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O SIMBOLISTA AMARATA (ECATERINA SANDULESCU)
A Poor Symbolist Poetess (Ecaterina Sdandulescu)

Al. CISTELECAN!

Abstract

This paper investigates the life and comments the poetic works of Ecaterina Sdndulescu. The
author points out how the persecutions and trials through which the poetess had to pass during her
lifetime have a significant impact on her poems, both on the styilistic and thematic level, while at the same
time reflecting on the aesthetic value of her writing.

Keywords: Ecaterina Sandulescu, symbolism, aesthetic value

O biata si o amarita a fost si Ecaterina Sindulescu, macar ca, altminteri, vtinceoaie
dirza - si indirjitd si mai si de viata (n. 1904, la Movilita din Vrancea, m. in 1988, la
Bucuresti).2 Vine dintr-o familie lovitd crunt de moarte: ii mor noua frati, de mici, iar al
zecelea — avocatul Spiridon Sindulescu — moare si el 1a abia 36 de ani.> Mai avea si un tata
destul de nesuferit, corcitura de tiran si orasean, pe care nu l-a vizut ficind niciodata
vreun gest de tandrete ”fatd de nimeni si de nimic” si din pricina caruia maica-sa ”se mai
refugia pe la neamuri”,* cu cirdul de copii tinindu-i-se de poale. Ce-i drept, era om
petrecaret si aducea acasa toate bunatatile. Din nefericire, moare in primul rizboi, asa cd
Ecaterina va aprofunda tot mai mult ”gustul amar al singuratatii” pe care l-a simtit la
internatul pensionului de fete ”Mihaileanu-Tuchel” din Focgani> Cu tatal mobilizat,
inceputul razboiului ii prinde cum e mai rau: 5 copii marunti, toti sub 10 ani, fird nici un
ajutor de nicaieri.”® Sub ocupatie germand, la o scoala particulara infiintata de citiva
profesori “nemobilizabili”, isi continua studiile (clasa a II-a, colegd cu Mihail Steriade)
“fard un ghiozdan, fird carti, fird caiete, fara rechizite scolare, fird o penita macar”.” A
dus-o greu, de fapt, tot timpul cit a fost la scoli: ”in viata mea de scolar, in liceu si la
universitate, n-am avut norocul niciodata si mingfi o carte sau un curs nou’; nici copilaria
nu i-a fost mai norocoasa: ’n-am tinut niciodata o papusa in brate, nici eu, nici surorile
mele.”® La aga conditii, nu-i de mirare cd s-a cam acrit si ca-n amintirile ei face malitiozitati

despre mai toate scriitoarele care-i ies in calea memoriei. Munceste, da meditatii, trage tare

! Prof., PhD., “Petru Maior” University of Targu-Mures

2 Datele biografice sunt imprumutate din articolul Lilianei Corobca (Dictionarul general al literaturii romdne, S-
T, Editura Univers Enciclopedic, Bucuresti, 2007, p. 72). Sper sa fie corecte, desi Enciclopedia Cugetarea zice
ca Ecaterina s-a nascut in 1905.

® Ecaterina Sandulescu, ... Din umbra umbrelor, Editura Albatros, Bucuresti, 1981, p. 14.

* Idem, p. 17.

® Idem, p. 21.

® Idem, p. 22.

" Idem, p. 24.

& Idem, p. 25.



si face cite doud clase intr-un an. Iese bine, In general, la examene.? Dupa rizboi, in 1919,
se redeschide la Focsani Liceul ”Unirea” si aici are noroc de doi profesori poeti: 1.M.
Rascu si Mihai Bantas (le poarti bund amintire). La 16 ani e deja studentd la litere si
tilozotie, in Bucuresti (colega cu Streinu, Pompiliu, Cioculescu, Calinescu).!® Asa se face
cd e printre nuntasii lui Cioculescu si-n chiar toiul nuntii Vianu o sfatuieste - la cerere, insa
- sa mearga profesoara in provincie.!! Se si duce imediat dupa absolvire (1925) la Ramnicu
Sdrat. Ca studentd va fi fost simpatica si deschisa, de vreme ce cocheteaza (pina si la
seminariile lui Mihail Dragomirescu, pe care-l considera mentor si protector) cu,
bunioara, D. Ciurezu (care o complimenteaza cuvenit, considerind-o ”vioaie si vibranta ca
un gnur pe care- desir?”).'? La Ramnic isi ia inima-n dinti $i-i trimite lui Dragomirescu, pentru
Falanga, cele dintii note, recenzii, mici poezii.”’!3 fnceputul a fost mai greu, pentru cd apoi
va scrie pe la o groaza de gazete culturale (o lista impresionantd da Dumitru Micu).'* La
Ramnic nu e rau (ba e chiar binisor de vreme ce Ecaterina se lauda cd ajunsese ’mica
vedetd a orasului”),’> dar nu std decit un an, caci In urmatorul e trimisa la Craiova (la
“Regina Elisabeta”).1¢

Aici e si mai bine decit la Ramnic: ”Baietii, toti in jurul meu, au dansat cu mine,
spre necazul fetelor bogate ce se agitau pe scaunele lor”.!7 Ecaterinei 1i place s le faca in
necaz “fetelor bogate” (si-n comparatie cu ea, mai toate erau bogate). Dar ghinioanele si
necazurile se tin scai de Cati: se imbolnaveste de tuberculoza si trebuie s se interneze in
sanatorii (Brasov, Geoagiu — aici e martora “lansarii” Domnitei Gherghinescu-Vania). $i
ea are, tot la Geoagiu, o idila fulgurantad (dar sfirsita si asta rau de tot, dupa una, tot
tulguranta, dar tridatd cam miseleste, la Craiova): il cunoaste pe “’singurul om pe lume
care mi-a dat si sentimentul demnitatii dragostei” — T. G. (lui 1i dedica primul ei volum,
Spleen, si despre ei doi scrie in romanul 1zza, roman care “din 1929, zace in copertele
manuscriselor mele”).!8 Numai cd viata o persecuta metodic si nemilos pe Ecaterina: T.G.
se duce la acasi, la Briila, sa faca rost de bani pentru a pleca in lume cu Ecaterina si cum
nu izbuteste, se intoarce la Geoagiu si se impusca.! Ecaterinei ii ramine doar un teanc de
scrisori, ”cele mai frumoase ce am primit vreodata”, dar pe care ile furd I. G., care "brava
astfel un rival mort”.?" Dupa ce se pune pe picioare (si-si mai revine din ”doliul cosmic”
scriind, la Viratec, poeziile din Spleen), la 21 de ani intra increzatoare in Sibiu, titulard la

° Dar ce examene puteau fi pe-atunci! La cel de absolvire a clasei a VIlI-a (pe care l-a sustinut la Liceul "Matei
Basarab” din Bucuresti), proful de istorie o intreaba nici mai mult nici mai putin decit ”care sunt asezamintele
brincovenesti pe Arges de la izvor, pina la varsare?”. I-auzi la dl profesor Enache lonescu! (Idem, pp. 35-36).

19 |dem, p. 45.

1 |dem, p. 62.

2 |dem, p. 61.

3 |dem, p. 67.

4 In prefata la: Ecaterina Sandulescu, Cintecul spiralelor, Editura pentru literaturd, Bucuresti, 1969, pp. 6-7.

15 Ecaterina Sandulescu, ... Din umbra umbrelor, p. 68.

16 |dem, p. 71.

7 |dem, p. 75.

'8 |dem, p. 85.

' Ibidem.

20 |dem, p. 86.



“Domnita Ileana”.?! Sibiul ii e insd ostil (colegele de cancelarie, de!) si se deprima.
Norocul ei (dacid se poate zice de ceva ce Ecaterina va regreta imediat) insa cd o doamnd
din Ramnic o recunoaste (avantajul de a fi fost vedeta orasuluil) pe cind se plimba,
amarita, prin Parcul Arini si-i propune pe loc s-o madrite ”cu un baiat exceptional”.??
Ecaterina primeste fard ezitdri si-n zece zile e deja maritata cu locotenentul Celestin
Catrinaru, dar ii pare rau de pasul facut incd de la nunta (la care bun i se pare doar vinul)
(a si semnat, zice Liliana Corobca, cu numele Ecaterina Catrinaru).?* Fireste, tot o drama
urmeaza, pind la urma: Celestin moare pe front, in 1942.2> Cum Celestin e mutat la Bacau,
Ecaterina e detasata si ea acolo, la Scoala normala de fete. E colega de cancelarie cu
Agatha si-] cunoaste (sa zicem) ”intr-un amurg plumburiu” (obligatoriu, in Bacdu
buletinele meteo se dau strict din Bacovia) pe poetul care umbla agitat de toarta Agathei,
insa acesta, absent total, nici n-o baga in seamad, desi, recunoaste Ecaterina, “atmosfera
poeziei lui se insinuase discret in primul meu volum de versuri.”?¢ (Nu chiar “discret”, de
fapt, ci destul de vizibil). Se-ntoarce-n '31 la Sibiu, cu gind si stea ’departe de zgomotul
oricarei mondenititi”’, dar e ”dibuitd” de ”un grup de intelectuali cu aspiratii literare” si
pun impreuna la cale gruparea Thesis,”’ care voia “localism creator.” Traieste doi ani in
euforie culturald, scrie, publica, pregiteste o antologie de literatura feminind — cu care va
intra in tandemul care a realizat Evolutia scrisului feminin in Romania. Fireste ca Margareta
Miller-Verghy o trage pe sfoara (Ecaterina are complexul persecutatei, toti o fura si-o
inseald) si-si retine ”in arhiva personala intreg materialul antologiei, adus, in majoritate, de
mine”, dupa ce, din tirajul de 1000, ii diduse Ecaterinei doar 100 de exemplare drepturi
(pe motiv ca Ecaterina avea salariu iar Margarita doar pensie).?® Pe bun drept (de-o fi cum

<95 9
a

zice), Ecaterina are naduf si constatd ci ”in materie de creatie spiritualid” ”colaborarea nu
e buni”.29 Dar treaba era ficuti. In '34, tot dupa Celestin, ajunge-n Bucuresti, dar obtine
catedra doar la Ploiesti (face naveta); nimereste iar intr-o ”cancelarie clasicd de viespi” (la
“Despina Doamna”) si, oricum, Ploiestiul nu-i place: din tot orasul numai I. A.
Basarabescu stia ci e scriitoare.® Isi ia oarecum o revansi de orgoliu (de care e mindra
foarte), caci se impune in comisiile de bacalaureat. Intr-una din aceste comisii, la Buziu,
citindu-i poezia Civilizatie, Miron Nicolescu, prezidentul comisiei, ii zice ca dacd mai are

zece poezii ’de factura aceasta” e “un poet mare”.’! Am impresia cd Ecaterina era

1 1dem, p. 90.

22 |dem, p. 91.

2 |dem, p. 92.

2% Liliana Corobca, op. cit.

% Ecaterina Sandulescu, op. cit., p. 193.

%8 1dem, pp. 93-96.

2" 1dem, p. 101. Fondatori, zice Ecaterina, mai erau Pimen Constantinescu, Al. Dima, doctorul I. Popescu-Sibiu,
Paul Constant, M. Alexiu; se adauga apoi Horia Petra Petrescu, Emil Cioran si tot mai multi sibieni culturali. Cu
doctrina s-a insércinat Al. Dima.

%8 |dem, pp. 124-125.

% |bidem, p. 125.

% Idem, p. 132, 133. Ca navetisti — “colegd de naveti” - 0 cunoaste pe “Adela” Ilui Ibriileanu (Olga
Tocilescu/Mavrodineanu), atunci la al patrulea — si ultimul — sot, care, zice rautacioasa Ecaterina, a reusit ’sa o
determine la inevitabila sinucidere” dupd “numai trei luni de la casatorie” (pp.137-138).

%! |dem, p. 134.



2 3>

convinsi cd are. Anii '30 sunt cu succese literare, dat, ’sub raportul vietii personale” ”au
fost dintre cei mai chinuiti”.3? Poate si din cauze casnice (Cati e discreta si rece in aceste
probleme), dar si din pricini mai literare (succesele nu erau chiar asa mari); in plus, nimeni
n-o plitea pentru ce scria, caci, fiind ea ”prea rezervata prin redactii, lipsita si de spirit
practic, de flerul arivismului sau de aventurd”, se simtea “onorata” de toate cererile venite
de la gazete, fard si mai pretinda.? ”A fost — zice ea facind bilantul colaborarilor gratuite
— si aceasta o cruntd forma de exploatare a muncii noastre”3* (dupa rizboi, cam vorbeste
in lozinci anticapitaliste). De harnicad e, insa, harnica si face manuale pentru cursul
secundar. Dupa ce mai face si un an de navetd la Buzau (1936-1937), sculindu-se ’la ora
patru,”® se intoarce la Sibiu, unde o voce interioard” o someaza sa ridice “statuia de
bronz a lui M. Eminescu.”3 Se pune imediat pe strins fonduri (cu strachina in mina” ar
f1 zis Crevedia)?’ si-1 abordeaza pe Oscar Han, numai ca acesta vrea 300 000 de lei (n-avea
atitia) si, peste toate, mai voia sa-i faca §i o simpla reproducere, cici o intreaba ”pe care sd
vi-l fac, pe cel de la Galati sau pe cel de la...”.3% Asa ca-1 alege pe Radu Moga si bustul se
dezveleste in Parcul Arinilor in toamna lui '38 (e momentul ei de glorie: vin oficialitati,
scriitori, lume). In vara aceluiasi an isi vede implinit un alt proiect ambitios, pentru care s-
a batut din '35: un congtes al profesorilor de romana (desigur cd nu l-a ficut singurd, dar,
dupa cum le istoriseste, pare ca fard ea nu s-ar fi facut). E anul ei de virf: face si o excursie
extaziantd in Italia. Dupa refugiul Universitatii clujene la Sibiu, se apropie de mediul
universitarilor veniti, frecventind, zice ea, ”cu regularitate cursurile Universitatii, indeosebi
prelegerile profesorului D.D. Rosca”.? Cel mai mult se apropie insd de Blaga
(’frecventam aproape zilnic casa Blaga”, sub pretextul meditatiilor acordate lui Dorly),4
care-1 si propune si-si schimbe subiectul doctoratului angajat la Liviu Rusu (despre
estetica uritului ar fi fost) pe “Ideile cosmogonice ale poporului roman, asa cum se
oglindesc in folclorul nostru.”#! Blaga e imperativ-sagalnic (Fa-o! Altfel o lucrez eu!”)*? iar
Ecaterina primeste cu “entuziasm euforic” si se inhama total. Se inscrie si infirmiera la
Crucea Rosie, dar dupa trei luni cade “extenuata”.® Altfel, e prezenta in viata culturald a
oragului iar in 1945, ”sub egida Frontului Democratiei Populare”, ajunge directoarea
Liceului de fete. Pe linga saptaminalul Curierul, editat de capitanul Anton, infiinteaza un
cenaclu (cu Radu Stanca, Doinas, Larian-Postolache, 1. Ionescu-Silvan) — carindu-1 si pe
Blaga la o sedinta.** Se strica — inevitabil — si relatiile cu Blaga, de care, zice ea, s-a lasat

atrasa datoritd “farmecului personal”, dar de care se departeaza din cauza “neconcordantei

%2 |bidem.

% Ibid.

* |dem, p. 135.
% |dem, p. 143.
% |dem, p. 148.
%" |bidem.

%8 |dem, p. 151.
% |dem, p. 183.
“0 1bidem.

! 1dem, p. 185.
*2 1bidem.

*% |dem, p. 188.
* Idem, pp. 224-225.



gindirii sale majore cu spiritul istoric al culturii romanesti.”# (Cati-Catilll) E mai sigur ca
incepuse si-l agaseze (peste toate, in viata de Don Juan a lui Blaga atunci era "momentul
Domnita”) ca altfel nu vid de unde o asemenea izbucnire de aprigd gelozie conceptuald
(ca sd zic asa) cum e cea relatatd de Ecaterina (ar fi folosit intr-o zi cuvintul 7stihial” iar
Blaga ar fi sirit ars, zbierind: “Iti interzic si folosesti un asemenea termen. El apartine
unei anumite filosofii /.../ si nu dau voie nimidnui sa uzeze de el”).% Zici cine ce-o zice,
dar eu n-o cred pe Kate (isi controleaza greu rautitile si se vede cd are prea multa fiere).
Mai sta in Sibiu pina-n 1969, cind se muta definitiv in Bucuresti,*’” dar nu pare sa mai fi
scris versuti.

Asa cel putin s-ar putea deduce din antologia Cintecul spiralelor,* unde ultima poezie
e din 1961 si omagiaza plimbarea lui Gagarin printre stele. Fireste, titlul antologiei se
potriveste ca nuca-n perete cu spiritul strivit de suferintd din poezia Ecaterinei, una in
care, cum zice Liliana, “tristetea, dezolarea, singuritatea, inutilitatea, nevroza constituie
note definitorii.”# Uite Insd ca pe Dumitru Micu l-a ”retinut imediat” cu totul altceva, si
anume plicerea de a nota gratios privelisti care incinta” si-n care “imaginile sunt
vaporoase si punctate de stari sufletesti vag precizate”.”) Asta n-ar fi de mirare, de vreme
ce 7simbolistii sunt modelele indiscutabile”>! ale Ecaterinei si insusi Dumitru Micu
observi indata ca, pe fond, e vorba de o irezistibila atractie spre melancolie, spre o
interiorizare generatoare de insatisfactii, indoieli si anxietdti.”>2 Are, fireste, si Ecaterina
melancolii, dar de drept ea se revendica dintre damnatii iremediabil, dintre cei a ciror viatd
e pusid sub blestem (e cuvintul-cheie al primului volum) si sechestrata strict in suferintd
(pe care inclinatia spre emfaze si spre oarece retorism suferitor vrea s-o facd acutd
absolut). Are pentru asta si destul argument biografic, asa ca nu va fi fost doar o preluare
a modelului funebral bacovian (desi acesta apasa greu). Dar si Ecaterina apasa cit poate pe
retorica funestelor, pe dramatica de destin: ”Cad clipe de ticete In apa razvritirii mele.../
Mi-s aripile reci si-avintul mort cu ele./ Pustiul nins din mine cu albe flori de vis/ Se
zbate-n deznidejde ca neguri in abis...// Mi-e frig si intuneric... In hohot sec de vint/ i§i
geme lung povara truditul meu pamint.../ Blestemul isi infige adinc cutit in mine,/ 11 simt
cum se-nrogeste cu stropii calzi din vine...” ($#anin). Damnatia e tot mai rezoluta si mai
definitiva iar Ecaterina o prezintd ca pe o sentintd destinala: ”Ce voi mai fi, in suflet cu
pinze de blestem,/ Pe-o mare de-ntuneric, cu valuri care gem...” (Nelnisti). Biata fati e
prinsa ca o victima eternd in pura dialecticd repetitiva a durerii si pustiirii interioare: ”’Si
azi... si miini... ca ieti.../ Cad gindurile-mi grele pe lespezi de dureti.../ Se sparg in
suflet trist si mor Intr-un ungher,/ De doruri risipite in umbrd si mister...” etc.

** |dem, p. 228.

“® Ibidem.

*" Liliana Corobca, op. cit.

“® Antologia e cam severi cu cele doud volume apirute (Spleen, 1930, Nemesis, 1936), dar deocamdati va trebui
sa ne bazdm pe ea, caci n-am dat de volumele propriu-zise. Cam jumatate din cuprinsul ei ¢ acoperit de inedite si
poeme recuperate de prin reviste.

*° Liliana Corobca, op. cit.

%% Dumitru Micu, op. cit., p. 7.

*! Liliana Corobca, op. cit.

52 Dumitru Micu, op. cit., p. 8.



(Mrturisiri). La asa copleseala de suferintd, devine de la sine cd invocatia mortii pare
singura solutie: ”Cu gura riticitd pe ﬂorile—nghe'gate/ I;l sorb cu sete-adinca tot duhul tiu
de moarte;/ Si cred ci eu sunt moartd si tu esti incd viu,/ Si-ti cet, il vreau, e-al meu tot
locul din sicriul” (Ginduri). De n-ar fi atit de amarnic lovita, Ecaterina ar avea, Intr-adevar,
penita de nostalgii simboliste murmurate pe arie de tristeturi: ”Prin luminisuri limpezi de
zari in asfintit,/ Coboari-n suflet trist si visului robit/ Tdceri ce-nchid in ele magia unui
gind,/ Cu farmec cald de basm, in freamit lin si blind” etc. (Inserare). Programati cum e pe
suferinta, face cu ea infuzii delicate, administrind-o si celor mai sarbatoresti pasteluri: ”Se
zvircolesc in aer, puzderii, fulgii fini./ $i pomii grei de nea, imbroboditi in glugi,/ Prin
crengi invesmintate In turturi de lumini,/ Isi atipesc durerea in freamit blind de rugi...”
(Ninge). Altminteri ar avea mari rezerve de elan, cici are un suflet dispus la extaze si
zboruti: ”Mi-e sufletul o stepa cu grele ziri de infinit.../ 11 simt cum se-avinti in zboru-i
raticit,/ Rupind fisii de nouri, de spatii si de astre,/ Prin vastele ticeri a lumilor

2

albastre...” etc. (Spleer). Numai ca unde si zboare cind e inchis intre pereti fatali de
suferinta?! Ar mai zburda si Ecaterina daca n-ar fi legata definitiv de ”stinca” durerii si
dacid ar putea sparge cercul de fier al blestemului si damnatiei. $i ar fi avut cu ce, vazind ce
elanuri i se strivesc.

La asemenea agresivitate a soartei nu-i de mirare ca al doilea volum o invoca
tocmai pe zeita insarcinatd cu tinerea echilibrului intre dureri si satisfactii; cumva-cumva
Ecaterina trebuia si-si rizbune — ori macar si-si sublimeze - excesul de injustitie
destinald. Dar cine se poate razbuna pe propriu-i destin? Daca aga-i scris, asa ramine. Asa
si la Ecaterina: tot ”marsuri funebre in mine cintd” (Reminiscentd). Si cum n-ar cinta cind
lumea nu e decit epifanie de neant: ”Curgi, curgi,/ Silbatec suvoi al vietii,/ In hiuri te-
arunci...// Mori,/ Moartea le-ajunge/ Din noapte,/ In albele zori/ Pe toate, pe
toate...// Nimic jos,/ In gind neinciput,/ In searbad tumult,// Nimic sus,/ In veacul
ripus.../ Nici inddrit, nici inainte,/ Viata — morminte...” (Stampad). Nici micar ceasul de
taind nu e unul de miracole, ci tot unul de suferinta cruda: ”Cind trupul e spin, visul e
singe,/ Dorinta, jertfd in zarea de vint/ $i freamat...” (Ceasul de taind...). (Freamat existd,
din loc in loc, la Ecaterina, dar n-are loc de suferinta; mai zvicneste in cite-un vers dar e
repede nipadit de apele negre ale durerii). In orice caz se stringe atita resentiment fata cu
asa soartd incit Ecaterina ajunge la epigrame expresioniste ale exasperarii: ”’S-ascunzi risul
in caverne de plimini,/ Scuipind in al credintelor far;/ Si gemi cu nervii, arc peste lumi,/
Utlind in haos-ocean solitar...” etc. (Durere). lar peisajul existential e tot mai cumplit: "Ma
sfisie taceri de impietrite lumi.../ Ridcoarea lor ma soatbe din greu adinc de mine,/ Si-n
prag uscat de vinturi, pe margini de genuni,/ M4 niruie dutrerea in spaimele alpine...”
(Perspectiva). Normal cd la aga cota compacta de suferintd si injustitie destinala simbolul
“civilizatiei” cinice absolut nu poate fi decit abatorul: ”Abator, sanctuarul umanitatii
carnivore.../ Regat al mortii cu stigmatul stiintei triumfal,/ Intr-un oras cu vedete, lumini
multicolore,/ Cu ploi rafinate, dintr-un cer de opal” etc. (Civilizatie). $Si mai normal e ca
Ecaterina sd se invirtd, ca un satelit bacovian (parc-ar fi o a doua Agatha), pe aceeasi
orbita de teme si atitudini.
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Poemele strinse de prin reviste si sertare nu-s altfel (nici chiar cele cu deviatie
blagiana), cici tot din pustiul interior si din suferinta — acum mai cu metafizicd, luata,
destul de caricatural, de la Blaga — patrunsa in toate se adapd: "Doamne, de ce-s pline
fintinile toate cu-amar,/ Si-agoarele vorbelor tale-s fard de dar?...” (Obsesie). Cind descinti
bacovian, cu atit mai mult expozitia de angoase e mai terifica: "Frig de temnitd grea...
pinda.../ Suflet, amard osindi.../ Gind in scorbutrd neagrd de zare,/ - Tilhar la drumul
mare...” etc. ($#7gaf). Paradisurile-n destramare ce iau tonul din Blaga se bacovianizeaza si
ele (trecind peste barbarismele conceptuale injectate de Ecaterina): ”Cerul apasi inci viu,/
Pe mine, pe tine, ca un sicriu...// Peste tot, pe unde-mi port delirul,/ Eul meu reflectd
iadul...// Valoarea, melodia indurd exilul,/ Peste tot, pe unde timpul iti poartd
declinul...” etc. (Poez). Cu ajutor blagian, sigur cd Ecaterina ajunge acum mai usor la ceva
expresionisme de decalc: ”Ca bat strigoii in toate noptile in usd;/ Somnul omului ii iad,
piinea cenusi.../ Nu se mai aude zborul listunilor, vrabiilor,/ Ceru-gurii-i ars de spuza

2

zodiilor...” etc. (Tatd — e chiar dedicatd lui Blaga). Se vede insa si din aceste poeme de
strinsurd cd Ecaterina ar fi avut si abilitare in extaze, daca soarta n-ar fi fost atit de
consecvent nedreaptd: “lubire, inalti-ma in zdri de slavd/ Atit de sus, ca Ingerii sd vada/
Un suflet inflorind ca merii din livadd,/ Cind dorul arde-n singe ca o lavi...” (Cintec). Din
pacate, toatd lumea stie cum e soarta: cruda. lar a Ecaterinei cu deosebire. Altmintert,
Ecaterina a facut confesiune onestd, cici potrivit propriei convingeri “nici o femeie nu
scrie decit din nevoia de confesiune a dramei interioare si aceasta pentru iluzia gasirii unui
echilibru, in economia vietii personale.”’>* Poate ci terapia a functionat.

Mihai Zamfir n-o antologheaza in Palatul 1ui fermecat’? pe biata Cati; poate nici n-ar
fi avut loc de vedetele prezente acolo, dar ii face totusi nedreptate nici macar pomenind-o,
desi Ecaterina a scris un lung poew in proza: Omul din vis*, facind - baremi In acest sens -
performanta. Ce-i drept, doar cam cu asta ramine, cici poemele (nu-i, fireste, unul singur)
se pierd in ”meditatii” nesfirsit de banale ("S-a spus intotdeauna, de unii sau de altii, ca
rdzboiul este un rdu necesar. /.../ Eroare, profunda eroare in veacul socialului” — Bautorii
de singe) sau in Insemnari grav-pretioase: "Gindul se scuturi, isi bate aripile, ca un cocos in
revirsatul zorilor. Zori albe de linisti. Privilegiul unui ceas de luciditate in acest feud al
mortii” etc. (Inseraré). Destul de controlat in poemele propriu-zise, cepul pretiozitatilor ce
lustruiesc banalitatile e acum larg deschis.
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NOUL EXPRESIONISM TRANSILVAN: ION MURESAN
The New Transylvanian Expressionism: Ion Muresan

Iulian BOLDEA!

Abstract

The lyricism of Ion Muresan is one of substance, a lyricism in which interrogation and sarcasm
collect their significant energies into a convincing poetic picture. How can enlightment and skepticism
coexist in the body of the same poem? how can desperation, anxiety of a most acute intensity and
visionarism stand side by side? we might wonder when reading the verses by Ion Muresan. The poet
perceives the contours of things with a dramatic acuity, penetrates them with a tireless passion for
demythologization, claiming himself from a merely hinted nostalgia of paradise that fuels his visions with
the vague energies of a prophetic of fall. The collapse, decline, agony, twilight — typical states for a
damned universe, lacking the coherence of senses, unexpected and disaggregate, having lost any trace of
sacrality.

Keywords: poetry, expresionism, visionarism, crisis, anxiety

The poetry volumes of lon Muresan (The Winter Book, The Poem That Can Not Be
Understood- the Alcobol Book) put before us an abrupt verse, maximally tense, out of which
emerge a tragic vision and a vocation of essentiality together with an expressionist
exhaltation of vitality. The essential state of being confessed by Ion Muresan in his poems
is the state of crises: coming to one’s senses, the pathetic contemplation of the world, are
replaced with a state of urgency that, refusing its own ecstatic enlightenment, settles for a
prophetic, apocalyptic fervour. The poet perceives the contours of things with a dramatic
acuity, penetrates them with a tireless passion for demythologization, claiming himself
from a merely hinted nostalgia of paradise that fuels his visions with the vague energies of
a prophetic of fall. The collapse, decline, agony, twighlight — typical states for a damned
universe, lacking the coherence of senses, unexpected and disaggregate, having lost any
trace of sacrality: ,,Seven bleeding heads get out of waves /above the sea, in turn, spitting
sand and blood /off of their mouths. / Tam-taram, are the seven rusty stoves cast away /
at the edge of the cornfield, / the board in which the whole night you stroke your fists
and / you mumbled, Tam-taram. / It’s the seven breasts darkness.” (Poez de vard -Summer
Poem-). The poetics of existential disgrace assumed by Ion Muresan has the aroma of
perceptive magic: the poetic enlightenment is produced through spasm and fracture
amidst an extraordinary existential and scriptural tension, and the most relevant image for
the emergence of the poetic vision is the cutaway, the laceration, and the defleshing. The
poet also cultivates frantic vision, but incongruous imagination, the surrealism of
perception turns into a tragic performance, like in the poem Orfen -Onphens-: I turned my
head and that I should have done/ from the beginning. / I alone have carved the creamy
air /and have seen so far: / shield after shield. / And above each of them dozens of heads

L Prof., PhD, “Petru Maior” University of Targu-Mures
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bound / between hands /with black gloves. / Oh, dozens of her small heads / round
ends as copper pennies.”

The tragic perception, apocalyptical vision, and terrifying projection on the world
are charged with literality through a significant expression, freed from utopic decay,
imagining a definite semantical paroxysm. The poet feels with a painful acuity the
pressure of any convention, the resistance of patterns to the explosion of the vital flow
and the falsehood of any pre-established norms. From this horror felt against falsehood,
idyllisation or idealization stems the dynamism of Ion Muresan’s verbs, the directness of
acute notations, and the nude, detached perception through which the poet registers the
convulsions of reality. Distorted like reality itself the poetic text quite lucidly arrogates to
itself the role of lyrical transcript of a fragmented world, mined by the spectrum of
distortion and dissolution. Ion Muresan is ruthless when it comes to the precarities of
reality and one might say he is handling this ruthlessness through the medium of an
ethical dimension monitored by moral imperatives (hidden at the very depths of the text).
The ethical requirements that the poet arrogates to himself are relevant especially in those
poems that are about poetry, about the condition of the poet situated between extasy and
agony, between enlightment and disenchantment, between Life and Text. Between the
“drapes of existence” the poet is a magician of images and a prophet of apocalypse,
hypnotized by the Idea, but at the same time stolen by the spasmsofreality, like in the
poem Poetul. Mdrturia unui copil -Poet. A child’s testimony-: ,,It was getting dark when I leaned
stairs under his window. / He sat in the middle of the room speaking quietly. / Two
sticks, two floating rotten sticks were burning / above his head. / Piles of stones on the
floor. / And dill in a silver box (...) But his words became swollen like balloons. / His
grumbling, backbiting words in all /colours / surrounded and shut the monkey down. /
When I left, only his head could be seen among the words / head of an old man, shouting
something completely / confused, / in the middle of a herd of buffalo”.

The virtuosity of language and the remarkable verbal dexterity folds in these
poems against a deep and troubling vision. The lyricism of Ion Muresan is one of
substance, a lyricism in which interrogation and sarcasm collect their significant energies
into a convincing poetic picture. How can enlightment and scepticism coexist in the body
of the same poem? how can desperation, anxiety of a most acute intensity and visionarism
stand side by side? we might wonder when reading the verses by Ion Muresan.

They are unbelievably expressive verses, a tense expressiveness, maximally tense,
made up of frustrations and unforgiveness, visionarism and deception. Agony, painful
voluptuousness, cruelty, refusal of emotion, tremor — are some of the terms with a
conceptual allure through which literary criticism has sought to define the identity of Ion
Muresan’s lyricism. It is beyond any doubt that in the poems of Ion Muresan lay hidden
an always awake consciousness that lucidly watches the ridiculous spectacle of existence, a
sceptical, at times aboulic, other times sarcastic consciousness that always manifests
doubt, repulsion or a polemical impulse towards the precarious composition of a reality
the meanings of which have been demonetized.
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One may also note that Ion Muresan abandons any attempt to understand poetry
as a “happy language”, as an enchanting extasy or a compensatory space. On the contrary,
poetry is in the poet’s view, a receptacle of one’s own anxiety, a prompt alchemy of the
ontic evil, a fractured enlightment of disharmonies and spasms in things. The poet
anticipates with a certain fervour the existence of a hiatus between living and expression;
condemned to a fragmentary diction, to a deficient exhibition of a sense always hidden
under the appearances of phenomenality, the author of the Carte de iarnd - The Alcohol Book
-has recourse to an allegorical language, to the symbolical allure of the word, to the
allusive-coded dimensions of the poetic verb. Eugen Simion emphasizes this lyrical
stance: “Ion Muresan has undoubtedly learnt from the expressionist poets this allusive,
parabolic language, open to the great undetermined symbols (...). One can easily observe
the tension, the discrepancy that exists between the violence of the language at the surface
of the poem and the undetermined nature of the symbol from its depth. It is a sarcastic
poem, a sharp refusal of external things and of evident causalities, a harsh contestation of
memory, and finally a hint of fear of the proliferating word. Some images are taken from
literature. The poet is blind like Demodocus at the court of King Alcinous or like Tamiris
the Thracian punished by the jealous Muses... In order to see with his mind’s eye he must
lose his external sight, and in order to be able to communicate the essential, the
incommunicable, the poet must not use the language of transparency”. In the poem
Indltarea la cer -Rising to Heaven- we find the same features of the lyricism of Ton Muresan
that made him famous: oracular vision with a vaguely hieratic symbolism, allusive
language that is nonetheless mined with a fundamental “impurity” with concepts from the
most remote lexical spheres, the projection of the everyday frame of reference into the
horizon of metaphysics, etc.

The first part of the poem summarizes the image of the lyrical self situated within
its own immanence, its secret rhythms beating in harmony with the rhythms of the
senselessness of existence. Turning to biography, to the everyday gestures, has a
programmatic meaning here as the poet focuses on events and things from the present,
but also on echoes of past times, within an anamnetic exercise that tries to remake the
ideal form of the being always subjected to the demonism of seconds. One can
distinguish two main features of the writing here: first, a more intense focus on the details
of reality, through which the apparently irrelevant elementary things of a minuscule
significance is hoisted to the scale of the monstruous, having an ample vision and, on the
other hand, an almost surreal coupling of the elements of reality, assuming a poetics of
hazard, an almost accidental syntax of the imaginary, through which the words deny their
dual nature: referential (mimetic) and symbolical-transfiguring.

Paying attention to the details of reality the poet wants to capture the subtle
mystery hidden behind gestures and apparently incoherent, apparently trivial and
insignificant surfaces. Symbolizing everyday life, remaking the metaphysical dimensions
hidden within the layers of the profane, are actions that take place at the same time as the
contrary reaction, that is, the demythologization of consecrated poetic themes and
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“objects”. The second sequence of the poem establishes the fundamental date for an ars
poetica, based on the direct, placental, unmediated connection between the poet and the
clemental nature of the world. The identity of the lyrical self is therefore dependent on
the degree to which reality is assimilated into the structure of the poem. A scenography of
the hilarious and grotesque, of macabre miracles and a most acutely concrete infra-reality
is revealed in these verses that do not lack a visionary appetite, not metaphysical vision.

The following poetic sequence is marked by the dynamising presence of poetic
images representing the ascension, by suggestions on how to escape from the quasi-
imprisoning terrestrial space and to ascend into the astronomical sign of an almost
transcendental imaging. Through writing, through confinement inside the fragile
architecture of the script, the matter-of-factness of existence is rendered new
determinations and shapes, a certain metaphysical prestige, a symbolic and visionary
expansion. The end of the poem confirms such a denouement for the poetic vision, in
which liberation from the constraints and limitations of actuality is done starting from the
apparently insignificant detail raised to the power of fiction within a subliminal
soteriologic scenario. A poem in which anxiety, the terror of everyday life and the sub-
textual belief of the triumph through poetry are put together, inélgarea la cer -Rising to
Heaven- also has the allure of an ars poetica, a programmatic lyrical document, written in
a rudimentary and sublimate manner and at the same time in a language in which the
anecdotic nature of present everyday life is filtered through the retorts of Orphism, of a
sarcastic visionarism.

Hermetic brevity, oneiric neo-expressionism, the substantial drawing of the
internal universe with ample emotional brushes: all these features of Ion Muresan’s onto-
poetics can also be found in the most recent volume entitled cartea Alcool -the Alcobo! Book-
(2010). After Cartea de iarnd -Winter Book- (1981) and Poemul care nu poate fi inteles (1993),
cartea Alcool - The Poem That Can Not Be Understood- the Aleohol Book -is only the third
volume published by one of the most important contemporary Romanian poets. Ion
Muresan’s book has been received differently by its first critics. Figurative, tense, having
an authentic expressive force, having compact meanings and hiding the great symbols
under the appearance of everyday humbleness, The Poewul alcoolicilor -the Poem of the
Aleoholics, a poem of undeclared sacrifices and the redundancy of living, of aboulic
revelations and self-occultism: ,,Alas, the poor, alas, poor alcoholics / how no one tells
them a good word! / Especially, mostly in the morning when they go wobbling /along
the walls / and sometimes fall on their knees and look like letters / written by a clumsy
schoolboy. / / Only God, in His great mercy, / pops a pub neat them / because it's easy
for Him as is for a child / who pushes a match box. / ... / And until noon the town turns
purple, / until noon it’s three times autumn / three times spring / three times the birds
come and go to mild countries. / and they talk and talk about life, about life, / Generally,
even young alcoholics express themselves/ with a warm responsibility. / And although at
times they may stutter or stumble, / It’s not because they expose terribly deep ideas, /

but, because inspired by their youth / they succeed in saying really moving things ...”.
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Another memorable text from cartea Aleool- the Alcohol Book- is Intoarcerea finlui
risipitor -The Return of the Prodigal Son, a remarkable litany of being written in a liturgical
manner and wedged between quasi-apocalyptical notes, in which the dominant feeling of
ephemerity is amplified through repetitions and accumulations.

The universe created by lon Muresan is one of existential damnation, where
humanity is fragile and precarious, a universe represented in sombre colours with things
that are intermittently given a clear shape. The poems of Ion Muresan excel, as it has been
noted before, especially through the overwhelming force of vision, through the tension of
certain images that have real ontic and poetic poignancy. Ion Muresan was reproached
with discursivity; forinstance, Paul Cernat talked about dispersion and dilution; however, I
do not think this applies in connection with a poet who is so parsimonious in his lyrical
manifestations, so careful with articulating his ideas and speech. The imagery of
alcoholics, degraded humanity, the pub as aplace where meditations about the divine are
articulated, the alcohol as “a vehicle of God” (Horia Garbea) — all these things are beyond
a doubt the primary data in the poems from Ion Muresan’s volume cartea Alcool- the Aleohol
Book-. Beyond these primary data we may identify secondary data such as the
submergence into the abyssality of instinctiveness, transgressing the limits of humanity,
digging into infra-reality, the resurrection of the antinomies of being, but also the
deceptive perception, spasm and convulsions as manifestations of an ulcerated ego
marked by the effigies of damnation.

Lucidly assuming the flares and brushes of transitiveness, lon Muresan outlines in
his poems a carnavalesque-dostojevskijan atmosphere where the human figures are
reconstituted through a great diversity of discursive styles and the pub becomes the scene
where reality and dreams lend one another faces, masks, means of expression, the is but a
prechamber for the miraculous and the sacred. Physiology is given a metaphysical shape,
the being under the influence of alcoholism gains supranatural characteristics, the pub
itself is a space that allows escaping humble reality for another dimension, that of the
sublime and the weightlessness of the being extracted from the tyrannical determinism of
space and time. Assuming his narrative methods even more acutely than in the previous
volumes cartea Alcool -the Aleohol Book- poignantly records obsolete emotional states
(aboulia, remorse, absence, memory, oblivion, etc.) transposed into an interiorized, wry
writing that intermittently celebrates its own ontic and gnoseologic limitations.
Visionarism in the poetry of Ion Muresan is invested with a negative sign, it is a reverse
sign. The poet does not perceive the world under the influence of beatitude and
transfiguration but, on the contrary, through the filter of weary fervour, lacking any
spiritual enthusiasm.
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ION BARBU. LUCRURILE CARE SE VAD SI FORMA INCREATULUI
Ion Barbu. Things that May be Seen and the Form of the Increate

DORIN STEFANESCU!
Abstract

This paper represents an interpretation of lon Barbu’s eatly poems, investigating the way in which
forms and images of the increate are rising to the visible existence. It is an appearance of a reversed and
interiorized perspective of a translucent image, through which — without putting themselves in view —
things are seen from their possible non-apparent being. At the same time, it is a condition for the created
one to expose itself to the decreation, to the bright form of the diaphanous.

Keywords: Ion Barbu, increate, image, non-apparent, diaphanous

Daca trupul poetal al semnificabilului se lasa vazut, da semn ca apare, ceea ce apare
nu di semn ci este, precum orizontul unei fiinte in care fiintdrile se profileaza. Se lasa
vazut, adica transpare in trupul transparent al posibilitatii de a fi, fard nicio determinatie
actuald. Imaginea aceasta care se da intelegerii este forma purd a inaparentului, figura
nascanda a increatului care pune posibilitatea creatiei. in distanta acestei deschideri, dubla
potenta a lui a f7 sau & nu fi se ascunde In nemanifestarea atributelor fiintarii; un
nonmanifestabil real pe care intuitia revelatoare il sesizeaza drept semn deja rostitor,
vestitor al unei lumini prin care se vede. Ascunderea revelatului nu inchide perspectiva,
cdci aceasta abia de aici se deschide, din punctul obscur al unui inceput inaparent, din
imaginea care nu trimite la vreun fapt al creatiei, ci este insusi conturul luminos al
increatului. Cand Ion Barbu vorbeste despre ,,lumina imanenta” sau ,,obscurd” pe care
poezia trebuie sd o reveleze in altd zona decat in cea a rationalitatii sau despre sondajele
»in structura nevazuta a existentei”,? el se refera la un fel de a intelege actul poetic drept
»reprezentarea formelor posibile de existenta” (s. n.), la un infrarealism care ,,cerceteaza
bazele perceptiei pentru a-i deduce legea”.* Se intelege ca nu avem de a face cu o poezie
care isi dd un obiect, pe care il creeazd dupa modelul celui real, ca forma deja inchegata a
spiritului creator. Ne aflam inaintea oricarui act de creatie, in campul incert al increatului
care cauta forma posibild de existentd, ca dat pur al vietii spiritului. Acesta e singurul
,obiect” al poeziei, pro-punerea unor ,.existente substantial indefinite”,’ fiintdrile libere
iesite din matca fiintei, unde ele sunt doar in masura in care sunt inscrise in existentul de-
finit. Stdri absolute ale intelectului §i viziunii, existentele nedefinite, nemanifestate in
corpul fiintei unui poem, sunt — potrivit lui Barbu — stari si nu actiuni, ,starea de

! Assoc. Professor, PhD., “Petru Maior” University of Targu-Mures

2 F. Aderca: De vorbd cu lon Barbu, ,»Viata literard”, 15 octombrie 1927, in Ion Barbu, Versuri si proza, Ed.
Minerva, Bucuresti, 1984, p. 138.

® 1. Valerian: De vorba cu domnul Ion Barbu, in ,,Viata literara”, 5 februarie 1927, in op. cit., p. 133.

* Rimbaud, conferinta, 1947, in Ion Barbu, op. cit., p. 186.

S E. Aderca: De vorbd cu lon Barbu, in ed. cit., p. 139.
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geometrie si, deasupra ei, extaza”.¢ Altfel spus, figura cristalind a desavarsirii spirituale —
spiritul de geometrie — si viziunea Inaltd a posibilului luminat — spiritul de finete. Forme
ale ,,zncreatului cosmic: adica existentele embrionare, germenii, peisajele nubile, limburile”
care sa slujeasca ,la extinderea realului pand la ceva mai semnificativ, prin absorbirea
starilor sau a fiintelor imaginare”.” Dezobiectivarii lumii ii urmeazd sublimarea ei,
purificarea ,,pana a nu mai oglindi decat figura spiritului nostru”.® Figura infrareald, a unei
imagini care nu aboleste realul ci il largeste si il adanceste, dincolo de intruchiparile sale
imaginare, pana in punctul de origine unde el abia mai e posibil, dar unde e reflex pur al
spiritului liber, liber de a lumina Znceputul, lucrarea lucrurilor. O stare de limb care
mijloceste intre increat §i creat, interfata care da posibilitate inaparentului sa semnifice.
Ajuns 1n acest punct de maxima transparentd, poemul nu mai poate fi vedere a lucrurilor
in vizibilitatea realului mundan, rostitul care le spune si le descrie in peisajul lumii
prezente; e nevoie de ,alt cantec mai vrednic, inchinat lucrurilor care nu se zaresc, nici
nalucesc: Jucrurile care se vad’. Prin urmare, nu imaginea placatd pe realitatea disparanda a
lumii, perspectiva orizontald a privirii spectaculare sau a celei pitoresti si nici privirea
visatoare a imagindrii, toate tributare reprezentarii unui obiect de catre un subiect — care
cu cat apare mai pregnant, di contur mai apasat aparentei ficute sa dispara — , ci
perspectiva rasturnata, interiorizatd, a imaginii translucide, cea prin care — fird si se puna
in vedere — lucrurile se vad dinspre posibila lor fiintare inaparenta. ,,Dar, pentru a exprima
aceste moduri ale naturii increate, limba uzuala apare prea organizata”, ea trebuie saracita,
simplificatd ,,pana la un sistem redus de functiuni ale discursului”.! Functia inaugurala nu
apartine deja-rostitului, ci dincolo de el — sub el si inaintea lui — unei infra-rostiri
transcendentale care abia iese din ticere ori e posibilul insusi al ticerii.!' Astfel incat
fundarea discursiva in ordinea semnificatiilor ce articuleaza lumea poemului este pusa in
suspensie. Decreatia subiectivitatii si ex-fundarea limbajului nu mai (re)dau cuvantul
poetului, ci — prin exfolierea ce pune cuvantul in abis — dezidentificd subiectul insusi.
Reductie in urma careia singura experientd posibild este cea a unei imagini numenale,
inevidente, care — dupa Heidegger — nu se da decat ,,acolo unde cuvantul se frange”.!?
Infrarealul e un limb clar-obscur, taramul posibilelor stratificate, concurente,
divergente. Un inter-spatiu viu, frematator, al fiintarilor vagante, suspendate intre increatul
din care s-au desprins, dar care le tine in plasa hipnoticei origini ce le cheama, si inscrierea
lor creatoare in orizontul unei fiinte indepartate, abia intrezarite. Smulgerea, izbucnirea,
miscarea schismaticd reprezinta actele prin care tot ce incepe sa fiinteze incearcd sa iasa

din ascunderea originarului: ,,Cu verzi i stititoare pustietiti lichide, / Sinteze

® Cuvant catre poeti, ,,Pan”, 1-15 martie, 1941, in lon Barbu, op. cit., p. 182.

" Rimbaud, in lon Barbu, op. cit., p. 186.

& Poetica domnului Arghezi, ,,Jdeea europeana”, 1 noiembrie, 1927, in Ion Barbu, op. cit., p. 161.

% Cuvdnt catre poeti, in lon Barbu, op. cit., p. 183.

19 Rimbaud, in lon Barbu, op. cit., p. 187.

! In dialogul purtat cu Basarab Nicolescu, Michel Camus invoci ,,0 constiintd ce-si datoreazi dezidentificarea
de tot (51 mai ales de limbaj) pentru a nu se identifica decat cu ticerea” (Basarab Nicolescu, Michel Camus,
Radacinile libertatii, Ed. Curtea Veche, Bucuresti, 2004, p. 21).

12 Cf. , Heidegger si poezia ca amurg al limbajului”, in Gianni Vattimo, Dincolo de subiect. Nietzsche, Heidegger
si hermeneutica, Ed. Pontica, Constanta, 1994.
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transparente, de striluciti avide / Zbucnesc din somnorsul noian originat” (Banchizele).'?
Ceea ce iese din magma informd are deja un trup, transparentd intruchipare a dublei
naturi. In aceastd cvasi-lume nehotirati, fiintarile sunt potente predispuse la creatie dar, in
acelasi timp, franate in avantul lor de puterea magnetica a adancului din care nu s-au
desprins cu totul: ,,smulgandu-ne din cercul puterilor latente, / Vietii universale, adanci,
ne vom reda” (Panteisns). Ceea ce se dd ca posibil intrupat in transparenta stralucirilor
avide se re-da stadiului pre-fiintial al originii, universala ascundere a Vietii fondatoare. In
Banchizele e exprimatid pregnant aceasta subtila dialectica ce conjugd la nivelul fiintarii
tensiunea dintre ascundere si neascundere: ,,Mereu riticitoare, substratul lor inchide / Tot
darul unui soare rogiatec si avar, / Apoi, de-a lungul noptii tot aurul stelar / Si toatd
inflorirea reflexelor fluide”. Ratacitoare in spatiul intermediar al unei imposibile posibilitati
de creatie, fiintarile raman deocamdatd in stratul amniotic al originii, acolo unde — in
substrat — darul solar se vesteste dar nu striluceste; o pura nazuinta de prefacere, de
straluminare a ascunsului si de transfigurare in lumina aurului stelar. Dificila incercare de
razbatere, ,tarziu, prin trude-ndelungi si fir cu fir”, ,;ascunsele comori” ajung in cele din
urmd sd rodeascd in zarea fiintdrii depline: ,,si peste mari de umbri si liniste, aruncd /
Efluviile unor neprihanite zori”.

Imaginea care incheaga aceasta trudnica iesire din ascundere este mai intai o forma
neclard a adancului, tulburea intrepatrundere a umbrei cu lumina: ,,Spre sanul adancimei
fluide am privit; / Iar ochiul meu liuntric e incd ndpadit / De-a umbrei si-a culorii bogata-
amalgamare” (Pytagora); ,,Se-amestecase ceata din noi cu cea din slava” (In ceatd). Nu un
orizont de vizibilitate intampina vederea, ci greoaia asezare a contururilor, desenul sters al
profilurilor. Nu e de mirare c4, in incercarea de a deslusi ceea ce apare, ochiul rataceste el
insusi in adancul difuz, intuind mai degraba decat vazand, dincolo de faldurile nevazutului,
lumina unei alte imagini, abia palpaitoare: ,,Jar ochiul meu mai tare se ascutea sa vada / Si
sfredelea mai aprig in surul minereu / De nouri ce-ti ascunde filonul de zdpadi. // Fier
stins pdrea aldturi scanteietorul plai / $i seatbidd a zirii lumini rubinie / Cand prin
impaturarea de neguri strivedeai / Regeascd §i senind si ampld armonie” (Ixdon). Intuitia
strabatatoare prin negurile ,,impaturate” este stravedere, cautare infrigurata a formei.'* Tot
ce prinde a se infiinta ia trup, fiintand se formeaza, ia forma insasi a migcarii spre fiinta.
Ca atare sunt forme in miscare, miscate de energia vitalad pe care ochiul le surprinde cu
anevole, caci ele se misca Zntre doua stiri instabile: ,,forme calatoare” (Fulgid), ,,muzicd a
tormei in zbotr” (Umanizare), ,miraj fluid, forma fugard” (Peisaj retrospectiv). Fluiditatea
defineste constant dinamismul acestui intermediu lichid, al apelor originare din care tot ce
prinde viata e #nduire, ,,undire infinita” (Sole), ,,serpuitoarea forma vesnic vie” (Munti). O
forma arcuitd, valuritd — cum citim in poemul Elan — , ,,calatoarea unda” care se propaga
din forma in formad, in unde tot mai largi, pana la Forma definita a fiintei: ,,Sunt numai o
verigd din marea indoire, / Fragild, unitatea mi-e pieritoare; dar / Un roi de existente din

'3 Interpretarea noastri are in vedere poemele de tinerete ale lui Ion Barbu, publicate in periodice intre anii 1918
si 1921, in Versuri si prozd, ed. cit., pp. 75-109.

14 Intuitia donatoare originard ne diruieste presentimentul siu”, ,un presentiment al invizibilului ascuns in
interiorul vizibilului” (Michel Camus, op. cit., p. 34).
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moartea mea risar, / Si-adeviratul nume ce port e unduire. // Deci, arcuit sub timpuri,
desfisur lung tesut / De la plipanda iarbi la fruntea ganditoare, / Si blondul sir de forme,
urcand din soare-n soare, / In largurile vietii vietii revarsa un trecut”. Roiul de existente ce
rasare din nefiinta unitatii infasurate in sine configureaza forme existentiale posibile sau
potente ale increatului desfisurate In marea tesiturd a undei creatoare, sir de forme in
peregrinarea lor ascensionala spre lumina fiintei. Imaginea-undd se desprinde astfel ,,din
apele eterne” pentru a-si insusi ,,vestmantul acelor care mor”; intruparea sa in lumina ia
forma pieritoare a lucrurilor create. Iesirea din ascunderea universalei inaparente este o
permanenta facere si prefacere a tot ce fiinteaza i apare in fiinta, fiind totodata si o iesire
din nemurire, asumarea conditiei prin care creatul se expune desfacerii, decreatiei.

Elanul e insa mult prea imperios pentru ca potentele, in ciuda mirajului intoarcerii
in sanul Vietii universale, si-si refuze deschiderea spre destinul care le cheama, ,,spre
nevizutul unde arpegii de fanfare / Desfac in foi sonote o limpede chemare”, deschidere
prin care se aude ,,cum urca din adancuri un mare imn august” (Cucerire). Avant anabasic
neinfranat al tuturor celor ce presimt aerul tare al inaltimilor, pregusta deja din orizontul
rarefiat al luminii ce le aspird. ,,Ce surdd clocotire, ce-nceatd asteptare / Sub aburii
rosiateci, sub aburii de fier, / Cand Inspre noi tiramuri vroiai o revirsare, / Cand, oprimat
de umbri, tu presimteai un cer! // Dar se desprinde vilul, si-o bolti-ndepirtatd / Din
zambetu-i albastru desfasurd spre tine; / O clipd-a fost...si totusi, sciplirea ei curatd / Te-a
infratit de-a pururi cu sferele senine. // De-atunci, spre-o altd lume fluida-ti forma
tinde.../ Cu slava-ntrevizutd un dor fard de spatiu / Ar vrea si te-mpreune” (Lava). La fel,
muntii logoditi ,,cu vasta stralucire, / Un brat semet au repezit spre fire” (Muntii) sau
copacul ,hipnotizat de-addnca si limpedea lumind / A boltilor destinse deasupra lui, ar
vrea / Sd sfarime zenitul si-nnebunit si bea / Prin mii de crengi crispate, licoarea opalind”
(Copacul). Slava-ntrevazuta, vasta strilucire si limpedea lumind sunt imaginile unui nou
taram, ale unei alte lumi spre care nazuiesc fiintarile. impreuné, ele alcituiesc ,,zmaginea
senind”’ (s. n.) a unei distante transparente, forma luminoasa a diafanului.

Diafanul nu aratd ceva decat in transparenta inaparentului; el oferd vederii ceea ce
in esenta nu se aratd, facand vizibil ceea ce este inaparent in fiintare. In cazul poemelor
barbiene: increatul ce iese din ascundere ca potentd a creativitatii. Iesire sub forma unei
necurmate unduiti a cdrei imagine e dubla reflectare a ascunderii si neascunderii, a migcarii
spre fiinta si a ramanerii in fiintarea pura: ,,oglinda calatoare, cer mobil” (Réaxl/). Dialectica
a unei rasfrangeri incrucisate pe un fundal brazdat de alternante aparente si aparitii: ,,Cand
repezi, cand sticloase, si umede si rare, / In orbul mairii limpezi — tezaur negriit — /
Risfrangeri fird numdr, pe rand au oglindit / Multipla aparenta si vecinica schimbare.
//...// §i sus, prin golul noptii — mai trist $i mai sever — / Cetatea siderald in structa-i
descarnare / Isi dezveleste-n Numir vertebra ei de fier...” (Pytagora). Nu e totusi discordie
intre cele doua planuri; ceea ce pulseazd jos, In adancul ascunderii, se reflectd sus, in
deschiderea formelor. Daca, in lumea sublunard, asistim la o genezd incendiard,
spasmodici, ,,peste tot in trupuri, in roci fierbinti — orgie / De ritmuri vii, de lavi, de
treamat infinit” (Panteism), in cea supralunari, a solaritatii fiintei, ne intampind armonia
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leginata ,,in ritmuri largi si grave, de corul sferelor”. Nuntire avem la ambele capete, atat
cea depinata de ,,povestea fara nume a Nuntii Subterane”, cat si cea care se slaveste ,,din
culmi nebanuite si limpezi de simbol” (Pentru marile Eleusii). 1n acest interval al posibilului
insusi, inaltarea si coborarea nu figureaza decat unul si acelasi act in-diferent de facere si
de prefacere, de reflectare reciprocd in marea oglinda unde toate se vad la fel, drept 7oz
Flacara aprinsi in ,.firida unde arde cu foc nestins Divinul” iradiaza prin spatii redand
nemdrginirii fugarul ei mister, ,,mereu mai stravezie, mereu mai necuprinsi, / Prin sure si
inalte pustiuri de eter” (Cand va veni declinu). In rama imensi a acestui tablou deschis in

infrarealitate, ,,sub inganata lumina-abia nascanda” (Ges?), perspectiva se adanceste pand la

> %
transparenta, aratand imaginea hieratica prin care se stravede epura posibilului,
msomptuosul ctin / Al formei” (Luntrea).\>

Poemul Driada reia aceste teme, circumscrise de data aceasta regresiei spre originar.
Act initiatic intrucat presupune succesive aboliri de viluri fenomenale, o destratificare in
etape care inseamna tot atatea niveluri de patrundere a vederii in densitatea nevazutului.
Dacia imaginea arborelui apare la inceput profilatd pe un fundal indepartat, greu accesibila
vederii, aceasta pentru ca ceea ce se cuvine vazut trebuie sa se /ase vazut, dincolo de orice
privire spectaculard ori nalucire a aparentei. Privire aproape interzisd, deviata de ecranul
aburit care se interpune tulburandu-i perspectiva: ,,Eu il priveam prin geamul vargat de
lujeri, vara / Ori scris de coltii iernii cu sterpe flori de ger”. E nevoie de o altd cale care si
apropie de chemarea misterului, cdci intr-acolo nu duce drumul direct, revelarea in
imediat, nici accesul indoielnic al ratiunii suficiente. De aceea ,,partia sticloasa mi se parea
inceatd; / lar calea insoritd, prea lungd pan’la ¢/’. Dobandirea vederii e rodul asteptarii, ,,0
lanceda clepsidra” masurand timpul cu rabdarea pusa la incercare a unui ochi din ce in ce
mal patrunzator, pana cand un alt strat e inlaturat pe neasteptate: ,,Un strat laptos de aburi
mai stirui pe zare.../ Dar Intr-o zi se rupse si prin sparturi vizui / Copacul despletindu-si
in coame si frunzare / Tot aurul lui verde si toatd floarea lui”. Dezvelirea e partiald, cici se
vede doar in parte, ,,prin sparturi”, dar e destul pentru ca ,,orbit, plecat minunii”, ochiul sa
fie atras de acest ,,alt vestmant”, de noua invaluire In care imaginea i se dezvaluie.

