Advances in Humanities Research (2024) Volume 7 EWA Publishing
Published online: 12 August 2024 DOI: 10.54254/2753-7080/7/2024083

Research on the Translation and Influence of LiaoZhai ZhiYi in
20th Century Russia

Zhu Yiyao

Renmin University of China, No. 5, 3rd Floor, Unit 1, Building 4, No. 41 Dujuan Road, Pidu District, Chengdu City, Sichuan
Province, China

13693463878@163.com

Abstract. With the accelerated exchange of different civilizations in the context of globalization, the overseas dissemination of
Chinese classic literature is also playing an increasingly important role in shaping national cultural confidence. Since the beginning
of the 21st century, cultural exchanges between China and Russia have become increasingly close, and the two countries have also
invested key attention in the relationship between Russian literature and Chinese literature. In the past, research on the Russian
translation of Chinese literature was mostly limited to the field of translation and cultural customs, while there was a lack of
attention to the phenomenon of Chinese literature entering the creation of Russian writers. This leads to a lack of concrete and
clear experience and theory in exploring the overseas dissemination of Chinese classic literature and promoting mutual learning
and learning among different civilizations in the new situation of cultural exchange. Liaozhai Zhiyi represents the highest
achievement of ancient Chinese classical short stories and is also an outstanding representative of Chinese supernatural and
legendary novels. This article intends to provide an overview of the dissemination process of Pu Songling's " LiaoZhai ZhiYi " in
20th century Russia from a historical perspective, using a literature review method; On this basis, comprehensively accepting
theories, comparative literary principles, etc., this study analyzes the influence of "LiaoZhai ZhiYi" on contemporary Russian
literature in the 20th century, as well as the reasons and motivations behind this phenomenon. Research has found that since the
beginning of the 20th century, the motivation to seek a national way out and reshape national values has driven Russia to turn its
attention to China, and the characteristics of legendary supernatural novels have garnered a lot of attention; As a result, "LiaoZhai
ZhiYi" formed a continuous and tumultuous process of dissemination in Russia, with Alexeyev's translation having the greatest
impact; On this basis, 20th century Russian literature has formed a phenomenon of displacement or displacement in terms of
characters, cultural symbols, philosophical ideas, etc., providing specific references for mutual learning and mutual learning
between different cultures.
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1. Introduction

Liaozhai Zhiyi is a collection of classical Chinese short stories created by Pu Songling, a Chinese Qing Dynasty novelist, with a
total of 491 pieces. In the book, or through the love between flower demons, fox charms, and humans, it praises ideal love; Or to
resist the constraints of feudal ethics; Or criticize the corruption of the imperial examination system, expose the darkness of feudal
rule, etc., with rich content and profound themes. At the same time, Pu Songling borrowed his legendary talents to write about the
enchanting plot of flower demons and foxes, and enriched the genre of the novel, galloping imagination. The plot is bizarre and
vivid, making the entire book display extremely surreal and convoluted colors. Liaozhai Zhiyi represents the highest achievement
of ancient Chinese classical short stories and also pushes the development of Chinese supernatural and legendary novels to a new
peak.

Liaozhai Zhiyi, as a classic of ancient Chinese literature, began to receive attention from Russia in the late 19th and early 20th
centuries, and has since been imitated and cited in contemporary Russian literary works. This is an important component of Sino
Russian literary exchange and mutual learning.

The practical significance of this article lies in: firstly, it can make up for the lack of research on the influence of "Liaozhai
Zhiyi" on overseas literature, especially on 20th century Russian literature, and expand and deepen the research on the overseas
dissemination and influence of ancient Chinese literature; In addition, this study breaks away from the vague scope of Chinese
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literature or Eastern literature, and takes "Liaozhai Zhiyi" as the specific research object, providing a concrete basis for
understanding the dissemination process of representative works of Chinese classic literature to Russia and the cultural influence
of Chinese literature in Russian literature.

The research object of this article is "Liaozhai Zhiyi", which explores the dissemination status and characteristics in 20th
century Russia, as well as its influence on 20th century Russian literature.

The purpose of this study is to explore the mutual learning between Chinese and Russian literature, the introduction of ancient
Chinese supernatural novels represented by "Liaozhai Zhiyi" in 20th century Russian literature, and its impact on contemporary
Russian literature. In the process of exploration, we aim to find effective ways for the exchange and mutual learning of Chinese
and Russian literature and civilization.

To achieve this goal, it is necessary to address the following tasks:

—Study the creative background, thematic content, and artistic characteristics of Pu Songling's "Liaozhai Zhiyi";

—Study the dissemination process and basic characteristics of "Liaozhai Zhiyi" in Russia;

——Integrate and list the works of 20th century Russian writers who were clearly influenced by “Liaozhai Zhiyi";

—Identify the character images, cultural symbols, conceptual ideas, etc. influenced by "Liaozhai Zhiyi" in these literary
works, and compare and analyze them with "Liaozhai Zhiyi";

——Based on the historical background and the characteristics of ancient Chinese legendary and supernatural novels, this
study analyzes the reasons for Russia's acceptance of Chinese legendary and supernatural novels represented by "Liaozhai Zhiyi"
in the 20th century;

Current research status at home and abroad: Foreign scholars started their research on the Russian translation of "Liaozhai
Zhiyi" earlier, and paid more attention to the translation and introduction of the text of "Liaozhai Zhiyi", as well as the field of
Chinese ethnic culture and folk beliefs behind it; In addition to the above aspects, more attention is paid to translation mode
strategies and comparative research between different language translations in China. However, both domestically and
internationally, there is a lack of attention paid to the phenomenon of "Liaozhai Zhiyi" being created by Russian writers.

The structure and content of the work: The work consists of an introduction, three chapters, conclusion, and a list of references.

2. The dissemination process of "'Liaozhai Zhiyi** in 20th century Russia
2.1. Late 19th to 1920s

The first person to introduce "Liaozhai Zhiyi" in Russia was Vasili Pavlovich Vasiliev. In 1868, he compiled and published the
"Selected Readings of Chinese Literature”, which selected five stories from "Liaozhai Zhiyi": "Shuimangcao", "Abao", "Zeng
Youyu", "Geng Niang", and "Mao Hu". In 1880, the world's first Chinese literary history, the Outline of Chinese Literary
History(«Ouepku ncTopuu KMTaicKoii aureparyps»), edited by him, was published, and the book also discussed the Strange Tales
of a Chinese Studio. The 1878 edition of "Shuimangcao" translated by Monasdilev in the St. Petersburg News newspaper (titled
"Smosuras tpasa") is considered the first Liaozhai story introduced to general readers.

