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Visual censorship

and cultural adaptation:
The body in

The Adventures of Tintin

Abstract. This article explores the editorial and visual transformations
of The Adventures of Tintin, examining how the series evolved from its
original newspaper serialization into album format and transmedia
adaptations. Drawing on the frameworks of visual grammar (Kress &
van Leeuwen), macrosemiotics (Groensteen), and cognitive narratology
(Herman; Mikkonen), the study analyzes the changing structure of the
comic, the modalities of its reception, and the representations of the body in
transnational editions. Special attention is given to censorship, localization
practices, and technological shifts that reframe Tintin not only as a narrative
figure, but as a cultural sign. The study argues that editorial revisions,
colorization, and international adaptations turn the comic into a dynamic
site of cultural negotiation, where the body, language, and media converge
to shape reader perception. Tintin thus becomes not merely a fictional
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character, but an editorially modulated transnational media construct
responsive to ideological, historical and market demands.

Keywords: visual grammar, comics studies, Tintin, editorial adaptation,
media semiotics, localization, transnational narrative
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Br3yanbHada LeH3ypa
N KynbTypHasa aganTaumg:
Teno B «[prknroYeHNAX TUHTUHa»

AHHoTauumsa. CTaTbs NOCBSALLIEHa PeAAKTOPCKMM 1 BU3yabHbIM TpaHChop-
Maumsam «[pUKNIOYeHNt TUHTUHE», UCCRelys, Kak Cepyist BOOLMOHMPO-
Bafa OT NepPBOHAYaNbHOW ra3eTHoON NybAnKaumm K anbboMHomy hopmaty
Y TpaHcMeaniHbIM aganTauymsam. OCHOBbLIBAsCb Ha NOAXOAaxX BU3yaslb-
HOW rpammaTnkn (Kpecc 1 BaH /leBeH), MakpoCceMmnoTukn (FpyaHCTeH)
1 KOTHUTWBHOW HappaTonorum (XepMaH; MUKKOHEH), aBTop aHanmaupyet
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M3MEHEeHMs B CTPYKTYpe KOMMKCa, MOAANbHOCTY €ro BOCMPUATUS U pe-
npeseHTauuM Tena B TpaHCHaLUMOHanbHbIx U3fgaHunsax. Ocoboe BHUMaHMe
yensieTcs Bonpocam LieH3ypbl, MPpaKTVKaM NoKanm3aumm n TexHonoruye-
CKMM CQiBMTaM, KOTOPbIe NepPeocMbICASIOT TUHTMHA He TONbKO Kak Happa-
TMBHOMO NEePCOHaXa, HO U KaK KyNbTypHbIV 3HaK. B cTaTbe yTBEpPXKaETCS,
4TO pefaKkTOpCKMeE NPaBKKM, pacKkpacka U MexayHapoaHble agantaumm
npespallaT KOMUKC B AMHAMUYHOE MPOCTPAHCTBO KyNbTYPHbIX Nepero-
BOPOB, re Teno, A3blK U Meamra cxoaaTcs Ans GopMUpoBaHNs BOCIPUATUS
yuTaTens. Takum o6pa3om, TUHTUH CTAHOBUTCS HEe MPOCTO BbIMbILIEH-
HbIM repoeM, a peAaKUVOHHO MOAYNVIPYeMON TpaHCHALMOHaNbHOW Me-
AVaKOHCTPYKUMEN, YyBCTBUTENBHOW K MACONOTNYECKMNM, MCTOPUYECKIM
1 PbIHOYHbBIM YC/IOBHSIM.

KnioyeBble cnoBa: B13yanbHas rpaMmaTiika, MCCneaoBaHmne KOMUKCOB,
TUHTWH, peaakTopcKaa aganTauns, Meamna-ceMnoTuKa, noKanmnsaumns,
TPaHCHaLMOHabHbIV HappaTVB

INTRODUCTION

In recent decades, the comic medium has increasingly been reconsidered
as an object of cultural analysis that transcends traditional genre boundaries.
Under the influence of digital technologies, emerging visual practices, and
transformations of the perceptual subject, graphic narrative has lost its
representational stability and evolved into a medial form that simultaneously
reflects and shapes cultural and cognitive shifts. Within the framework of the
information regime, visual forms cease to function as neutral images—they
become active devices that construct a decentralized, fragmented informational
subject embedded in streaming networks of screens, signs, and data (Poster,
2013).

At the same time, according to the concept of virtual innovations (Novikov,
2020), comics emerge as elements of a broader visual culture of the twenty-
first century, where the boundaries between art, media, and technology are
increasingly blurred, and visual storytelling gives rise to hybrid forms of identity
and perception (Tsyrkun, 2020).

This situation necessitates a rethinking of the theoretical and analytical

approaches to comics as dynamic and culturally mediated narratives. The analysis
of comics in the digital age requires attention not only to visual and semiotic

HAYKA TEJIEBUAEHUSA. 2025. 21 (4) 165 THE ART AND SCIENCE OF TELEVISION



logic, but also to the social, cognitive, and media-political contexts in which they
function.

The aim of this study is to identify how the visual and narrative
transformations of corporeality in The Adventures of Tintin comic series reflect the
processes of cultural adaptation, institutional control, and media transformation
in the twentieth and twenty-first centuries. To achieve this aim, the research
employs a comprehensive analytical framework grounded in the methods of
cognitive narratology, visual semiotics, and cultural theory.

Research Objectives:

1. Toidentify how the representation of the body in comics functions as
a carrier of cultural, political, and ethical codes.

2. Todescribe the mechanisms of corporeal transformation in the process
of editorial adaptation, republication, and translation of comics into
different sociocultural contexts (European, Arab, Anglophone).

3. Toexamine the influence of institutional and media agents (publishers,
broadcasters, translators) on the visual editing of corporeality in comics.

4. To compare the cognitive mechanisms of perceiving visual narrative
in the original comic and its animated adaptation (1991-1992), with
a focus on focalization, narrative tempo, and sensory engagement.

5. To demonstrate how changes in the visual grammar of the comic
and the animated series reflect processes of historical, ethical,
and mediapolitical reassessment of Tintin’s image and its cultural
acceptability in the global media landscape.

The object of this study is the comic as a medial form of visual narrative
capable of conveying cultural codes, ideological constructs, and social
representations. The subject is the Adventures of Tintin series by the Belgian author
Hergé, which is not only one of the most well-known graphic narratives of the
twentieth century, but also a prominent example of a transnational media project
that has undergone numerous editorial and adaptive transformations. This choice
is motivated by the fact that the series provides a unique opportunity to trace
how comics function as tools of cultural memory and visual representation, while
undergoing transformations in response to ethical, political, and technological
shifts.

Despite the growing scholarly interest in comics within the field of visual
culture studies, the phenomenon of corporeality as a key element of cultural and
medial transformation remains underexplored. In particular, little attention has
been paid to how the representation of the body in comics changes under the
influence of editorial adaptation, institutional censorship, and media migration,

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 166 THE ART AND SCIENCE OF TELEVISION



especially into formats such as animated series. There is a pressing need for
a comprehensive analysis of corporeality as a semiotic and ideological nexus
where narrative, imagery, and cultural context intersect. The central problem lies
in the lack of an integrated model that describes how the visual representation
of the body in comics is adapted to different perceptual formats and regulated in
terms of cultural acceptability.

MATERIAL AND METHODS

The material of this study includes both the original albums from
The Adventures of Tintin series (particularly Tintin in the Congo, Land of Black Gold,
and The Black Island) and their later editorial and multimedia versions, including
the animated television series The Adventures of Tintin (Hirsh et al., 1991-1992). In
addition, translated editions in English, Russian, and Arabic are analyzed, where
editorial interventions and media transitions are especially prominent.

This selection allows for tracing how the representation of corporeality
in the comic evolves depending on historical context, cultural sensitivities, and
media platforms. Particular attention is paid to scenes where the body, as a visual,
narrative, and ideological element becomes a site of interpretive and adaptive
conflict.

The methodological framework is grounded in the approaches of three
contemporary scholars: Earle (2021), Baetens (2022), and Chute (2016), each
offering a distinct perspective on graphic narrative, positioning it within cultural,
historical, and ethical discourses.

Earle (2021) proposes viewing comics not as a secondary or merely
entertaining art form, but as a significant cultural phenomenon embedded
in the contexts of mass culture, social representation, and political ideology.
Her methodological approach relies on cultural hermeneutics and elements
of visual analysis, enabling the interpretation of narrative structure and visual
style in comics as modes of meaning-making and value transmission. Particular
attention is given to Tintin in the Congo and The Blue Lotus as ideologically charged
narratives that underwent subsequent editorial revision. Earle analyzes racial
and colonial representations, highlighting the process of textual transformation
in response to evolving social and ethical standards (Earle, 2021, pp. 77-79). This
approach allows comics to be seen as a dynamic form of cultural memory, subject
to historical redaction and reflexive censorship.
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Baetens (2022) introduces the category of temporality as an analytical tool
that captures the dual nature of comics: as historical artifacts (subject to revision)
and as acts of reading (linked to subjective perception over time). His method is
rooted in literary phenomenology and reception theory, applied to multimodal
media forms. Baetens emphasizes that comics operate temporally on multiple
levels—productive, readerly, and archival. This perspective enables the exploration
of Tintin not only as a text created in the 1930s, but as a continuously reinterpreted
artifact functioning across diverse media cultures. Additionally, he introduces the
notion of displaced time, pointing to the ways in which new media platforms (e.g.,
digital comics, film adaptations) reshape the modality of readerly experience.

Chute (2016) provides a foundational analysis of comics as a form of
visual witnessing. In contrast to traditional approaches that regard comics as
either artistic or popular products, Chute employs methods of visual criticism
and cultural memory to demonstrate how graphic narrative can perform
as a documentary and ethically charged discourse. Her core methodological
position is to examine comics in the context of historical trauma and catastrophic
experience, where visual language becomes a mode of ethical storytelling. Chute
raises critical questions about the ethics of representation, narrative structure,
and readerly distance, arguing that drawn form can convey depth and testimony
without resorting to sensationalism.

This methodological triad allows Tintin to be examined as a fluid form of
historical-cultural reflection, tied to issues of identity, politics, and the ethics of
visual narrative.

THEORETICAL BACKGROUND

Contemporary comic studies increasingly require an interdisciplinary
approach, integrating cognitive narratology, visual semiotics, cultural theory,
and media studies. In this paper, The Adventures of Tintin is treated as a cultural
case that evolves dynamically across time and space. The theoretical framework
builds on the work of Thierry Groensteen, Kai Mikkonen, David Herman, Gunther
Kress and Theo van Leeuwen, as well as Mark Poster, Vasilii Novikov, Jan Baetens,
and Hugo Frey.

Groensteen and Miller (2013) conceptualize the comic as a syntactically
organized visual-narrative system in which meaning arises not only from linear
panel sequences but also from page layout, montage, rhythm, visual pauses, and
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spatial relations. Their theory enables the analysis of comic’s visual logic and grid
structures as semiotic systems.

Kress and van Leeuwen (2021) propose a theory of visual grammar as
a socially organized system of meanings. They analyze images as structured texts,
in which layout, color, perspective, and visual hierarchy reflect power dynamics,
cultural codes, and narrative priorities. This approach is applicable to comic book
pages as semiotic spaces that visually communicate ideological and cultural
positioning,.

Mikkonen (2017) focuses on visual focalization strategies, such as subjective
viewpoints, visual distortions, reactive imagery, and first-person perspectives,
that allow comics to represent both external and internal dimensions of narrative.
Applied to Tintin, these strategies support the analysis of shifts in perception,
including moments of anxiety, recognition, or intercultural interaction.

Herman (2009) frames narrative as a fundamental cognitive strategy. He
emphasizes that comic readers do not merely consume images but actively
construct meaning—bridging gaps between panels, anticipating events, and
interpreting both visual and textual elements in a process of cognitive synthesis.
Comics thus operate as hybrid cognitive forms, in which the interplay of verbal
and visual elements activates mechanisms of attention, memory, and empathy.

Poster (2013) and Novikov (2020) introduce the concepts of the informational
and virtual subject. Poster explores how visual media, including comics, shape
a fragmented, decentralized subject embedded in the networks of digital culture.
Novikov treats the comic as a media platform subject to virtual innovations,
technologically driven shifts in perception, narrative rhythm, and identity. In this
context, Tintin emerges as a mutable media structure, rather than a fixed visual
text.

Baetens and Frey (2015) propose analyzing comics not solely in terms of
form, but also as products of institutional production, transmedia strategies, and
cultural adaptation. Their approach encourages examination of comics within the
broader systems of media circulation and cultural negotiation.

Accordingly, this study adopts an integrative approach combining visual
semiotics, cognitive narratology, and cultural analysis. The Adventures of Tintin
is understood as a visual-grammatical system (Groensteen & Miller, 2013; Kress
& van Leeuwen, 2021), a cognitive narrative model (Herman, 2009; Mikkonen,
2017), a media text embedded in digital culture (Poster, 2013; Novikov, 2020),
and an object of transnational adaptation (Baetens, 2022; Baetens & Frey, 2015).
This complex framework enables the comic to be explored not only as a text
but as a dynamic form of cultural expression in which representations of power,
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subjectivity, and the Other are negotiated within the visual culture of the twenty-
first century.