Ce apare in vedere, in lumina stratului dezvaluit, nu e decat o noud ascundere, mai
subtild, in care ochiul e chemat si inainteze nu pe partia sticloasd ori pe calea insoritd, ci
,»pe cardruia de huma lunecoasi”, pe poteca ingustd, anevoioasi (,,mult istovit pe cale”) a
unui acces treptat. La acest nivel, lucrarea originarului se vadeste difuz, ,in soptirea
nidscandei adieri” a unei chemari nevizute; fird si se ofere cu totul vederii, ea e abia un

fior ce insufleteste lucrurile, deschide fiintei un orizont nebanuit, topeste orice fapturi ,,in

1> Aceleasi elemente sunt reluate, peste nu mult timp, in concisul poem intitulat chiar Increat (in vol. Joc secund,
1930) si intr-o viziune mai ampla in Oul dogmatic (1925), unde oul-simbol propune, prin straturile celor ,.trei
atlazuri”, revelarea plodului inaparent, vizibil doar in imaginea sa devoalata in perspectiva luminii solare. Nu am
putea vorbi in acest caz de o imagine diafand propriu-zisa, intrucat ceea ce se lasa vazut nu lumineaza de la sine,
prin insasi transparenta prin care se vede, ci — in sensul platonician al stralucirii adevarului — este luminat pe
fundalul extatic al unei lumini exterioare. El riméne totusi locul originarului inchis in ascunderea de sine, viul ca
posibilitate a vietii si a nuntii. Ultimele doua versuri (,,Ca vinovat e tot facutul, / $i sfant, doar nunta, inceputul”)
exprima tocmai des-facerea din proiectul fiintei pentru a regasi revelator calea citre posibilul pre-fiintial al
increatului, pragul inaparent al unui vesnic (re)inceput.

22



marea nunti a firii”: ,,Curdnd in miezul luncii, un nestiut fior / Simtii urcand prin lucruri
spre fiinta mai deplind, / Din jgheabul pietrii,-n lujer, din brazdi, in tulpini: /
Nestanjenitul vietii fior biruitor”. Topirea fapturilor in fire vorbeste de la sine despre
intima contopire a fiintei cu posibilitatile sale de fiintare, deplina ei asimilare in substratul
,»plapandului tesut”, absorbtie in somnul ,,prelung” al uitdrii de sine, in visul ,,de desfatare,
un vis satul si grav / De lucruri presimtite abia, dar fird nume”. Regresia spre originar
consemneaza desfacerea inceatd a imaginii fiintei definite in posibilul nedefinit al facerii
sale, al pre-facerii in care nimic nu este, ci sta sa fie, precum in des-facerea arborelui vazut
de aproape, imagine desfiintatd ea insasi, a putrezirii aparentei lumesti si a descompunerii
in elementar.

Dar ceea ce se desface e aparenta deja-facutului, fiinta sustrasa posibilelor sale pre-
faceri, inghetatd in statica formald a creatului. Descoperirea originii pre-creatoare se
insoteste cu dorinta dezidentificarii §i a cufundirii in somnul firii materne de dinaintea
trezirii la fiintd: ,,alege-ti / Pat neted in plocadul de ierburi §i padmant”, ,,pdturi moi de
puf”, ,,ma tolinii in voie pe caldul gliei san”.1® Decreatie in mers, in sensul invers oricarei
faceri, care — in chiar proximitatea misterului originar — arunca peste ochi un alt val (,,Dar
peste ochi si cuget cazu o deasa sita”), noud opreliste inaintea vederii: ,,Cand, pacla de
ganduri si simtiri / Se limuri deodatd in limpezi inchegiri”. Sita deasa are o vaditd functie
decreatoare de aparente; ea cerne vizibilul, retinaind tot ceea ce in ochi si in cuget e
impuritate a privirii corupte, a ratiunii degenerate, pentru a nu lasa sa treacd decat ceea ce
trebuie vazut, lamura inchegirilor limpezi. Dar ceea ce e astfel /Jimurit se aratd invaluit:
,Un vil purta deasupra. Din plasa lui subtire / Cidea aromitoare nipada de visdri”. Vil de
data aceasta transparent, al originarului insusi, intrupare vie, frematatoare ce iese la lumina
in forma in care apare si se dd vederii!”: ,,Cand iati cd din tufe, mladite si nuiele, /
Infiorind tot trunchiul, un valmasag de mii // De freamite ridicd, se mparte-n ramuti,
creste.../ Incet, incet, pe scoartd ghiceam cum se iveste / Ierbos si incd umed un strai
sarbitoresc; / Cum mai adanc, sub blana de muschiuri unduiesc // Nelimuriri de cirnuri,
cum se rasfird vine, / Cum toatd viata asprd, silbatecd din lunci / Se-aduni, se strecoari
prin ridacini si vine / Ca laptele-n gatlejul nesitios de prunci”. Originarul apare in chipul
increatului, ca iesire din ascundere si ridicare la vedere. Pentru a putea fi vazut, inaparentul
imbraca ,,strai de sarbatoare”, ia trupul unei imagini prin care transpare, mai adanc,
unduirea carnii lucrurilor, urcand din radacina Vietii universale, din miezul sd/batic, primar,
al pre-facutului. Caci ceea ce se vede — lucrurile care se vid — formeaza imaginea pre-facuta a
ceea ce apare ,,de sus, din ce paruse a fi frunzisul”. Un ultim prag in calea ascensionald a
initierii vazului cdci, pentru a vedea cu adevirat, ochiul trebuie ,,sa suie si sa vada”, si se

inalte pana la nivelul de unde se deschide noua perspectiva a adancului, ascunsul rasfrant,

1® Asa cum intilnim si in poemul Dionisiacd, unde actul de des-fiintare implicd pierderea — vitald, regeneratoare
—1n informul orgiastic al elementarului: ,,Zdrobiti centura fiintei, topiti-va cu glia; / Iar peste lutul umed si trupul
vostru frant, / Enorm si furtunatec sa freamate Orgia!”.

7 Cici, asa cum scrie Adonis (Ali Ahmad Said Esber), ,transparenta este si ea un vil” (La pierre chante, in
Célébrations, éditions La Différence, Paris, 2005), pentru ci ,,Lumina nu-si divulgi tainele / Ele sunt dizolvate /
In razele ei” (Le Livre, Seuil, Paris, 2007).
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dat pe fatd. Atunci ii e dat si vadi ,,razand sub maldir de foi si par gilbui — / In loc de
arbor, Insdsi stravechea lui Driadd”. Limbajul insusi — posibila rostire — se frange,
dizolvandu-se in ticere, in imposibila vorbire despre ce este vorba!® : , brate lunecitoare,
blinde / M-au strans $i mai aproape si m-au lipit mai mult”. De-acum, functia inaugurald
nu mai apartine limbajului ci primordiilor ce guverneaza o lume fira de cuvinte, acolo
unde nu mai existd decat con-topire, ticere elocventd, revelatoare nu a lucrurilor-
fenomene, ci a esentei lor. Esenta manifestabila doar in amurgul limbajului, cici ,,punerea
in abis a cuvantului in acel fari-de-fund al tacerii”!® nu numai cd eclipseaza subiectivitatea
(pretentia unui subiect fondator), dar — tocmai prin ex-fondarea oricirui fondat —
desfunda posibilitatea intalnirii cu a/t#/ inaugural, cu natura unui increat inaparent, cu
adevarat refondator: nimicul si ticerea, natura — alta decat cultura — salbatica, virgina,
cuvantul frant de an-arhia sensului. Razbatator prin palimpsestul faldurilor suprapuse, prin
fisura cuvantului rasfrant, traversat in ticere, inaparentul se reveleaza el insusi in imaginea

increatului nevizut, epifanie a originarului in vederea creatiei.
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) DESPRE CONSTIINTA POETICA
SEMIOZA TEXTUALA ASUPRA ESEULUI POETIC STANESCIAN -
On the Poetic Awareness
- Textual Semiosis of Stdanescu's Poetic Essays -

Luminita CHIOREAN!

Abstract

The textual semiosis we appealed to in our approach of the metapoetic discourse from Nichita
Stanescu's essays - On the Poetic Awareness- Textual Semiosis of Stanescu's Poetic Essays - was applied on the
metaphor that features a poli-isotopic role in Stanescu's wotks. Our option for the selected isotopies is
justified by the axiological value perceived through the type of awareness that engages the uttering
instances (de-doubling of the auctorial instance) in the text-discourse of the essays. The Ethics of textual
meaning interpretation is synonymous to a positioning at a crossroads of the destinies suggested by the
poetic awareness: the vertical of order falls perpendiculary on the horizontal of individual phenomena.
The freedom of our spirit, even of the critic one, is given by the Ethics - the moral order! Spirit is order
and therefore destiny!

Keywords: textual semiosis, perceptive poetic awareness, metaphor, poetic essay, metapoetic
discourse

Omul estetic pardseste spatiul abstract, spre un popas in / cu sine insusi. E un
spatiu, pe care urmeazd sd il defineasci prin ,tunelul oranj”?al congtiintei
perceptive. Instanta auctoriald devenitd personajul discursului eseistic locuieste un
spatiu imaginal, intr-un prezent continuu, surprins prin constructul paradoxist:
»Iristetea mea aude mnendscutii cdini/ pe nendscutii oameni cum i1
latra.”|Cauntarea tonului®, 1990: 205-206] Este spatiul in care constiinta poeticd
reconsideerd ,,tonul” lumilor de gradul al patrulea: ,Lumea de gradul al patrulea se afla
[...] /la frontiera dintre atmosferd si non-atmosfera. Ea-5i ,salveazd” atmosfera |...| prin treceri
dialectice de la un grad de lume (de atmosferd)la altul, prin transformadri caleidoscopice ale atmosferei
in functie de perspectiva adoptata.” [Net, 1989: 119]

Lumea de gradul al patrulea este reprezentativd pentru discursul metapoetic

stinescian, existentiald de altfel pentru genul eseistic. Dam un citat eseistic relevant
pentru notiunea poetica a ,Jlumii de gradul al patrulea™ ,Sunt wunele temperamente
artistice, care-si gasesc tonul expresier dintr-odatd, fard fluctuatiile cantariil...] Aceste temperamente

! Assoc. Professor, PhD., “Petru Maior” University of Targu-Mures
2 Sintagma ,,tunelului oranj” este titlul a cinci poeme din volumul Noduri si semne [1983], poeme insotite de
imagini (pe scara tonald a oranjului) ce-i apartin lui Sorin Dumitrescu.

Poem nu intdmplator inserat in Fiziologia poeziei: versurile transmit nelinistea constiintei poetice in catarea
,tonului” adevarat al parcursului de existenta, destin.
* Prin gen eseistic, ne raportam la speciile literare: eseu, jurnal, memorii, forme scripturale ce lasa libertate
spiritului creator, indiferent de domeniul in care se manifestd. Merita sd reflectdm asupra faptului ca genul
eseistic rdimane ancorat in toate domeniile culturii.

25



sunt poate cele mai apte sd_se realizeze in poexia de atmosferd|..] Ei sunt poetii fard virstd...]

Aceasta este categoria de poegii care propune interferenta cea mai pregnantd a poexier cu muzica...|

e vorba de conexiunile metaforelor schimbandu-si locul la infinit pe un portativ fix.” [1990, FP/
Pagini de jurnal: 385-380]

Inainte de a interpreta ,informatiile” celui din urma spatiu din topofilia®

anuntatd, subliniem ci reprezentirile dedublirii constiintei de sine [1990, FP/ Despre
corpul alergic al ideilor: 85-87] a omului, prezenta ubicua in cosmos, respecta sensul ontic
propus de eseist si raportat de noi la tematizarea filosofica.

Alegoria traseului existential poetico-eseistic nu mai respecta constructia
lineard, clasica, reteaua referentiala a textului fiind solidard cu intentia auctoriala:
abandon al spatiilor familiare [discurs de gradul al IV-lea]. Principiul poetic este
stabilit de ,,ideea icarica”, preferandu-se ancorarea la o lume labirintica din perspectiva
Dedalului-artist. E o texturi reald in care ,,existaindul”¢/creatie/ este depozit (,,gazda”)
al ,existentelot” /creat/, obiectelor (opera). ,Poetul este cel mai predestinat si nasca
existente concrete.”[1990, FP/ Cindatul rds al ratiunii estetice: 302]

Textul se consuma la nivelul actelor de limbaj (varianta praxiologicd), traire
esteticd prin care se proiecteazd lumile imaginare. Aflim o congtiintd ,imaginanta”
ce nu poate fi ,dezimbritisatd” de congtiinta petrceptiva (Scrisori de dragoste sau
Razgandiri), ultima ipostaza a constiintei: sinea singura sau ideea de sine!

Urmatorul grupaj eseistic, Serisori  de  dragoste” propune transgresarea
poeticitatii” [St.Mincu] ca metodd intertextuala si interlecturala si trecerea spre
metalume: R-Text = Meta- Text=> ,,Altceva”. Prin transpoetizare se cauti un sens
literal adevarului, o literalitate ce ignord metafora in favoarea metonimiei: e
transcenderea poeticului spre ontos prin expresia literala a starii auctoriale. Invazia
realului cu imaginar poetic sensibil & inteligibil este mediata de cuvant: , Tansgresarea
cuvantului prin chiar rostirea lui, depdsirea poeticitatii in interiorul ei pentru a ajunge la p oezie
porneste de la conceptia interioritatii oricarui fapt uman.|...| Asa cum Eminescn isi crea o
cosmologie (in Scrisoare I si in alte poeme), o conceptie filogoficd asupra lumii §i a istoriei, la fel
Nichita Stinescu va imagina o cosmologie a vorbirii, o ,fizicd” i 0 , fiziologie” a ei, situindu-se In
punctul cel mai evoluat al cunoasterii poetice,[s.a.| dialogind cu descoperirile uluitoare
ale stiintelor pregentulur.” [15] La observatia critica a Stefaniei Mincu[1991], pertinenta si
pentru eseu, ca o complinire a actului artistic desavarsit in interioriatea creatorului
(starea unui ,,ierbivor interior ierbii”), addugam vocea stanesciand: ,, /... fermecati de
logos, ridem. E un felf...] de rasw’ plansu’, e un fel de secret de a te desparti apropiindn-te|...], de
a-i acorda acele lacrimae rerum excistentei, concretului, logosnlui...”’[s.a.] [1990, FP/ Cindatul
rds al ratiunii...: 304] Este firesc ca, dupa parcursul existential in cele trei spatii familiare
printr-o ,joie de vivre” a reduplicarii faptelor esentiale petrecute sau avute in vedere,

® Prin urmare, topofilia echivalata, la inceputul analizei, cu atmosfera rimane valabild nu ca retea lingvistici a
textului, ci ca atitudine auctoriald, configurare actionala.

® Gerunziul substantivizat prezinti izotopia /continuitate/, semnificativi pentru ontos. Existind = faptul de a fi;
existente = ,,iluzia reprezentarii unei unice fiintéri sparte in cioburi.” [1990, FP/ Scrisori de dragoste...: 328]
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sens care acoperd si livrescul, congtiinta perceptiva si adauge, paradoxal, un univers
din viitor: Logosul’! |, A cunoagte inseamnd a te desparti. Forma materiald nu e altceva decat un

sir lung de despdrtiri. Din punct de vedere estetic, logosul nu e altceva decat locul unde materia se
desparte definitiv de vid!”[1990, ¥P/ Cindatul ris al ratiunii estetice: 303]

Paradoxul continut in enuntul ,,.4 cunoaste inseamnd a te desparti” verifica adevaruri la

nivelul enunturilor in care operam substituirea celor doud lexeme verbale, concluzionate
pur si simplu prin: ,,Forma materiald nu e altceva decat un sir lung de cunoagster:”, cam ar afirma
tillosoful: despartirea e ,,cunoagtere!

Inferentele vor functiona de asemenea ca paradoxuri ale adevarului, cum ar fi: wai
departele tine de etica devenirii, mai ales daca gandesti oximoronic: ,,a te desparti apropiindu-
te”’! Sau: cunoagterea este un act de instrainare, de pierdere, infeles totusi ca o despartire in tanjirea
aproapelus!

Prin natura de limbaj obiectualizat, Logosul expulzeaza materie, obiecte! Acum ni
se relevd adevirul: poezia se face pe sine ca obiect. ,Poegia ¢ [..] arta poegier.” Acum se
petrec substantializarea limbajului si poetizarea realului! Aici ate loc ruptura semnului
(se intelege ca si a semnului poetic sau mai ales!), in ,inteles si bineinteles”, limbaj si
metalimbaj, metarealitatea cuvantului locuit de poet: constiinta perceptiva la nivelul cireia
»eu sunt tu”. Instanta narativa este dimpreund cu cititorul-implicat si ambii sunt
personaje in text-discursul poetic: , T, atit apuc sd strig, tu/  si cuvantul incepe sd se vadd /
incet, incet, cum se vede lasarea de noapte/ cuvant din dond litere: tu/ Animal monstruos, - intelesul /|
— s-a oprit, i incepe sd se vadda” |Strafund de ochi | Belgradul in cinci prietens, 1971] Deicticul

pronominal ,,z#” nu este altceva decat o reconstructie a cuvantului biblic, realul absolut

de cunoagtere intrd in posesia Omului etic: ,Rupets deci cuvintul, este trupul men.” |Ritual /
Belgradul...] 1ar dinspre Logos, spiritul coboari in real, ficand schimb cu identitatea: ,,Eu

sunt numele meu”: ,Fac schimb cu mine insumi, Doammne!”|Pe cel mai des/ Belgradul...]

,»Intelesul” perceptiv este urmat de ,,(bine)intelesul” imaginativ, viziunea poetica: ,,Anzmal

»

monstruos, - intelesul -/ s-a oprit, si_incepe sd se vadd ..” ,monstruozitatea” primeste

semnificatia polisemantismului: un ,,adevar polipier”, cum il numeste eseistul! Daca omul
religios, omul politic si omul estetic sunt fenomenalizari ale constiintei de sine, omul etic
va fi forma sublima pentru sinea singural

Optiunea noastra pentru izotopiile® selectate se justifici prin valoarea axiologica
inscrisa din prisma tipului de constiinta ce angajeaza instantele enuntiative [dedublarea

instantei auctoriale] in text-discursul eseistic stanescian.

" Noutatea logosului vine prin extrapolarea poeticitatii dinspre functiile limbii din teoria lui R. Jakobson [apud
Irimia, 1999: 30-31]: referentiald (denotativa sau cognitivd) sau de reprezentare [Buhler]; functia expresiva
(emotiva); functia conativa sau de apel[Buhler]; functia fatica; functia metalingvistica; functia poetica (care
absolutizeaza mesajul in el insusi); functia stilisticd [Riffaterre]. Observam reprezentarea functiilor limbii la
nivelul analizei textologice.

® Fie cele din ancadramentele grupajului eseistic-,,gazda” (Contemplarea lumii...), fie cele din ,Scrisori de
dragoste...”
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Originalitatea stinesciand este un principiu axiologic exclusivist, aproape in spiritul
avangardistilor?. Inceputurile literare stinesciene se consumi ca firesc episod al starii
omului estetic schillerian: ,,Jupta” cu traditia, iesirea din sistem, construirea unei libertati
de actiune: ,,8d dexbrdcam ideile de forma lor tehnicd (techne) si vor apdrea ca stravechi sentinte ale
ratiunii comune, ca fapte ale instinctului moral pe care natura, in intelepcinnea ei, l-a dat omului pentru
a-i shyi ca tutore, pand cand o inteligentd luminatd il va proclama responsabil”
[Schiller, 1989: 252]

Noutatea stinesciand consta in obsesivul monolog al constiintei in asumarea
responsabilitatii omului asupra faptelor sale. De aici, sentinta: ,,Poetul nu are biografie.
Biografia lui ¢ operal” $i actualitatea pretextului ce propune dihotomia wuitate &
diversitate Parafrazandu-1 pe Schiller[1989], fiecare constiinta este ,,znteligenta ce isi proclamd
proprinl om responsabil”

Cunoagterea complementard suplineste carenta unei cognitii continue la nivelul
asa-zisului ,,organ de cunoastere continud’™: poezza. Omul aspird la totalitate, spre o
cunoastere totald: ilimitare, infinire si cuprinderea congtiintei ca dedublare in concept si
fiinta. Relatia dintre constiintd si lume este prima si fundamentald in cunoastere.
Totalitatea, absolutul este realul necesar constiintei. Fara exagerare, consideram text-
discursul eseistic stinescian un excurs ontic prin stabilirea ca reper a constiintei ca act pur
intentional. Ordinea pe care am propus-o in lectura operei eseistice stinesciene urmeaza
sensul textual al constiintei individuale (constiinta instantei enuntiative) care se
aventureaza in etapele parcurse de constiinta colectiva a omenirii si de existenta ei (prin
poezie)

De aceea am gandit-o ca o posibila replica la ,,fenomenologia spiritului” hegelian,
simultan petrecutd, prin care se pledeaza pentru ,modelul totalizator in plan logic si
istoric™: |, Treptata cunoastere si revelare de sine a Spiritului, evolutia prin fazele care-l ducean spre
deplina congtiintd de sine, era un mecanism imaginar,|...] 0 paradoxald ,,fantezie reald”, capabili
sd imbine fantasticul i realul, compensand mental o inapoiere reald §i transpunind speculativ o tot atit
de reald inaintare istorica. "|Hegel, 1996: 97]

Remarcam cum diegeza eseistica stinesciand, construct al paradoxismului, ,,isi
expune” imaginarul conform aceluiasi principiu diairetic: imaginar construit pe ,,dianoia”
si ,fantasio” — ratiune si fantezie, optiunea eului estetic pentru poezie ca organ de
cunoastere totald: , Lumea unui poem adeseori este mai adevdratd decat insdsi conventia lumii vazutd
prin simturi.[...] lar cat despre simturi, rotile noastre, de magsinarii infernale ce suntem, curgand
nelinistitor de 3gomotos si tinzand catre real, catre concret, catre logos, ele, simturile sunt latura feminind
a existentei]...] 11990, ¥P/ Ciudatul ris al ratiunii estetice: 304]

Hemografia, primul eseu din Serisori de dragoste, este un discurs metapoetic ce
solutioneazd pretextul exprimat prin relatia poes (autor) — Znger (constiinta perceptiva) —
poezie (act de creatie) - cititor. Este probabil ecuatia completd si complexd a poeziei ca

o Retinem avangardistul pentru a vedea, in final, la care miscare literara, curent sau gcoald poetologica accede
spiritul stanescian. Noi Inclindm ca s-ar afla Intre neomodernitate si postmodernitate, In spatiul imaginal care
tocmai se consuma intr-o posibila lectura.
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»lume imaginald”, ca spatiu existentiall In Serisori de dragoste san inserare de seard, Logosul
fiintial devine ubicuum hedonic: ,, Te surpringi triind in cuvinte, in interiornl unui cuvant, niste
wiiscéiri intime. Ca o prietenie, cuvantul se nmfli céteodatd, dupd voia visitornlni, in bucla unei silabe. In
alte cuvinte totu-i placid strins. Repaosul intim existd in cuvant.” [Bachelard, 1957; 2003: 175]

Sensul textual eseistic (organizat pe unsprezece secvente discursive) este gestionat
din punctul de vedere al unei congtiinte perceptive dinspre care eseistul propune ca
pretext locuirea logosului: ,,Perceptia e , literala”: o imagine perceptivd intalnita aratd cd |[...] trebuie
recreatd, parafrazgatd, imprimatd din nou in expresie. Imaginea tine de cunoagtere. Perceptia, de
weunogtintd”. ... Jimaginea presupune o cunoastere anterioard, pentru a putea fi aprehendatd; perceptia
oferd chiar originea” |St. Mincu, 1991: 29]

Prima secventd a eseului, paradox al constiintei imaginante, redat pe principiul
wraspuns ... fard intrebare” (,Muzica este un raspuns, caruia nu i s-a pus nici o intrebare”) are ca
interpretare logica argumentul instantei auctoriale prezent in alt eseu: ,,[...| wugica antenticd
este meta-sonora”. Ut musica poesis!

Reprezentarea perceptiva presupune existenta. E mecanismul prin care artistul se
intoarce la real: o sferd hiperdensa, un interval cuprins intre anterioritate si posteritate,
intre involutie si evolutie, ,,minus” infinit si ,,plus” infinit, ,,minus-cunoastere” si ,,plus-
cunoastere” [Blaga|. ,Congstiinta perceptiva intemeiazd o stare. Congtiinta imaginantd’® depdseste
perceptia 5i 0 moduleazd dupd concepte” [St. Mincu, 1991: 32]

in secventa a doua a Serisorilor de dragoste ..., constiinta imaginanta se lasa cititd
dinspre un discurs metapoetic: locuind in spatiul artei, in logosul poetic, Ioachim si Toma
dezbat diferenta intre gandirea in imagini si gandirea in notinni 1990, FP/ Tulburdtornl ,,nu stiu
ce”. 15], intre imagine si perceptie] 1990, FP/ Cuvintele 5i necuvintele in poezie: 33-34], din
punctul de vedere al cuvantului, pe care urmeaza sa il locuiasca. Postulatele despre cuvant
pledeaza pentru un metalingvism poetic.

Din procesul semiozic propus de instanta eseisticdi dedublati de protagonistii
discursului, intalnirea intre poet si cititor-implicat, maestru si discipol, revenim asupra
postulatelor despre cuvant: [a] Cuvantul se defineste prin ,inteles” si ,bineinteles” in
relatie cu un lucru (obiect) ; [b] Cuvintele si lucrurile (obiectele) comunica contextual:
[simultaneitatea semnului lingvistic cu obiectul contextual|; [c] Se propune o remai la
sensul poetic. Interpretantul logic confirma metalimbajul pe fiecare nivel: [a] metacuvant;
[b]metalimbayj; [c]limbaj metapoetic.

Selectim secventa referitoare la sensul fiintial ca necesara demersului nostru asupra
congtiintei perceptive ce se afla in centrul logosuluil Este evidenti transgresarea,
metaforic spus, ,,prin tunelul orange” (titlul omonim al unor poeme din Noduri 5i semmne), a
sensului perceptiv spre sensul poetic propus de constiinta imaginanta prin ,frig”
/ratiune/ si ,,cildurd”/sentiment/, si anume: comunicarea poetici intre sactificiu, ,,frigul
Golgotei”’[conotatia Gologotei a fost ganditd si din perspectiva desenului ce insoteste
poemul Ars poetical) si sens endofazic, ,,combustie” interioard, triire (,,feeling”, cum spune

10 . ce tine de Omul estetic, cel care locuieste spatiul abstract al artei.

29



poetul)! Izotopiile /sentiment/ si /ratiune/ genereazi in spatiul poetic imaginarul sensibil
si imaginarul inteligibil. Spre ce se indreaptd autorul-poet, propunand ca pretext ,,nodul”
perceptiv? De ce conotatia sacrificiala pentru ,,frig”? Tot instanta eseisticd sustine
paradoxul ,,greutitii” care antreneazd izotopia /sactificiu/: ,, Toma, nu crucea e grea, cdci
nimica, it Zic, nu are greutate; fulgnl e greu, cdci e prea plin de frignl Golgotei”|1990, FP / Scrisori de
dragoste ... : 330]

Enuntul paradoxist reflectd simultaneitatea lui Da si Nu (din universul poetic) atat
la nivelul frazei, cat si la nivel semantic (intre ,,cruce” st ,,fulg”!). Asadar, in fraza: primul
paradox e reprezentat la nivelul relatiei sintactice materializat prin raportul coordonator
adverbial, eliptic de relatemul ,,ci”’(subinteles, aici)- Substituit prin semnul de punctuatie al
raportului copulativ prin juxtapunere (,, ; 7), elipsa lui ,,ci” adverbial schimba logica
gandirii ca pentru un perfect contrast (i simetric!) cu un enunt de genul: ,,crucea nu e
grea si fulgul e greu” — de unde obtinem ocurenta celui de-al doilea paradox, de data
aceasta semantic. Dar stim ca paradoxurile sunt temeiul adevirurilor universale. Aici,
asocierea dintre cruce si fulg nu e accidentala, ci are ca element comun perceptia acutizata
a frigului, izotopia initiald centrata activ in actul de producere a semnificantei poetice. Al
treilea paradox nu intamplator se petrece la nivelul paradigmei verbale printr-o dublad
negatie: modalizator adverbial negativ ,,nu” si constructia corelativelor ,nimica nu...”
(pronume negativ urmat de modalizator de negatie), cici interpretarea este a ,,greutatii” ca
tiintare, ca dinamism, caci cuvantul: , E/ este trecerea standd loculuz, locul miscari dinlauntra,
adicd semnul.|...] singurul care este in afard.”|1990, FP / Scrisori de dragoste ... : 328]// ,,Cuvintul
prin memorarea lui static, sedere §i raddcind in situatia lui ulterioard, deci din extatic, in extaziere, in
migcare.”’ [1990, FP / Scrisori de dragoste ... : 329]

Astfel interpretim prin metonimia ,,frig” ca ,sacrificiu al fiintei”, ,raddcina
ulterioard [a cuvantului], in extaziere!” intr-adevir!” Prin modalizatorul emfatic ,,intru
adevir” (locutiunea adverbiald) se scrie un final persuasiv, incurajator in inferente pentru
instanta interpretativd (autor = cititor-implicat) care a ajuns in posesia realului prin
receptarea si folosirea metalimbajului. Spatiul va fi tot de natura artistica.

Secventa[c] nu este altceva decat un discurs metapoetic. Sacrificiu: purtandu-si
Crucea, fiecare vegheaza asupra frupului 2 cuvantului >Logosului: ,,a ara arare’ de cuvinte!
Jintr-adevir”..., aici, se comprima seria izotopica de referinta pentru metaconstiinta.
Transpoetizarea este mediatd de procesul de semnificare a realului definit stilistic prin: ,, (7)
functia denominativa: prin limbd, omul da nume lumii extraverbale, reprezentind un prim grad de
cunoagtere, prin fixarea unei anumite identitati virtuale, dincolo de perceperea ei individnala; (2) functia
predicationald, de comunicare a cunoagterii: identitatea virtuald, in sine, devine identitate reald pentru
protagonistii campului semiotic, in degvoltarea unui al doilea grad de cunoastere.” [Irimia, 1999: 30]
Ut pictura poesis!

Metafora germinald a semintei este sugestie a lirismului, iar ideea de insamaintare
gestioneazd procesul de semnificantd poeticd: ,,[...] Samdinta este sacrd, cum va ic!/ Cuvintele
in jurul ei sunt un nimic!/ Mad-ntorc si gem §i sange-mi curge, | iar gura mea e gura ta,/ idee,
deminrge!” [Ars poetica, Noduri si semne|
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wSemnele sunt transparente in raport cu sensul”, se mentioneaza in postulatul la care,
frecvent, apeleazd semiotica. Denumirea de semn este atribuita unei entitati care se afld in
relatie cu altceva. Spune eseistul: ,E vorba despre intersectia dintre ceva si alteeva./ Adica este
vorba despre cuvant./ Sd nu zici cd nu ti-am zis.” [1990, FP / Serisori de dragoste ... : 330] Sau:
so|-e] poezia este 0 actiune si atunci cind actiunea ei are §i sens, o directie, miscarea ei citre ceva are
natura revelatier, iar de la ceva citre altceva natura cunoagterii”[s.a.] [1990, FP / Pagini de jurnal:
504-505]

Nota. Natura dialogica a discursului angajat de instanta auctoriald cu cititorul, ambele
instante dedublate prin personaje, il putem defini principiul tomist, in sensul infileririi
unui cod etic, de buna ,,purtare” a cititorului prin ,,padurile” inferentiale ale textelor.

Nu se sustine nota autoreflexivititii semnului: semnul nu este autotelic. Sensul
semnului se desfisoard intr-o retea relationald [argument pentru analiza textualdl] cu
lucrurile, starea de fapt a materiei. Transparenta semnului constd in capacitatea de
inlocuire inofensiva a calitiatilor arbitrare implicate prin alte calitati, menite sa
indeplineasca aceeasi functie. Entitatile transparente sunt expresii lingvistice inscrise
campului semantic sensibil (tot ce tine de sentiment).

Revenim la eseul ,Serisorilor de dragoste ...”, care nu este altceva decat varianta
eseului poetic la semioza actului de comunicare literara, exemplificatd in cercetarea
noastra prin discursul eseistic stanescian: un discurs metapoetic! Ca spatiu al constiintei
poetice este Logosul prezent in manifestarea fenomenului pre-etic. In Avant-sentimente...,
cuvantul introductiv la Figiologia poeziei citim: ,[...|vom socoti fiziologia poeziei ca un fenomen pre-
poetic, avind ca scop cuvantul vazut ca vebicul al unei tensiuni de constiintd nenotionale. Evident se
poate povesti 5i despre o fiziologie a ideilor, dar aceasta constituie obiectul unei pre-etici [...]" [1990,
FP:12]

Cuvantul este singura lege, e ordinea spre care tanjeste spiritul, de unde ecuatia

mediatoare a izotopiilor existente in text-discursul eseisticc Cuvant (logos)= lege
(antropos)= ordine(cosmos) Modelul izotopic mediator poate fi redat si grafic prin
modelul triadic, fundamental in procesul semiozic al actului de comunicare poetica, ce
constituie subiectul eseistic: ,,Spatialitatea actului comunicarii ne apare ca wun lucrn deschis
meditatiei noastre”[1990, FP / Serisori de dragoste ... : 330]

Logos

cuvant
Cosmos * Antropos
ordine lege

nwExistandul” din univers (Cosmos) este controlat de Logos prin cuvantul care
expulzeaza obiecte, un real (in estetica hartmanniani: ,,camera obiectelor”]. Constiinta
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perceptiva Isi manifestd optiunea pentru real, preluind ,existentele” si dandu-le spre
fiintare congtiintei imaginante. Este reprezentarea lineard a semiozei poetice: Legein =
Poiein 2 Poesis ! Notid. Legein = a vorbi; poiein = a face, a vrea; poesis = obiect estetic (si
relectura))

Lumile imaginare create de o constiintd imaginanta se reintorc in cosmos ca
ordine, ca Logos locuit acum de Omul etic. Circuitul sensului fiintial are memoria mitului
vesnicei reintoarceri. Prin mimesis, cititorul care este pregatit de spiritul eseistic ca sd-i tina
locul (daca nu si devina el insuti creator de existente): ,, Toma, eu ard ca sa-ti dau foc. Degeaba
Stelele care ne tin racoare. Degeaba umbra. Céand umbra va da foc copacului, ne vom bucura de arsura
Sfructului san. Toma, fructul si samanta nu sunt un scop, sunt numai un mijloc. Nu despre samantd este
vorba , ci despre insamantare.” [1990, EP / Serisori de dragoste: 333]

Prin constructul paradoxal al combustiei interne, instanta auctoriala propune cel
putin doud inferente, ambele de naturd poetica: (1) ,,arzand”, devine ,,cenusa”, lexem cu
semnificantd miticd /pasirea phoenix/, interpretare cu relevantd individuald; (2) pe cand,
aici, eul enuntiator, prin prezentul continuu ,eu ard”, sugereaza destinatorului mitul.
Instanta enuntiatoare ,,arde” ea insidsi in receptarea actului poetic: un catharsis universal!
wPoet este acela care naste. Acela care il face pe cititorul cuvantului lui mai poet decat pe sine insusi, acela
care i5i transforma cosmarnl sin de om chinuit in vis de copil care are bucuria joculni.” [1990, FP /
Scrisori de dragoste ... : 333] Legea nu este doar binele, nu semnificd numai virtutile inscrise
in codul etic, ci, asemenea legilor din dialogul platonician [Criton] sunt mai cu seama
tapturi, adica au suflet si spirit. ,,Spagiul etic e spatinl existential ndscut prin dinamica principitlor
neutre. Principiul neutru e o materie morald inrudita cu habitus-ul tomist: e o orientare posibild, o
predispozitie incd neactualizatd a firii individuale. "|Plesu, 1994: 68] Spre a patrunde adevarul
sinonimiei izotopice cuvant = lege = ordine, instanta eseistici se pune de acord cu
comunicarea, emite legea. Constiinta artisticd ajunsa in stadiul Omului etic participa la o
lege organica, devenita biografie interioard: opera ca biografie ii memoreazd sensul
existential:,, Poetul nu are biografie! Biografia poetului e opera /ni[1985, Antimetafizica], I egea
supremad: textul acesta are corp (sens literal), suflet (sens alegoric) si spirit (sens esoteric).” | Plesu,
1994:37]

Eseistul propune incursiunea in congtiinta de sine pentru a intermedia o reala si
totala cunoastere pornind si intorcandu-ne la constiintd. E un traiect circular, sferic,
monadic Iesind din sine, Spiritul hoinareste prin lume, incercandu-se in topofilie!
Sprintar, cu neastampar in idee si, pe deasupra, altruist, spiritul creator este culpabil de-o
top(o)-analizd in sens bachelardian: , Top-analiza,|...| studin psibologic, sistematic al stilurilor vietii
noastre intime,|...) intimitate sinonima cu valoarea ontologica |Bachelard, 1957; 2003: 0]

Intr-un amurg, tarziu de destin, evadeaza din lumile posibile, aflaindu-si libertatea,
paradoxal, In interioritate. Aici, Omul etic va pune ordine in lucruri, in obiecte, revenind
la intimitatea originard a fiintei, pentru a-l putea primi pe daimon! Are astfel loc
petrecerea desavarsitd dintre Enghidu si Ghilgames: in-sinele-pentru-sine!
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In tanjirea dupd cosmos, omul s-a eliberat de sentiment, de ,,subiectivisme”,
schimbandu-se in cuvant ca autentica naturd. Astfel, omul e repus in drepturi cu propria-i
taptura si... cuvantul ii va fi trup!'!

... 1 firescul sensului ontic se produce prin ,,despartirea care apropie”, caci spatii
ale intimitdtii nu apartin doar de cosmos (spatiul natural), antropos (spatiile artificial si
abstract, care este o inventie a constiintei estetice!), ci si de logos. Nu doar obiectele a
caror domesticitate face sda transpard un destin, ¢i mai cu seama trupul: ultima lume
locuitd este a metaconstiintei, lume catre care se aspira prin conventia unei ,,increderi
cosmice”[Bachelard]. ,,In anumite etape ale constiintei mele, mi gandeam dacd limbajul nu poate fi
depdsit printr-un metalimbaj, lingvistica printr-o metalingvistica, cuvintele printr-un metacuvant. Era o
perioadd de impas, pentru cd aveam nevoie de un metatrup si de o metaconstiintd pentru un
cuvant dravan, sandtos, real. Nu cuvintele trebuie perfectionate, ci trupul.|...]"[1990, ¥P / Pagini de

Jurnal 517]

Pentru a gisi ordinea etica a poeziel, trebuie sid venim asupra ei de sus, sd ne
asezdm ipotetic intr-un altceva al ei, intr-o metalume, ca apoi si continuim , Cdutarea
tonului” [1990: 205-206], poem ce ne conduce spre o hiperlume!

Discursul liric de tipul poeziei ,,pulsatorii’” propune o poetica a sugestiei,
construitd pe laitmotivul interogatiei retorice. Confruntarea ,tonului” (metafora pentru
stil, ton unitar al scriiturii) cu realitatile poetice ,,consumate” in poezie ofera ,,portativul
fix” al paradigmei stilistice stanesciene. Pe acest portativ, metaforele isi fac jocul
disociind, in cele sase secvente, revelatii ale tonalititilor poetice. Astfel sunt ,,inventariate”
poeziile romantica, simbolista, moderna cu miza limbajului metalingvistic, respectiv al
celui intertextual. Starea de sublim, de gratie in fata poeziei este comunicata prin ineditul
tonului dat de constiinta perceptivi: ,, T7istetea mea ande nendscutii cdini | pe nendscutii oameni
cum i latrd”. Este versul care surprinde cel mai bine ,,mutatia ontologica” a poeziei. Este
stilul poetic al luciditatii, al ,trairii inverse”, metaford deconspirata prin prezentul
continuu: ,Ideea filosofica decisiva a pregenteismului generaligeazd o intuitie comund: prezentul e
singurnl timp real; trecutul §i viitorul contin timpul ca posibilitate: posibilitatea orientatd spre realitate
(trecutul), posibilitate desprinsa din realitate (viitorul).”[Tosa, 2004: 121] Nu din neputintd, s-a
oprit Nichita Stanescu. Nelinistea existentiala cauta mai departe tonul poeziei.

Ton... Fiecirui obiect al lumii sensibile ii corespunde in lumea intermediard o
imagine careia, la randul ei 1i corespunde in lumea suprema a inteligentei o realitate
arhetipala luminoasa. ,,Imaginea”!? mediana e #n analogon al obiectului sensibil, un
arhetip®® ,jintuibil” al lui mundus imaginalis'* [Plesu, 2003: 58] Lumea imaginala este

ptimul ,,peisaj” vizut imediat dup pirisirea cardinalititii terestre: Deci inger?

' Nota. Lectura eseurilor stinesciene nu se opreste nici la Scrisori de dragoste sau inserare de seard, nici la
Razgandiri. Urmam ordinea sugeratd de constiinta eseistica prin lectura grupajelor eseistice: Nevoia de arta,
Nasterea poeziei (Antimetafizica), Cuvinte si necuvinte, a caror tema, poezia si poetul, ars poetica, complinesc
tema ontosului stanescian .

12 Imagine = sensul germ. Bild, care se poate intelege ca Gestalt, ca lat. forma

13 Arhetip = un ,,model” al lui Bild, ,,martorul” lui esentializat in fata lui Dumnezeu.
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IMPACTUL POLITICILOR LINGVISTICE ASUPRA TERMINOLOGIEI /
TRANSLATORULUI

The Impact of Linguistic Policies upon Terminology/the Translator

Doina BUTIURCA!

Abstract

The research aims to study some of the aspects regarding the relationship between current
language policies and the condition of the terminologist/translator in relation to science, culture, national
languages - in the context of globalization - the relationship of the translator with the recipient and the
user, etc. The assertion the study starts with is that the domain of terminology is a frontier at the
confluence of science, culture, linguistics - on the one hand - and society, the policy strategies of
development, etc. on the other.

Keywords: language policies, terminology, translation, culture, globalization

I. Acceptions of the concept. The domain of terminology is a frontier at the
confluence of science, linguistics and culture. Its interdisciplinary character incorporates
besides the limited linguistic perspective and the logical one (through the importance
given to the conceptual side), the perspective of specialty (regarding the domain of
knowledge the corpus of which it studies) and, lately, the perspective of planning in
linguistic policies. In its intrinsic acception, linguistic policies involve the sanctioning of a
terminology by an authorized body. In the ISO (1087/2000) acception, terminology is,
besides: 1. “a set of designations belonging to one special language” and 2. a science that
studies the structure, the formation, the development, usage and management of
terminologies in various fields. In Romania, the process of standardization in the field of
sciences was initiated through CTSE by the Romanian Academy. The formation, the
development and the management of terminologies has imposed other two perspectives
of extrinsic nature to approach the phenomenon: 1. on the macro level, the approach of
the investigations considers the exploitation of the influences manifested by the language
and the great contemporary cultures upon the other idioms, as well as by the study of
clements that maintain a language unaltered (developing a specific term base, the
adaptation of the stylistic register to the contemporary cognitive field, the modernization
of the vocabulary.) The struggle to maintain identity and the promotion of values is a
phenomenon that has been present in the Francophone world for quite a long time. 2.
The second direction - extended to all humanities subjects is connected to the
safeguarding of the official languages of the new states, generally the states in South-East
Europe (especially from the Republic of Moldova and Transnistria) especially. The
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timeliness of this research approach has as its starting point the reconsideration of some
socially prominent phenomena (bilingualism, trilingualism, diglossia).

I1. Theoretical premises In Eugen Coseriu’s view science finds its expression in
language in order to objectify its own contents. It becomes a necessary condition,
nevertheless it exceeds it through the fact that it revises based on objective criteria the
language boundaries, reaching the things themselves (Coseriu, 1988, p. 69-70; id., 1967, p.
142). For the scientific domain words are simply “substitutes” of “things” which go
beyond any classification operating in linguistics and in the study of languages.
Terminology reorganizes through Drozd’s triangle, the well-known triangle used in
semantics (referent-signifier-signifies), adopting an object-concept-sign relation. It is a
conceptual system situated at the crossroads of three types of elements: entities (under the
laws of nature), concepts (grafted laws of though) and linguistic systems (under the laws
of language). Conceptual systems are cutouts of reality, they differ from one culture to
another so that the ambiguity of some terms may affect the culture itself.

Terminology is a conceptual microsystem, with a partially closed and partially open
paradigm; it is characterised by stability due to the universal character of concepts and
their traits to remain immutable in relation to language (Cabre). Hence two characteristics
derive: the tendency to internationalize special languages and the stability of equivalence
in translation. The common denominator of multilingual terminological works in the
medical or the economic domain is a good example for the universality of the concept. As
a stable microsystem, terminology is different from the system of the language in general:
the stability of the terminological systems is a matter of synchrony; the terminologist
selects consciously, planned, subjectively and in a motivated manner a terminological unit
from a stable linguistic system for longer time-cycles. An already established language is
the product of historical factors, while terminological systems are the products of cultural
and civilization factors; the slow evolution of the language system is determined by its
social function; the stability of terminological units is required by the conceptual cohesion
of a domain, by method, by the paternity of the concept, by the criterion of mono-
referentiality. In medical informatics, for example, the emphasis is on networking
terminology. For most terms existing in the Romanian language the original English
writing and pronunciation is used. This also applies to French terminology, in which
almost all terms have been borrowed from the English language, almost unchanged. In
defining certain terms and expressions the usage of abbreviations and usual acronyms is
preferred, full names not being used in practice: antivirus (En./Fra./Rom.); backup; DVD
(acronym for Digital Versatile Disc); hack; Java (general-purpose programming language);
voxel; Windows (DM, 2003), etc.

Conceptual stability - plurimorph in itself - not always has a beneficial impact upon
the terminologist/translator, whom it limits its freedom of creation - in the selection of
equivalents. It is bound to remain in the system, reporting its holistic activity to three
vectors: 1.in relation to the wuser, it respects the general principles of quality: accessibility,
timeliness, reliability; 2. 7z relation to the recipient - the contemporary society - it respects the
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categories of identity: information identity, linguistic group/branch identity and the
matrix identity. 3. In relation to a cultural code, the terminologist/translator is subject to the
same system requirements by: 1. multilingual competence; 2. the impossibility of
detaching from knowing the structure and the spirit of the language; 3. the
terminologist/translator has a linguistic culture, in general, and respects the identity of an
idiom, especially; 4. unlike the translator who shows creative skills, the terminologist has
knowledge in the scientific domain. An extracurricular competence of the terminologist is
to be able to work in a team. Eugene Nida believes that translators must master at least
three languages, that is their mother tongue and two foreign languages. If only two
languages are known, the correlations may be done mechanically, but in the case of three
known languages the learners realize much more clearly the implications the different
rendering of the same text gives (Nida 2004: 139).

ITI. The linguistic culture of the terminologist/translator involves besides the
multilingual dimension, practical competences regarding the matrix and the structure of
one particular language. An idiom provides elements to be conceptualized, reinvested
from the semantic point of view, but also a series of possibilities to use them: the
vocabulary of anthropology, for example, uses a great deal of terms (partially,
interdisciplinarily) extracted from the main thesaurus of the Romance languages: Fr. race,
Fr. language, Fr. culture; Rom. casa, Rom. boald, Rom. familie, Rom. putere etc. The matrix
language gives paradigmatic models of structure, radicle-type (historical roots) formants,
affixes, affix-like word formation patterns which imply quasi-equivalent forms,
maintaining the consistency of the expression on the panlinguistic level. There are
patterns through which a lexical and semasiological coherence is given, on the one hand,
while on the other the matrix structure identity is maintained, prototypical, specific of the
academic style imposed by classical and modern sciences (resulting from the
interdisciplinary and transdisciplinary research).

The terminology of French source adds the model of overcomposition, which has
become particularly productive. Patronyms, eponyms, initials, brachygraphic expressions
are ubiquitous in patterns of English origin and differ from the oriental cultural heritage
(see Imarah Muhhamed, the Muslim culture) for example, which emphasizes the use of
precise words and the strict avoidance of synonyms. Here are some areas the unity of
which is conferred by the matrix models which have become canonical in the Pan-Latin
terminology: mathematics (see Fr. lemme; En. lemma; It. lemma; Sp. lema; Port. lema;
Rom. lemd/ Fr. arithmologie, Rom. aritmologie, Eng. arythmology); astronomy (see Fr.
météorite, En. meteorite, Rom. meteorit; Fr. planéte, En. planet, Rom. planeta /Fr.
astronomie, En. astronomy, Rom. astronomie; Fr. astrophysique, En. astrophysics, Rom.
astrofizica); physics (see Fr. quanta, Rom. cuanti; see Fr. entropie, En. entropy, Rom.
entropie / see Fr. aérodynamique, En. aerodynamics, Rom. aerodinamic); chemistry and
pharmacology (see Fr. chymie, En. chemistry, Rom. chimie/ Fr. micro-élément, En.
microelement, Rom. microelement); biology (see Fr. cellule, En. cell, Rom. celuld);
sociology (see Fr. sociologie, En. sociology, Rom. sociologie); anatomy (NA: cavum;

37



mediastinum; see Fr. cavité, En. cavity, Rom. cavitate Fr. médiastin; En. mediastinum,
Rom. mediastin); economy (see Fr. autoconsommation, Rom. autoconsum/ Fr. analyse
macroéconomique, En. macroeconomic analysis, Rom. analizd macroeconomica; Fr.
accepter une offre, En. to accept an offer, Rom.(a)accepta o ofertd); philosophy; medicine
(see Fr. veine, En. vein, Rom. vend/Fr. angiomeuromyome, Engl. angiomyoneuroma,
Rom. angiomioneurinom), etc.

IV. The relationship of the terminologist with the user/translator remains the
most complex type of determination due to several reasons: the concrete need to the
contemporary society in the field of terminology; the coverage of some avant-garde
concepts or domains of science; interpersonal communication, the relationship with
citizens/specialists from the member states of the EU. In the conception of J. Gallais-
Hamonno there exists in the special languages reference-concepts borrowed from the everyday
language and reference-concepts particular to that science. The reference-concepts are part of the
knowledge base of any language community. If the reference to the signified concept is
given explicitly by the scientific text, it becomes a reference-concept particular to that science.
The qualities of accessibility, timeliness, reliability of terms claimed by the user are
unproblematic if we refer to the language of the domains of traditional human knowledge
(economy, ethnology, anthropology, mathematics, anatomy). The avant-garde domains
and subdomains of science, fashion, advertising, cinema, economy makes use of a large
corpus of terms (usually foreign-tongued) which lack transparency. We cannot speak only
of terms with English etymon, even if these are predominant. The term baissier, for
example originates in the Romanian language (where it was not adapted from the formal
point of view) from the French baissier (m). Spanish uses the adapted from bagjista (m.),
while English bear. In the French and Romanian economical terminology the term
averaging has been spread, originating in the English economical language, used in the
Spanish languages as well, even if the terminology of this idiom is enriched by the quasi-
synonym spromedio variable (m.) respectively, promediacion (f.). Other concepts have not
found an equivalent in the Romance languages, adopting functionally the English term.
Here are some examples from the domain of finance and banking: Fr. dumping, Rom.
dumping, Sp. dumping (see En. dumping); Fr. ex ship, Rom. ex ship (see En. ex ship); En.
ex works; Fr. hardware, Sp. hardware, Rom. hardware (see En. hardware); Rom. kaffris,
Sp. kaffris (see En. kaffirs,); Fr. netting, Rom. netting, Sp. netting with terminological
synonyms in the national language: compensacidn/ liquidacidn por saldos netos (see En.
netting - management technique); Fr. banque (f)) offshore, Sp. offshore bank, Rom.
offshore bank (see En. offshore bank); Fr. benchmarking (with the terms cvasisinonini
référence(f)an meilleur/ test de performance), Rom. benchmarking (see En. benchmarking); Fr.
output-with synonym sortie), Sp. output (with synonyms in the national language salida ),
Rom.output “output (see En. output ).

Synonymy - a way to accessability and update. The proliferation of synonymy and
polysemy in special languages is often conceived as a rare phenomenon, with an
accidental character (Nistor 2000: 44). Synonymy is a growing phenomenon, which
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exceeds the imperative of being accessible to the user. Looking at the issue of synonymy
tfrom the point of view of humane knowledge, Yves Gentilhome (1984:29-37) believes
that maintaining monosemy in special languages is extremely difficult - in terms of
diachronic alterations and the contact between special languages. Loic Depecker (2002)
studies the special terms from the point of view of figurative meanings, of polysemy and
metaphoric nuances. In 2002 Angela Bidu-Vranceanu noted that despite the closed code
character shown unequivocally, monoreferentially, in a non-ambiguous and implicitly
decontextualized way, the role of the context is many times and in various ways, very
important (A. Bidu-Vranceanu, Terminologiile stiintifice, 2002:9). From another point of
view, synonymy is not only a question regarding paradigmatic relations - with implications
regarding the semiosis of terminology or discourse, but a subtle issue of language
planning - in the service of the security of national languages, of “small” languages: the
terminological synonym highlights - in a discursive way - the concept, it updates the
elements of identification of a linguistic code ensuring the accessibility of the user
especially in the case of patronyms: s. Charcot-Weiss-Baker- Rom. syn. s. sinus cavernos, Fr.
S. du sinus cavernenx, Bn. cavernous sinus s;// Lowe syndrome - syn. oculocerebrorenal
syndrome; s. Barré-Liéou-Rom. s. simpatic cervical posterior;// Aatskog syndrome - Rom.
syn. faciodigitogenital syndrome; [ /s. Aicardi- Fr. des spasmesen flexion, En. nodding spasmr; s.
Bywaters — Rom. s. de zdrobire/ sindrom de strivireete.

There are noticeable differences in terms of resistance of the different domains to
synonyms. Unlike technical language and that of informatics, other domains show a
greater openness towards this aspect of paradigmatic relations. Generic terms, basic
terms can be quasi-equivalent from an epistemological perspective, generating a variable
typology - from the homosignificant synonyms (farmacie, potica, drugstore) to femporal synonyms
(bolnite, boald), geographical ones, etc. In the following we will apply the above on the
medical domain, where many terms update through this type of paradigmatic relation the
classical or Romance linguistic units and matrices. There are contexts in which synonymy
is a sine gua non condition of the concrete communicative behaviour. The approach can be
synthetic (Isaacs syndrome - Rom. syn. wmeuromiotonie; Abderhalden-Fanconi syndrome -
Rom. syn. ¢istinozd) or analytical: Schwartz-Bartter syndrome - szzdrom de secretie inadecvatd de
hormon antidinretic, Naftziger syndrome - syn. sindronul scalenului anterior, Chotzen syndrome
- Rom. syn. acrocefalosindactilze tp I11.

The Romanian terminology uses, for example, 12 heterogeneous terms related to
Ilupus: boala lupica, lupus sistemic (synonyms), lupus eritematos discoid, lupus eritematos
cronic, L.E.D., anticorpi anti Sm, celule lupice, lupus eritematos diseminat, lupus
eritematos acut diseminat, ulceratie tuberculoasa, boald mixta a tesutului conjunctiv, etc.
Kocourek (1982: 1606) identifies in the French medical terminology no less than 27
heterogeneous synonyms to name a single disorder of the spleen. The medical language is
the least subject to the rules of unambiguity due to several factors: the first would be that
of secondary semiosis which is in full propensity, in the research regarding the field, even
if the universality of the concepts represents an important theoretical prerequisite. The
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second factor is connected to the practice of translation, where the different languages
propose their own vision. These phenomena can be explained due to the fact that the
medical domain has a significant social and cultural charge. In many cases contamination
has the matrix at its origin. These two types of contamination generate together with the
epistemological status of the medical science a different degree of structuring of
terminology.

The relative and absolute equivalents need certain conditions to be accepted: 1) of
conceptual nature, primarily: E.g. reactie antigen-anticorp (Fr. réaction antigéne-anticorps; En.
antigen-antibody reaction) — Romanian synonym reactie de imunoprecipitare, reactie la
precipitine. 2) based on the synchronic and diachronic changes, on the level of the medical
nomenclature (NA, biochemistry, medical informatics); 3) of etymological nature (primary
linguistic source, national languages, neological neo-Latin loans, English/American, etc.)
The patronyms of Latin/Anglo-American origin are the generators of synonymy in
national languages, both at the level of discourse and nomenclature. The phrases that
denote formulae, medical tests, reactions maintain - in general - the parallelism between
the source unit and/or the term used to decode the eponym: Sjogren syndrome, syn. “dry
eye syndrome”; Griscelli-Prunieras disease - syn. silver hair syndrome, etc. This type of
synonymy is an illustrative phenomenon for the relations the terminologist establishes
between the lexicon and the discourse. The report between representation and the
conceptual system of synonymy has consequences upon cognitive accessibility. Besides
equivalence relations, many of the patronyms could remain obscure or misinterpreted.

Synonymy knows a great creative capacity by making use of metaphors. The
concepts constantly associated to the terminological metaphor add something from the
spirit of a certain language. From the functional point of view it ensures the transparency
of significance at the level of one idiom. The current terminological system is not only
culturally determined and anthropocentric (organized according to areas of knowledge
and general human values) but follows the available patterns of the vocabulary it is part
of. The transparency of the terms is ensured by the metaphor - an expression of the
exterior world with its representations, of time and space, but even more so, that of man.
Through the metaphor the scientist thinks, knows and reconceptualises, while the
phenomenon defines science ever since the dawn of modern European culture. The
consequences are not only cognitive, but also discursive: at the lexical level the word is
selected (from the common language, the general vocabulary, etc.), conceptualized, and
fixed as a normative unit. The synonyms of “silver hair syndrome” or “flying flies”
(myodaesopsia) - formed through metaphoric transfer - are characterized through a
complex semantic structure, taking into account the fact that the traits that have
determined their selection are included in the concept of the source-term. The
metaphorical significance reflects a conceptual component in another stylistic register
considered essential by the researcher from the point of view of communication: Swan
syndrome - blind spot syndrome; Gopalan syndrome - syn. burning feet syndrome;
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Bernard Soulier syndrome - syn. giant platelet syndrome; Holtermuller-Wiedemann
syndrome - Rom. syn. the cloverleaf skull syndrome.

The phenomenon of metaphoric synonymy is general. In the English language
advancement is used with the meaning progress in everyday language as a result of metaphoric
transfer, it has the meaning of movement and it can be defined as “a surgical detachment, as of a
muscle or tendon, followed by a reattachment at an adyanced leve/”. The metaphor term highlights
in another stylistic and functional register a detail (usually a fundamental one) of the
concept within the source-term. Selecting the metaphorical equivalent of the name is
carried out in addition to objective factors - the stability of the relationship between
referents, the pragmatic dependence of certain cognitive stereotypes - and depending on
the degree of linguistic concreteness. The prolix character and uneven development of
medical terminology conditions the appearance of synonym doublets, usually, in the

2 ¢

mother tongue (the term febra pappataci having the variant “febra de trei zile” ‘three day
tever’). The English-origin patronyms have a special situation in the national languages,
which differs from one language to another. The medical language equates these concepts
through metaphors. The much more rigorous economic language uses terminological
metaphor to a much lesser extent. This is related to temporal coordinates: Rom. Vinerea
Neagra (En. Black Friday; Fr. le Vendredi Noir; Sp. el Viernes Negro ) - metaphor term
to describe a major stock market decline; Rom. Joia Neagra (En. Black Thursday, Fr. Le
Jeudi Noir; Sp. El Jueves Negro); the concept referring to the most widely known base
index which reflects the average change in exchange rates at the New York stock
exchange has become Dow Jones (the synonym in Spanish is “indice de la Bolsa de Nueva
York”); the York system (in English, French, Spanish, Romanian).