Afterwards, the famous sinologist A.lvanov translated seven works from "Liaozhai Zhiyi": "Huang Ying", "Li Boyan", "Zhu
Qing", "Kao Cheng Huang", "Tong Ren Yu", "Hua Bi", and "Zhong Li". Baranov(!.I".bapanos)translated eight stories, including
"Tiao Shen", "Tai Yi", "Hu Xie", "Shan Hu", and "Xiao Zi"; Danilenko(®.®./lanmrenko)translated eighteen Liaozhai novels and
published his two translations, "Zhang Cheng" and "Zhao Chenghu", in the Russian journal "Asia Times" (Issue 1) published in
Harbin in 1922; Shkurjin(IT.B.Ilkypkun)translated "Xiliu"; Vasiliev(b.A.BacmiseB)translated and published four articles,
including "Abao", "Zunhua Shuhu", and "Ren Xiu"; Bisdovsky(B.ITectockuii)published his translation of "Luocha Haishi" in the
March 1936 issue of "Uzbek Literature". However, these translated works lack suitable language styles and translation modes, so
the impact is not significant. In addition, a young lecturer at the National Irkutsk University, Pashkov(b-Tlamikos), published an
article titled "An Analysis of the Catalogue of Liaozhai Zhiyi"("IIpoGusiii ananu3 karanora «JIsowkaii Wxuu» ") in 1921, which
was the first monograph on Pu Songling's novels in Russia. This monograph provides a table of contents for various translations
of "Liaozhai Zhiyi", including Manchu, German, English, and French, and briefly introduces the life of Pu Songling. Paschkov
also made a relatively childish classification of Liaozhai novels, dividing them into Confucianism, Taoism, Buddhism, and non-
religious ones, among others.

2.2.1920s to 1950s

In the 1920s and 1930s, Vasily Mikhailovich Alexeyev (Bacunuit Muxaiinosuy Anekcees, 1881-1951) truly had a significant
impact on the Russian translation of "Liaozhai Zhiyi". He was an important representative figure of the Sinology school in the
former Soviet Union in the first half of the 20th century, and made significant contributions to the translation and dissemination
of Chinese classical literature in Russia. In Alexeyev's academic career, the translation of "Liaozhai Zhiyi" held an important
position, and he also regarded "Liaozhai Zhiyi" as an "encyclopedia of Chinese social life.". It is worth mentioning that in 1919,
Gorky established the "World Literature" Publishing House and established the Oriental Studies Department, specializing in
publishing works of Eastern literature. Alexeyev's "Fox Charm Collection"(«JIncsu Hapsr») in 1922 was published as one of the
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first works of the Petersburg World Literature Publishing House, which included 29 stories related to foxes: "Yingning", "Hu Si
Jie", "Guo Sheng", "Feng Mujiang", "Qin Sheng", and so on. In 1923, the Moscow and Petersburg World Literature Publishing
House published the "Collection of Divine Monks"(«Monaxu-BoniueOHuKn»), selecting a total of 43 Liaozhai novels related to
Taoists and monks, including "Laoshan Daoshi", "Zhong Sheng", "Niao Yu", "Hua Pi", "Si Seng", and so on. In 1928, Leningrad's
"Idea" Publishing House published the "Strange Stories Collection"(«Crpannsie uctopun»), wWhich selected a total of 22 novels
related to strange stories, including "Peng Haigiu", " Xin Shisi Niangs", "Tou Tao", "Jiaona", "Yatou", and so on. In 1937, Moscow
and Leningrad Academy Press published "Strange People Collection"(«Paccka3sl o momsax HeoOsIgHBIX»), Which included 62
novels titled "Liaozhai Zhiyi", such as "Yishui Xiucai", "Hu Ruping", "Qingmei", "Liusheng", "Chu Suiliang", etc. In addition,
there is a translation of "Liaozhai Zhizhi" in front of the main text of "Strange People Collection".

Alexeyev's academic research on Pu Songling has a very high level and has published a series of research articles on it. In the
preface of his four published Liaozhai story collections, Alexeyev provided a clear and accurate introduction and evaluation of Pu
Songling's creations, especially in the preface of the latest published "Strange Stories Collection™ which has the most detailed and
profound discussion. In the preface of the selected edition of " Fox Charm Collection”, he commented on Pu Songling's life,
knowledge, and creative characteristics, and summarized several types of characters in the stories of Liaozhai (such as scholars,
fox immortals, etc.). In the preface of "Collection of Divine Monks", he detailed another type of character in Liaozhai - monks
and Taoists. At the same time, Alexeyev also introduced Pu Songling's artistic style and literary techniques in the preface. Most
importantly, Alexeyev asked a question: Does Pu Songling believe in the strange gods and monsters he depicted? To extend and
explore Pu Songling's worldview and writing purpose. Alexeyev believed that Pu Songling's Confucian worldview determined his
disbelief in the bizarre aspects of his writing. Alexeyev believes that the author of the novel portrays characters such as monks and
Taoists who possess supernatural powers, with the aim of exploring the ancient dilemma of the existence of justice in society. The
image of monks and Taoist priests in "Liaozhai Zhiyi" is similar to the " God from the machine" technique used in ancient Greek
and Roman dramas to rescue worldly characters from being lost in the world of black and white reversal and darkness. [1]

In 1934, Alexeyev published two more monographs: "The Tragedy of Confucian Personality and Scholarly Consciousness in
Liaozhai Novels"("Tpareaunst KOHQYIHAHCKOH TMIHOCTH W MaHAAPUHCKOH maeonoruu B HoBemwtax JIso Wkas") and "On the
History of Popularization of Old Chinese Literature (on Liaozhai Novels)"( "K ucropuu neMOKpaTH3aliui KATAHCKON CTApUHHON
mutepatypsl (O HoBemtax JIsto Was)". The former introduces the historical background of Pu Songling's literary creation, while
in the latter article, Alexeyev discusses various methods adopted to make the profound language of "Liaozhai" accepted by Chinese
readers who do not understand classical Chinese, such as adding annotations, translating it into vernacular and so on.

Alexeyev's translation was highly popular in Russia and was continuously reprinted in the mid to late 20th century. In 1973,
Aldrin selected 90 Liaozhai novels translated by Alexeyev and edited them into a book, titled "Stories from Liaozhai
Zhiyi"(Pacckassl JIsto Uxas oneoObrgaitHom). In this collection, he proofread and made necessary modifications to Alexeyev's
translation based on Zhang Youhe's edited "Annotations and Commentaries on the Liaozhai Zhiyi Association”( {75 & F40 ke
22 4FA) ) and Pu Songling's manuscript. In 2000, the St. Petersburg Research Center of the Institute of Oriental Studies of
the Russian Academy of Sciences published a combined edition of Alexeyev's four translations of Liaozhai, totaling 160.
Compared with the original version, three new translations were added: "Lv Yinv", "Tong Renyu", and "Yao Seng".

Alexeyev did not entirely follow the original structure when translating "Liaozhai Zhiyi", but instead formulated a unique
pattern to follow in the process of translating "Liaozhai Zhiyi" based on the plot and characters, and created an elegant and concise
language style to suit the characteristics of "Liaozhai Zhiyi". This unique narrative style can accurately convey the characteristics
of Chinese classical literature and has had a significant impact on the general public and Russian literature in the mid to late 20th
century. Russian readers have received their understanding of many traditional Chinese plots and protagonists from Pu Songling's
"Liaozhai Zhiyi", including the plot of “Zhen Zhongji" and "Li Hunji", as well as the story of the fox spirit.

