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C.B. Xauarypsn
XAJJIO («<KOPEMCKASI BOJIHA») BO BBETHAME

Annortanus. [lomynsapraas kynsTypa FOxu0# Kopen (xano) momydmiia MIpOKoe pacpocTpaHeHne
B Asun. OnHaKo OCOOCHHOCTH pELENIMK KOHTEHTa XaL1/0 W3Y4YeHBl HEIOCTATOYHO, YeM M 00YyCIOBJIECHA
aKTyalbHOCTh HacTosiedl paborel. Ee 1enb — BBISIBUTH clieU(UKY peleniuu MpPOIYKTOB «KOPEHCKOM
BOJIHBD» BO BreTHaMme.

B xone uccnenoBanus BeIsBICHO, uTOo B CPB BocnpusaTue «kopeickoi BOJIHBD) IO B YEThIpE 3Tala,
Ha OPOTSHKEHUU KOTOPBIX OHO IMPOUCXOANIIO 0e3 KaKux-n6o npensTctBuil. CriocoObl BOCIPUATHS IPOLYKTOB
xanno BO BreTHaMe BKITFOUAIOT B ce0sl CO3/aHNe PEMEHKOB KOPEHCKUX (DMIIBMOB M CEPUATIOB, COBMECTHBII
BBIIMTYCK MY3BIKAIBHBIX KOMITO3UIWK MPU Y4aCTHH KOPEWCKUX TIEBLIOB, a TAK)KE COTPYAHHUYECTBO B cdepe
KuHOTpOoM3BoAcTBa. OnHako TiyOmHa KyiabTypHOH nuddysun B CPB HeBenmwka, MOCKOJIBKY WHHUITUATHBA
PAKTUYECKH ITOJHOCTBIO IIPUHAJUIEKAT KOPEHCKOM CTOpoHE. Tak, B CTpaHe ¢ MOAA4YU KOPEHCKUX KOMIIAHUN
CO3JIAI0TCSA COBMECTHBIC IPEATIPHUATHSL, 3aHUMAIOIIUECS OTOOPOM, 00yUCHHEM U MPOABUKEHUEM BHETHAMCKHX
apTUCTOB COIVIACHO CTaHAAPTaM Xaali0, 4TO (PAKTHUECKH O3HAYaeT IEPEHOC KOPEHCKHUX IPAaKTUK Ha
BbETHAMCKHE pealliy U Mopa3yMeBaeT KOMUpOBaHHE MOIEeN yIpaBiIeHUs HHAYCTpUEH pa3BledeHUN.

B wmenom, Bo BrerHame, HecMOTpsS Ha HaJM4uMe OOILECTBEHHOI'O HEIOBOJILCTBA KOHTEHTOM
«KOPEHMCKOW BOJTHBI», TIPEJCTABIISAIONIETO COOO0M ACHCTBUTEIBHBIN KOH(IMKT KYJIbTYPHBIX HHTEPECOB, BJIACTH
HE MPUHUMAIOT HUKAKUX OTPaHUYUTENBHBIX MEp MO OTHOLIEHUIO K X@L10 U HE CTPEMSTCS HCKYCCTBEHHO
3aMeUIMTh IPOIIECC, TOCKOIBKY 3KOHOMHUYECKAs BBITOAA OT COTPYJHHYECTBA C KOPEHCKOM CTOPOHOM, KpaiiHe
BBICOKA, a BReTHAMCKasl MHYyCTPHsI pa3BIIEIeHUN MOTy4yaeT BO3MOKHOCTh Pa3BUBATHCS 34 CUET WHBECTHIINN
KPYTHBIX I0)KHOKOPEHCKNX KOMITaHUH.

KarwoueBble cioBa: xanio, «kopeiickasi BOJIHaY, KyJIbTypHasl pelelys, CTOJIKHOBEHHE Mearachep,
Kopeiickue nopamsl, K-mon

Hoas uurupoBanusi: Xauamypsn C.B. Xammo («kopeiickas BoiHa») BO BberHame //
Bretnamckue nccnemoBanus. Cep. 2. 2021. Ne 3. C. 109-128.

BBenenune

[Tonynsipuas xyneTypa IOxnoit Kopeum k HacTosmiemMy BpEeMEHHM MOJy4HJIa IIHPOKOE
pacnpocTpaHeHHE He TOJIbKO B A3UH, HO U BO BceM Mupe. OcoOyro H3BECTHOCTh BO MHOTHX CTpaHax
MUpa Iproodpeny Takue NpoAYKThI KOpelcKol kpeaTuBHOH cdepsl, kak K-non (monmynspHast My3bIKa)
U nopambl (tenecepuansl). Jlns o0o3HaueHHUs Mpolecca SKCIOPTa FOKHOKOPEHCKOW MaccoBOi

KyJIBTYpHI 32 pyOesk IpUMeHSeTCsl TEPMHUH «KOperckas BomHay (xanuo —9H ).

C MOMeHTa BO3HMKHOBEHHs B KOHIE 1990-x rofoB xaniro mperepriena psjl CyleCTBEHHBIX
M3MEHEHUH, MPEBPATUBILNCH U3 PETHOHAIBHOTO SIBICHUS B I100aJIbHBIN KyIbTYpHbIN (peHomeH. Ero
SBOJIIOIMA TPEKIE BCErO CBS3aHA C MPOLECCOM, KOTOPBIM wWieH MexayHapOoJIHOW accolHanuu
uccnenoBanuii xantio O VHrio onpenenser TepmuHoM eroxaruzayus [Oh 2017: 157-167]. lopamsr
n K-mon, cocraBisioniyie OCHOBY «KOPEMCKOW BOJHBDY, BO3HUKIM B IIpOLIECCE aAanTaluu
MHOCTPaHHBIX IPOAYKTOB. [IepBbie co31aBauCh ¢ OpUEHTALMEN HA TIOMYJIIPHBIE SITOHCKUE CEPUAIIbI
1980-x rooB, a Ha BTOPOI CHIIbHOE BIMSHHUE OKa3ajla aMepHKaHCKasi U eBpoIeiickas TaHIeBaJIbHAas
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My3bika 1990-2000-x romoB, MO3ITOMY MOYKHO CUHUTATh WX MPOIYKTAMU BBICOKOKAYECTBEHHOM
JIOKANM3alUA. JOMUHHUDYIOIIUX TPEHIOB MHPOBOH MOM-KymbTypsl. OmHako (GEHOMEH Xxauio
npejcTaBisieT co00il He MPOCTO KOMHMPOBAHHE WM aJalTalyi0 MPOAYKTOB KpEeaTUBHOH cdepsl
CTPAaH-IOHOPOB IO/l JIOKAJIbHBIE CTaHAAPTHI, a TBOPYECKOE BOCHPHUATUE U MOCIEAYIOIIEEe
npeoOpa3oBaHre KOHTEHTA C BKIIFOUEHUEM B HEro HallMOHAIbHOH crienuduku. Mmenno Omaromaps
3TOMY HOBBIEC ()OPMBI, CO3/IaHHBIC B pAMKaX «KOPEHWCKON BOJTHBD», TIOTYUYHIH BO3MOKHOCTH BBINTH 32
Ipeseiabl OJHOW CTpaHbl M OXBaTUTb HE TOJBKO KYJIBTYPHOE IPOCTPAHCTBO COCEIHUX CTpaH
Boctounoit u lOro-Bocrounoit A3uu, HO W MHPOBOE MEAHMANPOCTPAHCTBO. Takum oOpazom,
yCIIEIIHAsL PEUENIHs 3apyOeKHBIX MPOIAYKTOB KOPEHCKMMHU MPOU3BOIAUTEISIMU TelECEpHalIOB U
MY3bIKH TO3BOJIMJIA «KOPEHCKOM BOJHE» 3aBOEBATh M3BECTHOCTh M PACIHPOCTPAHUTH CBOE
KYJIbTYPHOE BIUSHUE 10 BCEMY MUDY.

B 1aHHOM KOHTEKCTE€ OTIEIBHOTO PACCMOTPEHHMs 3ACIYKHUBACT SIBJICHHUE KYJIBTYPHOTO
TpaHcdepa caMHuX MPOAYKTOB Xail0 B CTPaHbl BOCTOYHOA3MATCKOIO M FOT0-BOCTOYHOA3HUATCKOTO
peruonoB. llpeacraBisieTcss BO3MOXXHBIM TOBOPHTH 00 3TOM TIpolecce Kak O HOBOH BOJIHE
riioKanu3anuu. B HacTosiee Bpems Ha0Jk01aeTCsl CMEHa NapaJurMbl KyJIbTYPHON pEeLeNIMU: €CIIU
paHee TJIaBHBIM JOHOPOM KOHTEHTa KpEaTWBHBIX cep B A3WHU SBISUIMCH CTpPaHbl 3amana Wid
BBICOKOpa3BUTas SIMOHMS, TO ceiiyac OJHO U3 MEPBBIX MECT B CTPYKTYPE KCMOPTA KYJIbTYPHBIX
npoaykroB 3aHuMaer lOxnas Kopes. Ilockonbky pacnpocTpaHeHUE Xxauiro Hadaloch ¢ A3uw,
0COOBIN MHTEpeC MPECTABISIET MPOIECC PELENUUU MPOAYKTOB «KOPEHCKON BOJHBI» UMEHHO B
JAHHOM PETrHOHE. AKIIEHT B HACTOSIIIEM MCCIIEIOBAHUU ClI€JIaH HA U3YYEHUHU BOCIPUATUSA KOHTEHTA
xanno BO BeeTHaMme.

