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Cultural Soft Power of China
and Japan: Competition
and Interaction in the Digital Era*

Abstract. The article explores the resources, conceptualization, and pros-
pects of China’s soft power strategy, examining its interactions with the US,
its largest political competitor, and Japan, another East Asian soft power
giant. Special focus is placed on the challenges and opportunities arising
from the digitalization of culture. It is highlighted that the digital creative
industries offer significant potential for disseminating Chinese and Japanese
narratives, showcasing a significant synergy between the creative sectors of
these two countries. Additionally, the article notes that infrastructure invest-
ments is an important part of the soft power strategies of both China and
Japan, which is particularly significant given the pivotal role data and infor-
mation technologies play in the success of content industries today. Draw-
ing distinctions in how soft power is perceived in China and the US, it is sug-
gested that China’s strategy stems from a unique understanding of culture

* Translated by Anna P. Evstropova.
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that prioritizes community and blurs the sharp binary distinctions between
private and public, tangible and intangible aspects. The argument is made
that this cultural approach, combined with the allure of Chinese education
and economic models, positions China’s strategy for success amidst the
digital revolution and the advancement of artificial intelligence, especially
resonating in Global South countries. With Al advancements potentially
threatening to reduce numerous jobs, the narratives of economic empow-
erment championed by China become increasingly appealing, especially
in the Global South.

Keywords: soft power, cultural industries, creative economy, digital econ-
omy, political significance of Al, Global South
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NOTEHUMANoM «MsSrkoi cnbl». Ocoboe BHYMaHVe Npu 3TOM yaenseTcs
BbI30BaM 1 BO3MOXHOCTSIM, CBSA3@HHbIM C TEKYLLVM NPOLECCOM UM poBHu-
3aumn kynbTypsl. MoKa3aHo, 4To UMM POBbLIE KpeaTUBHbIE HAYCTPUN Npe-
[OCTaBNSAIOT 3HAYMTENbHbIN NOTEHUMAN AN PACTPOCTPAHEHNS KUTANCKMX
W SNOHCKMX HAPPATVBOB, NPUYEM MEXIY KpeaTUBHbIMU UHAYCTPUAMY
3TUX [IBYX CTPaH eCTb 3HauuTenbHas cruHeprus. Takke oTMedaeTcs, 4To
BaXXHOW COCTaBNsAIOWEN CTpaTernmn MAarkon cunbl Kak Kutas, Tak v ino-
HUW ABASIOTCS MHDPACTPYKTYPHbBIE MHBECTULMM, YTO OCOBEHHO BaXKHO
Ha hoHe TOro, 4TO flaHHble U MHHDOPMALMOHHbBIE TEXHONOT VN CTAHOBSTCS
KntoueBbIM haKTOPOM ycrexa HAYCTPUIA KoHTeHTa. OTMedas pasnunyus
B TOM, KaK Msrkas cuna noHumaetcs B Kntae n CLUA, Mbl yKkasbiBaeMm, 4To
KMUTalCKas CTpaTerus NCXoAnT 13 IPYroro NOHUMaHWs KyasTypbl, B KOTO-
pom bonbliee BHUMaHWE NpuaaeTcs CooOWeCcTBy U OTCYTCTBYET OCTpas
BrHapHas ONMno3nLMS MEX/Y YaCTHbLIM U NYBANYHbLIM, MaTePManbHbIM
W HemaTepuanbHbiM. Mbl yTBEPX/AAeM, YTO Takoe MOHUMAaHWE Ky/bTypbl,
BKyMe C NPUBNEKaTeNbHOCTbIO KMTANCKOro 06pa3oBaHyis 1 IKOHOMMYe-
CKOV MOfIeNN, AenaeT KUTANCKY CTpaTeruio yenewHon Ha oxe Lndpo-
BM3aLVN 1 Pa3BUTUS UCKYCCTBEHHOIO MHTENNeKTa, 0COOeHHO B CTpaHax
MmobanbHoro fOora.

KntoyeBble CNOBa: MsiTKas CUNa, Ky/1bTYPHbIE MHAYCTPUM, KpeaT1BHas KO-
HOMMKE, UMDPOBas IKOHOMYIKA, MOANTNYECKOE 3HAYEHWE NCKYCCTBEHHOTO
nHTennexTa, mobanbHbIn HOr

INTRODUCTION

China’s ascent as one of the primary leaders in the global economy and
politics is accompanied by a significant challenge: Beijing aims to enhance its
soft power and project an appealing image on the international stage through
culture and media. The importance of soft power and the propagation of attrac-
tive narratives about the country (“the China story”) has been repeatedly under-
scored by the PRC leaders, especially Xi Jinping (Repnikova, 2022a, p. 2). However,
acquiring soft power, even with substantial economic resources, can prove to be
a complex and protracted process. Joseph Nye—who described the concept of
soft power as “the ability to affect what other countries want” based on intangible
resources such as culture, ideology, and institutions (Nye, 1990, pp. 166-167)—
once remarked that “China does not have cultural industries like Hollywood” (Nye,
2023, p. 98). In his widely referenced article for the Foreign Affairs journal, David
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Shambaugh expressed a stark view: he stated that China “suffers from a severe
shortage of soft power,” and the country’s substantial expenditures on global
media presence and image enhancement yield minimal returns (Shambaugh,
2015, pp. 99, 107).

Nonetheless, in the present day, the increasing economic and political
influence of non-Western nations and the evolution of the global communica-
tion system are introducing significant changes into this scenario, offering fresh
avenues for the dissemination and competition of diverse narratives. For instance,
the remarkable success of the business model of streaming services (offering the
opportunity to view films and TV series for a subscription fee), founded on the
analysis of big data and algorithmic marketing and production optimization, sug-
gests the emergence of a new global film industry—this time, distinct from the
establishment of the Western-centric cinema industry in the first half of the 20th
century, with various formidable players potentially participating in this process
(Paksiutov, 2021, p. 120). Among these players, China holds particularly signifi-
cant prospects, leveraging not only its vast domestic market but also its success-
fultrack record in promoting digital applications such as TikTok (Paksiutov, 2021,
pp. 125-126).

Consequently, Chinese streaming platforms (like WeTV, a Tencent con-
glomerate project), previously minimally represented in international markets,
have recently been actively expanding into Southeast Asian markets, where they
can compete with US platforms. For example, as of 2022 data, WeTV commands
a 10% share of the region’s streaming market, trailing only Netflix among its US
counterparts (see Table 1). Beyond cultural influences, a pivotal factor contribut-
ing to the success of Chinese services in this arena is their lower subscription costs
compared to those of American competitors (Yee, 2023).

Table 1
Streaming Services Market in Southeast Asia, 2022:
Most Popular Services, Market Share (%), and Territories of Operation
Platform | Netflix|viu weTv  |vidio Disney* liomy |trweip [AM220"  Jothers
Hotstar Prime Video
china Mainland Indi Mainland
. aintan . ndia, ainlan .

Territory [USA  |(Hong China Indonesia USA China Thailand | USA

Kong)
Share  |40% |13% 10% 9% 7% 6% 5% 1% 9%

Source: ContentAsia, 2023, p. 3

! ContentAsia. (2023, February 20-March 5). Southeast Asia hits 48.4m paying SVOD subs.
Retrieved February 10, 2024, from https://www.contentasia.tv/eNewsletter/2023/ContentAsia_
eNewsletter_20_Feb-5_Mar_2023.pdf.
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When discussing the global competition of soft power between the United
States and China, it is pertinent to consider the influence of another country with
an East Asian cultural identity that shares tight economic bonds with Beijing
and a military-political alliance with the United States: Japan. Douglas McGray’s
2002 article, Japan’s Gross National Cool, which posited that “Japan is reinvent-
ing superpower” (McGray, 2002, p. 44) by harnessing the potential of popular
culture, might now appear somewhat naive. This is not only because the politics
of the 21st century place much more importance on hard power than on icons
like Hello Kitty or sumo, but also due to Japan being overtaken on the regional
and global cultural stage by other countries, particularly South Korea. Enthusi-
asm for Japanese culture as an influential asset was manifested, among other
ways, in the adoption of a strategy to bolster creative industries (the Cool Japan
strategy) and the establishment in 2013 of a minister tasked with executing this
strategy. Nevertheless, enthusiasm gradually gave way to pessimism: as Nobuko
Kawashima put it, “the expectations put upon these content industries turned
out to be less promising in reality. To start with, the size of the industries in the
domestic market had not grown as much as was expected. (....) More impor-
tantly, the export potential of Japanese pop culture has not materialized either”
(Kawashima, 2018, pp. 23-24).

Yet, prematurely discounting Japanese soft power would be unwise. Con-
cerning cultural diplomacy, the opportunities for distribution and marketing
afforded by digital platforms could spark a new surge in Japanese “content.” For
instance, a senior executive at Netflix streaming service estimates that the Japa-
nese creative sector is significantly underrepresented in global markets compared
to its potential, and current demand for Japanese culture is at an all-time peak
(Brzeski, 2023). Netflix's adaptation of the popular manga comic One Piece became
a global sensation, leading viewing charts on the platform in over 80 countries
(Brzeski, 2023). In 2021, revenue for Japanese animation producers hit record lev-
els, surpassing the 2019 (pre-COVID-19) figures by nearly 10 % (Masuda, 2023, p. 2).
Overseas revenue for Japanese animation in 2021 exceeded 1.3 trillion yen, mark-
ing a growth of over 300 % since 2014 (Masuda, 2023, p. 6). According to analysts,
key factors fueling this growth in overseas revenue include the rise of streaming
platforms and substantial demand from Chinese audiences (Masuda, 2023, p. 2).
These instances underscore that Japan remains one of the most dynamic players
in global cultural markets.

Adding to the allure of Japanese culture, an “often overlooked (...) major
factor in the creation of soft power channels for Japan” is its economic engage-
ments (Carminati, 2022). Within Southeast Asia, a pivotal arena for soft power
competition and a beacon of economic dynamism globally, Japan stands as
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“the most trusted major power” (Seah et al., 2023, p. 50). Serving as “the prime
external actor,” Japan enables ASEAN nations to diversify their political and eco-
nomic relationships amidst the US-China standoff (Ciorciari, 2021, p. 26). Integral
to Japan’s soft power are both official development aid and private investments
from Japanese companies (Ciorciari & Tsutsui, 2021, p. 2). Unlike the United
States, Japan’s development aid is not tethered to ideological prerequisites for
recipients (Ciorciari, 2021, p. 33). The cultural and economic aspects of Japan’s
soft power mutually reinforce each other: as per Karl lan Cheng Chua’s insight,
official development aid contributes to the popularity of Japanese mass culture
(Cheng Chua, 2021, p. 249).

This article explores the opportunities presented by the digitalization
era for China’s soft power strategy, which endeavors to compete with another
global powerhouse, the United States, in this realm, while considering the impact
of Japan on this competitive landscape. While there are other states in the region
wielding significant soft power potential, such as South Korea, this work’s focus
is driven by the notable parallels in the soft power tools and strategies of China
and Japan, particularly in leveraging cultural heritage (Nakano & Zhu, 2020),
infrastructure ventures (Yoshimatsu, 2023), and more. The structure of the arti-
cle aligns with this objective. The first section delves into pertinent instances
of China-Japan collaborations within the creative industries (spanning film and
video games). The second segment analyzes the growing significance of infra-
structure in contemporary soft power strategies. Following that, the third part
highlights the divergence in how China and the US conceptualize cultural soft
power. Lastly, the fourth section evaluates the efficacy of these conceptual frame-
works in the digital age.

