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Overseas Chinese literature refers to literary works written in Chinese by the Chinese living
outside of China. Rooted in the soil of Chinese culture, Overseas Chinese literature appears as a
unique literary phenomenon widespread throughout the world and created amidst foreign cul-
tures. Overseas Chinese writers find themselves under a double cultural background. In their
writings, there are many literary representations of different cultures’ meeting, collision, and
merging. The paper suggests that the imagology method may answer the question of how Chi-
nese diaspora members define themselves as Chinese to construct their own identities as opposed
to everything else, they regard as non-Chinese. With the application of the methods of Western
and Chinese Schools of Comparative Literature and their respective interpretations of global li-
terary processes, comparative literary imagology is discussed against its theoretical and historical
background and questions such highly disputable categories as ‘Chineseness’ and ‘Chinese con-
sciousness’. The article provides an imagological interpretation of the Self and the Other distinc-
tion in Oiled Paper Umbrella by Chinese-Filipino writer Pei Qiong. It is proposed to consider
the intertext of a given national representation as a trope, and thus to study semantics and poetics
of a transnational individual representation. The analysis of modern critical approaches to the
Overseas Chinese literature shows that the vector of critical comprehension of this literary phe-
nomenon is gradually shifting from the ethnic paradigm to the transnational, transcultural inter-
pretation of a person’s connection with the mother culture. The article investigates how the
transcultural images are constructed in the literary imagination space and how they are represen-
ted in a literary text. The special emphasis is placed on the methods of comparative literary ima-
gology that considers the intrinsic textual peculiarities beyond the extrinsic ethnocentric concepts.
It is shown that transcultural images employed in the Chinese-Swedish writer Wan Zhi’s The
Woman in a Trench Coat cannot be narrowed down to mere contextualization of the Self-the
Other dyad, which is considered as a point of profound cultural significance in the field of Over-
seas Chinese literature research.
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An important issue of modern comparative studies in the age of globalization is asso-
ciated with the East-West critical discourse. Despite the historically developed Eurocen-
tricity of comparative literary criticism [Bernheimer 1995; Hutcheon 1996; Fusco 2006]
this discipline is increasingly beginning to look closely at the East. Fusco calls East-West
Comparative Literature a panacea and emphasizes that many topics related to the three
pillars of modern comparative studies — East, West, and literature — today need a reassess-
ment [Fusco 2006]. The Chinese, and more broadly the Eastern, component of the lite-
rary comparative studies discourse is also a focus of Chinese comparatists [ Yue 2004;
Zhang Y. 1998; Zhang L. 1994]. According to Yue Daiyun, the engagement of Chinese
comparative literature will result in a diverse development and new renaissance of the
discipline in the West [Yue 2004, /3]. Cao Shunqing puts forward the basic theoretical
feature of the Chinese School of Comparative Literature: “if the French School is charac-
terized by the influence study and the American school by the parallel study, the Chinese
school then might be regarded as one typical of cross-cultural study” [Cao 2000, 44]. Ac-
cording to Cao Shunging, the Chinese school of comparative literature will cross the dif-
ferent cultures between East and West and reconstruct the concept of World Literature by
connecting Eastern and Western literature. A distinguished comparatist Ning Wang’s view
of the processes in the modern world is predominantly East-centered: “Globalization is
no doubt a traveling process from the West to the East” [Ning 2004, 585]. Ning calls on
his colleagues for active dialogue, the creation of the global comparative studies with a
consideration of a huge Chinese potential that manifests itself not just in economy, but is
more apparent in some other aspects of the cultural life and literary works: “The strong
mechanism of Chinese culture is more and more affected. As comparatists, we cannot and
should not stop such a process, but we could make full use of this opportunity to ‘globa-
lize’ our discipline in an attempt to broaden its ever-shrinking domain and to make it a
truly globalized research field” [Ning 2004, 597]. It is not about the application of the
Western theory to Chinese literary texts — this procedure was assessed as the utopian
project by David Palumbo-Liu back in 1992 [Palumbo-Liu 1992]. It is about compre-
hending and incorporating the great literary and cultural potential of China into the global
discourse.