The terminologist and the issue of identity The problem of linguistic policies
cannot be addressed without discussing the possibilities of planning with the aspects of
“udentity” in contemporary society, especially in the context of globalization. Identity has
profound implications in the dynamics of this direction and is reminiscent of a traditional
system of thought that sets out rigorously the conduct towards personal codes of
communication. The first of the theoretical objectives of linguistic policies is that
language has a pre-established social role, whereby influences - although accepted as sine
die phenomena - are assimilated with caution as far as helping to develop the means of
expression of the system itself. The forms of identity are relatively fixed and limited We
talk about an zformational identity - manifested horizontally - in a European society of
science, but also about an identity that must be studied in the context of alterity, in relation with the
zdentity of others (social groups, national languages, minority languages, etc.). On the vertical
axis there is a third form of identity, canonical in itself, respectively, the identity of the
linguistic matrix (Romance languages, Germanic languages, etc.). In this context we could
address the issue od the special languages from a trichotomic, integrating perspective,
using the equation of globalization - language policy and planning - identity. In this
trichotomy “language policies” represent the norm, a first degree of abstraction in relation
to globalization and identity: these are represented as the features of normalization,
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management and planning on the systemic and macro-systemic level, which enable the
differentiation of some relations: freedom-constraint in the language, innovation-
tradition, individual-social, particular-general, creation-representation. It is a first degree
of abstraction in interpreting nomenclatures in (and through) the linguistic act.

Terminology and  “luxcury”  loanwords. One of the principles underpinning EU
legislation is that of the diversity of cultures, and, implicitly, the diversity of languages.
Opening towards other cultural spaces, towards avant-garde domains of science, is
fundamental, in the vision of the European Union. The respect for linguistic diversity has
been stipulated in article 22 of the Charter of Fundamental Rights of the European
Union, adopted in 2000, and EU membership means the affiliation of every country to
these linguistic policies. This principle, properly understood by language communities,
can only be beneficial. However the right to freedom of expression acquires a subjective
perception (restricted by the totalitarian regimes in south-eastern Europe, for example),
being claimed abusively both as an individual phenomenon and a group tendency. As an
individual phenomenon, the abuse of loan terms is the subjective reflex of the individual
to build its own identity, by reporting it to the extending multilingual and multicultural
opportunities. Linguistic behaviour is affected by the individual’s own superficiality, but
also by the tag-patterns, false in themselves, offered by the media. The unjustified
invasion of foreign terms is an attitude issue, which could be eradicated through the
development of multilingual and communicational abilities of the individual. This should
be one of the fundamental applicative objectives of language policies. There is a
disagreement between the attitude towards a certain code (and to the degrading of
different types of discourse) and the concerns to promote linguistic diversity, generated
by the European Union - implicitly, by every national language. This is a paradox of the
beginning of the third millennium, the mitigation of which is related to early and closely
supervised education of interpersonal communication - under current multilingualism.
This type of imminent education of linguistic policies is achievable first through
discipline, and in the institutional frameworks of secondary and university education, as
well as in the superior frameworks of innovation and research of linguistic and
terminological organizations (national and international), of specialized journals,
professional organizations, etc. At the group level there is a tendency for certain “self-
considered” elite professional communities to rebuild their identity according to the
vector of “linguistic fashion” (President of the Francophone Press Union, UPF). There
are units that we call borrowings for prestige (“luxury borrowings”, in the conception of
Sextil Puscariu), used for concepts that have terminological coverage in national
languages. In the field of fashion: fashion /Rom. syn. “modi”; make-up / syn. “farduri”;
trendy/ Rom. syn. “modern, in pas cu tendintele modei” (‘modern, in tune with trends of
fashion’). In arts: band/ Rom. syn. “formatie” ‘formation’; petformace/ Rom. syn.
“spectacol” ‘show’. The only reason to use these doublets is intellectual conformism. The
problem raised by the insertion of borrowings for prestige in terminology it is not the
exceeding of the Graeco-Latin / Romance language matrix but the abuse of functionality.
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There are terms without any historical justification or innovation in the field of
professional languages and even less, at the level of the common language, showing a
pansocial tendency.

Here intervenes the fundamental role of linguistic policy and planning that the
information explosion of the twentieth century gradually transforms into an independent
subject. As the expansion of scientific knowledge is increasing and its pace is accelerating,
specific needs in the field of terminology are becoming more and more stringent. Herve
Bourges called it “the dictatorship of actuality” at the event "Roumanie et Francophonie”.
Etats generaux”), reporting it to multicultural contexts that it constantly enters into a
relatioship with. Many neonyms used only in certain areas illustrate the phenomenon of
transfer of terms from the scientific terminology to the common language, which
postulates a more careful management and monitoring on behalf of the linguist and the
lexicologist.

The theoretical objectives of language policies in such situations should include:
description of criteria and possible options in terms of selection, but especially in
determinologisation and their entering into common language, developing a deliberate
intervention plan on an idiom. From among the applied objectives, the priority should be
the highlighting of tendencies / ways to maintain the unity of the matrix of a language;
standardization - as an explicit mechanism of language policies and planning, through
specialized state institutions, through research activities conducted in the frame of
national/international organisations of linguistics or terminology; management of ways of
enriching a language, through adaptation to the sociolinguistic context; conceptual-
expressive and communicative analysis of professional language in the socio-cultural
context. In order to be functional, this latter objective concerns exactly the delimitation of
the fields of application of the linguistic and cognitive patterns; solving problems arisen
by the transdisciplinary character of certain areas. We consider, however, that both
theoretical objectives and applicative ones will not become operational as long as,
language policy and planning “will not develop as a uniform subject of study as the
multidisciplinary field of human activity. This discipline / and its related activities will
have, especially in the context of globalization - the role to norm, to qualify and describe
an unexplored phenomenon of human civilization - starting from the foundations of its
identity and its respect in every aspect. This, all the more so when the European
globalisation policy encourages diversity at the sociocultural and linguistic level.

Author's Note: The paper “The impact of linguistic policies upon terminology/the translator” was
presented at the University of Algarve in Faro (Portugal). Because the website where the paper is shown is not indexed, we
republished the study in Studia Universitatis Journal, rated by CNCS and indexed in international dababases.
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GANDIRE $I COMUNICARE N CIVILIZATIILE ORIENTALE
Thinking and Communication in Ancient Oriental Civilizations

Eugeniu NISTOR!

Abstract

As basic aspects of human action, thinking and communication are the very ontological condition
of man in the universe, which has supported him not only in biological living, but also in going through
moments and periods of deep transformations and complex metamorphoses in public life, along centuries.
Congruence between thought and communication can readily be identified in ancient myths of Oriental
peoples: Enuma Elis, the Epic of Gilgamesh — Sumerians, Tep Zepi, King Shabaka’s Inscription, Hymn to Isthar —
Egyptians, the Bible — Hebrews, the 1edas — ancient Indians, the Book of Changes — the Chinese etc. In the
same way, the oldest writings (made on papyrus, animal skins etc.) contain the very first proverbs and
philosophical meditations of mankind.

Keywords: thinking, being, communication, evolution, intellect, myths, papyrus, proverbs

Regardless of the angle from which we approach Man and the World, all opinions,
beliefs and human ideas can be conveyed, transmitted or made public only by the subtle
and various ways of communication, the more so as even “transmitting” itself requires the
mobilization of thinking, Therefore we can say with certainty that philosophy is in full
agreement with the phenomenon of communication, both “activities” being looked upon as
fundamental aspects of anthropogenesis, their ambivalence in action and manifestation — in
brief, to think and to communicate — is the very ontological condition of human individuals in
the universe, which clearly distinguishes them from other “communicative” creatures from
lower kingdoms, led only by primal instincts.

Structuring human knowledge in distinct compartments, according to evolution of,
better said, positioning, not to damage the creationist version, we obtain, in a brief
description, the following gradual szeps, well defined from an ontological point of view: 1.
The mineral kingdom exists and is positioned in space and time; 2. The vegetable kingdom
exists, lives and is endowed with certain rudimentary instincts, communicates and is
positioned in space and time; 3. The animal kingdom exists, lives, feels, communicates, is
mobile and always occupies a certain place in space and time; 4. Human individuals are
above the elements of all kingdoms: they exist, they live, they feel, they are mobile and
always occupy a special place in space and time, they think and communicate both in their
social area and beyond it, and the ideas they convey reveal at least something of their feelings
and emotions and sometimes they even turn into “models” of the world’s priceless spiritual
heritage (of course, this happens quite rarely and if we want to be fully elucidated in this
matter, we should enter into details pertaining to axiology, which is not our intention).

The question arises whether man, reaching or being placed (more or less
comfortably) on top of the trophic chain, is able to influence and change the natural
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ontological course of the other creatures. In his study about variations, Charles Darwin made
misleading statements concerning this issue: “Man has no possible way of altering the
absolute conditions of life; he can neither change the climate of any country, nor add a new
element to the ground; but he can move an animal or a plant from a climate or a ground to
another and give them food to which they were not used in their natural condition. He that
believes that man influences nature to cause variability is deeply wrong” (U However, the
British scientist could not possibly anticipate the major technical inventions of the 20t
century, based on which scientists can rapidly change the standard habitat conditions of any
creature in the world: let’s think of irrigation and the transformation of large areas of the
African Sahara into agricultural lands or the reckless deforestation (also caused by economic
needs) of South American woods and the removal of the luxuriant vegetation from more
and more extensive regions of Amazon, in order to transform these areas into arable land.
See also the successes obtained in research laboratories in point of reproduction of various
species of plants and even cloning animals — and we have the picture and the dimensions of
this huge range of possibilities achievable nowadays, let alone the projected space stations
on the Moon or Mars, the achievement of which would suddenly propel earthlings into
galactic beings.

Of course, we cannot ignore the vital energy of individuals belonging to lower
kingdoms, which accounts for the diversification of species and their adaptation to different
climatic conditions (due to natural causes or artificial interventions). At this point, we
cannot but totally agree with Darwin claiming that “variability wouldn’t occur if organized
beings didn’t have an inherent tendency to variations...” @ Mention should be made,
however, that adaptations and mutations - hard to deny even by the most skeptical
researchers of natural selection of species — persuade and validate the concept of transformism,
perhaps the most glorious in the whole structure of Darwinist thinking. Subsequently,
certain proponents of Darwin’s biologist philosophy extended the influential area of
transformism to interpersonal relationships, defining socia/ Darwinism - a sociological trend
stated in the second half of the 19% century, glorifying violence and war, maintaining that
all social convulsions and the whole range of human conflicts occur “in accordance with
nature” and human societies are also subject to the laws of natural selection.

Returning to issues of congruence, we must emphasize that both the process of
thinking and of communication are complex operations of the intellect, highly involving the
energy of the 14 billion of nervous cells in the human brain, in its various connections,
networks and relationships. Experts have established that this “machine” of human thought
possesses an operational capacity so vast that, if a computer were built to equate it in terms
of effectiveness, its circuits would occupy an area of several hundred square meters. Our
surprise today, more or less philosophical, is justified precisely by this huge “unity” of
intelligence of human individuals, which has its origins and abode in “the potential of those
billions of cells of the most perfect computer created by man — the human brain.” @ Yet,
we should not forget that all these astonishing metamorphoses “are taking place because
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many of the nerve cells make it possible for humans to communicate with what is
outside.”®

Man’s permanent strive for knowledge often overlapped and intertwined with his
desire for action and social impetus or organizational initiatives within or outside the public
space where he leads his daily life. These are spontaneous and perpetual tendencies to
harmonize with nature. However, our formulation would not be complete and
comprehensive unless we specify that all human events that we mentioned above are
carried out solely under the large and generous umbrella of communication and social
networking, which has the capacity to unify, like a mysterious bond, all these existential
actions, inspiring them and, ultimately, placing them under the effigy of a final goal.

Although human communication is as old as humanity itself, we shouldn’t forget
that there are differences between past and present, both in point of forms of thought and
ways of communication. Moreover, nowadays we witness the phenomenon of mind
changing, which is fundamentally an act of “reconsidering and reorienting the vector of
thought...” ©

In terms of thinking, the very first human creations did not exceed naive meditation,
being rather pre-philosophies or proto-philosophies that give extremely vague and
schematic explanations about the world, through myths and fancies; we speak of
theogonies, cosmogonies and and anthropogenies characteristic of certain ancient oriental
populations, transmitted and communicated through rituals of mages and druids that not
only expressed but also imposed their views on issues about the origin of gods, the origins
and the organization of the World, the position, the role and the mission of human
individuals therein. On the other hand, in terms of communication modalities, in this eatly
stage, this entire “mythosophy” was transmitted orally from one generation to another,
because the Thought and the World were floating beneath a Heaven populated by
divinities!

Among oriental peoples’ contributions to the evolution of human spirituality we
can’t possibly ignore the famous Law Code of Hammurabi (enforced during his reign, between
1728 and 1686 BC), which is the first inscription of major legal provisions, some of which
are still valid, the myth of Ennuma Elish (“When Above”) or The Epic of Gilgamesh, both
representing and communicating beautiful Sumerian stories that occurred in Mesopotamia’s
heavenly space, between the rivers Tigris and Euphrates, at the dawn of history. In those
settlements of the ancient Sumerian Neolithic civilizations, were also discovered clay tablets
bearing the first proverbs of mankind. They have wider significance, as they represent not
only the wisdom of those sedentary people (living three and a half millennia ago) that
wished to eternize their oral traditions and their own reflections on the World,
demonstrating a keen sense of eternity, but they are also significant for the whole of
humanity that was starting — then and there, and perhaps, elsewhere too — on the hard and
dangerous way to gradual spiritualization and humanization.

Although they are not proper philosophical concepts, these flashes of thought have
a depth of their own and ask questions about various aspects of society in those times, as
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shown in superb interrogations about the causes and the effects of certain actions: “Can
you make children without making love?”’; “Can you put on weight without eating?”’; they
also approach ethical issues, speaking about lazy fellows or people with bad reputation:
“Just put them in water and the water gets stinky; just take them in the garden and the fruit
get rotten” © Some words of wisdom raise questions about the stability of the population,
about peace and tranquility, openly criticizing armed conflicts; they express opposition to
any kind of aggression and a clear preference for peace and its safeguarding: “The fortress
whose guns are weak won’t chase the enemy from its gates®; or “You go and conquer the
country of the enemy; the enemy comes and conquers your country.” Despite their
naivety and simplicity, these precepts, thanks to their substance, sometimes even touch...
the theory of communication, revealing the professional status of the “writers” in various poses —
whether or not they were educated, whether they had or not communicative competences:
“He is a servant who really studied the Sumerian language”; or “What kind of a scribe is he
who doesn’t speak Sumerian?”’; or “A scribe whose hand runs as the mouth dictates, here’s
a scribe worthy of the name!” ®

Sumerian myths and reflexive skills are completed by the Egyptian Tep Zep: myth
(““The First Time”), describing the golden age of mankind, “an age of absolute perfection
that existed before anger, noise, fight and disorder had appeared, when there was neither
disease nor death.”® With ancient Egyptians, writing — as an advanced form of
communication and “eternizing” knowledge acquired in the sacred temples — gains
increasing importance so that the god Toth is recognized as “the inventor of writing and
master of language, the very symbol of intellectual operations in general, and patron of the
scribes.”( Dating back to 712 BC, The Inscription of King Shabaka is an example of the huge
generating forces ascribed to the word, mentioning that: “1.All human beings and all
animals live under the faculty of Ahtum (the sun at zenith); 2. The word repeats the heart-
thinking; 3. The tongue gives birth to the just and death to the unjust; it creates when it
utters the word; 4. Language is Toth (the Sage) whose power is greater than that of the
gods...” () Therefore, the word becomes power and he who possesses the word possesses
the power. This is explicitly specified in another Egyptian writing, “Hymmn to Ishtar”: “The
word masters you. The word is in your power. The secret word, the word that comes from
heaven and was sacred...” 12 We can easily note the analogy with a text of the Bible,
namely the one in The “Gospel of John™: “1. In the beginning was the Word and the Word
was with God and God was the Word. 2. In the beginning the Word was with God. 3. All
things were made through Him and without Him was made nothing that was made. 4. In
Him was life and life was the light of humans.”3)

This fundamental book of mankind, The Bible (from the Greek byblos — book) also
known as The Holy Scripture, has two main parts: The Old Testament, containing 45 books
dealing with concepts of life, the wisdom and morality of the Jewish people — a legendary
people settled on the Mediterranean coasts, under the authority of Persian Empire, for a
while — and The New Testament , containing 27 books, and being a huge monument of
human spirituality. The original books of the O/ Testament were written in Hebrew and
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some parts of them (Maccabees) in Aramaic, while the books of the New Testament were
handwritten in Greek. According to specialists, the Bible was compiled over a period of
1600 years, the oldest part of it (#he Book of Job) being written about 1500 years BC, while the
last book (The Revelation of John) was added only in 96 after Christ. Despite the large number
of texts and the long period of time in which it was compiled and the numerous additions,
though its pages were written by about 40 authors, differing in point of social position
(kings and emperors, shepherds and fishermen) of which the most prominent author of the
Old Testament was Moses, who wrote the first 5 books (Genesis, Exodus, Leviticus,
Numbers, Deuteronomy) and the author of the New Testament was Apostle Paul who
wrote 14 episodes of the Bible (from the Epistle to Romans to the Epistle to the Hebrews), other
prominent writers of the O/ Testament being king David (who confronted the giant
Goliath), the author of the Psalms, and emperor Solomon (who wrote the Song of Songs,
perhaps, to pay homage to the Queen of Sheba, and also the Proverbs and the Ecclesiastes) —
the biblical text is amazingly cursive and comprehensive! We shouldn’t forget that a large
part of the Holy Scripture was written under heavy persecution, and we have in view
especially the books of the New Testament. Initially, the biblical text was handwritten on
papyrus, with implements made of reed, which scribes would soak in some kind of ink that
was prepared from resin and soot. Later on, certain fibers extracted from plants were used;
calligraphers would write on parchment, with feather writing quills, using oil lamps or
candle lighting. Unfortunately, no manuscript of the time was preserved. However, about
500 years after Christ, a group of Hebrew scholars, the masoreti, assumed the moral
obligation to produce copies of the Bible, as close as possible to the original, for
generations to come. For this purpose they set some very strict rules that had to be
observed by all copyists: scribes were not allowed to write even a single word from memory
and had to always look at the original text, noting each spelling rule before transcribing the
word itself. Even more than that, they counted the words on each page and, for any
slightest mistake, the page was destroyed and the guilty scribe had to start working out
again. Therefore, when those old manuscripts written on animal skins were discovered in a
cave of Qumran, near the Dead Sea in 1947, upon close examination, experts proved and
demonstrated the great accuracy of the Hebrew copyists. Thus, the heritage of mankind
enriched with a book that continues to communicate (thoughts, precepts, parables and other
elements of wisdom) without exhausting its spiritual load for over two thousand years.
Elements of recognition and assumption of the power of words can also be
identified in the four books of the Indian Vedas (Rig-1"eda = The book of stanzas or hymns,
Sama-1"eda = The book of songs of praise, Yajur-1"eda = The book of sacrificial formulas,
Atharva-1"eda= The book of spells) and in the ancient Chinese Book about dao transformations
and power — which clearly demonstrates that people of those times were moving about and
communicating and their ideas were also moving along with them, covering huge distances
(considering the means of transportation they used), crossing and interfering continuously
and eventuating in cultural exchanges and borrowings that still amaze us today. Let’s note,
for the moment, that it’s the epoch of “books” in scrolls as a means of written
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communication, with a rich conceptual content, using various support materials, such as
papyrus, animal skins, paper etc.

Having researched the same cultural-philosophical space, an ancient commentator
maintains that “the Magi are more ancient then the Egyptians; they believe in two
principles: a good demon and an evil demon, the first one called Zeus or Oromasdes
(Ohrmazd), the latter one called Hades or Areimanios (Ahriman) ...” 4 It is, without a
doubt, a reference to the dualist conception of Iranian Zoroastrianism, dating from the 7t -
6t centuries B.C. The same Greek chronicler writes about the gained primacy in the
invention of philosophy by Thracian Orpheus, through discovering the intuitive power of
music, with its talent of structuring and relaxing people, through deep reflection on the past
(looking back, to Eurydice), by proclaiming the soul-body dualism and considering the
body as the prison of the soul — all being innovative ideas in times of yore, when human
thinking was left to drift under the veil of mists...

Translated by Ileana Sandu
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THE SIGNS OF THE AESTHETIC IDENTITY OF ION CARAION’S
POETRY

Sorin IVAN!

Abstract

Ion Caraion is one of the most interesting lyrical voices of postwar Romanian literature. He
begins under the sign of apostasy, as one of the leading representatives of the "war generation", advocates
the detachment from the literary tradition, the renewal of poetry, in mission, vision and poetic language.
Through his poetry and attitude towards the totalitarian regime, he falls victim to the political system and
goes through the inferno of the communist gulag. His life is marked by the memory of suffering, torn out
by compromises and by the option without return for the exile. It is reflected in his "black" poetry, which
develops a bleak, violent vision upon the existence, of an inexpiable tragism. Biographically, Caraion is a
tragic case of the East. In his poetry, he assimilates the influences of the major literary movements and
experiences in Romanian and universal poetry. He creates a poetic universe of great complexity, in which
the lyrical modes of expression, covering an extensive range of aesthetic metamorphoses and versatility,
contribute to the affirmation of a new poetic formula, proper to the poet. The literary identity of this
poetry is constructed of a series of aesthetic signs. By its twofold determination, aesthetic and existential,
this intense lyrical expetience is rooted in the great poetry and in the fertile in suffering territory of a tragic
existence. Caraion’s poetry remains an aesthetic challenge for contemporary literature.

Keywords: black poetry, violent vision, tragism, aesthetic signs, poetic identity

In the universe of great complexity of Ion Caraion’s poetry, some fundamental
aesthetic features stand out. Not only that these particularities are iconic elements for
Caraion’s poetics, but they also make out a strong case for the modernity of his writing.
They are the signs of the aesthetic identity of lon Caraion’s poetry in the Romanian literature:
the antipoetic and anti-aesthetic poetics as a way of revolutionizing the poetic canon, the
aesthetics of ugliness at the level of vision and expression — aesthetic and stylistic
instrument of the new poetry, the lexical investigations and the systematic effort of
innovating the poetic language, the creative usage, with spectacular aesthetic effects, of
surrealist techniques in a modernistic poetic discourse, the imagism deriving from
surrealism, the metamorphoses of the poetic discourse, the deconstruction of the text, the
disintegration of language in poetically challenging formulas, with a high degree of novelty
in our post-war poetry, Expressionism as a fundamental aesthetic mark, which changes
the poem into a violent act and into a cry, the ultimate figure of this poetry. It is interesting
for us to see the way in which each of these defining aesthetic elements — identity signs —
are objectified in Ion Caraion’s poetry.

! Assoc. Professor, PhD, “Titu Maiorescu” University, Bucharest, Romania
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An anti-aesthetic Poetics

We can see from his programmatic articles and his manifesto poems that Caraion
delineates the direction in which his poetry will evolve: an a-poetic, anti-poetic and anti-
aesthetic poetics. This tendency expresses a new impetus that is spread throughout the era
and inspires the young rebels. However, his ‘newness’ is relative, since a radical spirit of
innovation had been displayed, not so long before, in the avant-garde literature. The anti-
aesthetic tendency is a constant of modern literature, of its innovative and revolutionary
spirit, which can be traced through its reifications from Baudelaire and Poe to
postmodernism and thereafter. New and interesting is the way in which this spirit is
objectified in Caraion’s poetry, a writer known to be outraged, from the very beginning,
by ‘innocence,” ‘reasonableness’, ‘geometry’ and so forth. He is animated by a kind of an a
priori revolt, which offers him the fertile ground for expressing the tendency to reject
everything that is old and outdated and build a new literary vision and thereby a new
poetry. In the series of metaphors on which his aesthetic diatribe is built up, the poet
incriminates a mentality that does not meet the needs of the modern spirit and denounces
the literary canon related to it, which is criticized in raging indictments as anachronic for
the aspirations of the new generations. The formula proposed by Caraion as aesthetic
program and poetic art is a ‘black and ugly’ poetry, meant to express real, frantic and
genuine life, the sordid, grey, daily reality, the cloudy aspirations of the soul, the life of a
human being throbbing with energy while being faced with a new genesis. The new
poetry, announced in the terms of an aesthetic messianism intended to change the man,
the world and to reclaim the primary meaning of being, places its stake, above all, on
anthenticity. And since life itself is not ‘beautiful’, with the meaning of literature’s aesthetic
perspective, poetry cannot be ‘beautiful’ either. With such a vision serving as premise of
creation, Caraion’s poetry from his first writing period, which is associated with an
outstanding debut, will turn to the plain, trivial, quiet, ordinary existence, towards the grey
and sordid areas of life, towards its dramas where suffering, pain and death are involved.
It is very important to note that the poetics which the author outlines as an ‘aesthetic’
direction is not only assigned to the first three books, but evolves and develops
throughout his entire work.

Paradoxically, in a way, by denying the aesthetics, the poet puts forth a new
aesthetics based on refusal and dismissal: thus, we are talking about an aesthetics of denial, of
rupture, erected on a series of negative categories. In other words, by repudiating the
aesthetics, the poet will build his own aesthetics, his personal artistic manner of
expressing his vision about the sensible reality of conscience and the external world. This
aesthetics of anti-aesthetic, anti-rhetorical and anti-poetic formula lays at the basis of
Caraion’s poetry, with its various metamorphoses, from the “classic” poem, molten into a
traditional paradigm, to the dissolved, deconstructed, fragmented and disrupted one from
the later books. The rejection of aesthetics as an aesthetic option is, from a psychological
point of view, a way of polemically referring to tradition, a way of dismissing the
established lyric pattern, for the sake of innovation and of a new order in poetry — a
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movement which carries challenges and major literary risks. From an artistic point of
view, such an attitude is symptomatic to the modernist poetry, an attribute of the modern
lyrics and a sign of the modernity of Caraion’s poetry, which transcends the time
boundaries of an age and expresses in an essential way the spirit connected to the

evolution of aesthetic ideas and patterns.

The aesthetics of ugliness

A fundamental means of developing the anti-aesthetic aesthetics cultivated by
Caraion is the aesthetics of ugliness. From Poe and Baudelaire till now, the modern poetry
has discovered, by investigating ugliness, a new aesthetics, with a fabulous artistic,
expressive and philosophical potential. In our literature, Arghezi made a poetic art out of
the aesthetics of ugliness, a programmatic way of revolutionizing the view on poetry and
the poetry itself, opening new horizons to it by means of knowledge and expression. In
Caraion’s case, the aesthetics of ugliness has two major models in Baudelaire and Arghezi.
From the beginning and throughout his work, the poet is influenced by Arghezi, both of
them sharing a unique interest for the one who wrote Les fleurs du mal. Inspired by the
French poet’s book, Arghezi writes Flori de mucigai (Mildew Flowers), poems which outrage
the literary mentality and reveal to the Romanian poetry new universes and stylistic
resources. As for him, Caraion signs a cycle of poems under a defiant aegis, with a
programmatic meaning: Cantece negre (Black Songs). The latter’s preference for the aesthetics
of ugliness is psychologically justified by his resentment, also animated by the spirit of the
period, towards a literary canon that has proven sufficiency and caducity in the rebellious
and idiosyncratic mentality.

The aesthetics of ugliness is a fundamental element of Caraion’s concept of poetry.
In his poetic universe, it acts both at the vision and at the poetic expression level.
Following a rough, cruel and aggressive perspective on life and reality, and, from the
artistic level, a “desecrating” vision on poetry, Caraion focuses the poetic act, as a way of
knowledge and expression, upon the obscure, vermicular, sordid and horrid areas of life.
In order to translate his vision at a discourse level, manifestation of a daring and
innovative endeavor, the poet needs a proper instrument which turns out to be the
language. To that effect, he introduces in his poetry words from the lowest layers of the
language, ‘ugly,” outclassed, humble, that lacks any trace of poetic artistry; he comes up
with terms from areas of decay, pathologic and patibulary, meant to attack and induce
horror to the reader used to aesthetic or intellectualist approaches in poetry. The author
finds such terms from the underground, the dark and swarming settings of language and
uses them in the poetic discourse, sometimes in shocking circumstances which strike,
aggress and attack the readet’s horizon of expectation. The effects are, for the most part,
spectacular, as such terms potentiate, strain and invest the discourse with an extraordinary
expressiveness. By making use of the aesthetics of ugliness’ unaesthetic language, which
carries the texts into a non-poetic area, poetry reaches unimaginable expressive capacities,
becoming itself a stylistic force and a gnoseological way of comprehension. With regard
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to the aesthetics of ugliness, Caraion continues what Arghezi had begun and had
magisterially accomplished, but even in a more aggressive and violent, sometimes, way,
both in vision and expression, than the author of Cuvinte potrivite (Adjusted Words).

The renewal of the poetic language

Through his poetry, Caraion contributes significantly to the innovation of the
poetic language. The aesthetics of ugliness represents one of the means of making this
groundbreaking step forward, although it is not the only one. The poet masters the
extended grounds of language, as a genuine squire of words, having at hand an entire
lexical and stylistic universe in the genesis and alchemies of his work. He is aware of it
and he admits it, not without pride, in an autobiographical confession. The process of
renewing language must be associated with the poet’s anti-aesthetic aesthetics, by means
of which he has the opportunity of transcending the space, aesthetically circumscribed, of
the ‘poetic’ words that are construing the poem in the literary canon’s restriction. Caraion
has much to say as his poetic universe involves complexities and tones in need of a
proper lexical body, capable to express them. To this effect, the poet invents his own
poetic language which he will perpetually enrich and reinvent, throughout his entire work.
There is no censorship and no kind of discrimination to stop words from entering the
vast lexical universe, with great expressiveness resources and from having an equal
ontological and aesthetical status.

Caraion’s poetry is defined by an extraordinary richness of language which includes
“poetic” terms or from the common language, trivial, dull, frail, pale, dry words and
apparently lacking any poetic potential, elevated words, notions and concepts,
abstractions and neologisms, rough, powerful words, sometimes marked by an aggressive
expressiveness. It also includes words from the vast and underground areas of ugliness, as
well as regional, archaic terms, remote, lost, forgotten words, strange vocables with
obscure meanings, though with great semantic and stylistic virtuality. Caraion uses this
luxuriant lexical material in the most unusual contexts, associates words of a blunt,
disarming concreteness with notional and abstract terms, mixes the semantic and
referential areas, creates new relations between the aspects of being, the mediums and
kingdoms of existence, within the framework of some unprecedented poetic scenarios.

He unleashes through his poems a fabulous offensive of words, in a major force
deployment, in an aggressive and impetuous style. By virtue of this lexical frenzy, the
poem become sometimes an avalanche of words, a dense, torrential, overwhelming
aesthetic reality which sets up semantic synapses in unlimited combinative possibilities, on
the levels and the extents of reading. The effects are spectacular both from the meanings
and the expressiveness’ point of view: the poem gets to express completely unexpected
new meanings, within the referential spaces opened by the poetic logic, becoming, by
means of the expressive force of words, a stylistic force. The poet is like a mine digger in
the labyrinthine and dark underground of language or an explorer in the jungle of words,
in a ceaseless undertaking research, aiming to renew the poetic language. The poet
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undertakes a daring role, an endless battle of pioneering in the fabulous universe of
language and poetic expressiveness, which he does not cease to carry, reaching and taking
hold of new territories, throughout his entire work.

Surrealism and imagism as aesthetic dimensions

Caraion begins to write and be perceived as a militant for the cause of poetry
innovation in a period of search and affirmation of the Romanian surrealists. In this
effervescence of identity definition, of literary delimitations, affinities and contaminations,
against the established aesthetic mentalities and realities, the poet could not keep himself
aloof from surrealist experiences. Within the framework of a structural openness towards
avant-garde poetry, surrealism is a fundamental aesthetic dimension of his lyrical universe.
Without actually being a surrealist poet, as the promoters and the militants of this
movement standing out from the avant-garde understood it, Caraion assimilates the
surrealist techniques of the automatic dictation and the unusual associations of terms and
exploits them in a creative manner in his writing. It is interesting to observe that Caraion’s
surrealism is not just a poetic manner, a stylistic turn of phrase, but it becomes,
throughout his writings, a structural way of thinking, a lyrical forma mentis, a real poetic
canon. He filters his lyrical ideas and revelations through the surrealist grid, a complicated
genesis from which new aesthetic forms, unusual metamorphoses of the poetic spirit
result. In this process, as if through an aesthetic purgatory, the poet’s arghezianism is
filtered through the surrealist experience, which leads to the stylistic augmentation of idea
and vision, like a miraculous transfiguration. This is what happens, in many instances, to
Caraion’s lyrics of Bacovian influence. This poetry’s modernist discourse, in which
various poetic elements melt at the high temperatures of the creation process, is
profoundly influenced by the surrealist poetics and techniques, in a substantial innovating
process that leads to complex and spectacular metamorphoses. The surrealist
transfiguration of the modernist poetry is an essential contribution, of great authenticity,
of the poet in the assumed effort to renew poetry and the literary canon.

Technically speaking, as we have seen above, the poet does this work of retrieval
and transformation with the help of two established surrealist methods: the automatic
dictation and the term associations exposed to hazard and to metalogic logic, of a poetic
substance. In Caraion’s case, as in the surrealists’ as well, dictation is a way of delivering
the ideas which populate in the inner universe. The censorship of reason is defeated and
the abolishment of mind control opens the gates of the self’s anarchist world. Often, in
Caraion’s case, this process resembles with the opening of Pandora’s Box, due to the fact
that the dictation brings to the surface from the inner hell and labyrinths of conscience
gloomy thoughts, dark ideas, obsessions, suffering, pain, trauma, sequelae, frustrations
and anguish, hate, despair, agony. Essentially, we cannot talk yet about an automatic
dictation in Caraion’s work as the surrealist poets practice (or pretend to be practicing). In
his case, dictation does not transgress, in fact, the control of reason: it represents a poetic
means to investigate and express the conscious and subconscious, a way of transcending
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the borders of logic, a path towards a greater freedom of the poetic act, partly
emancipated from the rigors and constraints of canonical thought. Thus Caraion’s poetry
is born from the combination of the rational process with the dictation technique in a
comprehensive poetic act that explores the territories of reason, fatally limited, but also
the infinite irrational ones, in which the spirit does not encounter any limit. At the poetic
level, this complex process of genesis is objectified in discourses undermined by lack of
meaning, that appear to be simple notations, or telegraphic recordings of ideas
anarchically sequencing in the inner universe, a more or less precise registration of the
flow of consciousness. Hence the impression of hazard in the coagulation of the poetic
text: but it is a controlled hazard, because, beyond the appearances of the semantic void,
there are hidden, in virtual, dormant state, meanings waiting to be discovered through the
act of hermeneutics. On the other hand, lexical and semantic associations are for Caraion
a vast maneuver space, practically unlimited, where anything is allowed. The poet joins
together, pairs, agglutinates words from different referential areas, sometimes in flagrant
semantically discrepancy, terms without mutual affinities, notions, concepts, abstractions
with vocables of disarming concreteness and materiality. The result is shocking —
spectacular associations, with an expressivity that is hard to reach through the usual
stylistic techniques, and aesthetic entities with infinite possibilities of covering the poetic
universe.

Most of the times, from these constructions there are born zzages that embody new
ontological and gnoseological dimensions of being — from a multi-dimensional, endless
poetic universe —, otherwise inaccessible. Surrealist images are a kind of sequences in an
essential, archetypal reality of existence from an smaginal world, where the spirit
communicates freely with idea, the borders between things and being are dissolved, where
revelations, illuminations, or nightmares are taking place. From the poetic associations
and from the images they create, it is shaped another aesthetic dimension of Caraion’s
poetry, iconic for its poetics: the imagism. Such a stylistic and aesthetic feature explains the
visnality of Caraion’s poetry, an effect of its way to express through representations of
optical nature. Born from the surrealist alembics of hazard and free fantasy, the imagism
is an iconic aesthetic phenomenon of Caraion’s poetry, symptomatic for its modernity

and originality, in its versatile and always surprising objectifications.

The deconstruction of the poetic discourse

But maybe the most visible sign of originality, modernity and novelty of Caraion’s
poetry is the deconstruction and the disjunction of the poetic text. If, in the first volumes,
the poems are following traditional patterns or modernist structures, based on the
freedom of the blank verse, along the way, after the long silence, in his aesthetic maturity
years, the poem enters in a deconstruction phase with dramatic effects in terms of form
and poetic substance. With Caraion, this process unfolds in special stylistic conditions,
which explain its novelty and singularity in Romanian poetry. The text traverses a gradual
decomposition, leading to extreme defragmentation, decomposition and disintegration.
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Such technique suggests the tectonic movements that take place in the consciousness, the
dissolution of the self under the ontological tension. Therefore, the discourse becomes
discontinuous, scattered with big pauses and syncope, disseminated and crumbled like an
image of the inner universe, reflected in the text’s mirror. This decomposition
reverberates from the text’s horizon to the level of meaning. In other words, the
advanced process of deconstruction addresses not only the discourse, but also the
meanings expressed by it. The poem goes through a semantic alienation associated to the
material, textual, discursive one, as a reflection of the inner state of emergency. The crisis
of consciousness expresses itself through the crisis of the text and the crisis of meaning. The
deconstruction works on vertical plane, in the depth of the poem, in the multiple levels
and layers of the text’s meaning, and also horizontally, at the surface of the discourse,
having significant effects. The new reality of the poem, resulted from discontinuity and
fragmentation, partly explains the difficulty of Caraion’s poetry, already complicated
enough because of the nature of the poetic thought of its author, based on encryption and
obscuration. The deconstruction of the speech constitutes for Caraion the technical
means of expressing an adrift interiority, a universe on the verge of destruction along with
the alienation of the self. The poet takes this process to the last stylistic and aesthetic
consequences, in a daring act of creation which assumes an evolved poetic consciousness
and a deep vision of the poetry as a means for knowledge, expression and liberation. He
could be placed in a sort of zextual surrealism, in the larger context of the extreme modernism,
of avant-garde essence, that the poet practices and that becomes a stylistic mark iconic for his
poetry.

The fragmentation, obscuration, the hermeticism and other negative categories
identified by Hugo Friedrich in his aesthetic system as central attributes of modern lyrics,
to which we can also add the deconstruction of the discourse and message (Derrida),
define aesthetically Caraion’s poetry from this important phase of his becoming. The
dramatic process of deconstruction at the level of the poetical idea and text places
Caraion in modernity and literary actuality, perceived not only in their temporal
determinations, but also within a state of mind permanently connected to the poetry’s
metamorphoses in its modern and postmodern becoming. The spirit of continuous and
systematic search for new ways of expression defines Caraion as a prodigious
experimentalist, a poet of an avant-garde structure, not only through his literary option,
but mostly through his poetic thought, which assimilates, investigates, and invents
aesthetical and stylistic formulae through a creative act unfolded at high intensities.

Under the sign of Expressionism

A last sign, the leading and iconic sign of Caraion’s poems, its basic aesthetic figure,
linked to the very essence of the lyrical experience, is its expressionist feature. As we have
noticed, this poetry exceeds the limits of modernism as such, or even those of
neomodernism, as a recovered and reedited version of modernism in new contexts,

placing itself in a spiritual state of modernity, an essential way of the spirit in its reference
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to the aesthetic realities in continuous becoming. In the context of its modernity,
Caraion’s poetry defines itself psychologically and aesthetically through a structural
expressionism that crosses it from one end to another, in any of its stylistic or discursive
metamorphoses. The aesthetic becoming of this poetry takes place on the essential
coordinate of expressionism: the _Arghezianism, the Bacovianism, the avant-garde, the
modernism, and the neomodernism of the poet develop in the frame set of an
expressionist vision that imprints its deep mark on the indeffable matter of the poetic idea
and substance. This explains the aggressiveness, the violence, the roughness of this poetry
that turns into a cry, the gloomy, dark representations of the poet, driven by pessimism,
the nihilistic ontology and its tragic tone.

A fundamental sign of identity, Caraion’s poetry is the #ragic poetry of the post-war
Romanian literature, conveying with such unprecedented tension and intensity the
devastating crisis of the conscience. Caraion is a fragic poet, a psalmist of suffering who
cries in vain, a prophet of nothingness and death. His cry, transfigured in aesthetic hypostases,
transcends the limited frame of existence, and the horizon of finiteness and becomes,
beyond time and times, a tragic and symbolic testimony of the human being, an iconic
and archetypal form of poetry, as a fundamental way of being, confessing and knowing. A
sign of the force and dignity of the spirit that fights to the end. A sz of the great poetry.

An aesthetic challenge to literature

All these poetic properties are the essential aesthetic signs of the literary identity of
Caraion 's poetry. They are the structural elements of his poetic universe, fascinating in its
themes and their aesthetic objectification. In terms of aesthetics, this poetry is a creative
laboratory, in which the poet, like an alchemist of ideas and words, experiments and
invents literary formulas in a complex process of poetic creativity. The aesthetic formulas
of the poetry are the poetic support of the ideas that populate the lyric universe, in
spectacular literary metamorphoses, proving novelty and originality. In the horizon of
ideas, it is a poetry of searching, suffering and despair. Based on its biographical
determination, in a higher, symbolic, plane, it transcribes poetically the human being’s
rebellion against the absurd and the hazard which dominate the world, against the cruelty
of existence and destiny. Man has no chance in this universe, is a priori convicted, the
birth is the entrance into death. Love, the essence of life, the illusion which man clings on
looking for happiness, is itself “the pseudonym of death”. To understand Caraion’s
poetry, we must consider his life, a tragic existence, in the political and ideological
conditions of the communist regime. The existence is reflected in poetry, essentialized
and transfigured. His poetry can be, therefore, read as a testimony, as the confession of a
victim of ideologies, of the communist gulag, of time and destiny, as the essential image
of this ontological adventure, exemplary in its tragism. In its ultimate significations, this
poetry is a tragic confession, aesthetically transfigured in remarkable poetic
metamorphoses, a challenge to meditation, an aesthetic universe still to be discovered.
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Caraion is a singular poet, through his lyrical universe, hard to fit in a stream or a
formula. Although our contemporary, part of the recent history of Romanian literature,
he is an almost forgotten poet today. The modernity of his poetry lies in two fundamental
aspects: the aesthetics of poetry, which, by its formulas, anchored in the fertile ground of
Romanian and universal poetry, responsive to the latest trends, affirms a great poet, and
the poetic universe, which, by its themes, is enrolled in the eternal actuality of the human
being, a universe built on the key themes of man in the great ordeal of the existence, on
his questions, obsessions and fears. In this aesthetic and conceptual context, it still has a
high poetic interest. Caraion's poetry remains a cry of revolt to the human condition and
for the chances of the human being, an aesthetic challenge to the literature of today and

tomorrow.
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EXILUL LITERAR ROMANESC POSTBELIC - ACCENTE SI NUANTARI
NECESARE

Romanian Post-War Literary Exile - Necessary Accents and Nuances

Dumitru-Mircea BUDA!

Abstract

As it is interweaved with the rise of nations and the fall of the great European empires, the exile
encodes, in its morphology, the effects of the global political conflicts from which the two global wars of the
century arise. The installation of two successive totalitarianisms, Fascism and Communism, generates two
corresponding exiles in Europe, the anatomy of which we decided to study complementary, by reciprocal
mirroring, according to John Neubauer suggestions.

Keywords: exile, literature, communism, fascism, Monica Lovinescu

1. Preliminarii

Daca am efectua o diviziune a istoriei contemporane a fenomenului, s-ar putea
afirma ca exilul european al secolului XX incepe, de fapt, abia dupa primul rizboi mondial.
Din punctul de vedere al exilului, mai ales, e un argument suficient pentru a-1 numi, asa cum
tace John Neubauet, ,secolul scurt”. E evident, credem, ca exilul din acesti aproximativ 80 de
ani a fost, in spatiul european, infinit mai dureros si de o certa anvergura fata decat acela din
secolele anterioare. Exilul de secol XIX paleste considerabil in comparatie cu efectele
traumatice din constiinta celor abia eliberati din persecutia Holocaustului sau a Gulagului.

Aceasta nu inseamna cia nu pot fi distinse, in secolul XX, diferente la nivelul
experientei exilului. Dincolo de ele, insa, e o mare identitate a substantei acesteia, in sensul
ca atat fascismul cat i comunismul au produs forme de suferinta si exil interconectate,
omologabile. E motivul pentru care Neubauer crede ca ,,Cele doud totalitarisme care an flagelat
secolul trebuse privite in lumina reciprocd, si in oglingile reciproce, nu neapdrat pentru cd an fost identice in
esentd san forme de manifestare, ¢ pentrn cd intelegerea validd a unuia implicd inevitabil cunoasterea
contexctului celuilalt’.

Referindu-se la antologia celebra realizata de Eva Behring — Grundbegriffe und Autoren
ostmittelecuropaischer Excilliteraturen (1945-1989) | Concepte de bazd si autori din literaturile exilelor
Est-Central Europene, acelasi Neubauer observa cd, desi e excelent documentatd, aceasta
rateazd oportunitatea unei astfel de iluminari mutuale, focalizandu-se exclusiv pe exilurile
postbelice din regimurile comuniste. Paradoxul e ca scriitorii care se refugiau de sub
totalitarismul stalinist se asezau, deseori, In comunitati cu retele sociale de imigranti care
erau construite atat din cei care fugiserd de fascism cat si din aceia care il sustinuserd intr-o
forma sau alta.

E si cazul, inutil si mai addugam, exilului romanesc din timpul comunismului si,
implicit, al sotilor Ierunca. Acesti exilati impartasesc experienta amara a exilului dar nu pot,

! Assist. Professor, PhD, “Petru Maior” University of Targu-Mures
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sub nicio formd, sterge diferentele asupra viziunilor lor si a ideologiilor de grup. Mai exact,
chiar daci riscant de simplificator: refugiatii din calea nazismului sunt predominant evrei sau
intelectuali de stanga, in vreme ce aceia care fug din calea comunismului sunt militanti anti-
comunisti (cazul familie Ierunca), comunisti reformati (cazul exilatilor post-1956 din
Ungaria sau a celor post-1968 din Cehoslovacia), profund deziluzionati de tradarea
idealurilor lor politice.

Tocmai aceste diferente, dintre conditiile exilatilor proveniti din fostul spatiu de
dominatie al nazismului si aceia care provin din regimurile comuniste, mandateazi un
asemenea studiu in complementaritate. Relatia dintre primul val de imigranti — proveniti din
nazism si al doilea — anti-comunistii - nu urmeaza pur si simplu logica cronologiei, ci arata
cum fenomenul ulterior a fost conditionat, in fond, de primul. La un nivel mai teoretic, zice
Neubauer, prin niste meta-reflectii ce incearca sa sistematizeze perceptia exilului, pot fi trase
concluzii din ambele experiente, ca si din acelea cazurilor mai recente de exil European sau
global, expatrieri, refugii sau cereri de azil politic.

Teoriile moderne ale exilului incep sa fie sistematice odata cu opera Hannei Arendt,
cu Theodor Adorno si cu alti exilati fugiti din calea nazistilor. Unii autori contemporani, ca
filosoful italian Giorgio Agamben, isi stabilesc punctele de plecare in ideile Hannei Arendt.
Nici gandirea politicdi a Monicdi Lovinescu nu procedeaza diferit, pentru ea contand si
nuantele produse de un Alain Besancon, de pilda.

Alti cercetitori, ca palestino-americanul Edward Said si adeptii post-colonialismului,
aleg sa porneasca de la reflectia asupra exilului fortat din Europa. Cea mai importanta
pentru delimitarea, oricat de aproximativa, a exilului european din care fac parte Monica
Lovinescu si Virgil Ierunca ni se pare, si ca aplicabilitate, perspectiva pe linia Arendt-
Adorno— Agamben.

Dar perspectiva aceasta nu poate fi coerenta fira o reconsiderare din unghiul
experientelor de exil produse de comunism si de modurile noi de comunicare, de emergenta
unui univers informational, incepand cu revolutia mediatica din deceniul 6 al secolului XX.
Daci exilul din calea nazismului e esential pentru a evalua antecedenta exilului din
comunism, acesta din urma il poate aseza pe primul In lumina comprehensiva,
retrospectivd, a propriei experiente, reevaluand scrierile Hannei Arendt sau pe ale lui
Adorno.

Anul in care Monica Lovinescu si Virgil Ierunca reusesc sa ramana la Paris, cerand
azil in urma sosirii cu burse de studiu, 1948, e acelasi an in care se refugiaza in capitala
Frantei ungurul Laszlo Cs. Szabo, ajuns, ulterior, in Italia, iar apoi stabilit in Londra.

O alta observatie pertinentd a lui Neubauer se refera la diminuarea fluxului
emigratiei Est-Vest in anii saizeci - ,,Exilul ¢ mult diminnat ca aflux, dinspre intreaga Enropd Est-
centrald, in deceninl sase”, spune criticul. In Romania, fenomenul se explicd prin celebrul
,».dezghet” cultural, care iluzioneazi, temporar, in acesti ani, mare parte din intelectualitatea
romaneascd, popularitatea lui Ceausescu crescand considerabil (mai ales o data cu criticarea
invaziei Cehoslovaciei din 1968). Totusi, Tezele din 1971, care readuc literatura in spectrul
alienant al cenzurii, al controlului ideologic, provoacd seisme puternice la nivelul
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constiintelor si reapare problema disidentei si a celor doud forme de exil — cel interior,
numit in genere, in critica literard romaneasca ,,registentd prin culturd” — cu o sintagma lansata
de filosoful Constantin Noica, respectiv acela inspre Occident. Desi guvernul incearca sa
impiedice fenomenul — inclusiv prin arest la domiciliu, inchiderea granitelor, refuzul de a da
pasapoarte, un numar de scriitori prestigiosi reusesc sa plece, mai ales datorita protestelor
publice internationale pe care le alimenteazd si coordoneaza, intr-o tactici tot mai bine
definita, Monica Lovinescu la Radio Europa Libera.

Dramaturgul si poetul Gheorghe Astalos e unul din numele proeminente ale
perioadei (ajuns in 1971 la Paris), si e urmat, cronologic, de Dumitru Tepeneag, care, dupa
momentul desfiintarii de catre cenzurda a grupului sau suprarealist-oniric, devine un critic
acerb al regimului si i e retrasd cetdtenia, in timpul unei calatorii in 1975, fiind fortat sa
ceara azil politic in Franta. Alt membru al grupului oniric, Virgil Tanase, director al
Teatrului National din Iasi, publica primul lui roman in Paris in 1977, iar regimul ii ofera un
pasaport doar pentru a scapa de efectele din interior ale protestului lui. Urmeaza Paul
Goma, in 1977 si Petru Popescu — stabilit la Los Angeles.

Exodul din anii 80 il are, probabil, in prim-plan absolut, pe Ion Caraion, care cere
azil politic la Lausanne in 1980, dupa decenii de persecutie in tara. Eliberat de la Canal in
1955 si rearestat in 1958, muncind in mine de cupru, e eliberat definitiv in 1964. Exilul lui in
Occident e scurt, timp de 5 ani, ultimii cinci ai vietii. Alt nume cu rezonanta din lumea
scriitoriceasca a anilor 80 e acela al lui Dorin Tudoran, intrat in greva foamei in aprilie 1985,
cand i se respinge cererea de emigrare. Dupa 42 de zile de greva, i se acorda pasaport, din
nou - datorita interventiilor mediatice ale Monicai Lovinescu.

2. Accente posibile, nuante

Atata catd este, istoria exilului literar romanesc e surclasatd net, ca interes si impact
cultural, de contemporaneitatea sa postdecembristi. In care s-a revirsat si istoria
ultrarecentd, de ultima data, a evolutiei exilului literar din timpul comunismului. De altfel,
suntem tentati si credem cd, la noi, exilul literar devine cu adevarat o dimensiune
importanta a discursului cultural si o conditie autentica a scriiturii abia incepand cu anii 50,
cand incepe exodul intelectualilor anticomunisti din calea noului regim totalitar. Exilul
anticomunist al secolului XX se defineste mai degraba prin diferenta decat prin continuitate
fata de formele istorice ale instraindrii pe care literatura romana le-a Inregistrat anterior.
Diferenta majora provine din anvergura emigratiei, dar si din accentuarea sorgintei politice a
acesteia. In plus, pe masurd ce urca pe scara cronologiei, exilul pare sa se vindece de
complexele de inferioritate ale unei mici culturi marginale, de perplexitatile si frustririle de
tot soiul fata cu strainatatea si scriitorii se instaleaza mult mai natural in culturile de adoptie,
reusind sa treacd proba universalitatii operei.

Prima varsta a exilului literar romanesc ar fi chiar aceea a inceputurilor scrisului in
Principate — epoca cronicarilor, a lui Miron Costin si Grigore Ureche, urmati de exilul
pasoptist, fortat de esecul revolutiei din 1848, ai cdrui protagonisti sunt Heliade-Radulescu,
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Bolintineanu sau Bilcescu si ale cirui resorturi sunt descrise in cartea lui Florin Feifer,
Semmnele lni Hermes.

Nu lipsit de spectaculozitate e exilul ,,feminist” al aristocratiei interbelice, incluzand
tiguri ca Elena Vicirescu, Anna de Noailles, Maruca Enescu sau Martha Bibescu, toate
faimoase pentru alchimia amicitiilor lor literare si pentru cultul mondenitatii. Prin ele, exilul
cultural romanesc dobandeste prestigiu si notorietate in epoca interbelica dar si ulterior,
putandu-si revendica, in anii comunismului, o traditie de noblete si un oarecare blazon.

mwotartul” exilului anticomunist il dau intelectualii generatiei razboiului, in primul val
al carora se stabilesc in Occident si marile nume ale generatiei 30 — Eliade, Cioran, Eugen
Tonescu, dar si Stefan Baciu, Vintila Horia, Al. Cioranescu, Aron Cotrus sau Monica
Lovinescu si Virgil Ierunca. Odata cu ei, exilul devine o optiune destinald dictatd de ratiuni
politice si incepe sa-si calibreze instrumentele militante, pregitindu-se sa initieze desant-ul
mediatic asupra regimului comunist din tard. Primul val de exilati anticomunisti e si acela
care aseaza Intr-un echilibru, inca instabil, problematic, complexele de inferioritate culturala
cu disponibilitatea de adaptare la culturile occidentale.

Chiar Monica Lovinescu insista, in repetate randuri, asupra facilitatii cu care s-ar fi
mutat din cultura romana in cea franceza, din Bucurestiul ex-interbelic in Paris-ul anilor 50.
Un Paris care nu e decat o replica mai mare a capitalei dambovitene, fard a strivi prin
grandoare, dupa cum intreaga cultura de adoptie e perfect omoloagi celei romane dintre
razboaie. Atata doar ca retorica acestei emigrari relaxate, ferite de orice urma de soc cultural,
e indeajuns de ostentativa pentru a putea fi susceptibild de b/ff, de tentativa de a camufla un
sistem de complexe latente. Pe care scriitura §i intreaga activitate culturala a Monicai
Lovinescu le manifesta, de altfel, la tot pasul. O anumita tentatie a echivalarilor nu lipseste
din discursul Monicai Lovinescu, mereu preocupatd si aducd reperele literaturii romane
contemporane la nivelul celor din literatura franceza a momentului, si le releve
compatibilitatea, complementaritatea, similitudinea. Comparatismul funciar al analizelor ei
din Unde scurte trateaza, in fond, patologia unui complex refulat al marginalitatii, al culturii
mici care trebuie cu orice pret si se legitimeze convenabil in fata unei mari culturi
occcidentale.

De altfel, exilul Monicidi Lovinescu si al lui Virgil Ierunca nici nu cocheteaza
vreodata cu tentatia depasirii complexului, cu instalarea de facto in cultura franceza sau
europeana. Cum s-a mai observat si afirmam chiar in lucrarea de fatd, ambii scriitori renunta
la proiectele unor identititi scriitoricesti franceze, ale unor cariere literare ori academice, in
favoarea proiectului protestatar care le va consuma energiile vreme de patruzeci de ani, pana
la cdderea regimului comunist in 1989 si inca mai bine de un deceniu dupi aceea. Ei sunt,
prin aceasta, niste prizonieri voluntari ai unei utopii care ¢ Romania eliberata de dictatura,
Romania interbelicd, europeand, recucerita si reasezatd pe cursul ei istoric firesc. Iar exilul
lor exprima radicalitatea protestului public, dar o radicalitate construitd gradual, in timp, pe
masurd ce prevalenta eticului se amplifica, ramanand pe pozitii culturale, in universul
textelor literare si al contextelor lor.
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Dupi o perioadi de relativa stagnare, in anii 60, cand iluzia , liberalizdrii”, indusi de
masurile pro-occidentale ale lui Ceausescu, domoleste exodul, urmeaza o accelerare fard
precedent a fenomenului odatd cu introducerea imperativelor dogmatice din Tegele din iulse.
E momentul cand exilul literar romanesc pare a se racorda la ,,varsta de exil a lumii”, cu o
expresie a lui Norman Manea, scriitorii romani expatriati reusind si surmonteze pentru
prima oara total complexele de inferioritate culturald traditionale si si profite de vocatia
cosmopolita a literaturii romane, atat de evidentd in timpul primei modernitati interbelice.

,,Ultimii” exilati sunt si aceia care efectueaza transgresia in culturile de adoptie fira
niciun efort de adaptare, dupa cum si identitatile lor par si nu mai fie determinate de
nationalitate, geografie ori istorie. Sunt scriitori plecati in anii optzeci sau dupa revolutia din
1989, pentru care exilul reprezinta mai intai o sansa de a se afirma in culturi ce permit
diseminare largi, beneficiind de serviciul unor limbi de circulatie internationald — in care de
altfel scriu cu naturalete, depasind si complexul mai vechi al dependentei sensibilitatii i
creativitatii literare de limba. Complex pe care il deconstruisera cu succes, de altfel, si
,»Clasicii” exilului anticomunist, ca Eugen Ionescu, E. M. Cioran sau Mircea Eliade, in
special in opera lui de savant. Scriitori ca Al. Papilian sau Herta Muller si, mai recent, Andrei
Codrescu sau Bogdan Suceavi, transforma exilul intr-un atu §i exploateaza potentialitatea de
sens a acestei conditii identitare ambigue. Fiecare isi construieste un cod cat se poate de
subiectiv al scriiturii, o formuld personala ce isi gaseste un loc in peisajul eterogen al noii
culturi europene ori in acela al culturii americane. In plus, exilatii cei mai recenti speculeaza
si noua conditie a scriiturii transpuse in mediul virtual al retelei, pe internet, transgresand si
ultimele reminescente ale barierelor geografice si temporale. Ei devin, probabil, primii
cetateni autentici ai lumii unei literaturi fara frontiere, gasind in scriiturd o formula identitara
de extraordinara eficacitate §i robustete prin care isi pot defini originalitatea.

Pana la e, insa, istoria exilului literar romanesc cunoaste explozia receptarii in primii
ani de dupa revolutie, cand exilul e recuperat cu sarg si elan muncitoresc de literatura din
tara, intr-un efort laudabil ca energie si principiu dar deplorabil ca eficientd si naivitate a
asteptarilor. De fapt, toatd lumea se grabeste, in literatura romand proaspat iesitd din
jumatate de secol de comunism, si restituie exilul istoriei literare, dar nimeni nu stie cu
adevarat la ce sd se astepte de la acesta §i nimanui nu-i pare necesara si o sistematizare a
acestei absorbtii dificile. Or, privind inapoi cu onestitate, trebuie sa recunoastem ca
reintegrarea exilului n-a fost un fenomen produs cu firescul unui magnetism natural, o
reintoarcere iIntr-o matca originard, ba, din contrd, s-a dovedit o aventura mult mai
complexa decat era in aparenta si care, tratata cu superficialitate, a reusit sa produca destule
seisme polemice care au stagnat sau blocat procesul in false puncte de incompatibilitate.

Intoarcerea exilatilor conoteaza inevitabil in parabola Fratelui risipitor §i, tocmai de
aceea, nu are cum sa evite deranjarea unor orgolii §i izbucnirea unor revendicari
razbunatoare. Mai ales ca nici ,,risipitorii” simbolici nu se intorc ca niste pacifisti disciplinati,
ci comunica, fatalmente, numai in dialectul abrupt al protestului, fiind hipercritici si exigenti,
indispusi la concesii. Iar deziluzia nu poate decat sa fie de proportii, atat pentru unii, cat si
pentru ceilalti. Nici fostii exilati, nici internii, arogandu-si, cei mai proeminenti moral dintre
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el, calitatea de ,,exilati interior” (care e, la nevoie, omologabild polemic celei de exilati
externi), nu sunt obisnuiti cu privitul in ochii celuilalt si, cu atat mai putin, cu descoperirea
propriei imagini in acestia.
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IZOTOPIA AUDITIVULUI LA ION CREANGA
The Isotopy of the Auditive in Ion Creangd

Maria-Laura RUS!