Despite the richness of contemporary theories of comics, several critical
areas remain underexplored. First, the representation of the body as a semiotic
and political resource is often addressed only partially, through the lens of gender
or trauma, while the implications of censorship, editorial revision, and institutional
adaptation across different media and cultural contexts are rarely foregrounded.
Second, there is a lack of research on the comparison between visual texts and
their multimedia adaptations in terms of cognitive processing and ethical framing.
In particular, there is little analysis of how focalization, visual hierarchy, and
corporeal representation shift from print comics to animated or digital formats.
Third, the function of comics as platforms of historical revisionism remains largely
unexamined: much of the literature focuses on the primary cultural context, while
post-facto adaptations, localization, and self-censorship call for separate analysis.

This research aims to address these gaps by offering a comprehensive
investigation of corporeality in The Adventures of Tintin as a dynamic object of
cultural interpretation.

STUDY RESULTS

The first Tintin comics were published in Le Petit Vingtieme (the children’s
supplement to the Belgian Catholic newspaper Le Vingtieme Siecle) in 1929
(Assouline, 2009, p. 19). A total of seven early Tintin stories appeared in this
periodical. During the initial phase (1929-1934), each issue typically featured one
or two pages of comics. The publication of a single storyline could span 12 to 18
months before being released in collected album format, often reorganized and
edited (Thompson, 2011, p. 193).

Based on the methodology outlined above, the publication history of
The Adventures of Tintin in Le Petit Vingtieme can be understood not only as
anarrative and visual process, but also as a medial and institutional phenomenon
in which meaning is shaped through seriality, editorial revisions, and shifts in
format. From the perspective of visual grammar (Kress & van Leeuwen, 2021) and
page structure theory (Groensteen & Miller, 2013), each newspaper installment
functioned as a modular unit of visual storytelling, constrained by the space of
the printed column, thus generating a specific rhythm of perception and narrative
fragmentation.
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From a cognitive narratological perspective (Herman, 2009; Mikkonen,
2017), this format encouraged interpretive participation by the reader, who had
to reconstruct narrative continuity across long publication intervals, engaging
memory, anticipation, and imaginative completion, thereby deepening empathy
and cognitive involvement in the story. Simultaneously, as Poster (2013) and
Novikov (2020) note, these early newspaper issues can be seen as a print-based
precursor to digital serialization, with comics operating not as closed works but
as streams of media-time that structured perception through serialized, repetitive,
and gradually evolving visual communication.

Thus, the early Tintin publications should be viewed not only as the original
manifestations of the graphic narrative, but also as a critical phase in the media
production of the comic, during which its visual, cognitive, and institutional
foundations as a cultural medium were established. The newspaper format
imposed specific perceptual parameters: fragmentation, serialization, and
temporal gaps that heightened reader interpretation, while the physical limitations
of the newspaper page shaped the visual rhythm and narrative density. In this
sense, Tintin emerges as a media text whose semantic architecture was shaped
as much by its modes of publication and distribution as by authorial intention.

In 1934, Hergé began working with the publishing house Casterman
(Assouline, 2009, p. 41), which became the primary publisher of the Tintin albums
in book form. The first such volume was Cigars of the Pharaoh. Casterman
standardized what would become the classic format of the series: 62 pages, full
color printing, and a hard cover. From the mid-1940s, the publisher played an
increasingly active role in editing and updating earlier issues, including their
colorization, content revision, and republication in response to changing norms
of censorship and cultural sensitivity.

Rifas (2012) provides a detailed analysis of the changes made to Tintin
in the Congo, emphasizing that this installment exemplifies how mass culture
reproduces the ideological frameworks of its era. According to Rifas, the original
black-and-white version from 1931 was steeped in colonial and racist stereotypes:
Africans were depicted as naive, lazy, and in need of European guidance. These
portrayals aligned with Belgium’s official colonial discourse, which framed its
imperial mission as a civilizing endeavor for “primitive” peoples (Rifas, 2012,
p.227). The primary driver of later editorial changes, according to the scholar, was
the shifting public perception of race and colonialism, particularly after World War
Il. Amid growing criticism of imperialism in the 1950s-1970s, such images came
to be seen as offensive and unethical.

In response, publishers and rights holders introduced significant revisions.
In the 1946 color edition, visual and textual representations of African characters
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were softened (Figurel, Figure 2). In the 1975 English edition, even more
substantial changes were made, including the removal of explicitly racist phrases
and violent scenes, such as the one where Tintin blows up a rhinoceros.

T
‘/,V_ous allons co/mmencer, 31 vous le voulez
s ien, par quelques additions.Qui peut
deux qui bavar- me dire combien font deux plus deux?...
dent, ld-bas.

s Personne?. .. Voyons,deux plus deux?...
ﬁ Deux plus deux égalent?...
N y“/

Tintin,il y en a

Fig. 1. Arithmetic lesson. Scene from the album Tintin in the Congo
(Hergé, 1962, p. 36). Author’s screenshot

—Let us begin, if you don’t mind, with a few additions. Who can tell me what two plus two is?..

MY DEAR FRIENDS, TODAY I'M
GOING TO TALK TO YOU ABOUT
YOUR COUNTRY : BELGIUM /...

Fig. 2. Arithmetic lesson. Scene from the album Tintin in the Congo
(Hergé, 2009, p. 36). Author’s screenshot

In addition to graphical and textual revisions, later editions of the comic were
accompanied by forewords that contextualized the historical moment of the original
creation, distancing both Hergé and his publishers from accusations of racism.

Thus, the editorial history of Tintin in the Congo demonstrates that the visual
text is far from neutral; rather, it is in continuous dialogue with its cultural and
political environment. This album stands as a key example of how media artifacts
are revised to align with shifting ethical standards and social norms, underscoring
the necessity of critically reassessing cultural heritage in light of historical and
moral accountability.
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McCarthy (2013) emphasizes that the revision of original editions involved
not merely technical enhancements, such as the transition from black-and-
white to color, but substantial content alterations: lines of dialogue, images, and
even entire narrative arcs were modified. McCarthy interprets this as a process
of cultural and commercial reengineering, whereby each new edition functions
as a “corrected” version of the past, imbued with fresh meanings but built upon
the original narrative scaffolding (McCarthy, 2013, p. 32). These changes reflect
a broader effort to keep the comics accessible, marketable, and aligned with the
evolving cultural expectations of their readership.

Bentahar (2012) illustrates how editorial adaptations become especially
visible in cross-cultural transmissions, particularly in the Arab world. These
modifications extend beyond surface-level visual adjustments and instead
entail a process of textual reconstruction. For instance, in early albums such as
Land of Black Gold, Arabic script was rendered as decorative squiggles. Later
versions, however, show a marked effort toward accuracy, replacing pseudo-Arabic
symbols with authentic script. This shift from stylized approximation to culturally
respectful representation reflects the centrality of both language and the body in
transnational negotiations of meaning.

This sensitivity is particularly acute in scenes involving religious
embodiment. In earlier editions, Muslim prayer scenes were added as signs
of cultural deference; however, later versions depicted improper observance
of ritual, characters praying while wearing shoes or making incorrect gestures.
In one instance, Tintin is even shown kicking a character during prayer, which
led the Egyptian publisher Dar al-Maarif to decline publication of the issue
(Bentahar, 2012, p. 41). These incidents illustrate how embodied actions in visual
narratives can become flashpoints of interpretive conflict when they transgress
local norms of bodily behavior.

The theme of bodily misunderstanding becomes especially pronounced
in a scene where Tintin and Captain Haddock disguise themselves in women’s
clothing and traditional Arab garments. The use of physical disguise as a comic
device clashes with the untranslatable codes of local culture: the characters’
unfamiliarity with language, gesture, and bodily norms leads to a failed
masquerade and a rupture in viewer perception. Here, the body becomes a site
of breakdown, its misrepresentation transforming visual humor into a field of
cultural frustration (Bentahar, 2012, p. 46).

Chatterjee and Chatterjee (2024) further this analysis, arguing that such
transformations are not mere aesthetic adjustments but manifestations of colonial
imagination. The Arab world is represented as an unclaimed stage upon which
European characters act out their narratives (Chatterjee & Chatterjee, 2024).
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In 1942, the first color Tintin album, The Crab with the Golden Claws, was
released. This publication marked the beginning of Casterman’s systematic
transition from black-and-white to color editions, which eventually became the
series standard. As McCloud notes, “the surface qualities of color will continue
to attract readers more easily than black and white” (McCloud, 2017, p. 192),
especially within commercial and technological contexts.

In 1966, the British publisher Methuen requested a comprehensive revision
of The Black Island, citing 131 inaccuracies in the depiction of the United Kingdom.
Hergé completely redrew the landscapes and architecture to reflect greater realism.
In subsequent editions, additional details were introduced to increase narrative
believability, including more accurate representations of weapons, vehicles, and
geographic settings (Thompson, 2011, p. 68). Notably, the setting of Land of Black
Gold was altered in 1971 from Mandatory Palestine to the fictional state of Khemed,
to avoid politically sensitive references (Assouline, 2009, p. 202). As Peeters (2012)
observes, Hergé’s original creative freedom was gradually reduced, his work
subjected to the machinery of systematic reproduction.

Within this context, particular attention must be given to the technical
and infrastructural realism evident throughout The Adventures of Tintin series.
Martin-Gomez et al. (2017) conducted a comprehensive analysis of 21 albums,
compiling a detailed table that catalogues 1,183 visual and textual references to
infrastructural elements, including architecture, transportation, energy systems,
and communication technologies (Martin-Gomez et al., 2017, pp. 1069-1070).
This attention to detail underscores the author’'s commitment to representing the
material world with a high degree of accuracy and renders the series a valuable
resource for examining the technological imagination of the 20th century.

In conclusion, the editorial transformations applied to The Adventures of
Tintin extend beyond narrative and stylistic elements to engage deeper levels
of cultural representation—from ideological constructs and visual ethics to the
realism of technical environments. These transformations reveal how visual
narrative is subject to multilayered adaptation in response to political contexts,
audience expectations, cultural standards of acceptability, and the pursuit of
verisimilitude. Ultimately, the Tintin series operates as a media platform where not
only stories but also norms of engagement with the Other, the body, technology,
and space are continually rewritten, becoming a dynamic model of cultural, visual,
and ethical evolution.

In Russia, the comic book series The Adventures of Tintin was published
by various publishing houses. The French publishing house Casterman released
several editions in which the name of the main character was transliterated as
Tantan. The publishing house MK-Kniga issued only one volume—Cigars of the
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Pharaoh (2004). Later, the series was published by Machaon and Melik-Pashayev,
while Tintin in the Land of the Soviets was released exclusively by Boomkniga. All
Russian editions were based on the original French publications by Casterman;
however, the translation was carried out by local specialists. For example, in Land
of Black Gold, translator M. Khachaturov not only adapted the text but also added
commentary explaining the relevant cultural and historical context (Hergé, 2022).

The transition from newspaper serialization to book format marked not
merely a change of medium, but a significant media transformation affecting the
visual, narrative, institutional, and ideological dimensions of the comic. In terms
of social semiotics (Kress & van Leeuwen, 2021), the standardization of the format
(62 pages, color printing, hardcover) and subsequent editorial revisions resulted
in a reconstruction of the visual text: not only the layout of the pages changed,
but also the modality of perception, visual semantics, and the cultural status of
the image.

According to macrosemiotics (Groensteen & Miller, 2013), these reissues
involved a reconfiguration of panel grids, narrative rhythm, and visual density.
This redesign disrupted the original serialized nature of publication, transforming
the comics into cohesive, album-style works with a different reading tempo and
a new hierarchy of meaning. As a result, these editions emerged as independent
visual texts that warrant formal analysis on par with the originals.

From the perspective of cognitive narratology (Herman, 2009; Mikkonen,
2017), these editorial transformations significantly altered the reader’s experience:
changes in dialogue, color palette, and even narrative structure affected the
mechanisms of emotional engagement and narrative reconstruction.

Thus, The Adventures of Tintin began to function as a new cognitive script,
distinct from the original reading experience.

A particularly important role in this transformation was played by censorship
and cultural revisions carried out by publishing houses such as Casterman,
Methuen, and Dar al-Maarif. Notably, increasing attention was paid to the
representation of corporeality, which ceased to be a neutral visual element and
became ethically and politically charged.

According to Gabilliet et al. (2010), the postwar expansion of the comic
book audience and the rise of critical discourse led to a rethinking of corporeality:
themes such as vulnerability, trauma, pain, and compassion began to emerge.
Violent scenes and racial caricatures were edited or entirely removed.

Notably, Tintin himself is portrayed as a character possessing near-
superhuman resilience: in the study by Caumes et al. (2015), 236 incidents
involving bodily harm to the protagonist were analyzed, yet only six resulted in
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hospitalization and even in these cases, the consequences were minimal. This
underscores not only the fictional nature of the narrative, but also a broader
cultural orientation toward idealized corporeality as a sign of endurance,
masculinity, and moral integrity.

Thus, the editorial history of the Tintin series illustrates how media
transformation affects the semantic structure of the text. The shift from serialized
newspaper publication to cohesive album format, and from visual neutrality
to cultural sensitivity, turned The Adventures of Tintin into a dynamic media
environment in which body, language, and form function not only as artistic
elements but also as carriers of ideological, cognitive, and political meaning.