B cury Toro uro B CPB pykoBoacTBO KyiIbTypHOW c(epoil OCyIIeCTBISETCS 4Yepes
CcTpyKTypbl KOMMyHUCTHYECKOM apTUH, HEKOTOPbIE UCCIIEA0BATENHN [10JIaratoT, YTO 3TO OKa3bIBAET
OIpeieIEHHOE BIMSHUE HA IPOLECC PEeLENUU NPOAYKTOB XaLli0, KaK MIPOUCXOJUT, HAIPUMED, B
KHP wm KHJP [Milanowitsch 2017: 273-284]. Ognako npyrue y4deHble YTBEPHKIAlOT, YTO
CYIIECTBYIOT UHBIE (PAKTOPHI, BIUSHUE KOTOPHIX HA MEXAHU3MBI BOCTIPUSTHS KOHTEHTA «KOPEHCKOMN
BOJIHBI» TOPa3l0 CUIIbHEE, YeM BIUSHUE KOMMYHHUCTHUECKON uaeonoruu. Cpemu 3Tux (hakTopoB
cienyeT ynoMsHyTh «MrKyto cuiny» PK, o kotopoit numer A.A. Cokonos [Coxkonos 2015: 1-13], a
Takke€ CTOJIKHOBEHHME Menuachep W MPOAYMaHHYIO KylbTypHylo mnoiauTuky FHOxuoit Kopeu,
ynoMmsaHyTylo B pabore E.B. Jlaumnoit [Jlaumna 2014: 147-155]. Ilomumo »3Toro, psa
nccnesoBarenei, 8 yactioct Hryen Hrox Txo [Nguyén Ngoc Tho 2014: 1-8], cumTaror, uto
KyJnbTypHas U uctopudeckas oouHocts PK 1 BobeTHama nrpaer Hanbosiee BaKHYIO pOJib B peLieINN
MIPOJYKTOB XAJLTIO.

B nenom kacaTenbHO NPUYUH, BIUSIONIMX HA CTENEHb BOCHPUATHUS «KOPEHCKOW BOIHBI»,
CYIIECTBYET HECKOJIBKO PAa3IMYHbIX TOUYEK 3pEHHUs, U clielu(HKa 3TOro npolecca Bo BreTHame mo-
MPEKHEMY OCTAaeTCs HEJOCTATOYHO HM3YyYEHHOW, 4eM M 0OYCIaBIMBAETCS aKTyaJlbHOCTh JAHHOTO
UCCIIEIOBaHUS.

OCHOBY METOMONOTHH pPA0OTHl COCTABISET METOJI KOHTEHT-aHallu3a, KOTOPBIM ObLI
3aJIeHCTBOBAaH B XOJ€ H3Y4YEHMs ayAHOBHU3YyaJbHBIX HCTOYHHKOB (TEIECEPHANIOB, MY3BIKAJIbHBIX
KJIUNoB U T.A4.). KpoMe Toro, mpuMeHsICs IUaxpOHUYECKUH MeToJ, Ojaroaapss KOTOPOMY CTajo
BO3MOXKHBIM MPOCIEAUTH YBOJIIOLNIO BOCIPUSTHS IPOAYKTOB «KOpECcKoil BOJIHBI) BO BheTHame B
nepuol ¢ koHua 1990-x romoB nmo Hactosimiee BpeMda. [IoMrUMO 3TOro, ¢ 1EeNbl0 CUCTeMaTU3aluu

! TMox nokanuszauuel MOHUMAaeTcsl U3MEHEHME IJIOOAJIBHOTO KyJILTYPHOTO KOHTEHTA B COOTBETCTBHH C
TpeOOBAHNSAMHI MECTHBIX IOTPEOUTETICH.
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MOJIYYCHHBIX JIAHHBIX M OMpeJeNieHUs crenuuky BocnpusTHs TpoaykroB xantio B CPB
HUCII0IB30BAICI METO 0000IIEHNS.

Hcropus nosiBjieHNs ¥ NIPUYHUHBI MOMYJISIPHOCTH XA/L1I0

HecMoTpst Ha TO uTO peHOMEH Xau1r0 3apouiIcs UMb B KoHIIEe 1990-X TO10B, IPEANOCHUTKA
K €ro BO3HMKHOBEHHIO NOSIBUIUCH ropasno pasblie. Kak uzsectHo, B 1945 r., mocne coBercko-
amepukaHckoro cornamenus, IOxxnas Kopes nepenuia nox ropucaukiuto CIIA u Haxonunach noj
CHJIBHBIM aMEPUKAHCKUM BIIUSHUEM B MMOJIUTUYECKOM, SKOHOMUYECKOM U KYJIbTYPHOM OTHOIICHHSIX
B nepuoj ¢ koHna 1940-x mo 1970-e roasl. Ilozxke, yxxe B 1980-e¢ roasl, B PK nmpoucxomuio
MMOBCEMECTHOE MMPOHUKHOBEHNE aMEPUKAHCKON MON-KYJIbTyphl. JlaHHBIE COOBITHS CTAIM MIPUYUHON
MOSIBJICHUSI y IOKHBIX KOpEHIeB cTpaxa acCUMUJISIMM HAIIMOHAJIBHOW KyJIbTYphI MOJ JaBICHUEM
amepukaHckoi. OJJHaKO UMEHHO 3TO Jajl0 UM BO3MOXHOCTh OCO3HATh HEOOXOIMMOCTb COXPaHEHUS
KYJIBTYPHON HJICHTUYHOCTH TIOCPEICTBOM IMPOJIBIKEHUSI COOCTBEHHBIX KYJIBTYPHBIX MPOJYKTOB Ha
r100anbHbINA peIHOK [[Toocuna 2012: 436], 4To B JanbHEHIIIEM MOCTYKUIIO OJHOM U3 MPEANOCHIIOK
BO3HUKHOBEHHUS XAJLTIO.

C obpazoBanuem B 1987 r. B FOxnoii Kopee LllecToii pecriyOsuku U NpOBEAEHUEM HOBBIM
npesuneHToM Po I3 ¥V psna pedopm, B dnciae KOTOPHIX ObUTO M OClabieHHe LEH3yphl, Hadalach
JEMOKpaTU3aLMs KOPEUCKOW TEIEeBU3MOHHON U My3blKaibHOW MHAycTpuid [Kagocuna, @ununmnosa
2019: 129]. [amsble mnpeoOpa3oBaHMs  ITO3BOJIWIM  IPOM3BOIUTEISAM  OTCUYECTBEHHOIO
MEIMAKOHTEHTa H30aBUTHCS OT TOCYIJApCTBEHHOTO KOHTPOJS M TIOCIENOBAaTh 32 MHUPOBBIMU
TEHJCHIMSIMH, YTO O MPOIIECTBUU JECATH JIET M MPUBENO K CO3/IaHUIO0 YHUKAIbHBIX MPOIYKTOB
«KOPEUCKOW BOJIHBI.

Tepmun «xamno» ObLT BIEPBbIE BBEACH B 00OpPOT TaiiBaHbCKOW TazeToil «Kuraiickue
XpoHuku» B 1997 ., 01HaKO UCIIOJIb30BAaH OH ObUT HE B TOM 3HAYEHUH, B KOTOPOM YIIOTPEOISETCS B
Hacrosiee BpeMs. Toraa CMBICT €ro COCTOSI B 0003HAYEHHH HAIlJIbIBa TOBAPOB F0KHOKOPEHCKOTO
npou3BoAcTBa. [loHsATHE «KOpEiCKas BOJIHA» MO OTHOUICHHIO K HOYKHOKOPEUCKON MOM-KYJIbType
cTano mpuMeHsATbess B 1999 r., mocne Beixoaa B «IIeKMHCKOW MOJNOJEKHOM raszere» CTaTbu
«BpeMeHamu 1 BOCTOUHBIH BeTep AyeT Ha BOCTOK» [Jlaunna 2014: 148].

