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Bromance as a Masquerade:
Adaptation and Reception of Chinese
Danmei Fantasy”

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

* Translated by Anna P. Evstropova.

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

Keywords: danmei, China, web series, fandom, queer culture, Mo Xiang Tong Xiu,
The Untamed
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bpomMaHC Kak Mackapap:
afanTauvs n peuenuns
KUTaWCKMX D3IHTE3N B KaHpe aaHmen”

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

* [laHHas cTaTbs NOCBsLLEHA HaYYHOMY aHann3y HallMoHaNbHOro aHpa B 061acTu KUHo-
nckyccTBa Kutaiickolt HapogHoit Pecnybnmku, orpaHnymBasch ero pamMmkamu 1 He ocBe-
Ljast MHble COLMOKYLTYPHblE SIBEHNMS, CYLIeCTBYlOLe BHE NpefenoB n3bpaHHoro oob-
eKTa MCCnefoBaHs, Kakoe-1Mbo MO3ULMOHMPOBAHWE KOTOPbIX He KOPEenavpyeT Kak
C A@HHbIM TEKCTOM B LIENIOM, TaK V1 C €70 COCTaBASOLLUMMY (MPUM. peq.).

HAYKA TENEBUAEHUA 18 (3), 2022 107 THE ART AND SCIENCE OF TELEVISION



apambl «HeyKpoTWMbI» ObiNW BbISIBNEHbI TPW MaTTepHa peuenuun cepuana
POCCUICKMM  3pUTenem: OPOMaHTUYECKUM, POMAHTUYECKUA W «DAOUAHbBINY.
B 3aK104eHNM apTUKYNMPYIOTCS CNOXHOCTU KOHLENTyanu3auun AaHMen Kak
XaHpa, CYOKyNbTYpbl U MHAYCTPUM pa3BneveHuii.

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

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

INTRODUCTION

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

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

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

DANMEI AS A GENRE AND SUBCULTURE

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

hand, ends with a hint at the reunion of spellcasters Wei Wuxian and Lan Wangji



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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

CONCLUSION

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

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

BBEJEHWE

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

HAYKA TENEBUAEHUA 18 (3), 2022 122 THE ART AND SCIENCE OF TELEVISION



OHNaH-POMaHOB CO3Aa0TCs Pa3NuyHble aganTauny — Tenecepuansl, aHuMaums,
KOMWKCBI, ayANOApaMbl, BUAEOUTPbI U T.1.

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

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

JAAHME KAK XAHP U CYEKY/IBTYPA

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

«HEYKPOTUMbIW»: PELIEMLIS CEPUANA
KUTACKOWM Y POCCUNCKOM AYAUTOPUEN

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

HAYKA TENEBUAEHUA 18 (3), 2022 137 THE ART AND SCIENCE OF TELEVISION


http://www.youtube.com/playlist?list=PLlqk_rWEOd914IyqRmxYsJW0xMrkl9iH5
http://www.youtube.com/playlist?list=PLlqk_rWEOd914IyqRmxYsJW0xMrkl9iH5

3AK/TFOMEHUE

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

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

Tak 1Av MHaye, NONYNSPHOCTb KUTAMCKOro BL-KOHTEHTa 3a npefenamu
CTpaHbl 3aMeTHO BO3pacTaeT. Kak HW NapafoKcanbHo, MMeHHo BL-npoussegeHus,
TabynpoBaHHble BCcaMoM KrTae, CTaHOBATCS «<BOPOTaMu» B KynbTypy lNogHebecHo
AN5 TPaHCHAUMOHaNbHOM Ny6ANKK (MPoByKaas MHTEPEC K U3YHeHWIO KUTANCKINX
Tpaguumuii 1 a3bika). TeneBM3MOHHAs apanTauus AaHMeli-HoBennsl «Maructp
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AbSIBOMBCKOrO KynbTa» BHECNa OWlyTUMbIA BKNaf B rnobanvsaumnto KuTancKoin
non-KynbTypbl. [ns 6onee NONHOro NOHWMaHUS peuenumum KUTaucKuX aaHMen-
HOBeNN 1 AaHran-woy MoryT ObiTb MPOBEAeHbl AanbHellwne 1ccnegoBaHus
VX MIHOHALMOHANbHbBIX PIHAOMOB.
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