Overseas Chinese literature, being the object of this research, is a literary phenomenon
that emerged after the reform and opening-up policy, and it is closely related to cultural
exchanges between China and foreign countries. Overseas Chinese writers are located all
over the world in different countries and cultures. This is a mobile community of groups
or individuals, separated by time and space, each having complex and unique back-
grounds. All that unites them is their Chinese-language writings. Rao Pengzi defines it as
a special space of Chinese literature with cross-cultural characteristics [Rao 2011]. This
special space is composed of both the essence of traditional Chinese culture and the meta-
morphoses resulting from dialogue with the Other.

Leung notes that from a scientific point of view, one should distinguish between Over-
seas Chinese-language literature (Y /MEC LS haiwai huawen wenxue) and Overseas
non-Chinese-language literature (FREANEESC S haiwai fei huawen wenxue) [Leung
2006, 118]. Even though both types of literature are written outside of China by writers
of Chinese origin, their reception by Chinese literary criticism is very different. The long
history of Chinese emigration has resulted in that many Chinese, as well as their descen-
dants, adopt other languages as a means of expression. The “bilingual poetics” employed
in their writings receives close attention in the West. Compared to the rather active dis-
cussion of the Chinese-language literary world heritage [Lai 1993; Pan 1996; Gong 2000;
Rao 2004; Tsu and Wang 2010], Chinese scholars exclude literary works written in others
languages from the discourse and consider them mainly in the context of the relevant na-
tional literature. Chinese scholar Zhang Longhai explains this in imagological terms:
China in the minds of Overseas Chinese writers is not the China that they have personally
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experienced, but rather vague impressions about China that they have obtained through
news media, books, and stories of their parents [Cheung 2018, 7/50]. Thus, the represen-
tation of China employed in their writings is viewed as antithetical to real China. On the
contrary, Overseas Chinese-language literature is praised due to the so-called “Chinese
consciousness” ("' [E &R zhongguo yishi), which indicates a certain level of kinship
with China, when an emigrant, regardless of his identity, while abroad, seeks to create
and express values and ideals in Chinese. This way, in Chinese literary criticism, the cor-
pus of literary works of the Chinese diaspora, similar in its semantics and poetics, breaks
up into separate discourses of “own” (Chinese-language) and “alien” (foreign-language).

The imagological approach to Overseas Chinese Literature is important for under-
standing the interaction of the Self and the Other as components of the representation of
the Overseas Chinese cultural identity. The fundamental premises in asserting the Self are
seen in the very linguistic definitions of the Chinese people living outside of China,
formed at different historical stages. In imagological terms, we speak about an imageme,
a concept introduced by Leerssen to denote a fixed cliché, consisting of two contrasting
national qualities. An imageme is the term used to describe an image in all its implicit,
compounded polarities [Beller and Leerssen 2007, 344]. An expanded definition of an
imageme within the framework of literary imagology is proposed by Swiderska: it is
“[...] any element of a certain national culture or cultures which appear in the text”
[Swiderska 2013]. The integral system of imagemes in a literary text forms its “strange”
(or “foreign”) imagotheme, which can have ideological or utopian nature.

Most of the definitions — Chinese nationals residing abroad (!£4fF huagiao), a foreign
citizen of Chinese origin (#£% huayi) or overseas Chinese emigrant (BE4MEN haiwai
huaren) — are based on hua imageme, which invariably attribute the phenomenon of the
diaspora, diverse in its essence, to the dominant image of the Chinese nation. On a
broader scale, it refers to Sinocentrism — an ethnocentric belief that China is the political,
cultural, and economic center of the world. This distinction between the Self and the
Other was long ago articulated in China as “hua yi dichotomy” (*£58 2 #¥ hua yi zhi
bian), the concept that differentiated a culturally defined “China” (*£ hua or & xia) from
cultural or ethnic outsiders or barbarians (3 yi).

Western literary criticism, on the contrary, has coined the term “Chineseness” to ad-
dress the unifying characteristics of the Chinese diaspora. The representation of the ima-
ges of Chineseness “as trope” (in Leerssen’s understanding) is associated with the dis-
course about Orientalism, implicitly present in Asian-American studies since the second
half of the 20th century. Literary and cultural studies of recent years have noticeably
problematized the category of Chineseness. Researchers have moved away from the es-
tablished ethnocentric and essentialist interpretations, to highlight its moral, ethical, and
aesthetic characteristics. The Eastern discourse about “Asian values” and “Cultural Chi-
na” has modified the trends in cross-American studies. len Ang defines Chineseness as a
discursive construct that has no fixed content but operates as an open and indeterminate
signifier whose meaning is constantly renegotiated and rearticulated in different sections
of the Chinese diaspora [Ang 2001, 38]. There are plenty of studies concerned with the
analysis of the “Chineseness” concept, be it its social, political, geographical, cultural, or
racial aspects [Ong and Nonini 1997; Wu 1991; Chow 2000; Shu 2005].