CHINA-JAPAN COLLABORATION IN THE CREATIVE INDUSTRIES

China stands as not just Japan’s vital trading partner, but also a significant
market for Japanese cultural content industries. This dynamic offers substantial
potential for projecting narratives and ideas aligned with Japan’s strategy of soft
power.
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Table 2

Top-Grossing Japanese Films with Total Revenue (USD min.)
and the Share of Revenue (%) in Japan, China, and Globally

Territory A%Z;g: ?r/aa/{verl (Ygg lr 6/\)/ ame (Sgg;e)ld/\way Suzume (2022) tT:: Sgryoind
(2020) (2023)

Japan 364.8(90.4%) | 233.8(61.2%) |238.2(66.7%) |110.6(36.1%) | 56.2(19.2%)

China 0(0%) 83.7(21.9%) | 69 (19.3%) 111.3(37%) | 108.9 (37.1%)

Other countries 38.9(9.6%) 64.7 (16.9%) 50.1 (14 %) 82.6 (26.9%) 128.1 (43.7%)

Globally 403.7 (100 %) 382.2 (100%) 357.3(100%) 306.5 (100 %) 293.2 (100%)

Sources: Box Office Mojo 2024,2 The Numbers 2024°

The provided Table 2 vividly underscores the significance of the Chinese
market for Japan’s cultural industries, using the film sector as an example. It show-
cases the earnings of the five most successful Japanese films at the box office
(alongside their premiere year) in Japan, China, and other global territories.
It becomes evident that for most of these successful Japanese films (with the
exception being Demon Slayer: Mugen Train, released during COVID-19 and report-
edly not screened in China due to censorship concerns), China not only emerges
as the primary source of international revenue but also surpasses all other coun-
tries combined in this regard.

The prosperity of Japan’s creative sectors not only opens avenues for pro-
jecting Japanese narratives in China and beyond but also contributes to enhanc-
ing and promoting creative content produced in China itself. A prime example
of this trend is Genshin Impact, developed by the Shanghai-based miHoYo. This
video game, which draws inspiration from the visual style and gameplay mechan-
ics of its Japanese counterparts (Zheng, 2022), amassed over $5 billion by Janu-
ary 2024, garnering significant popularity worldwide and establishing itself as
one of the most successful games in history (Rosseau, 2024). Scholarly works
suggest that the Chinese video game industry has become “a vital part of Chi-
na’s international communication strategy,” with Genshin Impact being hailed
as “a key project for promoting Chinese culture abroad” (Chang et al., 2023,
p. 147). In another study, scholars ponder the essence of Genshin Impact’s “Chi-
neseness”: while acknowledging its visual resemblance to Japanese animation
and its “culturally hybridized nature,” they ultimately label it as “a game simul-
taneously ‘global and Chinese’ (Li & Li, 2023, pp. 447-448). The case of Genshin
Impact underscores that Japan, with its creative industries increasingly engaging

? https://www.boxofficemojo.com/ (10.02.2024).
3 https://www.the-numbers.com/ (27.08.2024).
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with American digital platforms, can serve as a mediator in cultural exchanges
between the two global powerhouses, facilitated by cultural trade and shared
elements with China.*

THE SIGNIFICANCE OF INFRASTRUCTURE

An arena where China and Japan vie for influence, particularly within the
APAC region, is in infrastructure development. China’s Belt and Road Initiative,
while being commercially driven (with demand for infrastructure in Southeast
Asia alone reaching the hundreds of billions of dollars (GlobalData, 2023)), is also
widely regarded as an “image” project aimed at bolstering China’s soft power
(Zhang, 2020, p. 157; Repnikova, 2022a, p. 48). Japan’s response to this initiative
materialized in the form of the Partnership for Quality Infrastructure, launched
in 2015, which also carries a significant image and reputational component (Car-
minati, 2022, p. 9).

Infrastructure projects possess a dimension intricately linked to cultural
soft power in a more specific sense—encompassing the creation and distribution
of cultural content. Alongside the Belt and Road Initiative, the Digital Silk Road
strategy unfolds, focusing on erecting communication infrastructure and advanc-
ing Chinese e-commerce, information technology, the Internet of Things, and
more on the global stage (Repnikova, 2022a, p. 30; Cheng, 2022). Among other vec-
tors, the Belt and Road framework incorporates such cultural endeavors as build-
ing infrastructure for the film industry (Peng & Keane, 2019). In this light, the Belt
and Road can be compared to the Marshall Plan, where one stipulation for receiv-
ing US economic aid was to grant American films increased access to national
markets (Scott, 2004, p. 55). At the same time, it is crucial to recognize that in the
contemporary era of digital communication and artificial intelligence, information
technologies and big data in and of themselves fundamentally shape narrative
transmission and community formation.

As Aynne Kokas highlights, platforms such as TikTok and WeChat (which
gather and algorithmically analyze user data) enable the Chinese government
to achieve important gains in developing Al tools (Kokas, 2023, p. 108). Fur-
thermore, the Chinese government derives strategic benefits from investments,

* The scope and objectives of this article do not permit an exhaustive analysis of further
instances showcasing the interaction and hybridization of Japanese and Chinese cultural
elements in contemporary creative industries. Such examples are readily discernible not only
in PC and mobile gaming but also in animations, comics, etc.
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notably those by the Tencent consortium, in video game production. Such invest-
ments yield extensive player data that “reveal the behavior and preferences of
people outside of China” (Kokas, 2023, p. 121).

According to Kai-Fu Lee, an IT expert and top manager, “China’s data advan-
tage extends from quantity into quality. The country’s massive number of internet
users—greater than the United States and all of Europe combined—gives it the
quantity of data, but it’s then what those users do online that gives it the quality.
The nature of China’s alternate universe of apps means that the data collected will
also be far more useful in building Al-driven companies” (Lee, 2018, pp. 62-63).
Besides the immense scale of the Chinese-language Internet, China’s data accu-
mulation leadership is driven by actively collecting data on people’s behaviors
both online and offline (Lee, 2018, pp. 63-64). In order to gather data and train
artificial intelligence, the Chinese government is establishing a network of 1 bil-
lion CCTV cameras globally, with half planned for deployment across the country
by 2021° (Kokas, 2023, p. 64). Thus, a direct correlation and synergy exist between
information infrastructure and contemporary content industries—the accumula-
tion of data and Al training enhance the efficacy of digital entertainment platforms
and improve demand forecasting, facilitating the creation of tailored content.
Simultaneously, digital entertainment itself yields valuable data resources for IT
companies.

DIVERSE APPROACHES TO THE CONCEPT OF SOFT POWER

Significant transformations within creative industries are underscored by
the increasing significance of big data, infrastructure, and artificial intelligence—
a trend highlighted by the introduction of ChatGPT, a generative Al chatbot in
October 2022, alongside Stable Diffusion in August of the same year, which crafts
images based on textual prompts and has sparked attention towards similar
software products. These advancements require a refinement of the conceptual
framework concerning the incorporation and analysis of cultural assets related
to soft power. The evident realities we are witnessing clearly indicate that cul-
tural content, acting as a unifying force for communities, should be examined in
conjunction with the economic and technological milieu in which it is created.
This is particularly important because the media technologies appear capable of

° Estimates indicate that over 620 million cameras were installed in China as of March 2024
(Jowitt, 2024).
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birthing creative outputs autonomously, without human participation (of course,
the authenticity and quality of such products is a separate and profound issue).
Disregarding these realities is not only naive but also holds the potential to lead
to misguided political decisions.

In this context, it is pertinent to note the existing disparities in the interpre-
tations of soft power within the political and academic spheres of China and the
United States. Numerous analysts point out that while the concept of soft power
has gained significant traction in China, the interpretation of it carries a slightly
altered connotation. As per Maria Repnikova, the Chinese soft power strategy
emphasizes “practical matters,” in contrast to Washington’s emphasis on “demo-
cratic values and ideals” (Repnikova, 2022b). While Nye’s initial wording placed
economic tools within hard rather than soft power (Nye, 1990, p. 164), China’s soft
power paradigm incorporates an economic development model (Li & Worm, 2011,
p. 72). Observers highlight that China’s “more pragmatic approach” is proving to
have more success in the Global South (Repnikova, 2022b), where it is viewed
as “less patronizing” compared to the American approach (Carminati, 2023). The
perspective of Mikhal Fliegel and Zdenék KfiZ may seem particularly valuable:
they connect the nuances of PRC policy to a broader comprehension of culture,
which, for the Chinese, encompasses the notion of “good governance” (Fliegel &
KFiZ, 2020, p. 14). This understanding of culture is reflected in the words of Shigong
Jiang, the vice president of Minzu University of China:

I am increasing[ly] more convinced that the most essential part of the Chi-
nese civilization lies in the concepts of “emotion” and “reason.” (...) the west-
ern civilization has not placed the emphasis on the natural feelings towards
family and individual. (....) Chinese civilization is held together by the “emo-
tion” and “reason.” (Jiang, 2017, p. 213)

“The boundaries of the state and the world are not set by rational construc-
tion (....) They are actually the scope of people’s natural emotions produced in
their daily life and interactions” (Jiang, 2017, p. 132).

A state in the modern sense should bind all citizens together through an
abstract legal mechanism. Deprived of natural factors such as region, clan,
ethnicity, religion and culture, all citizens (...) construct a state through the
legal mechanism of social contract (....) The impersonal, procedural and
abstract modern mechanism dispenses with all historical and cultural con-
notations and removes all feudal, corporative, religious and traditional ele-
ments that bind emotions together. (Jiang, 2017, pp. 110-111)

In a nutshell, Jiang’s standpoint asserts that culture (understood as “Chi-
nese civilization”) serves as a collective horizon that delineates a shared percep-
tion of reality (“world boundaries”) and political life. This perspective stands in
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contrast to the “Western” viewpoint, where culture remains a private domain for
citizens, and politics is viewed as a realm of “calculation of their interests” (Jiang,
2017, p. 110).

In Western studies of soft power, there is a tendency to perceive culture as
an autonomous sphere where human individuality thrives. The author of the soft
power concept, Joseph Nye, highlighted the appeal of American culture for being

“open, mobile, individualistic, anti-establishment, pluralistic, voluntaristic, populist,
and free” (Nye, 2004, p. 47). Many analysts, including Nye himself, identify a draw-
back in China’s soft power strategy due to its direct alignment with the country’s
broader political agenda (assuming that soft power should emanate from citizens
independently of governmental and political structures)® (Nye, 2023, p. 38; Sham-
baugh, 2015). Stanley Rosen further notes that the success of American soft power
stems from the existence of “two Americas” in people’s perceptions—the US gov-
ernment with its foreign policy and a “cultural” America, distinct from it (Rosen,
2020, p. 66). In contrast, during his address at the 20th Congress of the Com-
munist Party of China in October 2022, Xi Jinping set out to “continuously grow
China’s cultural soft power” and explicitly emphasized the role of cultural norms
in “the rule of law and the rule of virtue,” as well as “social development,” urging
to “enhance commitment to patriotism, collectivism, and socialism” (Xi, 2022,
pp. 44-45). In essence, culture is conceptualized in this context as a domain of
public policy and a factor shaping collective identity.’