In 1982, Steven Spielberg expressed interest in adapting The Adventures
of Tintin for the screen. Although Hergé approved the idea, he died shortly after
initial discussions. Spielberg promised to remain faithful to the spirit of the
original work, but the project was delayed due to legal and creative differences.
Eventually, a partnership with Canal Plus led to the creation of the animated series
The Adventures of Tintin (Hirsh et al., 1991-1992), co-produced by Ellipse (France)
and Nelvana (Canada). From 1991 to 1995, the series enjoyed considerable
popularity (Peeters, 2012, p. 339).

The show consisted of 39 episodes, each approximately 22 minutes long,
organized into three seasons. Each of Hergé’s albums was adapted into a two-
part arc. Of the 24 official albums, 21 were included in the series. Tintin in the
Land of the Soviets, Tintin in the Congo, and the unfinished Tintin and Alph-Art
were excluded. The series opened with an adaptation of The Crab with the Golden
Claws—the ninth volume in the original comic sequence.

Thus, the animated adaptation represented a structured and narratively
coherent version of the original comics, though it did not strictly follow the
chronological development of characters and their relationships.

In terms of visual language, the creators of the series aimed for faithful
reproduction of Hergé’s signature style, while making active use of color,
background design, and character modeling. Particular attention was paid
to preserving the aesthetic recognizability and emotional tone of the original.
However, several scenes were toned down compared to the source material:
depictions of violence, alcohol consumption (especially in relation to Captain
Haddock), and politically or religiously sensitive content were either reduced
or removed altogether (Figure 3, Figure 4), in accordance with the standards of
children’s television broadcasting in the early 1990s (Thompson, 2011, p. 148).
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Fig. 3. Scene from the album Land of Black Gold (Hergé, 2022, p. 58). Author’s screenshot

—You blasted platypus!
—A-a-ah!.. A-a-ah!..

Fig. 4. Scene from the animated television series The Adventures of Tintin [Season 2,
ep. 11,19:11]. (1991-1992). Directed by S. Bernasconi. Author’s screenshot!

Within the framework of cognitive narratology (Herman, 2009; Mikkonen,
2017), screen adaptation transforms the act of reading into the act of viewing.
Whereas the comic requires the reader’s interpretive engagement and active
reconstruction of the plot, the viewer of the animated version is immersed in
a pre-directed narrative form. A central mechanism in this transformation is the
redistribution of focalization: in the comic, the reader constructs meaning through
visual pauses between panels, while in the animated version, the character’s point
of view becomes “floating” (Mikkonen, 2017), and the visual load is directed by
cinematography, camera movements, and editing choices.

Thus, the animated series not only interprets the comic but also reconstructs
its narrative mechanics, generating localized cognitive scripts—more linear,
emotionally saturated, and oriented toward cultural universality.

! See the image source: https://www.youtube.com/watch?v=Iw8E2yLC-Uo or https://www.
primevideo.com/detail/The-Adventures-of-Tintin/ORIASFEYIVEU1OBCAGPIYSRRI8 (01.07.2025)
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The series exemplifies a case of visual recoding (Kress & van Leeuwen,
2021): animation inevitably redistributes visual emphases, alters compositional
structures, pacing, and the visual-semantic hierarchy. The visual grammar of the
series shifts the focus: the body is no longer an object of comic exaggeration but
a bearer of representational norms acceptable to the global media culture of the
early 1990s. This shift aligns with the logic of media-political adaptation (Baetens,
2022; Baetens & Frey, 2015): the series constitutes an institutionally edited
version of the comic, tailored for international cultural acceptance. The removal
of scenes involving physical aggression, alcohol, or ideological tension is not
merely a gesture toward child-appropriate content, but a media-political act, one
in which corporeality becomes a regulatory site for determining what meanings
are permissible.

In this light, the transformation of visual language in the animated series and
later adaptations of Tintin is made possible precisely because the representation
of the body as a semiotic center had changed: from grotesque to normative, from
cartoonish-comic to culturally sensitive. The body is no longer just the body of
a character it has become a cultural marker of its time, necessitating a new visual
logic and ethical articulation.

The animated series not only expanded Tintin’s media presence but also
established a new format of cultural memory in which the hero’s image is fixed
through audiovisual codes and televisual narrative structures. In this sense,
the series exemplifies a central premise of contemporary culture: the comic as
a medium is no longer a fixed text but a hybrid, transmedia, and cognitively
reconfigurable structure, whose perception and interpretation shift depending
on format, technology, and institutional context.

DISCUSSION

The results of the analysis confirm the initial hypothesis that the visual
representation of corporeality in The Adventures of Tintin is an unstable and
culturally mediated category, subject to continual adaptation in response to
evolving ethical, political, and technological conditions. The example of Tintin
in the Congo, along with other key episodes (such as the Arab disguise, scenes
involving prayer, depictions of violence, and representations of ethnicity), reveals
that the body functions as both an indicator of cultural sensitivity and a marker
of ideological pressure.
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A comparison between the original printed editions and the 1991-1992
animated series demonstrates a transformation of the visual narrative toward
ethical normalization: the character’s body ceases to function as a target of visual
comedy and instead becomes a bearer of a normative, institutionally acceptable
image. Such shifts may be interpreted through the lens of media politics (Baetens,
2022), as a response to changing cultural demands and the expectations of the
global media environment.

Particularly revealing is the mechanism of redistributing visual focalization
and narrative tempo, which aligns with the principles of cognitive narratology
(Herman; Mikkonen). The viewer of the animated series isimmersed in a different
interpretive scenario, one that lacks the pauses, gaps, and variability characteristic
of comics as a form of fragmented reading. In this context, corporeality is not
merely the depiction of the body, but a form of media translation in which
cultural conflicts are transformed into visually neutral or “acceptable” codes for
the audience.

Thus, corporeality in The Adventures of Tintin emerges not as a secondary
narrative element, but as a central point of cultural adaptation and visual
conflict. It unites several layers of interpretation (esthetic, narrative, ethical,
and institutional) and becomes a site of tension between authorial expression,
historical memory, and the media politics of the present.

CONCLUSION

The analysis confirms that the visual representation of corporeality in
The Adventures of Tintin is not a fixed aesthetic category but a dynamic semiotic
construct that reflects the processes of cultural adaptation, institutional
control, and media transformation throughout the twentieth and twenty-first
centuries.

Corporeality functions as a site of cultural conflict between the original
narrative and its subsequent adaptations (including the 1991-1992 animated
series), where visual and narrative transformations illustrate tendencies toward
ethical normalization and media standardization.

The comic series thus emerges as a form of cultural memory in which the
representation of the body registers shifting social norms and perceptions of the
Other, revealing how media redefine the boundaries of cultural acceptability.
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The interdisciplinary methodological framework (combining cognitive
narratology, visual semiotics, and cultural theory) has proven effective for
examining visual strategies of cultural adaptation in graphic narratives and may
be extended to other multimedia forms.

Accordingly, corporeality in The Adventures of Tintin operates as a cultural
interface where aesthetic, ethical, and institutional dimensions of representation
intersect. Its analysis contributes to understanding how visual media construct
the politics of representation, translating historical and cultural tensions into
seemingly universal visual codes.

BBEAEHUE

B nocnenHvie gecsatunetus KOMUKC Bce bonee akTMBHO nepecMaTpuBa-
€TCs Kak 0OBbeKT KyIbTYPHOrO aHanm3a, BbIXOAALMI 38 paMKK TpagnLMOHHOTO
XaHpOoBOro onpeaenenHus. Noa Bo3aenCTBUEM LMMPOBbIX TEXHONOTIA, HOBbIX
BW3yabHbIX MPAKTVK 1 TpaHcopMalmm cybbekTa BOCNpUSTUS rpaduyeckmii
HappaTuB yTpaymBaeT YCTOMYMBOCTb pENPe3eHTaTUBHOW MYHKUMM 1 NpeBpa-
aeTcs B MefnansHyto hopmy, hopMUPYHOLLYIO 1 OIHOBPEMEHHO OTPaXatoLLyo
KYNBTYPHbIE 1 KOTHUTUBHbBIE CABUIW. B yCNoBUAX MHMOPMaLMOHHOIO pexrma
BUW3yasbHble HOPMbl NepecTatoT HbITb HENTPANbHbIMU M306PaXEHNAMY — OHU
CTaHOBATCS aKTUBHbLIMUW YCTPOMCTBAMMU, KOHCTPYMPYIOWUMY AeLleHTPanmn3o-
BaHHOrO, hparMeHTUPOBaHHOTO «MHMOPMALMOHHOTO CyObeKTa», BCTPOEHHOTO
B MOTOKOBbIE CETV 3KPAHOB, 3HAKOB U AaHHbIX (Poster, 2013).

OfHOBPEMEHHO C 3TUM B KOHTEKCTE KOHLEMLMM «BUPTYaNbHbIX HOBALMIA»
(Hosukos, 2020) KOMUKC OKa3biBaeTCsa 31eMeHTOM bonee WUPOKOK B13yanbHO
KynbTypbl XXI BeKa, B KOTOPOW FPaHumLibl MeXay MCKYCCTBOM, Mefua 1 TEXHONO-
rneli pa3MblBatoTCs, a BM3yanbHOe NOBECTBOBaHWe NprobpeTaeT rmopuaHble
(hopMbl MAEHTUYHOCTU 1 BOCNpUATUS (LbIpKyH, 2020).

B 3TOW CBSI3V BO3HMKAET HEOOXOAMMOCTb B MePeOCMbICIEHN TEOPETUYE-
CKUX 1 aHANUTUYECKMX NOAXOLOB K KOMMKCY KaK AVHAaMUYeCKOMY U KyNbTYPHO
onocpefoBaHHOMY HappaTuBy. AHanv3 KOMKKCa B LMMOPOBYIO 3Moxy TpebyeT
y4eTa He TONbKO BU3YabHON U CeMUOTUYECKON NIOTVIKK, HO U TeX COLiManbHbIX,
KOTHUTMBHBIX U MEAMANONUTUYECKMX KOHTEKCTOB, B KOTOPbIX OH (DYHKLMOHMPYET.
Llenblo uccnepoBaHus sSBASETCS BbIsSBEHVE TOTO, KakuM 0bpa3om

BUM3yasibHble 1 HappaTUBHble Npecbpa3oBaHus TENECHOCTM B CEPUM KOMUK-
coB «[1puKNYeHns TUHTKMHa» OTPaXalT NPOLECCh KyNbTypHOW aganTaumu,

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 180 THE ART AND SCIENCE OF TELEVISION



NHCTUTYLMOHANbHOTO KOHTpONs U MeavaTpaHchopmaumm B XX-XXI Bekax. [ns
AOCTVXKEHMNS 3TOW LeNn MCNOoNb3yeTcs KOMMMEKCHbIM aHann3, OCHOBaHHbIN
Ha MeTofax KOrHUTUBHOW HappaToNOriu, BU3yanbHOW CEMUOTUKN U KynbTyp-
HOV TeopUN.

3agauu uccnegoBaHus:

1. BbisfiBUTb, KakuM 06pa3oM pernpeseHTauuns Tena B KOMUKCE PYHKLUMO-
HUPYET KaK HOCUTENb KyALTYPHbIX, MOAUTUHECKMX U 3TUYECKUX KOLOB.

2. OnucaTb MexaH13Mbl TpaHcopMaLWmn TeNecHOCTX B NpoLecce pe-
[AKTOPCKOW afanTalnu, NepensaanHiii v NepeBoaoB KOMMKCa B pa3-
NINYHbBIE COLMOKYNBTYPHbBIE KOHTEKCTbI (EBPONENCKIMIA, apabCKnii, aH-
FNOS3bIYHbIN).

3. WccnegoBaTh BAMSHUE MHCTUTYLMOHANbHBIX U MEAUIHBIX areHTOB
(M3paTenbCTBa, BewlaTenu, NepeBofYMKm) Ha BU3yanbHOe pefaKTy-
POBaHYe TeNeCHOCTU B KOMUIKCE.

4. COMnoCTaBUTb KOTHUTUBHbIE MEXaHW3MblI BOCMPUSATAS BU3YaNbHOMO
HappaTWBa B OPUIMHANBHOM KOMUKCE 1 MyNbTCEPUAbHON ero afarn-
Taumm (1991-1992), ¢ akLUeHTOM Ha (hoKanm3aumio, Temn NoBECTBOBA-
HWS 1 CeHCOPHOE y4acTue 3puTens.

5. Tloka3aTb, KaK U3MeHeHWs B BM3yaNbHOW rpaMmaTiike KOMUKCa
1 MyNbTUABMa OTPaXatOT MPOLECChHI UCTOPUYECKON, ITUHECKON 1 Me-
AManoNUTUYECKoW nepeoleHky obpasa TUHTUHA 1 KyNbTYPHOM ero
npuemMnemMocTy B rmobanbHoin Meanacpeae.

