. OgHako npuHsaTue LeH-
HOCTE MYNBTUKYNBTYpanu3Ma B OOLECTBE MPOUCXOAMT MOCTENEHHO B CBSA3W
C TeMm, YTO CTpaHa JoNroe Bpems pa3BMBanach Kak MOHOITHWUYECKOe rocy[apcTBo.
VicTopunyeckas aTHUYeCKash OAHOPOAHOCTb KOpPeCKoro obLecTBa cnocobcTayeT
VICKXEHMIO NMPeCTaBNeHUs KOPenLEeB O MUrpaHTax 1 MHOCTPaHLax, 13-3a Yero
06pa3 pacoBbIX ¥ 3STHUYECKUX MEHBLUMHCTB YaCTO OKPYXEH PSAOM CTepeoTUMNOoB,
BAVSIOWMX Ha WX BOCMpUSTME B peanbHOW »u3HW. CyllecTByioline paboTsl
No 3TON Teme MOCBSILIEHbI U3YYeHUIO penpe3eHTalmn MUrPaHTOB, MHOCTPaHLER
M HEITHWMYECKUX KOPeWLEB B Pa3/IMYHBIX TUMax MEeAVAKOHTEHTa, HO 3THMYecCKas
CLEHa COBpEMEHHbIX KOpeWMCKMX fApaM OCTAeTCs B 3HAYWUTENbHOMW CTeneHu
HEW3Yy4YeHHOW, B TO BpeMs KaK [pambl 3aHMMAKOT OAHO W3 Ba)KHeMLWWX MecCT
B KYNBTYPHOM XM3HWM KOPEWCKOro Hapofda, SBASSCb areHTOM counanu3aumnmu
¥ BbICTYMNasl B Ka4YecTBe MHCTPyMeHTa Ans GopMUpOBaHUs LeHHOCTel 1 cTepeo-
TUNOB B KOpEMCcKoM obuiecTBe. KOHCTpyMpoBaHMe WHAKOBOCTU 3ITHUYECKMX
¥ PacoBbIX [lpyrvix NpoUCXoamT Yepes3 pasaiviHble CTPATErvn OTHYXAEHUS, cpeam
KOTOpbIX AenepcoHudurKauns, hparmeHTaums, heTuwnsaums, 3k30Tu3aums, na-
TONOrM3auns v romoreHnsaums. 3TO UCCNeoBaHKe HanpaBneHo Ha K3yveHue
3THMYECKOrO COCTaBa COBPEMEHHbBIX HOKHOKOPEMCKMX ApaM, BblAeNeHMe TaKnx
CTpaTervi, BbisiBNeHVe OCHOBHbIX 0CODEHHOCTEN penpeseHTaLmm B HUX PacoBbix
M 3THUYECKMX MEHbLIWHCTB, @ TaKKe Ha OTCNEXMBAHWE AMHAMUKMA M3MEHEHWS
B penpeseHTauun B Meguachepe HOxHol Kopew. B uccneposaHum 6biam npo-
aHanv3vpoBaHbl [BE IKHOKOpeWCcKre apambl — «[10TOMKU conHua» (2016)
M «MTX3BOH Knacc» (2020) — Ha NpeaMeT penpeseHTauumn 3THUYECKOro 1 paco-
Boro [lpyroro, Ha WX OCHOBe Obinu BbifiBAEHbI 0OWMe CTpaTeruy penpeseH-
Tauun. BeibpaHHble Aopambl MMET HernoCpeaCTBeHHYIO LLEHHOCTb A AaHHOTO
MCCNENOBaHWS, TaK KaK OHW TPaHCIMPOBANNCh Ha OCHOBHBIX KOPENCKUX Tene-
KaHanax, KBS u JTBS, n kpynHom rnobanbHom noTokoBoM cepsuce Netflix,
a TaKKe VMENU BbICOKMIA 3PUTENbCKUIA PEATUHT, CNefoBaTENbHO, B 3HAYMTENBHOM
CTEeNeHu OTPaXanu MHTepeckl ayaAnTopHN.

KntoyeBble C1OBa: pacoBble v STHMYECKME MEHbLWNHCTBA, penpeseHTaums, Apyrow,
IOXKHOKOPEeWCKIE ipambl, MyNETUKYNETYPaNM3M, KONOHUANbHBIA MEHTaNUTET

BnarogapHocTu: cTaTbst HaNMcaHa B paMmKax npoekTa «Meaunakynsrypa BocTouHow
A31n: AUCKYPChI, MHAYCTPUM, HIHAOMbI» HCTUTYTa Meguna HNY BLU3S (2022-2024).
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INTRODUCTION

The number of foreigners coming to South Korea to live and work is increas-
ing every year, and as a result, the discourse of multiculturalism is gaining momen-
tum. South Korea strives to achieve multicultural tolerance through various political
and media channels, but the representation of foreigners in Korean media is often
standardized and stereotyped. Even though South Korea still has a long way to go
before becoming a multinational country, positive examples of the representation
of the ethnic and racial Other are already appearing in the media.

This study examines the ethnic scene of Korean dramas by analyzing the
representation of racial and ethnic minorities and the characteristics attributed to
them.

The research problem lies in the necessity to study the image of the ethnic
and racial Otherin modern South Korean dramas, since most of the existing studies
do not cover this genre, and the representation of the Other is understudied.

The object of our analysis is South Korean dramas which include characters
representing ethnic and racial Others. For this study, data obtained from the analy-
sis of two Korean dramas, ltaewon Class (2020) and Descendants of the Sun (2016),
will be used. The two dramas were chosen as they have characters from ethnic and
national minorities that are of interest for this study. They also aired on major Ko-
rean TV channels such as KBS2 and JTBS and global streaming services such as
Netflix. /taewon Class ranked 3rd among the viewership ratings of all JTBC dramas
and won Best Drama Series at the Asian Television Awards in 2021*, while Descend-
ants of the Sun became the most popular television show in South Korea with 30%
of the country’s audience share and 16 billion viewings?. Therefore, these dramas
reflect the interests of the audience. Dramas belong to different genres, which al-
lows us to study whether the representation of the ethnic and racial Other depends
on the genre of the series.

The aim of the study is to identify the peculiarities of the representation of the
ethnic and racial Other in contemporary South Korean dramas.

The objectives of the study include the following steps:

—to study different approaches to the concept of the Other and to identify
strategies for constructing the otherness of minorities;

! CNA lifestyle (2022, March 25). Popular K-drama Itaewon Class is getting a Japanese remake.
Retrieved May 25, 2022, from https://cnalifestyle.channelnewsasia.com/entertainment/itaewon-
class-japanese-remake-roppongi-class-307966

2 Forbes (2016, April 05). Korean Drama Descendants of the Sun Breaks Records Thanks
to Chinese Investments. Retrieved May 25, 2022, from https://www.forbes.com/sites/
johnkang/2016/04/05/korean-drama-descendants-of-the-sun-breaks-records-thanks-to-
chinese-investments/?sh=3f3bb1a019ee
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—to identify the features of the discourse of multiculturalism in South Ko-

rea and study the phenomena of Korean ethnic nationalism and colonial

mentality;

—to review existing studies related to the representation of ethnic groups

and races in Korean media and identify the main patterns of such repre-

sentation;

—to analyze Descendants of the Sun (2016) and Itaewon Class (2020) series

for the representation of the ethnic and racial Other, to identify common

representation strategies based on them.

The methods of critical discourse analysis, visual, semiotic, and narrative

analysis will be used to identify patterns of representation of racial and ethnic Other
in contemporary Korean dramas.

ETHNOS, RACE, AND IMAGE OF THE OTHER IN MEDIA CULTURE:
THEORETICAL ASPECT THE CONCEPT OF THE OTHER
IN WESTERN CULTURE

Other is one of the key concepts in several disciplines. The new philosophi-
cal theories of postmodernism and feminism mainly set themselves the task of
deconstructing the binary opposition between the Self and the Other and reject-
ing the position of the Other as a subordinate. J. Deleuze formulated the princi-
ple of nomadism, which justifies the equality of all forms of life and abandons the
traditional opposition between the central and the marginal, and due to this the
Other ceases to be a marginal element (Deleuze & Guattari, 1977). Thanks to the
new critical, postmodern studies, the value of otherness and diversity of Others is
acknowledged, and more attention is paid to the representation of groups of Others
(Markina, 2017, p. 60).

Otherness is one of the main defining properties of the Other. Otherness is
the result of a process in which a norm-embodying dominant group whose identity
is valued constructs a group of Others whose difference is presented as a disad-
vantage, and which is often devalued and discriminated. The construction of other-
ness (this process is also called othering) consists in creating a hierarchy—dividing
people into two groups: us and strangers, Others (Staszak, 2009, p. 44). The asym-
metry of power relations plays a key role in the process of othering, since only the
dominant group can impose the value of its own identity, devalue otherness and
discriminate.

Stereotyping is another mechanism of alienation, in which a certain group
is associated only with a small number of selected characteristics, while all other
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real characteristics and features are ignored. In the case of pathological stereotyp-
ing, the world is presented as a set of “stable binary oppositions” (Markina, 2016,
p. 152), and otherness is perceived negatively. Distinctive features of pathological
stereotyping are stigmatization of the Other, the lack of critical consideration of the
stereotype, and strong belief in its objectivity. Markina identifies the following forms
of pathological stereotyping (Markina, 2016, p. 152):
—depersonification—objectification, inability to treat the Other as a per-
son;
—fragmentation—paying attention to certain parts of the Other’s body,
features of appearance that “allegedly indicate the obviousness of its oth-
erness” (Markina, 2016, p. 152);
—fetishization—endowing people with new properties and value mean-
ing, can come in the form of idealization or the creation of a cult, but the
emphasis is still placed on otherness, complete obscurity;
—exoticization—emphasizing any unusual features, the perception of the
practices and rituals of Others as a manifestation of uncivilization;
—pathologization—considering the difference of the Other from the norm
adopted in the dominant group as a pathology;
—homogenization—generalization of the properties of a group of Others,
non-perception of the individuality and personal qualities of an individual.
Such strategies serve to further alienate the Others from the dominant group,
help perpetuate erroneous opinions in the public mind and exacerbate discrimina-
tion.
So, the phenomenon of the Other is truly complex and dynamic, the changes
taking place in social life constantly pose new tasks for scientists and dictate the
need to revise old ideas.

KOREAN ETHNIC NATIONALISM

Before considering the concept of the Other in the context of South Korean
modernity, along with the concept of multiculturalism, it is necessary to realize
that these phenomena are only beginning to take root in the political and social
discourse of South Korea. Only in the '90s of the 20th century, the South Korean
government begins to realize that multiculturalism is becoming part of the coun-
try’s modern reality due to such factors as the considerable influx of migrants and
foreigners living in the country on a permanent basis, a significant increase in the
number of international marriages, etc. The late introduction of multiculturalism
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in South Korea is explained by the long history of ethnic nationalism, which deter-
mined the establishment of the country (Yang, 2012, p. 252).

For this study, we will consider the history of the development of ethnic na-
tionalism in the 20th century in South Korea since it was this period that largely
determined the establishment of South Korea as an independent state but, at the
same time, stagnated the process of multiculturalism penetration in liberated South
Korea. According to Shin Gi Wook, Korean nationalism is ethnic since it reflects the
idea of the unity of the nation by origin or “by blood,” which for the Korean people is
still an important element when defining a nation (Shin, 2006, pp. 6-7).

One of the main reasons for the rise of nationalism in South Korea was Japa-
nese colonization. In the middle of the 20th century, ethnic nationalism acted as
a mechanism for the liberation and rallying of the Korean people. In the '60s, the
nation was focused on resisting external interference and preventing a repetition of
the colonial Vietnam scenario for Korea. Strengthening nationalism for the Korean
people also became a way to protect themselves from the influence of Western Eu-
ropean imperialism.

DISCOURSE OF MULTICULTURALISM

For a long time, Korean society was homogeneous: monolingual and mo-
noethnic, which has heavily affected the acceptance of multiculturalism today. The
first serious steps toward multiculturalism were taken only in the '00s when the
country faced a rapid influx in the number of foreign migrant workers.

That prompted the government to set policy on integration and introduce a
new support program in 2006 that offered foreigners Korean language training, a
study of the culture and history of Korea, and suggested a smoother merging into
Korean society. The assessment of the program turned out to be ambiguous, on
the one hand, the program integrated representatives of intercultural marriages and
their children into Korean realities and helped create cultural awareness. However,
such anintegration program had significant drawbacks, namely the continuation of
a monocultural society policy and the lack of representation of other cultures. This
type of integration program normalizes the suppression of the interests and rights
of foreign citizens to a greater extent, putting the sovereignty of the country at the
forefront (Jung, 2020, pp. 8-11).

Another issue was the fact that all state support was mainly directed to in-
terethnic marriages and not to migrant workers or other foreigners, the percentage
of which was also constantly growing.
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In 2013, the Second Basic Plan for Immigration Policy significantly increased
the percentage of social payments for families and children of migrants. By 2017, the
number of gender equality programs was on the rise, including school education
programs designed to raise children’s awareness of other cultures (Draudt, 2016,
p.12).

“COLONIAL MENTALITY” OF SOUTH KOREAN SOCIETY

Still, in the multicultural landscape of Korean society, there is such a notion as
a colonial mentality, suggesting a sense of ethnic or cultural inferiority experienced
by the peoples of the former colonial countries (David & Okazaki, 2006, p. 241). This
is a special kind of racism based on the glorification of white people and the op-
pression of people of color (excluding Koreans). Koreans in the “trichotomy” of racial
sequence occupy the middle position: white people > Koreans > people of color. This
trichotomy is a product of the dichotomous racism (white > people of color) inherit-
ed by Korean society from Western and European countries. For a long time in Amer-
ica, people were divided into “whites” and “others.” Africans, Hispanics, and Asians
traditionally belonged to the group of people with “other” skin color, while white skin
was considered the norm, and white people belonged to the highest dominant class
compared to all other races (Downing, 2014). This phenomenon is called imperialist
racism, which was spread by Western and European countries with the aim of colo-
nizing third-world countries and establishing national domination.

Even though both whites and people of color are foreigners to Korean so-
ciety, mostly foreigners with darker skin face racial discrimination. According to
Jung Yun Koo’s research on the impact of multicultural media on audiences and
the perception of ethnic and racial Others by Koreans, it was found that, in general,
Koreans perceived foreigners from the US and Europe more favorably than other
foreigners (Jung, 2019, p. 16).

MEDIA REPRESENTATION OF ETHNIC GROUPS AND RACES:
A REVIEW OF STUDIES

The popularization of Korean multiculturalism in 2008-2013 during the im-
plementation of the Second Basic Plan for Immigration Policy left an imprint on
the representation of foreigners in the Korean media. Foremost it was reflected in
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theracial and ethnic stereotyping of minorities. Since government policy to support
minorities was mainly aimed at foreign wives and intercultural marriages, the exclu-
sion of male migrants and the oppression of the migrant working class in the media
were even more pronounced.

Oh Kyung-Seok examines the representation of foreigners in media and the
features of Korean multiculturalism based on the government’s commercials which
were released from 2004 to 2007.

The main purpose of these videos was to create a basis for social integration
and increase the competitiveness of the nation by demonstrating its openness. The
researcher identifies that one of the methods of representation used in the video is
the method of “good minority.” The videos show white immigrants in a more posi-
tive way than non-whites. Most of the featured foreigners work in research labora-
tories, foreign language courses, representing “good immigration,” while migrant
workers, who make up a large proportion of the number of foreigners in Korea, are
marginalized. In the videos, married foreign women are shown cooking Korean na-
tional dishes and taking care of children, representing femininity and safety. The
advertisement is pervaded with a sense of cultural superiority (Oh, 2007, p. 30).

Based on the analysis of the videos, Oh Kyung-Seok concludes that the Ko-
rean media is characterized by a contradictory combination of a demonstration of
the multicultural environment and the ideology of an integrated nation (Oh, 2007,
pp. 30-31).

In their study, Kim Chohee and Kim Dohyeon conducted a content analysis
of Korean multicultural television programs produced from 2003 to 2016 to find out
how the representation of foreigners and migrants differs depending on race and
type of migration (Kim & Kim, 2018).

Researchers point out that Korean “colonial mentality” is supported and re-
inforced by the media. Both the sense of belonging to the “upper” white world and
the sense of superiority gained from seeing people of color as objects of sympathy
are satisfying to the Korean audience.

The results of the analysis showed that the coefficient of representation of
white people was more than twice as high as the coefficient of representation of
people of color. Low-skilled migrant workers also were heavily underrepresented
(Kim & Kim, 2018, p. 339).

The researchers conclude that thereis a clearimbalance in the representation
of races in Korean multicultural programs. The use of migrants of color in programs
where their images evoke sympathy and sadness leads to a conclusion that the
representation of minorities in multicultural programs only reinforces racism and
provokes discrimination.

Kim Sookyung notes that in the era of globalization, racism in the media has
taken more subtle forms. In her research, she analyzed articles about migrants in
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Korean newspapers CSN and HKR from 1990 to 2009 to find out in what form racism
is present in them (Kim, 2012, pp. 658-660).

A detailed discourse analysis revealed the following features of representa-
tion. First, negative stereotyping—migrants were described as victims of physical
violence and discrimination. They also were objectified, it is expressed in the use
of such phrases as “were bought, were brought” in relation to them, for example, in
one of the columns foreign wives were called “imported brides.”

However, in recent years progressive newspapers have shifted their focus to
theissue of violation of the rights of foreigners and discrimination against foreigners
by native Koreans (Rhee, 2016, pp. 1-4).

Thus, based on the analysis of research data, it can be concluded that, de-
spite the existence of examples of adequate representation, the Korean media
space is characterized by the use of stereotyping tactics such as objectification, vic-
timization, and representation by the good minority method. Also, different races
and different groups of ethnic and racial Others are unequally represented. White
foreigners are represented in greater numbers and more positively than people of
color due to the impact of the colonial mentality, while migrant workers are margin-
alized. Foreign wives and students as representatives of “good migration” are shown
in a positive way.

ETHNIC AND RACIAL OTHER IN SOUTH KOREAN DRAMAS:
AN ANALYSIS OF REPRESENTATION, MILITARY DRAMA SERIES
DESCENDANTS OF THE SUN (2016)

The South Korean drama Descendants of the Sun, positioned as a military-
political blockbuster with elements of melodrama, was broadcast both on Korean
TV channel KBS2 and on Netflix and was sent to 32 countries where it received high
viewership ratings. The story reflects the events in the fictional country of Uruk
(§-23), the prototype of which is Irag. The drama features characters of different
ethnicities and nationalities, distinguishing it from average Korean dramas. How-
ever, the representation of the Other is still ambiguous: there are both positive ex-
amples, as well as negative and stereotypical ones. All the main characters of the
drama are ethnic Koreans, the characters representing the ethnic and racial Other
have episodic or minor roles. Based on characteristics such as plot involvement and
screen time, David Argus, as the only minor character representing an ethnic and
racial Other, is the most significant one and, at the same time, is an antagonist.

According to the plot, Argus is a former major in the US Army who left the
service for the sake of the underground arms trade and the illegal exploitation of
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child labor. Despite the high military rank and American origin of the character, the
representation is deliberately negative. Argus, played by American actor, has no ac-
cent, but the character’s lines are clichéd and broadcast the stereotypical image of
the American mafia.

Another crucial aspect of representation is the fact that the actor playing Argus
is an ethnic Korean. Therefore, considering all the above, we can conclude that only
characters of Korean origin can take the main and minor roles in the story (Fig. 1).

Fig. 1. David Argus, former US Army Major, ep. 3°
The following significant characters representing the ethnic and racial Other

are the Russian Korean nurse Cho Woo Ri and Russian waitress Valentine, who have
episodic roles in the drama. Both have clichéd images of Russian gangsters (Fig. 2).

Fig. 2. Cho Woo Ri, armed with a gun, meets her husband, ep. 5

Although clichéd, the representation is rather positive, with both women be-
ing admired for their skills and connections. However, the characters have a signifi-

* See the image source: https://www.ivi.ru/watch/potomki-solntsa (20.03.2021).
* See the image source: https://www.ivi.ru/watch/potomki-solntsa (23.03.2021).
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cant difference in the social hierarchy. Cho Woo Ri, being the doctor’s wife, has a
high social status. At the same time, the actress who played the role of a nurse is a
Korean who does not speak Russian.

Valentine, on the other hand, is played by white actress Ariane Desgagnes-
Leclerc. Valentine has many lines in Russian and sits significantly lower in the social
hierarchy, being a waitress at a local bar. This distribution of roles repeats the previ-
ously mentioned ranking of the main and minor roles depending on the ethnicity
of the actors. In addition to the problem of social hierarchy, the representation of
the Russian waitress Valentine contains elements of sexualization. According to the
plot, Valentine works in a bar, wears rather provocative outfits, and is somehow re-
lated to prostitution.

The image of a Russian prostitute working in a bar is very persistent and cli-
chéd among the Korean public to this day. In the "90s, during the era of the econom-
ic crisis, and the activities of criminal organizations in Russia, the flow of women
(from the CIS countries) who came to Seoul in search of work increased significant-
ly, which led to the spread of Russian prostitution in Korea. Since the Koreans had
a rather vague idea of the nationalities of the CIS countries’ representatives, every
Russian-speaking European woman with white skin was regarded as Russian. Over
time, the share of Russian prostitution in Korea has been significantly reduced, but
stereotypicalimages are still alive in the minds of many Koreans and are often found
in South Korean media products.

Elements of the Russian prostitute image are present in Valentine’s character;
the sexualization of the character is visible in some episodic scenes: soldiers often
come to the bar to stare at the waitress (Fig. 3).

Fig. 3. Valentine serves drinks at the bar, ep. 5°

The drama features several Arabic characters who have different role hierar-

° See the image source: https://www.ivi.ru/watch/potomki-solntsa (10.04.2021).
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Mubarat, who, according to the plot, requires emergency hospitalization. The main
conflict of the president’s arrival at the military hospital is revealed when the presi-
dent’s bodyguards declare that only an Arab doctor can treat the head of an Arab
state. In this case, the representation is reliable, as it accurately reflects Muslim tradi-
tions. At the same time, the religious views of Arab characters are not condemned
by Korean characters: Korean doctors respect the cultural traditions of a Muslim
country and try to negotiate peacefully. The images of Arab characters are not dis-
credited nor presented in a satirical manner.

In the drama, many episodic roles are given to the characters of Uruk locals.
The two characters who have the most screen time are children from nearby vil-
lages, Fatima, and the local boy Blackie. Fatima is an orphan who grew up as a
slave to former major Argus. According to Fatima, most local children live in poverty
and have no further life prospects: “Boys become criminals, girls end up in the sex-
trade.” Indeed, in the drama, all local children are shown dirty and starving (Fig. 4).

Fig. 4. Local boy Blackie asks doctors for food, ep. 3°

While white foreigners are admired by Koreans, foreigners with darker skin
are often sympathetic. Throughout the story, the fate of poor Arab children wor-
ries Dr. Kang: she brings them food and even decides to pay for Fatima’s studies.
Despite the fact that the image of poor Muslim children is extremely clichéd and
refers to pathological stereotyping, the representation is not completely negative.
Fatima clearly shows her individuality: she is expressive and enterprising. The main
characters, Dr. Kang Mo Yeon and Capitan Yoo Si Jin take care of the girl throughout
the development of the plot and even risk their lives to save her in military opera-
tions (Fig. 5).

® See the image source: https://www.ivi.ru/watch/potomki-solntsa (28.03.2021).
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Fig. 5. Captain Yoo Si Jin rescues Fatima after she was kidnapped
by drug dealers, ep. 10’

To sum it up, Descendants of the Sun can be regarded as a landmark drama
of the last decade as it is a multinational project featuring more than five national
groups and one of the few media products in Korean entertainment that promotes
the ideas of multiculturalism, equality of all races, religions, and nationalities.

Korean charactersin the series interact with characters of other races and eth-
nicities without singling themselves out as a dominant group. The representation is
still problematic due to the clichéd images, the presence of pathological stereoty-
ping (homogenization) and the sexualization of characters. The need for Korean
characters to be the main roles is still too apparent, as well as leaving episodic roles
for characters representing a racial and ethnic Other. Overall, Descendants of the
Sun as a drama with progressive ideas about equality and tolerance for multi-eth-
nicity is a significant step for South Korea as a homogeneous nation on the path to
a multicultural society.

MELODRAMATIC SERIES ITAEWON CLASS (2020)

Itaewon Class was a huge success both in Korea and abroad, and received one
of the highest viewership ratings of 2020. This drama realistically shows issues such
as discrimination against racial minorities and the LGBT community, the difficulties
of social adaptation after imprisonment, and describes the social inequality and
class gap that exists in Korean society. The plot revolves around Park Sae Roy—a
young man whose father was murdered and who was unfairly sent to prison. He
wants to take revenge on his offenders and to create a new successful restaurant
chain.

" See the image source: https://www.ivi.ru/watch/potomki-solntsa (29.03.2021).
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The main setting of the drama is Itaewon, an area of Seoul where many for-
eigners live. In the second episode, there is a Halloween scene in Itaewon which
shows a lot of people of different races and nationalities spending time together.
Restaurants with flags of different countries appear in the frame, and people of dif-
ferent nationalities take photos together. One of the characters in the drama says,
“ltaewon has many beautiful buildings and many people from all over the world, it
is a place where different cultures coexist freely, there is real freedom here” (Fig. 6).

Fig. 6. Halloween in Itaewon, ep. 2 of ltaewon class®

In general, Itaewon acts as a multicultural community where people of diffe-
rent nationalities and cultures can coexist peacefully, foreigners are shown as hap-
py people who enjoy life. In addition, in the series, they perform noble deeds, show
compassion and are worthy members of society.

A significant figure for the plot is the character named Kim Toni, a child of a
mixed marriage between a Korean and a Guinean. He dresses rather flamboyantly
and wears dreadlocks. His unusual image sets him apart from the rest (Fig. 7). He is
kind and sociable person; he often smiles and tries to keep a positive attitude.

Fig. 7. Kim Toni’s first appearance on ltaewon Class, ep. 6°

& See the image source: https://www.kinopoisk.ru/series/1256366/ (03.04.2021).
? See the image source: https://www.kinopoisk.ru/series/1256366/ (08.04.2021).
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Kim Toni comes in for an interview to get a job as a kitchen assistant. The
owner and manager of the restaurant start to speak English when they see a black
man, but Toni answers them in good Korean and reveals that he is Korean by father.
The manager hires him because they need a person who speaks English. However, it
soon turns out that Tony does not speak English. One of the employees says: “Judg-
ing by his appearance, he should know.” This incident indicates the clichéd notions
of black people that Koreans have. There is a stereotype that all black people should
know English. In this case, such a strategy of stereotyping as homogenization takes
place, all the properties of the group of Others are generalized.

In the eighth episode, all the restaurant staff go to a nightclub, but the security
guard does not let Toni in, because Arabs and Africans are not allowed. Tony says
he is a Korean, but the guard calls him names for no reason. One of the restaurant’s
employees says that he is not Korean because he is dark-skinned, and Tony is very
offended. The head of the restaurant reprimands her and the next day covers the
walls of the clubs with graffiti saying “racists” and “shame of the nation,” expressing
his protest against racism and discrimination. Toni tries to find his father to confirm
his nationality and to prove that he really is a Korean. He is going through an eth-
nic identity crisis. He wants to feel the sense of belonging to the community, has
positive ethnic feelings (in the 7th episode, he uses evaluative lexis such as “loyal,”
“brave,” and “noble” to describe the Korean people), but society rejects him.

The employees of the restaurant become his friends; they make decisions re-
garding the business together. They also help him to get a visa, and thanks to their
help Tony manages to find his grandmother. Tony finds his place in society, he has
a relative, a good job, friends, and now he does not have to worry about a visa and
can apply for citizenship.

In the final episode, we see that Toni became the operating manager of a
chain of bars. The new social status is reflected in his clothes. He beginsto dressin a
more classical manner in accordance with his status and position.

Thus, foreigners appear in ltaewon Class in episodic roles, conveying an at-
mosphere of freedom and open interaction between people of different cultures,
which corresponds to the image of an open, multicultural country promoted by
South Korea. Despite being a minor character, Kim Toni has a vivid storyline, heis a
well-developed character with his own personal story and development.

Itaewon Class, referring to the topic of multiculturalism, does not follow the
strategy of the Korean media, considering mainly cultural diversity and tolerance,
but reveals the problems of racism and discrimination using the example of Toni.
All the situations that happened to Toni affect the rest of the characters and help
them to change their minds about ethnic identity. In addition, the show’s creators
eschew traditional Korean media representational patterns, such as portraying the
Others as helpless victims and displaying them from a position of empathy and
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superiority. Toni has a whole range of positive qualities, he works and communi-
cates with ethnic Koreans on an equal footing, takes charge of his own destiny and
achieves success in his professional activities, learning a new language and moving
up the career ladder. Thus, he occupies a high position in the social hierarchy, rather
than the standard low position given to ethnic and racial minorities by the Korean
media. ltaewon Class is a great example of the representation of ethnic and racial
minorities, in which the victimization perspective is replaced by the perspective of
empowerment, and the minorities themselves are seen not as victims, but as agents
of change.

CONCLUSION

The study revealed that ethnic and racial characteristics of the Others in case
of each drama are shown in different ways and the range of personal characteristics
of the characters is rather wide. In the dramas studied, the ethnic and racial charac-
teristics of the Other are shown mainly through the appearance of the characters,
their language, values, and lifestyle. In the last decade, there has been a significant
improvement in the representation of ethnic and racial Others over time. By the
2020s, representation is more in line with the ideals of a multicultural state, and
cases of negative stereotyping in dramas have significantly decreased. For example,
Descendants of the Sun, being a mid-decade drama, represents the cinematography
of South Korea of an earlier time, where a high social status is mostly held by white
foreigners. However, by the end of the decade, this trend has started to change.
In Iitaewon Class, black characters are at the top of the social hierarchy as well. In
the dramas studied, there is no definite pattern in the distribution of roles among
characters representing ethnic and racial Others—there were secondary, episodic
characters, and antagonists. The most common form of pathological stereotyping
in the representation of racial and ethnic minorities is homogenization; a lot of cha-
racters in dramas had characteristics which corresponded to the clichéd images of
these groups that exist in the Korean media. In both dramas, Korean protagonists
strive to oppose racism and discrimination, embodying the exemplary image of
a person who embraces multiculturalism and all forms of diversity. Representa-
tion depended on the genre only in dramas with political and historical contexts
(i.e., military series). The study has shown that Descendants of the Sun series uti-
lizes representation by the “good minority” method and shows the ideas of cultural
superiority of the Korean nation (ethnic Koreans occupy all the fundamental roles
in the plot). These are the same features that were identified in previous studies of
Korean media. However, ltaewon Class is strikingly different from the first drama, as
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it does not use the mechanisms of pathological stereotyping and broadcasts the
image of the racial Other from the position of equality.

Even though strategies of pathological stereotyping and other strategies of al-
ienating racial and ethnic Others are still found in South Korean dramas, in general,
some dramas of the last decade demonstrate an adequate representation that does
not carry discrimination.

The results of this paper can contribute to further studying of how the Other
is represented in various media. This study can generally highlight the problem of
stereotyping ethnic and racial minorities in Asian countries, as well as contribute to
the eradication of intolerance and discrimination. Also, it may show different results
when looking at a different set of dramas, which provides opportunities for future
research.
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The image of a “Special” Tree and
its Transformation in the Space of
a South Korean TV Series”

Abstract. The article examines how the image of a tree forms and acts in a South
Korean TV series. Formally being part of a shooting location, a tree often appears
in scenes that add to it connotation; it is such scenes that become the object of my
analysis. A short insight into the history of Korean culture outlines the features of
the cult of trees and demonstrates the peculiarities existing in the perception of the
image of a tree in literary works. Notable here are the tradition of worshipping tree
spirits and trees as such; the connection of trees with the souls of the deceased; the
mix of motifs of different origin (including Buddhist ones) in the image of a tree; the
diversity and flexibility of its interpretations. Further, | address contemporary televi-
sion series of various genres, mostly fantasy. Most of the examples are united by one
particular tree, which, since 2005, has “starred” in more than twenty TV series. An
analysis of the scenes in which this and other trees appear shows that we can speak
of the serial image of a special tree. At the same time, some characteristics of a sa-
cred tree appear quite regularly: for instance, the connection of trees with the theme
of death, the interaction of characters with a tree or a tree spirit, and a tree acting as a
protector. Interestingly, these and other motifs prove to be very convenient for recon-

*Translated by Anna P. Evstropova.
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textualization. In addition, scenes involving a special tree appeal to the audience’s ex-
perience. The intertextual connections formed around the television image of a tree
makes it possible to use it as an element of non-verbal communication with viewers.
Keywords: South Korea, TV series, K-drama, popular culture, hybridity, historical and
cultural context, religious beliefs, ritual, visual rhetoric, transformation, fantasy

Acknowledgments. The research is part of the 2022-2024 project “East Asian Media
Culture: Discourses, Industries, Fandoms” of the HSE University’s Institute of Media.

YAIK 791.43/45 + 304.2
CraTbs nonyyeHa 18.08.2022, oTpefaktuposaHa 28.09.2022, npuHsata 30.09.2022

ANEKCAH/APA BNAAUMUPOBHA TAPACOBA

PoccuiAcKniA rocyaapCTBEHHbIV FyMaHUTaPHbIN YHUBEPCUTET
Poccua, 125047, Mocksa, 'CM1-3, Muycckas nnowaab, 6
Researcher ID: AAR-9505-2020

ORCID: 0000-0003-1248-9336

e-mail: aleks.tarasova@gmail.com

Ana yumuposarus

TapacoBa A.B. O6pa3 «ocobeHHOro» aepesa v ero TpaHchopMayymn 8 npo-
CTPaHCTBE OXHOKOPEMCKOro Tenecepuana // Hayka TeneBupeHus. 2022.
18 (3). C. 45-78. DOI: https://doi.org/10.30628/1994-9529-2022-18.3-45-78.
EDN: AAYMPS

Obpa3 «0cobeHHOro» AepeBa
VI ero TpaHchopMaLMm B MPOCTPaHCTBe
OYKHOKOPEMCKOro Tenecepmnana

AHHoTauusa. B cTaTbe paccmatpriBaetcs hOpMMUpoBaHWe 1 Cnocobbl MCMOfb-
30BaHMs 06pasa flepeBa B KKHOKOPECKOM Tenecepuane. ®opmasbHO SBASSCh
4aCTblO CHEMOYHOW NOKaLMK, IEPEBO HEPEAKO NOSIBAAETCS B CLEHaX, Hafensto-
LWVX ero AOMONHNUTENbHbIM 3HAaYeHMeM; NOA0BHbBIE CLEHbI 1 CTAHOBSATCS OOBEKTOM
aHanv3a. Hebonbloi 3KCKYpC B UCTOPWIO KynbTypbl Kopen nossonsietT 0b6o3Ha-
4MTb XapaKTepHble YepThl KyabTa AepeBbeB 1 0COBEHHOCTI BOCMPUATUS obpa3a
[lepeBa B NMTepaTypHbIX npoussefeHuax. OTMmevaeTcs Tpaguuma noYUTaHus
Kak ApeBEeCHbIX [IyXOB, TaK ¥ AEPEBbEB KaK TaKOBbIX, CBS3b [epeBbeB C Ayliamu
yMepLInX, CO4eTaHVie MOTUBOB Pa3HOr0 NPOUCXOXAEHNS (B TOM Yncne ByaanAcKix)
B obpase flepesa, pa3Hoobpasvie U rMOKOCTb ero TPaKTOBOK. 3aTeM cleyet
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obpalleHne K COBPEMEHHbIM Tenecepmnanam pasnvyHbIX XKaHPOB, CPean KOTOPbIX
npeobnapaer daHTe3n. Bonbliyl YacTb NMPUMEpPOB 0ObeAUHSET COOOM OAHO
KOHKDPETHOE [1epeBo, KOTOPOE, HauynHas ¢ 2005 I. 1 Mo celt fieHb, «CHANOCk» bonee
JeM B fBafLaTv cepunanax. AHanums CLEH, B KOTOPbIX (DUTYPUPYIOT 3TO 1 HEKOTOPble
OpYrue AepeBbsi, MOKA3blBAET, YTO MOXHO rOBOPUTH 06 OTAENBHOM «CepuanbHOM»
0bpa3ze «0CObeHHOro» fepeBa. BMecTe C TeM HEKOTOpble XapaKTepUCTVIKK
«CBSILIEHHOTIO [lepeBa» BOCMPOM3BOAATCS AOCTAaTONHO perynsipHo. 3To Kacaetcs v
0003Ha4eHs CBA3M aepesa C TEMOW CMEPTH, U NOAHOLEHHOIO B3aUMOAENCTBHIS
NepcoHaxein C AepeBOM UAW [OyXOM [AepeBa, W MPWCBOEHWS [epeBy cTaTyca
3alUMTHYKa; MPUYEM 3TN W Apyriie MOTMBbI OKa3biBaloTCs BeCbMa yA0bHbIMU Ans
PEeKOHTEKCTYanu3aLumu. Kpome TOro, CUeHbl C ydacTueMm «0CObeHHOro» fepesa
anennupytoT 1 K 3pUTENbCKOMY ONbITY ayauTopun. CUCTEMa MHTEPTEKCTYaNnbHbIX
CBsI3€M, CNOXMBLIASCS BOKPYT TENEBU3MOHHOTO 06pa3a iepesa, AaeT BO3MOXKHOCTb
MCNOMb30BaTb €r0 KaK 3M1eMeHT HeBepbanbHON KOMMYHUKALWM CO 3pUTeneMm.
KntoyeBble cnoBa: FOxHas Kopes, Tenecepuan, gopama, nonyaspHas KyabTypa,
TMBPUAHOCTb, NCTOPUKO-KYETYPHBIV KOHTEKCT, PENNTMO3HbIe BEPOBAHWS, pUTyan,
BM3yanbHas pUTOPUKa, TpaHchopmaLms, haHTe3n

BnarogapHocTu: cTaThs HanucaHa B paMkax npoexTa «Meavakynstypa BocTouyHom
A31U: AUCKYPChI, MHAYCTPUN, D3IHAOMBI» HCTUTYTa Meana HUY BLUS (2022-2024).

INTRODUCTION

The unabated rise in the popularity of South Korean drama series
(or “doramas,” as Russian-speaking fans often call them) has predictably attracted
the attention of researchers from across the globe to Korean culture—traditional
and contemporary, to patterns in which these television products are received
by foreign viewers, and, of course, to series as such.! South Korean TV series
have proven their ability to resonate with both home audiences and viewers with
completely different cultural and historical experience; and not only to intrigue
those external audiences with exoticism, but to encourage them to study Korean
culture, and history, and language. All this prompts us to pay special attention not
only to the content and visuals, not only to the South Korean actors, but also to

! For instance, the triumph of Squid Game on Netflix in the fall of 2021 was almost immediately
followed by the first articles about the series, including the readiness of viewers all over the world to
instantly adopt the games and costumes presented in the series (Siregar et al., 2021, pp. 447-448).
?For more details about the hybridity of modern popular cultural products of South Korea, see: Jung
& Paik, 2012, p. 201; Jin & Yoon, 2016, p. 1287); about the essentiality to pay more attention to this
definition, see (Yoon & Kang, 2017, pp. 12-13; Loo & Loo, 2021, pp. 149-160).
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of doramas noted by researchers is their hybridity,> which allows to balance high
professionalism meeting world standards and the global level of TV show formats
and genres (including licensed adaptations of successful Western shows) with quite
distinct elements of Korean culture, both high and folk. In this article, | examine
how this combination of the global and the local planes, of the traditional and the
contemporary can transform through the example of one recognizable image, the
sacred or “special” tree. The purpose is to identify the functions that the image of a
tree performsin a fictional world of the serial narrative.

Since the object of the study is scenes from television series, the image of a
tree combines both a purely visual component (including not only the tree itself, but
also the landscape around it, and the way the characters interact with the tree and
with each other while near it) and a verbal one. “All images are polysemous; they
imply, underlying their signifiers, a ‘floating chain’ of signifieds, the reader able to
choose some and ignore others” (Barthes, 2015 p. 39). However, in the context of a
static image, the accompanying text allows at least partial control over the reader’s
perception, while in movies and television series, the text—being in most cases
not superimposed on the video, but voiced by one of the characters or dubbed—is
perceived as something more subjective. There is yet another point to bear in mind.
The very nature of moving TV images and the obviously lasting narration promise
many more or less significant changes in the lives of the characters and in the
world around them; and this makes any explanation, attached to the object on the
screen (in our case—a tree), only temporarily relevant, and its status—potentially
impermanent. Therefore, among the tasks of this study will be both the exploration
of the context in which a tree can appear and the peculiarities of communication
with the viewer inherent in a narrative, which is based on a system of established
images. And the novelty of the study is due to the fact that, as far as we know, the
image of a tree has not yet become an object of study in a similar context and with
similar goals.

SACRED TREE IN THE CONTEXT OF KOREAN CULTURAL HISTORY

The image of a sacred, or simply special, tree is and was, obviously, common
throughout the world from ancient times to the present day. Among other natural
objects, trees stand out in particular: in relation to them, one of the standard binary
oppositions, “animate—inanimate,” obviously loses its clarity. Trees are motionless
and voiceless, but they “migrate and populate new areas or disappear from others.
They all grow and develop over quite a long time... In the short term, some trees
shred and grow leaves (regenerate) according to the season. They also make sounds

HAYKA TENEBUAEHUA 18 (3), 2022 48 THE ART AND SCIENCE OF TELEVISION



in the wind, consume water, float, and move rocks and stones about by their
growing roots” (Fahlander, 2016, p. 374). A tree interacts with humans, almost like a
wild or domestic animal, and, at the same time, is inaccessible to interaction, just
like rocks and stones mentioned in the quote. One can only speculate with varying
degrees of validity about how this was conceptualized in the early stages of human
development. But in the later eras, the variations on the theme of trees show a rich
and varied set of plots about trees and people.

In James George Frazer’s The Golden Bough, among the general beliefs related
to trees, he mentioned Korea—where, according to Frazer, trees were seen as the
abode of the souls of people who died of the plague or by the roadside, as well as the
souls of women who expired in childbirth (Frazer, 2011, p. 127). And although the very
idea of combining fragments of legends and myths from all over the world devoid
of the cultural and historical context is now perceived skeptically, the reference to
Korea does not contradict the traditional perception of trees in this country.

By the beginning of the twentieth century, a stereotypical view of Koreans
was formed in the West: they were seen as people who felt “the constant need to
be connected with nature” (Kovalchuk, 2016, p. 60) and were in dialogue with it,
both in the form of extolling its beauty in poems and in the form of worshipping
natural objects. Among such Korean folk beliefs and rituals, a notable place was
occupied by the veneration of trees, especially tall, old, and solitary ones. German
N. Kim pointed out that a tree could be an object of veneration both in itself and as
a dwelling place of a wood imp (Moksin) and as a receptacle for “various spirits or
demons (Gwisin®)” (Kim, 2013, p. 341). People hung scraps, straw harnesses, and
small offerings on the branches of the revered tree; sometimes they would arrange a
circular mound near the trunk (Kim, 2013, p. 342). Some specific trees, at the trunks
of which peasants and travelers prayed, had an even more complex image behind
them: “growing out of the earth depths and stretching high into the sky, they were
a tangible, visible symbol of the unity of the world, the embodiment of vitality and
harmony. In addition, old trees, over a hundred years old, symbolized the continuity
of life, the cyclical change and the connection of generations” (Kim, 2013, p. 344).
Trees also played an important role in shamanic practices, in particular, in the ritual
of shaman becoming (Nikitina, 1982, p. 303).

Korea’s religious history has led to the “Buddhization” (Boltach, 2018, p. 93) of
both folk religious beliefs and culture in general. And since the canonical history of
the Buddha includes tree motifs, many written Korean texts bear the imprint of this
Hindu teaching as well. For example, in his book Memorabilia of the Three Kingdoms,
the 13th-century Buddhist monk Il Yeon tells, among other things, of the legendary

3|t should be noted that the word Gwisin (or Gwishin) are not only all kinds of undead, but, in a
narrower sense, a ghost, a spirit of the deceased, lingering in the world of the living.
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founder of the first Korean state, Dangun Wanggeom. Lev Kontsevich suggested that
his name itself could be understood as “Lord of the sacred sandalwood” or “Lord
of the sacred black birch” (Kontsevich, 1984, p. 183),* and his capital city, Asadal—
according to Kontsevich—probably owes its name to the Buddhist sacred ashvattha
tree (Kontsevich, 1984, p. 189). Contemporary researchers, incidentally, stress that
in Buddhist rituals the ashvattha tree is inextricably linked not only to Buddha but
also to death and the dead and unborn (Zotter, 2010, p. 343), which probably went
well with the Koreans’ belief in the spirits of the dead living in trees.

Il Yeon presents more than one story in which a tree appears. On the branches
of one tree, a golden box is found with a living boy inside (Il Yeon, 2018, p. 242).
Under another one (a chestnut tree), a respected Buddhist preceptor is born (Il
Yeon, 2018, p. 671). Buddhist devotees climb up and jump down a peach tree,
thereby surrendering to penance (Il Yeon 2018, p. 705). At the grave of another
revered preceptor, a pine tree “rises” immediately after the funeral as a landmark for
pilgrims (Il Yeon, 2018, pp. 706-707). There is also a story of a cedar tree that turned
yellow after a poem was pinned on its trunk, reproving the country’s ruler for his
fickleness;> when the ruler, answering the rebuke, made amends to the poet, the
cedar turned green again (Il Yeon, 2018, p. 784).

Since Buddhism, despite beingwidespread inthe pastaswellasin the present,
in no way displaces the ideas and images of other origins from the worldview of a
conventional Korean, trees can be found not only in purely Buddhist plots. A tree
may be literally the image in which a supreme deity enters the world (Na, 2003,
p. 14); or it can take the punishment that the supreme deity has awarded to the
dragon (Riotto, 2021, pp, 170-171). It could serve as a symbol of family (Nikitina,
1982, pp. 285, 287) or of a prosperous state, as in the Songs of the Dragons Flying
to Heaven, a 15th-century literary monument (Kondratyeva, 2018, p. 38), created in
accordance with the Confucian tradition. It would be safe to assume that the image
of atreeis truly all-pervasive, and the contexts in which it appears are quite diverse.
Moreover, in interaction with people, a tree does not always settle for a passive role.
And this creates the basis for many artistic interpretations of the image of a tree—
including in television series.

* According to another version of the myth, the birch deity was Dangun’s father (Noskova, 2015,
p. 124).

° Marianna Nikitina believes that the text attached to a tree “turned the evergreen cedar into a
deciduous tree, depending on the change of seasons” (Nikitina, 1982, p. 39). Adelaida Trotsevich
explains such cedar’s reaction to reproaches of inconstancy: she gives four poetic quotations
dedicated to the image of a pine, which, as an evergreen tree, also symbolized “personal reliability”
(Trotsevich, 2004, p. 111).
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ATREE IN THE FRAME: THE 21ST CENTURY

Of course, not every tree appearing in the frame of a South Korean drama
series draws our attention. It should be a tree that, first, clearly stands out because
of its appearance (very tall, very old, very beautiful, etc.) and, second, is marked
as “special” by the scene itself (the camera focuses on it for a long time, the tree is
shown from different angles and becomes the compositional center of the frame).
Within the narrative, such a tree can have the status of a sacred one. For example,
in the prologue to The Legend (MBC, 2007), Hwanung, the son of the Lord of Heaven
and future father of the aforementioned Dangun, comes down from heaven to earth
right near the sacred tree.® In Arthdal Chronicles (tvN, Netflix, 2019), set in Korea’s
legendary past, a huge old tree with a knotted trunk is an important part of a
tribal shrine: an unquenchable fire burns beneath it, a sacred dance is performed
before it, and a valuable relic is concealed on the tree itself. And in Tale of Gumiho' ]
(tvN, 2020), there is an episode about a tree spirit in the form of a girl. Her story is
sad: the girl spirit wants to leave her tree and the island on which it grows, as other
island spirits did long ago. But her tree is banded with an enchanted rope that does
not let the spirits to leave, and only human hands can remove it. The title character,
a shapeshifter-gumiho, also discovers some connection with the tree: in the distant
past, he was a mountain spirit, and in most scenes from that period of his life the
hero is shown near the old thick tree trunk (Fig. 1).

Fig. 1. Astill from Tale of Gumiho®

and falling apart) is used to show the passing of time between the prologue and the main action
of the series.
" Also known as Tale of the Nine Tailed.

8 See the image source: https://doramatv.live/skazanie_o_kumiho/series2 (14.08.2022).
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A tree can be in a space that either belongs to the world of the dead, or be
an “extension” to the world of the living. Tale of Gumiho mentions (although does
not visualize) a tree that was supposedly just watered by the gatekeeper of Samdo
River (which separates the world of the living from the world of the dead).** And in
Hotel del Luna (tvN, 2019), an important function is assigned to a tree'* growing in
the garden of a hotel in which ghosts lingering in the human world wait to be sent to
the other side. The tree has a special bond with the hotel owner—it keeps a person
in a state between life and death, giving both the properties of a spirit and a living
being, and responding to the heroine’s state of mind. While she feels stuck in time,
the tree remains dry and lifeless; but when the woman’s emotions awaken, the tree
responds by sending out leaves and blossoms—and time for the heroine comes into
motion.

Atree definitely growing in the world of the living can also be associated with
the theme of death and afterlife. In the fantasy series A Korean Odyssey (or Hwayugi,
tvN, Netflix, 2017-2018), a large tree grew next to a school the protagonist went to
as a child. And it was under that tree where she nearly fell victim to a schoolgirl
ghost hiding in the branches, but was saved by the good ghost of her deceased
grandmother. In Chicago Typewriter (tvN, 2017), in a storyline about the resistance
fighters set during the Japanese occupation of Korea in the 1930s, the hero and
heroine both meet their death under trees. The hero commits suicide under a dead
tree, dry and barkless, to avoid arrest. And the heroine passes away by a tree that is
still alive but beginning to wither.? Before dying, she has a conversation with either
a phantom or a ghost of the dead hero.

Surely, not every tree appearing in a scene from a Korean TV series has to
always be associated with the themes of the sacred, the supernatural, or death. For
instance, in Tale of Gumiho, one can notice the same landscape and the same tree
under which the girl from Chicago Typewriter dies. In the Tale of Gumiho, however,
this tree is nothing more than part of the background for a rather light-hearted
episode in which the protagonist teaches his little brother how to handle a gun.

° More about such “extensions,” spaces that complement the human world, as a characteristic
feature of space organization in South Korean serial fantasy, see my article (Tarasova, 2020, pp.
70-98).

9Also, in the original version of the series, the gatekeeper’s words are accompanied by the subtitles
explaining that the reference is to the tree on the border of the realm of the dead, which, in Buddhist
tradition, allows to estimate the weight of the dead person’s sins by the weight of their clothes hung
on the branch.

" n this case, the tree appears in the frame, and more than once, but it is props—it is part of the
set in the studio.

2 The difference between the trees may not be coincidental: while the death of the young man
is beyond any doubt, in case with the girl, the conclusion about her death is to be drawn by the
viewers themselves.
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SEONGHEUNGSAN LOVE TREE

The contexts in which a special tree can be found are illustrated by a particular
“character,” the 400-year-old Zelkova tree® on Seongheungsan Mountain in Buyeo,
South Korea. On the popular Internet resource koreandramaland.com devoted to
filming locations, the “filmography” of this tree called Seongheungsan Love Tree*
includes 21 titles (Fig. 2).

Fig. 2. Seongheungsan Love Tree on Korean Dramaland website’

And this listis not even complete, as it does not include Extraordinary Attorney
Woo (ENA TV, 2022), which was still aired at the time of writing this article, or the
earliest TV series with a scene shot under this tree, the 2005 Ballad of Seodong (SBS
TV). This place is also mentioned on many tourist sites, where it is recommended
not only for its view of the mountains or the ruins of the ancient (6th century)
Garimseong Fortress. For foreign visitors, the attraction is primarily associated with
the tree’s long “career” on television.

It is noteworthy that at first, the tree was featured in historical serials: this
applies to Ballad of Seodong and two 2008 doramas, /limae (SBS) and The Great
King Sejong (KBS2, KBS1). In The Great King Sejong (whose title character is perhaps
the most revered sovereign in Korean history), the tree appears in the last minutes
of the final episode. There are neither specific allusions to the sacredness of the

3 Japanese zelkova of the Ulmaceae family.

! There are several versions of the origin of this name: some see the resemblance of the crown to a
heart; others link it with the fact that this tree first appeared on television in a lyrical scene from the
Ballad of Seodong mentioned below. In any case, the name can be defined as relatively recent and
not directly related to traditional Korean beliefs.

' See the image source: https://koreandramaland.com/listings/mt-seongheungsan-love-tree-
%ec%84%b1%ed%9d%a5%ec%82%b0-%ec%82%ac%eb%9e%91%eb%82%98%ehb%ac%b4/
(11.08.2022).
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place, nor romantic overtones in this scene. Children are playing!® under the tree
and start to quarrel. Sejong approaches, reconciles the children and then steps
aside, under the tree, turning away from the camera to contemplate the view, while
his companion explains to the children that it was the greatest man in the world.
Thus, the tree is required more for the expressive final shots: Sejong’s persona has
primary significance here, and the tree provides a worthy visual accompaniment
toit.

There are two key scenes associated with Seongheungsan tree in the finale of
the hugely popular series worldwide, Faith (SBS, 2012; the tree itself is often referred
to as “the tree from Faith” in the discussions among fans of South Korean TV series).
In the first scene, the heroine, a portal traveler from the present day to the 14th
century, witnesses the defeat of her lover Choi Young''in a duel with the antagonist
underneath this tree. The heroine is then forced to return to her own time only to
realize that she no longer truly feels it as her own. She makes several attempts to
go back in time, and finally succeeds: not only she gets to the right chronological
period, but also meets Choi Young, who survived the duel, under the same tree. It is
avery short, wordless scene, quite typical for a South Korean series, that transitions
into a still frame, and the tree, a witness to both the separation and the reunion of
the characters, is apparently meant to make up for this brevity.

Bridal Mask (KBS2), also released in 2012, tells a story of a fictional resistance
hero during the Japanese occupation, but in the first episodes the hero of this
narrative, Korean Lee Kang-to, is introduced to the audience as a collaborator who
builds a career in the Japanese police. A series of dramatic events causes him to
radically change his views, and, again, Seongheungsan tree comes into the picture
at the turning point. Kang-to, no longer in a police uniform or a Western suit,* but
in a white hanbok® stands by the tree, looking down at the capital, then slowly
pulls a mask (from the Korean folk theater) over his face, mounts a horse and rides
away. This rather lengthy scene makes no sense for the development of the plot—
it is even absurd, since the hero is already wanted by the police, and standing in
broad daylight in an open place near the city is at least very unreasonable on his
part. But this episode has an important symbolic meaning: it marks the final rebirth
of the hero. Kang-to had already acted as a masked vigilante before, but he had
been driven by personal motives; from now on, he will revenge not for himself or
his loved ones, but for his people. And Seongheungsan tree, which by 2012 had

1 Interestingly, their game is related to learning the Korean alphabet, the appearance of which is
considered one of Sejongas major achievements.

"He s, by the way, a historical figure—a prominent military leader.

8 Which he was usually wearing outside work.

1 Traditional Korean clothes.

HAYKA TENEBUAEHUA 18 (3), 2022 54 THE ART AND SCIENCE OF TELEVISION



already developed a certain reputation in the serial narratives, becomes a necessary
element of this symbolic scene.?

In the following years, the tree appears more than once in romantic episodes.
It is under this tree where the reunion, whether real or imagined, of the heroine
with her missing vampire lover takes place in the fantasy series The Scholar Who
Walks the Night (MBC, 2015); it is there where the feelings are conceived between
the characters of the historical series My Country: The New Age (JTBC TV channel,
2019); it is there where the characters of the romantic comedy I’'m Not A Robot (MBC,
2017-2018)—our contemporaries—meet and come to a reconciliation. On the other
hand, the tree can also mark the scenes showing friendship and kinship. In the
distant past, the protagonist of Hotel del Luna visited Seongheungsan tree with her
lover (who left a sign on the branch urging her to see him in another place) and with
her beloved foster brother (who promised her to build a house of this tree); and in
the historical series The Crowned Clown (tvN, 2019), the ruler’s wife is allowed to
secretly see and say goodbye to her father, who has been declared a traitor and sent
into exile, and their emotional meeting also takes place near the tree. The motif of
the magical or sacred is not neglected either: in Missing: The Other Side (OCN, 2020),
the hero, who has fallen off a cliff in the dark of night, is not only saved by the tree
(hanging on its branches), but he also starts to see the souls of the dead.

There is no point in describing all or most of the scenes in which Seong-
heungsan tree is present, however, two more cases deserve a closer look. The first
is Mystic Pop-Up Bar (JTBS, 2020), set in the present day and in the Middle Ages. In
this fantasy series, Seongheungsan tree is not only sacred: it has special powers, so
that even the mother of the crown prince comes to it to pray for her son’s health. It
also possesses a soul, which is capable of leaving the tree (after which the tree dies)
and being reborn as a living being, merging with the human soul: one of the central
characters in the series is a partial reincarnation of the sacred tree. The insult once
inflicted on the tree by the heroine? is an important plot-driving element in this
series, and the tree itself is closer than everto transforming from a passive and silent
witness into a full-fledged character.

Extraordinary Attorney Woo has nothing to do with the fantasy genre, and
Seongheungsan tree in it originally serves only as a symbolic center of a small

flute he uses as a weapon—is in some sense both timeless and symbolic of all Korean history and
national culture. That is why the 400-year-old tree fits well into this context.

! The shamanic practices were briefly mentioned above; one of such practices implies the ritual
hanging of a would-be shaman from a tree. Here, this rite appears in a distorted form: a young
novice shamaness, considering herself deceived and abandoned by her beloved one, commits
suicide by hanging herself on a tree branch and thus killing herself, the tree, and her unborn child,
whose soul merges with the soul of the tree.
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fictional village whose friendly community is in danger. A highway is planned
to be constructed, literally splitting the village in two, some houses are to be
demolished, and the tree, under which the locals gathered for generations on all
kinds of occasions, is to be cut down. But then the tree, which has been a subject
of protection from the residents and the lawyers called in to help them, becomes
the community’s savior: it is officially recognized as a natural landmark, which is
an insurmountable obstacle to the construction of the highway according to the
original project.

What is also worth mentioning is how the location of Seongheungsan tree is
shown on the country’s map, and what transformations the surrounding landscape
undergoes in different series. Travel guides inform those willing to visit this filming
location that it is about three and a half hours away from the capital city. In The
Scholar Who Walks the Night, the heroine, devoid of any supernatural powers, walks
to it from Seoul (or rather, from Hanyang, as the city was called at the time of the
series®?)—thus, it is placed quite close to the city. Similarly, the young heroine of
Mystic Pop-Up Bar comes to it on foot from Hanyang-Seoul, and in Bridal Mask, it
seems to grow in the proximity of the capital, too. Images of the tree at the edge
of a scarp slope are, indeed, perfectly identifiable in both TV series and in tourist
shots, but with the help of sets, angles, combination shots, and computer graphics,
significant changes can be made to this recognizable view. In most serial scenes,
there is a fairly vast flat grassy patch of land in front of the tree, and a deep valley
right behind it. However, when the hero of Missing: The Other Side comes to the
tree, which saved him, in the daylight, the very rock from which he fell at night rises
directly above him (Figures 3 and 4).

Fig. 3. A still from Mystic Pop-up Bar*
2 Second half of the 18th century.

% See the image source: https://doramatv.live/misticheskii_bar_na_kolesah__A339d2/series1
(14.08.2022)
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Fig. 4. Seongheungsan Tree in Missing: The Other Side*

In Extraordinary Attorney Woo, this tree is located on a low but steep hill right
in the middle of the village, so that house roofs come up to the very trunk, and the
view from the tree is not of a deep treed valley, but of a lowland area studded with
houses.

Onthe other hand, the tree appears as a kind of constant. Episodes with it can
be dated to the 21st century or the very distant past, yet the trunk and the crown do
not undergo serious changes: a serial tree “reacts” to the seasons (turns yellow in
autumn and drops off its leaves in winter) but it is not subject to centuries.?® Not tied
to a specific point on Seongheungsan Mountain nor to a specific time, in the serial
world, the tree can exist “anywhere” and “always”.

GURYARI LOVE TREE

Seongheungsan tree is in many ways unique, but in recent years, another
recognizable tree has appeared in South Korean TV series, although its television
career is still rather modest. This tree is located in a picturesque place in the
Arboretum Park near Georye village in Gangwon Province, and itis notable primarily
forits thick, fancily shaped trunk.

% See the image source: https://doramatv.live/propavshie_bez_vesti__oni_byli_tam/seriesl
(14.08.2022)

» This refers not only to Seongheungsan tree. For example, in the contemporary storyline of Tale of
Gumiho, the protagonist visits the tree, where he used to live as a mountain spirit, with the heroine.
And while the view from the tree has changed a great deal over the centuries—the valley below has
been built up, with power lines running through it—the tree itself looks exactly the same.
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Let us take a look at the 2017 comedy-fiction series The Best Hit (KBS2). In
1994, the abandoned car of a missing young singer, a rising hip-hop star, is found
near this tree. A journalist is reporting, standing in front of the tree, as the singer’s
fans bring flowers, toys, and photos of their idol to honor his memory. The hero,
however, is not dead: he travelled in time in 2017. The connection of the old tree
and the theme of death is false trail, it only reminds us that in 1994 something
happened to the singer here.?® Yet it does act as a love tree: in 2017, the hero comes
to it together with a girl, and although the young people show dislike for each other,
their joint trip brings them closer together.”

In the aforementioned A Korean Odyssey, there are several rather important
scenes involving Guryari tree. Within this plot, it has the status of a magical tree.
Like the tree in Extraordinary Attorney Woo, it has an enemy: a real estate developer
who demands that it be cut down. However, a spirit guards the tree and prevents
the workers from doing so: when approaching the tree, they start having panic
attacks, a hurricane wind rises, and daylight turns into darkness. When the spirits
are finally driven away and the tree is felled, beneath its roots the builders discover
an ancient stone sarcophagus with the soul of the embittered sorceress. Naturally,
the sorceress breaks free, providing the plot with a new twist. It is hard to claim on
the example of just two series that in the world of Korean doramas there is a taboo
on cutting down old trees;® in A Korean Odyssey, nevertheless, the culprit of the
tree’s death suffers a truly horrible ending.

Among all the examples mentioned above, Mother of Mine (KBS2,2019) is the
series closest to the format, which is traditionally referred to as soap opera. It is a
long (108 episodes, 35-40 minutes each) leisurely narrative about an elderly woman
and her adult daughters. In the finale, the mother passes away, and her ashes are
buried under Guryari tree, with the daughters suddenly rushing to embrace the
trunk during an impromptu ceremony (Figure 5). As time passes, the women gather
at the tree again, sharing with each other—but also with the deceased mother—
their news. And their mother sits on the other side of the tree and listens to what
they say: the communication of the living with the deceased is visualized in the
most straightforward way, although the series has nothing to do with mysticism.
Both scenes bring to mind the connection of the image of a tree with the theme of
death and afterlife.

% What exactly is a mystery to the hero himself.

TIn K-dramas, there is a whole set of signals, easily recognizable by experienced viewers, indicating
the possibility of a romance between characters. And since The Best Hit is a comedy, the number of
signals that these two are doomed to fallin love with each other is brought to the point of absurdity.
Forinstance, the characters’ lips accidentally meet three times in a short time. And the tree, being a
traditional element of romantic scenes, is among such indicators.

% German Kim mentions the belief that “whoever cuts down a sacred tree that is more than three
hundred years old will inevitably die” (Kim, 2013, p. 342).
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Fig. 5. A still from Mother of Mine”

CONCLUSION

The serial image of a tree draws on traditional Korean beliefs, but treats them
quite freely, easily supplementing and even replacing them with new meanings. As
aresult, a tree in the world of South Korean TV series can perform quite a variety of
functions and appear in different contexts.

Forinstance,atree—especiallyaspopularandrecognizableasSeongheungsan
Love Tree—indicates a special zone in which the line between reality and magic
blurs, as does the line between the past and the present. In fact, by its very presence
in the frame, a tree takes off many questions about what is happening on the screen:
in this special zone, formal logic loses its position.

Another its function is to mark the end of a story as a whole or a separate
storyline. And in the latter case, communication with the viewer is particularly
evident: since this storyline has come to its denouement, viewers can concentrate
on the others.

Atree,among other things, becomes an element of visual rhetoric, allowing to
call for the viewers’ attention (a scene by the tree is unlikely to be passé) and appeal
to their experience and associations with other doramas. The mere appearance

» See the image source: https://doramatv.live/moia_samaia_krasivaia_na_svete_doch__A56ff/
series54 (14.08.2022).
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of the tree in the frame allows to create certain expectations—which can later be
confirmed or deflated, in whole or in part.

Finally, since Seongheungsan tree has been regularly appearing on screen
for almost 20 years, it has already become part of a personal past and personal
memories for regular viewers of Korean serials. This allows a serial tree to be
transformed into something “real,” gaining its own quasi-reality by separating itself
from the actual tree growing on Seongheungsan Mountain—or in the Georye-ri
Arboretum. And this inspires the viewers to perceive the very story as something
more real, too.

The recognizability and popularity of Seongheungsan tree entails another
consequence that affects the perception of other serial trees as well. Being localized
on the South Korean map but easily moving anywhere in the world of serials, the
tree thus becomes a point of intersection between two spaces, “our world” and “the
world of K-dramas”: a Faith fan visiting Seongheungsan Mountain is able to enter
Faith in an illusory way. Regardless of how many times this tree has been declared
sacred in various series, it has already gained secondary sacredness through its
involvement in the lives of many much-loved characters and has become an object
of pilgrimage.®

BBEJEHWE

HeocnabeBatowmii pocT NONyAspHOCTU OXHOKOPENCKMX cepuanos (Mnu
«[I0paM», KaK VX Yalle Ha3blBaloT PYCCKOSA3bIYHbIE MOKIOHHMKM) NPeacKkasyeMo
NpviBMEKaeT BHMMaHMe UCccneaoBaTenein Co BCero Mmnpa 1 K Kynstype Pecnybnn-
Ku Kopest — TpaauUVOHHOW 1 COBPEMEHHOM, 1 K OCOBEHHOCTAM peLenumum 3Tnx
Cepvanos 3puUTensMu U3 ApYrux CTPaH, v, pasyMeeTcs), K ceprianam Kak TakoBbiML,

% For instance, following the recommendations of TripAdvisor.com: https://www.tripadvisor.com/
Attraction_Review-g946498-d17739145-Reviews-Seongheungsan_Tree_of_Love-Buyeo_gun_
Chungcheongnam_do.html (10.08.2022). In fact, the above mentioned Koreandramaland website
is designed not only to satisfy the curiosity of K-drama fans, but also to help them plan an itinerary
before a trip. Fan tours of this kind are very popular in South Korea. For example, Winter Sonata
(KBS2, 2002) was one of the first South Korean series to win the love of the global audience, and
tourists still regularly come to the Nami Island, where several key episodes of this melodrama were
filmed (see: Yusriana et al., 2019).

! Tak, 3a Tprymdom «Mrpsl B kanbmapar Ha nnatdopme Netflix oceHbro 2021 1. npakTuyecku cpa-
3y e NocNefoBany nNepable CTaTby, NOCBALWEHHbIE STOMY Cepuarny, B TOM YUC/e — FOTOBHOCTY
VIHOCTPaHHBbIX 3puTeneil HeMeaneHHo nepeHnMaTh NpeacTaBeHHble B «Mrpe» Urpbl v KOCTIOMbI
(Siregar, Perangin Angin, Mono, 2021, p. 447-448).
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FOKHOKOpeCKMe cepriantl J0Ka3anm CBOO CIOCOBHOCTb HaXOAUTb OTKINK 1 Y f10-
MallHel ayauTopun, vy 3puTenei, BbIPOCIUUX B COBEPLIEHHO UHbIX KyNbTYpPHO-
MCTOPUYECKUX YCNOBUSX, MPUYEM HE TONBKO MHTPUIOBATH 3TOMO BHELHErO 3puTe-
Nt «3K30TUYHOCTbIO», HO BOB/IEKATb B U3y4eHME KOPEICKO KyNbTYpbl 1 UCTOPUK,
a TakKe a3blka. Bce 370 nobyxaaeT 06paTuTb 0c060e BHUMAHWE He TONbKO
Ha MX coflepwaHue 1 BU3yanoHoe oopMaeHne, He TOMbKO Ha HOXHOKOPeNCKMX
aKTepoB, HO W Ha NPUHLMMBI, MO KOTOPbIM CTPOUTCS TenenosecTsoBaHue. OaHa
M3 OTMEYeHHbIX 1CCeA0BaTeNsMU XapaKTepHbIX YepT KOpPeWCK1X cepuanos-o-
pam — 3TO UX «TMBPUAHOCTb»?, MO3BONSAOWAA FTAPMOHNYHO OObEAVHATbL BbICOKMIA
npodeccroHanbHbIi YPOBEHb, OTBEYAIOLMI BCEM MUPOBbLIM CTaHAapTaM, ro-
6anbHOro e ypoBHs GOPMaThl 1 XaHpbl Tenewoy (BNAoTs 40 CO3AaHWs NULEH3N-
OHHbIX afilanTalWii yCnelwHblx 3anafHblx CEpranoB) — C OTYETAMBO 3asBASIOUIMMM
0 cebe anemeHTaMu, NPEACTaBASHOLLMMU KOPEVCKYIO KyNbTYPY, KaK «BblCOKYI0», TaK
Y HapoaHyo. B HacToslel CTaTbe Mbl UCCNeayeM, Kak CnocobHo TpaHchopMupo-
BaTbCsl 3TO cOveTaHKe MobanbHOro 1 NOKaNbHOro, TPAAMLUMOHHOIO U COBPEMEH-
HOrO Ha NpUMepe OAHOro y3HaBaeMoro 0bpasa — CBAWEHHOMO UK «OCOBEHHO-
ro» fepesa. Hawa uens — BbIfBKUTL YHKLVK, KOTOPble 06pa3 iepesa BbiNoHsEeT
B DMKLVIOHANbHOM MU PEe CEPUanbHOTO NOBECTBOBAHMS.