THE SIGNIFICANCE OF DIGITALIZATION FOR CULTURAL SOFT POWER

Robert Cain identifies collectivist cultural values as a factor hindering the
global impact of Chinese media, suggesting that narratives drawn from the individ-
ualistic “American mythos” tend to be the most successful (Cain, 2012). However,

® Marina Lebedeva, while acknowledging this aspect in American conceptualizations of soft
power, argues that such a perspective is unduly limiting: “Non-state actors are often quite
autonomous and can independently shape a country’s soft power, as well as their own. The state
may either directly support them or maintain a distance (...). Through interacting with various
non-state actors with varying degrees of closeness, the state can deploy its soft power more
subtly” (Lebedeva, 2017, p. 218; author’s translation).

" Itisimportant to highlight that China’s soft power includes a dimension aimed at its domestic
population: as Anton Kharitonov phrases it, “In the PRC, with the growing popularity of Joseph
Nye’s foreign policy concept, efforts began to define its meanings and ideologies (...) for the ‘soft’
legitimization (...) of the CCP’s authority both domestically and internationally” (Kharitonov,
2017, pp. 113-114; author’s translation).
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this perspective offers limited utility when examining soft power within a cross-
cultural framework. For instance, Daniele Carminati’s empirical research reveals
that “the traditional and core values” of the Thai population are close to those of
China, bolstering China’s soft power within the nation (Carminati, 2020, p. 331).
While the case of Thailand finds easy explanation through linguistic and historical
affinities, comprehending the comparative success of Chinese soft power across
the broader Global South necessitates deeper contemplation.

It appears that in the era of digitalization and the escalating influence of Al
and algorithms in creative industries, a broader, collectivist, and economically
inclusive “Chinese” interpretation of culture is poised to be increasingly suc-
cessful from a soft power standpoint. When Joseph Nye discusses “culture” as
a wellspring of “soft power,” he alludes to what cultural scholar David Hesmond-
halgh terms texts—commodities prized primarily for their meaning (Hesmond-
halgh, 2019, p. 14). For him, culture encompasses entities like Hollywood films
but excludes the television sets on which they are viewed. A more expansive and
nuanced theoretical scaffold can be drawn from media studies luminary Marshall
McLuhan, who analyzed the societal implications of bicycles and clothing on par
with comic books and cinema. McLuhan’s pivotal distinction lies in categoriz-
ing communication media not as material versus immaterial or symbolic versus
mundane, but as hot versus cool: “Hot media are (...) low in participation, and
cool media are high in participation or completion by the audience.” An example
of a hot medium is cinema or photography, whereas spoken language is a cool
medium, “because so little is given and so much has to be filled in by the listener”
(McLuhan, 1994, p. 23). In the age of algorithms and artificial intelligence, smart-
phones and other tech apparatuses through which cultural content is consumed
(such as TV screens) are so saturated with automation that they diminish indi-
vidual agency and active participation. Even the selection of content to view is
outsourced to recommendation systems. In Vicente Rodriguez Ortega’s wording,
subscribers of the Netflix streaming platform “pay to buy themselves,” acquiring
the version of their preferences and behaviors crafted by the service (Ortega, 2023,
p. 135). Paradoxically, Hollywood products, traditionally lauded in soft power dis-
course as epitomes of individualism, are predominantly accessed today via digital
platforms that delegate viewer choices to automated algorithms.

In the future, the reaction to the transformation of the creative industries
may entail an increased demand for agency and genuine, meaningful choices
of one’s own. This does not necessarily imply that individuals will curtail the
time spent on platforms like YouTube or Netflix—although analysts observe that
amidst market saturation, streaming services are compelled to hike subscription
fees and trim expenses (Nicolaou & Grimes, 2023). Nonetheless, the effortless and
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widespread availability of virtual realms, where one can experience a sense of
“freedom” and “independence,” coupled with the nearly boundless array of con-
tent on offer (now often Al-generated), is likely to lead to a relative depreciation
of this very experience. This trajectory is exemplified, for instance, in the writings
of philosopher and cultural theorist Byung-Chul Han, who posits: “In virtual spaces,
the ego can practically move independent of the ‘reality principle’ (....) Increas-
ingly, virtualization and digitalization are making the real disappear” (Han, 2015,
pp. 42-43). In contemporary media spheres, “the narcissistic ego encounters itself
first and foremost” (Han, 2015, p. 43); conversely, according to Han, genuine cul-
ture “teaches symbolic values that found a community” (Han, 2022, p. 17).

CONCLUSION

The current situation could potentially benefit Beijing’s strategy, which com-
bines a narrative of the success of the Chinese economic model with infrastructural
investments, the projection of family and collectivist values in media, and the pro-
active recruitment of foreign students, alongside the promotion of Chinese lan-
guage learning. (For instance, “Chinese higher education has seen a dramatic rise
in international students” (Repnikova, 2022a, p. 52) due to its low tuition fees and
government grants, which are particularly appealing to students from the Global
South. Additionally, mastering the Chinese language can lead to well-compen-
sated employment in Chinese companies (Repnikova, 2022b).) Many people find
narratives and initiatives enticing when they enable them to experience genuine
agency and active participation in reality, fostering a sense of connection to the
community (especially if such images and ideas make them feel like an actor and
not a mere consumer). The media, cultural, and linguistic aspects of Chinese soft
power are intricately linked with the economic dynamism of the PRC. The prevail-
ing concern over the potential displacement of numerous jobs by artificial intelli-
gence—an issue that weighs heavily on developing nations, posing a threat of irre-
versible economic destabilization (Lee, 2018, p. 150)—further enhances the allure
of the “Chinese model.” Similar factors also play into Japan’s soft power strategy,
which draws not only from the vibrant realms of anime and video games but also
from official developmental aid and investments.

The common thread of many soft power studies, which Joseph Nye him-
self champions, is the assertion that the competition of narratives on the global
stage is not necessarily a “zero-sum game” (see, for instance: Nye, 2023, p. 115).
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This is because nations can leverage mutual trust to address shared challenges,
such as those related to climate issues. Regrettably, for the world’s populace, this
dynamic could easily devolve into a negative-sum game if rival political regimes
continue to accentuate disparities in the projection of their values and ideologies,
refusing to find common ground. Can Tokyo shoulder the responsibility of act-
ing as a “bridge” between competing political systems and worldviews? While
Japan undoubtedly possesses extensive cultural, economic, and technological
resources, fulfilling such a role necessitates not only these assets but also unwav-
ering political will.

BBEAEHWUE

Bo3BblweHve Kntas Kak 0OfjHOTO 13 MaBHbIX IMAEPOB MobanbHOM 3KO-
HOMUKM 1 MOAWUTUKN CONPOBOXAAETCS HEMANOBaXHbIM BbI30BOM: [eKuH CTpe-
MUTCS HapaliMBaTh «MsrKYO CHly», MPOeLMpPOBaTh Ha MEXAYHaPOAHOK apeHe
npuBneKaTenbHbli 06pa3 NOCPeACcTBOM Ky/bTypbl U Meava. 3Ha4eHne «Msrkoi
CWUAbI» 1 PACcNpPOCTPaHeHUs NprBAeKaTeNbHbIX HAPPATUBOB O CTPaHe («KuTali-
CKOWI UCTOPUM») HEOAHOKPATHO NoadepKmBanoch nuaepamu KHP, ocobeHHo Cu
LianHbnuHoM (Repnikova, 2022a, p. 2). OnHako NpuobpeTeHne «Markom Cumbl»,
Aaxe npu 0bnafaHny KonocCanbHbIMU IKOHOMUYECKUMU PECYPCaMU, MOXKET
6bITb BECbMa HEMPOCTbIM 1 AONTOBPEMEHHbIM NpoLeccoM. k. Hali (koTopblii
BBE/ NOHATUE «MATKOW CUJ/IbI» KaK «CMOCOOHOCTU BAUSATL Ha TO, HEro XoTaT
APYrvie CTpaHbl», OCHOBAHHOWM Ha HEMATepUanbHbIX PeCypcax, Takmx Kak Ky/lb-
Typa, vgeonoruns u MHCTUTYThl (Nye, 1990, pp. 166-167)) OTMETWA OHAXbI, HTO
«y KnTas HeT TaKmx KynbTypHbIX MHAYCTpUiA, kak fonnveya» (Nye, 2023, p. 98).
B cBOEN WWPOKO UMTVPYeMoii cTaTbe Ans xypHana Foreign Affairs [. Lambo
BbIPa3W/ICs BECbMa PE3KO: N0 ero c/1oBam, KuTaii <MCrbiTbIBAET OCTPYHO HEXBATKY
MATKOW CUMbI», N MUNNMAPAHbIE PACXOAbl CTPaHbl Ha rMobanbHoe MeaniHoe
NPUCYTCTBME 1 yAyYlleHne CBOEro MMnmKa GakTnyecKn He NpUHOCAT 0Taaun
(Shambaugh, 2015, pp. 99, 107).

Tem He MeHee B Hallin [iHW POCT YeNbHOr0 3KOHOMUYECKOTO W NOAUTHYe-
CKOro Beca He3anafHblx CTpaH 1 TpaHchopMaLms rMmobanbHOM KOMMYHUKaLM-
OHHOW CUCTEMbI BHOCAT B 3Ty CUTYALMIO 3aMETHbIE KOPPEKTUBbI, MPeaoCTaBss
HOBbIE BO3MOKHOCTU N1 TPAHCASALMM 1 KOHKYPEHUMM Pa3NnyHbIX HappaT1BOB.
K npumepy, BblgatoLmniics ycnex 61MsHec-Moaenu CTpPUMUHIOBbIX CEPBUCOB (aato-
LWMX BO3MOXHOCTb MPOCMOTPa MUABMOB 1 Cepranos 3a aboHEeHTCKyIO nnaTy),
OCHOBaHHbI Ha aHanwm3e «0oMbLMX AaHHbIX» 1 aNTOPUTMUYECKOK ONTUMM3aLMK
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MapKeTVHra v NPOM3BOACTBA, NO3BO/SAET NOBOPUTL O (DOPMUPOBAHM HOBOA
MUPOBOMN KUHOWHIYCTPUM — TOJBbKO Ha 3TOT pas, B OTAMYME OT NMepBOM Mono-
BUHbI XX CTONETUS, KOraa Obiv 3aN0MKeHbl CTPYKTYPHbIE OCHOBbI «3aMafoLeH-
TPUYHOW» UHAYCTPUM KMHO, B 3TOM MPOLIECCE MOTYT Y4acTBOBATb PasfinyHble
MOLLHble urpoku (Paksiutov, 2021, p. 120). V13 HMX OCOBEHHO 3HAYUTENBHbIMM
BO3MOXHOCTAMY 06nafaeT KuTait, KoTOpbI ONMpPaeTcs He TONbKO Ha OrPOMHbII
BHYTPEHHWI PIHOK, HO 1 Ha YCMELHbIA OMbIT NPOABMIKEHNS LIDPOBbLIX MPUIO-
)eHuin, Takux kak TikTok (Paksiutov, 2021, pp. 125-126).