O6bEKTOM HACTOALLENO NCCNEA0BAHMNS BbICTYNAET KOMUKC KaK Meavab-
Has hopMa BU3yanbHOro HappaTuea, obnagatollas CnocoOHOCTbIO TPaHCAMPO-
BaTb Ky/bTYpPHbIE KOAbI, MAE0N0rMYeCcK e YCTaHOBKM 1 COLManbHble penpesen-
Taumu. B KayecTBe npeAMeTa paccMOTpeHus BbibpaHa cepus «MpukodeHns
TUHTUHa» Benbruickoro aBTopa Ipxe, NpefcTaBasiollas cobo He TONbKO OAWH
13 CaMbIX M3BECTHbIX FpadUYeCcKnx HappaTUBOB XX Beka, HO 1 NpUMep TpaHCHa-
LMOHaNnbHOro MefjManpoeKTa, NofBeprierocs MHOXeCTBeHHbIM PefaKTyPHbIM
1 afanTauMoHHbIM TpaHchopMaLmaM. Bbibop obycnoBneH Tem, 4TO UMEHHO
B paMKax flaHHOM CepuUmn MOXHO NPOCNEANTD, KaK KOMUKC MYHKUMOHUPYET B Ka-
4ecTBe MHCTPYMEHTa KyNbTYPHOM NamaTu v BMU3yanbHOW penpeseHTaLmm, npe-
Tepresas U3MEHeHVs B OTBET Ha 3TUYECKHME, MONNTUYECKME U TEXHONOTMYeCKMe
caBUMN.

HecMoTps Ha pacTyLmMii MHTEPEC K MCCNEA0BAHMIO KOMUKCA B paMKax BU-
3yanbHOW KynbTypbl, HEHOMEH TENECHOCTN KaK KNoYEeBOro aNeMeHTa KybTyPHOM
1 MefinanbHON TpaHCcOopMaLMm OCTaeTCs HeIOCTAaTOYHO MPOAHANM3MPOBAHHbBIM.
OcobeHHO Mano 13y4eH BOMPOC O TOM, KaK penpe3eHTauus Tena B KOMUKCe
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MeHSeTCs Nof BO3AEVCTBUEM PeaKTOPCKON aaanTaumum, MHCTUTYLMOHANbHOM
LIEH3ypbl 1 Nepexofa B Apyrne MeamacbopMbl — Takme Kak Mysbtcepmran. BosHu-
KaeT HEOOXOAVMOCTb B KOMT/IEKCHOM aHasn3e TeNeCHOCTH Kak CeMUOTUYECKOro
1 VAEONOMMYECKOro y3/a, re CXOASTCS HappaTmnB, M306paXeHe 1 KynsTyPHbIi
KOHTEeKCT. [pobneMa 3aKkno4aeTcst B OTCYTCTBMM LIENOCTHOW MOAENM, OMUChI-
BaOLLEN, KaK B13yasbHas penpeseHTaLus Tena B KOMUKCe afanTrpyeTcs K pas-
NNYHBIM (hopMaTaM BOCTIPUSITUS U PEFYNPYETCS C TOYKN 3PEHUS KyNBTYPHOM
NpUeMnemMocTu.

METOA0/10TUA UCCNIEAOBAHUA

MaTepwuan nccnenoBaHus BKAOYAET B cebst Kak opuUriHanbHble anbbombl
cepun «The Adventures of Tintin» (B YacTHocTw, «Tintin in the Congo», «Land of
Black Gold», «<The Black Island»), Tak 1 no3aHue nx peaaxkTypHble 1 MyasTUMeanii-
Hble BEPCUM, a Tatoke aHMMaUMOoHHbIN cepuan «The Adventures of Tintin» (Hirsh et
al., 1991-1992). loNONHUTENBHO aHaNU3MPYOTCS MePeBOAHbIE N3AaHNs Ha aH-
TMNACKOM, PYCCKOM 1 apabCcKoM f3bIKax, rae Hanbonee 3aMeTHbl pefakTopcKkme
BMelWaTenbCTBa U Meamanepexopsl.

Takol BbIBOp NO3BOMSET NPOCNEANTh, KaknMM 06pa3oM pernpeseHTalms
TENEeCHOCTUN B KOMUKCE MEHSETCs B 3aBUCMMOCTM OT UCTOPUYECKOTO KOHTEKCTA,
KYJbTYPHOM YyBCTBUTENBHOCTYM U Mearannatdopmbl. Ocoboe BHUMaHVe yaens-
€TCs CleHaM, B KOTOPbIX TENO KaK BM3YabHbIM, CIOXKETHbIN 1 MAEONOTMYECKUI
3N1EMEHT CTAHOBWTCS 30HOW KOHMANKTA MHTepnpeTaLmnii 1 afanTaumii,

MeToA0N0rMYeCcKo OCHOBOW MCCNeA0oBaHWs CTany NOAXOAbI TPex coBpe-
MEHHbIX nccnepoBateneit: Xappvet 3. X. 3pn (Earle, 2021), 91 baTeHc (Baetens,
2022) v Xunnapw YotoT (Chute, 2016), Kax<ablid 13 KOTOPbIX HAMeYaeT COOCTBEH-
HYHO MepCnekTUBY aHanu3a rpaduyeckoro HappaTrBa, COOTHOCS €ro C KynsTyp-
HbIMW, UCTOPUYECKUMMU 1 3TUHECKMMM acneKTamu.

X.Opn (Earle, 2021) npeanaraeT paccMaTprBaTh KOMUKC He Kak BTOPUYHYIO,
passnexaTenbHyto hOpMy MCKYCCTBA, @ Kak 3HaYMMbIV KyNbTYPHbI (heHOMEH,
BCTPOEHHbIN B KOHTEKCTbI MacCOBOW Ky/bTypbl, COLMANbHON penpeseHTauymum
1 MONUTUNYHECKON MAEONOrMn. MeToA0N0rMYeCKI aBTOP ONUPAETCS Ha KyLTypo-
NOTMYECKYI0 TePMEHEBTUKY 1 3/1EMEHTbI BM3YanbHOIO aHanmnsa, No3sonstoLme
MHTEPNpPeTMPOBaTb HAPPATUBHYIO CTPYKTYPY W BU3YaNbHbIA CTUAb KOMYMKCA
Kak hOpMbI CMBICTIONOPOXKAEHNS U TPAHCAALMM LieHHOCTel. Ocoboe BHMaHKe
ypensetca deHomeny «Tintin in the Congo» 1 «The Blue Lotus» kak npumepam
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NAEONOTMYECKU HAarpPyXeHHbIX HAPPATMBOB, NOABEPrIMXCS NOCNeayoLLen pe-
AaKType. 3pn aHann3vpyeT penpeseHTaumm PacoBbIX U KONOHWaNbHbIX 06pa30B,
aKLUEHTUPYS BHUMaHKMe Ha NpoLecce TeKCTyanbHol TpaHcdopMaumm 1 afan-
TauMM K MEHSIOLLMMCS COUManbHbIM 1 3TUYecKnmM ctaHaapTam (Earle, 2021, pp.
77-79). 3TOT Noaxoa NoO3BONSAET pacCMaTpPUBaTh KOMUKC KaK AMHaMUYECKyo
hopMy KyNETYPHOM NaMATH, NOABEPHKEHHYIO MCTOPNYECKOMY PefaKTMpOBaHMIO
1 LeH3ypHOW pednexcun,

9. baTeHc (Baetens, 2022) BBOAWT KaTeropuo BPEMEHHOCTM KaK aHanu-
TUYECKOTO MHCTPYMEHTA, NO3BOMSIOLEro ONNCcaTh ABONCTBEHHYIO MPUPOY
KOMMKCA: KaK MCTOPMYECKOro obbekTa (MoaBepyKeHHOro peaaKType) 1 kak akTa
4TeHMs (CBA3AHHOTO C CYOBbEKTUBHbLIM BpeMeHeM BOCNpusaTus). Ero noaxon
METO0M0MMYECKN YKOPEHEH B NUTepaTypoBeaYecKol (heHOMeHoNornm 1 Teo-
puv peuenummn, NpUMEeHUTENbHO K MyNbTUMOAaNbHbIM Meavadopmam. baTeHc
noaYepKMBaeT, HTO KOMUKC DYHKUMOHUPYET BO BPEMEHM CPa3y Ha HECKOMbKMX
YPOBHSX: MPON3BOACTBEHHOM, YMTATENbCKOM, apXVBHOM. Takas nepcneKkTuBa
NO3BOJIAET NCCNEeA0BaTh «TUHTKMHA» HE TOMbKO KaK TeKCT, co3aaHHbI B 1930-€,
HO U KaK MepeocMbICSeMbli 1 «MPOXIMBaEeMblii» 3aHOBO apTedaKT, dhyHKUMO-
HUPYIOWMIA B Pa3nnyHbix MeanarynsTypax (Baetens, 2022). Kpome Toro, aBTop
BBOAMT NOHATME NepeMeL|eHHOro BpeMeHu, yKkasblBas Ha To, KaK HOBble Mefu-
annatdopmbl (LMMOPOBLIE KOMUKChI, IKPaHM3aLMM) BAUSIOT Ha MOAANbHOCTb
YUTATeNbCKOTO OMbiTa.

X. YbtoT (Chute, 2016) npeactasnsgeT @yHaaMeHTanbHoe UCCnefoBaHmne
KOMWKCOB Kak (OpMbl BM3YaNbHOMO CBMAETENLCTBOBAHMS. B oTanyme oT Tpa-
AMUMOHHBIX MOAXO0B, BOCMPUHUMAIOLMX KOMUKChI KaK XyA0XEeCTBEHHYI0 1160
MaCCOBYIO MPOAYKLMIO, YbtOT MCMONBb3YET METOM, BM3YanbHOM KPUTUKIL 1 KyNb-
TYPHOW NamaTn, 4Tobbl NPOAEMOHCTPUPOBATL, Kak rpaduyecknin HappaTna
CNocobeH BbINONHATHL MYHKUMMN AOKYMEHTANBHOTO, 3TUYECKNU Harpy»KeHHOro
BblCKa3bIBaHMs. KntoyeBas MeToAoN0rMyeckas ycTaHoBka YbtoT — paccMmoTpe-
HVE KOMUKCOB B KOHTEKCTE MCTOPUYECKOW TPaBMbl 1 KaTaCTpOohUYeCcKoro onbITa,
rAe BM3YyasnbHbll 13bIK CTAHOBKTCS CMOCOOOM 3TUYHOIO MOBECTBOBAHMS. ABTOP
NoAHVIMaeT BOMPOChI 3TUKMN 1300paXeHus, CTPYKTYPbl HappaT1Ba 1 pelenTus-
HOW AVCTaHUMK, yTBEPXAAs, YTO pUCOBaHHas dopmMa No3BoNseT n3bexaTs CeH-
CaUMOHHOCTH, COXPaHMB NPK 3TOM ryOUHY CBUAETENbCTBA.

Takoe meToaoornyeckoe TPpNeAMHCTBO NO3BOAET paCCMaTpnBaThb <<|_|pl/l-

KNto4eHns TUHTUHA» Kak NOABWIKHYIO (DOPMY MCTOPUKO-KyNBTYPHOW pednercuy,
CBS3aHHYIO C UAEHTUYHOCTBIO, MOANTUKOMN 1 3TUKOW BK3YanbHOrO HappaTu1Ba.

HAYKA TEJIEBUAEHUSA. 2025. 21 (4) 183 THE ART AND SCIENCE OF TELEVISION



TEOPETUYECKAS PAMKA

CoBpemMeHHOoe 1ccnefoBaHne KOMMKCa TpebyeT MeXANCUMNAVHAPHOIO
NOAX0Aa, COYETAOLLErO KOMHUTUBHYIO HapPaTONOruio, BU3YanbHYH CEMUOTUKY,
KyNETYpPONOrnio U MeamnaTeopnto. B pamkax HacTosiled paboTsl cepust «Mpu-
KtoYeHns TMHTMHA» pacCMaTpUBAETCs Kak KyNbTYpPHBIN Kelic, AnHaMmyecKkn
pa3BMBaIOLLMIACA B NPOCTPAHCTBE 1 BpeMeHU. TeopeTr4ecKyio OCHOBY aHanm3a
COCTaBNAOT KoHUenunuy T. FpeHcTeHa, K. MrkkoHeHa, [. Xepmana, I Kpecca
1 T. BaH fleBeHa, a Takxe ngeun M. MNoctepa, B. HorkoBga, A. baTteHca.

T.TpeHcTeH 1 A. Munnep (Groensteen & Miller, 2013) aHann3MpytoT KOMUKC
KaK CMHTAKCKYEeCKN OPraH30BaHHY0 BM3yanbHO-HApPaTUBHYIO CUCTEMY, B KO-
TOPO 3HaYeHre GOPMUPYETCS He TONbKO Yepes NMHENHYI0 nocnefoBaTes-
HOCTb Ka|pOB, HO 1 Yepe3 MaKeT CTPaHMLbl, MOHTaX, PUTM, B3yaNbHble Nay3bl
1 NPOCTPAHCTBEHHbIE CBSA3M. VX KOHLENUMS NO3BOMSET aHANN3MPOBATH NOTUKY
BM3YyanbHOIO NMOBECTBOBAHWIS U CETKUN KaK CEMUOTUYECKHMX CTPYKTYP.

I Kpecc v T. BaH JleeH (Kress & van Leeuwen, 2021) BBOASAT KOHUENUMIO
BM3yaNnbHOM rpamMMaTVKM KaK CUCTEMbI COLManbHO OPraHM30BaHHbIX 3HaYeHUN.
OHM NpefnaratoT paccmMaTpuBaTh M300PKEHNE Kak CTPYKTYPUPOBAHHBIA TEKCT,
B KOTOPOM CYLLECTBEHHO HE TOMbKO COAEPXHaHME, HO 1 PACMONOKEHE 3/1eMEH-
TOB, LBET, MepCneKT1Ba 1 Br3yanbHas nepapxus (Kress & van Leeuwen, 2021).
Takol NoAxoA NPUMEHMM K aHanu3y CTpaHuLbl KOMUKCA Kak CeMUOTUYECKOro
NPOCTPaHCTBa, B KOTOPOM pacnpefeneHvie naHenen, horyca v huryp rosoput
0 BNACTHbIX OTHOLLIEHWSAX, KyNBTYPHbBIX KOAAX Y HapPaTVBHbIX MPUOpUTETAX.