MockonbKy 06BEKTOM WUCCNEA0BaHMs CTaHOBATCS CLeHbI U3 Tenecepuana,
06pa3 fepesa coveTaeT B cebe Kak YNCTO BMU3YabHYKO COCTABAAIOLLYIO (Mpuyem
B HEe BXOAAT U Camo AepeBo, 1 NaHawadT BOKPYr Hero, U To, Kak MMEHHO nepco-
HaXX1 B3aMMOAENCTBYIOT C AePEeBOM W C APYT C PYroM — Y lepeBa), Tak 1 Bepbanb-
Hyto. «/Tloboe 1n306paxeHrie NONNCEMUYHO; NOf COeM ero 03Havatolnx 3anera-
eT «MNaBakLlas Leno4Ka» 03Ha4yaeMblx; YNTaTelb MOXET CKOHLEHTPUPOBATLCS
Ha OfHUX O3HAYAEMbIX U He 0OPATUTh HUKAKOrO BHUMaHUs Ha apyrve» (bapT,
2015 c. 39), HO ecv B C/lydae O CTaTUYHbIM M306paxeHemM ConpoBOXAatoLLMNY
€ro TeKCT AaeT BO3MOXHOCTb XOTs Bbl 4aCTUYHOMO KOHTPOS 33 BOCMIPUATUEM YL-
TaTens, To B KMuHodunbMe v Tenecepuane TeKcT, byayuv B 6ONbLIMHCTBE CyYa-
€B He HaNOXEHHbIM Ha Kafpbl, @ MPOU3HECEHHbIM KeM-TMBO 113 MEPCOHANKEN UK
3aKafpOBbIM FONI0COM, BOCTIPUHMUMAETCS Kak HeyTo Bonee cybbekTuBHoe. K Tomy
e MOABWIKHBIN XapaKTep TenensobpaxeHus v 3aBeomMas ANTeNbHOCTb NoBe-
CTBOBaHUsl, obellatollast MHOXECTBO 6onee UK MeHee 3HaunTe/bHbIX nepeMeH
B KM3HUM repoeB 1 B MUPE BOKPYT HYiX, AenatoT moboe obbsiCHeHve, npunarato-
lieecs K npeAcTaBleHHOMY Ha dKpaHe 0ObeKTy (B Halem ciyvae — aepesy) AnLlb
BPEMEHHO PeNeBaHTHbIM, @ CTaTyC 06beKTa — NOTEHLMANbHO HENOCTOSHHbIM. [0-
3TOMY Cpeau Halux 3aday byayT 1 NccneaoBaHmne KOHTEKCTa, B KOTOPOM 1ePEeBO

2 CM. 0 rvbpuaHOCTV COBPEMEHHOW MOMYNSPHOI KynbTypHOW npoaykumun txHoi Kopew (Jung,
Paik, 2012, p. 201; Jin, Yoon, 2016, p. 1287), a Takke 0 HEOOXOAMMOCTH yAENUTb 60/bLLIE BHUMAHWS
YTOYHEHWIO 3TOro onpepenenus (Yoon, Kang, 2017, pp. 12-13; Loo, Loo, 2021, pp. 149-160).
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MOXET (hUryprpoBaTh, U 0COOEHHOCTU KOMMYHUKALMK CO 3pUTenem, npucyline
NOBECTBOBAHWI0, KOTOPOE OMUPAETCS Ha CUCTEMY YCTOSBLIMXCS 06pa30B. HOBM3-
Ha e 1ccnefoBaHuns 0byCNI0BNEHa TEM, YTO, HACKObKO HaM M3BECTHO, Npex/ae
06pa3 fepesa He CTaHOBU/ICA O6BLEKTOM 13ydeHUs B NOA0OHOM KOHTEKCTe 1 C No-
A0OHbBIMU LeNsMu.

CBALEHHOE AEPEBO B KOHTEKCTE KY/I5TYPHOW NCTOPUW KOPEW

0O6pa3s CBSLLEHHOrO 1AW NPOCTO «OCODEHHOrO» AepeBa, KOHEYHO e, pac-
NPOCTPaHeH BO BCEM MWpe, C APEBHENWNX BpeMeH W [0 Hawux gHel. Cpean
NPOYMX NPUPOAHBIX OOBEKTOB AEPeBbs BbIAENSIOTCS, B YaCTHOCTU, TeM, YTO
B WX OTHOLUEHMW OfHa W3 CTaHAAPTHbIX BUHAPHbBIX ONMO3NUNIA — OKUBOE-HEXM-
BOEe» — OYeBWAHbIM 06Pa30M YTpaunBaeT CBOK HeTKOCTb. [lepeBbs HENOABWIKHbI
1 6eCcnoBeCHbI, HO OHW «MUTPVIPYIOT U 3aCeNsHoT HOBbIE YYaCTKM UM MUCHe3atoT
C Apyrux. Bce oHM pacTyT 1 pa3BMBaOTCA B TeHEHVe AOBONBHO 4IUTENbHOIO Bpe-
MEHW ... HEKOTOpbIE iepeBbst COPaChIBAOT M OTPALLMBAIOT NIUCTbs (pereHepupytoT)
B 3aBMCMMOCTM OT ce30Ha. OHM TakoKe V3AatoT 3BYKM Ha BETPY, NOTpebnsioT Boay,
nnaBatoT U CABUAIOT CKasbl M KaMHW CBOVMMM pacTylLMMu KopHsmu» (Fahlander,
2016, p. 374). [lepeBo OAHOBPEMEHHO 1 B3aMMOAENCTBYET C HENOBEKOM, MONTY KaK
AVIKOe MNK floMallHee XUBOTHOE, U HeJOCTYMHO /1% B3aUMOAENCTBIUS Tak xe, Kak
YNOMSHYTbIE B LTATE KAMHWM 1 CKanbl. BOpoYeM, Kak 3T0 OCMbICSN0Ch Ha PaHHNUX
CTafusx pa3BuTHS YenoBeYeCTBa — MOXHO LWL CTPOUTL AOTafKU Pa3HOiA CTene-
HW 060CHOBaHHOCTY. Ho BOT npefAcTaBnsiolme 6onee No3agHve 3noxm BapraLmm
Ha TeMy f1lepeBbeB AEMOHCTPUPYIOT 6oraThiil 1 pa3HO0bpPa3HbI Habop CoXeTOB
0 [lepEeBbSAX M NIOAAX.

Co3nasas CBOIO «3010TYyI0 BeTBb», [hx. [bk. ®p3zep B obuiem psay BepoBa-
HWI, CBA3aHHbIX C AepeBbsMU, yNoMuHaeT 1 Kopeto — rae, cornacHo ®pasepy,
AEepeBbs pacCMaTPUBANNCH Kak MPUCTaHNLLe Ayl Atofei, yMepLnx B fOpore Uaw
OT YyMbl, @ TaKKe Ayl XEeHLWIMH, CKOHYaBWNXCS B poaax (Pp3sep, 2011, c. 127).
I xoTs cama naes obbeanHeHns B 0bWMI HappaTWB BbIPBAHHbIX U3 KyNbTYPHO-
MCTOPWYECKOro KOHTEKCTa (hparMeHTOB nereHd U MndOoB CO BCero CBeTa HbiHe
BOCMPUHUMAETCSH CKeNTUYECKHM, YNOMUHAHMe O Kopee HUKaK He MpOTUBOPEYUT
TpaaMUMOHHOMY BOCMPUSTUIO lePEBbEB B 3TOW CTPaHe.

K Havany XX B. Ha 3anage obopMmAasieTcs cTepeoTnnHoe npeacTaBneHune
0 XUTensx Kopelckoro nonyocTpoBa Kak o MofsX, KOTOPble «OLLyWaloT NOCTOSIH-
HYt0 HEOOXOAMMOCTb NOAAEPIKMBATL CBSA3b C NpUpoaoi» (Kosanbyyk, 2016, c. 60)
VI HaxoAATCS B AManore ¢ Heil — Kak B hopme BOCXBaNSIOWMX ee KpacoTy CTUXOB,
TaK ¥ B BUE NOKNOHEeHUs NPUPOAHbLIM 06bekTaM. Cpean NoJOOHbIX KOPENCKMX Ha-
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POAHbIX BEPOBAHUI 1 PUTYaN0B 3aMeTHOE MECTO 3aHMMaN0 NoYUTaHVe AePEeBbLEB,
B NEPBYIO 04epeb — BbICOKYIX, CTapbix, OAMHOKO CTosWwX. [. KM yKa3biBaeT, 4To
AepeBO MOINO ObITb 0OGBEKTOM NMOYUTAHUS 1 CaMO MO cebe, 1 Kak MecTo 0buTaHus
APEBECHOTO AyXa (MOKCUH), U KaK BMECTUANLLE «Pa3NINYHBIX AYXOB UV 1EMOHOB
(kBUCKH)»® (Kum, 2013, c. 341). Ha BETBM NOYMTAEMOrO AepeBa Belani NOCKyTKN,
CONOMEHHbIE XKTYTbl ¥ MENKME NPUHOLLEHNS, Y CTBOJA MO/ COOPYAW T KPYroBYHO
Hacbinb (KM, 2013, ¢. 342). Mpn 3TOM 3@ KOHKPETHbIMU [1epeBbsMU, Y CTBOMOB
KOTOPbIX MOIMANCH KPECTbsiHe WAV NMYTHWKK, BCTaBan 1 6onee CNoxHbIM 0bpa3:
«[lepeBbs, BblpacTaBLUVie U3 3eMHbIX HEAP M MPOCTMPABLUMECS BbICOKO B HEHO, 5B-
NSNUCh BEWECTBEHHbIM, 3pMMbIM CUMBOJIOM €AMHCTBa MUPaA, ONULETBOPEHKEM
XU3HEHHOW CUMbI 1 rapMOHUK. Kpome Toro, CTapble AepeBbs, HacYMTbIBaBWME
He OfHY COTHIO NeT, CUMBOMM3NPOBANN HEMPEPBIBHOCTb XKM3HU, UMKIUYHOCTb
CMEHbI MOKONEHWI 1 KX CBA3b» (KM, 2013, . 344). BaxkHyto ponb AepeBbs Urpanm
M B WAMaHCKMX NPaKTUKaX, B YaCTHOCTV — B puTyasne CTaHOBNEHMs WamMaHa (Hu-
KUTUHa, 1982, ¢. 303).

MocKonbKy penurnosHas ncrtopus Kopen npvisena k «byaamsaumm» (bon-
Tay, 2018, . 93) U HapOAHbIX PENVTMO3HbIX BO33PEHWA, U KyAbTypbl BoOOLLE,
B MUCbMEHHbIX TEKCTax 0bpas fepeBa 3a4acTyro HeceT Ha cebe OTneyaToK npu-
weawero 3 MHAMW y4eHUS — MOCKONbKY KaHOHMYeckas uctopus byaasl BKO-
4aeT B Cebs U «ApeBecHble» MOTUBBI. Tak, B «OCTaBLWMXCS CBEAEHMSX O Tpex ro-
cypapcTax» byaauiickoro moHaxa XllI B. VipéHa pacckasbiBaeTcs, B TOM Yuche, o
nereHfapHOM OCHOBaTeNe NePBOro KOPEMCKOro rocyaapcTaa — TaHryHe BaHrome®.
/1. KOHUEBMY BbICKa3bIBaN NPeAnonoxeHune, 4To CaMo ero 1Ms MOXeT MOHKMaTb-
s KaK «[0CNOANH CBSLLEHHOTO CaHAAN0BOro epesa» v «[OCNOAMH CBSALLEHHON
yepHoWt bepe3sbl» (KoHLeBWY, 1984, c. 183)°, a ero cTonmua — Acaans — No MHEHUIO
1. KoHLeBKMYa, BO3MOXHO, 06513aHa CBOMM Ha3BaHvieM byaanACKOMY CBALLIEHHOMY
aepeBy awBenTa (KoHueBmY, 1984, ¢. 189). CoBpeMeHHbIit nccneaoBaTenb, KCTaTy,
noaYepK1BaeT, YTo B OyaAMKCKMX pUTYyanax 1epeBo allBeliTa Hepa3pbiBHO CBSA3a-
HO He TOMbKO ¢ ByAA0N, HO 11 CO CMEPTbIO, @ TaKkKe YMepPLUMU 1 HEPOXAEHHbIMM
(Zotter, 2010, p. 343), 4TO, BEPOSTHO, XOPOLLIO COYETANOCh C BEPOI KOpelLieB B Ay-
XOB YMEPLIMX, KUBYLLNX B iePEBLSX.

Y VpéHa MOXHO HalTV He OfMH CIOXET, B KOTOPOM (DUTypUpyeT aepeso:
Ha BETBSX OAHOTO U3 HUX HAXOAAT 3010TON SWMK C XKMBbIM ManbYMKOM BHYTPU

> CneayeT yTOYHWTb, YTO C/IOBOM «KBUCUHY (MM <KBULLMHY) 0603HA4aeTCs He TONbKO BCEBO3MOX-
Hast <HEXNTb», HO B HOMee y3KoM CMbICe — NpK3pak, fAyX yMepLero, 3afepaBLniics B M1pe
KMBBIX.

4 JInyHble MMeHa MUDUNOTUYECKNX NEPCOHANKEN 1 UCTOPUYECKUX ML B CTATbE YKa3blBaloTCs
B TOM Bapu1aHTe, KOTOPbI UCNONb3YeTCs B akafeMr1YecKol nuTepaType, iMeHa nepcoHamel ce-
pUanoB — B BapMaHTe, NPUHATOM Y PYCCKOSA3bIYHbIX MOKNOHHUKOB KOPENCKIX 10paM.

> CornacHo apyroii Bepcumn mMuca oTel TaHryHa 6bin 6oxecTBoM bepessbl (Hockosa, 2015, ¢. 124).
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(VipéH, 2018, c. 242), nop apyrm (pa3HOBUAHOCTbIO KallTaHa) POXAAETCs yBaxa-
emblii byaavinckniA HacTaBHUK (MpéH, 2018, c. 671), Ha TpeTbe (nepcrKoBoe fe-
peBO) B3OMPAIOTCS W MPbITatoT BHWU3 OyAANCTbI-NOABVIKHNKM, NPEAaBasicCh TaknMm
06pa3om packasHuio (MpéH, 2018, c. 705). Ha Morvne eule ofHOro yBaxaemoro
HacTaBHMKa Cpa3y Mocne MOXOPOH «MOAHMMAETCS» COCHa — OPWEHTUP Ans Na-
NOMHKKOB (VIpéH, 2018, c. 706-707). EcTb y WMpéHa v pacckas o keape, KOTOPbii
NOXenTen nocne Toro, Kak Ha ero CTBOA BbIN0 NPUKPenIeHo CTUXOTBOPEHNE, No-
puLatollee NpasuTeNs CTPaHbl 32 NePEMEHYMBOCTb HPaBa®; Koraa e npasuTens,
BHSIB yNpeKaMm, 3arnafun CBO BUHY Nnepef No3ToM, Keap BHOBb oxun (MpéH, 2018,
c784).

MocKonbKy ByaaM3M, HECMOTPS Ha LUMPOKOe pPacnpoCcTpaHeHne 1 B Mpo-
WAOM, ¥ B HACTOSILLEM, HUKAK HE BbITECHSIET U3 MMPOBO33PEHMS YCNOBHOIO KO-
peiiua vaen 1 obpasbl MHOrO MPOUCXOXKAEHNS, 1EPEBO MOXHO BCTPETUTb HE TOMb-
KO B 4MCTO BYAAMINCKIX CloxeTax. [lepeBO MOXET OKa3aTbCst B OyKBabHOM CMbiC/e
06pa3omM, B KOTOPOM B MUP sBNsSieTCs BepxoBHOe boxecTBo (Na, 2003, p. 14), nnw
NPVHATL Ha cebs Kapy, KOTOPYIO BEPXOBHOE DOXECTBO NPUCYANIO0 APaKOHMXE UK
apakoHy (Riotto, 2021, pp. 170-171), MOTAO CNYKMUTb CUMBONIOM CeMbM (HUKNTUHA,
1982, c. 285, 287) nnun bnaronony4yHoro rocynapcTtaa, kak B «Oae o ipakoHax, neTs-
WMX K Heby» — nuTepaTypHOM NnaMaTHMKe XV B. (Opa o apakoHax, 2018, ¢. 38), koTo-
Pbl CO3AaH B COrNacun ¢ KOHMYLUMaHCKOW Tpaauumen. Moasoas NpOMEXYTOYHbIN
WMTOT, MOXHO CKa3aTb, 4TO 0Opa3 AepeBa OKa3bIBAETCS MOUCTVIHE BCEMPOHUKal0-
UMM, @ KOHTEKCTbI, B KOTOPbIX OHO MOSIBNSETCS — [OBOMIBHO PAa3HOOOPa3HbIMU.
MpryeM fepeBO He BCerda YAOBNETBOPSETCS MACCHBHOM POMbIO BO B3anMopaei-
CTBUY C NtoAbMU. W 3TO CO3Aa€eT OCHOBY N5 MHOXECTBA XYA0KECTBEHHbIX MHTEpP-
npeTauuin obpasa epeBa — B TOM YMC/e U B Tenecepunanax.

[EPEBO B KAJPE: XXI BEK

Hale BHUMaHKe byneT obpallleHo, pasyMeeTcs, He Ha toboe fepeBo, nona-
Aatolee B Kafp XXHOKOPEICKOro cepurana. 310 A0MKHO BbITb AePEBO, BO-MEPBbIX,
ABHO BbIAENAIOLLEECS CBOMM BHELIHUM BWAOM (04YeHb BbICOKOE, OYeHb CTapoe,
04YeHb KpacviBoe 1 T.A.), @ BO-BTOPbIX — CaMOW MOCTaHOBKOM CLEHbI MapKMpPO-

® M. HUKMTWHa nonaraeT, YTo NofABeLIeHHbI Ha AePEBO TEKCT «MepeBen Keap 13 KaTeropum sey-
HO3e/leHbIX jepeBbeB, HEMOABNACTHBIX XO4Y BPEMEHW, B KAaTErOPMIO IMCTBEHHDbIX, 3aBUCALYMX OT
CMeHbl BpemeH rofia» (HukuTuHa, 1982, ¢. 39). MoHATL peakumio kefpa Ha ynpeKn B HEMOCTOsH-
CTBe NO3BONAOT paccyxaeHus A. TpoLeBrY: OHa NPUBOAUT CPa3y YeTbipe NO3TUYECKMX LMTaThl,
NOCBSLLEHHbIX 0B6Pa3y COCHbI, KOTOPast, KaK BEYHO3ENEHOe [1ePEeBO, BbIMOMHANA elle ¥ DYHKLMIO
CVIMBONA <HAZI®KHOW NTMYHOCTUY (Tpouesuy, 2004, c. 111).
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BaHHOe Kak «0CObeHHOoe» (Korfa KaMepa HagoNro OCTaHaBNMBAETCS Ha fepeBe,
OHO MOKa3bIBAETCS C Pa3HbIX PaKypPCOB, CTAHOBUTCS KOMMO3MLUMOHHbIM LLEHTPOM
Kagpa). BHyTpY NOBECTBOBAHMS Yy TaKoro AepeBa MOXET ObiTb CTATYC «CBSLIEH-
Horo». Tak, B nponore cepunana 2007 r. «/lereHaa O YeTbipex CTpaxax HebecHoro
BNafblkn» (TenexkaHan MBC) cbiH HebecHoro 60)ecTBa v byayLLmin oTew, yrnomsiHy-
Toro Bhilwe TaHryHa BaHroma XBaHyH CriyckaeTcs ¢ Hebec Ha 3eMto psfoM CO CBS-
WeHHbIM aepeBoM’. B («XpoHukax Acpans» (TenekaHan tvN, Netflix, 2019), Bpems
AENCTBMS KOTOPBIX — NereHapHoe npownoe Kopeu, orpoMHoe cTapoe gepeso
C y3710BaTbIM CTBOJIOM SBNSETCS BAXKHOW YaCTbtO MEMEHHOrO CBATUAMLLA: Nepef
HUM TOPUT HEeyracMbliA OrOHb, NEPed HWM WCMONHAETCS CBSLLEHHbIA TaHel,
a Ha caMOM [1epeBe YKpbITa LeHHas penukeus. A B «CKazaHun o kymuxo»® (tvN,
2020) ecTb 3M130£ C y4acT1eM Ayxa AepeBa, MetoLLero obavK AeBoYKN. cTopus
ee nevanbHa — eBOYKa-Ayx xoTena bbl NOKMHYTH CBOE AEPEBO 11 OCTPOB, Ha KOTO-
POM OHO PacTeT, Kak 3TO JaBHO YKe Cienany apyrvie OCTPOBHble Ayxu. Ho Aepeso
ee 0OBUTO 3arOBOPEHHOW BEPEBKOK, HE MO3BONSIOWIEN AYXY YAANUTBCS, U CHATb
3Ty BepeBKY CMOCOOHbI TONBKO YeNoBeYecKne pykn. HEKOTOPYHO CBS3b C AepeBOM
0OHapy)KMBaET W 3arnaBHbli repoli — 060POTEHb-KYMMXO; B AaNeKOM MpPOLIOM
OH b1 TOPHbBIM [IyXOM, 1 B OOMbLIMHCTBE CLIeH 13 3TOrO NMepuoaa ero Kn3Hu repoi
HEe OTXOAWT laneKo OT CTaporo AepeBsa C TONCTbIM CTBONOM (Puc. 1).

Puc. 1. Kagp u3 ceprana «CkasaHue 0 KyMUxo»°’

" [lepeBo M306paeHOo C NOMOLLbIO KOMMbIOTEPHON rPadVKK; MOKa3aHHbIV e B YCKOPEHHOM TeM-
ne NPOLEecC ero WKU3HW» 1 «yMUPaHUs (OHO CTAHOBWTCS TPYX/ISBbIM 1 Pa3BanvBaeTCs) NCMob-
3yeTcs, YToObl MOKa3aTh, CKOMbKO BPEMEHW MPOLLNO MEX/Y MPOAOrOM W OCHOBHbIM A€CTBUEM
cepvana.

& B Poccuu cepunan TpaHCAMPOBancs Ha TenekaHane TB-3 nog Ha3BaHueM «/IcTopus AeBSTUXBO-
CTOro nncan.

° VicTouHmKk n3obpaxerns: URL: https://doramatv.live/skazanie_o_kumiho/series2 ( nata o6pa-
eHms 14.08.2022)
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[lepeBO MOXeT HaxoAuTbCs B MPOCTPaHCTBE, KOTOpoe NMbO OTHOCUTCS
K MUPY MEpPTBbIX, NMBO ABNAETCS «NPUCTPONKOM»® K MUPY XMBbIX. B «CKazaHum
O KyMMXO» YMOMWHAeTCs (XOTs M He BU3yanusupyeTcs) AepeBo, KOTOpoe KO-
6bl TONBKO YTO NOAMBAN NPUBPATHUK pekn Camao (OTAeNSHOWEN MUP KUBbLIX OT
Mupa MepTBbIx)!L. A B «OTene aenb flyHa» (tvN, 2019) BaxHas dyHKLUMS BO3NOKEHA
Ha gepeBoY, pacTyllee B cafy OTeNs, B KOTOPOM 3aAepxaBlinecs B MUpe Moaei
NpY3paKun JOXMAAKTCS OTNPaBKKM Ha TOT CBET. Y 3TOro flepeBa ecTb 0cobast CBS3b
C XO35MKOV OTens — OHO YAEepPXKMBAeT YefloBeKa B COCTOSIHUM MEXY KM3HbIO
M CMepTbio, Hafenss O4HOBPEMEHHO CBOMCTBAMM U Ayxa, U XMBOTO CYLLECTBa,
v pearnpys Ha fyleBHOe COCTOsIHME repoviHi. [1oKa OHa olyliaeT cebs «3acTpsi-
el BO BpEMEHW», 1ePEBO OCTAETCS CYXMM U BE3KM3HEHHBIM, HO Ha MPobyaeH e
3IMOLMIA Y KEHWMHbI AEPEBO OTKINKAETCS MOSBAEHVIEM TMCTBbI U LIBETOB — 1 Bpe-
M$ 1N TEPOUHU NPYIXOAWT B ABVIKEHNE.

[lepeBo, onpefeneHHo pacTyllee B MUPE KIBbIX, TaKKe MOXET ObITb CBS-
3aHO C TeMOI CMepTUM 1 NMOCMEPTHOTO CYLLECTBOBAHMS. B cCOBpeMeHHOM (h3aHTe3M
«XBatoru» (nnu «Kopeiickas Ogncces»; tvN, Netflix, 2017-2018) 6onbluoe aepeso
pOCNO PSAOM CO WKOMON, B KOTOPYIO XOAMa B IETCTBE rMaBHas repouHs, U Nog
3TUM [€PEBOM OHa YyTb He CTana XKepTBOW CMpsTaBLerocs B BETBSX Npr3paka
WKONbHULBI — HO [1€BOYKY cnac Aobpbivi ayx ee ymepuiel 6abylikm. A B «Hukar-
CKOW nuLyLer MalwvHke» (tvN, 2017), 3HaunTenbHas 4acTb AEVCTBUS KOTOPOW
oTHocuTCs K 1930-M, Koraa Kopes 6bina OKKynnpoBaHa AnoHmel, nog AepeBbimy
BCTPEYaAKOT CMEPTb repoli U repoVIHS 3TOM CIOXETHON MHUM — Y4aCTHUKM COMpPO-
TuBNeHvs. YTobbl M36exaTh apecTa, repoil CoBeplaeT caMmoybuincTBO Nofa MepT-
BbIM AEPEBOM — CYXVIM, INLUEHHBIM AAXe KOPbl. [EPOUHS e yMUpaeT y Aepera
XMBOTO, HO Ha4aBLUIEro 3acbixaTb', MpUYeM nepeq CMepThio Nof 3TVM AepeBOM
y Hee NPoVCXoANT Pa3roBOP TO N C MPUBUAEBLIMMCS el MOKOWHbIM repoem, TO
C ero Npr3pakom.

PasymeeTcs, NOsIBNEHVE AepeBa B Kafpe 13 KOPencKoro cepunana Heobsiza-
TEe/IbHO COMPSHKEHO C TEMOW CaKpanbHOro, CBEPXbECTECTBEHHOMO WMAW CO CMep-
Thio. Tak, B «CKa3aHMK O KyMKXO» MOXHO 3aMeTUTb TOT xe CaMblil NaHawadT 1 To

100 nofoBHbIX «NPUCTPOVIKaX», MPOCTPAHCTBAX, JONONHSIOLMX MIP NN KaK XapakTepHol Yep-
Te OpraH/3almny NPOCTPAHCTBA B FOXHOKOPECKOM cepransHOM 3HTE3M CM. Halwy cTaTbio 2020 T.
(Tapacoea, 2020, c. 70-98).

L B OpWrMHanbHOM Bepcumn cepuana cnosa NpyYBPaTHYKA COMPOBOXAAIOTCS TUTPaMK, Mosic-
HAOLMMK, YTO peyb AT O Aepese B NpefABepui LLapCcTBa MEPTBbIX, KOTOPOE, COrnacHo byf-
AWVCKOI TPagnLyK, NO3BONSET OLEHUTb THKECTb FPEXOB yMepLIero no Becy ero noseLleHHoN Ha
BETKY OAEX/pbI.

12 B 3TOM CNyvae AepeBo B Kafipe MosiBNSETCS, U He pas, HO OHO ByTaopCcKoe — 3TO YacTb fieKo-
paLWy B CbeMOYHOM NaBKNbOHe.

13 Paznuyvie Mexay AepeBbsiMU MOXET ObITb HECy4YalHbIM: €CIU CMEePTb IOHOWM He MOAIeXUT
HIKaKOMY COMHEHMIO, TO BO BTOPOM Cllydae 3puTento, CKopee, NpeanaraeTcs CAenatb BbIBOA O
TOM, YTO [ieBYLUKa TOXe yMepha.
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e camoe f1epeBo, YTO U B CLIEHE CMEPTU rePOMHY «HMKarckoi nuuyuier MalinH-
K. OfiHaKo B «CkasaHum» 310 1epeBo — He bonee Yem YacTb hoHa AN 40BONbHO
6e33a60THOTO 3M130/1a, B KOTOPOM IMaBHbI repoI y4WUT CBOETO ManeHbKoro bpa-
Ta 06pallaThCs C OPYIKUEM.

[EPEBO J1FOEBW COHXbIHCAH

KOHTEKCTbI, B KOTOPbIX MOXET hUrypnpoBaTh «0CObeHHOEe» 1epeBo Mbl Aa-
nee byfem paccMaTpMBaTh Ha MpUMepe KOHKPETHOro «nepcoHaxa» — 400-neT-
HEero fiepesa M3 CeMeincTBa BA30BbIX™, KOTOPOe BO3BbIWAETCs Ha rope COHXbIH
B NpoBuHUWK Tyé. Ha nonynspHoM MHTepHeT-pecypce koreandramaland.com,
NOCBSLEHHOM CbEMOYHbIM NOKALMSM, «MOCNYKHOM CNUCOK» 3TOrO AepeBa (OHO
3HaYMTCs TaM Kak «/lepeso /lobsu CoHxbiHCaH» (Puc. 2%%) BkntovaeT B cebs 21 Ha-
3BaHKe.

Puc. 2. lepeBo /10681 CoHxbiHCaH Ha caiiTe Korean Dramaland®®

Mpuyem CCOK 3TOT HEMOMOH — B HEM, K PUMepY, OTCYTCTBYIOT 1 «Heobbiy-
HbIl agBokaT Y Er Y» (Tenexanan ENA, 2022), NoKas KOTOPOro elje He 3aBepLnics
BO BpeMs HanucaHus 3TOM CTaTbW, U, MO-BUAVIMOMY, Camblii PaHHWIA cepuan, oaHa

¥ 3enbkBa (MY A3€1bKBa) AMOHCKas.

1 MponcxoxaeHe 3Toro HassaHust 0GbSICHAETCS NO-Pa3HOMY: Kak NpeanonaraeMbiM CXOACTBOM
04epTaHUii KpOHbI IEPEBa C CEPEYKOM, TaK 1 TEM, 4TO BMEPBbIE 3TO IEPEBO NOABUIOCH Ha Tene-
3KpaHax B 3anOMUHAIOLLENCH NMPUYECKON CLEHE 13 YNIOMSAHYTOrO YyTb HIbke cepuana «MecHb Co
[loHa». B niobomM cnyvae HasBaHWe 3TO MOXHO OMpeaentTb Kak OTHOCKUTENbHO HefaBHee U He
MMetoLLiee NPSIMOV CBA3M C TPAAMLMOHHbIMY KOPEVCKIUMMN BEPOBAHWSIMU.

% YctoyHnk m3obpaxerns: URL: https://koreandramaland.com/listings/mt-seongheungsan-
love-tree-%ec%84%b1%ed%9d%a5%ec%82%b0-%ec%82%ac%eb%9e%91%eb%82%98%eb
%ac%b4/ (nata obpatieHms 11.08.2022).
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13 CLeH KOTOPOTO pa3BopavmBanach nog 3tum agepeBom — «lecHb Co [JoHa» 2005 1.
(TenekaHan SBS). YNoMMHaHMs 3TOTO epeBa MOXHO HalWTW U Ha TyPUCTUHECKIX
caiiTax, rie OHO peKOMeHAYeTCs He TONbKO Paau OTKPbIBAOWErocs OT Hero Buaa
Ha ropbl AW PyWMH CTapuHHOM KpenocTn fapumcoH (VI B.) Henoganeky oT Hero —
NpVBNEKaTeNbHOCTb 3TOM0 MecTa [N MHOCTPaHHbIX rOCTel B NMepByo oYepedb
CBSI3bIBAETCS C MHOTONETHel «Kapbepoii» iepeBa B Tenecepuanax.

MpriMeyaTenbHO, YTO Ha NMepBbIX MOPax 3TO iepeBo UryprpoBano B cepra-
Nax NCTopmYyecKmx: 310 Kacaetcs u «MecHu Co [loHar, n aByx gopam 2008 . — «Mnb
ru Ma» (SBS) 1 «CewxoHa Bennkoro» (TenekaHansl KBS2, KBS1). B «CewxoHe Be-
NIVKOM> (3arNaBHbIVi repoi KOTOPOTo — ef1Ba N HE CaMblil MOYUTAEMbI rOCyAaphb
B KOPECKOW UCTOPWN) AEPEBO NOSBAAETCS B NOCAEAHNE MUHYTbI 3aKNHOYNTENb-
HOW cepui. Hv NpsiMbIX HAMEKOB Ha CaKpanbHOCTb 3TOMO MeCTa, Hi, TeM bonee, po-
MaHTMYECKUX HOTOK B 3TOW CLieHe HeT. Mof aepeBoM UrpatoT AeTut!, Mexay HUMK
BO3HMKaET 6bIN0 CCOpa, HO NoAoWeaALniA K HUM CemKoH MUPUT IeTEN, a 3aTeM OT-
XOAWT B CTOPOHY, NOf CaMOe AePEBO, U, OTBEPHYBLUVCH OT KaMepsbl, MOrpyxaeTcs
B CO3epLiaHvie B1aa, B TO BPEMSs KaK ero CnyTHUK 0O bSCHSET eTsAM, 4TO 3TO CaMbilit
BENMKMI YenoBeK Ha ceTe. TakuM 06pa3om, iepeBo TpebyeTcs B 6onblieii cTene-
HU N5 CO30aHUS BbIPa3UTeNbHbIX MUHANBHBIX KaAPOB: 3HAYMa 3AeCh B NMEPBYHO
ovepenb nepcoHa CeMKoHa, a AepeBo obecnevnBaeT ein AOCTOMHOE BU3yanbHoe
COMNpOBOXeHMe.

C nepeBoM COHXbIHCAH CBS3aHbl ABe KN0YeBbIE CLEHbI B DUHANBHOW cepuy
4ype3BblYaliHO NonynspHoro B Mupe cepvana «Bepa» (SBS, 2012; B 0bcyaeHnsx
MOKNOHHVIKOB IOXHOKOPEWCKUX CepuanoB camo [epeBO HepeaKo YNoMUHAEeTCs
KaK «f1epeBo 13 “Bepbl”»). B nepBOWi U3 HUX reponHs, NyTewecTBeHHMLa BO Bpeme-
HW, NONaBLIas U3 Halwux aHen B XIV B., CTAaHOBUTCS CBUAETENbHULEN NOPaXKeHUs
cBOero Bo3ntobneHHoro Yxse EHa'® B noeamHKe ¢ aHTaroHUMCToM. Cama reponHs
nocne 3TOro BbIHYXAEHHO BO3BPALLAeTCs B CBOE BPeMs, OCO3HAET, 4TO bonblue
He OlyulaeT ero no-HacTosLleMy CBOUM, ienaeT HECKOSbKO HeyaauHbiX nombl-
TOK BEPHYTLCS B MPOLW/IOE W, HAKOHeL, AOCTUraeT ycrexa — He TOMbKO nonagaet
B HY)KHbIVI XDOHONOTMYECKNIA OTPE30K, HO 1 6NAronony4Ho BCTPEYAETCS C BbKIB-
WMM nocne noeanHKa Yxse EHoM. BcTpeda repoes nponcxoanT nof Bee TeM xe ae-
PEBOM; 3TO AOBOMILHO TUMWYHAS /15 FOKHOKOPECKOTro ceprana 04eHb KopoTKast
beccnoBecHas cleHa, nepexofsilas B CTOMN-Kagp, Tak YTO AepeBO — CBUAETENb
VI pasnyKu, 1 BOCCOEAMHEHNS repoeB — NpU3BaHo, BUAMMO, BOCMOAHUTL 3Ty na-
KOHUYHOCTb.

«McTuTens B Macke» (KBS2), Toxe Bblweawnii B 2012 1., pacCKa3biBaeT O Bbl-
MbILUJIEHHOM repoe CONMpPOTUBNEHNS B MEPUOL AMOHCKOI OKKyMaLUmm, HO B MepBbIX

" Mpryem 1rpa 1x cBsi3aHa ¢ 3ay4rBaHeM Kopeckoro andasuTa, NosiBNEHKE KOTOPOTo CHMTaeT-
Csl OfLHUM 13 CaMbIX BaXKHbIX JOCTWKeHWI CepkoHa.
18 370, KCTATU, UCTOPUYECKOE NNLLO, BbIAAIOWMIACS BOEHAYANbHUK.
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Cepuisix repoii 3TOro NoBecTBOBaHMs, Kopeell /I KaH To, npeacTaeT nepeq 3pu-
TensmMu KonnabopaunMoHNCTOM, KOTOPbIV AenaeT Kapbepy B ANOHCKON NOANLMN.
Yepena fpaMaTnYeCKNX CODBITUI 3aCTaBNSET ero pafnKanbHO NepeMeHnTb CBOK
B3MNS/bl, 1 NEPENOMHbI MOMEHT He 0bxoanTcs 6e3 aepeBa COHXbIHCAH. B 3TN
cueHe KaH To, yxe He B hopMe NOMLENCKOrO U He B MY)KCKOM KOCTHOMe 3anaf-
Horo 06pasua’®, Ho ofeThlit B 6enblii XaHHOKY, HeKOTOpOe BPeMs CTOWT Y [1ePeBa,
MAAs BHU3, HA CTOAWLY, 3aTeM MeAeHHO HafBMraeT Ha IMLOo Macky (M3 apceHa-
Na KOpewcKoro HapofaHOro TeaTpa), CaauTCs Ha KOHS 1 yexaeT. [Ans pa3suTus
CloXeTa 3Ta 10BOJIbHO MPOAOMKMTENbHAS CLieHa He MMEET HUKAKOro CMbIcna, 60o-
nee TOro — OHa abcypaHa, NOCKONbKY repost \Ke PasbiCKMUBAET MONNLMS, U CTOSTb
cpefb H6ena fHs Ha OTKPLITOM MecCTe Hemnoganeky OT ropoAa Kak MUHUMYM O4eHb
HEepa3yMHO C ero CTOPOHbI. HO y 3TOro 3MM304a BaxHOe CUMBOMMYECKOe 3HayYe-
HUe: OH 3HaMeHyeT cobol OKOHYaTenbHoe nepepoxaerune repos. [o atoro Kan
To yxe Cy4anoch BbICTyNaTh B pONW MCTUTENS B MAacKe, HO 3a ero AeliCTBUSMY
CTOSNM INYHbIE MOTVBbI; C 3TOTO MOMEHTA MCTUTb repoli ByaeT He 3a cebs 1 CBOMX
6113KKX, a 3a CBOM Hapoa. M aepeBo COHXbIHCAH, Y KOTOporo K 2012 r. yxe cno-
XUnack onpefeneHHas penyTaums B cepuanbHbix NOBECTBOBAHMSX, CTAHOBMUTCS
HEOBXOAVMbIM 3NEMEHTOM 3TOWN CUMBOINMYECKON CLEHbI.

B nocnepytouyme rofsl 4epeBo He pas nosiBASETCS B 3M1304aX IMPUHECKOro
XapakTepa — Mof HAM MPOUCXOANT TO M NOAMNHHAS, TO v BOObpaXaemas repou-
Hel cLieHa ee BOCCOeAMHEH VS C POoNnaBLWmM 6e3 BeCTU BO3M1100N1EHHbIM-BaMMNPOM
B (D3HTE3M «YUeHbIl, rynsatowmii Houbto» (Tenekanan MBC, 2015), noa HUM 3apoXx-
[atoTCs YYBCTBA MeX[Iy NepCcoHaxaMmn UCTOPUYECKOro ceprana «Mos cTpaHa —
HoBas anoxa» (TenekaHan JTBC, 2019), Ha ero oHe BCTpeyvaroTcs U NpuxoaaT
K NPUMUPEHWIO repon POMaHTUYECKON Komeammn «A He poboT» (MBC, 2017-
2018) — Halwm coBpeMeHHNKI. C ApYroi CTOPOHbI, AePEBO MOXET MapKMPOBAaThL CO-
6010 1 CLieHY, pacCKasblBatoLLyO O 4yBCTBAX APYKECKMX U POACTBEHHbBIX — B flane-
KOM NPOLIAOM raBHas repounHs «OTens aens /lyHa» noceujana gepeo COHxXbIHCAH
¥ C BO3M0BNEHHbIM (KOTOPbIV K TOMY e OCTaBAsAN Ha BETKE 3HaK, NPU3blBatoLLMIA
FePOVHIO YBUAETLCS C HUM YXKE B APYrOM MeCTe), U C Topsvo NoBUMbIM Ha3BaHbIM
H6paToM (KOTOpbIV CyNnun NOCTPOUTL M3 3TOMO AepeBa A0M fins Hee). B nctopumye-
cKoM e «KopoHoBaHHOM WwyTe» (tvN, 2019) xeHe npaBuTens paspellatoT TaHo
YBMAETLCSA M MOMPOLLATHCS COTLOM, KOTOPbIA 06bsIBNEH U3MEHHUKOM 1 OTMpaBeH
B CCbI/IKY, ¥ X 3MOLIMOHaMbHAs BCTPeYa Takke NpoucxoanTy aepesa. MoTvB Maru-

19 KoTopblil OH 00bIYHO HOCKT, ByAy4M He Ha Cyxbe.

' Ha3BaHKe HaUMOoHaNbHOrO KOPEMCKOro KOCTIoMa.

“ MpumeyaTenbHo, 4To 00pas MCTUTeNs — XaHOOK, Macka, KOHb, ANHHAsS MeTannuyeckas dnen-
Ta, KOTOPYIO OH UCMONbB3YET KaK OPY)KNE — B KAKOM-TO CMbIC/IE U BHE BPEMEHW, 1 CUMBONM3UPYET
CODO0I BCIO KOPEMCKYI0 MCTOPUMIO 1 HAaLMOHaNbHYI0 KynsTypy. Tak 410 400-neTHee 4epeBo NOrMyHO
BMWCHIBAETCS B ITOT KOHTEKCT.
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4eckoro NMB0O CakpanbHOro TOXe He 3abbIT — B cepuane «ponasline 6e3 BecTu:
3a rpaHbto» (TenekaHan OCN, 2020) copBaBLIMIACS B HOYHOW TEMHOTE CO CKabl
repoi He TONbKO cnaceH Gnaropaps Aepesy (OH MOBMCAET Ha ero BeTBsX), HO
1 obpeTaeT Nocae 3Toro CNOCOBHOCTb BUAETh AYLWIN YMepLLIX.

MoapobHO ONUChIBATb BCE MY BONBLIMHCTBO CLEH, B KOTOPbIX MPUCYTCTBY-
eT nepeBo COHxbIHCaH, 6610 Bbl M3NULIHE, HO BCE Xe elle ABa Cyyast 3aCnywu-
BatoT 6onee NpuCTanbHOroO BHWMaHUS. Bo-nepsbix, 370 «MucTnyeckoin bap Ha
konecax» 2020 r. (JTBS), haHTe3M, AEACTBIE KOTOPOrO OTHOCKUTCS KaK K HalnM
AHSIM, TaK Vi K CDeIHEBEKOBbIO — TYT ePEBO He TONbKO UMEeT CTATYC CBSLLEHHOTO,
bonee TOro — HageneHHoro 0Cobol CUON, TaK YTO aXe MaTb HacleaHKa npe-
CTONa NPUXOAWT K HEMY MOMUTBCS O 3A0POBbe ChiHa. OHO elle v 0bnafaeT aywon,
¥ 3Ta Aylia cnocobHa NOKMHY T epeBO (MoCne Yero OHO YyMUPaeT), 1 BO3POANTbLCS
B BW/E XMBOTO CYLIECTBA, CMBLUUCH C AYLWION YeN0BEYECKOW: OfNH 13 LieHTpanb-
HbIX MEPCOHAXEN cepuana ABASETC YaCTUYHON PevHKapHaLuWeh CBSLEeHHOro
pepesa. 06uaa, HeKkorna HaHeceHHas AepeBy reponHen? — BaXHbI CIOXETOO-
Hpasylolnii 3NeMeHT 3TOro cepvana, a caMo OHO KaKk HuKorga npubnusunnoch
K MpeBpalleHuio 13 NacCMBHOMO M HE3MONBHOMO CBUAETENs MPOMCXOAsUlero
B NONHOLEHHOE [eNCTRYIOLLEe NNLIO.

«HeobbluHbIn apnsoKkaT Y EH Y» K xaHpy M3HTE3U OTHOWEHNUS HEe MMeeT,
v nepeBo COHXbIHCAH B HEM CMepBa UCMONHSET Nnlb YHKUMIO CUMBOMYECKOrO
LleHTpa HebOoNbLIOTO CeneHns, APYKHOM 0BLLVHE KOTOPOTO YrPOXaeT ONacHOCTb.
Yepes ceneHne AOMKHO NPOATU CKOPOCTHOE WOCCe, Pafmn KOTOPOro YacTb OMOB
ByneT cHeceHa, CaMo ceneHvie — ByKBanbHO pa3pesaHo Ha [1Be NOA0BUHbI, a fle-
PeBO, Yy KOTOPOTO XUTEV NMOKONEHWSMI COBUPANKCh MO BCEBO3MOXHbBIM NOBO-
aaMm — cpybneHo. Ho 3atem gepeBo 13 06beKTa 3alinTbl CO CTOPOHbI XUTeNein
Y NPY3BaHHbLIX UMW Ha MOMOLLb IOPUCTOB CaMO NPeBpallaeTcs B cnacutens ob-
UWWHbl — OHO ODMLMANBHO NPU3HAETCS NPUPOAHBIM NAMATHUKOM, 4TO NPENOAHO-
CUTCS KaK HeNpeofoMMoe NPenaTCTBMeE Ans CTPOMTENbCTBA LOCCE MO NPeXHeMy
NPOEKTY.

OTaenbHO CNefyeT OCTaHOBUTHCS U Ha TOM, KaK ONpeaensieTcs MeCTOHaxXox-
[eHVie ilepeBa Ha KapTe CTpaHbl, U Kakue TpaHchopMaLvn npeTepnesaeT B cepua-
Nax oKpy®atoLwuii aepeso naHawadbT. XenaroLmm NoCeTUTb 3Ty ChbEMOYHYIO N0Ka-
LM COOBLLAETCS, YTO OT CTONNLBI [0 HEE — OKOMIO TPEX C MONOBMHOM 4ACcoB e3Mbl.
B «Y4eHOM, rynsiolem Houbto» repouHsl, He 0bafatollast CBePXbeCTeCTBEHHbIMY
CNOCOBHOCTAMM, NELKOM NPUXOAUT K Hemy 13 Ceyna (TouHee, U3 XaHsaHa, KaK Ha-

22 Bbilwe 6erno ynoMmHan1ch WwaMaHcKme NpaKTyKiW, OfiHa U3 KOTOPbIX MoApasyMeBaeT puTyass-
HOE nofBeLnBaHme byayLiero WamaHa Ha AepeBo. 3AeCh e 3TOT 06PsiA NPeACTAET B MICKAKEHHOM
BYfIe — MOIOfleHbKas HauMHaloLWas LWaMaHKa, cynTatollas cebst 0bMaHyTow 1 6pOLEHHOM BO3/HO-
61eHHbBIM, CBOAUT CHETHI CXKN3HBIO, BEWAsICh Ha BETKe flepesa v ybuBasi, Taknm 06pasom, 1 cebs, v
[€PEBO, V1 CBOEI0 HEPOXAEHHOTO pebeHKa, C AyWol KOTOPOTo 1 CIMBAETCS fiyLla Aepesa.
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3bIBaCs ropof BO BpeMeHa AeNCTBUS ceprnana®) — Takum 0b6pa3omM, OHO nome-
LeHo coBceM 6M3KO OT ropoda. TOYHO TaKkke NelKoM Ao Hero gobupaertcs 13
XaHsiHa-Ceyna toHas reponHs «Muctnyeckoro bapar, v B «McTutene B Macke» oHO
Kak 6yaTo Hbl PACTET PAAOM CO CTOAMLEN. Kaapbl C AepeBOM Ha Kpato 06pbIBUCTO-
o CKJIOHa NMPeKpacHO OMO3HAKTCS U B cepuanax, v Ha TYPUCTUYECKMX CHUMKaX,
HO C NOMOLLbIO AeKopaLWin, pakypca, KOMOMHUPOBAHHBIX CbEMOK 1 KOMMbOTEp-
HOW rpatuKK B 3TOT Y3HABAEMbIN B MOXHO BHECTU CYLLECTBEHHbIE M3MEHEH NS,
B 60MbWWHCTBE ceprianbHbIX CLEeH nepef 1epeBoM — [0CTaTOYHO OBWMPHBbIN
POBHbI Y4aCTOK 3eMAV, 3apOCLUMIA TPABOK, a Cpa3y 3a HUM — MyboKas aonuHa.
OpaHako, Korga repoii cepunana «Mponaswne 6e3 BECTH: 3@ rpaHblo» NPUXOAUT K
crnacuwemy ero AepeBy Nnpu cBeTe AHS, NPSIMO Haf HVM OTBECHO BO3BbILIAETCS Ta
camasi CKana, C KOTOpOWi repoit CBanuncs Houbto (Puc. 3 1 4).

Puc. 3. Kagp 13 cepuana «<Muctuyeckuii bap Ha konecax»*

Puc. 4. lepeBo CoHxbIHCaH B cepuane «[ponasluve 6e3 BeCTU: 3a FpaHbio»?

% Bropas nonosuHa XVIII ..

# NcTouHMK n3obpaxenns: URL: https://doramatv.live/misticheskii_bar_na_kolesah__A339d2/
series] (naTa obpauieHns 14.08.2022)

» VictouHnk mnsobparerns: URL: https://doramatv.live/propavshie_bez_vesti__oni_byli_tam/
series] (naTa obpauieHns 14.08.2022)

HAYKA TENEBUAEHUA 18 (3), 2022 71 THE ART AND SCIENCE OF TELEVISION


http://doramatv.live/misticheskii_bar_na_kolesah__A339d2/series1
http://doramatv.live/misticheskii_bar_na_kolesah__A339d2/series1
http://doramatv.live/propavshie_bez_vesti__oni_byli_tam/series1
http://doramatv.live/propavshie_bez_vesti__oni_byli_tam/series1

A B «HeobbiyHOM apBokaTe Y EH Y» 5TO AepeBo HaxoauTCa Ha HEBLICOKOM,
HO KPYTOM XONIMUKE NMPAMO NOCPEAN CeNeHns, TaK YTO KpbilW KW AOMOB NOACTYNAtOT
K CaMOMy CTBONY, BUf e OT lepeBa OTKPbIBAETCS He Ha ryboKyto 40NMHY, 3apoc-
YO AePEBBAMU, @ Ha YCbIMAHHYIO JOMaMMN HU3MHY.

C apyrovi CTOPOHBI, AePeBO OAHOBPEMEHHO NPeACTaET 1 B Ka4eCTBe CBOETO
pofa KOHCTaHTbl — XPOHONOMMYECKN 3MN304bl, B KOTOPBIX OHO 3a[e/CTBOBAHO,
MOTYT OTHOCUTBCA U K XXI B., 1 K 04eHb OTAANEHHOMY MPOLWIOMY, HO BN CaMUX
CTBOMA 1 KPOHbI, Pa3yMeeTCsl, CePbe3HbIX U3MEHEHUI He NpeTepneBaeT — Cepu-
anbHoe AepeBo «pearnpyeT» Ha BpeMsi rofa (0CeHbio NUCTBA XenTeeT, 3UMol —
obneTaeT), HO HEMOABNACTHO CTONETUAM®, He NPYBSA3aHHOE HU K KOHKPETHOW
TOYKe Ha rope COHXbIH, HN K KOHKPETHOMY BPEMEHW, B CEPMANTbHOM MUPE 3TO fJe-
PEBO MOXET CYLLECTBOBATb «BE3[e» U «BCerfar.

[JEPEBO KOPEPU

[lepeBo COHXbIHCAH BO MHOTOM YHWKaNbHO, HO B MOCNEAHNE oAbl B OXHO-
KOperCKMX cepranax nosiBNSeTCs elle OAHO y3HaBaeMoe [jepeBo, XOTs ero cepu-
anbHas Kapbepa noka f0BOIbHO CKPOMHa. ITO AepeBo NprMeYaTenbHO B NepBYyio
o4epefb TONCTbIM, MPUYYAAVBOM POPMbI CTBOAOM. /1 pacnonomeHo oHO B KMBO-
MYCHOM MeCTe, B ileHapapun Kopepn B NpoBUHLMK KaHBOH.

B KomepawnitHo-thaHTacTuyeckoM cepuane 2017 . «/lydqwnii xut» (KBS2) 61u3
3TOro AepeBa B 1994 1. 6611 0bHapyxeH bpoLieHHbI aBTOMOOUAL Nponasiiero 6e3
BECTM MOMIOOrO NeBlLia — BOCXOAsLLel 3Be3abl x1n-xona. Ha doHe fepesa BepeT
penopTaX XypHaNUCT, a MOKNOHHMLBI NeBLa NPUHOCAT K CTBOY LBETHI, UrpyL-
Ku v oTorpaduv cBoero Kymmpa, YTobbl MOYTUTL €ro NaMsTb. [epoit, OfHaKo,
XMB — HO nepemecTunncd Bo BpemeHn B 2017 1., TaK 4TO CBA3b CTaporo Aepesa
VI TEMbl CMEpPTH OKa3bIBAETCS NIOXKHOM, OHO NWLLb HANOMMUHAET O TOM, YTO B 1994
r.y 3TOro fiepeBa C NeBLOM YTO-TO CAY4MN0Ck?’. 3aTO OHO UCMONHAET MYHKLMIO
«aepesa NtobsK» — B 2017 1. repolt NpueanaeT K 1epeBy BMECTE C 1EBYLLIKOW, U XOTS
Ha 3TOW CTagun ceprana Monogple Moan 4eMOHCTPUPYIOT HEMPUSA3HbL APYr K ApY-
ry, COBMECTHas noe3fKa cnocobCTByeT vx CONMKeHMI0?,

% 970 KacaeTcs He TONbKO fiepeBa COHXbIHCAH — HampyMep, MaBHbIV repol «CKasaHus 0 KyMuxo»
B COBPEMEHHOI CIOWETHOW NIMHWW Ceprana nocellaeT BMeCTe C repoviHeit AepeBo, Y KOTOporo
OH 0buTan, byfy4n ropHbIM AyXoM. V1 ecnn OTKPBIBAIOWMIACS OT AepeBa B 3a CTONETUS CUNBHO
V3MEHWNCS — QONVIHY BHW3Y 3aCTPOWAN, Yepe3 Hee TAHETCS IMHNUS 3N1eKTponepefayn — To camo
[EPEBO BbIMAANT TOYHO TaK Xe.

Y10 MEeHHO — 3aragka v /1 CaMoro reposi.

% B KopeWcKkyx cepvanax CyLLecTBYeT Lenblii Habop MOHSTHBIX OMbITHOMY 3PUTENIO CUIHANOB,
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B yxe ynoMmuHaBLeMcs «XBaloru» ¢ gepeBoM Kopepu CBS3aHO HECKObKO
[OBONBHO BaXHbIX CLEH. B 3TOM NOBECTBOBAHMM OHO MMEET CTaTyC Marn4eckoro.
Kak 1 B ciydae ¢ nepesom 13 cepuana «<HeobbluHbIl agsokat Y En V», y Hero ecTb
Bpar — 3acTPONLINK, Tpebytowuii ero cpybuts. OaHaKo epeBO OXPaHseT ayX, He
AOMNYCKAOWMIA BINONHEHWS 3TOro TpeboBaHM: y NPUBAMKAIOLLMXCA K AepeBy pa-
H04MX HAYMHAKOTCS NPUCTYMNbI MAHUKW, NOAHUMAETCS yparaHHblii BeTep, AHEBHOM
CBEeT CMeHsieTcs Mrol. Korga xe fyxa yaaeTcst U3rHath, a epeBo — MnoBanuTh,
nof ero KOPHAMKU OBHAPYKMBAETCS APEBHNIA KAMEHHbIN capKodhar, B KOTOPOM 3a-
KntoyeHa aylwa 03n10bneHHon Yapoaernku. W yapoaeiika, pasyMeeTcs, BbipbiBaeT-
s Ha cBobopy, obecneynBas CIOXETY ceprana HoBblii MOBOPOT. TOBOPUTbL O TOM,
4TO B MVIPe KOPEMCKMX A0PaM CyLIeCTBYET CBOEro poaa Taby Ha BbipyOKy CTapbix
AepeBbeB® MpUMepsl ABYX CEepManoB BPsA N1 NO3BONSIOT, HO BVUHOBHYKA rnbeny
AepeBa 13 «XBatoru» NOCTUraeT B pe3ysbraTe KOHeL, BOUCTUHY YHaCHbIN.

Cepuan «<Mosi camas KpacuBas Ha cBeTe Ao4b» (KBS2, 2019) cpean Bcex yno-
MSHYTbIX Bbllle NpUMepoB Buke BCero K hopmarty, KOTOpbIA TPaANLMOHHO 1Me-
HYIOT «Mbl/IbHOW ONepoW». 3To AnnHHOe (108 cepwmii No 35-40 MUHYT) HETOPOMNAN-
BOE NMOBECTBOBAHME O XM3HU HALIMX COBPEMEHHUKOB — MOXMUON XKEeHLLMHbI 1 ee
B3POC/IbIX JO4EPeN. B riHane MaTb paccTaeTCst CKM3HbBIO, U ee MPax XOPOHST NOA
aepesomM Kopepw, npyyeM BO BpeMs UMNPOBM3MPOBAHHOW LiepeMOHIUM 104epH
BHEe3anHo 6pocatoTcst 06HKMMaTL CTBON Aepesa (Puc. 5).

Puc. 5. Kapp 3 cepuana «<Mos camasi KpacuBasi Ha CBeTe [o4b»™
YKa3bIBAIOWMX HA BO3MOXHOCTb POMAHTUYECKOW NMHUM MEXay nepcoHawamu. A MOCKOMbKY
«JIy4LWKiA XUT» — KOMEAUS, KONUYECTBO CUrHA/OB, FOBOPSLLMX O TOM, 4TO 3T ABa NepcoHaxa
06s13aHbl NOMNOOUTL APYr ApYra, TYT A0BeAeHO 10 abcypaa (MepcoHaxu, HanpUMep, YXUTPSHTCS
B TeYEeHMEe KOPOTKOTO BPEMEHM TPVX/bI ClIy4aHO CONMPUKOCHYTLCS rybamu). U aepeso, Kak cTas-
WKV NPUBBIYHBIM AIEMEHT POMAHTUYECKOW CLIeHbI, BCTAET B 3TOT Psif.
% 1. KM yNnOMMHAET O MOBEpbe, COMMacHO KOTOPOMY «KTO CPYBUT CBSILLEHHOE AepeBO, KOTOPOMY
Honee TPEXCOT N1eT, HenpemeHHo yMpeT». (Knm, 2013, ¢.342).
% UcTouHnK wm30bpaxerns: URL:  https://doramatv.live/moia_samaia_krasivaia_na_svete_
doch__A56ff/series54 (naTa obpatieHus 14.08.2022)
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Mo NpowecTBUM HEKOTOPOrO BPEMEHW XEHLLVHbI BHOBb COBMPAOTCs Y
[epeBa, PacCcKasbiBas He TONbKO APYr APYrY, HO U NOKOWHOW MaTepu O TOM, YTO
Y HVX HOBOTO. A C IpYroli CTOPOHbI CTBOMA CUAMT U CAYLWIAET MUX CI0BA NOKOWHaS
MaTb — 0BLLEeHMe XIMBbIX C MOKOMHON B13Yyanu3npoBaHo CambiM MPSMOAVHEAHbIM
06pa3oM, XOTH HUKAKOTO OTHOWEHUs K MUCTUKE cepuan He nmeeT. V1 obe CleHsl
3aCTaBASIOT BCMOMHUTL O CBS3M 06pa3a fepesa C TeMoi CMepTy U 3arpobHoro
CyLIeCTBOBAHMS.

3AK/TFOMEHUE

CepuanbHblii 06pa3 aepeBa ONMPaeTcs Ha TPaAULMOHHbIE KOPECKMe Be-
pOBaHMsl, HO 06pPaLLaeTCcs C HUMK BeCbMa CBODOAHO, C JETKOCTbLIO AOMOIHSS
Y A@Xe 3aMeHsIs UX HOBbIMU CMbICNaMK. bnarofaps 3ToMy 1epeBo MOXeT UCMo-
HATb B MMPE IOKHOKOPENCKOro cepuana AoBOMbHO pa3HoobpasHble hyHKLMN
VI NOSIBNATLCS B PA3NINYHbIX KOHTEKCTaX.

Tak, iepeBo — 0COBEHHO ecin OHO CTOMb NOMYNSPHO 1 y3HaBaeMo, Kak [e-
peBo /1to6BY COHXbIHCAH — YKa3blBaeT Ha HeKyto 0Cobyto 30HY, B KOTOPOW rpaHb
MEX[y «PeannCTUYHbIM» U «MarvyecKrmM» pa3MblBAeTCs, Kak v rpaHb Mexay npo-
WAbIM 1 HacTosWMM. Bonee Toro, iepeBo camum GakToM CBOEro NMPUCYTCTBUS
B Ka/lpe 0THYaCTN CHUMAET BO3MOXHble BOMPOChI OTHOCUTENbHO NPUPOALI NPOWC-
XOASALLEro Ha 3kpaHe: dopManbHas NornKa B 3TOM 0C0bOI 30He yTpayMBaeT CBOU
nosnyum.

Eule oaHa ero dyHKUMs — 0b6o3HaveHne puHana ucTopun B Lenom, nbo oT-
AENbHON CIOKETHOW NMHUW. [pryemM BO BTOPOM Cilydae KOMMYHMKaLWs CO 3puTe-
nem 0bHapyxnBaeT cebsi 0COOEHHO SIBHO: pa3 3Ta CIOXKETHas NMHWUS B 0BLIMX Yep-
Tax NpuLLNa K CBOEI pa3Bsi3ke, 3pUTeNb MOXKET CKOHLEHTPUPOBATLCS Ha APYTHX.

[lepeBo, KpoMme TOro, NPeBPaLLAeTCs B 3NEMEHT BU3yanbHOW PUTOPUKK, MO-
3BONSAOLLMIA OAHOBPEMEHHO U NPU3BaTh ayaUTOPUIO K BHUMATENbHOCTU (CLeHa
y [epeBa BpsiA v ByAeT «NPOXOAHOM»), 1 06PaTUTLCS K 3PUTENBCKOMY OMbITY,
K accoumalmsamM C Apyrumum cepranamu. 3To No3BonseT BCero Nuilb 3a cHeT no-
ABNEHNs AepeBa B Kafpe CO3aBaTb Y 3pMUTENs HEKNE OXMAAHWS, KOTOPble 3aTeM
ByayT NOATBEPXKALHbBI UV ONPOBEPTHYTbI — MOAHOCTHIO VN YACTHYHO.

HawkoHe, nockonbky fepeBo COHXbIHCaH perynsipHo nosBAseTcs Ha JKpa-
Hax B TeyeHue noyTv 20-Tv NeT, AN NOCTOSIHHOTO 3pUTeNs KOPercK1x cepuanos
OHO B KaKO-TO Mepe yxe CTano 4acTbto NIMYHOO NPOLLAOTO, TNYHbIX BOCMOMUHA-
HUIA. W 3TO NO3BONSIET CepuanbHOMy fiepeBy TPaHCHOPMMPOBATLHCS B HEYTO «Ha-
cTosiliee», 06pecTy COBCTBEHHYIO KBA3MPEeanbHOCTb, OTAENNBLUNCH OT PeanbHOro
AepeBa, pacTyuiero Ha rope CaHxblH (vnu B ieHapapun Kopepu). A 3To nobywpaaet
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BOCMPUHMMATb KaK He4TO Honee «HacTosILLee» 1 caMy UCTOPYK, KOTOPYH paccKa-
3blBaeT cepuan.

Y3HaBaeMoCTb v NonynsipHoOCTL fiepesa COHXbIHCAH BNeYeT 3a coboi elle
OfIHO NOCNeACTBUE, CKa3blBAIOLLEECSH U Ha BOCMIPUATUN APYTUX CEPUANbHbIX epe-
BbeB. byayun NoKanr3oBaHHbIM Ha KapTe Pecnybnuku Kopes, Ho 6e3 Tpyaa nepe-
MeLLasiCb KyAa yrofHO B M1pe CepUanoB, 1ePeBO TeM CambiM CTAHOBKTCS TOYKOI
nepeceyeHws AByx NPOCTPAHCTB, <HALIEro» MUPA W «MUPa 0PaM»: MOKIOHHVK ce-
punana «Bepa», nocetns ropy COHXbIHCAH, NONY4aeT BO3MOXHOCTb U//H030PHOMO
NPOHMKHOBEHWS BHYTPb «Bepbl». BHe 3aBUCMMOCTY OT TOTO, CKONbKO pa3 aepe-
BO 06BSBASANOCH CBSLLEHHbBIM B CEpUanax, OHO yxxe 06peno BTOPUYHYIO CaKpanb-
HOCTb 3a CYET CBOeW NPUYACTHOCTU K CyAbOaM MHOXeCTBa MNOOKMbIX MepCoHaXen
¥ NPeBpaTUNOCk B 06BEKT NanoMHuyecTsa,
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Tenecepvian B Kutae:

reHe3lC 1 Pa3BUTME XKaHPa
(50-90-e rr. XX B.)

AHHOTauus. lpegMeToM aHanu3a B HaCTosAlWel CTaTbe SBNSETCS KUTAUCKMM
cepvian, onpegensiemblii Kak (heHOMEH MacCOBOW KyNbTypbl; PbIHOYHbBINA NMPOAYKT,
CO3/1aBaeMblii Ha OCHOBE CMeunMdUYEecKOro HaUMOHaNbHOMO KyNbTYpHOrO Kofa
B YCIOBUSAX MECTKOMO WAEONOrMYECKOro KOHTPOSA. XPOHOMOTMYECKNe pPaMKu
HacTosalero nccnegoBanna — BTopasd nonosuHa XX B.. € KoHua 50-x rogos —
MOMEHTa BO3HWKHOBEHWS TeNeBUAEHUS W Hadvana MNpov3BOACTBA TeneApambl
B KnTae — 1 0o koHua 90-x roloB, 03HaMEHOBABLLXCS CO3AaHMEM CMCTEMbI HaA30pa
1 KOHTPONS 3a TenemHaycTpuen, TpaHcdopmalunell Tenenpamsl B Tenecepuan
COBPEMEHHOTO (hopMaTa, CKNafiblBaHNMEM OCHOBHbBIX CEPUabHbIX XXaHPOB, POCTOM
NpOW3BOACTBA U NOTPEebAEHNs 3TOrO TenenpoayKTa. HaurHas ¢ 3Toro BpemeHu,
CTaHOBWTCS 3aMETHOW TeHAeHUMs, coxpaHstoLascs 1 8 2000-x rogax, — NPOCMOTP
Teflecepurana Kak LWMPOKO pacnpocTpaHeHHas hopma NpoBeAeHns gocyra.

B [aHHOWM CTaTbe cepvian paccMaTpyBaeTCs Kak MpoayKT, GopMmupylowmiics
B pe3ynsraTe MHOTOBEKTOPHOIO BO37eWCTBUS — pbiHKa M rocynapcrea. Te.,
C OIHOW CTOPOHbI, TEePbIHOK BbiABMraeT TPebOBaHWS K 3PENULIHOCTY U pa3-
BNeKaTeNbHOCTU NPO/AYKTA, C APYrovi — cepuan SBNSETCS 06BEKTOM NPUCTaNbHOTO
KOHTPOAS 1 perynsumm co CTOPOHbI FoCyaapcTBa (Bblfada rocyaapcTBOM NUUEH3MIA
Ha MPOV3BOACTBO Tenefpam, exerogHoe onpefeneHne NpropuUTETHbIX Tem ANs
HOBbIX TeNecepuanos, yTBEPXKAEHNE Nepes Ha4yanoM CbeMOK KPaTKOro CMHOMCHKCA
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cepviana, LeH3ypHas NpoBepKa roTOBOrO cepuana; y4peaeHne HauoHanbHbIx
TENEBU3MOHHBIX MPEMWIA NS CTUMYNSUMM  NPOW3BOACTBA  «MPaBU/BHOTO
KOHTEHTa»).

CaMbIMM MONYNSAPHBIMU KaHpamMK B nocnefHelt 4eTsepTy XX B. CTAHOBATCA
MCTOPUYECKNe, HPABOYYUTE/bHbIE Cepuarnsl, ceMeliHble apambl U apamsl Hoe-
BbIX MCKYCCTB. MpUHMMas BO BHMMaHWe, 4TO cepuan sBasietcs HOpMynbHbIM
nosecTBoBaHveM ([x. KaBenTu), npeacTaBaseTcs, YTo, NOTEHLMaNbHO, UIMEHHO
3TV XaHpbl 061afaAIT MaKCUManbHbIM KONMYECTBOM NMPHEMOB W BO3MOXHOCTEN
AN COMETaHWS YBNEKATENbHOTO CIOXETa M TPaHCAALMM MPaBUABLHOMO MOChINa.
TaK, cemeliHble, HpPaBOy4YMTENbHbIE Cepuanbl [JEMOHCTPUPYIOT OBLLeCTBEHHO
ofo6psieMble HOPMbI MOBEAEHUS. YKaHp «yCst» PEnpe3eHTUPYeT YHUKaNbHOCTb
KUTaWCKON KynbTypbl, GOPMUPYET OLylLeHNe «KUTANCKOCTW». YynTbiBas obujee
OTHOLWEHVIE KUCTOPUN B KUTANCKOW TPaAULMK, HEYANBUTENBHO, YTO MICTOPUYECKHMI
cepuan 3aHMMaeT ocoboe MoMoXeHWe, SABASSCh OfHUM U3 Ba)KHeMLuX
CPeACTB roCy[apCTBEHHOW MponaraHfgbl «3TaTUCTCKOTO M MaTepHaNUCTCKOro
MVPOBO33pEHMSY.