Tak, KUTanckme CTPUMUHIOBbIE NNaTdopMbl (Takue kak WeTV, NpoeKT KoH-
rnomepaTta Tencent), paHee BeCbMa OrpaHU4eHHO NpeacTaBNeHHbIe Ha MeXay-
HapOZAHbIX PbIHKaX, B MOCNeHee BPeMS aKTUBHO NPOABUTatoTCs Ha pbiHKKM HOro-
BocTo4HOM A31MK, Ha KOTOPBIX OHM OKa3bIBatOTCS CNOCOBHbBI KOHKYPMPOBaTb
C aMepuKaHCKMMK naaTdopMammn — no aaHHbIM 3a 2022 roa, WeTV 3aHumMaeT
109% pbiHKa «CTPUMUHTa» B PEr1OHE, YCTyMNas U3 aMePHKaHCKYMX aHaNoroB TONbKO
Netflix (cM. Tabn. 1). MoMUMO KynbTYpHbIX hakTOPOB, pelwatolmM hakTopom
ycnexa KUTalCKUX CepBCOB 3A€eCh ABNsSeTC bonee HI3Kas, YeM Y aMeprKaHCKMX
KOHKYPEHTOB, CTOMMOCTL noanucku (Yee, 2023).

Tabnuua 1

PbIHOK CTPUMUHTIOBBIX cepBUcoB B FOro-BoctouHom Asun, 2022:
Hau6osnee NOMyNsipHbIE CEPBUCDI, TPUXOAALLASACA HAa HUX AONS PbIHKa (%)
1 TeppuTOopusa 6a3npoBaHus

Disnev+ Amazon
HasBaHue |Netflix |Viu WeTV Vidio Y iQIvI TruelD | Prime |Adpyrve
Hotstar )
Video
Kutai KOHTUHEHT. NHANS, | KOHTUHEHT.
Tepputopus |CLLUA (FoHKOHT) | KuTai MHpaoHesns CLIA KTait Taunang |CLA
[ons pbiHka [40% [13% 10% 9% 7% 6% 5% 1% 9%

WcTouHumk: Stein, 2023, p. 3*

Paccyxpas o rmobanbHOM COPEBHOBAHUM «MATKOW cunbl» Mexay CLUA
1 KnTaem, yMeCcTHO y4mnTbIBaTh BAUSIHYVE elye OHOW CTPaHbl C BOCTOYHOA3MaT-
CKOW KyNbTYPHOW MAEHTUYHOCTBIO, KOTOPYIO C [eKMHOM 06beaMHSIOT TeCHbIe
IKOHOMMYECKMe cBa3n, a ¢ CLUA — ellie 1 BOEHHO-NOAUTUYECKIIN COO3: ANOHNN.
Bbiwepwas B 2002 rogy ctatbs [. Makrpes «Japan’s Gross National Cool», asTop
KOTOPOW yTBEPXAar, YTO «ANOHNS 306peTaeT HOBOE MOHSATYVIE CBEPXAEPKaBbI»
(McGray, 2002, p. 44), ncnonb3ys noTeHLUMaN NonNyasipHOW KyTYPbl, MOXET Ceit-
4ac MOKa3aTbCs HECKO/bKO HaVBHOM — He TOMBKO MOTOMY, YTO 15 MOMNTUKY

! ContentAsia. (2023, February 20-March 5). Southeast Asia hits 48.4m paying SVOD subs.
Retrieved February 10, 2024, from https://www.contentasia.tv/eNewsletter/2023/ContentAsia_
eNewsletter_20_Feb-5_Mar_2023.pdf.
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XX| BeKka oka3biBaeTcs kyaa 6onee 3HauvMOol «KkecTKas cunar, Yem Hello Kitty nnm
CYMO, HO 1 BCNEACTBYME TOTO, YTO SMOHMIO MOTECHUAW Ha PErvoHanbHOM 1 ro-
H6anbHON KyNbTYPHOW apeHe HeKoTopble ApYrie CTpaHbl, B 4acTHOCTU FOxHas
Kopes. SHTy31a3M B OTHOLIEHUW SNOHCKOM KyNbTYpbl Kak pecypca BANSHNS
BbIpa3wCs, MOMVMO NPOYero, B NpuHATUM B CTpaHe BOCXOASLLEro CoMHLa CTpa-
Ternn no NPOABVHIKEHWUIO KpeaTUBHbIX MHAYCTpUiA (cTpaTerns «Cool Japan»)
1 co3paHumn B 2013 roay NOMKHOCTM OTBEYAtOLLero 3a peann3aLmnto AaHHom cTpa-
Terum MUHWUCTPA. IHTY3Ma3M, OAHAKO, MOCTENEHHO CMEHWACS Ha MecCUMy3M:
no hopMynMpoBKe UCCNefoBaTeNs, «OXKMAAHVS B OTHOWEHWN OTpaciei KoH-
TeHTa B Ae/ICTBUTENbHOCTU He onpaeaany cedbs. Bo-nepBbix, pasmep HalMoHanb-
HbIX PbIHKOB 3TVX OTPaC/el He BbIPOC HACTO/BKO, HACKOBKO MPOrHO3VPOBani
(...) Y7o ele Bonee BaXKHO, IKCMOPTHbIV NOTEHUMAN SMOHCKON NOM-KyAbTYpPbl
Takoke He bbin peann3oBaH» (Kawashima, 2018, pp. 23-24).

/1 BCe e AMOHCKYIO «MATKYI0 CUNy» BbIN0 Obl NpeXaeBpemMeHHo copachl-
BaTb CO CHETOB. YTO KacaeTcs KynbTypHOW AMnnomMaTum, NpegocTaBasemsle
UMdbpoBbIMU NNATHOPMaMU BO3MOXKHOCTU AN AUCTPUOYLIMM N MapKeTUHTa
MOTYT MPUBECTUN K HOBOMY «ByMy» SMOHCKOTO «KOHTEHTa». Tak, Mo oLeHKe Tor-
MeHemKepa cTpummnHrosoro cepsuca Netflix, sAMOHCKNIA KpeaTnBHbIN CeKTop
npeacTaBneH Ha robanbHbIX PbiHKaX 3HAYUTENBHO HIKEe CBOETO NOoTeHUMana,
M cenyvac Cnpoc Ha SMOHCKYI0 KynbTypy Haxo4UTCS Ha PeKOPAHO BbICOKOM
ypoBHe (Brzeski, 2023). Co3narHas Netflix agantaums nonynspHoro Kommukca-
maHea One Piece cTana rnobanbHbIM XMTOM, BO3M1aBWB PENTUHI NPOCMOTPA
cepBuca bonee vyem B 80 cTpaHax (Brzeski, 2023). Bblpy4ka siMOHCKMX MPOU3BO-
anTeneit aHumaumy B 2021 rogy OCTUINa PEKOPAHOTO YPOBHS, MPEBbICUB MOKa-
3aTenb 2019 roaa (T. e. npeawecTBoBaBWMiA NaHaemun COVID-19) noytu Ha 10 %
(Masuda, 2023, p. 2). [pw 3TOM BbIpy4Ka SMOHCKOM aHMMaLMK 3a pybexom B 2021
rogy npesbicuna 1,3 TPAH MeH — AaHHbIM NoKa3aTens yeennumncs ¢ 2014-ro
6onee yem Ha 300 % (Masuda, 2023, p. 6). AHANUTUKN NHAYCTPUN Ha3bIBAIOT
OCHOBHbIMM (DaKTOpamm, CNOCOBCTBYIOWMMY POCTY BbIPYYKM 13-3a pybexa,
pa3BUTUE CTPUMUHTIOBbLIX N1ATHOPM 1M MACCOBbIA CNPOC CO CTOPOHbI KNTan-
cKolt ayauTopum (Masuda, 2023, p. 2). lMoaobHble nprMepbl MOATBEPIAAIOT, HTO
SANOHMS OCTaeTCcs OAHUM 13 Hanbonee ANHAMUYHbIX UTPOKOB Ha robanbHbIX
KYNBTYPHbIX PbIHKAX.

B npupaady K nonynsipHOCTU SMOHCKON KyNbTYpPbl, «3a4acTyio HefooLe-
HEHHbIM ... PaKTOPOM CO3AaHWs KaHaNoB MATKOW CUAbl ANns SNOHUN» SBAS-
eTcst IKOHOMMYecKoe B3aumogericteme (Carminati, 2022). B KOro-BocTtouHomn
A3UW — OHOW W3 KNtOYEBbIX apeH COPEBHOBAHUS «MATKOV CUAbI» 1 OAHOM
13 Hanbonee IKOHOMUYECKYM INHAMVIYHbIX DETMOHOB MUPa — SNOHUS SBASeTCS
«CaMbIM BbI3bIBAOLLMM JOBEPUE KPYMHbIM UTPOKOM» (Seah et al., 2023, p. 50).

HAYKA TEJIEBUAEHUA 20 (3), 2024 196 THE ART AND SCIENCE OF TELEVISION



ANOHUSA — «KNHOYEBOW BHELWHWN UTPOK», Mo3BoONoWMIA cTpaHam ACEAH anBep-
cndVLMPOBATL NONUTUYECKME 1 SKOHOMUYECKME CBSA3W Ha hOHe NPOTUMBOCTO-
aHua KHP n CLUA (Ciorciari, 2021, p. 26). BaXKHbIMM UCTOYHNKAMMN «MATKOM CUMbI»
ANoHWI 9BAAIOTCS obULMansHas MOMOLLb PAa3BUTUIO U YaCTHbIE MHBECTULN
anoHckmx komnanwmia (Ciorcari and Tsutsui, 2021, p. 2). B otnndme ot CLUA, anoH-
CKas NOMOLLb PA3BUTUIO HE NPKBSA3aHA K Ue0N0rMYecKM TpeboBaHVaM K Nosy-
vatento (Ciorcari, 2021, p. 33). KynbTypHbIA 1 3KOHOMUYECKMIA aCMEKTbl STTOHCKOM
«MSrKOW CWAbl» AONONHSIOT APYr Apyra: Tak, No HaboaeHWIo uccnefosatens,
othmLManbHas NoMOLLb Pa3BUTUIO CNOCOBCTBYET MOMYASPHOCTY SNOHCKON Mac-
coBoii kyneTypsl (Cheng Chua, 2021, p. 249).