Within the theoretical discourse on “Chineseness”, Xiaomei Chen’s Occidentalism
[Chen 2002], has acquired special imagological importance since it enters into polemics
with E. Said’s Orientalism [Said 2003], proposing a new model of comparative literary
and cultural studies, and a fundamentally new approach to the well-established interpre-
tation of the Other by the West. Thus appears an image opposition of “Chinese Occiden-
talism” vs “Western Orientalism”. Occidentalism as a counter-discourse is a part of the
ideological reform in China in the 1980s, a special form of “self-appropriation” as op-
posed to Western “intellectual colonization” of the East. An American scholar of Chinese
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origin shows that Orientalism should not remain an orthodox theory, equally applicable
to all countries in all historical periods, while continuing to view the East as any form of
the Other, as antithetical to the dominant power of the West. At the turn of the century,
China acquired a new status in the world, which allows it to view the West as the Other.
However, the author emphasizes, this affirmation is not for the colonization of the West,
but the proclamation of own cultural and symbolic capital [Chen 2002, 22].

Considering imagological aspects in the studies on émigré narratives, unlike repea-
tedly criticized ethnic and sociological aspects, supposes a more fluid and modulated
approach to grasping the semantics and poetics of heteroimages and autoimages of the
Chinese in the Overseas Chinese literary writings, and makes it possible to fully compre-
hend their artistic concept in representing the transnational individual. Scientific interest
in literary imagology was already evident in the early studies of comparatists, describing
its history and methods, as well the necessity to move away from ethno-sociological as-
sumptions, to the analysis of literary material [Wellek 1963; Dyserinck 2003; Beller and
Leerssen 2007]. In Imagology: The Cultural Construction and Literary Representation of
National Character Leerssen suggests that in literary writings, “[iJmages do not reflect
identities, but constitute possible identifications” and “[t]he ultimate perspective of image
studies is a theory of cultural or national stereotypes, not a theory of cultural and national
identity” [Beller and Leerssen 2007, 27]. Imagology is thus concerned with the represen-
tations as textual strategies and as discourse and outlines a range of issues that cannot be
ignored by researchers of the images of countries and peoples. If any national image is
given as a special representation, the primary task of the researcher Leerssen sees in es-
tablishing “the intertext of a given national representation as a trope” [Beller and Leers-
sen 2007, 28].

Leerssen lists the range of imagological questions that a literary critic always faces:
what is the tradition of this trope? to which extent is that background tradition passively
or actively echoed or reinforced, varied upon, negated, mocked, or ignored? which genre
conventions are at work, narrative, descriptive, humorous, propagandistic, fictional, poe-
tic? Thus, the emphasis is placed not on fixing the content of the ethnoimage, but on the
ways of its representation in a literary text, i.e., on its “textual interpretation” [Beller and
Leerssen 2007, 28]. Following Leerssen, Swiderska proposed to distinguish comparati-
vist (in her terminology) imagology, linking its hermeneutic method of the interpretation
with the comprehension of the “deep semantics™ of cultural, national, or ethnic “alien”
images manifested in the literary texts [Swiderska 2013, 3]. At the same time, national
categories are considered by Swiderska as part of research tools, but not as the main sub-
ject of research. An alternative to the extratextual sociological approach to the analysis of
a literary text (“extrinsic contextualization™) is the “intrinsic textual analysis” — a princi-
ple that is being developed today by literary imagology. Thus “literariness” [ Wellek 1963,
293] becomes a fundamentally important aspect for a comparatist.