B pe3ynsraTe aHanvsa MCTOPWKO-KyNBTYPHOTO MaTepuana asTop NpUXoauT
K BbIBOZY O TOM, YTO, 4TOObI He CMOTpen 3puTeNnt — cepuan o nonagaHuax uam
3KPaHWM3aLMI0 KUTAWCKOM KNAaCCUKW, €F0 BHUMAHWIO NpefnaraeTcs MAe0N0rnieckm
Be30nacHsblii NPOAYKT, MPOBEPEHHbIA Pa3HbIMU UHCTAHLUMSMI W TPAHCAUPYIOW WA
nonesHble Ans 06LLECTBa ¥ rOCyAapCTBA CMbICTbI.

KntoyeBble cnoBa: KuTalickoe TeneswugeHwve, cepuansl, CCTV, wncTopuyeckune
cepviansl, Kntait, nponaranga, TenenHaycTpus

BnarofapHoOCTK: CTaTbs Han1caHa B paMKax NpoekTa «MeamnakynsTypa BocTouHom
A31W: AUCKYPChI, MHAYCTPUN, D3HAOMBI» HCTUTYTa Meana HUY BLUS (2022-2024).
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TV Series in China:

The Origin and Development of the Genre
(1950s-1990s)

Abstract. In this article, | analyze Chinese TV series as a phenomenon of mass
culture; a market product created on the basis of a specific national cultural code
under conditions of strict ideological control. The chronological framework of this
study is the second half of the 20th century: from the late 1950s, when television
appeared and the production of TV drama began in China, to the late 1990s, marked
by the creation of a system of supervision and control of the television industry, the
transformation of TV drama into a modern format television series, the formation of
the major serial genres, and the growth of production and consumption of TV series.
Since then, the trend that persists in the 2000s—watching a series as a widespread
form of leisure—is becoming noticeable.

| examine TV dramas as a product shaped by multidirectional influences. On the
one hand, the television market demands that the product be spectacular and
entertaining, while on the other hand, TV series are subject to close state control
and regulation. The government issues licenses for TV series production, determines
priority themes for new series annually, approves a brief synopsis prior to filming,
censors the finished series; and establishes national television awards to stimulate
the production of “correct content.”

The most popular genres in the last quarter of the twentieth century are historical,
moral, family, and martial arts dramas. Considering that a series is a formulaic
narrative (J. Cawelti), it is these genres that seem to have the maximum number of
techniques and possibilities for combining an engaging plot and broadcasting the
right message. For example, family, moral series demonstrate socially approved
norms of behavior. The wuxia genre represents the uniqueness of Chinese culture
and creates a sense of Chineseness. Given the general attitude to history in the
Chinese tradition, it is not surprising that historical series occupy a special position,
being one of the most important means for the state propagation of the “etatist and
paternalistic worldview.”

The analyzed historical and cultural material leads me to the conclusion that
whatever the viewer watches—a series about the portal travelers or a screen version
of the Chinese classics—their attention is offered ideologically safe product, checked
by various authorities and spreading meanings that are useful for society and the
state.
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BBEJEHUE

K koHLy 60-x T. XX B. Bce CTpaHbl pernoHa BoctoyHas A3uns ¢ pa3Hoi cTe-
NeHbI0 VHTEHCMBHOCTU, Peann3ys pasHele MOAeny, ocBanuBany HoBOe Meana —
TenesugeHve. Mpy 3ToM B HoNblei 4acTh KUTaes3blYHOrO CerMeHTa pernoHa
(KHP, TaiiBaHb) rocyfapCcTBO MOHOMOAN3MPOBANO TeNeNHAYCTPUIO, MOCTaBUB NOj
KOHTPONb MPOW3BOACTBO TENEKOHTEHTa, CAefaB 3TOT Npouecc MOAYMHEHHbIM
MOeonornyeckuM 3agavam. TenesmaeHne paccMaTpuBanoch Kak OfMH U3 Ba-
HEeMWwMX KaHanoB NponaraHfbsl M KOMMYHVKaUmMK C HacenenneM. Ans megmnacdepsl
KHP 3HakoBbIM cTan 1958 . — rof Havana Tenesellanus B CTpaHe U rog poxaeHus
HOBOIO TENEeBU3MOHHOIO GopmMaTa «ASHbLNL3N» («TeNEeBU3VOHHOW ApaMmbl»).
«KyneTypHas peBontoLs» HeHagoNro npepsana passuTye 1 Toro, v Apyroro. Bos-
0bHOBAEHWE NMPOU3BOACTBA «TENEBM3MOHHBIX ApaM» OTHOCUTCS K KOHLY 1970-x
rofoB, a CNycTs ABafLaTh NeT NPOMCXOAWT pe3Kunii B3neT NPOM3BOACTBA U NOTpe-
bneHus Tenenpambl, NOCTENEHHO NpUobpeTatoLLei YepThl Teneceprana. Toraa xe,
B 90-e rofbl XX B., popmumpyeTcs MHoroobpaswve Mupa kuTackoro cepmnana. 06b-
EKTOM VCCNefioBaHNs SBASETCS KUTalcKas Megmnachepa BTOPOV NON0OBKHbI XX B.
MpeaMeToM — KUTACKMUIA cepran, paccMaTpUBAEMbIA KaK MacCOBbIV PbIHOYHbIN
KynbTYPHBIV MPOAYKT, CO3AaBaeMblil Ha OCHOBE CneLdUYecKoro HalyoHanbHoOro
KyNbTYPHOTO KOAA B YCIOBUSX XKECTKOIO MAE0NOrMHECKOrO KOHTPOAS.

Llenbto faHHOM CTaTbyn SBASETCS pacCMOTpeHWe UCTOPUW NOSIBAEHUS Ku-
Talickoro Tenecepvana, 0603HaveHe OCHOBHbIX XaHPOB, BbISBNEHNE CnelmndrKy
1 0COBEeHHOCTEl 3TOro MeManpoayKTa, onpefeneHve cTeneH BoBNeYeHHOCTH
rOCyAapCTBEHHbIX MHCTaHLMIA B NPOLIECC CO3AaHuns TeNeBn3OoHHOro ceprana.

OnTuKa, 3agaHHas NOMMKON pacCMOTPeHUs KUTACKOro cepuana Kak Me-
AVIAHOTO KyNbTYPHOrO NMPOAYKTa, fefnaeT HeobxoAnMbIM obpalleHre K uccnefo-
BaHWsIM 0COBEHHOCTeW (hYHKUMOHMPOBAHNUS COBPEMEHHOW KUTANCKOW TenenH-
aycTpun. Havbonee 3Ha4ynMMbIMK NS aHanM3a 3TOro acnekTa NpeacTaBAsOTCS
paboTbl Kak 3apybexHsix (/n, 2009; Chang, 1995; Li, 1991; Lu, 2000), Tak 1 oTeye-
CTBEHHbIX MccnenoBaTenei (HepHsoiwes, 2008; Epuwios, 2010).
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PacnpocTpaHeHHbIM NOAXOAOM K aHanw3y KUTaiCKoro cepviana siBnseTcs vs-
y4YeHMe ero aHpoBoro pa3Hoobpasws 1 cneundukm (Bai, 2007; Chang, 1995; Guo,
2015; Yy, 2020). daKTMYeCKM BCE aBTOPbI, MCCeaytolie faHHY0 NpobnemaTyiky,
06paLatoT BHMUMaHVe Ha 0CO000e MONOXKEHNE NCTOPKYECKIX CEpPUanoB, CBSA3bIBas
3TO C TPAAMLUMOHHO BbICOKMM MONOXEHNEM UCTOPUYECKOTO 3HAHUS B KMTANCKO
KkynsType (Guo, 2015); BbICOKOW KOHKYPEHTOCMOCOBHOCTHIO Ha MenapbiHKe AaH-
HOro BMAa NPOAyKUMM (Zhu, 2009), UHCTPYMEHTANBHOCTBIO NCTOPUYECKMX CHOXKe-
TOB B KOMMYHMKATUBHOW CUCTEMe «BNacTb — Hapogd» (Guo, 2015; Capakaesa, 2020).
Hay4Hast HOBM3Ha AaHHOTO MCCNEA0BAHWS BUANTCS B PETPOCMEKTUBHOM (hOKyce
paccMOTPeHUs Ccepurana Kak Ky/lsTypHOro NpoayKTa, CO34aBaeMoro nof BAusiHeMm
334acTyto pPa3HOBEKTOPHbIX AKTOPOB: PbIHKA, KOMMYHUCTUYECKON MAE0Norun,
MOAEPHMU3MPOBAHHOW HEOKOHMDYLIMAHCKOM NAE0NOT NN,

BBEJAEHWE: CO3JAHVE N TOCYAAPCTBEHHOE PETY/INPOBAHUE
TENEMHAYCTPUW B KUTAE

TeneswaeHVe KaKk CaMoCTOSTeNIbHOE Mefra NosBAsSeTCs B BOCTOUHOM A3un
B 50-x ropax XX B. [TMoHepoM Tenenokasa ctana Anorus (1953), Tpu roga cnycTs Te-
neBellaHue Havana HoxHas Kopes (1956). CeBepHas Kopesi, co31aB BellaTenbHyo
cuctemy B 1953 1, cMOrna 3anyctuTh perynspHoe BellaHne nuwbs B MapTe 1963 1.
B 1967 r. npn nomoum CCCP co3pana csoe TenesungeHne MoHronms.

Mocne BTopoit MVPOBOW BOWMHbBI CyLIECTBOBaNa CAOKHAs MONUTUKO-TOCY-
[aPCTBEHHAs apxXMTEKTypa OpraHn3aumnm Knutainckoi Hauum: KHP (MaTeprikoBbiit
Kutai), Pecnybnuka Kntait (TainBaHb)! 1 HaxoamBLIMECS NOA MHOCTPAHHOW opuC-
AVIKUMel TeppuTopmn — AoMbiHb (Makao) (1o 1999 r. nog topucamkumnen Moptyra-
nvin) n CanraH (ToHKoHr) (mo 1997 . nopa topucavKkumneli Bennkobputarum). Ove-
BMAHO, 4TO TenesuaeHme B KHP, PK, AombiHe 1 CaHraHe BO3HMKNO HE3aBUCMMO
APYr OT Apyra U HEKOTOpPOe BPeMS WO CBOVIM NyTeM.

TeneswaeHve FTOHKOHMA CO3[aBaNnoCh Kak KOMMEPYECKM NPOeKT 1 Hbino
TECHO CBS3aHO C BpUTAHCKONM TeneBn3nOHHOK cucTemoit. RTV, HavaBllee nokas
29 Mas 1957 r., 66110 gOCTYNHO no noanucke. RTV gelicteoBano fo 2016 r., npe-
Tepnes CyLLEeCTBEHHbIE METaMOP(O3bl 33 BPEMS CBOEMO CYLLECTBOBaHMSA. [TOMUMO
M3MeHeHMs Ha3BaHus Ha ATV, B 1973 r. OHO NpeBpaTWNOCL B becnnaTHyto Tene-

! lo npuHaTKs 25 okTabps 1971 r. TeHepanbHol accambneeit OOH pesontoumm Ne 2758 («BoccTa-
HOBMEHVE 3aKOHHbBIX Npas KuTaickol HapogHoi Pecnybnukn B OpraHusaumn OObeanHEHHbIX
Hauwii») Pecnybnuka Kutaii npeactasnsna 8 OOH nHTepecs! Bcero Kutas. Ha ceropHsWwHMiA feHs
odvumanbHas nosvums KHP, nogaepwaHHas OOH 1 abcontoTHbIM 6ONBLIMHCTBOM roCyaapcTs,
BKMtoYas Poccuiickyto Pefiepalinio, 3aKno4aeTcs B NpU3HaHuM TaliBaHs HEOTbeMNEMON YacTbio
Kntas.
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BeLLaTeNbHY KOMMAHWIO C KAHTOHCKUMU U aHMUIACKUMK KaHanamu. IHTepecHo,
4TO CNOXMBLUASCS BHe pUcanKUmMM KHP cucTema roHKOHICKOro TenesuaeHus
nocne Bo3BpalleHns FoHKOHra KnTato coxpaHmnna CBO aBTOHOMMIO U NOAYMHEHA
YnpasneHnto cBa3n B [OHKOHre, co3gaHHomMy B 2012 T.

TeneBuaeHne Ha TaliBaHe, MO MHEHWIO TalBaHbLCKOrO WUCCAefoBaTeNs
YaH, BO3HMKNO KaK MOAUTUYECKMIA NPOeKT. «B 1951 1. MICNOAHUTENbHbIV KOMU-
TeT 3aKkoHogaTtensHoro FaHs coobwmn o Havane GopMUPOBaHUS HaUMOHamb-
HOrO TeNeBWAEHWS, CNYCTS AecsTh NeT Obln co3aaH OPraHU3aLMOHHbBIA KOMUTET
no Aenam TaliBaHbCKOro TeneBuaeHVs. KOMUTET paspaboTan 1 yTBepana npuH-
UMbl NOVICKA MHOCTPAHHbIX MHBECTULWIA 1 TEXHONOTUYECKOrO COTPYAHNYECTBa
C 3apybexHbiMn dupmamu» (BorteHko, 2013). 10 okTsbps 1962 . B 3chvp BblI-
wna TaliBaHbCKas TeneBw3woHHas Kopropauus (TTV), ocyulecTBVBLIas MOKa3
nepBol Tenenepenayu. Bcnen 3a Helt NOSBUAKUCH ellle Ba KPYMHbIX Urpoka: CTV
(1969) 1 CTS (1971). Kak oTmevaeT YaH: «TeneBU3NMOHHAs MHAYCTPUS Ha TaiiBaHe
6bina OCHOBaHa B OO/bLUEN CTEMEHM MO NMOMUTUYECKMM COOBPAXKEHUSAM, HEXENN
13-3a KaKNX-TO KyNTYPHbIX Lieneit. Cozfarune TeneBmnaeHns 610 MHUUMMPOBAHO
¥ NPOABUTanoCh BbICWUIMMM MNOAUTUYECKUMU TMAEPaMU, KeNaBLWUMK NPOAEMOH-
CTPMPOBaTb MVPOBOMY COOBWIECTBY AeMOKpaTUYeCKme AOCTMKEHUS U npoLBe-
TaHue TaliBaHs Yepe3 CUCTeMY YaCTHOMO TeNEBUAEHNS, OCHOBAHHYIO, B OTAMYME
OT KOMMYHMCTUYeCKoro KnTas, Ha npuHUMNax CBOOOAHOro NpeanpuHMMaTeb-
cTBa. DaKTUYECKM e, 3Ta 4YaCTHO-KOMMEpYeCKas TeneBU3WOHHas cucTema
AeCTBOBaNa nof ynpasieHveM rocynapCTBEHHOV BopokpaTui 1 naptum lo-
MUHbAAH. KOHTPONbHbIN NakeT akumin obecnevnsan rocyaapcTBy BOIMOXKHOCTb
Ha3HaveHWs BO BCEX TPeX KOMMAaHMUSX KIKOYEBbIX PYKOBOAWTENEN: reHepanbHOro
AVIPEKTOPa, Y1EHOB COBETA IMPEKTOPOB M APYrMX Ton-MeHemxepos» (Chang, 1995,
p. 32). TakuM 06pa3oM, MOXKHO FOBOPUTH O TOM, YTO 3@ BbIBECKON KOMMEPYECKOTO
NpYHUMNA OPraHn3aLmn HAYCTPUN CKPbIBANCS FOCYAAaPCTBEHHbIN MHTEPEC, T.K.
NPaBUTENBbCTBO SBASNOCH KPYMHEMWMM aKUVOHEPOM TalBaHbCKOW Tenesu3n-
OHHOM MHAYCTPVN, «CIeNaB KOMMNaHNM 3aBUCUMbIMU OT FOCYAAPCTBEHHbIX U MHO-
CTPaHHbIX MHBECTULMIA, UCKIHOYMB MPU 3TOM BO3MOXHOCTb BANSHUS HETalBaHb-
CKOW CTOPOHbI Ha TeMaTuky Teneatupa» (BoliteHko, 2013).

NogobHas cnTyaums coxpaHsnach 10 1980-x (HanoMHMM, 4To ¢ 1949 no 1987
. Ha TailBaHe AeNCTBOBANO BOEHHOE NONOXEHME). «TeneBnaeHne v paamo no-
nanu Nof XeCTKWI rocyaapCTBEHHbIN KOHTPOb, MpUYeM KOHTPONb Hafd 3PUpom
6bin Bonee CTpOrnM, 4eM 3a nevaTHsIMK NydarKaumamm» (Chang, 1995, p. 30).

KHP cTana TpeTbel CTpaHoi B pervoHe, co3aaBlieil COBCTBEHHYO cucTe-
My perynsipHoro TeneBellaHus. TenesellaHve Hayanocb B nepuog «6onbworo
CKauKa»* — 1 mast 1958 . bbina nokasaHa nepeas IKCNeprMeHTabHas Tenenepe-

1960 rT.), Npri3BaHHON B KpaTKMe CPOKU PE3KO YBENMYMTL IKOHOMUYECKIIA MOTEHLMAN CTPaHsbl 1
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pava (Lu, 2000, p. 25). Ee cmornu nocMoTpeTb Bnaaenblpl 30 Tenesn3opos, Haxo-
AvBlWMecs B [eKuHe 1 ero OKPeCTHOCTsX. PerynspHoe TenesellaHne KoMnaHmm
«[eKHCKas TeneBn3noHHas CTaHumMs» (B 1979 . nepenmMeHoBaHHoM B Kutaickyto
LeHTpanbHyto Tenesr3noHHyto ctaHumio (CCTV)) Havanock 2 ceHTa6ps. [JeMoH-
CTpauvs Tenenepepay Obina OpraHM3oBaHa CnefyrLLyM 0bpasoM: TpaHCAsUMs
Wna YyeTblpe pasa B Hefemo no 2-3 yaca. OceHbto TOro xe 1958 . B sKcnnyara-
umto BBenu llaHxalickyto TenecTaHuUmio, a 3uMoit 1958 r. — XapbuHckyto. Bckope
TenesuaeHvie CTano OCTYNHO 1 B APYrvX KPYMHbIX ropofax 1 pavioHax KHP (Li,
1991, p. 341). Tak e Kak 1 B APYrvx CTpaHax peruoHa, 3puTenbckas ayauTopus
Hbina KpanHe HeBenvika. B 1960 r. B KuTae 6bin10 Bcero 12700 TenenpremMH1KoB
Ha BCO MHOTOMUNAVOHHYIO cTpaHy (Epwos, 2010, c. 43). CTOUT OTMETUTb, 4TO B
HavanbHbIVi Neproa pa3BUTUS TeNeBUAEHUS BCe CTPaHbl PervoHa CTONKHYINCH C
OJHOW 1 TOW e NpobnemMoin — HeBbICOKNIA YPOBEHb XIM3HW OrpaHMYMBan Yn1cno
noTeHUManbHbIX Tenesputeneit. B AnoHuy nepeble TeNeBrn3opsl CTOUAM LeNoe Co-
cTosiHMe — 180000 WeH, 4To Aenano Ux TPYAHO AOCAraeMbIMU Aaxe ans 6oraTbix
ntoaen (Wittkamp, 2008, 2009)°. OgHaKo 3Ta npobnemMa B CTpaHax C yCTOMYMBO pa3-
BMBAIOLLEINCS SIKOHOMUKON Bblna NpeofoneHa K KoHuy 80-X T, a B ANoHuu, cTas-
e NepBbiM a3naTCKUM «3KOHOMUYECKUM YyAOM», Y TOTO paHblie. K 1964 1., koraa
B TOKMO nNpoBoavnucs ONUMIUIACKIE UTPbl, TENEBU30PbI OblNM NPaKTUYECKM YKe
B Kaxgom aome (Wittkamp, 2008, 2009). Takum obpa3om, B AnoHUK K cepeanHe
60-X IT. TeneBuaeHne CTano No-HacTosLeMy MacCcoBbiM Meana. B HOxHol Kopee
3TOT Npouecc wen ¢ HebonblwnM 3ano3aanmem: K 1980 r. 79,1% Bcex XHOKopen-
CKMX CeMen MO NpoBeCTY Bevep nepef CBOMM Tenesn3opom (/laHbkos, 2004).
B KHP »e B Hauane 60-x rogoB pa3BuTue TeNeBUAEHNS PE3KO 3aMeINN0Ch.
B 1962 r. cTano o4eBWAHO, YTO MOAUTUKAE «BOMBLIOTO CKayKa» NpuBena K 3KOHO-
MUYeCcKol KaTacTpode. [Ins NpeoaoneHns Kpusmnca Mainckoe paboyee cosella-
Hue LUK KMK (7-11 mas 1962 r.) onobpnno sKCTpeHHble Mepbl: NNaHMpOBanoch
B TeyeHMe [ABYX fleT MPOBECTM COKpalleHVe WTaToB paboyvx W CayxKalimx
(Ha 10 MMANMOHOB), YMEHbLLIWTb HaceneHvie ropoaos (Ha 20 MUNAMOHOB), Npea-
yCMaTpUBanoCh CoKpalieHne CTPOUTeNbCTBA, MPOM3BOACTBA, MACITaboB Kyfb-
TYPHO-NPOCBETUTENLCKOW PaboTsl (YcoB, 2006, ¢. 420). ITU pelieHns 3aTPOHYM
¥ TONBKO CO3AaBaBLUYOCs TeNeuHAyCTputo. Ha BClo CTpaHy 0CTanoch Nsth Tene-
BU3MOHHbIX CTaHUMn — B lMeknHe, LllaHxae, TaHblU3MHE, FyaHwKoy v LLeHbsHe
(Li, 1991, p. 340). Pa3BepHyBLLIasCs BCKOPe «KynbTypHast peBotoLus» ycyrybvna
cnTyaumto: 1 sHBapst 1967 r. bbina npekpalleHa paboTa MeKnHCKoW TenectaHumu,
3aTem OblnM 3aKPbIThl BCE MPOBUHLMANbHbIE TeNecTaHUuy, Kpome LLlaHxalicKoi.

bnarococTosiHne Hapoga. Mpoxoanna nog No3yHrom «Tpw rofa ynopHOro Tpyaa — AecATb Thicsy
net cyacTbaly

B T0 BpeMs HavanbHas 3aprnnata BbiMyCKHKKa Konnemka coctasnsana 15000 e nnu 42 nonnapa
B mMecaL,.
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B 1968 r., nocne naeonornyeckoin npopaboTKy 1 NapTUIMHON YNCTKM, NeKnHCKas
Y NPOBUHLMaNbHbIE TENEeCTYANN BEPHYNUCH K paboTe (HepHbliles, 2008, . 62). Mo-
Cne 3aBeplieHns «KynbTypHOR pesontoLmmn» Kutaih cMor 6bICTPO BOCCTAHOBUTb
ceTb TeneseljaHus. K 1972 1. BO Bcex NpoBUHLMAX, kKpome TubeTa, paboTtanu 32
TenectaHuuu (Li, 1991, p. 341).

OpHaKo 3a KOAWMYECTBEHHbIMU MOKasaTensmMu CKpbiBanack npobnema,
C KOTOPOW B 3TOT NEPUOA CTONKHYCS He TONbKO KuTall, HO v Apyrue CTpaHsl
pernmoHa — HexBaTKa Ka4yecTBeHHbIX Tenenepeaay. Pelanack OHa BCeMy OfMHa-
KOBO — Bpeln B CeTKe BellaHWs 3aKpbiBanucb MMMNOPTOM. B SINoHMKM B KOHUe
50-x - Havane 60-x, B KOxHon Kopee B 60-¢, B foHKOHTe B 60-70-€ 3puTenu cMo-
Tpenu aMmepriKaHcKmne cepvanbl U pa3BnekaTenbHole nepeaayn (Lee, 2002, p. 81;
Manatwsunn, 2020, c. 48).

C 1979 r. CCTV (KHP) cTana »MnopTvpoBaTh cepvansl 1 apyrue Tenenepe-
fayn. MeCTHbIM TenecTaHUvsM TaKkke bbiNo pa3peleHo 3aKynaTb TeneBn3noH-
Hble NporpaMmbl 3a pybexow. Mepes BbinyCKoM B adupe nepenadu ayénmposani.
B 1980 r. kuTalckoe TeneBuaeHNe NoKa3ano aMepuKaHckme cepunansl «4enoBex
13 ATnaHTuab» 1 «[opunnbl FTappucoHar, NO3Ke NoKasbiBanm «PeMUHITOH CTuny,
«P31KOoH KpecT» «M3TT XbtoCTOHY, «XaHTep», «AnHacTns». [TOMMMO aMepUKaHCKMX,
AEMOHCTPVPOBaNK NaTMHOAMEPVIKAHCKIE, TaliBaHbCKIE, TOHKOHICKIE, SMOHCKME
cepuansl (Lu, 2000, p. 25).

ByKBanbHO 3a HECKOMBKO NEeT TenesuaeHune cTano, C O4HON CTOPOHbI, CHb-
HbIM KOHKYPEHTOM ans apyrux CMU — paguo v raseT, ¢ 4pyroi — YacTblo NoBCea-
HEBHOW XM3HW MUNNMOHOB Mofei. KHP, nepexusLias 3a npeallecTsytoline faecs-
TUNETVS TaKne Tparnyeckme CoLnanbHble IKCMEPUMEHTI KaK «00MbLIOV CKaYoK»
VI <KyNBTYPHYHO PEBOMIOLMIO», BbILMA K KOHLY 80-X roj0B Ha BTOPOE MeCTo B Mupe
no konu4ecTy Tenesn3opos (nocne CUIA), a k KoHLy 2005 r. Ha nepBoe (HepHbl-
weB, 2008, . 62). Mo AaHHbIM KUTANCKOW CTAaTUCTUKN, B Utone 1987 . KONMYecTBo
Tenesputenen B cTpaHe 4ocTuo 600 MaH. Yenosek (56% HaceneHus) (YepHbilwes,
2008, c. 63). [ocTeneHHO NPOCMOTP Tenenepeaay ctan HeobxoarMON 1 NPUBbIY-
HOW 4aCTbt0 MOBCEAHEBHOCTM, MO3TOMY ObII0 OYeHb BAaXKHO, YTOObI TENENpPOAYKT
TPaHCMPOBan «MpaBubHble» NAEN: TPAAUUMOHHbIE LLeHHOCTH, NaTPUOTU3M, N10-
ANbHOCTb. OAHAKO HEOOXOAMMBIV FOCYAAPCTBY KOHTEHT M MECCEMX He BO3HMKaeT
cam coboit. [1ns 3Toro HeobxoavMa NOCTOsIHHASA ¥ NAaHoMepHas paboTa.

Ha pybexe 70-80-x rofos XX B. KMK npnctynaeT K NoCTpoeHMto LeNoCTHOM
CUCTEMBI YNIPaBNEHNs 1 KOHTPONS 3a Meanacdepoi. Ins opraHu13aummn npouec-
Ca TenepagvoBeLlaHns 1 NPOM3BOACTBA HUABMOB, a TakKe KOHTPONS 3@ HUM,
B 1982 1., nocne nctopudeckoro Xl cbesna KK, Ha koTopom [13H CsonnHom 6bin
NPOBO3r/alleH HOBbIN KypC — MOMUTUKYM «OTKPBITHIX ABEPEN» U MOCTPOEHUS CO-
LManmaMa C KuTaickom cneumdrKkon, yupexnaaetcs MUHUCTEPCTBO Pamno, KMHO
n TenesuaeHns (MRFT), Bbipocliee 13 LleHTpansHOro ynpaBneHns paanosella-
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HUsi. C 3TOro MOMeHTa BCs CUCTeMa HalMOHaNbHOIo BelllaHvs nonagaeT nog rocy-
[apCTBEHHOE perynmpoBaHme.

B anpene 1983 1. Ha XI BceknTaiickom paboyem cobpaHun paboTHUKOB
pagmMo 1 TeneBMAeHNs, CO3BaHHOM B MEPBYIO 04epedb As 0BCYyKAeHWs Waros,
CBSI3aHHbIX C MpOMaraHAon HOBOro Kypca, Hbino pe3toMMpPOBaHO, YTO «pafvo
W TenesmaeHne SBNSIOTCS CamMblMM MOUWLHbBIMU COBPEMEHHbIMU MHCTPYMEHTaMM
NOOWPEHNS HaUMW K CTPEMIEHMNIO CO3AaTh COLMANMCTUYECKYIO LUMBMAN3ALWIO,
boraTylo Kak MaTepuanbHo, TaK W KyabTypHO. Pagno 1 TenesuaeHue SBNSHOTCS
Hanbonee 3PMEKTUBHBIMU CBA3YIOWMMU 3BEHbAMU MEXKTY KOMMYHUCTUYECKON
naptuein Kuntas, KATaNCKAM NPaBUTENbCTBOM U KUTANCKUM HapoaoM. Mexay-
HapoaHas W BHYTPEHHSAS CUTyauust TPEOYIOT YCKOPEHWS pa3BUTUS KUTANCKON
TeNneBM3NOHHOMN cucTembl» (Li, 1991, p. 341). Kpome Toro, Ha coBeljaHum bbina yT-
BepXeHa YeTblpeXypOBHeBas CCTEMa BELLaHUs — Tene- 1 paguocTaHLmm co3a-
BaNVChb Ha LieHTPanbHOM, MPOBUHLMANbHOM, TOPOLCKOM 1 Ye3AHOM YPOBHSIX (/n,
2009, c. 79).

B 3TOM e rogy 661 apTUKYAMPOBaH ¥ 3adUKCMPOBaH B JOKYMEHTaxX MPUH-
umn aBolHoro pykoeoactea CMU. «Tenepaanobiopo NpoBUHLMK, TOPOAa ¥ MyHU-
uMnanuTeTa NOABEPrarTCs ABOMHOMY PYKOBOLCTBY Kak CO CTOPOHbI HAPOAHOTO
NpaBUTENbCTBA AaHHON NPOBMHLUMM, TOPOAA U MyHWULMNANWTETa, TaK 1 CO CTOPO-
Hbl MWHWCTEPCTBA Paamo v TeneBMaeHus, rae HenocpeacTBEHHO MOAYMHSETCS
PYKOBOACTBY CBOEro ypoBHs. OAHOBPEMEHHO MponaraHancTCckas paboTa Tene-
pagnoblopo MPOBMHLMK, TOPOAa ¥ MyHUUMNANUTETa KOHTPONMPYETCS PYKOBOA-
CTBOM MapTUIHOIMO KOMUTETa JAHHOW MPOBMHUMM, ropofa 1 MyHUUMNanuTeTa
Y MUHUCTEPCTBOM Paavo 1 TenesuaeHus» (/lv, 2009, c. 80).

Bce TenekoMnaHWM HaxoawWnUCb U HaXOASTCS B rOCYAapCTBEHHOM COO-
CTBEHHOCTU. «[OCYapPCTBEeHHbIV CTaTyC TeNeBU3MOHHOIO Npov3BoacTBa KHP 3a-
KpenneH noctaHosNeHnem MHUCTepCTBa TenepagnosellaHnsa ot 24 Maa 1996 r.
“O6 opraHM3aLuy TeNeBU3MOHHOM W paaMoBeLlaTenbHOM KoMnaHumn”» (HepHbl-
wes, 2008, c. 63).

B 1998 1. MMHUCTEPCTBO Paano, KMHO 1 TeneBuaeHNs bbino npeobpa3oBaHo
B [OCYAapCTBEHHOE YNpaBneHe paano, KMHO v TenesuaeHus (SARFT), dhyHKuven
KOTOPOTO SBASETCS perynsuyvs v Haa3op 3a NtobbiM G13HECOM, CBS3aHHbIM C Tene-
BMEHVIEM, PAAVIOBELLAHNEM U KMHOMPOW3BOACTBOM.

MOMUMO BbICTPAMBaHUS MHCTUTYLIMOHANBHOM COCTaBNSAIOLIEN, C KOHLa 80-X
rocygapcTBo Yepes ocygapcTBeHHOe yrpaBneHve paamno, KUHO U TenesuaeHus
3aHSANOCh perynvMpoBaHueM NpPaBoOBOro MO, KacatolWerocs Co3gaHns v 1eMOoH-
CTpauvu TenenpomaykTa BoobLue 1 Tenecepranos B 4aCTHOCTY.

B 1980-x — Ha4ane 2000-x IT. 6bln YyTBEPXKAEH U AVCTBYET psf JOKYMEHTOB,
Ha OCHOBaHUM KOTOPbIX FOCYAAPCTBO KOHTPOAMPYET NPOV3BOACTBO, COAepaHMe
¥ pacnpocTpaHeHne cepnanos: «[1pasuna N1uUeH3npoBaHys NPOUM3BOACTBRA Tene-
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BU3MOHHbIX Apam» (1989), «[onoxeHns o cTaHaapTe LeH3ypbl A5 UMIOPTHbIX Te-
NeBU3NOHHbIX fipamM» (1990), «paBuna BelaHus» (1997), «PernaMmeHT TenecnexTa-
Kns» (2000), «[paBrna NPON3BOACTBA U PACcNpPOCTPaHeHVs WNPOKOBeLaTeNbHbIX
nporpamMm» (2004), «MpaBuna UeH3ypbl Tenenpam» (2004) n «[paBuna coBmecT-
HOTO MPOW3BOACTBA TENEBM3VMOHHBIX APaM C WHOCTPAHHbIMU OpPraHn3aunusmm»
(2004) (Bai, 2007, p. 28).

B 60-80-e rogbl XX BeKa, Korga HoBoe Meamna — TefeBuaeHne CTaHOBUTCH
MPVBbIYHBIM 1 WMPOKO PACNpPOCTPaHEHHbIM, B BOMbLIEA YacTH KUTaes3bl4HOro
cermeHTa pervoHa (KHP, KP) rocyaapcTBo MOHOMOAM3MPOBAN0 TeNenHayCcTpuio,
MOCTaBMB MO KOHTPO/b MPOV3BOACTBO TENEKOHTEHTa, CeNaB 3TOT NPOLEect Noa-
YMHEHHbIM MAEONOTMYECKNM 3aaadam. TenesraeHvie paccMaTprBanoCh Kak OauH
V3 BaXKHeWLMX KaHaNoB nponaraHasl ¥ KOMMYHVIKaUMK C HaceneHunem. MpucyT-
CTBME B TallBAHbCKOW CUCTEME YaCTHbIX UTPOKOB, B YCNIOBUSX PEKOPAHO AONTO CO-
XPaHSABLIEroCs BOEHHOIO NOMOXKEHWS, Ha ieN1e MAo HTO MEHANO.

Byoyyn 3aMMCTBOBaHHbIM Medwva, TeneBuieHve B KuTae, Ha TalBaHe
1 B TOHKOHTE MPUBHOCUT HE TONBKO TEXHONOMMYECKNE HOBVHKU (MPUHMMALOLLYHO,
nepepatoLLyto annapaTtypy 1 T. A.), HO ¥ pa3Hble CUCTEMbI OpraHu3aLumn TenenHay-
CTpUM (BPUTAHCKYIO, aMEPUKAHCKYI0, COBETCKYIO), @ TaM, e NO3BONSET UAe0N0-
Vs, TO U Pa3NnYHbINA TENEKOHTEHT, BbIpaOOTaHHbIV B TENEBU3MOHHDIX KyNbTypax
PasHbIX CTPaH, a Takke pa3Hoobpa3sHble hopmaTbl TeNenpoayKTa, B TOM Yucie
n cepnan.

CEPVAN B KHP: BO3HUKHOBEHWE XXAHPA

MpeacTaBnseTcs HeObXxoaAUMbIM YTOYHUTL DOPMYIMPOBKY «KUTAWCKMIA Ce-
puran». Kak BUAHO 13 BblILWEN3NOKEHHOTO, B KNTAEA3bIYHOM CermeHTe BocTo4HOM
A3nn B nepuof ¢ 60-x rogos f0 KoHua 90-x rofoB XX B. CYLLeCTBYIOT TpU LieHTpa
NPOM3BOACTBA TENEMPOAYKLMM Ha KUTANCKOM 53biKe, B TOM YUCAe U Cepuanos,
T.e. TPV CaMOCTOSTeNbHblE TeNeNHAYCTPUK, PACNONOKEHHbIE B MaTEPUKOBOM Kui-
Tae, Ha 0. TalBaHb 1 B TOHKOHTe.

HecMoTps Ha NpuHaaNexHoCTb K Pax Sinica*, KHP, TaliBaHb, TOHKOHT Ha-
XOAWAMCH NOAYAC B HEMPOCTbIX OTHOLIEHWSX APYr C APYrOM 1 UMENW 3aMeTHYIO
NOANTUYECKYIO 1 KYNBTYPHYIO Crielnd Ky, 4To NO3BOAMO K KOHLY XX B. — Havany
XXI B. nocTaBWTb BONPOC 0 (hOPMUPOBAHWN TaliBaHbCKOW® 1 FTOHKOHICKON® naeH-

*#Pax Sinica — KkuTancKkmin myp (nat.)
>Cwm.: Tonosaves, 2012, ¢. 292-299; [lnkapes, 2021, c. 118-133; KaumoBa, 2013, ¢. 27-39 1 ap.
b Cm.: Manawsmnw, 2020, . 46-50; HuknTmH, 2021, ¢. 54-63, Ortmann, 2018, p. 114-131.
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TUYHOCTeW. HenuwHe 6ygeT HanmoMHWUTbL, YTO, HECMOTPS Ha KWUTaes3bl4HOCTb,
CylecTBoBana 1 s3bikoBas npobnema. B KHP Tenenepenayn, cosnaHHble Ha LieH-
TpanbHOM TeNeBMAEHWM, WK Ha MyTyHXya, B TOHKOHIe Ha aHIMINCKOM 53biKe
M KaHTOHCKOM AManekTe, Ha TaliBaHe Ha roxya (BapuaHTe nyTyHxya) (Npu 3TOM
CyBTUTPbI 3aNWChIBANNCL TPAAULMOHHBIMU Mepornndamu, a He yrnpoLeHHbIMY,
KaK Ha MaTepuKe) 1 Ha TalBaHbCKOM (L0aHbYXaHCKOM [IManeKTe KXHOMUHBCKO-
ro s13bika). KpoMme Toro, pa3Hoit 6bina cTeneHb NpuUcyTCTBAS U y4acTuns rocyaap-
CTBa U, CNefoBaTeNbHO, rOCYAAPCTBEHHOMO PEryIMpPOBaHUs B TeNeNHAYCTPUN.
B €BS3W C 3TUM NpeacTaBnaeTCcs 060CHOBAHHbIM PAaCCMaTPMBaTL HE «KUTAWCKMIA
cepuan» BOODLLE, @ <FOHKOHICKWIA», «TaliBaHbCKMIA» 1 «MATEPUKOBbIN» MHBapUaH-
Tbl KUTANCKOTO cepuana. B cuny orpaHuMyeHHOCT obbeMa CTaTbl PacCMOTPUM
BO3HWKHOBEHMe V1 )KaHPoBOe pa3Hoobpasne cepuana B KHP.

Kak yxe oTMmedanock, ans Meamnacchepbl KHP 3HakoBbiM cTan 1958 r. VK-
TepPEeCcHo, Y4TO B 3TOM e roay nossuiacs 1 hopmaT, CyllecTByowmnin yxe bonee
60 net — TeneBM3MOHHas Apama (ASHbWWL3I0M), TpaHCHOpMMPOBaBLLIAsCS
B Tenecepuan. Nepeas KuTalicKas Teneapama ysuaena ceet 15 utoHs 1958 r. 37o
6bina TpMALATUMUHYTHAS Mbeca «BereTapuMaHcKuini NUpor», CHATas Ha [1eKnH-
CKOW Tenectyauvi v nepeaaHHas B npsaMom adupe. Xy Ciol, pexwuccep 3Tol no-
CTAHOBKM, Ha3Ban HOBbIV GOPMaT «AAHbLWNL3I0N» (BYKBaNbHO «TENEBU3NOHHAS
Apama»), CKOHCTPYMPOBAB TEPMUH MO aHaNorMu Co CNOBOM «ryaHboL3toM» (ByK-
Ba/bHO «paguofpama» Unmn «pagnuonoctaHoBKay). Ans Xy Cios, Kak 1 Ans MHOT VX,
POXAEHWe KNTANCKOM TeneBU3MOHHOM ApaMbl ObI0 HALMOHANBHBIM SBNEHNEM
¥ He BOCMPUHMMANOCh Kak 3aMMCTBOBaHWE MHOCTPaHHOW dopmbl. B 1958 . Ha-
Yanu CbeMKy M Moka3s cOBCTBEHHbIX Teneapam Tenectyaun B LaHxae, XapbuiHe,
FyaHwKoy, YaHuyHe 1 TaHbu3nHe. B neprop ¢ 1958 no 1966 rT., Ha3BaHHbIV KUTa-
CKUMU UCTOPVIKaMU TeNEBUAEHUS «NePUOAOM NPSMbIX TENEBU3NOHHbIX Nepefay»,
KuTaii npon3sen noyTy ABECTU 330408 OAHOCEPUHbIX TENEBU3MOHHBIX ApaM,
NnoKa3aHHbIX B NpsmMomM adupe (Lu, 2000, p. 25). E.N. YepHbliwes 3aMedaeT: «B 10
BpEMs B HAapo[ie TefeBnaeHne He CydaiiHo Ha3biBanwu “ManeHbkoe KMHo”. Kpome
HOBOCTEN, 75% 3aHMMaNu XyaoXeCcTBeHHbIe hUNbMbl 1 cepunansl, a 15% — Tene-
BM3MOHHble cnekTaknn» (YepHoiwes, 2008, c. 61).

C Ha4yanoMm «KynbTypHOI peBOMOLMM» B 1967 T, KaK OTMeYeT nccnefoBatesb
Jn SHb, «PYKOBOACTBO 3aMpeTuNO TeNeBUAEHMIO NMOKa3biBaTh ««M1oXve nepeaa-
4M»», KOTOPble M306paXani repoes, X13Hb B BOWHe, NponaraHay Mupa, pomaH-
TUYeckyto NoboBb 1 T.4.» (UMT. No: YepHbiwes, 2008, c. 62). A BCkope Teneapambl
VI BOBCE NepecTany CHUMaTb. BO30OHOBNEHME MX NPOM3BOACTBA OTHOCUTCS K KOH-
uy 70-x rogos.

B 1981 r. KHP HauMHaeT npou3BoanTb COBCTBEHHbIE cepuanbl B MPOTUBO-
BEC OAHOCEPUIHbIM TenenocTaHoBKaM. TemMaThKa MofobHbIX Cepranos pasHo-
obpasHa: 3TO U aKTyasnbHble NPObAEMbl BDEMEHN — IKOHOMMYECKAS U CoLManb-
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Has pedopma («HoBas 3Be3na» (1986, 12 3nNM30408)), ¥ UCTOPUYECKME Cepuansl,
W 3KPaHM3aLMs KUTANCKUX KNAaCcCMYeCcKX Npov3eeaeHuin («IlyTelnecTsre Ha 3a-
nan» (1982, 41 anu3op), «Mhkyra flsH» (1985, 14 anun3opoB), «OnucaHve yansuTenb-
Horo w3 kabuHeta /190» (1986), «<CoH B KpacHOM Tepeme» (1987, 36 3n130708B),
«MocnepHnii nmnepatop» (1988, 28 anu3oa0B), «TpoeuapcTere» (1994-1995, 84
anun3opaa)).

Bce 3TV cepwanbl co3gaBanvCb Ha rOCYAapCTBEHHbIX TenecTyamsx, nog
CTpOruM KoHTponem otaena nponaraHasl LK KMK. OT cueHapucTtos TpeboBanoch
CEePbE3HO OTHOCUTBLCS K UCTOPUYECKUM PEAnnsM U AnTepaTypHbIM 0COOEHHOCTAM
npou3segexus. MNpu 3TOM «Cepbe3HOCTb» GaKTUYECKU YCTaHOBMNA CTaHAAPT «Ka-
4ecTBa» /19 UCTOPWMYECKON ApaMbl, XapaKTepU30BaBLMINCS COYETaHVEM nnTepa-
TYPHOM TOYHOCTU W HPaBCTBEHHOro nockina (Guo, 2015). [lo cux nop «Tpoeuap-
cTBue» (1994) cumTaeTcs aKkpaHM3aLUmen, Hanbonee TOHHO NPUAEPKMBAIOLIENCS
TexcTa opuruHana (benosa, 2019, . 473).

1o MHeHuto [. To, umeHHOo B nepuopg ¢ 1984 no 1989 rr. ncropuyeckas gpa-
Ma 0POPMUNACH Ha KNTANCKOM TENEBUAEHN W KaK HOBbIV XaHp. MOXHO BbIAeNNTb
TPU OCHOBHbIX NUTEPATYPHbIX WCTOYHMKA MCTOPUYECKOW Apambl B 3TO BpeMs:
Knaccuyeckrie pomanbl («COH B KpacHOM Tepeme», «[yTellecTBMe Ha 3anagy); cTa-
PUHHbIe NereHabl v GonbKNopHbIe ncTopun (CbopHMK Hosenn My CyHnnHa «Onu-
CaHue yAMBMUTENBHOTO 13 KabuHeTa /1510») ¥ COBpEMEHHbIE CTOPUYECKME POMaHbI
(«TTocnegHwin uMnepatop») (Guo, 2015).

MOXHO CcoNMaapu3npoBaTbCca C BbiBOAOM [. [0 0 TOM, Y4TO MCTOpUYECKas
ApaMa Ha KUTaCKOM TeneBMaeHN M B TO BPEMS BbIMOHSANA ABOVIHYIO KYETYPHYHO
yHKUMIO: MONyNspu3npoBana HauuoHanbHoe nuTepaTypHoe (qobasum OT ce-
65 — 1 UCTOpUYEeCKoe) Hacneame C OAHOM CTOPOHbI, Y 3aHUMana f1ocyr — C Apy-
ro (Guo, 2015). MpuyeM ¢ hyHKLMEN 3aN0NHEHWS [0CYra UCTOPUYECKMe ceprianti
CNPaBASNUCH XOPOLIO, PENTUHT «TPOeLapCTBUS» 4OCTUIaN 46,7%, 4TO NPEBbLICKIO
Jaxe nokasaTtenu HosocTel (benosa, 2019, ¢. 467).

Pe3Kuin B3neT NMpouM3BOACTBA W MNoTpebneHus Teneapambl, Bce Gonblie
TpaHCcHOpPMUPYIOLLENCa B Tenecepuran, npuxoantcs Ha 1990-e rofbl.

B 1994 r. 8 KHP 6b110 CHATO 60nee WecTn Thicay 3n130408; B 1995 1. — 60/b-
LIe CEMU ThICSY 3MM30408B; B 1996 1. — Honblie gecaTu Thicay ann3om08 (Lu, 2000,
p. 25). 3Ta TeHAeHUMs B 0bUmMx YepTax coxpaHseTcs v B 2000-x. Kak oTmevaeT
Jn XyH: «B 2007 rogy obbeMm npov3BOACTBa TenecepuanoB Npofo/mkan pactu,
Bo BceM KuTae 6bi10 co3aaHo 529 cepnanoB KonnyecTsom B 14 670 cepuid, 4To
NO CPaBHEHWIO C NpefablayLM roaom 6onblie Ha 5,8% v 5,9% cOOTBETCTBEHHO,
M 4TO MO CpaBHeHMto ¢ 1979 rogom 6onblwe B 37,79 pa3a» (/ln, 2009, c. 78).
B 2009-2019 rr. 6610 BbINyWEHO B 0bUlE CNOXHOCTM 4449 Tenecepuanos
(Yy, 2020, c. 113).
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CobbiTreM cTan BbIXOd Ha TeneskpaHbl cepnanos «Kenanune» (50 anwm3o-
0B, 1990, pexwiccep /ly Cs0B3i) u «MekuHel, B Hblo-Mopke» (21 3nusog, 1993,
pexuccepbl “OkaH CsonyH v ®3H CaoraH). Mictopus, nerwas B OCHOBY CLieHapus
«KenaHus», bbina B3sTa 13 HEHONbLIOW ra3eTHOW 3aMeTKu. B ceprane nosecTsy-
eTCs UCTOPUS HENPOCTOW XN3HW [06POI 1 OT3bIBYMBON J110 Xy3indaH 1 ee ceMby
Ha hoHe BypHbIX COBLITUI «KyNBTYPHON PEBOMOLMM» U NOCNEPEBOMOLMOHHOTO
BpemeHK. 3aech 6bIN0 BCE TO, YTO LEHU W NIOOUN KUTANCKNIA 3pUTeNb: ceMen-
Has NpYBsS3aHHOCTb, MN060Bb, Apyxba. Cepvian cHuMancs B MeKkrHe B TeyeHne
10 MecsueB 1 ¢ TpuyMdbanbHbIM ycnexoM 6bin noKasaH Ha kaHane CCTV. «[lekunHel,
B Hblo-opKe», 3KkpaHM3aLMs OfHOUMEHHO KHIMM Llao TyianHs, onucaslero
CBOW 3MUTPAHTCKMIA OMbIT, OblN NEepPBbIM Tenecepuanom, CHATLIM 3a Npeaenamm
KuTas — B CUIA. Ha KnTalicKoM a3blKe KHWra bbina onybavkoBaHa B 1991 1., o4eHb
6bIcTpO cTaB 6ectcennepom B KHP. YxaH CA0oNyH K 3TOMY MOMEHTY 3apeKoMeH-
[oBan cebs Kak ycnewHbli pexxmccep, NPUHWMaBLWNIA y4acTue B CO3AaHNN BblCO-
KOPENTVHIOBbIX cepnanoB — «KenaHume» 1 «PegakLMOHHbIE UCTOPUM» (25 3nn30-
[08B, 1991, NepBblil KUTANCKMIN CUTKOM). HO, HECMOTPS Ha ero aBTOPUTET, HalTK
AeHbI Ha NMPOeKT, BKNKYaBWWA CbeMKI 3a rpaHuLen, Bbino KpailHe HenpocTo.
BlomKeT Npon3BoaACTBa COCTaBAsAN 1,5 MuannoHa gonnapos CLUA, 4To 66110 paBHO
AECAT MUNNVNOHAM toaHen. MEeKNHCKMIN TeNeLeHTp XoTen B3saTb KpeauT B HaHKe,
HO TaM oMacanuch, 4TO JONT He ByneT BO3BPalleH, M OTKasanu. Toraa pyKoBoa-
CTBO CbEMOYHOM rpynnbl 06paTUNOCh K YneHy MNocTosHHOro komuTeTa MNonnT6oio-
po LK KTK, BO3rnaBnsBLIEro LeHTpanbHy PyKOBOAALYIO Tpynny No nponaraHie
v naeonoruyeckor pabote, /in XyixyaHto. Ero BMeWwaTenbCTBoO NOMOMo ucnpa-
BWTb cuTyaumto, LK BaHk Kntas ogobpun ccygy, 1 CbeMouHas rpynmna oTnpasu-
nack B Hoto-Vopk.

B LieHTpe cloxeTa cepuana — UCTopus afanTtaumny K HOBOM XU3HM SMUTPaH-
Ta BaH LivMyvHa v ero cembu, aganTaumns LEHON NOTEPb U NPUOBPETEHNIA, B3NETOB
M nageHvin. KpuTuky oTMeYanu CXoxecTb crnocoba MbIWNeHWs MaBHOro repos
C MbllWNEeHMeM NepcoHaxa KHUMm «MoannHHas nctopus A-Kbto» Knaccrika Kutai-
CKoi nuTepaTypbl /Iy CUHS. TIOMUMO paccKa3sa UTENCKOW UCTopuK, Tenecepuan
Aan BO3MOXHOCTb KUTAWCKAM 3pUTENSM NOrPY3UTLCS B IK30TUYECKMIA MUP Hblo-
Mopka, yBupaeTb ero goCTonpuMedaTenbHoCTV U Nei3ay, YCabiaTh HenpuBbIY-
HbIA cayHACKeln, a nepen Hanbonee NOAroTOBAEHHbIMU CTaBW BOMPOC O POSK
v MecTe KnTas B rnobanbHOM MUpe, NaTpuoTU3Me, MMNeprann3me 1 aHTumMne-
puanusme. Moka3s Tenecepuana npouwen B oktabpe 1993 r., cobpaB MHOrOMUANN-
OHHYIO ayauTOPUMIO. B 3TO e Bpems CHVUMAKTCS U Apyrue ycnelHble cepuansi,
rie UeHTpanbHOM CTaHOBMUTCS TeMa MEXKYNBTYPHON KOMMYHMKauMu: «Pycckune
AeBylKN B XapbuHe» (1993), «LlaHxael B Tokno» (1995), «[AeTUWKN-UHOCTPaHLIbI
B [eKknHe» (1995).
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MosiBNeHNe 3TUX CepuanoB 03HaMeHOBaNO0 3pPenocCTb KUTANCKOro cepua-
Na KaK camoCTosTeNbHOro xaHpa. Cepuan, Kak OfuH 13 CTPYKTYpooOpasyoLLmx
3M1EMEHTOB MPOrpaMMbl BelLaHWs, NOATBEPKAAET CBOW No3uumuu 1 B 90-e roabl
XX B. B aHBape 1993 1. 1ons cepmanos Ha kaHane CCTV B byaHu cocTaBnsna 16,7 %,
B BbIXO4HbIE yBenuymBanacb o 35,8. Wnn cepranbl B NOAPOCTKOBOE BpeMS
(c 15 00 18) v B Npaiim TaitM (c 19 no 23) (MeHblumKkoBa, 2012, ¢. 230).

YXAHPOBOE PA3SHOOBPA3ME KMTACKOIrO CEPUANA

Mo HabnaeHVaIM K1TakcKoro nccneaosatens Xy WxndaHa, ceroaHs cepu-
an BXOAMT B «TENEBV3MOHHYIO TPOIKY», HAapsiay C HOBOCTAMM U LOKYMEHTaNbHbIMY
(UIbMaMK, MOTECHMB «3CTPaAHble BeYepa, «bubMbl C MOAUTUYECKUM OKDACOM»,
«TemaTnyeckume oKyMeHTanbHble hunbMbl» (Uxy, 2020, . 113).

KuTalickve nccnenoBaTenu BbiAensioT pa3fnnyHble xaHpbl cepuanos. OT-
METUM Hanbonee pacnpocTpaHeHHble: Menoapama (UmMHU3e U301 AN SHbUWH
L3toi), MblbHas onepa (hai3ao U3toi), KoMeaus (Cu L3toit), CUTKOM (LMHLU3MH
CUL3IOI), NCTOpUYecKas apaMa (MWK U3tol), ApaMa 6oeBbIX MCKYCCTB (ycs L3toi),
AeTeKkTnB (U3MHM3N U3toi), HpaBoyuYMTeNbHas Apama (U3STVH NyHbAK L3toW), ce-
MeiHas apama (U3susy U3toi), KpMMUHanbHas apaMa (ryHbaHb U3toi), BOeHHas
apama (LU3toHboM L3toi).

Cpefv paHHWX CepuanoB AOBOMbHO YacTO BCTPEYaloTCs WMCTOpUYeckue,
HpaBOy4YMUTEeNbHbIE, CEMENHbIe Apambl M ycs U310M. HpaBoyuuTenbHas Apama
(«Haw nana v Hawa Mama» (1995), ¥KeHa cTapuiero 6pata» (1998)) penpe3eHTupy-
eT B3aVMOOTHOLIEHUS CBEKPOBK W HEBECTKM, CTAPLIEro NOKONEHMS 1 MAa/Wero,
COBMelleHMe TPaauLMOHHbIX LEHHOCTEN C HOBbIMU CTUNSMM XU3HK, BbIOOP OnN-
TUMaNbHbIX XU3HEHHbIX CTPaTeruii B 6bICTPO MEHSIOLLEMCSI MUPE, C/IOBOM, BCE TO,
YTO COCTaBNSET NOBCEAHEBHOCTb OOBIYHOMN KMTANCKON CeMb.

CemeiHas apama («HaitHas» (1982), «4eTbipe MOKONEHUS NOf OAHOMN Kpbl-
wei» (1985), ¥KenaHume» (1990)) NOBECTBYET 0 XMU3HK CeMbM/KNaHa/poaa Ha hoHe
6onblwon Victopun. bnaropaps KOHMYLUMAHCTBY U HEOKOHMYLMAHCTBY, naes ce-
MbW Kak 6e3yCNOBHOM LIeHHOCTM SBASeTCS 6a30BOW B KUTaWCKOM TPaaVLMOHHOM
obuecTBe. IMEHHO CeMbst MbICMTCS KaK XpaHUTeNb 106poaeTeNy, HpaBCTBEHHO-
CTW, TPAAMLMM, NO3ITOMY «CeMeiHas ipama HaxoAWTCs Ha nepeceveHnn UCTopuii
OTAENbHbIX N10AeH, Haluii U Bcero rocyaapcTaar (Uxy, 2020, ¢. 118).

Ba)KHO MMeTb B BUAY, YTO BpEMSs 3KOHOMUYECKMX pedopm B KnTae o3Hame-
HOBANOCh NONEMUKON O POAN U 3HAYEHWI KYABTYPHOTO Hacneams. B Kutae atoT
(beHOMeH NonyYnn HadBaHve «KynbTypHOro Byma» (BaHbxya *3). B xofe obule-
CTBEHHbIX AVICKYCCUIA ObIM M3BNEYEHbI U3 HEDLITUS TaKne UAew, Kak AOCTKEHNE
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«CS10 KaH» (Manoro bnarononyyus), BOCNMUTaHWe HAUVOHaNbHOTO fiyxa (ro UWH, ro
LLy¥), BOCMWTaHWe KoNneKTnBHoW gobpoaeTent (ryH A3), KoHUenumus HoOBOro rap-
MOHWYHOTO 0OLIECTBa (CMHb fia TYH).

OfHVMM M3 BaXKHEMWMWX nocneacTsuii atoro byma cTana onobpeHHas
Y VHULMWPOBaHHas NapTuelt nonynspr3aumns BCEBO3MOXHbIMU CPeACTBaMU Ha-
LMOHANBHON KyNbTYPHOW TpaauLUmmn. POCT MHTEpeca K HalMOHaNbHON KynsType,
B TOM 4YMCNe 1 KOHMYLUMAHCTBY Kak 1eMCTBEHHOW cune nepeycTpoincTaa oblie-
CTBa, OKOHYaTeNbHO 0hOPMUTCS Kak nocneaoBaTenbHbI kypc Ha XVII cbe3ne KIMK
(2007).

Ho BepHeMCcs K cepuanbHbiM xaHpaMm. TepMUH «yCsi» AN MapKMPOBKM KaH-
pa «60eBbIX MCKYCCTB» B KMTANCKOM KMHO MCMOonb3oBancs ¢ 1920-x rofos, a ¢ no-
ABNEHMeM TenecepuanoB PacnpocTpaHncs v Ha Hiux (Teo, 2009, p. 4). naBHble
repov — OfHOPYKMe MexToBanbLMKK, 6NaropofHble BOMHbI, CpaxatoLmecs wao-
NIVIHBCKIME MOHAXM 1 XeHLLMHBI-BOMHbI, HEBECOMO HECYLIMECs MO IKpaHy, boproTCs
Co 3n0M 1 nobexpatoT ero. MoMMMO passnexaTenbHON MyHKLUMK, KaK oTMevaeT
BbIpocLMit B CnHranype K. YaHb, He cnefyeT He0OUEHNBATb W MAEONOrNYeCKoe
BAVISHME 3TOTO XaHpa. [11s MHOTMX KUTalLeB, 0COBEHHO Ans Xyausio, 3Ta KUHema-
Torpaduyeckas haHTa3ns KOHCTPYMPYET BOOBPaXKaeMblid KyNbTYPHbIA 1 NOAUTY-
Yecknin Knutai. K. YaHb CHUTAET, UTO XKaHp «yCs» MOT AaTb 60MbLIe AN NOHUMaHWS
KUTaMCKOW KyNBTYPbI, UEHHOCTEW U OLLYLIEHWS <KUTACKOCTW», YeM Ntobble YpoKu
KWUTaMCKOro s3bika B Wwkone (Chan, 2004, p. 3).

Ocoboe MecTo cpeav CepranbHbIX aHPOB 3aHUMaeT UCTOPUYeCcKas Apama,
B KOTOPOW BbIIENAOT HECKONBKO HanpaBneHuii:

1. «PeanbHble ntoan v peanbHble COObITUSA» (DKIHBKIHD WKIHbLIN) — KapTU-

Hbl, KOTOPbIE MaKCUManbHO TOYHO MPUAEPKMBAIOTCS MPVHUMMNOB UCTOPU-

4ecKoW OCTOBEPHOCTU: «HhKyra /lsH» (1985), «Y L33TaHb» (1995), «AnHacTus

FOHWK3Ha» (1999), «MuHrucxan» (2004), <Mmnepatop Y-av» (2005).

2. «PeanbHble NtoAM U BbllyMaHHble COBbITUS» (WKIHBXKIHb U3AWN) — cepu-

anbl, KaKk NpaBuo, NpeacTaBasiolmMe cobon afganTnpoBaHHble NCTOpHYe-

CKVe poMaHbl U nereHapl: «feHepanbl cemby SAH» (1985), «PeyHble 3aBoam»

(1998), «TaiHas uctopus Csowkyan» (2002).

3. «BblgymMaHHble NOAN 1 BbiAYMaHHbIE COObITUS» (K3HbWN NAHU3S) —

cepviansl, 6asnpyoWmecs Ha MOAHOCTBIO BblAYMaHHbIX COBbLITUSX, UMeto-

line, OAHAKO, ONpedeneHHy NCTopHYecKyto nodonneky: «LrHckuin yapb

Vcuenenus» (2002), «<bor meguumnbl Cu flaiina» (2003), «BpaTa 60nbWworo

noma» (2013) m ap. (Uxy, 2020, c. 114-115). TpeTbs rpynna nossnsetcs 8 KHP

OTHOCUTENbHO NO3AHO. B TO Bpems, Korfa 3TOT XaHp YCnelHO pa3BmBancs

B FOHKOHTe v Ha TaiBaHe, B KHP B8 1980-1990-X I'T. WK ANCKYCCUN O BO3MOX-

HOCTW OTHECEHUS K KaTErOPUM <UCTOPUYECKNX» CKA30YHbIX 1 FOMOPUCTHYE-

CKUX PUNBMOB, BA3MPYIOLLNXCS Ha KNACCUMYECKMX TUTepaTypPHbIX MPOU3Be-
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aeHnsx, mucdax v nereHgax. Co BpeMeHeM MCTOPUYECKME cepuanbl CTanu

pa3gensTb Ha ABa BUAA: «MOAMMHHbIE» (WKIH WO) U <KOMOPUCTUYECKNMEY

(cn wo) (Yxy, 2020, c. 115).

3aMeTuM, 4TO UCTOPUYECKNIA cepnan TPaauLMOHHO UMeeT BbICOKUIA pel-
TUHT 1 B ANOHUK (B LUIMPOKOM CMbIC/IE — XKaHpP A3WAaNTIKM, NPULIEALINIA U3 KN-
HemaTorpada; B y3kom — Talra (NHK) v T.n.), v B Kopee (carbik), 1 B Kutae (nmwm
u3toi). B 1999 r. Ha UcTopmYecKre apambl (BKtOYas BCe Te, rae AenCTBre Npouc-
xoauno B Knutae no 1911 roga) npvxoamnoch 10,7% Bcex TeneBn3MOHHbIX apam,
21,6% B 2000 1. 1 24,8% B 2001 1. (Bai, 2007, p. 35). B koHUe 1990-X IT. B MaTepuKo-
BOM KuTae Bce OTHETNMBEN NPOSBASETCS TeHAEHUMS OTBOANTL NpaliM-TaiM ans
AEeMOHCTPaLUMK UCTopudeckinx cepunanos (Zhu, 2009, p. 221).

Ocobbli MHTEPEC K MCTOPUYECKOI ipaMe 0BycnoBneH obWMM OTHOLIeHU-
eM K MCTOPWM B KUTaMCKOWM Tpaamumn. TaBaHbCKUI MccnenoBaTent Y. XyaH cyu-
TaeT, 4TO B KMUTAWCKOM MUPOBO33peHun 1 hrnocodum }1U3Hu UCTopus urpaet
LeHTPanbHYyto Ponb, MO3TOMY KUTalLa MOXHO Ha3BaTb Homo historiens. ®akTbl,
COOBITUS 1 NEPCOHAXMN PACCMATPUBAKOTCS U OLEHMBAKOTCS B KOHTEKCTE «MOTOKa»
BpemMeHU. NpoLLAbIiA OMbIT HE MEPTB U He 3aBEPHYT, KaK MyMUU B My3esiX, a XMB
v MHTepakTveeH (Huang, 2007, p. 188).

B KoHue XX B. pykoBoacTBO KHP npoBo3rnacuio Kypc «nocTaBuTb ApeB-
HOCTb Ha CNY)KOY COBPEMEHHOCTM» (M Iy B3V U3MHb). YUUTbIBAs KyNbTYPHbIA 6IK-
rpayHa v obljee OTHOWEHWE K MCTOPUYECKOMY MPOWOMY U UCTOPUM, MOXKHO
yTBEPXKAATh, YTO UCTOPUYECKME ApaMbl ABASIOTCS AeCTBEHHBIM CPeACTBOM ro-
Cy[apCTBEHHOWN NponaraHfpl, O4HWUM 13 BKHENWNX MHCTPYMEHTOB TPaHCASLMN
oduLManbHOM TOYKM 3pEHUS MO NOBOAY TEX UAN MHBIX MONUTUHECKMX/UCTOPUYE-
CKVMX COBBITUN.

3T0 0COBEHHO 3HaYMMO, NOTOMY YTO, KaK CripaBefnMBo 3ameTuna A. Capa-
KaeBa, B KMTANCKMX NCTOPUYECKMX cepuranax TPaHCAVPYIOTCS HECKOMbKO MOBTO-
PSIOLLMXCS MAEN. Bo-NepBbIX, «roCYAapCTBO B 3TVX cepuanax sBAseTcs BbiClWeN
¥ camopoBnetolLeit UeHHOCTbI0. OHO HMKOTAA He OCMbICIMBAETCS KaK KOHCTPYKT,
OTIMYHbIV OT CTPaHbl, UMM COBCTBEHHbIE MHTEPECH 1 COBCTBEHHYO NOru-
Ky (hYHKUMOHMPOBaHUS, TOCYAapCcTBO M ecTb cTpaHa» (Capakaesa, 2020, c. 154).
Bo-BTOPbIX, HAPOA, MOHUMAEMbIN KaK «CIOX3Hb», ABNSETCS 06beKTOM 3a60Tbl ro-
Cy[apCTBa, TaK KaK «rocyfapCTBO YCTOMYMBO NULWb TOMAA, KOrAa Hapog A0BOEH»
(CapakaeBa, 2020, c. 155). B-TpeTbux, «<0bbegnHeHne Bcex HaceneHHbIX KuTanuamy
3eMerb Mog BNacTbio eAMHOMO rocyaapcTaa v LeHTpanmn3aums rocygapcTBeHHoro
ynpasneHns Booblie BOCMPUHMMAIOTCS Kak 6e3ycnoBHo bnaroe HadnHaHme» (Ca-
pakaeBa, 2020, . 158).

TakuM 06pa3oM, MOXHO cornacuTbest ¢ AA. CapakaeBoW, YTO B KUTaWCKKX
MCTOPMYECKUX cepuanax Ha pasnuyHbiX NprMepax AeMOHCTPUPYETCs peanwv3a-
UMS 3TATUCTCKOrO U NaTepPHaNMUCTCKOrO MUMPOBO33peHHs. Mpn 3TOM rocyaapcTso
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ONMLETBOPSET DUrypa MyLpOro, CripaBe/IMBOro, NernTYMHOIO NpaBuTens, Npu
KOTOPOM HapOAy XUBETCS ChITO 1 CMOKOMHO.

CEPWA/ KAK NMPOAYKT KWTANCKOWM KY/I6TYPHOW NOANTUKN
(BMECTO 3AK/THOYEHMUS])

JKoHOMMYecKme pedopMbl, HavyaTble B KOHLE 70-X, HECMOTPS Ha 0buini
KypC NOCTPOEHUS CoLManM3mMa C KUTANCKOM CneunduKon, MpuBeni K pbIHOYHbIM
OTHOLWEHUAM 1 GOPMUPOBaHWIO 0bLLeCcTBa NOTpebneHws. Pa3BuTre TeneBm3noH-
HOW MHAycTprn KHP nponcxoamno B yCnoBMsxX BbICTPOrO ¥ YCNewHoro nogbeMa
3KOHOMMKM, POCTa XM3IHEHHOIO YPOBHS HaceneHus, paarKkanbHOro M3MeHeHMs
00pa3a XM3HW. B TeyeHre HECKONbKUX eCATUNETUIN OTeYEeCTBEHHbIN TeNeBm3u-
OHHbIV KOHTEHT CTan AOMUHMPYIOLIMM Ha KUTANCKOM TenesuaeHumn. CeroaHs oxko-
n090% nepenay, bUNbMOB 1 peKkNambl SBASIOTCS NPOAYKLMEN KUTaCKOro Npoms-
BoACTBa» (/In XyH, 2009, . 81).