B AaHHOW cTaTbe Mbl HaMepeHbl PACCMOTPETb, KaKie NepCreKTVBb B 3MOXy
LM poBM3aLMM OTKPLIBAIOTCS AN CTpaTernu «<Msrkol cunbl» KHP, koTopas cTpe-
MUTCS 1 B 3TOM acrneKTe KOHKYPUPOBaTb C APYrnM robanbHbiM ruraHToM — CLLUA,
C y4eTOM TOro, KakuM 06pa3oM Ha AMHaMIUKY 3TOrO COPEBHOBaHMS BAUSET Ano-
Hus. Dokyc cTaTby (MPUTOM, YTO B PErVOHE MPUCYTCTBYIOT APYrine rocyfapcTaa,
obnagatolye 3Ha4YNTENbHbIM NOTEHLMANOM «MSTKOW CUMbl», TaKue Kak FOxHas
Kopes) obycnoBneH Tem, YTO B pacnofiaraeMoM MHCTPYMEHTapuu 1 cTpaTernsx
«Msirkol cnnbl» KHP 1 iNOHWMIM NpUCYTCTBYIOT CyLIECTBEHHbIE Napanneni, Hanpu-
Mep, B OTHOLWEHMUW CNONb30BaHMs KynbTypHOro Hacneams (cm. Nakano and Zhu,
2020), MHbpacTpyKTYPHbIX MHULMATKB (Yoshimatsu, 2023) 1 ap. CTpykTypa CTa-
TbW COOTBETCTBYET AaHHOW 3adaye. B nepBoM pasgene paccmMaTprBatoTCs aKTy-
anbHble NpUMepPsl B3anMOAencTBUS KnTtas v ANOHMYM B KpeaTHBHbIX MHLYCTPUsiX
(B KMHOMHAYCTPUN 1 MHAYCTPUK BUAeOUTP). BO BTOPOM paspaene aHanusupyeTcs
pacTyllee 3HaYeHne MHMPaCTPYKTYPbl A5 CTPATEMMIA «MATKOW CUAbI» B COBPEe-
MEHHbIX YCNOBYSX. B TpeTbeM pasgene 0TMeYaeTcs pasnmnyvie B KOHLEeNTya bHOM
MOHUMaHWN KyNbTYPHOW «MsrKkoi cunbl» B Kntae n CLUA. B 4yeTBepTOM, 3aKt04M-
TeNbHOM pa3fene AaHHble KOHLEeNTyaNbHble MOAXOAbI PACCMATPUBAKOTCA C TOYKM
3peHus nx 3 dEeKTUBHOCTY B 3Moxy UMbpoBM3aLMN.

B3AUMOAENCTBUE KUTAS U ANOHNN
B KPEATUBHbIX UHAYCTPUAX

Kutal sBNsSieTcs He TONbKO Ba)KHEWLW M TOProBbiM NapTHEPOM ANOHMY,
HO 1 KPYMHbIM PbIHKOM CObITa /15 SMOHCKMX MHAYCTPUIA «KyNETYPHOTO KOHTEHTa»,
4TO NpefoCTaBAseT CYLUIECTBEHHbIN NOTEHUMAN ANa NpoeKUmnn HappaTUBOB
1N naen, bnaronpuaTHbIX 415 SMOHCKOW CTPATEr U «MSITKOW CUbI».
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Tabnuua 2

CaMble KaccoBble INOHCKMeE (hUbMbl, UX 061L,as Bbipyyka (MAH gonn.)
1 gons oT o6Leii BbIpyuku (%) B AinoHUn, Kutae u ocTanibHbIX CTPaHaX B COBOKYMHOCTU

KnunHoK, paccekatowyyii YHeceHHble Cynsyma, 3aKpbl-
TeppvlTopvm AEeMOHOB: ﬂoe3,q TBoe nis npmn3paxkamm Batollas asepun Maneavix
beckoHeyHocT (2020) (2016) (2002) (2022) vnTyua (2023)
AinoHust 364,8 (90,4 %) 233,8(61,2%) |238,2(66,7%) |110,6(36,1%)  [56,2 (19,2%)
Kuraii 0(0%) 83,7(21,9%) |69 (19,3%) 111,3 (37%) 108,9 (37,1%)
3;;3”"“” 38,9 (9,6%) 64,7(169%) |50,1(14%) |82,6(269%)  |128,1 (43,7%)
Becb Mup  |403,7 (100%) 382,2 (100%) |357,3(100%) [306,5(100%)  |293,2 (100%)

Uctounukm: Box Office Mojo 20242, The Numbers 2024°

MpviBeaeHHas BollWe Tabnuua (Tabn. 2) ApKko AEMOHCTPUPYET 3HaYeHne
KUTANCKOrO PbIHKA A5 SMNOHCKNX «KYNbTYPHbBIX MHAYCTPUIA» Ha MpUMepe KuHeMa-
Torpada. Tabnua NnokasblBaeT, CKOMbKO 3apaboTany NaTh Havbonee ycnewHblx
B KMHOMpPOKaTe ANOHCKMX hUNbMOB (PSIOM C Ha3BaHWeM NPUBEEH rof NpeMb-
epsl) B ANOHMK, KnTae 1 BO BCeX OCTaNbHbIX CTPaHax MM1pPa, B3 TbIX B COBOKYMHO-
CTW. J1erko B1aeTh, 4To Ans 60bWIMHCTBa Hanbonee ycnewHblx SNOHCKUX KapTUH
(cpean NaTV NprBeAeHHbIX MUNBMOB eAMHCTBEHHbIM UCKIIOYEHWEM ABNSETCS
KapTunHa «KNWHOK, paccekatollnin 1eMOoHOB: [oe3a 6ecKOHEYHOCT W, Bbllleallas
B Mepuvof «<KOPOHaKpM3nca» U He nonyymslias npokat B KHP, no nmetoummcs
CBWETENbCTBAM, BCIEACTBME LEH3YPHbIX COObpaxeHunin) KnTait He TONbKO SBAS-
€TCs KpYNHeNLW M MCTOYHWKOM BbIPYYKM 13-3a pybexa, HO 1 NepeBeLlnBaeT no
AaHHOMY NoKa3aTesto BCe OCTasbHble CTPaHbl MMPa, BMECTe B3sThble.

yenex anOHCKMX KpeaTWBHbIX MHAYCTPUIA NPeaoCcTaBngeT BO3MOXHOCTM
KaK 1151 NPOEKLMU SSTOHCKUX HapPaTUBOB Ha pbiHKe KnTas v Apyrux cTpaH, Tak
1 AN COBEPLIEHCTBOBAHMS 1 NPOABWIKEHWS KDEAaTUBHOMO KOHTEHTA, CO3[1aHHOTO
B camoM KuTae. ApKvM NpuUMepoM 3TOM TeHAEHUMM sBAseTCs Buaeourpa Gen-
shin Impact, cosgaHHas WwaHxarcKol KomnaHmen miHoYo, — urpa, 3aumcTByo-
LWas 3NEMEHTbI BU3YaNbHOro CTUAA U MTPOBOM MEXaHUKN Y SSIMOHCKUX aHanoros
(Zheng, 2022), k aHBapto 2024 rofia 3apaboTana bonee 5 MApA AoON., 1OOMBWNCH
OrPOMHOM NONYNAPHOCTK 33 Npefaenammn KHP 1 cTaB OfHOM 13 CamblX YCNELIHbIX
B nctopun (Rosseau, 2024). B akageMnyecKomn nurepaType MOXHO BCTPETUTh
HOpPMYNMPOBKN, COMMACHO KOTOPBIM KMTaCKas MHAYCTPUS BUAEOUTp CTana
«HEOTBHEMNEMON YaCTb0 CTPATErMN MEXAYHaPOAHOM KOMMYHUKaUMK KuTasy,
a bnarMaHcKuii NpoayKT nHAYCTpuK, Genshin Impact, aBAgeTCs «BaKHeNLW UM

? https://www.boxofficemojo.com/ (10.02.2024).
3 https://www.the-numbers.com/ (27.08.2024).
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MPOEKTOM MO MPOABMIKEHWIO KUTaCKOW KynbTypbl 3a pybexom» (Chang et al,,
2023, p. 147). ABTOpPbI IpYroro nccnefoBaHns 3a4atoTcs BOMPOCOM, B KaKOM
CMbIC/I@ MOXHO FOBOPUTBL O «KMTalickocTn» Genshin Impact: npusHagas, 4To
1rpa BbINOSIHEHa B BM3YyanbHOM CTU/E SMOHCKON aHUMaLMK U SBASETCS «Kyfb-
TYPHO FMOPUAHOM MO 3aMbICAY», OHY Ha3bIBAlOT BUAEOUTPY «OAHOBPEMEHHO
KuUTanckow 1 rnobansHol» (Li and Li, 2023, pp. 447-448). NMpumep Genshin Impact
AEMOHCTPUPYET, HTO SAMOHMS, YbM TBOPYECKYE MHAYCTPUM aKTVBHO HapallmBatoT
B3aMMO/ENCTBME C aMEPUKAHCKMK LMMPOBbIMUM NnaTdhopMamMu, 3a CHET Ky/b-
TYPHOIN TOProBnu v obumx ¢ Knutaem KynsTypHbIX 31eMeHTOB CnocobHa UrpaThb
pO/b NOCpefHMKa B KyNbTYPHOM B3aMMOAENCTBUN MeXay ABYMS rMraHTamu
rnobanbHON NOANTUKN®.

3HAYEHUE NHOPACTPYKTYPbI

Ccbepa, B KoTopont Kintal v AnoHMs KOHKYPUPYIOT 3a BAVSHIKE, B NEPBYIO
ovepenb B ATP — 310 co3aaHme MHDPacTpyKTypbl. Kutackas nHnumatmea «flosc
1 NYTb», XOTS U UMEET 04EBMAHOE KOMMEePHYeCcKoe M3MepeHne (Cnpoc Ha MHdpa-
CTPYKTYPY TOMbKO B KOro-BocTouHOM A3un M3MepSeTcs B COTHIX MUNNNAPA0B
ponnapos (GlobalData, 2023)), Tatoke WMPOKO pacCMaTPUBaETCs Kak «MMUKe-
BbIVi» MPOEKT, NPU3BaHHbIN HAapacTUTb «MsTKyto cuny» KHP (Zhang, 2020, p. 157,
Repnikova, 20223, p. 48). INOHCKMM OTBETOM Ha aHHY MHNUMATUBY CTano
3anyujeHHoe B 2015 roay «[apTHEPCTBO A8 Ka4eCTBEHHOM UHDPACTPYKTYPbI»,
KOTOpOe TOXe MMeeT MUMKEBYHO, pEnyTaLMoHHYo cocTasastouyto (Carminati,
2022,p.9).