In the framework of imagology, the image of the Other is studied as a stereotype of
the national consciousness, as a stable, powerful, generalized figurative idea of the Other,
formed in a specific socio-historical environment. Beller describes a stereotype as “...a
generalization about a group of people in which incidental characteristics are assigned to
virtually all members of the group, regardless of actual variation among the mem-
bers. Once formed, stereotypes are resistant to change on the basis of new information”
[Beller and Leerssen 2007, 429]. Dyserinck’s student, Fischer, proposed to replace the so-
ciologically constituted concept of the stereotype with the specifically literary concept of
the imagotype and imagotype system [Beller and Leerssen 2007, 9].

It is notable, that Chinese comparatists, involved in the research of the images of the
Other in the Overseas Chinese literature also develop their consideration proceeding from
the stereotypes present in their mother culture regarding the other culture. The contribu-
tors to A Course of Overseas Chinese Literature suggest that there are three different
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types of manifestation of the Other as opposed to the Self in Southeast Asian Chinese
literature. First, it is an image of the Other which is very close to the Self, and thus can
be viewed as a collective and idealized cultural interpretation of the mother culture. The
second is the image of the Other questioning reality, reflecting the distance between rea-
lity and ideals, and subverting certain conservative consciousness and prejudices being
present in the mother culture. The third is the image of the Other that celebrates cultural
diversity [Haiwai huawen wenxue jiaocheng 2009, 43].

Based on these principles of the methodological analysis of literary images outlined
by Leerssen and his followers, both in the West and in China, we tend to research the
central themes of the Overseas Chinese literature, related to the images of China.
Through the cultural analysis of the Other images in the Overseas Chinese literary wri-
tings, one can reflect on the culture of the nation and grasp the contrast between two dif-
ferent cultures when they meet; the Other is represented through the combination and
variation of different cultures in the images, bringing new meaning to the study of Over-
seas Chinese literature.

The protagonist in Chinese-Filipino woman writer Pei Qiong’s Oil-paper Umbrella
(“YH4%<>> You zhi san), Li Zhenni, is half-Filipino and half-Chinese (also chushiza or
Chhut-si-a, that may be referred to as the “foreigner” in imagological terms). Her father
is a Chinese intellectual and her mother is a Filipino, a university professor of compara-
tive literature. The image of Li Zhenni in the novel is mainly created through the eyes of
a pure Chinese young man Lin Wenbin. They are in love, but Lin Wenbin’s mother is
trying to prevent her son from marrying Li Zhenni, thinking that marrying a half-Filipino
is very irrational and would affect her son’s lifelong happiness. The mother refers to Li
Zhenni as to fan zi (F1T, where fan imageme stands for barbarian, foreigner), which can
be regarded as racial prejudice and shows the isolation between the older generations of
Chinese who migrated to the Philippines and the local ethnic group. The stereotyped
heteroimage of Filipinos that has been formed for a long time in the Chinese community
suggests that Filipinos are a nation characterized by laziness, pursuing pleasure, and un-
predictability. Haughty behavior and rejection of the Other imply the Chinese affirmation
of the fine Chinese virtues (Lin Wenbin’s mother reminds him of xiao or  — filial piety,
a central virtue in Confucian role ethics), which brings only suffering to the younger
generation of Chinese. Interestingly, that Li Zhenni articulated similar age-old stereotypes
that form an autoimage of the Filipino-Chinese: “My sorrow is that I am a potato, no
matter how hard I am trying, no matter what I am longing for, no matter how yellow I am
inside, the outside is still brown” (FFIFE R E2——H 2SR E, NMEEFERNSS],
ANEBREIAE, ANE N BB T, SR 2 () [Haiwai huawen wenxue
duben... 2009, 53]). Lin Wenbin cannot withstand the traditional Chinese virtues and
protect their love, so he finally chose to stay and care about his mother. Li Zhenni had to
give up what she loved and leave for the United States. The image of an oil-paper um-
brella that can protect from the sun, but cannot withstand the wind and rain plays a sym-
bolic role here. The author of the short story questions traditional behaviors still present
in their mother culture. Through the rejection of the Other by the mothers, Pei Qiong is
trying to underline the conflict between two cultures and a lack of critical understanding
of the Self. Still, the hidden implicit narrator of the short story articulates modern na-
tional consciousness, which assumes the unacceptability of image confrontation between
cultures.