Abstract

Sonority is often more important than the referential meaning in Creangd’s work. We
immediately notice the author’s pleasure in putting the words in the right context to obtain rhythm. He
chooses verbs and nouns which match his intention. Another interesting fact related to this isotopy is the
use of different imprecations that show the power of word.

Keywords: isotopy, acoustic, sonority, musicality, imprecation

S-a spus, pe buna dreptate, ci totul la Creanga este senzatie auditiva si vizuala, ca
personajele sale sunt condensari ale felului de a fi, a vorbi, a reactiona ale omului din
popor. Artistul Creanga se remarca prin puternicul simt muzical, ,,care il facea sa-si
citeasca tare frazele — spune Tudor Vianu —, ca Flaubert alta datd, pentru a le proba in
ritmul §i sonoritatea lor”?; ,,Povestile si le citea cu glas tare pentru a le auzi cum suna.
Vocatia sonora il face si perceapa hiperbolic, vorbele il incantd, unele replici il
obsedeaza”3.

Incipitul prestigios al Amintirilor din copilarie — intemeierea scolii din Humulesti —
sta sub semnul auditivului, anuntand un autor inclinat spre muzicalitate. Este surprinsa
ambianta sonora a unei lumi active, deschisa spre viitor: vuia satul de vatale in toate pairtile.

La Creangi sonoritatea este adesea mai importantd decat sensul referential.
,»Protestul lui mos Vasile cand fiul ii atrage atentia asupra pronuntarii corecte a cuvantului

catihet, pe care cel dintai il rosteste «mecet», este redat in termenii urmatori*:

Na, na, na, Maria ta! Parca astd grija am eu acum? ... V'orba ceea: Nu-i Tanda, ci-i Manday
nu-i tei-beles, ci belei-tei, ... de curmei. Si ce mai atdta incunjur? ... Mecet, berechet, plescan, cum s-o fi
chemind, loane, stiu cd ne jupueste bine ...

Se simte aici o mare plicere de a sonoriza, in context, cuvintele, de a le pune in
pozitii favorabile, urmarindu-se §i un anume ritm. Dar simplele rostiri ale unor cuvinte cu
sonoritate aparte nu ne spun prea multe, nu sunt extrem de sugestive, ele isi revela
sonoritatea atunci cand devin parte a unei reprezentari; acustica lor este mult mai evidenta

contextual:

! Teaching Assistant, PhD, “Petru Maior” University of Targu-Mures

2 T. Vianu, Arta prozatorilor romani, Editura Minerva, Bucuresti, 1981, p. 101.

® Const. Ciopraga, Portrete si reflectii literare, Editura pentru literaturd, Bucuresti, 1967, p. 60.

* Stefan Munteanu, apud Mircea A. Diaconu, lon Creangd. Nonconformism si gratuitate, Editura Dacia, Cluj-
Napoca, 2002, p. 133.
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S-odatd scoate bulicherul din teacd, il di pe aménarin 5i incepe a ciocarti un garnet de
stejar din anul trecut ... 1-a tiiat el, cum l-a tdiat, apoi a inceput a cotrobdi prin chilna carutei ...
(Mogs Nichifor Cotcarinl).

Intr-adevir, prozatorul mizeaza adesea pe sugestie (a se vedea mai sus si explicatia
data sintagmei ,,chima raului”). ,,Cuvintele in cate o fraza se pot chiar dispensa de
intelesul stiut, fiind toate la un loc simplu prilej de intonatie, adeviratul inteles, cel gandit
de povestitor, semnalandu-se din modularea vocii”; ele sunt, astfel, ,adevarate figuri
sonore, cu alt inteles decat al cuvintelor care le compun’.

Acuitatea auditiva a scriitorului este deosebita. Un ,sirag” de verbe auditive vor
contura portretul lui Gerila, pe o evidenta linie ascendenta (a gemze, a se viicdri, a tipa, a tini,

a pocni, a plange, a blestema):

... toatd suflarea §i faptura de prinprejur i tinea hangul: vantul gemea ca un nebun, copacii din
pddure se vdicdreau, petrele tipan, vreascurile tinian §i chiar lemnele de pe foc pocnean de ger. lar
veveritele, gavozdite una peste alta in scorburi de copaci, suflan in unghii §i plingean in pumni,
bldstemandn-si ceasul in care s-au ndscut. Md rog, foc de ger era: ce sd vd spun mai mult! (Povestea lui
Harap-Alb)

Cu aceeasi sonoritate este prezentatd intrarea dracilor in camera unde doarme
Ivan. Muzicalitatea conferitd prin semantismul sinonimelor verbale da fragmentului o

expresivitate aparte:

Dar cind sd atipeasca, deodatd se and prin casd o multime de glasuri, care de care mai uricioase:
unele miorldian ca mata, altele covitau ca porcul, unele ordcdian ca broasca, altele morndian ca ursuly md
rog, fel de fel de glasuri schimonosite se auzean, de nu se mai stia ce mama dracului sd fie acolo (Ivan
Turbincd)

Jocul naratorului cu verbele si substantivele marcand izotopia pe axa semantica
[+auditiv] este interesant sub aspectul finalitatii lui, una mereu comicd, specifica artei lui

Creanga:

Unii donddneau ca nebunii, pand-i apuca ametealay altii o ducean numai intr-un muget,
cetind pind le pierdea vederea; la unii le umblau buzele parci erau cupringi de pedepsie; cei mai
multi umblau bezmetici si stitean pe ginduri, vizind cum isi pierd vremea, 5i numai oftan din
gren, stiind cdte nevoi ii asgteaptd acasd. (Amintiri din copildrie)

Jocul lui Nici si a prietenilor sai in Amintiri este caracterizat in permanentd prin
[+sonoritate]. ,,Coloana sonora” a jocurilor este, astfel, insotita de precizarea ,,de-ti i¢
auzul”. Avand la indemana diverse instrumente (clestele, talanga, vitraiul etc.), Nicd face
10 hodorogeald si un tardboin, de-ti ie anzul”. ,,Alteori jocul are ca finalitate doar sunetul in
sine, ascultat pur si simplu cu bucuria cu care naratorul recepteaza in general existentul:
«are sd-mi deie coada porcului s-o frig si besica s-0 umplu cu graunte, s-o umfln §i s-o Zurdiesc dupd ce s-a

uscay §-apoi vai de urechile mames, pand ce nu mi-o spargea de cap»°”.

® VL. Streinu, Ion Creanga, Editura Albatros, Bucuresti, 1971, p. 85. Pe acestea le numeste criticul ,,crengisme”,
alaturi de cuvintele care capata in context sensuri speciale.
® Mircea Mot, Ion Creanga sau pactul cu cititorul, Editura Paralela 45, Pitesti, 2004 , p. 60.
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Opera este presarata cu fragmente de cantece populare. Este evocat Mihai
Scripcariul, tipul rapsodului popular, care incanta cu vocea lui pe toatd lumea (De piatri de-
ai fi fost, si nu se putea sa nu-ti salte inima de bucurie cand anzeai uneori in puterea noptez, pe Mihai
scripearinl din Humulesti). Cu buna stiinta este introdusa o doina de dor, prin care se
sugereaza sentimentul nostalgic al despartirii, dar care ne introduce si in fondul principal
al liricii populare.

In Povestea lui Stan Patitul, alaturandu-se ,uratului” din sufletul eroului, autorul
citeaza versuri dintr-o doind. Si nora cea isteata din Soacra cu trei nurori canta un cantec in

ciuda soacrei, rimas memotabil:

Soacrd, soacrd, poamd acra!
De te-ai coace cdt te-ai coace
Dulee tot nu te-i mai face ...7
[Muzicalitatea] este o particularitate esentiald a izotopiei auditivului. In acest sens,

asonantele, intalnite des in textul lui Creanga, sunt purtatoare ale acestei muzicalitati®:

«.dar Harap-Alb ca de foc se ferea si urmandu-si calea inainte la stapanu-sin le ducea (Povestea

Ini Harap-Alb);
Lisitele au gburat, toporul s-a cufundat (Dinild Prepeleac);
Ori chersinul a crapat, ori cumatrul a stranutat (Capra cu trei iezi);

Cucos de facut bors (Punguta cu doi bani) etc.
In acelasi spirit, verbele construiesc o ,fugi muzicali” (Const. Ciopraga),

pretandu-se la analogii sonore:

Si pe unde trecea, lumea din toate partile il inghesuia, pentru cd piatra cea mare, din capul
cerbului strdlucea, de se parea cd Harap-Alb soarele cu el il ducea ... (Povestea lni Harap-Alb)

Sonoritatea implica [participare activd] din partea auditorului?, realizata, in special,
prin inserarea interjectiilor, a onomatopeelor, a exclamatiilor. Zgomotul, de pildi, are
diverse rezonante, in functie de onomatopeele care il exprima: [grav] in #onc! (usa) sau
hodorog! incolo, hodorog! pe dincolo, [ascutit] in harti! incolo, scarti! incolo, [rapid] in fusti! etc.
Ritmurile sunt diverse: pasul lent al lui Danila Prepeleac este sugerat in Apoi o ia la papuc si
hai, hai! hai, hai! ajunge in sat la frate-sau; ritmul sincopat in Povestea porcului: ciocarlanul
schiop paseste sovdls, sovils, sovale!, ritm egal si sustinut in hora: #ropas, tropai, ropai, ropai
ritm inegal in mersul lui Harap-Alb si al prietenilor sii: feleap, teleap, teleap! etc.

” Toate aceste versuri nu sunt un popas liric al autorului, ci mai degrabi ,,0 verigd de poveste” (Mihai
Apostolescu).

8 Nevoia de expresivitate din care izvorasc (rima, asonanta si aliteratia) pare a fi de naturd pur estetica [...] dar
nu se poate tigadui cd sensul propriu-zis al formulelor sintactice respective castigd in vigoare, culoare si
prospetime prin faptul ca elementele alcatuitoare prezinta potriviri de sunete care ne duc cu mintea la versurile
poetilor” (Torgu Iordan, Stilistica limbii roméane, Editura Stiintifica, Bucuresti, 1975, p. 98.)

° Acesta este, parcd, impulsionat si rosteasci impreund cu personajul, diversele exclamatii care contin starea de
spirit a momentului.
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In Ddnild Prepeleac, in locul unui portret al dracului cu care eroul se ia la intrecere
»din chiuit”, Creangd face referinte sonore, dar care indicd mult mai clar puterile

,,necuratului’:

Atunci dracul se craceste c-un picior la asfintit 5i cu unul la rdasdrit, s-apucd dravan cu manele
de tortile ceriului, cascd o gurd cat o surd, §i, cand chinie o datd, se cutremurd pamantul, vdile rasund,
madrile clocotesc §i pestii din ele se sparie; dracii ies afard din iaz catd frunzd §i iarbal Si oleacd de nu s-a
rdsipit bolta cerulus.

Eroii lui Creanga sunt, de altfel, in principal, guralivil’, amatori de taclale si pilde
cu talc, dar vorbele lor evidentiaza adesea ,,un joc de-a v-ati ascunselea al inteligentei”
(Const. Ciopraga). Toti rasucesc vorba cu dezinvolturd si au o evidenta plicere de a se
auzi sporoviaind. Ciorovaiala, dondaneala, bodoganeala sunt prezente mereu, marcand
preferinta naratorului pentru [auditivul] zgomotos. Probabil cea mai ilustrativa scena sub
acest aspect este cea a dialogului dintre nazdravanii inchisi in ,,casa cea de arama infocata”
(Povestea lui Harap-A1b).

O ultima situatie pe care dorim sa o discutam in cadrul izotopiei auditive se refera
la una dintre valorile cuvantului la Creangi, nu foarte discutate de citre exegeza
crengiana!l. Este vorba despre relatia cuvantului cu sacrul, materializatd in limbaj, dar nu
in sens pozitiv, ci negativ, cel imprimat de [imprecatie] sau de o [sentinta]. Daca
rugaciunea este o invocare a divinului, de implorare a ajutorului acestuia, [blestemul] este
tot o invocare, dar a fortelor maleficului, in sensul modificarii statutului cuiva sau chiar a
realitatii, in sens negativ.

Atat in Povesti, cat si in Awmintiri, izotopia aceasta, vizibild atat In termenii
considerati independent, cat, mai ales, in diverse constructii, marcheaza, in principal, forta
cuvantului la Creangi. Importanta unei asemenea forte constd, in unele cazuri, in iterarea
blestemului, a [imprecatiei| in realitate. Agsa stau lucrurile cu lupul din Capra cu trei iezi,
dupa ce acesta este apostrofat violent, blestemat de catre capra prin termenii ticilos si

mangosit, mai apoi prin constructii intregi avand acest sens:

Ei, taci, cumitre, cd te-oi dobzdla' en! Cu mine ti-ai pus boii in jug? Apoi tine minte
cd ai sd-i scoti fdrd coarne!

Functia blestemului este aceea de a ,,des-fiinta” obiectul (Mircea Mot) si de a-i
consuma substanta, dovada stand in acest sens, constructile care trimit la forta
mistuitoare a focului', ce distruge materialitatea si consistenta creatiei. Intentia aceasta
este chiar voita in Capra cu trei iey:

10 Pe cét de taciturni si gravi sunt multi dintre tiranii lui Sadoveanu, pe atit de guralivi sunt aceia ai lui
Creangd” (Const. Ciopraga, op. cit., p. 61.)

' G. I. Tohdneanu este printre singurii care se apleacd mai mult asupra problemei in cauzi, considerind-0 0
componentd ,,aproape obligatorie a stilului epic traditional”; in rest, exegeza 1i dedica, de regula, céteva
paragrafe. Nu pretindem a face mai mult in studiul nostru, dar incercam s sesizam, totusi, importanta ei si,
poate, sd o detaliem intr-un viitor articol.

12 Cf. DEX, ,,a bate foarte tare, a zdrobi in bataie”.

13 Cand focul se manifestd in exterioritate, el este adesea ,,mecanic, corupator si distrugitor” (G. Bachelard,
Psihanaliza focului, traducere de Lucia Ruxandra Munteanu, Editura Univers, Bucuresti, s.a., p. 101).
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Arzi, cumdtre, mori, cd nici viu nu esti bun!

Moarte pentru moarte, cunitre, arsurd pentru arsurd, ci bine-o mai plesnisi dinioare
cu cuvinte din scriptural

Ddnild Prepeleac contine, probabil, cele mai multe imprecatii, avand in vedere
prezenta ca personaj in poveste a insusi detinatorului fortelor malefice, diavolul si a uneia
dintre probele intrecerii dintre Danila si drac, cea a ,,blastamarii”. Nimeni, insa, nu poate
blestema mai aprig decat dracul, caci acesta este un act de magie inversa prin care actantul

intra in conflict direct si ireconciliabil cu Dumnezeu. Replica lui Dinila este urmatoarea:

Acus am s te var si eu in toate grozile mortit! |...1 demon spurcat ce estil Am sd te fac sa-ti
mugti manile §i sa md pomenesti in toatd viata ta!

caci el trebuie sa recurgda la o ,smichirie” (si se cunoaste finalul victoriei lui
Danila)4.

Blestemul poate imbraca diferite forme. Pe una dintre acestea o intalnim in
povestea amintitd: ,trimiterea” pe tiramul celalalt, prin invocarea fortei iterative a

cuvantului:

Haiti! Lipsesti dinaintea mea si du-te unde-a dus surdul roata si mutul iapa, ca sd
nu mai aud de numele tiu!

Diversele apelative!> aduse diavolului (de altfel, nu numai in aceasta poveste)
confirma forta extraordinara a cuvantului: ,,demon spurcat”, ,cornorati”, ,spurcati”’,
,marsivia-voastra” etc.16 In cazul denominalizirii diavolului si celor apartindtoare lui, se
foloseste in mod curent tautologia lingvistica; si la Creanga apare acest procedeu, de pilda
in Povestea lui Stan Patitul:

Dar stii cd m-ai plesnit in paldrie, mdi Chirica? al dracului bdiet! Parcd esti Cel-de-
pe-comoard, mdi, de stii toate cele!

Izotopia in cauza se poate manifesta sub forme mai ,,aspre” sau mai usoare, luind
in acest caz, mai degrabd, forma unor cuvinte de ocara sau de apostrofare. In prima
situatie, constructia poate contine termenii drac sau diavol, subliniindu-i-se, astfel,

importanta. Ilustram ambele categorii:

Imii vine sa va rup cu dintii de bunisoare ce sunteti! Am sd te tin la pastrama, hat §i bine! De-

acum in turbined au sd-i putrezeascd ciolanele. Ha, ha! (Ivan Turbincd);

4 De altfel, ,,libertatea lui Danila fata de cuvant — afirmd Roxana Sorescu — este de a-l interpreta fie ca avand o
functie denotativa, fie ca avand functie conotativa si de a o aplica dupa nevoi pe cea care ii convine” (op. cit., p.
92).

% Vezi G. L. Tohaneanu, Stilul artistic al lui I. Creanga, Editura Stiintifica, Bucuresti, 1969, pp. 150-152. De
asemenea un articol interesant si recent, tratdnd si aspectul acesta al inventarierii fortelor malefice in basmele lui
Creanga este cel al Victoriei Jumbei, Aspecte ale semanticii poetice in textele ,,Povestilor” lui Ion Creangd, din
revista Saeculum, nr. 3, 2007, pp. 32-35.

18 Tohaneanu le numeste ,eruditati de limbaj”.
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Las’ ci v-am gdsit en ac de cojoc! De-acum dormiti, dormire-ati somnul cel de veci,
cd v-am agsternut eu bine! Vi veti face scrum pand dimineatd! (Povestea lui Harap-
Alb);

Dar las’ cd s-an gisit ei omul! De nu le-oiu veni eu de hac in astd-noapte, nici
mama dracului nu le mai vine! (Povestea lni Harap-Alb);

Cdldtorie sprancenatd! Zise boierul; de ramaneai, imi erai ca un frate; iard de nu, ini esti
ca doi. (Ivan Turbincd).

Interesanta apare si o situatie in care, chiar interventia divinului (aparitia purcelului
in calitate de baiat al celor doi batrani din Povestea porcului) nu este perceputd ca atare, la

adevarata ei valoare, ci este intampinata cu ostilitate, chiar cu ,,blesteme™:

Bine, mdi babd. Dar in gandnl sin: ,,Da’ manca-l-ar branca sd-l mdanance, surld, cd
mult md mai tnnddusi cu dansul. De-am ave pane si sare pentru noi, da’ nu sd-l
mai indop si pe dansul cu bundtdti ... Cand m-as potrivi eu babei la toate cele,
apoi as lua campii! (Povestea porcului)

Amuntirile din copilarie contin, la randul lor, asemenea constructii. Ele sunt rostite

chiar si de catre copii, dar repetate mai mult intr-o intentie ludica:

Si din spaima ceea, am fugit noi mai jumadtate de sat inapoi, fard sd avem cind ii ice poper:
,,Drele pe podele si bureti pe pdreti; cate pene pe cucosi, atdtia copii burdubogi”,

cum obicinuiese a ice plugarii pe la casele ce nu-i primesc

Dascdle, Trascdle, be-be-be! Dracul sd te ié!
Aceeasi intentie exprimata in Capra cu trei iegi, vizand puterea focului prin blestem,

este prezenta si in Amintiri, in episodul in care badita Vasile este dus la oaste cu arcanul:

Afurisit si fie canerul de vornic, 5i cum au ars el inima nnei mame, asa sd-i ardd inima
Sfantul Foca de astdzi, lui si tutnror partagilor sdi!
sau in episodul in care nevasta lui Vasile-Anitei se ia cu cociorva aprinsa dupa

uratori:

- Vi, aprinde-v-ar focul, s vi aprindi! Zise ea burznluitd grozav; dar cum se cheamd asta? In
obrazul cui v-a invifat!

Exemplele continua in toata opera lui Creanga.

Izotopia aceasta, continutd, aga cum s-a vazut, in constructii care de care mai
variate, in sintagme (pughibale spurcate, canerul de vornic) sau in termeni singulari (pacdtosilor!,
dracel, ticdlosul) are in sonoritatea ei, in ciuda exprimarii ,,serioase”, sententioase adesea, si

note de umor, caracteristice, de altfel, acestui scriitor. Savoarea acestora este delicioasa:
Duceti-vd pe pustiu, dacd vd place! Duce-v-ati invartindu-vd ca ciocarlia!
(Amintiri din copildrie);
Pesemne pdcatele mele cele mari si grele m-au aruncat i aici, sd tnvdt niste

toparlani sdalbatici! Mai fericit erai de o mie de ori sd pasti porcii la Cogeasca-

72



Vecbhe, Isaie, decat sd mai fi ajuns si zilele aceste! lar tu, moglanule de Oglobene, care te
robesti pantecelui si nu-ti dai citusi de putin osteneald mintii, te-i face popd, ca tati-tin, cand s-or
pustnici toti bivolii din Monastirea Neamtului! (Amintiri din copilirie)

sau 1n celebra amintire a lui Davidica:

A murit, sdrmanul, inainte de vreme, inecat cu pronumele comjunctive, peritu-le-ar fi
numele sd le peard, ci an mincat juvaier de flacin! (Amintiri din copilirie)

Receptarea si apoi evocarea atat de concret senzoriald a vietii ramane una din
trasaturile cele mai personale ale artei lui Creangd. Valorile auditive ale stilului sdu ne
vorbesc despre capacitatea de Inregistrare a limbii vorbite, care este intr-adevar
exceptionald, iar geniul siu, spunea Const. Ciopraga consta tocmai in unitatea dintre

cuvant si melodie.
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EXERCITIUL DISTANTEI S1 ELEMENTUL ASCENSIONAL IN BASMUL
FANTASTIC ROMANESC

The Exercise of Distance and the Ascensional Element in the Romanian Fantastic
Fairytale

Costel CIOANCA!

Abstract

Primordial element, dominated by mythological and mythofolklore connotations, air is a kernel
by itself of collective imagination, which has generated story (epic as a species). Being in a limited spatio-
temporality (given by the inaccessible nature to anyone and/or anyway), this archetypal element is
reserved for a spiritual elite (God, Saints, fairies, astral elements), with a cosm(ogon)ic role, and it can be
accessed only temporal and in virtue of some initiations done by someone already initiated.

In this study, I tried to capture, from the perspective of hermeneutics, just the need of an
upward imaginary of the Romanian traditional community, generating and/or consuming fairy tale, which
has tried, through specific imagology means, to access this intangible space otherwise. At the same time,
through the examples offered by the collection of fairy tales, I have tried to undetline the contributions
and the conditionings, which the technical progress has imposed on this field, the mythical (or magic)
content of tale, being replaced with technical references (new means of aerial locomotion), which change
the symbolic expression of these (imaginary) air travels to concrete, daily, easy.

Keywords: hermeneutics, Romanian fairy tale, archetypal element, air, imaginary

Referirile la aici sau acolo in basmele romanesti sunt multiple si diverse. Uneori, in
basme se face referire expresa la spatiul acestes lumi (geo-fizic vorbind), alteori la un alt
taram, situat in afara sau in continuarea (juxtapunerea) celui de aici, adici a spatiului
din proximitatea eroului (sau povestitorului). In mod complementar, experienta initiatic-
spirituald pe care o presupune simpla iesire a eroului din spatiul cunoscut (in sens eliadian
— “necentrat”, “neconsacrat”), si care nu este “simpla” in nici un caz ([...|Fata impdratului,
care nu iesise din casd de cand o facuse md-sa, se mira si sta in loc uimitd, vizand
frumusetile campului.: ISPIRESCU 1984, 19), este dublati, cum altfel?!, de experienta - la
tel de initiatic-spiritualiza(n)tad — a zesirii din timpul nostru comun (profan) si a intrari in Tinmpul
sacrn. Cu desfisurare pe verticald si pe orizontald, aceste “Tesiri” imping eroul (implicit si
actinnile sale) Intr-un spatiu si timp arbetipal/mitic: simpla participare a eronlui la o
asemenea cdldtorie implicd re-actualizarea duratei $i re-integrarea actiunilor sale in timpul §i spatiul de
la inceputuri (ELIADE 2000, 17 si urmat., 48 si urmat.), schimbindn-i ireversibil congtiinta si
congtienta.

Pentru o mai buna intelegere a perspectivei sub care actioneazd eroul de basm si
are loc restanratia timpului $i spatinlui de la inceputuri (timp i spatiu in care fotul devine posibil),

in rAndurile urmitoare voi incerca o radiografiere a elementului ascensional (aer), care,

! scientific and cultural coordinator of the Ancient Western Art Museum of the Romanian Academy.
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coroborat cu alte elemente de mito-topos (pddurea, muntii, apele taramunl celdlalt, camp, pustie,),
pot oferi o mai concreta si corecta intelegere a structurilor antropologice care formeaza
imaginarul traditional al basmului (fantastic) romanesc.

In mitologiile consacrate, aldturi de pamant, apd si foc, aerul, cu cele trei aspecte
esentiale ale sale (elementul calm, cum este egipteanul zeu Shu: KERNBACH 1989, 539;
elementul wviolent — mayasul Huracan, “Inima Cerurilor”, polinesianul Tawhiri oti zeul
hurrit Teshub: KERNBACH 1989, 234, 573, 583; elementul vital — vedicul Prind,
“principiul insufletitor initial”: KERNBACH 1989, 483), este, conform cosmogoniilor
traditionale, unul din cele 4 elemente primordiale, uneori acestora adaugandu-li-se un
supraelement, eern/ (vedicul akaga, aither-ul grecesc sau aether-ul romanilor), notiune
mitofolclorica ([...|Vazdubul, dupd inchipuirea poporului roman, este golul dintre cer §i pamant
unde umbld si bat vanturile, unde plutesc norii cei care aduc ploaia san ninsoarea dupd vrerea Ilui
Dumnezen, iar cateodatd cn amestecul duburilor necurate.: PAMFILE 2001, 1, 27), mitologica si
filosofica deopotriva ([...|De aceea, intregul univers s-a ivit din soare si din lund, iar cele cinci
elemente pomenite de noi — spiritul, focul, elementul solid si cel apos, ca §i, in fine, tot ce tine de firea
vazdubului — alcdtuiesc lumea, asa cum capul, mainile, picioarele 5i celelalte parti formeazd un trup
omenesc..: DIODOR 1981, 1, X1, 6), desemnand fie “u/timul strat aerian, cel mai subtil, in care
locutese zez?” (KERNBACH 1989, 176) fie, pentru altii, #n principin, an primum movens al
corpurilor ceresti, compus din cei mai usori si mai mobili atomi (LUCRETIUS 1981, 1,
329 si urmit., 746-753, 956-964). Ca si focul, aerul, pornind de la situarea i (=
inaccesibilitate  non-magicd, neinitiatd), este considerat un element “activ i masculin”
(CHEVALIER, GHEERBRANT 1994, 1, 72), nematerializant, deci simbol al spiritualizarii
([...]Intr-adevér, aerul prin firea lui raméine nesupus striciciunii, neintinat, i se intinde pand in partea
cea mai de sus a intregului univers.. DIODOR 1981, 1, XII, 7).

In mentalitarul traditional al basmul romanesc, aerul este asociat in mod simbolic
cu Viantul (uneori bolnav de deochil: FURTUNA 1973,13), cu rdsuflarea (OLTEANU
2009, 230-234), reprezentand, in spetd, lumea subtild, cea agezatd intre cer §i pamaint, nevautd
(sau, in orice caz, grex sesizabild prin mijloace cotidian-ordinare), o lume a /lbertitii, a
expansiunii. 'Tot pentru basmul romanesc, aerul este, alituri de munte, cale de comunicare
intre cer §i pamdant, evident tot pe cale fantasticd, magicd, amestecand spatiul fantast cu cel fizic
tocmai intru justificarea demersului/dezideratului initiat si urmdrit de erou ([.../Se sui omul
nostru in spatele babii, strinse bine bunda pe lingd el 5i se tinea de gitul babei cu toate puterile lui. In
citd vreme ai bate o coasd, se opri baba pe un munte asa de inalt, cd dacd ar fi avut omul nostru la
Indemand o scard de vreo doi-trei stanjeni, s-ar fi putut sui in cer ca-n podul casei sale.; |...|Era odatd
un impdrat, si-mpdratu acela avea-naintea palatului san un madr foarte inalt, atita era de inalt incat nu
7 se vedea varful. |...]-Om bun, om bun ! Sfantd Duminecd! raspunse Todoras, bucuros ca vedea varful
mdrilut, care era incarcat de mere, rogii §i galbene, de gandeai ca sunt facute din anr. Todoras se scobori
St puse piciorn pe noru alb si merse la casa Sfintei Dumineci, care era asegatd intre crengile mdrului §i
abia se vedea printre frunze si printre mere.: UGLIS-DELAPECICA 1968, 156, 197, 199-200).

Pornind de la referintele oferite de antologille de basme citate, explicitarea
travaliului hermeneutic care vizeaza acest element arhetipal, se structureazd, In mod
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necesar (sau inevitabil?), in jurul a trei intrebari (conditionante): Ce se afld aici, in aer? Cine
poate accede in acest spatin-limitd si in conditii? Cum se face aceastd “accesare” a unui spatin altfel
intangibil?

1. Alegoric, tropologic sau anagogic, aici, in aer/vazduh isi are salagul

0 aleasa eroului, descoperiti sau castigati jos, pe pimant, in urma unor
prescriptii magice (/.../Cand o anzit Alexandru vorba asta, de bucurie, nu mai stia  cd mai
traieste, ori ii dus pe ceea lume. Apoi s-o facut pace intre dangii. O dat ea maina cu lupul si cu
Alexcandrn. Apoi o is lleana: -Vreti sa mergeti la lacasurile mele sd trditi, ori sa merg, voinice, la
sarainrile tatani-tu? —Ba sd mergem la sarainrile tatani-su — ice lupnl. —Apoi dacd vi-i vorba de-asa,
baidati la mine-n vdzdub la palatele mele|...};/...]Cum o ucis fratii pe Alexandrn, calul i
cu Ileana Cosanzeana au zburat in vdzdub, aproape de palaturile impdratului
celui bdtran; da’ era asa de sus, cd nimenea nu-i vedea.. VASILIU 1958, 217, 224-
225),

® un donator care-l ajuti pe erou cu sfaturi gi/sau obiecte magice (/.../Cum
tegird din poartd calul 7i ise: -Stdpdne, ia te mai intepeneste §i-n coamd sd nu cagi  jos, c-avem Sd
umblam ca vantul. Si se repezi in slava ceruluni. Umblard ce umblard p-acolo 5i dadurd de casele sfintei
Luni: STANCESCU 1980, 53),

e dupi cum tot in vdzdub eroul isi poate afla ursita (/...)Intr-o zi, Manea
Campului incdlecd pe bivols, iard bivolii o Zburat cu el tocmai in naltuln cerinlui, cine stie pe unde, §i pe
urmd s-o-nturnat acasd. Dupd ce-o ajuns acasda, o-nfiptat palusul in stalpul portii s-apoi o is catra tatd-
su: -Tatd, en de-amu md duc tocmai in naltul cerinlni in vazduh.Mneta sd-ngrijesti de bivoli, cd a
mnitale raman.: VASILIU 1958, 354) sau norocul (/... ]Cum a vazut Sur-V ultur nuca, indatd i-
a is rumanului sd se urce iar pe spinarea lui cd-1 duce acasd inddrdt. Dupd ce umblard ei pand sfarsird
calea toatd, catd era, an ajuns cu bine in pdrtile unde sta rumdinu. Acolo dacd an ajuns, s-a coborat din
spinarea lui Sur-Vultur, si, dupad ce s-a coborit, dansul i-a is: -Ei, acu™ n-a tie nuca seaca dintre
capataie; cand di avea trebuintd, despic-o frumos cu varful custuri, cd are sd iasd din ea vite multe; vinde
din ele, tate, fi ce stiiy iar ce ramaine, bagd-le la loc inapoi plesnind din dst bici. $i, dupd ce-i dadu Sur-
Vultur si biciul, isi lud zina bund de la el, i se ridica, incet-incet rostogolindu-se in slava ceriului,

Jicindu-se mai mic, mai mic, pan nu se mai vazn.: STANCESCU 1980, 14).

2. Accesul intr-un spatiu-limitd cum este aerul/ vazdubul, este permis (uneoti dupi
fie si o succintd zntiere de magie neagra: [.../Da’ cind ii vide colo unde-o fost infiptat palusul, ca
curge sange, sd te-apuci sd faci doud cuptioare de pane si sd le pui pe-un bivol; iard dumneata sda-ncaleci
pe celalt bivol, sd vii la mine acolo-oi fi en. §i daca-i ajunge acolo, eu de bund samd c-am sd fin mort.
Cum it ajunge, sd ici catrd gazda ceea a mea sd prindd o tarcd vie, §i dupd ce-a prinde-o, sd-i taie gatul
§i 5d lese sd curgd sangele in gura mea, cd atunci eu oi invia.. VASILIU 1958, 354), aproape
oticui, conditia sine qua non fiind respectarea prescriptiilor/indicatiilor (/... /Mosneagul, dac-o
vazut curgand sange, s-o apucat degrabd sd facd pane; da” n-o apucat sd facd doud cuptioare cum o fost
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vorba. §-apoi o pus panea pe-un bivol si s-o0 suit in vagdub, acolo unde era fecioru-su mort.: VASILIU
1958, 364).

Din perspectiva hermeneuticd, este important de relevat cd acest aspect (al
accesibilitatii aproape oricui in spatii altfel intangibile/inaccesibile precum aerul), nu tine
catusi de putin de (in)coerenta logic-epicd a basmului romanesc, ci face trimitere la ceea
ce M. Eliade numea “experienta religioasa a Vietz7” (ELIADE 2000, 84 si urmat.), in care
“riturile de indltare pdstreazd un rol preponderent in economia sacrului”, astfel oamenii (profanul)
reusind sd pastreze legitura cu divinitatea/sacru/ (vezi, In acest sens, subcapitolul dedicat

Perenitatii simbolurilor ceresti din sus-amintita lucrare).

3. Dacd in basmele citate supra, accederea in acest spatiu mult timp interzis
umanului/profanului se face cu ajutorul unor bivoli si a unui vultur (cu fundament
mitologic clasic — Efana, regele cetitii Kis, dupa potop, a urcat la ceruri pentru a aduce pe
pamant zarba nagteri, tot pe un vultur: CULIANU 1994, 84-85; KERNBACH 1989, 170),
acesta avandu-si palatele acolo, In majoritatea basmelor romanesti eroul urca la cer sau in
cer

o cu ajutorul unui cal ndzdrdvan, cu un numdr anume de inimi (3:
SBIEREA 1971, 82; VASILIU 1958, 176; 12: FURTUNA 1973, 60; 18: VASILIU 1958,
190) si aripi (12: STANCESCU 1980, 53, existind si manji cu 3, 6, 12 aripi:
STANCESCU 1980, 128), inimi si/sau aripi crescute mai ales in urma unui tratament si a
unui regim culinar specific (ovaz muiat in lapte, jaratec: /... /Cand anzi el pe cal vorbind in dst
chip, ii pdru rau de ce facuse §i se duse la el, il mangdie §i porunci sd i se dea ce a cerut. A treia 31, cind
se duse in grajd, ramase pironit locului: calu se ingrdsase, ochii 7i erau ageri ca la un cdarlan, iar din
pantece i crescuserd 12 aripi.: STANCESCU 1980, 53).

In mod traditional, zmeii stipanesc ab initio asemenea cai zburitori (/... /o
datd se pomenird fetele cd se umple cernl cu niste nori grogi §i negri, de se intunecd taman ca noaptea, §i
apoi numai iacd meii cdldri pe cai cu aripi, pun mdina, care pe care-i pldcea §i pornesc cu ele, neluind in
seamd la tipetele §i la vasetele lor.: STANCESCU 1980, 34), in timp ce eroul trebuie sd-si
castige (prin viclenie sau vitgjie), un astfel de cal inzestrat cu aripi pentru a putea
invinge zmeul (/... /-S4 te duci, i-a fost zis mdtusa, la marginea pamantului, cd nu e departe de aici,
§i ai sd dai de 0 baba bdtrind care are o iapd cu manji, cu trei, cu sase §i cu doudspregece aripi, §i sd
cerci a lna un mang, dintre ¢i, cd numai cu el di putea da zmeului de cap.: STANCESCU
1980, 128).

Aici trebuie mentionata o situatie speciald: probabil ecou carturaresc al unor
inovatii in domeniul aviatic, aflat inca in stadiul de pionerat, avem intr-un basm (din
colectia lui P. Ispirescu), o extrem de interesantd mdrturie a renuntdrii la mijloacele
traditionale de deplasare prin acest element cosmogonic (cal ndzdrdvan,
initiat/vizionar/intelept), in favoarea “tebnicii”, autorul surprinzand, plastic, si
reactiile sociale ale aparitiei acestui nou mijloc de locomotie, atat de ravnit, dar interzis,
tehnic vorbind, omului mii de ani (/... /87 seulindn-se de la masa, se duse unde se duse el, si
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se intoarse numaidecat, peste asteptarea tuturor, cu o slugd a lui credincioasd,
aducand niste scanduri, stinghii, drugi, odgoane si panze. Cu aceste se apucd,
ajutat de sluga lui, de clddi un fel de foisor. Gaitindu-se foisorul, se urcd tntr-insul
si, invartind niste suruburi si niste vartejuri la niste mestesuguri ce avea acest
foisor, incepu a pluti in vant si, pe cand se tot urca, el isi lud ziua bund de la toti
cei de fatd, cari ramdseserd cu gurile cdscate si cu ochii bleojditi la dansul.; /... Fiul
impdratului, dupd ce cdldtori catva timp prin vdzdub, prinse a se cobori.:
ISPIRESCU 1984, 282).

Daca in acest caz (rar) avem de-a face cu o inovatie la nivelul epicului (prin
introducerea unor date eminamente “tehnice” privind modalitatea de deplasare prin aer,
dincolo de reliefarea, in background, a unui nou domeniu de activitate/interes al omului
modern), la nivelul traditional al basmului (si mai ales dupa schimbarea statutului civil —
prin rapire sau petire), “relocarea” se face adesea pe calea aerului si cu un mijloc traditional
de locomotie, respectiv calul cu aptitudini de zbor (/...]Vietuind bietii nimernici mult timp
in cea mai mare inbire frateascd, iatd cd vine intr-o noapte nu §tin cine §i strigd la fereastra: -Dorm
oamenii in casa? —Am cam fost dormit, - rdspunse ficiorul, - da ce este? -la, am venit sda-mi dai pe sord-
ta cea mai mare! — i zise strainul. Aducandu-si aminte ficiornl de cuvintele tatini-sau, i-au fost scos
strdinului pe sord-sa fard §i i-an dat-o fird ca si-l mai intrebe, cine este, san alta ceva. Petitorul au
luat fata pe cal si au zburat cu dansa prin aer §i s-au cam dus.; |...]Lacrimi fierbinti 5i
sdrutdri duioase li-an fost lor vorba cea dintii care o schimbard unul cu altul. Dupd ce s-au mai desteptat
¢i din aceastd norocire, au aruncat barbatul pe sotia sa pe calut si strangand-o in brate,
au zburat prin nouri cdtre tara sa.; |...|Dupd acest sfat au incdlicat boieriul pe
calutul cel cu trei inimi §i au zburat la mandra sa. Cat bati din palmi au si fost la
curtile zmdului si an intrat in casd.; [...] Bdiatul si-an lnat ina bund de la toti §i au zburat
spre casd. Cat clipesti au si ajuns la curtea impdratului, si trecind pe lingd foisor, il vazu
fata impdratului 5i an cerut coroana de la dansul.: SBIEREA 1971, 66, 74, 84, 101).

® Mult mai rar, accederea 7z ceruri se face si cu ajutorul unor personaje
fabuloase— care, drept rasplata pentru un bine ficut de erou si printr-o
metamorfoza magicd, capatd deprinderile unei pasari (/.../Cum numai an cugetat la dinsa,
zatd §i V'oinicul Florilor langd el, si-I intreabd: -Da de ce plangi, dragu men? —Da cum n-oi plange, - 7
rdspunse el cu jale, - cd iatd ce-am pdfit eu §i la ce vremi grele am ajuns! Si-apoi ia 5i-i spune toate cate s-
an intamplat cu dansul de la inceput pand acuma. V oinicul Florilor i-an 2is: -Nu te teme, fatu-men, cd
eu-s langd tine! Prinde-te numai de grumazii mei si te tine binel Atuncia s-au dat 1V oinicul Florlor
peste cap si s-au ficut pasere. Baiatul s-au prins de grumazii ei, si ea au zburat cu dansul
pand la fetele Soarelui si l-an lisat la dinsele Zicindu-i si-l astepte aice pind ce s-a intoarce
inddarapt! — SBIEREA 1971, 99), uneori chiar eroul stipanind tehnica metamorfozarii
si a zborului (/... ]prdmml il 5i chemd pe bietul Stavarache iar la treabd. El se gandese: “Madi! Md
dugmdnesc ei, fratii acestia ai mei, dar la urma urmei, tot ei au sd inchileascd de rugine, cogemite
darjelye!”. Si zicand acestea, se face o vrabie si pornind din pragul curtii, se ibeste-n nori, lisandn-se pe
hogeac drept in grajdul smentui: FURTUNA 1973, 60), — ori prin constrdngerea unui
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personaj fantastic al mitofolclorului (/.../-E, hei/ Din partea asta grija s n-ai, vantule! Du-
md pe unde §tii §i cum §tii, pe ceea lume, cd eu te-oi descanta, sdracu, de ti-a trece cum ti-ar lua cu
amandond mainile! —Bine, mai Hardlui. Eu pe toti v-oi duce, da numai pand la Stantul Soare; mai
departe nu-mi este dat mie a ragbate. Haidem! $i i-a lnat vantul pe toti in pravitd si, de-a tavalu, de-a
tavaln, au ajuns degraba pand la Sfantul Soare, ci barndian pe aripa vantului, nu alta.: FURTUNA
1973, 13),

® ori, pur si simplu prin cdtdrarea eroului - pe crengile unui copac inalt sau
pe un lant aruncat de erou de jos, de pe pamant (/... /1 azand Sucna-Murgd ca an cazut
toti in scarbi §i supdrdri, cat nime nu mai avea voie bund, i-au propus virtos ca sd facd jdlii §i
Dplansurilor un capat, si an prins un purice. Dintr-insul si-au lucrat un lant de doaudsprezece mii de ocd
de gren, §i asa de lung, cd ajungea pind la ceri! |...]JAcuma au luat Sucnd-Murgd lantul de
un capdt, si cand l-au aruncat in sus, s-au si prins indatd de crangul ceriului.
[...]Cuvantind aceasta s-au acdtat de lant si s-au suit pand in ceri! Incotro s-apuce el
aice? S-an witat in toate pdrfile §i au Zdrit un drum mare. Acesta era drumul carele ducea la curtile
gmeilor cari rapiserd ursatele lor.: SBIEREA 1971, 121-122).

Articulatia internd a miturilor si basmelor luate in discutie supra, permite, din
perspectiva hermeneutica si cu raportare stricta la acest element arhetipal intalnit in
basmul fantastic romanesc, reiterarea a doud mari directii de mitanaliza.

In primul rind, realitatea invizibild (si, as spune, suprasensibili din perspectiva
fiintelor superioare care il silasluiesc) a acestui element primordial ne-a oferit, la nivelul
basmului fantastic romanesc, ample si spectaculare situatii prin care imaginarul a ficut
posibil accesul intr-o altd lume/ dimensinne, organizati si desfasurandu-se dupa alte principii
si norme decat cele imediat-materiale, lumesti. Tinand de deziderate eterne, cu substrat si
substantd prin excelentd mitice (vezi urcarea /a ceruri a inteleptului Adapa, “prima fiintd
umand fard de priband si preot din Eridy” cum il numeste I.P. CULIANU 1994, 84, ori a lui
Etana, regele din Kis, dupa potopul universal, pentru spatiul mesopotamian; a
preotilor/calugirilor taoisti, “maestri ai cdlatoriilor pe cocor?”: CULIANU 1994, 104-108;
Icarus $i Dedal pentru spatiul grecesc; IZe — 2 Regi, 2, 1-15, pentru zona mitologiei
veterotestamentare), culminand cu ratiunea intuitiv-inventiva (recte: aparatele de 3bor ca nou
mijloc de locomotie), aceste (nevoi de) ascensiuni in spatii intangibile in mod cotidian
(precum aerul), nu incearca, la nivelul basmului romanesc, decat sa anuleze distanta dintre
lumi/dimensiuni diferite. Este evident ci, mult timp conditionati de nivelul tehnologic,
oamenii au recurs la o modalitate simbolica de reprezentare a acestei realitati percepute si
gandite ca atare, dar constransi de dezvoltarea tehnica (ascensiuni sau zboruri executate
cu ajutorul unor divinitati de rang inferior, unor cai inaripati sau al unor personaje

fantastice care se puteau metamorfoza in orice): ma refer la smageria® care a incercat (iar la

2 Potrivit lui J.-J. Wunenburger, aceasta desemneazi “un ansamblu de imagini ilustrative despre o realitate,
confinutul imaginii fiind in intregime preinformat de catre realitatea concreta sau de catre idee”, ceea ce 0
departeazd de imaginar, care “implicd o oarecare independentd in raport cu o determinare anume,
presupundnd inventarea unui confinut nou, decalat, care introduce dimensiunea simbolica”. Vezi J.-J.
Wunenburger, Imaginarul (Trad. de D. Ciontescu-Samfireag, editie ingrijitd si prefatd de I. Buse), Ed. Dacia,
Cluj-Napoca, 2009, p.12.
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nivelul mentalitarului traditional de basm romanesc, a si reusit!) sa anuleze acest status
tehnologic. Iar atunci cand dezvoltarea tehnica a permis-o, imaginarul traditional nu a
ezitat sd inoveze si sd adere la o dialecticd noud, de tip tehnicist (vezi ISPIRESCU 1984,
282), chiar daca facea nota discordanta cu restul corpusului de texte, reveland, o datd in
plus, dominanta acestei productii epic-traditionale (dinamica creatoare, de tip oral, in perpetud
re-modelare a fondului si continutului epic).

In al doilea rind, depasind continutul literar specific basmului, acest element
arhetipal luat in discutie in prezentul studiu, se constituie intr-un bun prilej pentru
reinterpretarea aerului/ vazduhului din basmul fantastic romanesc ca /loc (ne)comun al peisajului,
readucand in discutie si, totodata, reconstruind, o utopie: accesarea spatiului de sus, rezervat
eminamente fiintelor superioare, de catre fiinte inferioare (ca substanta spirituald), dar
mitiate (vezi OLTEANU 2009, 215 si urmat., cu bibliografia aferentd). In acest sens,
relevant este basmul Tre/ copii saraci din colectia C. Sandu-Timoc, basm in care eroul
calatoreste mii de ani prin Univers, asigurand pregnanta mitului $i dand valoare basmului
([...]Colindind in lung si-n lat pamantul, vagu multe lucruri vrute si nevrute. Ba se sui §i in cer, cd
doar nu-i era greu, dacd avea fesul cel rosu la indemand. N-avu de lucru i astupd toate ganrelele de pe
bolta cernlui, pe unde curgea apa cand plona. Odata, cind bura spre drile albastre, ridicd nuiana si
apa se prefdcu in pietricele de gheatd, cd fu gata-gata sd omoare multe vietdfi de pe pamant. Se plimbd el
prin lund si prin stele, se lupta acolo cu oameni care aveau picioarele cat prajinile, capul cat banita i
mdinile cat ragchitoarele. Trecuserd mii de ani de cand el Zbura ca gandul din stea in stea §i, cand simti
cd-1 vine dor de frati si de pamant, se ldsd ca gandul in adancurile vazduburilor 5i porni in drentele i
vechi spre palatul fratiorilor. Mergand putin cam ingandurat, cd i-a venit vremea de-nsurat si n-are nici
un rost pe lume, bagd de seamd cd pamantul era copt si parjolit de arsita soarelui, cd nu mai are pe el
nici iarbd si nici viatd. Toate pieriserd! Nu mai eran nici oameni, nici ierburi. Numai palatele de
marmurd ale fratilor sdi stralucean in bdtaia fierbinte a soarelui. Nu-si putea da seama nici cand an
murit, nici unde sunt ingropati.: SERB 1967, 1, 48-49).

Pluralitatea de semnificatii pe care o contine un astfel de element arhetipal la
nivelul basmului fantastic romanesc (suprarealitatea invizibild §i intangibild devine vigibild si
palpabild prin intermediul unor znitiati, care initiaza la randu-le; congtiinta simbolicd pe care
eroul de basm romanesc pate ci o are/o triieste cand acceseazd, fie si temporat!, acest
spatiu refuzat in alte circumstante; re-actualizarea miturilor prin aceasta creatie fictionala
etc.), vadeste o oarecare “nostalgie” a imaginarului mitic, nu-pe-deplin-uitat, si care, iat,
poate fi re-actualizat, re-construit - aproape la fiecare re-povestire/re-citire a unui basm! -
de astfel de producte ale imaginarului traditional romanesc (cazul basmului din care am
citat, in extenso, supra, tocmai pentru a releva latura modernd, de SF-apocaliptic, a unei

roductii literare vechi), care “imping’” basmul inspre viitor. ..
5 > g
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JAMIE’S PSYCHOLOGICAL JOURNEY IN HURSTON’S
THEIR EYES WERE WATCHING GOD

Smaranda STEFANOVICI!

Abstract

The paper will analyze the evolving image of Jamie Crawford, a young Afro-American woman in
Zora Neale Hurston’s Their Eyes were Watching God. The analysis will show how she is mainly defined in
terms of her relation to men who fail to recognize her right to individuality and identity as a black woman.
The feminist approach will also highlight Hurston’s dissociation from Afro-American literary tradition
which is abounding in stereotyped images of black female characters who suffer from white oppression by
presenting Jamie who is a victim of black community.

Keywords: Harlem Renaissance, black woman, psychological journey, quest for wholeness

MOTTO: “Ships at a distance have every man’s wish on board. For
some they come in with the tide. For others they sail forever on the
horizon, never out of sight, never landing until the Watcher turns
his eyes away in resignation, his dreams mocked to death by Time.
That is the life of men. Now, women forget all those things they
don’t want to remember, and remember everything they don’t want
to forget. The dream is the truth. Then they act and do things
accordingly.” (Hurston 1)

Introduction

Zora Neale Hurston (1891-1960) was born in Fatonville, Florida, an exclusively
black town where her father was a mayor. As a child in an all-black community, she could
not experience racism or relate to white society. After moving to Jacksonville where she
started school she was first exposed to white people and racism. All through her life she
dedicated to fostering self-reliance as well as academic development. She studied
anthropology and became the first African-American graduate of Barnard College in
1928. She dreamed of a higher racial cooperation through a powerful transcending race.
However, she was disappointed by both the white and the black race. That is why she was
against exploring in fiction “America’s historical mistreatment of blacks, boosting black
self-esteem and changing racist white attitudes about Afro-Americans in the process”
(Awkward 3).

Jamie Crawford, the Afro-American heroine from Hurston’s Their Eyes were
Watching God is an increasingly more complex character the way Hurston was as a black
woman and writer. Hurston explores through a feminist approach Jamie’s desire to find a
meaningful relationship with a man. She passes through three marriages until she comes
to know and understand herself. Self-knowledge is a prerequisite for Jamie to achieve self-
fulfillment. Self-fulfillment for Jamie means freedom from oppression of sex, race, or
class. In a similar way, self-fulfillment for Hurston means gaining a literary voice.

! Assoc. Professor, PhD., “Petru Maior” University of Targu-Mures
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Afro-American literary history is replete with idealized and stereotyped images of
black female characters. The image of the mulatto, such as Jamie is, has been present ever
since the beginning of the American novel. Cora from The Last of the Mobicans is a ‘freak of
nature’ because she is a mulatto. The interrelation between race and sex in 19% ¢
American literature indicates the character’s quest for personal freedom from any kind of
oppression or for the abolition of slavery. The tragic mulatto is presented as a lone
character, unaccepted and isolated by both white and black communities. The moral
lesson of the 19%" ¢ American literature is mainly connected to the theme of
miscegenation. Characters are not allowed to cross racial boundaries through mixed
intermarriages. Mulattoes are the result of illicit unions usually between white slave
owners and black slave women. These characters are usually punished (through
misfortune or death) because they are the offspring of crossing blood lines.

Jamie’s fate is different. The novel highlights “Jamie’s psychological journey from a
male-identified female to assertive womanhood and her exploration of self-acceptance

and black identity” (McKay 55).

Jamie’s Psychological Journey

Jamie’s psychological journey of self-knowledge and self-fulfillment starts in
Eatonville, as a girl, experiences three marriages and ends in her return to Eatonville after
twenty years.

As a girl, she is raised by Nanny, her black grandmother. She was a slave who
witnessed the rape of her only child, Jamie’s mother, by a white man. Jamie’s mother runs
away after being raped. Jamie does not realize she is black until she sees a picture of
herself: “Aw, aw! Ab'm colored!” (12). She is surprised but not disappointed. At sixteen,
Nanny arranges Jamie’s first marriage to Logan Killicks. She wants Jamie to be a
legitimate wife. Unlike Nanny for whom the economic factor is most important in a
marriage, Jamie dreams of true love: “Ships at a distance have every man’s wish on board. For
some they come in with the tide. For others they sail forever on the horizon, never out of sight, never
landing until the Watcher turns bis eyes away in resignation, his dreams mocked to death by Time. That
15 the life of men.

Now, women forget all those things they don’t want to remember and remember everything they
don’t want to forget. The dream is the truth. Then they act and do things accordingly.” (Hurston 1).

She does not love Logan. She is not impressed by his wealth. Still, she is forced to
marry him. It is the first step towards growing up into womanhood: “By the time she reaches
the first blush of womanhood she discovers the restrictive bonds of woman's place in man's world,
qualitatively as soul-destroying as the experiences of racism” (McKay 59).

Nanny could not dream anymore; she did not succeed, and neither did her
daughter: “Ah was born back due in slavery, so it wasn't for me to fulfill my dreams of whut a woman
oughta be and to do... Ab didn’t want to be used for a work- ox and a brood-sow and Ab didn’t want
mah danghter used that way neither. 1t sho wasn’t mabh will for things to happen lak they did.”
(Hurston 21) “Ab wanted to preach a great sermon about colored women sittin’ on high, but they
wasn’t no pulpit for me” (Hurston 22). But Jamie had the right to choose. Her aesthetics of
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choice shows her struggles against racial, sexual, economic and political constraints. The
dream motif is highly important to differentiate men from women. In Awkward’s
opinion, while men use dreams to resign to reality, women use dreams to transcend
reality: “I# is a male characteristic to accept the thwarting of dreams with resignation” (16) and "what
Hurston clearly regards as a peculiarly female transcendentalism|...], [there are] striking similarities
between Hurston's representation of the nature of female perception and Simone de Beanvoir's assertion
that it "is a female trait ... to use dreams as a means of transcending rather than resigning to reality:
dreams are the woman's means of compensating for a sense of subordination (immanence) through the
'realm of imagination” (17).

Logan, her first black husband treats her as an object, a machine. There is no love,
no sex, no romantic scenes. While in the beginning he was wondering at het beautiful
black hair, now he does not allow her to show in the public. She has to plow the land and
plant potatoes. Haddox associates Logan to bourgeoisie, for he is hostile to expenditure and
brutally oppressive to his "worker’” (23).

Jamie escapes her grandmother’s influence when she runs away with Joe Starks.
She knows he is not the man of her dreams, still she becomes his wife in the hope of a
better life: “He spoke for change and chance” (Hurston 39). She is attracted by his sense of
humor: “A pretty doll-baby lak you is made to sit on de front porch and rock and fan_yo’self and eat
ptaters dat other folks plant just special for yon.” (Hurston 39). She is better off economically
speaking; she is not forced to work the land anymore. She is the wife of a mayor and of
the owner of a store. The situation starts to change gradually. The bigger voice he has the
more silenced she was. When the townspeople wish to hear a speech from Mrs. Mayor
Starks, he refuses by explaining the domestic role of a wife and her restriction to the
private sphere: “Thank yub fub yo’ compliments, but mab wife don’t know nothin’ ‘bout no speech-
matkin’. Ab never married her for nothin’ lak dat. She’s ub woman and her place is in de home.”
(Hurston 57). A similar symbol, that of the hair, reinforces her submissive role. She has to
hide her hair: “Her hair was NOT going to show in the store” (Hurston 73). He uses all
chances to show her inferior role, not only economically but intellectually as well: “When
Ab see one thing Ab understands ten. You see ten things and don’t understand one.” (Hurston 95).

Jamie withdraws in her inner world and pretends to have a happy marriage. But
when the moment comes she hits in “zrresistible maleness that all men cherish ...” (Hurston
107). She reveals in public a huge secret: her husband is impotent. That is the end of her
second marriage. It was a marriage marked by love but with no sex. After her husband
dies, she feels free and as a token of her liberty she reveals her “plentiful hair> (Hurston
117). She is also free financially as she inherited Joe’s estate.

For a time she is woman hunted by men for her money. She keeps strong, not
allowing men to get farther than the store. When Tea Cake enters the store he conquers
her through the different way he treats her. He considers her his equal. He encourages her
to learn checkers, builds up confidence in her, allows her to speak and express: “He looked
like the love thonghts of women. He could be a bee to a blossom — a pear tree blossom in the spring’
(Hurston 142). He makes her feel beautiful and loves her for what she is, not for the
money.
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Her third marriage has love and sex as well although she is older than Tea Cake.
People judge her and as McKnight asserts “she must leave Eatonville to find some
measure of independence” (Hurston 97). They move to Everglades to work on the muck
where beans and sugar cane thrive. On the muck, clothed in “denin overalls and heavy shoes”
(Hurston 179) she achieves union with her community for the first time in her life: “Only
here, she could listen and laugh and even talk some berself if she wanted to” (Hurston 180). Although
the Indians warn them against a hurricane, they do not leave the place: “you couldn’t have a
burricane when you're making seven and eight dollars a day picking beans. Indians are dumb anyhow,
always were” (Hurston 206). While trying to save their lives, Tea Cake is bitten by a rabid
dog; in his delirium he tries to kill Janie. But he gets killed by her. After committing the
crime she looks at the sky waiting for ‘@ star in the daytime, maybe, or the sun to shout, or even a
mutter of thunder” (Hurston 238). She tells her friend that God knows the reason. The title
of the novel refers to the myth of African origin according to which human beings cannot
have absolute control in life; everything is controlled by God. People pretend to be all-
knowing but they are not. Jody Starks needs a wife to control. He forces her to hide her
hair, a symbol of identity and independence. The community tries to create the illusion of
control by not breaking away from tradition, for instance the emphasis on morality. The
hurricane proves that humans cannot control even nature. The people are watching God
helplessly — how HE destroys nature and kills people: They seemed to be staring at the dark, but
their eyes were watching God” (Hurston 212).

She returns to Fatonville alone, but strong and with self-knowledge: “Ie
relationship with Tea Cake belped to shape her self-knowledge, but in his death she is free to discover

security in berself, and the courage to speak in her own black woman's voice, no longer dependent on men”
) g ) g

(McKay 63).

Conclusion

A literary representative of Harlem Renaissance, Hurston wanted to break down
the rigid barriers that separated the races. While it contributed to a certain relaxation of
racial attitudes among white people, it also reinforced race pride among blacks. She
presents Jamie as an object under three types of capitalist domination: with Logan, Jamie
was under a competitive capitalism; Jody Starks treats her as a monopoly capitalist object.
Her third husband Tea Cake apparently loves her — it is a marriage in which she has both
love and sex. However he is a gambler with a knife, who possesses her in a late capitalistic
manner through jealousy and physical violence: “I'ea Cake's attacks on Janie are cansed by a
loss of precisely the capacity for decision-making and self-control that is the hallmark of her fatal shooting
of him” (Korobkin 3). He acts governed by impulses, which is a sign of his immaturity.
The sacrifice Jamie makes when she kills the man she loves most brings in the feminist
idea of the magnitude of the sacrifice needed in order to reach her self-fulfillment and
womanhood: “Now she was her sacrificing self with Tea Cake’s head in her lap. She had wanted him
to live so much and he was dead” (Hurston 246). Moreover, her quest for wholeness requires
her return at home to tell her story herself. Her voice celebrates individuality within a
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group: “collective black American physical and psychological survival depends on the union (even when
troubled) of the individual and the group” McKay 53).
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CONCEPTUAL DISSONANCE BETWEEN THOREAU AND
WORDSWORTH'S VIEW ON NATURE AND IMAGINATION

Mahshad JALALPOURROODSARI!