IHDPaCTPYKTYPHbIE MPOEKTLI UMEIOT U3MEpPEHME, HaMPSMYIO CBSI3aHHOE
C «Ky/IbTYPHOW MAMKOM CLUNOiA» B BONEe y3KOM CMbICe — C CO3AaHVEM W AUCTPU-
Byumen KynsTYPHOrO KOHTEHTa. TaK, B COMPSKEHUN C MHULMATMBOW «[losc
1 NyTb» peanunayetcsa ctpaterns «LUndposol LenkoBbl NyTe» — co3naHune
KOMMYHUWKALUMOHHOW MHMPACTPYKTYPbl U MPOABMKEHWE 33 pyOex oM KuTal-
CKOW 3N1EKTPOHHOM KOMMepLMU, MHDOPMALMOHHbBIX TEXHONOM N, «HTepHeTa
Bellel» 1 T. A. (Repnikova, 20223, p. 30; Cheng, 2022). B pamkax «[losica 1 nyTu»
OCYLLECTBASIOTCS KyNbTYPHbIE NPOEKTbI, B YaCTHOCTH CO3AaHNe MHhPacTPyKTypbl

4 06bem u 3afda4n [],aHHOI7I CTaTbM He NpefoCTaBiAdT HaM BO3MOXHOCTU NMPOUINIOCTPUPO-
BaTb AaHHYIO TeHAHUMIO AeTaslbHbIM pacCMOTpeHreM ,El‘aﬂbHel;\LLIl/IX npuMepos, AeEMOHCTPU-
pyrouwmnx B3aVIMOﬁLeI7ICTBI/Ie n rm6pwp,w3aumo SAMNOHCKMX 1N KNTaNCKNX KYyNbTYPHbBIX 3/1eMEeHTOB
B COBpPEeMeHHbIX KpeaTUBHbIX NHOYCTPUAX: I'IOLI'O6HbIe KeWchbl Nerko O6Hapy)+(l/ITb He TONIbKO
B KOMMbHOTEPHbIX U MOBUNBbHbIX nrpax, Ho 1 B aHMMaunu, KOMMKCax 1 npo4.
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Ans KHouHaycTpun (Peng and Keene, 2019) — B 3TOM OTHOWeHMM «[1osic 1 NyTh»
MOXXHO CpaBHUTL C MnaHom Mapuianna, CornacHo KOTOPOMY OAHUM 13 YCNOBUIA
nonyyerust ot CLUA 3koHOMMYECKOW NOMOLLM BbINO NpefocTaBneHe amepu-
KaHCKMM KMHOKapT1HaMm H6osee WpoKoro AoCTyna Ha HaluMoHanbHble PbIHKY
(Scott, 2004, p. 55). Mp¥ 3TOM BaXKHO MOHUMaTb, 4TO B TEKYLLYO 3NOXY LMDPOBbLIX
KOMMYHUKALMIA 1 MCKYCCTBEHHOIO MHTeNneKTa MUHMOPMaLMOHHbIE TEXHONOT N
1 «BonblUVie laHHbIe» cCaMm NO cebe UrpatoT NPYHUMNNANBbHYIO POfb B TPAHCS-
LMV HappaTVBOB 1 GOPMUPOBAHIM COODLIECTB.

Kak oTmevaeT nccnegosatens A. Kokac, bnarogaps TaknMmM NpunoXeHusm,
Kak TikTok 1 WeChat (koTopble cobrpatoT 1 anropuTMUMYecKky aHanmanpytoT aaH-
Hble O CBOWX MONb30BaTeNAX), «<KUTANCKOEe NPaBUTENbCTBO MOXET MOMYHYNTb CyLLe-
CTBEHHbIE NPenMyLlecTBa B pa3paboTKe UCKYCCTBEHHOro nHTennexkTa» (Kokas,
2023, p. 108). Kpome Toro, KuTalckoe NpaBUTeNbCTBO «M3BNEKAET CTpaTernyeckme
npenMyLLecTBa» U3 MHBECTULMI (MPOV3BOAMMBIX, B 4aCTHOCTU, KOHCOPLMYMOM
Tencent) B cozpaHuie B1ugeourp — nofobHbIe BNOXEHMS NO3BOASIOT NONyYaTb
Honbluvie MaccuBbl faHHbIX O UTPOKaX, KOTOPbIE «OTPaXKatoT NMoBefeHvie v nped-
noyTeHus noaeit 3a npeaenammn Kntas» (Kokas, 2023, p. 121).

Mo dopmynmposke K. /v, akcnepTa 1 Ton-MeHemkepa B chepe MHhopmaLim-
OHHBbIX TEXHONOT WA, <KTal MEEeT NPerMYLLECTBO U B KONMYECTBE, U B KayecTse
AaHHbIX. OrPOMHOE KONM4eCTBO Nosb3oBaTeneit iHTepHeTa B CTpaHe — 6osblue,
vem B CLUA v EBpone BMecTe B3sTbIX — flaeT el 06beM flaHHbIX, HO TO, 4TO 3TV MOMb-
30BaTeNu fenatoT oHNalH, obecneynBaeT ka4ecTso. [prpoaa KUTaMCKON ansTep-
HaTWBHOW BCENEHHOW NPUNOXKEHWI FapaHTUPYeT, YTO CObpaHHble iaHHble ByayT
OYeHb NoNe3HbI N8 KOMNaHWIA, 331eMCTBYHOLINX UCKYCCTBEHHbIV MHTENNEKT» (Lee,
2018, pp. 62-63). MOMUMO KONOCCaNbHbIX MacliTaboB VIHTEpHETa Ha KMTaNCKOM
A3blke, NAepcTBY KnuTas C TOYKM 3peHIst HaKoMIeHWs laHHbIX CMOCOBCTBYET aKKy-
MYNMPOBaHME MHMOPMaLMK O MOBEAEH WM NIOAEIN HE TONBKO OHAANH, HO U B peasb-
HOM 13HK (Lee, 2018, pp. 63-64). [1ns cbopa AaHHbIX 1 0OY4EHNS MCKYCCTBEHHOTO
NHTeNneKTa npaBmTenbCcTBo KHP co3paeT Ha nnaHeTe ceTb 13 1 MNP Kamep Buae-
OHabngeHNs, N3 KOTOPbIX MONOBKHA AOMKHA Obina ObITh YCTaHOBNEHA Ha Teppu-
TOpUK CTpaHsbl k 2021 roay® (Kokas, 2023, p. 64). MTak, ecTb npsiMas CBsi3b, CMHEpPrus
Mexay MHPOPMaLMOHHOW MHMPACTPYKTYPOIM 1 COBPEMEHHbBIMU UHAYCTPUAMM
KOHTEHTa — HaKOMEHNE AaHHbIX M 0BYYEHNE MCKYCCTBEHHOO MHTENEKTa NO3BOo-
NsieT NoBbIWaTh 3PPEKTUBHOCTb LIMMPOBbIX Pa3BAeKaTeNbHbIX N1aThopM, TOYHee
MPOrHO3VPOBAaTh CyLIECTBYIOLMIA CIPOC M MPOU3BOANTL COOTBETCTBYIOLLMIA KOH-
TEHT; B CBOO 04epefib, Camu LMMPOBbIE pa3BeyeHys NPeaoCTaBnsioT AaHHbIe,
KOTOPbIE SABASIOTCS LIeHHbIM PecypcoM Ans [T-komnaHuii.

° Mo nmMetolwmMcs oleHKkam (Ha MapT 2024) B KnTae 6bin0 ycTaHoBNeHO 6onee 620 MH Kamep
(Jowitt, 2024).
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PA3/IMYHBIE NOAXOAbI K COAEPXAHUIO «MATKOM CUMbl»

KopeHHble M3MEHEHUs B CTPYKTYPE KpPeaTWBHbIX MPOM3BOACTB, BKIIIO-
Yas Bo3pacTatollee 3HaveHne «bonblNX AaHHbIX», MHMDPACTPYKTYPbI 1 UCKYC-
CTBEHHOMO MHTENNeKTa (HanoMHUM, B OKTA6pe 2022 rofa WmnpoKor nybnanke
6bIN NpeACTaBNeH «reHepaTUBHBbIV MCKYCCTBEHHbIN HTennekT» ChatGPT, Bbiga-
IOLLMIA TEKCTbl Ha 3aflaHHble Tembl, @ aBrycTe Toro xe roga — Stable Diffusion,
reHepupYIoLNA 1306paXeHs No TEKCTOBOMY 3aMpocy, MNOC/e Yero 3Ha4nTe N b-
HOe BHUMaHMe NPUBNEK LeNblli P aHanornyHbIX NPorpamMmMHbIX MPOAYKTOB),
TpebytoT 0paboTKM KOHLEeNTYanbHOro annaparta, CBA3aHHOIO C Y4eTOM Vi aHanu-
30M Ky/IbTYPHbIX PECYPCOB «MSITKOM CWlbl». Habniofaemble Hamu peanuun Heapy-
CMbICIEHHO YKa3bIBAIOT Ha TO, YTO KY/bTYPHbI KOHTEHT, 06 beANHSOWMI Ntoaein
B COOBLLECTBA, yMECTHO pacCMaTprBaTb B COMPSIKEHVIN C SKOHOMUYECKON 1 Tex-
HOMOrMYECKOW CPefioit, B KOTOPOI 3TOT KOHTEHT CO3AaeTcsl — XOTs Hbl MOTOMY,
4TO TEXHOMOMMYeCKasl cpeaa, No-BUAMMOMY, OKa3blBAETCs CNocobHa reHepupo-
BaTb TBOPYECKME NPOYKTbI 6e3 yHacTus YenoBeka (pasymMeeTcsi, ayTeHTUYHOCTb,
Ka4yecTBO TaKMX MPOAYKTOB — 3TO OTAENbHbIN rMyboKuiA Bonpoc). VirHopupo-
BaHvie 3TUX peanuii He NPOCTO HaUBHO, HO ¥ MOXET MPUBECTU K OLIMOOYHbIM
NOANTUYECKMM PELIEHUSAM.