Mpov3BOANTENN TENEBM3NOHHbIX MPOAYKTOB, B TOM YKC/1e 1 CEpUanoB, OKa-
3a11Cb B HEMPOCTOMN cuTyaumu. C OAHOV CTOPOHbI, Cepuran, kak Npo/ayKT MacCoBOW
KYN6TYPbI, AOMKEH ObITh MHTEPECEH 3pUTENtO, NPUBNEKATENEH N8 peknamopaTe-
N8, KOHKypeHTocnocobeH Ha pbiHke. C ApYroi, KOHTEHT TeNenpoayKTa sSBaseTcs
06BbEKTOM MOCTOSIHHOTO KOHTPO/S CO CTOPOHbI FOCYAapCTBa W AOMKEH OTBEYaTb
onpefeneHHbIM UAeoNorMYeckM TpeboBaHMsaM. bail BbiAeNSeT NsaTb KYeBbIX
CNocoboB KOHTPONS KOHTEHTA. Bo-nepBblX, rOCYAapCcTBO Yepe3 CUCTEMY NWLeH-
3UPOBaHWs ONpeaensno Kpyr opraH13aLmnii, MMeBLIWX NPaBo NPOV3BOAUTb Tene-
Apambl. Bo-BTOPbIX, rOCYAaPCTBO HANPaBASNO0 1 KOOPAMHMPOBaNo Npon3BOACTBO
cepuanoB Npu NOMOLM TaKOrO MHCTPYMEHTa, Kak exerofHas «KoHbepeHLms no
NNaHNPOBAHWIO TENEBU3MOHHbIX 1paM», Ha KOTOPOY NPUCYTCTBOBaNN AMPEKTOPa
TENeBU3NOHHbIX CTaHLMI, PYKOBOAWUTENN MPOW3BOACTBEHHbIX MOAPa3AeNeHWi,
napTuitHble MYHKUMOHEPbI U NpeaCTaBUTENN NpaBUTENbCTBA. Ha KoHdepeHLmn
[0 CBefleHVst CObPaBLIMXCS AOBOAWAV NMPUOPUTETHbBIE TeMbI Ha ByayLuii rof,. Tak,
Ha BCTpeye 2004 r. B Ka4ecTBe TaKOBbIX ObiNM 0603HAYEHbI: 55-9 TOAOBLIMHA OC-
HoBaHNs KHP, geHb poxaeruns [3H CaonunHa, 85-9 rogosuiMHa ocHoBanus KK,
95-9 rofoBuUiMHa CuHbXalckoW peontounn, 140-netne co AHs poxaeHus CyHb
ATceHa, 60-9 rofoBLMHa nobeasl Hag AnoHren 1 70-9 rofoBLMHa Bennkoro no-
xofia. CNUCoK sBAsNca 06a3aTenbHbIM A5 BCEX MPOV3BOAMTENE TENEKOHTEHTa,
TaK UAK MHaYe OHM AOMKHbBI BbINW YYNTHIBATL aKTyaNbHYHO MOBECTKY NpW COCTaB-
NeHuV NnaHa NpoM3BOACTBa TeNenporpamm, B TOM YUC/Ie 1 Cepnanos. B-TpeTbux,
HavrHas ¢ 2000 r., 4ns NoNyYeHus pa3pelleHns Ha CbeMKI1 ceprana TpeboBanoch
npeacTaBuTb B [OCYAapCTBEHHOE YNpaBneHne paavo, KNHO 1 TeNeBuaeHus pesio-

HAYKA TENEBUAEHUA 18 (3), 2022 97 THE ART AND SCIENCE OF TELEVISION



Me 06bemMomM oT 150 10 200 CNOB ¥ KPaTKOE M3NOMEHVE COAePKaHUsS 06BEMOM He
Menee 1500 cnoB. YnpaBneHue Morno ofobpuTs MPOEKT, NMPeaioXMUTh U3MEHEHUS
VM 1 BOBCE OTKNOHWTb. [TOMMUMO 3TOrO, B 3aBMCUMOCTM OT TeMbI MO0 MOHaA0-
BUTbCS CcornacoBaHme ¢ NPOMUIBHBIMU TOCyYpexXaeHnsMu. Ecnn aeincTeme pas-
BOpayvBaeTcs B [OHKOHTe, TO HY)XHO NMOAY4KTb Of0bpeHue YnpasneHns no genam
FOHKOHra 1 Makao; ecin cepuran o WKOMbHOW XM3HW, TO HEOOX0AMMO 0fl0bpeHYIe
OT MuHwWCcTepcTBa 0b6pasoBaHus. Ecan pedb MAeT 06 MCTOpUYECKOM cepuane,
TO CUMHOMCUC HYXHO yTBepanTh B OTAene nponaraHAabl. B-4eTBepThIX, Nepes Bbi-
XO[OM B CBET BCe Cepuanbl Npoxoannu LenHsypy. CornacHo «lpasunam Belanms»
(1997) UEH30pbI BBISBASNN KOHTEHT, HAHOCAWMIA yulepb HauMOHanbHOMY efnH-
CTBY, CYBEPEHUTETY W TEPPUTOPMANbHON LEeNOCTHOCTM CTPaHbl; 6e30nacHocTy,
4eCTW ¥ MHTepecam rocyfapcTBa; MPOBOLWMPYIOWMIA 3THUYECKOe pasfeneHue
M HaHOCSLWMI yllepb 3THUYECKOMY efMHCTBY; BblAalOWMA roCyAapCTBEHHbIE Ce-
KpeTbl; KNeBeWlyLMin M oCKopbAsoWmiA Apyrix Noael; nponaraHanpyowmi
pacmyLeHHOCTb, CyeBepus Uan Hacunme; NOACTPEKAIOWNIA K PaCOBOW, CEKCyanb-
HOW UK reorpadryecKolt AUCKPUMUHALMN, a TaKKe 1000 KOHTEHT, 3anpeLleH-
HbIi 3aKOHOM W aMUHUCTPaTUBHbIMK NpaBunamu (Bai, 2007, p. 29-30). B-nsiTbIx,
€CTb U MPSHUK — HaUMOHaNbHble TeNeBU3NOHHble npemun («derTbeH», «[1aTb
nepBbix» 1 «3onoToit Openv), Npu NOMOLM KOTOPLIX MPaBUTENBCTBO TaKke pery-
NVIpyeT Npon3BOACTBO cepuanos (Bai, 2007, p. 28-30).

Taknm 0bpa3om, YTO Obl He CMOTPEN 3puUTent — AMHACTUYECKYIO Apamy, ce-
pran o nonagaHuax, KPUMMHaNbHy VCTOPUIO, MOMOAEKHBIA CUTKOM MW 3Kpa-
HM3aAUMIO KUTAWCKON KNACCKIKM, €ro BHMUMaHWIO NpeanaraeTcs MAeonornyeckm
6e30MnacHbIVi NPOAYKT, MPOBEPEHHbIN PAa3HbIMU MHCTAHUMSMU Y TPAHCVPYIOWN
nonesHsble gas obLecTBa 1 rocyfapcTaa CMbICbI.
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Bromance as a Masquerade:
Adaptation and Reception of Chinese
Danmei Fantasy”

Abstract. The article discusses danmei (or boys love, BL), a fiction genre which occu-
pies a special place in Chinese pop culture. Despite the fact that these entertainment
stories are characterized by a love line between male characters, the authors and
consumers of Chinese BL are primarily heterosexual women. Danmei has become
popular not only in China itself, but also in many other countries, which adds rel-
evance to the study of its reception by the Russian audience. First of all, this applies
to web series—television adaptations of network BL novels available to the world
audience. The research focuses on a number of issues related to the production,
adaptation, and consumption of danmei media content. What are the features of
the genre and how does it differ from non-Chinese versions of BL? What makes dan-
mei so attractive for women and how is the Chinese BL community structured? What
strategies does the Chinese web series industry use to adapt primary sources and

* Translated by Anna P. Evstropova.

The author studies the unique genre in China’s cinematography; the analysis focuses on this
topic only, and it does not correlate with any other sociocultural phenomena that might be
somewhere else in the world; there is no presentation of such things in this publication’s
content.—Ed.
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how do BL fans and a wider audience perceive these adaptations? The article shows
the contradictions inherent in the danmei subculture: on the one hand, its proximity
to the feminist and queer movements, on the other—its support for heteropatriar-
chal values. Special attention is paid to the analysis of the representative strategy
of bromance used by Chinese producers in the TV adaptations of danmei novels
under party-state censorship. In particular, I analyze the popular TV series S.C.I. Mys-
tery (2018), Guardian (2018), The Untamed (2019), and Word of Honor (2021). Apart
from de-erotizing the interactions of between the protagonists, these adaptations
significantly modify the genre, plot, setting, and characters. At the same time, pro-
ducers of the shows take into account the expectations of the multimillion army of
danmeifans, leaving them certain opportunities for queer reading. In Russia, danmei
by the web novelist Mo Xiang Tong Xiu are the most popular, as well as the fantasy
web series The Untamed based on her novel Mo Dao Zu Shi. This case study of the
multi-part online drama The Untamed reveal the three patterns of reception of the
series by the Russian audience: bromantic, romantic and “fluid.” In conclusion, the
challenges of conceptualizing danmei as a genre, subculture, and entertainment in-
dustry have been articulated.

Keywords: danmei, China, web series, fandom, queer culture, Mo Xiang Tong Xiu,
The Untamed

Acknowledgments. The research is part of the 2022-2024 project “East Asian Media
Culture: Discourses, Industries, Fandoms” of the HSE University’s Institute of Media.

YK 791.43/45 + 304.2
CraTbs nonyyeHa 18.08.2022, otpefaktuposaHa 27.09.2022, npuHata 30.09.2022

EBrEHUA TEHPMEBHA HUM

HaunoHanbHbIN NCCNeaoBaTeNbCKUIA YHUBEPCUTET
«Bbicwas WwKona sKOHOMUKM»

101000, Poccuns, Mocksa, yn. MacHmuuKas, 4. 20
ResearcherlD: -1126-2015

ORCID: 0000-0001-7349-9429

e-mail: enim@hse.ru

[na yumuposaHus

Hum E.I. BpoMaHc Kak Mackapap: agantaums v peuenums Kutanckmx aH-
Te3n B xaHpe faHmeli // Hayka Tenesmaenns. 2022. 18 (3). C. 105-143. DOI:
https://doi.org/10.30628/1994-9529-2022-18.3-105-143. EDN: AGVORW

HAYKA TENEBUAEHUA 18 (3), 2022 106 THE ART AND SCIENCE OF TELEVISION


https://doi.org/10.30628/1994-9529-2022-18.2-13-38

bpomMaHC Kak Mackapap:
afanTauvs n peuenuns
KUTaWCKMX D3IHTE3N B KaHpe aaHmen”

AHHOTaLWs. B cTaTbe paccMaTpUBatoTCS POMaHTUYeCKre DIHTE3M BxaHpe faHMel
(vnn boys love, BL), 3aHWMatoue ocoboe MecTo B KUTANCKOWM MOM-KynbType.
[ins pasenekatenbHbIX UCTOPUIA NOAOBHOIO THMa XxapakTepHa MoboBHas NMHMS
MeXy MYXCKIUMW NMepCcoHaxaMmu, B TO BPEMsI KaK CO3faTeNsMu v NoTpebuTensimm
KuTalckoro BL 9BASHOTCS Npexae BCEro reTepoceKcyanbHble WeHWMHbI. JaHmel
CTan nonynsipeH He TONbKO B caMOM KinTae, HO U BO MHOTMUX CTpaHax Mupa, 4To
[eNaeT aKTyanbHbIM M3yYeHne ero peuenuymn poCCUINCKON ayanTopueit. Mpexae
BCEro 37O KacaeTcs Beb-cepuanoB — TeNeBW3WOHHbIX afanTaumin ceTesbix BL-
HOBENN, JOCTYMHbIX ANs MPOCMOTPa MUPOBOMY 3puTento. Viccnegosarue cdo-
KyCMPOBaHO Ha psfge BOMPOCOB, CBsi3aHHbIX C MpoLeccamMn MpPOM3BOACTBA,
afanTtaunv 1 noTpebneHns MeaniiHOTO KOHTEHTa B XaHpe AaHMeld. B yem cocToaT
0COBEHHOCTI XaHpa v ero OTAMYME OT He-KUTalcKIx Bepcuin BL? Yo MoTvBMpYeT
XKEHLMH K YBNEYEHWIO AaHMEN 1 KaK yCTpOoeHo kuTalickoe BL-coobuiecTBo? Kakue
cTpaTeruu aganTauuy NepBOMCTOYHVIKOB UCMOMb3YET KUTACKas HAYCTpUs BeD-
CepvanoB v Kak MOKNOHHWKK BL 1 Gonee WMpokas ayauTopust BOCMIPYHMMAOT
3T 3KpaHM3aLumn? B cTaTbe MokasaHbl NPOTMBOPeYUs, Npucyllve cybkynsType
OAHMEN: C OAHOW CTOPOHbI, ee H6AM30CTb (DEMUHWCTCKOMY U KBUP-ABMXEHWIO,
C [pyroii — NOAJepxKa reteponatpuapxanbHoli cuctemsl LeHHocTelr. Ocoboe
BHMMaHWe yaeneHo aHanusy penpes3eHTaTyBHOW CTpaTeruy bpomaHca, Ucnonb-
3yeMoi  KUTalCKUMK MpOAcepamn Mpw  TeneajanTauuy  AaHMel-HoBenn
B YCNOBUsX MapTUAHO-TOCYAAPCTBEHHOW LEH3ypbl. B YacTHOCTW, paccmatpu-
BatoTcs nonynspHele cepuansl «S.C.l. Konnekums 3arapoyHbix fen» (2018),
«XpaHuTenb» (2018), «HeykpoTumbli: noBenuTens YaHbumH» (2019) u «Janekue
CTpaHHVKM» (2021). MOMUMO A€3pOTHU3aLMM B3aUMOAENCTBII ABYX MaBHbIX NPO-
TarOHMCTOB, 3TWM 3KPaHM3aUMAM MpUCYyLLa 3aMeTHas MoaMdVKaumMs xaHpa,
CloXeTa, CeTTUHTa U NepcoHaXeit. B To »e BpeMs Npov3BOAUTENN LIOY YIUTHIBAIOT
OXKMAAHWS MHOTOMUANMOHHOTO (3HAOMA, OCTaBAss MNOKNOHHMKAM AaHMel
onpefeneHHble BO3MOXHOCTY ANs KBUP-NpoYTeHus. B Poccum Hawbonee ums-
BECTHbl BL-HOBennbl ceTeBoW nucaTenbHuUbl MocsH TyHCo, a Takke MaHTe3ni-
HbIi cepuan «HeyKpoTWMbIA: noBenuTent Y3HbLMH», CHATBHIA MO ee poMaHy
Mo Dao Zu Shi. B pe3ynsrate npoBeeHHOro Kelc-CTaan MHOTOCEepPUMHOM OHNANH-

* [laHHas cTaTbs NOCBsLLEHA HaYYHOMY aHann3y HallMoHaNbHOro aHpa B 061acTu KUHo-
nckyccTBa Kutaiickolt HapogHoit Pecnybnmku, orpaHnymBasch ero pamMmkamu 1 He ocBe-
Ljast MHble COLMOKYLTYPHblE SIBEHNMS, CYLIeCTBYlOLe BHE NpefenoB n3bpaHHoro oob-
eKTa MCCnefoBaHs, Kakoe-1Mbo MO3ULMOHMPOBAHWE KOTOPbIX He KOPEenavpyeT Kak
C A@HHbIM TEKCTOM B LIENIOM, TaK V1 C €70 COCTaBASOLLUMMY (MPUM. peq.).
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apambl «HeyKpoTWMbI» ObiNW BbISIBNEHbI TPW MaTTepHa peuenuun cepuana
POCCUICKMM  3pUTenem: OPOMaHTUYECKUM, POMAHTUYECKUA W «DAOUAHbBINY.
B 3aK104eHNM apTUKYNMPYIOTCS CNOXHOCTU KOHLENTyanu3auun AaHMen Kak
XaHpa, CYOKyNbTYpbl U MHAYCTPUM pa3BneveHuii.

KntoueBble cnoBa: faHmeit, Kutaii, Beb-cepnansl, h3HAOM, KBUP-KynbTypa, MocsiH
TyHCHO, <HeyKpOTVMbI: NOBENUTENb Y3HbBLIMHY

BnarogapHocTu: cTaTbst HaNMCaHa B paMmkax NpoekTa «Meaunakynsrypa BocTouHow
A31W: AUCKYPChI, MHAYCTPUN, D3HAOMBI» HCTUTYTa Meana HUY BLUS (2022-2024).

INTRODUCTION

In recent decades, East Asian pop culture has been gaining more and more
fans around the world, including in Russia. And while Japan and South Korea show
obvious success in promoting their culture worldwide, China’s entertainment con-
tent is just beginning to attract the attention of the global audience. Among the me-
dia products of the Celestial Empire, a special place is occupied by online literature
and, in particular, romantic fiction in the danmei genre featuring a love line between
male characters. Their authors and readers are primarily heterosexual women, a
paradox that many researchers have been trying to comprehend (Chang & Tian,
2021; Zhang, 2016; Zhou et al,, 2021). Despite censorship, danmei is popular in
China, and “boys love” (BL) web novels often become the basis for various adapta-
tions—TV series, animation, comics, audio dramas, video games, etc.

Given the restrictions on the depiction of queer relationships and explicit
scenes, the Chinese media industry is forced to resort to certain strategies for adapt-
ing original BL works. However, the expectations of the multimillion army of fans,
whose activism makes BL stories a great success, are also taken into account. In this
transition from marginalized online literature to mainstream media, a discursive
battle between producers, the danmei fandom, and the political regime is unfold-
ing (Ge, 2022; Hu & Wang, 2021; Ng & Li, 2020; Wang, 2019). It challenges both the
dominant forms of gender and sexual identity and the boundaries of party-state
control over content industries and participatory cultures. The latter are becoming
quite a prominent force in China, manifesting their agency in culture, politics, and
economics.

This article addresses a number of issues related to the production, adapta-
tion, and consumption of danmei entertainment content. What are the peculiarities
of this genre and how does it differ from non-Chinese versions of BL? Why is dan-
mei so attractive to women (female writers and readers) and how is the Chinese BL
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community structured? What adaptation strategies do creators of BL screenplays
use and how are they decoded by BL fans and the wider audience? Relying mainly
on English-language works by Chinese authors, | problematize the phenomenon
of the popularity of danmei in China and Russia. Apart from reviewing the exist-
ing researches, in this article, | observe how the Russian audiences receive the web
series The Untamed (2019), an adaptation of one of the most famous danmei works
by the web novelist Mo Xiang Tong Xiu. It is worth noting that there are practically
no research works on this topic in Russia, and this paper will be among the first
Russian-language publications devoted to danmei as a genre and its subculture.

DANMEI AS A GENRE AND SUBCULTURE

Danmei (Bt3E), which literally means “indulging beauty,” is the Chinese name
for male-male romance stories written primarily by and for a female audience (Yang
& Xu, 2017, p. 3). The name of the genre itself is consonant with and derives from
the Japanese tanbi, a decadent aesthetic style that later became a designation for
homoeroticism (Suzuki, 2015, p. 99). Danmei is also often associated with yaoi, an
obsolete slang term for manga, short stories, and anime with homoerotic storylines.
Boys love as a genre originates from Japan. Having first appeared in Japanese wom-
en’s comics in the 1970s, BL became popular in East Asia and around the world
thanks to the spread of Japanese ACG culture (Animation, Comics, and Games).
In the early 1990s, BL products illegally entered mainland China through Taiwan.
Although censorship restrictions persist even thirty years later (Bai, 2022), Chinese
BL found its face, adapted to sociopolitical conditions, and became a successful
selling product.

In addition to its Japanese roots, danmei has a close connection to Western
slash culture, based on fanfics about same-sex love between originally heterosex-
ual male characters. Contemporary danmei fandom consists of three “circles”—the
original Chinese circle, focused on the production, consumption, and adaptation of
Chinese-language texts, and the Japanese and Euro-American segments, focused
on the translation and remaking of BL products from these regions (Yang & Xu,
2017, p. 8). The Chinese circle is the largest and most commercialized; the Japanese
circle is the earliest and most diverse; and the Western one is the fastest growing
and most anti-commercial. There is no clear boundary between these circles; they
complement each other, making danmei fandom a global cultural community. The
concepts of danmei and BL are used as synonymous names for the genre (Hockx,
2015, p. 114). At the same time, danmei is characterized by quite distinctive features
stemming from the peculiarities of Chinese national culture and the political and
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legal environment. These peculiarities relate to media formats, the specificity of the
genre itself, and the social significance of BL works and communities.

First of all, Chinese BL is online novels published on literature platforms, the
largest of which is the commercial women'’s literature website Jinjiang Literature
City (or JUWXC). Compared to print comics and animation, this format is easier to
produce, since it does not require professional skills, serious investment, or legal
distribution channels. The availability of the latest Internet technologies that ensure
anonymity to authors and readers, as well as the simplicity of content creation and
distribution, have played a key role in the development of the danmei subculture.
Chinese people actively consume online literature: by the end of 2020, the afore-
mentioned JJWXC had about 44 million registered users and more than 1.6 million
contract writers (Wang, 2021, p. 129). In addition to publishing BL novels, Jinjiang
Literature City facilitates further promotion and adaptation of the most popular
works into game and animation formats. Although danmei (and not only danmei)
novels are often criticized for their low quality, Chinese web novel platforms have
developed into a powerful online literature industry that has spread its influence to
the global book market as well.

Another important difference in Chinese BL is that China lacks a legal seg-
ment of literature and media aimed at the gay community and the queer movement
in general. In Western countries and in Japan, for example, sexual minorities have
access to special content (not BL) that corresponds to their expectations and needs.
As for BL, according to many researchers, this genre is based on women’s fantasies
about male homosexuality, which have little to do with the reality of same-sex re-
lationships. In this sense, characters in BL stories should not be considered gay or
even “male,” but rather idealized androgynous images with bisexual components
(Tian, 2020, p. 110). In fact, members of gay culture themselves criticize the BL genre
ashomophobic: BLis disconnected from the queer community and only contributes
to its marginalization by strengthening the standards of heteronormativity (Hitoshi,
2015, pp. 214-215,223-224). In China, however, BL is the only source of information
about men’s romantic relationships tolerated (to a certain extent) by the state. In the
absence of sexual education, many Chinese perceive danmeiin correlation with gay
issues. Chinese authors and readers of BL tend to minimize the distance between BL
and gay culture, seeing BL as a way to represent non-normative models of gender
and sexual identity (Tian, 2020, pp. 107-108). Thus, danmei can be conventionally
considered part of the public gay discourse in China.

Another feature of the Chinese danmei subculture brings us back to the key
characteristic of BL—these are products made primarily by women and for women.
But what motivates women to consume such content? Danmei allows female read-
ers to voyeuristically peep at men, to derive aesthetic satisfaction, play with their
own identities, and imagine equal gender relations that they are deprived of in real-
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ity (Wang, 2021a, p. 131). In this context, danmei has liberating potential and is seen
as a digital feminist counterculture (Chang & Tian, 2021) that challenges patriarchal
heteronormative constructions. However, researchers also note that the fascina-
tion with danmei may, in contrast, indicate a distrust of women’s power: even in the
fantasy world, Chinese women dare not imagine an equal right romantic relation-
ship between a woman and a man; only male characters are endowed with such
privilege (Zhou et al., 2021, p. 4854). Boys love literature is a chance for a temporary
escape from patriarchy, but not a field for challenging it. Fans use BL stories pri-
marily to express their notions of idealized heterosexual relationships (Zhang, 2016,
p. 249), so danmei reinforces traditional gender roles rather than undermines them.

The latter thesis is congruent with the results of other studies analyzing Chi-
nese BL novels. Although danmei creators and readers often argue that, unlike
mainstream media, danmei provides a world of equal androgynous characters, the
egalitarian model does not dominate the general flow of BL stories (Wang, 2021b,
p. 107). In most of the novels published on Jinjiang Literature City website, the pro-
tagonists show clear binary roles of seme and uke (“active” and “passive”), which
is manifested not only in the erotic context, but also in the social profiles of the
characters. For example, the more masculine characters usually take leading posi-
tions in the social hierarchy, protect their partners and support them financially,
and initiate intimacy more often (Zhou et al., 2018, pp. 114-116). Even though both
characters in a danmei story are often feminized, possessing “soft masculinity” and
refined beauty, the proportions of feminine and masculine traits in them are not
the same. Paradoxically, romantic relationships between men in BL often receive a
heteropatriarchal representation, which compromises the ability of danmei to sup-
port feminist or queer narratives alike. And this is yet another feature of danmei as a
complex social, cultural, and media phenomenon.

(B)ROMANCE: “MASQUERADE” IN CHINESE BL NOVEL ADAPTATIONS

Given the popularity of danmei stories, it is no wonder that Chinese media
companies are so eager to screen them. In this respect, the risk of state censorship is
inevitable—due to BUs direct or indirect association with homosexuality and eroti-
cism.

It is worth noting that in contemporary China same-sex relationships are not
banned; they were decriminalized in 1997 and depathologized in 2001. In fact, China

character uke—“shou” ().
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has a long documented history of homosexuality under the empire—a legacy from
which PRC ideologues officially distance themselves. In addition to unwelcome as-
sociations with the imperial past, gay culture has also been related to decadent
Western influences represented by the global LGBTQ+ movement (Ng & Li, 2020,
p. 483). Homosexuality is neither forbidden nor condoned in China, but visual de-
pictions of same-sex relationships are currently taboo. This is especially true of erot-
ica and explicit intimate scenes, which are strictly censored as obscene (this also
applies to heterosexual couples). At the same time, the compliance monitoring au-
thorities have no clearly defined criteria or rules, leaving themselves free to interpret
what content is considered immoral and constantly introducing new restrictions.
In particular, one of the recent regulations by China’s National Radio and Television
Administration (NRTA) aims to stop TV shows from demonstrating “sissy/effeminate
and more and abnormal aesthetics” as harmful to Chinese youth.? It also affects the
production of television series based on BL novels, where the main characters are
often played by actors with delicate facial features, smooth skin, thin waists, and
graceful hands—a type of attractive young male celebrities that fans and entertain-
ment agencies call “little fresh meat” (Song, 2022, p. 69). Such open admiration of
millions of female fans for the “wrong” male beauty and sexuality deeply concerns
the Chinese government (Ng & Li, 2020, p. 482).

In the context of uncomfortable media politics, producers and directors are
forced to seek strategies for adapting original BL narratives in order to reduce the
risks associated with their sensitizing and transgressive content. Original sources
do not necessarily contain descriptions of sexual acts; many BL works belong to
the clean water (“pure love”) genre and include only kissing and embracing scenes.
Detailing the characters’ sexual life is characteristic of softcore and hardcore nov-
els, as they are informally classified by the BL community itself depending on the
“severity” in depiction of homoeroticism. But regardless of how exactly sexuality is
represented, screening a romance between men is quite challenging in China, even
for entirely fictional stories about deities and demons or Taoistimmortals. And even
if they are screened after all, viewers are more likely to see a sad or open-ended
ending, hinting unequivocally that the love of two men cannot be happy due to
the insurmountable social obstacles (Wong, 2020). In addition, Chinese authorities
could at any time demand that an already aired television series be edited or even
banned from airing, as happened with the BL teenage love drama Addicted® in Feb-

2 China’s NRTA lIssues 8 “New Commandments” to Curb Improper Practices in Entertainment
Industry. (2021, September 3). 38jiejie | =AM . Retrieved August 10, 2022, from https://38jiejie.
com/2021/09/03/chinas-nrta-issues-8-new-commandments-to-curb-improper-practices-in-
entertainment-industry/

° B9 / Addicted, or Heroin, directed by Ding Wei - a web series streamed on Tencent Video, iQiyi
and other platforms from January 29 to February 23, 2016, before being blocked by Chinese
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ruary 2016. The show was removed from all streaming services in China just three
episodes from the finale. Soon afterwards, Chinese media began to widely discuss a
government document (dated December 2015) regulating sexual content, including
a ban on featuring same-sex relationships.* After that incident, the Chinese web se-
ries industry shifted to dangai (Bt2%) format—television adaptations of danmei nov-
els in which the characters’ homoerotic relationships remain offscreen (Ye, 2022).
The term was introduced by fans as a combination of dan (gt) from danmei and gai
(2%) meaning “change, correction.”

Overthe past fewyears, a number of commercially successful BL dangai shows
have been released in China, including S.C.I. Mystery (2018),° Guardian (2018),° The
Untamed (2019),” and Word of Honor (2021).8 In all of them, the original love line
between protagonists has been replaced by a bromance, a strong male friendship.

According to Tingting Hu and Cathy Yue Wang (2021, p. 674), bromance-as-
masquerade is a key censorship circumvention strategy for Chinese media compa-
nies creating BL series. For instance, the producers of the 2018 detective drama S.C.1.
Mystery play a double game: on the one hand, they desexualize the erotic elements
of the source material and, on the other, implicitly invite viewers to fantasize about
the love relationship of investigator Bai Yu Tong and forensic doctor Zhan Yao.
Thanks to certain directorial and camerawork techniques, as well as the materials
from the series’ promotional campaign, the audience can easily read this alternative
interpretation. There are several ways to blur the boundaries between romance and
bromance. One of the main moves is to portray the joint daily life of the protagonists
as the life of a usual couple. The characters shower together, drink milk from the
same glass, wear each other’s clothes, and so on. In addition, the show includes
intimate scenes that were not in the novel, such as artificial respiration during Bai’s
attempt to save Zhan, who nearly drowned. Such scenes are full of romanticism: the
lighting, framing, editing, and soundtrack create the effect of intimacy between the
characters (Hu & Wang, 2021, pp. 675-678). Another key to unmasking the screen

authorities. The last three episodes were available on YouTube for viewers outside of mainland
China.

“ Ellis-Petersen, H. (2016, March 4). China bans depictions of gay people on television. The Guardian.
Retrieved August 10, 2022, from https://www.theguardian.com/tv-and-radio/2016/mar/04/china-
bans-gay-people-television-clampdown-xi-jinping-censorship

>S.C.I. RFEE / S.CI. Mystery (directed by Shi Lei), broadcast from June 26 to July 19, 2018, on
Youku streaming platform.

4838 / Guardian (directed by Xie YiHang, Zhou Yuan Zhou, Gao Han), also known in Russia as The
Pacifier of Souls. It was broadcast from June 13 to July 25, 2018, on Youku platform.

" BR15< / The Untamed (directed by Chan Ka Lam, Steve Cheng), broadcast from June 27 to
August 9, 2019, on Tencent Video platform.

81115814 / Word of Honor (directed by Cheng Zhi Chao, Jones Ma, Li Hong Yu), premiered February
22-March 23,2021 on Youku, available to Russian viewers on Kinopoisk and IVI.
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bromance is S.C.I. Mystery promotion materials uploaded on Sina Weibo and Youku
video platforms, where the two leading actors, Gao Han Yu and Ji Xiao Bing, show
their passion for each other. So, although the crew has never declared that it was a
male-male love story, they left enough signs for fans to decode it that way.

The bromance representational strategy was also used in the 2018 film ad-
aptation of the urban fantasy danmei Guardian. It centers on the investigations of
detective Zhao Yun Lan, head of the Special Investigation Department, and Pro-
fessor Shen Wei. In this case, not only the love line, but also the world, plot, and
characters of the web novel have undergone significant changes. Ghosts and dei-
ties were banished from the TV series, and the mythological setting was replaced
by sci-fi. This refusal to depict the supernatural may be related to an ideological
taboo against “harmful superstitions,” which come into conflict with the policies of
the Chinese Communist Party. Apart from that, some researchers suggest (Wang,
2019, pp. 51-53) that figures of vengeful ghosts could be perceived as a metaphor
for marginalized members of Chinese society who have suffered social injustice and
are excluded from the mainstream. In addition to many such modifications (includ-
ing the added heterosexual storylines), audiences were treated to a tragic ending,
with one of the main characters dying and the other losing his soul and memory.
Fans were so frustrated that after the final episode, the author of the novel known
under the pseudonym Priest wrote extra chapters in which the events of the series
were explained as taking place in one of the parallel universes. It is important to
note that Guardian was subjected not only to self-censorship, but also to censorship
by the government: after the series was released, it was removed from Youku video
platform in August of 2018 to be restored in October of that year with a number of
cut and edited scenes. Meanwhile, in promotional materials on Weibo, Youku, and
other platforms, the producers advanced the romantic version of Weilan so explic-
itly that the Guardian Girls fandom surrounding the series tried to protect them from
excessive openness and accusations of queerbaiting (Ng & Li, 2020, pp. 484-489).

Subsequent popular BL projects, The Untamed (2019) and Word of Honor
(2021), were also based on fantasy danmei novels, namely xianxia, with its inherent
worlds of heroes perfecting themselves in martial arts and practicing to become
immortal. In non-Chinese speaking fandom, such stories are called cultivation nov-
els. In both cases, the love feelings of the protagonists are again shown as a strong
brotherhood, as finding a soulmate. In Word of Honor, however, bromance is more
explicitly romanticized: former leader of the security organization “The Window of
Heaven” Zhou Zi Shu and chief of Ghost Valley Wen Ke Xing often make bodily con-
tact in the frame and express their warm feelings quite emotionally. However, the
end of the story in this adaptation is disturbing: in the final episode, Wen Ke Xing
sacrifices himself by giving his life force to a dying friend. The Untamed, on the other
hand, ends with a hint at the reunion of spellcasters Wei Wuxian and Lan Wangji



after a brief separation (in the finale of donghua based on this novel, the two pro-
tagonists set out on a journey together). As for Word of Honor, the creators of the film
adaptation made a short epilogue, which fans consider an alternative ending to the
series: in that special episode, we see Zhou Zi Shu and Wen Ke Xing as immortals
living in the snowy mountains. This method can be seen as an attempt by the film
crew to show a canonical happy ending for a non-traditional couple, impermissible
in terms of censorship but desired by many fans.

The bromance strategy is a compromise to reduce the risk of censorship in
the adaptations of danmei novels. Viewers in China are generally familiar with the
sources and practice a queer translation of such adaptations. At the same time, the
absence of homoeroticism in dangai attracts a wider audience, who enjoy stories
about male friendships that do not escalate into something more. Despite the sig-
nificant modification of the genre, plot, setting, and characters in the process of self-
censorship, Chinese dangai series are actively winning over the national and global
video markets. The most popular projects receive millions and billions of views; pro-
ducers make huge profits from concerts and fan meetings, as well as from selling
early access videos, music albums, and merch. However, this impressive economic
success is still unable to curb the restrictive policies of the authorities in post-so-
cialist China. After Word of Honor, which was aired from February to May 2021, none
of the announced BL series has yet come out—and not only due to the coronavirus
pandemic. Dozens of similar projects have been filmed in the meantime; underscor-
ing their multitude, fans even call it the Dangai 101 phenomenon (similarto Produce
101, a South Korean talent show involving over a hundred contestants). Contrary to
these expectations, Chinese censorship has opted for tightening control over queer
content and culture of worshipping “soft masculinity.” In his speech on September
16, 2021, the head of China’s National Radio and Television Administration contin-
ued the theme of “cleansing” the national entertainment industry of “unhealthy”
trends and called for a boycott on danmei adaptations as well as a crackdown on
chaotic fan circles.® The dangai industry and its fans are currently going through a
difficult period that could last indefinitely.

% China’s NRTA Calls for Boycott on Danmei (BL) Drama Adaptations. (2021, September 20). 38jigjie
| Z /U Retrieved August 10, 2022, from https://38jiejie.com/2021/09/20/chinas-nrta-calls-for-
boycott-on-danmei-bl-drama-adaptations/
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THE UNTAMED: THE RECEPTION OF THE SERIES BY CHINESE
AND RUSSIAN AUDIENCES

A special contribution to the popularization of Chinese pop culture and dan-
mei as a genre was made thanks to a web novelist using the pseudonym Mo Xiang
Tong Xiu,™ the author of The Scum Villain’s Self-Saving System (2014), Grandmaster
of Demonic Cultivation (2015), and Heaven Official’s Blessing (2017). These danmei
have gained an army of fans not only in China, but also in many countries around
the world. In December 2021, after the first week of sales, the English-language edi-
tions of all three novels made the The New York Times bestseller list."

The greatest success was Mo Dao Zu Shi (MDZS), globally known as Grand-
master of Demonic Cultivation. The 113-chapter web novel was originally published
on Jinjiang Literature City website, where it garnered over 1 billion full-text views
(Meng, 2021, p. 773) and has now been published in ten languages. It is notewor-
thy that in Russia, the printed version of MDZS appeared thanks to the efforts of
fans of Mo Xiang Tong Xiu. They collected over 15 million rubles for the Russian-
language edition of Grandmaster by Istari Comics Publishing (2021).*? This crowd-
funding project, that clearly demonstrated the agency of participatory culture, was
initiated by the admins and translators of the public community “Grandmaster of
Demonic Cultivation / The Untamed”® in Russian social network VK. There are very
recent examples of fan-industry collaborations, too. In particular, in June 2022, the
St. Petersburg alternative comic book publisher KomFederatsiya (ComFederation)
in cooperation with another VK group, “Dark Paths of Yiling Patriarch | Untamable”
(these are other variants of the title—MDZS—in Russian) announced the release of
the Russian-language manhua Founder of the Dark Path.** Overall, it was the fans of
the novel—especially the translators, artists, and amateur voice actors—who played
a huge role in promoting it to the Chinese and global market. Some of them were
later involved in the production of official adaptations, further expanding its original
audience. The novel became the basis for an audio drama, an audiobook, a web-

W EFWR, Mo Xiang Tong Xiu (or MXTX), her real name and age are unknown.

- Mo Xiang Tong Xiu (MXTX) Becomes Triple New York Times Best Selling Author in One Week with
Seven Seas Debut of Danmei Novels. (2021, December 23). Seven Seas Entertainment. Retrieved
August 10, 2022, from https://sevenseasentertainment.com/2021/12/23/mo-xiang-tong-xiu-mxtx-
becomes-triple-new-york-times-best-selling-author-in-one-week-with-seven-seas-debut-of-
danmei-novels/

2 Money for the publication of the Russian-language version of the novel were raised through
Boomstarter crowdfunding platform, see: https://boomstarter.ru/projects/istaricomics/roman_
magistr_dyavolskogo_kulta_v_4-h_tomah (10.08.2022).

3 Russian: “Magistr D’yavol'skogo kul'ta / Neukrotimyy” (literal: “Master of the Devil’'s Cult /
Untamable”). Community web-page: https://vk.com/younet_translate

14 Russian: “Temnye puti Stareyshiny Ilina | Neukrotimyy.” Information about this project is
published on the web-site of the publisher (https://vk.com/comfed) and the VK community
(https://vk.com/mdzscult)
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comic (manhua) and an animation (donghua), as well as a multi-episode web series
and a mobile game (worldwide release expected in 2022).

The fantasy plot of MDZS unfolds in jianghu, an alternate free world of “rivers
and lakes” reminiscent of medieval China, where members of five noble families
perfect their martial arts and Taoist alchemy. Two young spellcasters, Wei Wuxian
(of the Yunmeng Jiang Sect) and Lan Wangji (of the Gusu Lan Sect), do not get along
too well at first. But after going through many trials together, they become friends.
Fate separates them when Wei Wuxian chooses the path of dark magic and then
tragically dies to resurrect 13 years later in another man’s body (who was gay in his
lifetime). Cursed by all, Wei Wuxian reunites with Lan Wangji revered by “cultivators”
(Fig. 1-2) to investigate a chain of sinister events of the past, eventually revealing
their deep feelings for each other. The love line is not the main story in the novel; it
isdominated by a detective story that lends itself well to adaptation. The TV adapta-
tion of Grandmaster, the 2019 multi-episode drama The Untamed, has become in-
credibly popular, racking up more than 10 billion views!® on Tencent Video stream-
ing platform. A special edition of the series, shortened from 50 to 20 episodes, is also
available to global audiences on Netflix. Russian viewers can watch all episodes of
The Untamed with Russian subtitles on WeTV Russian, the official YouTube channel
of Tencent Video.

As mentioned above, The Untamed was filmed in a dangai format, which
means that homoerotic interactions of male characters were replaced with bro-
mance. Even before the series was aired, rumors circulated in Chinese fandom that
the producers intended to replace Wei Wuxian’s love interest with Lan Wangji with
a heterosexual relationship with Wen Qing, a healer from the ruling and later fallen
Qishan Wen Sect. The reaction of Chinese fans on social media was so violent that
the drama production team had to publicly deny the information (Song, 2022, p. 77).
As a result, although the series expectedly demonstrates the union of soulmates,
the interaction between the two cultivators is charged with such “chemistry” that
it can be interpreted as romantic. Many viewers marked how skillfully actors Xiao
Zhan and Wang Yibo managed to “act out love” with their sensual gazes (long eye
contact as a camerawork technique). While some fans of the novel and the web
drama attempted to complete the homoerotic discourse, others avoided explicitly
mentioning the queer undertone of the adaptation and encouraged others to do
the same. Most Chinese BL fans have a high censorship sensibility, so they publicly
support bromance while secretly enjoying an alternative take on the story (Ge, 2022,

to the episodes of The Untamed broadcast on the YouTube channel: “Congrats to ‘The Untamed’
for reaching 10 Billion Views on WeTV,” see: https://www.youtube.com/watch?v=zeja¥nkkK64
(11.08.2022).
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p. 1029). Like the Guardian Girls, an extensive online community of The Untamed
Girls fans has developed around The Untamed, whose members actively promote
the show while shielding it from potential risks of regulatory interference.

Fig. 1-2. Wei Wuxian (Xiao Zhan) and Lan Wangji (Wang Yibo),
The Untamed (TV Series), 2019'°

According to one of the studies (Ge, 2022, pp. 1027-1030), the show’s female
fans used two key tactics in their “game” with party-state censorship. First, they pre-

6 See the images source: https://mydramalist.com/photos/qOZW8; https://ru.kinorium.
com/2074317/gallery/?photo=37771773 (15.08.2022).
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sented the romantic love of the male characters, veiled by producers, as a socialist
bromance. In their discussions of the web drama on social media, women used the
hashtag “socialist brotherhood,” just like Guardian Girls did in 2018. The true mean-
ing of this expression was clear to all privy to it, as it refers to a famous Chinese
meme depicting a panda-headed man and a caption: “On the surface, we call it
‘brotherhood’; but we all know this is f****ing romance (Ng & Li, 2020, pp. 486-487).
The second tactic is the demonstrative association of the series with party-state
ideology. In their comments on the show’s official Weibo page, Untamed Girls em-
phasized how positively the series influences young people and how important it is
for shaping the values of Chinese socialism. These ways of constructing a discourse
around The Untamed help circumvent censorship, while at the same time accepting
it as an inevitable fact of life. Moreover, the defense of homoerotic love between
fictional characters went hand in hand with real misogyny for actress Meng Ziyi,
who played Wen Qing, the healer. Such ambivalences, according to the same study
by Liang Ge (2022), create a controversial image of Guardian Girls and other similar
BL fandoms, often seen as a counterpublic (Hu & Wang, 2021) or a feminist project
(Chang & Tian, 2021).

Studies of the audience of The Untamed in mainland China confirm that it is
predominantly female content, with varying percentages of female viewers ranging
from 77% (Ge, 2022, p. 1022) to 81% (Meng, 2021, p. 774). Therewith, 73% of the fans
are people aged 18-34. The show’s audience, according to Meng, can be roughly di-
vided into four categories: fans of the original danmei novel, fans of the actors, fans
of the web-doramas, and fans of the voice actors. Although no quantitative research
has yet been conducted on the Grandmaster of Demonic Cultivation / The Untamed
fandom in Russia, it can be assumed (based on comments in Russian-language so-
cial media and on online cinema sites) that it is primarily young women as well. As
for the segmentation reflecting motives for television viewing, in relation to Russian
realities it might look a little different.

Undoubtedly, a certain part of the Russian audience consists of fans of the
MDZS web novel or its animated adaptation—the three-season donghua (2018-
2021) of the same name. This is a fairly narrow segment consciously identifying it-
self with the “Chinese fandom,” where the most popular genres are wuxia, xianxia,
and danmei. Then there are doramshchitsy (“dorama fan girls”) that is, lovers of East
Asian (South Korean, Japanese, Taiwanese, Thai, and Chinese) TV series, especially
costume dramas. There are several large thematic websites in Runet where Asian
series are available with amateur Russian-language subtitles or dubbing. The most
popular dramas produced in these countries are also available in Russian online
cinema like IVI or Kinopoisk. The third presumed segment is Russian yaoists, fans

" For example, doramalive.ru, doramatv.live, doramy.club and others.
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of Asian BL content (primarily Japanese manga and anime). Of course, the dangai
bromance cannot be considered authentic BL, but the queer subtext is still there.
As for the actors’ fans, Chinese voice actors are not well known even among fan-
dom members (unlike Japanese seiyt), and the very aural perception of Chinese
speech is often difficult for Russian audiences. At the same time, there is a whole
cult formed around the young actors Xiao Zhan (Wei Wuxian) and Wang Yibo (Lan
Wangji), who became world stars thanks to The Untamed. In a July 2022 internation-
al poll conducted by the Nubia magazine! (headquartered in London), Chinese ac-
tor and singer Xiao Zhan received 2.2 million votes from 141 countries, topping the
list of the most handsome men in the world.*® His castmate Wang Yibo (actor, singer,
dancer, and professional motorcycle racer) was ranked third. The two Chinese ac-
tors left behind such recognized Western icons of attractiveness and sexuality as
Justin Bieber, Timothée Chalamet, and Cristiano Ronaldo. In Russia, the recognition
of both stars is also growing. For instance, there are several groups devoted to them
in VK social network uniting over 10,000 subscribers (plus several shippers’ public
groups). Xiao Zhan and Wang Yibo are classic “little fresh meat,” whose beauty at-
tracts female audiences in China and other countries, including Russia. As a rule,
however, in order to fall into the ranks of the actors’ fans, viewers have to be intro-
duced to the series first. Judging by the comments to the episodes of The Untamed
on the WeTV Russian YouTube channel and various dorama websites, apart from the
designated categories, there are many casual viewers who have never been previ-
ously interested in Chinese series or bromances.

As of August 8, 2022, The Untamed has a rating of 8.8 (7,811 votes) on Kinopo-
isk, 9.1 (7,956 votes) on Doramy.club, and 4.9 out of 5 on DoramaTV and Dorama
live services (6,537 and 4,481 votes respectively). On WeTV Russian YouTube chan-
nel, according to my calculations, all fifty episodes of the web series garnered 4,986
comments in total. Whereas the first episode has more than 370,000 views, the fi-
nal episode was viewed only about 70,000 times. Such decline in views can have
various explanations, from loss of interest and dissatisfaction with the quality of the
show, to switching to other services with a choice of voiceovers (WeTV only offers
Russian-language subtitles).

Analyzing the comments under the videos on YouTube,* we can distinguish
three key patterns of perception of male-male relationship: bromantic, romantic,
and “fluid.” In the first case, the series is evaluated as “a beautiful dorama about

'8 Global Nubia Awards & Certifications. (2022, July 20). Xiao Zhan Officially Certified as the World’s
Most Handsome Man in 2022. Nubia Magazine! Retrieved August 11, 2022, from https://nubiapage.
com/xiao-zhan-officially-certified-as-the-worlds-most-handsome-man-in-2022/

¥ The entire playlist of The Untamed with Russian-language subtitles and user commentary is
available at https://www.youtube.com/playlist?list=PLIgk_rWEOd914lygRmxYsJWOxMrkI9iH5
(11.08.2022).
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honor, dignity, and friendship,” “unity of souls and the way.” Queer readings are reject-
ed (“shhhh, let us (...) see these two as friends”), but overtly homophobic comments
are rare—probably, partly because many female viewers learn about the specificity
of the source material as they watch the show. And supporters of WangXian as a
love couple actively help the neophytes in this (“your ‘bromance’ has a loose ‘b”,
“they are married in the novel” “censorship is strong, but we can find hints even if
there are none,” “the dorama is about bromance, but their eyes speak of love”). They
willingly enlighten other commentators about the significance of rabbits and chick-
ens, the three bows in the temple, sleeping on the roof, the headband of members
of the Gusu Lan Sect, and other details that are interpreted as markers of the love
relationship between the characters. Finally, there is a third type of reaction, which
acknowledges the variability of meanings and readings of the adaptation (“to live
nextto a friend all my life, to wander with him (...) is as incredibly awesome as being a
couple, so | agree with all the versions of this story”). Regardless of their stance on the
imagined sexual identity of the characters, many viewers praise the plot, costumes,
music, visuals, acting and appearance of the actors (“everyone is beautiful, beautiful
as hellllll”). At the same time, there are criticisms of the show, pointing out the poor
script development, lack of dynamics, low-budget special effects, etc. As with Chi-
nese viewers, Russian audience of the show is fragmented and includes people with
different political and moral views, with various beliefs about gender and sexual
preferences. At the same time, fans of The Untamed are united by their fascination
with the series and the idealized images of its main characters.

CONCLUSION

The three types of reception of The Untamed can be associated with Stuart
Hall’s three strategies of decoding television text—dominant/hegemonic, opposi-
tional, and negotiated (Hall, 2001, pp. 171-173). However, Hall’s theory does not pay
proper attention to coding practices; he primarily sees a field for discursive battle
in the space of spectatorial receptions. In the case of dangai, the negotiation pro-
cess between show producers and consumers begins as early as the preproduction
stage, and Chinese producers themselves deliberately use bromance-as-masquer-
ade to avoid censorship (leaving the audience with many keys to queer interpreta-
tions). With this in mind, it is hard to say that the perception of The Untamed as a
story of fraternal friendship can be called dominant-hegemonic, since the sender’s
message is intrinsically passively resistant. Although the producers of the series de-
eroticize the source, they, like fans, are in a sense “textual poachers,” too (Jenkins,
2012), undermining their own “dominant” version of the story in various ways.
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The phenomenon of dangai itself is a consequence of contradictions and
forced compromises between the Chinese party-state system, market imperatives,
and participatory cultures. Like producers, who employ a masquerading strategy of
bromance in their adaptations, Chinese Untamed Girls and other BL fandoms prac-
tice an equally masquerading hegemonic reading of the show in the public media
space. Obviously, in media cultures with state censorship (and self-censorship), West-
ern theories of (de)coding and adaptation fail conceptually, and their application re-
quires revision and modification. This is equally true of the desire to see the danmei
subculture (and the dangai industry) as a revolutionary force that purposefully pro-
motes the feminist and queer movements. Chinese BL novels and their adaptations
may relate to the agendas of marginalized social groups, but they are first and fore-
most intended for entertainment. Enjoying the aestheticism of homoerotic stories
and supporting the real gay community are different things for many consumers of
danmei (Zhang, 2016, p. 256). This is all the more true of fantasy BL stories, where
idealized male characters are more like fairy tale unicorns (Hitoshi, 2015, p. 223).

One way or another, the popularity of Chinese BL content beyond the coun-
try’s borders is growing noticeably. Paradoxically, it is BL works, tabooed in China
itself, that are becoming a gateway to Celestial culture for the transnational public,
awakening interest in the study of Chinese traditions and language. The TV adapta-
tion of the danmei novel Grandmaster of Demonic Cultivation made a significant
contribution to the globalization of Chinese pop culture. Undoubtedly, further re-
search of different countries’ fandoms shall be beneficial for a more complete un-
derstanding of how Chinese danmei novels and dangai shows are perceived.

BBEJEHWE

B nocneaHvie pecatuneTvs non-kynstypa BocToyHol A3nm 3aBoeBbiBaeT
BCce bonbliee YUCAO MOKNOHHUKOB BO BCEM MUpE, BKIKOYas M POCCHIACKYHO
ayauToputo. W ecnm ycnexmn KynsTypHOW aunaoMaTin AnoHum u KxHoi Kopew
[OBONBHO OYeBWAHbI, TO pa3BneKaTeNbHbli KOHTEHT KuTas TOMbKO HavyMHaeT
npuBneKaTb K cebe BHVMaHWe TpaHCHaLUMOHaNbHOM nybnunku. Cpean meauiiHon
npogykumn MogHebecHol ocoboe MecTo 3aHVMaeT ceTeBas AuTepaTypa U, B
4aCTHOCTW, pOMaHTWYecKre haHTe3W B aHpe AaHMel, pa3BuBatouie nobos-
HYIO JIMHUIO MeXAy MYWCKMMUW MnepcoHaxamu. VX aBTopamMu v 4uTaTensimMu
SBNSIOTCS Npex/e BCero retepoceKcyanbHble XeHWUHB — NapagoKc, KOTOPbIN
MbITAOTCH OCMBICANTL MHOTMe uccnegosaTenn (Chang & Tian, 2021; Zhang, 2016;
Zhou, Liu, Yan, at al., 2021). HecMoTps Ha Hanunyme LeH3ypbl, NOA0BHbIE UCTOPUY
NOMb3YTCA MOMNYNSpPHOCTLIO B KnuTae, v Hepeako Ha ocHose «boys love» (BL)
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OHNaH-POMaHOB CO3Aa0TCs Pa3NuyHble aganTauny — Tenecepuansl, aHuMaums,
KOMWKCBI, ayANOApaMbl, BUAEOUTPbI U T.1.

B yCNnoBUsX OrpaHuUYeHuin Ha n3obpaxeHne KBUP-OTHOWEHWUIA 1 OTKPO-
BEeHHbIX CLIEH NPeAcTaBUTeNy KUTaCKon MeavanHaycTpum npuberatoTt K onpe-
AE€NeHHbIM CTpaTervsm aganTaumn opurnHanbHbix BlL-nponssepeHuin. OgHako
OHUW YUYWTBIBAIOT U OXUAAHUS MHOTOMUNAVOHHONW apMun daHaTtoB, bnarogaps
aKTMBHOCTU KOTOPbIX BL-mcTopun mmetoT Gonbliol ycnex. B aTom npouecce
nepexona 13 MapriHanbHON 30Hbl CETEBOW NUTEPaTyPbl B MPOCTPAHCTBO MEHCT-
PUMHBIX Mefa pa3BopaymBaeTCs AUCKYpCUBHasS BUTBA MeXay NpoM3BOAWTENS -
MK, H3HOOMOM AaHMEn U MoAnTUYeCKUM pexumom (Ge, 2022; Hu & Wang,
2021; Ng & Li, 2020; Wang, 2019). B Hell ocnapuBatoTCs Kak AOMWUHUPYHOLLVE
(hOpMbI reHaepHOM U CeKcyanbHOM MAEHTUYHOCTU, TaK U rpaHuLbl NapTUIAHO-
roCyAapCTBEHHOrO HaA30pa Haf MHAYCTPUSAMU KOHTEHTA U KyETYpaMm Coy4acTus.
NocneaHue cTaHOBATCA B KuTae OBONBHO 3aMETHOM CUNOW, NPOsBASIOLLEN CBOIO
areHTHOCTb B cchepax KynbTypbl, MOANTUKMN Y IKOHOMUKMN.

B 3TOW CTaTbe paccMaTpuBaeTCs psif BOMPOCOB, CBS3aHHbIX C MpoLeccamm
NPOM3BOACTBA, ajanTauuu v noTpebneHus KUTaWCKOro pasBnekaTenbHOro
KOHTEHTA B KaHpe AaHMel. B 4em coCcTosT OCOBEHHOCTY XaHpa v ero oTavyne
OT He-KUTaCKNX Bepcuin BL? Yem nprBnekaTeneH gaHmel ans xeHLmH (nncatens-
HUL, U YUTaTeNbHWL) M KaK YCTPOeHO KuTalckoe BL-coobliecTBo? Kakve cTpaTe-
MW aganTtauuy MCnonb3ylT codaateny BL-akpaHM3aUmin U Kak nx 4eKoaupyioT
NOKNOHHVKM BL 1 bonee wupokas ayantopus? Onupasch NpenMyLLecTBEHHO
Ha aHrM0s3bl4YHbIE PABOTHI KUTANCKNX aBTOPOB, Mbl NpobAeMaTH3npyem heHomeH
nonynspHoCcTM faHMelt B Kutae u Poccun. MomuMo ob30pa CyLLEeCTBYOWMX
MccnefoBaHNiA, B CTaTbe MpeAcTaBneHbl npefBapuTenbHble HabnogeHns oT-
HOCUTENbHO peLenunn POCCUICKUM 3puTenem Beb-cepuana «HeyKpoTWMbIn»
(2019) — apanTauMm OAHOM K3 CambiXx W3BECTHbIX BL-HOBenn ceTtesol nuca-
TenbHWUbl MocsH TyHco. OTMeTVM, 4To B Poccnu MccnefoBaTensckux paboT
no 0603HaYeHHOW TeMaTnKe NMPaKTUYECKN HET, CTaTbsi BOMAET B YMCAO MepBbIX
PYCCKOS3bIYHBIX NMYBAVKALUMIA, NOCBSALEHHbIX U3YYEHMIO XaHpa W CYOKyNsTypbI
AaHMeNn.

JAAHME KAK XAHP U CYEKY/IBTYPA

[Nanmelt (danmei, Bi3E), 4To ByKBaNbHO O3HAYaeT «MPUCTPACTHE K Kpaco-
Te» — KUTaWCKOe HauMeHOBaHME XaHpa MCTOPUI POMAHTUYECKOK NOBBM MexXay
MOMOABIMU  MY)KYMHAMM, CO3AaHHbIX MPEUMYLECTBEHHO XeHWMHaMU 1 Ans
xeHckon ayautopuu (Yang & Xu, 2017, p. 3). CaMo Ha3BaHMe xaHpa CO3BYYHO
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Y NPOUCXOAMUT OT AMOHCKOTO «TaHbW» (tanbi), ieKaaeHTCKOro 3CTETUYECKOTO CTUNS,
KOTOpbIV No3e cTan 0bo3HaveHnem romo3poTmama (Suzuki, 2015, p. 99). laHmen
TaKKe HEPEAKO acCoUMMPYIOT C «s0i», YCTapeBLUMM CNEHTOBbIM 0B03HaYeHVeM
MaHr W, NaNT-HOBEN U aHVIMe C TOMOCEKCYaNlbHbIM CIOXETOM. SNoHWsS SBNSEeTCS
poanHOW XaHpa boys love — BnepBble MOSBUBLINCH B AMOHCKMX EHCKNX KOMUKCAX
B 1970-x rogax, BL ctan nonynspex B BocTouHo A3mm 1 Bo BCeM MUpe bnaropaps
pacnpocTpaHeHnto snoHcko ACG-KynsTypbl (@HMMe, KOMWKCOB W BUAEOUTD).
B maTepukoBbin KuTall BL-npoayKuus HeneranbHO NPOHWKNA 4Yepe3 TaliBaHb
B Havane 1990-x. HecMOTpsa Ha TO, YTO LeH3YpHble OrPaHUYEHNSA COXPAHUINCD
v cnycTs Tpuauate net (Bai, 2022), kntaiicknii BL obpen cBoe nuLo, agantnpo-
BanCs K COUMANbHO-MOAUTUYECKMM YCNIOBUSIM W CTan YCMewHO NpofaBaeMbiM
NPOAYKTOM.

MOMUMO SIMOHCKMX KOpHEeW, AaHMeil MMeeT TeCcHylo CBs3b C 3amnafHon
Cnew-KkynsTypoil, OCHOBaHHOM Ha daHdukax o6 oaHOMoNon NbBM Mexay
M3HAYaNbHO reTepOCeKCyanbHbIMU MYXCKMMY nepcoHawamu. COBpPEeMeHHbI
(3HAOM AaHMel COCTOUT W3 Tpex «KpyroB» — OPUIMHANBHOIO KUTANCKOro
Kpyra, C(OKYCMPOBAHHOTO Ha MPOV3BOACTBE, MOTPebieHUM w aganTauum
TEKCTOB Ha KUTACKOM $i3blKe, a TakkKe SMOHCKOTO U eBPO-aMepriKaHCKOro
CErMeHTOB, OPUEHTWMPOBAHHbLIX Ha MepeBod W nepepaboTky BL-npogykumm
3TUX pernoHoB (Yang & Xu, 2017, p. 8). KuTaiickuin Kpyr camblii 60NbWON W
KOMMEpUMan3vpoBaHHbIN; ANOHCKUIA — CaMblii paHHWIA U pa3HoObpasHbIil;
3anagHbli — Hanbonee BbICTPOPACTYWINA U AaHTUKOMMEPYECKMA. YeTKoW rpa-
HULBI MeXay 3TUMM Kpyramu HeT, OHV B3aMMOAOMOAHSIOT ApYr Apyra, npe-
Bpallas t3HAOM AaHMel B rnobanbHOe KynbTypHoe coobulecTBo. pu 3ToM
NOHATMS faHMelt 1 BL 1Cnonb3yloTcs Kak CUHOHVMUYHbIE HaUMEeHOBaHMS XaH-
pa (Hockx, 2015, p. 114). B T0 e BpeMs y AaHMelt eCTb CBOM OTANYMS, CBA3aHHble
C 0COBEHHOCTAMU KMUTaWCKON HaLMOHaNbHOW KynbTypbl ¥ MONUTWKO-NPaBOBOW
cpenbl. OHK KacatoTcs MearadopMaToB, creurdrKY CaMoro aHpa 1 colmanbHoOM
3Ha4YMMOCTK BL-npon3BeaeHnin 1 KOMbIOHWUTH.

Mpexae Bcero, kKUTanmckuii BL — 310 Beb-HOBeNNbl, NybavKyemble Ha
NWUTepaTypHbIX OHMaWH-NnaThopmax, KpynHEMWwen un3 KOTOPbIX SBASETCS
KOMMepyeckuii caT «U3uHbuzsH» (Jinjiang Literature City). B cpaBHeHWK
C NevyaTHbIMK KOMMUKCaMW U aHWMauueid, 3To bHonee AOCTYMHbIM dopmar,
He Tpebytounii BbICOKOW NPOheCcCMOHaNbHON KBannduUKaumm, CepbesHblx Kanu-
TaNoOBNOXeHWN W neranbHbIX KaHanoB AMCTpUbyUMKM. HoBeliwve WHTEpHeT-
TexHonornu, obecnevnBatolie aHOHMMHOCTb aBTOPOB W YMTaTeNei, a Takke
NErkoCTb CO3[aHMs M PacnpoCTpaHeHUst KOHTEHTa Cbirpanu KNKYeBY Pofb
B Pa3BUTUM CYOKyNbTYPbl AaHMel. Knutailpl SBASIOTCS aKTUBHbIMKU NoTpebuTe-
NAMU CETeBOM NWTepaTypbl: B H4aCTHOCTW, K KoHLy 2020 rofa Ha ynoMsHyTOM
caiiTe XeHcKon nuTepaTypbl «L3VHbLU3SAH» 6GbINO 3aperucTpUpPOBaHO OKOMO
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44 mnH nonb3oBaTenein n bonee 1,6 MAH nucatenei nNo KoHTpakTy (Wang, 2021,
p. 129). Momumo nybnvKkaummn BL-HOBenn, oHNalH-M3aaTensecTBo «L3nHBbL3SAH
COfe/CTBYEeT fanbHeiwemMy MPOABWKEHMIO M aganTauumn cambiX MOMYASPHbIX
npou3BefeHnii B UrpoBble 1 aHMMaLMOHHble hopMaThl. XOTs pOMaHbl B XaHpe
AaHMelt (M He TONMbKO) YacTO KPWTUKYIOT 338 HEBLICOKOE KavyecTBO, KMTanCKue
nnathopmbl Be6-HOBENN NPEBPATUANCL B MOLLHYKO MHAYCTPUIO CETeBOW nuTe-
paTypbl, PACNPOCTPaHMBLLYIO CBOE BAVSHME W Ha TNOHaNbHbIA KHKHbIA PbIHOK.

[ipyroe BaxHoe OTAMYME KuTailckoro BL cBs3aHO ¢ Tem, 4yTo B KuTae
OTCYTCTBYET NeranbHbI CerMeHT ANTepaTypbl U Meawa, afpecoBaHHbIX reii-co-
00LWeCTBY ¥ KBUP-ABMKEHMIO B LieNIoM. B 3anafHbix cTpaHax U TOM e AnoHum
NPeACTaBUTENAM CeKCyanbHbIX MEeHbLWHCTB LOCTyNeH CneuuanbHblli KOHTEeHT
(He BL), COOTBETCTBYKOWMI WX OXMAGHMAM W NOTPeOHOCTAM. YTO KacaeTcs
BL, TO MO MHEHWIO MHOTVX UCCNefoBaTeNel, 3TOT aHP OCHOBAH Ha MEHCKMX
(baHTa3nsax O MYXCKOW FOMOCEeKCYyanbHOCTW, KOTOpble MMeT Mano obllero
C peanbHOCTBIO OAHOMNOMbIX OTHOLIEHW. B 3TOM cMbic/e nepcoHaxeit BL-uctopuii
He cnefyeT CYMTaTb HU resiMU, HI faxe 00si3aTeNbHO «My)XYMHAMU», 3TO, CKOpee,
VAeanv3npoBaHHble aHAPOrMHHbIE 06pa3bl, obnagatolwme 6GucekcyansbHbIMK
KoMnoHeHTamu (Tian, 2020, p. 110). bonee Toro, *aHp BL BCTpeyaeT KpUTUKY
CO CTOPOHbI CaMVX MpefcTaBUTENeNR reli-KynsTypbl, KOTOpble HaxoAsT ero ro-
MOObHbIM: BL OTOpBaH OT KBMP-COOBLIECTBA M NMb CNOCODBCTBYET ero
MapruHanusaunv, ykpennss cTaHaapTbl reTepoHopmaTtusHocTu (Hitoshi, 2015,
pp. 214-215, 223-224). OpHako B KnTae BL — eAMHCTBEHHbI TepnuMblii ([0
onpeaeneHHbIX Npeaenos) rocyaapcTBOM UCTOYHVK MHMOPMaLMM O NOHBOBHbIX
OTHOLWEHUSAX MEXAY MyKYMHaMU. B OTCYTCTBMM CeKCyanbHOro MpOCBeLleHus
MHOTWe KUTailbl BOCMPUHMMAIOT AaHMen B COOTHECEeHUW C reii-npobnematu-
KoW. Knutaiickume aBTopbl U YnTaTenu BL CTpeMaTCs MUHUMU3NMPOBATbL AMUCTaHLMIO
Mexay BL 1 rei-kynsTypol, paccMaTpuBas BL Kak cnocob penpeseHTnpoBaTh
HEHOpMaTWBHbIE MOAENN TeHAepPHOW W ceKkcyanbHo wuaeHTuyHocTu (Tian,
2020; pp. 107-108). Takum 06pa30oM, iaHMEN YCNOBHO MOXHO CHMTaTb YacTblo
nybnunyHoro reii-auckypca B Kntae.

Elle oaHa 0cOBEHHOCTb KUTANCKOW CyOKYABTYPbI aHMeR BO3BpallaeT Hac
K KNOYEBOWM xapaKkTepucTuke BL — 3TO mpogyKums, co3faHHas npexpae Bcero
KeHLWMHAMW W A5 KeHWMH. HO YTO MOTMBMPYET WeHWMH noTpebnsTe nogob-
HbIA KOHTEHT? [laHMel Mo3BonseT YuTaTeNbHUUaM obpallaTb ByalepucTCKui
B3NS4 Ha MY)YMH, MonyyaTb 3CTETUYECKOE HacnawgeHue, uUrpaTtb C UAeH-
TUYHOCTAMM U BOOBpaxaTb paBHOMpaBHble MeHAepHble OTHOLWEHWS, KOTOPbIX
OHW NIMLEHbI B peanbHocTn (Wang, 2021a, p. 131). B 3TOM KOHTeKCTe gaHMel
obnanaeT ocBOOOXKAAOWMM MOTEHUMANOM W pacCMaTpuBaeTCs Kak LudpoBas
beMnHUCTCKas KoHTpKynbTypa (Chang & Tian, 2021), ocnapvsatolas natpuap-
XanbHble reTepoHOpMaTUBHbIE KOHCTPYKUMW. OfHaKo wccnepoBaTenyt Takke
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OTMeYaloT, YTO YBMeYeHve [aHMell MOXeT, HanpoTWB, CBWAETENbCTBOBATb
0 HEelOBEPUM K OKEHCKOM cune»: faxe B haHTa3nMHOM MUPe KUTasiHKN He CMetoT
BOOOpa3nTb 3ranuTapHble POMaHTUYECKUE OTHOWEHUS MeXay MKeHLUVHOM
M MY)XYMHOW, TAKON MpUBKMAErven HadenstoTcs TOMbKO MYXCKUE MepCoOHaMu
(Zhou, Liu, Yan at al., 2021, p. 4854). YTeHne BL — 3TO 3cKanucTCKas NpakTyvika,
npepnaratollasi BpDEMeHHbIV nober oT natpuapxaTa, HO He nofie Ans ero ocna-
pUBaHus. PaHaTKM MCMONL3YIOT BL-MCTOPUK Npexae BCEro A5 BbIPaXEHMS CBOWX
npeAcTaBneHunii 06 naeanu3npoBaHHbIX reTepoceKCcyanbHbIX OTHOWeHMUsX (Zhang,
2016, p. 249), No3TOMy fl@aHMeil, CKopee, YKpennseT TPaauLMOHHbIe reHaepHble
ponY, Yem NoapbIBaET UX.

MocnefHWn Te3nc CO3BYYEH W pe3ynbTaTaM ApYrux UCCNefoBaHWUiA, aHa-
NVI3VPYIOWMX CoflepaHne KUTacKkux BL-HoBenn. XoTs cosgatenv 1 yntateny
AaHMel HepeaKo YyTBEPXKAAIOT, YTO B OTAMYME OT MEMHCTPVMHbIX Mena AaHMel
AapyeT M1p PaBHOMPaBHbIX aHAPOMMHHBIX MEPCOHAXEN, IranuTapHas Mofenb He
AOMUHUPYET B 0bLLem noToke BL-uctopwin (Wang, 2021b, p. 107). B 6onblunHcTBe
POMaHOB, NYBAVKyEMbIX Ha NUTepaTypHOM caiTe «LI3MHbL3sSH», NPOTaroHNUCTbI
AEMOHCTPVPYIOT YeTKMe BUHapHble POAK «CaMe / yKe» («aKTWBa» U «maccusar)?,
4TO NPOSBAAETCS He TONbKO B IPOTUYECKOM KOHTEKCTE, HO W COLManbHbIX Xa-
paKTepucTMKax repoes. Hampumep, 6Gonee MacKynVHHble MEPCOHaXM Yalle
3aHMMaIOT NMAEPCKME MO3ULMM B COLMANbHOW Mepapxuu, 3aliullaloT CBOEro
napTHepa v NOAAEePXMBAIOT ero GUHAHCOBO, a Takxke Yalle MHULUUPYIOT UHTKM-
Hble nencteus (Zhou, Paul & Sherman, 2018, pp. 114-116). Mpu Tom 4TO 0ba
nepcoHaxa B AaHMeW-UCTOPUSX AENCTBUTENbHO Hepearo heMUHU3MPOBaHSI,
00nafatoT «MSIrKON MYXECTBEHHOCTbIO» U YTOHYEHHOW KpPacoTol, MeMuHHble
M MacKyVHHble YepTbl MPOSBASIOTCS Y HUX He B paBHOW Mepe. Kak HW napa-
[OKCaNbHO, POMaHTUYECKME OTHOWEHMS MeXay Myx4uHamu B BL Hepegko no-
NyyaloT reTeponaTpviapxanbHylo penpeseHTaluio, YTO CTaBUT MO COMHeHMe
BO3MOXHOCTM fJaHMell NOAAEPHKMBaTb KakK PeMUHUCTCKYIO, TaK U KBUP-MOBECTKY.
I 3TO elle ofHa YepTa [aHMell KaK CAOXKHOMO COUMANbHOrO, KynbTypHOrO
¥ MeaniiHoro eHoMeHa.