Abstract

Henry David Thoreau (1817-1862) and William Wordsworth (1770-1850) belong to two different
sects. The former is a Transcendentalist or a member of American Romanticism with its unifying account
of self and nature, and the latter is an English Romantic poet belonging to a group of poets called the
"lake School [of] the lakers" (Ruston, 2007: p. 90-91) who wete involved in the appreciation of and
dissolution in their natural surroundings. Despite the fact that these two figures have much in common,
there are points and junctures where they diverge in their perspectives towards the essential grounds of
their parallel philosophies. Through having a look at Thotreau's Walden and Wordsworth's Tintern Abbey,
this paper would attempt to present a broad account of the major aspects in which their literary ideas and
points of views approach or diverge in regards to nature and imagination.

Keywords: nature, imagination, solitude, inspiration, meditation/exploration

I. Nature's Natural Allure vs. its Codified Nature:

The premier focus of the two above mentioned figures is their heightened
attention to nature. One might assume that the Romantic spirit revolving around their
description and representation of nature would mould their understanding of it
However, this is only partly true. Thoreau looks at his surrounding with a scientist's eye
trying to scrutinize its mysteries and decipher its disguised meanings. His nature has
layers of significance including spiritual and material ones (Buell, 1995: p. 171) which
need to be demystified and knowable to him. As a Transcendentalist, this aspect of his
work can be traced back to his mentor, Emerson, who "sacralized nature as man's mystic
counterpart [believing that] nature could be decoded as a spiritually coherent sign-
system" (p. 171). The observative texture of Thoreau's reading of nature is enriched with
a labor being analogous to a physical one which fuels his intellectual and spiritual
absorption of nature (Schneider, 1995: p. 93) in order for it to be controlled and
eventually be "overcome" (p. 100). The point to be remembered here is that, such
empirically and scientifically approached nature only brings him an unnatural allure which
he describes as the "cheap but pleasant effect of walking over the hills" (Buell, 1995: p.
182). On the contrary, Wordsworth doesn’t have such intellectual approach to nature. To
Wordsworth, nature has the aura of present and past. It inspires him to go back in time,
taste the lost hours of his youth and feel nostalgic for the "coarser pleasures of |his]
boyish days / and their animal movements [which are] all gone by" (Wordsworth, 1985:
Lines 74-75). Such feeling triggered by the natural scenery, is to Wordsworth a means of
gloomy pleasure that "haunts [him] like a passion ..." (line 79). The time gone by of
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which Wordsworth talks, deprives him of a true and genuine vision of nature which
could have potentially led him towards reality, and brings instead the "loss of the real life
and sight" (Abbott, 2007: p. 115). The nostalgic sensation having high frequency in
Wordsworth's poetry can equally be seen in Thoreau's work in a different manner. The
desired object for Thoreau is not quite the same as Wordsworth's lost and longed for
vision. His is a longing for a "pristine simplicity ... intensified by nostalgia for life at
Walden" (Buell, 1995: p. 178). Thoreau wants to go back spatially and temporally to an
Eden like Walden where he could peel off all unneeded layers trapping him and
preventing his "spiritual growth [attained] through nature" (Corrente & Spring, 1984: p.
3). Hence, one can see the difference between Wordsworth and Thoreau in that
Wordsworth is lamenting an already diminished or gone state of mind and feeling,
whereas Thoreau's progressive growth is feasible in time through an engagement with
nature.

Nature to both these poets is a refuge in which they find solitude and calm.
Nevertheless, their conception of solitude sought in nature is quite different. To Thoreau,
the solitary feeling provided by nature in Walden is a fluid one having the undertones of a
"subversive and carnival attitude" (Schneider, 1995: p. 102) which brings the two milieus
of city and its surrounding natural environment together. Thoreau retains his "social
being ...but through a continuous effort and a rigorous discipline [connects it] to the
phenomena and processes of the natural world" (Taylor, 2005: p. 236). That is why the
solitude he desires gains a carnivalesque tone, in that it moves between the two domains
and develops a dialogic interaction between them. For Thoreau, there is no single solitary
space in which he finds solace. In line with his scientific view of nature, the serenity and
solitude he pursues, would not come in a meditative account of it, but in an explorative
journey between two borders (Schneider, 1995: p. 92). On the other hand, the solitude
that Wordsworth finds in nature is of a different nature. It springs from a truth value
embedded within nature's bosom. This truth is what consoles Wordsworth and is
"carried into his heart by passion" (Cited in Abbott, 2007: p. 116) at times when he has a
"solitary walk" (Wordsworth, 1985: Line 136) amongst the hills and woods. In wandering
through the hills and the mountains, he becomes a "rover ...on the lonesome peaks"
(Lines 53-54) and experiences a solitary moment filled with feelings of "tranquil
restoration ... [and] unremembered pleasure”" (Lines 32-33). Therefore, Wordsworth's
solitude is endowed with the restorative power which is quite contrary to Thoreau's
subversive view of it. Wordsworth's understanding of solitude which is at odds with
Thoreau's volatile perception of it, is beautifully put in his account "Of vagrant dwellers
in the houseless woods / or of some hermit's cave, where by his fire / the hermit sits
alone" (Lines 21-23). To Wordsworth, the solitary hermit is dissolved in nature which
welcomes him inside (the cave) and provides him with a unique pleasure unremembered
before. Such solitary moments can bring the gift of a blessed mood; or as Wordsworth
states:
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Of Aspect more sublime than blessed mood
In which the burden of the mystery

Of all this unintelligible world,
Is lightened- That serene and blessed mood
In which the affections gently lead us on. (Lines 39-44)

Therefore, Wordsworth's solitary meditation and reflection on nature unravels the
mystery of an unintelligible world, while with all his attempts to decode nature and its
concealed significance, Thoreau's obsessive exploration of nature would only leave him
with a "dual ...[representation of it] as both knowable and unknowable" (Schneider,
1995: p. 101). Thus, Thoreau's unfixed positioning in Walden leads him towards forming
a double facetted nature. One which lends itself to a rigorous scrutiny in the form of
"discovery, retrieval and respect for the realm of physical nature" (Buell, 1995: p. 178)
and another one which extinguishes any chance of its comprehension due to its
multilayered essence. The former investigative approach deprives Thoreau of what
Wotdsworth would call the "harmony and the deep power of joy / We see into the life of
things" (Wordsworth, 1985: Lines 49-50) and the latter's veiled spirit annuls any
integrative marriage of self and the aloof nature.

I1. Elemental Role of Imagination:

Another significant aspect to be noted about Thoreau and Wordsworth is their
insight into the concept of imagination. Thoreau regards the image making power as
being indispensable in that he sees the "capacity for vision ... [as a] key to a successful
and necessarily solitary journey of inward exploration" (Schneider, 1995: p. 103). This
intimate understanding of self through imagination is in line with the very dual
perspective he has towards the external world. As was previously mentioned, the outside
nature to Thoreau is both comprehensible and incomprehensible at the same time, and in
the face of such dual account, imagination would play the essential role of facilitator and
mediator. It facilitates the reading of nature's true significance which is wrapped up in
coded chunks of meaning (Buell, 1995: p. 171). Therefore, Thoreau's objective digestion
of nature is facilitated by the innate power of imagination. Furthermore, in Walden,
imagination provides him with the ability to bridge the "material and spiritual worlds ...
the earth and the sky" (Schneider, 1995: p. 101) through the image of the pond and its
symbolic implication mirrored in its "smooth and reflecting surface" (p. 101). Here
imagination brings about a more immediate connection between the self and nature
which he describes as "heaven [not being| distant in time or place but ... [being present]
immediately under our feet here and now" (p. 101).

However, In Wordsworth's poetry, imagination gains a different texture or what
he would name his "purer mind" (Wordsworth, 1985: Line 31). His vision is mixed with
wonder and admiration at the sight of a nature inspired from outside while reverberating
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inside. This is the poet's purer mind or his inward eye which creates "harmony and the
deep power of joy ... in the life of things" (Lines 49-50) even though such sensation
might be alien to others facing the same sublime nature. To Wordsworth, imagination is
the natural offspring of being in the presence of "scattered yew-trees and the crags ... /
that look upon [him]" (Lines 40-41) and make his heart beat fast. It is when he is filled
with inspiration and expectation that he can color the world with his imagination. This
elevated state for Wordsworth is an involuntary one, in that it rushes and takes control of
his vision:

My anxious visitation hurrying on

Still hurrying, hurrying onward, how my heart

Panted — among the scattered yew-trees and the crags
That looked upon me, how my bosom beat

With expectation! Sometimes strong desire

Resistless overpowered me, and the bird

Which was the captive of another's toils

Became my prey ... (Lines 38-45)

Therefore, it can be seen that through his vision the invading scenery becomes
one with the poet when he gets filled with its strong presence and transubstantiates the
natural world into his prey or object of his private imagination. However, it should be
noted that to Wordsworth, such integration with nature via imagination is a slippery one
that diminishes as the time goes by. The fact of its gradual extinction causes him pain as
he becomes unable to form a clear picture of what he sees and can only receive a
"recognition [which is] ...dim and faint" (Line 60).

Quite in line with Thoreau's analytical account of nature, it can be stated that his
perspective of his role as an imaginative poet-creator was entirely different from that of
Wordsworth's. Thoreau never believed himself to be a common observer but a man
endowed with an astute intelligence unlocking the "laboratory of creation ... [and]
declaring the ...operations of nature "(Richardson, 1995: p. 19). Hence, while for
Wordsworth, the retreat to the past is a cause of grief due to the loss of his vision and
imagination, Thoreau's retreat is of an utterly unequal nature:

This retreat gives him time to reflect on the past ...it affords

Thoreau new views of the familiar landscape by allowing him

to walk over its surface, measure it with surveying tools, and

observe the new uses to which men and animals put it. Thoreau

then comes full circle with his vision of nature resurrected. (Schneider, 1995: p.97)

Wordsworth immerses himself in his vision and the outward sight inspiring him,
whereas Thoreau keeps the necessary distance from his object of study. Thoreau makes
an effort to resurrect the nature thus viewed in a god-like manner. Whereas to
Wordsworth the poet has no divine quality, to Thoreau the Transcendentalist, "imagining
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something is in a way creating something, man could create God [and nature] ... and
being who was capable of creating the divine must be divine himself" (Corrente &
Spring, 1984: p. 3). Thus, Thoreau's imagination takes him so far as replacing the
supreme reality engendering it all. He reactualizes nature and engages in adoring his
creation through presenting compliments to it (Thoreau, 1854: p. 179). On the other
hand, Wordsworth keeps no distance from nature and gives himself no such supreme
position. His existence is melted into that of nature's which demands no intellectual or
godlike action in the face of the immense pleasure derived from their interplay. It is true
that Wordsworth feels the presence of God in nature, nevertheless:

Of visitation from the living God
He did not feel the God, he felt his works
Thought was not; in enjoyment it expired

He neither prayed nor offered thanks or praise;
His mind was a thanksgiving to the power
That made him. It was blessedness and love.

(Wordsworth, 1985: "Pedlar" Lines 108- 114)

It can be seen that to Wordsworth, the conjured up sensations are different from
Thoreau's. While both Thoreau and Wordsworth look at nature as a "source of
inspiration" (Witherell, 1995: p. 57), their inspirations are dissimilar and diverge into
unlike paths. Wordsworth is inspired to plunge in nature and thank his blessed power of
imagination which brings him joy and love, whereas Thoreau's praise of nature takes him
up and above any common and ordinary joy devoid of any motive to comprehend and
dominate it.

Therefore, it can be stated that Wordsworth and Thoteau's account of nature and
their ostensibly similar journeys therein, are in fact quite demarcated in their various
understanding of its significance, beauty and intricacy. Acknowledging the unique
imaginative angle through which they look at their natural surroundings, makes one have
a more thorough appreciation of their poetic worlds engraved and ornamented with
subtle touches which would be hidden to an inattentive observer.
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INTERFERENCES LINGUISTIQUES DANS I’ APPRENTISSAGE DU
FRANCAIS COMME L3

Corina BOZEDEAN!

Abstract

Learning a foreign language often goes through plurilinguistic situations. The mechanisms such
as the linguistic transfer, loan and alternating codes are often in the L3 acquire center; therefore linguistic
proximity is not always a factor to facilitate this process. Despite the undeniable effectiveness of
communicative methods, careful observation of the learning process of L3 shows the importance of
propetly structuring metalinguistic reflection and decontextualized knowledge. Therefore, a contrastive
approach to language is needed, together with creating links between skills, resulting in the formation of
effective plurilinguistic skill.

Keywords: plurilingualism, learning process of L3, linguistic transfer, linguistic proximity,
plurilinguistic skill

L apprentissage des langues étrangeres passe souvent par des problemes dérivés
des situation d’'un monde plurilingue, ou les langues, comme 'observe aussi Louis-Jean
Calvet (2013), sont constamment en contact. En prenant comme repére la définition du
Cadre enrogpéen commun de référence, qui établit une distinction nette entre le multilinguisme
(une superposition des langues connues et des compétences communicatives
individuelles) et le plurilinguisme, nous considérons le plurilinguisme comme une
compétence communicative qui valorise la complémentarité des différentes langues
connues, considérées non dans des compartiments séparés, mais en corrélation et en
interaction ; ainsi, une approche plurilingue des langues suppose que les participants au
processus de communication soient capables de passer d’une langue a une autre pour
faciliter leur capacité de compréhension ou d’expression dans une langue.

A partir de linterférence des langues, définie par Hamers & Blanc comme le
transfert « le plus souvent inconsciemment et de fagon inappropriée des éléments et des
traits d’une langue connue dans la langue cible » (Hamers & Blanc, 1983), nous nous
proposons de présenter quelques situations d’influence translinguistique repérées dans
Papprentissage du frangais comme L3. A cet égard , nous adopterons la numérotation L1,
L2, L3 proposée par Williams et Hammarberg (1998), numérotation qui désigne 'ordre
chronologique de l'acquisition de cette langage, et non pas le niveau de maitrise de cette
langue par le locuteur. I convient de mentionner que notre observation a été menée a
tous les niveaux de production linguistique, phonétique (accentuation et intonation),
lexical (vocabulaire des mots), morphologique, (genre et forme des mots) et syntaxique
(structure et organisation des phrases).
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Les interférences que nous allons présenter ont été repérées chez des apprenants
du francais de I'Université « Petru Maior », aussi bien dans la filiere « langue modernes
appliquées », que dans les spécialisations non philologiques, ayant un niveau de maitrise
de la langue situé entre B1 et B2, I'anglais étant leur premicre langue étrangere étudiée.
Ceci n’est pas sans importance dans 'observation des stratégies communicatives dérivées
de Pactivation de L1 et 1.2 dans la construction d’un discours en 1.3, basé souvent sur le
transfert interlinguistique, défini par Porquier & Py comme « toute forme dénotant d’une
facon ou d’une autre la présence d’une autre langue dans le répertoire du locuteur » (2004
: 26).

De nombreux chercheurs apprécient que Dapprentissage d’une L2 est
qualitativement différent de celui d’une L3, par le fait que 'apprentissage d’'une L2 a
comme référence seulement la langue maternelle (L1), tandis que dans l'apprentissage
d’une L3 il y a déja Pexpérience de Papprentissage d’une autre langue étrangere, ce qui, a
son tour, représente un avantage grace aux connaissances métalinguistiques acquises
(Hufeisen 1998 : 171). En effet, des mécanismes de transfert translinguistique, d’emprunt,
d’alternance codique ou de mélange des langues sont au cceur de 'apprentissage d’'une L3,
Iapprenant renoncgant a I'activation de L1 et de L2 seulement lorsqu’il progresse vers le
niveau C1, voire C2.

11y a plusieurs aspects qui influencent le transfert de connaissances en L3, dont un
des plus significatifs est la proximité linguistique. Il est généralement considéré que ce qui
est plus proche de la langue originale .1 (la langue maternelle) est plus facile a acquérir.
Comme l'observe aussi Dabene (1994), la facilité dans I'apprentissage d’une langue est
traduite par la possibilité d’observer des similitudes, des analogies, la proximité
linguistique permettant une perméabilité des compétences afin d’assurer une
compréhension instrumentale (Blanchet 2004 : 34), plus de ou moins évidente, surtout
entre les locuteurs des langues appartenant a la méme famille linguistique. On sait, par
ailleurs, que la proximité linguistique constitue actuellement la base de certaines
approches linguistiques, telles I'intercompréhension, une forme de communication
plurilingue ou chacun comprend la langue de lautre, tout en s’exprimant dans la langue
qu’il connait.

Toutefois, la proximité linguistique est une hypothése qui n’est pas toujours
probante lors de l'apprentissage du francais, une langue qui n’a pas des différences
structurales significatives par rapport au roumain. Le travail et les discussions avec les
¢tudiants révelent une perception du frangais comme langue ayant une grammaire
particuliecrement difficile, notamment pour ce qui est du systéeme verbal ( qui est, en
réalité, tres similaire a celui roumain) et dont 'apprentissage prend souvent plus de temps
que dans le cas d’une langue structurellement différente du roumain, comme 'anglais.

Il semble qu’une telle perception vis-a-vis du francais est due, d’'une part, a une
tradition de sa didactique centrée sur Tenseignement explicite de la
grammaire ; Uinsistance sur les caractéristiques morpho-syntaxiques de la langue, le
métalangage grammatical, au détriment d’'un modéle communicationnel, contribue a un
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sentiment de frustration de 'apprenant en ce qui concerne le frangais. Toutefois, un
déplacement de la transmission explicite vers celle implicite des connaissances
grammaticales est de plus en plus évidente dans les nouveaux manuels / cours de langue
trancaise. Mais, d’autre part, I'absence d’explication du fonctionnement de la langue ne
permet pas la perception des différences structurelles entre les deux langues, la
conscience métalinguistique étant tres peu activée dans le cas des méthodes de
communication. Ainsi, malgré Defficacité indéniable de ces méthodes, la nature des
obstacles rencontrés dans I'apprentissage d’une langue étrangere, dont la différence de
son fonctionnement par rapport a la langue maternelle ou I’ importance du contexte de
communication qui exige des opérations de segmentation et d’identification, fait que les
réflexions métalinguistiques jouent un role clé dans la structuration correcte et
décontextualisée des connaissances.

En ce qui concerne la proximité linguistique, il faut remarquer aussi que, bien
qu’elle puisse faciliter la compréhension, elle peut également constituer une source de
confusion et d’erreurs dans la production. Plusieurs interférences linguistiques francais-
roumain, que nous avons observées chez les étudiants, dérivent des analogies trompeuses,
comme dans le calque de certaines construction en frangais sur celles du roumain : « avec
respect » au lieu de « respectucusement », « professeur coordonnateur » au lieu de
«directeur de mémoire », etc. Les mots ou les expressions apparemment « transparentes »
provoquent souvent une déformation de lintention expressive, comme on peut
I'observer dans le cas du calque lexical utilisé dans I'expression « service d’évidence de la
population » (pour « serviciul de evidentd a populatiei »), sans tenir compte du fait qu’en
francais le mot « évidence» n’a que le sens de « certitude », sans avoir le deuxiecme sens
quil a en roumain, celui d« activité de renseignements ». Ce genre de transferts
linguistiques réaffirme I'importance d’une approche contrastive dans 'enseignement des
langues, afin d’expliquer les difficultés et d’éviter les « faux amis » car le sens des mots
considérés « transparents » n’est que rarement completement équivalent, seules certaines
acceptions coincident, et souvent avec des nuances sémantiques plus ou moins
prononcée ; les collocations sont également souvent divergentes, ainsi que les valeurs
connotatives, les registres de la langue, sans parler de la coincidence tres rare des
significations métaphoriques. Par conséquent, la proximité linguistique peut s’avérer
pleinement profitable seulement si Papprenant a des compétences métalinguistiques qui
lui permettent d’analyser les analogies inter-linguistiques.

Comme nous I'avons mentionné ci-dessus, Papprentissage d’une nouvelle langue
est influencé aussi bien par la langue maternelle (L1) que par la langue étrangere
précédemment apprise (L2). Parfois, I'apprenant a tendance a opérer un transfert
linguistique en L2 et non pas dans sa langue maternelle, I'influence translinguistique
pouvant jouer un role de facilitateur, dans le sens de prise de conscience sur les
différences d’organisation des systeémes linguistiques. Cependant, ceci peut parfois causer
des interférences, le transfert entre les langues étant fait sans une connaissance suffisante
de leurs éléments communs et de leurs différences.
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En essayant une systématisation des erreurs des apprenants du francais comme
L3, nous avons observé une tendance a recourir a I'anglais, activé en paralléle avec L3.
Ainsi, un étudiant qui a appris la langue francaise apres Panglais, peut confondre les regles
grammaticales des deux langues, comme par exemple la formation du pluriel (ex : «le
corps - les corpses » au lieu de («le corps » - «les corps »), ’écriture avec majuscule des
mois de 'année (ex : « le mois de Juillet » au lieu de « le mois de juillet » ), peut opérer des
emprunts lexicaux comme « district » pour « département », « peuple » (cf. en. « people »)
pour « personnes » ou des interférences dues aux orthographies similaires, telles «
person » au lieu de « personne », «object» au lieu d’« objet», «example» au lieu
d’« exemple ». Au niveau syntaxique, le recours a L2 est repérable dans 'ordre des mots
dans certains groupes nominaux, 'absence du pronom - sujet ( ex : « fait beau » au lieu de
« 1l fait beau » ), la place de 'adverbe dans la phrase ( ex : « Jean souvent dit », en suivant
la topique en anglais « Jean ofen says »). 1l faut dire aussi que dans la production en L3, le
recours a L2, plutot qua L1, ne dérive pas nécessairement de considérations de
similitude, mais justement pour éviter la forme (considérée trompeuse) de la langue
maternelle.

Par rapport au contexte institutionnel d’apprentissage d’une langue, celui social /
naturel sollicite des opérations complexes, le plus souvent inconscientes, de structuration
des informations linguistiques, ou la fonction intégrative de la langue s’avere un facteur
décisif. Significatives a cet égard sont les différences de comportement dans les relations
interlinguistiques avec les natifs francophones. Disposant de programmes de mobilité
avec des universités provenant de pays francophones, les étudiants de I'Université « Petru
Maior » ont la possibilité interagir avec des étudiants de ces universités, aussi bien en
Roumanie (ceux venus en Erasmus dans leur université), que dans les pays d’origine de
ces étudiants.

L’interaction avec les étudiants francophones venus a 'Université « Petru Maio»
met en évidence un comportement bilingue de 'apprenant roumain, caractérisé le plus
souvent par I'appel, sans trop d’hésitation, a L2 (I'anglais), dérivé du sentiment d’une
insuffisante maitrise de 3. En revanche, ce procédé de transcodage est trés peu utilisé
lorsqu’ils vont en France ou en Belgique, ou, d’apres leurs témoignages, I'accent se
déplace des aspects inconnus de la langue vers ceux connus et déductibles, cette
compétence sociolinguistique ayant avant tout des motivations pragmatiques. La
perception de certaines analogies formelles aboutit a la formation des automatismes sur le
fonctionnement de L3, et, comme I'affirme aussi Bernard Py « la langue premicre apporte
une matiere verbale dont les formes de la langue seconde vont émerger peu a peu, avec
'aide de l'interlocuteur natif » (Py, 1991, p. 154).

Les progres a la fin d’un stage Erasmus dans un pays francophone, en moyenne
de 6 mois, sont remarquables : l'acquisition d’excellentes compétences dans la
communication orale, par I'imprégnation du rythme frangais de la phrase, I'articulation
grasseyée ou roulée, l'utilisation dans la communication des gestes typiquement francais.
Pourtant, méme si les apprenants s’approprient en grande partie une représentation
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correcte du fonctionnement de la langue frangaise au cours d’un stage Erasmus, I'absence
d’une attitude réflexive sur la langue explique la persistance de certaines erreurs
grammaticales élémentaires, comme par exemple celles liés a la catégorie de genre (« la
probléme » au lieu de « le probleme », « la diplome » au lieu de « le diplome », etc.). Sans
minimiser le bond en avant significatif dans 'apprentissage du francais au cours d’une
telle expérience, 'exemple précédent souligne une fois de plus le role incontournable de
I'approche métalinguistique et métacognitive dans 'apprentissage d’une langue étrangere.
A c6té de Papprentissage implicite, "apprentissage explicite est une étape aussi importante
dans l'acquisition de cette langue.

L’approche communicative dans lenseignement des langues, caractérisée par
I'absence de recours a I'analyse du fonctionnement de la langue, limite les comparaisons
et la possibilité de repérer les points convergents et divergents entre les langues. En
revanche, l'enseignement contrastif des langues pourrait attirer lattention sur les
¢éventuelles erreurs phonétiques, lexicales, grammaticales ou syntaxiques, I'analyse des
interférences permettant de mieux comprendre le processus d’apprentissage d’une langue
étrangere, et, par la suite, 'amélioration du processus d’enseignement.

Il s’ensuit que les structures grammaticales ou lexicales des langues connues lors
de Tapprentissage d’une L3 peuvent faire l'objet dun transfert interlinguistique a
différents degrés, de la simple importation (le calque) a la transformation d’une structure,
selon les formes spécifiques de L1 ou L2, allant jusqu’a la fabrication de certains mots qui
n’appartiennent a aucune des langues connues. Ainsi, 'apprentissage d’une L2 et d’une
L3 n’est plus distinctif, mais suppose la création de liens entre les compétences, formant
une compétence de pluringuisme. Dans une perspective psychopédagogique, afin de
former une telle compétence, nous trouvons que le partenariat entre les langues et
I’harmonisation des didactiques (harmonisation initiée par le CECR pour I'évaluation des
compétences linguistiques) par une approche contrastive, est 'un des défis majeurs des

futures piste d’exploration de 'enseignement des langues étrangeres.
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A STUDY OF THE CHARACTER EUSTACIA VYE IN THOMAS
HARDY’S THE RETURN OF THE NATIVE

Naveen K MEHTAL!

Abstract

Eustacia Vye is the heroine of The Return of the Native. She is the most impressive figure of the
book. If Sue Bridehead of Jude the Obscure is the subtlest of Hardy’s female characters, Eustacia has the
deepest force. There is no doubt about the supreme success of the character of Eustacia. In her dark
beauty Hardy has pointed one of his most memorable portraits. The present paper is aimed to study the
character of Eustacia Vye.

Keywords: heroine, fate, chance, family, suffering

Introduction

Eustacia Vye was the raw material of divinity. On olympus she would have
done well with a little preparation. She had the passions and instincts which make
a model goddess, that is, those which make not quite a model woman.”? It has
been suggested that Fustacia belongs essentially to the class of which Madame
Bovary is the type. “The similarities between Emma and Eustacia are, indeed,
clear enough; the tragedy of each of them consist in the disillusionment which
reality brings for their romantic dreams of happiness unconnected with reality.
But this, after all, is no uncommon theme; it is frequently met within literature as
in life; and there is no need to seek in Flaubert for an explanation of Hardy’s
choice of it. The aim of the two novelists is, in fact, quiet different.””3

Eustacia Vye’s Family Background

In chapter VII of book First Hardy has given an account of Eustacia’s
parents. She was the daughter of the bandmaster of a regiment. Her father was a
fine musician — who met his future wife during her trip thither with her father
the Captain, a man of good family. The marriage was scarcely in accord with the
old man’s wishes, for the bandmaster’s pockets were as light as his occupation.
But the musician did his best; adopted his wife’s name, made England
permanently his home, too great trouble with his child’s education, the expenses
of which were defrayed by the grandfather, and throve as the chief local musician
till her mother’s death when he left off thriving, drank, and died also. The girl was
left to the care of her grandfather, who, since three of his ribs became broken in a

! Assoc. Professor, PhD., Mahakal Institute of Technology, Ujjain (MP) India.

2 Tomas Hardy, The Return of the Native (London: Macmillan and Co. Ltd., 1953), p. 75.

® William R. Rutland, Thomas Hardy: A Study of His Writings and their Background (New York: Russell &
Russell, 1962), pp. 185-186.
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shipwreck, had lived in this airy perch on Egdon, a spot which had taken his
fancy because the house was to be had for next to nothing, and because a remote
blue tinge on the horizon between the hills, visible from the cottage door, was
traditionally believed to be the English channel.

The Most Charming Personality

Eustacia’s great personal beauty is responsible for the tragedy of the Clym,
Wildene, and also the death of Mr. Yeobright. The superstitious women of
Egdon Heath look upon her as witch. Certainly she is an evil influence in the life
of everyone in the novel. Her beauty is described with great poetic power by
Hardy. The chapter dealing with her personal charms is one of the most glorious
in all Hardy.

She was in person full limbed and somewhat heavy; without ruddiness, as
without pallor; and soft to the touch a cloud. To see her hair was too fancy that a
whole winter did not contain darkness enough to form its shadow it closed over
her forehead like nightfall extinguishing the western glow. “She had Pagan eyes of
nocturnal mysteries, and their light, as it came and went and came again was
hampered by their oppressive lids and lashes; and these the under lid was much
fuller than it usually is with English women.”#* This enabled her to indulge in
reverie without seeming to do so; she might have been believed capable of
sleeping without closing them up. Assuming that the souls of men and women
were visible essences, you could fancy the colour of Eustacia‘s soul to be flame-
like. The sparks from it that rose into her dark pupils gave the same impression.

The mouth seemed formed less to speak than to quiver, less to quiver than
to kiss. Some might have added, less to kiss than to curl. Viewed sideways, the
closing line of her lips formed with almost geometric precision, the curve so well
known in the arts of design as the cima-recta or ogee. The sight of such a flexible
bend as that on grim Egdon was quite an apparition. It was felt at once that
mouth did not come over from Sleswig with a band of Saxon pirates whose lips
met like the two halves of a muffin. One had fancied that such lip-curves were
mostly lurking underground in the south as fragments of forgotten marbles. So
fine were the lines of her lips that, though full, each corner of her mouth was as
clearly cut as the point of a spear. The keenness of corner was only blunted when
she was given over to sudden fits of gloom, one of the phases of the night side of
sentiment which she knew too well for her years. She reminds one of the lotus-
eaters and Cleopatra, of roses, rubies and tropical midnights.

The Most Dignified Heroine
Eustacia is perhaps the most dignified among the heroines of Wessex
novels she is an imperial recluse, of grandeur equal to that of Egdon itself. The

* Tomas Hardy, p. 76.
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only way to look queenly without realms or hearts to queen it over is to look as if
you had lost them; and Eustacia did that to a triumph. In the Captain’s cottage
she could suggest mansions she had never seen. Perhaps that was because she
frequented a vaster mansion than any of them, the open hills. Like the summer
condition of the place around her, she was an embodiment of the phrase ‘a
popular solitude’ — apparently so listless, void and quiet, she was really busy and
full.

Eustacia is a mildly neurotic hedonist. As Duffin puts it: “As far as social
ethics were concerned Eustacia approached the savage state though in emotion
she was all the while an epicure. She had advanced to the secret recesses of
sensuousness, yet had hardly crossed the threshold of conventionality.” An
epicure in emotion, like Sue! Well, perhaps. But how different are Eustacia’s
emotional feasts from Sue’s cool experimental savourings. If epicures both, it was
as gourmand and gourmet! However, a rich sensuousness is undoubtedly her
dominant characteristic, making her conspicuous among Hardy’s Heroines. She
had “predetermined to nourish a passion for Yeobright.” She declares she once
saw an officer of Hussars ride down the street and though he was a total stranger
and never spoke to her she loved him till she thought she should really die of
love. It is not a pleasant thing, this nature in a woman; it is only tolerable in
Fustacia because her personality as a whole is heroic enough to glorify all its
constituents. Her sensuous nature is incapable of thought, she is built entirely of
highly — potentialised feeling. Her indolence covers, as Mrs. Yeobright perceives,
very strong passions. Her cry that she has tried to be a splendid woman is
bitterest ignorance of self: conscious and deliberate effort to be anything at all —
to effect any change in her nature, to resist any impulse — is mere impossibility
to her purely instinctive character. Such a woman must inevitably sin, according
to all human notions of virtue: her soul dissolved in her hot blood, the restraint

of reason absent, she has no guide but emotion and animal wants.”>

A Passionate Lover

Eustacia is essentially a votaress of love. Love making is the primary
concern of her life. In her case loving is generated by something beyond or beside
the loved one to which he seems to be related. The love which drives Eustacia in
ceaseless movements of longing is never simple desire for possession of another,
but is always desire for something else which seem to be accessible by way of
beloved. Eustacia ‘s love for Clym is directed not toward him, but toward what he
seem to stand for or to promise her. Hardy is explicit her about the religious
dimension of love.

It is interesting to examine Fustacia ‘s relations with Wildene.

% H.C. Duffin, Thomas Hardy, 3" ed. (1961; rpt. Bombay: Oxford University Press, 1963), p. 226.
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Eustacia‘s fluctuations of love for Wildeve and indifference toward him
provide the occasion for statements which are of capital importance as
formulations of the pattern of loving in all his fiction. Just as Festus, in The

Trumpet Major, is turned away from his love for. Anne Garland by the way John
Loveday’s supposed desire for Matilda makes Matilda desirable to Festus too, and
just as Lady Caroline in, ‘The Marchoiners of Stonehenge’ perversely and
passionately center(s) her affection on quite a plain looking young man of humble
birth and no position at all because she is stimulated in this passion by the
discovery that a young girl of the village already loved the young man fondly, so
Eustacia ceases to love the man who is not lived by others and loves him again
when he becomes desirable to another person. Her relation to Wildeve is
mediated by way of his relation to Thomasin. When Eustacia has Wildene to
herself she soon tries of him, but as soon as he turns from her to Thomasin he
becomes desirable again: The man who had begun by being merely her
amusement, and would never have been more than her hoppy but for his skill in
deserting her at the right moments, was now again her desire. Cessation in his
love making had revivified her love. Such feeling as Eustacia had idly given to
Wildeve was damned into a flood by Thomasin. As soon as she learns that she

can have him wholly to herself again, he is magically drained of his attractions for
her.%5

The Most Romantic Lady

Eustacia had French blood in her and this is responsible for her passionate
character, love of beauty and pleasure, her sensuousness and desire for love. At
Budmouth, Eustacia was surrounded by gaiety and pleasure. She saw gallant
soldiers and musk, and dance and love making and such other things and all his
deepened her love of pleasure. Her education was very moderate and did not
develop her intellectual, moral or spiritual nature. It only supplied her with heroes
like Napoleon whom she admired. She wanted to conquer hearts and reign like a
queen in society.

Eustacia is a born romantic. “She is Shelleyan Creation, in her quarrel with
the stern realities and her joy in ‘what seems’; she yearns for a palace of delight,
she would quaff all the moment can give, lest the cup should be sanctioned from
her lips.”7¢ Hardy has heaped upon her beauty a series of historical and classical
allusions, identifying her with the glories of past civilizations, the beauty of exotic
landscapes, and the nature of rebellious and romantic heroines. “She is compared
to Artemis, Athena, and Hera. She might have been, a fitting divinity for
Olympus, one had fancied that such lip-curves were mostly lurking underground

¢ J. Hills Miller, Thomas Hardy: Distance and Desire (Massachusetts: The Belknap Press of Harvard University
Press, 1970) pp. 159-160.
" Earnest A Baker, The History of English Novel IX (New York: Barnes and Noble, 1963), p. 38.
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in the south as fragments of forgotten marbles, her skin is like Parian marble, her
presence reminds one of Bourbon roses and rubies, and Hardy even endows her
with a nobility of birth, linking her with an ancient English, as well as a classical
Mediterranean ancestry. There can be compared to the facade of a prison.”8

Highly Cultured and Refined One

Eustacia possesses beauty such as gives her a long start in playing the
romantic heroine. Eventually the role commands her, so that she can proclaim its
faith with entire sincerity. She was hoping for the time when, as the mistress of
some pretty establishment, however small, near a Parisian Bouleyard, she would
be passing her days on the skirts at least of the gay world, and catching stray wafts
from those town pleasures she was so well fitted to enjoy.

In the way of sheer greatness Eustacia stands out with Sue and Tess. As
Dutffin puts it: “She is built entirely of highly-potentialised feeling. Her indolence
covers, as Mrs. Yeobright perceives, very strong passions. Her every act is the
instant product of impetuous desire.” But her personality as a whole is heroic
enough to glorify all its constituents.

This queen of the night, this bundle of neuroses tingling in a body of great
physical beauty, was too Shelleyan a thing for the didactic but earth bound Clym.
Wildeve was paltry beside her. Her ancestry—a bandmaster’s daughter—did not
detract from regality. ““To be loved to madness—such was her great desire, but
there was nobody mend or great enough to do so. She was ever in a spring of
discontent, and one can never conjecture of phase or situation of anything like a
permanent nature in which she would ever be contented. There was insatiability
about FEustacia, restlessness, an unceasing demanding. She had to live at a hotter
pace: she had to burn up quicker than anybody else.!?

She is more cultured and refined than the people of Egdon, except Clym
and she, therefore, excites our admiration and that of Wildeve, Clym and
everyone else. Only ignorant people like Susan Nunsuch regard her as a witch.

There is complete opposition her character and her environment. She hates
Egdon Heath and it proves to be her doom. It was her fate which brought her
there. The death of her parents and her grandfather’s preference and taste
brought her to Egdon. All her life she struggled against Egdon but she did not

succeed and ultimately found her grave in one of its pool.

Role of Fate and Chance in Her Life
Fate made her fall in love with Clym a man whose character was just the
opposite of hers. She was worldly, he was unworldly, she was sensual, he was

8 ’F.R. Southerington, Hardy's Vision of Man (London: Chatto and Windus Ltd., 1971), p. 93.
° H.C. Duffin, p. 227.
19 George Wind, Hardy (London: Oliver & Boyd, 1966), p. 56
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intellectual. She did not care for the beauty of nature, he adored it. She hated man
and had no desire for social service; he loved mankind and dedicated his life to
the service of society. She was selfish and self-centred, he was thoughtful. This
opposition of character was her misfortune and while it satisfied one of her two
great desires, is left the second unfulfilled and this led to the tragedy.

She has hatred for Mrs. Yeobright. This was due partly to the contrast of
character between the two women and partly to her own pride and passion. Her
instinctive action in not opening the door was the result of a perversity of mind
and a blind impulse. The action was fatal to her happiness. It is true there was a
misunderstanding for she thought that Clym was awake. But she felt a deep
impulse not to open the door, only because she hated Mrs. Yeobright.

Eustacia never told Clym all about her desires and passions. Hence Clym
never quite understood the intensity of her desire for pleasure and even after
marriage he thought that she might be a good teacher in his ideal school.
Similarly, she did not understand the intensity of his idealism. Hence even after
marriage she led a lonely life and sought pleasure stealthily, almost with a sense of
quilt. If Eustacia had frankly told Clym immediately that she had not opened the
door under the impression that he was awake, the whole of the subsequent
tragedy might have been averted.

Why did Eustacia not go with Wildeve to Paris as was arranged between
them? The logic is that she loved Clym and could not suffer the idea of leaving
him as the mistress of such a worthless man as Wildeve. Since there was no other

way of realizing her desires, Eustacia had no alternative to suicide.

Concluding Remarks

Of Eustacia a superficial judge is likely to make a very rough and hostile
summing-up that she was an idle, conceited and discontented heroine, who, with
no real troubles, created factitious ones for herself and other people. But a close
analysis of her character shows that Eustacia is the most impressive heroine
among Hardy’s heroines. Indeed, she is very far removed from the average. The
weaknesses of her character and her opposition to her environment were due to
forces beyond her control. It is a soul’s tragedy; the anguish of her soul makes us
feel that she had her faults, no doubt, but she suffered more than she deserved.
Lionel Johnson rightly observes that “The Return of The Native, among Hardy’s

works, is as that of King [.ear among Shakespeare.”!!

The death of Eustacia creates a feeling of pity and a sense of waste. Fate
was really cruel to her. She was like a rat in a cage. Her tragedy is to some extent
universal. We are all like her, the victims of cruel destiny. Her only fault was that
she wanted to be happy, at any cost. She is a typical heroine neither of tragedy
nor of the Wessex novels.

1 ionel Johnson, The Art of Thomas Hardy (London: John Lane The Bodley Head, 1928), p. 43.
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ASSESSMENT OF SPEAKING IN ENGLISH FOR SPECIFIC PURPOSES
(ESP) INCLUDING A VOICE TOOL COMPONENT

Anisoara POP!
Mirela DREDETIANU?

Abstract

Assessment of speaking, besides being difficult to perform unless it is made permanent through
verbal/video tecording, may fail to offer timely, comprehensive, and constructive feedback, which is
crucial for the future development of the language learner’s speaking skill. In order to optimize oral
assessment, a three-item model was applied in the case of ESP medical students including webware-based
asynchronous speaking, classical oral examination and presentation.

Results from the empirical study (N = 80) reveal the benefits of employing technology for oral
proficiency assessment. Including an asynchronous voice tool component in the range of assessment
strategies contributes to a finer, more objective, reliable, and more learning-oriented feed-back, with added
value both for the assessor and the assessed students, the latter reporting high levels of satisfaction with
technology-based assessment.

Keywords: assessment, medical English, voice tools, voice thread, wiki

Introduction

EFL/ESP teachers have an abundance of free, easy-to-use technology applications
to explore and adopt for enhancing learning and assessment of oral language proficiency
of their students. Whether it is about software (Audacity), webware (Vocaroo, Voxopop,
VoiceThread, Audioboo) or Voice-over-Internet Protocol applications (Skype, YM), use
of the voice tools in language practice and assessment has been amply researched and
documented (Chann, 2003; Flewelling, 2002; Mazzoni, 2000; Papell, 2007; Swanson, 2010,
Volle, 2005).

Blending face-to-face langauge learning with synchronous and asynchronous voice
tools offers students a unique experience of listening to their own recorded voice and the
voice of their peers whereas for the teacher recording represents a unique opportunity for
exact and timely feedback. Besides being able to extend their speaking practice outside the
confined class environment (Swanson, 2010), voice tools take students in the public space
offering them extended exposure as well as the possibilitiy of rehearsing until satisfied
with their own production, which in turn is likely to conduct to speaking optimization.

Speaking has been considered the most essential skill for a wide range of
professions, the medical one included. In the doctor-patient interaction, i.e. history
taking, patient management and therapy, or in the professional presentations or
continuous professional development courses, oral communication is a key competence
for a doctor’s day-to-day practice as well as professional growth.

! Assoc. Professor, PhD, “Dimitrie Cantemir” University of Targu-Mures, Romania
Z Assist. Professor, PhD, University of Medicine and Pharmacy, Targu-Mures, Romania
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However, classical oral exams may fail to offer a faithful image of the students’
speaking proficiency due to the performance anxiety which correlates negatively with
language production (Maclntyre, 1999). Moreover, a single type of speaking assessment
approach can  have limitations in estimating our students’ proficiency due to
specific/preferred learning style or other intetferences.

The research questions of this paper are:

1. What are the benefits of applying a three-item model in the assessment of oral

proficiency including VoiceThread - an asynchronous voice tool?

2. What are the students’ perceptions towards their oral language assessment

based on technology?

Case study

Two groups (G) of undergraduate second year students (N = 80 students) in
general medicine (G1 = Romanian, G2 = Hungarian), of mixed abilities (B1-C1 levels)
were taught medical English during the second semester of 2012-2013 (28 hours). Main
topics studied included: internal medicine (patient history, pains, heart problems, bowel
movement, blood, invasive explorations), medication (types, administration, side-effects),
pediatrics (diseases, development, accidents, fever), surgery (thyroidectomy, appendicitis,
gallbladder, stomach diseases) and anesthesia (pre- and postoperative care).

In the previous three semesters students had been introduced to notions of
anatomy while working on accuracy and were evaluated through written tests, correlated
with their attendance and contribution to seminars.

The final fourth semester was aimed at forming the listening/speaking skill.
Questionnaire-based written interview needs analysis performed during the first class
resulted in several language functions and units/topics to be included in the syllabus, also
taking into consideration the students’ lacks and needs in order to provide an enjoyable
and comfortable learning experience.

For reasons of transparency and availability, most of the materials were uploaded
on a wiki specially designed for this module (http://www.icvl.wikispaces.com). The wiki
also included links to online practice, the asynchronous speaking assessment project, as
well as announcements regarding scheduling of activities and other evaluation strategies.

The teaching/learning methods employed included but were not restricted to:
group-work for case presentations, simulations, interactive exercises
(http://familydoctor.org/familydoctor/en/health-tools/search-by-symptom/ throat-
problems.html ) as well as completion of online quizzes
(http://en.educaplay.com/en/learningresources/802434 /heart_parts.htm ) and online
games (http://freerice.com/#/human-anatomy/1347154 ) .

Three-item assessment model

It has been current practice in Romanian higher education to employ the
summative assessment approach under the form of a final examination, which leads to a
grade-based stratification of the students’ language proficiency. Being discontinuous and
delayed, this type of assessment feed-back fails to monitor the degree to which students
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have fulfilled the objectives set out for them by the teacher and therefore to accomplish
its essential aim — i.e. by reflecting on current performance, to optimize future learning.
As a rule, end-of-term formal assessments can vary from one semester to the other

(one written, one oral) or can be both written and oral in the same semester. However,

due to bias and strong negative correlation of anxiety with foreign language performance

(Maclntyre, 1999; Woodrow, 2000), oral exams are dispreferred by many teachers who

tend to replace them by written tests, the latter offering more room for objectiveness and

quantifiable feedback. Still, in our case of working on oral skills throughout the semester,
it would have been anachronic to assess speaking through paper and pencil.

Therefore, in order to obtain a finer, more objective, unbiased radiography of the
students’ oral performance, a three-item model was introduced:

a) Asynchronous speaking with VoiceThread on 6 different topics (language functions:
debating, arguing, guessing, exemplifying). Technical instructions were provided in the
wiki while speaking about personal experiences and knowledge was highly encouraged.
Students could record their answers either by microphone or webcam, by a specified
deadline, with no recording time limit imposed. Besides task completion, accuracy,
fluency, vocabulary and grammar range represented the main oral assessment

constituents.

b) Three-minute presentation on a topic of their own choice. Elements of public

speaking as well as: a) complying with the time constraint; b) fluency; ¢) accuracy; d)
delivery management (discourse features: cohesion and coherence, signaling devices)
and e) language diversity and precision, were included in the evaluation grid of this
speaking item.
The three-minute presentation was made either during the last classes or during the
final oral exam. In both asynchronous and three-minute speaking assignments,
students had the opportunity to rehearse and prepare their topics beforehand by
repeating, reviewing, rewinding, re-recording or re-speaking — this representing the
learning-oriented side of assessement types a) and b).

¢) Oral interview consisting of real-time Q/A session on the vocabulary and topics
taught during the semester was meant to measure similarly discrete elements of

vocabulary and accuracy through an unplanned, unrehearsed oral production.

Results
For enhanced oral assessment reliability and validiy, results in items b) and c)

above were correlated with the asynchronous speaking “assessment artifacts” in a)
(Swanson, 2013 (Fig. 1 https://voicethread.com/#q.b4370164.10.k0 ).
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Fig. 1 Snapshot of V'oiceThread asychronous comments

Eighty students (97.6%) contributed a number of 346 asynchronous VoiceThread
comments (Table 1 below), which, on a rough estimation, would mean extension of the
students’ talking time (STT) by at least 250 minutes, i.e. an extension of the semester by 4
hours or two weeks, excluding rehearsals, re-recordings as well as listening (SLT).

Table 1. Quantification of students’ recorded productions

Asynchronous speaking topic/speaking skill No.  of
comments

Qualities of a good doctor — one most important quality; arguing 68

Choosing a specialization — bringing arguments for and against 70

Lessons learnt from movies — inferring, explaining, presenting 44

A hospital experience — describing and presenting 42

Private versus state medical practice: contrasting and comparing 40

What changes can be made in the Romanian medical system? | 42

Debating

Guess the disease — defining and guessing a disease through | 40

description of symptoms, specific therapy, etc.

Employment of an asynchronous voice tool component proved beneficial for the
teacher and learning-oriented for the students. For the former, recording of oral
responses proves that either the student was speaking authentically and making mistakes
due to the less controlled, real-time character of speaking (the student was not reading -
as it can be suspected when outside the assessor’s observation) (e.g: student A below:
“informations” vs “information” — “much information” vs “those informations”) or that
the student does not have/cannot apply that language knowledge in practice (e.g.: student
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M and K below: the mispronounced adjective is reiterated several times as is the plural
demonstrative pronoun for uncountables: “these” and “those”). Recording allows the
teacher to check, point to, and amend such errors by focusing on one element at a time
during the feed-back process:

1. ‘T think the most important quality of a doctor is to be able to communicate with patients in
order to obtain as much information as it is possible about the patient’s problem. If a doctor is
able to get those informations, then he will be able to use these information in order to apply what
he learnt and to treat the patient.” (student A.)

2. T think the most important quality for a doctor should be honesty [pronounced h o n e s t
7]....7 (student M.)

3. “Probably when I will be a doctor and learn about hospital life, then I conld say what do I have
to change”(student K.)

For the students, as reported in the orally-conducted end-of-the year quality
assessment interview, employment of voice tools was a unique, motivating, and at the
same time challenging experience. 70 students (i.e. 87.5 %) said that they either enjoyed
and liked or they had no problem in recording their responses using VoiceThread,
although it was their first encounter with such type of practice. The rest of students (12.5
%) either had Internet connection problems or had no personal recording devices and
asked a colleague for assistance. Students also confessed re-recording certain replies and
preparing in advance, which in a learning-oriented assessment is not a limitation, but a
further increase in the time spent in the foreign-language environment.

Drawbacks encountered in evaluating webware recordings by the teacher were:

unintelligible phrases, sometimes low quality of the recording equipment.

Conclusion

Assessment of oral language proficiency is a challenging activity, not free from bias
and limitations. Including an asynchronous voice tool component in the oral assessment
approach, contributes to a more objective, error-targeted, learning-oriented and
transparent evaluation of the students’ speaking ability, through the reversibility inherent
in recording.

EFL teachers can benefit from encouraging and motivating student envolvement
in technology-based speaking assessment activities as these contribute to the development
of oral communication skills (i.e. extension of STT, SLT), confidence in one’s own
speaking, timely and constructive feed-back, as well as digital skills, which are essential
skills for the 21st century professionals.
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EROTISME CHRISTIQUE DANS LA LITTERATURE CONTEMPORAINE.
DU CHANT DE L’AMOUR BIBLIQUE CHEZ SARAMAGO A UN
EROTISME CRU ET INCESTUEUX CHEZ D. H. LAWRENCE, EDUARDO
MANET ET ANNE SEXTON

Iulia Diana RUSU!

Abstract

This research questions the Christ’s love in the contemporary biblical renditions and evaluates
new perspectives on it. It focuses on a convoluted network built around common themes that are tackled
differently. Anne Sexton (The Complete Poems), Eduardo Manet (My Life as Jesus) and D. H. Lawrence (The
Man Who Died) projects an incestuous relation between Jesus and his mother. They are exalting the
resurrection of the body of Christ. Contrary, Saramago (The Gospel according to Jesus Christ) creates a
wonderful story about the carnal love between Jesus Christ and Mary Magdalene, his unique possibility of
redemption, inspirited from the Song of Songs.

Keywords: gospel, incest, resurrection, body, love of Christ, Song of Songs

Une icone byzantine a particuliecrement attiré notre attention : Jésus embrassant
doucement et presque voluptueusement sa mere a linstar d’'un amoureux. L’image
renvoie au Cantique des Cantigues et alinterprétation de ce chant comme dialogue et
mariage entre le Christ et 'Eglise, représentée par sa mére, Marie.

Mais supposons qu’il s’agisse la dune forme latente, cryptée et indicible de
questionnement sur un aspect tabou : 'amour de Jésus dans un autre sens que celui qui se
dégage des FEvangiles. S’inspirant plus ou moins de cet imaginaire, Anne Sexton
s’'interroge sur la relation entre Jésus et sa mere, jusqu’a en faire une relation incestueuse.
Le théme est repris par Eduardo Manet qui exploite la relation mere-fils a travers la
dialectique divin-humain (Ma vie de [ésus).

La littérature contemporaine ne cesse de construire des métafictions
historiographiques explorant ce motif. Dans un topos paradisiaque ou résonnent les
versets du Cantique des Cantiqnes, Saramago (L’Evangile de Jésus Chrisf) tisse une belle
histoire d’amour corporel entre Jésus-Christ et Marie-Madeleine, qui devient leur seule
possibilité de rédemption.

Cet univers érotique quasi candide de I.’Evangile de Jésus Christ privilégiant Phumanité
christique, est renversé par la vision completement érotique, qui atteint les limites de la
lascivité avec D. H. Lawrence (L’homme qui était morf), qui fait I’éloge de la résurrection
dans / de la chair du Christ : la mort sur la croix n’est qu’un seuil vers 'amour de la
femme a travers laquelle Jésus s’accomplit en tant quhomme et dieu.

! PhD, “Babes-Bolyai” University of Cluj-Napoca
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1. Introduction

Nous observons trois nouvelles dimensions de Uazmour christigue chez quatre écrivains
contemporains qui exploitent ce « complexe» de maniére tout aussi divergente que
concordante: José Saramago (L ’Evangile de Jésus Chris?), Eduardo Manet (Ma vie de Jésus?),
D. H. Lawrence (I’homme qui était mort*) et Anne Sexton (The Complete Poemns’). Le point
commun de ces textes est Pérotisme attribué a la figure christique. La différence consiste
dans les valences de cet érotisme qui va d’'un amour pur a un amour cru et incestueux.
L’amour physique attribué au Christ est un symptome commun des métafictions
historiographiques qui explorent ’humanité de Jésus Christ au détriment des démarches
christologiques. Il y a un évident passage d’un Christ pascal a un Jésus historique. Ce
Christ moderne se sauvera dans les textes contemporains par une femme, a savoir Marie-
Madeleine, qui, par 'union charnelle permet la naissance d’une descendance du Christ, et
cela non pas 4 travers un acte de transsubstantiation, comme le promet I'Eglise (tous les
chrétiens participant a 'Eucharistie deviennent des &hristophoros, « porteurs du Christ »),
mais a travers une union charnelle qui assure la reproduction corporelle.

L’image de la femme gravite autour de Marie-Madeleine. Cette figure est
indispensable lorsque la reconstitution de la « vie amoureuse » de Jésus se met en place.
La prostituée (convertie ou non) devient le mobile de la rédemption christique.

I s’agira de montrer les interférences entre I’Ancien et le Nouveau Testament dans
des textes métadiégétiques construits autour de ’humanité de Jésus (Saramago, Manet, D.
H. Lawrence) ou I’Ancien Testament est repris de fagon voilée, de sorte que ce second
récit devient la référence d’un amour salvateur du Christ, différent de la wvariante
traditionnelle du sacrifice rédempteur accompli par la mort sur la croix.

Mais cela demande que 'on explore un autre aspect laissé de coté, tabou lui aussi, la
relation de Jésus avec I'autre Marie, la mere de Jésus, ainsi qu’un possible réve freudien du

Christ enfant, complexe fabriqué par I'imaginaire de la poétesse Anne Sexton.

2. Chant de Pamour sensuel

Cette partie analyse la relation que Jésus entretient avec celle qui devient le
prototype biblique de la femme sexuelle, qui aime d’un amour corporel et qui devient
chez Saramago et Lawrence la femme rédemptrice, que ce soit a travers un amour charnel
ou spirituel. Cela suppose une courte incursion dans le monde ancien pour évoquer
Pamour entre Jésus et Marie-Madeleine gouverné par la déesse Ishtar (dans le texte de
Lawrence), ainsi que la méme relation, d’un autre point de vue, moins sexuel, comme

imitation du Cantigue des Cantigues (chez Saramago).

2 José Saramago, L Evangile selon Jésus Christ (O Evangelho Segundo Jesus Cristo, 1991) trad. du portugais par
Geneviéve Leibrich, Seuil, Paris, 1993.

® Eduardo Manet, Ma vie de Jésus, Grasset, Paris, 2005.

* D. H Lawrence., Lhomme qui était mort (The Man Who Died, 1929) traduit de ’anglais par Jacqueline
Dalsace et Drieu la Rochelle, Préface de Drieu de Rochelle, Gallimard, 1933.

® Anne Sexton, The Complete Poems, Boston, Houghton Mifflin Company, 1999.
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2.1. Jésus vivant le Cantique des Cantiques

L’imaginaire maritime de la contrée portugaise ouverte a la mer a certainement
privilégié dans le célébre Evangile de Saramago lassimilation de la figure christique a un
homme évanescent, réveur, amoureux, appartenant a la mer et s’effacant parmi les vagues
pour vivre son retrait au désert en compagnie du diable, camouflé sous I'image du Bon
Pasteur.

La problématique des réécritures des figures chrétiennes, notamment celle du Christ,
et du rapport hypo / hypertexte est tres complexe. Bertrand Westphal® s’est déja engagé
dans une superbe démonstration portant sur la dynamique des échanges évangéliques et
littéraires. L’enjeu de notre recherche se détache de I'exploration taxinomique des textes
tissés autour de la geste christique, mais si on veut lintégrer dans la structure
quadrilatérale proposée par Bertrand Westphal (Evangelia varia, Evangelinm christi,
Evangelinm et alteri, Evangelinm redivivum), 1.’Evangile de Jésus Christ de Saramago serait a sa
place dans la catégorie Evangelinm Christi. 11 s’intégrerait aussi dans la catégorie « Evangeliun
et alteri », car I’Evangile devient un récit second en faveur de I« autre histoire »,
vétérotestamentaire cette fois-ci, le livte du Cantigue des Cantiques qui constitue le
répertoire mimétique du couple amoureux (Jésus et Marie-Madeleine).

Dans un premier temps, les vagues de 'amour christique chez Saramago nous
rameneront dans Punivers du Cantigue des Cantiques, comme forme d’accomplissement de
I'amour de Jésus. La candeur de 'amour christique, greffée par le sceau du Cantique de
Cantigues, se trouve dans le roman de Saramago aux antipodes de la grande aventure de la
tentation de Jésus par le diable. La femme ne représente aucunement une image de la
tentation et de la volupté funeste, mais elle est I'incarnation de 'amour, amour imprégné
de vertus salvatrices. Saramago construit un roman-puzzle, ou pullulent anachronismes et
discordances bibliques. Il propose un texte influencé par des paradigmes empruntés a la
littérature gnostique et apocryphe (comme la scéne des oiseaux sculptés en terre et
réveillés a la vie par le souffle de Jésus enfant) tout en reprenant avec subtilité des
épisodes facilement repérables dans certains récits apocryphes comme L’Evangile de
lEnfance du Pseudo-Mathieu, de ['Histoire de lenfance de Jésus, de Ve de Jésus en arabe ou bien
Histoire de Joseph le charpentier’. Avec la méme finesse, il fait alterner 'amour entre Jésus et
Marie Madeleine avec des versets attribués aux deux amoureux du chant
vétérotestamentaire. Dans Uesprit de Pesthétique baroque, I'écrivain crée une belle histoire
d’amour entre Jésus et Marie-Madeleine qui semble répéter celle du Cantique des Cantigues.
Fondée sur une intrigue oscillante, entre disparitions et apparitions incessantes, la relation
entre les deux personnages est profondément marquée par I'incertitude de Jésus qui doute
de sa messianité. La relation avec Marie Madeleine en dépend et hésite entre la vocation
au célibat, au sacrifice, et I’autre forme du salut, I’amour humain.

® Bertrand Westphal, Roman et Evangile. Transposition de I’Evangile dans le roman européen contemporain
(1945-2000), Pulim, Presses Universitaires de Limoges, Limoges, 2002.