T[IepBEIME yCIIEIIHBIME TIPOJYKTAMH «KOpeiickoil BONHE cramu (uiusMel «[lupu»? u

«HecnocHast 1eBUOHKa»®

, TOJyYUBIIME MTONYJIAPHOCTH He TOJIBKO B PK, HO U 3a ee npenenamu. Tax
OOIIECTBEHHBIN pe30HAHC, BbI3BAHHBIN PE3KUM MOBBIIEHUEM HHTEpEca K KOPEHCKON MOM-KYIbTYpe,
NpUBJIEK BHHUMaHUE JXKypHAJIMCTOB, a 3aTe€M U MCCIEAO0BaTeNed, YTO MOCIYKWJIO HayalioM
oopMIIeHHsI THUCKYCCHUM O IpPUYMHAX JaHHOTO siBieHUS. B Hacrosiiee BpeMsi CYLIECTBYET psl
TUIIOTE3, OOBACHSIOMINX BBICOKHH YPOBEHb MOMYJISIPHOCTH F0’KHOKOPEHCKOM MacCOBOI KyIbTYyphl B
CTpaHax a3uaTCKOro0 PEruoHa, BKIouas BberHam. Bce OHM CBOISTCS K HECKOIBKUM OCHOBHBIM
KOHLIENTaM:

1. Obwuii konghyyuanckuii KyiemypHO-uCmopuyecKuii KoHmexkcm cmpar Bocmounou Azuu

[Tockonbky cCTpaHbl, B KOTOPBIX «KOpeEiickas BOJHa» TNOJy4YMja HauOoJbIlee
pacnpocTpaHeHue, SBIsUINCh, Kak U cama PK, dacTeio cuHOocdepsl U ucnbpiTaan Ha cebe BIUSIHUE
KOH(QYIMAHCKOW TPaJMIIMU, UX LEHHOCTHbIE OPHUEHTAlMH MMEIOT HEKOTOPYIO OOIIHOCTb, YTO U
MO3BOJIMIIO  yCKOpUTh Juddy3uto konteHTa xanno [llImakoBa, Bunokypoa 2015: 161].

2«5 2», 1999 r.
S«@71HQl 1y, 2001 .
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TpagunuoHHbIE CceMeHble [EHHOCTH, OCHOBAHHbIE Ha KOH(YLHAHCKOM HJealleé «ChIHOBHEH
IIOYTUTEILHOCTHY, HAXOAT OTPAXKEHNE B CIOKETaX MHOTHX Kopeiicknx nopam [Nguyén Ngoc Tho
2014: 4]. YBakeHHE K CTapIINM, ITOCTyIIaHUE, IFOOOBH K YICHAM CEMbH MPECTAIOT B TeJIecepraiax
[JIaBHBIMH J1I00pOJIETESIMU  YEJIOBEKa, YTO IMOJIy4aeT IOJOKUTEIbHBIA OTKIMK HE TOJBKO OT
KOpPEMCKUX 3puTeseil, HO U ameuMpyeT K YCTOSBIIMMCS IIEHHOCTSAM 3puUTelei B Mpenenax
cuHOC(hEepHL.

2. Cunme3s KyniomypHuix cmanoapmos 3anaoa u Bocmoka

Kak yxe ObUIO CKa3aHO BBIIIE, IPOAYKTHl «KOPEHCKOW BOJHBD) SABISAIOT cO000i 0Opaszerr
YCIICHIHOM peleniuuy KOHTEHTAa 3alagHON KpeaTHBHOW CQepbl ¢ MOCIEAYIOUIMM TBOPYECKUM
peoOpa3oBaHUEM €ro B COOCTBEHHBIN MOMYJISPHBIN OpeH[ MOCPECTBOM BKJIIOYEHHSI BOCTOYHOMN
cnenuduky.

3. T'ocyoapcmeenuas u wacmuas no00epAHcKa Xaiuo

Psan uccnenoBatenell mpuaepKUBaeTCsl TOUKH 3pEHUs, YTO (EHOMEH «KOPEHCKOW BOJIHBI»
OCHOBaH Ha sKoHOMHYecKoM ycrexe Pecyonuku Kopes [Kim Bok-Rae 2015: 166], mo3sosuBiieM
MECTHBIM TIPOM3BOAMTEISAM IPU MOJJIEPKKE KPYIMHOTO Ou3Heca BbIpabOTaTh 3¢ (HEeKTHBHBIC
MapKETHUHIOBbIE CTPATETUU MO NPOABMKEHUIO Xauii0 B A3UM M CO3]1aTh KOHKYPEHTOCIIOCOOHBIN
KylnbTYpHbIH mpoaykT. [lomMumMO 3TOro, BaXkKHYIO pOJb WIPAET TOCYJAapCTBEHHAs MOJIEpPHKKa
«KOPEHMCKOU BOJHBIY, pealu3yIoniasics B paMKax MOJUTUKU «TTI00aTH3aIUU KOPEHCKON KYIbTYPhD»
[Muxaitnuk 2008: 36].

Takum 00pa3om, MOSBIECHUIO B a3MaTCKOM pernoHe B KoHIle 1990-x ronoB ¢heHoMeHa xaiio
MIPEIIECTBOBAI COOBITHS, CBSI3aHHBIC, B IEPBYIO OYEpEeb, C IOCICBOCHHONW aMEpHUKaHCKOM
skcnancueit B FOxnoii Kopee B 1940-1970-e roap! 1 mocnenyromeit AeMoKpaTu3anuei Mmeauacqeps
B koHIIe 1980-X To10B. B pe3ynbpTaTe CTpeMUTEIBPHON BECTEPHU3AIIMN OOIIECTBEHHOW )KU3HH BO3HUK
3arpoc Ha caMOOBITHBIE ()OPMBI KYJIBTYpBI, a TAaKK€ BOCIPHUATHE W TPAHCPOPMALHUIO 3aIaIHBIX
KYJIBTYPHBIX ITPOJIYKTOB, B PE3YJIbTATE YETO ObLI CO37/aH YHUKAIBHBIN KOHTEHT «KOPEHCKOW BOJIHBIY,
ObICTpO TpHOOpeTINi momyisipHOcTh B Bocrounoit u FOro-Boctounoit Azuu. [lpuunnamu ke
MOBBIIIEHHOTO UHTEpPECca a3MaTCKUX MOTPeOUTENel K MPOAYKTaM Xa/Lit0 BRICTYIUIIO HATMYME OOITIX
KYJIbTYPHBIX CTaHJIaPTOB, YCHEIIHOE COUYETAHUE JOCTUKEHUM 3amaJlHOM M BOCTOYHOU KYJIbTYPHBIX
TpaguLui, TOCYIapCTBEHHAs M YaCTHAs MOJACPKKA «KOPEHCKON BOTHBDY.

Peuenuus «xopeickoi BOJIHBD> BO BheTHame

Hauas cBoe pacpoctpanenue 3a pyoex ¢ Kuras, «xopelickas BoinHa» Bckope gocturia FOro-
BocTouHoii A3uu, a 3aTeM [MOCTETIEHHO 0XBaTUjIa U Becb MUpP. CTpeMUTENbHBINA POCT NOMYJISIPHOCTH,
a TaKK€ OIPOMHBI KOMMEpPYECKUN YCHeX Xainio MPUBEIU K TOMY, UYTO KYJIbTYpHBIE UHIYCTPUU
MHOTHX CTpPaH CTajJH B OOJIbLIOM KOJWYECTBE UMIIOPTHUPOBATH €€ MPOAyKThl. OJTHAKO B HEKOTOPBIX
pErnoHax BOCIPUATHE «KOPEHCKON BOJHBI» HE OTPaHMYUIIOCH TOJIBKO MMIIOPTOM, a NEPELUIO Ha
HOBBII YPOBEHb, IPUHAB (popMy nepepaboTKH KOHTEHTa MO/ MOTPEOHOCTH COOCTBEHHBIX 3pUTENIEH.
Cpenu ctpan FOro-Bocrounoii A3uu Hanbosee akTHBHO peleniys Iporcxo1uia Bo BeeTHame.

Jlunamuka npoyecca c konya 1990-x 20006 no nacmosuiee epems

[poriecc BocmpusaTHs Xxaamo BO BbeTHaMe MPUHATO pasfensaTh HA 4deThipe mepuoaa [The
Vietnamese cultural content: 26.03.2020]. Ha nepsom stame (koHerm 1990 — 2000 e romsi),
HayaBIeMcs ¢ Tokasa B 1998 r. gopamel «Mendpatbsi»?, Kopelickast Morn-KyIbTypa cTajia Habuparh

4«2l 7F XI», 1997 r.
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MOMYJIAPHOCTD, JOCTHUTINYIO MMHKa CITYCTS HECKOJIbKO JIET, y)ke Ha BTopoM srtame (2000-2005)
[Cokonos 2015: 2]. Tak, B 2003 r. Ha 101110 KOpEHCKUX Tenenporpamm rnpuxoauniiocs 30 % ot obmiero
00beMa TPaHCINPOBABIIMXCS HA BheTHAMCKOM TereBumernu [Tran Thi Huong, Cao Thi Hai Béc
2014: 7]. HecMmoTpst Ha HeOOJbIIOE TAJIcHUE MUHTEpeca K nopamam B nepuoa ¢ 2005 mo 2008 r.,
«KOpeHCcKasi BOJHA» BEPHYJAa CBOW IMO3HIIMH, BCTYNHUB B TpeTui stam (2006-2012), rae Bemymryto
pons ceirpan K-mom. ®anatckasi 0a3a KOPEMCKMX MY3BIKAIBHBIX TPYII BTOPOTO M TPETHETO
MTOKOJICHUH TOTOJIHUIACH OOJIBITUM KOJMYECTBOM BRETHAMCKOM Motoaexu (puc. 1).