(B)ROMANCE: «<MACKAPA[]» B 3KPAHWU3ALIMAX KATANCKNX BL-HOBE//1

HOCKOJ‘Ibe NCTOPUKN B XaHpe ﬁ,aHMeIZ NMerT 60ﬂbLLIyFO nonynapHOCTb
cpean aygmntopuu, KnTalcKme MeanakoMnaHny CTPEMATCA UX IKPAHN3NPOBATb.

! B daHaTckoM BL-neKcMKOHe KUTaCKMM aHanoroM sinoOHCKOro caMe (seme) sisnsietcs ryH (&,
gong), naccBHOrO nepcoHaxa yke (uke) — woy (%, shou).
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B 3TOI CUTYyaL MM BO3HMKAET HEM3BEKHbIVI PUCK rOCYAaPCTBEHHOW LieH3Ypbl — 13-
3a NPSAMOW MW KOCBEHHOW CBS3M BL C roMOCeKcyann3mMom 1 3poTUKON.

CTOUT OTMETUTb, 4TO 3aMNpPeTOB Ha OHOMObIE OTHOLWEHWS B COBPEMEHHOM
KnTae HeT, OHM BbINK AEKPUMUHANM30BaHbI B 1997 roay 1 AenaTonorn3nposaHsi
B 2001 roay. bonee Toro, Kutain MMeeT AaBHIo 33J0KYMEHTMPOBAHHYO NCTOPHUIO
FOMOCEKCYanbHOCTM BO BpeMeHa UMMepwK, OT Hacneams KoTopoi ngeonorn KHP
odVLVanbHO AUCTaHUMPYIOTCS. TIOMMMO HeXenaTenbHbIX accoumaumin ¢ UM-
NEePCKVM NPOLLbIM, Feli-KynbTypa Takke CBS3bIBAETCS C AeKafAeHTCKIM 3anagHbiM
BAVSHVEM B NvLe npeacTasuTeneln rmobanbHoro /IMTBTK+ asuxerHns (Ng & Li,
2020, p. 483). TomoceKcyanbHOCTb B KuTae He 3anpeulaeTcs 1 He ogobpsetcs,
HO BM3yanbHble U300PAXKEHWS OAHOMONbIX OTHOWEHUI B HacTosiliee Bpems
TabynpoBaHbl. 3T0 Tem Honee KacaeTcst 3POTUKM 1 OTKPOBEHHBIX MHTUMHBIX CLieH,
KOTOpble MOANENAT CTPOXaWLlel LeH3ype Kak HEMpUCTOlHbIe (3TO OTHOCKTCS
M KreTepoceKcyanbHbIM napam). [py 3TOM YeTKUX KpUTEPUEB 1 NPaBUA HaA30pHbIe
opraHbl He MpeanararoT, OCTaBnsAsa 3a coboi cBoboay B MHTepnpeTaumuu Toro,
4TO CYMTaTb aMOpPasbHbIM KOHTEHTOM, W PETYNSPHO BBOAS HOBbIE OrPaHNYeHNs.
B yacTHOCTW, OAHO M3 HefaBHWX NpeanucaHvin HaumoHanbHOro ynpasneHus
pagmo un TenesuaeHns Kutas (NRTA) HanpaBfneHo Ha npeceveHve nokasa
B TENEBM3NOHHBIX WOY «“XKEHOMOAOOHbIX MYXYMH™ 1 APYroi OTKNOHSIOLelcs
OT HOPMbI 3CTETUKN» KaK BpeHOMN ANs KUTalcKo Monoaexmn?. OHo 3aTparmsaet
M MPOW3BOACTBO TeNecepuanos, CHATbIX Ha OCHOBe BL-HOBenn, rae rnaBHbIX
NepcoHaxel YaCcTo UrparoT aKTeEPbl C HEXHbIMU YepTaMn NNLA, MafKon Koxel,
TOHKOW Tanuen, M3saLHbIMK KACTAMU PYK — TakoW TWUMa)K NpuBNeKaTenbHbIX
MONOAbIX MYXYVH-CenebpuTy daHaTbl v pa3snekaTeNbHble areHTCTBa Ha3biBatoT
«little fresh meat» (Song, 2022, p. 69). OTKPLITOE BOCXMLLEHNE MUNMOHOB XEHLMH-
(baHaTOK «HEenpaBUAbHOW» MYCKOW KpacoTOM WM CeKCyanbHOCTbIO Bbi3biBaET
Cepbe3Hyto 03ab04EHHOCTb KuTalckoro npasuTenscTaa (Ng & Li, 2020, p. 482).

B ycnosusx HeKoMOPTHON MeauanoanTUKL NMPOAKCEPLl U PeXMccepsl
BbIHYXAEHbI MCKaTb CTpaTervn agantaunm opurHanbHbix BL-HappaTnBoB, 4Tobbl
CHU3UTb PUCKM, CBSA3AHHbIE C X CEHCUTUBHBIM M TPAHCTPECCHBHbIM COLlEPXKAHNEM.
B nepBOMCTOYHMKax He 0053aTeNbHO MPUCYTCTBYIOT OMMCAHUS CEeKCyanbHbIX
AeiicTBUIM, MHOTVe BL-Nnpou3BefeHns HamucaHbl B XaHpe «clean water» («yumc-
Tas MN060OBb») M BKKOYAIOT TOMbKO CLEHbI Mouenyes v obbaTuid. letanmsauns
CEKCyanbHOro MoBefeHUs MepCcoHaXen xapakTepHa A5 POMaHOB KaTeropwi
«softcore» n «<hardcore» — 310 HeodULUMANbHbBIE MAPKNPOBKK CTEMEHN «THKECTU»
n306paxeHns rOMO3POTM3Ma, KOTOpble WCMonb3yeT camo Bl-coobulecTso.

2 Cm.: China’s NRTA Issues 8 “New Commandments” to Curb Improper Practices in Entertainment
Industry // 38jiejie | =/UAl4H. 2021. Sept. 3. URL: https://38]iejie.com/2021/09/03/chinas-nrta-
issues-8-new-commandments-to-curb-improper-practices-in-entertainment-industry/ (gata 06-
patyeHws: 10.08.2022).
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Ho He3aBMCMMO OT OCOBEHHOCTEN penpe3eHTaLmn CeKCyanbHOCTH, 3KpaHu-
31pPOBaTb POMaHTUYECKYIO CBS3b MEXay Myw4uHamu B KnTae npobnemaTtviHo,
[axe ecnu 3To LennkoM daHTasminHas UcTopus npo 6oXecTB 1 AEMOHOB UK
HeccMepTHbIX AA0COB. B Tex pefkumx ciyyasix, Korga 370 BCE e MPOUCXOAUT —
3puTenelt yalle XKAET NevanbHbii UAK OTKPbITbIA UHAN, HeaByCMblCIeHHO
HameKaloWui, 4To NOOOBb ABYX MYXYMH HE MOXeT ObiTb CYaCTIMBOW W3-
33 HenpeogonuMbIX coumanbHbix npenstcTBuin (Wong, 2020). Kpome Toro,
KUTaCKMe BNacTu MOryT NoTpeboBaTb OTPEAaKTMPOBATh UV Aaxe 3anpeTuTb
NOKas yxe TpaHCAMPyeMOro Tenecepvana, Kak 3To npowsowno ¢ Bl-gpamoii
0 NoAPOCTKOBOW NtobBM «BneveHne»® B hespane 2016 roga. Korna fo 3aBepuie-
HWS NOKa3a OCTaBanoCh TPU 3NK30£a, cepuan bbin yaaneH ¢ KUTaNCKMX CepBUCOB
NOTOKOBOTO BMUAEO. A BCKOpe B kTanckux CMW Havyanoch WmpoKoe obcyxaeHune
NpaBUTeNbCTBEHHOMO [OKyMeHTa (AaTvpoBaHHOro Aekabpem 2015 ropa), pery-
NIVIPYIOLLETO MOKAa3 CEeKCyanbHOrO KOHTEHTa, M B TOM 4YuC/e 3anpellarollero
1300paxeHne roMoceKcyanbHbiX OTHOWEHKNIAY, Mocne 3TOro MHUWMAEHTa K1Tan-
CKas MHAyCTpus Beb-cepuanos nepewna K dhopmaTty «gaHrai» (dangai, i) —
TeNeBM3VOHHBbIM afanTauusM AaHMEeN-HOBEeN, B KOTOPbIX FOMO3POTUYECKMe
OTHOLLEHWs NePCoHaxet ocTatoTcs 3a kaapoM (Ye, 2022). 3To haHaTCKUn TEPMUH,
rne nepsoe cnoBo «dan» (BL) npovncxoaunT OT AaHMel, a BTopoe «gai» (%) 03HavaeT
V3MeHEHVIe, KOPPEKTVPOBKY.

3a nocnegHve HecKkonbko neT B KuTae 6bin BbiMylWeH Uenbid psg BL-
3KpaHM3aUMiA B CTUNE aHra, UMEeLMX 3HaYUTeNbHbIA KOMMEPYECKUIA yCnex,
Brntodas cepuansl «S.C.l. Konnekums 3arafoyHbix aen» (2018)°, «XpaHuTenb»
(2018)°, «HeyKkpoTuMbI: noBenuTenb YaHbUMH» (2019)" n «[anekne CTpaHHUKA»
(2021). Bo BCex aTUX NONyAsipHbIX Beb-cepranax n3HavanbHas NoboBHas NUHMS
MeX[y MPOTaroHNCTaM1 3aMeHeHa Ha GPOMaHC — KPerKyo MyXCKyto apyxoy.

3 k9@ / Addicted & Heroin (pex. [jnH Baii) — Beb-cepran TpaHcampoBancs Ha Tencent Video, iQiyi
¥ ApYrvx nnathopmMax NoTOKOBOTO BUAEO C 29 siHBapsi no 23 despans 2016 roga, nocse Yero obin
3abN0KMPOBaH KUTACKMMI BracTamu. MocneaHie Tpu anm3oaa 6eiamn gocTynHsl Ha YouTube ang
3puTenei 3a npegenamu Matepukosoro Kutas.

* Cm.: Ellis-Petersen H. China bans depictions of gay people on television // The Guardian. 2016.
Mar. 4. URL: https://www.theguardian.com/tv-and-radio/2016/mar/04/china-bans-gay-people-
television-clampdown-xi-jinping-censorship (gata obpauenns: 10.08.2022).

°S.C.I. A& / S.CI. Mystery (pex. L /13l4), TpaHcapoBancs ¢ 26 uioHs no 19 nions 2018 roga Ha
CTpUMUHroBon nnatcdopme Youku.

4858 / Guardian (pex. Ce MxaHb, Yoy FOaHbYo, a0 XaHb), B Poccuy cepran Takke M3BECTEH Kak
«YemupuTens gyw». Beixoann ¢ 13 vioHs no 25 nions 2018 ropa Ha nnatdopme Youku.

"BR1ES / The Untamed (pex. YaHb Kanawm, CTviB Y3H), TpaHcAMpoBancs ¢ 27 uoHs no 9 asrycta
2019 roga Ha nnatcopme Tencent Video.

& 15a< / Word of Honor (pex. Yan Yxwn4ao, [xoHc Ma, /I XyHbiol), npembepa cocTosnacs 22
tbeBpans - 23 mapTa 2021 roga Ha kaHane Youku, pOCCHITCKUM 3pUTeNsM cepvan JOCTyrMeH Ha nnat-
topmax «KnHonouck» u IVI.
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Kak nonaratoT wccnegosateny Xy n Bawr (Hu & Wang, 2021, p. 674),
«BPOMAHC-KaK-MACKAPAd» SABNSETCS KNOYEBOW CTpaTervein obxona LeH3ypsl A1
KUTaNCKMX MeMakoMmnaHuin, CHUMatoLwmx BL-npoeKTbl. B 4acTHOCTK, Npofatocepsi
petexktnBHoW apambl S.C.l. (2018) vrpatoT B ABOMHYIO UIPY, C OHON CTOPOHbI
[ECEeKCYanu3npys 3pOTUHECKNME 3NEMEHTbLI MEPBONCTOYHIKA, C APYroli — HesiBHO
npurnawas 3putener K daHTasvam O NOOOBHbIX OTHOLIEHUSX cneaoBaTens
bas tOWTaHa W AOKTOpa-KpPUMMUHANMUCTa “hxaHa Yxao. ITa anbTepHaTMBHas
VHTeprnpeTaums nerkogocTynHa Ans aygutopuu bnarofaps onpefeneHHbIM
PEXMCCEPCKMM V1 OMepaTopPCKM NMPUeMam, aTakke MaTepranam npoMo-KamnaHmm
cepvana. OfWH W3 rMaBHbIX XO4OB — CTVPaHWe rpaHuLbl MEXAy POMaHTMKOM
“ BpoMaHcoM, gocTUraemoe Yepes M3obpaxeHne COBMECTHOW MOBCEAHEBHOM
XU3HU TNaBHbIX MEPCOHAKEN KaK XM3HU «HOPMasnbHOM» napsbl. [epow BMecTe
NPVHMMAIOT AyW, NbiOT MOMOKO M3 OAHOrO CTakaHa, HOCAT ofexay Apyr Apyra
nT.0. Kpome Toro, B cepvian bbinum gobaBneHbl MHTUMHbIE CLieHbI, KOTOPbLIX He 6bINo
B pOMaHe, Hanpumep, CKYCCTBEHHOE fbIXaHWue, MpYMeHeHHoe baeM ins cnaceHus
YxaHs, Koraa TOT efBa He YTOHYN. TaKue CLEHbl CHATbl B POMAHTUYECKOM CTUNE:
OCBelleHe, KappoBaHMe, MOHTAX 1 CayHATPEK co3aatoT 3hdeKT 0cobeHHO
6nmnzocTn Mexpy reposmu (ibid., 2021, pp. 675-678). Eule ogHWM «KMOYOM»
K BOCMIPUSITUIO 3KPaHHOro BpoMaHca Kak Mackapaga CnyxaT NpoMo-mMaTepyiansl
S.C.l. Ha cepsucax Sina Weibo v Youku, roe aBa Beaywimx axktepa, [ao XaHbow
v U3n C06VH, 0eMOHCTPYPYIOT CBOK YBNEYEHHOCTb APYr APYrOM. XOTS YieHbl
CbEMOYHOV KOMaHAb! HMKOTAA He TOBOPWIN, HTO CO3Aanu UCTOPUIO O Nt0OBU ABYX
MY)KYMH, OHW OCTaBUNKN Ans haHaTOB AOCTAaTOYHO 3HAKOB, YTOOLI AeKOAMPOBaTh
ee IMEHHO TaknmM 06pa3om.

PenpeseHTaTBHas cTpaTerns OpomaHca bbina Takke MCrnonb3oBaHa
B 3KpaHM3aunn ropoackoro BL-haHTesn «XpaHuTenb» (2018), B LeHTpe KOTOPO-
r0O — COBMECTHble pacciefoBaHuWs rMasbl CNelvanbHoro otaena Yxao FOHbnaHs
v npoceccopa LL3aHb B3s. B 3TOM cnydae 3HauUTENbHbIE M3MEHeHWs npeTeprena
He TOMbKO MOBOBHAS NMHMS, HO U MUP, CIOXKET U MEePCOHaXM BeO-HOBENbI.
13 cepmnana GbiAn M3rHaHbl NPU3paKu 1 6oxecTBa, MUMONOTUYECKNI CETTUHT
3aMeHeH Ha Hay4YHO-(haHTacTUYecKnii. 3TOT OTKa3 OT M300paxeHUs CBEpXb-
€CTeCTBEHHOTO MOXET BbiTb CBSA3aH C MAEON0rMYeCKUM Taby Ha «BPedHble CyeBe-
pUsi», KOTOpbIE MAYT Bpa3pes ¢ NonuTuKoW komnapTum Kntas. Kpome Toro, Kak
nonaratoT Heko-Topsle nccnegoratenu (Wang, 2019, p. 51-53), durypa McTuTens-
HOro npu3paka MoXeT ObITb BOCMPYHATA Kak MeTadopa MapruHanbHbIX Y1eHOB
KWUTalCKoro obLecTBa, KOTOpble NOCTpafany OT CoLManbHOM HeCNpPaBeaInBoCTH
Y UCKNIO-YeHbl 13 MeHCTpKMa. MOMUMO MHOXECTBa NOA0OHbIX MOAUDUKALMIA
(BKNtovas nobaBneHne HOBbIX FeTEPOCEKCYaNbHbIX CIOXKETHbIX TMHNIA), ayANTOPUIO
OXunaan TparvHbliA hrHan — OAMH 13 MaBHbIX rePOEB YMUPAET, a iPYrol TepseT
Aywy ¥ namsTb. 3Ta KOHLOBKA HACTONbKO onevanuna (aHaToB, YTO Mocne
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BbIXOAa 3aKMHYUTENBHOTO 3MN1M30/a aBTOP HOBENNbI Priest (NceBaoHWM) Hanvcana
3KCTPbI (AONONHUTENbHbIE MMaBbl), B KOTOPbIX COOLITUS Ceprana TPaKTYHOTCS Kak
NPOUCXOASILME B OAHOW M3 NapanienbHbiX BCENEHHbIX. BaXHO OTMETWTb, YTO
«XpaHWTenb» MOABEPICS He TOMbKO CaMOLEH3ype, HO M LeH3ype CO CTOPOHbI
rocyfapcTea: yKe nocne Bbixofia cepnana B aBrycte 2018 roga oH 6bin yganeH
¢ Bupeonnatcdopmbl Youku, a 3aTeM BOCCTaHOBMEH B OKTAOpe TOro »e roaa
C PSIAOM Bblpe3aHHbIX 1 OTPEeAaKTMPOBaHHbIX CLIEH. [Py 3TOM B MpOMO-MaTepyianax
Ha Weibo, Youku 1 gpyrvix nnouwjagrax npoarcepsl HaCTONbKO SBHO NPoABMranm
POMaHTUYeCKyto Bepcuto «Bait/laHb», YTO BO3HMKLWIWA BOKPYr cepuana GaHaoMm
Guardian Girls nbiITancs obeperats Wx OT Ype3MEPHON OTKPOBEHHOCTU 1 YNPEeKoB
B kBUpbenTuHre (Ng & Li, 2020, p. 484-489).

MNocneaytoue nonynspHsle BL-npoekTbl, «HeykpoTumblii: MoBenuTens
YaubUyH» (2019) 1 «[lanexkvie cTpaHHUKKW» (2021), TakKe CHATbI NO AaHMEN-
HOBE/NaM B XaHpe G3HTE3M, @ UMEHHO CSHbBCS, C MPUCYLLMM eMY MUPOM «COBEp-
WeHCTBYIOLWYMXCS» B HOEBbIX MCKYCCTBAX W MpaKTUKax AOCTWIKEHNS beccMepTys.
B pyccKosi3bl4HOM (h3HAOME TaKuMe WUCTOPUM Ha3biBAKOT «KYAETUBATOPCKUMUY.
B oboux cnyyasx ntob6OBHble YyBCTBa MPOTArOHWCTOB BHOBb MOKa3aHbl Kak
Kpenkoe Myxckoe 6paTcTBO, ObpeTeHne «poACTBEHHOW aywun». [py 3TOM
B «[lanekmx cTpaHHWKax» M306paxeHve bpomaHca poMaHTU3MpPoBaHO 6onee
SBHO: ObIBWNIA Nuaep OxpaHHOW opraHusaumnu «OKHO Hebec» Yoy L3biwy
v rnaea [onnHbl Npu3pakoB BaHb K3CWMH 4acTO KOHTAKTMPYIOT B Kagpe TenecHo
¥ BOBOMBHO 3MOLMOHANBHO BbIPaXatoT CBOM Tennble 4yBcTBa. OAHaKO KoHel
MCTOPWM B 3TON afanTtaumuv BbITASAUT TPEBOXKHO: B 3aKMOYMTENbHOM 3MU304e
B3aHb K3CWH epTBYeT COOOM, OTAAB CBOW XKM3HEHHbIE CUAbI YMUPAIOLLEMY APYTY.
«HeyKpoTHMBI» e 3aKaH4YMBAETCS HAMEKOM Ha BOCCOeAVHeHe 3aKnuHaTenen
Belt YcaHs 1 flaHb BaHU3KM nocne Heponron pasnykn (B duHane ayHxya no 3Ton
HOBe//e [Ba rMaBHbIX repost U BOBCE OTMPABASAIOTCS B COBMECTHOE CTPAHCTBUE).
Y10 KacaeTcs «[lanekvx CTpaHHMKOB», CO3AATENM IKPaHM3aLMKN OTASABHO CHANMK
KOPOTKNIA PONMK-3MIUAOT, KOTOPbIA NOKNOHHWKK CHUTAIOT aNbTepHATUBHON KOH-
LOBKOI cepuana — B 3TWX HECKOMbKMX MUHYTax Mbl BUAWM, 4TO Yoy L3biwy
1 B3Hb K3cuH cTanu 6eccMepTHbBIMY, XUBYLLMMU B 3aCHEXEHHBIX ropax. Takoi
npveM MOXHO paccMaTpvBaTb Kak MOMbITKY CbEMOYHOW KOMaH[bl MokasaTb
KaHOHWYECKNIA «X3NMU-3HA» AN <HeTPaAULMOHHOW» Napbl, HENMO3BONUTENbHbIN
C TOYKM 3PEHNMS LIEH3YPbI, HO XKeflaHHbIN A5 MHOTUX paHaTOB.

CtpaTerus 6pomaHca SBNSETCS KOMMPOMUCCOM, MO3BONSIOWMM CHU3UTD
PUCK LieH3ypbl MpU 3KpaHM3aUMu AaHMel-HoBenn. KuTtaiickue 3puTenu, Kak
NPaBWAO, 3HAKOMbI C UCTOYHMKOM W MPaKTUKYIOT KBUP-NPOYTEHME MOAOBHbIX
afanTtaunii. B To e Bpems OTCYTCTBME rOMO3POTM3Ma NPUBEKAET K AaHTraki-loy
bonee WMPOKYID ayanuToOPUIo, KOTOPOI HPABATCS UCTOPUM O MYKCKOI Apyxbe,
He nepexofsllen B HeyTo Oonbliee. HecMOTpst Ha 3aMeTHY MoaMMUKaLmio
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XaHpa, CIoXeTa, CETTUHIa ¥ NepcoHaXel B MPoLecce CaMOLEH3ypbl, KWTalcKmne
[aHrai-cepvantl aKTVBHO 3aBOEBbLIBAIOT HALUVOHaNbHBIA U MUPOBON  BU-
[EOPLIHOK.  [1pOCMOTPLI  Havbonee MOMYNSPHbIX MPOEKTOB  UCYUCASIOTCS
MUAVOHAMM 1 MUANMAPAAMM; MPOU3BOANTENV MOMYYaT OrPOMHYIO NMpuUbbIb
OT OpraHu3aumm KOHLEpPTOB 1 GaHMUTUHIOB, MPOAAX PaHHero JoCTyna K BUAeo,
My3blKanbHbIX anbboMoB U Mepya. OfgHaKo 3TOT BMeYaTNsoWMi IKOHOMUYEC-
KW 3 dheKT Bce e He cnocobeH caepxaTb OrpaHUYnTeNbHYIO NOAUTUKY BRac-
Tell noctcoumanucTnyeckoro Kutas. Mocne «[laneknx CTpaHHMKOBY, BbILUEALIMX
B (eBpane-mae 2021 roaa, HM OAMH M3 aHOHCMPOBAHHbLIX BL-cepranos noka
He yBMAEn CBET, M 3TO CBA3aHO He TOMbKO C MaHAeMWeil KopoHaBupyca. 3a
3TO BpeMsi Dby OTCHSATHI AeCATKM MOACOHbIX MPOEKTOB — MOAYepKMBas WX
MHOXeCTBO, (aHaTbl gaxe roBopunu o deHomeHe Dangai 101 (no aHamorun
C Ha3BaHMEM IKHOKOPEMCKOro Woy TanaHToB Produce 101, rae 3aaeicTBOBaHbI
bonee COTHM Y4aCTHWKOB). BOMpekn 3TUM OXKMAAHWUAM, KMTaCKas UeH3ypa
nocnefoBana NyTW YKECTOYEHWS KOHTPONS Haf KBUP-KOHTEHTOM U KynbTypoit
NOKNOHEeHUS «MATKOI My)XXeCTBEHHOCTW». B cBOeM BbICTyNneHnn 16 ceHTsa6ps 2021
roga rnasa HaunMoHanbHOro ynpaeneHns paamo U TenesugeHmns Kutas npogomkmn
TeMy «OYMWEHUs» HaUMOHANbHON WHAYCTPUM pa3BneveHunii OT «He3[opoBbIX»
TPEeHOOB W Mpu3Ban K GOMKOTY aganTauuii No AaHMeil-HoBennam, a Takxe
6opbbe ¢ XaoTUYHON DaH-KynbTypoii®. B HacTosllee BpeMs MHAYCTPUS AaHraw
M NOKNOHHWKN KaHPa NEPEeXMBAOT CNOXHbIA Nepuofd, KOTOPbIM MOXET Mnpo-
AAWTBCS HEOMPEAENEHHO AONTO.

«HEYKPOTUMbIW»: PELIEMLIS CEPUANA
KUTACKOWM Y POCCUNCKOM AYAUTOPUEN

OcobbIM BKMAAOM B MOMYASPU3aLMIO KNTAINCKOM MOM-KyNbTYpbl W XaHpa
AaHMel CTano TBOPYECTBO MUCATeNbHULbI NOA NCeBAOHMMOM MocsH TyHCH™,
aBTOpa Beb-HoBenn «Cuctema “cnacu cebs cam” ans rnaBHoro 3nofes» (2014),
«MarucTp absBONbLCKOro KynsTa» (2015) u «<bnarocnoseHve HeboxwmTeneit» (2017).
3TW Npoun3BeaeHUs 0bpenn apMmnto NOKNOHHUKOB He TONbKO B CaMoM KinTae, HO 1
BO MHOTUX CTpaHax Mupa. B aekabpe 2021 rofa aHrnos3bl4Hble 130aHNs BCEX TPeX

2021. Sept. 20. URL: https://38]iejie.com/2021/09/20/chinas-nrta-calls-for-boycott-on-danmei-bl-
drama-adaptations/ (gata obpauierus: 10.08.2022).
0 EFWR, Mo Xiang Tong Xiu (nnn MXTX), HacTosiwiee MMs 1 BO3PACT NMcaTeNbHULb HEV3BECTHbI.
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POMaHOB BOWN B CMWCOK becTcennepos no sepcuu The New York Times nocne
nepBoWi Hegenv npogaxt,

Habonblero ycnexa focTurno ceteoe MaHTean Mo Dao Zu Shi (MDZS),
n3BecTHoe B Poccuy Kak «MarucTtp AbsiBONbCKOrO Kynbta» uan «OcHoBaTenb
TEMHOro MyTW» (aHMOs3bIYHOE Ha3BaHue Grandmaster of Demonic Culti-
vation). Beb-pomaH v3 113 rnaB nepBOHaYanbHO NybAMKOBaNCs Ha cainTe
«l3vHbU3sHY, rae Habpan 6onee 1 MunNMapaa NOMHOTEKCTOBbLIX MPOCMOTPOB
(Meng, 2021, p. 773), K HacTosilleMy BpeMeHW OH M3[aH Ha [ecsTu s3blKax.
MprmedaTensHo, YTo B Poccum nevatHas Bepcus MDZS nosisunace bnaropaps
ycunusm haHaToB: NMOKNOHHUKM MocsiH TyHclo cobpanu 6onee 15 MaH pybnei
Ha pYCCKOsI3blYHOE M3paHue «Maructpa» KoMmnaHuen «/ctapy Komukes» (2021)2,
370 KpayadaHAVHIOBbIA MPOEKT, HAMSAHO AEMOHCTPUPYIOWMIA areHTHOCTb
KyNbTYp COY4acTus, ero MHULMATOpPamMm CTanv aaMuHbl U NepeBOYMKL Nabnvika
VK «Maructp [bsiBONbCKOrO KynsTa / HeyKpoTuMbiin»*, ECTb 1 COBCEM HepaBHMe
npvmepsl Konnabopaumn GaHaTOB C MHAYCTPUEN — B YaCTHOCTH, NeTepbyprckoe
M3AaTeNbCTBO ansTepHaTHBHBIX KOMUKCOB «KomPepepalinsi» COBMECTHO C Apy-
roi rpynnoit VK «TemHble nyTu CTaperwmHsl VinuHa | HeykpoTuMblid» B WioHe
2022 rofa aHOHCMPOBANM PYCCKOS3bIYHbIA BbIMYCK MaHbxya «OcHoBaTenb
TemHoro nyTu»**. B yenom MMeHHO daHaTsl HOBEbl — OCOBEHHO NepeBoAY KN,
XYBOXKHVIKV U UCTIOAHUTENN NIOBUTENBCKOW 03BYYKM — CbIrPanu OrpOMHYIO POfb
B ee MPOABWMIKEHWU Ha KWTaNUCKUIA M rMobanbHbIA PbIHOK. HekoTopble 13 HuMX
B JanbHelweM bbinv 3aeliCTBOBaHbI B MPOM3BOACTBE OULMANbHbIX aganTaLmii
poMaHa, elle Honee paclWIMpUBLLKX €ro NepBOHaYanbHyto ayauTopuio. Hosenna
NOCAY)KMAa OCHOBOM [Nl CO3[aHNs ayavoapambl, ayfMOKHWUIK, Beb-KOMUKCa
(MaHbxya) ¥ aHUMaUMK (fyHxya), a TaKkKe MHOTOCEPUIMHOro Beb-cepuana u mo-
BUNBHOM UTPBI (MMPOBOI penns oxuaaetcs 8 2022 rogy).

D3HTE3UVHBIN CloXeT MDZS pa3BopaqnBaeTcs B U3sHXY, afbTePHATUBHOM
BOJIBHOM MUpe «peK 1 03ep», HaNOMUHaloLeM CpeHeBeKOBbI KinTal, rae YneHs|
NaTW 6NaropoaHbIX CeMelt COBEPLIEHCTBYIOTCS B HOEBbIX MCKYCCTBaX M 1A0CCKOM
anxuMun. [lsa Monoaplx 3aknuHatens, Ban YcaHb (M3 knada OHbMaH L3aH) 1 NlaHb

1 CM.: Mo Xiang Tong Xiu (MXTX) Becomes Triple New York Times Best Selling Author in One Week
with Seven Seas Debut of Danmei Novels // Seven Seas Entertainment. 2021. Dec. 23. URL: https://
sevenseasentertainment.com/2021/12/23/mo-xiang-tong-xiu-mxtx-becomes-triple-new-york-
times-best-selling-author-in-one-week-with-seven-seas-debut-of-danmei-novels/ (gata obpatie-
Hus: 10.08.2022).

2 CpefcTBa Ha U3aaHWe pycCKOs3bIYHON BEPCHM poMaHa cobupanuch Yepes KpayadaHgHrosyio
nnatdopmy Boomstarter, cm.: URL: https://boomstarter.ru/projects/istaricomics/roman_magistr_
dyavolskogo_kulta_v_4-h_tomah (gata obpatienus: 10.08.2022).

13 CTpannua coobulectsa: https://vk.com/younet_translate.

“ NnbopMauns 06 3TOM NPoeKTe ecTb Ha CTpaHuLax 13aaTenbcTea 1 coobulectsa B VK: https://
vk.com/comfed, https://vk.com/mdzscult.
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BaHu3u (13 knaHa Nycy /laHb), He CAMWKOM NoHavany nafasT, Ho 3aTeM CTaHOBATCS
APY3bsMY, BMECTE NPOIAS Yepe3 MHOrMe UcnbiTaHus. Cyasba pa3soauT ux, Korga
B3l YcaHb BbIOMPaAET NyTb TEMHOM Maruu, a 3aTeM Tparuyecku nornbaet — Ho
yepe3 13 neT BOCKpecaeT B Tefe APYroro My4uHbl (Mpu XK3HW BbIBLIETO reem).
MpoKNATHIN BCemy Bali YCsaHb M nounTaemblit «kynbTuBaTopamm» flaHb BaHu3m
(Puc. 1-2) BoccoeamHaoTCs, 4TObbI paccnefoBaTth Yepeay yXoaaLyx B NpoLwnoe
3M10BeLLMX COBBITWIA, CO BpeMEHeM OTKPbIBas APYr APYry CBOW rMyboKue YyBCTBa.
NoboBHaS NMHWS — He OCHOBHas B HOBefe, 34eCb AOMUHUPYET AeTeKTVBHas
MCTOpUS, KOTOPas XOPOLWO NOoAAaeTCs IKpaHu3aLUmn. TeneBM3nMoHHas aganTtaums
«Maructpa», MHorocepuiiHas apama «HeykpoTumbli: MoBenutens YaHbUMH»
(2019), pocTurna orpoMHOM NONYASPHOCTW, HabpaB bonblie 10 MUANMapAOB
NpoCcMOTPOBY Ha cTpuMUHroBol nnatdopme Tencent Video. CneumanbHbii
BbINYCK Cepuana, CokpalleHHb ¢ 50 0o 20 cepuid, Takke AOCTYNeH MUPOBOW
ayautopum Ha Netflix. Poccuitcknii 3puTens MOXeT MOCMOTPETb BCE 3MU30Ab
«HeykpoTvmoro» Ha oduumansHom YouTube-kaHane Tencent Video / WeTV Rus-
sian ¢ pyccKos3bIYHbIMU CYBTUTPaMU.

Kak yxe ynomuHanoch Bbille, «HeyKpoTUMbIV» CHAT B hopmaTe faHraw,
4TO O3HAYaeT 3aMeHY rOMO3POTUHECKIMX B3aUMOAENCTBUIA MYXCKIX NEPCOHAKeN
H6pomMaHcoMm. Elle A0 BbIXOAa ceprana B KMTalncKoM haHAoMe pacnpocTpaHunmnch
CNyXW, YTO MPOAIOCEPbl HAaMepeHbl 3aMeHWTb NBOBHbIN MHTepec Bait YcsHs
K /laHb BaHU31 reTepocekcyanbHbIMU OTHOLIEHUSAMU € BaHb LnH, uenuTtensHuLel
13 npassulero, a nosaHee naslwero KnaHa LnwaHb BaHb. Peakums KUTanckmx
(baHaToB B COLManbHbIX Meaua bbina HaCTONbKO BYPHOM, HTO CbeMOYHOW KOMaHae
ApaMbl MPUWNOCH NYBANYHO ONpPOBeprHyTb 3Ty MHdbopmauuio (Song, 2022;
p. 77). BuTore, xoTd cepran oxmnaaeMo AeMOHCTPUPYET COtO3 «POACTBEHHbIX AYLU»,
B3aMMO/ENCTBME [BYX «KYNBTUBATOPOB» 3aPSHKEHO TaKOW aKTEPCKON «XUMUEN»,
4TO MOXET OblTb WHTEPNPEeTMPOBAHO M KaK pOMaHTW4Yeckoe. [0 MHeHuo
MHOIMX 3puTenel, aktepbl Csdo YxaHb v BaH W60 cymenn «oTbirpath ntoboBb»
CBOMMM YYBCTBEHHBIMU B3rNsAaMu (ANUTENbHbIA KOHTAKT rfla3amu Kak npuem
0nepaTopcKoi CbeMKM). B To BpeMs Kak OaHW MOKNOHHWKM HOBENMbI 1 BEO-ApaMbl
NbITAANCh AOCTParBaTb FOMO3POTUYECKUIA AMCKYPC, Apyrue n3beranu SBHOMO
YNOMMHaHUS KBMP-NOATEKCTa afanTaumy U MpusbiBaau K 3TOMY OCTasbHbIX.
BONbWMHCTBO KUTalCKKX haHaToB BL MMEIOT BbICOKYH YyBCTBUTENBHOCTb K PUCKY
LeH3ypsbl (censorship sensibility), noatomy nybanyHo noaaepxmsaioT 6pomaHc,
TallHO Hacnaxaasch anbTepHaTWMBHLIM BOCMpUsTVEM uctopumn (Ge, 2022,
p. 1029). Mopo6Ho Guardian Girls, BOKPYr «HeyKpoTUMOro» BO3HMKNO OBLIMPHOE

506 3TOM BOCTVIKEHMW KUTalicKas nnaTdopma Tencent Video (MexayHapoaHas Bepcus WeTV) co-
obLvna B ONMcaHnm 3nn3o[08 «<HeyKpoTHMOro», TpaHcnpyemoro Ha YouTube-kaHane: «Congrats
to “The Untamed” for reaching 10 Billion Views on WeTV», cm.: URL: https://www.youtube.com/
watch?v=zejaYnkkK64 (nata obpalieHus: 11.08.2022)
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OHNaMH-coobLLecTBO NoKNoHHUL, Untamed Girls, y4acTHULbI KOTOPOro aKTVBHO
nonynspU3npoBani Woy, Npu 3ToM obeperast ero OT NOTeHLMANbHbIX PYCKOB
BMeLIaTeNbCTBa HAI30PHbIX OPraHoB.

Puc. 1-2. B Yesitb (akTep Csio YxaHb) 1 JlaHb BaHusw (akTep BaH 160),
cepuan «HeykpoTuMbli: MoBennTenb YaHbLMH», 2019

Kak oTMevaeTcs B ofiHOM M3 wccnepoBaHuii (Ge, 2022, p. 1027-1030),
baHaTKK cepviana 1Cnonb30Banu ABe KM0YeBble TaKTUKM B «Mrpe» C NapTUAHO-
rOCYAapCTBEHHOW LieH3ypoit. Bo-nepBbIX, OHW NPEeACTaBAsAN 3aByanvpPOBaHHY0

% NcToUHMKM n306paxeHuns Puc. 1 v 2 cum.: URL: https://mydramalist.com/photos/qOZWS8; https://
ru.kinorium.com/2074317/gallery/?photo=37771773 (naTa obpauwjeHns: 15.08.2022).
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NpoaiocepamMyt POMaHTUYECKYIO H0OOBb MYKCKVX MEepCoHaxel Kak «couma-
ANCTUYECKMn BpomaHe». Obcyxaas Beb-apamy B COLManbHbIX MeAMa, NOKIOH-
HULbI MCNONBb30BANN XelTer «coumanucTnyeckoe 6patctBo» (socialist broth-
erhood), kak ato penanv v Guardian Girls B8 2018 ropy. «/ACTUHHOE» 3HaYyeHKe
3TOrO BbIPAKEHMS OBINO SICHO BCEM MOCBSLWEHHbIM, NOCKOSbKY OHO OTCbinaeT
K WM3BECTHOMY KuTallaMm MeMy, 1M30bpaxatollemMy YenoBeka C rofloBOi NaHAbl
V NOANWCHIO «/J/1s 8UOA Mbl HA3bIBAEM 3MO 6PAMCMBOM, HO 8Ce Mbl 3HAEM, YMO
amo 4yepmosa pomaHmukal» (Ng & Li, 2020, p. 486-487). Bropas TakTuka —
AEMOHCTPaTUBHOE acCOUMMpOBaHMe cepuana C NapTUAHO-TOCYAAPCTBEHHOW
vaeonorvein. B cBOVX KOMMeHTapusx K WOy Ha ero opuumanbHON CTpaHuLe
B coumansHoii cetn Weibo, Untamed Girls nogyepkvBan nonoxutensHoe Bauns-
HUe cepuana Ha MOJOAEXb, ero BaHYl0 Pofb B (HOPMUPOBAHWUM LLEHHOCTEN
KUTalCKOro counanvama. Takue crnocobbl MOCTPOEHWS AUCKYpCa BOKpyr «He-
YKPOTMMOTO» MO3BONSIOT 0BOWTY LIEH3YpY, U B TO e BPeMs MPUHMUMAIOT ee Kak
HepyWVMyl AaHHOCTb. K TOMy JXe 3alluTa roMO3pOTMYECKON NH6BK Mexmy
BOOOpaXaeMbiMU MePCOHaXaMM COMPOBOXKAANACh MPOSBAEHUSMU peanbHO
MU3OTUHUKM B apec akTpucsl MaH L3biv, cbirpaBlien ponb UenuTensHUUb
BaHb LWH. MogobHble aMbBUBANeHTHOCTW, MO MHEHWIO aBTopa LMTUPYeMoro
nccnenoBanns (Ge, 2022), co3aatoT NPOTUBOPEYMBbIV 0bpa3 Guardian Girls vi ppy-
rx nopobHbIx BL-haHAOMOB, HEpPEeAKO PacCMaTPUBaEMbIX KaK «KOHTPMYOnMKa»
(Hu & Wang, 2021) nnu chemmnmctckmin npoekT (Chang & Tian, 2021).
iccnenoBakns  ayamTopumn  «HeyKpoTMMOro» B MaTepukoBoM  KuTae
NOATBEPXKAAIOT, YTO 3TO MPEVMYLIECTBEHHO WKEHCKMI» KOHTEHT: MO Pa3HbiM
AaHHbIM 1015 3pUTENbHNUL, cocTaBnseT oT 7% (Ge, 2022, p. 1022) no 81%
(Meng, 2021, p. 774). Kpome TOro, 73% MNOKNOHHMKOB WOY — /OAM B BO3pacTe
18-34 net. Ayantopuio cepmana MOXHO YCNOBHO PA3LeNnnTb Ha YeTbipe KaTtero-
pun: daHaTbl OPUTMHANBHONM AaHMel-HoBeNNbl, haHaTbl akTepoB, daHaTbl Beb-
[opaM 1 aHaTbl akTepoB 03By4vBaHWs (ibid.). XoTs B Poccum noka He npoBoAnANCh
KONMYeCTBEHHbIe UcCNefoBaHns h3aHAOMOB «MarucTpa» / «HeyKpoTHMOro», MOXHO
NPeanonoXMTL (OCHOBBIBAsCH HA KOMMEHTapPWSX B PYCCKOS3bIYHbIX COLMANbHbIX
Meamna 1 Ha caliTax OHMNANH-KMHOTEeaTPOB), HTO NMPEXe BCEro 3To Takxe Mooable
KeHWMHbI. YTO KacaeTcs cermeHTaUMW, OTpaxatoweli MOTUBbI TeNenpocMoTpa,
NPUMEHUTENBHO K POCCUIACKUM Peanusim OHa MOXET BbITNSAETb HyTb MHaYe.
HecoMHeHHO, onpefieneHHy YacTb ayauTopuu COCTaBASIOT MobuTenn
ceTeBON HOBeNNbl MDZS nnn ee aHWMALMOHHOM aganTaumMn — OAHOMMEHHOMO
TPEXCe30HHOro AyHxya (2018-2021). 3TO 10BONLHO Y3KMIA CErMEHT, OCO3HAHHO
MAEHTUOVLMPYIOWMNA cebs C «KuTaedaHAOoMOM», rae Hanbonee nNoONynspHb
XaHPbl yCsl, CAHbCS W AaHMel. [anee 3TO «4opaMUyLbl», TO €CTb MOKIOHHMLbI
BOCTOYHOA3MATCKMX TENEBU3MOHHbIX APaM (KOKHOKOPEWCKMX, SMOHCKMX, TaliBaHb-
CKMX, TANCKMX W KUTANCKMX), 0COBEHHO KOCTIOMWMPOBaHHbIX. B PyHeTe ecTb
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HECKOMBKO KPYMHbIX TeMaTWYeCKMX CalToB, rae AOCTYMHbLI a3uaTcKve cepriantl
C MOBUTENBCKUMU PYCCKOA3bIYHBIMU CYyOTUTPaMM UK O3BYYKONY. Takne oHNanH-
KuHoTeaTpbl, Kak IVl nnn «KnHonowuck», Takke pa3mellatoT Havbonee nony-
NsipHble ApaMbl NPOW3BOACTBA 3TWX CTPaH. TpeTuid NpeanonaraeMblii cermeHT —
POCCUICKME «SONLMLIbI», MOKNOHHWLbI a31MaTcKoro BL-koHTeHTa (Npexpae Bcero
AMNOHCKOW MaHTU 1 aH1Me). KoHeYHo, BpoMaHC B JaHrali-loy He SBNSeTCs NoNHo-
LUeHHbIM BL, 0gHaKO KBMP-NMOLTEKCT TaMm BCe e MNpucyTcTByeT. Y10 Kacaetcs
rpynnbl GaHaToB aKTEPOB, TO KMUTAWCKME aKkTepbl AybAsHKa Manov3BecTHbl Aaxe
Cpeav y4aCTHUKOB M3HAOMOB (B OTAIMYME OT ANOHCKMX Celito), ¥ CaMo BOCMpUATHE
KUTaNCKOWM peyn HepeaKo Bbi3biBAET TPYAHOCTW Yy POCCUIACKOW ayanTopun. B To
e BpeMsi BOKPYr MCNONAHUTENe MaBHbIX Ponen, Monodsix aktepos Cso YxaHs
(Bal YcaHb) v Ban V60 (MlaHb BaHusm) chopMmypoBancs HacTOAWMA KynbT,
bnaropaps «HeykpoTMMOMY» OHW MPEeBPaTUNNCL B 3BE34 MUPOBOW BEAUYMHDI.
Mo pe3ynbraTam MexayHapoaHOro onpoca oHnalH-xypHana Nubia (6asupyeTcs
B /loHA0HE), NpoBeaeHHoro B none 2022 rofa, KUTanckuii aktep 1 nesel, Cao
Y)kaHb 3aHsN NepBOE MECTO B PEATUHTE CaMbIX KPACKBBIX MYXUMH MIPa, MONYYUB
2,2 MAIH ronocoB 13 141-oi cTpaHbl'®, Ero konnera no cepwany BaH 160 (akTep,
nesel, TaHUOP, NPOdMeccroHanbHbli MOTOTOHLIMK) 3aHSAN TPETbIO MO3WLMIO
B peiTuHre. OHM OCTaBMAM MO3aau Cebst TakMx MPU3HAHHBIX 3anagHbIX VKOH
MYXXCKOW KpacoTbl M CeKCyanbHOCTU, KaK [kacTuH Bubep, Tumotun Lllaname
unv KpuwTtvaHy PoHanay. B Poccum y3HaBaeMoCTb obevix 3Be3f Takke pacTer,
B YacTHOCTW, B VK ecTb HecKonbKo rpynn ¢ 6onee 10 TbiC. NOANUCYMKOB,
NOCBSLIEHHbIX VX TBOPYECTBY (a Takwe «wunnepckne» nabnuku). Cao YxaHb
¥ Ban 60 — knaccuueckme «little fresh meat», 4bst KpacoTa NPUBNEKAET HKEHCKYHO
ayauTopuio B KnTae 1 apyrvix cTpaHax, BKAtoYas Poccuto. OgHako npucoeamnHe-
HWe K CTaHy MOKMOHHMKOB aKTepoB Yalle MPOUCXOAUT Yyxe Mnocne 3HaKOMCTBa
¢ cepuanom. Cyas No KOMMEHTapuaM K ann3oaam «HeykpoTumoro» Ha YouTube-
KaHane WeTV Russian 1 «1opamHbix» cainTax, NOMUMMO 0H603HAYEHHbIX KaTeropwi
€ro CMOTPENU ¥ MHOTUE CAly4aiiHble 3pUTENH, KOTOPbIE PaHee He MHTEPeCcoBannCh
KUTaNCKMMY cepranamu unm 6pomaHcamu,

PenTUHr «HeykpoTumMoro» Ha «KuHomoucke» Ha 8 aBrycta 2022 ropa
coctasnser 8,8 (7811 oueHoK), Ha caiTe Doramy.club — 9,1 (7956 oueHOK),
Ha cepBucax DoramaTlV v Dorama live — no 4,9 u3 5 (6537 1 4481 ronocos
COOTBETCTBEHHO). Ha oduumanbHomM YouTube-kaHane WeTV Russian Beb-cepuan,
NO HaWWM MOAcCYeTaM, noay4mn 4986 KOMMEHTapumeB Mo BCEM MNATUAECATU
3N1304aM COBOKYMHO. py 3TOM 4MCNO NPOCMOTPOB MEPBOM CEpVU JOCTUMO

"Hanpumep: doramalive.ru, doramatv.live, doramy.club n ap.

18 Cm.: Xiao Zhan Officially Certified As The World’s Most Handsome Man In 2022 // Nubia Magazine!
2022. Jul. 20. URL: https://nubiapage.com/xiao-zhan-officially-certified-as-the-worlds-most-
handsome-man-in-2022/ (nata obpalieHus: 11.08.2022).
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6onee 370 000, a 3aBepluatoLLmMiA 3nM30M Bl NPOCMOTPEH N1Lb okoo 70 000 pas.
Takas AMHAMUKa CHDKEHUs MPOCMOTPOB MOXET UMETb Pa3NnyHble NPUYUHbI, OT
noTepu MHTepeca U HeynoBNETBOPEHHOCTM KayeCTBOM LIOY, A0 MepeKIoyeHns
Ha Apyrue CepBUCHI C BOSMOXHOCTbLIO BbIbOpa 03BYy4KkM (Ha WeTV npeactasneHs
TONbKO PYCCKOA3bIYHbIE CYBTUTPBI).

MpenBapuTenbHblA aHanM3 KoMMeHTapweB nof Buaeo Ha YouTubel
NO3BONSET BbIAEMNTL TPU KIKOYEBbIX NMATTEPHA BOCMPUSTUS OTHOWEHWI MeXay
TNaBHbIMW MYXCKMMU NepcoHaXamu: 6pOMaHTUYECKUIA, POMaHTUYECKNI U «Dto-
MAHbIN». BnepBoM ciyyae cepran OLUEHMBAETCS KaK «NPeKpacHas 0opama o yecmu,
docmouHcmae U Opyxbe», «eduHcmae Oyul u nymu». Fpyn 3TOM KBUPHbIE NPOYTEHMS
OTKNOHSIOTCS («YUWIW, NO380/ILME HAM... 8UOEMb 8 IMuX 080UX Opy3eli»), HO
OTKPOBEHHO roMOh0O6HbIE KOMMEHTaPWM eAMHNYHbI, BOSMOXHO OTHaCTV NMOTOMY,
4TO MO X0y NPOCMOTPA Cepunana MHOTVE 3pUTeNbHULbBI Y3HAIOT O CreLnduKe ero
NepBOMCTOYHMKA. B 3TOM MM aKTMBHO MOMOratoT CTOPOHHULbI «BaHCsHel» Kak
BMOGNEHHOW Napbl («y 8awezo “6pomaHca” bykea “6” omseanunace», «8 HOBENE
OHU XeHamel», «YeH3ypa CU/IbHA, HO Mbl HAUOEM HaMEKU OaXKe mam, 20e Ux Hem,
«00pamMa NPo 6POMAHC, HO 8327151061 [T 2080psiM 0 11068U»). OHM OXOTHO NPOCBELLAOT
APYrMx KOMMEHTaTOPOB MO MOBOAY 3HAYEHMS KPOMUKOB U Kyp, TPEX MOKIOHOB
BXpame, CHa Ha Kpbllle, HaNoOHON NeHTbl YNeHOB KnaHa Mycy /laHb U UHbIX AieTanein,
KOTOPbIE MCTOMKOBbIBAKTCS KaK MapKePbl 1F0O0BHbIX OTHOLIEH VI MEXY repOsiMUA.
HakoHel, eCTb TpeTWin TUM peaKUuWid, NPU3HatoLWMin BapuaTUBHOCTL CMbIC/OB
N NPOYTEHMI aaanTaLmnm («npoxUMe PIOOM C Opy2OM BCHO KU3Hb, CMPAHCMB08AMb
C HUM... MAK¥Ke HeseposimHO Kpymo, Kak U 6eime napol, maK Ymo CoenacHa
Co ecemu gapuaHmamu 3mot ucmopuu»). He3aBUCMMO OT CBOeW Mo3nuuy
No NoBOMYy BOOOPaXaeMON CeKcyanbHOW MAEHTUYHOCTU NEePCOHANEN, MHOrve
3pUTENU XBaNAT CIOKET, KOCTIOMbI, MYy3bIKY, BU3YyanbHbIA psif, UTPY ¥ BHEWHOCTb

KPWUTUYECKME OLEHKM WOy, YKa3biBalollMe Ha HenpopaboTaHHOCTb CleHapus,
OTCYTCTBME AMHAMUKK, BHOMKETHOCTL chneu-addektoB v T.4. Kak 1 B cnyvae
KUTaNCKNX Tenesputenein, poccuinckas aynmuTtopus cepmana dhparmeHTVpoBaHa v
BK/IOYAET NI C PAa3NNYHBIMU LLEHHOCTSAMY U YOeXAEHN MU B OONACTU NOAUTUKY,
MOPanu, reHaepHbIX U CeKCyanbHbIX NpeanoyTeHnii. BMecte ¢ TeM NMOKNOHHMKOB
«HeyKpoTMMOro» 06beAUHSET YBNEYEHHOCTb CepUanoM 1 MAeanu3nupoBaHHbIMM
06pa3zamMu ero rMasHbIX NePCOHaXeN.

9 Becb nnennucT cepunana «HeyKpoTHMbIN» C PYCCKOS3bIYHBIMU CYOTUTPaMK 1 KOMMeEHTapus-
M1 nonb3osateneii goctynen no agpecy URL: https://www.youtube.com/playlist?list=PLIgk_
rWEOd914lygRmxYsJWOxMrkl9iH5 (naTa obpaujerns: 11.08.2022).
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3AK/TFOMEHUE

OnuncaHHble Hamu Tpu Twna peuenuuu «HeyKpoTUMOro» Nerko acco-
UMMPOBaTb C Tpems CTpaTervsmMm AeKoAMPOBaHNS TeneBn3yanbHoro TekcTa no
CTtoapTy Xonny — AOMUHaHTHOR, ONMO3MLMOHHON 1 NeperoBopHol (Hall, 2001,
p. 171-173). OpHaKo Teopus Xonna He yaensieT 4O/MKHOro BHUMaHWS NpaKTuKam
KOAVPOBaHWS, paccMaTpuBas Kak none AWCKYPCUBHOW OWUTBbLI Mpexpae Bcero
NPOCTPaHCTBO 3PUTENbCKMX peLlenuui. B cnyyae gaHrai npoLecc neperoBopos
MeXy NPOW3BOAUTENSIMU U MOTPEOUTENSIMI WOY HaYMHAETCS elle Ha CTagun
NpenpoaaKLUH, 1 CaMu KUTaCK1e NPOAIOCcepbl HAMEPEHHO MCMOb3YIOT 6POMAHC-
KaK-Mackapao BO n3bexaHue LeH3ypbl (0CTaBNSS ayaUTOPUM MHOXKECTBO KO-
Yeli» Ans KBUP-UHTepnpeTaumii). C y4eToM 3TOoro, BOCnpusaTHe «HeyKpoTUMOoro»
Kak MCTopuu 0 BpaTCKoi Apyxbe CNOXHO Ha3BaTb JOMWHAHTHO-TEreMOHHbIM,
NOCKONbKY MeccehK OTNpaBmUTens 13HavansHo obnafaeT CBOMCTBOM NacCUBHOIO
CONPOTMBAEHMS. XOTS MPOAIOCEPDI ceprana Ae3apoTU3NPYIOT UCTOHHMK, OHW, Kak
1 haHaTbl, B KAKOM-TO CMbIC/IE TOXE «TEKCTOBble bpakoHbepbl» (Jenkins, 2012),
NoApbIBaIOLLME pa3nnYHbIMUK CNOCOHaMU COBCTBEHHYIO «QOMUHAHTHYI0» BEpCHIO
NCTOpUN.

Cam (eHOMeH fAaHraii ecTb CNeacTBMe MPOTMBOPEYMIA U BbIHYKAEHHbIX
KOMMPOMMCCOB  MeXAy KMTANCKOM MapTUIAHO-TOCYAAPCTBEHHON CUCTEMOW,
PBIHOYHBIMU UMMEpaT1BaMU U KynbTypamu coyyactus. MNogobHo npoussognTe-
NSM,  MCNOAB3YIOLWMM  MacKapagHylo cTpaTervio H6pomaHca Mnpu  co3gaHuu
apanTauui, kutaickue Untamed Girls v apyrve BL-3HAOMbI NPaKTUKYIOT CTOMb
e MacKapagHoe rereMoHHOe MpoYyTeHue Woy B Ny6AMYHOM MeauanpoCcTpaHC-
TBe. OYeBMAHO, B MeawaKynsTypax C Hanuyvem rocyfapCTBEHHOM LEeH3ypsbl
(v camoueH3ypbl) 3anagHble Teopun (Ae)KoavpoBaHWS W afanTauuu AaroT
KOHLENTyanbHble COOU, UX MpUMeHeHue TpebyeT PeBU3UKU W MoAMDUKALMM.
37O B TOW e Mepe KacaeTcs U CTPeMeHWs YBUAETb B CYOKy/bType AaHMel
(M MHAYCTPUYM faHral) PEBOMNOLMOHHYIO CUNY, LIeNeyCTPEMAEHHO NPOABMUIaIOLLYIO
(beMUHUCTCKOE U KBUP-ABIWKeHWe. KuTaiickre BL-HOBenbI 1 Ux agantaumm MoryT
BbITb CBSI3aHbl C 3anpocamMu MapryiHanvM3vpoOBaHHbIX COUManbHbIX TPynm, HO
3TO Mpexae Bcero passfeyeHne. HacnaxaatsCs 3CTETU3MOM FOMOIPOTUYECKMX
MCTOPWIA U NOAAEPKMBATH PeanbHOE rei-CoobLLIeCTBO — pasHble BELLM ANS MHOTMMX
notpebuTeneit fanmen (Zhang, 2016, p. 256). 370 TeM Honee BEPHO B OTHOLWEHMK
(b3HTE3NIMHBIX BL-UCTOPWIA, TAE MAeann3npoBaHHbIE MYXCKIe NePCOHaXMU, CKopee,
NoAo6HbI CKa3o4HbIM eanHoporam (Hitoshi, 2015, p. 223).

Tak 1Av MHaye, NONYNSPHOCTb KUTAMCKOro BL-KOHTEHTa 3a npefenamu
CTpaHbl 3aMeTHO BO3pacTaeT. Kak HW NapafoKcanbHo, MMeHHo BL-npoussegeHus,
TabynpoBaHHble BCcaMoM KrTae, CTaHOBATCS «<BOPOTaMu» B KynbTypy lNogHebecHo
AN5 TPaHCHAUMOHaNbHOM Ny6ANKK (MPoByKaas MHTEPEC K U3YHeHWIO KUTANCKINX
Tpaguumuii 1 a3bika). TeneBM3MOHHAs apanTauus AaHMeli-HoBennsl «Maructp
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AbSIBOMBCKOrO KynbTa» BHECNa OWlyTUMbIA BKNaf B rnobanvsaumnto KuTancKoin
non-KynbTypbl. [ns 6onee NONHOro NOHWMaHUS peuenumum KUTaucKuX aaHMen-
HOBeNN 1 AaHran-woy MoryT ObiTb MPOBEAeHbl AanbHellwne 1ccnegoBaHus
VX MIHOHALMOHANbHbBIX PIHAOMOB.
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CaparaeBa AA. COBETbl U COBETHVKM B KUTAWCKUX UCTOPUYECKUX Tene-
cepvanax // Hayka TeneBuaenus. 2022. 18 (3). C. 147-176. DOI: https://doi.
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COBETbI M COBETHWKM B KMTAUCKMX
NCTOPUHECKNX Tesiecephanax

AHHOTaLMsl. B cTaTbe paccMaTpyiBaeTcs NONyAspHbI B KUTANCKOM UCTOPUYECKOM
KuHemaTorpade obpas noAnTUYECKOro CTpaTera, BeayLinii CBoe NpoUCXoXaeHe
OT WCTOPUYECKUX XPOHUK U XyAOXECTBEHHOW NWTEpaTypbl, aHanu3mnpyioTcs ero
BOM/OLLEHMS Ha 3KpaHe. ABTOP BblensieT xapaKTepHble YyepThl 3Toro obpasa,
obocobnstoue ero oT 6AN3KOro No MYHKUMKW, HO HE TOXAECTBEHHOro 0bpasa
«BnaropofHoOro MUHUCTPa». Bbicka3biBaeTcst 1 0DOCHOBbIBAETCS runoTesa o nu-
TepaTypHOM 1 KrHemaTorpacduyeckom obpase “xyrs JIsHa, NpocnaBneHHoro
NonMTUKA 1 CTpaTera nepuoaa TpoeLapcTBys, Kak 06 «apxeTune» NoAnTUYeCKoro
1 BOEHHOTO COBETHMKa BOObLLE.

ViccnepytoTcst B3aUMHble OTHOLIEHMS B Mape rocyfapb-COBETHMK. Ha ocHoBaHWK
NPOAENaHHOTO aHany3a aBTop 3aK/OYaET, YTO caMm 06pa3 COBETHMKA, ero BHelw-
HOCTb, XapaKTep, ero OTHOWEHWS C rOCNOAMHOM, O6epyT Hayano B camonpeseHTa-
UMM coumanbHoro cnos Wwu nepuopa boprowwmxcs LlapcTs. Ero Begywmmm LeH-
HOCTAMYW SBNSIOTCS VHTENNEKT, BEPHOCTb FOCMOAUHY ¥ cBoboda. BeigBuraeTcs
1 060CHOBbIBAETCS MMMOTE3a O reHEeTUYECKON CBS3W 06pa3a COBETHMKA C y4eHneM
nernsma. NMpoT1BOBECOM 1 AOMONHEHVEM 3TOro 06pa3a B KUTAMCKUX KOCTIOMHbIX
cepuanax aBTOp CyWTaeT amnaya «bnaropogHoOro MWUHUCTPa», bepyliee CBOO
MAEONOTNYECKYIO OCHOBY B KOHMYLMaHCKON dunocodumn.

Kpome Toro, B CTaTbe NpefnpuHATa NOMbITKA BbIYIEHUTL HEKOTOPblE Pacrpo-
CTPaHeHHble B TeNeHOBENNaX CTPaTerny 3axeaTta v YAEpWaHus BNactu, a Takxe
BHYTPU- U BHEWHENOAWTUYeCKMe cTpaTerun. [poaHanvu3npoBaB Crnocobsl
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BEAEHWs1 MONUTMYECKON 6OpbObI U peanu3auny agMUHWUCTPATVBHBIX MNaHOB
BO MHOXeCTBE KUTaWCKUX MCTOPUYECKMX CepManos, aBTOP MPUXOAWT K 3aK/ioye-
HUIO 0 Gonbliel MaHUNYASTUBHOCTM, HO ¥ GONblUEN BapUaTMBHOCTM METOAOB
BHELUHENOANTMYECKOTO  MPOTUBOCTOSIHUS.  HanpoTWB, BHYTPUMOAWUTUYECKAS
OMNMo3NLMA NPaKTUYECKU MONHOCTbIO fieNernTUMPOBaHa, ee Lienu anpuopHo
NPU3HAIOTCA aMOpPanbHbIMY U CBOEKOPLICTHBIMU, W, CNlefoBaTeNbHO, AN rocyaa-
PS W €ro COBETHMKA OCTAETCS TOMBKO MyTb NMPSIMOTO MOAABNEHNS CBOUX BHYTPEH-
HUX ONMOHEHTOB.

B 1TOre HacTosILLEro UCCnefoBaHns aBTop NPUXOAUT K psigy BbIBOAOB O MOMW-
TWUYecKoi kynsType KuTas, koTopas MaHudecTupyeT cebs B [JaHHOW Tenenpo-
AYKUMW, 1 O NexalleM B OCHOBaHMW 3TOM KyNbTypbl CTPAaTEreMHOM MbILUAeHN
KuUTanLes.

KnioueBble cnoBa: KuTaii, McTOpuYeckme cepuvanbl, MOAWTUYECKas KyabTypa,
nonuTUYeckas CTpaTerus, COBETHWK, NNTEPATYPHBIA U KMHeMaTorpaduyeckumii
0bpa3

BnarogapHocTu: CTaTbst HanvicaHa B pamMKax npoekTa «MefmnakynsTypa BocToyHo
A3WW: ANCKYPChI, UHAYCTPUN, D3IHAOMBI» HCTUTYTa Meana HUY BLUS (2022-2024).
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Strategies and Strategists
in Chinese Historical TV Series

Abstract. In his article, | examine the image of a political strategist, popular in Chi-
nese historical cinema, the origin of which can be traced to historical chronicles and
fiction. Analysis of their cinematographic representation allows to single out the
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characteristic features of this image, distinguishing it from the functionally close,
yet not identical image of a noble minister. Further, | suggest that the literary and
cinematic image of Zhuge Liang, the famous politician and strategist of the Three
Kingdoms, serves as an archetype of a political and military advisor in general, and
substantiate this hypothesis.

Based on the analysis of sovereign-advisor relations, | make an assumption that
the very image of an advisor, with their characteristic appearance, personality, and
their relationship with their overlord, takes its origins in the self-presentation of shi—
asocial class of the Warring States period. The leading values in this class were intel-
ligence, loyalty to the lord, and freedom. I suggest and support a hypothesis that
there is a genetic connection between the image of an advisor and the teaching of
Legalism. Counterbalancing and complement to thisimage in a costume series is the
role of a noble minister, which has its ideological basis in the Confucian philosophy.
Apart from that, | name some of the strategies of seizing and retaining power, as well
as domestic and foreign policy strategies, frequently seen in TV shows. The analysis
of political and administrative methods in many Chinese historical series indicates
that foreign policy, as presented in these shows, allows for more manipulations, but
also more variability. The internal political opposition, by contrast, is almost com-
pletely delegitimized, its goals are a priori recognized as immoral and self-serving,
and, consequently, the only way left for the sovereign and their advisor is to directly
suppress their internal opponents.

The results of this study lead to a number of conclusions about the political culture
of China as manifested in this type of TV products, and about the strategemic think-
ing underlying this culture.

Keywords: China, period dramas, political culture, political strategy, advisor, literary
and cinematographic image
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BBEJEHWE

KocTioMHble cepuansl (Tak Ha3blBaeMble «rywkyaH», TO eCTb «B ApPEBHUX
KOCTIOMax») — OfHA W3 OCHOBHbIX U HEM3MEHHO MOMYAsPHbIX KaTeropuii Tene-
HOBENNbI B COBPEMEHHOM MaTeprKkoBoM Kintae. OHa OXBaTbiBaeT f1Ba Pa3nyyHbIX
aHpa: 3HTE3M, B TOM YMCAE U KBA3W-UCTOPUYECKME DUNbMBI O «MonafaHLax»’,
1 COBCTBEHHO-UCTOPUYECKME Cepranstl, 3a UCKYEHeM DUNbMOB, NOCBSILLEH-
HbIX HOBEMWen NcTopmn. B COBCTBEHHO-UCTOPUYECKYID TpyMNmny BXOAAT Npoun3-
BEEHWSI MHOXECTBa NOAKaHPOB — OT repOMYECKON 3NNKK 10 TapEMHOrO cepu-

1 To ecTb 0 nyTewecTBeHHNKax BO BpeMeHu, KaK npaBunio, Hawkx COBpeMeHH1Kax, nonaswnx
B npownoe, B camblit SMNUEHTP BaXXHbIX NCTOPUNYECKNX COBbLITUN.
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ana?, UICTOPUYECKOro eTEKTUBa UK Komeamn. Kutaickme KocTioMHble haHTe3u,
HACKONBKO aBTOP 3TWX CTPOK MOXET CyAWTb MO OTHOCWUTENbHO OFPaHUYEHHOMY
OMbITY WX NPOCMOTPA, B OCHOBHOM MpPefHa3HayueHbl Assl EeHCKON 3pUTeNbCKON
ayAUTOPUK, OHUM YPE3BbIYANHO HAPSHbI, BU3yanbHas 3CTETHKa — WX OCHOBHOM
XY[OXECTBEHHbIN HepB. CIOXETbI Taknx cepuanoB cOKYCHPOBaHbl Ha NoOBK
Y B3aMMHOM CaMOMNOXePTBOBaH MM BAOOAEHHbIX; N0/b3YsiCh TepMuHoM /1. Kasen-
TV, OHU CNedyoT NUTepaTypHol hopmyne, C amrya BMECTO XapakTepoB 1 NOBTO-
PAWMMUCS 13 OAHOTO dUAbMa B APYroit KoHMANKTaMu 1 apkamu (Cawelti, 1977,
pp. 5-36).

CoBCTBEHHO-UCTOPUYECKIE CEPUarbl, C OfHOWM CTOPOHbI, OTNYAKOTCS He-
CKOMBbKO MeHblelt (hOPMYNbHOCTbIO, TAK Kak B OCHOBE KaX[0ro 13 HUX Nexart Co-
66TV ¥ (DaKTbl MOAAVHHON MCTOPUK, NPUAAIOLLVIE MOBECTBOBAHMIO HEKOTOPYIO
OpPUrMHaNbHOCTb. C APYrol CTOPOHbI, UCTOpUYECKne dunbMbl TOXe He 13bernm
3HaYUTENbHOW CTEPEOTUNM3aLMI, KOTopas NPosBnseT cebs yepe3 oTbop cobbl-
TUI, NOCTONHBIX 3KPaHN3aLMM, Yepe3 MHTepnpeTaLyio hakToB 1, He B MOCNEAHIOD
oyepeflb, Yepes BBeleHe B CLIEHaPHMN HEKOETO OTHOCUTENbHO YHUMUUMPOBAHHO-
ro Habopa nepcoHaxel. B HacTos e paboTe Mbl COBMpaemMcst pacCMOTPETb OAMH
W3 TaKWX CTaHAAPTU3NPOBAHHBIX, HO CHOXKETHO 1 MAEONOrMYECKU BaXHbIX 06pa3oB
KUTalCKMX TeneHoBenn — 0bpa3 NoaMTUYeCKoro CTpaTera, a Takke To none cTpa-
Terunii, cosetos, hOPManbHbIX ¥ HehopManbHbIX B3aUMOOTHOLIEHWI, KOTOPOE OH
reHepupyeT BOKpYr cebs B KnHemaTorpaduyeckom npocTpaHcTee. 3ToT obpa3
He ABNsSeTCs N306peTeHremM COBPEMEHHOCTU, OH 6a3npyeTcst Ha MHOrOBEKOBOM
ncTopuorpacburyeckot, nuTepaTypHoOW 1 TeaTpanbHoOM Tpaanummn Kutas, 1 cam
B TO Xe BPEMS CIYXWUT Mano3ameTHbiM, HO 3PMEKTUBHbIM KaHanoM nepefadu
NOANTUYECKON KyNbTYpbl W, B LIENOM, BCEro Habopa npeacTaBneHuii o nonuTrike
Y NMONWUTMKEX HOBbIM MOKONEHWUAM KMTANLEB, KOTOPbIE, KaK ¥ HONbLIMHCTBO Ha-
cenenuns 3emnu B XXI B., NONYy4atoT HEManbIM 06beM 3HaHWUI 0 MUpe, obLLecTBe
Y UCTOPWK Yepes KnHemaTorpad. Mexay Tem 3aToT 06pa3 (kak U 6onbLINHCTBO
APYIX KyNbTYPHO 3HAYMMBbIX CTEpeoTUNU3MPOBAHHbIX 0BPa3oB B KWTaWCKOM
KuHeMaTorpadwvm) paHee He CTAHOBWCS 0ObEKTOM Hay4YHOro aHanw3a.