B 3TOW CBSI3N BeCbMa YMECTHO 06paThTh BHUMaHMeE Ha CyLIeCTBYyolLmME
Pa3NNYNS B MOHUMAHNN «MATKOW CUNbI» MOAUTUYECKMMM 1 aKafeMUYeCKUMU
kpyramu Kntas n CLLA. MHOM e 0603peBaTenv 0TMEeYatoT, YTO, XOTS KOHLenUmns
«MSTKOM cunbl» Nprobpena B Kntae 3HaunTenbHOE BANSIHME, B Hee BK1a/blBa-
€TCS HECKOMBKO M3MEHEHHbIV CMbICA. M. PenH1KoBa OTMeYaeT, YTo KuTaickas
CTpaTerus Markom cunbl npuaaeT 6onblie 3Ha4YeHMs «NpakTUYecKM nNpobne-
Mam», a BalWMHITOH AenaeT akUeHT Ha «AeMOKpaTUYeCcKmx LeHHOCTAX 1 nae-
anax» (Repnikova, 2022b). B To Bpems kak U3HavanbHas hopMmynmposka Has
BCTpanBana 3KOHOMUYECKNE MHCTPYMEHTHI HE B «MATKYIO», @ B OKECTKYHO» CUY
(Nye, 1990, p. 164), B KnTae «Msrkas cuna» BKIOYaeT MOAENb IKOHOMUYECKOTO
pa3suTus (Liand Worm, 2011, p. 72). Obo3peBaTeny 0TMeyatoT, 4TO «mparMaTmy-
Has» KUTalCKas cTpaTeruns okasbiBaeTcs 3chMeKTUBHOW B CTpaHax [MobanbHoro
tOra (Repnikova, 2022b), rae oHa BOCNPUHUMAETCS Kak «<MeHee CHUCXOAUTENb-
Has», Yem amepukaHckas (Carminati, 2023). Ha Halw B3rns/, BeCbMa None3HoMm
SBNAETCA TO4Ka 3peHus M. danrens u 3. Kpusa — OHM CBA3bIBAIOT OCOOEHHOCTU
nonutukn KHP ¢ 6onee mnpokMM NoHUMaHWeM KynbTypbl, KOTOpas ans KuTam-
LieB BKtoYaeT «xopollee ynpasneruve» (Fliegel and KfiZ, 2020, p. 14). Kak pa3
Takoe MNOHMMaHMe KynbTypbl OTPaXatoT C/I0Ba BULe-Npe3naeHTa YHBepcHTEeTa
MuHbL3Y L. Li3sHa: «A ybexpaeH, 4To Hanbonee cylllecTBeHHas XapaKTepucTKa
KNTaNCKOW UMBUAM3aLMM CBSI3aHa C MOHATUAMM «4yBCTBa» U «pasymar. (...)
3anagHas uMBMNM3aUmMs He aenaeT akLeHT Ha eCTeCTBEHHbIX YYBCTBAX K CEMbE,
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K 4yenoBeky. (...) KuTanckyio UMBUNM3ALMIO AepXXaT BMECTe «4yBCTBa» 1 «Pasym»
(Jiang, 2017, p. 213). «[paHnLbl CTPaHbI U M1Pa He ONPeAensoTCs paUMoHanbHbIM
KOHCTpynpoBaHueM (...) OHM OTpaXatoT MacluTab ecTeCTBEHHbIX YyBCTB Ntofel,
BO3HMKALWWMX B X MOBCEAHEBHOW XM3HWN 1 B3avmMogencTeum» (Jiang, 2017,
p. 132). «focynapcTBoO B COBPEMEHHOM CMbIC/e 06BEANHAET NtoAein NocpeacT-
BOM abCTpaKTHOro NPaBoOBOro MexaHv3Ma. OTpeLleHHble OT eCTeCTBEHHbIX hak-
TOPOB, TaKWX KaK PErvioH, pof, STHUYHOCTb, PeNUrus 1 KynsTypa, rpaxaaxe (...)
KOHCTPYVPYHOT rocyAapCTBO NOCPEACTBOM NPaBOBbIX MEXaHM3MOB COLMANbHOMO
KOHTpakKTa (...) Takoi 6e3n114HbIi, NpoLeaypanbHbIv U abCTPaKTHbIN COBPeMeH-
HbI MEXaHM3M TepseT UCTOPUYECKHME U KyNBTYPHbIE KOHHOTaL MK, yCTpaHss BCe
COCNOBHbIE, KOPNOPaTUBHbIE, PENUTVNO3HbIE Y TPAANLMNOHHbIE 3M1eMEHTbI, KOTO-
pble MOPOXAatoT YyBCTBO 06WHOCTMY» (Jiang, 2017, pp. 110-111).

B kopoTKoM 0606LieHI, N03KLUKMS LI3sHa COCTOUT B TOM, Y4TO Ky/bTypa
(B MOHMMaHUW «KNTANCKON UMBUAM3ALMI») ABASETCS COBMECTHbBIM FOPU30OHTOM,
onpegenstolmmM oblee NoHUMaHwe peanbHOCTY («FpaHKnLbl MUPa») U NOAUTK-
YECKYH0 XW3Hb. ITO NMOHUMaHWe LI3sH NpoTMBOMNOCTABASET «3anafHoOMy», /s
KOTOPOTO Ky/nbTypa SBASETCS AN rpa)aaH npueaTHoM chepoit, a NonuTnKa —
cdepoli «pacyeTa B COOCTBEHHbIX MHTepecax» (Jiang, 2017, p. 110).

B 3anafHbIX MCCNEAOBAHMAX «MSATKOM CUMbI» €CTb TEHAEHUWS paccMaTpu-
BaTb KyNbTYPY Kak camofioBetoLlyto chepy, B KOTOPOW peanusyeTcs MHAVBUAY-
anbHOCTb YenoBeKa. ABTOP KOHLENUMU «MATKOW cubl» k. Hali nogyepkmnsan
npvBReKaTeNbHOCTb aMEPUKAHCKOM KyNbTYpbl, KOTOPas «OTKPbITa, MOBUALHA,
NHAVBUAYANNCTUYHA, He3aBKCKMa, NAPaNNCTUYHa, CAaMOBO/IbHA, MaccoBa
n ceoboaHa» (Nye, 2004, p. 47). MHoruve obo3peBaTtenu, BkatoYas camoro Has,
Ha3bIBAOT HEOCTATKOM KUTAMCKON CTPATErMM «MSArKOW CUNbI» €€ MPSAMYIO CBS3b
c bonee WIPOKNM NOAUTUHECKMM KYPCOM CTPaHbl (MCX0As U3 NPeAnoChIKM, 4TO
«MSITKYIO CUAY» O/MKHBI FeHEPMPOBaTh MpaaaHe He3aBMCKMO OT roCcyAapCTBeH-
HbIX, nonnUTMYecknx cTpykTyp)® (Nye, 2023, p. 38; Shambaugh, 2015). C. Po3eH
B 3TOW CBSI3M [laXKe yKa3bIBaeT, YTO YCNex aMepUKaHCKOM «MArKOM CUbl» OCHO-
BaH Ha TOM, YTO B CO3HAHMM NtOAEN CyLIECTBYIOT «ABE AMEPUKM» — «Ky/IbTYpHast»
AmeprKa OTeNbHO OT NPaBUTENbCTBA W BHEWHEeW NONUTUKK CcTpaHbl (Rosen,
2020, p. 66). HanpoTnBe, B cBoeM BbICTYNNeHMM Ha XX cbe3ae KomnapTumn KHP
B oKTA6pe 2022 roga Cv LU3MHBbNMH, NOCTaBMB 3aa4y «YKPenasaTb KynsTypPHYO

® M.M. NlebeneBa, oTMeYast 3TOT acneKT B aMePUKaHCKNX KOHLENTYanu3aumsax «Marko Cbl»,
YTBEPXAAET, 4TO TaKoe NOHMMaHWe SABASETCS HeONPaBAAHHO OrPaHMYMBaIOLLMM: <Herocyaap-
CTBEHHbIE aKTOPbI BO MHOTMX C/TyHasix AOBOIbHO CAMOCTOSATENbHbI 1 MOTYT CaMn DOPMUPOBaThL
“MSArKyto Cy” CTpaHbl, @ TaKke CBOK COOCTBEHHYIO. [OCYAapPCTBO NMPY 3TOM MOXET OKa3blBaTb
1M HEMOCPEeACTBEHHOE COINCTBIE, @ MOXET ANCTaHUMPOBATLCS (...) Mpy 3TOM rocyaapcTeo,
B3aVIMOENCTBYS C PAa3IMYHbIMK MO CTeneHn 6AN30CTY C HUM HErOCYAaPCTBEHHBIMY aKTOPaMU,
MOXET 60/ee TOHKO MCMONb30BaThb CBOO “MsirKyto cuny”» (/lebegesa, 2017, ¢. 218).
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«

MSATKYI0 cny” Kutas», SKCnAUUMTHO NOAYEPKHY POSb KyNbTYPHbIX HOPM B «TOCY-
[apCTBEHHOM YNpaBAeHnY», «<MPaBOBOM CTPOUTENBCTBE» U «COLUMANnbHOM pas-
BUTUM», NPK3BAB «yCUMBATh BOCMUTAHNME B Ayxe NaTpuoTV3Ma, KONNEKTVBM3MA
n coumanusma» (Cu, 2022, c. 44-45). IHbIMK CNOBaMU, B AaHHOM MOHUMaH WK
KyNbTYpa MbIC/IMTCSA KaK apeHa rocyapCTBEHHOW NOANTUKL 1 Kak hakTop, obpa-
3YIOWMNIA KONNEKTUBHYO NAEHTUYHOCTD'.

3HAYEHUE LUSPOBU3ALMN ANA KY/ILTYPHOWN «MATKOW CUNbI»

P. KelH Ha3bIBaeT KONNEKTUBKCTCKME KyNBTYPHbIE LEHHOCTY cpeau dak-
TOPOB, CAEPKMBAIOLNX FN0DANBHOE BANSHUE KUTAWCKNX MeamMa — UCXoas U3
TOro, 4TO Hambonee yCreLHbIMY OKa3blBalOTCS UCTOPUN, OCHOBaHHbIE Ha UHAN-
BMAYaNUCTUYECKOM «aMepurKkaHckoM Mude» (Cain, 2012). OaHaKo 3Ta TouKa
3pEHNs Mano nonesHa 4fs aHanm3a «Markon CUbl» B MEXKYIbTYPHOM KOHTeK-
cte. Tak, . KapMnHaTt Ha OCHOBE 3MMNPUYECKOro NCCNefoBaHNs NPUXOANT
K BbIBOAY, YTO «TPagMLMOHHbIe 1 6a30Bble LeHHOCTW» Hacenenus TannaHaa
BAN3KM K KUTANCKMM, YTO CNOCOBCTBYET HapalMBaHMIO «MATKOW Cfbl» KnTas
B cTpaHe (Carminati, 2020, p. 331). Ecnv kelic TannaHaa Nerko o6bsACHUM 93bIKO-
BOW U MCTOPUYECKON BAN30CTbIO, CPAaBHUTENbHbIN YCMNEX KUTANCKOW «MSArKOM
cnnbl» B Bonee WpoKoM KOHTEKCTe MMobanbHoro Kra TpebyeT ocMblCneHns.

MpeacTaBaseTcs, YTO B YCAOBUAX LMMPOBMU3aLIMK, BO3paCTatoLlen ponu
MNCKYCCTBEHHOTO MHTENNEKTa 1 anropuTMOB B TBOPYECKMX MHAYCTPUsX Bonee
WMPOKOE, KONNEKTUBUCTCKOE 1 BK/IIOYaIOLLIEE IKOHOMUKY «KUTANCKOe» MOHW-
MaHwve KynsTypbl byaeT Bce 6onee ycnewHbiM C TOYKM 3PEHNUS «MATKOW CUMbI».
Korpa k. Hali roBOPUT O «KyNbType» Kak pecypce «Markoi CUbl», OH MMeeT
B BMAY TO, YTO Ky/bTyponor /1. Xe3MoHAaNW Ha3biBaeT «TekcTamu» (bnara, KoTo-
pble LeHATCS NpenMyLLecTBeHHO 3a ux cmbicn (Hesmondhalgh, 2019, p. 14)): kynb-
Typa [i/19 Hero BK/t0YaeT, HanpuMep, ronnmeyackue huibMbl, HO He TeNeBm3op,
Ha KOTOPOM MOXHO VX MOCMOTPETb. bonee WMpoKyo 1 HI0aHCMPOBaHHYIO Teo-
PETUYECKYIO PaMKy MOXHO M0O3aKMMCTBOBaTL Y KacChKa MeamanccaefoBaHuin
M. MaktoaHa, KOTOPbIM aHann3MpoBan colnanbHoe 3Ha4YeHne BeoC1neon
1 ONEXAbl HAPaBHe C KOMMKCaAMM U KMHO. KntoueBbiM ansg MakniosHa seaseTcs

" B 3TOV CBSA3W BaXKHO OTMETUTb, YTO KMTACKas «Msirkas cuna» UMeeT U3MepeHie, Hanpas-
NeHHOoe Ha cobcTBeHHOoe Hacenervie KHP: no chopmynmposke A, XapuToHoBa, «B KHP Ha Bon-
He nonynspr3aLmmn 3apybexHor NoNMTUYECKor KoHUenumn [roseda Has Havancs nonck ee
CMbIC/IOBOTO U MAEONOTUYECKOrO HaMOMHEeHWS ... AN “MArkoin” nervTumaumn ... snactu KIMK
KaK BHYTpW KnTas, Tak 1 3a pybexom» (XaputoHos, 2017, c. 113-114).