Puc. 1. BeeTHaMCKHe TFOOUTENN «KOPEHCKON BOMHBIY. Mcmounuk: medium.com

B mocnenyromue roapl CpeAM BBETHAMIEB MOMYJSPHOCTb MPHOOPEN Xantio-TYpU3M,
MaciTadsl KoToporo Beipociu ¢ 10,6 miH npubsiBmnx B PK B 2011 r. no 12,2 mux uenosek B 2013 1.
[Tran Thi Huong, Cao Thi Hai Béac 2014: 11]. DTo Takxke CBUIETEIbCTBYET 00 yrIyOIEHHH
KynbTypHOH nud@y3un k Havamy derBeproro stama (2012-2013 rr. — mo Hacrosiiee Bpemsi).
[IpoBenénnrie B 2019 r. ompocsl mokazanu, uro 51 % BwreTHamueB HpaButcs K-mom, a 68 %
UHTepecylTes Kopeiickumu cepuanamu [Report affirms: 26.03.2020]. Kpome Toro, mo JaHHbIM
Netflix, oqHoii 13 KpyHHEHIINX OHNIAKH-TIIIATGOPM A7 TPOCMOTpPa HUIBMOB M CEPUAIIOB, TI0 HTOTaM
2020 r. B Ton-10 TB-moy Bo BretHame 1-4-e, a Takke 7-9-e MecTa 3aHAIU KOpEHUCKHE TOpPaMBI
[TOP 10: 07.01.2021]. B nepByto nenento siaBaps 2021 rona 1-e, 3-e, 5—7-¢ mecra B Ton-10 Takxe
NpUHAUIeKAT CepruaiaM roKHOKopeiickoro npousBoactea [TOP TV Shows: 07.01.2021], u3 4ero
CJIEIyEeT, UTO MPOIYKTHI Xa/1110 TIO-IIPEKHEMY TOJIb3YyeTCs OOJIBLINM CIIpocoM Bo BreTHame (puc. 2).
Takum oOpa3om, B cTpaHe HaOJOJaeTcs ycToMuMBas TEHJCHIMS K BO3PACTaHHUIO MOMYJISPHOCTH
KOpENCKOro KOHTEHTA.
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Puc. 2. Kopetickue 383161 fopam, uaymmx Bo Beetname, Kum Ta Xu (cnesa) u Con Coin XO0H.
Hcmounux: hancinema.net

Pemeiiku Kopeiickux cepuanosg: mpancghopmayus npooykmoes xauiio 60 Boemname

Pa3nenss npouecc BocnpusATys xauno BO BbeTHaMe Ha HECKOJIBKO ITAIOB, CIEAYET 3aMETUTD,
YTO Ha NPOTSHKCHUU BBILICYKAa3aHHbBIX IIEPUOIOB KOPEUCKUM KOHTEHT HE OCTABaJICsI HEU3MEHHBIM, a
IoJIBEpraJicsi onpeaenéHHbIM TpaHcopmarusam. Hauas ¢ ©Mnopra npoyKTOB «KOPEHCKOIl BOIHBI
U [IPOCTOT0 NIEPEBO/Ia X HA BLETHAMCKUH fA3BIK, KyJIbTypHas uHAycTpust CPB nocrenenno namenuna
CBOIO CTPATETHUIO BOCIIPUATHS Xa/L110 B CTOPOHY a/lallTallii KOHTEHTa KOPEHCKON MOM-KYJIbTYPbI 101
BKYCBhI COOCTBEHHOT'O 3pUTEIIS.

OpnHUM U3 TEepBBIX METOJOB MOJ00HON aJanTally CTaJI0 CO3JaHHe PEMENKOB MOIYISIPHBIX
KOpEHCKHUX JopaM U Tenemoy. Bo BeeTHaMe 3Ta TeHAEHIMSA IIMPOKO paclpOCTPAaHUIIACH JIMIIb B
Havaie 4-ro sTama peuenuuu, a uMeHHo B 2014-2015 rr. Ilpum BbIOOpe KOHTEHTa C LEIBIO
JAJIbHENIIEN alanTaly IIaBHBIM KPUTEPUEM SIBIISJICSI YPOBEHD €TI0 MOMYJISIPHOCTH CPEIU MECTHON
ayAMTOpUH, II03TOMY PpEHTHHIM BBINYIIEHHBIX pPEMEHKOB Bcerja ObUIM KpalHE BBICOKH.
BreTHamckue BepcuM OBUIM CO3JIaHBbI JUIsI MHOTMX KOPEHCKUX TENENpOrpaMM, Cpeau HUX — (puiabm
«ToI Most Gabytka»d, cepuan «Most iepBast 1000Bb»S 1 1m0y «beryiuii yenoBexy’.

JauHbIil c1oco0 BOCTIpUATHSI KOHTEHTA «KOPEHCKOW BOJHBDY BHAYalle MPEACTABISIT CKOopee
KOIIMPOBAaHUE, YE€M IPOU3BOJACTBO HOBOIO MPOJAYKTa, YTO HMMEJI0 HEraTHBHBIE IOCJIEICTBUSA,
0coOEHHO 3aMeTHbIe B HacTosuiee Bpems. Omupasch Ha NPOLUIBIA ONBIT CIENOrO MOApaKaHUs
KOpEHCKOMY KOHTEHTY, TPOAIOCEPHI U apTUCThI MHOTAA MPUOETAOT K IJIaruary, NpuuéM oueHb 4acTo
noo6Hoe mpoucxoaut B cepe My3biku [CokonoB 2015: 12]. IIpumepom MOXKET CITYKHUTh CKaHAAI
[Hoc hoi Kpop: 10.04.2020], B KOTOpbIi OBLI BOBJICYEH BhETHAMCKHII meBelrl 3pIoHT Xuey Hrua
(Duong Hiéu Nghia) a mouse nogospenuii B komposarny kauma A Million Pieces? kopeiickoro

5 «Em La Ba Ngi Ctia Anhy, 2015 ., opurunan — «Mucc Ba6yns (=25 2F J119)», 2014 1.
6 «Mbi tinh dau ctia toix, 2019 r., opurunan — «OHa 6bu1a npexpacua (L= Of 8 ChHy, 2015 r.
" «Chay di cho chi», 2019 .

8 (2| Ax2Z}y, 2015 r., xnmm-mnaruar — «Dém Khong con emy», 2016 .
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non-uaona Yo Kroxéna. HecmoTpss Ha HEKOTOpbIE OTpHUIIATEIbHBIE MOCIEIACTBUS 3TOTO CIIOCO0a
penenuuu, moAo0Has MONbITKA MPeoOpa30BaHMs KOHTEHTA XA/L1i0 CTalla BAXKHOW CTYIEHBIO HA ITyTH
K CO3JIaHHI0 COOCTBEHHOM YCHEIIHOW WHIYCTPUU MY3bIKM M KHHO, OCHOBAaHHOW Ha TEPEHSTHIX
MOJIETISIX «KOPEHUCKOM BOJHBI.

Coemecmmuule KopeﬁCKO'KbemHaMCKue MeOuanpoeKm bl

E1e o1HUM METOIOM pelieniMY KOHTEHTA Xa/1i0 ABIISETCS COBMECTHOE KHHOIIPOU3BOJICTBO.
Ha nepBpIX 3Tanax pas3BUTHS JaHHOIO BHJAA MAPTHEPCKUX OTHOLIEHWH BbETHAMCKas CTOPOHA
OTBEUala JMIIb 32 IOMCK MeCTa ChEMOK M OpraHM3allMi0 JIaHHOTO Ipoliecca, a Kopeuckas
IIPEIOCTAaBIIsAIA [IEPCOHAN, BKIIIOUAsl CLIEHAPUCTOB, PEXUCCEPOB M akTepoB. OJHAKO MO3JHEE ITO
IIEPEPOCIO BO B3aUMOBBITOJAHOE COTPYAHUYECTBO MEXKIAY KUHOMHAYCTPUSIMU JBYX CTpPaH.
[IpuMepaMu TaKoOro COTPYJHHYECTBA MOTYT CIYXKHTh (QuibMbl «Myoii: Jlerenna o moprpere»’,
«CHoBa xuBuTe, cHOBa mobuTe»'® u cepuan «Beuno momomsien’! [7 bd phim: 09.04.2020]. B
HACTOSIIEE BpeMs B MPOLIECCEe MPOU3BOJICTBA 33/I€UCTBYETCS IIEpcOHaAI 00eux CTopoH. MHTepecHo,
YTO YacTO Ha TIJIaBHbIE pOJM MPUIJAIIAIOT AaKTepOB M3 YMCIA 3THUYECKUX BBHETHAMLIEB,
NPOKUBAIOMINX U paboTaromux B ocHoBHOM B PK [«KTo 6yneT moeii Oymymiei cembei?»? - Xapu
Bon (nacrosimee umst — JIsty Octep)].