Bo Bcem Kopnyce Hay4YHOW NuTepaTypbl, NOCBSLEHHOW KATANCKUM dunb-
MaM 1 cepranam, MOXHO YCNOBHO BbIeNNTb ABa OCHOBHbIX HanpaeneHus. OaHo
M3 HUX NPeACTaBneHo paboTamu UCKYCCTBOBEAYECKOrO XapakTepa, B hoKyce ux
BHMMaHMS — TO, YTO MOXHO Ha3BaTb MOITUKOM KUTANCKOrO KnHemaTorpada.
I BeTTUCOH, penakTop KONNeKTUBHOW MOHOrpadum, NOCBSLIEHHOW 3TOMY SBne-
HUIO, TaK OOBACHSET NPEAMET CBOETO U3YYeHUs: «Anst KynbTypONOroB KuTalckue

2 [og, rapemMHbIMU Ccepranamu NobrTenn BOCTOYHOA3MATCKIX TeNEHOBENN 0ObIYHO NOHUMAtOT
cepuansl, fefiCTBMeE B KOTOPbIX MPOVUCXOAUT B rapeMe Kakoro-Hubyab ApeBHero rocyaaps. bonb-
LWas YacTb NEPCOHAKEN TAKOrO KMHO — HANOKHMLBI 1 CNY)KAHKM rapema, CIoXeT BKNtoYaeT B cebs
VHTPWY v 6opb0y 3a BNUSHWE Ha NpaBuTens.
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brNbMbI NPUOBPETAIOT 3HaYeHMe TONBKO KaK BOMIOLIEHME ... COLMANbHbIX COObI-
TUA. AHanu3npys hunbMbl “CBEPXY BHW3', KyNbTYpONOr NOAYMHSAET 3CTETUYECKMe
KayecTBa UIbMa HeKoell ... KOHLENTYyanbHOW CxeMe; TakuM 06pa3oM, CTUANCTU-
Yyeckas KOHCTPYKLMS duUabMa MHTEPEeCcyeT ero TONbKO B TOW Mepe, B KaKoW OHa
OTpa¥aeT ... counonornyeckme peanmu. MosTnka xe CMeLLaeT aKLeHTbI, uccne-
AoBaTenb NO3TWKW U3y4aeT NPOM3BeeHNe UCKYCCTBA “CHU3Y BBEPX, TaK 4TO UC-
XOLHBIM MYHKTOM KPUTUKYM CTAHOBSTCS ... Npaswna hopmMbl U CTUNS, BCTPeYaeMble
B hunbmax» (Bettison, 2016, p. 2). B pycne Toro e HanpasneHus cneayroT 1 HeKo-
TOpble HOBEWLWWE NCCNefoBaHMs, Kak, HanpuMep, MoHorpadus dennmat «Kpyn-
Hble MAaHbl U ANHHbIE Kafpbl B COBPEMEHHbIX KMTaNCKMX DribMax», B KOTOPO
YCTaHaBAMBAKTCS HEKOTOpble Mapanfeny Mexay 3CTETUKOW KUTaNCKOrO KMHO
Y TPaaWLUVOHHOM KOHMYLMaHCKo 3TrKol (Deppman, 2021, p. 3), HO B LI&NOM BHU-
MaHVe aBTopa COCPefoTOYeHO NPenMyLLECTBEHHO Ha BI3YyansHOM psige huibMoB
¥ 3MOLMOHANBHOM OTK/IVKE 3pUTens.

[ns HacTosiwel paboThl BakHee JOCTUXKEHWS BTOPOrO HanpaBneHus, T.e.
B TepMUHax BeTTUCOHa, 13ydeHne KMTANCKOM Tene- U KMHOMPOAYKLMMN «CBEPXY
BHW3», C TOYKM 3DPEHUs peann3yembix B HEN COLMANbHO-MONUTUYECKUX U ULEO-
NOTUYECKMX CMBICAIOB. B paMKax 3TOro HanpaBneHms HanucaHbl HECKOBKO 3Ha-
YMMbIX COOPHUKOB CTaTel. Hanpumep, B cbopHuKe «BOCTOYHOA3MATCKOE KUHO
N KynbTypHOe Hacnegue» nccnegosaHmne [l. [Jeccepa «BosBpalleHne Hacneomsa:
HOBasi cara 0 HOeBbIX UCKYCCTBaX W rMobanmn3npoBaHHas MHAYCTpUsS pas3sneye-
HWUM» NOCBALLEHO KUTANCKOMY MCTOPUYECKOMY KuHemaTorpady. ABTop paccMma-
TPVBAET Ceputo aMOULIMO3HBIX KWHO-NPOEKTOB KOoHLa 1990-x 1 Havana 2000-x kak
NOMbITKY KNTANCKUX KMHOCTYAWA 3aBOEBaTh 3anafHble 3KpaHbl. Paan 3101 Lenu
peXnccepsl U CLLeHapUCThI AenatoT hrnbMbl BCe boniee anoanTUYHbIMK, COKpalla-
0T ¥ YNPOLWAKOT X CODbITUMHBIN DOH, YTOBbI 0bNerynTs BOCNpUsTVe ans 3anaa-
HOW ayanTOPUHK, TaK YTO cama UCTOPUS NPEeBPaLLAeTCs B «AEMOHCTPALMIO KOCTHO-
MOB ¥ ABOPLIOB» (Desser, 2011, p. 7).

Bbiwenwnii B 2010 1. cbopHUMK 3cce «[nobanbHoe Knutanckoe knHo. Kynstypa
M NONUTUKA epos» HeODbIYEH TeM, YTO BeCb MNOCBSILLEH aHaN13y OAHOro U TOro
e KUTaNCKOro UCTopUYeckoro dunbMa — NeHTsl hxaHa Mmoy «fepoit» (2002).
3TOT GUNbM, NOBECTBYIOUNIA O DU3NYECKOM, MOPANbHOM U MHTENNEKTYaNbHOM
npoTuBocTosHUM UnHb LLnxyaHa, umnepatopa-obbeanHuTens Kutas, n besbl-
MSHHOTO YOUIALbI, aHAaNU3MPyeTcs B AaHHOM COOPHMKe CO BCeX CTOPOH, B TOM
yucne Tpy CTaTby paccMaTpuBatoT 0bpas MMnepaTopa, ero MCTOPUYECKYIO POfb
V1 HPaBCTBEHHYIO oLeHKy. CTaTbs [yo MHL3e «[lepepaboTaHHble repou, BblayMaH-
Has TpaaMLUMs U U3MEHEHHas MAEHTUYHOCTb» TPAKTYeT 3TOT 06pa3 v 3TOT dhusbM
B LIe/IOM KaK NOMbITKY HaUMOHaNbHOM camouaeHT1dMKaLMM Yepes co3aanme noa-
xofsulero obpasa repos v BOCCO3AaHWe BOMHCTBEHHOrO Tuna repom3ma (Guo,
2010, pp. 27-28). B cTaTbe V. BaHa obpa3 LmHb LnxyaHa, kak oH npeacTaBneH
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B unbMe «[epoli», CpaBHMBAETCS C APYroi ero TPAaKTOBKOW — B NeHTe YaHs Kalira
«/IMnepatop 1 ybuiiuar, B pesynbTaTe Yero aBTop NPUXOANT K BbIBOAY, YTO «nepe-
MeHbl B 06pa3e 0T 6e3)KanoCTHOro TpaHa K MUNOCePAHOMY repoto OTpaxatoT 13-
MEeHeHMe MacCoBbIX HAaCTPOEHW Ki1TaliLeB Nno Bonpocy 06 obbeanHeHun Kntas»
(Wang, 2010, p. 51). ins Hawel coOBCTBEHHOW paboTbl MHTEpEeCHee BCEro BbIBO-
Abl . POHCAK, KOTOPbIN NPOAHaNM3MPOBaN NOANTUYECKYD HGUNOCODUIO AAHHOTO
unbMa 1 0BHapyXun, 4TO OHa, MO CBOEMY XapaKTepy, NErucTcKas, MOCKOMbKY
«MpeanoYnTaeT HappaTMBbl CTabUNBHOCTY, @ He MATEXa, Kak bofiee COOTBETCTBY-
foLLVe HaLMOHANUCTUYeCKo noBecTke» (Rawnsley, 2010, p. 3).

Hemanoe KoMM4eCcTBO UcCnefoBaTeNe 13y4atoT OTKANK 3anadHbiX ayanTo-
PUI Ha KUTaCKoe KMHO v cepuransl. Tak, [l. [leccep B BbilieyNOMSIHYTOW CTaTbe
«Bo3BpalleHue Hacneaus» yaenseT 3Ha4YnTeNbHOE, ECIN HE OCHOBHOE, BHUMaHVe
BOMPOCY O TOM, NOYEMY eBPONENCKMe, U 0COBEHHO aMepUKaHCKMe 3pUTENN, C IH-
Ty31a3MOM NpuHsBLIVE hunbM «epoii» B Havane 2000- IT., C Tex Nop BCTpeYatoT
KaXKOyo KUTaNCKYIO MCTOPUYECKYIO NEHTY BCE XONoAHee 1 paBHOAyWHee (Desser,
2011, pp. 6-17). O Cto-Ba B TOM e COOPHMKE pacCMaTpVBaET BCe KUTAMCKoe
VI TOHKOHICKOE KVMHO, HaunHas ¢ cepeaunHbl XX B., KaK MOMbITKY «NpofaTb» 3anag-
HOMY 3pWTENID KUTAWCKOe KyNbTypHOe Hacneaue u, HanpoTuB, KUTan3nMposaTh
3anagHyto KynsTypy Ang cobcteenHoro notpebutens (Yu, 2011, pp. 27-51). “hxoy
JNlncs noasepraeT NogobHOMY aHanM3y POCCUIACKYID 3PUTENBCKYID ayanTopuio,
M3ydas ee peakLmto Ha K1Talickue TeneHosennsl (Yxoy, 2021, cc. 91-106).

/1 B 3aBeplueHne 3TOro KpaTkoro bubnuorpacuryeckoro ob3opa Henb3s
He YNOMSsiHYTb MOHOrpaduio VH Yxy, NOCBAWEHHYIO KUTACKUM Tenecepuanam.
OObeKTOM aHanu3a 3[gecb NOCAYKMAN ABa TUMa Cepuanos: CeMeliHble HOBembl
VI UCTOPUYECKYe — B aBTOPCKOM TEPMUHONOT MM «AMHACTUYECKME» — ipaMbl. ABTOP
CBSI3bIBAET NOMNYNSPHbIE MOTHBbI U CIOKETbI CEPUANOB CO 31000AHEBHBIMU NOMN-
TUYECKUMY KOHDAUKTAMU UAK OBLWECTBEHHbBIMU 3anpocaMu. Tak, Hanpumep, oHa
0ObSACHSET BbICOKYD BOCTPEOOBAHHOCTb KOCTIOMHbIX IETEKTUBOB 0 Hopbbe ¢ Kop-
pynuUVen 1 UeHTpanbHbIA AN 3TOro Tuna cepuanoB o0bpa3 HenoaKyMHOro Cyabu
06LLECTBEHHOW HOCTaNbrMen No TOTanuTapHOMY rocyapCTBy C MMYLLECTBEHHbIM
PaBEHCTBOM BCEM paxfaH. A MHTEpeC K TakMM aMOMBaNeHTHbIM UCTOPUYECKIM
AEeSTensM KaK XaHbCKUA vMnepaTop Y-Au uav nocnegHne npaBUTeny AnHacTuu
LInH aBTOp paccMaTpuBaeT Kak BO3BpallieHve B 06LeCTBEHHbIN AVCKYPC KOHDYLN-
aHcKkol npobneMaTukm focyaaps 1 NoaaaHHoro (Zhu, 2008, pp. 22, 42).

[pyroin 3acnyxvBatoumnii ynoMmMHaHus Tpya — HenaBHO OnybankosaH-
Has MoHorpadvs LsHb MyHa «Bocnpon3sseneHmne KOMMYHUCTUHECKOW KNacCUKu
B NOCT-MaoOWCTCKOM KuTae: TeneBn3VOHHas apama Kak CpefcTBO MacCOBOMW WH-
copmaummn». 3necb 00bEKTOM UCCNefOBaHWS CTanu COBPEMEHHbIE TeneaganTa-
LW PEBONIOLMOHHBIX MbeC U KUHOMUNBMOB 1960-1970-X IT.; CPaBHNBAS CIOXKETbI
W aKLEHTbI CTapbiX MPOV3BEAEHMI 1 MX HOBbIX SKPaHU3aUWiA, aBTOP BbIYNeHsEeT
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I KOMMEHTUPYET M3MEHEHUS B KNACCOBOM, FeHAEPHOM 1 PENNrMO3HOM NnaHawad-
Te KnTas B Hauyane HoBoro TeicaveneTus (Qian, 2021, pp. 1-206).

Mpu Bcex 4OCTOMHCTBAX YNOMSIHYTHIX PaboT, Mbl BCE-TaKM HE MOXKEM CYUTaTb
MX pe3ynsTaThbl LOCTaTOYHbIMW. Bo-nepBbix, nccnegosanma 2000-x 1 2010-x rr. He
OTPaXatoT COBPEMEHHOTO COCTOSHMS KUTANCKOM TeNeBU3NOHHOM NPOAYKLMN, KO-
TOpas MeHseTCs BeCbMa ObICTPO BC/ef 3a NepeMeHamMy CoUManbHO-NOAUTUYECKON
06CTaHOBKM B CTpaHe. Bo-BTOPbIX, NPaKTUYECKM BCE 3TV aBTOPbI CTPOST CBOU KOH-
uenuuv Ha 6aze OTHOCUTENbHO HEBOMbLIOTO KOMMYeCTBa NPov3BeaeHnin, aHanu-
3UpYs B KX/0M CTaTbe AN rnase MOHorpadumn He 6onee oaHOro-aByX MUIbMOB
Mnu cepuanoB. U, HakoHel, faxe B Tex paboTax, KOTopble OBHaPYXMBAKOT 1 ONK-
CbIBaOT OCOOEHHOCTY NOAUTUYECKOW KyNbTYpbl KTasi, BOMNOLEHHble CpecTBamMm
MCTOPUYECKOTO KMHO, aBTOPbI DOKYCUPYIOTCS MW Ha MHAMBUAYANbHbIX NePCOHa-
ax OTAeNbHbIX PUNBMOB, OCTABNNAS BHE MONS 3peHUs CTaHAapTHble amnnya. Mex-
Ay Tem Mbl yBexaeHbl, 4To cama WabnoHHOCTb U MOBTOPSAEMOCTb 06PA30B B paMKax
amnnya CBUAETENbCTBYET 06 1X BbICOKOW KyNbTYPHON 3HAUMMOCTU.

MOPTPET COBETHMKA
B KUTANCKOM MCTOPUYECKOM KMHEMATOT PAGE

Ob6pa3 COBETHWKa, KPOMEe BCEro NPOYEro, OTANYAET KUTAWCKYI0 UCTOpHYe-
CKYIO KMHOMPOAYKLUWIO OT eBPONeicKon. Bo MHOIMX eBpOnencKux KOCTIOMHbIX
cepuvanax, 0cobeHHO NMOCBALEHHbIX XM3HM 1 NOABMIAM NPOC/ABAEHHbIX KOPONel
Y KOPONEB, MPUCYTCTBYIOT, Pa3yMeeTcs, UX BepHbIe U MyApble BAacCasbl, HO VX BEC
VI @aBTOPWTET He TaK YK BelUKK. VX CloxeTHast (yHKUMS COCTOUT 3a4acTyio B TOM,
4TOb6bl 0OY4MTH MOMOAOTO MOHApPXa MPaKTUYECKOK MOAWUTUKE, @ 3aTeM OTONTU
B TE€Hb U CAYKWTb JOCTOWHBIM OOpPaMNeHVeM aBrycTentemy rmaBHOMY repoto,
BbITb TOW CaMOVi CBUTOW, KOTOPast «<MrPAET KOPOAsi», TOrAa Kak OCHOBHasH MHMLK-
aTuBa, OCHOBHOE NONUTUYECKOE BUAEHWE, KOTOPOEe KaK pa3 1 NpoCiaBmio 3Kpa-
HU3KPYEMYIO 3NOXY, KaK NPaBUO, OTBOAMTCS CAMOMY MOHApPXy. B KMTaNCKOM xe
KWHO 6anaHc 3Ha4YMMOCTV NepCoHaNEeN NPUHUMNMANBHO MHOW. 3AeCh rocyaapb
M ero rMaBHbIN COBETHWK — HEpa3fenMblii oyaT, B KOTOPOM NpaBuTens obecne-
YMBAET AMUHWUCTPATUBHBIN PECypC, a COBETHUK — PECYPC MHTENNEKTYanbHbIN.
VIMEHHO COBETHWK VHUUMWPYET BCE MEPONPUATUS, NPeNaraeT BCe NiaHbl, 3HaeT
OTBETbI Ha BCe BOMPOCHI. 3TO BEPHO fiaXe B TeX CyyasiX, Koraa cam npaBuTenb no-
Ka3aH B cepuane Kak 4efoBeK BblAatoUMXCs CNOCOOHOCTEN.
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Tak, B 3HaMeHUTOM MOHyMeHTanbHoM cepurane 2010 r. «TpoeuapcTamne»® aH-
TaroHncT Lao Llao ymeH 1 xuTep, OH BENMKWIA MOAUTUK 1 NMONKOBOAELL, YENOBeK,
HafeneHHbI TaKoW Xapu3MoW, YTO OCNeneHHbIe eto 3pUTeNnn cepnana OxoTHO
NPOoLatoT emMy UMHU3M 1 XKEeCTOKOCTb. Kak Mpaswno, Bce CBOW MAaHbl 1 NMPOEKThI
OH NPUAYMbIBAET CaM, a 3aTeM M3naraeT Ux NoAHOMY ayaneHL-3any 6e3nnKmnx cTa-
TUCTOB, KaKUMU BBIMNSAAAT Ha ero OHe BCe ero CTOPOHHMKN. HO B TeX HEMHOT WX
CNyYasx, Korga OH BCe-TaKW KOHCYNBTMPYETCs CO CBOWM MaBHbIM COBETHUKOM
CioHb HOem, nocneaHnin AeMOHCTPUPYET TOHKOE MOHMMAaHWE NoAeN 1 COBbLITUN,
npesocxoasLlee rmybuHy aHanu3a camoro Llao Lao. Mo cyTw, Bce HeMHOroumcneH-
Hble MHTEPaKLMW 3TUX ABYX IIOAEN B cepunane NpoucxoasT Mo OAHOMN U3 ABYX CXEM:
1) Uao Llao cobupaetcs npeanpuHaTh Hekoe aeiicTaue, CloHb O ocTaHaBnnBaeT
ero v 06bACHAET, Novemy 3To 6bI10 Obl oWMOKON; MK 2) Llao Llao ckpbiBaeT cBow
xenaHus 1 3ambicnbl, CoHb FOI fOrafbliBaeTCst O HUX U KOMMEHTUPYET 1X CaMOMY
Llao Llao nnu ero npubavmKeHHbIM.

/1 Takoe pacnpegeneHve MHTENNEKTYanbHOTO PeCYpca HUCKOMBKO He CHU-
XaeT obpa3s rocyaapst B rnasax 3putenei, NocKoNbKy OHO MyBoKo YKOpeHeHo
B hmunocodckol Tpagmummn Kntas. Kak n3BecTHo, Bcs KuTackas dunocobus Bbl-
pacTaeT, KaK 13 3epHa, U3 BOMpOoca O Hagnexallem yCTPOCTBe rocyapcTBa; v BO
BCe NOCNefytoLL Ve 3MOXK, HECMOTPS Ha BO3HUKHOBEHVIE PA3NINYHBIX PEANTUO3HbIX
1 OUNOCOMDCKIMX LWKOM, TEMATVIKa roCyAapCTBEHHOIO YNpaBneHus U cColuMansHoro
KOHTPONSA NPOAOMKAET OCTaBaThCs B (DOKYCE BHUMAHUS KUTANCKNX MbICANTENEN,
/1, KOHEYHO, B paMKaXx 3TOV TEMaTUKM B3aMMOCBs3aHHble cTaTychl focyaaps 1 Moa-
[aHHOrO, VX NPaBa 1 B3auMHble 0693aHHOCTI OKa3anuch TlLaTenbHO oTpednex-
CUpoBaHbl 1 onucanbl (daH, 1998, cc. 96-97). YT0ObI He YXOAWTL AaneKo OT TeMb
Halero MCCefoBaHUs, CyMMUPYeM BKpaTle, YTO COMMacHO TOM amanbramme
KOHMYUMAHCTBa W Nermsma, Kotopas v Nerna B OCHOBY 0dULMansHOR MAEONOrn
cTaporo Kutas, rmaBHas 06s13aHHOCTb NpaBuTens COCTOUT UMEHHO B TOM, YTObbI
HalTV 1 NPYBNEYb Ha CNyxby Hanbonee 0O6POAETENbHbIX M CMOCOBHbIX NtoAeN,
a3aTem NOAAEPKMBATb UX, NPUHMMATb UX COBETBI, HE OCKOPBNSTL UX HeoBEPUEM
M He 0BVKaTbCS Ha KPUTVIKY C MX CTOPOHbI. [eHManbHOCTb rocyaaps NposBAseTCs
Yepes yMeHMe Ha3HayvaTb reHyanbHbIX MUHUCTPOB, 6OMbLIErO OT Hero 1 He Tpeby-
eTcs. BecbMa unnocTpaTvisHa MeTadopa, pacnpocTpaHeHHas ¢ ApeBHUX BPEMEH
B KMTaMCKMX TpaKTaTax 1 no33un, ynofobastollas MoHapxa Aepesy, a COBETHU-
Ka — ntuue (Tian, 2019, pp. 76-77, 141-142). Pa3ymHas NTu1La BbibMpaeT camoe
BbICOKOE V1 KPEMnKoe AepeBo, YTobbl CBUTL Ha HEM MHEe3[0, @ MyaApblii Baccan uleT
cebe MOTy4ero 1 HagexXHoro Cro3epeHa. 34ech 3a COBETHUKOM 3aKpensieHbl Kak
VHMUMATUBA, NPaBo BblbOpa, MOBUABHOCTb, Tak W CNabocTb, U 6e300MHOCTb;

3 Z[E(2010) Pexuccep lao Cucu, coBMecTHOE Npon3BoacTea LieHTpa Tenesr3noHHoro npov3eoga-
cTBa YHuBepcuteta KoMMyHVIKaumi 1 [eKMHCKOM KoMnaHym MoHu MeHTuyMm.
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roCyflapb e XapaKTepu3ayeTcs yCTOWYMBOCTbIO, MOLLbIO M NacCMBHOCTbIO. CoBeT-
HUK MMEET KPbI/bsi, a rocyapb — KOPHU, COBETHUK CNOCobeH oneTeTs oo Hebec,
HO TONbKO NPaBWTENb MOXET AaTb eMy 3aWMUTy U NpuioT. OfAUH U3 OCHOBOMONOX-
HMKOB 1a0CM3Ma “hKyaH-L3bl TaK Pe3IOMUPOBAN 3TOT KOHTPACT MeX/y MOOUbHO-
CTbIO NOAAAHHOTO W HEABMKUMOCTbIO rocyaaps: «Bepxu OMKHbI HeesHueM no-
CTaBUTb Cebsi Ha cnyxOy MoaHebecHOM, a H13bl AO/MKHbI A€NaMU CBOUMU CNYKUTb
NoaHebecHoM» (WhxyaH-13bl, 1995, ¢. 140).

0O6pa3 NONUTUYECKOTO CTpaTera NpUCYTCTBYET BO MHOMXECTBE KUTAWCKMX
ApaM, HO Hanbonee 3aMeTHbIMM 1 BbINYKNbIMU SBASIOTCS COOTBETCTBYIOLIME Nep-
COHAXKU B TaKVx NPOU3BeAEHNAX, kak «TpoelapcTaue»’, «<KHasb cTpaHsbl K03 foyu-
35Hb»°, «CNaTh Ha XBOPOCTE U NUTb Xenub»°, «3aBoeBaHne»’, Bce YeTbipe ce30Ha
«Mmnepun UnHb»®, 0bwmmM cyeToM HacuuTbiBatoue 6onee 200 cepuid, «CrpoTa
13 popa YKao»’, «/lereHaa o Yy 1 XaHb», «Coto3 COBETHUKOB»!, Y COBETHUKOB
V3 3TVX CEPUANOB eCTb Psif YCTONYMBO NOBTOPSIOLIMXCS OBLLMX YePT, Cama NOBTO-
PSIeMOCTb KOTOPbIX MOKA3bIBAET, YTO OHU HECYYalHbI, U, CNeaoBaTeNbHO, BaXHbI
ANsl NPaBUABHOIO NOHKUMaHWs 3TOro 0bpasa.

«TpoeliapcTBue» 0bOpa3 COBETHUKA ABNSETCS LEeHTPanbHbIM, HO N5 y00CTBa aHanu3a Mbl Bbl-
Hpani 13 3TUX Cepranos TONbKO OfNH — AEBAHOCTOCEPUIHBIA hrnbm 2010 T.

SHEDHK (2006) Pexuccepbl XyaH LU3sHbwKyH, FOaHb BrH, AHb U. Kutaiickinii LeHTp apamatw-
Yeckoro nponssopctsa CCTV.

SENFERE (2007) Pexuccep Xoy HOH. KnTalickas MexayHapoaHas TeneBu3noHHas Kopnopawms
«KynbTypa pafoctmn».

"#EHEFT (2006) Pexwvccep Uait L3nHwaH. CoBMecTHOE npom3BoacTBa komMnannii Golden Lucky
Communications n Hong Kong Television Broadcasts Limited. BykBanbHO kuTalickoe Ha3BaHwe
bunbMa nepeBoanTCS Kak «/lereHia o0 60pbbe 3a rereMoHI0», HO ro anbTepHaTVBHOE Ha3BaHMe,
AaHHOe N5 aHrMosA3bI4HON ayanTopun — «The Congquest», 4TO NO3BONUO HaM NMEPEBOAUTbL ero
NPOCTO KaK «3aBOeBaHme».

8 REFEZHE (2009) Pexucepsl XyaH L3sHbWkyH, AHb W. LIeHTp Npov3BOACTBa TENEBU3MOH-
HOW apamsl Wakben, KEFEZHE (2012) Pexnccep Qv Xait v ap. TMponssoactso: KomnTet
MO YNpaBeH1io HOBbIM paioHOM CraHb Liiou3saH, BeHyypHas KOMNaHus KynsTypHOW UHAYCTPUK
CwvaHb LtoussH, ®oHp ropoackoro pa3snTrs CuaHbe KaitoaHb (CuaHe), KoMnaHus no nHeectnum-
OHHOMY pa3BuTUIO ChaHb KalttoaHb JIHETYH., KEBEZIER (2017) Pexuccep AnH Xait. Mpous-
BoACTBO: CMaHbCKash KOMMaHWs No NPOU3BOACTBY Tenecepuana Vmnepus UnHb, AZEME (2020)
Pexccepbl: Anb U, Ty Unmnn, Uan JlyH v /Tio FOHBTao. Mpon3soacTBo: CnaHbCKas KOMNaHms no
NpOn3BOACTBY Tenecepvana Vimnepus LnHb, LLaHxalickoe oTaeneHmne komnanuy TeHceHT Mng-
HUH Prnm.

SRAECHMILE (2013) Pexwiccep AHb LzsHraH, nponssoacTeo CTV Media.

10 #N1EZ (2012) Pexwmccep fao Cricu. Bona Film Group, Beijing Perfect Film & Media Co Ltd,
Century Films v gp.

" NonHoe Ha3BaHKe cepuana — «Coto3 COBETHUKOB Benukoro ctpatera Coima Wy (KEIME) BEE
Z ZEIJMELEE(2016)), HO B ohMLMansHOM aHMMIACKOM NepeBofe ero cokpatnau ao «Cor3a coset-
HMKOB», 1 MO3TOMY Mbl CH/ATaeM BO3MOXHbBIM MOMb30BaTbCS 3TVM KPaTKUM Ha3BaHWeM. Pexuc-
cep YxaH FOHcKHb. MediaCoBMecTHOe Npon3BoACTBO KHoKoMNaHwmit Allied General Video, Huali
Culture Media, Buji Culture, Indigo Entertainment.
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MNepBoe, 4TO OykBaNbHO HBpocaeTcs B rMasa, — 3TO BHEWHOCTb NepcoHa-
*a. OH Bcerga Monod 1 Kpacus, OfeT O4eHb NPOCTO W HeboraTo, Kak NpaBuno,
B ONITOMNONbIV XanaT 13 HeKpaleHoM TKaHW cepoBaTo-6en0ro LBeTa, C HeNoKpPbI-
TOW rONOBOW M NMYYKOM BONOC, HEOPEXHO 0OBSA3aHHbIM TPAMMULEA UAK NEHTOW,
B JIydWeM Ciydae — 3aKO0TbIM [epeBsHHON WNUALKOW. W ToNbKO Ha Topxe-
CTBEHHbIE LIEPEMOHYIN OH COMNallaeTcs OAeBaTLCS B MPUABOPHYO hopMY.

TaK e AeMOHCTPaTUBHO HedopManbHO ¥ ero NoBefeHne: Toraa Kak KoH-
dyumaHckue npasvna npeanuceiBany 61aropofHOMy YenoBeKy BCerga coxpa-
HATb CEPbE3HbIN 1 UCMOAHEHHbIN 4OCTOUHCTBA BUA (Lnu3mH, 2007, c. 345-347),
Bedylleil 0CODEHHOCTBIO XapaKTepa 1 NoBefeHWs COBETHUKA sBASeTCs toMop. OH
BCE BPeMsi cMeeTCs — Hafl coboW 1 Haf OKPYXatoLLVIMU, BKIKOYask COOCTBEHHOrO
rocnoAmHa, MHOrAa OH CAePXKaHHO-HaCMeLWNMB, MHOTAa NPOCTO Beces, B ApYruX
CNy4asax — OTKPOBEHHO KOMMYeH. Tak, YKyrs /IaH BO BCeX 3KpaHM3aumsax «Tpoe-
LapCTBUsi» HacMexaeTcs Haf 0BMaHyTbIMU UM Bparamu U OTKPOBEHHO HaCnax-
[aeTCs UX THEBOM; IPA3HUT [py3el, 0TKa3blBasiCb 0ObACHATb UM CBOW [1eMCTBUS
¥ Nobysch VX 3aMelaTenbCTBOM. [NaBHbIV repolt «CUpoThl 13 poda hxao», Bpay
Y NOAUTUYECKINIA CTpaTer Y3H VIH U TUTYNbHbIV repoit «Coto3a CoBETHUKOB» CbiMa
1 (0ba B MCNonHEHWM 0AHOrO 1 Toro xe axktepa Y Ctob0) [0CTaTOYHO Cepbe3Hbi
B 0OUWeHUM C APYrUMU IIOABMU, HO CLEHapVM BOCMOMHSIOT HefOCTaTOK oMOpa
B XapaKTepax NMepcoHaxen Tem, YTO BCe BPEMS CTaBAT UX B CMeWHOe NOMOKEHNE.
Ob6a repos KpuyaT, bpbl3ras CAOHOK, B NOMbITKaX y6eamnTs CBOVIX NaTPOHOB Npw-
CNyWaThCs K 3apaBbiM coBeTaM; CbiMa Vl HaYVMHaEeT Kaxabli AeHb C Henenon 3a-
PSKM, BOUTCS CBOEM XeEHbI, C OAEPXKMMOCTBIO MOAPOCTKA, NOAPaXaOLLEro CBo-
emy KyMUpy, KOMMpyeT MaHepbl CBOEro 3HaMeHUTOro NpoTMBHMKa Yxyra JlsHa.
/1 BCe 3TO HY)KHO He ANs TOro, YToObl OKAPUKATYPUTb 06pa3, HO YTOObLI MOKa3aThb
3pUTENIO: UCTUHHO BENMKUNIA YeNOBEK 13 NPeAaHHOCTM CBOEMY ey He 3a00THTCs
0 COXpaHeHUW N1ua 1 He 6onTcs HbITb cMellHbIM. Co3aaTeny MUNbMOB MbITatoT-
Cs NpUAaTh MOPUCTUYECKYIO HOTKY 00pa3aM COBETHMKOB faxe B Tex hunbMax,
rfie BCs orvka obpasa Hr1Kakoro toMopa He npegnonaraet. Hanpumep, B dunsme
«CnaTb Ha XBOPOCTE M NMUTb XeN4b» MONoAon Myapel ®aHb /v Npy NepBOM CBOEM
NOSIBNEHMM Ha 3KPaHe NpefCTaBNeH Kak Becenblil NbsHULA U LeHUTeNb XEHCKOM
KpacoTbl, XOTS BNOCNEACTBUY 13 06/1MKa U NOBEAEHWS NepCOHaXa 3TV YepTbl Nos-
HOCTbIO yxoasT. Ellle rpycTHee ®aHb /11 B TOHKOHICKOM cepuane «3aBoeBaHue»
B MCMONHEHUM Y3Hb KyHs, koToporo nybnvka aaxe npo3sana levanbHbiM MpuH-
LeM 3a Her3MeHHOoe BbipaxeHue CKopbu, MpuUcyLiee ero reposim B Kaxaom dusb-
Me. B COOTBETCTBIM C 3TOW CLIEHNYECKOI MaHEPOI aKTep v B JaHHOV TeneHoBenne
NPOTOCKOBAN NMPaKTUYECKN BCIO CBOK IKPAHHYIO XKU3Hb, U BCE-TaKM XapaKTepHO,
4TO B NepBoWi cepyn daHb /T Beceno bpaxKH14aeT CO CBOMM KHs3eM, a 3aTeM faxe
3acbinaeT NbsHbIA Ha KHSHKECKOW KPOBATH, @ MECHS OT ero MMeHW, 3By4allas B Tu-
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Tpax, OTKPbIBAETCS 3HAKOBbIM NpeaoxkeHrem: «<CMeiTech Hago MHOK 3a TO, YTO
1 6esymell, CMenTech 3a To, 4TO A ryneLy.

Mo cBoeMy coUmanbHOMY MPOUCXOXKAEHMIO COBETHMK HEM3MEHHO NpUHaf-
NEeXWNT K TaK Ha3bIBaeMbIM «LU» — H3LWEN NPOCNONKE COLMANBHOM 3NUTbI, Knaccy
06pa30BaHHOMY, HO He apuUCTOKpaTuyeckoMy. OH HuKoraa He byaeT cbiHoM 6ora-
4a UK BbICOKOMOCTABNEHHOTO YMHOBHMKA (3a nckntodeHnem Coima U B «Cotose
COBETHVKOB», HO 1 Y TOTO OTeL, O4eHb BbICTPO NMWAETCS CyKbbI U Aaxe nona-
[aeT B TIOPbMY), HO TaKkke He ByAeT 1 NPOCTONOANHOM, 3apabaTbiBatolMM cebe
Ha XW3Hb hU3MYecKrM TpyaoM. Jaxe Tam, rae HaMm MOKaxyT reposi B Havane ero
XU3HEHHOrO NyTU paboTalolWMM Ha PUCOBOM Mofe (KaK, Hanpumep, “hxyra JIsH
B «BeTep nogHumaeTcs B /lYHCW»), 3TW CLEHbI 0653aTeNlbHO OKaXyTCs ypaBHOBe-
LWeHbl APYrMMI, B KOTOPbIX Fepoli CUAUT AOMa B OKPYXeHUW KHUT. /3 3Toro 3pu-
Tefb NOHUMAET, YTO KPECTbSHCKMIA TPYA — NUWb BPEMEHHOE 1 40BPOBONLHOE
NprbexuiLe NepcoHaxa, KOTOPbIV He XenaeT pa3sMeHnBaTb CBOM TanaHT Ha Cyx-
By MEeNKOro YMHOBHMKA 1 XKAET, NOKa eMy NPeACTaBUTCS HACTOAWMIA WaHC BO3-
BbICUTbLCS 1 CaMOpeani30BaThCs. MIHOraa repoli BnepBable NOSBASETCS Ha 3KpaHe
B CTaTyCe yYeHMNKa Kakoro-H1byapb BbiAaoWEerocs Myapeua nan noantuka (Ba s
v /v Cbl B <MMnepun LinHb»). Hallie xe BCero Mbl NPOCTO He MOHKMMaeM, Ha YTo K-
BET 3TOT MONIOJON YENOBEK, Ha YTO OH €CT M MOKyNaeT KHUM 10 BCTPEYN CO CBOMM
BynyLMM rocnoanHOM (Kak, Hanpumep, 0b1TaTen POCKOLWHbIX OCOOHSKOB B necy
Yykyra J1aH 13 «TpoelapcTBus» 1 ®aHb /M 13 ceprnanos «3aBoeBaHmne» 1 «[epoit»).

Becb 3TOT KOMMNEKC MOPTPETHbIX, COUMANBHBIX U MCUXONOMMYECKMX XapaK-
TEPUCTUK KOUYET U3 OJHOTO (hUNIbMa B APYroWi C TAKON HEM3MEeHHOCTbIO, YTO BUAS,
K npumepy, B cepuane «PeyHble 3aBoan»*?, Kak B roCTU K reposiM 3aX0A4MT MONOAOM
W YNbIBUYMBBIN CENbCKUIA YYNTEND B JIOMOTKAHHOM XanaTe, 3puTeNb MOXET 3apaHee
AO0rafaThCsl, TO UMEHHO OH-TO W CTAHET reHManbHbIM NOAUTUYECKUM W/ BOEH-
HbIM CTPaTeroMm B ;aHHOM ctoxeTe. OTKy/a e B381Cs 3TOT YCTONYMBbINA KOMMNEKC,
1 4TO OH A@HOMUHMNPYET?

OBPA3 Y)KYI3 IAHA KAK «<APXETWUM» COBETHUKA

Ha nepsoMm, bonee NOBEPXHOCTHOM YPOBHe aHaNM3a NpeacTaBnseTcs, YTo
Ha3BaHHble YepTbl OTCbINAKT 3pPUTENS K apXeTUNMYECKOMY AN BCEM KMTANCKON
KynbTypbl 06pa3y COBETHUKA — K “hiyra JIsiHY, KaK OH BbiBefjeH B CpeiHEBEKOBOM
pomMaHe f1o MyaHwkyHa «TpoelapcTBre». B rase TpyaLaTb BOCbMON ONMCHIBAET-

2 $7KE  (2010) Pexxmccep Yy LstoansH. Mpounssoactso: LWaHbgyHCKkoe paguno n Tenesumae-
Hue, TaHbL3MHbCKas CeBepHas KnHorpynna, YxaussHckas komnanms Bona Film v gp.
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€4 nepsag BCTpeya nonxkosogua /1o b3a 1 MONoLoro otwensHuKa Yxyra f1aHa,
K KoTOpOMY /110 B3l y4TUBO TPYXKABI MPUEIKAET B €r0 CONOMEHHYIO XMKMHY, YTO-
6bl NpUrNacKTb MyapeLa k cebe Ha cnyxby. Y BOT OHU, HaKoHeL, yBUaAeNNCh: «/Tio
B3l yBuaen nepen coboit YenoBeKa BbICOKOro pocTa, HemMHoro baeaHoro. Ha ro-
NI0Be Yy Hero bbina WenKoBas NoBs3Ka, v Obi OH B DENOCHEXHOM OAesHMM 13 MyXa
ancra — obblYHas ofiexaa AaocoB. [IBXeHNS ero bbiin NNaBHbI U HENPUHYKAEH-
Hbl, OCAHKOI CBOeW OH HanoMuHan beccmepTHoro ayxa» (/1o, 1954, ¢. 234). ABTOp
poMaHa cfienan CBOEero reposi 4a0COM-BOMLEOHUKOM, CNOCOBHbIM NpeacKasbl-
BaTb Oyayllee No 3Be37am 1 Bbi3biBaTh BeTep. COOTBETCTBYET 3TOMY U €ro 00MKK,
B KOTOPOM 6enas HeKkpalleHas XONCTUHa NpeBpaTuaach B 6eNOCHeXHbIV nnaly
V3 NepbeB, a NPOCTas NeHTa, NOALEPKMBAIOWAS MYYOK — B WENKOBYHO MOBS3KY.
Ho, c nonpaBKol Ha AaoccKnii hnep, ero HapyKHOCTb COBEPLIEHHO TUMWYHA ANs
TexX COBETHMKOB, KOTOPbIX Mbl MO CEIN AeHb BUAMM Ha TeneaKkpaHax: OH MOJof, Kpa-
CUB W HOCUT Benyto ofexay.

[pn cpaBHeHMM pomaHa «TpoelapcTeue» C NerwnMmn B ero OCHOBY XPOo-
HUKaMN 1 UCTOPUYECKUMU TPYLAMU, TaKMMU KaK «XPOHMKN Tpex LlapcTs» Y3Hb
Loy, «<KHwura Mo3aHein XaHb» GaHb E nnun «Bceobbemniolee 3epLano ans nomMouim
B ynpaBneHun» CbiMa yaHa, 3aMeTHO BaXKHOe HOBLLECTBO: /10 [yaHwKyH caenan
CBOEr0 repost He TOMbKO MaroM, HO ellle 1 TPUKCTEPOM. hkyra JIsHy BoobLue Ypes-
BbIYaHO MOBE3/10 B NaMATU MOTOMKOB — M3 MPOCTO KPYMHOMO rocyAapCTBEHHO-
ro fiesTens OH CO BpeMEeHeM MpeBpaTUiCs B KOMNEKTUBHOM CO3HAHWUKM Hapoda
B BeNMYaliLIero BOEHHO-NOANTUYECKOro reHvs Kintas. MpuinHy Takon TpaHcdop-
MaLvn XOMT TUANMaH BUAMT B MAEONOTMM KOHDYUMAHCTBa: Yxyra /iaH nocMep-
THO repon3npoBaNCs NPEMMYLLECTBEHHO 3a TO, YTO COXPaHs YMOPHYO BEPHOCTb
pyxHyBWen avHacTum Xadb (Tillman, 2007, pp. 59-64). WccnepnosaTens KynsTyp-
HOW — rNaBHbIM 0b6pa3oM, nMuTepaTypHo — nctopun TaHb Csod3ai, B cOOTBET-
CTBUWM CO CBOEW Hay4YHOW CneLmanm3aumen, ycMaTpuBaeT UCTOKM 3TOro npoLiecca
B TBOpYeCTBe BenvKkoro noata [y ®y, KOTopbli NOCBATUA YDxyra JIHY HECKONbKO
CTUXOTBOPEHWIN, U LIMPe — B POCTE KyNbTYPHOI 3HAYMMOCTH KuTaickoro HOra Bo-
oblLe, B MOUCKe oXaHaM1 CBOMX COBCTBEHHbIX TOKabHbIX FepOeB U CBATLIX. M Ha
3Ty ponb ugeanbHo nogowen “hxyra JI9H, MUHUCTP t0ro-3anagHoro rocyfapcrea
Ly (Tian, 2018, c. 29). He ocnapviBas BblleHa3BaHHbIX TMNOTe3 1 He beps Ha cebs
CMefoCTb OLeHNBATb, Kakas e 13 HUX bAvKe K npasae, OTMETUM TONbKO, YTO,
Ha Hall B3rnsf, NOUCTUHE BCEHAPOAHbIM NOYUTaHMEM 1 N1o60BbI0 Yxyra JIsH 0bs-
3aH MMEHHO poMaHy «TpoeLapCcTBMe» — ero 3MM4eCcKoMy pa3Maxy, MacTepCcKom
KOMMO3MLWMW, HO He B MOCAEAHION Ovepeb, U HOMOPY, MPUBHECEHHOMY B Tpak-
TOBKy 3TOro obpasa /1o MyaHWKyHOM. 10 KUCTbIO BENVMKOTO POMaHMCTa “Hryra
JIsiH NpeBpaLLaeTcs He TONbKO B MPOBMALA, HO 1 B OOMaHLiMKa 1 HACMEeLHWKa,
He YMyCKatoLLero BO3IMOXHOCTb BLICMESTb OflypayeHHbIX UM HenpusTeneit. M 3to
BHOCUT B Tpar14yHoe v BO3BbILWEHHOE MOBECTBOBAHNME COYHbIE HOTKM MYTOBCKOTO
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poMaHa. Mony4MBLIMICS B UTOTe MEPCOHAX CTONb MacluTabeH 1 KONOPUTEH, YTO
€ro IMYHOCTHbIE YEPTbl OTHBIHE HAaKNAAbIBAKOTCS Ha BCEX FepOEB B paMKax TOro e
amnnya noANTUYECKOrO COBETHYKA.

LIEHHOCTb CBOBO/1bl B OBPA3E COBETHUKA

/1 Bce-TakuM flaHHOE Bbille 0OBACHEHVE He JaeT 1UCHeprbiBaloLLero oTeeTa
Ha 3asBEHHbIN BONPOC, MOYeMy COBETHUK B KMTACKOM KuHeMaTorpade (v B 0b-
YCNOBVBLUVIX €70 TeaTPanbHON U ANTepaTypHO TPaamLMm) NPe3eHTyeTcs MMEHHO
onuncaHHbIMK MeTogamu. COBETHUK MOAOf, befieH 1 Beces, NOTOMY YTO TaKoB Hbin
apxeTUnUYHbIM 0bpa3el 3Toro amnaya — Yxyra flsH. Ho novemy Yiyra /1aH 0bs-
3aH Oblf ObITb MONOABIM, 6€AHbIM 1 BECeNbIM?

Mbl npefnaraeM cnegylowmii OTBET Ha 3TOT BOMpOC: obpa3 “hxyra JlsHa
¥ MONUTMYECKOTO COBETHMKa BOObLLe BOMoLlaeT B cebe naean 06pa3oBaHHOM
Knacca B TpafUUMOHHOM (1 OTYacTu fJaxke B coBpeMeHHOM) Kutae. 3ToT obpas
CO3/aeTcs B3aVMOJelCTBMEM ABYX MPOTUBOMOAOKHbIX, HO OAMHAKOBO BaXHbIX
noTpebHoCTel MHTeNNMreHTa — NOTPeBHOCTH B peann3almm CBOMX CnocobHo-
CTEN 1 B BbICOKOM 0OLLECTBEHHOM MPU3HAHNM, C OIHON CTOPOHbI, U XaX/bl CBO-
604pbl, ¢ Apyroin. COBETHMKY, KaKUM Mbl BUAMM €0 Ha 3KpaHax, yaaeTcs To, O YeM
Bekamu MeqTanu Bce 0bpa3oBaHHble KUTalLbl: OH B3N1€TaeT Ha BepLUMHbI BNacTK
V BASHUS elle B MONOLOCTU, U3BerHyB [OAMVX U MyYUTENbHbIX MHOMOCTYNeH-
4aTbIX 3K3aMEHOB WMAW KPOMOTAMBOrO, 3a4acTyl0 YHU3UTENbHOrO MOCTPOEHMs
YMHOBHOI Kapbepbl. Ero npocTas AOMOTKaHas ofiexaa, C O4HOW CTOPOHbI, CUM-
BONM3MPYET MPUHALNEKHOCTb K WWPOKOM Macce HeboraTbix ¥ HEYMHOBHbIX
WU, C Apyront — [OKa3biBaeT BHYTPEHHIO CBOBOAY reposi, ero He3aBUCUMOCTb
OT MHEHWS OKPYXKaIOLLMX 1 HEMPUYACTHOCTb K KOPPYNLMK. TOT e CBOOOAHbIN AyX,
He NopaboLLeHHbI YCNOBHOCTAMU, NPOSIBASETCS W B BECENOM WMAW HacMewnu-
BOM XapaKTepe nepcoHaxa, HeflapoM BECeNbe U BUHO SBNSHOTCS HeMpeMeHHbIMM
aTpubyTamu CBOBOAHOIO YenoBeKa B KMTaickol Kynestype (Li, 2010).

«[Ans MeHs Yhxyra JIsH BCe paBHO 4TO Bofa Ans pblbbll» — npusHaeTcs /o
B3l B pomaHe (/1o, 1954, c. 267), v 3Ta 3MOLMOHaNbHas hpasa xopoLlo OMNM1ChIBa-
€T NMOCTOSIHHYIO HYXAY KHA35 B TaNaHTAMBbIX COBETHUKAX. B TakMx yCNOBUSX TeM
bonee CNOXHO CTAHOBWTCS ANS COBETHMKA COXPaHWTb CBOKO CBObOAY. MoMUMO
6efHOCTN 1 BOMBHOMO, HEMPUHYKAEHHOTO AyXa, APYTUMI METOAaMM COXpaHeHUs
HE3aBMCUMOCTM COBETHMKA B GUAbMax MOTYT BbITb MHOYECKMIA CaH UAN PaHHSs
OTCTaBKa, HOTAa faxe 6ercTBo OT rocnoavHa. Tak, BO BCex cepuanax npo SAHCKOro
KH35 YKy 1, CbiHa OCHOBaTeNs avHacTum MuH (1368-1644 rr.), U Npo opraHu-
30BaHHbIN 1M nepeBopoT 1403 1. HEMaNoOBaXHOE 3HAYeHVe UrpaeT ByaanncKIi
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MOHax Ao yaHcsio (MoHaleckoe 1Ms [JaosiHb). OH NepBbIM HAYMHAET BHYLIATL MO-
N0Z0MY KHSI3t0 BNACcTHble aMOuLMK, @ BNOCAEACTBMM COCTABASET ANS HETO NaHsl
no 3axeaTy BNacTu («TpuALATb BTOPOW rof rod, 3pbl npasneHus XyHby», «fopHble
PEKM, NYHHbIN CBET»Y), U Aaxe B CTapoCTn Yy [n, yKe CTaBWWi MMNepaTopoM,
NPOAOMKAET U3pedKa nocellats 0buTenb, rae XUBET ero CTapblii Apyr, B NOUC-
Kax AyWeBHOro YCMOKOEHWS W MONUTUYECKMX COBETOB («bnectswlas auMHacTus
MwuH»*). CTaTyC MOHaxa faeT COBETHUKY AOCTATOYHYHO ANCTAHUMIO MEXaY cObo0
M KHS3eM W NMOMOraeT emy 1M3bexatb npeBpalleHns B NOAHOCTbIO 3aBUCUMOrO
NpWABOPHOIO.

K penvrum Kak cpefcTBy ANCTaHUMPOBaHYIS NpUberaeT OAvH U3 «Tpex repo-
€B XaHb», COBETHUK OCHOBaTENS XaHbCKOM AMHACTUM (206 . 4O H.3. - 220 T. H.3.) /Tio
BaHa, 3HaMeHUTbIN DxaH /1aH. 3apaHee NpeaBuas, 4To BCKOPOCTK /1o baH HauHeT
pacnpasnsTbCs CO CBOMMM APY3bsSMU, KOTOPbIE MOMOINN €My 3aBOEBaTb NPecTon,
YaH JIsiH CCbiNaeTCs Ha KenaHue COBEPLIEHCTBOBATb AyX M TeNo, cneays nyTu
[lao, v oTCTpaHsieTcs OT Aen ABopa. HekoTopble cepunanbl gaxe M300paxatoT ero
B KOHLIE KM3HW OfleTbIM B 0611a4eHVie Ja0CKOro MOHaxa.

V1, HaKOHeL, eCNK HU BHYTPeHHsis CBOOOAA, HU PENUTNO3HbIE 0053aHHOCTM
He 4aloT COBETHUKY [LOCTATOYHOM AVCTaHUMM OT roCyAaps, y HEero ocTaeTcs Hau-
bonee pafnKanbHblii CNOCOH COXPAHEHMS KU3HW UMW NUHHOCTHO aBTOHOMKN —
6ercTBo. Bo Bcex hunbmax o npoTnobopcTBe LapcTs Y v K03 noberom KoH4aeTcs
ncropma ®aHb JIn — Myaporo 1 BEPHOTO COBETHMKA KO3CKOTO KHA3S [oyu3sHs. [1o-
BecTBOBaHMe 0 6opbbe Y 1 K03 NoapobHO N3NOKEHO B «ICTOPUYECKMX 3anmnCKax»
APeBHEro KuTaickoro nctopurka Ceima LisHs, a Takke B psae Apyrux ncropunye-
CKMX NamMsaTHUKOB. CornacHo 1M, nobeans K03 B BOMHE, YCKIIA KHA3b B35/ CBOETO
NPOTUBHUKA, 03CKOTO KHA3s foyU3siHs, B NAeH 1 0bpaTun B pabcTeo. Ho ¢ noMo-
L{bto MYAPOro COBEeTHMKa PaHb /1 [oyL3siHb CyMen BbITEPNETb BCE YHWKEHWS, 3a-
BOeBaTb flOBepMe Bpara, BEPHYTHCS Ha POAMHY U1, BbKAAB NOAXOAAWMNIA MOMEHT,
Pa3rpoMUTb 1 YHUUYTOXUTL Y. OfiepxaB nobeny, ®aHb /11 ToTHaC e NoKuHyn H03
v Bexan. B nutepaTypHOM NepBOMCTOMHUKE YXKe COAEPKMUTCS 3TO HercTso, KoTo-
poe caM repoit NoPobHO Pa3bACHSAET: €ro KHA3b — 13 Tex Ntofei, C KeM XOpoLwo
AEeNUTb HEB3rOAbI, B CHACTbE e OH CAENaeTCs HafMEHeH W KeCToK v byaeT npe-
CnepoBaTh BCEX, KTO BUAEN ero NobexaeHHbIM 1 yHKeHHbIM (CbiMa, 1992, ¢. 21).
Cepuansl Ha 3TOT CHOXeT NpuAarT oTCTaBke daHb /1M HECKOBKO Pa3HOe CMbICO-
BOE HamnosnHeHKe, B 3aBUCMMOCTM OT TPaKTOBKM 0bpa3a loyu3ssHs. Tak, B cepuane
«KHs3b cTpaHbl H03 [oyu3siHb» rMaBHbIV repoil — cam KHsi3b, OH MOKa3aH ropabiM
¥ BCMbIBYMBBIM, HO MPU 3TOM NaTPYOTUYHbIM, CAMOOTBEPXEHHbIM 1 YpEe3BbIvaii-

B =+ (2011) Pexwnccep BoH Bait CuH (XyaH BalicuH). foHKOHCKas koMnaHus Television
Translation Ltd.

YL B8R (2022) Pexwuccepsl lao Cuc, Whrao /nuziors. Komnans Grnsmel v Megna dyHsHa.
1 REARE (2019) Pexuccep Yxar TH. Komnanuu Moyky, Kyneypa MekunHa u ap.
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HO YMHbIM Ye/I0BEKOM, OH He MENOYEH M XOPOLIO OCO3HAET, 3a4eM U MoYeEMy OH
YHUXKaNcs nepep Bparamu, U KakoBbl 3ac/yrit ero NOMOLWHMKOB; 3TOT YenoBeK
He cTan 6bl MCTUTb CBOWMM BEPHbIM CyraMm 3a COBCTBEHHble OWWBKN. [To3TOMY
B 3TOM bunbMme yxoa PaHb /I cnabo MOTMBMPOBAH W BbIMASANT, CKOpee, NPosiB-
NIEHWNEM YCTanoCTV — COBETHMK BbINOAHWA CBOV IOAM A0 KOHLA v Tenepb xo4veT
NOXNUTb Ans cebsi. B roHKOrckoMm cepunane «3aBoeBaHune» HOKYC CMELLEH C KHS3s
Ha cOBCTBEHHO COBETHMKA, 3AeChb MaBHbIN repoii — ®aHb /11, MMEHHO OH CTan
apxuTeKTopom nobefbl, a ero rocygapb TeM BpeMeHeM MOpPanbHO Aerpagviposan
113-3a BbINaBLUWX Ha €ro JoNto CTpafjaHuii, U edsa Nobeays, Cpasy e Havan pac-
NpaBNsTbCS C NPaBbIMU 1 BUHOBATbIMU. 3ech PaHb /1 yxoamT, YTobbl cnacTu
CBOI0 XKV3Hb, JOCTOVHCTBO ¥ CBOKO BO3MOBNEHHYHO.

Bo3BpalleHune cBobofibl, YTpaueHHON 3a roabl NPUABOPHOW CNyxObl, Ka-
XETCs OCHOBHBIM MOTMBOM OTCTaBKM “hiaH W B cepurane «Coto3bl» — BTOPOM Ce-
30He MacWTabHOro UCTOPUYECKOro NonoTHa «MMnepus LinHb». DxaH W 6bin Bbl-
parouwmmces aunnomatom IV B. 10 H.3., OH, KaK U HEKOTOPble ero NPOTUBHUKM Ha
BOEHHOM 1 AMMIOMATUYECKOM NOMPMULLE, BCHO XM3Hb MyTelecTBOBaN 13 OAHOrO
rocygapcTea [ipeBHero Kutas B Apyroe, NoBCody AaBas COBETHI, COCTaBNSAS CTpa-
Tervn 1 GOpMUpPYs anbsiHChl B MOMb3y CBOEro NaTpoHa — UMHBCKOTO KHA3S Xy-
31-BaHa. bonbliylo YacTb CBOEW Kapbepbl OH Obl NpemMbep-MUHUCTPOM B LIMHb,
Of]HaKO yMep Ha MUHWCTEPCKOM AOMKHOCTM Ha CBOel poanHe B Bal, rae Toxe
ycnen nobopoTbCs 3a BNACTb C APYrvM TaKUM Xe MUHUCTPOM MHOT VX rOCyAapCTB
FYHCYH SIHOM no npo3suily Hocopoxbs fonosa (Ceima, 1996, c. 120-141). B cepu-
ane, OfjHaKo, M3HEHHbI DrHaN 3TX ABYX NMPOTUBHMKOB BbIMNSANT COBEPLIEH-
HO He TaK, Kak B UCTOYHWMKe: nocne cMepTw Xyaii-BaHa hxaH /I nokvaaeT LnHb
M B TaKOWM e XONLOBOW OfieX/ae, B KaKoM W npuuien, NewKkoM BO3BpaLlaeTcs
B pofHble Kpasi. OCTaHOBMBLUMCH HEHALOTO B MPUAOPOXKHOM TPaKTHpe, OH Nnopa-
XeH HAa4YMTaHHOCTbIO ManeHbKOro CbiHa TPAKTUPLLMKA U XO4eT YBMAETb ero oTua.
Ho Korga oTel ManbyyuKa BbIXOAMT, TO YKaH W y3HaeT B Hem CBOEro CTaporo apyra
v Bpara Hocopoxbio [on10BY, KOTOPbIN, Kak OKa3anoch, TOXe yLen OT Aef, CKpbiBa-
eTCs B ilepeBHeE 1 XKMBET TPYAOM CBOMX PYK. B mocneaHeit cLeHe Bparu, yxe oCHO-
BaTe/bHO MbsHble, eXaT Ha 3eMe Nnoane KyBWIUHOB C BUHOM M MOAYa CMOTPST
B Heb0. 1 3Ta cLeHa NpoYUTLIBAETCS KaK aHTVTe3a BCeMY XMU3HEHHOMY NMyTu repo-
€B, OHa rOBOPUT 3pUTENID: CHaCTbe He B Nobedax, He B MHTPUrax 1 He BO BNacTu,
Mbl BCE PABHO YMMPaeM CTOSb xe OefHbIMU 1 OAMHOKMMU, KaK 1 POAMNCD; HyXKast
3eM/s HUKOTA@ He CTaHeT POAHON, U Nepef CMEPThIO Kaxabli 3aXoueT yBUaeTb
Hebo poauHbl. OTCTaBKa repoes, TakMM 0bpa3oM, NpeacTaBneHa B GuabMe Kak
nocneaHuin pbiBOK k CBOHOAE U NOAAVHHOCTH.

B TOT *e psig noberos Kk cBoHoAE Mbl MO Hbl MOCTABUTb 11 CAMOYOUIACTBO
Y3H MHa B huHane TeneHosennbl «CvpoTa M3 poaa hxao». ITOT cepran npeacTas-
nsieT coboto MOCNEAHION U3 MHOTOYUCAEHHBIX 3KPaHW3aLMIA CIOXKeTa O 3HATHOM

HAYKA TENEBUAEHUA 18 (3), 2022 161 THE ART AND SCIENCE OF TELEVISION



poge, UcTpebneHHOM Bparamu, 1 0 MaageHLe, CyMeBLIEM NEPEXUTL rbenb CBOMX
6nm3KMx bnarogaps npefaHHbiM CTOPOHHKKaM. Koraa poa “hkao norub, aga yue-
NEBLUVIX KNWEHTa 3TOro apMCTOKPATMYECKOTO KNaHa peluvnmn cnacTv v BoCnuTaTh
pebeHKa LieHOW YyA0BUUIHOM XepTBbl: OAMH U3 HUX B35/ YyXOro MnageHua 1 be-
Xan, ApYro xe, No MMeHn YaH MH, Bbifan ero MeCTOHaxXoXaeHe noroxHe. Yons
NOACTaBHOrO MNafleHua, Bparu yCroKounuch 1 bonee He 1cKanu, U 3To No3BoAW-
N0 Y3H VIHy BocnuTaTh CMpOTy YKao. Joxaaslnch, NOKa rOHEHNS 3aKOHYaTCH,
W HOHOTO %20 BOCCTAHOBSAT B NpaBax, YaH VH nokoH4Yun ¢ coboit. Y Coima LisHs
B «/ICTOPMYECKMX 3anmcKax» OH Tak O6BACHSAET CBOe CaMOybUIACTBO: «A He Mory
He YT 13 XU3HKU. Te, apyrue 3 poaa “Kao, nonaranu, 4To s Cymeto 3aBep-
WWTb WX AeNo, OHW NorMbaun paHblie MeHs. Ecu s ceityac He JON0XKY WX Jyxam,
TO AEN0 MOeW XU3HW OKaxeTcs HedaseplleHHbIM» (CbiMa, 1992, . 49). VHbiMK
CNoBamu, CBOMM CaMoybmicTBOM Y3H VIH cnacaeT CBOK penyTaLmio OT BO3MOX-
HbIX MOAO3PEHMI, OH MOKA3bIBAET, YTO COMMACUNCS NEPEXUTH BCEX CBOWX ApY3eit
He 13 TPYCOCTU M He B HafleXae AOXKMTb 40 O0raTcTBa v MoYeTa, a UCKMOYNTENbHO
V3 4yBCTBa gonra.

Ho cepvan 2012 1. CyWeCcTBEHHO NepecTaBNAeT aKLEHTbl B XapaKTepe 1 Mo-
TVBaUWKW repos. Bo-nepsblX, 30eCb Y3H VIH n3Ha4anbHO NpeacTaBieH He KaK Kin-
eHT foMa “hkao, oH — BpaY, bonee BCero Ha CBETE LEHSLMIA CBOK CEMbIO, MUPHYIO
XN3Hb 1 cBOBOAY. 3aTeM NtobOBL K POAMHE U KenaHue Bo3aaTb 406poM 3a o6po
NPOTUB BOMM BTATUBAOT €r0 B NOAUTUYECKOE MPOTUBOCTOSHME ABYX YMHOBHO-
apVICTOKPaTMYECKMX KNaHOB, U OH NpeBpallaeTcs B COBETHUKA poaa “hkao. B ce-
puane ero posb He CBOAMTCS NUWb K BOCMUTAHWIO CYPOThI, OH Ha MPOTSHXKEHWM
BCero dunbMa NpoayLypyeT NoANTUYECKME NaHbl — CHavana neiTascs NpeaoT-
BpaTUTb UCTpebneHne Yxao, 3aTeM roToBs vx peabunuTaumio. U, HakoHeu, ogep-
aB OKOH4YaTenbHyto nobeay B MHOroneTHein bopbbe, OH TUXO yMUPaEeT Bcneq
3a CBOEN MOBUMON WeHOW. 30ech HET 1 CNOBa O CnaceHnu penyTaumum — YaH VHy
U3 cepviana f1aBHo 6e3pa3NnyHo, YTO AyMaroT O HeM nan. Ero camoybuiicteo
NOKa3aHO Kak BOCCTAHOB/EHME ero eCTECTBEHHOTO U KeNaTeNbHOro COCTOSHNS,
Kak 0CBODOXK/EHVE OT OKOB MEXA0YCOBHOIM 60pbbbl M MHTPUT U BOCCOEANHEH e
C cembeil.

COBETHWK W «B/IATOPOAHbINA MUHUCTP»

VIMEHHO 3TO BaXKHelillee 13MepeHne — Hanmumne unn oTCyTCTBre CBOOOb!
KaK NpaKTU4ecKol BO3MOXHOCTU Vi BHYTPEHHEro paspeweHns Ha OTCTaBKy Mw
nober — oTAnYaeT 0bpa3 CoOBETHMKA OT BIM3KOr0, HO HE TOXKAECTBEHHOO aMrya
6naropofHoro MUHKUCTPA. bnaropofHsii MUHUCTP B Ccepuanax Bcerfa ctap, ero
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BO3pACT yKa3blBaeT Ha ANUTENbHYIO MPUABOPHYIO Kapbepy B OTAMYME OT Hedas-
HEro v CTPEMUTENBHOIO B3N1eTa COBETHYMKA. MUHMCTP CBSI3aH CO CBOMM rocyfapem
HEPaCTOPXKMUMbIMM Y3aMM BEPHOCTW; Kak Hbl OH HI BbI/1 BO3MYLLEH OLWMBKaMU UK
[axe NpecTynaeHnsMy CBOero nNpaBuTens, Ans Hero He CyllecTByeT BapuaHTa
AVCTaHUMpOBaHUs 1 yxopa. OH onuUeTBOPSET OO0 CTapyld MaKCKMy KUTail-
CKOTO MpaBsllero knacca: «fonkoBoael, norvbaet B 6010, rpaXaaHCKnii YHOB-
HUK NOrvbaeT Ha COBETE», H4TO YKa3blBaeT Ha 0OS3aHHOCTb YMHOBHMKA NOAaBaTh
BbILUECTOSLUEMY HaYanbHWKY WUAM IMYHO MMMEpaTopy NpasanBble COBETHI MUK
KOPPEKTMPOBAaTb €ro oWKnOKM, HeB3Mpasi Ha OMacHOCTb BbI3BaTb €10 MHEB U Ha-
BNeYb Ha cebs Kapsbl. [pUHLMNMANbHOE pasnmnyme Mexay CTpaTeroM v MUHUCTPOM
B cepuranax COCTOWT B TOM, YTO CTpaTer BbipabaTbiBaeT MaHbl, @ MUHUCTP Kpu-
TUKYeT rocygaps. [1p1 3TOM MUHUCTP COBEPLUEHHO NPSIMONIMHEEH W HE CTapaeTcs
LOOUTBCS HYXHOTO pe3ynbTaTa Nackol UAN XMTPOCTBIO — TONBKO OTKPOBEHHbIMY
PEMOHCTpaLMAMY.

Hanbonee nNofHoO 1 BbINYKNO Mbl BUAMM 06pa3 61aropoaHoOro MUHWCTPa
B nvue Y L3bictos B dhunbmax o 6opbbe Y 1 K03, Y Li3bictoit, cTapbiii npeMbep-
MWHWUCTP rOCYAapCTBa Y, MOHMMAET, CKOMb OMAaCHO AN ero CTpaHbl OCTaBASTb
B CBOEM Tbiny HeflobuToe 1 03n061eHHoe O3, OH BUAWT, KaK, Ha CaMoM fene, pe-
WUTENeH 1 CTpalleH NAeHHbI, NOPabOoLWEHHbIN 1N YHKEHHBIN KHA3b TOYL3sHb,
W CTapaeTcs NpefoTBPaTUTb OMacHOCTb. HO ero COBCTBEHHBIN rocyaaps, YCKMIA
KH513b Dyyalii, He CNyLaeT ero COBETOB, U, B KOHLLE KOHLIOB, laX<e 3acTaBnseT caMo-
ro Y Li3bictost MOKOHYMTL € coboit. B cepurane «3aBoeBaHue» Y Li3bictoit npakTnye-
CKM TONBKO TEM W 3aHST, 4TO FHEBHO 06MYAeT I03CLEB M CCOPUTCS CO CBOUM KHS-
3eM, NbITasCh 3acTaBnTb ero youTb foyu3siHs. OH KPUYKT Ha KHA3s, BbeT no Anuy
ero Bo3M0ONEHHYH0, H03CKYI0 KpacaBuLy, W, B KOHLe KOHLOB, Jaxe coBepliaeT
NPSAMYIO rOCYapCTBEHHYIO M3MeHY, BO Bpems BOWHbI bpocas Ha normbens aBaH-
rapg yCKoM apMum, NM1Lb Bbl YHUHTOXUTL HEHABUCTHBIX H03CLeB. B «KHs3e cTpaHbl
F03» Y Li3bictoli moka3aH bonee xMTPbIM: OH He TOMIbKO OKa3bIBAET Ha YCKOMO KHS3s
®yyas NpsMoe faBneHure, HO U NbITaeTCsl MaHUMYAMPOBAaTL UM, 4TOObLI NOrybuTb
FoyL3siHs 1 ero coBeTHMKa PaHb /1n. OgHaAKOo BCe ero NaHbl 3CLbI pa3ragbiBatoT
v BNOKMPYIOT, U flaxe KHA3b DyYall OKa3biBaeTCs MPOHMLATENbHEE U TOHbLLIE CBO-
€ro CTaporo MMHWUCTPA, U BCe MOMbITKUA MaHUMYASLMA NPUBOAST TONBKO K POCTY
B3aVIMHOI0 HeloBEPUS 1 OTHYXAEHUS MEXAY rocyaapeM 1 NoaaaHHbIM.