" Ecrits Apocryphes Chrétiens, I, Bibliothéque de la Pléiade, édition publiée sous la direction de Frangois Bovon
et Pierre Geoltrain Paris, Gallimard, 1997.
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Au niveau olfactif, les épisodes explorant la relation de Jésus avec Marie Madeleine
transpirent d’odeurs. Au niveau visuel, ils abondent en références a lolivier et au figuier,
dans un mélange confus. A coté de Iinterprétation renvoyant a I’éloignement du peuple
d’Israél et a la synagogue qui n’apporte pas de fruits (arbre que Jésus maudit), cette image
récurrente, recevant des valences anthropomorphes, peut rappeler I'arbre du paradis dont
les feuilles ont servi au couple primordial pour se cacher apres leur premier péché8. Marie-
Madeleine et Jésus semblent renouveler ce couple : si la tentation et le péché sont venus
dans le monde a cause de la femme, ils seront enlevés de la méme manicre, par une
temme. Cette femme n’est pas la Vierge Marie, mére de Jésus, comme on pourrait
s’attendre, mais Marie-Madeleine, celle qui a péché par son corps. La relation avec Marie-
Madeleine est ornementée de citations coupées et suspendues du Cantigue des Cantigues,
qui constitue un procédé mimétique de mise en miroir des deux couples. La communion
entre les amoureux est si grande qu’on a 'impression que Jésus instaurerait ’'Eucharistie

exclusivement entre eux deux.

Ils étaient assis par terre, I'un en face de l'autre, avec au milieu une lumicre et les
restes du repas. Jésus prit un morceau de pain, le rompit en deux et, donnant une
partie a Marie, il dit, Que ce pain soit le pain de la vérité, mangeons-le pour croire
et ne pas douter.”

La gamme des parfums et des plantes qui se dégagent de Marie-Madeleine est un
autre indice qui renvoie au couple vétérotestamentaire et surtout a Marie-Madeleine. La
belle chevelure, les larmes et le parfum!® sont les trois éléments-clé, traditionnellement
attribués a Marie Madeleine. Ils jouent un réle capital dans PEvangile biblique ainsi que
dans I.’Evangile selon Jésus-Christ de Saramago et semblent constituer une préfiguration de
la mort.

Rajoutons quelques considérations sur le Cantigue des Cantignes qu’on évoque
souvent et qui meneront chez Lawrence vers 'exploration d’une relation entre Jésus et
Marie-Madeleine puisant dans ’Antiquité orientale. Le chant n’est pas une ceuvre facile a
dater et a assimiler. Les interprétations subissent tout un parcours stratifié, qui part des
approches littérales, passe par 'exubérance mésopotamienne et égyptienne pour arriver

aux inteprétations plus tardives articulées dans une optique néotestamentaire par les Peres

® e figuier ne cesse d’annoncer I’imminence d’un danger : « le soleil déclinait, I’'ombre maléfique du figuier
approchait » (Saramago, L 'évangile selon Jésus Christ, p. 187). Aussi deviendra-t-il I’arbre maléfique auquel
Judas va se pendre. Il y a beaucoup d’images inquiétantes dans le roman, souvent rattachées a 1’imaginaire
baroque, comme 1’éternelle mer avec son aspect flottant, le clair-obscur de la maison qui brile, I’incendie
(préfigurant aussi la fin d’une étape), la confusion de Jésus, les apparitions ambivalentes de 1’ange-diable, le
constant malaise de ’attente de la mort.

® José Saramago, op. cit., p. 263.

19 Jean-Yves Leloup, L Evangile de Marie: Myriam de Magdala: Evangile copte du II° siécle, Paris, Albin
Michel, 2000. Dans cet évangile, comme Jean-Yves Leloup ’explique, c’est le principe de 1’ Anthropos qui est
privilégié, de I’Humain invité a dépasser son humanité. La relation de Jésus avec Marie est mise sur le compte
d’une union en vue de devenir « archétype de la synthése ». L’évangile de Marie ouvre une autre possibilité de
se questionner sur la résurrection christique, tout en mélangeant une tradition platonicienne et néoplatonicienne
avec la structure tripartite de 1’étre humain (corps, ame, esprit), et I’héritage sémitique (pneuma, ruah).
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de I'Fglise qui y voient une préfiguration de la relation entre Jésus et I'Fglise. Il faut noter
aussi l'interprétation cultique qui lit dans le Cantique la transposition d’une liturgie paienne
du Proche-Orient, pour célébrer le dieu qui meurt et qui cherchera son amoureuse (la
déesse de 'amour et de la guerre) en enfer. Dans le monde antique, pour la féte du
Nouvel An, I'union entre le roi et la grande Prétresse était devenue un rituel en vue du
renouveau de la fécondation. On a méme pu voir dans les repliques des amoureux du
Cantigue des cantiques, la traduction du mariage entre le dieu de la végétation Dumuzi et la
déesse Inannall.

La prostitution sacrée avec son rituel (appelée la loi de Vénus) dont témoigne

Hérodote!2

déesse Inanna-Ishtar!* sont deux figures féminines centrales du texte. Lawrence accorde

, est reprise aussi par Lawrence. Les figures de Marie-Madeleine!® et de la
une place centrale a Ishtar, que Jésus rencontre dans son voyage interstitiel, apres sa mort
et avant sa résurrection. Elle représente une forme salvatrice, car la résurrection de Jésus

est possible seulement a travers la femme, en vue de 'accomplissement annoncé.

2.2. Au carrefour de deux mondes. Le Christ entre Marie Madeleine et Ishtar (D.
H. Lawrence, Anne Sexton)

L’obsession de Lawrence pour Pamour et le corps dépasse les convictions
contemporaines pour plonger dans le monde chrétien et antique, dont il exploite les

paradigmes, en vue de créer ’'homme total!® c’est-a-dire ’homme naturel ainsi que social :

Comme Nietzsche, Lawrence renoue le lien entre la nature et la société : par dela
le christianisme trop rationnel, par dela méme la philosophie rationnelle des
Grecs, il retrouve le sens de la religion primitive, c’est-a-dire qu’il sent le lien
étroit entre les forces physiques et les forces spirituelles. !

11 Anne-Marie Pelletier, Le Cantique des Cantiques, Cahiers Evangile nr. 85, Editions du Cerf, p. 12.

2 Apud. Constantin Daniel, Civilizatia asiro-babiloniand (La Civilisation Assiro-Babylonienne), Ed. Sport-
Turism, Bucuresti, 1991, p. 158.

3 Marie-Madeleine est une figure complexe, multiple qui regroupe souvent dans ’imaginaire collectif trois
femmes probablement différentes selon les évangiles et les évangélistes et d’aprés les autres matériaux
reconstitutifs, mais que la tradition s’est contentée d’assimiler & I’image d’une seule femme dans trois étapes
différentes d’évolution (la pécheresse, la pénitente et la contemplative).

14 Jacqueline Kelen, dans son article « La passante considérable » du volume consacré a la figure de Marie-
Madeleine (Marie-Madeleine. Figure mythique dans la littérature et les arts, sous la dir. d’Alain Montandon,
Presses Universitaires Blaise Pascal, Clermont-Ferrand, 1999) suggére aussi ce rapport tendu entre Marie-
Madeleine, représentante du monde chrétien et Ishtar, & laquelle Marie-Madeleine est accolée, symbole de
I’ancien monde : « Qui triomphe ici, le fils d’un Dieu unique ou I’antique Déesse — Ishtar ou Astarté -, la Dame
qu’insultaient déja les prophétes (Ezéchiel surtout), la Dame qu’ils qualifiaient d’affreuse prostituée ? » (p. 15).
1> La problématique s’ouvre aux débats du champ de la morphologie du fait social total (dans la lignée de Mauss)
ou I’homme total défile. Les recherches prolixes du dernier siécle dans le domaine de la sociologie, éthnologie,
mythographie, linguistique ont certainement été pressenties par Lawrence qui y a finement participé par sa
démarche essayant de détourner I’homme des effets nusisbles d’une société industrielle. L’ceuvre de Lawrence
invite vivement & un retour au sacré primitif.

16 D.H. Lawrence, op. cit., p. 31.
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D.H. Lawrence exploite dans ses romans tres controversés la réalité corporelle. 11 se
veut le créateur méme d’un roman-corps'” (Kirperbildungsroman'®), ou le corps joue un role
central et subit un parcours complexe, qui va du sexuel, de I’érotique jusqu’a la dimension
excrémentielle, morbide et cadavérique. La mystique du plaisir sexuel n’est pas absente,
qu’elle soit traitée de facon profane ou sacrée (comme celle attribuée a Jésus Christ dans
L homme qui était mori).

La nuit noire de l'ame de Jean de la Croix devient chez Lawrence la nuit du corps,
Lenfer du corps'®, soumis au passage du temps, a la dégradation. Il dénonce ce que Michel
Serres® appelle exodarwinisme, c'est-a-dire la projection de I'époque technologique, ou le
corps industrialisé est devenu objet et machine. Représenter Jésus Christ dans sa
corporalité constitue une mutation au niveau du paradigme de la résurrection, qui
deviendra une résurrection humaine et sexuelle.

Malade depuis longtemps et passant par 'imminence de la mort pour revenir a la
vie, Lawrence?! rattache cette expérience a la celle de Jésus Christ, qui a vécu, comme le
credo chrétien laffirme, dans les limbes de Penfer, pour ne regagner qu’apres le paradis.
Dans le texte de Lawrence, Jésus manque d’identité. Il n’est que « ’homme qui était

mort », celui qui se réveille avec le cri du coq avant I'aube, dans un état corporel incertain :

Un homme s’éveilla du long sommeil dans lequel il était lié. Il se réveilla, gourd et
froid, a I'intérieur d’un trou creusé dans le roc. Pendant tout le long sommeil, son
corps avait été comblé de douleur et maintenant encore il était comblé de
douleur. Il n’ouvrit pas les yeux. Pourtant, il se savait réveillé, et gourd, et glacé, et
raide, et plein de douleurs, et lié. Son visage était entouré de froides bandes, ses
jambes étaient attachées ensemble, seules ses mains étaient libres. Il pouvait
remuer §’il le voulait, i le savait. Mais il n’avait pas de vouloir. Qui donc
souhaiterait revenir d’entre les morts ? Une profonde, profonde nausée montait
en lui a I'idée du mouvement. [...] il avait voulu demeurer en dehors, la ou la
mémoire méme est pétrifiée.?> [...] Il marcha sur ses pieds percés, n’appartenant
ni a2 ce monde, ni a 'autre. »3

Le chant du coq restitue I'humanité a Jésus (il commence a boire et 2 manger) et ce
n’est pas par hasard si cette humanité, y compris la réalité sexuelle, est « activée » par la

présence de cet animal®4,

7 Noélle Cuny, D.H. Lawrence, Le corps en devenir, Presses Sorbone Nouvelle, p. 18.

'8 D.H. Lawrence, op. cit., p. 45.

9 |bid., p. 34-35.

2 |bid., p. 77.

2! Lawrence écrit L "homme qui était mort avant sa propre mort a 44 ans.

%2 _Lawrence, op. Cit., p. 46.

% |bid., p. 53.

4 On connait bien quel moment marque le coq et son chant dans les évangiles canoniques. Pourtant, dans les
évangiles apocryphes (Ecrits Apocryphes Chrétiens 11, édition publiée sous la direction de Pierre Geoltrain et
Jean-Daniel Kaestli, coll. « Bibliothéque de la Pléiade », Paris, Gallimard, 2005, 2156 p.), il y a méme un
apocryphe appellé Livre du Coq ou Jésus ressuscite le coq roti du pharisien Simon pour ’envoyer suivre Judas
dans son parcours de trahison. Le coq sort de la logique nourriciére pour étre réhabilité dans sa condition animale
(il sera enlevé au ciel) en tant que témoin.
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La rencontre de Jésus avec Marie-Madeleine est marquée par le refus de tout
rapprochement physique avant qu’il ne se soit « purifié », avant qu’il ne soit re-né en tant
quétre sexuel, c’est-a-dire avant qu’il n’ait rencontré Isis, celle qui reconstruira sa
sexualité.

La deuxieme partie du texte est marquée par Parrivée de Jésus chez la prétresse Isis,
la femme-lotus. Comme Isis reconstruit Osiris, y compris sexuellement, Parrivée de Jésus
chez la grande déesse coincidera avec sa recréation en tant qu’étre humain sexuel. Sa
résurrection se transforme en une résurrection du corps et des désirs sexuels. A travers
Isis, Jésus découvre le sexe féminin, la féminité, le mystere de la femme : « Il était revenu a
la vie, non pas a cette méme vie qu’il avait quittée, la vie des petites gens qui vivaient a
petite journée. N¢é une seconde fois, il était dans l'autre vie, dans la grande journée de la
conscience humaine »?. La relation de Jésus avec Isis rappelle le rituel de la prostitution
sacrée dont on a parlé supra. La déesse tombe enceinte, ce qui constitue le geste ultime de
la résurrection de Jésus, nouvel Adam, qui procrée : « Elle pensait seulement : ,,Osiris est
en moi. Osiris ressuscité est en moi” »*. La présence de cette femme, symbole de la
résurrection sexuelle du Christ, qui le rend continuateur rée/, physigne du monde, laisse
place a des interrogations sur I'image de la femme dont les multiples facettes tendent a se

réduire de plus en plus a une seule image, celle de la mere.

3. Autour de la femme-mere

Objet de polémiques, la relation entre Marie et Jésus est explorée par Saramago et
Lawrence de maniére a en faire le garant d’une transmission et d’une continuité
identitaires. Les protagonistes deviennent des prototypes. Quant a Anne Sexton, elle traite

ce syjet a la lumiere de I'inceste.

3.1. Meére-épouse-sceur-prostituée (Saramago, Lawrence)

La figure de la femme qui gravite autour du Christ tend a se réduire chez beaucoup
d’écrivains a une seule personne, appelée génériquement Marie, que ce soit sa mere,
Marie-Madeleine ou son homologue, Marie de Bethanie. La relation entre le Christ et
Marie subit une mutation car il ne s’agit plus de la relation allégorique entre lui et Iéglise
(représentée par I'image de la Vierge), ni a la limite, d’une relation ingénue entre lui et la
femme a réputation de prostituée qu’il sauve, mais d’'une Femme archétypale, dépositaire
d’une fonction eschatologique par son érotisme, marquée par les attributs de la femme
totale : mere, sceur, amoureuse (d’ailleurs, le prototype de cette femme est déja présent
dans le Cantigne des Cantigues).

Chez Saramago, le drame de Jésus?’ confus pour ce qui regarde son messianisme,

connait un parcours qui commence avec son existence utérine: Marie entend l'enfant

% |bid., p. 134.

%8 |bid., p. 176.

2" 11 semble que Jésus, porteur de deux semences, I’une divine, I’autre terrestre, garde les attributs du répertoire
paien.
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bouger dans sa poitrine, sans pouvoir controler ce feetus agité qui a lair de ne pas lui
appartenir et dont le destin semble fatalement décidé :

Les sensations qui allaient et venaient a l'intérieur de son corps, semblable aux
marées de océan qu’elle n’avait jamais vu, mais dont elle avait entendu parler un
jour, affluant et refluant dans le choc angoissant des vagues produites par le
mouvement de son enfant qui renouait de fagon singuli¢re, comme si, a 'intérieur
d’elle, il voulait la soulever sur ses épaules.?®

Ce qui devrait étre matriciel et protecteur n’est en réalité qu'un corps étranger,

réservoir biologique pour 'enfant qui va naitre juste pour accomplir une autre souffrance :

[...] ce ne fut pas dans son propre corps qu’elle avait ressenti la douleur, elle I'avait
sentie, certes, mais comme une douleur éprouvée en fait par quelquun d’autre, par
qui, par 'enfant qui est en elle (...) a 'intérieur de son ventre les douleurs de son
enfant lui font mal et elle ne peut lui venir en aide, il est si loin. »%.

Les deux parents sont envahis par un sentiment de douleur a la vue de ce bébé
dont le sort se dessine déja. Marie, la mere de Jésus, éprouvant une maternité tres
tusionnelle (elle allaite son fils a son sein gauche, plus proche de son ame, tout comme
I'épouse du Cantigue des Cantigues), n’est ni vertueuse, ni droite. Elle est coupable de ne pas
avoir cru en son fils, et elle en est punie. .a mere de Jésus ne tardera pas a ¢tre destituée
par Marie de Magdala, et celle-1a ne tardera pas a s’adresser a lui en disant « Mon fils ».
I.’Evangile de Saramago tend aussi a réduire les femmes a un seul personnage : elles se
substituent toutes a I'image d’une Marie archétypale, meére, sceur et amoureuse, tandis que
Jésus et Joseph semblent répéter la figure du pere céleste. De plus, ils auront la méme fin.
Un destin de sacrifice est annoncé par la mort de Joseph, crucifié aussi a 'age de 33 ans.
La transmission des sandales de Joseph a son fils annonce un autre héritage : la mort sur
la croix ainsi que la culpabilité tragique, privée de faute précise. Et ce trait I'inscrit dans la
lignée des héros mythiques, héros qui ont « le droit supérieur non pas tant au crime qu’a la
culpabilité »31.

Depuis la naissance de Jésus, le sacrifice le poursuit. Toute une série de sacrifices
défilent dans le roman, a partir du sacrifice des tourterelles dans le temple, jusqu’a
I’épisode du Massacre des Innocents. Joseph est coupable d’avoir connu lordre de tuer les
enfants et de n’en avoir rien fait. En revanche, chez Eduardo Manet, c’est Marie qui est a
Porigine d’'un événement historique d’ampleur, 'exode des Juifs a cause de la nouvelle
qu’elle propage : elle aurait congu de I'Esprit Saint: « Tu peux étre fiere, Marie, tu obliges

%8 Saramago, op. cit., p. 51.

2 |bid., p. 63-64.

% saramgo, op.cit., p. 316.

%1 Roger Caillois, Le mythe et I"homme, Gallimard, coll. Idées, Gallimard, 1972, p. 26.
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les Juifs a reprendre la route, encore une fois. Tu avais promis de ne plus parler
d’Emmanuel. Je me demande ce qui m’empéche de te dénoncer »*2.

Le probleme de la mere et de 'amoureuse est transposé par Lawrence dans un
conflit idéologique et religieux — polythéisme et monothéisme chrétien en réalité. 1l
semble étre question chez lui de deux meres, Marie et Isis, ainsi que d’une triade de
couples assez bien définis et qui entrent en conflit : les représentantes du monde antique,
avec la Mere Isis et sa fille, puis les représentants d’une relation quasi divine, avec Jésus —
le Pere céleste, et, plus dans une temporalité humaine, le troisiéme couple du triptyque,
Jésus et Marie. Ces figures se rapprochent, se séparent, entrent en conflit ou forment une
symbiose, tout comme le ¢edo de Lawrence qui a voulu toucher une réalité humaine
hétérogene, qui inclurait dans un méme étre ’homme total.

En ce qui concerne Anne Sexton, que le réquisitoire de ses biographes rend
coupable de passions incestueuses, elle projette la relation entre Jésus et sa mere sur le

plan poétique et imagine une relation relation pécamineuse entre les deux.

3.2. Amour christique incestueux et complexe du fils de la mére (Anne Sexton,
Eduardo Manet)

Qu’est-ce qui aurait poussé Anne Sexton, créatrice d’'une poésie confessionnelle
dont elle a longtemps renié I’étiquette et dont elle se réclamera plus tard, a imaginer un
Jésus humilié, blasphémé, victime dun amour incestueux de la part d’une mere
envahissante ? Iimage renvoie a la vie réelle d’Anne Sexton, accusée elle-méme d’avoir
molesté psychologiquement ses enfants devant lesquels elle se serait masturbée3>.

La figure de Jésus, ainsi que celle du pere’ (liée a son tour au paradigme chrétien),
est un complexe qui fascine et qui inspire Anne Sexton. Elle-méme mere et fille d’une
mere quelle déteste toute sa vie, mais avec laquelle elle se réconciliera par Iécriture,
Sexton s’intéresse a la famille, au christianisme, au mystere trinitaire et a celui de
I'Immaculée Conception, pour les soumettre a la psychanalyse dans son écriture nerveuse,
téléscopant I'inconscient a I'instar des surréalistes’. Un recueil entier de poemes se
réclame de cette fascination, po¢mes écrits dans la frénésie de I'inconscient, de la névrose
et de la vengeance. Tout son imaginaire sexuel féminin (ses poemes sont consacrés a son

utérus, a son sein maternel) a des fondements biographiques. La psychanalyse (dont les

%2 Eduardo Manet, op. cit., p. 44.

% es informations au sujet du « dossier Anne Sexton » nous ont été fournies par la superbe maitrise de licence
de Mlle Alexandra Georgescu, recherche realisée dans le cadre de ses études de littérature comparée a
1I’Université Babes-Bolyai, Roumanie.

% Lire le poéme The Death Of The Fathers in Oysters.

% Elle aurait gardé un certain mépris pour elle, dii au probléme de I’identité paternelle que sa mére aurait tenue
secrete. Strindberg éprouvera la méme angoisse a 1’égard de la paternité, car, ’handicap de I’homme devant la
femme est de ne jamais pouvoir prouver sa paternité. Dans la piéce de théatre Le Pére (in Théatre complet, tome
2, Paris, I’ Arche, 1982, 579), la figure du pére est abolie, I’lhomme devenant la victime du pouvoir envahissant et
accablant de la femme.

% Linda Gray Sexton et Lois Ames, Anne Sexton: A Self-Portrait in Letters, Boston, Houghton Mifllin
Company, 2004, p. 361.
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thérapies ne sont pas étrangeres a Anne Sexton) voit en Dieu la projection d’un pere
substitutif. En conséquence, il faut d’abord évoquer le cadre familial d’Anne Sexton.

La figure christique et Punivers religieux sont pour elle plus qu’une curiosité et un
jeu imaginatif qui sert de prétexte de Iécriture. La religion fait 'objet de longues

interrogations personnelles :

Je pense a Marie... Je me demande ce qu’elle avait éprouvé. Comment pourrais-je
savoir plus sur elle ?... Je suis sotte. J’aurais voulu que Marie ett gardé un journal...
qu’elle y consigne ses pensées. Trop souvent, la nativité semble étre racontée par les
mémes paroles ; et la petite enfance de Jésus... tout comme une fable dans laquelle
personne ne croit pas ou dont on n’est pas sur. Ou peut-on lire sur Marie... ? Quel
était le temps, qu’elle était la température cette nuit-la 7 Comment était-elle vétue ?
Combien a-t-il duré son travail ? Ce sont des choses comme ¢a... que la poétesse

qui m’habite veut savoir. »¥’

Anne Sexton est en quéte du mystere du christianisme, qu’il soit mystique ou
profane. Elle se réclame chrétienne, mais en méme temps, elle déconstruit le christianisme
en vertu de ce méme credo qui lui donne le droit d’aller aussi loin qu’elle veut : « Il n’y a
que ceux qui croient qui se moquent »®. Sa biographe, Diane Wood Middlebrook,
rappelle sa correspondance avec un prétre, fasciné par ses productions et qui voyait en
elle le porte-parole d’un dieu poétique: « Dieu est dans ta machine a écrire. »¥.

Travaillée a l'infini par des contradictions, a la base de sa création, ainsi que par ses
longs séjours dans des asiles, Sexton connait Pexaltation religieuse qu’elle s’approprie : «
O, je crois vraiment en Dieu — c’est le Christ qui me tourmente »%.

The Book Of Folly ainsi que The Jesus Papers se présentent comme les cris des
prophétes lors de leurs moments d’égarement. Folie et sainteté (holy-folly), transe,
angoisse, appropriation d’un Jésus humain, sont quelques éléments de la ligne principale
de ces recueils. e méme principe de transposition des éléments biographiques dans son
ceuvre est repérable dans les poeémes consacrés a la religion. Elle se projette elle-méme
(avec ses pulsions sexuelles) dans I'image christique jusqu’a faire de Jésus son double
destructeur et terrifiant. Dans le poeme Jesus suckles, 1a relation incestueuse et libidinale
entre Jésus et sa mere est évidente. De méme, dans le poeme Jesus asleep (qui contient de

forts accents freudiens, car elle attribue a Jésus une nature obscure, refoulée, des réves

" \bid., p. 153 : “I think of Mary... | wonder what she felt. How could I find out more about her?... I'm silly. |
wish Mary had kept a diary... and put down her thoughts. The birth seems to be told too often in the same words
and the early life of Jesus... all like a fable that no one quite believes or is sure of. Where can [one] read about
Mary... ? What was the weather and temperature in Bethlehem that night? What was she wearing? How long
was her labor? Things like that... it is the poet in me that wants to know.” Vue qu’on ne posséde pas de
traductions de la production poétique d’ Anne Sexton, les traductions nous appartiennent.

% «God is not mocked except by believers”.

% Anne Sexton, The Complete Poems, Boston, Houghton Mifflin Company, 1999, p.xxiii; “God is in your
typewriter”.

“ Linda Gray Sexton et Lois Ames, op.cit., p.346; “Oh, I really believe in God- it's Christ that boggles the
mind”.
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incestueux non filtrés par la raison), « Jesus skept as still as a toy | and in His dream | He desired
Mary. / His penis sang like a dog ». Des fantasmes érotiques sont attribués a un nouveau-né,
qui, chose plus ou moins bizarre, est toujours représenté dans l'iconographie comme un
enfant-adulte.

Les seins de la mere de Jésus, source de lait et de plaisir, instaurent un rituel ou
Marie devient non seulement sa mere, mais aussi le prototype de la femme-épouse (« Je
suis un bébé de gélatine et tu es ma femme »*!), comme dans le Cantique des Cantigues ou
les trois hypostases de la Femme (mere, sceur et épouse) se confondent. Comme chez
Eduardo Manet, le sexe de Jésus ressuscite aussi (« Son pénis a saigné comme un
chien »*#), non en vue de la fécondation, mais en raison de la renaissance artistique : «
Avec son pénis comme un couteau / Il a faconné Pieta »*3. Des lors, les seins de Marie
deviennent le symbole du renouvellement de sa nature, car, décrits comme deux pommes
(« Marie, tu es géniale, tes pommes blanches me rendent heureux »*), ils renvoient a la
nouvelle Eve, qui renait encore plus sexuelle.

L’image de Marie-Madeleine n’est pas exclue de cette orgie poétique ; elle est
exorcisée et guérie de sa maladie a travers le méme érotisme cru, par Jésus qui touche ses
seins, tout en la libérant de la sexualité maladive. Mais le jeu érotique de Sexton ne s’arréte
pas 1a : Marie-Madeleine devient ’homologue de Jésus dans ce jeu de plaisirs (« Elle a
suivi Jésus comme un chiot. (...) / Et elle est devenue son animal. »¥).

Si Anne Sexton imprégne ses poémes d’un érotisme exacerbé coincidant avec son
esthétique, Eduardo Manet crée lui aussi un texte extrémement audacieux. Fresque
lascive, Ma vie de Jésus propose une écriture fragmentaire jaillissante, poétique, marquée
par de forts accents sexuels, comme l'incipit 'annonce : « La terre recoit son orgasme »*.

Comme s’il accomplissait une prophétie vétérotestamentaire, le texte n’est qu’une
mise en scene de la déconstruction de histoire du christianisme#” qui se défait pour se
refaire et pour se cloturer avec ce qui est devenu le christianisme. Il surprend le
christianisme a la limite de son accomplissement et éclaire la ou I’histoire se tait tout en
laissant une grande liberté imaginative.

La figure de la mere occupe une place centrale, car Jésus lui appartient de manicre
entiere et indéfectible. Jésus est le fils de la mére, jamais celui du pere. S’il appartient a un
pere, c’est au Pere céleste, image transmise par sa propre mere qui se sent fécondée par la
divinité et qui se rend coupable des événements malheureux qui s’abattront sur le peuple

juif: « Dieu est le pere de cet enfant. C’est lui qui I’a placé dans mon sein »*, « - Ma mere

* “I'm a jelly-baby and you re my wife”".

2 “His penis sang like a dog”.

“® “With His penis like a chisel / He carved the Pieta”.

“ “Mary, your great / white apples make me glad”.

**“She followed Jesus around like a puppy [...] / and became His pet”.

“® Eduardo Manet, op. cit., p. 9.

*" Pour un déploiement philospohique de cette problématique consulter Jean-Luc, La Déclosion (Déconstruction
du christianisme, 1), Galilée, Paris, 2005, 230 p et L’Adoration (Déconstruction du christianisme, 2), Galilée,
Paris, 2010, 146 p.

“8 Ibid., p. 19.
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est une sainte femme, une vierge. Je n’ai qu'un seul pere, celui qui regne dans le ciel »*.
Or, confus, Jésus deviendra aussi victime des machinations des apotres, figures obscures,
néfastes, diaboliques et qui joueront avec 'idée de son messiasme, tout en ’humiliant>0.

Deés le début, Marie instaure le malaise et le désordre. Dés son entrée dans la
tamille de Joseph, elle trouble son ordre et son harmonie, comme le confesse la mere de
Joseph : « Marie n’apportera dans notre maison que du chagrin et de la honte. Mon cceur
me le dit»!. La prémonition s’accomplit, car les parents de Joseph meurent apres son
mariage avec Marie. De plus, elle semble fatalement touchée par une certaine destinée
tragique : « Méme quand elle dort, Marie garde les cuisses serrés et les doigts repliés dans
ses poings fermés »?2.

Les scenes d’agression voire de viol ne manquent pas. Joseph ne s’inscrit plus dans
I'image de ’'homme serein et paisible, il est le pere agresseur, castrateur, le mari qui viole ;
il devient cannibale, animal, le male par excellence, qui procrée sans limites pour
proclamer sa virilité mise en doute lorsque Marie réclame la naissance de Jésus a partir

d’une semence céleste :

I voit son sexe de femme, cette chose qu’il a tant désirée, tant imaginé dans ses
réves.
Il voit ce sexe ouvert, offert. Un fruit. Une fente. Des lévres. Une fleur. 1l veut le
décrire, lui donner un nom. Il ne sait pas. Il sait. [...] Il ne sait pas. Il sait. Il
tombe a genoux entre ses jambes. Il approche son visage de la fente.
Il embrasse, leche, boit, respire, mange.
I se souvient de phrases entendues dans son enfance, de mots chuchotés par les
adultes.
Le fruit défendu.
Le péché mortel.
La chute de I’Ange.
Et il se dit que ce fruit est vin doux et que rien ne pourra séparer sa bouche de
cette fente, ni
Dieu, ni les hommes, ni le Diable. »
Il entre en elle, se verse a flots dans la chaleur de son ventre.
Et il crie son doux nom :
- Marie !
Une fois encore, il vit ’extase.>3

*° Ibid., p. 114.

%0 « C’est Jean qui frappe le premier. Il lui donne des claques rapides en émettant des petits cris. Pierre le fait
mettre a genoux d’un coup de poing administré avec efficacité, mais sans haine. Jacques et Matthieu s’amusent
un bon moment en le cognant sur tout le corps comme s’il s’agissait d’un sac de farine. Quand ils s’arrétent,
Simon le Zélé se lance sur lui avec frénésie : il le frappe des poings et des pieds, cherchant surtout a toucher les
parties les plus sensibles. » (lbid., p. 116)

> bid., p. 10.

%2 |bid., p. 14.

%% Ibid., p. 20-22.
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Excité par un désir irrépressible, il la viole pendant son sommeil devenant ainsi le
meurtrier symbolique de Marie, et en conséquence celui de ce fils dont il ne peut prouver
la paternité : « - S’il faut que tu sois morte pour t’accoupler a moi, meurs donc, Marie ! 1
se penche sur elle et lui arrache le couteau pour le lui enfoncer dans le cceur. » Le geste est
arreté in extremis par le cri de Penfant : « Papa | »*.

Les personnages connaissent un trajet de plus en plus diabolique : Joseph se livre a
un commerce monstrueux, il commet des crimes, qu’il met sur le compte de sa liberté et
de son pouvoir : « Il avait compris qu’en tuant, ’homme peut devenir un dieu. »>. Quant
a Jésus, il est surpris dans son hypostase humaine, nerveuse, passionnelle, il est accablé
par 'amour de Marie de Magdala, prostituée qui pratique ce métier par « amour de
I’ Amour ».

Quant a Pautre Marie, la mere de Jésus, elle se transforme en une sorte de déesse

parée de bijoux et de parfums et certains Pont assimilée a la Vierge Marie :

Ta Marie, elle ne pense qu’aux bijoux, aux parfums, aux fanfreluches. Elle veut
sans cesse plus de soies, plus de cotons brodés et se fait coudre d’innombrables
parures. Toute bleu pale. La couleur d’une reine, d’'une madone, dit-elle. Et son
exemple tourne la téte a nos femmes. C’est a celle qui sera la plus parfumée, la
plus peignée, la plus joliment maquillée.>’

Le culte de Marie se pratique comme celui d’une pythie. Bien mieux, ses compagnes,
Marie, Jeanne, Véronique, Marthe se jettent sur les « intrus » comme des Erinyes sur les

ennemis. Et alors, elles proclament Marie en grande déesse :

Toi, Marie,

Reine du ciel,
Vierge unique,
Regarde-nous !

Oh, Marie,

A tes pieds,
Humble et soumises
Accorde-nous

La Rédemption | »8

« Marie la Vierge.
Marie I’épouse.
Marie la meére.>

** Ibid., p. 40.

*® |bid., p. 57.

%% |bid., p. 166-167.
" bid., p. 61.

%8 |bid., p. 185.

* Ibid., p. 188.
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Marie, presque maléfique, lutte pour la propagation iconographique du Christ et de
Dieu en vue de se célébrer elle-méme tout en se mettant en position divine, en position de
femme de Dieu® : « Cette nuit nous avons gagné une belle bataille contre les forces de
Iorgueil et du désordre. Que Dieu, mon époux, et son fils en soient témoins ! »°!.

Le roman semble mettre en scene la démystification d’un christianisme constitué sur
le terrain du paganisme et du judaisme. C’est une autre vision de cette religion de 'amour,
amour exploité dans la double perspective qui sépare les mondes chrétien et antique : eros
et agape.

Qu’elle soit épouse, amie ou mere, la femme qui accompagne Jésus dans les fictions
contemporaines est toujours une hypostase salvatrice qui permet a Jésus de s’accomplir
dans une dimension sexuelle (plus ou moins consciente) et humaine. Mais ce geste est
aussi le réflexe d’une société créatrice d’'un cinquicme évangile qui veut aborder le coté
tabou et elliptique de la vie de Jésus Christ.
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INTERTEXTUALITY, DIALOGISM AND THE SOCIAL
CONSTRUCTION OF JOURNALISTIC DISCOURSE

Adina PINTEA!

Abstract

Newspaper texts are informative, factitive, persuasive or seductive textual patterns, which
become cardinal considering the fact that their message to the recipients may mark - from a
decisional point of view - the evolution of social, economic or political aspects. Media has the
capacity of both creating an event and introducing an actuality that is characteristic to media
discourse, which parallels the objective reality of the day-to-day event.

This study attempts at revealing theoretical and methodological frames that allow us to emphasize
features of the identity of a mold that is taking shape and gaining more and more authoritative conceptual
linguistic landscape. To fully understand the undeniable effectiveness of the journalistic discourse, the
relevance of language tools in the media must be noted which has become a means of synthesis, reflection
and more or less sequential interpretation of the reality. The heteroglossic and dialogic approach helps us
show how any meaning of the text appears in a social context that would have created a number of
alternative contradictory meanings, and meaning and social significance arising from the convergent or
divergent relations is found with those alternative meanings.

Keywords: dialogism, discourse, heteroglossia, journalism, polyphony

Intertextnality and dialogism are two fundamental concepts to the present work.
Along with cohesion, coherence, intentionality, acceptability and informativity, these
concepts that are necessary for approaching journalistic texts derive implicitly from the
linguistic phenomena related to the employment of language in the process of utterance
and the relationship between the issuer and the recipient.

Based on the premise that any media text involves, builds and refers to previous
texts (intertextuality), we shall appeal in our presentation to the contribution of M.
Bakhtin? to the code and limits of linguistic competence. He shows that through
dialogism, the enouncements of a text convey their meaning, and take on an ideological
aspect, thanks to the relationships it establishes with other enouncements, more or less
divergent, which atre capitalized by/in the society at that moment. Thus, intertextuality is
not confined to concrete, existing texts; the enouncements do not establish a heteroglossic
relationship with alternative enouncements capitalized at the current moment only because
they have been expressed in other texts, but because they could have been or could be
expressed. That is why the recipient (the potential and present one) is a basic component
of communication.

The concept of discourse is at the top of its theoretical career. Coming from highly
different horizons (the distributionalism of Z. Harris, the theory of enunciation
formulated by E. Benveniste, R. Jakobson’s theory of the functions of the language), the

! Assist. Professor, PhD, “Lucian Blaga” University of Sibiu
2 M. Bakhtin, The Dialogic Imagination, University of Texas Press Slavic Serie No. 1, 1981.
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term discourse “knows a plurality of complementary and even contradictory meanings”.? In
Analiza discursului. Ipotege 5i ipostaze, Daniela Roventa-Frumusani conducts an analysis of
the basic concepts, useful for defining the term discourse by means of delimitations
towards these. Hence, the term disconrse comes up against a series of oppositions in which
it takes on definite semantic values*.

In her intent to identify the common denominator of these perceptions on the
discourse, Daniela Roventa-Frumusani highlights the event status of the discourse
practice: “any enouncement involves a speaker and a public as well as the speaket’s
intention to influence the latter in a certain way””>. The discourse emerges from the social
communication with a complex psychological and cultural content, which “leaves its mark
on any particular token”® and the journalistic discourse, more than other specialized
discourses, is structurally and functionally imprinted by social factors.

The discourse is the “profound structure of the text”’, the left trace that ensures
linearization, and the text is part of the social event, since the way in which people
(inter)act during their social life is writing or reading. Therefore, the discourse is initially
configured as part of the action. Roventa-Frumusani states that the media discourse
operates as a “coherent social narration, which induces thematic issues and hierarchies”.

A perspective that reflects the general-systemic hypotheses of the language and the
use of the language is the one offered by the Russian linguist Mihail Bakhtin8, who
introduces the concepts of Jeteroglossia, dialogism and polyphony in the linguistic landscape
and openly pleads for the need for typological classification. Bakhtin argues that every
community is operating with multiple social realities (sometimes convergent, sometimes
divergent), and this process of divergence/convergence is reflected at text level. The texts

® Dominique Maingueneau, apud Daniela Roventa-Frumusani, Analiza discursului, Ipoteze si ipostaze,
Bucharest, Tritonic Publishing House, 2004, p.64.

* Daniela Roventa-Frumusani, Analiza discursului, Ipoteze si ipostaze, Bucharest, Tritonic Publishing House,
2004, p. 64.

Discourse vs. phrase: The discourse is a succession of phrases (having the characteristic of syntactical and
communication autonomy); contemporary researchers talk here about the text grammar or textual linguistics;
Discourse vs. enunciate. Beyond its character of linguistic unit (enunciate), the discourse represents a
communication unit related to strictly determined generation requirements. In other words, the term is a
determined type of discourse (for instance: media discourse, advertising discourse, news discourse etc.). From
this point of view, discourse and enunciate have different meanings: the term “enouncement” covers the
conceptual scope of the text in terms of structuring within the language, while discourse designates the linguistic
study of the requirements for the production of this text.

Discourse vs. language: The language defined as a system of virtual values is opposed to discourse, that is to
using the language in a specific context, which may restrict these values or it may generate other values. This last
distinction is relevant especially for the field of the vocabulary. Therefore, the lexical neology belongs to the
field of discourse. On the other hand, the language defined as a system used by the members of a linguistic
community is opposed to discourse, considered as using a sequence of this system.

Discourse associated with a text and a context (a process associated with the product and the circumstances of its
production). In this case, the communicational and thematic outlook generally coincide; for instance, in the case
of written communication;

Discourse vs. narration or history as a form marked by operators pertaining to the threesome ego/hic/nunc,
different from the past evocation, person Il1, in illo tempore.

® Emile Benveniste, apud. Daniela Roveta-Frumusani, op.cit.,p. 64.

® Ibidem

" Ibidem, p. 67

& M. Bakhtin, op.cit..
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address those alternative realities and they are heteroglossias addressing/ calling directly to
or identify implicitly a lot more or less divergent number of socio- semiotic realities. This
perspective is very much like the conceptualization of a /cus in which considerable
centripetal and centrifugal forces that make up the discourse are nearing one another
significantly.” From this point of view, the heteroglossic-text addresses the cyclic/regular
realities as they were expressed in earlier texts, and as they are expected to be presented in
tuture texts. Consequently, any denotation, any meaning of the text occurs in a social
context that would have created a number of alternative or contradictory meanings, and
meaning and social significance arising from the convergence or divergence relations it is
found with those alternative meanings. Heteroglossic perspective has consequences that
entail even the way in which the semantics of the speaket’s participation is “shaped” and
develops from the premise that the language is the raw material/ the key resource for the
construction of the reality, and each community includes social realities or perspectives on
the surrounding world that may sometimes be convergent, sometimes divergent.

One of the things inherited from Bakhtin is the concept of inferdiscourse, as a
“interaction and influence of discourse mechanisms”!?. Bakhtin notes the dialogical
orientation of any discourse in studies concerning structure and construction of artistic
narrative prose, where polyphony is construed as the achievement of a theme on various
different voices (thus, on a dialogue-based principle: “By discovering the omnipresence of
the intertext, the textual heteroglossia, Bakhtin exorcizes the fear of Babel and turns to
account the polyphony of woven voices and around any text”!l. The discourse is never a
monologue, but a dialogue, opened towards social universe.

Viewed from a dialogic point of view, the journalistic discourse develops a
technique for evaluation as a semantic resource, using texts which give unilateral
positioning, multiple text or inter-subjective in terms of intentionality, because there is a
potential individual journalistic "meaning" sent by text or a group of journalistic texts.
Thus, three voices of contemporary journalism stand out in such texts: the reporter’s
voice, the correspondent’s voice and the columnist’s voice (the term woice refers to the
particular, interpersonal style or the orientation of these three types of journalistic voices).
The distinctive rhetorical potential of the contemporary journalistic texts, also resides in
the communicational qualities of the “voice” with which it is associated, (that of the
reporter’s in news items, the columnist’s voice in opinion pieces, etc.).

All utterances expose a certain social attitude to risk and create a series of
divergent or convergent relationships with a variety of alternative utterances, representing
different social attitudes. Thus, we are allowed “a re-construction” of the semantics of
“evidence”, “the modality” or “the ambiguity” as well as the analysis of these re-
constructions by encoding the acceptance of an alternative social attitude and its obvious
inclusion into the discourse.

® Michael Holquist, Bakhtin and his world, London, Routledge, 2002, p. 70
19 Daniela Roventa-Frumusani, op.cit., p. 75.
1 Ibidem, p. 76.
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This heteroglossic orientation proves to be the antidote of the outlook according
to which certain utterances are “neutral” from an interpersonal point of view, and
consequently objective, while others show an interpersonal content and they are
“doctrinal” (subjective).

From a functional systemic point of view, there is no utterance without
interpersonal value, and the heteroglossic perspective reaffirms that even the most
“objective” enouncement is laden with interpersonal tensions that develop due to an
alternative set of contradictory enouncements. The degree of tension is generated by social
factors and it is represented by the relation between the number and the social status of
those alternative social and semiotic realities that were taken into account when the
enouncement in question has been created. Therefore, we shall consider the following
enunciations:

a. Both the Minister of Education, Daniel Funerin and Prime Minister Enil Boc notified him
through intermediate persons that civil offices can be offered in exchange for voting against the motion of
censure. (Romanza Libera, 29.10. 2010)

b. 1 believe that, both the minister of Education, Daniel Funerin and Prime Minister Emil Boc
notified him through intermediate persons that civil offices can be offered in exchange for voting against the
motion of censure.

We point out that the difference between them is not one of “fact” versus
“opinion”, but rather one depending on the extent to which the enouncement fits/accepts
the intertextual or dialogical context in which it operates. In one story, all utterances put at
risk a certain social attitude and create a series of diverging or converging relationships,
with a variety of alternative sentences, representing different social attitudes. Thus, we
allow a "reconstruction" of the semantics of "evidence," the modality" or "ambiguity" and
analysis of these reconstructions by encoding alternative social attitudes and acceptance of
inclusion was evident in the speech. Heteroglossic orientation concept proves to be the
antidote that certain statements are "neutral" in terms of interpersonal value, and,
therefore, objective, while others show an interpersonal load and are "doctrinal"
(subjective).

The journalistic discourse is as much about the views (interpersonal values) and
the "facts" (values related experience). Different types of news sources are placed in the
same measure to express opinions, make assumptions, to warn claim and to react
emotionally to make statements like "facts" about what he has X to Y. Therefore, to focus
solely on "facts" and "truth" means to leave out at least half the story. Without a theory of
interpersonal relationship, he can explore the hidden strategies by placing them on a text
writer and the reader, both in terms of evaluative assumptions, expectations and beliefs,
which it passes. Therefore the heteroglossic perspective has consequences that go far, as
we saw, for the way semantics is modelled by the speakers commitment / dedication.
Assuming that language is a resource for constructing social reality, a fundamental precept
of functional approaches to language, and that every community will contain multiple
realities or perspectives on the world, sometimes convergent, sometimes divergent, we
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note that all expressions subject social position to some risk and enter into relationships
with a greater or lesser convergence / divergence, with a range of alternative expressions
that represent different social positions.

This guidance strongly pars the heteroglossic notion of common sense, that
certain expressions are interpersonally neutral in terms of and thus are "factual" or
"objective", while others are interpersonally loaded in terms and are "presumptuous" or
"attitudinal". In systemic functional perspectives, all expressions are analyzed as ideational
and interpersonal, at the same time - there is no speech without interpersonal value.
However, the influence of common-sense notion of "facts" is widespread and we might
be tempted to see certain expressions as more popular than others. But the heteroglossic
otientation reminds us that even the most "factual" expressions, structured to minimize
the importance of interpersonal values, are loaded in terms of interpersonal relations; thus,
they enter into tensed relations with a related set of alternative and contradictory
expressions. The degree of this tension is determined socially. It is based on the number
and social status of those socio-semiotic alternative realities in which the expression in
question would be problematical. Consequently, the difference between the expression:
"The prime minister had seen the defamatory documents before they were presented to Parliament" and
the phrase "In my opinion, it is possible that the Prime Minister has seen defamatory documents before
they are submitted to Parliament”" is not one of "fact" versus "opinion", but of the degree to
which expression is to recognize the intertextual or dialogic context in which it operates.
Therefore, the distinction can be represented in terms of heteroglossic negotiation - the
first expression reduces or minimizes the importance of heteroglossic diversity by virtue
of its vocabulary and grammar, while the second is actively promoting this opportunity.
Alternatively, we can say that the former denies or ignores the intertextual heterogeneity
of operation, while the second one expresses it.

The basis of any enunciation is a “contract of communication”!? which requires
the existence of certain norms and conventions accepted by participants, the mutual
recognition of the participants, of their role in the community and of the communication
framework as well as the status of certain discourse genres within the situation of
communication.

The production or reception of a journalistic discourse entails the action of three
instances that contribute to building the meaning: the subject producer, the subject
interlocutor and texts that are already organized in a filed corpus, which is available to be
accessed, pointed out, rewritten, paraphrased and sent. We acknowledge expectations that
are fuelled by the eagerness to read a daily paper and by the curiosity to enter the reality it
opens up to us. “The information is like a question: it does not only refer to the past, but
it also considers the future. Current facts put us before the event”!. In other words, the

12 patrick Charaudeau, Le dialogue dans la modele de discourse, in Cahiers de linguistique francaise, No.17,
Geneve, 1995, apud. Dominique Maingueneau, Analiza textelor de comunicare,lasi, the Institutul European
Publishing House, 2007, p. 34.

3 Maurice Mouillaud, Jean Francois Tetu, Presa cotidiana, Bucharest, Editorial Tritonic, 2003, p. 30.
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paper, the event and the reader are three instances that stick together inside the same
presence.

Therefore, the texture of journalistic text becomes a whole of narrative “voices”
and stylistic registers merged in a vast individualizing discourse whole, rooted in a text,
which is by no means static, but it is being transformed/rephrased continuously, as a
result of social changes.

This architext '* has a specific orientation and it is subordinated to a previous (oral
or written) text, built by another speaker. “In this cleavage (neither stable nor absolute)
between the mass of founding discourses (the Bible, the Odyssey, the theory of relativity
etc.) and that of the discourses that gloss and comment, the media discourse has an
ambivalent position: on one hand, it talks about the world, but at the surface of the event,
and on the other hand, like in an infinite Borgesian game, it comments the discourse on
the world of an actor or social group.[...]"

One of the forms that Bakhtin’s dialogical principle takes, which is crucial to
contemporary Romanian journalism, is the relationship “paper/author/text-reader”!o.
This relationship is considered, as a whole, a form of dialogue expression to the extent to
which it ensures the diversity of the phrasal and trans-phrasal forms of representation and
it develops rhetorical-pragmatic functions. Viewed from a dialogic perspective, the
journalistic discourse develops a technique for evaluation as a semantic resource, using
texts which give unilateral positioning, multiple text or inter-subjective in terms of
intentionality, because there is a potential individual journalistic "meaning" sent by text or
a group of journalistic texts. Distinctive expressive potential of contemporary news lies in
the communicative qualities of "the voice" with which it is associated.

As Maria Cvasnai-Catanescu shows in Reforicd publicistica: de te paratext la text, in the
printed press, this dialogue relationship is suggested at different reference levels: the
editorial peritext, the authorial peritext and the text, the text type and the internal
organization of the text.

In order to illustrate dialogism at the level of the editorial peritext, we retain the
injunctive enouncements that propose reception/reading lines, enouncements such as
advertising slogans organized in cases placed in fixed positions and which, besides their
purpose of individualizing the paper, also have the role of attracting the reader.

For instance, Jurnalu! National has perfected in time various strategies in order to
entice and keep readers’ interest through thematic issues or collection issues such as:
Encyclopedia Britannica or Bibilioteca pentru toti;, Adevdarnl newspaper contains peritextual
sequences such as: Today’s Reading, the Expert Real-estate Supplement or Tomororw, The Literary
Supplement (30 June 2009). The Saptamina Financiard newspaper (2 November 2009) heralds
on its first page: “As of 9 November, your money will grow. Look for the Money
Growing Guide, in the 9% November issue of the paper Saptamina Financiara”, an

 Ibidem, p. 140

1> Daniela Roveta-Frumusani, Analiza discursului, Bucharest, Tritonic, 2004, p. 73.

16 Maria Cvasnai Catanescu, Retorica publicisticd: de la paratext la text, Bucharest, University of Bucharest
Press, p. 60.

131



invitation obviously targeted at readers interested in the financial problems who will
purchase next week’s issue.

The interactive relationship with readers is also kept through permanent columns
such as: What do we listen to, Where do we go, What do we read (Gandul), the Question of the Day
(Evenimentul Zilei), We receive from readers, and Your opinion (Adevarul).

At the level represented by the authorial peritext (title, overtitle, subtitle) and text,
dialogue structures are heterogeneous and they are made up of a varied repertory of
Innovative strategies:

“How do you pretend it’s all right when it’s not?”

There is a Romanian saying that “all bad things happen for a good purpose”, but it
does not reveal only the consequences of certain experiences such as “you miss the plane,
you get angry, you feel unhappy, but afterwards the plane crashes and you realize that
fortune has smiled on you”. In this case, all bad things happened for your own benefit!
Deeper inside, the saying goes that nothing happens by accident, and on the other side, it
invites us in a subtle manner to develop more optimistic perceptions of the world and life.
Changing positively the course of your own mind in front of an unpleasant event, a
problem, a destructive state or an unhappy situation is a way of succeeding in applying the
essence of the proverb “ all bad things happen for a good purpose”, (Jurnalul National, 1
November 2010).

The relative pronoun at the opening of the title may be interpreted as a referential
term for the entire text that represents the referential source, and the use of the singular
number of second person is a rhetoric process for insinuating a dialogue with readers.

Journalistic discourse is not just a means of communicating ideas, but also
contributes to their formation, since concepts are created in the communication process,
even if not expressed. Thoughts are expressed in the language of each community, the
linguistic act which is both a personal and a social fact: a personal fact because the speaker
expresses in a unique way a unique intuition, which belongs exclusively to them, and social
fact, because the individual does not create full expression, but rather, recreates one from
previous models. Newspapers texts require a specific discourse in a fixed form, depend on
the overall system of language and give a very clear example of the current language with
structured social meanings. It is a special language designed and intended to inform
readers, but also to induce opinions and attitudes, which involves interpretation of reality
presented. It exists independently as an "information unit" written with deliberate
informative function. Referentially dominant, it informs or discusses various thematic
issues, using a denotative language, but having multiple elements of oral language, which
as we know, implies natural, expressive, even aesthetic, valences. This is the signified and
the signifier of a transcribed world contained in the current event.
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ISHIGURO’S DIALOGUES (II) (IF ONLY WORDS COULD SPEAK...)
Discourse analysis applied to some dialogues from
“The Remains of the Day’ by Kazuo Ishiguro

Bianca-Oana HAN!

Abstract

The present paper is the second one that regards Kazuo Ishiguro’s dialogues, after Ishiguro’s
Dialogues (I) (If Only Words Could Speak...)2 as it intends to read between the lines of the novel “The
Remains of the Day’ and thus, to analyse them from the point of view of their power to depict the British
post-war society. Analysing the discourse of the dialogues, it tries to demonstrate how representative they
can be for the author’s view of the world. Therefore, a fine touch of the discourse analysis approach
would help us understand better the main character’s intensions, and implicitly, the author’s.
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Discourse analysis is sometimes defined as the analysis of language ‘beyond the
sentence.” It is, therefore, the examination of languages use by members of a speech
community. It involves looking at both language form and language function and includes
the study of both spoken interaction and written texts. It identifies linguistic features that
characterise different genres as well as social and cultural factors that aid in our
interpretation and understanding of different texts and types of talk. A discourse analysis
of written texts might include a study of topic development and cohesion across the
sentences, while an analysis of spoken language might focus on these aspects plus turn-
taking practices, opening and closing sequences of social encounters, or narrative

structure.

About the anthor

Kazuo Ishiguro was born in Nagasaki, Japan, in 1954 and moved to Britain in
1960. At the time, his parents thought that they would soon return to Japan and they
prepared him to resume life in his native land. They ended up staying and Ishiguro grew
up straddling two societies, the Japan of his parents and his adopted England. Ishiguro
attended the University of Kent at Canterbury and the University of East Anglia.

All of Ishiguro’s novels have received critical acclaim. His first novel, .4 Pale 1iew
of Hills, won the Winifred Holtby Prize of the Royal Society of Literature; his second, A#
Aprtist of the Floating World, won the 1986 Whitbread Book of the year Award; The Remains
of the Day was awarded the 1989 Booker Prize, then The Unconsoled (1995), is the winner of

! Assist. Professor, PhD., “Petru Maior” University of Targu-Mures
2 First part of the article was published in the conference volume EITM 5.
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the Cheltenham Prize, the novel When We Were Orphans was shortlisted for the 2000 Man
Booker Prize and last but not least, the novel Never Let Me Go (2005) was shortlisted for the
2005 Booker Prize, for the 2006 Arthur C. Clarke Award and for the 2005 National Book
Critics Circle Award. It also received an ALA Alex Award in 2000.

An inviting and full of savour novel is Ishiguro’s third novel, The Remains of the Day
(1989), in which he examines the intersections of individual memory and national history
through the mind of Stevens, a model English butler who believes that he has served
humanity by devoting his life to the service of a ‘great” man, Lord Darlington. The time is
1956; Darlington has died, and Darlington Hall has been led by an American businessman.
As Stevens begins a solitary motor trip to the West Country, travelling farther and farther
from familiar surroundings, he also embarks on a harrowing journey through his own
memory. What he discovers there causes him to question not only Lord Darlington’s
greatness, but also the meaning of his own insular life.

The journey motif is a deceptively simple structural device; the farther Stevens
travels from Darlington Hall, it seems, the closer he comes to understanding his life there.
But in Steven’s travel journal Ishiguro shapes an ironic, elliptical narrative that reveals far
more to the reader than it does t Stevens. The butler believes, for instance, that he makes
his trip for ‘professional’ reasons, to persuade a former housekeeper, Miss Kenton, to
return to Darlington Hall. But through deftly managed flashbacks and Steven’s naive
admissions, the reader sees instead that the matter is highly personal: Stevens had loved
Miss Kenton but let her marry another man; he now wishes to make up for lost time, to
correct the mistakes of his past.

More important than that veiled the story — but intimately connected with it — is the
matter of Lord Darlington, and the degree to which Stevens’ sense of self is founded upon
his beliefs in Darlington’s greatness. It becomes clear enough to the reader, though Stevens
is long in admitting it to himself, that Darlington had been a political pawn of fascism and
the Nazis — unwitting perhaps, misguided no doubt, but hardly the ‘great man’ that Stevens
had deceived himself into believing he served. These revelations are made through a
delicate and powerful process: as Stevens’ journal shifts between travelogue, personal
memoir and reflections on his profession, his memory slides continually between
Darlington Hall in the ruined, empty present, the height of Datlington’s influence (and
Stevens’ pride) in the 1920s, and the tense, disturbing pre-war 1930s. Carefully elided from
consideration, repressed and hidden, are the war years themselves and their immediate
aftermath. We know they are there, of course, and we may guess what they meant at
Darlington Hall, but Stevens’ memorial archaeology leaves that particular tomb
unexcavated.

In the end, Stevens must come to some sense of resignation and resolution, both
about Darlington and about himself. The source of Stevens’ pride is also, after all,
potentially the source of his shame. He is willing enough to shine in the light of
Darlington’s greatness, and now must either share in his disgrace, or — what is perhaps
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more difficult — admit that his own dedicated and deeply considered ‘professionalism’ has
had no real part to play on the stage of world history.

Like all great novels, The Remains of the Day is an organic work, its parts perfectly
integrated, every scene imaging the whole. In his carefully controlled prose, so perfectly
suited to his narrator, in his effortless movement among several different time settings, in
his almost magical evocation of simultaneous humour and pathos, Ishiguro proves himself
a masterful artist in full command of his elements. And in this novel, those elements
combine to form a profound psychological and cultural portrait that reveals the author’s
great abiding theme: the art and artifice of memory.

Because it is the memories of the intriguing character, Mr. Stevens that are stringed
like beads on a thread. Hiding behind the journey pretext, he re-lives certain events of his
life, almost as vividly as if it were real again.

But the places they see and the people they meet are not the only ones that send us
back in time. Every time the main characters do something which remind them about
something else, they do not hesitate to present the readers with a story; moreover, they are
aware of the fact that they divert and come back to the main story in order to maintain the
central idea, and not to confuse the readers; because the story is written in a diary-like style,
therefore, the author is concerned with its (possible) readers.

Even thought we do not meet the author directly, but through his characters, he
succeeds in making the reader understand which is, in fact, the real point in the book: Mr.
Ono is, surely, very much interested in his youngest daughter’s wedding, but what he really
tries to do is work on his own image, from the point of view of the maturity he reached
eventually. Mr. Stevens, as well, might want to see whether Miss Kenton would like to
come back to work at Darlington Hall but, in fact he would rather make up for the lost love
for the remains of his days, even thought he does not admit in words his love, not even to
himself. Even if the main characters are fully aware of what they are actually doing or not,
Ishiguro takes good care to use his literary talent in such a way as to make his readers
understand what is going on inside and outside his, why not admit, stubborn characters.
This is a reason enough to consider him one of the most valuable representative of
postcolonial literature.

The Remains of the Day is a very thus delicate love story between the butler, Mr.
Stevens and the housekeeper, Miss Kenton at Datlington Hall. The events are being
conveyed to the readers through the words of Mr. Stevens himself, as the novel unfolds
before us like an open book, as stated previously, like an open diary.

The language that Ishiguro chose for his characters to speak is, indeed, so very
polished and meaningful, that to pursue a discourse analysis on it would seem quite a
challenge.

I have depicted some of those dialogues that were carried on between Mr. Stevens
and Miss Kenton and tried to show how their unspoken and undeclared though shared love
is obvious and transmitted through the words they utter even though both of them (seem
to) try hard to prevent the other(s) from realising their true feelings towards each other.
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One shouldn’t forget some very important details, which are, therefore, not to be
overlooked: the jobs they both have, the social positions they so proudly occupy and not to
mention their nationality. They are English servants but not just any kind of servants; they
are the butler and the housekeeper of a very respectable English house. Their jobs are
highly looked up to by the other members of the household, and their opinions are valued
by the master of the house. They are not just anybody, therefore, they are aware they
shouldn’t act just like anybody. This is why they never stop addressing to each other
tormally. These ‘details’ are very important in understanding why they are so concerned and
preoccupied in hiding their real feelings from each other and from the rest.