Alexeyev's selection and translation of over 160 Liaozhai novels have had a profound impact on Russia and the Soviet Union,
making them classic and successful literary translations. Li Fuqing(b.Pudtun), a communication academician of the Russian
Academy of Sciences, once said, "Pycckue untarens MOTYT HaciaxaaThcs pomsBeaeHusmu [y CyHIMHA, BEIHKOTO MacTepa
KOPOTKOT'O pacCkKkasa, B OCHOBHOM 6J1ar0z[ap$1 6J'IeCT}IHII/IM nepesoamM AnekceeBa. OH ¢ UCKIIFOYHTEILHON TOYHOCTEBIO nepeaan
MHOTHe OCOOCHHOCTH apXamdHOTO U CIIOXKHOTO s13bIKa opuruHana”, which means"Russian readers who can appreciate the works
of the master of short stories, Pu Songling, should mainly thank Alexeyev for his excellent translation. He accurately expresses
many of the ancient and complex features of the original language." [2] This comment is not exaggerated and quite realistic.

2.3. After the 1950s

After the 1950s, sinologists Usjing(IT.M.Yctun) and Fayingar(A.®aiiarap) continued Alexeyev's translation work of "Liaozhai
Zhiyi". In 1961, the National Literature and Art Publishing House published a joint translation of "Selected Novels by Pu
Songling"(«Hosemnns! / [Ty Cynnun (JIsio Uxait) ») by two people. Usjing translated 39 of them, while Fayingar translated 10, all
of which were works that Alexeyev had never translated before. At the same time, Uskin also wrote a preface for this book and
published a paper titled "Pu Songling's Short Stories"("Ily Cynnun u ero HoBesutsl") in 1956, both of which explored and analyzed
Pu Songling's works and ideas. Apart from the issues of artistic style and literary techniques that have always been discussed,
Uskin's research on Pu Songling still has a certain degree of innovation. Firstly, Usjing traced the origins of some plot elements in
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Pu Songling's Liaozhai story, concluding that they originated from Ganbao's "Soushenji" and Tang Dynasty legends during the
Wei, Jin, Southern and Northern Dynasties, and were continuously adapted and enhanced in the vernacular texts of the Song and
Yuan dynasties and later in the imitated vernacular texts written by literati. Secondly, Usjing also pointed out from the perspective
of Han people's anti Qing and restoration of the Ming Dynasty during the Qing Dynasty that attention should be paid to the theme
of resistance against the conquerors contained in Pu Songling's Liaozhai works. In addition, Usjing also specifically discusses the
different female images in the novel to demonstrate the humanitarian tendencies in Pu Songling's literary creation, pointing out
the author's deep concern and sympathy for the characters at the grassroots level.

In the mid to late 20th century, the introduction and translation of "Liaozhai Zhiyi" were still ongoing. The book "Mirror of
the World"(3epkano mupa) published by Moscow Book Publishing House in 1984 also includes the translation of "Shuchi" by
female sinologist Fishman (O.JI.®ummman). In 1980, Kiev Dnieper River Publishing House published thirty-nine Liaozhai novels
translated directly from the original text by Ukrainian sinologist Cherko(M1.Yupko). The preface and annotations were written by
the famous Soviet and Russian sinologist Li Fuging.

3. The Literary Influence of ""Liaozhai Zhiyi'* on the Spread of Russia in the 20th Century

3.1. Overview of parody and citation of "Liaozhai Zhiyi" in contemporary Russian literary works

Since the Silver Age, Russia has shown great interest and curiosity in literary works showcasing different civilizations and cultures.
At the same time, Russian literature has also demonstrated a strong ability to absorb and integrate foreign cultural literature. With
the expansion of the dissemination and influence of "Liaozhai Zhiyi" in Russia, the typical images and storylines in "Liaozhai
Zhiyi" have gradually been quoted or borrowed by Russian writers for the creation of their own novels.

Usbinsky(M. I'. Ycnenckun) was one of the earliest writers to reflect the influence of "Liaozhai Zhiyi" in his works. His trilogy
"The Adventures of Jihar"(«[Ipukmtouenus XKuxaps»), namely the novel "Where We Are Not"(«Tam, rae Hac Het») and two
novellas "When Was It Before"( «Bpems ono») and "Who Was Sent to Find Death"(«Koro 3a cmepthio nocsuiate), both reflect
deep traces of influence from "Liaozhai Zhiyi". Subsequent works such as Nikolai Shina's "Angel's Cabin"(«{oMuK a5t aHTeI0BY)
and Sjieliova's "Osmanthus Plum Fragrance"(«LBeTsl Kopuiipl, apomMat ciuBb») also quoted or borrowed from the typical image
in Zhai Zhiyi.

In addition, one of the most famous and controversial writers in contemporary Russia, Vi Pereven, was also greatly influenced
by the translation by Academician Alexeyev. He inherited the literary tradition of caring for reality. Faced with the social and
spiritual difficulties faced by contemporary Russians, Pelevin used Eastern culture to resist the wave of capitalist globalization
and the psychological confusion of Russians during the transformation period, calling on Russians to enter a new historical path
with a free spirit. His novel "A Huli——The Bible of Transformers"(«Casimennas Kuura O6GopoTHs») absorbed many of
Alexeyev's retelling of Pu Songling's Liaozhai stories; This characteristic can also be easily found in some other works of Pelevin.

Until today, the influence of Liaozhai Zhiyi on Russian literature continues. In the early 2000s, | limov and Vi Rebakov wrote
and published a series of fantasy novels under the pen name "Zachik King"("Xonsm Ban 3aiiunk") and named them "No Bad Guys.
Eurasian Symphony"(«Ilmoxux mapreit Het. EBpasmiickas cumdonms»). Many of these works directly or indirectly quote the
content of Pu Songling's works, and even one novel called "The Case of Fox Charm"(«/leno muc-oboporreii») shows the
inheritance and borrowing of the content and style of Pu Songling's Liaozhai novels, as well as the significant influence of
Academician Wa Alexeyev's translation style. It should also be noted that Ilimov and Vi Rebakov were sinologists themselves and
had a deep understanding of Chinese culture. I limov also personally devoted himself to the study of China's traditional belief in
fox charm. But in this series of novels, the influence of Alexeyev's translation style is extremely evident.

In 2022, Stalinets published his novel "The Fox Shoal"(JIuceu 6poasr), which portrays the Chinese fox fairy "Liaozhai Zhiyi"
and Taoist figures, highlighting the profound imprint of "Liaozhai Zhiyi" in Russian literature.

3.2. In terms of character image

The influence of Liaozhai Zhiyi on 20th century Russian literature is first reflected in the borrowing and citation of character
images.

Usbinsky incorporated numerous Chinese cultural elements into his three works, The Adventures of Jihar. Each of the novels
features a key character - Liu Qi, the monk. In the work, Monk Liu Qi is a foreign cultural image that combines the dual background
of a monk and a Taoist from "Liaozhai Zhiyi".