CTonb e pasgpaxatolle, 6e3 yyeTa NCHXONOTUU U KOHTEKCTa, ynpekaeT
CBOEr0 roCnofunHa, KHass-reremoHa Canb HOa B «/lereHae 0 Yy 1 XaHb», ero cra-
PbIi MUHUCTP 1 Ha3BaHHbIN oTel, PaHb LleH. OH BUAWT, Kak pacTyT NpuTs3aHus
Apyroro nonKoBogua — npotaroHucTa dunsma /o baHa, 1 HacTamMBaeT Ha ToM,
4T06bI CsiHb FOI yOUN ero, 4Tobbl N36aBUTLCS OT KOHKYpeHTa. o cyTu aena, CBo-
el HeyMeCTHOW NpeayCcMOTPUTENBHOCTBLIO OH CaM BbiHyaaeT /o baHa BCTynuTb
B 60opbby ¢ CsHb HOem 1 npeBpallaeT NOTEHUMaNnbHY0 Yrpo3y B aKTyanbHYIO.
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Korga e BCe ero ycunus nponagatoT BTYHeE, Y KHS3b-TereMOH OKOHYaTeNbHO ne-
pecTaeT cuMTaThCs C HUM, DaHb LieH, Tskeno 601bHON, YXOAWT OT HEro 1 ymupaeT
B cTenw. MpuyemM ero yxof — 3TO He BO3BPaLLEeHNe K OTWeENbHUYeCTBY 1 cBODOAE,
a NonpocTy camoybuincTBO B 3HaK oTHasHMs: ®aHb LleH He nbiTaeTcs BePHYTHCS
Ha poanHy, Kak YxaH M B «/iMnepun LUnHb», NN HavaTb XU3Hb C HYNS B YYXKUX
Kpasix, kak ®aHb /11 B «3aBOEBaHMW», NN [aXKe B CMEPTY BOCCOEAMHUTLCS C 40-
POrMMU MOAbMM, KaK H3H VIH 13 «CrpoTsl Y€a0». OH MPOCTO BbIE3XKAET B LUMPOKYHO
3VIMHIOI0 CTeMb, OTMYCKAET BO3HMLY C KAPETOW U NOXMUTCS yMUPaTb.

VIHTepecHbl Te cyvan, Korga NonuTUYeCKre cTpaTery B KUTanCKmx cepra-
Nax B KOHLE XKM3HU MEHSIOT amriya v npespaLiatoTcs B 61aropoaHbix MUHUCTPOB.
Takoe Cy4aeTcs He TaK )X PEIKO ¥ XxapaKTepHbIM 06pa3oM MeHseT BECb NMCUXON0-
rnyeckuii cknag v modus operandi nepcoHaxa. Tak, coBeTHWK CioHb Ot B «Tpo-
elapcTBMN», KOTOPOTO Mbl PaHee BUAENM YMTAIOWMM B yMax v cepaLax, yBepeH-
HO NpaKTukytowmm realpolitik, nocnegoBaTenbHbIM CTOPOHHMKOM KaHUnepa Liao
Llao, B NpeKNOHHbIe rofsl BAPYT PaCXOAMTCS CO CBOMM NaTPOHOM. OH HeOXuMaaHHO
npeBpallaeTcs B 3alMTHUKA TMBHYLIEN AMHACTUM XaHb v ocyxaaeT Llao Llao 3a
CTPeM/IeHne K y3yprauum TpoHa. Ho elle yaMBMUTeNbHee, YeM CMeHa NoanTHYe-
CKOW OPUEHTALMN, KaXyTCs NepemMeHbl B CNocobe AeicTBUS repos: BCe, HTO OH MO-
KeT NpeanpvHATL ANs 3aWMThl XaHbCKOTO AOMa, 3TO YCTPOUTb NMYBANYHYIO CLEHY,
ynpekas Llao Llao Ha rma3ax YHOBHWKOB U NPOCTONOALS Y TOPOACKIMX BOPOT. Bro-
cneacteuu Llao Llao HamekaeT emy, 4To Xo4eT ero cMepTy, 1 CtoHb O nocnyuw-
HO KOHYaeT ¢ cobol, NprKasas OTPybUTL cebe ronoBy U OTNPaBUTb ee KaHUIepy.
OTctoga NOHSATHO, YTO OH MO-NPEeXHEeMy NMPoHMUATENEH U NOHUMAET 3amblCbl
v xenaHus Llao Llao, HO MoYemy-To OH COBEPLIEHHO TepsieT CnocobHOCTL npea-
NPVHMMaTb OCMbICTIEHHbBIE W LleNecoobpasHble Mepbl, KOTOPble CMEHSOTCS Npo-
CTOV IEMOHCTpaLMen CBOel NONUTUYECKOW NO3WLMK. 3aTO BEPHOCTb BHOBL 06-
PETEHHbIM NPUHUMNAM JeNaeTcs Ans repost BaXHEE XU3HU.

AHaNoOrM4YHyto 3BOMOLMIO NepexuBaeT 1 obpa3 Yxyra flsiHa, KaK B CaMoM
poMaHe «TpoeLapCcTBMe», TaK BO BCEM KOPMYCe NMMTepaTypHbIX 1 KnHemaTorpadu-
YeCKMX TEKCTOB Ha 3Ty TeMy. [oCTeneHHoe CHKEHNE IOMOPUCTUYHECKNX 06epTo-
HOB ¥ HapacTaHue Tparvama B ;aHHOM 0bpa3e yxe AaBHO NPUBNEKV BHUMaHNe
nccnenoBaTenen, OHu, Kak MPUHSATO Nonarathb, CBUAETENBCTBYHOT O TOM, YTO repoi,
NOHMMas BCO 6eCNepCcneKTUBHOCTL CBOE HOPbObI 3a CNaceHne XaHbCKo MMne-
pUK, TEM He MeHee YyBCTBYET cebs MopanbHO 0693aHHbIM NPOAOMKaTL 6HOPOTHLCS.
OH fian KNsTBY CBOEMY MOKOMHOMY FOCMOANHY U HE MOXET OTCTYMUTb, OH YyBCTBY-
eT npubnmKeHne cobCTBEHHOM CMepTV 1 NOTOMY TOPOMUTCS CAeNaThb BCe BO3-
MOXHOE 1 HEBO3MOXKHOE ANs pecTaBpalmm XaHb (Tung, 2007, p. 11). Ho mbl celivac
xoTenu 6bl OTMETUTL TpaHchopMaLMio 0bpasa B Apyroi nepcnexkTuae: Whxyra J1sH
He NPOCTO yTpaumBaeT BECENOCTb XapaKTepa, OH OTKa3blBaeTCs OT NpucyLLei co-
BETHWKY BHYTPEHHel cBob0o/bl. [TOCKONbKY KNSATBA, AaHHas ymupatoLlemy /1o bato,
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He NMO3BOASIET eMy MOKWHYTb CBOW MOCT, eMy OCTaeTCs UMb BECTU be3HaaeXHble
BOMWHbI, @ TAKXKE NOyYaTb U KPUTMKOBATb HOBOTO rOCYAapsi, NPEKPacHO 0CO3HaBas,
4TO TOT CAVLUKOM Iy, 4TOObI BOCMPUHATL MOYYEHNS U KPUTUKY. He yanBuTensHo,
4TO B cepuane «TpoeLapcTBre» cTapetolmin Yxyra JIsH NOCTOSIHHO NnayveT.

A B UCTOPUKO-LINMOHCKOW apame 2022 r. «BeTep noaHumaeTcs B /lyHCU»
Yxyra JIsiH 1 BOBCe NpefcTaeT nepep 3puTeneM B KNacCMYecKoM aMnya bnaro-
POAHOrO MUHUCTPA. Ha NpaKTUKe 3TO 03HAYaET, YTO OH YTPa4MBaET BCSKYHO CMo-
COBHOCTb K NOANTUYECKOMY MPOTUBOCTOSHIO U NPEBPaLLaeTcs B QUIypy BbICO-
KOMOpanbHyto, HO be3neaTenbHyto, 3T0, CKOpee, NaCCUBHbIN OOBEKT, Yem CyObeKT
NOMUTUYECKON akTMBHOCTU. OH He BMeLIMBAETCs, KOraa NpuaBopHas onmnosmnums
ByKBanbHO FPOMWT CO3AaHHbBIA MM OpraH pa3BefKM U KOHTPPa3BeaKM, a Korga
pa3BefYMKM, BbIHYKAEHHbIE CaMU 3ayMaTb W OCYWECTBWNTb MHOTOXOLOBYIO WH-
TPUry No AVCKPeaMTaLMM ero Bparos, BCe-TakKu CTaBST CBOETO HavanbHUKa B 13-
BECTHOCTb 06 yCrnewHo NpoBeeHHON OnepaLum, OH NULWb NevansbHO U3yMASeTcs
HE3TUYHOCTU WX MOCTYMKOB.

Mbl nonaraem, 4TO Takue pa3nnyms B xapakTepax 1 obpase feiCTBUS ABYX
3TUX aMnya HecnyvaHsl U HECBOAVMBI K MnarnaTy CLUeHapHbIX pelleHnin u3 oa-
HOro unbMa B APYroi. MpuyrHbl UX Nexat rybxe — B CaMOM NPOUCXOXKAEHWN
AaHHbIX 06Pa30B B KMTaWCKON KynbType B LienoM. 06pa3 6naropoaHoro MUHKCTPa
HepeT cBoe Hayano B KOHMYLMAHCTBE, C ero uaeeit o NprmMaTte HPaBCTBEHHOCTY
Hafd 3aKOHOM W MONUTUYECKOW KOHBIOHKTYpoW. COrnacHo 3Tol cucteme yHex-
AeHWA, [oNT NOAAAHHOMO COCTOUT, B MEPBYO O4epefb, B TOM, YTOObI BeCTU cebs
B COOTBETCTBUM C ITUKETOM U OBPOAETENBIO, M TOMY XKE Y4UTb CBOErO NPaBUTENS.
A BOT CMETNIMBOCTb, YMEHMEe NPOAYLMPOBaTh MUaen B pamMKax 3TOr0 M1POBO33pe-
HUSI OLEHMBAIOTCS HE CAMLIKOM BbICOKO, HEApPOM TeX, KTO faeT rocyaapro npakx-
TUYeckme coBeTbl, KOHMYLMIA Ha3biBan NWWb «MOAE3HBIMU NOAAAHHbBIMWY, TOTAa
KaK «BeNMKMMMN NOAAAHHBIMIY, C €70 TOYKM 3peHus, Obinv LOBPOAETENbHbIE MYXN,
«YeCTHO cnyuBlve rocyaapto» (KoHdyuwia, 2007, ¢. 72). Koraa xe KoHdyums
CMPOCUAN, 4TO 3HAYUT CNYKUTb rocyaapto, oH chopmMynmMpoBan NapagoKcanbHbIi
oTBeT: «<He nru 1 He faBalt emy nokos» (KoHdyuwi, 2007, ¢. 92). M 3TO UMEHHO To,
4TO AenatoT 6NaropoaHbIe MUHUCTPBI B KUTAVICKUX TENeHOBEeNNaX — OHU PYKOBOA-
CTBYHOTCS MOPasbto, @ He HU3MEHHbBIMU COOBPaXKeHMSIMU BbIrOfbl; OHU yBeLleBatoT
CBOMX MOHapXoB 6e3 necTu v 6e3 OrAaKK; 1, MOCKONbKY NONNTUKO-3TUYECKN
Voean NpeanuchiBaeT earHOMBICIME MEXY FOCYAapeM v BCEMU €ro NogAaHHbIMK,
a 6opbba NpUABOPHLIX hpaKLMA OLeHVBAETCS KpaiHe HeraTMBHO, TO bnaropoga-
HbIVi MUHWUCTP YCTPAHSAETCS OT HEe U NOTOMY KaXKETCS NaCCUBHbIM.

A BOT a9 06pa3a COBETHUKA AYXOBHOW OCHOBOW CAYXWT y4eHue nerus-
Ma — He B Y3KOM €ro CMbIC/le, KaK Teopuu, nponaraHanpyouer ToTanntapmusm,
HO flervama B CaMOM LUMPOKOM 3HaYeHUM 3TOro TepMUHa — KaK npumarta rocy-
[apPCTBEHHbIX MHTEPECOB Haf BCEMM APYTUMU COOBPaXKEHMSIMM, KaK COBOKYMHO-
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CTV CPEACTB U METOAOB YNpaBfeHns rocyaapcTsoM. Hecny4aiHo CUHOHMMOM Mo-
HATUS «NernCTbl» CAYKUAO CNOBOCOYETaHMe «toan metoaa» (P3aH, 1998, c. 181).
B 3TOM WWPOKOM 3HaYeHUY CNOBA NErnCTamMm MOXHO CHMTATh BCEX TEXHOKPATOB
[pesHero KnTas: pehopmaTopos, LeHTPann30BaBLUMX YNpPaBAeHNe KUTaNCKUMK
KHS)KECTBaMM; Y4YEHbIX TEOPETMKOB, OMMCABWMX OTMPABNEHWE BAACTY KaK WUC-
KyCCTBO; MHOMOYMCAEHHbIX BeAHbIX WK, CTPAHCTBOBaBWMX NO KuTato B momcKax
CNyx6bl, ©ANHCTBEHHbBIM KanuTanoM KOTOpbIX Oblnv 06pa30BaHHOCTb U yMeHue
coBeToBaTb. Pa3ymeeTcs, NoNHas aMopanbHOCTb He MOrna Obl MOKa3aTbCs Npu-
BfleKaTENbHOW 3pUTENsIM COBPEMEHHBIX TENEHOBEN, U KHeMaTorpaducTbl Hage-
NS0T COBETHMKOB 1 YyBCTBaMM, 1 MPUHLMNAaMU, 1 3TUKOW. HO BCe e Mopanb Kak
TaKoBas OCTAETCS CMbICNIOBON CepflUeBnHol obpa3a 6naropoaHoOro MMHUCTPA,
a LeHTPOM 00pa3a COBETHMKA CAYKUT MHTENNEKT.

OTHOLUEHWA B NMAPE TOCYAAPb — COBETHUK

MoMMMO MOpanu, BNPOYEM, MUHUCTP pacrnonaraeT TakKUMMU WUHCTPyMeH-
TaMy BAUSHUS, KaK MHCTUTYUMOHaNbHas BAacTb M PenyTaUMOHHbIA Pecypc,
VI MOXeT OCYLLECTBASATb faBneHne Ha rocygaps ¢ No3numuy ctapuiero, bonee onbiT-
HOro YenoBeKa, MMeloLWero 3acayru nepeg cTpaHoi U HapogoM. COBETHUK ke
NVILIEH KaKuX Bbl TO HY BbINO BO3MOXHOCTEl AaBUTb Ha CBOENO FOCMOAMHA, ero
eMHCTBeHHOE Opyxue — NtoboBb 1 JOBEPHE KHA3S. VI Mo3TOMY PUbMbl Hepes-
KO abcoNtTU3MPYIOT 3TOT (haKTop B3aMHOro JoBepus. Tak, K npuMepy, BO BCeX
ce30Hax «MMnepum LinHb» KHSA3bst Ha3Ha4atoT CBOMX BHOBb OBPETEHHbIX COBETHU-
KOB Ha BbICLUME rOCYAapCTBEHHble NOCTbI ByKBaNbHO NOC/e NepBOro 3HaKOMCTBa,
He 06MKas Ux NpoBepKaMm 1x COCOBHOCTEN. Tak xe v /1o B3l B «TpoelapcTBMm»
Ha4MHaeT yroBapueaTb Yxyra /IsHa NOCTyNWUTb K Hemy Ha ciyxby, a yroBopws,
TOTYac Ha3HavaeT ero «<HaCTaBHMKOM apMUW» (TO €CTb MaBHbIM BOEHHbLIM 1 MOAN-
TUYECKNM CTPaTErom CBOEro yaena), XoTs, N0 CyTH, He 3HAEeT O HeM HUYero, Kpome
bnecTauieit pekomeHaaLMK, [AHHON NPEAbIAYLLMM COBETHVKOM.

HO 1 COBETHMK OTBEYAET KHA3I0 CTOMb e He3yCNOBHbLIM LOBEPUEM, SPKUM
NposiBieHneM KOTOPOro CTaHOBMTCS MOMHbBIA 0TKa3 OT MaHWNynsuumin. Mpu Bcei
CBOEW U3BOPOTANBOCTY 1 COOOPA3NTENBHOCTM COBETHUK HE MOXeT 0OMaHbIBaTb
CBOEro NaTpoHa He TOMbKO B CBOEKOPBICTHBIX LeNsix, HO AaXe v Ans baara camoro
naTpOHa, OH BMpaBe NyLb YeCTHO M3AaraTb CBOU NPeaioKeHs 1 NPOCUTL 06 KX
npuHaTuK. Koraa /1o Baii cobupaeTcs HanacTb Ha Y — BOMHa, CTaBlias s Hero
POKOBOW M YHUYTOXMBLUAS €r0 LaHChl 06befnHUTL KnTal nog cBoeit BnacTbio —
Yxyra /I9H OTroBapuWBaeT ero OT 3TOrO Wara, a 3aTem, NOTepnes B 3TOM HeyAayy,
OH MOXET NNLb OTCTPAHWUTLCA U NOAYNHUTBCS Cyabbe, NOTOMY 4TO ero noTeHUuMan
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BAVSHMS Ha 3TOM ucdepnaH. Cbima 1 B «Coto3e COBETHUKOB» MOKa3aH Kak 4eno-
BEeK HEODObIKHOBEHHOM NPOHMLATENBHOCTH, YTO NMO3BOASET EMY BOBMEKATb B CBOM
nnaHbl MHOXECTBO Ntofelt CTaplie M YYHOBHEeE ero caMoro, MaHunynvpys obuue-
CTBEHHbIM MHEHWEM BCEro ABOPa. M TONbKO COBCTBEHHbIM MOKPOBKTENEM, MOJO-
AblM NprHUeM Llao Mi, oH MaHunynvMpoBaTs He Bnpase. Korga cembe ChiMa HyxHa
nomolb Lao Mu, a TOT He enaeT uM nomoraTtb, CbiMa 1 0CTaeTcs TONbKO CTOATh
BCIO HOYb Ha KOMEHSsIX nepep NOKOSMU NMPUHLA — U 3TO MaKCUMYM AaBfeHus, Ko-
TOpoe OH MOXET OKa3aTb. [oxanyi, Hanbonee cepbesHbIvi Clydalt NpoTUBOHOP-
CTBA MeX[y rocyfapem 1 COBETHUKOM Mbl HaxoAnM B drinbMe «KHsi3b cTpaHbl H03»:
foyL3sHb CObUpaeTcs HanacTb Ha Y, a ero ctpater ®aHb /1n, 3Has, 4TO VX CTpaHa
Y BOWCKO ellle He roTOBbI K BOWHE, 3apaHee NepeavcioumpyeT apMmnio B TaiHble
ybexwuiLa B ropax M OTKa3blBAETCS OTKPbITb UX MECTOHAXOXAEHUE KHs30. HO Ha
3TOM 3N1EMEHT MaHWNYNSLUMN 1 3aKkaH4MBaeTCs, ganblue ®aHb /I OTKPbLITO Npw-
3HAET, YTO OH CleNnan 1 novemy, 1 NpeaocTaBnseT KHA30 Bbibop — Anbo youTb
€ero, MO0 BbICAYWATb ero apryMeHThI.

NOJIMTUYECKUE CTPATEF MW B KUTACKNX MCTOPUYECKUX CEPUASIAX

Paccyxnas 06 0bpasax COBETHUKOB B KMTACKOM KUHO, HEBO3MOXHO 060#-
TV MONY@HWEM, YTO XKe OHW, COBCTBEHHO, COBETYIOT CBOMM rOCMOAaM, KaKue npo-
61eMbl OHU PELLIAIOT 1 C MOMOLLBIO KAKMX METO0B.

Hanbonee MoaHO 1 MHTEPECHO cepuansl 0CBeWjaloT cnocobel nprobpeTe-
HUS BNacTU. TprYeM BaxHO, YTO NPUOBpPEeTeHne BAaCTU NPaKTUYECK HUKOTAa
He SIBNSETCS ee 3axBaTOM, MOTOMY YTO KHsI3b (FNaBHbIVi repoit dunbMa unm ro-
CNOAMH TNaBHOrO repos), UMNAVLMTHO NOHUMAETCS Kak ee NernTUMHbIN obna-
patens. OH MOXET BbITb BBEEH B NOBECTBOBaHME KaK y)xe NpaBsliunii rocynapb,
MO0 3aKOHHBIN HacNeHUK, KOTOPOTO YyXasl 31as BOMS NbITAeTCH NUWNTb ero
NPUPOAHBIX NpaB, NMO0 e, HakoHeLl, OH obnagatens MaHaaTa Heba — yenosek,
HaJleNeHHbI CTONb BbIAAIOWMMUCH HPABCTBEHHbBIMU JOCTOMHCTBAMU, 4TO Camo
Hebo B MHTepecax BCero Hapoaa NoXenano caenatb ero npasuTenem. M Bce-Taku
NpUpOAHble Npasa 1MW MaHaaT Heba elje HYKHO OCyLIeCTBUTb, U BOT ANst 3TOrO
MOOIOMY KHsI13t0 HEOBXOAMMa NOMOLLb COBETHMKA.

OCHOBHbIM WMHCTPYMEHTOM, KOTOPbIM COBETHUKU B KUTAWCKUX cepuanax
NONb3YIOTCS C LieNbio NPUBECTY CBOWX NAaTPOHOB K BNaCTU, ABASETCS NPOHMLa-
TeNbHOCTb — TO €CThb MybOoKoe NOHVMaHKe YyKoN ncuxonorun. OHW ByKBanbHO
paclndpOBbLIBAIOT KaX /bl War CBOMX MOAUTUYECKUX COMEPHUKOB, BblUYIEHSS
M3 Hero MOTMBbI W XeNaHus, NnaHbl 1 ysa3BUMOCTU Bpara. COOTBETCTBEHHO OHY
BbICTPaMBALOT ¥ CTPATErnio NPOTUBOCTOAHMS.
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3TOT Cnocob SBNSETCS MaBHbIM, €CNW He eAMHCTBEHHbIM, BO BCeX rnbMaX,
rne noapobHo ocselleHa 6opbba 3a BNACTb, HO HACTOSLMM LWEAEBPOM TaKoOM
MNCKXONOTMYECKOM BOVIHbBI MOXHO Ha3BaTb cepuan «KHs3b cTpaHbl FO3 MoyU3siHby.
3neck ®aHb /1 caM NPeBOCXOAHO YMeeT U BbICTPO YYUT CBOErO KHS3s NMOHUMaTb
NOACNYAHbIE MOTUBBI U TaliHble CTPaCTX NobeanTens, yCKoro KHsa3s dyyas, U uc-
KYCHO Ha HUX urpaTb. CTOUT Dy4ato N1lib NPOSBUTL HyTb 3aMETHYHO 3aUHTepeco-
BaHHOCTb B CMyXax O K03ICKOM KpacaswLe CULLIK, KaK ero NAeHHUKY NepeBopaYnBea-
toT BCe H03, 4TOObI TONBKO HANTW ee 1 AOCTaBUTL CBOEMY Bpary. 3aTem oHu byayT
MUPUTb ero ¢ CULLIK, CCOPUTL C €ro MUHMUCTPaMK, NMOOLLPSATL €ro 3aBoeBaTeflbHbIe
ambuLMK, N MOCTOSIHHO, HEYCTAaHHO 3KCMYaTMPOBaTh €ro napafoKcanbHyo Npu-
BA3AHHOCTb K MAeHHOMY TOYL35H!0, €ro xenaHue BHOBb 1 BHOBb NobexaaTs yxe
Nob6eXaeHHOro NPOTUBHMKA.

CxoaHbIM e obpa3om Y3H MH B «CnpoTe 13 poaa hxao» ynopHo pasbsic-
HSeT CBOeMy MOKpoBWTeNto hkao Lo NOAWTUKO-MCUXONOTMYECKYIO CUTYaLMIo
B CTaHe ero BParoB: He TaK CTPaLleH YMHbI 1 6e3KanoCTHbIA MUHWUCTP TyaHb T,
Kak cnabocTb M TPYCOCTb WX obuiero rocyaaps — KHs3s cTpaHbl Li3uHb; KHA3b
60OUTCSH CBOETO CUWKOM MOTYLLECTBEHHOMO POACTBEHHMKA Yxao Wo, n oTToro
OXOTHO MPWCNYLIVBAETCS K KNEBETE Ha HEero; YTobbl YUeneTb, Hy)XHO Co3HaTeNb-
HO OrpaHMYMBaTh cebs U ymansaTh CBoe BAMsHMe. B «Cotoze coBeTHMKOB» CbiMa U
Tak xe paclwndposbiBaeT Ans Lao M oKpyxatoLLyo NOAUTUYECKYHO PeanbHOCTb:
B 6opbbe 3a NpecTonoHacneane ero rMaBHbIM BParoM SBASeTCS He MAaaWwnii bpar,
a oTel, NpeanoYnTaloLWMIA 1 3aliMilalolWMin Mnaawero 6pata, 3aTo Ha CTOPOHe
Llao Mv BCe MUHMCTPBI U YMHOBHYVIKK. CnefoBaTeNbHO, He MMEET CMbIC/a BpeanTh
BpaTy, HYKHO YKPennsTh CBOM OTHOLIEHUS C MUHUCTPaMu U T.4.

11, HakoHel, B 0bpa3e “hkyra /I9Ha 3Ta NPOHMLATENbHOCTb AOBEAEHA YKe
[0 NPSIMOrO MPOPOYECKOro apa — Npu paccTaBaHUM CO CBOMM rOCMOANHOM Yxy-
3 JIsH Bpy4YaeT emy WeNKOoBble MELIOYKM, KOTOPble HYXHO BCKPbIBATb B Cyyae
6enpl. M Koraa vx BCKPbIBAOT, TaM 06HAPY)KMBAOTCA NOAPOOHeLINE MHCTPYKLMY
C yKa3aHueM MeCT, MEH ¥ MOTUBOB Yy)XKUX OeVCTBUIA, NPUYEM KaxKaas MHCTPYK-
UMS MaeanbHO COOTBETCTBYET TOW CUTYaLMK, B KOTOPOM OKa3ancs KHs3b Ha Mo-
MeHT BCKPLITUS MeLloYKa.

HO MpOHMLATENBHOCTb KaK efMHCTBEHHbIA MHCTPYMEHT MOAUTUYECKON
60pbObl MMeeT cOBCTBEHHbIE HeOCTaTKM, MOTOMY YTO OrpaHWYMBaeT NepcoHa-
el KUTaCKKX TeNeHoBeN PeaKTUBHbIMY METOAAMU U COBEPLUEHHO UCKMOYaeT
MeTOAbl MPOaKTVBHble. MonuTUYecKne cTpaTeru B 3TUx Gunbmax Bcerga otgatoT
VHWLMATUBY Bpary, a camu yAOBO/bCTBYIOTCS TeM, 4TO pasradbiBaloT U HenTpa-
NV3YIOT ero nnaHbl. OHK He CO3AatT CUTYaLIMIA, HEBBIFOAHbIX NS Bpara, He nepe-
XOAAT B HanafeHue v AaXe He MbITalTCs PaCclUMPUTL KPYr CBOUX CTOPOHHMKOB.
/N ecnv Y3H VHa BNonHe MOXHO OMpaBaaTh 3a 0TKa3 OT 6onee arpeccMBHOM
M HacTynaTenbHOWM CTpaTeruu, Beflb B €ro Clyvae KapAMHanbHO pewunTb npo-



HneMy MOXHO HbI10 Bbl TONBKO YCTPaHEHNEM rocyaaps 1 y3ypnauvein npecrona,
TO eCTb NPEeCTYMNHbIMU METOAAMM, TO BO MHOXECTBE APYrUX Cly4aeB OTCYTCTBME
NPOaKTVBHBIX LIAroB yamnBenseT. Movemy, Hanpumep, CbiMa W 1 ero npuHL gaxe
He NPOBYIOT paclMpUTL CBOKO coLManbHyto 6a3y, Bblias 3a npeaenbl YMHOBHOM
apvcTokpaTn? TloYeMy OHM He MbITaoTCs CKAOHUTL Ha CBOK CTOPOHY CaMoro
KH5135, Pa3 YK M TaK MOHATHbI €70 NPUOPUTETbI U XKenaHns?

B TakoM peaKTMBHOM MOBefeHUM COBETHUKOB €CTb, KOHEYHO, 31eMeHT Mo-
NIVTUYECKOTO peanusma — yMeHue urpaTb TeMu KapTamu, KOTOpble UM CAanu.
Ho ecTb B HeM, kak HaMm NPeACTaBASETCS, U C [PEBHOCTU XapaKTepHbIA Ans KUTaii-
CKOWM NOANTUYECKONM KyNbTypbl aKLEHT Ha NMPUCMOCOBNEHWN K MEHSIOLLMMCS 0b-
CTOATeNbCTBaM. B pamkax 3Toro MeHTanuTeTa cepa counanbHO-NONNTUYECKMX
OTHOLWEHWIA KaK Obl NPYPaBHMBAETCS K MPUPOAHBIM SBAEHUSM, CHUTAETCS, YTO
M TO, N APYroe NOAYMNHSAETCS KOCMUYECKMM LiMKNaM: KaK Ce30Hbl CMEHSIOT Apyra, TaK
e YepeayTcs 1 Neprofbl 3KOHOMUYECKOTO pocTa U peLeccui, Nepuoabl eanH-
CTBa ¥ Ae3nHTerpalmn Kutas, ctabunbHocTs v cmyTa (1o, 1954, ¢. 1, Yuejueshu,
2001, pp. 96-103). A 3Ha4WT, YenoBek He bonee cnocobeH hopMMpoBaTsb NOAUTH-
YeCcKyto CUTyauuto, YeM BAUSTL Ha norogy. Bce, YTo emMy oCcTaeTcst — BHUMATENbHO
HabntoaaTh 3a nepeMeHamMn B TekyLieit 06CTaHOBKe, 4TOObl BOBPEMS HENTPann3o-
BaTb HebnaronpusTHble TEHAEHUMM 1 3KCNAYaTMPOBaTh 6AaronpusTHbIE.

TOT e 0TKa3 OT MOWCKa CO3HMKOB Mbl HAabMoAaeM 1 BO BHYTPEHHel Noau-
TUKe, KaK OHa NpefcTaBneHa B KUTAMCKMX UCTOPUYECKUX cepuanax. PyTuHa rocy-
[apCTBEHHOTO YNpaBneHus NoKasaHa B HYX cregytolnM obpasom. Mpuas K Bna-
CTW, COBETHWK Ha4yMHaeT BbipabaThiBaTh, @ rocyfapb BOMAOLWATL B XKW3Hb HEKMe
MEpPOMNpPUATIS, Yallle Bcero pedopmbl, B MHTepecax beAHenWnx Cnoes HaceneHus.
B 0fHOM 13 CBOMX NPeALWecTBYOWMX PAOOT Mbl y)xe KOMMEHTUPOBAW BaXHOCTb
NPOCTOr0 Hapofa Kak MONUTUYECKOW UAeV B KMTAWCKOM KOCTHOMHOM KUHeMa-
Torpade (Capakaesa, 2020, c. 155-157), 30€Cb e KPaTKO CKaXeM, 4TOo, Mo Halle-
My MHEHWIO, TakoW (HOKYC Ha HAapOAHbIX BeACTBUAX U YCUANUSX NPaBUTENbCTBA
Mo VX 0BNErvyeHmio HOCUT NEerMTUMUPYIOLLMI XapaKTep. focyaapb 1 ero COBETHUK
YNpaBAsOT paay NPOCThIX NOAEN, CeaoBaTeNbHO, VX NMPaBo Ha BNAaCTb OCHOBAHO
Ha MopanbHoWi NpaBoTe. 10 ToM e noruke nbas BHyTpUNONUTUYECKas Onno3u-
UMS OeNUTUTUMUPYETCS, MOTVBLI € 0OBSBNSIOTCS HVI3MEHHbBIMU 11 CBOEKOPbICT-
HBIMW, @ 3HA4YUT, HUKAKOM MOUCK KOMMPOMMCCA C HEKO HEBO3MOXKEH.

BbINyK/bIM MPUMEPOM TaKOro KOHCTPYMPOBAHMS UCTOPUYECKON 1 MOMu-
TUYECKOM peanbHOCTU MOXeT CRyxunTb cepuan 2020 r. «baliHs nacTovex 1 obna-
KOB»'®, MOCBSALLEHHbIN COBLITVAM B KMAAHBCKOM rocyaapcTae f1so (916-1125 rr.)
Ha TeppuTopun CeBepHoro Kutas. MopaBnstollee OONbWMHCTBO NEPCOHaeEN

A (2020) Pexwccep UzsH Lzsusiorb. LLaHxaiickoe oTgeneHve komnaHuy Tencent Pigin
Film.



aToro unbMa — coumansHas anuTa /150, byab TO KMAaHbCKas 3HATb UK MU-
HUCTPbI KUTANCKOTO NMPOUCXOXAEHNS, a MPOCTble MNOAN NOSBASIOTCS B cepuane
OYeHb HEeHafoNro W TONbKO AN TOro, YTobbl 0603HAYNTL NPobAeMy: B CTpaHe
cylecTByeT paboBnageHue, pabbl 6ecnpaBHbl U CTPaAatoT Nof rHEeTOM apucTo-
KpaToB v rnaB CToVbuLL. [NaBHble repon cepvana, MONoAoW MMMNEepPaTop, ero XeHa
VI X BEPHbIN IPYT U COBETHUK XaHb [13XaH, 3alyMbIBatOT ¥ MOCTENEHHO OCyLieCT-
BASIOT peOopMbl, 4TOObI M3MEHUTL /10 «MO XKHOMY 06pasLy», TO eCTb OTHATb
BNACTb Y HaCNeACTBEHHOW apuCTOKPaTWMKM U BBECTU LieHTpanu3oBaHHoe Bropo-
KpaTunyeckoe ynpaeneHue, kak B Kntae. B ToM yncne oHu ocBoboxaatoT pabos
¥ MPUPaBHUBAIOT UX K CBOBOAHBIM OBLMHHIMKAM. YenoBeky, 3HaKOMOMY C WCTO-
PUYECKUMUN 3aKOHOMEPHOCTAMM, OYEBWMAHO, YTO CMbIC/ BCEM 3TON pedopMbl eCTb
COCpefoTOYeHMe BNACTU B PyKax CyBepeHa, a dMaHcunaums pabos — BCero nuilb
CPeACTBO, NpY3BaHHOe 0CNabuTb 3HaTb. HO B dhmnbMe VMEHHO 0CBOBOXAEHMIO
paboB ygensieTcs rMaBHOe BHVIMaHWeE, TOMAa Kak BeCb OCTanbHOM KOMMNEKC Mep
NVIWb NOAPA3yMeBaEeTCs, KOrfa repon B JOBOBHO OBLMX CI0BAX 0BCYXAAIOT «HOXK-
HOE npasneHe.

11, nockonbKy pedopme, a BMECTE C HElo 1 BCEMY PEXMMY HOBOTO MMMepa-
TOpa, NPUAaHO HPaBCTBEHHOE, NyMaHWTapHOe V3MepeHue, BCsKas Onno3nuums
CTAHOBWTCS HE3AKOHHOW 1 6ecyenoBeyHol. HeyarB1UTENbHO, B TaKOM Clly4ae, YTo
VIMMepaTopCKas YeTa U UX COBETHUK He NPeanpUHUMAIOT HUKaKMX YCUAWIA, YTO-
6bl MPUBAEYb Ha CBOK CTOPOHY XOTS Bbl YaCcTb apUCTOKPATOB. HO v apucTOKpaThl
HUCKONBbKO He CTapaloTcs nepeybeanTs MMNepaTopa; yBUAEB, YTO OH NPOBOAUT
HEBbIFOAHYIO AN HUX MOAUTHMKY, OHM CPa3y CO3Aat0T 3aroBOP NO €ro CBEPHEHNIO
v youiicTay. MpaBUTENbCTBO NPOSIBASET CBOE BENVKOAYLWME B TOM, YTODbI He pe-
NpeccupoBaTh CBOMX MPOTUBHUKOB 3@ OAHU NULb YMOHACTPOEHWS, CIOBHO faBast
VIM BpEMS OflyMaTbCst. A CBOKO MyAPOCTb OHO AEMOHCTPYVPYET, 3apaHee npeayraisl-
Bas KaX/1bli Lar 3aroBOPLLUMKOB C TeM, YTODbI 06€30PYKNTb U YHUHTOXMUTb WX, KaK
TONBKO OHW MOMBITAIOTCS NMPOU3BECTH NEPeBOPOT. I ByKBanbHO BCS BHYTPEHHSS
nonuTKKa /150 B ceprane n3obpaxeHa Kak Lenas Yepefa HeyaayHbIX 3aroBopos.

Ty e CXeMy Mbl HECKONIbKO pa3 Habntogaem 1 B NepBOM ce30He «/mnepun
LMHb», 1 B cepuane «/lereHaa o XaonaHb»'', nogectsytollem o poantensx LnHb
WunxyaHa, nmnepatopa-obbeanHuTens Kntas, U 06 WX XUTPOYMHOM CTpaTere
KaHUnepe /ol bysae. MpaBUTENbCTBO MPOBOANT HEKME Mepbl — apUCTOKPaTh
¥ BbICLUEE YMHOBHMYECTBO HEJOBO/bHbI M CO3AAIOT TalHbIN 3aroBop — cTpater
[oragbiBaeTcs 06 3TOM 1 NpegynpexaaeT rocyaaps, NpaBnTenbCTBO Habaogaet
33 3aroBOPOM ¥ [aeT emy BbI3peTb — MpY MOMbITKE 3aroBOPLLUMKOB COBEPWNTb
NepeBOPOT VX apecToBbIBAOT ¥ Ka3HAT. Obe CTOPOHbI KOHMAMKTA COBEPLIEHHO

yuu, Tencent Pictures.



He NPOSBNSIOT 3aMHTEPECOBAHHOCTM B COAVMKEHUM NMO3UUMIA U NOWCKE B3aUMO-
npuemnemoro status quo.

Mo KOHTPACTY C BHYTPEHHEN NOAWUTUKOW BHELWHSS NPeACTaeT B KUTANCKNX
MCTOPMYECKUX Cepranax Kak nose ans pasHoobpasHbix METOAOB 1 CTpaTeruii. Bo
BHELWHENONUTUYECKMX MHTepaKLUMsX, Pa3yMeeTcs, (POHMLATENbHOCTL COBETHUKA,
ero yMeHue npeayrafsiBaTb HAMEPEHUS U CTPaXM Yy)KUX NpaBuTenel, Toxe urpaet
peLuatoLLyto pofb, HO 3[1eCb OKa3bIBAETCS BO3MOXHbIM HE TOMbKO NPSIMOE CU0BOE
NOAABNEHNE KOHKYPEHTa, HO U ero 0bMaH, KOMNPOMICC, B3aUMOBbITOAHbI OOMEH
¥ paxe npocbba. Hanbonbliyto BapuaTUBHOCTb BHEWHENOANTUYECKIX CTpaTervii
Mbl MOXEM BWETb B YETbIPEX CE30HAX «IMnepun LIMHb», MOCKONBKY CIOKETHI 3TO-
ro cepuana efBa M He NOAHOCTBIO 3aMMCTBOBAHbI U3 «/ICTOPUYECKIMX 3aNMNCOK»
CbimMa LsiHs, To ecTb TeCHO cnefytoT NOAAMHHBIM COBLITUSAM. B 3TOM drnbme UMHb-
CKMe COBETHMKM OT MMeHW CBOMX roCyapeit 3anyrvBaioT, NoAKynatT, 0OMaHbIBa-
0T VIHOCTPaHHbIX MMNIOMATOB, JOrOBAPMBAOTCS C HVUMK 00 OOMeHe TeppuUTOpH-
SMU UV O COBMECTHBIX A€NCTBUSAX MPOTVB TPETbEN CTOPOHSI, 3aK/I0YaI0T COO3bI.
X M3nt06neHHOM MaHUNYNAUMEN Ha apeHe MEXAYHAPOAHOM NONUTVIKNA ABNSETCS
BM3WT K YY)KOMY rOCYAapio 1 Pa3bsCHEHME eMy ero e CODBCTBEHHbIX MHTEPECOB,
KOTOPble, KOHEYHO e, BCeraa B Tak1x Cly4asix LeNnMKoM COBMagatoT C MHTepecamm
CaMOoro BM3MTepa 1 ero CTpaHbl. 34ech B X0 UAYT YPe3BbIHaNHO CIIOKHbIE MHOTO-
XOLOBble UHTPUTY, PACTAHYTbIE HA TOfbl, ECAM HE Ha AecaTUneTus. Hanpumep,
B 4acTb «Coto3bl» ceprana «/imnepus LMHb» BBeeHa BTOPOCTENEHHas CIOXKeTHast
nviHWS coBeTHrKa Cy UnHs. OH CTaHOBMTCS MUHWUCTPOM U JOBEPEHHBIM APYroMm
SHBCKOTO KHA35 1 MPUHMMAET Ha cebsi 3apaqy OTOMCTUTb COCeiHEMY rOCYAapCTBY
LI 32 HefaBHIOK OKKyNaumio AHb, a rMaBHOe — YCTPaHUTb Yrpo3y NMOBTOPeHUs
3TWX COBBLITUI. 3apada KaKeTCs NoYTU Hepeann3yemoln, NoCcKoNbKy Lin HamHoro
NPeBOCXOAWT SHb 1 B BOEHHOM, U B 3KOHOMUYECKOM OTHOWeHMK. MoaTomy Cy
LIMHIO NPUXOAMTCS MATU K CBOEI Lenn AONTUM W CIOXHBIM NyTeM: OH Nepee3xaeT
B Ln, poburBaeTcs LoBepHMs LMCKOrO rocynaps, CTaHOBUTCS MUHWUCTPOM, MOPTUT
oTHowWweHus Ln ¢ gpyrvmmn cTpaHamMu CpefuHHON PaBHMHbI, HAKOHeL, NOATaNKM-
BAET LMCKOTO KHA3S K HanafeH o 1 3axBaTy ManeHbKoro, Ho 60raToro KHshxecTea
CyH, YTO BbI3bIBAET MHEB M CTPaX BO BCEX KMTAMCKNX rOCYAaPCTBaXx M 3acTaBNSET X
00befNHUTBLCS U pa3rpoMuTb Lin.

MPOTUBHMKY MaBHbIX TepOEB Ha BHELWHEMNOANTUYECKOW apeHe He 0bsi3a-
TeNbHO M300paxeHbl HU3KMMY U CBOEKOPLICTHBIMU, KaK BHYTPUMOAUTUYECKNE
OMMOHEHTbI, OHU MOTYT BbITb ¥ XpabpbiMK, 1 BNAropPOAHbIMU, U NATPUOTUYHBI-
MW, KaK, Hanpumep, YyCKUin MUHUCTP (M BenukuiA no3T) Lol HOaHb, ynopHbIi
W CTPaCTHbIN HEHABUCTHUK LIMHb B cepuane «mnepus UnHb», OHKU MOTYT ObITb
[axe anbTpynctamun v bnarofeTensmMu rasHbiX repoes. Tak, B «CupoTe 13 poga
Yxao» hrao Lo, BO3rNaBnsowmMii U3MHBLCKYIO apMuio B noxoae Ha Yy, pasaaet
NPOAOBONLCTBME roON0AAIOWMM KPECTbsSHAM, U B pe3ynbTaTe ero BOMCKO OKa3sbliBa-
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eTCs nepef yrpo30i ronofa v BbIHYXAEHHOro OTCTyNAeHus. M Toraa ero CoBeTHMK
Y3H VIH HAHOCUT HEMBICIMMBIIA, HO YCMELHbIN BU3WUT K HENPUSTENbCKOMY KOMaH-
aytouieMy, 6n1aropofHOMy HyCKOMY reHepany, U yroBapyBaeT ero Of0MKUTb Npo-
[0BONLCTBME L3WHBLAM.

B OTHOWeEHUW MHOCTPaHLEB B cepuanax fAenCcTBYeT NpaBuio «Kawablii —
3a COBCTBEHHOrO X035MHa», OHO 03HAYaeT, YTO HUKTO He BNpage YNpeKkHyTb Apy-
roro 4YenoBeka 3a BpaxaebHble AeMCTBMS, COBEPLIEHHbIE 13 BEPHOCTY CBOEMY
rOCNOAWHY UNK CBOEl CTpaHe. [POTUBOCTOSIHYE C MMaBHbIMU reposMU1, TakUM 06-
Pa30M, He JIMWAET YyXXMX NOAJaHHbIX MOPANbHOW NPABOThI, U 3TO iaeT reposiM 3a-
METHO 6OMbLLYI0 BAPUATUBHOCTb B BbIOOPE MOANTUYECKNX CTPATENMIM BO BHELLHEN
NOMUTHKE NO CPABHEHWIO C BHYTPEHHEN.

3AK/TFOMEHUE

PaccmMoTpeB 06pa3bl MOAUTUYECKMX CTPATEroB 1 1X CNoCo6 AMCTBUS, Mbl
NPVXOAMM K psifly 3aKito4eHnid. Bo-nepBbix, CyLLEeCTBEHHO, YTO caM 3TOT obpas,
€ro BHEWHOCTb, XapaKTep, ero OTHOLIEHKS C rOCNOAVHOM BepyT Havyano B camo-
npe3eHTaummn colvanbHoro cnos Wwu nepwoaa boptowwmxcs Lapcts. O6pa3 3ToT
No CBOEW CyTV NErncTCKUiA, B LEHTP €ro NOCTaBNeH MHTENNEKT KaK Mepuno CTo-
MMOCTV YenoBeyecKoro kanutana. OfHaKo TexHOKpaTU4ecKue U KapbepHble
LEHHOCTH (TaKme KaK 3hEeKTUBHOCTb 1 BbICTPLIN KapbepHbIi POCT) B HeM cba-
NIaHCMPOBaHbI 1 04eNOBEYEHbI CTPEMAEHVEM K CBODOAE 1 BEPHOCTBIO OAHAXAb!
n3bpaHHOMy rocnofuHy. Mpasaa, BCTaeT BOMPOC, Kak e COBMeCTUTb cBobofy,
TO eCTb FOTOBHOCTb YT OT rocyfaps, U BEPHOCTb, TO €CTb FOTOBHOCTb HE YXOAWTb
OT Hero Hu Npu Kaknx obcTosTenscTBax? Mo3aToMy B 06pa3e COBETHMKA BEPHOCTb
NPOsBASETCS He KaK Hepa3pbIBHOCTb CBSA3YW rocyfaps U NOALAHHOro, HO B B1Ae
3MOLMOHANBHON NPUBA3AHHOCTU 1 abCOMOTHOrO A0OBEpUS B Nape, B TOM Yucne
0TKa3a OT NMPUHYXAEHWS CO CTOPOHbI FOCMOAMHA U OT MaHWUMYNSLUMIA CO CTOPOHbI
CAYrn.

B MaclwTabe NonUTUYECKOW KynbTypbl B LIeOM, Kak ee penpeseHTUpyroT
MCTOpMYECKUe TeNleHOBENb, NerMCTCKNA 0Bpa3 COBETHUKA ypaBHOBELLVBAETCS
KOHyLMaHCKMM 0bpa3oM 61aropogHoOro MUHUCTPA, X PYHKLMK HacTUYHO ne-
pecekatTcs, HO Mo 6onblei YacTu cTpaTer nofaeT rocyaapto COBETbI, MUHUCTP
Xe ynpeKaeT ero 3a HefobpoaeTenbHble UK HepalyMHble NOCTYNKK. U oba 3Tw
06pa3sa, Kak 1 BCS UX KyALTYPHas W LeHHOCTHas cpefa, YBeKOBEYMBAOT HOPMbI
VM aTTUTIOABI, XapaKTepHble ANs rMybOoKON APEBHOCTW, 3aat0T MAEONOTMYECKI
Y MHTENNEKTYanbHbIA KOHTUHYYM OT Boptowwmxcs LlapcT Yepes vmnepckuii nepu-
Of BMNOTb A0 HALUWX HEN.
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B paMKkax 3Toro yHacneaoBaHHOrO OT APEBHOCTU MONUTUYECKOTO Mblllfe-
HUS OmnpefeneHHast NacCUBHOCTb, PEAKTVIBHBIN XapaKTep MOAUTUYECKMX Mepo-
NPUATUI PaCLEHMBAETCS KaK MyapPOCTb, Kak MOHUMaHMe 00LWLEeMMPOBOro NopsaKa
Bellei; aKTUBHOCTb e HOCUT yNpeXaatolMin, HeTpanm3yoLmin onacHOCTH Xa-
paxTep. BHeWwHenonMTmyeckoe NpoTUBOCTOsIHME 3A€Ch HOPManX30BaHO U AOMNY-
CKaeT pasnvyvHble MeTOMbl, TOrAa KaK BHyTpunonuTuyeckas 6opbba, HanpoTuB,
MapKMpPyeTCs Kak NpecTyrnHas U aMmopasnbHas, OHa MOXET BECTUChb TOMbKO HaCk/b-
CTBEHHbIMU METOAAMM: CBEPXKEHNEM MPABUTENBCTBA — CO CTOPOHbI OMMNO3ULMK
v mofaBneHneM onnosunuymn — CO CTOPOHbI NPaBUTENbCTBA. COXPaHSETCS U BbICO-
KO OLEHMBAETCS CTpaTareMHOE MblLLIEHNE KaK CMOCOBHOCTb BbICTPaMBaTh COK-
Hble, MHOTOXOZI0BbIE MAaHbl C Y4€TOM MEHSIOLIMXCH OB6CTOSTENbCTB U NCKXON0M -
4ecKMx 0COBEHHOCTe KOHTpareHTa.

YacTOTHOCTb ¥ BaKHOe, 3a4acCTylo UeHTpanbHoe MecTo, OTBOAMMOe ce-
puanamu 0bpasy COBETHMKA, C OAHOW CTOPOHbI, MOKA3bIBAKOT, YTO OCHOBAHHbIN
Ha CTpaTeruu U NCUXONOrUM TEXHOKPATUYECKMIA NOAXO K MOAWTHKe 1 rocyaap-
CTBEHHOMY YMPaBAeHWO BCE elle COXPaHAET UCTOPUYECKYIO U KybTypanbHyto
3HAYMMOCTb B MEHTanUTETE COBPEMEHHbIX KuTaiiles. C Apyroi CTOPOHbI, Camu
cepuansl 06ecneyrBatoT 3TOM KyNbType 1 XxapakTEPHOMY A5 Hee TNy NonuTmye-
CKOTO MbILLIMIeHVS BOCNPOVI3BEEHVIE B HOBOM BEKE 1 B HOBbIX COLIManbHbIX YCNO-
BMSIX, 3aKPENASIOT ONUCAHHbBIE KYNIBTYPHbIE OCOBEHHOCTY B MaCCOBOM CO3HaHUK,
OTKyia OHM BYayT BHOBb V1 BHOBb, C K&X/bIM CIEAYIOLMM MOKONEHUEM KUTANCKIMX
afMUHUCTPATOPOB, NOAMUTLIBATL COBOK IMUTHYIO KYNBTYPY 1 OKa3biBaTb BAWS-
HUWe Ha CNocobbl BbIPabOTKM M UMMNEMEHTALMM NOANTUYECKIX PELLEHNIA.
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«Br3yanbHas CNOXHOCTb»

B SMOHCKOM 1 €BPOMENCKOM KMHO
1950-1960-x rogos:
CTUINCTUYECKME N CMbICIOBbIE
CXOACTBA W pasnnymg

AHHOTaUus. B CTaTbe paccMaTpUBatOTCS CTUNCTUYECKUE OCOBEHHOCTU INMOHCKOTO
KuHemaTorpada cepefuHbl MPOLWOrO  CTONETUS, 3HAKOMCTBO C  KOTOPbLIM
€BPOMENCKNX KPUTUKOB W LUIMPOKOW Mybanku npoucxoamno B 1950-e rofbl.
AHanu3vpyemblii aBTOPOM KuMHeMaTorpau4eckmnin CTuab SNOHCKKUX (UABMOB
CBS3bIBAETCA C MOHATVEM «BU3yaNbHas CIOKHOCTb», NO3aUMCTBOBAHHbIM U3 KHU-
rv Mapka /le ®aHto «<MuazoryTi n AnoHus» (e daxto, 2018).

OfHO M3 paccMaTpuBaeMblX B CTaTbe MPOSIBNEHWIA «BU3YanbHOW CIOMKHOCTU»
B KapTuHax K. Mugsorytn, 4. Oa3sy, paHHero A. Kypocasbl 1 Apyrux SnOHCKUX
KVHOPEXMCCepoB 50-X 3aKMOYaeTCs B TOM, YTO 3PUTENb, UCMbITHIBAIOWMIA Npu
3TOM 0EeCrnoKOMCTBO U AUCTapMOHWIO, BbIHYXAEH AOCTpanBaTh B BOOOPAXEHMM
00 MAEHTUDULMPYEMOI NPEAMETHOCTY TPYAHO ONO3HABaEMOE B NEPBbIE MOMEHTbI
CBOEr0 3KPaHHOTO CyLLeCTBOBaHMWS M30bpaxeHue. lpyroi MHTepecytowmii aBTopa
MOMEHT «BW3YaNbHOW CIOXHOCTU» — CHATbIE KMHOKaMEepOW, JOCTaTOYHO faneko
OTCTOSILEN OT 06beKTa HabntoAeHWs, HeMOABIKHbIE ANVHHbIE NNaHbl, Ka3anoch
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6bl, BECCTPaCTHbIE, HO B TO e BpeMs 0BOASLIME 3pUTENs A0 BbICOKON CTEMeHN
HanpsHKeHNs.

ITV NPOSBNEHUS «BU3YaNbHOW CAOKHOCTU» B SMOHCKOM KMHO COMOCTaBASHOTCS
C BHeLHE NOXOXKUMM Ha HUX (OPMaMK CO3[aHHbIX B 3TOT Xe NePUOA NN HECKONBKO
no3xe GUNBMOB TakuX E€BPOMENCKMX KUHOMOAEPHWCTOB W MpeacTaBuTenei
amepvikaHckoro Hosoro fonnveyaa, kak U. beprmaH, M. AHTOHVOHK, A. TApKOBCKIHA,
C. Kybpuk 1, rnaBHbIM 06pa3oM, P. BpeccoH.

OfHako, aHanu3unpys npexae Bcero kaptuHy KsHA3n Muasorytu «Yrauly Mo-
HoraTapu» («CKasKku TyMaHHOW NyHbl NOCAe AOXAS») WM ONWpasicb B CBOEM
aHanuze ¥ 0b60buWeHUsX Ha cTaTblo A. BaseHa «YpoK SMOHCKOrO KMHOCTWAS»
1 Ha TekcTbl XX.-/1. Togapa, M. Jle @aHto 1 M. . /leknesno, aBTop NOKa3blBaeT, YTo,
roBops cnoBamu baseHa, SMOHCKME DUAbMbI HE CTOMBKO AAKOT MOYYBCTBOBATb
CTUAb MPOW3BEAEHMS, XaPaKTepPU3YWMA KX aBTOPOB, CKOMbKO BblpaXarT
AHOHWUMHBIN  «XYAOWECTBEHHbIA AyX OTAENBHOM LMBMAM3AUMM» (UMT. no: [le
®aHto, . 179). 3TO 03Ha4aeT, Y4TO SINOHCKOE KUHO WCCAedyeMoro nepuofa
coaepxuT B cebe hopMMpoBaBLIMECS U Pa3BUBaBLIMECS 33400 40 POXKAEHNS
KnHemaTorpada Xy[OXKecTBeHHble Tpaauuuy B ropasfo 6onee BblpakeHHOM
CTEMNEHM, YeM EBPOMEICKOE U aMEPUKAHCKOe «aBTOPCKOe KMHO». B YacTHOCTW,
BbISIBNSETCA OYEBWAHOE BAUSHME Ha SMOHCKUIA KuHemaTorpad TeaTpanbHOW
Tpaguumn npexae Bcero Teatpa Ho, CTapUHHbIX TPAAMLMIA U3TOTOBNEHNS LUMPM,
robeneHoB M 3pOTUYECKOM MWHMATIOPbl. B CBOKO 04epedb, BCe 3TW Tpaguumm
NPWYacTHbl He CTONBbKO K SMOHCKOM WHTENNeKTyanbHOW KynbType, CKOMbKO
K ANOHCKOWM MEHTanbHOCTW. V1 3TO B 3HAYMTENbHOW CTENeHM OTANYaET SAMOHCKUIA
KrHeMmaTorpad oT hopManbHO MOXOXKEro Ha HEro eBPONencKOro v aMepUKaHCKoro
KVHOMOAEPHMW3Ma, NpeaonpefeneHHOro He CTONbKO MeHTanbHbIMU (haKTopamu
M CTapbIMU KyNbTYPHBIMW TPAAUUMAMU, CKONBKO COBPEMEHHBIMU eMy WHTeN-
NeKTYyanbHbIMK AUCKYpCaMU NPEXAEe BCErO K3UCTEHLMANUCTCKON 1 XPUCTUAHCKO-
NepCoHanuCTCKom hunocodueit.

KnioueBble CNOBa: BW3yanbHas CNOXHOCTb, SMOHCKWIA KuHemaTorpad, eBpo-
nencKnin kKuHoMmoaepHnam, MuasoryTu, baseH, bpeccoH, /le daHto, Marymu, TeaTp
Ho

BnarogapHocTu: cTaTbst HaNUCaHa B paMmkax NpoekTa «MeaunakynsTypa BocTouHow
A31W: ANCKYPChI, MHAYCTPUK, D3HAOMbI» VHCTUTYTa Meana HNY BLU3S (2022-2024).
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Visual Complexity in Japanese
and European Cinema

of the 1950s-1960s:

Stylistic and Semantic
Similarities and Differences

Abstract. In this article, | study the stylistic features of Japanese cinematography of
the middle of the twentieth century, which was introduced to European critics and
the general public in the 1950s. The cinematic style of the analyzed Japanese films
is associated with the concept of visual complexity, borrowed from Le Fanu’s book
Mizoguchi and Japan (Le Fanu, 2018).

One of the manifestations of visual complexity in the films of Kenji Mizoguchi, Yasu-
jiroOzu, early Akira Kurosawa and other Japanese film directors of the ’50s, is that
the viewer, experiencing anxiety and disharmony, is forced to build up in his mind an
image, that is difficult to identify in the first moments of its screen existence, to regog-
nizable objectivity. Another interesting aspect of visual complexity is the motionless
long shots taken by a camera distanced from the object of observation—seemingly
impassive, but at the same time bringing the viewer to a high degree of tension.
These manifestations of visual complexity in Japanese cinema are compared to the
outwardly similar forms created in the same period or somewhat later by such Euro-
pean film modernists and representatives of the American New Hollywood as Ingmar

HAYKA TENEBUAEHUA 18 (3), 2022 181 THE ART AND SCIENCE OF TELEVISION


https://orcid.org/orcid-search/search?searchQuery=0000-0003-1915-7609
mailto:brejfman@yandex.ru 


Bergman, Michelangelo Antonioni, Andrei Tarkovsky, Stanley Kubrick and, mainly,
Robert Bresson.

However, analyzing primarily Kenji Mizoguchi’s Ugetsu Monogatari (“Tales of Moon-
light and Rain”) and relying on the article A Lesson in Japanese Film Style by André
Bazin and works by Jean-Luc Godard, Mark Le Fanu and Jean-Marie Gustave Le
Clézio, | show that, in Bazin’s words, Japanese films do not so much give a sense of
the style of the work that characterizes their authors as they express the anonymous
“artistic spirit of a distinct civilization” (as cited in Le Fanu, 2018, p. 179). This means
that Japanese cinema of the period under study contains artistic traditions that were
formed and developed long before the birth of cinema to a much more pronounced
degree than European and American auteur cinema. In particular, Japanese cine-
matography is obviously influenced by theatrical traditions, primarily Noh, the an-
cient traditions of making folding screens, tapestries, and erotic miniatures. All this,
in turn, is a part of Japanese mentality rather than of Japanese intellectual culture.
And this largely distinguishes Japanese cinema from formally similar European and
American film modernism, predetermined not so much by mental factors and old
cultural traditions as by contemporary intellectual discourses, primarily existentialist
and Christian-personalist philosophy.

Keywords: visual complexity, Japanese cinema, European cinematic modernism,
Mizoguchi, Bazin, Bresson, Le Fanu, Megumi, Noh theatre
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BBEAEHWE

CozpaHHble B 1950-e rofpl SMNOHCKME (UAbMbI NMPEXAe BCEro KapTHHbI
K. Mugsorytu, 5. Oa3y v paHHero A. KypocaBel, 6bi11 Ype3BblYaliHO BbICOKO OLle-
HEHbl €BPOMENCKON MHTeNNEKTYaNbHOW NyOnuKoni. NMponsseaeHns 3TUX pexxumc-
CepoB NPeACTanu Nepef Hel Kak KMHOMCKYCCTBO, CTUAUCTUYECKN NMOXOXeE Ha TO
€BPONEeNCKOe KMHO 3TOM e 3MOXM, KOTOPOe BOCMPWHMMANoCh MMEHHO Kak art
cinema. O4eBWAHbI BbIMN 1 OPUTNHANBHOCTL KaXAOro ANOHCKOro (unbMa, 1 Ta
YHUKanbHas LeNoCTHOCTb TBOPHECTBA KaX4oro M3 sINOHCKUX aBTOPOB, KOTOpas
Yepe3 HeKoTopoe BpeMms obpefia CBOK WAEHTUYHOCTb B MOHATUM «aBTOPCKOe
KWHO». B TO e Bpems Cyl|eCTBEHHENWNM aTprbyTOM BOCIPUATHS 3TOMO TOMb-
KO 4TO OTKPbITOTO AMOHCKOrO KnHemaTorpada 610 HeYTo, Kazanock Obl, MPsIMO
NPOTUBOMONOKHOE LIEHHOCTAM, OPUTMHANBHOCTU MPOU3BEAEHWI U YHMKaNbHO-
CTU LYeNIOCTHBIX TBOPYECTB, HO B TO Xe BPEMS, COBEPLIEHHO He MPOTVBOpeYVBLLEe
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BbICOKOV XYAOXECTBEHHON 3HAYVMMOCTM 1 3BAHMIO «KMHOUCKYCCTBa». CyTh 3TOrO
«He4yTo» Bbina onosHaHa AHApe ba3eHoM, KOTOPbIA B CTaTbe «YPOK SMOHCKOro
KUHOCTWAS»! OTMETUA, YTO MMaBHOE JOCTOMHCTBO SMOHCKOMO KMHOMCKYCCTBA —
ropasno 6onee siBHas 1 ryboKas, 4em y eBPONencKMx KMHOPEXMCCEPOB, CBSA3b
OPUTrMHaNbHbIX CTUMEN KaXAOr0 U3 ero TBOPLOB C BHEANYHOCTHbIM aHOHUMHbBIM
XY[OXECTBEHHbIM [IyXOM STIOHCKOM LMBUAMN3aLMK (cM.: le DaHio, 2018, . 179-180).

0603HayeHMe HEKOTOPbIX NMHWUIA 3TOW CBSA3W, NpeaonpefenvBllein Te CTu-
NNCTUYECKME OCOBEHHOCTU SMOHCKMX (hUAbMOB, KOTOpble Ha3BaHbl ABTOPOM
«BW3yanbHOW CAOXHOCTBIO», — OfHAa M3 KMOYEeBbIX 3afay AaHHOW cTaTbu. He
MeHee BaXXHO MPOSICHEHWE W apTUKyIMpOBaHWe MPeACTaBAsioLWEerocs aBTopy
04Y€eBUHBIM BHELWHEro CXOACTBO «BU3YaNnbHOW CNOXKHOCTM» ANOHCKUX hUIbMOB
C €BPONENCKNM BapVaHTOM «BU3yanbHOW CAOXKHOCTU» — CO CTUANCTUYECKMMM
YyepTamu TOro, B LUMPOKOM CMbIC/IE eBPOMENCKOro, KHo? 1950-1960-x roos, Ko-
TOpOe aBTOP Ha3blBAET «<KNHOMOAEPHM3MOM»®, HaKOHeL, B CTaTbe Takxe BbISBNS-
l0TCS Te, KaK NpefBapuTenbHO NpeanonaraeT aBTop, COBCEM He TOXAECTBEHHbIE
APYr APYry CMbICNOBble (haKTOPbI, KOTOPbIE OKa3any 3Ha4YMTeNbHOe BO3aelCTBIE
Ha CTU/b U CEMaHTUKY SMOHCKMX M eBPONENCKMX (hrunbMoB. Peyb UaeT o geTepmu-
HaLMsX, B NEPBOM C/ly4ae, CO CTOPOHbI PaCKPbIBaEMbIX STIOHCKMMM hrunocodamm
W coumonoramMm ocobeHHoCTel SMOHCKOM MeHTanbHOCTH 1, BO BTOPOM Clyyae,
CO CTOPOHbI €BPONENCKUX HanpaBAeHWn 3K3UCTEHLMANUCTCKOM U XPUCTUAHCKO-
nepcoHanucTcko dunocodun. OCMbICNEHNE HACNeanst U3BECTHbBIX SAMOHCKUX
pexunccepos 1950-1960-x rogos 3anagHbiMn KMHOBEAAMY NPOLO/HKAETCH U B Ha-
ctosulee Bpems (Davis, Anderson, Walls, 2016; Joo, 2017; Spicer, 2019), KaK v aKTy-
anbHble AUCKYCCHN O BO3MOXHOCTSX U OrPaHNYeHUsX «eBPOLEHTPUYHOIO» Nof-
X0f1a K M3y4eHnto sNOHCKOro KnHematorpada (Gerow, 2019). CTaTbst BHOCWT BKNag,

' C pparmeHTamu ctatbm A. baseHa «YpOoK SMOHCKOTO CTUASH» MOXHO MO3HAKOMUTBCS B KHIre Map-
Ka Jle ®aHto «Muasorytu n dnoHus» (/le ®axto, 2018, c. 179-180). iMeHHO 3TUMM dparmeHTamu
noNb3yeTcs aBTOP fJAaHHOM CTaTbu, UUTupys A. baseHa.

2 [0BOPS 0 €BPONEVICKOM KMHO 1950-X — 1960-X rof0B «B WMPOKOM CMbICNIE», 51 MELO B BUAY, HTO
nocne BbIxofa cTatbi IHApto Cappiuca «3anuckn 0b aBTopcKolt Teopum B 1962 roay» (Sarris, 2011)
npuwewmne n3 GpaHUMK VAEN «aBTOPCTBa» 1 €BPOMECKOro art cinema, XoTs U C «aMepyiKaH-
CKVMY LOPabOoTKaMM», LWMPOKO PacnpoCTPaHMANCh CPeAN aMepHKaHCKKX KDUTUKOB, TEOPETUKOB
1 KnHopexwccepoB. OCODEHHO eBPOMENCKY-0PUEHTUPOBAHHAS NNHUS aMEPUKAHCKOrO KWUHO,
wepwwas, BeposTHO, OT «[paxpaaHuHa KeiiHa» O. Yannca, oT4eTIMBO NPOCTynuia Bo BpemeHa Ho-
BOro FoNNMBYAA, @ OfHMM W3 CaMbIX APKUX NOCNefoBaTENEN STUX HOBOTONNMUBYACKVX OPUEHTH-
POB «@BTOPCKOIO KMHO» OblN BPUTAHCKO-aMepUKaHCKNIA KnHopexwuccep CTaHn Kybpuk, xoTs v
poavBwiics B CLUA 1 cBou nepsble (UbMbl CHABLUMIA MEHHO B AMEPUKE, HO MOYTW HaBceraa
nepecenvBLNIACS B AHMMIO B 1962-M rofly BO BpeMst CbeMOK CBOero (usbMma «/lonntan.

3 K ToMy, 4TO B CTaTbe 0603Ha4aeTCsi TEPMUHOM «KMHOMOZEPHU3M», BMOSHE MOXHO OTHECTU He
TONbKO hrnbMbl 1950-X 1 1960-X rO0B, HO W MHOTVIE eBPOMECKIe 1 amepuKaHcKkie GunbMel
1970-x., B 4acTHOCTW, «3aBofiHOW anenbcuH» C. Kybpuka (1971) n «CrHabagy» 3. Xycapuka (1971),
0 KOTOPBbIX aBTOP B flafIbHeliLIeM CKaXeT HeMHOro 6osee Nofpo6HO.
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B pa3BuTMe OTEYECTBEHHbBIX KOMNAPaTUBHbIX UCCIEA0BAHWI SMOHCKOTO 1 eBPO-
NeyCcKOro KMHO, PacLUMPsist KOPNYC HEMHOMOYUCIEHHbIX PaBOoT, MOCBALIEHHbIX NO-
nobHoM npobnemaTtuke.