It is significant that in recent years in China, in the context of globalization and inten-
sive translation practice, the academic interest in the literature of the Chinese diaspora is
noticeably increasing. This is manifested in many critical articles, in the center of which
is an analysis of the transnational and universal issues, which, of course, brings the inter-
pretation of the works of authors of Chinese origin closer to transnational, global narra-
tives. The term of Global Chinese literature (15430 S 2% shijie huawen wenxue) was
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coined to emphasize its world-wide presence and universality of its narratives. The
emerging new vector in the interpretation of the works of writers of Chinese origin marks
the intention of Chinese scholars to revise the Chinese-language literature from a global
point of view. Instead of geographically dividing Chinese-language literature into main-
land and non-mainland parts, they view it as a worldwide construct that should be viewed
on a par with literary works in English, French, and Spanish [Leung 2006, //8]. Tsu and
Wang place special emphasis on the fact, that as China continues to re-establish itself as
a world power in the twenty-first century, the centripetal pull of its economic presence
creates a renewed cultural gravitation. That global Chinese literature can be under discus-
sion at all bespeaks a renewed concern with the perpetuation of nation-based narrative as
the only worthy narrative [Tsu and Wang 2010, 6], accompanied by a critical network of
minority discourses.

Transcultural realities in today’s world bring about new horizons in the imagological
studies that go beyond the notions of the Self and the Other, or heteroimages and auto-
images, but calls for consideration of the postnational identities. Researchers from both
European and American schools [Totosy de Zepetnek 1998; Chow 2000; Damrosch
2014], and Chinese school [Ning 2004; Cao 2000; Ang 2001; Yue 2004] agree that the
processes of globalization require both a rethinking of already existing concepts and the
development of new methodological paradigms in comparative studies. Leerssen also
notes that “[imagology] in its method, if not subject-matter, can be postnational, transna-
tional” [Beller and Leerssen 2007, 27]. He traces the prospects for the methodology of
postnational, transnational imagology in the works of his predecessors, Carré and Guyard,
whose concepts are based on the rejection of a belief in the realness of national charac-
ters. In “Imagology and the Problem of Ethnic Identity” Dyserinck also addresses this
perspective in the science development as a “case in postnational thought” [Dyserinck
2003], as a direction in the study of postnational models of identity. The same approach
is voiced in Shih’s “Against diaspora: The Sinophone as Places of Cultural Production”,
offering a broad, programmatic call for a transnational approach to the study of Chinese
language literature. Shih uses the term Sinophone to designate the only significant “lin-
guistic identity” of Sinitic-language cultures and communities outside China. Unlike the
unstable conception of the Chinese diaspora, the Sinophone foregrounds not the blood
ties, ethnicity, and homeland of a person but the languages he or she speaks; it is an ana-
lytical and cognitive category, which is both geographically and temporarily specific
[Shih 2010, 39]. Shih tends to theorize the Sinophone discourse as “inherently transna-
tional” and argues that truly Global Chinese literature is possible only when the most
powerful articulations against China-centrism are voiced.

An Overseas Chinese female writer, You You, describes her experience of living in dif-
ferent parts of the world (New Zealand, Australia, the UK) questioning the very Self that
requires meaning: “What am I now? When returning home, people say I am aping fo-
reigners; when staying abroad I am still feeling uncomfortable. Neither Chinese nor
foreigner, neither an overseas Chinese nor myself, neither fish nor fowl!” (U432t
2?2 FERIH S, NFKURARMRER T RESNEDGES A BLE, BAZTEA,
WARSNE N, ARER, AR EC, PIAE?! [Yang and You 1994, 6]). There is both
the ironic reference to the Lu Xun’s Story of Ah Q, from where the imageme jia yangguizi
(fB3: %2 ¥, “imitation foreign devil”, a Chinese who apes foreigners) comes from and
despair of a person, not having roots, questioning her belonging to China. Transnational
identity is also a distinctive feature of Yan Geling’s, Hong Ying’s, Zhang Rong’s, Zhang
Ping’s, Min Anqi’s and Ha Jin’s writings, to name a few. The transcultural imagery of
their writings, which hardly shows the traces of Overseas Chinese and pursues worldwide
literary style, is not limited to the problem of national and cultural identity.