Kpome Toro, Bo BrerHame HaOdromaeTcst TEHIEHIMs, KOT/Ia KOPEHMCKHE KOPIOpaLuu
BKJIQ/IBIBAIOT KPYIHBIE CYMMbI B MECTHYIO KHHOMHAYCTpHIO. Kopelickas cTopoHa Takke MHULUUPYET
CO3/IaHHE COBMECTHBIX MPEANPUATUH, 3aHUMAIOUIUXCS OTOOpPOM, OOyuyeHHEM U TPOABHKEHHUEM
BbETHAMCKHUX apTUCTOB B COOTBETCTBHM CO CTaHaapraMu xairio. OIHOM W3 TaKUX KOMIIAHUM
asisercs CJ Blue, ocnoBannas B 2016 r. kopeiickoii CJ] E&M u BretHamckoit Blue Group [CJ Group
(CJ E&M) co-operate with Blue Group (Blue Ocean): 03.04.2020]. OueBuaHO, 4TO TaKUM 00pa3om
IIPOUCXOJUT MEPEHOC KOPEMCKUX MPaKTUK BO BBETHAMCKYIO PpEajlbHOCTb, OCYILECTBISETCS
KOIIMPOBAaHNE MOJENEH YIpaBlIe€HUs WHAyCTpued paspieyeHud. I[lo paHHOM npuumHe Ha
BbETHAMCKOM DPBIHKE Y X@/L110 IPAKTUUYECKHU OTCYTCTBYET KOHKYpeHIus. [lomrmo 3Toro, kopeiickue
MHBECTOPbI UMEIOT HEMaJloe BIUSHHE B cepe BbeTHAMCKOro KuHompokara: B 2017 r. cymmapHas
nons peiHKa Koperickux komnanui CJ-CGV u LOTTE, Brnageromux 57 KMHOTEaTpaMH IO BCEH
crpane, coctaBuia 6osee 70 % [The Vietnamese cultural content market: 03.04.2020].

Ecnun  B3auMoneiicTBMEe KHHOWHAYCTPHM MPOMCXOOUT B (opMe MOJHOMACIITAOHOH
Koomepauuu Mexay KuHokomnanusMu Kopen u BbeTHama, TO COBMECTHBIE TIPOEKTHI B
MY3bIKQJIBHOM HHIYCTpUM Oo0Jblle (OKYCHPYIOTCS Ha WHAMBUAYAJIbHOM IapTHEPCTBE, a
KOJU1a0opaisiMu MEeXy NeBIIaMH 3aHUMAIOTCSl HEMOCPEICTBEHHO UX areHTcTBa. [Ipumepom Takoi
KOOTMepaluy MeX1y apTUCTaMHU JBYX CTpPaH MOJKET CIY)KMTh COBMECTHas 3allCh BbETHAMCKUM
ucnonaurenem Cyounom Xoanr Conom (Soobin Hoang Son) u xopeiickoii neuneit [lak YWxnén u3
rpymms! T-ara necuu “Between Us”'® u knumos k Heit Ha gByx s3pikax [VN, Korean singers release:
04.04.2020].

B mnocnennue roasl BbeTHaMCKas CTOpOHA Hayaja OoJjiee aKTHBHO IE€PEHUMATh OIBIT
KOPEHCKUX CHEIHATINCTOB B cpepe co3aanus MPOAYKTOB MACCOBOM KyJIbTYphI U, ONUPAACH Ha HETO,

9 «B0[y», 2007 r.

10 «2}2ty, 2018 1.
11 «Tubi thanh xuan”, 1 ceson — 2014-2015 rr., 2 ce3ou — 2016-2017 .
12 «Ai s& 1a gia dinh twong lai ctia t6i?», 2019 r.
13 «Pep Nhat La Em/S-2[AtO[», 2018 r.
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CO3/1aBaTb COOCTBEHHYIO HWHAYCTPHUIO IMPOJIOCHPOBaHUs Ton-3Be37. B kauectBe Hauboiee
s dexkTuBHOrO crnocoda MOUCKa TaJAHTIUBBIX APTHUCTOB HCIONB3YIOTCS «IIOy Ha BBDKHUBAHUEY,
JI0Ka3aBIINE CBOIO MPOTYKTUBHOCTh Ha KOPEUCKOH ciieHe. B ux psay 3aMeTHbI BReTHAMCKasi BEpCUs
npoekta Produce 101 [Viét Nam s€ c6 chuong trinh: 04.04.2020], a Takxke apyrue momaoOHbIE
MEpPOIPUATHS, KOTOPhIE paHee yxe opranuizoBbiBanch B CPB ¢ nenbio 00ydeHHs] BbeTHAMCKHX
aptuctos no cucteme xawno (LOTTE VK-Pop Superstar'4).

Takum o0pazom, B Hacrosimee BpeMs BO BbeTHame CyIIeCTBYeT HECKOJIBKO CIOCOO0B
peLenunun «KOPEUCKOW BOJHBD): OT NPOU3BOJCTBA PEMEMKOB KOPEHCKHUX J0pPaM M MY3bIKAJIBHBIX
KoJTaboparuii AByX CTpaH 10 MIMPOKOT0 COTPYAHUYECTBA KHHOMHIYCTPHI 1 COBMECTHOT'O BBIITYCKa
MY3BIKQJIbHBIX PEaTUTHU-II0Y. BbI3piBaeT 0eCroKoicTBO, YTO 00JIaCTh MPOHUKHOBEHUS KOPEHCKUX
MPOJIYKTOB OYEHb IIMPOKA, TaK KaK KyiabTypHas Auddy3us nmpoxoaut 6e3 mpemnstcTBuil. OnHako
CTeNEeHb WX aJanTalli M pPAcIpOCTPAaHEHUsS HErITyOOKa, MOCKOJIbKY HHHUIIMATHBA B OCHOBHOM
MPUHAIJICKUT KOPEUCKUM KOMITaHUSIM.

BbeTHaM U «KOpelcKNii KyJbTYPHbI UMIIEPHATN3M): BO3MOKHOCTH OTPAHUYEHUS B
Oyaymem

Bnusinue «xopelickoi BOJIHBI» HA BbETHAMCKUX IOTpeOUTENell €€ KOHTEHTa HEOHO3HAUHO.
HecMmoTpss Ha TO YTO CyHIECTBYET MHOTO MOJOXHTEIbHBIX 3()(HEKTOB — K MPUMEPY, MOJIOJOMY
MTOKOJIEHUIO, COCTAaBISIONIEMY TMOJABIAIONIee OONBIIMHCTBO (PAHATOB KOPEHCKOW MOM-KYIbTYpHI,
IPUBHBAIOTCS COLMAIBHBIC IIEHHOCTH (yBa)KEHHE K CTAPIINM, ycepue B pabote u T. 1.) [Anh hudng
ctia phim Han Quéc: 22.04.2020], — xamui0 Takke MOXKET OKa3bIBaTh OTPHLATEILHOE BO3ICHCTBHE.
Cpenu HeraTuBHBIX HOCIEACTBUN «KOPEWCKOW BOJIHBI» BO BbeTHame BBIAENSAIOT UTHOPHUPOBAHUE
TpaJULIMOHHBIX UCKYCCTB B II0JIb3Y IPOJYKTOB XA/17110 U CIIETIOE MOIpaskaHne KOPEHCKUM CTaH1apTaM
— OT NOHSTHSI KPAaCOTHI /10 BKYCOB B OTHOIIIEHUH U300Pa3UTENILHOTO UCKYCCTBA, — CTaBILIEE IPUUMHOMN
0€3TyMHOT0 KOIHMPOBAHUS KOPEHCKOW KYJIBTYphl B yIIepO COOCTBEHHO BheTHaMcKou [COKOJOB
2007: 421]. Ilomumo storo, npusiekarendbHbli 00pa3 HOxxHoit Kopeu, co3nanHblil nmpoaykTamu
«KOpEMCKOM BOJIHBI», BIMAET HA HApACTaHHE MUTPALlMOHHOTO noToka u3 BeetHama B PK. Ilepeesn
MOJIOJBIX BbheTHaAMCKuX crneunuanuctoB B HOxuyro Koper mnpencraBiser coboil mpexie Bcero
«yTEYKY MO3IOB», YTO HETAaTMBHO CKa3bIBA€TCSl HAa Hay4yHO-TEXHOJormdyeckoM mnoreHnuaine CPB
[Dinh Thuy Anh 2016: 42].

MHorue BbETHAMCKHE HCCIENOBATENM II0JAaralT, 4YTO OTPULATENIBHOE BO3JCHCTBHE,
OKa3bIBaeMoe Xxauno, Ooiiee MacmITaOHO U HE OrpaHUYMBAETCS SMHU30JUYECKUMH aKTaMu
noApaXkaHus Kopeickoit kynbrype. Tak, 3pio0Hr Hryen Xoait @bIOHT B CBOEH pabOTe MUIIET O TOM,
YTO KYJIbTYpHbIE OTHOILIEeHUs: Mex 1y BoetHamoM u FOxHoi Kopeeii He SBISIOTCS paBHOIIPaBHBIMU,
a IPEeJCTaBIISIIOT OO0 MpUMep KyJIbTypHOr0o uMnepuanuima. MccnenoarenbHuia yTBepkaaeT, YTo
4yepe3 BIMSHUE Xali0 JAOCTUraeTcs KylabTypHas reremMoHust PK, Bbeipakaromiascsi B M3MEHEHUU
MBIIIEHNS 1 00pasa KU3HH BhETHAMCKON ayJIUTOPUH «Kopeiickoii Bomub» [Duong Nguyén Hoai
Phuong 2016: 10].