The fact that Mr. Stevens remembers almost every encounter with Miss Kenton so
vividly as if it was just taking place at that very moment, is a sign enough that she never left
his mind and especially his heart.

For instance, he re-lives the moment when she first brought flowers into his ‘dark
and cold pantry’”:

“(...) As I remembered it was one morning a little while after my father and
Miss Kenton had joined the staff, I had been in my pantry, sitting at the table going
through my paper-work, when I heard a knock on my door. I recall I was a little
taken aback when Miss Kenton opened the door and entered before I had bidden
her to do so. She came holding a large vase of flowers and said with a smile:

‘Mr. Stevens, I thought these would brighten your parlour a little.’

‘I beg your pardon, Miss Kenton?’

‘It seemed such a pity your room should be so dark and cold, Mr. Stevens,
when it’s such a bright sunshine outside. I thought these would enliven things a
little.”

“That’s very kind of you, Miss Kenton.’

‘It’s a shame more sun doesn’t get in here. The walls are even a little damp,
are they not, Mr. Stevens?’

I turned back to my accounts, saying: ‘Merely condensation, I believe, Miss
Kenton.’

She put the vase down on the table in front of me, the glancing around my
pantry again, said: ‘If you wish, Mr. Stevens, I might bring in some more cuttings for
you.’

‘Miss Kenton, I appreciate your kindness. But this is not a room for
entertainment. I am happy to have distractions kept at minimum.’

‘But surely, Mr. Stevens, there is no need to keep your room so stark and
bereft of colour.

‘It has served me perfectly well thus far as it is, Miss Kenton, though I
appreciate your thoughts. In fact, since you are here, there was a certain matter I
wished to raise with you.” (...)” (52)
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Mr. Stevens admits that he was surprised to find Miss Kenton entering his bachelor
room, especially since she did this without waiting for him to invite her in or even greet
him. She seemed to have prepared a ‘speech’ for herself, since she appears to be quite sure
with herself, to his astonishment. In order to be more blunt, she puts the flowers (which are
but a meaningful pretext) directly in his face and even offers to bring him in some more in
order to colour up his ‘room’ (or she may have meant ‘life’). Very severely, Mr. Stevens cuts
on her enthusiasm by saying that his room is not ‘a room for entertainment’ and that he
wants ‘distractions kept to a minimum’. One can easily realise what ‘distractions’ he was
talking about: it weren’t the flowers the ones that seemed to distract him. Even thought he
says that his room (implying, of course, his life) ‘has served me perfectly well thus far as it’,
one might believe he is afraid to admit the truth to himself. Moreover, not to give himself
away, he immediately turns to some formal matters by saying ‘In fact, since you are here,
there was certain matter I wished to raise with you’, therefore, hiding his feelings again. One
can notice that his sentences are quite short and cutting, while hers are almost as if inviting
him, daring him, but he never loses the calm and distance that characterise him.

An interesting episode would be the one that happened in the ‘back corridor of the
house, which serves as a sort of backbone to the staff’s quarters of Darlington Hall’,
corridor which is rather dark, almost like a tunnel.

“(...) On that particular occasion, had I not recognised Miss Kenton’s
footsteps on the boards as she came towards me, I would have been able to identify
her only from her outline. I paused at one of the few spots (...) of light (...) and
said: ‘“Ah Miss Kenton’

“Yes, Mr. Stevens?’

‘Miss Kenton, I wonder if I may draw your attention to the fact that the bed
linen for the upper floor will need to be ready by the day after tomorrow.’

“The matter is perfectly under control, Mr. Stevens.’

‘Ah, I'm very glad to hear it. It just struck me as a thought, that’s all.”

I was about to continue on my way, but Miss Kenton did not move. Then
she took one step more towards me so that (...) I could see the angry expression on
her face.

‘Unfortunately, Mr. Stevens, I am extremely busy now and I am finding I
have barely a single moment to spare. If only I had as much spare time as you
evidently do, then I would happily reciprocate by wandering about this house
reminding you of tasks you have perfectly well in hand.”

‘Now, Miss Kenton, there’s no need to become so bad tempered. I merely
felt the need to satisfy myself that it had not escaped your attention...’

‘Mr. Stevens, this is the fourth or the fifth time in the past two days you have
felt such a need. (...)

Deciding it best to let the matter go no further, I continued on my way. I had
almost reached the kitchen doorway when I heard the furious sounds of her
footsteps coming back towards me again.
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‘In fact, Mr. Stevens’, she called, ‘I would ask you from now on not to speak
to me directly at all.’

‘Miss Kenton, whatever are you talking about?’

‘If it is necessary to convey a message, I would ask you to do so through a
messenger. Or else you may like to write a note and have it sent to me. Our working
relationship, I am sure, would be made a great deal easier. (...)” (79-80)

This might work in the case of ‘working relationship’, but what about the personal
one, the one neither one of them is willing to admit... It is interesting how Mr. Stevens was
able to recognise Miss Kenton in that dark corridor; one could only guess how many times
he followed her there. Even though Mr. Stevens himself admits one too many times that
Miss Kenton’s services are impeccable, he still cannot help teasing her when he gets that
chance, here implying that she might have missed to get the linen ready (another pretext, of
course). On the other hand, Miss Kenton is aware of the fact that he is, under no
circumstance, questioning her professionalism, yet she ‘plays’ his game, a game which very
much resembles the wooing ritual. As a response, she teases him back, by telling that she no
longer wishes to talk to him directly and that he should use some sort of messenger. She
pretends to be very upset and offended by his remarks, when is quite obvious that she
enjoys every moment of their encounters. The tension in this fragment is quite high, and
one could feel it growing on as the dialogues unfolds itself. It is also interesting to notice
that it is not only Mr. Stevens (or, respectively, Miss Kenton) the one to take the initiative:
every time they meet, if not one, then the other, would immediately say something to tease
the other person; they do not waste any occasion to interact one way or another, be it in a
form of a quarrel, which only adds a little ‘salt and pepper’ to the situation.

Although she requested not to be addressed directly, she behaves professionally
when his father dies and when he cannot tear himself away from his current duties. She
doesn’t judge him nor does she reproach his awkward (at least from the reader’s point of
view) behaviour at that tragic moment. This is the moment when they put an end to the
foolish ‘messenger issue’ thus, a kind of an intimate bondage between them appears.
Moreover, they even reach as far as to have private meetings every evening in her parlour at
the end of each day, meetings which he calls ‘overwhelmingly professional tone’.

It was one of such meetings that Mr. Stevenson announced Miss Kenton about the
necessity of dismissing two of the gitls in the staff on the grounds that they are Jewish. Miss
Kenton’s reaction was the expected one, threatening him to leave the house together with
the two unfortunate girls. For Miss Kenton, the problem was not so much the girls’
misfortune, which she admitted was a great one, but the fact that Mr. Stevenson seemed to
take matters in such an indifferent manner (attitude required by the position he is in: a
respectable English butler). That was why, one year after the event, when Mr. Stevens told
Miss Kenton about the lordship’s regret for having done such a terrible thing to the poor
girls, she was pleasantly surprised to discover that he also felt that the girls had been done a
great injustice.
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“(...) As I recall, you only thought it was only right and proper that Ruth and Sarah
be sent packing. You were positively cheerful about it.’

‘Now really, Miss Kenton, that is quite incorrect and unfair. The whole
matter caused me great concern indeed. It is hardly the sort of thing I like to see
happen in this house.”

‘Then why, Mr. Stevens, did you not tell me so at the time?’

I gave a laugh, but for the moment was rather at a loss for an answer. Before I could
formulate one, Miss Kenton said:

‘Do you realise, Mr. Stevens, how much it would have meant to me if you
had thought to share your feelings last year? You knew how upset I was when my
girls were dismissed. Do you realise how much it would helped me? Mr. Stevens,
why, why, why do you always have to pretend?’

I gave another laugh at the ridiculous turn the conversation had suddenly
taken. ‘Really Miss Kenton,” I said I’'m not sure I know what you mean. Pretend?
Why, really...

I suffered so much over Ruth and Sarah leaving us. And I suffered all the more
because I believed I was alone.” (...) (153-154)

This dialogue was nothing but a pretext for Miss Kenton to ask the crucial question:
‘Mr. Stevens, why, why, why do you always have to pretend?” Deep down in her soul she
hurts because she feels that he is not how he wants to appear, that he is kind-hearted, gentle
and caring. Of course, as we already used to, he cannot deal with his sudden, ridiculous turn
of the conversation. All he can do is to give a nervous laugh and leave. He doesn’t know
how to comfort her or what to say to her to assure of his true beliefs. He, on his turn, also
hurts inside his heart, as neither of them knows just what to do... it seems that words are
not helping them, even though they are using the language in a very refined manner.

If only we were ready to depict the consistency of Words... they seem to be
powerful, even more powerful than we are ready to believe. We could analyse every
dialogue that took place among any of the characters and see that their shared, but hidden
behind words, love is very obvious.
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WILDEAN FRAGMENTED PERSONALITY:
THE EGO

Cristina NICOLAE!

Abstract

In the present article we focus on Oscar Wilde’s novel The Picture of Dorian Gray, employing in
our analysis Freud’s theory of personality that brings to the foreground the separation of the psyche into
id, ego, and super-ego. The Wildean character we concentrate on is Lord Henry Wotton, the tempter
advocating decadent hedonism as the principle of life lived as art.

Keywords: decadent hedonism, temptation, persuasion, creation, self, otherness

In his writings, Oscar Wilde dealt with “the Classical concept of Eros throughout
the phases of his aesthetic development”, employing variations on the nature of this theme
(Flanagan Behrendt, 1991: 119). It was precisely this approach to Eros and aesthetics that
his life outside the written discourse mirrored and which the Victorians used as a gravamen
against the one who had challenged their canons.

In his 1891 novel, The Picture of Dorian Gray, Wilde dives into the written world of
pleasure, temptations and sin, to finally reveal the outcome of such an understanding of
love and art. The publication of the novel gave rise to contradictory reactions, but the
predominant attitude towards it was negative criticism, the novel being publicly
condemned, considered as offensive and a threat to the Victorian morality. “Gloating study
of the mental and physical corruption of a fresh, fair and golden youth”, not showing “a
single good and holy impulse in human nature”, “false art” — these are but few of the
‘labels’ attached to the novel, quoted by Dr. Joseph Bristow (Wilde, 1992: V) in the
introduction to the 1992 edition.

Despite the criticism it gave rise to, The Picture of Dorian Gray remains a literary work
which combines the autobiographical and the fictional, offering the reader different levels
of interpretation and displaying Wilde’s mastery of language.

Our analysis of the novel makes use of Freud’s theory of personality that brings to
the foreground the separation of the psyche into id, ego, and super-ego. The characters in
the novel come to be seen as the separate facets of Wilde’s own fragmented personality
(also in Kohl, 2011: 168, Roditi, 1986: 124): Basil, the artist, is Wilde’s super-ego
(Wilde’s/Dorian’s conscience; focus on moral duty), Lord Henty is his ego (mediating
between super-ego and id; the tempter advocating decadent hedonism), whereas Dorian
represents Oscar’s Id (the instinctual side; ‘temptee’ and tempter; victimizer and victim of
his choices rooted in self-love). Nevertheless, as Ellmann asserts, Wilde cannot be reduced

! Teaching Assistant, PhD., “Petru Maior” University of Targu-Mures
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to these three characters which are but “distortions or narrowings of his personality” and
do not reflect his generosity, humour and creativeness (1988: 320).

Lord Henry Wotton, Wilde’s ego, is the character who is perceived as being the least
vulnerable. Dorian and Basil reveal their personalities in relation to him, his influence
bringing to the surface their hidden ambitions, their secret desires. He is the psychoanalyst,
the observer and the critic of human nature, and as the story unfolds, he becomes the “wastermind
that intermittently moves the plot with him and generates action. He is the character that
does not take anything upon himself, the selfish cynical whose emotionlessness is the
outcome of a life lived to the full: “You don’t understand what friendship is [...] or what
enmity is, for that matter. You are like everyone; that is to say, you are indifferent to
everyone” (TPDG 10), says Hallward, drawing attention on Wotton’s inability to feel.

Lord Henry’s perception of the others (friends included) is a sardonic, detached,
calculated one and his way of expressing his perspective on the wotld is one of ironizing
precisely the moral principles and conventions of the Victorian age, as well as the flaws of
human nature.

Seen then as one that generates psychological motion that brings about changes in
the others, LLord Henry becomes a creator himself advancing the image of the artist
fundamentally different from his creation’s, Dorian Gray being perceived, in our opinion, as
a partial representation of Lord Henry, the product of his influence: the young man in the
picture is the image of beauty, whereas the image of the artist, if we were to follow Lord
Henry’s ironical words targeted at the Elizabethan society, is that of the intellect which, by
its nature, opposes beauty: “real beauty ends where an intellectual expression begins”
(TPDG 6). His philosophy promotes all that his age ostracized — insincerity, beauty to the
detriment of intellect, aesthetics to the detriment of ethics, marriage seen as a monologue,
lacking communication and feelings, opposing the imposed on respectability (echoing, to
some extent, Wilde’s own marriage) — a mere facade, even a failure. Lord Henry’s theory
of individualism and the standard of one’s age is framed in terms of morality versus
immorality: modern morality implies accepting the boundaries/standards imposed by the
society of those times, and for that reason it is in fact immorality that it promotes.

Lord Henry’s interest is in human life, in practicing a surgical eye on the individual’s
mind and mechanism of feeling, “vivisecting others” after having vivisected himself (47).
He is also a strategist that builds his mechanism of persuasion, but at the same time a
character who advances thought provoking questions on the meaning of life, on the nature
of love, on the dividing line between soul and body:

Soul and body, body and soul — how mysterious they were! There was
animalism in the soul, and the body had its moments of spirituality. The
senses could refine, and the intellect could degrade. Who could say where
the fleshly impulse ceased, or the physical impulse began? [...] Was the soul
a shadow seated in the house of sin? Or was the body really in the soul, as
Giordano Bruno thought? The separation of spirit from matter was a
mystery, and the union of spirit with matter was a mystery also. (TPDG 48)
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Exerting one’s power of influence on a person implies changing their boundaries
of the self by imposing one’s own boundaries on the other, altering or alienating the
other’s self. “To influence a person,” says Lord Henry “is to give him one's own soul. He
does not think his natural thoughts, or burn with his natural passions. His virtues are not
real to him. His sins, if there are such things as sins, are borrowed. He becomes a7 echo of
someone else's music, an actor of a part that has not been written for him” (TPDG 18,
emphasis added). Wotton recreates Dorian (whom he sees as “an instrument for his art”
[Nassaar in Bloom, 1985: 110]) and ‘models’ him until he becomes “a perfect external
manifestation” of his own soul, as Nassaar puts it (ibidem). His art is then one of
persuasion, of intruding on the other’s sense of self and perception of the outside reality.

The image of the Victorian individual is sketched by this cynical character: one
defined by conventions, by the society’s demands and moral principles (“terror of
society”, “terror of God” [TPDG 18)); fear therefore distances the individual from his real
self, from his own quest for the self — the identity path centered on the true self is thus
ignored, and self-development (introduced as the individual’s duty to his self, as well as a
matter of courage) is forgotten. The soul remains “starving’” and “naked”.

It is in fact self-denial, as Lord Henry/Wilde insists on, and we date say it is the
mutilated, suppressed self which takes refuge in self-denial that Wilde presents in his
novel as being the characteristic of the Victorian society. Sin is redefined, understood now
not as ignoring ethical, religious limits (basically thought of as a means of protecting the
individual by imposing outside, more or less rigid regulations), but as being a matter of
personal understanding of it, the individual’s own approach to conscience.

Yet, one’s own definition, or rather interpretation of sin carries within the
influence of certain factors that define one’s identity path (mutable and/or immutable
limits [Liiceanu, 2007: 11-13, 26-27]). The individual’s choice of defining sin is, therefore,
not his own but one determined by all the influences he has been exposed to. In Dorian
Gray’s case, these influences of the past (seen as identity roots that tell him of who he is)
give Dorian an aura of mystery, as they are presented to the reader in the question -
answer exchange between Lord Henry Wotton and his uncle Lord Fermon: “it was an
interesting background. It posed the lad, made him more perfect as it were” (TPDG 31).

Following Lord Henry’s philosophy of hedonism, sin takes place in the mind: the
impulses we struggle to silence lead to their “poisoning” us, whereas action brings about
purification, “yielding” to temptation in order to escape it and unveiling one of the “great
secrets of life”

Every impulse that we strive to strangle broods in the mind, and poisons us.
The body sins once, and has done with its sin, for action is a mode of
purification. Nothing remains then but the recollection of a pleasure, or the
luxury of a regret. The only way to get rid of a temptation is to yield to it.
Resist it, and your soul grows sick with longing for the things it has
forbidden to itself (18)
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[...] that is one of the great secrets of life — to cure the soul by means of the
senses, and the senses by means of the soul. (20)

Sin would be “the privilege of the rich” (64), adding colour to their life, whereas
the poor are left with self-denial, as Wotton ironically points out. The portrait Lord Henry
describes is one Dorian recognizes himself in, the influences he senses are familiar ones,
his own, a description of human nature. The facet of the self Lord Henry presents is one
he already has within, a latent one he has not been aware of and which now gradually
comes to the surface. The other and the self are again focused on in the novel, the process of
influencing the self having already begun: “some secret chord that had never been
touched before, but that he felt was now vibrating and throbbing to curious pulses” (19).

Lord Henry nurtures the desire to turn Dorian into his creation which he would
take pride in, something that belonged to him (“he would make this wonderful spirit his
own” [TPDG 32]), and he himself would be then the ‘role model’ for Dorian, his source
of inspiration. LLord Henry appears as a narcissist himself, in love with his power over the
others’ sense of individuality, in need of an audience to exert his power of influence on,
on which to make use of his language of persuasion and strategies of manipulation while
promoting his “philosophy of pleasure” and seducing his listeners (“he charmed his
listeners out of themselves, and they followed his pipe laughing” [TPDG 30]).

In Oscar Wilde. Eros and Aesthetics, Patricia Flanagan Behrendt asserts that in his
characters’ dialogues, Wilde “dramatically reconstructs a playful vision of the charismatic
mechanisms of attraction which can exist between older and younger men” (1991: 111).
She then goes on by stating that what attracts the older man in this relationship is
precisely what reminds him of his youth, a longing which reflects “a renewed narcissistic
vision of himself” (113). Language is the means by which this process of seduction is
mediated, yet the language of seduction that Wilde employs in the development of the
characters and progress of the plot is in fact an aggressive one due to its manipulative aim
and intrusion in the other’s process of contouring personal identity. In Flanagan
Behrendt’s words:

The rite of initiation which characterizes Wilde’s dialogues, however,
involves a process which is not entirely noble in all its aspects. The
initiation process in the dialogues involves a direct assau/t upon the initiate’s
own values which by extension results in az undermining of his sense of personal
zdentaty. (115, emphasis added)

The self-promoting language of the dandy — which seeks to disconcert, to
manipulate, to fascinate, to hold in thrall, to dominate — is, above all else, «
highly aggressive langnage. It is a language which epitomizes the paradox
implied in “feasing”; for teasing both tantalizes and torments. (169, emphasis

added)
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Wotton’s philosophy is, hence, one of influence, not a philosophy of action but
one of undermining the other’s sense of self by means of this “aggressive language” and
the temptations it mediates. Nevertheless, Lord Henry is not only a tempter, but he too
becomes tempted by Dorian’s “unspoiled nature” on which he would exert his power of
influence, thus playing the role of the creator/artist of human nature, of the othet’s soul.

On seeing Gray for the first time, Wotton’s curiosity is aroused. From his
perspective Dorian’s appearance suggests trustworthiness, the innocence youth is
characterized by, mirroring a self that has escaped the power of the external influences,
having been kept “unspotted from the world” (16). Identity cannot be reduced to a
matter of being, it is also a matter of becoming; the fact of eluding the influence of the
outside wortld, of the intrusion of the Other, keeps Dorian Gray in a self-sufficient state,
an androgynous one. Or it may as well be his self-sufficiency that has protected him
against such influence (“all influence is immoral”, says Lord Henry [17]). Nevertheless,
this androgynous state is utopian, Dorian becomes aware of an unexplored self as he
cannot escape the other’s influence, but in doing so changes are triggered, bringing
together ethics and aesthetics, with the rejection of the former. Identity comes to be
focused on as a matter of becoming as well, while the other is not perceived as an intruder
who imposes his own boundaries, but as a mzror that reflects a hidden, unknown but
existent self (“Why had it been left for a stranger to reveal him to himself’, Dorian asks
himself [20]).

To Lord Henry, Dorian Gray is an experiment of the intellect in which he finds
delight, a process of creation in which he displays his persuasive skills, avidly following
the changes he generates. The act of creation as seen so far is reflected in the three male
characters in the novel: Basil Hallward, the artist and his creation — the painting (“the
painting is Basil’s masterpiece,” says Nassaar “because Dorian is the flawless
manifestation of Basil’s lost innocence” [in Bloom 1985: 109]); Lord Henry and the
creation of his philosophy, wit and rhetoric — his new Dorian Gray; Dorian Gray and the
creation of his actions — his life, his soul as transposed in the portrait on the canvas
(thus, his status becomes a double one: creator and creation). “I am so glad,” says Lord
Henry to Dorian “that you have never done anything, never carved a statue, or painted a
picture, or produced anything outside of yourself! Life has been your art” (TPDG 172).

Lord Henry has experienced to the full, he is one of the few who have been given
a “reward” (47) on having completed this ‘ourney’ of experiencing, having escaped the
“sulphurous fumes”, the “poisons and maladies” that his hedonistic diving into life
exposes the individual to, “troubling the brain, and making the imagination turbid with
monstrous fancies and misshapen dreams” (ibid.) The price to pay for such a quest is
irrelevant, says Lord Henry, as it cannot be compared to “the logic of passion” and “the
emotional coloured life of the intellect”(ibid.) brought together and observed. However,
the price will prove too much for his apprentice, Dorian Gray, his irrational plunge into a
life defined by sin and his gradual self-awareness turning him into a doomed character
whose fall and metamorphosis of the self is Lord Henry Wotton’s creation.
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IDIOMS FROM 19% CENTURY ENGLISH POETRY

Ildik6 Gy. ZOLTAN!

Abstract

The growing popularity of poems, aided by the spread of literacy and of the printed word, meant
that some of these literary works became widely known and frequently cited. Some of their lines and
phrases began an independent life at a certain point and have since then been used as idioms both in
spoken and in written language. The present paper traces a handful of these to their origins in 19t century
English poems in order to better understand how they acquired their present meaning as idioms.

Keywords: idiom, poetry, language

The words ‘poet’, ‘poemy’, ‘poetry’ were all adopted into Middle English during the
13t century via Latin equivalents of the original Greek words formed from the stem of
poiein, to make, to create, to compose. This kind of ‘creation’, this ‘poetry-making’ is an art
form whose beginnings are lost in the mists of time, but it is definitely much more ancient
than writing: it was the chant surrounding the cradle of humankind from those stages of
evolution where language itself originated. The earliest forms of ‘poetry’ were spoken,
intoned or chanted to accompany and aid the rhythm of certain collective work processes,
to ensure the success of the hunt, to bring good harvest, to heal the sick, to keep away
evil spirits or invoke good ones, or to entreat the supernatural powers that might be. In
prehistoric and ancient societies oral transmission was the only way to hand down
genealogies, the stories of significant events (history), myths and even laws — the poetic
form aided memorisation and facilitated transmission from one generation to the next.

Since then, with the advent of writing, the spread of literacy and of the printed
word, poetry has become not only more structured and varied, but also ever more
popular. This popularity of poetical works made it possible for some of their lines and
phrases (that were considered eminently fit to convey the essence of a situation, render
emotions or describe certain human traits) to enter the main flow of language as idioms in
their own right. A handful of them are here traced back to their respective sources in 19t
century English poetry and presented in their original context in order to better
understand how they acquired their present meaning as idioms.

! Teaching Assistant, “Petru Maior” University of Targu-Mures
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the child is father of the man = the character, personal traits, attitudes and views of a
tully grown person are all determined by childhood influences; childhood is the beginning
of adulthood

“My heart leaps up when I behold / A rainbow in the sky: / So was it when my life
began; / So is it now I am a man; / So be it when I shall grow old, / Or let me die! / The
Child is father of the Man; / And 1 could wish my days to be / Bound each to each by
natural piety.”

‘My Heart Leaps Up’/ ‘The Rainbow’ was written by William Wordsworth in 1802 and
published five years later in Poems, in Two Volumes. 1t is a short poem simple in structure
and language. The sight of a rainbow gives the author the same pleasure and joy he felt as
a child; and he hopes to keep and cherish until the end of his days this unbroken
connection with nature’s and life’s simple things as well as with his ‘inner child’.

a Roman holiday = an event providing entertainment, pleasure, satisfaction derived
from watching the suffering or degradation of others; advantage or profit gained at the
expense of someone else’s affliction or discomfort

“He reck'd not of the life he lost nor prize, / But where his rude hut by the Danube lay, /
There were his young barbarians all at play, / Thetre was their Dacian mother — he, their
site, / Butchet'd to make a Roman holiday — / All this rush'd with his blood — Shall he
expire / And unavenged? — Arisel ye Goths, and glut your ire!”

The lines are from the fourth and last part of Childe Harold’s Pilgrimage, a lengthy narrative
poem by George Gordon Noel, Lord Byron, describing the experiences and reflections of
a disillusioned young man travelling in foreign lands looking for distraction. (‘Childe’ is a
medieval term for a young man seeking a knighthood.) When his journeys take him to
‘the Eternal City’ he contemplates the ruins of a once great civilisation and recalls that a
gladiator’s death, butchered in the arena in order to provide entertainment for the
populace, was a regular occurrence in ancient Rome, where these ‘games’ also meant a day

off for the citizens.

red in tooth and claw = involving violent conflict, savage opposition or merciless
competition

Alfred, Lord Tennyson wrote In Memoriam A.H.H. after his beloved friend and closest
confidante (also his sister’s fiancé) Arthur Henry Hallam died suddenly of a stroke at the
age of 22. Its original title was The Way of the Soul in the series of short poems composed
over the course of seventeen years; these were eventually woven together and published
as a single poem in 1850. The elegy is a requiem for a lost loved one, but besides the
feelings of grief and loss it also meditates upon philosophical problems that deeply
preoccupied Victorian society, mainly those concerning the conflict between religion and
science, and the question of immortality. The first controversial ideas of eatly
evolutionary theories had already appeared in several scientific works by the middle of the
19t century (preparing the ground for Charles Darwin’s On the Origin of Species in 1859);
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and Tennyson struggled almost desperately to reconcile his genuine faith with these new
ideas of natural history. In Canto LV, Nature is desctribed as “So careful of the type ..., /
So careless of the single life”, but in the next Canto “She cries, ‘A thousand types are
gone: / I care for nothing, all shall go.” The line which gave the idiom is from the same
place and has been interpreted by some as a reference to the process of natural selection.
“And he, shall he, // Man, her last work, (...) // Who trusted God was love indeed / And
love Creation's final law — / Tho' Nature, red in tooth and claw |/ With ravine, shriek'd
against his creed — / Who loved, who suffer'd countless ills, / Who battled for the True,
the Just, / Be blown about the desert dust, / Or seal'd within the iron hills?”

theirs/ ours/ yours/ mine not to reason why = one has no right to question or criticise
an order (issued by a superior), a situation, or a system — even if one does not understand
it or it seems unreasonable

“’Forward, the Light Brigade!' / Was there a man dismay'd? / Not tho' the soldiers knew
/ Some one had blundet'd: / Theirs not to make reply, / Theirs not to reason why, / Theits
but to do and die: / Into the valley of Death / Rode the six hundred.”

Tennyson’s evocative poem: The Charge of the Light Brigade (1854), was published six weeks
after the event itself, praising the bravery and valour (and unquestioning obedience) of the
Brigade but mourning the futility of the heavy losses incurred during the charge.

The Crimean War (1853-56) pitted the allied forces of the British, French, Ottoman
Empires and the Kingdom of Sardinia against the Russian Empire. The openly declared
aim was to take control of the holy places of Jerusalem, but in fact territories of the
declining Ottoman Empire were contested, the Crimean peninsula being of vital strategic
importance to the commerce and politics of the Black Sea area. In the second year of the
war the Battle of Balaklava was fought for the Russian fortress and port of Sevastopol.
During the Allied siege, two British units in particular distinguished themselves: the red-
coated 93th Sutherland Highlanders steadfastly resisted the repeated attacks of larger
Russian forces — giving rise to the expression %hin red line’, originally a thinly spread unit of
infantry men holding firm against attack, today referring to any small group of courageous
people defending a principle.

The heaviest British losses, however, were the result of the near suicidal charge of the
Light Cavalry Brigade into what became known as the Valley of Death, one of the most
tragic events in British military history, immortalised in Tennyson’s poem. The ‘blunder’
which sent more than six hundred men into this action was a miscommunication, a
confusion about a highly ambiguous order that meant one thing to Fitzroy James Henry
Somerset, Lord Raglan, commander of the British forces, but another thing to James
Thomas Brudnell, Earl of Cardigan and leader of the Light Brigade. Lord Raglan’s order
to “charge the guns!” was intended to send the Light Brigade to attack and scatter an
isolated retreating Russian battery over a slight rise in the valley and in plain sight from his
vantage point, an action well suited to such a military unit. However, the only ‘guns’
visible to the leader of the sable-armed Light Brigade were those of the well-prepared
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Russian battalion at the far end of the valley. The command seemed utter madness, but
they dutifully launched the frontal assault nevertheless, riding headlong at the gunners,
under devastating direct fire that killed or wounded two-thirds of their strength — a

glorious but wasted sacrifice of good men and horses.

a rift in the lute = a small fault in a relationship, bond, arrangement, etc., that betokens
the beginning of disharmony; the first sign of incipient dissension; a breach that might in
time bring about complete ruin or failure

“In Love, if Love be Love, if Love be outs, / Faith and unfaith can ne’er be equal powers:
/ Unfaith in aught is want of faith in all. / It is the little 7if# within the lute, / That by and by
will make the music mute, / And ever widening slowly silence all.”

The lines are from Merlin and 1 ivien, number six in the cycle of twelve narrative poems
entitled Idy/ls of the King that Tennyson published between 1859 and 1885. The collection
is a romantic rendering of the Arthurian legend and was dedicated to the memory of
Prince Albert. Approached as a series of moralising allegories, it can also be interpreted as
symbolising the social problems and moral decay undermining the ideal of the perfect
British Empire, the slow process of disintegration which Tennyson observed with so
much concern in mid-Victorian England. Some of the most memorable passages,
however, are his lyrical descriptions of background settings, masterly picturesque

portrayals of scenes from nature.

roses, (roses,) all the way = triumphant progress; pleasant or happy; successful, without
difficulties or problems

“It was roses, roses, all the way, / With myrtle mixed in my path like mad: / The house-roofs
seemed to heave and sway, / The church-spires flamed, such flags they had, / A year ago
on this very day.”

Robert Browning’s The Patriot — An Old Story, published in 1855, is a dramatic monologue
of a man who remembers how he was welcomed and celebrated as a hero a year ago, but
is now being led along the same streets towards the scaffold as a convicted criminal
(traitor?) in order to be executed. Then he was cheered and showered with flowers, this
time it is the occasional stone they throw at him as he walks towards his death. In the best
tradition of ballads, although he says “Nought man can do, have I left undone” and
mentions a “a year’s misdeeds”, the intriguing obscurity is not dispelled and the reader is
left to wonder what might have happened during the course of a year that brought about
such a sea change in the attitude of these people and the fortunes of the hero.

movers and shakers = dynamic, energetic people at the centre of events who initiate
change; powerful, influential people in important organisations who can make things
happen

Originally, however, when he wrote his Ode (published in 1874, in a collection entitled
Music and Moonlight) the author, Arthur William Edgar O’Shaughnessy, imagined that

150



poets — always “a little apart from” other mortals — would play this role in the world: “We
are the music makers, / And we are the dreamers of dreams, / Wandering by lone sea-
breakers, / And sitting by desolate streams; — / Wotld-losers and world-forsakers, / On
whom the pale moon gleams: / Yet we are the movers and shakers /| Of the wotld for ever,

it seems.”

bloody, but unbowed = having been wounded in body or spirit during a struggle, yet
undefeated and proud of what one has achieved — despite the suffering, difficulties, or
losses

be the captain of one’s soul = to be in control of one’s own destiny or future

“Out of the night that covers me, / Black as the pit from pole to pole, / I thank whatever
gods may be / For my unconquerable soul. / In the fell clutch of circumstance / I have
not winced nor cried aloud. / Under the bludgeonings of chance / My head is bloody, but
unbowed. |

Beyond this place of wrath and tears / Looms but the Horror of the shade / And yet the
menace of the years / Finds and shall find me unafraid. / It matters not how strait the
gate, / How chatrged with punishment the scroll, / I am the master of my fate: / I am the
captain of my soul.”’

William Earnest Henley’s Invictus (Latin for ‘undefeated’), or Out of the Night that Covers Me
was first published in 1875, in Book of 1Verses. From the age of 12, Henley had been
afflicted with crippling tuberculosis of the bone and at 25 his most severely infected foot
had to be amputated at the knee. He wrote the poem from his hospital bed as the
response of a strong-willed person to a challenging infirmity and managed not only to
keep his other leg intact but also to lead an active, vigorous life until his death in 1903. In
spite of the relative simplicity of the poem’s structure, however, its open-endedness does

allow several other interpretations and in any of them the message is just as powerful.

days of wine and roses = days of pleasure and happiness

“They are not long, the weeping and the laughter, / Love and desire and hate: / I think
they have no portion in us after / We pass the gate. / They are not long, the days of wine
and roses: / Out of a misty dream / Our path emerges for a while, then closes / Within a
dream.”

The title of Ernest Christopher Dowson’s poem from 1896: Vitae Sunima Brevis (Spem Nos
Vetat Incobare Longam) is a quote from Odes by Horace and translates into “The brief sum
of life forbids us the hope of enduring long” or “The brevity of life prevents us from
entertaining distant hopes”, which about sums up the message: the whole range of human
emotions, from sorrow to joy, from love to hate, however intense, is ephemeral and soon
left behind as a dream. This proved only too true for the poet himself. His tuberculosis, in
combination with an excessively decadent lifestyle and heavy drinking, led to his eatly
death at the age of 32.
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gone with the wind = evanescent; gone completely; disappeared without a trace

“I have forgot much, Cynaral gone with the wind, / Flung roses, roses riotously with the
throng, / Dancing, to put thy pale, lost lilies out of mind; / But I was desolate and sick of
an old passion, / Yea, all the time, because the dance was long: / I have been faithful to
thee, Cynara! in my fashion.”

In the same year E. C. Dowson also wrote Cynara, whose full title, Non sum qualis eram
bonae sub regno Cynarae is another line taken from Horace’s Odes and translates as “I am not
as I was under the reign of good Cinara.” The lost love, whose obsessively returning
image he is unable to forget despite his best efforts to drown his sorrow in the pleasures
of the flesh and drinking, is supposed to have been 11-year-old Adelaide ‘Missie’
Foltinowicz, who he fell in love with at the age of 23 and courted passionately, but
truitlessly.

In the now-famous line of this poem Margaret Mitchell confessed to have found the “far
away, faintly sad sound” she had been looking for and eventually decided to call her novel
about the American Civil War (1936) by that title.
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~DERAPAJ” IN LABIRINTUL HIPERTEXTUALITATII
The Novel “Derapaj”/”Skid” in the Labyrinth of Hypertextuality

Aurora Laslo PASCAN!

Abstract

Hypertext is a basic computer program which allows the user to move freely and multi-
directionally within an electronic text. In recent decades, the term began to be used also in the literary field
as an essentially postmodern writing style, which gives the reader more freedom in relation to the literary
text. In the U.S,, this concept has been studied and applied in many recent books, both electronic and
paper. But in Romania, hypertext theories are almost unknown. Ion Manolescu is the first Romanian
theoretician who studied them. Moreover, in 2006, he published a novel, Derapaj (Skid), built on a
hypertext structure.

Keywords: postmodern prose, fabulous plot, hypertextuality, autobiography, irony

Hipertextualitatea este unul dintre cele mai incitante concepte literare
postmoderne, concept strans legat de evolutiile tehnologice foarte recente si, totodati,
parte integranta semnificativa a noii paradigme culturale dominate de universul mediatic.
In literatura, hipertextualitatea este considerata o forma de reflectare a artelor mediatice,
un mod privilegiat de scriiturd postmoderna. Termenul Ajpertext a fost folosit, la data
aparitiei lui, in spatiul virtual al computerelor, denumind un program de baza care permite
utilizatorului sa se miste liber si multidirectional in interiorul unei structuri textuale
electronice bine definite. Prefixul ,hiper” provine din limba greaca insemnand
,»deasupra” sau ,,dincolo”, iar hipertextualitatea ar insemna a atasa unui text o retea de
asocieri care este in acelasi timp deasupra, dincolo sau in afara textului initial. In Romania,
teoriile hipertextuale sunt cvasi-necunoscute. Primul care a incercat sa le popularizeze in
tara noastra a fost lon Manolescu, cel care a scris doud lucriri de pionierat in Romania,
Viideologia. O teorie tehno-culturala a imaginii globale s1 Notiuni pentru studiul textualitdtii virtuale.

Hipertextualitatea este construitd, de fapt, cu concursul unor multiple nivele
inferioare, sau hipo-textuale. Hipertextele inseamna procese, instabilitate, non-linearitate,
disparitia identitatii - concepte, prin excelentd, postmoderne, opuse ideilor moderniste de
obiecte, ordine, stabilitate, linearitate si identitate. Pe de altd parte, existd riscul
supraelaborarii si supraglomerarii (prefixul hiper insemnand, de altfel, si ,,in exces”). Unii
exegeti considerd ca acest lucru se aplicd, intr-o anumitd masurd, si la romanul lui Ion
Manolescu, Derapaj, ei acuzand abundenta efectelor speciale si glisarea permanenta intre
planurile narative.

Ion Manolescu, entuziastul teoretician al textualitatii virtuale, demonstreaza in

fictiunea sa cd tine pasul cu cele mai recente evolutii literare, nu doar tehnologice, si
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indrazneste sd exploreze cu succes teritorii noi, considerate, in general, prea riscante de
catre colegii sii de generatie. Mircea Cirtarescu il considera pe Ion Manolescu un
reprezentant al ,artei viitorului”, prin preocuparile sale pentru arta computerizata,
realitatea virtuald, teoria fractalilor si a haosului sau tendinte literare de ultima ord, precum
,textualismul mediatic”, ¢yberpunk-ul, dar si printr-o atitudine radicald fatd de necesitatea
restructurarii canonului literar romanesc. Mircea Cartirescu mai noteaza, in Postmodernismml
romdanesc, faptul ca acest radicalism ,,contrasteazd de multe ori cu spiritul tolerant
postmodern, asa Incat tanarul critic ar putea fi definit drept un straniu «avangardist
postmodern».”?

Ion Manolescu si-a exersat talentul de prozator in povestiri si scrieri
memorialistice, inainte de aparitia primului siu roman, Alexandru (1998), un
,bildungsroman postmodern”. In 2002, apare lucrarea teoretici Notiuni pentru studiul
texctualititii virtuale, vrmati de Videologia. O teorie tehno-culturali a imaginii globale (2003). in
acelasi an, publica, impreuna cu Paul Cernat, Angelo Mitchievici si Ioan Stanomir, un nou
volum de memorialistici intitulat In cintarea comunismmini pierdnt. Urmeaza, in 2004,
volumul de proza scurtd O lume disparutd. Patru istorii personale urmate de un dialog cu Horia
Roman Patapievici. Romanul Derapaj apare in 20006, la editura Polirom. Autorul de scrieri
literare, memorialistice si teoretice absolut remarcabile este si extrem de pasionat de
benzile desenate. In 2011, Ton Manolescu publici volumul Benzile desenate §i canonul
postmodern, care obtine Premiul Salonului International al Benzii desenate.

La prima vedere, volumul Derapaj se infatiseaza cititorului ca o aparitie editoriala
cu nimic mai prejos decat romanele masive, ,luxoase”, ale celor mai bine cotati scriitori
americani ai momentului: un hardeover de 650 de pagini, cu o coperta aleasa cu mare grija si
un titlu surprinzator. De altfel, mai multi critici au considerat exageratd masivitatea
romanului, chiar dacd numairul de pagini nu constituie, in mod normal, un criteriu de
judecare a valorii literare. Cel mai bun exemplu este Orbitor-ul lui Cartirescu, un roman de
referintd pentru noua proza romaneasca si care are dimensiuni impresionante. Dar nu atat
numarul de pagini este intimidant in Derapaj, cat complexitatea intrinsecd a romanului
scris de Ton Manolescu, ceea ce il face si greu de categorisit: poate fi considerat si roman
de actiune sau politist, si istoric, si psihologic, dar si roman de dragoste. E o carte de
literatura ,,artistica”, dar si de literatura ,,de consum”, de altfel o combinatie obisnuita la
scriitorii postmoderni. Sau, in consens cu lucrarile teoretice ale autorului, un roman
hipertextual si fractalic.

Nu doar aspectul volumului este de tip american, ci si scriitura dinamicd, densa,
atractiva si plind de umor. Frenezia stilisticd si fluxul narativ debordant il fac un rival
redutabil pentru Orbitor. Cu toate acestea, naratiunea lui Ion Manolescu nu evolueaza in
spatiul metafizic, precum la Cartirescu, ci exceleaza in autobiografism si fortd de captare a
realului. Pofta cu care absoarbe detaliile epocii comuniste, dar si postdecembriste si
talentul cu care le reda sunt admirabile. Tabloul ,,epocii de trista amintire” n-a fost, poate,
niciodata reconstituit cu atata putere de sugestie, cu atitea culori, nuante, umbre, lumini si

% Mircea Cartirescu, Postmodernismul romanesc, Editura Humanitas, Bucuresti, 1999, p. 190.

154



doze bine cantarite de umor. N-a fost uitat nimic: umilintele, grotescul, macabrul, rutinele,
cliseele, frigul, cozile, toati disperarea traitd de parinti, bunici, ,blocatari” s.a.m.d.
Manolescu descrie o Romanie si un Bucuresti cu o senzatie de realitate purd, mai vie ca
oricand, lipsitd de exagerari si dulcegarii.

Derapaj este structurat pe mai multe paliere narative, accesate ,,stroboscopic” si in
aceeasl manierd sunt construite si personajele, in special, Alexandru Robe. Personajul
central vine din romanul anterior al lui Ion Manolescu, Alexandrn. Dar, pentru cititorul
care 1l intalneste pentru prima oard, el isi face, la inceputul romanului, un autoportret cat
se poate de elocvent: ,,Am inchis televizorul, dupa ultima catastrofa aviatica. Mi se parea
prea mult, aveam 38 de ani si nici o dorinta implinita. Timpul si spatiul o luasera razna, nu
reuseam sia ma agez in ele. O data in viata, puteam sa fiu sincer cu mine, asa cum dumnea-
voastrd n-o sa fiti nici la 80 de ani: eram un profesoras stingher, megaloman, invidios; un
barbat necasatorit, fara familie si copii, ficand sex pasional, de trei ori pe saptimand; un
ins fard griji si fara constiinta, capabil sa ascunda orice lucru bun ca sa mimeze toate
lucrurile rele. Examenul apdrea spontan, fira motiv, ca un sambure tinut prea mult in
coltul gurii: traiiam haotic, multumit, la intamplare, ca si cum as fi avut tot timpul din lume
si pun lucrurile la punct. N-aveam. Imi consumam ultimele 18 secunde din viatd, ca
operatorul de pe «Air Kazah 1907», inainte sa se ciocneasca la 4500 de metri de Boeing-ul
saudit, deasupra aeroportului din New Delhi: constient de catastrofd, incapabil s-o evit.
Muream cu incetinitorul.”3 Din acest moment, scriitura lui Ion Manolescu este una care
captiveaza imediat prin faptul ca sunt trasate clar, de la inceput, coordonatele habitatului
existential, mental si sentimental al personajul-narator Alexandru Robe. In plus, atrage
atentia asupra unei pasiuni misterioase ce, se pare, umple universul, aparent redus la carti
si calculator, al unui intelectual cu nimic iesit din comun.

Cel mai semnificativ dintre aceste multiple romane din Derapaj este romanul de
dragoste al lui Alexandru si al Mariei, personaje care ating idealul in aceastd ipostaza, chiar
daci ,,derapajul” ii pune si in alte ipostaze, poate mai putin inspirate. Indiferent de planul
in care evolueaza naratiunea, autorul nu pierde din vedere aproape nici o clipa ,,chimia”
inefabila dintre cei doi indragostiti. Fi s-au cunoscut ,in imprejurari simple, dar
scandaloase”. Vajnicul ,,deontolog” care condamna relatiile dintre profesori si studente,
cade, inevitabil, in acelasi pacat. Maria e o studenta pe care o cunoaste la un seminar la
care ea, desigur, intarzie: ,,A intrat fara si-si ceard scuze §i s-a toldnit in prima banca,
rasfirandu-si parul de aridboaica bogata. Pe vremea aia, se imbrica doar in negru sau gri,
din mandrie, tristete sau doar ca si para mai enigmatica.”* Relatia lor, desi are vechime si
o constanta remarcabild, pare si nu aiba nici o finalitate. Ei nu fac planuri de casitorie sau
de copii, triiesc doar voluptatea clipei si a intimitatii in doi, impartasind bucurii, tristeti,
gesturi de tandrete, dar si mici gelozii, mereu nedespartiti si mereu incompatibili. In jurul
lor, pana si cele mai fabuloase conspiratii mondiale (care chiar isi fac aparitia in roman!)
palesc. Maria, partenera de viata a lui Alexandru, pare femeia perfecta: pasionala, dar si

¥ lon Manolescu, Derapaj, Editura Polirom, Iasi, 2006, p. 158.
* Ibidem, p. 107.
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copilaroasd, rafinatid si cameleonica, risfatata si totusi mereu constantd in sentimentele
fata de el.

Pasiunea lui Alexandru e un vulcan care clocoteste in adancuri: sub o aparenta de
calm si apatie, imaginatia lui configureaza aproape obsesiv cele mai infocate ode aduse
frumusetii femeii de langa el. Pe nu mai putin de doud pagini se intinde ,,oda” inchinata
»degetului mare de la piciorul stang al Mariei”, deget pe care Alexandru l-a si botezat
Bismark, ,,dupd numele celui mai grozav vas de lupta din toate timpurile”>. Mai putin
credibild devine Maria cand se transforma intr-o Ariadna care ne calduzeste prin labirintul
hiper-real al intrigilor planetare. De profesie restaurator de tablouri, Maria se comporta ca
un ghid profesionist, posesor al unei memorii prodigioase si al unui bagaj de cunostinte de
anvergurd renascentista, din domeniul artistic si nu numai. Chiar daca translatia
personajului Intr-un alt plan narativ se face, in mod asumat de citre autor, prin investirea
el cu aceastd noud si surprinzatoare functie de ,,enciclopedie vie”, portretul ei de femeie
indragostita e mult mai puternic si mai convingator.

Un alt plan al romanului il constituie mediul academic, pe care autorul il analizeaza
atat din interior, cat si din exterior, cu ironie acida. Cariera didactica e un fel de ,,rau
necesar”’, o corvoada pe care Alexandru o executa cu maxima blazare, recunoscand ci e
doar una dintre fatetele minciunii si ipocriziei in care traieste. Autoironia il plaseaza intr-o
complicitate cu cititorul, care, probabil, nu are nici el prea multa simpatie fata de metodele
pedagogice traditionale: ,,Ma apuca rasul la examene. Desigur, nimeni nu banuia nimic.
Stiteam sobru alaturi de colegii mei, cu picioarele incrucisate sub catedra. Nu citisem nici
jumatate din cartile despre care vorbeau studentii sau le citisem demult si le uitasem.
Dideam din cap, aprobator, cand candidatul spunea cate-o ineptie sau cita niste date
neverificabile. Colegii mei lansau intrebari dure, elaborate, de detaliu. Pe unele dintre ele
mi le mai aminteam: ce obiect ii oferd Fred Vasilescu dnei T. sau ce-i face Petru Anicet
Anisoarei cu prosopul. Plutea o aura linistitd, de teroare, in sald. Studentii transpirau,
obrajii li se colorau in alb-visiniu, ochii li se dilatau. Unii izbucneau in plans.”¢ O descriere
pe cat de concisa, pe atat de comica a atmosferei de examen, pe care multi cititori o pot
recunoaste. Sau iatd modul irezistibil in care autorul comprima, intr-un singur paragraf,
destinul ingrat si mostenirea ldsata de orice scriitor, din toate timpurile: ,,Decenii de
«comentarii literare» isi spuneau cuvantul, raspicat si apdsitor. Povestea incepea cu viata
bietului scriitor, se ofereau repede anii, locul de nastere, unde a ficut scoala si-n ce oras s-
a dus (majoritatea scriitorilor din manuale erau tarani si ajungeau, inevitabil, la oras), apoi
cartile pe care le-a scris, cum, cand, unde (sub tei, sub plop, la birou, in lanul de porumb).
De-aici, se sarea direct in capatul celalalt: moartea, cu zi, luna, an si loc. Omul isi
indeplinise misiunea, scrisese opera, nu mai era nimic de spus, putea sa dispara linistit,
morbid, detaliat.””

® Jon Manolescu, Derapaj, Editura Polirom, Iasi, 2006, p. 32.
® Ibidem, p. 326.
" Ibidem., p. 328.
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Bogdan Cretu constata faptul ca, pe parcursul evolutiei surprinzatoare a
personajului, se contureazd o consecventd ,,poetici a derapajului”8, autorul avand un
apetit extraordinar pentru intoarceri in timp, descrieri si divagatii bizare ce concureaza
serios cu spatiul rezervat naratiunii propriu-zise. Daca romanul Coaza lucrurior... al lui
Adrian Otoiu avea obsesia ,,decojirii”’, romanul lui Manolescu e construit din ,,derapaje”.
E derapajul relatiei amoroase, perfecta dar disfunctionald, e derapajul in derizoriu al
aparent serioasei si stimabilei cariere didactice, derapajul Bucurestiului aflat in tranzitie
spre autodistrugere sau derapajul omului ndscut In comunism si inadaptat la post-
comunism, de fapt, un ,,fals capitalism”. Derapajul capati dimensiuni nationale in paginile
memorabile in care naratorul se lanseaza ,,in cdutarea comunismului pierdut®, dupa cum

recuperand vremuri nu de mult apuse, dar la nivelul

> »

remarca acelasi Bogdan Cretu
filigranului, al amanuntului care are darul de a conferi credibilitate oricarei povestiri.”? Iata
cum descrie personajul Alexandru, cu un umor savuros, propria venire pe lume, nu
datorita parintilor sai, ci ,,decretului” dat de Ceausescu (atat el, cat si prietenul siu,
Mihnea, trdiesc inca in incertitudinea conditiei de ,,decretei”): ,,Ne ndscuseram prematur,
aparuseram pe lume neplanificat, inoportun, intraserim in poveste ezitant si agramat,
datoriti ideii subite a unui cizmar. Il purtam in bagajul nostru genetic, alterat de spaime si
indecizii.”’” Fantoma dictatorului apare, de altfel, in mod constant si in ,,bagajul genetic”
al romanului.

In continuare, imaginatia debordanta si neobositd a autorului ii construieste
personajului Alexandru Robe un parcurs care oscileaza intre verosimilul cu tentd
autobiografica si prezenta unor intamplari fascinante, incredibile, nu lipsite de accente ale
literaturii S.F. Robe are un program-spion numit Lepidopteros, care lucreaza zi si noapte,
scormonind in calculatoarele si vietile altora, si isi petrece noptile in spatiul virtual al
Internetului. De aici, ,,derapajul” imaginatiei nu mai poate fi oprit, insotit de obsesiile
personajului fata de lipsa de sens a vietii i a mortii. E un joc pe care autorul ni-l propune,
de a depdsi limitele realului si a plonja in hiper-real, unde totul este posibil. E un derapaj
controlat, asumat, pe masura apetitului extraordinar pentru aventura si senzational al unui
personaj- narator, altfel condamnat la o existenta banala. Asa dupa cum cenusia cladire a
Facultatii de Litere din Bucuresti se transforma peste noapte in locatia misterioasa a unor
intrigi dubioase, la fel profesorasul blazat Alexandru Robe devine un erou national sau
chiar international, de a carui inteligenta si perspicacitate depinde elucidarea unor enigme
istorice. Planul activ si energic al complotului planetar compenseazd pasivitatea si
resemnarea din planul memorialistic.

Multiplele planuri narative ale romanului sunt dezvoltate pe doud directii majore:
planul ,real” si planul ,hiper-real” sau ,virtual”. In planul ,,real”, e mirifica poveste de
dragoste a cuplului Alexandru-Maria, e copilaria naratorului, ,,universald”, dar si bine
delimitatd geografic, temporal si politic, si mai este cariera ,,diurna” de universitar si cea

® Bogdan Cretu, Derapaj la firul ierbii, in Observator cultural, nr. 354, ianuarie 2007,
9 -

Ibidem.
19 Jon Manolescu, Derapaj, Editura Polirom, Iasi, 2006, p. 529.
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,hocturna” de spion ,,virtual” al calculatoarelor vecinilor. In planul ,hiper-real”, ,virtual”,
lucrurile sunt mult mai complicate, iar galeria de personaje e de-a dreptul halucinanta:
Economistii Mintii, o organizatie secretd care furd si vand amintirile oamenilor, Camil
Petrescu cel ce, se pare, in vremea sa, folosea un nanocomputer, ,,Baronul Rosu® (asul
aviatiei germane din primul rizboi mondial), Globalmind, Vitalian Robe / Manolescu
(bunicul naratorului), pionerii informaticii, Mircea Cartirescu — ,,cel mai mare scriitor
roman in viata”, Ion Gheorghe Maurer, Anticarii, Blocatarii s.a.m.d. Intriga politista,
conspirationista se amplifica vertiginos si, in acelasi timp, cercul se strange in jurul lui
Robe, de fapt, a bunicului sau, implicat in evenimente istorice majore. Ajutat de aliatii sai,
Maria si prietenul Mihnea, Alexandru se zbate si-si descopere trecutul si identitatea, dar
Economistii Mintii vor sa-i fure si sa-i stearga amintirile. Cele doua planuri ,,derapeaza” si
converg intr-un punct final surprinzitor pentru unii, inevitabil pentru altii. E un fel de
tinal ,,fara final”, care a iscat, se pare, cele mai multe controverse critice cu privire la acest
roman. Mihaela Ursa vede in acest final, in care personajul principal ,,se autodizolva”, un
deznodamant spectaculos, ,, [...] un hohot final de ras, rautdcios si voit malefic, atat la
adresa lecturii «serioase» [...], cat si la adresa acestei creditiri infinite, lipsite de suspiciune,
a reprezentarilor subiective.”!!

In viziunea Luminitei Marcu, Derapaj este un extraordinar act literar de razbunare-
exorcizare: ,,[...] de exorcizare a trecutului, a copilariei perfecte si triste petrecute Inainte de
1989, de exorcizare a tineretii cu toate elanurile ei universitare, de exorcizare a dragostei, si
ea perfecta si trista totodata si, dincolo de toate astea, ca pe un exercitiu de exorcizare a
literaturii In sine, cu toate poncifele ei, a literaturii ca poveste cu suspans si eroi
misteriosi.”!? Intentia autoironicd a autorului, pe nedrept ignorata de unii critici, este
evidentd chiar din titlul Derapaj. De altfel, Manolescu isi prezintd clar scopurile, dand
poate cea mai buna definitie a acestui roman, chiar in paginile lui: ,,Cat de mult mi-as dori
sa gasesc un roman fracturat, discontinuu, ca memoria adultilor; o carte stroboscopici, in
felii decupate si incomplete, cu straturi virtuale intinse peste viata de zi cu zi, pornind din
creierul si sufrageria fieciruia si ajungand in alte epoci si minti, pana la a deveni de
nerecunoscut. O poveste care si treaca prin acelasi punct de mai multe ori si sa iasd de
fiecare data altfel, ca un electron printr-o foaie de hartie: 15 noiembrie, 10 noiembrie, 14
noiembrie, 23 decembrie. O naratiune contaminata, lovita de plicile sclerozei, careia eu
sa-i reconstruiesc terminatiile nervoase si, triumfitor, sia le semnalez posteritatiil As fi
innebunit de plicere sa ma joc de-a detectivul, pacalind pe toatd lumea, incropind destine
si biografii fictive, sub care ag fi ascuns pachetele de informatii cerute pe piata: pulsul
bolnav si nepretuit al fiecarei clipe trdite”.!> Aici este, de fapt, miza romanului: sfidarea
banalului, blazarii, limitarii $i, in final, chiar a mortii prin traire intensa, fie si numai in
lumea imaginatiei. E evident cd derapajul naratiunii este unul regizat si, totodata, magistral
realizat.

1 Mihaela Ursa, Cronica la ,, Derapaj ”, lon Manolescu, http:/mihaelaursa.wordpress.com/2007/02/08/cronica-
la-derapaj-ion-manolescu/

'2 Luminita Marcu, Prefatd la Ion Manolescu, Derapaj, Editura Polirom, Iasi, 2006, p. 9.

13 Jon Manolescu, Derapaj, Editura Polirom, Iasi, 2006, p. 123.
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Dimensiunea ludici primeazd in romanul lui Manolescu. Tot acest vartej de
personaje si evenimente fabuloase este echilibrat de inserturile intertextuale si
memorialistice, totul tratat intr-un stil mereu ironic si cu un umor irezistibil si bine dozat.
Nu scenariul conteazd, nici trama politistd, cum se intampla la Dan Brown. Frumusetea
sta In mistere, nu in dezlegarea lor, pare a spune lon Manolescu. ,,Rar am mai auzit in
literatura romana un sunet atat de limpede, o filtrare atat de fina a efectelor de nostalgie,
un dozaj atat de bine cumpanit de indrizneald stilistica si sensibilitate vizuald, un mixaj
mai substantial de cultura literard §i originalitate lingvisticd...”!¥, mai spune Luminita
Marcu in prefata volumului.

Nicolae Barna considera ca cea mai pregnanta si clara trasaturd a Derapajului este
,cartirescianismul”, apreciindu-i foarte mult capacitatea polemica si parodica. Pe multe
pagini, Ion Manolescu procedeaza la ironizarea si deconstruirea, cand mai blanda, cand

cel mai mare

>

malitioasd a prozei lui Mircea Cirtirescu, pe care il numeste, zeflemitor
scriitor roman In viata” sau ,,cel iubit de toate femeile”, (cu trimiteri subtile la Orbitor,
Nostalgia i la De ce iubim femeile). Asttel, putem gasi in roman si o carte de ,,critica literara”,
avandu-l ca subiect pe Mircea Cirtarescu. ,,Sentinta” nu-i va fi favorabila ,,celui mai mare
scriitor roman in viatd” si acesta va fi, la un moment dat, rapit si legat fedeles, intr-o casa
de langi Neptun, operatiune menita sa ajute la descurcarea itelor unei conspiratii globale.
Mircea Cartirescu pare sa fi devenit o obsesie pentru confratii sai intr-ale literaturii care il
coplaza, il critica, ii dau replici literare sau, iata, ii aplica tratamente ,,violente”, desigur, la
modul ironic. In mod paradoxal, pini la urmi, Manolescu se dovedeste a fi un
ncartirescian”  structural, apreciazd Nicolae Barna: ,Regisim ineluctabil mai toate
ingredientele si topos-urile «orbitoresti»: biografismul (adesea pletoric), solipsismul
(«extremist», instituit ca principiu generator al literaturii practicate...), «carnatia» social-
istoricd, enumerdrile, inventarierile, descriptile minutioase, aprofundarile de «dosare»
tematice (copiliria, adolescenta, sexualitatea, viata cotidiand, mentalitati si panorame
ambiante, peisajul si atmosfera Bucurestilor de ieri si de azi etc. etc. ), apoi
«conspirationismul» de mare calibru §i enigmaticul de factura apocaliptico-«politista»”.1> Si
Dan. C. Mihailescu, in Literatura romand in postceaugsism, 1 include pe Manolescu, aldturi de
Simona Popescu, O. Verdes si altii, in ceea ce numeste ,generatia Cartarescu”, a
scriitorilor care pariaza pe ,,exploatarea fabuloasid a autobiografiei”.’6 Cu privire la partea
(auto)biografica ,realista” a romanului, Nicolae Barna observa, cu mare acuratete, ca nu e
deloc ,,dulceagi”, ci dimpotriva, lucida pana la cinism: ,,E de admirat ceea ce am putea
numi «negativismul» structural al autorului, postura lui perpetuu carcotasd, pesimismul
funciar, arta de a vedea «in negru» nu numai «comunismul» de ieri, ci si actualitatea

romaneascd, si chiar situatia lumii intregi.”!”