The Liaozhai Zhiyi depicts numerous Taoist figures. The description of the appearance of Taoist priests is basically that their
robes are worn and unkempt, and the Taoist priests in the "Dao Shi" chapter are often dressed in shabby and worn-out clothes; In
"Hua Pi", it is described as "seeing people singing wildly like beggars on the road, tears and snots flowing long, and their bodies
covered in filth that makes people dare not approach.” [16,239-248] The famous Taoist Zhang Sanfeng of Wudang Mountain
always "wears a raincoat, often unkempt and disheveled." [16,71-78] In the Ushinsky trilogy, the name of Liu Qi monk is often
preceded by the word "6exnbn" as a modifier, and the description of his appearance includes words such as "withered hands".
This demonstrates Usbinsky's reference to "Liaozhai Zhiyi" in the description of Taoist appearance and clothing.
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Compared to their crude appearance, the Taoist priests in "Liaozhai Zhiyi" are mostly extraordinary individuals with strong
magical powers. The Taoist in "Laoshan Taoshi" is able to cut white paper into a mirror shape at dusk, instantly filling the entire
room with a moonlight like glow[16,71-78]; In the "Zhong Li " chapter, the Taoist dressed in worn-out clothes begged in front of
the pear seller's car. In front of everyone's eyes, he quickly planted a pear tree full of large and fragrant fruits using the core of the
pear[16,65-70]. The Taoist gave all the pears to the onlookers before leaving calmly. But after the Taoist left, the pear seller found
that all his pears had disappeared without a trace. Similar to the Taoist priests in "Liaozhai Zhiyi", Monk Liu Qi also lived a
reclusive life; wise, adept at conversing with people and persuading them. The Taoist in "Liaozhai Zhiyi" can use illusions to
transform into beauties, delicacies, and fine wines for people to enjoy, as well as to transform into eagles, falcons, and pythons to
scare away the powerful. The Taoist illusions in the two works have similarities and differences. Like the Taoist in "Liaozhai
Zhiyi", Monk Liu Qi is able to soar through clouds and mist, turning flowing water into fine wine, showcasing the ever-changing
and endless charm of illusions, and creating a rich and mysterious exotic atmosphere for his works. For example: "JIro Censmon
HE pacTepsuiCs, COTBOPWII IOJ cobou Oeitoe 00JaKo W MOMHSUICA Haa MONSHOW...[10,314]...TONBKO TOJJIUBAIN B 3HAKOMBIU
TJIUHSHBIN XK0aH BOJY, KOTOpas TaM IpEBpalajacbh B IEPCUKOBYIO HaCTOfIKy, a oHa ObLIa XOTh U cna6>1<e, HO BCC K€ BKYCHCC
ckoporonnoro nomna."[9,165] . That means "Liu Qiqi remained calm and composed, creating a white cloud beneath himself and
ascending it onto the field. They just poured water into the mud of acquaintances, where it turned into peach tincture. Although it
was weak, it was still more delicious than instant water. "At the same time, hallucinations are one of the key elements defining the
plOt in novels. HaanMep: "Usz HIMPOKOI'0 pyKaBa €ro XajaTa BbUICTCII HE OYCHb 6OJ'H>HIOI/I, HO HApsAAHBIN KEJITBIU JPAKOH CO
CBCpKaromien IrpUBOH u ycamu. I[paKOH BBIITMChIBAI Hazm rojoBaMu CO6paBH.II/IXCH pa3HOO6paSHBI€ MYZApPbIC
¢urypsr."[10,314],which means "what flew out of his wide robe sleeves was not very big, but a magnificent yellow dragon with
shiny mane and beard. The dragon wrote various wise figures on the heads of the gathered people. "

The Taoist characters in Liaozhai Zhiyi, except for a few with despicable conduct, are mostly positive characters who can
punish evil and promote good. The novel utilizes these Taoist images, either to highlight and ridicule some ugly social phenomenon,
or to bring some comfort and hope to ordinary people struggling in difficulties. To a certain extent, it reflects Pu Songling's ideas
of promoting justice and kindness, attempting to solve social conflicts, and maintaining social order, as well as his compassion for
heaven and humanity. [3] In Ushinsky's works, this cross-cultural image becomes an effective carrier for the author to
metaphorically represent society, achieving the protection of civilization and the defense of order through illusions.

3.3. Movement of Cultural Symbols: Represented by the Image of "Fox"

The image of "fox™ is an extremely important cultural and spiritual symbol in traditional Chinese culture. As early as before the
Qin Dynasty, people viewed everything from the perspective of extending oneself to others, and that all things have spirits. They
held a semi curious and semi fearful attitude towards foxes; In the Han Dynasty, foxes became auspicious signs. At that time,
people generally believed that foxes were animals with spirituality and good character. In folklore, the nine tails possessed by
foxes are considered a symbol of prosperity and good fortune for their descendants. The yellow fur of a fox is considered a
manifestation of the Chinese people's revered moral character of moderation. After the fox dies, its head is turned towards its
homeland, which is seen as an expression of the quality of benevolence. After the Qin and Han dynasties, people's attitudes towards
foxes began to undergo a significant transformation: foxes became images that resembled both humans and objects, both demons
and immortals, and the cultural significance of foxes continued to expand. [4] In the end, in "Liaozhai Zhiyi," the fox's demonic,
divine, and human qualities are fully integrated, and its ever-changing posture and symbolism are fully reflected. The image of
"fox" in "Liaozhai Zhiyi" is complex and varied. Some have extraordinary abilities, such as the fox old man in "Weishui Hu" who
was able to predict major disasters in Shaanxi without any prior knowledge [16]; The fourth sister in "Hu Si Jie" can inform Shang
Sheng of her death date in advance [16]... The existence of foxes not only plays a crucial role in human love, but also in people's
lives, careers, and so on. At the same time, the image of "fox" in "Liaozhai Zhiyi" also incorporates many human characteristics,
transforming into adults in appearance. At the same time, there are a total of 29 stories about fox spirits in "Liaozhai Zhiyi" that
have surnames, names, and hometowns. [5] Meanwhile, in "Liaozhai Zhiyi", many foxes, although monsters, are still willing to
abide by the moral and ethical principles of the human world. For example, in "Hu Jianv", the fox, in accordance with human
customs, hosts banquets, entertain guests, and marry a daughter [16]; In "Qiaoniang", Qiaoniang has read books about humans and
can even use historical figures as a joke [16]. In stories about foxes, humans often find it difficult to identify their true identity and
only inquire about them after long-term interaction, or discover them after the fox voluntarily informs them. At the same time, the
fox image in the stories of Liaozhai is full of fantasies, enthusiasm, and expectations for love, possessing various emations such
as shyness and jealousy, and willing to love humans. In addition, the image of "fox " in "Liaozhai Zhiyi" is not entirely positive.
In many stories, foxes steal items from people's homes, are cunning, lack human empathy and empathy, transform into adults to
deceive, and so on. These all demonstrate the richness of the "fox " image.

At the same time, foxes also play an extremely important role in Russian literature and folklore. There are many stories about
foxes in Krailov's fables. When discussing the "differences in the transformation of spirits and humans" in Chinese and Russian
novels in "Essay Theory," Shklovsky emphasized that in Chinese novels, animal spirits are mostly transformed into humans, while
in Russian novels or mythological stories, they are more inclined towards Western models: most people are transformed into
animal spirits after being enchanted. [6] Some of the works in Russia that involve fox novels, as Shklovsky said, are mostly created
by humans through illusions, magic, or spells to become foxes.
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In Nikolahina's "Angel's Cabin", the scene of harmonious coexistence between humans and foxes is first described, followed
by detailed descriptions of foxes transforming into human form: "Ho npencraBsre cebe MO0 OTOPOIb: KOTZla Mbl BEPHYJINCH B
IMOCCJIOK, OTOCTIAJIUCH, OTMBIJIUCH, S MOWICT B Mara3vH 3a KOHbBAKOM W BAPYTI' YBUACI TaM Banenka ¢ COBCPUICHHO HE3HAKOMOU
JACBYOHKON — XYJI0U, OCTPOHOCCHBKON U KPACHO-PBIKCH. Hy, BhUIMTAs Hama gucuuka! S xoe-kak YAaepxKaicH, yT00 C HEU HE
Mo340pOBaThCA U HE MOBTOPUTL CBOIO TOPIKCCTBCHHYIO PEYb Y MPOIIAJIBHOI'O KOCTpa: Te1 — He 060p0TeHI>, JIuca? ﬂoporaﬂ .HSIO,
somotas..." [7] On the one hand, the image of "fox" represents people's sense of closeness to nature, outlining the ecological
concept advocated by the author of "coexistence, coexistence, and harmonious coexistence between humans and nature”. On the
other hand, in the novel, the transformation of form between humans and monsters changes from humans being enchanted into
animal monsters to foxes transforming into humans. From this, we can glimpse one of the ways in which China's classic cultural
symbols enter the collective unconscious of Russian society through the medium of "Liaozhai Zhiyi".