K. MukkoHeH (Mikkonen, 2017) dokycrpyeTcs Ha BU3yanbHbIX CTPaTErnsx
hokanmsaunm — cnocobax nepefayn cyobeKTMBHOTO BOCMPUATUS NEPCOHaXa
Yepes paKypChl, BU3yanbHble CKaXeH s, peaKLMOHHbIE M306paXeHus 1 naHopa-
Mbl OT NEPBOrO MLA. ITU TEXHMKM NO3BOASIOT KOMUKCY DOPMUPOBATH He TOSb-
KO BHELHWIA, HO 1 BHYTPEHHWIA NaH NOBECTBOBAHMS, PACKPbIBAS MEHTa/IbHble
¥ 3MOLMOHANbHbIE COCTOSIHUSA repoeB. MpUMeHUTENbHO K TUHTUHY 3TO faeT
MHCTPYMEHT aHanu3a CLEH, rae NpoucxoasT CABUTM BOCMIPUSTUS, HANpUMep,
B 3M1304aX TPEBOMW, Y3HABAHMS UM MEXKYIBTYPHOTO Avanora.

[. XepmaH (Herman, 2009) npefctaBnsieT HappaTuB Kak dyHAaMeHTanb-
HYK KOTHUTUBHYIO CTpaTeruto Yyenoseka. OH NoJYEepKMBAET, 4TO YnTaTeNb
KOMMKCa He NPOCTO BOCMPUHMMAEET 130bpaxeHune, HO akTUBHO y4acTByeT
B CO3/laH1K CMbICNa: OCTpanBaeT Npobenbl Mexay Kaapamu, npeasocxuilaet
COObITUA, MHTEPMNPETUPYET BU3YyaNbHbIE 1 TEKCTOBbIE 3/1eMEHThI B NpoLiecce
KOFHUTUBHOW nepepaboTku (Herman, 2009, p. 69). TaknuM 06pa3om, KOMUKC
(DYHKUMOHUPYET Kak rubpuaHas KorHuTUBHas GopmMa, B KOTOPOW B3aMMO-
aeiicTere BepbanbHOro U BU3yanbHOMO aKTUBKUPYET MexaH13Mbl BHUMaHMS,
namsaTv U 3MNaTum.
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M. MocTep v B. HOBMKOB BBOAAT NOHATME MHDOPMALMOHHOTO 1 BUPTYanb-
Horo cybbekTa. Moctep (Poster, 2013) oNWchIBAET, KaK B13yanbHble Meana (B TOM
4Mcne KOMUKC) oOpPMUPYHOT HOBOTO — pacLenieHHOoro, AeLeHTPan30BaHHoO-
ro — cybbeKTa BoCnpuaTUs B yCNOBUSX LMbpoBoi cpefsl. HoBuKoB (HoBMKOB,
2020) paccMaTpuUBaET KOMUKC KaK MeamnannaTdopmy, NoABEPIKEHHYIO BUPTYaslb-
HbIM HOBaUMAM: TpaHCOPMaLVsM BOCMPUATUS, OOYCIOBNEHHbIM TEXHONOTEN.
B 3TOM KOHTEKCTE KOMUKC NMPEACTaeT He KaK YCTOSBLWMWICS BU3YanbHbIN TEKCT,
a Kak MeflManbHO M3MEeHYMBas CTPYKTYPa, B KOTOPYIO BCTPOEHbI HOBbIe (OpMBI
BUAEHNS, PUTMA U UOEHTNYHOCTU.

5. baTeHc 1 X. ®pein (Baetens & Frey, 2015) npeanaratoT MccneaoBaTb KO-
MUKC He TONbKO Ha ypoBHe OpMbl, HO 1 B KOHTEKCTE MHCTUTYLMOHANbHOTO
NPON3BOACTBA, TPAHCMEAMUMHbBIX CTPaTEr Wi 1 KyNbTYPHbIX adanTaumii.

TaKknM 06pa3oM, NccnefoBaHme KOMUKCa B laHHOM paboTe OCHOBbLIBaETCS
Ha VHTerpauvmn BU3yanbHO-CEMMOTUYECKOTO, KOTHUTUBHOIO U KyNBTYPONOrnye-
cKoro aHanwmsa. Cepus The Adventures of Tintin npeacTaeT Kak Br3yanbHO-rpam-
maTtudeckas cuctema (Groensteen & Miller, 2013; Kress & van Leeuwen, 2021),
KOrHUTMBHas Mofenb HappaTuaa (Herman, 2009; Mikkonen, 2017), MmeavaTeKcT,
BCTPOEHHbIN B UMdpoByto KynsTypy (Poster, 2013; HoBMKoB, 2020) 1 06beKT
TpaHCHaUvoHansHoM anantTaumn (Baetens, 2022; Baetens & Frey, 2015). 3TOT KoM-
NNEeKCHbIN NOAXOM MO3BOMSET PACKPbLITH KOMUKC HE TObKO KaK TEKCT, HO U Kak
hopMy KyNBTYPHOW AVHAMUKM, B KOTOPOW NepenseTatnTcs penpeseHTaumm Bna-
CTU, CYOBEKTUBHOCTU U «PYroro» B BM3yansbHOM KynsType XXI Beka.

HecmoTpsi Ha pa3Hoobpasvie COBPEMEHHbIX TEOPETUHECKMX MOAXOA0B K 13Y-
YEHWI0 KOMMKCA, PSA aCNeKTOB OCTAaeTCs HeJOCTaTOYHO paspaboTaHHbIM. Bo-nep-
BbIX, PEMNpe3eHTaLVs TeNeCHOCTM Kak CeMUOTUYECKOTO U NOUTUHECKOrO pecyp-
Ca BM3yanbHOro HappaTuBa HepeaKo paccMaTpuBaeTcs GparMeHTapHo: A1bo
B paMKax reHepHbIX MCCNEA0BaHWIA, 1100 B CBS3M C TENECHOW TPaBMOW, HO PEAKO
B KOHTEKCTE LIeH3YPHbIX, PEAAKTOPCKMX U MHCTUTYLMOHANbHbIX TpaHCHOPMaLmiA,
NPONCXOAALLMX NPV adanTalymn KOMUKCa K Pa3inyHbIM KySIbTYPHBIM U Meavianb-
HbIM CpefaM. Bo-BTOpbIX, B HAYy4HOW nnTepaType Mano BHUMaHUsS yaensercs
COMOCTaBNEHNIO BU3YanbHOMO TEKCTA V1 €70 MyNETUMEAMINHbIX afanTalyi C TOUKY
3peHnst KOrHUTUBHOIO BOCMPUATHS 1 3TUYECKON MOoAanbHOCTH. OcobeHHo cnabo
npoaHanv3vpoBaHbl MeXaHu3Mbl NepepacnpefeneHs Gokanm3aumnm, Busyans-
HOWI ViepapXui 1 TENECHOI penpeseHTaLyn Npu nepexoae OT NeYaTHOro KOMMKCa
K @aHVIMaLUWOHHbIM UV LMPPOoBLIM (hopMaTam. B-TpeTbyix, 0CTaeTCs OTKPbITbIM BO-
NPOC O TOM, Kak KOMUKC YHKLMOHVPYET B Ka4ecTBe NnathopMbl MCTOPHYECKOTO
pefaKTVpoBaHus: 00MblIas YacTb CyLECTBYIOWMX MCCNefoBaHniA (hokycHpyeTcs
Ha NePBMYHOM KyNETYPHOM KOHTEKCTE, B TO BPEMsi KaK NMpoLecch NocTdaKTyM-
afanTaumn, 10Kany3aLmnm 1 cCaMmoLEeH3ypbl TPEOYIOT OTAENBHOMO aHann3a.
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HacTosiliee nccnefoBaHvie CTpeMuTCs BOCMONHUTL 3TU NaKkyHbl, npeanaras
KOMMAEKCHbI MNOAXOA K aHaN13y TenecHocTn B cepuu The Adventures of Tintin kak
AMHAMUYECKOro 06beKTa KyNbTYPHOW MHTepnpeTaumm.

XopA, 1 PE3Y/ILTATbI UCCNIEQOBAHUS

[epBble KOMUKCbI O TUHTKHE Bbinn oNybNMKoBaHbl B XXypHane Le Petit
Vingtieme (geTckoe npunoxeHune K 6enbrMincKoi KaToNuYecKon rasete Le
Vingtieme Siecle) B 1929 roay (Assouline, 2009, p. 19). Bcero B 3ToM n3gaHuu
BbILINO CeMb NepBbIX UCTOPUI O TMHTMHE. Ha HadanbHoM 3Tane (1929-1934)
B K@XX0M HOoMepe 06bI4HO BbIXOAMNO OT 1 A0 2 CTPaHML, KoMumKca. Mybnankaums
OfIHOW Cepum Morna ANnTLCS OT 12 A0 18 MecsLeB, MOKa OHa He BbIXOAMNA B allb-
H60MHOM (KHWKHOM) hopMmaTe, yKe cobpaHHOM 1 4acTo OTPeaaKTMPOBaAHHOM
(Thompson, 2011, p. 193).

icxons M3 BbIWEONUCaHHOW MeToA0N0r 1N, NyBANKALUMOHHAs UCTOPUS
The Adventures of Tintin B xypHane Le Petit Vingtiéme no3BonseT paccMaTp1BaTh
KOMMKC HE TONbKO Kak HappaTUBHbI 1 BM3Ya/bHbIN TEKCT, HO U KaK MeinanbHbll
N HCTUTYUMOHAbHbBIN NPOLIECC, B KOTOPOM CMbIC/ (DOPMUPYETCS B ANHAMUIKE
CepUHOCTK, pelakTyp 1 TpaHchopmaummn dopmaTa. B cBeTe Teopun Br3yanb-
HOM rpammMaTkn (Kress &van Leeuwen, 2021) 1 CTPYKTYPHOTO aHanm3sa CTpaHuLbl
(Groensteen & Miller, 2013) kaxpaas raseTHas nybavkaums npeacTaBnsna cobom
MO[ly/b B3Ya/IbHOrO MOBECTBOBAHMS, OrPaHNYEHHbI paMKamU ra3eTHOM NOAOCI,
4TO hOPMMPOBANO OCOObIV PUTM BOCTIPUATHS Y HAPPATMBHOW dparMeHTaumm.

C TOUKM 3peHUst KOTHUTVBHOW HappaTonorumn (Herman, 2009; Mikkonen,
2017), 3TOT hopMaT NoowWpPsa MHTePNpeTaTUBHY aKTUBHOCTb YNTATENs, Bbl-
HY)XX[O,EHHOrO BbICTPANBaTh HAPPATUBHYIO LLENOCTHOCTL Yepes A/InTeNbHbIe May3bl,
4acTUYHOE BOCMOMMHAHMeE 1 MpefBOCXMLLEH e, YTO YCUAMBANO 3MMNATUYECKOoe
N KOTHUTMBHOE y4acTure B ctoxete. OfHOBPEMEHHO C 3TUM, C No3uumu ocTte-
pa (Poster, 2013) 1 HosukoBa (HoBuKoB, 2020), paHHKe razeTHble NyoanKaumm
MOXHO MOHMMaTb KaK NeyvaTHbI aHanor undpoBol cepranmnsaumm, rae KOMUKC
[EACTBYET He KaK 3aMKHYTOe NPOM3BEAEHIE, @ Kak MOTOK MEAVABPEMEHM, CTPYK-
TYPVIPYIOLLMIA BOCNPUSTNE Yepe3 A03MPOBaHHOE, MOBTOPSIOWEeCs U M3MeHS0-
Leecs BM3yanbHoe coobuieHne.

Takvm obpasom, paHHue nybnukaumm «Mpuknodennin TuHTUHa» cnegyet
paccMaTpuBaTb He TONbKO Kak MepBUYHbIE BEPCUM FpadryecKoro HappaTyea,
HO 1 KaK Kl04YeBOW 3Tan Meananpon3BoACcTBa, B KOTOPOM (hOPMUPOBANMCh

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 186 THE ART AND SCIENCE OF TELEVISION



BUM3yasbHbIe, KOTHWUTWBHbIE U MHCTUTYLIMOHANbHbIE OCHOBbI KOMMKCA KaK Ky/b-
TypHOro Meanyma. Mx rasetHoilt Gopmat 3afaBan YHUKaNbHbIE NapameTpbl
BOCNPUSATUS: (hparMeHTapHOCTb, Cepuanm3aumio U BDeMeHHbIe PaspbiBbl aK-
TUBM3MPOBANU UHTEPNPETATUBHYIO €ATENbHOCTb YMTaTeNs, B TO BpeMs Kak
OrpaHNYeHHOCTb ra3eTHOW NONOCk GOPMMPOBana B13yanbHbIi PUTM 1 N1OT-
HOCTb NMOBECTBOBaHWS. B 3TON norvike TMHTWH NpeAcTaeT Kak MeamnaTeKcT, Ybs
CMbICNIOBas CTPYKTypa C caMoro Havana bbina obycnoBneHa ycnosmsamu nybnm-
KaLyn 1 TUPAXVPOBAHWS, @ He TONbKO aBTOPCKMM 3aMbIC/IOM.