HAYKA TEJIEBUAEHUNA 20 (3), 2024 203 THE ART AND SCIENCE OF TELEVISION



AeneHne Meamna («CpefcTB CBA3M») He Ha «MaTepuanbHbie» Y <HeMaTepuanbHble»
UV «<CUMBOMYECKYIE» U «OBbIAEHHBIE, @ Ha «rOPSYME» 1 «<XONOAHbBIE: «ropsiyme
CPeACTBa XapaKTepM3YKTCS ... HU3KOWM CTEMeHbIo y4acTus ayanTopuu, a Xonoa-
Hble — BbICOKOW CTEMEHbIO ee y4acTus»; NpYMep ropsiyero CPeacTsa — KMHO UK
coTorpaduis; ycTHas pedb — XONOAHOe CPeACTBO, T. K. «C/yWaTeNto nepefaeTcs
OY€Hb Mano, ¥ O4eHb MHOTOe eMy NMPUXOANTCS AOAYMbIBAaTb camomy» (MclLu-
han, 1994, p. 23). MOXXHO 3aMETUTb, 4TO B 3MOXY anroPUTMOB 1 UCKYCCTBEHHOTO
MHTeNNeKTa cMapT@OHbI 1 ApYrne TEXHONOrMYeCcKre yCTPOMCTBa, NoCcpeacT-
BOM KOTOPbIX Mbl MOTPebnseM KynsTypHbIN KOHTEHT (TeneakpaHbl, Hanpumep),
HaCTOMNbKO «MEePErpeThbi», YTO He OCTABAAOT NHOASM MOYTU HUKAKON aKTVBHOW
PONW, areHTHOCTW: Aaxe BbIOMPatoT, YTO MOCMOTPETH, 3@ HAaC peKoMeHaaTeNb-
Hble crcTembl. [1o hopMynMpoBKe KccnegoBaTens, MOANUCHNKY CTPUMUHTOBOTO
cepBuca Netflix «nnataT 3a camux cebsi», T. e. 3a chOPMUPOBAHHYIO CEPBLCOM
BEPCUIO VX NpefnoydTeHnin n nosefeHns (Ortega, 2023, p. 135). MapagokcansHo,
4TO NpoAyKUMs [ONNMBYAA, KOTOPYIO B MTEPaType Mo «MArkoi cune» NpUHSTO
cYMTaTh 0OpasLOM MHAMBUAYaNM3Ma, NOTPEONSETCA B HALUM AHW NpenmMyLLe-
CTBEHHO Ha UMdPOBLIX NNaThopmMax, KOTopble 3pUTENbCKIMIA BbIOOP NepeaatoT
aBTOMAaTM3MPOBAHHbIM aNroOpUTMaM.

Ha Haw B3rnsaa, peakumen Ha TpaHchopMaumo TBOPYECKNUX MHAYCTPUIA
byaeT NoBbllLIeHWe 3anpoca Ha areHTHOCTb, COBCTBEHHbIV peanbHO 3HAYMMBbIN
BbI6OP. ITO He 0653aTeNbHO 03HAYAET, YTO Ntoan byayT OrpaHUYNBaTh BpEMS,
KOTOpoe OHW TpaTaT Ha YouTube munu Netflix (o6o3pesaTtenu, Bnpoyem, oTme-
4atoT, YTO «CTPUMUHIOBLIM CepBMCaM» Ha POHEe NepeHachiWeHHOCTY PbiHKa
NPUXOAMTCA MOBbIWATbL CTOMMOCTb MOAMMUCKM 1 COKpalaThb pacxoasl (Nico-
laou and Grimes, 2023)). OaHaKo nerkas 1 MaccoBas AOCTYMHOCTb BUPTYasb-
HbIX MPOCTPAHCTB, FAe MOXHO OLLYTUTb OMbIT «CBODBOAbI» U «HE3aBUCUMOCTWY,
1 NOYTK BesrpaHnyHoe pazHoobpasve npeanaraeMoro B HUX KOHTEHTa (KoTo-
PbIi TENepb K TOMY e MOXKET reHeprpoBaThCs C MCNonb3oBaHveM M) byayT
NpVBOAUTL K OTHOCKTENbHOMY 06eCLeHnBaHMIO 3TOro onbiTa. ITOT TPEHA
MOYXHO OTCNeAnTb, HanpuMep, Mo TekcTaMm Gunocoda 1 TeopeTnKa KyasTypsl
b. XaHa, KoTopbIV NUWeT: «B BMPTYyanbHbIX NPOCTPAHCTBAX 3r0 MOXET AeCTBO-
BaTb NpaKTUyecKkn 6e3oTHOCKTENbHO “NPUHLMNA peanbHocTW (...) BupTyanu-
3auMa 1 UMdPoBK3aLMS 3amellatoT cobolt peanbHOCTb» (Han, 2015, pp. 42-43).
B npocTpaHCcTBax COBPEMEHHbIX Mefra «3ro BCTpeYaeTcs, rMaBHbIM 06pa3oM,
c camum coboi» (Han, 2015, p. 43); HaNPOTWB, NOAMHHAs KynbTypa, No Gop-
MYNMPOBKe XaHa, «y4UT CUMBONUYECKUM LIEHHOCTSM, KOTOPbIMM CKpEnnseTcs
coobuiectso» (Han, 2022, p. 17).
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3AK/TIOYEHME

VIMeHHO TaKas cuTyalus MoXeT bnaronpusTCTBOBaTh cTpaTernu MNexrHa,
coyeTatollel HappaTne 0b ycnexe KUTarcKoM 3KOHOMMYECKO Moienw ¢ MHdpa-
CTPYKTYPHbBIMU HBECTULMSMU, aKTUBHbIM MPYBAEYEHNEM MHOCTPAHHbIX CTYAEeH-
TOB 1 0By4eHVEM KUTaCKOMY 3bIKY (KMTaliCKoe BbiClee 0bpa3oBaHue 1eMOH-
CTPUPYET «3HAYNTENbHbIN HAMABIB MHOCTPaHHbIX CTYAeHTOB» (Repnikova, 20223,
p. 52) 6narogaps HU3KOW CTOMMOCTI OBYYEeHNs 1 FOCYAAPCTBEHHbIM FPaHTaM,
KOTOpble 0COBEHHO NpyBReKaTeNbHbl ANs CTyAeHTOB 13 MnobansHoro Hra, Kak
1 VN3yHeHwe K1TaCKOro s3blka, KOTOpoe NO3BOASET NONYYNTb OCTONHO Onna-
4MBaemyto paboTy B KMTancKolM koMnaHuu (Repnikova, 2022b)), n npoekunen
CEeMENHbIX 1 KONMNEKTUBUCTKMX LIeHHOCTEN B Meana. [nst o4eHb MHOTUX ntoaen
npviBneKaTeNbHbl NOA0OHbBIE HAPPATVBbI, MPOEKTbI, KOTOPbLIe NO3BOASIOT UM
OLWYTUTb COOCTBEHHYIO peanbHYIo areHTHOCTb, COBCTBEHHOE aKTVBHOE yyac-
TWe B peanbHOCTW; Takve 0bpasbl 1 MAen, KOTopble JatoT MM CBs3b C cOoDLLe-
CTBOM (OCOBEHHO ecnn Npu 3TOM MOXXHO YyBCTBOBATbH Cebst akTOPOM, a He Mpo-
CTO NoTpebuTenem). MeaninHbIM, KyNbTYPHbIN, S3bIKOBOW acneKTbl KATalCKOM
«MSATKOM CUAbI» KaK pa3 acCoLMmMpyTCs C 3KOHOMUYECKUM AnHamMmuamomM KHP.
CylecTBytollas TpeBora, BblaBaHHas NepCcreKTUBON 3aMeHbl MHOTMX pPaboymx
MECT WCKYCCTBEHHBIM WHTENNEKTOM — 3Ta npobneMa CTonT 0CobeHHO OCTPO
AN pa3BMBAIOLLMXCS CTPaH, rPoO3s MM HeobpaTUMbIM 3KOHOMMYECKUM OCHOBA-
HueM (Lee, 2018, p. 150) — TaroKe CNOCOBCTBYET NPUBNEKATENBHOCTH «KUTACKOM
Mofaenm». CxofHble hakTopbl GAATONPUATHbI U AN SNOHCKOM CTPATEr M «MSTKOM
CUAbI», KOTOPAsi OCHOBaHa He TOMbKO Ha KPacoYHbIX MUPax aHMMe v BUAEOUrp,
HO 1 Ha oWLManbHON NOMOLLM Pa3BUTUIO M MHBECTULISX.

Oblee MeCTo MHOMMX UCCNe0BaHI «MATKOW CUbI», KOTOPLIM 3adaeT
TOH cam [Dx. Hali — yTBepaaTh, 4TO KOHKYPEHLVIS HappaTUBOB Ha rMobanbHoM
apeHe He 06513aTeNbHO SBASETCA «UrPOWA C HyNeBoW CymMoit» (M. Hamp.: (Nye,
2023, p. 115)), bnarogaps ToMy, 4TO rocyapcTBa MOryT UCMNONb30BaTb B3anM-
HOe foBepyie /15 pelleHns 0OLIMX BbI3OBOB (Hanpumep, KNMMaTUYecKkux) 1 T. A.
K coxaneHuto, Ans HaceneHns nnaHeTsl OHa BNOAHE MOXET OKa3aThbCs, TaK CKa-
3aTh, <MIPOW C OTPULIATENBHOM CYMMOW», CMTN KOHKYPVIPYIOLLME NOANTUYECKIME
peXuMbl ByyT akLEeHTMPOBaTb NPy NPOEKLMM CBOVX LLEHHOCTEN 1 1Ae0No-
remM pasnnyums 1 OTKasblBaTbCs OT NMOMCKa 0OWMX MecT. MoxeT N1 TOKMO B3sThb
Ha cebs Takyto 3aa4y, BbICTYNUTb B PONW «MOCTa» MEXAY KOHKYPUPYIOLLMMY
NOAUTUYECKUMU CUCTEMAMM Y MUPOBO33PEHVIAMI? AMOHMS, HECOMHEHHO, 0bna-
AaeT 0bWUPHBIMU KyNBTYPHbBIMU, 3KOHOMUYECKNMU, TEXHONOTUYECKMI Pecyp-
camu, Ho ANs NOI06HON 3324V Hy)KHa ellle ¥ MoNUTUYecKas BONS.
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