This deformation pattern was once again validated in Victor Pereven's 2004 work "A Huli——The Bible of Transformers".
Perevin created this mythological philosophical novel with the help of Chinese folk images. The entire novel, from the perspective
of a Chinese fox demon, narrates her various experiences with the werewolf Sasha in Moscow, including reflections and
discussions on current social issues. The ancient Chinese and Western civilizations engage in a fierce dialogue with the protagonist
as the carrier. The protagonist, A Huli, is a Chinese fox demon who has transformed into a beautiful human figure and is two
thousand years old. "We foxes are not born like humans. We are descendants of Tianshi and have a distant kinship with the
protagonist Sun Wu in Journey to the West."( "MsI nporcXoauM 0T HeOECHOTO KaMHSI M COCTOMM B OT/IAJIEHHOM POJICTBE C CAMHM
Cynb-y-KyHom, repoem «IlyremectBus Ha 3amam»" [7,14]) She wanders between high-end hotels in Moscow, creating sexual
illusions through her own spells to seduce clients and draw energy from them to maintain her youth, completing the practice of
the "Bible of Transformers™ and entering the realm of Nirvana. In the entire book, Werewolf Sasha and A Huli complete an
exploration of “"transformation”, representing the Chinese concept of "harmony between man and nature” and the Western
instrumental rationality, respectively. In addition, whether it is the guidance of the eminent monk Mr. Huang or the debate between
A Huli and the werewolf in the book, they all ultimately point to the true essence of "transformation” - "Dao"[7,1-105]. The work
does not simply stop at borrowing the "transformation” mode of traditional Chinese animal spirits transforming into adults, but
explores the root laws of "transformation”. He analyzed Laozi's "Dao" and believed that all things are derived and bred from it.
The Tao can change, and all things in the world derived from the Tao can also change. This is the philosophical basis for
"transformation" and provides rationality for the transformation of ghosts and monsters into adults. [8]

In the early 2000s, a series of fantasy novels titled "No Bad Guys. Eurasian Symphony" was created by Ilimov and Vi Rebakov
under the pen name "Zachik King". One of the novels, "The Case of Fox Charm", also demonstrates the inheritance and borrowing
of the content and style of "Fox™ in Pu Songling's Liaozhai novels.

In addition, Stalinets published the novel "The Fox Shoal” in 2022. These all demonstrate the cross-cultural shift and
domestication of Chinese cultural symbols represented by the image of "fox charm™ through the dissemination of "Liaozhai Zhiyi"
in Russia, and leave a lasting imprint in Russian literature and social collective unconsciousness through the re creation of Russian
authors.

3.4. Misalignment during relocation process

Cultural symbols refer to symbols with certain special connotations or meanings, which reflect the unique ways of activities that
a specific ethnic group has gradually accumulated and evolved over a long historical process, which are different from other ethnic
groups. The dissemination and translation of cultural symbols is not only a conversion of two language symbols, but also a cross-
cultural behavior. The cultural symbols contained in the original work of "Liaozhai Zhiyi" carry the unique cultural characteristics
of a specific era. In the process of cultural transfer, some cultural symbols have achieved "domestication", but at the same time,
some cultural symbols have formed misalignment, showing inconsistent meanings with their source culture. By studying the
misalignment in the process of cultural migration, we can understand the attitude of Russian society towards foreign cultures, as
well as reveal the underlying national cultural semantics and the degree to which our own culture interprets and accepts foreign
cultures. [9]

In the final work of the "Adventures of Jihar" trilogy, "Who Was Sent to Find Death", Usbinsky mentioned the Chinese moon
god, which was originally written as follows: "There must be everything necessary for life there, the poor monk comforted his
companion. There, the moon goddess Avalokitesvara Bodhisattva will greet us and take us to the palace, and the sacred rabbit will
share the contents of his feet..." (- Tam 70mKHO OBITH BCE, HEOOXOAUMOE TSI )KU3HH, - YTEIIaNl CITyTHUKOB beaapin Monax. - Tam
BCTPETUT HAC JIyHHaA 6OFI/IH}I ryaHB-I/IHB, TIPOBEACT BO ABOPCIl, 4 CBAMICHHBIN 3aA1 MOACTIUTCA COACPKUMBIM CBOCU CTYIIKH...
[9,237]) In this work, Usbinsky wrote the moon god Chang'e, which originated from the ancient Chinese mythology of "Chang'e
Benyue", as follows: Moon God Avalokitesvara Bodhisattva. Chang'e is a character born from Chinese folk mythology. In legend,
Chang'e is the wife of Hou Yi. Hou Yi obtained the elixir of immortality from Xi Wangmu, and Chang'e stole it and took it,
eventually flying to the moon and transforming into a toad. And in the long-term historical evolution and transmission, it has
become a synonym for the moon god, becoming one of the themes for Chinese people to express their pursuit of life and convey
religious emotions. At the same time, Chang'e is also an artistic image that embodies the original human concept of life and death,
the aesthetic appreciation of Chinese female images, and the aesthetic interpretation of women's roles in love and marriage, with
a wide range of cultural connotations. Avalokitesvara Bodhisattva, on the other hand, is a concept introduced from Indian
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Buddhism and is the name of Bodhisattva. Buddhism believes that Avalokitesvara Bodhisattva is a compassionate and
compassionate Bodhisattva. As long as suffering beings recite their names, Bodhisattva will immediately go to save them upon
hearing the voices of others.

From "Chang'e Benyue" to "Moon God Avalokitesvara Bodhisattva”, exploring the process and reasons behind the
misplacement of this cultural symbol may infer the psychology of Russian writers in facing different cultures during this period
and their reinterpretation of different cultural symbols in specific eras.