M3paTenscTtBo Casterman Ha4ano COTPYAHMYECTBO C dpxe B 1934 rogy
(Assouline, 2009, p. 41). OHO CTano OCHOBHbIM MeYaTHbIM MaPTHEPOM XYAOMKH M-
Ka, B351B Ha ceb3 BbINYCK anbbOMOB O TUHTUHE B KHMKHOM opmMaTe (NepBbiM
Takum n3parvem ctanu «Curapsl hapaoHa»). imeHHo Casterman yTBepann
CTaBWMA Knaccuyeckmnm hopmMaT cepun: 62 CTpaHuLbl, LBeTHas nevyats 1 TBep-
nas obnoxka. C cepeanHbl 1940-x 130aTeNbCTBO TakKe akTUBHO y4aCcTBOBANO
B pefaKType v 06HOBNEHMW paHHYX BbIMYCKOB, BKOYAs VX KONOpM3aLMIo,
afanTauuio CoAePKaHMs 1 Nepensfanyie C y4eToM LUeH3YPHbBIX 1 KyNBTYPHbIX
N3MEHeHW.

NeoHapp Pudac (Rifas, 2012) aHann3npyeT 0COBEHHOCTA M MPUUKHbI Y3Me-
HEHWI, BHECEHHbIX B KOMUKC «TUHTUH B KOHIO», NOAYEPKMBAs, YTO 3TOT BbIMyCK
npeacTaBnseT coboit ApKUin NpUMep TOro, Kak MaccoBas KynsTypa OTpaxaeT
1 BOCMPOW3BOAUT UAE0NOMMYECKIME YCTAHOBKIM CBOEro BpemeHW. 10 ero MHeHMto,
nepBoHavanbHas YepHo-benas Bepcus 1931 roga 6eina ryboKo NpoHM3aHa
PaCUCTCKUMU CTepeoTunaMm: adprkaHLbl 306paxanuch Kak HavBHble, NeHw-
Bble, HyX/AatoLMecs B eBPONENCKO NOMOLM. 3TN penpe3eHTaL i MONHOCTbIO
COOTBETCTBOBaNM ODMLMANBHON KONOHUANBHON pUTOPYKe Benbriin, B KOTOPOiA
rocnoacTsoBana vaes 6naropogHoON MUCCH MO YNPaBAEHMIO «TPUMUTUBHbBIMU»
Hapopamu (Rifas, 2012, p. 227). OCHOBHOW NPUYMHON NOCNEAYIOLEN pefaKTypbl
KOMVKCa, KaK MOKa3blBaeT 1ccnefoBaTenb, CTano M3MeHeHre 0bLeCcTBEHHOO
BOCMPUSATUS pachl U KONOHWanv3ma, 0CobeHHo nocae BTopoi MMpOBOI BOMHBI.
B ycnoBusax pacTyllein KpUTnkmu nmnepuanmama, yeunmsueiics 8 1950-1970-x,
CTapble N300paXKeHNs CTanu BOCMIPUHMMATBCS Kak OCKOPOUTENbHbIE 1 HEITUY-
Hble. B 0TBeT Ha 3To u3patenu 1 npasoobnagaTteny BHECAM 3HaYMTeNbHble NpaB-
Kn. Tak, B LUBETHOM Bepcunn 1946 rofa Obinv CMAryeHsl B1U3yanbHble 1 TEKCTOBbIE
0bpa3bl appuKaHLEeB, a B n3aaHum 1975-ro elle bonbliee BHUMaHMe Hbi10 yae-
NeHO yaaneHno pacuCTCKmX Gpas v CLEH HaCUAKS, BKIOYas 3n1304, B KOTOPOM
TUHTUH B3pbIBaeT HoCopora.

[omnmo rpacbmqecr(l/lx N TEKCTOBbLIX MPaBOK, K MO3AHNM U3OaHVAM CTan

npunaraTb NpeanucnoBs, MOSCHAIOLLME NCTOPUYECKMIA KOHTEKCT CO3aHNs KO-
MUKCa ¥ Orpaxaatolive Kak Ipike, Tak v u3pateneit ot 06BYHeEHWUI B pacu3me.
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Tintin,il y en a ‘/,V_aus allons co/mmenc;;,_}:_i voué/q VOU/‘;Z
’ 1én, par quelgues a wions . Jur peu

deux qui bavar- me dire combien font deux plus deux?...

dent, ld-bas. 4. . Personne?. .. Voyons,deux plus deux?...

- Deux plus deux égalent?...

3

X

Puc. 1. Ypok apudmetuku. CueHa us anb6oma «TUHTUH B KoHro» (Hergé, 1962, c. 36)

— «[Jasatime Ha4HeM, eC/U 861 HE BO3PAXACME, C HECKO/ILKUX CAONEHUU. KMO CKaxem MHe,
CcKos1bKO bBydem d8a nitoc 08a?...»

MY DEAR FRIENDS, TODAY I'M
GOING TO TALK TO YOU ABOUT
YOUR COUNTRY : BELGIUM /...

Puc. 2. Ypok apudmetuku. CueHa us anb6oma «TUHTUH B KoHro» (Hergé, 2009, c. 36)

Takvm 06pa3om, UCTOPUS U3MEHEHUI «TUHTKHA B KOHIo» MnntocTpupyerT,
KaK BU3yasnbHbI TEKCT He ABNSETCS HEMTPanbHbIM, @ HAaXOAMTCS B MOCTOSIHHOM
Avianore C peanbHOCTbIO. ITOT BbIMYCK CTan NPYMEpPOM TOro, KaK Mefna aganTy-
PYIOTCS K HOBbIM HOPMaM ¥ LUeHHOCTSIM, AEMOHCTPUPYs HEOOXOAUMOCTb KPUTH-
4eCKOro NepecMoTpa Ky/bTypPHOTO HaceAms C y4eTOM UCTOPUYECKOTO KOHTEKCTa
1 3TUYECKOI OTBETCTBEHHOCTH.

T. MakkapTu (MakkapTu, 2013) nogyepkrBaeT, 4To nepepaboTka opurn-
HasbHbIX BbIMYCKOB COMPOBOXAANACh HE MPOCTO TEXHUYECKUMU YAYYLWEHUAMN
(Hanpumep, NepexoqoM OT YepHO-6e10ro K UBETHOMY dopMaTy), a CyllecTBeH-
HbIM MEPECMOTPOM COMIEPKAHMS: MEHSANUCH pa3bl, M306paXkeHns, Lenbie
CIOXKETHble MMHWW. MaKKapTX pacCMaTpUBaET 3TO KaK MpoL,ecc KOMMepPYeCKom
V KyNbTYpPHOW NepepaboTKu, MPpu KOTOPOM Ka bl HOBbIN BbIMYCK CTaHO-
BUTCS Kak Obl «MCNpaBAeHHOM» BepCUel MPOLINOro — C HOBbIMU CMbIC/IaMy,
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HO MpeXHen cTpyKTypoit (MakkapTn, 2013, p. 32), 4TOObI OCTaBaTLCS aKTyalb-
HbIMU, YAOOHBIMU 15 YTEHUS 1 NPUEMIEMbIMU C TOUYKI 3PeHNS OMUHVIPYHO-
WX KyJBTYPHbBIX HOPM.

3. beHTaxap (Bentahar, 2012) noka3biBaeT, Kak NPOLECChl PEAAKTOPCKON
aganTaumm KOMMKCa HarnsgHo NposSBASIOTCS UMEHHO B CUTyaLMsax TpaHCAs-
LMW TEKCTa B MHOW KyNbTYPHbI KOHTEKCT, B 4aCTHOCTM B apabCKuii Mup. 3Tu
M3MeHEeHWs BbIXOAAT 3@ PaMKM NPOCTOW BM3yanbHON KOPPEKTUPOBKM: B HOBbIX
YCNOBMAX OHM NepecobupatoTcs. ECav B paHHMX anbbomax, Taknx Kak « TMHTUH
B CTpaHe YepHOro 30/10Ta», apabckas MMCbMEHHOCTb 3aMeHsNachk geKopaTyB-
HbIMU «KapaKynsaMu», TO B bonee No34HUX BEPCUsX IpIKe 1 ero KomaHga cTpe-
MWUNCh K TOYHOCTM, 3aMeHsIa NceBaoapabckmin pndT Ha HacTosWme Haanu-
CW. ITOT Nepexop OT YCNIOBHOTO BK3YaNnbHOro A3biKa K bonee peanncTuyHomy
N «YBOKMTENBHOMY» N300PAKEHMIO KyNbTYpPbl — MOKa3aTesb TOro, Kak A3bIK
1 TENO OKa3blBalOTCS B LLIeHTPe KyNbTYPHbIX neperoBopoB. OCObeHHO 0CTpo 370
NPOSBASETCS B 3NM304aX, CBA3aHHbIX C PEIUTMO3HOM TENECHOCTLIO0. TaK, CLIEHbI
C MYCY/IbMaHCKOW MONMUTBOM CHavana bbinn AobaBneHbl Kak 3HaK yBaXKeHus,
HO B MO3AHMUX BEPCUSX CTanv AEMOHCTPUPOBATb HapYLLIEHVS PeNnUrMo3Horo pu-
Tyana: repov MonsTcs B 00yBW, COBEPLUAIOT HeBEePHbIE XeCTbl. B ogHOM ciyyae
nepcoHax TUHTVHa faxe N1MHaeT MOAAWEerocs, YTo CcTano NPUYNHON OTKa3a
0T NyBAMKALMN BbINYCKa CO CTOPOHbI ernMneTcKoro u3natensctea Dar al-Maarif
(Bentahar, 2012, p. 41). 3To CBMAETENBCTBYET O TOM, HYTO TeNECHbIe AeNCTBMUS
B BM3yasNbHOM HappaT1Be MOryT CTaTb TOYKOW KOHMAWKTA MHTepnpeTauui,
€CV HapylWatoT NoKanbHble HOPMbl TENECHOrO NoBeAeHUs. Tema TeNecHoCTH
KaK 30Hbl KyNBTYPHOIO HefopasyMeHns 0COBEHHO SPKO pacKpbiBaeTCs B CLEHe,
rae TUHTUH 1 X3A10K NepeoeBatoTCs B KEHLIMH B apabckoi oaexae. icnons-
30BaHue TeNecHON MacKMPOBKM Kak KOMUYECKOro npuema HaTankmnsaeTcs
Ha HemepeBOANMOCTb KyNETYPHbIX KOAOB: HE3HAHMe A3biKa, CNeLndVIKI KeCTOB
1 TenecHbIX HOPM NMPUBOAMUT K CPbIBY MAaCKMPOBKM 1 BU3yanbHOMY pa3pbiBy
B BOCMPUATUM CLieHbl. 34eCb TeNo CTaHOBUTCS MeCcTOM cbos — HeBepHas ero
penpeseHTauns NpeBpallaeT BM3yanbHbli1 OMOP B MONE KyNbTypHOW dpycTpa-
umu (Bentahar, 2012, p. 46).

HunaHnmxaHa n AHMHAWTa HaTTepmkm yrnybnsaoT 3TOT aHanms, noadep-
KMBasi, YTO TaKve TpaHchopMaLUmm SBASIOTCS AEMOHCTPaLMEN KONOHWaNbHOMO
BOOOPaXeHWs: apabCKuii MUp NpeaCTaBNeH Kak He3aHsaTas CleHa Ans eBponeii-
ckoro ferctaua (Chatterjee & Chatterjee, 2024).

B 1942 rogy nogsuncs nepsbii LBeTHOM anbbom «Kpab ¢ 3010TbiMY KneLu-
HAMW». IMeHHO ¢ 3Toro ansboma nspatenscTBo Casterman Havano cuctemaTu-
4eckunii nepexop OT YepHo-benoro popmMaTa K UBETHbIM Neper3aaHiam, KoTo-
pble cTanv cTaHpgapToM cepuu. Kak otmevaeT CKoTT Makknaya (McCloud, 2017),
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BbIPa3MTe/bHbIE BO3MOXHOCTY LIBETA HEM3MEHHO NPUB/EKatoT YnTaTenell Cb-
Hee, YyeM YepHo-benas rpaduka, 0COHEHHO B KOHTEKCTE KOMMEePLIWM 1 TEXHOMO-
FMYECKOro pasBuTus.

B 1966 roay ye bpuTaHcKoe n3naTencTBo Methuen notpebosano ne-
pecMoTpeTb anbbom The Black Island, yka3as Ha 131 HETOYHOCTb B M306paxe-
HUK BennkobpuTaHmm. IpKe NONHOCTbIO MEPEPUCOBAN aHTNUIACKIME NEM3aXM
1 apxXUTEKTYpY, caenan ux 6onee npasaonofobHbiMun. B 6onee No3aHmMx Bbiny-
CKax 406aBnsNvCy feTanu, BAMsIOLWME Ha JOCTOBEPHOCTb CloxeTa (Hanpumep,
bonee peanucTMYHOE BoOpyeHwue, TpaHcnopT) (Thompson, 2011, p. 68). Mo3-
e BbINn BHECeHbl n3MeHeHus B anbbom Land of Black Gold: nepBoHayansbHO
AeNCcTBMe NPOMCXOanNo B NoaMaHaaTHoW ManectuHe, HO B 1971 roay 66110
M3MEHEHO Ha BbIMbILWIEHHOE rocyaapcTBo Kxemep, 4Tobbl M36exaTts NonmnTu-
yeckux accoumaumii (Assouline, 2009, p. 202). OpurnmHanbHas cBoboaa Ipke
Hbina orpaHMYeHa v cBefieHa K Npoueccy MalnHansHOro BOCNPOM3BOACTBa
(Peeters, 2012).