OTKPBITUE ATTOHCKOI'O KNHO B EBPOTE

OTKpbITHE MUPY STIOHCKOTO KMHO, Nepepocllee B ero bym, cocTosnock B 50-e
rofibl NpoLnoro seka (Yomota, pp. 109-126). Mpour3owno oHo baarogaps npexae
Bcero paHLy3cko NybanKke 1 BbIPa3nmnock Kak B GecTBanbHbIX ycrnexax, Tak 1 B
NPYCTaNbHOM BHUMaHVW KMHOKPUTUKOB. 10 cnoBaM HobeneBckoro naypeata no
nutepaType XK.-M. I. Jleknesno, NoCMOTPEB B IOHOCTY DrnbM Mna3oryTH «Yrauy
MOHOraTapu»*, OH «BMepBble NMOHAN Ans cebs, YTO KUHO — 3TO WMCKYcCTBO» (/le-
Knesno, 2012, c. 60) 1 4TO, KaK 1 BONBWMHCTBO GPaHLY30B, OH HMYEro He 3Han o
SMOHCKOW UMBUAM3aUMK. «[1a, KMHO BbIN0 SMOHCKUM B Ty YAMBUTENbHYIO Nocne-
BOEHHYI0 310Xy, MOPOAMBLLYIO CTONBKO LWeAeBPOB (...) VI3 npaxa HauvoHannsma,
M3 TUMNS TOTaNbHOW pa3pyxy ANOHWUS BbIMAaBMNA UCKYCCTBO, COMaBliee BCe
nperpaabl» (fleknesno, 2012, c. 73), — BCNOMUHAET JleKne3no, MOXHO CKa3aTb,
ocnapusasg Uan JOMOAHAS TO PAaCNpPOCTPaHEHHOE MHEHWe, COTNMAcHO KOTOPOMY
MECTO MO-HACTOALEMY BbIAAIOLErOCA TEYEHNA B MUPOBOM KMHOMpoLecce no-
CNEeBOEHHOrO AeCATUNETHS MPUHAANEXKUT TONBKO Heopeanw3amy. [leMcTBUTeNbHO,
WTanbSHCKMIA Heopeanusm okasancs Ans eBponeiLes nepssIM KnHemaTorpadu-
YeCKNM NOoTpsACeHneM, Ho B Havane 1950-x Nponcxoansio, Nno-BUANMOMY, He MeHee
3Ha4MTeNbHOE CODLITUE — CONMKEHE EBPONENCKOTO MHTENNEKTYaNbHOrO 3puTe-
N8 W SMOHCKOTO KMHO. BaXHYI0 pofib B 3TOM CONMXKEHUM CbIrpanyi TaBHbIN pe-
AaKTop ypHana «Kale 1o cuHema» AHape ba3eH 1 paboTaBLuve B 3TOM XypHane
MONofble KpUTUKU, BCKOPe CTaBlUMe pexuccepamu paHLy3CKo «<HOBOW BOHbI»
(Neer, 2019, pp. 174-175). VIMEHHO OHW, 3TV KPUTUKKN 13 «Kaite Ao CHeMa», BKIO-
YNIN NepexmnBaBLLIee B MOCNEBOEHHbIE AECATUNETUA PACLBET TBOPYECTBO TaKMX
AMOHCKNX KUHOPEXMCCepOB, Kak KaHasn Mugsorytu, Acyasmnpo Oasy, Akmpa Kypo-
caBa, KaHaTo CMHAO 1 cerofHs HyTb MEHee N3BECTHbIE LWVPOKON MEXAYHAPOAHOMN
nybnuke Mukmno Hapyca, KoH MTnkasa, Macaku Kobasick B TOT psifi, KOTOPbI o4ep-
4MBANCA MOHATMEM «aBTOPCKOE KMHO», POXAABLIMMCS B 3TO e Bpemd. CornacHo
«aBTOPCKOM» TeOpMU, KUHO TOTO AW UHOTO «aBTOpa» NPOTUBOCTOSNO TaK Ha3bl-
BaeMOMY «KWHO TPaMLIMOHHOIO KavecTBa» (cM.: Tproddo, 1985) Kak LenocTHoe
TBOPYECTBO: KPOME TOr0, YTO PEXMNCCEP-«aBTOP» MOHUMANCS Kak NOMHOBAACTHbIN
V eqMHONUYHBIA TBOPEL, KaXaoro CBOEro Weaespa, OH paccMaTpuBancs M Kak

“ B nepeBoje C SMOHCKOrO Ha PYCCKMiA — «CKasKy TYMaHHOM NyHbl NOCNE JOXAS».
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«[IMYHOCTHBbIN» CYEBEKT LENOCTHON TBOpPYECKOW Brorpacdun, B KOTOPOI Kaxabli
13 OUNBMOB OblN Kak Obl YaCcTblo eAMHOTO NPOU3BEAEHNS, CO3AaBaBLWErocs pe-
XKNCCepOM Ha NPOTSHIKEHNM BCelt ero )m3Hu (cM.: PelicdmaH, 2018). MoXHO cKa3aTb,
TaKnm 06Pa30oM, YTO «aBTOPCTBO» apPTVIKYNMPOBANOCh NPEXE BCErO KaK y3HaBae-
Mbl1 BO BCEX NPOM3BEAEHUAX KWHOPEKMUCCEPA er0 YHUKaNbHbIA UHAMBUAYaNbHBbII
NoYepK, KaK CTUANCTUYECKAs OPUTVHANBHOCTb, KOTOPYHKO HEBO3MOXHO «BbIBECT >
3 Yyero-To bonee obLIEro.

IKCTATUYECKASA ABTOPCKASA NO3MNLINA

Bbigensis onpefeneHHsie YepTbl MHAMBKAYaNbHOIO CTUAS MUa3oryTy, Npo-
SBUBLUMECS B «YT3Ly MOHOTaTapu», HO, C AaHHOW TOYKM 3peHUst, xapaKTepHble Ans
BCero TBOPYeCTBa 3TOro AMNOHCKOro «astopar, M.-/l. fogap B 1958-m Tak, Hanpw-
Mep, ONK1CbIBan ofHy ¥3 cleH dunbma:

... YbrB KonoyHbto, M3HA30PO BO3BpallaeTcst AOoMOK. OH He 3HaeT,
4TO ero nobsas xeHa ymepna. OH 3ax04uT, ULLET BO BCEX KOMHaTaXx,
a Kamepa cnegyet 3a HUM. OH NepexoauT K13 O4HOW KOMHATbI B APYTYHO,
3a HMM Bce elle cnedyeT Kamepa. Korfa OH BbIXOAWT, KaMepa OCTaBAs-
eT ero, BO3BpalWlaeTCs B KOMHATY M 3areyaTneBaeT ero MeHy, X1BYH
Y HeBpeaMMYIO, Kak pa3 B TOT MOMEHT, Korga [3HA30pO CHOBA BXOAUT
Y BUAWT ee, iymMast (KaK 1 Mbl), 4TO OH M/10X0 MCKan 1 YTO ero Aoporas xeHa
*uBa (UnT. no: /le daxto, c. 182).

B 3TOM CleHe nepef 3puTenemM NpeacTaeT AeNCTBIE, CMbICI KOTOPOTO, ey
paccMaTpuBaTh ero B CEMUOTUHECKOM KOHTEKCTe, B He MeHbLUEe CTENeH yKasbl-
BaeT Ha KMHeMmaTorpachuyecknin AUCKYPC Kak Ha onpefeneHHoe K1MHOS3bIKOBOe
03Hayvatoluee, hopMmupytoLLee 03Ha4aemMoe-NOBECTBOBAHME, YeM Ha CaMO KWHO-
NoBeCcTBOBaHMe. HeYTO OTAaNneHHO Moxoxee NPOUCXOANT B psfe cueH dunbma
A. TepmaHa «Moit apyr MBaH flanwyH», B 4aCTHOCTW, B CUEHe Mpoxofa repos
No KOPUAOPY B 3[aHNKN YrONOBHOTO pO3bicka. CHa4Yana Kopuaop faH Kak To, 4To
BUAMTCS rNa3amy BbICTPO MAYLLEro K CBOeMy KabvHeTy J1aniyviHa, a 3aTeM Heoxu-
[@HHO 13-33 KaMepbl B Kagp BXOAWT CaM JlanwuH, TeM cambiM MeHsist (poKanva-
LUMIO C BHYTPEHHEN, CYOBEKTUBHOM, Ha BHELLHIOK, MMMEPCOHANBHYH. [0 MHEHMIO
M. AMNOoNbCKOro, BbICKa3aHHOMY B W3BECTHOM cTaTbe «[AMCKypC v MoBeCcTBOBa-
Hue», Takas TpaHCHOPMaLWs, KaK v BbISBASIOLLME CbEMOYHbINA NPOLLECC HEOAHO-
KpaTHO MOBTOPSIOLLMECS B3rNAAbl Fepos B KaMepy, T.e. KaK Obl «B rn1asa 3puTtento»,
0BHaXaeT KMHOS3bIKOBOW XapaKTep «pPeanncTUYHOCTV» BOCMOMUHAHWS B KapTu-
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He lepMaHa. 370, C OIHOM CTOPOHbI, COODLIAET BOCMPUATUIO IKPAHHOTO 3penuiia
3aTPYAHEHHOCTb, He COBMaAatoLLyto ¢ habynbHoW NpocToTon. C APYroi CTOPOHBI,
0OHaXaeTcs KMHOA3bIKOBas 00YCNOBNEHHOCTb NOOro «MPSMOro KUHO», 1060w
IKPaHHOW «TLATENbHOW AOKYMEHTaNbHOCTW», Penpe3eHTUPYIOWER NPOoLWoe,
¥ NtoboV penpe3eHTNPyeMON XPOHMUKaNbHOCTM BoObLLE (CM.: AMNONbCKMIA, 1989).

OfHaKO TaKoro pofla KOHHOTALMK, ECAN OHW POXKAAIOTCS He TONbKO B NH-
TepnpeTauusx UCCNefoBaTeNs, HO NOAPa3yMEBAOTCS KAk LOMUHUPYHOLLWYA CMbIC/
CaM1M PEXMCCEPOM, XapaKTepHbl, CKOpee, Ans CeMaHTUKK1 GrnsMoB bonee no3a-
HUX, YeM PAaCCMaTPHUBAEMbIe HAaMU STIOHCKME KapTVHbI, Ans Nepuoaa, Npubnnxas-
wero KviHemaTorpad K NOCTMOAEPHWCTCKOW 3Moxe, KOraa BCsKas «peannucTuy-
HOCTb» B KMHO CTana BUETbCS B KOHTEKCTE ee TOTanbHO-CeMUOTUYECKOW, Kynb-
TYPHO-KOA0BOM Npupofbl. CLieHa e 13 «Yraly MoHOoraTapu», ONvcaHHas B nNpw-
BefleHHOW Bbile UuTaTe 13 fogapa, kak 1 GuabM 3TOT B LENOM, ropasao bavxe
K ApYroW, KUHOMOOEPHUCMCKOU 3CTETUKE, AOMUHUPOBABLIEN B «aBTOPCKOM KMHO»
B NPEeLECTBYOUMIA NOCTMOAEPHM3MY NEPUOA. ITO POACTBO C KMHOMOAEPHN3-
MOM MPOSICHSAIOT Kaapbl 13 lAHHOW KapTWUHBI M1A30ryTI, Cledytolye 3a onucaH-
HbIM [0lapOM BO3BpalleHNeM reposi AOMOM: NPOCHYBLIWIACS yTpoM [3HA30PO,
AYMaBLLINIA, 3aCbinas, YTO AePXUT B 0OBATUAX CBOIO BHOBb 0OPETEHHYIO NOC/e ero
AONTUX CKUTaHWIA XeHy MUsiTi, BUAXT PsiAoM ¢ CObOI ee MepTBOe Teno, a 3puTenb
NOHVMAeT, 4To B Npefbiayliem dparMeHTe nepea HUM NpeacTana He xueas Mus-
rvi, a Wb haHTacTUYeCKoe BUAEHe.

B cTaTbe «MacKa v TeHb B SINOHCKOW KynbType: UMMNANLMTHAs OHTONOT US
ANOHCKOW MblcAn» hrnocod Cakaba Marymu NULWET, YTO «B TPAAULMOHHONM N03-
TVIKE 11 3CTETUKE ANOHWN ... HAapsaY C BUAMMBIM COCYLLECTBYET U HEBUAMMOE, KOTO-
pOe Ha3bIBAETCH K023H, 3TO POJ, TOHKOTO BUAEHUS, KOTOPbIV NOKa3biBaeT 0ObIYHO
COKPbITOE UAK HEBUAMMOE (MHOrAAa 3TO MUP, HaceneHHbI MepTBbiMK (haHTOMa-
MW, — tokal)» (Marymu, 20213, ¢. 386). B onvcaHHo fofapoM CLeHe 3puTenb, Bepo-
ATHO, KaK Pa3 1 BUAWT 3TO «HEBUAMMOE», NPUYEM TaKoro PO/ tOr3H, T.e. UMEeHHO
B (hopMe, NPeACTatollen KaK toKail, UK, rOBOPS A3bIKOM M3 COBCEM [PYroi Ku-
HemaTorpaduyecKoit Napaaurmbl, C NEPCOHAKAMU, FBASIOUIMMUCA <OXKMBLIMMY
MepTBeLamMu» UM NOXOKMUMU Ha HIX, 3aHMMaeT B «Yrally MOHoraTapu» BeCcbMa
3HAYUTENBbHOE MECTO. 3TO U HaMOMUHaOLLVe CHOBUEHME CLEHbI C NpuLledLlei
M3 LapcTBa MepTBbIX NMPUHLIECCONM Bakacol, KoTopas OKONA0BbIBAET U cobnas-
HAET repos, ¥ AAMHHBIN 3M130[, C NOAKOW, NepenpaBnstoLLEencs B TyMaHe Yepes
03epo, N0 CN10BaM JIEKNE310, <OAMH 13 CaMbiX 3HAMEHWTbIX B UCTOPUN KUHO» (/le-
Knesno, 2012, c. 65). fopweyHunK MHA3PO, ero 6paT Tob3i 1 xeHa bpaTa Oxama
NNbIBYT B 3TOW NOAKE, CKONb3ALIEN NO BOAHON rMaau, KoTopas, Kak nuuiet flexne-
3110, HanoMmnHaeT

. NyCTOe NPOCTPaHCTBO, pasfensiouiee xu3Hb 1 cmepTb... Ho eule
NPexae, 4em Mbl CMOXEM Pa3rnafeTs Tex, KTO B NIOfIKE, Mbl CAbIWNM TO-

HAYKA TENEBUAEHUA 18 (3), 2022 186 THE ART AND SCIENCE OF TELEVISION



noc Oxambl, OHa NPOTSHKHO NOET MO PUTMUYHBIN U O4eHb ryxol bapa-
H6aHHbIM BOI. B 3TON CLEHe HeT HUYero OT peanbHOCTV — NOAKa Mbl-
BeT cama 1o cebe... [la 1 cam Nensax KaxeTcs HepeanbHbiM, Y TyMaHa
V1 BOfbl CTPaHHas TsHKenas nNoTHOCTb, OHM CIOBHO HAPVICOBaHHas AEKO-
pauus... (lekneswno, 2012, c. 66).

B T0 e Bpemsi CLeHbl B «Yraly MOHOraTapw», onpegensiemMble HaMmu Kak Bu-
3yanu3npoBaHHbIN 3K, W, B 4aCTHOCTW, ONMCaHHas fofgapom cueHa ¢ haHTOMOM
Musru, xeHbl roplweyHnka MBHA3IPO, NEPEKNNKATCS CO MHOMMMU SIBEHUS-
MW, NO3BOASIOWMMK UAEHTUDULMPOBATL Cebs Kak «MOTYCTOPOHHEE BUAEHMEY,
V13 HEOPEANNCTUYECKMX (DUNBMOB 1 Tex hUIBMOB, KOTOPbIE MOXHO OTHECTY K eB-
PONEenCcKoMy KMHOMOAEepHU3MY 1950-x 1 1960-x rofoB. PacckasbiBas, HanpuMep,
06 0aHOM 13 hparMeHTOB HeopeanuCTUHeCcKoV KapTuHbl A. /laTTyaasl «<baHanT»,
BaseH nuweT: «<Kamepa nokasbiBaeT MMLO NEPCOHaAXa, a 3aTeM, Cledys 3a ABWKe-
HUeM ero rnas, naHopamupyeT Ha 360% (baseH, 1972, ¢. 270). TakuM 06pa3oM, «BHa-
Yasne Mbl HaXxoAVMCs B CTOPOHe OT aKTepa ¥ CMOTPUM Ha HEro rnasamu Kamepsl.
Ho no mepe Toro, Kak pa3BopayvBaeTCs NaHoOpPaMma, Mbl ... OTOXAECTBAsSEM Cebs
C HUM HaCTOMbKO MOMHO, YTO MO 3aBeplieHnn Kpyra B 360° yanBnseMcsl, BHOBb
YBUIEB N1LO, OXBa4YeHHOe yacoM» (baseH, 1972, ¢. 270) 3To onucaHue onsThb xe
HamoMmnHaeT 06 OTMeYEHHbIX BbILE Kapax U3 repMaHoBCKOro «/lanwuHar. OgHa-
KO ropasfo BaXkHee N1l HAaC COBCEM ApYroe POACTBO «baHanTa» /laTTyadbl, H1KaK
He CBs3aHHOE C, MO MHEHWIO SIMMOABbCKOrO, CBOVCTBEHHbIM «/1anLnHy» BbisBe-
HUEM KMHOS3bIKOBOW NpUpoabl Moboro «peanncTyieckoro» HappaTnea, NpeTeH-
AYOLLEro Ha «MpaBgay NPOLWOro». 3puTenb, CHavana CMOTPAWMIA Ha repost «2/1a3a-
MU Kamepel», 3aTEM He COMHEBaIOLMIACA B TOM, YTO pa3BOpaymBatoLLytocs 360-Tv
rpafycHyto naHopamy Habntoaaet cam eepod, ¥, B KOHLE KOHLIOB, BHOBb 8UOSLUL
2ep0si CO CMOPOHbI, BEPOSTHO, IO/MKEH «MOYYBCTBOBATb», YTO 3TU YepefoBaHus
CyOBEKTUBHOTO («F1a3amu reposi») U MMNEPCOHaNbHOro («rnasamn Kamepbl») BU-
JEHUS BCe-TAKM He OTMEHSIOT HEKOM «0B06LIatoLLIEN», T.e. KaK Obl OXBATbIBAIOLLEN
06e 3Tu hopMbl hOKanNM3aLmMm, UCXOAHOM «TOYKM 3peHns». MpeacTaBseTcs, Yto
€0 ABNAETCS MMEHHO NoOpa3yMesaemoe PexuccepoM BUAEHNE eepoem 1 MUpa,
¥ caMoro cebsi, HO He TeM repoeM, «MLO KOTOPOTro OXBA4YEHO YXACOM», a KaKoM-
TO ApYrov ero MNocTacklo. 3To BUaeHMeE camoro cebs repoem dunbMa «baHanT»
MOXHO COMOCTaBUTb C XapaKTepoM BUAeHUs cebst akTepoM siNOHCKOro TeaTpa Ho.
B ynomsaHyTOM cTaTbe Marymu aBTop, LMTUPYs ocHoBaTens TeaTpa Ho /[133amu Mo-
TOKWME, TaK PacKpPbIBAET CyTb UCMOMHWUTENBCKOM MaHepsl B 3TOM TpaanUMOHHOM
SMOHCKOM TeaTpe:

... HacTosWMI akTep 063aH BUAETb CBOIM 0O6pa3 «CO CTOPOHbI» U axe
€321, CO CMUHBI... ITO 3HAYUT, YTO aKTEP CMOTPUT BMepes TeNeCHbIMY
rnasamu, HO ero BHyTPeHHee JyXOBHOE 3peHyie LO/MKHO ObiTb Hanpas-
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NIeHO Ha BUA C3aAuW. ITO PeWaoLMiA SNEMEHT B OBNAAEHWUMN TEM, YTO
paHee Ha3blBan «BVKEHNE MOMUMO CO3HaHMs» (Marymu, 20214, . 385).

ITWUM CNOBaM B CTaTbe M3arymMun NpeaLecTByeT onncaHmne No020mosKuU aKTe-
pa TeaTpa Ho K MCNOAHEHWIO CBOEI ponu:

B 3epKanbHOM KOMHATE Karammn-Ho MaapTuCT HaeBaeT MacKy; B 3epKane
OH BUAWT NMBO CcBOE COBCTBEHHOE MWL, MO0 MACKY. .. 3aTeM OH BbIXO-
OWT Ha CLEHY B KayecTBe axkTepa, NepeoaeToro B 6oxecTso Man Aemo-
Ha, MK (4TO eCTb TO e Camoe) Kak COBCTBEHHO AEMOH WUu BOXEeCTBO,
BOM/OTMBLIEECS B 3TOTO aKkTepa. MHave roBops, MCMOAHUTENb BbIXOAUT
Ha cLeHy, CTaB /lpyeum, unvi Kak [pyeod, npespamugwulics 8 cebs (Mary-
Mu, 2021a, c. 384).

Takve napannenyt Mexmay eBponercKMM NOCNEBOEHHbBIM KVHO 1 Tpaanum-
OHHbIM STIOHCKMM TeaTpoM MO3BONSIOT NPEANONOKUTD, HTO VI HadeBaoWMiA Ma-
CKy akTep TeaTpa Ho, 1 nepcoHax 13 dunbma «baHanT», Kak 1 UCMONHWUTENb 3TON
PONU, V1 pexxuccep, KOTOPoMy TpebyeTcs MMEHHO TaKoM aKTep, 3aHUMatoT HEKYHO
IKCTATUYECKYHO MO3WLMIO UMW, MO KpaliHel Mepe, MbicnaT cebs 3aHUMatouumMm
TaKyl NO3WLUMIO UK CTPEMSTCS K Held. iMesi B BUAY eBPOneicKoe KUHO, MOXHO
CKa3aTb, YTO BCE OHW [O/MKHbI ObITh aEKBATHO, T.€. B COOTBETCTBMUM CO CMbIC/1a-
MW, NOAPa3yMEBaBIMMUCS CaMVMUK CO3AaTeNsiMU NPOVI3BEAEHNIA, BOCTIPUHATSI
3pUTENSMU He KaK MpOTMBOCTOsWME ObbeKTaM CyObeKTbl, BCELENO HaxoAsLLm-
ecs B rpaHMLax CBOMX MHAMBMAYaNbHbIX COLMANbHO-AeTEPMUHMPOBAHHBIX MNCU-
XONOTUNYECKYX MPOCTPAHCTB, @ KaK «BHEHAXOAUMbIe» aBTOPbI Ponei v hUnbMOB.
B «ABTOpe 1 repoe B 3CTETUYECKON fieaTenbHOCTU» M. BaxTnH yTBepxaaeT, 4To
«AENCTBUTENbHbIN TBOPYECKMI MOCTYMNOK aBTOPa. .. BCErAa ABMKETCS» Ha ero, aB-
TOpa, «rpaHuLax (LEHHOCTHbIX FpaHuLax)... » (baxtuH, 1994, c. 254), v 370 «norpa-
HUYHOE» (TPaHCLeHAeHTaNnbHOE) COCTOSHME KaK pa3 U BNSETCS COCTOSIHMEM aB-
TOPCKOM «BHEHAXOAMMOCTI» — MO OTHOWEHWIO K CBOEMY NCUXONOTNYECKOMY «51»,
KoTopoe dunocod Ha3bIBaeT TO «<MUPOM MeYTbi» (BaxTuH, 1994, ¢. 111), TO MMpOM
«nobpoThl K cebe» (baxTuH, 1994, c. 131).

/1 NOHATUE «BHEHAXOAMMOCTb», U TPaKTyeMoe B KOHTEKCTe «BHEeHaXOAu-
MOCTW» UCTUHHOE TBOPYECTBO («1ACTBUTENbHbIA TBOPYECKMA NOCTYNOK»), €C/N
OTHECTU UX UMEHHO K KHeMaTorpaduryeckoMy TBOPHECTBY e8ponelicKux «a8mo-
p0B», B ONHOW Mepe COOTBETCTBYIOT MOJIEPHUCTCKOM 3CTETUYECKOM No3nLUMN. 10
VIPOHWYHOMY 3aMeydaHuto P. bapTa, KpUTUKOBABLLEro, KaK 1 BCe Apyrine NoCTCTPYK-
TYPanWCTbI, 3TY «/IOFOLEHTPUCTCKYI0» aBTOPCKYHO MO3MLMIO, OHa UCXOAUT U3 «Hau-
BHOTO ybexaeHns byaTo cybbeKT npeactaBnset cobol Hekyto “nonHoTy”» (bapT,
1994, c. 366), KOTOPas KaK To, YTO MAEHTUMULMPYETCA Kak bbimuliHOe aBTOPCKOe
«MPUCYTCTBME», KaK pPa3 U Pa3BOPaYMBAETCH BO «BHEHAXOAVMOM» COCTOSHMMN.
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B 3Kk3ucTeHUMaNnM3mMe U XpUCTUAHCKOM NepCoHany3mMe, OKa3aBlWX CO CTOPOHbI
bunocodun Hanbonbliee BAUSHUE Ha ICTETUKY €BPOMENCKOro KUHOMOAEPHM3-
Ma, TaKoe COCTOSIHME aKTYanu3vpoOBaHHOW «MONHOTbI» HE OTAEANMO OT COCTOS-
HWS, Ha3BaHHOro M. Xalferrepom «BblCTavBaHMeM nepef cMepTbio» (Xalaerrep,
1995, c. 133), KOTOPOE 3aKNOYAETCS «He B TOM, YTODBbl yMEpEeTb, a B TOM, YTOObI
COBNafaTh CO CMepTbto ceryac» (Xavperrep, 1995, ¢. 132).
Ho v B ANOHCKON KynbType, Kak NuLIeT Bce TOT e Marymu B Apyroi cBoein

cTaTbe, «PaccTaBasch C 3anafoM, paccTaBasiCh C KPacoTom»,

KpacoTa TECHO CBSi3aHa CO CMEPTbIO MU faXe C TeM, 4TO NPEeBOCXOAUT

cMepTb. HO He ¢ BHEelWHel 1 HaC CMEePTbIO, @ CO CMepPTbHO, TECHO Crifle-

TEHHOW C HalWM CyLIeCTBOBaHVEM. ITO — 061aCTb 3KCTa3a, v BOCTpebo-

BaHa HaMu Kak cepaedHas obnactb (Marymu, 2021 6, c. 391).

OpHaKO 3KCTaTMYeCKoe COCTOSHME «BbiCTauBaHUs nepeq CMepTbio», 00-
peTeHvie KOTOPOro Mbl COOTHECAM C BaXTUHCKMM NOHSTUEM «BHEHAXOAVMOCTb»
M KOTOpOe esponelickas 3K3UCTEHUMANVCTCKN OPWEHTUPOBaHHas uNoco-
bvs paccMaTpuBaeT Kak YCNoBMe aKTyanu3auuu TpaHCUEeHAEHTanbHol («no-
rPaHUYHOW») «MOMHOTbI», HU 8 SNOHCKOU Kyabmype 8 UeaoM, HU 8 ee KUHEMAmO-
epaguyeckoll 061aCcMu He UMEET HUKAKOrO OTHOLEHUS K TOMY, 4TO «CyObeKT
npeacTaBAseT cobol Hekyto “NoNHOTY ». ApyruMmu cnoBamu, SNOHCKMUE KUHOpe-
XKICCEPBI,XOTS M MoNaranm, YTo «KpacoTa TECHO CBS3aHa CO CMepTbIO», HO, BOTAMYME
OT eBPOMENCKUX KNHOMOLEPHUCTOB, He MbICANAN 3TO IKCTATUHECKOE COCTOSHYE
«BbICTANBAHNS MepPes CMEPTbO» KaK MyTb K «BHEHAXOAMMOMY» PACKPbITVIIO TOrO
VNV VIHOTO BapMaHTa aBTOPCKOM «MOMHOTbI», KOTOPOE aKkTyanu3upyeT nepcoHanb-
HO-WMCTUHHOCTHOE ObITUIIHOE aBTOPCKOE «MPUCYTCTBME», HMKAK HE CBsi3aHHOe
C 0b6bIAeHHbIM COUMANBHO-00YCNOBAEHHbIM CYLIECTBOBAHMEM.

«BU3YANTbHAA C/TOXXHOCTb»
B ANOHCKOM U EBPOMENACKOM KMHO

[na NposacHeHUs AaHHOTO YTBEPXKAEHWS, HECOMHEHHO HYXAAoWerocs
B 6bonee NpUCTanbHOM BHUMaHUM K MOHATUIO «MOMHOTbI», YKaxy CHavana Ha He-
KOTOPbIE KOHKPETHbIE YePTbl CTUIUCTUYECKOTO CXOACTBA, MPUAAIOLLME SKPAHHBIM
hopmMam kak h1NbMOB eBPOMECKOro «aBTOPCKOro KHo» 1950-1960-x rofos, Tak
¥ bUNBMOB SMOHCKOTO KUHO 3TOTO e BpeMeHU TOT XapaKTep, KOTopbIi 5 0603Ha-
4y CIOBOCOYETAHMEM «BU3YaNlbHAA CIOXKHOCTb», NO3aMMCTBOBAHHbIM y Mapka Jle
daHto.
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B kHure «MuasoryTv v AnoHus», uMes B BUay npexae scero dunbMbl Muna-
30ryTu, O3y 1 paHHero Kypocassl, /le ®aHo roBopuT, 4TO
... SINOHCKas XMBOMWCb U rpaduka Bcerga OpUEeHTUPOBANUCH Ha BU3Y-
anbHYyl CNOXKHOCTb, U B 3TOW OPUEHTaUWM UM JOBOMBHO YHUKANbHbIM
obpazom nomorana Tpaguums. 3Ta e TpagnuLUmMs eCTECTBEHHO W rapMo-
HWUYHO BAMNACh B HOBOE MCKYCCTBO KuMHemaTorpada, Korfa ero Havanw
pa3BKBaTh AMOHCKMe pexunccepsl (/le daHto, 2018, ¢.12).

B vacTHoCTH, fle daHio OnuChIBAeT Takue NposBAeHns KuHemaTorpabu-
YeCcKoW «BU3yanbHOW CNOXHOCTW», KOTOPbIE 3aKMO4aloTCA B TOM, Y4TO 3pUTEND,
UCMbITLIBAIOLMAV NPU 3TOM 6ECNOKOWCTBO U AUCTAPMOHMIO, BbIHYXAEH A0CTpan-
BaTb B BOOOPaXeEHWM 10 NAeHTUMULIVPYEMbIX 1eHOTATOB TPYAHO ONO3HABaeMoe
B NepBble MOMEHTbI CBOETO 3KPaHHOTO CyU|eCTBOBAHMS N306paxeHme. KuHemaTo-
rpacuyecKoe UCNob30BaHVe 3TOro nprieMa SMoHCKUMK PeXMccepamu, Cornac-
Ho /le ®aHto, NpegonpeaeneHo Tpaanumein sSNoHCKON rpadrKki, B KOTOPOMK, KaK
OTMeYaeT 1ccnefoBaTens,

... valle, 4em B rpaduke Kako-nMbo Apyroi CTpaHbl BCTPEYAKOTCS KOM-
NO3M1LMK, OCHOBHOW CIOXKET KOTOPbIX — KOPMa 1ePEBAHHON NOAKN, U3rHb
CONMHEYHOr0 30HTMKa UNK dparMeHT LUBETYLIEN NePCMKOBON BETBN — Of-
HOBPEMEHHO ABASETCS W YBENUYEHHbIM, U 06Pe3aHHbIM PaMKOI, N03B0-
Nsis 3pUTENto NPeACTaBnsTh cebe 6onee 3HaYNTENbHYI YacTb NPEAMETA,
OCTaloLLYIOCS BHE ero nons 3peHns (/le dattio, 2018, ¢. 9).

MOXOKUIA CTUAb MUCMONb3YEeTCS U B SAMOHCKOW TPagulMmM W3roTOBNEHMUS
WKpM, robeneHoB, CBMTKOB IMaKM-MOHO 1 3POTUYECKOW MUHUATIOPbI CIOHTa, rae
«MpeaMeTbl NN NIOAY ... Kak OyATO pa3brBatoTCs Ha YacTu ... KOTOpble AensT 130-
HpaxeHne B HEOXKMAGHHbIX MecTax, Nopoxaas 3MeKTsl yBeNMYeHs 1 ncKaxe-
Hus» (Nle daHto, 2018, c. 10).

[10BONbHO YaCcTO CO3Aa0T NOXOXYO hOPMY IKPaHHOW «BU3yanbHON CIOXK-
HOCTW» W eBpOMeliCKNe PeXNCCEPbI-«aBTOPbI», 1 aMeprKaHCKUe «aBTOpbI» Bpe-
MeH Hosoro Ffonnmyaa. MoXXHO BCMOMHUTb, Hanpumep, CLEHY M3bneHuns cTaporo
NbAHULBI B «3aBOAHOM anenbcuHe» C. Kybpuka: cHavana Ha aKkpaHe nosiBnseTcs
HeornosHaBaeMoe V30bpaxeHne, B MOAEPHUCTCKOW AeHOTaUuy KOTOPOro «pea-
NIVCTUYHBI», @, CefoBaTeNbHO, U CPa3y y3HABaeMbl NYb ABE BUHHbIE OYTbINKM
W KUCTb PYKW. Ta KapTMHa OCTAeTCs B Kaflpe HECKOMBbKO MIHOBEHWIA, 1 N1LLb 3a-
TeM O4eHb MeflIEHHO OTCTYMNatLWas KMHOKaMepa Ko Bce bonee NposCHSIOLLEMYCS
06pe3aHHOMY KpasiMy 3KpaHa «KyCKy TyNOBMLLA» NMbSHOTO CTapuKa «MpUCoeamnHs-
eT» PYyKW, HOTW 1 FONOBY, @ XONOAHbBIA CUHWI POH NepBOHAaYanbLHOro M3obpaxe-
HUS NPeBpaLLaeTCs B LUMPOKYHO ¥ ryBOoKyto ranepeto.

HAYKA TENEBUAEHUA 18 (3), 2022 190 THE ART AND SCIENCE OF TELEVISION



B eBponelickoM KuHemaTorpade Takoro pofa BM3yansHas AMHam1Ka, Kak
1 n306pasmnTenbHas NOABYXHOCTb MPOTVBOMONOKHOK HAaNpPaBNEHHOCTM — OT OT-
4eTNNBOM DUTYPATUBHOCTU M3006paxeHUs A0 «becnpeaMeTHOCTU», — HepeaKoe
AB/EHME B «aBTOPCKOM KMHO» 1960-1970-x rofoBs, CBA3aHHOE C TBOPYECTBOM Npe-
X[e BCEro Tex KMHOPEXMCCepOoB, KOTOPble Obinu elle 1 3aMeyaTeNbHbIMU XIBO-
nucuamu, rpadvikamu Uav ckynbnTopamu. C MOel TOYKM 3PEHNS, OQHO U3 NMePBbIX
VIMEH B 3TOM Psifly — BEHIepCKMiA pexuccep 3onTaH Xycapuk. ®@unbM Xycapuka
«CnHAGaa» TpaHchopmMaLmelt 3KpaHHbIX M300PaXeHUin, C OIHON CTOPOHbI, Hamno-
MMHAET O TaK Ha3bIBaeMOM LihpOBOM «MOCTKMHO»®. HO, C APYroi CTOPOHBI, Xapak-
Tep 3TOW «BW3yanbHOMN CAOXKHOCTW» TaKOB, YTO NPOUCXOAsALIME B KAPTUHE IKpaH-
Hble MeTamMop0o3bl reHepUpYHOT 3pUTENbCKOE BOCMPUSATUE, NPUPOAa KOTOPOro
faneka oT OCHOBHbIX OPVEHTMPOB COBPEMEHHOTO «MOCTKMHO». B huHane «CuHa-
6ana», B CLiEHe, AeNCTBME KOTOPOW MPOMCXOAMUT B Xpame, KpynHble NaaHbl NagoHw
BHE3aMHO yMepLlero oT CEPAEYHOro NPUCTYNa repost YepeayoTCcs ¢ M300paKeH-
SMU Urpatolleit Ha opraHe 4eBYLWKM, a 3aTeM CMeHSITCS elle Bonee KpynHbIMM
nnaHamu 3TON e NafoHW, HO YTPaTUBLLEN CBOK MPEAMETHYIO OnpeaeneHHOCTb
¥ NpefcTarolleli Kak 3aHr1MatoLas Bce 3KpaHHOEe NPOCTPaHCTBO HEPOBHaAs en-
TOBaTas NOBEPXHOCTb, UCMewpeHHas MMHUSMU. KOHEYHO XKe, B aeKBaTHOM 3pu-
TeNbCKOW pelenuuu 3TUX KagpoB TpareaniiHoe 3ByYaHvie v NTYPruveckne KoH-
HOTaUMW He OCTaBASOT HUKAKMX WAaHCOB AOMUHUPOBAHMIO CaMOAOCTaTOYHOM
BV3YaNbHO-TaKTUABHOW YYBCTBEHHOCTY W COMYTCTBYOLLIEMY TakOMy AOMUHMPO-
BaHMIO BOCXMLLEHWNIO TEXHONOTUYECKOM N30WPEHHOCTbHO.

OpHaKo BOCXOAWT 3TOT MPMEM B CAy4asx UCMONb30BaHNS ero eBponencKu-
MU 1 aMEepPUKaHCKMMI «aBTOPaMu», CKOPee, He K TOM MW MHOM CTapUHHOM Kynb-
TYPHOW Tpaguumuu, a K paHHeMy KMHOMOZEPHM3MY®, K KUHOIKCMPECCUOHM3MY,
(bpaHLy3CKOMY 1 COBETCKOMY KUHOABaHrapay ¥ K WX akTyanbHbIM B ABafuUaTble
rogbl XX Bexka GuNoCoOMCKUM 1 KMHOTEOPETUYECKMM MHTepNpeTaLmsaM 1 getep-
MUHaUMAM. MOXHO roBOpuTb, HanpumMep, o0 Teopun benbl banawa, paccmaTpum-
BatolLel IKpaHHoe M30bpaxeHue Kak «naHawadT» unm, no-apyromy, Kak «1muo
3KpaHa», KOTopoe, Kak NuwweT banaw B «BnaMMOM Yenoseke», «BHE3aMHO Ha Ka-
KOW-NHO TOUKE MECTHOCTU MENBKHET CIOBHO M3 CMYyTaHHbIX TMHMIA pebyca. ITo —
NIVILLO MECTHOCTU C COBEPLIEHHO OMpPeAeNeHHbIM CMbIC/IOM, XOTS BblpasuTebHble

° «TTOCTKMHO» OTANYAET TO, YTO IKPAHHAA PEaNbHOCTb B HEM KOHCTPYMPYETCS Ha KOMMbloTepe
y)Ke nocne CbeMmku. B OTMYMe OT KNacCuyeckoro kuHematorpada B «MOCTKMHO» B npolecce
NpoU3BOACTBA (MUIBMOB LOMUHUPYET He cTagus «production», T.e. 3anevatneHns peanbHocTy,
a cTapus «post-production», 3akntodatoliascs B nocneaytoLlen ubpoBoit 06paboTke OTCHATOrO
MaTepuana.

® Henb3s oTpuuaTh 1 Apyrue UCTOKM TaKoW KuHemaTorpaduyeckoin hopmel, HanpuMep, CBA3aH-
Hble ¢ hoTorpatuen, Ho BCce-Takw, Mo Halemy MHeHI, Hanbonbluee v Haubonee Henocpea-
CTBEHHOE BAWsIHWE Ha AaHHYIO IMHMIO «OCTPAHEH NS NPUBBIYHOTO» B €BPOMNENCKOM KMHO OKa3an
VIMEHHO PaHHUI KMHOMO[JEPHN3M.
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ero o4epTaHus He CoBCeM BHATHbI» (Banaul, 1995, ¢. 91). A XaH InwTeinH «BuanT
B KMHemMaTorpade nocTosSHHOE AManeKkTuyeckoe oTpyrlanHmne hopmsl, CB3aHHOE
C ee CcTaHoBNeHWeM» (AMNonbckuia, 1988, . 89), U yTBepKaaeT HeobXoaMMOCTb
3KPaHHOK fedopMaLm Kakol Bbl TO HY BbINO BU3YyanbHOW ONpeaeneHHoCTH.
Bo3spawasch K AanoHCKoMy KuMHO 1950-x 1 1960-x rogos, OTMETUM, YTO
K NPOSIBNEHNSM B HEM «BU3YanbHON COXKHOCTM» MOXHO OTHECTU U CHSATbIE K-
HOKaMepoW, 10CTaTOMHO AaneKko OTCTosWel OT npeaMeTa HabntoaeHus, Henoa-
BVDKHbIE [ANIMHHbIE M/aHbl, Ka3anoch Obl, GeccTpacTHbIe, HO B TO e Bpemsi 0BO-
Asilve 3puTens 4o BbICOKOM CTEMEHN HanpsKeHWs. 3TU AANHHbIE NAaHbl O4eHb
MOXOXM Ha «MaHbI-3NN304b» €BPOMENCKOro KMHOMOAEPHW3MA, Ha3BaHHble TaK
Ba3eHoM B ero cTaTbsx, NOCBALEHHbIX «[paxxaaHuHy KeliHy» O. Yannca, kKuHema-
Torpady VY. Yaiinepa n dunbMam UTanbsHCKOro Heopennama. MoXHO roBopuTb
06 06LMX KOPHSAX «NNaHOB-3MM3040B» B €BPOMNENCKOM, aMepUKaHCKOM W sMoH-
CKOM KWHO, OTCbINAOLIMX K CAMOMY paHHEeMy, AOMOHTaxHOMY (aorpndduToBCKo-
My) nepuody UCTopun kuHematorpada, a Takke U K ANHHbIM NAaHaM B HEMbIX
KapTUHaxX CKaHAMHABCKMX pexuccepos B. LWécTpéma n Y. Maga. Ho v 3gecs Bax-
HEMLWY0 POofb B MPOUCXOXAEHWE AaHHOMO CTUAUCTUYECKOTO NpUemMa y eBponeil-
CKNX «@BTOPOB» U SMOHCKMX KUHOPEXMUCCEPOB ChIrpanyi BCe-Taku elle 1 apyrvie
bakTopbl. TOBOPS O ANMHHbIX NAaHax y M1na30ryTu, U3BECTHbIA SMOHCKUIA UCTOPUK
KuHo T. CaTo yTBEPXKAAET, YTO O4EBUAHA «CBS3b MEXAY CTUAeM M1A30ryTh 1 cTa-
PbIM AMOHCKUM TeaTpoM» (CaTo, 1988, c. 125). Hanpumep, ycTaHoBKa Mua3oryTu
«0fjHa ClLeHa COOTBETCTBYET OfHOMY MOHTaXHOMY Kaapy» CpaBHMMa
C XapaKTepoM My3bIKa/bHOrO akKOMMaHEMEHTa B TPaAMLUMOHHOM TaHLe
B TeaTpe KyKon byHpaky, B TeaTpe Ho v B HaHMBabyCy — NONyAsipHOM
MCKYCCTBE paccKasa... B oTnnyme oT AMHAMUYHBIX, PUTMUYHBIX ABUKE-
HVIN B €éBPOMeNCKMX TaHLUax 1 banete, AMOHCKUIA TaHel NoaYepKnBaeT
KpacoTy hopMbl, MOTOMY 4TO TaHUOP Ha MWHYTY 3acTbiBaeT B onpefe-
NEeHHO No3e, PUKCUPYS HECT. ITU MOMEHTbI HOCST Ha3BaHUe «KUMapy»
(«yxon B dopMy»), 1 NpK Nepexofe OT OAHOTO TaKOrO MOMEHTA K IPYroMy
Teno HapywaeT paBHOBECKE MN1aBHO, CIOBHO NEPETEKAET K3 NMONOXKEHUs
B nonoxerue. Tak 1 TexHVKa M1a30ryT1 «ogHa CleHa — OfMH MOHTax-
HbI Kagp» ecTb NocnefoBaTeNbHOe ABVIKEHWE, ABMKEHNE, B KOTOPOM
0f1Ha 3aKoHYeHHas hopMa cMeHseT apyryto (CaTo, 1988, ¢. 125, 126).

B eBponeiickom KnHo 1950-X, 1960-x v 1970-X «NpOTsHKEHHbBIE 3MN30/bl»
“nw, B TEPMUHONOMMN Ba3deHa, «MnaHbl-3M1M304bi», 4acTo BCTPeYaloTcs B hunbmax
M. BeprmaHa, M. AHTOHMOHK, A. TAPDKOBCKOTO M MHOMMX APYrUX KUHOMOLEPHM-
cToB. Ho, MOXeT BbITb, B Hanbonee oT4ETNINBOV hopMe U «MPOTSHKEHHbIV 3N130/»,
W CTUNUCTVIKA KMHOMOAEPHM3Ma B Lie/IOM B €BPOMENCKOM KuHemaTorpade 3Toro
nepvofa NposiBUANCH B TBopYecTBe Pobepa bpeccoHa. B paboTax, NOCBsLeHHbIX
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KuHeMaTorpady bpeccoHa, B 4acTHOCTU, B v3BecTHOW KHure M. LLpeiiaepa «TpaHc-
LeHAeHTaNbHbIN CTUAb B KMHO: Oa3y, bpeccoH, [lpeliep», 0TMe4aeTcs 0TKa3 aToro
pexuccepa OT BCeX NPUEMOB, BbI3blBAIOLLVX aBTOMATUYECKYH IMOLMIO, OT MOBbIX
«3MOLMOHANBHbIX KOHCTPYKTOB», CBS3aHHbBIX C CHOKETOM, aKTepCKOW Urpow, pa-
60TOW Kamepbl, My3bIKOW. Bce 3To BpeccoH npur3biBaeT 0TOPOCKTL paam Bbixoaa
3pUTENs K NOCTMKEHWIO CBepxbecTecTBeHHoro (Schrader, 1972). Takas ycTaHOBKa
NOXOXa Ha Ty MHTEHUMIO SNOHCKOTO KMHO, KOTOPYIo paHee Bcnen 3a C. Marymu ¢
CBSI3a/1 C BaXHEMLIMM B SMOHCKOW 3CTETHKe NOHATUEM «toraH». OHAKO B TO e
BpeMst UMEeeTCsH NPUHUMNMANBHOE OTAMUME TOTO, YTO MBICIUTCS KaK NOCTMKEHUE
CBEPXBHECTECTBEHHOTO Mpy peuenuunn hunbMoB BpeccoHa, OT 3TOro ANOHCKOTo
«IOr3H», 0 KOTOPOM MOXHO BCef 3a O. ECMHOPY CKasaTb Kak 0 TOM, YTO «yKa3blBa-
€T Ha YyJecHyto MOKOPHOCTb MYBOKOMY 04aPOBaHWIO, BEICBODOXKAAIOLIEMYCS 13
cnosecHow 060n104Kkm» (Ecuropu, 2021, ¢. 201).

NNYHOCTHASA «MOTHOTA» M BHENTMYHOCTHASA «MYCTOTA»

[ina nposicHeHWs 3TOro oTAM4YKMs obpalllychb K To MHTepnpeTaumnm bpecco-
HOBCKOrO CTUNS, KoTopas bbina aaHa bazeHoM B cTaTbe 1951 rofa «“[JHEBHUK cenb-
CKOTO CBSILLEHHMKA” 1 CTUANCTUKa Pobepa BpeccoHar. OTUHyxaeHWe OT 3MOLN
HeobXxoarMo BpeccoHy He Ans KPUTUYECKU-PeanmcTUYecKoro colmnansbHoro mc-
cnepoBaHus B iyxe cMHeMa-BepwTe (Schrader, 1972) n, Tem 6onee, He Ans pomaH-
TNYECKOro BO3BbILIEHWS BYHTaps-0AMHOUKM B Ayxe DpaHLLy3CKOro NO3TUYECKOro
peanuama 1930-x. ACKeTU4YHas MaHepa, OTMeHsoWas apamy, SNUMUHUPYIOLLAs
«3IMOLIMOHaNbHbIE KOHCTPYKTbI», NpefonpeaeneHa y MpaHLy3CcKoro pexuccepa
Kak pa3 ero CTpeMneHneM BbiBECTM 3PUTENbCKOE BOCTPUATIE 3a Npefensl, C ero
TOYKM 3peHUS, KBa3W-peanncTUHecKon IKpaHHoM peanbHocTH. Mo Mbicnn ba3eHa,
HpEeCcCcOHOBCKYIO CTPATErMI0 OPUEHTUPYET CTPEMAEHME CKBO3b IKPAHHYIO peasb-
HOCTb NPOBUTHCS K TOMY NEPCOHaNbHO-IK3UCTEHLUMaNbHOMY YPOBHIO Yenoseye-
CKOW AylWu, Ha KOTOPOM OHa COBMafaeT C ApYrMMmn NepcoHanbHOCTSIMM, «bnaro-
Aaps YeMmy B UTOre Mbl NPUKacaeMcs K eiHCTBEHHOW peanbHOCTU — peansbHOCTH
ayw» (bazeH, 1993, . 90). 3Ta «peanbHOCTb Ayll» eCTb 0ObeanHsolee A 1 [pyro-
ro, KOHUENTYanv3npoBaHHOE XPUCTUAHCKUM NEePCOHaNN3MOM Kak camblii rybo-
KW, 3K3MCTEHUMANbHBIA YPOBEHb NEPCOHANbHOCTU MHTEPCYOBEKTUBHOE, MO BbI-
paxxeHunto ®. Huuwe, «BceBeaeHme» (Huuwe, 1993, ¢. 235) no noeoay NogobHoOro
CTPacTsM XpUCTOBbLIM, MO CYyTU NOBTOPSHOLLErO WX, IMYHOTO CTPafaHs, NMYHOro
HEOTMEHUMOro NyTK Ha fonrody. 34eck Mbl U CTAHOBUMCS CBUAETENSIMU aKTya-
NV3NPOBABLIEINCS B 3puTene Yyepe3 NocpeacTBO aBTOPCKOTO «AeCTBUTENbHOMO
TBOPYECKOrO MOCTYMKa» 3K3UCTEHUMANbHOW «NOAHOTbI» — TOro, NPeAenbHOro
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C XPUCTVAHCKO-NEPCOHANNCTCKOW TOYKM 3PEHUS, MPOSBNEHNS «IMYHOCTHOCTWY,
KOTOPOe, eCIN MOHMMaTb 3TOT BbICWIWIA «TMYHOCTHbIN» YPOBEHb CYLLECTBOBAHMS
ONATb e TaK, Kak M. BaxTuH NOHMMan «BHEHAXOAMMOCTb», CBA3AHO C «TpaHCrpe-
ANEHTHBIMU KU3HN 13 Ccebs. .. LeHHOCTIMU» (BaxTuH, 1994, . 99).
MepcoHanucTckoe NPoV3BeAEHNE UCKYCCTBA B MEPCOHANMCTCKOM e ToN-
KOBaHMW — 3TO «3epKano», OTKPbIBatoLlee TOMY, KTO CMOTPUT B Hero, T.e. 3puTe-
0, ero, 3pUTens, aK3UCTeHUMIO, rae, roBops cnoBamu 3. MyHbe, «“Tbl”, @ B HeM
v “Mbl” NpeawecTByoT “A” UAKn, NO MeHbLUIEN Mepe, BCeraa cConpoBoXaatoT “A”»
(MyHbe, 1995, c. 134). /INYHOCTHbIV MUP, TaKM 06Pa30oM, CO3UAAETCS «ABONHbIM
ABVKEHMEM — ... K YTBEPXKAEHNIO abcontoTa [abcontoTHOM NepcoHNMULMPOBaH-
HocT — B.P.], 1 K co3paHnto eqnMHoro Myupa nnyHoctel» (MyHbe, 1995, ¢. 141). Mo-
HUMAETCs 3TO MEXINYHOCTHOE «0bliee» Kak pa3BOpavMBatOLMIACS NepcoHanb-
HblA BHYTPEHHEe-BPeMEHHOW «rOPU30HT», «MrHOBEHHOe Bce-cpasy» (Iyccepnb,
1994, c. 87), B KOTOPOM
... €CNN peyb naeT 0b aBTope XyAOKECTBEHHOIO Npoun3BeaeHus, yHu-
KanbHas NM4Has cynbba caMoro aBTopa... UK €ro repos, SBAsoLerocs,
Kak npaswno, alterego aBTopa, B TO e Bpems COBMafaeT C OCHOBOMO-
naratoLmm yH1MBepcanbHbiM BbITUIHBIM M oM. STOT oCHOBOMNONarato-
Wit My, Kak bl hyHAVPYHOLNIA CTPYKTYPHOE eAMHCTBO CYb00HOCHbIX
JIMYHOCTHBIX <TOPM3OHTOB» BCEX MPUHAANeXaWMX K «Mbl» MHANBUAYY-
MOB, Y XPUCTMAHCKMX NepCOHaNNCTOB, KaK 3TO NMOKa3aHO B 6a3eHOBCKOM
aHanun3se dunbma bpeccoHa, ansetcs Mudom eBaHrenmyeckum (Peind-
MaH, 2019, c. 153, 154).

«4TO6bI YBMAETb CMbIC/, HAMEKAIOLLWIA Ha CTPYKTYPY Hallei CO3HaTeNbHOM
XU3HU UK Ha CTPYKTYPY Hallel UCTopun, Halwen cynbbbl, — roBOPUT B OAHOM
13 CBOMX NeKkumin M. Mamapaawsmnnm, —

... HYXKHO. .. BEPHYTbCS. .. K TOYKE OIHOBPEMEHHOCTM C MPOUCXOAALMMY

TaMm cobbITusAMU. OLHOBPEMEHHOCTb €CTb BEYHbI aKT... “aroHnu Xpu-
cTa”. To ecTb copepxaHue 3TON aroHMM 1 eCTb BEYHbIV aKT. Kak roBopwn
Mackanb, aroHns XpucTa bygeT annTbCs A0 KOHLA BPeMeH (3T He eCTb
4TO-TO COBEPLUVBLUEECS, Mbl BHYTPU Hee). /1 nobaBnseT elle oaHy Belllb,
0Y€Hb BAXHYIO V1 AN MEHS, U AN HALLEro MOHVMaHWS: ... BCe 3TO BpeMms
Henb3s cnaTb» (Mamappawsmnu, 1993, c. 96).

Ba)KHOW BEXOW B CTAHOBNEHWMW NOHATUS «aBTOPCKOE KMHO» BbiN TaK Ha3bl-
BaeMblii «CNOp O “NMONUTVIKe aBTOPOB”», Pa3BEPHYBLLMIACS Ha CTpaHuLax «Kaite ato
cuHema». B 1955-M rofy, MOXHO CKa3aTb, MPEABOCXMLIAS 3TOT Ha4YaBLIUIACA YyTb
no3xe cnop, baseH B CTaTbe «YPOK SMOHCKOTO KMHOCTUAS» NCaN:
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OyYeBWaHO, YTO B HaLIEM BOCXULLEHWM KaKUM-TMBO SNOHCKUM (DUIBMOM
HaM CNOXHO OTAENWTb €r0 COBCTBEHHbIE AOCTOMHCTBA OT TeX, YTO CBOW-
CTBEHHbI BCEMY STIOHCKOMY KriHemaTorpady. omKHbI 11 Mbl U3-3a 3TOr0
OTKa3bIBaTbCsl OT YAOBOMLCTBMS 1 COMHEBATLCS B €0 LieHHOCTH? BoBce
HeT. HaobopoT, 51 UKy B 3TOM NOATBEPHALHUE UCKTHOHUTENbHbIX OCTO-
VHCTB SMOHCKOr0 KUHO. B MIpe HeT Apyrvx NpUMepoB KUHOMPOW3BOACTB,
KOTOpbIE B CTONb 6ONbLIOK MEpe NO3BONMAN Bbl MOYYBCTBOBATL XyA0Xe-
CTBEHHbIN Ayx OTANbHOW UMBMAM3aLMM (...) IBONOLMS 3anNaaHoro 1c-
KyCCTBa, €ro OTAaneHvie oT NybauKK, NOAYEPKHYTHIN WHAWBMAYAIN3M
NpUBENK K TOMY, YTO aHOHUMHOCTb NOCTENEHHO MUCYe3na K3 Hallero 0b-
{eCTBa Ha4MHas C BoceMHaauatoro Beka. CTub NpOU3BefeHus xapaKkTe-
pU3yeT ero aBTopa, a He UMBKAN3aLWIo. (...) B AMOHMM BCe 06CTOUT NPsSMo
NPOTVBOMONOKHbBIM 06pa3oM (UKT. no: fle daHto, 2018, ¢. 179, 180).

51 np1Ben 3Ty NPOCTPaHHYIO UMTaTy U3 CTaTbyk baseHa Ans Toro, 4Tobsl no-
Ka3aTb, YTO (DPaHLLY3CKMIN KPUTUK, FOBOPS O ANOHCKOM KMHO 1950-X', B OTNM4Me
OT HEKOTOPbIX CBOVX boniee MONoAbIX Konner u3 «Kaie o cMHeMa», BOCXMLLAETCS
B NepByto ovepenb He MHAMBKAYaNbHbIM aBTOPCKAM CTUAEM TOTO UM UHOTO U3
BbIJAIOLLMXCS SMOHCKMX KUHOPEXMCCEPOB 3TOO Nepuofa, a Tem, 4To Ntoboi 13
3TWX CTUNel CBA3aH C, N0 ero MHeHWto, ropasno bonee ocHosBomnonaratoLlen, 4em
VHAMBMAYANbHbBIE CTUAUCTUYECKMEe OCOBEHHOCTH, ropa3no bonee BaxHOW Ans
AMOHCKOTO KMHO B LIENOM aHOHWMHOW APEBHEN KyNETYPHOW TPaanLMeNn.

3aBepLias cTaTbio, s 4yTb Honee NofAPOHHO OCTAHOBMOCH MMEHHO Ha BbISB-
NEHHOW MHOTVMW UCCnefoBaTeNs MM, B TOM YUCE U €BPONENCKMMU, U, Ha4YMHas,
BEpPOSTHO, C P. BeHeANKT, aMeprKaHCKUMM, HENPUYACTHOCTBIO 3TOW KYNLTYPHOM
TPaaMLMK K 4emy-To No00HOMY €BPOMENCKOI «IMYHOCTHOW» LEHHOCTHOM yCTa-
HOBKe, B YaCTHOCTU, K MOAEPHWCTCKON NUYHOCTHOM LLEHHOCTYM 3K3UCTeHUManb-
HOW «MOMHOTbI». KOHEYHO, BbICOKME XYAOKECTBEHHbIE JOCTOMHCTBA CO3AaHHbIX B
1950-e roabl HUNbMOB ANOHCKKX PEXMCCEPOB MO Obl OKa3aTbCs HEe Pacno3HaH-
HbIMW €BPONENCKUMY KPUTUKAMU M MHTENNEKTYanbHON NyBAMKOIN TOro BpeMeHH,
ecnv Bbl BbIPOCWINIA Ha «BHENUYHOCTHOW» aHOHUMHO-MEHTaNbHOM NMOYBe KNHEMa-
Torpacuyecknin ctuab Muasorytn, Oasy 1 Kypocassl B TO e BpeMst He OKa3ancs
OYeHb MOXOXKMM Ha CTUW MNaBHbIX €BPOMENCKUX NpeacTaBuUTenein MoLepHNUCT-
CKOTO «aBTOPCKOTO KNMHO» CepefyHbl MPOLOro Beka. Ho OTKpbIBaBLIASCS CBS3b
«BW3YaNbHON CNOXKHOCTW» ANOHCKMX HDUNBMOB C APEBHeW KyNsTypoi nogHmuMana
VX BBICOKIE XYJOXKECTBEHHbIE AOCTOMHCTBA Ha ellle DOMbLUYIO BLICOTY.

Paccyxpas o co3gaHHoM B 1961 roay dunbme SAcyasnpo 0asy «OceHb ce-
Mby Koxasiraa», Cakaba Marymu nucan: «<4To 0COBeHHO Nopasnino MeHst B 3TOM

"B paHHOW cTaTbe badeHa peyb naeT mMasHbIM 06pa3om o dunbmax A. Kypocassl.
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unbMe, Tak 3TO HEKOTOPble MPOCThIE TENOABWIKEHNS (HanpuMep, YCaxnBaHve
WAV BCTaBaHWe) XeHLWH, 0cobeHHo AByX fodepelt B Bo3pacTe 20-30-Tv neT,
KOTOpble OYeHb HaMOMWHAIOT MAAcTUKy akTepoB TeaTpa Ho» (Marymu, 2021a,
C. 382). Mo MHeHWto Marymu, Takol XapaKTep ABMKEHWIA, CBOMCTBEHHbIN HE TONb-
KO KMHOTeposiM, HO 1 SMOHLAM B X MOBCEAHEBHOW XM3HU, Kak U beccTpacTHas,
Ka3anoch Hbl, HMYETO He BblpaxkaloLlas <MacOYHOCTb» MHOTVX NIMLL KaK B KUHO, TaK
W B XKM3HMU, CBSI3aHbI CO CBOEMO POfAa «BHENMYHOCTHOCTBIO» SMOHCKOIN KyNbTYpbI,
KOTOPOW MpUCYyLle «CyLLeCTBOBaHME TOHKUX U TPYAHO YNOBUMbBIX OTHOLWEHMI
Mexay A 1 Apyrum... B pesynstate — Hanuuue bonee HeonpeneneHHomn, Hexenn
B 3aMafHON KyNsType, rpaHu Mexay eCTeCTBeHHbIMU 1 PUTYyanu3nupoBaHHbIMM
aBvxeHvamMm» (Marymm 2021a, ¢. 382). Mo cnoBaM SSMOHCKOro NcuxoaHanuTuka Ta-
Kao [Jou, sNoHLUaM — a peyb Y Hero VaeT 0 SNOHLAX NOCNEBOEHHOM 3MOXM — Npw-
cylle «amas — NoTpebHOCTb B 3aBMCUMOCTU, KOTOpasi NPOSIBASETCS B CTpemse-
HUK CAUTBCS ¢ Apyrumm» ([ow, 2022, ¢. 215). C Takoro pofia CTpemMaeHneM Kak pas
¥ CBsi3aHa beccTpacTHas «MacoYHOCTb» XIMBbIX KL, Ka3anock bbl, berylias oT Bbl-
paXXeHWs 4ero-To, NoAobHOro apUCTOTENEBCKUM U TEODPaCTOBCKUM onpedesneH-
HbIM «xapaKTepamy. [TPOSBASETCS 3TO «aMad» 1 B CaMKX MacKax, BO BCSKOM Clyyae
B MacKax TeaTpa Ho, KOTOpble, B OTAMYME OT APEBHErPEYECKNX TeaTpanbHbIX Ma-
COK, NMMLLIEHbI NPVBSA3AHHOCTY K TEM UM UHBIM CTATUYHBIM 3MOLMOHANbHO-MCUXO-
Nornyeckum «amnnya». Kak nvucan KpynHenmin snoHckunii omnocod pybexa XIX
n XX BeKOB Bauypasn Tauypo, «Macka HO B CTaTMYECKOM MOMIOXEHNN He PACKpbI-
BaeT H1KaKMX (KOHKPETHbIX) Yenoseyeckux 4yBscTe» (Tauypo, 2021, ¢. 131), oaHako
... B TOT MOMEHT, KOrfla MacKa Ho BO3HMKaET Ha CLieHe v obpeTaeT nog-
BWXHOE TeN0, MPOUCXOAUT HEYTO NopasuTensbHoe. A UMEHHO, Ta camas
MacKa, C MMLeBOI NOBEPXHOCTM KOTOPOW 1O/KHbI BbINN ObITh CTEPTHI BCE
onpefeneHHble IMOUMK, B AeliCTBUTENBHOCTY HaYMHAET A4eMOHCTPUPO-
BaTb HeckoHe4Hoe pa3Hoobpasue BbipaxeHnit. .. (Tauypo, 2021, ¢. 130)

Takasi xapaKTepucTiKa TeaTpanbHOV MacKu, Mo Halwemy MHEHWIO, Hanomu-
HaeT 0 3HaMeHUTOM KuHeMaTorpaduyeckom «addexTe Kynewoa», 3aKnoyato-
LeMCS1 B TOM, YTO OfIHO M TO XKE BbIPAKEHME CHATOO KPYMHbIM NAGHOM N3 aKTe-
pa MBaHa Mo3XyxvHa no-pa3HoMy BOCMPUHUMANOCh 3pUTENSMU B 3aBUCUMOCTY
OT CoflepHaHus creayoLero Kaapa.

CMbICN AMOLMOHANBHOM «NyCTOTb» caMoi no cebe Macku TeaTpa Ho no-
BOJIbHO MOJHO BbIPAXaeT SMOHCKOe COBO «OMOT3», KOTOpoe 0603HavaeT of-
HOBPEMEHHO NINLO W MacKy, HaTypy U ee OTpaweHue, a Takxe «MOBEPXHOCTbY,
He MoapasyMeBatoLLyo HUKAKOW TyBUHbI, HUKAKOW nepapxmyeckn bonee Bax-
HOW, YeM 3Ta NOBEPXHOCTb, UCTUHHOW CYLIHOCTY (CM.: Marymu, 20214, c. 384, 385):
«B KyNIETYPHOW UCTOPUM SINOHWM. .. He BbINIO TaKOro MCXOAHOMO NYHKTa Pa3BUTys
4yenoBeka, KaK “NMMYHOCTL” (persona), — roBopuUT Marymu, — ... 1 pa3mblliNgto, 66110
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NV OTCYTCTBME NMMYHOCTU HECHACTbEM [iNs Hac, SMOHUEB, UKW HeT. OnpefeneHHo
3TO CNOXKHas U TpyaHopa3pelmas npobnema» (Marymu, 2021a, ¢. 384). AnoHckas
KynbTypa — 3TO KyNbTypa TOTabHbIX OTPAXEHWI, a HE MepapXmmn NCTUH U X «/TOX-
HbIX», HE COBEPLIEHHbIX OTPaXKEHW. IMEHHO MO3TOMY «BU3yanbHash CIOXKHOCTb>
brnbMoB MuazoryTi, O3y 1 ApYrx SNOHCKMX KUHopexmnccepos 1950-1960-x ro-
[0B NOApPa3yMeBaeT He BbIXOA 3pMTeNs 3a Npeaenbl CBOel NCUXONOrMYeCcKo «no-
BEPXHOCTW» Pafin aKTyanu3aumnm nepcoHanbHo ObITUAHONM «MONHOTbI», 0bpeTae-
MOV KaK NTMYHOCTHAs 3K3UCTEHLMS, @, CKOpPee, BbIXOA B 06NaCTb CBOEI «MyCTOTbI»,
CBOErOo «HUYTOY.

3AK/TFOMEHUE

B npoBefeHHOM MCCNeAoBaHWM Mbl COOTHECAM C MO3avMCTBOBAHHBIM
y UCTOpUKa KMHO Mapka /le ®aHio NOHATUEM «BW3yanbHas CNOXHOCTb» HEKOTO-
pble 13Ha4anbHO NpeacTaBASBLMECS HaM CYWHOCTHBIMU CTUAUCTUYECKUE Yep-
Tbl TeX ANOHCKUX PUABMOB, C KOTOPbIMU, KaK U C ANOHCKUM NOCAEBOEHHbIM Ki-
HemaTorpacdoM B LIENOM, EBPOMERCKne 3puTen No3HakoMmunncs B 1950-e roapl.
«BuayanbHot cnoxHocTbio» Sle daHio Ha3Ban OTCTPaHsoWMe NPUBbIYHbIE K30-
HpasunTensHble HOPMbI MOBECTBOBATENIBHOMO KMHO OCOBEHHOCTM CTVAS OAHOIO 13
CaMbIX APKMX AMOHCKMX pexmccepos 1930-1950-x KaHasu MuasoryTtu. Peyb B CTa-
Tbe MAET O BYX BapuaHTax TaKoro OTCTPaHeH s — BO-MepBbIX, O TeX CBOWCTBEH-
HbIX 3pUTENBCKOW PeLenumMm MHOTUX SMOHCKUX DUABMOB ClyYasix, K020a 3puUTento
NPVXOAUTCS AOCTPanBaTb B BOOOPaWEHWU A0 MAEHTUOULMPYEMbIX NpeaMeToB
TPYGHO ONO3HaBaeMoe, MOXHO CKa3aTb, «becnpeaMeTHOe», n3obpaxeHve. Bo-
BTOPbIX, O HEMOABWKHbIX MW MANOMOABWKHBIX BONTUX MAAHAX, CHATbIX KUHOKaMe-
POV, AOCTaTOYHO AaneKo OTCTOAWEN OT NpeaMeTa HabntoaeH s, ABTOp NOKa3blBa-
€T, YTO 3TU NpUeMbl CO3aHNS «BK3yaNbHON CNOXKHOCTM» XapaKTepHbl He TONbKO
419 TBOpYecTBa MnA30ryTH 1 OpYrux SNOHCKMX pexxnccepos 1950-1960-x rogos,
HO TakKe 1 Ans Tex hUAbMOB eBPOMnericKoro U HOBOrOAMBYACKOTO art cinema, Ko-
TOpble B CTaTbe NOHMMAIOTCS KaK «KUHOMOAEPHW3M», [NaBHbIN e CMbICNIOBOW ro-
PU30HT, OPUEHTUPYIOWMIA JaHHOE NCCNeloBaHNE, CBS3aH C LieNnbio, NpeacTaBnsio-
Ljeiics B UTOre JOCTUMHYTOM: C BbISIBNEHMEM HECOBMaAEHNS B CyYasx SMOHCKOro
¥ eBPONencKoro KMHo hakTopoB hopMrpoBaHNS 0603HaYE€HHbIX TNHWIA «BU3Y-
anbHOWM CNOXHOCTW» 1 C apTUKYNSLUMEN 3TUX HecoBnaaatoLmx GakTopos. ABTOp
NOKa3bIBAET, YTO Yy BHELIHE MOXOXMX CTUNEA STOHCKMX 1 eBPONeNCcKUX rnbMoB
0Y4YeHb pa3Hble CTOKM — B MEPBOM Cy4ae 3TO Npexae BCero aHoHUMHas Tpagu-
LKs, Bbipaxatolas, no cnoBaMm dpaHLy3ckoro dunocoda kMHo A. baseHa, «ayx
OTAENbHON LUMBMUAM3ALMN» U OCOBEHHOCTU KONNEKTUBHbIX NPeACTaBNEHNIA ANOH-
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LieB, BO BTOPOM Chly4ae, 3T0 (hopMbl PaHHEro eBPONeliCKoro KMHOMOAEPHVI3Ma
W Te CMbIC/IOBbIE [IeTEPMUHALIMN, KOTOPbIE CBA3@HbI C SK3UCTEHLMANUCTCKUM W
XPUCTNAHCKO-NEePCOHANNCTCKNM hUNOCOMCKUMM ANCKYPCaMU.
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