JlaHHOe MHEHUue pa3/ieNnseT W 4acTb BHETHAMCKOTO OOIIECTBA, B CBSI3U C YEM CYILECTBYET
MEPCIIEKTHBA OIPaHUYEHUSI IOTOKA KOPEHCKUX KYJIbTYpPHBIX MPOAYKTOB, KOTJa 3a OOLIECTBEHHBIM
HEZI0BOJILCTBOM MOTYT IOCJ€I0BaTh O(pHUIIMATIBLHBIE MEPHI, HAIIPUMED 3aIPET TPAHCISALUN KOHTEHTa
Ha TeJNEeBUACHUH U T. 1. OJHAKO OTPOMHBIN yCIEX, KOTOPOIO Xa/1t0 TIOCTUTIIa BO BeeTHaMe, a Takxke

14 CoBmecTHOE mpocyImIMBaHue Kopeiickoro arerctBa Rainbow Bridge u BheTHamckoro arearctBa VNK,
2014 r.
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MOJIHOE OTCYTCTBHE KOMMEHTApUEB CO CTOPOHBI BJIACTEl CBUAETEILCTBYIOT O TOM, YTO B JaHHBIN
MOMEHT pelenius MPoXoauT 0e3 KaKux-ITudo MPernsTCTBUM, 1 MaJIOBEPOATHO, YTO OHA CTOJIKHETCS
C HUMH B Omikaiiiiee Bpemsl.

3akjarouyeHue

[TosBuBmmiics B A3um B KoHie 1990-X rogoB W pacnpoCTpaHUBIIMICA MO BCEMY MHUPY
(heHOMEH Xauio SBISETCS SPKUM MPUMEPOM TIIOKATH3aluu. B CBSI3W ¢ 3TUM KOPEHCKUH OMBIT
YCIIEIIHOM HMHTETpali B TJ00AIBbHOE KYJIBTYPHOE IMPOCTPAHCTBO IOCPEICTBOM IPOU3BOICTBA
YHUKQJIBHOIO KOHTEHTa, OCHOBAHHOI'O HA COCIMHECHMM 3allalHOW U BOCTOYHOM KYJIBTYPHBIX
TpaguUui, IPUBIEK BHUMAHUE MHOTHX a3UAaTCKUX IIPOU3BOIUTEIIECH MEIUANIPOAYKTOB, IIOKEIaBIINX
MEPEeHSTh €ro ¢ IeJbl0 CO3/JaHus COOCTBEHHOW HHIYCTPUHU pPa3BICUCHUNW M MOCIEAYIOUIEr0o
BKIJIIOUEHUsI B MHpOBYI0O Mmenuacdepy. Kpome Toro, peuenuuu mpoayKTOB Xauil0 B a3HATCKOM
peruoHe cnocodcTBoBaia e€ OrpoMHasi MOIMYJISIPHOCTD, a TAK)Ke HaJIuure 001ero KoH(QyIaHcKoro
KYJIbTYPHO-UCTOPUUYECKOTO KOHTEKCTa M TOCYIAapCTBEHHOW MOJAEPKKH co cTopoHbl PK, uto
MIO3BOJIMJIO € OBICTPO MPOHUKHYTH BO BheTHaM.

B xone uccnenoBanusi ObUIO BBISBIEHO, YTO BO BbheTHame mpoliecc BOCHIPUSATHUS XALIIO
paszensieTcs Ha YeThIpe dTara | IPOUCXOAUT OecTIpensTCTBEHHO. UTo KacaeTcsi cioco00B M METOOB
pereniuy, HanboJee paclpoCTPaHEHO CO3/IaHUE PEMEHKOB KOpPEHCKMX (UIBMOB M CEpHAlIOB,
OJIHAKO COBMECTHBII BBIITYCK MY3bIKaJIbHBIX KOMIIO3UMLMN NpPU YYaCTUU KOPEHWCKUX 3BE€31 M
COTPYJIHUYECTBO B chepe KMHOMPOU3BOICTBA TAKXKE JOCTATOYHO MOMYJISIPHBI.

CnenyeTr 3aMeTHTh, 4TO TNyOuMHA KynbTypHOil nuddysuu B CPB HeBenuka, MOCKOIBKY
MHULIMATUBA MTPAKTUYECKH MOJHOCTHIO IPUHAIIEKUT KOPEHCKOW cTopoHe. Tak, B cTpaHe ¢ moJayu
KOPEHCKUX KOMITAHUH CO3AaI0TCsl COBMECTHBIC TIPEATIPUATHS, 3aHIMAIOIIHECs 0TOOPOM, 00ydeHHEM
U MIPOJIBUKEHUEM BbETHAMCKUX apTUCTOB COTJIACHO CTaHJApTaM Xaii0, 4To (PaKTUUYECKU O3HayaeT
IIEPEHOC KOPEHCKUX IMPAKTHK HAa BBETHAMCKHUE PEAIMU W IOJPa3yMEBAET KOIMPOBAHHUE MOJEIIECH
YIPaBJICHUS UHIYCTPUEH pa3BiedeHUN. B CBA3M € 3THUM y «KOpPEHCKOW BOJIHBD» HAa BHETHAMCKOM
PBIHKE KpaliHEe Majlo KOHKYpEeHTOB. KpoMe Toro, Kopelckue MHBECTOPbI UMEIOT HEMAJIOE BIIMSHUE B
cdepe BLeTHAMCKOI0 KMHOIPOKATA.

Taxke HeCMOTps Ha HajJuuue OOIIECTBEHHOTO HEIOBOJIBCTBA KOHTEHTOM «KOPEHUCKOM
BOJIHBD», IPEJCTABISAIONIETO COOON NeHCTBUTENBHBIN KOH(IUKT KYIbTYPHBIX HHTEPECOB, BIACTH HE
[IPUHUMAIOT HUKAKUX OTPAHUYUTEIBHBIX MEp, IIOCKOJIbKY OKOHOMMYECKas BbIIOJAa OT
COTPYJTHHUYECTBA C KOPEUCKON CTOPOHOW KpallHE BBICOKA, & BLETHAMCKASI MHIAYCTPUS PAa3BIICUCHUI
IIOJIy4aeT BO3MOYKHOCTb Pa3BUBAThCS 3a CYET MHBECTUILIMM KPYIHBIX FOKHOKOPEHMCKUX KOMITAHMM,
takux kak LOTTE u CJ Group.

Takum oOpazom, B Hacrtosiiee BpeMs BO BreTHame mo KopeickoMmy 00pasily co3aaeTcs
cOOCTBEHHAs! MHIyCTpHUs pa3BiedeHUi. BakHyo poJib B 3TOM UrpaeT pelemnius KOHTEHTa Xalllio, a
TaKX€ HEMOCPEACTBEHHOE COTPYAHUYECTBO KOPEUCKUX PAa3BIIEKATEIIbHBIX KOMIIAHUNW C MECTHBIMU
napTHépamu. B CBSA3M € 3TUM MPEACTABIIAETCS, YTO JAJIbHEUIIIEE UCCIIEN0BAHUE MIPOLECCa PELCTILIUN
«KOpEHCKOil BONHBY BO BbheTHame ciieyeT HampaBUTh HA YriyOJeHHWE MOHUMAHUS MEXaHU3MOB
COTPYJHHMYECTBA MEXY KOPEHCKON U BBETHAMCKOM CTOPOHAMM.
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HALLYU («THE KOREAN WAVE») IN VIETNAM

Abstract. By now popular culture of South Korea is widespread not only across Asia, but also
worldwide. However, the problem of the features of Hallyu content reception in Asia lacks research, what
stipulates for actuality of this work. The task of the research is to reveal the specific character of the reception
of “the Korean wave” products in Vietnam.

The research has shown that in the SRV “the Korean wave” reception process is divided into four
stages, the reception took place unimpeded on each of them. The modes of reception of Hallyu products in
Vietnam comprise re-makes of Korean films and “trendy dramas”, joint issue of musical compositions with
the participation of Korean singers, as well as cooperation in filmmaking. In the SRV cultural diffusion is not
deep, as in fact, the initiative almost entirely belongs to the Korean side. Despite public displeasure with “the
Korean wave” content, which is a real conflict of cultural interests, Vietnamese authorities do not undertake
any limitations against Hallyu and do not strive to slow the reception artificially, while economical advantage
of the cooperation with the Korean side is very high, and the Vietnamese entertainment industry can evolve
on the investments of large South Korean companies.
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For citation: Khachaturyan S.V. (2021). Hallyu (the ”Korean Wave”) in Vietnam. Russian
Journal of Vietnamese Studies, 3: 109-128.

Introduction

By now popular culture of South Korea is widespread not only across Asia, but also
worldwide. Specifically popular in many countries are such products of the Korean creative sphere
as K-pop (Korean popular music) and dramas (doramas, Korean “trendy dramas’). The term “Korean

wave” (Hallyu —2H=F) means the process of South Korean mass culture export.

Since the late 1990s Hallyu has undergone some significant changes and has evolved from a
regional phenomenon into a global cultural phenomenon. First and foremost, its evolution is
connected with the process, which Oh Ingyu, a member of the International Association for Hallyu
Studies, defines with the term glocalisation [Oh 2017: 157-167]. As doramas and K-pop, being the
base of the Korean wave, originated in the process of foreign products adaptation (the former were
created with the orientation towards Japanese “trendy dramas” of the 1980s, the latter was influenced
with the American and European dance music of the 1990s and the turn of the 21st century) they may
be considered products of high-quality localization! prevailing trends of global popular culture.
However, Hallyu phenomenon is not a mere copy or adaptation of creative sphere products of donor-
countries for local standards, but creative reception and further transformation of their content and
insertion of national specificity in them. Due to this, new forms of popular culture created in the
“Korean wave” frameworks could go beyond the boundaries of one country and spread not only
across East and South East Asian countries, but also through the world media space. Thus, the
successful reception of foreign products by Korean doramas and music producers let “the Korean
wave” gain fame and spread its cultural influence through the world.