The origin of this cultural symbol misalignment can be explored from the original work and translation. The only detailed
description of Chang'e in Alexeyev's translation is "Chang'e". Unlike folk legends, "Chang'e" depicts the story of Chang'e Fairy
being exiled to the mortal world, married and having children. At the same time, unlike the tragic image of the fairy Chang'e in
the Guanghan Palace in previous literary works, Chang'e in "Liaozhai Zhiyi" has both emotions and righteousness. One possible
reason for the cultural dislocation among writers is the description of Chang'e pretending to be Avalokitesvara Bodhisattva in the
original work of "Chang'e". The introduction of this Buddhist culture has, on the one hand, increased the fun and drama of the
story; On the other hand, the image of Avalokitesvara Bodhisattva strengthens Chang'e's compassion and redemption. [10]

And combined with the content of the novel " Who Was Sent to Find Death ", the characters in the novel face deep difficulties
that require the salvation of Avalokitesvara Bodhisattva. And their destination is the moon, which is also associated with the
Chinese cultural "moon god Chang'e". Influenced by the translations of Pu Songling and Alexeyev, Usbinsky creatively wrote
"Moon God Chang'e" as "Moon God Avalokitesvara Bodhisattva", achieving a metaphor for seeking a social phenomenon to resist
the invasion of Western dominant culture and the chaotic spiritual life of people in Russian society after the disintegration of the
Soviet Union in the late 20th century.

3.5. Chinese Philosophical Thought

Carl Jung, a Swiss psychologist, once divided the Eastern and Western spirits into introversion and extroversion in his article
"Psychological Com mentaries on 'The Tibetan Book of the Grea t Liberation' and 'The Tibetan Book of the Dead',". He believes
that the difference between the two depends entirely on where to seek redemption. Western culture belongs to an extroverted spirit,
always seeking redemption from external forces. Westerners are entirely dependent on God's grace, or at least on the Church,
which is the only earthly tool appointed by God to redeem humanity. Even non-Christians are no exception, they always seek
strength from the outside. [1] By analogy, if the concept of "God" is replaced with money, it is not difficult to understand the
fanaticism of Westerners towards material pursuits. On the contrary, Eastern culture is introverted, focused on the inner world,
and redeemed through the self-liberation power of thought and moral self-improvement.

The absorption of Chinese philosophical ideas in 20th century Russian literature is particularly evident in the works of the
famous contemporary Russian writer Pelevin. Faced with the advent of the era of consumerism supremacy and the Westernization
trend in contemporary Russian society and cultural ownership, Pelevin used Eastern culture as a means to directly point to the
essence of the "nothingness" of Western modern civilization, with the aim of resisting the wave of globalization and the spiritual
emptiness that Russians encounter in special times, in order to complete an "intelligent transformation™ of the East.

In his postmodern oriented works, the image of "dream" always appears frequently and becomes one of the important means
to construct the structure of novels and connect several time and space. This inevitably reminds us of the content of "Liaozhai
Zhiyi": there are more than 70 articles related to "dreams" in the entire book, and about 30 detailed descriptions such as "Hua Bi",
"Feng Xian", and "Fengyang Renshi". Liaozhai Zhiyi inherits certain forms of Chinese dream novels and expresses new thematic
ideas. "Xu Huangliang™ is derived from Tang Shen Jiji's "Pillow in the Record", but in terms of thematic ideas, it not only inherits
the ideas conveyed by "Zhen Zhongji" through the disillusionment of dreams, such as the idea that life is like a dream, but also
exposes the extreme corruption in feudal society and officialdom. "Lianhua Gongzhu" borrows the dream form of “Nanke Taishou
Zhuan" to describe Dou Xu's dream of entering the Bee Country and marrying Ant Princess. In the "Nanke Taishou Zhuan", he
praises the love between young men and women based on the idea that life is like a dream.

Perevin borrowed the allusion of "Nanke Yimeng" in his short story "CCCP Taishou Zhuan"(«CCCP Taiimoy UYxyansy). The
novel depicts three "time and space", namely Lv Dongbin's time and space, real time and space, and Zhang Qi's dream time and
space. At the beginning of the novel, two worlds appear: "Kak u3BectHo, Hamia BeeneHHas HAXOAUTCS B YaliHUKe Hekoero JIroi
JynOuHs, mpoaaroIiero BCAKy0 Menods Ha 6a3ape B Yanbann. Ho BOT uTo mHTepecHO: YaHpaHU YK€ HECKOJIBKO CTOJIETHH Kak
Het, Jltoit JlyHOMHB yke JaBHO HE CHAWT Ha TaMOIIHEM 0a3ape, U €ro YaiHWK JTaBHBIM JaBHO NEPEIUIaBJICH N CIUTIOLIHIICS B
nenerky moz 3emuei. "[6] During the moment when Lv Dongbin was dozing off outside the teacup, the world inside the teacup
had already passed for hundreds of years. The protagonist Zhang Qi in Teacup World is a poor and destitute Chinese farmer. Once,
after getting drunk in his own granary, he dreamed that he was taken to Moscow in the late Soviet Union and entrusted with the
important task of administrative chief. Just when he was proud and unparalleled in his life, he was suddenly dismissed from his
position and thrown back onto the streets of China. Zhang Qi suddenly woke up from his dream and found himself in his own
granary, only two hours after getting drunk at 7 o'clock. Three years later, Zhang Qi accidentally discovered that the Soviet Union
in his dream was just an ant nest in his own granary. Pelevin borrowed the allusions from "Nanke Taishou Zhuan™ and pieced
together the social landscape of the Soviet Union, thus forming the story of "Nanke Taishou Zhuan". The story aims to emphasize
that "life is like a dream™ and that things are unpredictable. The so-called fame, fortune, and wealth are just illusory things. As
stated at the end of the story: "ITycTs Bce 3TO MOCITYKUT YPOKOM I TEX, KTO XOUYET BO3HECTHCH K BJIACTH, BEJb €CJIM BCS Hallla
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BCeJICHHAs HaxoauTcs B yaiiHuke Jlroii JlyHbuHs — 4ro ke Takoe Tornaa cTpana, rae noossan Uxkan! [Iposen tam iuiib Mur, a
IMOKa3aJioCh — MpOoLLIa ) XKU3Hb. Hpomen IIyTh OT IUICHHUKA 0 MPaBUTECJIA — a 0Ka3aJ0Ch, MEPCHOJI3 U3 OIIHOI7[ HOPKH B APYTYIO.
Yyneca, 1a u tonbko." [6,86] That means "Let all of this be a lesson for those who want to take power, because if our entire
universe is in Lv Dongbin's teapot, what country is Zhang visiting? He stayed there for a while, as if he had spent his whole life
there. From prisoner to ruler, the result was climbing from one mink fur to another. Miracle, that's all. "

Pelevin hopes to reveal the social reality and various aspects of life in Russia through imagination and borrowing from dreams.
In novels, characters not only avoid the impact of reality and seek spiritual sustenance in their dreams, but also view them as a
prototype of the existence of life, creating an atmosphere of "life is like a dream" and "both true and illusory".

