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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
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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
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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.

1 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.

HAYKA TENEBUAEHUA 18 (3), 2022 52 THE ART AND SCIENCE OF TELEVISION



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.
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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).

HAYKA TENEBUAEHUA 18 (3), 2022 58 THE ART AND SCIENCE OF TELEVISION



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
a result, 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)
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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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