! The localization means the change of global cultural content in accordance to local demands of consumers.
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In this context the phenomenon of cultural transfer of Hallyu products to the countries of East-
Asian and South East-Asian regions deserves separate consideration. It seems possible to speak of
this process like of a new glocalization wave. Currently, one can observe the change of cultural
reception paradigm: while earlier the main donor of creative sphere contents in Asia were Western
countries and highly developed Japan, now one of the first places in the structure of culture products
export is taken by South Korea. As the spread of Hallyu began with Asia, the “Korean wave”
reception process across this region is of a special interest. The Hallyu content reception in Vietnam
is emphasized in this article.

Due to the fact that the Communist Party of Vietnam is the ruling power of the country, some
researchers believe that Communist ideology have some influence on the reception process of Hallyu
products, similarly to the CPR and KPDR [Milanowitsch 2017: 273-284]. However, other researchers
argue that there are other factors having much stronger influence on the reception mechanisms of the
Korean wave, than the influence of the Communist ideology. Among these factors it is worth noting
the “soft power” that A.A. Sokolov writes about as well as the conflict of media spheres and
considered cultural policy of South Korea mentioned in the work by E.V. Lachina [Lachina 2014:
147-155]. Besides, some researchers, Nguyen Ngoc Tho among them [Nguyén Ngoc Tho 2014: 1—
8], believe that cultural and historical community of the RK and Vietnam is of greater importance in
Hallyu products reception.

As a whole, there are several various standpoints on the causes, influencing the “Korean
wave” reception degree, but the problem of specific character of Hallyu products reception in
Vietnam still lacks investigation, which approve the actuality of this research. Its goal is to show the
specificity of “the Korean wave” content reception in Vietnam. It can be achieved with performing
the following tasks: to study Hallyu history and the causes of its popularity, as well as to show
transformation of Korean cultural content on its reception process in Vietnam.

To study audiovisual sources (doramas, musical clips etc.), content analysis was used. The
evolution of the reception of the “Korean wave” products in Vietnam since the end of the 1990s to
nowadays was investigated with diachronic method. To systematize data and to define the specificity
of the reception of Hallyu products in the SRV, the generalization method was used.

The history of Hallyu origin and popularity causes

Despite the fact that Hallyu phenomenon emerged but in the late 1990s, the necessary
prerequisites for the emergence appeared much earlier. As it is known, in 1945, according to the
Soviet-American agreement South Korea went under the jurisdiction of the US. From the late 1940s
to 1970s the country had strong political, economic, and cultural influence of the US. In the 1980s
the RK experienced general penetration of American pop culture. That is why South Koreans feared
the assimilation of national culture with the American one. However, such a situation let them realize
the necessity to preserve the identity by means of promoting national cultural products to the global
market [Polosina 2012: 436], which further served one of the prerequisites of Hallyu emergence.

In 1987, the Sixth Republic was established in South Korea. President Roh Tae-woo carried
out some reforms, the relaxation of censorship among them, being followed by the democratization
of Korean television and music industries [Kadosina, Filippova 2019: 129]. These transformations let
the producers of media content get rid of the state control and to follow the world trends, which
resulted in creation of unique products of “the Korean wave” ten years later.
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The term “Halluy” was introduced in “The Chinese Chronicles” (Taiwan) in 1997, but not in
the current meaning. First, it meant the influx of goods produced in South Korea. The term “Korean
wave” with regard to South Korean popular culture was used in 1999 in “Beijing Youth Daily”, in
the article “At times East Wind Blows to the East” [Lachina 2014: 148].

The first successful products of “the Korean wave” were films “Swiri”2 and “My Sassy Girl”*3,
gained popular not only in the RK, but also abroad. Thus, the public response, provoked with the
sudden increase of interest in Korean pop culture attracted attention of journalists and later of
researchers which served for the start of the discussion on the causes of the phenomenon. Currently,
there are some hypotheses, explaining the high level of popularity of South Korean mass culture in
the countries of Asian region, Vietnam among them. All of them come to several main concepts.

The general Confucian cultural and historical context

While the countries where “the Korean wave” got the widest spread were, like the KR itself,
part of Sinosphere and were influenced with the Confucian tradition, their value orientations are
somewhat similar, what permitted to accelerate Hallyu content diffusion [Shmakova, Vinokurova
2015: 161]. Traditional family values, based on Confucian ideal of “filial piety”, is reflected in many
Korean doramas [Nguyén Ngoc Tho 2014: 4]. Respect for elders, obedience, love for family members
are represented in doramas as the main human virtues. Such qualities get response not only of Korean
audience, but also, they appeal to long-standing values of the audience within Sinosphere.

Synthesis of cultural standards of West and East

As has already been mentioned, “the Korean wave” products are samples of successful
reception of the content of Western creative sphere with its further creative transformation in national
popular brand by means of Oriental specificity.

State and private support for Hallyu

Some researchers are of the opinion that “the Korean wave” phenomenon is based on the
economic success of the Republic of Korea [Kim Bok-Rae 2015: 166], which permitted local
producers at the support of big business to develop efficient marketing strategies for Hallyu
promotion across Asia and to create a competitive cultural product. Besides, the state support of “the
Korean wave” realized in the frameworks of “Korean culture globalization” is of great importance
[Mikhaylik 2008: 36].

Thus, the emergence of Hallyu phenomenon in Asian region in the late 1990s had been
preceded with the events connected first and foremost with post-war American expansion in South
Korea in the 1940s — 1970s followed with the democratization of media sphere in the late 1980s. As
the sequence of swift Westernization of public life there appeared demand both for original forms of
culture and the reception and transformation of Western cultural products. The result was the creation
of the unique “Korean wave” content, which soon acquired popularity in East and South East Asia.
The causes of a keen interest of Asian consumers to Hallyu products were common cultural standards,
successful combination of the achievements of Western and Oriental cultural traditions, state and
private support for “the Korean wave”.

2« 2l», 1999
3S«E71XQl 1y, 2001
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“The Korean wave” reception in Vietnam

Having begun to spread abroad with China, “the Korean wave” soon achieves South East Asia
and gradually spread worldwide. Both the swift popularity growth and big commercial success of
Hallyu made cultural industries of many countries increase import of its products. However, in some
regions the reception of “the Korean wave” was not limited with import, but moved up the next level
in the form of remaking the content for their own audience demand. Vietnam was one of the countries
of South East Asia with the most active reception of Hallyu.

The dynamics of Hallyu content reception in Vietnam since the late 1990s to nowadays

Usually, Hallyu reception process in Vietnam is divided into four stages [The Vietnamese
cultural content: 26.03.2020]. In the first stage (the late 1990s — 2000) it began with the dorama “False
brothers” (1998)4, Korean pop culture increased popularity which achieved its peak several years
later, in the second stage (2000-2005) [Sokolov 2015: 2]. Thus, in 2033 the share of Korean television
programs was 30% of the total number of programs, that were broadcasted on the TV in Vietham
[Tran Thi Huong, Cao Thi Hai Bic 2014: 7]. Despite a decreasing interest in doramas from 2005 to
2008, “the Koran wave” recovered its positions, having entered the third stage (2006—2012), where
the leading role belonged to K-pop. The fan base of Korean music groups of the second and third
generations was replenished with a lot of Vietnamese youth (Fig.1).

Fig. 1. Vietnamese “Korean wave” lovers. Source: medium.com

Later, Hallyu tourism became popular with Vietnamese. Its popularity increased from 10,6
mln visitors to the RK in 2011 to 12,2 mln in 2013 [Tran Thi Huong, Cao Thi Hai Bic 2014: 11],
which evidences that cultural diffusion had grown deeper by the start of the fourth stage (2012-2013
—nowadays). The surveys of 2019 showed that 51% of Vietnamese like K-pop, 68% are interested in
Korean doramas [Report affirms: 26.03.2020]. Besides, according to the data of the Netflix, one of
the largest online platforms for viewing films and doramas, in 2020 Top-10 evidenced 1 — 4 places
for TV show and 7 — 9 places for Korean doramas in Vietnam [TOP 10: 07.01.2021]. The first week

* «2|7F Ay, 1997.
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of January 2021 also showed 1, 3, 57 places in Top-10 for South Korean doramas [TOP TV Shows:
07.01.2021]. It means that Hallyu products are still much in demand in Vietnam. So, in this country
a steady trend for the increase of the Korean content popularity is observed.

-7 .

—73

Fig. 2. Hallyu' stars to visit Vietnam to promote their drama Kim Tae-hee and Song Seung-heon
Source: hancinema.net

The re-makes of Korean doramas; transformation of Hallyu products in Vietham

It is noteworthy that during the above-mentioned stages of the Hallyu reception process in
Vietnam the Korean content was somewhat transformed. Having begun from the import of “the
Korean wave” products and their mere translation into Vietnamese, the cultural industry of the SRV
gradually changed its Hallyu reception strategy towards the adaptation of the Korean pop culture
content to the tastes of the Vietnamese audience.