4. Reasons for Russia’s Acceptance of Chinese Legendary and Strange Novels Represented by
""Liaozhai Zhiyi" in the 20th Century

4.1. The Impact of Extraterritorial Culture on Legendary and supernatural Themes

The unique narrative style created by Alexeyev greatly promoted the dissemination of "Liaozhai Zhiyi" among the general public,
while Russian readers' understanding of many traditional Chinese plotlines and protagonists was received from Pu Songling's
works, including the plotlines of “Zhen Zhongji" and "Li Hunji", as well as the image of the "fox". Starting with the introduction
of "Liaozhai Zhiyi", Russian literature showed a great interest in Chinese legendary and supernatural novels. Starting from the
mid-20th century, Tang Dynasty legends received serious translation in Russia. In 1955, Moscow published "Tang Dynasty
Legends"("Kuraiickue HOBeute") translated by Fishman, which included the works of 14 representative Tang writers such as
Yuan Shen, Bai Xingjian, and Du Guangting. Later, there was a more comprehensive collection of "Du Zichun - Tang Dynasty
Legends from the 12th to the 14th Century"(«['ynmska u BonmeOnuk Taiickue HoBesutsl (VII-IX BB.) ») translated by Fishman and
Sokolova. In the 1960s and 1970s, Russia published many studies related to Tang Dynasty legends, including more than 20 articles
by Wei Veligus, Qi Yide, Guo Lizhen, Li Fuging, and others. Fishman also translated and published Ji Yun's "Yuewei Caotang
Biji" in 1974, and in 1977, he translated and published Yuan Mei's "Xin Qixie". Afterwards, he also translated some chapters of
"Zi Buyu". On this basis, she also expanded her research perspective on Chinese supernatural novels: in 1980, Fishman published
a monograph titled "Three Chinese Short Story Novelists from the 17th to the 18th Century: Pu Songling, Ji Yun, and Yuan
Mei."(«Tpu xuraiickux noBemucta, XVII -XVIII B.: [Ty Cywnun, [3u FOup, F0ane Mbit»). Fishman compared the various
elements of the works of three writers and developed a unique systematic research method, believing that their works are all
interconnected and complete ideological systems based on a unified theme or similar plot structure, and each of them is based on
a certain nature of opposition. Ji Yun's novels are often based on the opposition between "good" and "evil" as they aim to provide
ethical praise and criticism; Yuan Mei's novels mainly narrate folk superstitious legends, and therefore are mostly based on the
opposition between humans and ghosts.

During this period, the prominent interest of Russian literature in Chinese legendary and supernatural novels first stems from
the extremely strong external impact that this type of literary work has given. Legendary novels record strange stories, and
supernatural novels record ghosts and gods, all depicting aspects such as ghosts and gods, geographical artifacts, fables and dreams.
Against the backdrop of the fusion of local Confucianism, Taoism, and transformed Buddhism in China, Chinese legendary
monster novels vividly depict the world's strange stories: the fantastical illusions of monks, Taoist priests, and mythical creatures
of birds and beasts, thus forming a unique aesthetic element of Chinese culture. Compared to other genres such as Chinese
historical novels, hero legends, and world romance novels, the direct and strong impact of foreign cultures on legendary and
supernatural novels is more attractive and readable for Russian readers; At the same time, literary elements in legendary monster
novels can be more directly captured, such as fox charm, alchemist images, etc., which helps Russian literary works intentionally
create a strong exotic atmosphere in literary works, actively seek new artistic forms, and inject new vitality and elements into 20th
century Russian literature.

Secondly, Chinese supernatural and legendary novels represented by "Liaozhai Zhiyi" have a wide range of works and vast
content. Compared to other types of novels and other literary genres, supernatural and legendary tales have more recurring images,
narrative structures, and character types. These are archetypes of collective subconscious that originate from national memories
and primitive experiences and can elicit profound, strong, and irrational emotional responses from the audience or readers. Against
the backdrop of Russia's desire to reject blindly Eurocentrism and industrial civilization, awakening the "archetypes" of collective
unconsciousness and psychological structure in ancient literary traditions has extremely positive significance in seeking the unity
of different ethnic cultural roots, reflecting on modern cultural logic such as enlightenment or revolution. Questioning the
archetypes is not solely based on theoretical interest, but has a deeper intention - to understand the root of artistic experience and
the root of human existence. [11] It can be seen that it has an inherent logic of pursuing the commonality of human cultural
psychology at its theoretical roots. Therefore, questioning the "archetypes" in Chinese legendary and supernatural novels
represented by "Liaozhai Zhiyi", including images, cultural loaded words, faith symbols, etc., and selectively incorporating these
Chinese "archetypes™ into the collective unconsciousness of Russian society through parody and quotation, is an urgent need to
meet Russia's need to reshape its national self-worth and undertake the central mission of world civilization.
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In addition, Russian literature, by accepting and absorbing Chinese folk culture, national spirit, and beliefs from Chinese
legendary and supernatural novels, also demonstrates its efforts to reassess self-worth and reshape the form of national beliefs.
Alexeyev understood and analogized the image of monks and Taoist priests in "Liaozhai Zhiyi" to the "God from the machine"
technique in ancient Greek and Roman drama, with the aim of resolving extreme contradictions and restoring order. Afterwards,
scholar Lucas Ode regarded the illusory world depicted in “Liaozhai Zhiyi" as a satirical portrayal of reality and a unity of utopian
fantasy. Under the understanding of relevant practical significance, the image of China has begun to serve as a defender of
civilization and a guardian of order in Russian literary works. "People hope and believe that a better and more stable new world
may exist, and this feeling overcomes the fear of division, apocalypse, and death. "("JTroau HazerTCs U BEPAT B BO3ZMOKHOCTH
HOBOTO, JIyYIIIET0 U IPOYHOTO MHPA, U 3TO YyBCTBO MIPEOI0JIEBACT CTpax pasnenenus, rubemn u cmeptu”) [12] In the typical social
atmosphere of Russia after undergoing the "Westernization" transformation, the organic integration of Eastern cultural factors can
be seen as a clever means for writers to criticize the Western ruling class's disregard for order, explore the possibility of reshaping
social order structures and national beliefs, and on this basis, seek harmony and establish the unity of world civilization and culture.

4.2. Exploring the possibility of reshaping national spirit

The late 19th and early 20th centuries were a special period in the history of world art. Some Western thinkers believe that this is
a period of crisis and transition. Russia is no exception. On the one hand, under the crisis of reality, the confusion in the face of
social reality and the hesitation towards the future of the nation have prompted the upper-class aristocrats and intellectual elites in
Russia to turn to their dreams and "search for their roots"; On the other hand, this period was also a time when Russia was
reassessing its national self-worth and undergoing fundamental changes in social public awareness. The need to reshape national
self-worth prompted writers of the Silver Age to turn to the art and culture of Eastern civilization as role models and seek new
values. It is worth noting that Russian writers at the turn of the 19th and 20th centuries were not only interested in pursuing exotic
cultures, but also began to deviate from the traditional European art principles of imitating nature and reproducing reality, striving
to seek a unified religious mystical worldview and the ultimate mystery of the universe.

Russian literature in the 20th century actively absorbed the essence of oriental culture, especially Chinese culture. Artistic
images and storylines inspired by oriental culture often appeared in its works. For example, the representative writer of symbolism,
A. Baily (1880-1934), portrayed the image of a math professor with mixed Eurasian ancestry in his autobiographical novel "The
Baptized Chinese" (1927). This image is portrayed as an "old" person full of Confucian wisdom. The East also left a significant
mark on Bunin's religious philosophy: it became an aesthetic category. In Bunin's early works, he portrayed the theme of seeking
harmony through unity with the world. Russian postmodernist writer Victor Olegwich Pereven, on the other hand, showed a
absorption of Eastern culture that went beyond simple cultural imagery and imagery compared to his predecessors. His novel "
Buddha's Little Finger" borrows the allusion of "Zhuangzhou Mengdie" and promotes the idea that the essence of the world is
illusion, and there is nothing else that exists. Thus, by emphasizing the nihility of life and the world, we attempt to liberate ourselves
from the flow of material desires, return to the most primitive and true form, and ultimately reach the state of "forgetting both
things and myself".