B 3TOM KOHTeKcTe 0co6eHHO noKasaTeNlbHO BHUMaHWe K TeXHUYECKON
N HXEHEPHOW OCTOBEPHOCTH, MPOCAEXMBatOLLEeCs Ha NPOTSHEHWIN BCEN ce-
pun The Adventures of Tintin. MapTUH-TOMeC 1 ero Konnern npoaHansupoBanu
21 anbboM 1 coCTaBWAM ieTaNN3MpPOBaHHYH TabnuLly, B KOTOPOW CUCTeMaTn3u-
poBany 1183 BM3yanbHbIX M TEKCTOBbBIX YIOMUHAHW O6bEKTOB MHPPACTPYKTYpPbI
(Martin-Gémez et al., 2017, pp. 1069-1070). Takoe BHMMaHMe K AeTansam noavep-
KMBaeT CTpeM/eHne aBToOpa K penpe3eHTalun MaTepmnanbHOro Mmnpa C BbiCo-
KOW CTeneHbto peanucTUYHOCTM, MO3ULMOHMPYS CEePUIO B Ka4ecTBe 3HaYMMOro
NCTOYHMKA ANS U3YHEHUS TEXHONOMMYECKOro BOObpaxeHns XX Beka.

TaKknM 06pasoM, MOXKHO CaieNnaThb BbIBOL, YTO PEAAKTOPCKME U3MEHEHUS
B cepun The Adventures of Tintin 3aTparvBatoT He TONBKO CIOXKETHBbIE 1 CTUANCTU-
YecKkue acnekTbl, HO 1 bonee ryboKKe YPOBHU KyNbTYpHOW penpeseHTaumm —
OT VAEONOTUYECKUX KOHCTPYKLUMIA U BU3YanbHOW 3TUKW A0 PEAaNUCTUYHOCTH
TEXHMYECKON cpefbl. 3TV TpaHcHOpMaLMM GEMOHCTPUPYIOT, KaK BM3yanbHbIi
HappaTVviB NOABEPXKEH MHOrOYPOBHEBOW afantauuu: Nog AasneHnem noanTu-
HEeCKMX KOHTEKCTOB, OXXMAaHWIA LleneBow ayauTopuu, HOpM KyNbTYpHOM Npriem-
NEeMOCTV 1 CTpeMeHns K npasgonogobuto. Cepus «MpukntoyeHns TUHTVIHA»
OKa3blBaeTca MeanannatopMon, Ha KOTOPO NePEnMCHIBAOTCS HE TOMbKO
MCTOPUN, HO U HOPMbl B3aWMOJENCTBUS C «4PYrMM», TENOM, TEXHWUKOM 1 Npo-
CTPaHCTBOM, NpeBpallasch B AMHAMUYECKYIO MOAENb KyNbTYPHOW, B1U3YyanbHOWM
1 3TUYECKOW 3BOMOLUN.

B Poccuu cepuist KommukcoB The Adventures of Tintin BeinycKanach pasHbiMy

nspatenscrsamun. Casterman n3fasano KHWUMM, B KOTOPbIX MMS 1aBHOMO repos
TPaHCAUTEPUPOBANOCh Kak «TaHTaH». V130atenscTBO «MK-KHUTM» BbINYCTUNO
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Wb oanH ToM — «Cueapel hapaoHa» (2004). Mo3aHee cepus peann3oBbiBanach
aomamum «MaxaoH» 1 «Menuk-lNawaes», Toraa Kak «TMHTUH B cTpaHe CoBeTOB»
6611 0NY6AMKOBAH TONbKO M3AaTENBCTBOM «ByMKHMIa». Bce poccuniickue nsna-
HMs 6a3npoBanCh Ha OPUrMHaNbHOW MpaHLy3CcKon Bepcun Casterman, oaHaKoO
nepeBOof TEKCTa OCYWECTBASNCS OTeYeCTBEHHbIMU CneumanicTamu. Tak, B Bbl-
nycke «TVHTUH B CTpaHe YepHOro 30/10Ta» Nepesoy K M. Xa4aTypoB He TONbKO
aganTvpoBan TeKCT, HO 1 fo6aBUA NprYMeYaHus, MOSCHSIOWME KyNbTYPHbIe
1 McTopudecKkme peanun (Ipxe, 2022).

Nepexon OT ra3eTHOW NyBANKALMMN K KHIKHOMY (hopMaTy CTan He NpocTo
CMeHOW HOCUTENS, a 3HaYMMOI MeamnaTpaHchopMaLer, 3aTPOHYBLIEN BU3Y-
anbHbliA, HAPPATVBHbINA, UHCTUTYLMOHANbHbIV 1 MEONOrMYEeCKI YPOBHM. B Tep-
MUHax coumansHon ceMmnoTnrn (Kress & van Leeuwen, 2021) cTaHaapTM3aLms
opmaTa (62 cTpaHuLbl, UBET, TBEpAas 0bnoxKa) 1 nocneayollas pefakTypa
03Ha4anu nepecbopky BU3yanbHOro TeKCTa: M3MEeHMNACh He TOMbKO KOMMO3MLMS
CTPaHwL, HO U MOf@NbHOCTb BOCMPHATUS, BU3YaNbHAs CEMAHTMKA U KyNbTYPHbI
CTaTyC N300paxKeHus.

CornacHo makpocemumoTnke (Groensteen & Miller, 2013), nepensnanus
3TV CONPOBOXAANNCH NEPEeCTPONKON CETKM, PUTMa U NIOTHOCTU NOBECTBOBA-
HYs. TaKoW peav3aiii HapywWwua UCXOAHYIO CepuanbHyo NpUpoay NybaviKauwi,
TpaHCHOPMMPYs UX B LiENbHbIE, aNbOOMHbIE MPON3BEAEHUS C NHBIM TEMMOM
YTEHWs 1 CMbICTIOBOW Mepapxmelt. B pe3ynbtaTe OHW CTanu CamoCToATeIbHbIMK
BM3YaNbHbIMY TEKCTAMU, KOTOPbIE NoANexaT (hopManbHOMY aHanmsy HapasHe
C OpUrMHanamu.

C TOYKM 3peHUst KOTHUTUBHON HappaTonorun (Herman, 2009; Mikkonen,
2017) U3MEHEHUS 3TU NOBAUANM Ha BOCMPUATME YuTaTens: nepepaboTka pe-
NAVIK, UBETOBOW NanMUTPbl M faXe CIOKETHON CTPYKTYPbI M3MEHMNa MeXaHN3Mbl
SMOLMOHANLHOMO BOBIEYEHNS 11 PEKOHCTPYKLMM HappaT1Ba.

Takum obpasom, The Adventures of Tintin Ha4MHaOT QYHKUMOHMPOBaTb
KaK HOBbIM KOTHWUTUBHBIN CLEHapUiA, OTAUYAKOWMIACS OT OPUrMHANBHOTO YKTa-
TENbCKOro OnbITa.

Ocobyto posib B 3THX NPeobpasoBaHUsaX Urpan LieH3ypHbIE U KybTypHble
pefakumu, NpoBoaMMble n3natensctsamu Casterman, Methuen, Dar al-Maarif.
AKUEHT, B 4aCTHOCTW, CMECTUIICS Ha penpeseHTalnio TeNecHOCTH, KoTopas
nepectana ObiTb HEMTPaNbHbIM 3NEMEHTOM U306PaXKEHNS 1 CTana STUYECKM
N NOAUTUNHECKN 3HAYUMOM.

CornacHo vccnegoBaruio XaHa-MNons Mabuiie (Gabilliet et al., 2010), k ne-

PEOCMbICNIEH VIO TENECHOrO NMPYBEN NOCNEBOEHHOE pacliMpeHme ayanTopun
1 POCT KPUTUYECKOro AMCKYypCa. 34eCh MOSBUANCH TEMbI YSI3BUMOCTU, TPaBMbl,
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6011 1 cocTpafaHus. YecTokre CLeHbl 1 pacoBas KapuKaTypHOCTb CTanu pe-
AaKTVPOBATLCS MW NONHOCTHIO YAANSTHCS.

MoKkasaTenbHo, YTO caM TUHTUH M300paXkaeTCs KaK NepcoHax C MOYTH
CBEPXYEN0BEYECKOW YCTOMYMBOCTbIO: B UCCNEA0BaHUM rpynmbl y4eHbix (Caumes
etal., 2015) npoaHann3nMpoBaHo 236 MHUMAEHTOB, CBA3aHHbIX C TPaBMamu reposi,
HO TONBKO LWeCTb U3 HKX MPVBEN K rOCAMUTann3auUmm, 1 gaxe B 3TUX CyyYasx
nocneacTsums 6611 MUHVMaNbHLI. 3TO NOAYEPKUBAET HE TOMBbKO YCIOBHOCTb
HappaTyBa, HO U KyNETYPHYIO YCTAHOBKY Ha MAeann3nMpoBaHHY0 TeNeCHOCTb Kak
3HaK CTOMKOCTU, MyXXECTBEHHOCTW 1 MOPanbHOM HEMOrpewmnmMocTu.

TaknM 06pa3oM, UCTOPUS PeAaKTyp Cepumn 1EMOHCTPUPYET, Kak TpaHcdop-
Mauus MefiMyMa BAMSET Ha CMbICIOBYIO CTPYKTYPY TeKcTa. [lepexof OT ra3eTHoM
(bparMeHTapHOCTN K aNbbOMHON LIeNBHOCTU, OT BM3YanbHOW HENTPanbHOCTH
K KYN6TYPHOW Y4YBCTBUTENbHOCTU NpeBpaTun «[pukntodeHns TUHTUHaE» B AU-
HaMK4yeckoe MefiManpoCTPaHCTBO, B KOTOPOM TENO, S3blK 1 hOpMa CTaHOBATCS
He TONbKO XYAOMECTBEHHbIMW KOMMOHEHTaMK, HO U HOCUTENSIMMN UAeoNorye-
CKUX, KOTHUTUBHbIX U MONUTUYECKMX 3HAYEHUN.

B 1982 roay C. Cnvnbepr NposiBui MHTEPEC K 3kpaHm3auuu The Adventures
of Tintin, HO NPOLIECC 3aTAHY/CS. IpPXKe yMep BCKOpe Noc/e Havana neperoso-
pOB, YCMEB fiaTb COrnacve Ha 3kpaHv3auumto. Cnunbepr obelan CoxpaHnTb Ayx
opurnHana, Ho 13-3a IPUANHECKUX U TBOPYECKMX Pa3HOrNachii MPOeKT He Npo-
aBunHyncs. KoHtpakxt ¢ Canal Plus npuBen K co3gaHnio aHMMaLUMoHHOro cepurana
The Adventures of Tintin (Hirsh et al., 1991-1992). [pon3BOACTBOM 3aHUMaNCh
ctyaunw Ellipse v kaHapckas Nelvana. C 1991 no 1995 rogpl cepunan 6bi1 WMPOKO
nonynsipeH (Peeters, B., 2012, p. 339). Cepunan coctosn 13 39 anm3ono8 (npoaon-
XKUTENbHOCTb KaXaoro — 22 MUHYThI), 06beAMHEHHbIX B TpU ce30Ha. Kaxabii
anbboM KOMKKCa Ipxe afanT1MpoBasncs B ABYXCEPUNHYIO apKy. Bcero B MynbTce-
pvian BoWwnW agantaummn 21 n3 24 oduumansHbeix anbboMoB. bbinn NponyLeHsl
«TMHTUH B cTpaHe CoBeTOB», «TMHTUH B KOHO» 1 He3aBepLWEHHbIM anbboM Tintin
and Alph-Art. TlepBoli cepueit cTana akpaHm3aums «Kpab ¢ 3010TbIMM KNELHAMMN»
(neBaTbI TOM KOMMKCA).

TakuM 0bpasom, cepuran NpeacTaBsn cobo ynopsfaoieHHY0 1 HappaTue-
HO COrNacoBaHHY BEPCUIO OPUMMHANBHOTO KOMUKCA, HO 6e3 y4eTa XpOHONOr i
Pa3BUTUS NMEPCOHAKEN U 1X B3aMOCBSI3el.

C TOUKYM 3peHNst BU3yanbHOTO A3biKa, aBTOPbI MyNbTCepuana CTpeMuinch
K MaKC1ManbHO TOYHOMY BOCMPOU3BeaeHuto cTuns 3pxe (ligne claire), npy 3Tom
aKTUBHO paboTas ¢ LUBeToM, GOHOM U iM3aiHOM nepcoHaxein. Ocoboe BHUMa-
H1e yaensnock ToMy, HTOObI ajanTalyis COXpaHsana 3CTeTUYECKYHO Y3HaBaeMoCThb
1 AIMOLMOHANBHYI0 MHTOHALMIO opurnHana. OfHaKo psifd 3NM30408 Obin CMsr-
YeH MO CPABHEHMIO C NEePBOUCTOYHUKOM: yaaneHbl Uan peayLnpoBaHbl CLEHbI

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 192 THE ART AND SCIENCE OF TELEVISION



Hacunvis, ynoTpebneHns ankorons (0CObeHHO B OTHOLIEHWW KanuTaHa X3a/10Ka),
a TaKKe OCTPbIE MNOANTUYECKIME U PENNTNO3HBIE TEMbI, YTO COOTBETCTBOBASO
TpeboBaHWaM AeTcKoro Teneadupa Havana 1990-x (Thompson, 2011, p. 148).