Wan Zhi (pen name of Chen Maiping) is a Chinese-Swedish writer and poet, famous
for his translations of many Chinese writers such as Mo Yan, Yu Hua, Su Tong, Han
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Shaogong, and Wang Anyi into Swedish and English, and is generally recognized as a re-
spected contributor to the spread of Chinese literature in the West. His writings reveal
universal themes of Self-searching and usage of the psychoanalysis technique to depict
the complex emotional connections between people. His short story “The Woman in a
Trench Coat” (“Zf WAL 2L N> chuan fengyi de nuren) employs Wan Zhi’s experiments
with a form of dramatic dialogue and a stream of consciousness narrative technique,
which in many ways resembles the style of Gao Xingjian, the most recognized overseas
writer of Chinese descent according to the 2000 Nobel Prize committee. The narrator
represented through the several Selves questions and argues who is and who is waiting
for the woman wearing a trench coat on the bus-stop, seen by him from a coffee-shop
window. The story does not mention a place, country, cultural realities, nor does it repre-
sent any stereotypical images. Instead, it provides an in-depth psychological analysis of a
character as an “arbitrary” or “post-” identity. The location of “in-betweenness” is the
key in grasping the author’s intention not to prescribe any national, ethnic, or cultural
identity to a person, but to be wholly involved in his psychological portrait. In a similar
vein, there are a lot of intertextual references to the world classics, as the narrator men-
tions Lermontov’s A4 Hero of Our Time, Tolstoy, Dumas’ The Count of Monte Cristo, re-
flects on the images of Sherlock Holmes, and Pavel and Tonya from the How the Steel
was Tempered. The western type of narration and a postmodern hypertextuality seems to
remote this short story from a dominant image of the Chinese nation. Still, the story pos-
sesses a very significant, in imagological terms, implication that the narrator of the story
is Chinese — he supposes that this woman may have married a laowai (“IE45E40 7T
[Haiwai huawen wenxue duben... 2009, 285]), which is the Chinese slang word for “for-
eigner” instead of formal and polite waiguoren (4} N). But it is important to emphasize
that the poetic and semantic load of the narration makes this detail unintentional. The au-
thor introduces a way of an overseas Chinese representation different from the discursive
poetics of the Overseas Chinese literature. That is the representation of a transcultural
image, not limited by the notions of national and cultural identity.

In fact, after the 1990s, the research community has been facing a tendency, that Over-
seas Chinese literature does not necessarily mirror a “Chinese consciousness”. The lite-
rary and aesthetic aspects of the literature become the cornerstone of the studies that view
Chineseness as the aesthetic value. The ultimate goal of such studies thus should be con-
sidering the literariness and aesthetics of Overseas Chinese writings and describing its
unique literary paradigm and poetics. As Rao Pengzi and Yang Kuanghan have correctly
noted, that literature as a unique aesthetic activity praises three basic principles of truth,
goodness, and beauty (B33 zhen shan mei) [Haiwai huawen wenxue jiaocheng 2009,
27], and these three are what matters when studying any literary phenomenon. The new
approach features the analysis of the peculiarities of the aesthetic representation of na-
tional and cultural images and the consideration of an image as an important literary
device. The study of literary representations makes it possible to identify textual strate-
gies for embodying the images of the many-sided world in the Overseas Chinese litera-
ture, which is global, both in terms of its geography and properties.
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T. B. Beuopuncwvra, O. C. Bopobeti
JlitepaTrypa kuTaiicbKkoi aiacnopu: iMaroJioriyHuii acnexkT