With the decline of Eurocentrism, people urgently sought ways to overcome spiritual loss, and this was also the case in Russia
at that time. Therefore, during this period, modern Russian literature was characterized by a pursuit of "foreign" culture and the
absorption and reconstruction of it from a subjective perspective. Turning to the East, on the other hand, signifies a rejection of
Eurocentrism, a fundamental shift in national spirit and cultural paradigm that demonstrates Russia's significant attempt to reshape
national spirit and undertake the mission of establishing a world civilization center since the late 19th century. As the Silver Age
philosopher B.C. Czobdoseer, who proposed the "Two Easts," said, "ynpa3qHeHne BEKOBOTO HCTOPHYECKOTO pa3pbiBa MEKIY
BocToxom m 3aHaJI[OM O3HaYaeT HaWTH HOBYIO HPABCTBCHHYIO IMO3UIUIO JJIA POCCI/II/I, OCBO60,I[I/ITL €€ OT H€O6XO,I[I/IMOCTI/I
MPOJIOJDKATH AaHTUXPHUCTHAHCKYIO 00pr0y ¢ BocTokoM u 3amamom, U 3To OyIeT epBEIM IIIaroM K yTBepkIeHHIo B Poccnn ieHTpa
MupoBoi muBmm3anuu.", which means "Abolishing the centuries long historical divide between the East and the West means
finding a new moral stance for Russia, relieving it of the need to continue its anti-Christian struggle between the East and the West,
and imposing on it the enormous responsibility of serving and reconciling the two morally." [13]

4.3. Searching for a way out for the nation

From Peter the Great's implementation of the "Westernization" reform in the 18th century to the Silver Age, Russia experienced a
two-century long process of Westernization, which had a huge impact on various aspects of Russian society. However, the issue
of Westernization in Russian society is a complex and diverse phenomenon. While promoting Russia's modernization, it also has
its negative side: politically, the "Westernization" reform has promoted Russia's transition from a backward feudal serfdom country
to a modern capitalist country, while also exacerbating social inequality; Economically, reforms have promoted the development
of capitalism and industrialization within Russia, but have also led to environmental damage and exploitation of the lower class;
Culturally, "Westernization" has introduced Western European philosophy, literature, art, and science, greatly promoting the
prosperity and development of Russian culture. At the same time, it has also led to the continuous loss and homogenization of
traditional Russian culture, weakening its uniqueness and national identity. In summary, Russia's "Westernization" reform, which
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lasted for more than two centuries, provided important opportunities for Russia's development, but also brought many problems.
The balance between tradition and modernity, as well as between local and international relations, has increasingly become an
urgent challenge for Russia to solve.

Meanwhile, compared to the rapidly developing Western countries since the Industrial Revolution, Russia remains a backward
country. For two centuries, Russia has been following the modernization path of Western countries and continuously moving
towards the goal of becoming a powerful modern country. However, the failure of the Russo Japanese War dealt a heavy blow to
Russia, greatly weakening its naval expansion and hegemony, forcing it to awaken from its dream of becoming a strong country.
This has caused a severe shock in the intellectual circle and upper class society of Russia, which has dealt a heavy blow to Russia's
national confidence and also aroused deep fear of the imminent "Yellow Peril". Mikhail Alexandrovich Bakunin, a Russian
anarchist, provided the first straightforward exposition of the "Yellow Peril Theory"(«3Ttatnsm u amapxus») in his book "State
System and Anarchy" published in 1873. Afterwards, Western countries meticulously concocted a series of "yellow legends",
criticizing the yellow race, especially the Chinese people, as "inferior ethnic groups", which posed a threat to the white world in
Europe and America, and must be subjected to "genocide".

On the contrary, under the advocacy of receptive cultural figures, some Russian intellectuals and elites have turned their
exploratory and inclusive gaze to the East. Writer Fyodor Dostoevsky (1821-1881) argued in the face of the question of whether
Russia should choose Europe or Asia for the future: "B A3uu, MOKeT OBITh, HAIIIM HAJICKIBI ele OoibIie, ueM B EBpone. Boiee
TOrO, B Hamreil Oyaymieit cynpbe A3usi MOXKeT ObITh HalIMM TJ1aBHBIM ncxomoM” [14], means "In Asia, perhaps our hope is even
greater than Europe. Moreover, in our future destiny, Asia may be our main outcome.” Avant-garde artist D D. D. D. Burliuk
(1882-1967) also declared in his speech, "We are Asians! We must speak boldly about it! The West has stolen everything from us,
everything from the East, and then presented it to us as our own."

5. Conclusion

This article explores the dissemination process of Pu Songling's work "Liaozhai Zhiyi" into Russia and its subsequent impact on
Russian literature.

This article first believes that, looking at the dissemination of Pu Songling's "Liaozhai Zhiyi" in Russia in the 20th century, we
can draw the following conclusion [15]: from the late 19th century to the 1920s, about a dozen or so stories of "Liaozhai Zhiyi"
were translated into Russian, but most of them lacked suitable translation models and special literary styles that matched the book,
and their influence was not significant; Until the 1920s and 1930s, academician Vasily Mikhailovich Alekseyev formulated a
pattern and special literary style to be followed in translating "Liaozhai Zhiyi" to suit its characteristics. When translating "Liaozhai
Zhiyi", he created a unique literary style and style by translating the story based on the plot and characters; After Alexeyev, there
were several other attempts to translate these stories in different styles, but none of them achieved true success among the general
public. In the 20th century, the Russian academic community focused on the study of folk culture and symbols in "Liaozhai Zhiyi",
and more on translating the belief symbols of the Chinese national cultural spirit carried in "Liaozhai Zhiyi". Russian readers
mainly absorbed many issues of traditional Chinese culture from Alekseyev's translation of "Liaozhai". V. Alekseyev's translation
of "Liaozhai Zhiyi" had a significant impact on Russian literature from the end of the 20th century to the beginning of the 21st
century.

With the expansion of the influence of "Liaozhai Zhiyi" in Russia, the typical images and storylines in "Liaozhai Zhiyi" have
gradually been borrowed and imitated by Russian writers. This article explores four aspects: the movement of character images,
cultural symbols, and the misalignment during the movement process, as well as philosophical ideas.

The third chapter of this article explores the reasons and motivations for Russia's acceptance of Chinese legendary and
supernatural novels represented by "Liaozhai Zhiyi" in the 20th century. Firstly, in the context of Westernization and the
backwardness of national strength, as well as the failure of the Russo Japanese War, some Russians have turned their attention to
the East in order to seek a way out for national development; Secondly, during the period of reassessment of the Russian national
self-worth and fundamental changes in social public awareness, Russia urgently seeks ways to overcome spiritual loss and rebuild
self-worth through absorption and learning of foreign cultures; Chinese supernatural and legendary novels gained the favor of
Russians during this period due to their unique genre and style.

This article analyzes the introduction of Chinese cultural elements into 20th century Russian literature and the ideological and
cultural demands behind the variation of Chinese culture in 20th century Russian literature, in order to explore the key points of
literary relations, cultural exchanges, and cultural mutual learning between China and Russia. This will help to better promote the
dissemination of Chinese literary classics beyond language and cultural barriers in the context of globalization.
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