Espéce de petit
ornithorynque!

Puc. 3. CueHa u3s anb6oma «CTpaHa YepHoro 3os0Ta» (3pxke, 2022, c. 58).
CKpUHLLOT aBTOpa

— «AX Mbl, yMKOHOC!»

—«A-ag-al... A-a-al..»

Puc. 4. CueHa U3 aHUMaUMOHHOro Tenecepuana «MpuxkndeHns TUHTUHa» (1991-1992).
Pex. C. bepHackoHU. Ce30H 2, 3nu3op 11. 19 MuH 11 cek. CKpUHLWOT aBTopa’

B norvke KOrHUTMBHOWM HappaTonorumn (Herman, 2009; Mikkonen, 2017)
IKpaHM3aLVWs npeobpasyeT YNTaTeNbCKUIA OMbIT B 3pUTENbCKUI. BMECTO ak-
TUBHOW PEKOHCTPYKUMN CIOXKEeTa, TPEOYIOWEN OT YnTaTens MHTEPNpeTaTMBHOM
BOB/IEYEHHOCTU, 3pUTENb MOTPYKAETCS B 3apaHee CPeXMCCHpOoBaHHYy Gop-
My HappaTunea. Ocobyto pob B 3TOM NpoLecce nrpaet nepepacnpegeneHme
hoKanvaumm: eciv B KOMMKCE YMTaTENb CaM BbICTPanBaeT NoCe0BaTeNb-
HOCTb CMbBIC/IOB Yepes BK3yalbHble Nay3bl Mexay naHensmMu, To B aH1MauUVoH-
HOW BepcuM TOYKa 3peHns repos CTaHOBKTCA «nnasatowei» (Mikkonen, 2017),

b McTouHmK n3obpaxeHns cm.: URL: https://www.youtube.com/watch?v=Iw8E2yLC-Uo (01.07.2025).
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a BW3yanbHas HarpysKa ynpaenaseTcs pexuccypol, nepeMelleHrsmMmmn Kamepsl
1 MOHTaXOM.

TakuM 06pa3oMm, MynbTCEpUan He TONbKO MHTepPnpeTnpyeT KOMUKC,
HO 1 PEKOHCTPYMPYET HAapPaTUBHYIO €0 MEXaHWKy, Co3aaBas 1I0Ka/1U308aHHbIE
KozHUMUBHble cyeHapuu — bonee nuHelHble, 3MOLMOHANBHO HAChILEHHbIe
1 OPUEHTUPOBAHHbIE Ha KyBTYPHYIO YHUBEPCANIBbHOCTb.

Cepwvian ,eMOHCTPYPYET COBOI NprMep BU3yanbHOrO NEPeKOAMPOBaHNS
(Kress & van Leeuwen, 2021): MynsTunbM Hen3bexxHo nepepacnpefenseT B13y-
anbHblE aKLEHTbI, MEHSIET KOMMO3MLMOHHYIO CTPYKTYPY, TEMM U BM3yanbHO-Ce-
MaHTUYECKYIO Mepapxnto. BruayansHas rpammaTtiika MynsTceprana nepectpan-
BAET aKLEHTbI: TeNo 6onblie He 06BEKT WYTOK, @ HOCKUTENb Penpe3eHTaTUBHOM
HOPMbI, MpreMNeMoin B rmobanbHoM MeanakynsType Hadana 1990-x. 3To cooT-
BETCTBYET NIOrMKe MeamanonuTnKm agantaumnm (Baetens, 2022; Baetens & Frey,
2015): cepyan npeacTaBnseT coboi MHCTUTYLMOHANbHO OTPeaaKTMpPOBaHHYIO
BEPCUIO KOMUKCA, PENPEe3eHTaTUBHYIO U NPUEMAEMYIO B MEX/YHAPOAHOW Me-
AviakynbType. YaaneHve cueH Granyeckor arpeccum, ankorons, MAeonoru4eckm
HamnpsHKEHHbIX 3MM3040B — 3TO HE NPOCTO afanTauus Noa AeTckui hopmart,
a MeaManoNUTUYECKniA aKT, B KOTOPOM TeNIeCHOe OKa3blBaeTCs TOUKOW perynu-
POBaHMS AONYCTUMbIX CMbIC/IOB.

TakvM 06pa3oM, N3MEHEHNE BI3YaNbHOTO f3blKa B My/IbTCEPUAne v B N03[-
HVX afanTaumsax «TUHTUHa» CTano BO3MOXHbLIM MEHHO NOTOMY, HTO M3MeHMNach
penpeseHTaLns TeNeCHOro Kak CeMMOTUYECKOTO LLeHTPa: OT FPOTECKHOMO —
K HOpMaTMBHOMY, OT aHUMaLMOHHO-KOMUYECKOTO — K KYNBTYPHO YyBCTBUTENb-
HoMy. Teno nepectano HbiTb MPOCTO TENOM MePCOHaXa — OHO CTano Ky/bTyPHbIM
MapKepoOM 3M0xK, TPeBYOLMM HOBOW BM3YanbHOW NOTUKK 1 3TUHECKON apTUKy-
nAuUMK. Mynercepran He TONbKO PaCLUMPUA FPaHnLbl MeananpucyTCcTBms TUHTK-
Ha, HO 1 chopMMpOBan HOBbIV POPMAT KyJBTYPHOM NaMsaTL, B KOTOPOM 06pa3
repos 3aKpennseTcs Yepes ayanoBM3yanbHble KOAbl U TeNeHapaTBHYIO 0T 1KY.
B 3TOM CMbICNIE OH UNNOCTPUPYET KNHOYEBYIO YCTAHOBKY COBPEMEHHOW KyNBTYPbI:
KOMVIKC KaK MefjyM nepectaeT 6biTb (UKCMPOBaHHBIM TEKCTOM W NpeBpallaeTcs
B rMbpWAHYIO, TPaHCMEANIAHYIO M KOTHUTYBHO-NEPECTPanBaEMyto CTPYKTYPY, Ybe
BOCMPUATHE U UHTEPNPETALMSA MEHSIOTCA B 3aBMCUMOCTU OT popmaTta, TeXHO-
NOTUN U MHCTUTYLMOHANbHOMO KOHTEKCTA.

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 194 THE ART AND SCIENCE OF TELEVISION



OBCY)>XAEHUE PE3Y/IbTATOB

Pe3ynsTaThl aHanv3a NoATBEPXK/AAI0T UCXOAHYIO TMNOTE3Y O TOM, HTO BU-
3yanbHas penpeseHTaums TenecHocTn B cepum The Adventures of Tintin npega-
CTaBNsAET COOON HEYCTOMUMBYIO U KyNbTYPHO MeaMaTU3VPOBaHHYIO KaTeroputo,
NOMBEPXEHHYI0 MOCTOSIHHOW afanTauyii B OTBET Ha M3MEHEHUS 3TUYECKNX,
NONUTUYECKNX U TEXHOMOrMYecKrx ycnoBuii. Ha npumepe ansboma Tintin in the
Congo 1 apyrux KNtoYeBbIX 3M1M30A08 (apabcKkas MaCKMPOBKa, CLEHbI C MONUTBOW,
penpe3eHTaums HaCuAns U 3THUYECKOW NPUHAANEKHOCTH) NPOCAeXMBaeTCs,
KaK TenecHoCTb yHKLMOHUPYET B Ka4ecTBe MHAMKATOPa KyNbTYPHOK HyBCTBU-
TeNbHOCTYM 1 MapKepa Uaeonorniyeckoro aasneHus.

CpaBHeHMe OpurHanbHbIX MeYaTHbIX BEPCUIA U MynbTceprana (1991-1992)
BbISIBNSET TPaHC(HOPMALMIO BIU3YanbHOTO HappaTvBa B HanpaBAeHN Y 3TUYECKO
HOpManu3auumn: Teno nepcoHaxa TepseT QyHKLUKUM 0OBEKTHOO KOMM3Ma 1 CTa-
HOBMTCA HOCKTENEeM HOPMATUBHOMO, MHCTUTYLMOHANBHO NpreMnemMoro obpasa.
Takune CABUMV MOXHO MHTEPNPeTUPOBaTL B I0TVKe MeavanonnTukn (Baetens,
2022) KaK peaKumto Ha M3MEHSHOLMIACS KyNBTYPHBI 3anpoc 1 TpeboBaHWs mo-
H6anbHOW Meamnacpeasbl.

OcobeHHO nokasaTeneH MexaHv3M nepepacnpefeneHns Br3yansHoi do-
Kanusaumu 1 Temna BOCNPUSATYS, YTO COMMacyeTCsi C NONOXKEHVSMU KOTHUTVUBHOM
Happatonorum (Herman, 2009; Mikkonen, 2017): 3putens MynsTcepriana BKIOYEH
B [IPYroV CLEeHapuWii MHTepnpeTaumm, MMWeHHbI nays, Npobenos 1 BapuaTue-
HOCTW, XapaKTepHbIX AN KOMUKCa Kak POpMbl dparMeHTVPOBaHHOMO HYTeHMS.
TenecHoCTb B 3TOM KOHTEKCTE — He NMPOCTO K13obpaxeHHoe Teno, a hopma Me-
AManepeBofa, B KOTOPOW KynbTypHbIe KOHMANKTbI TpaHCHOPMUPYIOTCS B 3pU-
TeNbCKW HENTpanbHbIE UM «NpUEMAEMbIE» BU3YalbHble KOAbI.

TakuM 0bpa3om, TenecHocTb B The Adventures of Tintin Oka3biBaeTCs He BTO-
PUYHBIM 3/1EMEHTOM CIOXETa, a Kt04EeBOI TOUKOW KyNbTYPHOM aganTaLummn 1 Bu-
3yanbHOro KoHMAnkTa. OHa obbeanHseT B cebe cpasy HeCKObKO YPOBHEW 1H-
TepnpeTaumm (3CTETUYECKMIA, HAPPATWBHBbIN, STUYECKUI Y UHCTUTYLMOHATBbHbIN),
CTAHOBSICb MOMIEM HAMPSHKEHWS MEX/Y aBTOPCKUM BbICKa3blBaHMEM, CTOpUYe-
CKOW NaMsThbio U MeAManonuTUKOW COBPEMEHHOCTH.

BbiBOZbI

MpoBefeHHbI aHanu3 NOATBEPAM, YTO BM3yanbHas penpeseHTaums
TenecHocTH B cepum «MpuknoyeHns TUHTUHA» SBASETCS He YCTOMYMBOMN
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3CTeTUYECKOW KaTeropmen, a AMHaMUYeCcKon CEMMOTYECKOM KOHCTPYKLUMEN,
oTpaXatoLiei MPOLECChl KynbTypHOM aganTtaunm, MHCTUTYUMOHANbHOTO KOHTPO-
ns U MeanaTpaHchopmaLn B XX-XXI Bekax.

TenecHoCTb MYHKUMOHUPYET KaK TOYKa KyAbTYPHOrO KOHMAVKTa MeX-
Ay OPUTMHaNbHbIM HapPaTMBOM M NO3AHENLMMI ero agantaumsmu (BKoYas
MynbTcepvan 1991-1992 rofoB), rae Br3yasbHble 1 HappaTuBHble TpaHchopma-
LMW OTpaXatoT TEeHAEHLUMM 3TUYECKOM HOpManm3aumnm v MegninHolm cTanaap-
TM3aumn.

KOMMKC B 3TOM KOHTEKCTe npeacTaeT Kak hopMa KynbTypHOW NaMaTw,
B KOTOPOW penpe3eHTauuns Tena UKCpyeT U3MeHeHMs 0OLLECTBEHHbBIX HOPM
1 NpefcTaBAeHuin O «ApYyroM», AEMOHCTPMPYS, KaK Meava nepeonpefenstoT rpa-
HULLbI AONYCTVMOTO B KyNbTYpE.

MpVYIMEHEHHbIV MEXANCUMNANHAPHBIA NOAX0A (KOrHWUTVBHas Happa-
TONOTUS, BU3YyasbHasi CEMUOTUKA U KyNbTypHas TEopKsl) NoKasasn CBot -
(DEeKTMBHOCTb A5 aHanm3a BM3yanbHbIX CTpaTernin KynsTypHOW afanTauum
B rpadmyeckmx HappaTuBax 1 MOXET OblTb pacluMpeH Ha U3yyYeHune apyrux
MYNbTUMEANNHbIX POPM.

TakviM 00pa3oM, TeNeCHOCTb B CEPUM KOMUKCOB «[1pUKItoYeHns TUHTUHa»
BbICTYMAEeT KyNbTYPHbIM MHTEPdENCOM, B KOTOPOM NepeceKaloTcs 3CTeTUYeckue,
ITUHECKME U MHCTUTYUMOHAMbHbBIE N3MEPeHNa penpeseHTaunu. Ee aHanms no-
3BONISET NyHLIE MOHSATh, KaK BU3yanbHble MeAra hopMUpYIOT MONUTUKY N306pa-
KEHWs!, MepPeBOAs MCTOPUYECKIE U KyNbTYPHbIE KOH(ANKTbI B YHUBEPCaNbHbIe
BM3yasibHble KOAbI.
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