Jliteparypa KuTaiicbKoi Jliacriopu — Iie TEPMiH, 10 MTO3HAYAE JITepaTyPHI TBOPH, HAIIKCAHI KH-
TaliCbKOI0 MOBOIO 032 TepeHaMu Kuraro. BkopiHeHa y IpyHTI KHTalChKOI KYIBTypH, JiTepaTypa
KHATAMChKOI 1aCIOpy MOCTAE SIK yHIKAJIbHE JIITepaTypHE SIBUIIE, MOMNPEHE Y BChOMY CBITi, IO
CTBOPIOETHCA B OCEPEIKY 1HO3EMHUX KYJbTYp. [IMCBMEHHUKH KUTAHCHKOTO MOXOHKEHHS 3a KOp-
JIOHOM IMUIIYTh B YMOBAaX 4y>KOI0 OTOYEHHS, IXH1 Ipalli BUPI3HAIOTHCA PI3HOMAHITTAM JiTeparyp-
HUX penpe3eHTaliil 3ycTpidi, 3ITKHEHHS Ta 3JIUTTS PI3HUX KYJBTYp. Y CTaTTi IPONOHYETHCS iMa-
TOJIOTIYHUH MiAXIT A0 JOCIIIKCHHS JIITepaTypHu KATAHCHKOI TiaCTIOpH, SIKH MOYKE BIIIIOBICTH Ha
MUTaHH TIPO Te, SIK KATalChKa Jiaciopa Bu3Havdae cede s oOyIoBH BIACHOI iIEHTUYHOCTI Ha
BiJIMIHY BiJl YChOTO IHIIIOTO, III0 BOHW BBA)KAIOTh HEKHTAHCHKUM. [3 3aCTOCYBaHHSM METOIIB 3a-
X1JIHOT Ta KUTAMCHKOT MIKiJ TOPIBHSUTLHOTO JIITEPaTypO3HABCTBA Ta IXHKOI BIIMOBIIHOT 1HTEpIIpE-
Tallii CBITOBUX JIITEPATYPHUX IMPOIECIB CTATTS OKPECIIOE ICTOPUYHI Ta TEOPETUYHI 3acaju JIiTe-
parypHoi iMaronorii i po3KpHBa€ CyTHICTh TAKHX CYIIEPEWINBUX KaTETOPiH, SK “KUTaWCBKICTH”,
“KkuTalichbKa CBIIOMICTE”. Y CTaTTi MOJAETHCS IMAroJIOTiYHa iHTepIpeTanis B3aemoii “A” ta “In-
oro” B OMOBiJIaHHI KUTalickKo-(ininmiHckkoi muchMenHutli Ileit Lron “IlanepoBa mapacomnbka’.
[TporoHyeThCs PO3MISIATH IHTEPTEKCT HAIIOHATIBHOI PEMPE3EHTAIlI] K TPOII i BiATaK BUBYATH Ce-
MaHTHKY Ta [MOETUKY TPaHCHAIIOHAJIFHUX pernpe3eHTalii. [IpoBenennii aHai3 cy4yacHUX KpUTHY-
HUX MiXOAIB JI0 JIiTepaTypy KUTAHCHKOT A1aCIIOpH MOKA3ye, M0 BEKTOP KPUTHUHOTO OCMHUCICHHS
L[BOTO JIITEPAaTYPHOTO SIBUILA TOCTYTOBO BiIXOJAUTh BiJl ETHIYHOI MapaJUrMu 10 TPaHCHALIOHAJb-
HOI, TPAaHCKYJBTYPHOI iHTepIpeTalii 3B’ 3Ky JIIOMUHH 3 MaTePHHCHKOIO KYJIBTYpOI0. Y CTaTTi J0-
CIIJDKYETBCS, Y SIKHI CIOCIO TPaHCKYJIBTYPHI IMIJKI BUOYTOBYIOTHCSI B YIBHOMY JIITEPATYPHOMY
MIPOCTOPI, Ta SIK BOHU PENPE3CHTYIOTHCS B JIITEPaTYpHOMY TeKCTi. OCcOONIMBUI HAT0OJI0C POOUTHCS
Ha METoJIax JIITePaTypHOT 1MaroJorii, 10 BpaXOBYyE€ BHYTPIIIHI TEKCTyallbHI OCOOIMBOCTI TIOHAT
30BHINIHIMHA €THOIICHTPUYHUMHU KOHIIETIisiMU. [1oKka3aHo, 1110 TpaHCKYJIBTYPHI 00pasu, BTUICHI B
OTIOBIJIaHHI KUTAHCHKO-IIIBEIChKOTO MuchMeHHNKa Bans Wkn “JKiHka y ruramii”, He MOYKHA 3BY-
3UTH CYTO J0 KOHTEKCTyauizamii miaam “S Ta [HImit”, mo po3misgaeThes K CYyTHICTh IITHOOKOTO
KyJBTYPHOTO 3HAUCHHS B Tally3i JOCIIKEHb JITepaTypu KUTAHCHKOI iacOpH.

Kurouosi ciioBa: fl, [Hie, niteparypHa iMarosoris, JiTeparypa KUTalChKOI Jiacropu, TpaHC-
KyJlbTypHA 1JeHTUUHICTh
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