One of the first methods of such an adaptation became re-makes of popular Korean doramas
and TV-shows. In Vietnam this trend was widespread not earlier than in the early fourth stage of the
reception, viz. in 2014 — 2015. Choosing the content for further adaptation, the main criterion was the
rate of its popularity among native audience/ That is why ratings of the re-makes were always
extremely high. Vietnamese versions were created for many Korean TV- programs, film “You are
My Granny’”, the dorama “My First Love® and “The Running Man” show’.

First, this method of “the Korean wave” content reception was rather copying than a new
product creation, which had negative effects, especially currently. Leaning on the former experience
of slavish imitation of the Korean content, producers and actors sometimes resort to plagiarism. It
happens very often in musical sphere [Sokolov 2015: 12]. The example of this was the scandal [Hoc
hoi Kpop: 10.04.2020], in which Duong Hiéu Nghia, a Vietnamese singer, was involved suspicious
in copying the clip “A Million Pieces”® of the Korean idol Cho Kyu Hyun. In spite of some negative

5 «Em La Ba Ngi Cta Anh» (2015), the original title was “Miss Granny (=28t J114)”, 2014.

6 «Mbi tinh dau cua toi» (2019), The original title was “She was a beauty (215 Ol %! C})”, 2015.
" «Chay di cho chi», 2019.
8 (2| AZE2Zy (2015), clip-plagiarism «Dém Khong con emy, 2016.
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sequences of such a reception method, this attempt to transform Hallyu content was a significant step
on the way towards the creation of native successful industry of music and filmmaking, based on the
imitated models of “the Korean wave”.

The joint Korean and Vietnamese media projects

Another method of Hallyu content reception is joint film production. In the early stages of this
partnership the Vietnamese side only was responsible for looking for filming locations and for the
process organization, while the Korean side offered the personnel, including script writers, directors
and actors. However, later, there emerged the mutually beneficial cooperation of the two countries
film industries. The examples of such a cooperation are the films: “Muoi: The Legend of a Portrait™?,
“Live Again, Love Again”0 and the dorama “Forever Young”'! [7 b phim: 09.04.2020]. Currently,
the personnel of the both sides participate in the production. It is noteworthy that often ethnic
Vietnamese actors are invited to play main roles. Generally, these actors live and work in the RK,
like Hari Won (Luu Esther) in the film “Who is My Future Family?”’12.

Besides, in Vietnam the trend is observed when Korean corporations invests large amounts
into the local film industry. Also, the Korean side initiates the establishment of joint companies to
cast, to teach and to promote Vietnamese actors according to Hallyu standards. One of such
companies is CJ Blue, having been founded in 2016 by Korean CJ E&M and Vietnamese Blue Group
[CJ Group (CJ E&M) co-operates with Blue Group (Blue Ocean): 03.04.2020]. Apparently, in this
way Korean practices are transferred to the Vietnamese reality, models for managing entertainment
industry are copied. That is why Hallyu, in fact, is hors-concours in the Vietnamese market.
Moreover, Korean investors have an important impact in the sphere of the Vietnamese film
distribution. In 2017 the total market share of Korean companies CJ-CGV u LOTTE, owing 57
cinemas across the country, accounted for more as 70% [The Vietnamese cultural content:
03.04.2020].

The film industries cooperation is carried out on the level of full-scale cooperation of Korean
and Vietnamese film companies, while joint projects in the musical industry are rather fixed on the
individual partnership, the idols’ agencies are busy with their collaborations. An example of such a
cooperation of the artists of the two countries is the joint record of a Vietnamese singer Soobin Hoang
Son and the Korean singer Park Ji Yeon from the T-ara group of the song “Between Us”'3 and two
bilingual clips for it [VN, Korean singers: 04.04.2020].

Recently, the Vietnamese side have begun learning more actively from the experience of
Korean professionals in the sphere of creation of mass culture products, and in this way creating
native industry of producing idols. As the most efficient way of seeking talented artists survivor
programs are used, as they have approved their productivity on the Korean scene. Among them there
is a Vietnamese version of Produce 101 project [Viét Nam s€ c6 chuong trinh: 04.04.2020], as well
as other similar measures, which had already been organized in the SRV with the task of training
Vietnamese artists in accordance to Hallyu system (LOTTE VK-Pop Superstar').

9 «B0[y, 2007.

10 «2}2ty, 2018.

11 «Tudi thanh xuan”, 1% season: 20142015, 2d season: 2016-2017.

12 «Ai s& 1a gia dinh twong lai cua t6i?», 2019.

BPep Nhat La Em/S2|AtO]», 2018.

14 The joint audition of the Korean Agency Rainbow Bridge and the Vietnamese Agency VNK, 2014,
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Thus, currently in Vietnam there are several ways of “the Korean wave” reception: from the
production of Korean doramas re-makes and musical collaborations of idols of the two countries to
wide cooperation of film industries and joint issues of musical reality-show. It is noteworthy, that the
sphere of penetration of Korean products is very wide, as the cultural diffusion has no obstacles.
However, their adoption and spread are not deep, while generally the initiative belongs to Korean
companies.

Vietnam and “the Korean cultural imperialism”: possible limitations in the future

“The Korean wave” impact on Vietnamese consumers is controversial. Despite many positive
effects, such as inculcating social values in the new generation being the overwhelming majority of
Korean pop culture fans (respect for the elders, diligence in work etc.) [Anh huéng ctia phim Han
Qudc: 22.04.2020], Hallyu may also have negative impact. Among negative sequences of “the Korean
wave” on Vietnam there are ignorance of traditional arts in favor of Hallyu products and slavish
imitation of Koran standards (from beauty understanding to tastes in fine arts), mindless copying of
Korean culture to the detriment of Vietnamese one [Sokolov 2007: 421]. Besides, the attractive image
of South Korea having been created with “the Korean wave: products, influence the increase of
migration flow out of Vietnam to the RK. Young Vietnamese specialists who leave Vietnam for South
Korea means first of all “brain drain”, which undermines scientific and technological potential of the
SRV [Dinh Thuy Anh 2016: 42].

Many Vietnamese researchers believe that Hallyu negative impact is of a larger scale. It is not
limited with occasional acts of imitating Korean culture. Thus, in his work Duong Nguyen Hoai
Phuong writes that cultural relationships of Vietnam and South Korea do not possess equal rights, but
serve an example of cultural imperialism. The researcher argues that through Hallyu influence the
RK achieves cultural hegemony, which transforms mentality and life style of Viethamese audience
of “the Korean wave” [Duong Nguyén Hoai Phuong 2016: 10].

This opinion is shared with part of Vietnamese society. That is why there is the perspective of
limitation of the flow of Korean cultural products and public discontent may be followed by official
measures, such as ban on TV broadcasting of the content etc. However, a great success having been
achieved with Hallyu in Vietnam, as well as the lack of comments of the authorities, evidence that
currently the reception has no obstacles and it is unlikely that it has them in the nearest future.

Conclusion

The Hallyu phenomenon which appeared in Asia at the end of the 1990s and spread worldwide
is a bright example of glocalization. In this connection the Korean experience of successful
integration into the global cultural space through the unique content production, based on
combination of Western and Oriental cultural traditions attracted attention of numerous producers of
media products, who wished to adopt it with the task to create own entertainment industry later to
join the world media sphere. Besides, great popularity of Hallyu products made for its reception in
Asian region. So did the general Confucian cultural and historical context and state support of the
RK, what ensured its swift penetration into Vietnam.

The research has shown that in Vietnam Hallyu reception process is divided into four stages
and is carried out free. As far as methods and ways of the reception are concerned, the most
widespread is the creation of re-makes of Korean films and doramas. Also, joint issue of musical
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compositions with participation of Korean idols and cooperation in the sphere of film production are
rather popular.

However, it is noteworthy, that the cultural diffusion in the SRV is not very deep, because the
initiative, in fact, only belongs to the Korean side. Thus, with the assistance of the Korean side joint
companies are being organized, which do casting, training and promotion of Vietnamese artists in
accordance to Hallyu standards. In fact, this means the transfer of Korean practices to Vietnamese
realities, and implies copying models for entertainment industry management. In this connection, “the
Korean wave” is hors-concours in the Vietnamese market. Besides, Korean investors have great
influence in the sphere of Vietnamese film distribution.

Despite public discontent with “the Korean wave”, being a real conflict of cultural interests,
the authorities do not introduce any limitation measures, because economic advantage of the
cooperation with the Korean side is extremely high, and the Vietnamese entertainment industry finds
it possible to develop on the account of the investments of big South Korean companies, such as
LOTTE and CJ Group.

Thus, currently Vietnam creates native entertainment industry modelled on Korean one. The
Hallyu reception and direct cooperation of Korean entertainment companies with local ones are of
great importance. In this connection, it appears that further investigation of “the Korean
wave’’reception process should be concentrated on a deeper understanding of cooperation
mechanisms of the Korean and Vietnamese sides.
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