! Luminita Marcu, Prefati la Ton Manolescu, Derapaj, Editura Polirom, Tasi, 2006, p. 9.

15 Nicolae Barna, ,, Neocartirescianismul dezamdagitor sau marele Romdn absent, In Cultura, nr. 4/ 1 febr.
2007.

% Dan. C. Mihailescu, Literatura roménd in postceausism, 1. Proza. Prezentul ca dezumanizare, Editura
Polirom, Bucuresti, 2006, p. 333.

7 Nicolae Barna, ,, Neocartirescianismul ”’ dezamagitor sau marele Romdn absent, In Cultura, nr. 4/ 1 febr.
2007.
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Romanul lui Ion Manolescu e un fel de carte totald ce reuneste toate pasiunile sale:
pasiunea pentru literaturd (inclusiv in formele ei cele mai noi), pasiunea pentru istorie,
ciberneticd, internet, benzi desenate, ... plus pasiunea pentru clipa trditd ca i cum ar fi
prima i ultima. Derapaj e, din start, un demers fictional curajos, care isi asuma o misiune
dificild, aproape imposibild, dusa la bun sfarsit intr-un mod remarcabil: cilatoreste,
impreund cu personajele sale, in spatiu si timp, penduland intre real si hiper-real, intre
autobiografie si fictiune, intre istoria nationala si cea planetara, cu nonsalanta lui Thomas
Pynchon si fantezia lui Dan Brown. Razvan Mihai Nastase apreciaza ca Derapaj nu
seamand cu nimic din ce s-a scris pand acum pe ,,plaiurile dambovitene”, tiind ,,cel mai
neromanesc produs literar publicat in limba romana.”® Ca si in celelalte romane din
literatura noastra bazate pe un scenariu conspirationist, complotul din Derapaj are un
caracter ocult, nu sacru, metafizic sau miraculos. Adversarii sunt ,, Economistii mintii”
care vor si obtina controlul absolut asupra informatiilor si asupra ,,creierelor”, nu exista
personaje mesianice sau extraterestre. Laicitatea si deschiderea fata de ideile New Age sunt
o caracteristicd a acestor romane, un element original, care este insa rareori semnalat.

Derapaj este, o spunem cu toata convingerea, o carte de nivel international care,
tradusa 1n cat mai multe limbi, fara indoiald, s-ar bucura de succes. Romanul romanesc
pare sa fie in plin proces de de cristalizare a unor noi formule literare, iar cea propusa de
Ion Manolescu este fascinanta si provocatoare: ego-proza de o remarcabild finete si forta
de expresie, hipertextualitate, hiper-realism, structurd fractalica, intertextualitate
abundentd, metatextualitate, intrigad fabuloasa, totul pe fundalul unui umor inteligent, al
(auto)ironiei, dedesubtul careia se regisesc panzele freatice ale unei seducitoare

melancolii.
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“TO BE OR NOT TO BE?” -
ON PHILIP ROTH’S JEWISH-AMERICANNESS

Corina Alexandrina LIRCA!

Abstract

The paper below is meant to investigate the truth behind Philip Roth’s attitude regarding the much
debated topic of his “Jewish-Americanness”. There are a number of facts which tie him to this ethnic
denomination, also his literary territory is a small Jewish-dominated section of New-York, cleatly reflected
in his style, however it is shallow and unjustifiable to make constant references to Jewishness in the
analysis and interpretation of his literary works.

Keywords: Jewish-Americanness; ethnic versus literary identity

There are a three undisputed facts that tie Roth’s destiny and literature to the
concept of Jewishness. Firstly, he is a second-generation Jewish-American born and raised
in an ethnic (Jewish) conclave in Newark, New Jersey. Regarding this, Roth declared in a
2005 radio interview:

My neighborhood was a Jewish village in a city that was made up of ethnic
villages. ‘Ethnic’ is a word that was never used in those days, never used to
describe ourselves with it. I never thought of myself as an American Jew [...] A
New York Jew — yes, as opposed by New York Italians [...] Jews, Jews, Jews
everywhere. 100% Jewish neighborhood and I didn’t know a single soul to wear
a skull cap. [His last sentence testifies for the “fierce secularization and
Americanization” going on around him.]

Secondly, the vast majority of his books are of Jewish affiliation both in content
and in form. They depict contemporary Jewish-American people and problems arising out
of the process of assimilation - with every Rothian book we read we inevitably immerse
ourselves in the Jewish condition and witness the perceptions of Jewish consciousness
and the whole range of Jewish-community events. Similarly, the texture of his prose, the
imagery, the allusions, the rhythm of speech (particularly the stylistic imitation of the
coarse communication of the streets of New York) give his books a clear Jewish flavor.

Finally, there is Roth’s recognition of his fascination and kinship with Kafka, a
writer born to a middle-class German-speaking Jewish family in Prague during the
Austrian—Hungarian Empire. According to Wisse, Kafka was in Roth’s eyes “the keenest
witness to the growing chasm between the inner and the outer person” (20). Moreover,
Kafka’s writing (particularly his 1919 letter to his father) depicts the enormous influence
of a father upon the intellectual personality of his child, establishing the writer’s task as

! Teaching Assistant, PhD., “Petru Maior” University of Targu-Mures
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the liberation of a son from his father, a psycho-literary terrain which Roth explored in
many of his books (Kimmage 27).

Despite all these facts, it is still not entirely accurate or appropriate to label Philip
Roth as a Jewish-American writer. He is what Roth himself declared (in an interview
published in “Le Monde” in November 2002, when asked whether he perceives himself
as an American Jew or a Jewish American): an American novelist. The truth and accuracy
of his statement is revealed when we understand that the facts enumerated above and
which tie Roth to Jewishness each have an edge.

Granted, Roth has strong affiliations with Kafka, but it cannot be stated that he
draws heavily on Jewish culture. He very rarely responds to other Jewish writers’ work, in
fact Roth’s acknowledged literary line of descent are such writers as Henry James, Franz
Katka, LevTolstoi, Marcel Proust, Joseph Conrad, Thomas Mann, James Joyce etc.
whereas his use of Israel as setting in his novels has the purpose of depicting Jewish
Americans in search of their self (most of the time rejecting Israel and returning to
America).

It is true that Roth writes about Jews. His first reason for writing about Jews in
America is that he writes about what he has known in terms of places, people and events.
More accurately he writes about Jews from within an American sensibility his primary
focus being not European Jews, Israeli Jews or even immigrant American Jews, but the
descendants of the last category. Roth’s work imagines these second-generation Jewish-
Americans in their professional, social, cultural and residential American contexts, which
not once means rejecting such aspects of life, physiognomy and psychology that help one
identify oneself as Jewish. His work would not be as accomplished provided he chose to
depict any other type of characters and backdrop. The idea is that Roth uses ethnicity as a
framework for the contemporary reality he paints, in other words “his narratives derive
their universal power from their ethnic and sociocultural specificity” (Greenberg 488).
The tensions entailed by transgression are at the core of most of his novels and at the
heart of his writerly interest.

As for the types of character he casts in his work, Roth has a preference towards
the assimilated suburban Jewish male, who has lived most of his life in flourishing and
affluent post-WW II Jewish-American suburbs, being vaguely connected with the
crowded immigrant tenements on the lower East Side. According to J.P. Steed,

For secularized American Jews growing up in the mid-twentieth century, the
conflict between Judaism and Christianity was minimal-perhaps even
nonexistent; their Jewishness was far more ethnic than religious. [...] Whereas,
for previous generations, the tensions Jews experienced had been predominantly
between the Jewish and the non-Jewish communities, throughout the mid-
twentieth century, many of these tensions shifted to within the Jewish
community-over religion, between practicing Jews and secularized Jews; over the
generation gap, between young, assimilated Jews and their seemingly parochial
parents and grandparents; and over the sense of self, between the individual Jew
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and his or her expression-often viewed as either an embrace or a rejection-of
collective Jewish identity. These new tensions created new versions of Jewish
American anxiety, new expressions and kinds of Jewish American humor, and a
newly constructed sense of Jewish American identity. (147)

It is now widely accepted by critics that Roth’s Jewishness is an individual
construct. Omer-Sherman's study of Roth, for example, supports this view, when he
phrases the conclusion to the writer’s career-long literary quest and identifies his model
character as a radical individualist and celebrator of Self with Newark origins and a

personal take on his American Jewishness:

[Plerhaps Roth's vigorously pessimistic outlook of late is the logical consequence
of a cultural imagination that in the end has not as its concern the epic of
Jewishness, in or out of Israel, but rather takes as its enduringly ephemeral
touchstone the memory of one ethnic Newark neighborhood. In Roth's ocuvre,
memory and the myths of a personal history replace collective memory and

people hood (265).

We believe that Roth’s second reason to write about American Jews is that he has
always been aware that the peripheral has become the middle in contemporary culture. He
understood (very early in his life and career) that America is characterized by a great
cultural diversity which is not without a clear toll on the construct of individual identity.
At the age of sixteen he left his neighborhood and from then on he lived for dozens of
years in New York, Chicago, London - fast-changing cosmopolitan cities which
accommodate people from various social, ethnic and cultural contexts and which foster
both integration and sectionalism, peaceful cohabitation and conflictive opposition. In
these diversity-oriented social and cultural environments Roth was an alert observer of
the intercultural exchanges of experiences and perspectives on society, politics, literature
etc. and realized that identity ended up in crisis and fragmentation in its socio-cultural
existence as well as the its literary and artistic representation. As a result Roth has had a
far larger view and message than the limited ethnic, parochial one some critics seem to
want to assign to his work.

Many times during his career, Roth has protested against the label of “Jewish-
American” writer. For instance, in a 2003 radio interview, when asked what is his
“reaction to being called a Jewish writer”, he explained why he feels it is quite an injustice
to be called that:

If the categories remain consistent, it doesn't bother me. By consistent I mean
that if you call John Updike a Protestant writer or if you call Flannery O'Connor
a Catholic writer, then I don't mind being called a Jewish writer. Academicians
need these categories in order to teach coherently, but all I ask is that the
categories be consistent. I think the proper way to categorize, if I were to do it, is
to say that all of us are American writers with different kinds of subjects and
territories. Updike, for example, is an American writer whose territory often is
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small-town Pennsylvania and New England, and I'm an American writer whose
territory is a small section of New York.

To supportt his view that he is an Awerican novelist, we should also consider the
evolution of the American literature since the second half of the 20™ century, when Roth
together with other writers of Jewish descent in the United States (Saul Bellow and
Bernard Malamud), joined the mainstream of American fiction, which meant that their
works became popular with the reading audience, received regular laudatory reviews and
aroused wide critical and academic interest. It is our opinion that the label “Jewish-
American” is, therefore, more appropriate first to representatives of early Jewish writing
in America, who, depicting their the immigrant experience, had marginality, alienation,
and victimization as dominant themes, and second to a newer generation of American
writers, who having chosen to place at the centre of their work Jewish thought and
history, is pervasively Jewish in its moral insistence and its reference to Judaic texts,
Jewish religious teaching and values, the trauma of the Holocaust, and the establishment
of a Jewish nation in Israel.

When considering Roth’s relation to Jewishness it is also compulsory to discuss his
attitude towards the expectations of his own tribe. Particularly at the beginning of his
career, Roth was accused of irreverent and humorous treatment of Jews and of portraying
Jewish characters who feel chocked by the Jewish culture. This there were numerous
accusations of anti-Semitism, a number of people using what Roth called “vicious,
malicious and stupid epithets/generalizations” (radio interview NPR: Fresh Air show Oct.
31, 2003), such as “Jew-hater” and “self-hating Jew” to refer to him. All these made him
feel assaulted. The mistake those people made, while supposedly defending the Jewish
tribe’s reputation, was to take his books’ characters out of context and thus to overlook
their flavor and spirit. Roth’s position on this matter was that he does not consider
himself the voice of the Jewish-Americans, therefore he has no responsibility in
advertising the tribe: “Each writer speaks for his or her own imagination and its strengths
and has no obligation to speak for anything or anyone else. [..] I don’t have much
sympathy for reading for the tribal lands” (recorded interview broadcast on 25 Dec 2005,
Open Source). This attack also shaped the course of his career. According to Shostak, “the
readings that made him ‘other’ [...] gave him his material [for the next novels since].
Criticism made his writerly subjectivity visible to him” (13). Roth himself admits in The
Facts: “The angry Jewish resistance that I aroused virtually from the start [...] was the
luckiest break I could have had. I was branded” (130).

To conclude, we maintain that Roth is inexorably connected to the Jewish tribe,
because Roth's Jewishness remains a fact and his books reflect it stylistically, as he himself
admits it to Hermione Lee:

The Jewish quality of books like mine doesn’t really reside in their subject matter.
Talking about Jewishness hardly interests me at all. It’s kind of sensibility: [...]
the nervousness, the excitability, the arguing, the dramatizing, the indignation,
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the obsesiveness, the touchiness, the play-acting — above all, the talking. The
talking and the shouting. Jews will go on, you know. It isn’t what it’s talking about
that makes a book Jewish — it’s that the book won’t shut up. The book won’t

leave you alone. Won’t let up. Gets too close. “Listen, listen — that’s only the half
of it!” (Roth 2007 162-3)

but, as a writer he is much more than his identity politics, and the outcome of his long
career is an aesthetic response to the multiculturalism of America, not only to this Jewish-

American identity.

Bibliography

Greenberg, Robert M. “Transgression in the Fiction of Philip Roth.” Twentieth Century Lit.
43.4 (1997): 487+. Questia. http://www.questia.com/PM.gstra= 0&d=5001522953,
accessed 20 Jan. 2008.

Kimmage, Michael. “Fathers and Writers: Kafka’s “Letter to His Father” and Philip
Roth’s Non-Fiction”. Philip Roth Studies. Volume 9, Number 1, Spring 2013, pp. 27-40
Omer-Sherman, Ranen. Diaspora and Zionism in Jewish American Literature: Lazarus, Syrkin,
Reznikoff; and Roth. Hanover: University Press of New England, 2002

Roth, Philip. Reading Myself and Others. L.ondon: Vintage Books, 2007.

Roth, Philip. The Facts: A Novelist's Autobiography. New York: Vintage Books, 1997.
Shostak, Debra B. Philip Roth: Countertexts, Counterlives. Columbia: University of South
Carolina Press, 2004.

Steed, J. P. “The Subversion of the Jews: Post-World War II Anxiety, Humor, and
Identity in Woody Allen and Philip Roth.” Philsp Roth Studies. Washington: Fall 2005.
Vol. 1, Iss. 2; pg. 145, 19 pgs. <http://lion.chadwyck.co.uk>. 20 Jan. 2007.

Wisse, Ruth R. The Modern Jewish Canon: A Journey through Language and Culture. New York:
Free Press, 2000

Rt - “American Novelist Philip Roth” from NPR's “Fresh Air”, Oct. 31, 2003

#x _ “Roth Interview” from NPR's “Fresh Air”, September 2005

166



METAPHORS DESCRIBING THE ECONOMIC AND FINANCIAL CRISIS
IN BUSINESS PRESS ARTICLES

Daniela DALALAU!

Abstract

The paper aims to highlight that metaphors have proved essential and relevant to the description,
explanation and understanding of the economic and financial crisis that the world has experienced over
the last years. In order to achieve this, we have carried out a study to identify and analyse the conceptual
metaphors used to explain and describe the economic and financial crisis in English. Our study is based
on the corpus approaches to metaphor analysis. Therefore, we have worked on a corpus of English
economic and financial articles, which were selected from those published, between 2009 and 2012, in the
English journal The Economist. During this period, many of the world’s countries officially acknowledged
the financial crisis. Obviously, this meant taking drastic measures that have severely affected the
population. The quantitative and qualitative analysis of the data obtained within this study is meant to
show how this economic and financial phenomenon and its effects are conceptualized in business press
articles.

Keywords: economic and financial crisis; conceptual metaphors; corpus analysis

1. Theoretical approaches — from the comparative perspective to the cognitive
approach to metaphor

Metaphors have been studied from a number of different perspectives by a wide
variety of disciplines including linguistics, philosophy, literary studies, psychology and
education among others. This has led to the emergence of different and sometimes
controversial ideas and theories that have attempted to define, describe and analyse
metaphors.

From the multitude of approaches to the study of metaphor, two questions have
arisen focusing on whether metaphors should be considered linguistic phenomena related
to how we express things or cognitive phenomena related to how we understand them
(Cameron & Low, 1999).

Ortony (1979: 3) underlines that “any serious study of metaphor is almost obliged
to start with the works of Aristotle”. Therefore, we aim to begin our research on
metaphors describing the economic and financial by highlighting some of the most
important ideas developed within the traditional approach as initially described by
Aristotle.

According to scholars in ancient times, metaphors belonged exclusively to the
domain of rhetoric. Thus, they analysed them alongside other tropes as imaginative,
poetic and ornamental devices. Explanations of what metaphors are can be traced back to
Aristotle. In his well-known works Poetics and Rbeforic, most studies focus on his
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discussion on the place of metaphor in language as well as its relationship with
communication.

Aristotle provides a formal definition of metaphor in Poetzes (21, 1457b6-7)
“Metaphora is the epiphora of the name (omoma) of something [to something else].”
Explaining this definition, Kirby (1994: 532) draws our attention to the fact that Aristotle
risks using tautology since both metaphora and epiphora have the same root pher-/ phor-,
which means “carry”. The difference is made by the use of the prefix mefa-, which may
mean “across, after, behind”. Thus, the word wmetaphora can literally mean a “carrying
across or behind”.

In the following chapter (22, 1458a21-23), Aristotle underlines that metaphor, like
tforeign terms and unusual word forms, is a kind of “alien” term (Kirby, 1994: 534) that is
used to achieve “impressiveness” and to avoid familiar language. At the end of this
chapter, concluding his discussion of metaphor, he expresses an extremely important idea.
He states that this device is the most important one to be skilled in and this skill cannot
be learned from somebody else — it needs to be an innate gift. Moreover, this gift consists
in “seeing likenesses in things” (Kirby’s italics). The central idea is that metaphors are based
on similarity or resemblance between objects. Therefore, one’s capacity to understand and
use metaphors resides in the capacity to perceive similarities between things.

Although we are far from the ancient times, metaphor is still commonly perceived
and taught as it was defined in the Rbeforic (1410b), i.e. “an elliptical simile, a comparison
of things without the use of ‘like’ or ‘as’.”

The central idea of the comparison view is that when analysing a metaphor we
decide what characteristics the two parts of a metaphor have in common. As soon as we
identify those characteristics, we reconstruct a comparison saying that one thing is similar
to another because it has a certain characteristic.

The interpretation of metaphor as a linguistic phenomenon serving aesthetic
purposes has dominated the study of metaphor for centuries.

The first major break with Aristotle’s traditional rhetoric was made in 1936 when
I.A. Richards published The Philosophy of Rhetoric. Instead of explaining metaphor in terms
of comparison, substitution, transfer or analogy, the interaction theory perceives it as a
cognitive process, not as a “verbal matter”. He switched from the lexical level by treating
metaphor as a semantic phenomenon and studying it at sentence level, and first advanced
the concepts of “tenor” and “vehicle” and the view of interaction. The fenor is the thing
that is being commented upon, the topic, whereas the vebicle is the thing that is used to
talk about the topic. According to this view, metaphor is the result of an interaction of
thoughts. Therefore, metaphorical meaning is generated by the process in which two
different meanings ('tenor and vehicle') are activated together in a single form as a result
of which they highlight characteristics and associations of each other.

Richards explains that:

168



“In the simplest formulation, when we use a metaphor we have two thoughts of
different things active together and supported by a single word, or phrase, whose
meaning is a resultant of their interaction.” (1936: 93)

Following Richards, Max Black considers metaphor a “double unit” consisting of a
semantic setting and an image, which he called a “frame” and a “focus”. Unlike Richards,
Black has a clearer image on the role of context in metaphorical meaning.

Black explains his concept of focus as a filter through which a “system of
commonplaces” or in ‘“suitable cases... deviant implications [of the figurative term)]
established ad hoc by the writer” are processed. This happens through selection, emphasis,
suppression and organization of “features of the principal subject by implying (or
‘projecting upon’ it) statements about it that normally apply to the subsidiary subject [the
meaning of the figurative expression outside of any metaphorical context|” (1954: 44).

To put it simply, Black’s interactionist approach to metaphor is based on the idea
that two “subjects” interact in metaphor (a primary one and a secondary one). Another
key concept is the “set of associated implications” related to the secondary subject. Thus,
metaphor is analysed by transferring and attributing the elements of the “set of associated
implications” to the primary subject. This process results in the reorganization or even
change of the primary subject.

“(a) the presence of the primary subject incites the hearer to select some of the
secondary’s subject properties; and (b) invites him to construct a parallel
implication-complex that can fit the primary subject; and (c) reciprocally induces
parallel changes in the second subject.” (in Ortony, 1939: 24)

Judging things from this perspective, the interactionist approach anticipated the
cognitive function of metaphors. The interaction theory also introduces the idea that
metaphors are not necessarily only based on pre-existing connections between two
subjects, but can also generate new knowledge and insight by changing relationships
between the things designated.

John R. Seatle, in his monograph Expression and Meaning, approached the study of
metaphor from a different perspective than his predecessors. From his point of view,
metaphor is not merely a lexical or syntactic phenomenon, but also a discourse
phenomenon. Therefore, the metaphorical meaning needs to be looked for in a broader
linguistic environment.

The speech acts theory makes a clear distinction between the literal or sentence
meaning and the utterance meaning, which refers to the meaning that the speaker
intended. Thus, metaphor is seen as a pragmatic phenomenon analysed on the level of
contextually embedded utterances. For this reason, metaphors are seen as something
outside the language that can be semantically analysed.
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Within the pragmatic approach, similarity is disregarded. Since things can be
similar in some respect or another, we cannot know exactly which aspect the speaker
thought of when uttering the sentence. Moreover, there are metaphors in which there
seems to be no similarity between the two subjects. In order to illustrate this, Searle gives
the following example: “Sally is a block of ice”. Apparently, there are no literal similarities
between objects that are cold and people who are unemotional. In spite of this, we still
understand what the speaker wants to say.

The major shift in terms of perceiving metaphors happened when linguists
replaced the notion of metaphors as a deviant use of language with a view that stated that
metaphors are an essential device in human thought and discourse (Lakoff and Johnson,
1980). By stating that human reasoning is largely figurative, linguists have attempted to
determine not only the role of metaphors in our cognitive activity but also the way in
which we use metaphors to communicate our thoughts.

According to this new perspective, metaphor is defined as a cognitive mechanism
whereby one conceptual domain is partially mapped onto a different conceptual domain,
the second domain being partially understood in terms of the first one: “the essence of
metaphor is understanding and experiencing one kind of thing in terms of another.”
(1980: 5). The domain that is mapped is called the source and the domain onto which it is
mapped is called the zarget. In a later revised version, Lakoff provides further explanations
and defines metaphors as “permanent mental mappings between source domains and
target domains” (1993).

According to this cognitive perspective, metaphors enable people to understand a
relatively abstract or unstructured subject matter in terms of a more concrete one, or at
least a subject matter that is more structured. The terminology for the concrete subject is
source domain and for the abstract subject is the target domain. A metaphor is thus a
transfer of some of the characteristics of (A) to (B), where the target domain (B) is often
abstract and is described by our comprehension of (A).

Kovecses, in an attempt to spread some light on the terminology used in the
cognitive theory, draws our attention to the fact that it is compulsory to make a
distinction between what is called conceptual metaphor and metaphorical linguistic
expressions.

“We thus need to distinguish conceptual metaphor from metaphorical linguistic
expressions. The latter are words or other linguistic expressions that come from

the language or terminology of the more concrete conceptual domain (i.e., domain
B).” (Kovecses 2010: 4)

The metaphorical linguistic expressions are the ones that signal the presence of a
conceptual metaphor. Conceptual metaphors do not appear in everyday language, the
metaphorical expressions do. These are the ones that indicate a certain way of thinking.
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“We can state the nature of the relationship between the conceptual metaphors
and the metaphorical linguistic expressions in the following way: the linguistic
expressions (i.e., ways of talking) make explicit, or are manifestations of, the
conceptual metaphors (i.e., ways of thinking). To put the same thing differently, it
is the metaphorical linguistic expressions that reveal the existence of the
conceptual metaphors.” (Kévecses 2010: 7)

The cognitive approach focuses on the idea that conceptual metaphors are not
isolated, but systematically structured. Moreover, metaphors are grounded in our physical

and cultural experiences.

2. The corpus approach to the study of metaphors describing the economic and
financial crisis

The theory of conceptual metaphor has been applied and extended to the field of
English for Specific Purposes, the specialised languages of economics and finance in
particular. Many economists and linguists, such as McCloskey (1983), Henderson (1982),
Charteris-Black (2000, 2004), Boers (1997), Skorczynska and Deignan (20006), Koller
(2004, 2005) have carried out research on metaphors in economic contexts over the past
decades. They highlight that metaphors in economic contexts play a significant and
indispensible role in understanding abstract economic theories and complex economic
phenomena.

Following the current trend of corpus approaches to the study of metaphor
(White, 1997, 2003, 2004; Charteris-Black, 2004; Deignan, 20006; Stefanowitsch and Gries,
20006; Lopez and Llopis, 2010), our paper is based on a corpus of English business press
articles published in the specialised journal The Economist.

In order to identify and analyse the different types of metaphors describing the
economic and financial crisis in specialised texts in the field of economics and finance, we
compiled a corpus of 30 articles, which were published between 2009 and 2012. Some of
these articles refer to the idea of economic and financial crisis in general, whereas others
refer to some of its more concrete forms, namely the euro crisis or the European debt
crisis. This is explained by the fact that most of the articles describe certain economic and
financial aspects that are characteristic of the European area.

In order to carry out our research, we used a computer software — WordSmith
Tools version 6.0. We used Wordsmith in two ways, according to its respective functions.
Firstly, we used the Wordlist tool to generate a frequency list, which arranges all the words
in the corpus in order of frequency and the number of times they appear. Secondly, we
used the Concord tool to find all the examples of a word in the corpus and show them in
concordance lines. This tool was particularly helpful for seeing how certain words are
used in context, identifying common collocations and establishing if words are used with
a general or metaphorical meaning,.

Stefanowitsch argues that the first two strategies present some limitations, namely,
the limitation of the size of the corpus imposed by a manual search, and the need of
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having some previous knowledge of the source domains, which is required in a search for
source domain vocabulary. However, he recognizes that the second strategy is suitable if
research is focused on a particular source domain.

Stefanowitsch (2006: 2-5) describes three specific strategies that have been used to
find metaphorical expressions instantiating conceptual mappings:

a) looking for metaphors by hand, usually by reading through the corpus and
extracting all the metaphorical expressions one comes across;

b) searching for metaphorical expressions which contain words from their source
domains; and

¢) searching for metaphorical expressions which contain words from their target

domains.

According to Stefanowitsch (20006), the third strategy of searching for target
domain vocabulary allows researchers to overcome the main shortcomings of the other
two. Therefore, he advances a method that helps to overcome these limitations. In
addition, it also deals with the main methodological problem corpus linguistics must face
when studying metaphorical mappings. While corpora are accessed using word forms,
metaphorical mappings are not easily related to linguistic forms and are, thus, not easy to
be retrieved automatically. In order to overcome this limitation, Stefanowitsch suggests a
different approach, which he calls ‘metaphorical pattern analysis’ (MPA). First, one or
more lexical items are selected from the target domain under study and a sample of their
occurrences are extracted from the corpus. Then, the metaphorical expressions the lexical
items belong to are identified as metaphorical patterns, and groups of conceptual
mappings are established on the basis of the metaphors they instantiate.

To provide an example, in our study, the term ‘financial crisis’ was selected as an
instance of lexical item from the target domain studied. A search for its hits in the corpus
identified the metaphorical expression ‘sow the seeds of the next financial crisis’.
According to Stefanowitsch (2004: 138—139), the identification of a metaphorical pattern
is based on the syntactic/semantic frame the term occurs in. Furthermore, we checked if
similar patterns exist in the source domain. This allowed us to make a correlation between
the item from the target domain and the items from the source domain that could be
expected to occur in the same pattern. The pattern ‘seeds of the financial crisis’ was then
considered to instantiate the conceptual metaphor THE FINANCIAL CRISIS IS A
PLANT.

3. Analysis and discussion

The results obtained with WordSmith Tools are presented and discussed below both
from a qualitative and a quantitative point of view.

After generating the frequency word list of the present corpus, we selected 25
specialised words from the world of economics and finance: crisis, recession, euro; bank,
growth, economy, market, debt, financial, money, budget, company, fiscal, price, bail-out,
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fund, inflation, capital, deficit, finances, demand, bond, share, asset, sector. Once the
metaphorical expressions were identified, we proceeded to describe the metaphorical
mappings they instantiated.

The quantitative analysis identified 240 metaphorical expressions. The following
source domains were identified for the target words above: illness (153); fire (49);
container (10); natural phenomenon (11); mess (9) and plant (2).

Moreover, the qualitative analysis of the metaphorical expressions enabled us to
describe and establish connections between the metaphorical mappings generated by each
source domain. Each of these source domains together with its metaphorical mappings is

presented and analysed below.

3.1. The Economic/Financial Crisis Is Illness

A simple look at the numbers aforementioned reveals that the source domain of
illness is by far the most used domain in business press articles. Therefore, the domain
that generated most of the metaphorical mappings identified.

Lakoff explains that many conceptual metaphors are grounded in our physical
experiences. The abstract notions can be referred to as entities. This can be achieved
through the introduction of ontological metaphors that might serve the purpose of
quantifying, identifying, referring, setting goals etc. In other words, they contribute to the
comprehension of nonphysical objects as entities. Something abstract, such as an activity,
emotion, or idea, is represented as something concrete, such as an object, substance,
container or person. In other words, in ontological metaphor abstract ideas and concepts
are embodied.

Furthermore, it is easy to notice that the conceptual metaphors identified above
make use of one of the most accessible and close to the human being source domains,
namely, our own existence.

At different moments in our life, all of us experienced illness, either in a milder or
in a more severe form. This is a universal experience everybody shares, irrespective of
gender, age, nationality, race, etc. Therefore, everybody is familiar with the situation in
general, the stages we go through, the steps to follow or the usual course of action.

By conceptualizing the abstract notion of the economic and financial crisis as an
illness, the authors of business press articles in The Economist have generated an elaborate

metaphorical scenario that can be described using the following metaphorical mappings:

e The economic/financial crisis in any form corresponds to different types of
illness — contagion (21) / illness (6) / disease (2) / affliction (1)

e.g. “The “Vienna initiative” was a plan, drawn up in 2009, that halted the rot of
financial contagion spreading through central and eastern Europe.”

e.g. “The euro zone’s illness is returning.”
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e.g.

e.g.

e.g.

e.g.

e.g.

e.g.

c.g.

c.g.

e.g.

Economies/financial institutions affected by the ctisis correspond to people
being ill (4) / wobbly (3) / afflicted (2) / sick (1) / paralysed (1) / sclerotic
(1)

“The sick banking system of Europe”

Economies/financial institutions not affected by the crisis correspond to
people being healthy (5)

“Even the bealthiest banks—including those that insist they never needed
help—continue to rely on government assistance in the form of liquidity
facilities”

Lack of economic/financial ctisis cotresponds to health (7)

“it is not just the euro that is at risk, but the future of the European Union
and the bealth of the world economy.”

Experiencing financial difficulties corresponds to suffering (10)

“Few, if any, European countries suffer from all of Greece's ills”

Length and intensity of the economic/financial crisis corresponds to
length /intensity of an illness — acute (2) / chronic (4)

“The chronic lack of growth threatens to poison politics, which has now
become the greatest danger of all for the euro.”

Taking drastic measures against the financial crisis corresponds to enduring
pain (8)

“America would have to endure that kind of fiscal pain every year for ten
years.”

Drastic measures taken against the financial crisis correspond to painful (5)
manifestations of an illness

“The consequences of defanlt, which could include a banking collapse and
inaccessible capital markets, would be far more painful than those of
devaluation.”

Economies/countries/ financial institutions affected by the
economic/financial crisis correspond to patients (6)

“Start, again, with Greece. Far from curing the patient, the medicine is
coming close to killing it.”

Specialists trying to find solutions to the economic/financial crisis
correspond to doctors (3)

“So the doctors prescribe more of the same: austerity, structural reform and
a war against tax evasion.”

Analysing and identifying economic/financial problems corresponds to
diagnosis (1)

Recommending solutions for the financial crisis corresponds to prescribing
(2) treatment
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3.2.

e.g. “The medicine he administered during the Swedish crisis, and bas
prescribed ever since, is bitter: an immediate write-down of all bad assets
and forced recapitalisation of banks,”

e Solutions to the economic/financial crisis offered by specialists correspond
to cure (10) / treatment (5) / remedy (3) / antidote (2) / medicine (6) / pill
(2) / homeopaths (1) / chemotherapy (1) / morphine (2)

e.g. “That is why peripheral governments in the euro zone have so far
swallowed their medicine, although not without a lot of grumbling and
plenty of financial help from their neighbours.”

e Improvement in the economic/financial situation corresponds to recovery
(21) trom illness

e.g. “Recoveries after financial crises are normally weak and slow...”

It is worth highlighting that the choice of metaphorical expressions
indicates the extent or intensity of the economic/financial crisis, as well as
whether the solutions adopted are efficient or not:

e.g. “On March 30th Ireland sent the homeopaths packing and started
taking stiffer medicine. The first pill was a steep cut in the price that
Ireland's newly-formed “bad bank”, the National Asset Management
Agency (NAMA), is paying for the assets it will take off the banks.”

The Economic/Finacial Crisis Is Fire

As in the previous source domain of illness, the source domain of fire generates an

entire metaphorical scenario that we are familiar with from our experience. However, the

number of metaphorical expressions identified in our corpus is approximately three times

smaller compared to the previous domain. A possible explanation for this could be the

fact that we experience illness much more often than we experience fire. Some of the

metaphorical expressions conceptualizing the economic/financial crisis as fire are

presented as follows:

e The economic/financial crisis corresponds to fire (16) / blaze (3) /
conflagration (2)

e.g. “Now that a great financial blaze has taken hold, the euro zone is facing
its 1666 moment.”

e DPoor financial indicators signalling financial problems correspond to smoke
(2) signalling fire

e.g. “But wafts of smoke from eastern Europe suggest the job of stabilising
Europe's banking system is not yet done.”

e Unsolved financial problems correspond to flames (4)

e.g. “The interconnectedness of Europe's banks (see atticle), encouraged by the

single currency, is acting as a combustible channel for flames to travel from
building to building.”
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e Specialists trying to solve financial problems correspond to firefighters (2)

e.g. “With the worst of the banking crisis now receding in most rich countries, it
is tempting to send the financial firefighters home.”

e Solving financial problems corresponds to extinguishing flames (1)

e.g. “The failure to extinguish the Greek flames has allowed the conflagration
to spread to Ireland, Portugal and, intermittently, to Spain.”

® Measures taken to solve the financial problems correspond to firewalls (15)

e.g. “..recapitalise Europe's banks and boost the fund created as a firewall to

protect solvent euro-zone governments.”

3.3. The Economic/Financial Crisis Is A Container
This metaphor conceptualizes the economic/financial crisis as a location, which
we enter and get out of:
e.g. “Portugal and Ireland are in recession, and may need second bail-outs”.
“..when a rise in consumption taxes pushed the economy back into recession,”

3.4. The Economic/Financial Crisis Is A Natural Phenomenon
Natural forces are difficult to avoid and control. Conceptualizing the crisis as a
natural force, the authors imply there is little we can do about it.

e The economic/financial crisis corresponds to a catastrophe (5) / disaster
(4) / storm (1) / iceberg (1)

e DPoor financial indicators signalling financial problems correspond to clouds
(1) signalling a storm

e.g. “The worst global economic storm since the 1930s may be beginning to
clear, but another cloud already looms on the financial horizon: massive
public debt.”

3.5. The Economic/Financial Crisis Is A Mess
We know from daily experience that whenever we are not organized enough and

we not pay sufficient attention to our possessions, the things around us tend to become
disorganised or even chaotic. Therefore, the solution is to clean up and organize
everything again.

e.g. “The right and wrong ways to deal with the rich world’s fiscal mess...”

¢ Finding solutions to solve the financial crisis corresponds to cleaning up (3)

e.g. “Cleaning up the housing market would help cut America's unemployment

rate...”

3.6. The Financial Crisis Is A Plant
Only one metaphorical expression conceptualizing the financial crisis as a plant
was used twice in the entire corpus:
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“The lessons it learns may prove useful to governments around the wotld that are
now having to stand behind the debts of their banks to stop them from collapsing, while
at the same time desperately trying not to sow the seeds of the next financial crisis.”

4. Conclusions

The cognitive approach has broadened the borders of metaphor study. Cognitive
linguists have considered metaphor from a different perspective than their predecessors,
attributing metaphors to the realm of thought rather than to language and highlighting
that metaphors are essential to the way we perceive and understand the world around us.
This study aimed to apply the contemporary theory of metaphor and the corpus approach
to metaphor to identify and analyse the conceptual metaphors used to describe the
economic and financial crisis in business press articles. The analysis and discussion of the
conceptual metaphors and their metaphorical expressions identified in our corpus have
reinforced claims made by the contemporary theory of metaphor. Thus, metaphors have
proved essential and relevant to the description, explanation and understanding of the
economic and financial crisis that the world has experienced over the last years.

The analysis of the metaphorical expressions generated by the conceptualization of
the economic and financial crisis as illness, fire, container, natural phenomenon, mess and
plant reveals that these conceptual metaphors make use of one of the most accessible and
close to the human being source domains, namely, our own existence.

Moreover, preference for certain metaphorical expressions in a particular context
highlights the author’s intention of underlining certain aspects of the economic and
financial realities.
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Recenzii / Reviews

Ion Ianosi, Internationala mea,
Editura Polirom, Iagi, 2012

Ton Ianosi a fost atras de marturia
autobiograficd In mai multe volume, in
Secolul nostru cel de toate zilele (1980), dar si
in alte doud carti, In care spectrul
confesiunii e dominant - Opguni (1989) si
Idei (1995). O de

memorialistica atipica e Internationala mea

imoportune carte

>
aparutd anul trecut la Editura Polirom.
Atipica prin structurd, prin viziune, prin
finalitate §i prin articularea ineditd a
faptelor livrate de meandrele memoriei.
Eludarea

concluzive e asumata programatic: ,,Util

verdictelor, a  asertiunilor
imi pare sa urmdresc pe firul vremii, cu
precadere, fapte, intamplari, situatii si
destine. Consemnandu-le, le comentez
doar rareori. Evit, pe cat pot, enunturile
Las

probator”.

apodictice. verdictele in seama

materialului Ceea ce
surprinde, Inainte de toate, in aceastd
masiva Intreprindere este vointa de

autentificare a  unor  date,

fapte,
intamplari, circumstante si contexte,
legitimarea memoriei prin documente
(certificate, referinte bibliografice,
insemnari mai vechi, repere bibliografice)
care au darul de a conferi textului
obiectivitate si echidistantd. Avatarurile
biografice sunt marcate de conditia
multiplu minoritard a autorului (,,Prin
meseriile pe care le-am practicat, limba
folosita ar trebui si-mi defineasca
identitatea. In fapt, continui si fiu - in
grade diferite - un outsider. Cu atat mai
mult cu cat am ramas atasat utopiei, tipic

minoritare, a egalititii atat sociale, cat si
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etnice”). In Cuvint inainte, autorul isi

motiveazd  demersul,  nuantandu-si
conceptia asupra necesititii reconstituirii
cu acuitate a unor evenimente, date,
personaje istorice (,,Cu rare excepti,
mortii din ultimele decenii au dus in
mormant si experientele traite. Ori n-au
putut, ori n-au vrut si le dea in vileag.
Amneziei 1 s-a adaugat manipularea.
Astfel, trecutul a fost si este prezentat in
mod ciuntit, alternativ frustrat de alte si
alte componente, diverse si inverse.

invingitorii in  rizboaie, revolutii,
restauratii isi regleaza, ca intotdeauna,
conturile cu cel invinsi”).

Reconstituirea propriului  destin
unui  demers
pe

fundamentat pe probe, cu motivatii mai

are, asadar, aparentele

articulat ~ stiintific, bazat dovezi,

degraba implicite, cu situatii statistice si

inventarierea unor bibliografii, fara
asumarea  directd a unei tinute
problematizante, a  unei  reflectii

aprofundate asupra propriilor optiuni
filosofice sau etice. Cronica a unei vieti i

a unei epoci, cartea lui Ion Ianosi retine

atentia prin  aglomerarea de date
documentare  privitoare la  aparatul
birocratic ~ comunist, la  mutatiile

ideologice si politice, la genealogiile

activistilor etc. Portretele sunt adesea

sumare, lar tusele autoportretistice
beneficiaza, dincolo de echilibrul si
onestitatea  reprezentarii, de reflexe

ironice si autoironice. Originea autorului,
care poate explica, dincolo de optiunile
sale marxiste, titlal cartii (Internationala
mea) 11 pune amprenta asupra destinului
sau de timpuriu, conditia de ,metec”



fiind resimtitd cu acuitate (,,Bunicii si
parintii mei au fost evrei de provenienta
si,
copilirie,

austro-ungard. Vorbeau maghiara

ajutitor,  germana.  In
adolescentd, tinerete, am fost un metec,
un alogen, un multiplu minoritar pentru
Limba

materna era maghiara, stiam germana si,

majoritarii  dimprejur. mea
defectuos, romana; am Invitat rusa.
Janina, bucuresteancad prin nastere si
destin, mi-a schimbat traiectoria. Am
limba

universitate, in publicistica, In propria-mi

optat  pentru romana: la
familie, cu prietenii”). Optiunile politice
de stanga, reperele etice ale carturarului
deriva, s-ar putea spune, si din aceastd
fatalitate genealogica, iar acceptarea
integrarii In aparatul comunist, timp de
aproape noua ani (la Sectia de Stiintd si
cadrul ~ Directiei  de

Propaganda st Culturd a Comitetului

Cultura  din
Central), este fird retineri sau rezerve
(>-Am acceptat. Nu aveam inca retineri
fata de functiile politice. Oricum, imi
mangaia orgoliul chemarea in «Sfanta
Sfintelor, fie si printre instructorii de
rand. Receptam oferta ca pe o stergere a
blamului care planase asupra mea din
cauza «originii burgheze»”). Faptul ca,
alaturi de activisti cu o conformatie
malefica netd (Mihai Dulea sau Eugen
Florescu) au existat si activisti de tipul
Ton lanosi, care au ciutat sia faciliteze
de

valoros la lumina tiparului sau a rampei

accesul actului culturad autentic,
este cat se poate de elocvent. Este,
acesta, cum sublinia intr-un comentariu
G. Dimisianu, un ,bine relativ, Intr-
adevir, un bine insular in noianul de rau
care covarsea epoca. Un bine obtinut, e
adevirat, concesii,

prin prin
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compromisuri facute si de o parte si de
cealalta™.

Desigur, in anii in care a fost
a fost martorul

activist, Ion Ianosi

persecutiei intelectualilor romani,

martorul unor epuriri sau excluderi pe

pagina

inregistreaza  cu

memorialistica le
subliniind

neimplicarea celor de la ,sectorul de

care

minutie,

literatura™ (,,Cet din Sectorul de literatura
am avut vreun rol in aceste ru$inoase
procese ideologice ori penale? Nici unul.
Urmaiream din izolarea noastra executiile
intelectualilor bucuresteni. Nu am fost
consultati in legatura cu vreuna dintre ele.
Nu ne-am numarat printre «ale$i» trimisi
la sedintele publice de la Teatrul CCS sau
Facultatea de Drept. Personal am parcurs
numai «dosarul Foldes» si am asistat la
excluderea lui din partid de la Cluj. Eram
functionarii unui «Castel» katkian. Ne
ficeam aparitia in «satul» de la poalele
intalneam cu cate un

castelului, ne

locuitor, il primeam de regula la
Informatii, cateodata in incinta ferecata
sub sapte lacate. Habar n-aveam insd
despre ce se petrece in sferele inalte ale
CC (adica in cabinetele de la etajele
inferioare), cine ce ordine emite, spre a fi
prompt executate. in‘gelegeam motivele
pentru care 1956 a ndscut sangeroasele
replici in 1958-1960. Detaliile lor le aflam
insd indirect §i vag, in masura in care se
strecurau in presd, erau pomenite in
reuniuni, ni le relatau unii martori oculari.
Sansa de a nu fi fost angrenat in acest
tavalug nu ma scutea de angoase; multi
vor crede cd nici de responsabilitati”).
Cartea lui Ton Ianosi isi asuma, de

la bun inceput, o finalitate preponderent



documentard, renuntind la  multe
explicatii, abreviind evaluarile, suprimand
accentul

divagatiile  si  deplasand

naratiuni autobiografice asupra
situatiilor, contextelor, evenimentelor si
oamenilor angrenati In mecanismele
malefice ale comunismului. Desigur, din
multitudinea de detalii, din noianul de
factologie ce alcituieste aceasta carte de
bilant al unei vieti si al unui destin nu
lipsesc  optiunile  fundamentale ale
autorului, strans legate de formula sa
identitara plurala (optiunea pentru stanga,
pentru cultura romand, pentru marxism,
pentru filosofie si estetica, pentru un cult
Chiar

dacd razbate mai putin in aceasta cronica

al valorii §i performantei etc.).

autobiograficd, pasiunea ideilor este, mai

peste tot, presupusd, implicita = si

implicatd. Memorialistul nu poate fi
banuit de amnezie mai mult sau mai
putin vinovatad, sau de manipulare a
propriei  memorii.  Considerand  ca
w»amintirile sunt personale” si ca nu are
cum sa nu fie subiectiv, autorul nutreste

(13

speranta  “ca  mozaicul alcatuit sa
corespunda lumii” pe care a cunoscut-o.
Dar mai sustine si ca e nevoie de ,,omul

de (...)

intelectuali, ca sa mentind acea stare de

stanga inclusiv  printre
fertili nemultumire in afara careia s-ar
trezi cam insingurati apologetii dreptei, ai
capitalismului, ai liberei concurente, ai
acumuldrii nelimitate de proprietati”,

dovedind

maniheism in judecarea si cantarirea celor

memorialistul un  anumit

douad paliere politice: dreapta si stanga.

Propunandu-si sd reconstituie fapte,

intamplari, personaje, contexte istorice,
fara a le comenta

destine umane,

apodictic, fara a profera verdicte morale,
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Ion Ianosi ne oferd fragmente de istorie
traita, extragand, din aluviunile trecutului,
o fresca ampld, cu desen bine conturat, al
relieful el

inconfundabil, cu dramele si tragismul ei,

unei Intregi epoci, cu

cu lagitatile si demisiile sale morale, intr-

un stil alert, sugestiv si plastic.

Tulian BOLDEA
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Marius Chivu, Vintureasa de plastic,
2012;
Bogdan Alexandru-Stinescu, Apoi,
dupd batdlie, ne-am tras sufletul,
Editura Cartea
Bucuresti, 2012

Editura Brumar, Timisoara,

Romaneasca,

Micar ca majoritatea poetilor (si a
celor care-si inchipuie ca-s) a trecut si la
practica de comentarii literare, niciunul
nu si-a asumat aceastd corvoada cu atita
implicare si responsabilitate incit sa-si
puna in confuzie statutul de poet ori
chiar sa-1 schimbe cu cel de critic-poet
(sau invers). Cu totii, fie cd-s mai rigurosi,
fie
intiietatea de poet, facind in criticd doar

ci-s mai veleitari, 1si prezerva

diletantism  si  amicalitati. ~ Asupra

niciunuia, oricit de harnic la comentarii,

nu se poate ezita in atribuirea calititii



prime primare), cum se

(si
intimpla, bundoara, in cazul lui Gheorghe

poate

Grigurcu sau lon Pop. Cei doi sunt
ultimele exemplare ale unei specii in
disparitie. Tocmai de aceea, aparitia unor
debuturi poetice datorate a doi critici
tineri — dar critici confirmati — poate
parea un exercitiu de renagtere a speciei —
ori micar de reanimare a ei. In acest
moment, nici Marius Chivu, nici Bogdan-
Alexandru Stanescu — caci despre el e
vorba - nu sunt mai mult critici decit
poeti, chiar daca pina ieri erau doar
critici. Numai ca sperantele noastre de
ecologie literard Imi par pe cale de a fi
desarte chiar din pornire: Bogdan-
Alexandru Stinescu di de inteles (desi
mai rimine loc de intors) ca debutul siu
e un adio, iar Marius Chivu scrie o carte
care s-a asezat singurd ca poem — $i nici
nu-i doresc sa mai scrie una de acest fel.
Specia ar putea, asadar, rimine la fel de
amenintata.

Vintureasa de plastic a lui Marius
Chivu (Editura Brumar, Timisoara, 2012)
e un transplant de suferinta si un jurnal
de compasiune, de empatie totald cu
agonia unei fiinte dragi (mama). E o carte
care nici nu poate fi comentata, pentru ca

orice comentariu e o indelicate'ge. Se

vede, in astfel de cazuri, cind se
confruntd cu durerea concretd, fard
retorici si  neliteraturizatd, cit de

indiferent, de cinic la urma urmei, prin
neparticipare, e comentariul. Pentru ci el
nu poate fi decit niste glose la durere,
scolii pe marginea suferintei; ba nici
mdcar pe marginea ei, ci doar pe
marginea “artei suferintei”. Iar “arta”, ca

fie de
intensificare, e chiar ceea ce lipseste — cu

sistem de artificii, ele si
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necesitate imperativda — din jurnalul de
asistentd si devotiune filiala al lui Marius.
Mai precis, pentru cd toti recenzentii pe
care i-am vidzut au marcat calitatea de
artd a poemului (ba chiar Rita Chirian se
temea, in Euwphorion, de riscul de ”a
empatiza prea mult cu denotatia
textului”), memorialul sau de agonie
maternd are exact atita arta cita trebuie ca
sa nu se vada. E o artd a simplitatii si
directitatii deplin transparentd, mizatd
integral pe notatia concretd, impudic de
autentica, abia transferatd, din loc in loc,
in principiu reflexiv (reflexivitatea e, la
Marius, un criteriu consolator, un acord
de respiro). “Situatia poetica”, asumind
integral o situatie existentiald, era de la
sine expusid, din toate partile, primejdiei
de patetizare si lacrimogenie. Are Insa
dreptate Irina Petras si constate (in
Apostrof, 4/2013) cd poemul se deruleaza
“fara nimic sentimental-melodramatic”.
Asta in retorica, fireste, pentru cia la
nivelul substantei suntem chiar in miezul
unei drame ireversibile trdite cu pathos
autentic. Suferintele reale au decenta lor
tragicd, n-au nevoie de aparatura de
evidentiere, iar Marius chiar pe acest
principiu de decenta tragicd, de durere

implozivd, nu exploziva, 1isi bazeaza

reportajul.  Un  reportaj acut, de
fotograme ale suferintei s$i agoniei,
construit, cum zice Cosmin Borza (in
Cultura), prin ’radiografierea
infinitezimald a ipostazierilor durerii si
suferintei” — dar si a gesturilor de
participare la ea, a gesturilor de
compasiune. Concretetea si
munutiozitatea acestor fotografii de

agonie sunt, tocmai prin precizia clinicd a
descriptiei, cutremuritoare (cartea lui



Marius readuce 1in actualitate multe
parole umane de care si poezia si critica
se rusineazd de multd vreme), iar

secventele se dispun intr-un scenariu de

de

detracare. E un epos inclus al agoniei in

suplicii  imediate, consacrare 1in
derularea lor, un epos de trauma, pornind
de la fotografia initiala (“chipul cearcin
sub ochii indecis inchisi/ nasul gitul
urechile pudrate/ cu singe uscat/ mirdieli
cu limba franjuri in gura sttimba/
ptivirea scipatd goald si atbitrard/ peste
noi,/ obiecte striine din alti lume,/
zbatindu-se cu incheieturile vinetii in
legitura/ chingilor/ care o tin strins in
patul de fier/ sd nu-si facd singurd/ si
mai mult rau”) si pina la religiozitatea
(austera, doar implicitd in intensitatea
notatiilor) ultimelor poeme de reculegere
in memorie. Compasiunea lui Marius se
sublimeaza in scrupulozitatea si precizia
aproape cinica a notatiilor, dar din loc in
loc filmul agoniei, facut din cadre
descriptive, se deschide spre rezumatul
reverberatiilor lor interioare, spre drama
ca atare a compasiunii $i participarii la
suferinta: ”dimineata s-a intins ca sirma
ghimpatd/ mi tirdsc in mine/ sptijinit de
targa stingherd atipesc incontinuu/ ca-n
gridina fricii si pardsitii// (somnul nu
stie emotiile asteptdrii)// aceasta e clipa
in care/ gindurile/ toate gindurile se
transformd In rugiciuni/ ca apa in vin”.
Extrem de multa materie umana pune
Marius in poeme — si tocmai aici survine
indelicatetea gloselor. Caci numai un
poet poate surprinde sentimentul de
culpa al martorului de suferinta, al
spectatorului de agonie, vina lui de a nu
putea lua asupri-si durerea la care asista.

E registrul care insoteste subtextual tot
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de

umanitate. Mai ales atunci cind transcrie

reportajul  si-1 face sd iradieze

scene de neputintd si degradare atroce:
” lichidului
plesnind gresia/ femeia isi dd drumul din

ma trezesc in zgomotul
picioare/ apoi plinge/ aplecindu-se cu
pampersii sfisiati/ deasupra baltii gilbui/
umiliti/ de parcd s-ar lisa pe spate si se
inece acolo/ la malul patului de fiet”. (Ar
fi de notat si crudul realism al scenelor de
spital pe care, desigur, numai cei cu vreo
experienta similara il pot percepe in
concretetea lui traumaticd). Tensiunea
compasionald strabate, fireste, pina-n
subconstient si se descarca acolo Intr-un
cosmar de un grotesc tragic poate unic in
poezia noastrd; e un reportaj direct din
infernul compasiunii, un reportaj facut de
le

subsoluri/ Intunecate spoite/ pdsesc ptin

Goya: intilnesc in secret prin
mizerii/ peretii sunt umezi/ urina se
prelinge groasd ca mierea// femei multe
femei se tolinesc/ peste resturile
spitalului adunate grimezi/ isi desfac larg
picioarele/ 1si proptesc miinile in seringi/
in pungi de perfuzii/ in sonde urinate
sparte/ peste pansamente innegrite de
iod// ele mid cheami/ mi cheami fird
brate fird picioare/ cu guri stirbe si teste
cripate/ ma alinti Imi soptesc cuvinte
vulgare/ privesc originile intunecate ale
lumii, dar/ ma intind peste ele/ mai
cuibdresc intre bratele lor vinetii/ pline

de ace/

insingerate/ mi incurajeazd/ In curind

le string la piept moi si

greata e plicere ameteald uitare...// sunt
ultimul lor birbat/ acolo/ in containerele
cu deseuri biologice/ unde totul e

o2

mingiiere si spaima”. Fireste cd acuitatea

unei asemenea drame nu poate fi

trasmutatd in scris - §i perpetuatd prin



scris — decit prin artd autenticd; atit de
autentica incit, cum ziceam, si nu se vada
deloc. Poate ci uneori, la Marius, se vede,
dar rimine fapt cd suferinta pare a se
varsa in direct: fara clamoare, fara
retorica, fard tapaj. Cartea lui e un
reportaj crud de compasiune indurerata.

O carte mai autentica decit o rana.

Mult mai aproape de sensibilitatea
intelectualizatd si de lirismul cu oarece
eruditie, specific criticilor, e Bogdan-
Alexandru Stanescu. Pe cit de spontana -
intr-atit incit poate parea un “accident”
(ceea ce nu-i, fireste, decit o proba de
genuitate a vocatiel) — e Zntureasa. .. lui
Marius Chivu, pe atit de premeditata si
programatica pare Apoi, dupd batdlie, ne-am
tras sufletn/ (Editura Cartea Romaneasca,
Bucuresti, 2012). Alex. Goldis a si numit-
o (in Cultura) ”cea mai conceptuala carte”
dintre debuturile anului trecut si o
considerd parte din campania dusa de
critic  impotriva  minimalismului  si
biografismului imediat. Ar fi, asadar, o
carte-demonstratie  —  sau, oricum,
solidara (coerenti) cu actiunile critice din
ultima vreme ale lui Bogdan (ceea ce nu
poate fi decit de bine, si pentru poet, si
pentru critic). Dar daca, asa cum s-ar
parea, poemele sunt ceva mai vechi,
lor

componenta polemica sl

demonstrativa scade, caci pe-atunci
exasperarea de minimalism nu era atit de
eminentd incit sa merite sacrificii de sine.
In orice caz, Bogdan nu vrea si
porneasca de la gramatica imediatului si
de la criteriul notatiei brute; ca premisa

de poeticd el foloseste un fel de “drog
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Pound”, incercind si puna dedesubt o
temelie de clasice” (cit mai clasice, cu
prioritate pentru Homer) pe care sa le
rastalmaceascd in spiritul sensibilitatii
postmoderne (a uneia, in orice caz, mai
sensibila la angoase, dar fira si le ia In
patetic). Poemele iau astfel un ton de
prelucriri, cu inocenta respinsa din
pornire si din principiu. Ele invocd un
context specificat si chiar tonalititi
specificate (cum e aceasta kavafiana: ”La
rasarit de cetate, femeile,/ scufundate
pind la briu in lacul Inserdrii/ Ochii lor

blinzi

caminului sirutat de Scamadru/ Bratele

mingiie trupul de piatrd/ al
sprijind pe sold cosuti de nuiele/ In zare,
armiile ahee sacrifici tauri smintinosi/

‘77

Zeu al luminii, recheama-ti soareciil” —
Troia. Inserare). Cele mai relevante (si din
punct de vedere programatic) poeme din
aceasta linie (nu e singura) sunt cele care
se transformd in rafinate ecuatii
interpretative, cu o solemnitate impusa a
dictiunii §i cu ritm sustinut de verset
auster. Apoteoza lui Hektor e, poate, cea
mai legata - si-n versificatie (alba, dar
ritmatd sever), si-n semnificatie (eroul
merge constient la sacrificiu): ”Aroma
diminetii isi croieste drum printre
cadavre/ Casca sub brat, Peleianul e mai
frumos/ Decit Moartea insdsi, mai
mortal decit/ tamburinele hittitilor/ in
miez de noapte. Pasii mei spre el — dans
macabru...// Doatr un copil, un tinir
blond cu scut celebru/ Un si mai celebru
mort. Singele-ti, Patroklos,/ Imi da viata,
hohotul aheilor mad-ndrumi spre tine,/
Rug, in fapt de zori, mai Tata, inchin spre
tine cupa.// Prin pleata Mirmidonului
zitesc a lui Hellios cumpliti veghe/

Sunteti aici. Acum stiu ci pumnul de



tarind/ Pe care-l string imi va fi urni/
Vino, Aheule, pun fruntea jos precum un
bou la hecatomba”. Rafinamentul cu care
sparge solemnitatea prin oralitati (aici o
solemnitate cu ticuri homerice reluate
anume) va deveni chiar principiul de
constructie in alte poeme, tocmai in cele
in care Bogdan si tradeaza singur poetica
anti-confesiva si anti-biografica (si despre
care zice Paul Cernat — in  Bucurestinl
cultural, nr. 123 - ca sunt o rdzbunare
ironicd a poeziel, satuld sa fie atit de
strins instruitd). Oricita gravitate ar pune
(si chiar pune) Bogdan in acest lirism pe
principiu de glosa, el trage inevitabil spre
de
intertextualitati (e una din preferinte) si

ludica  rafinati, spre  jocul
de aluzii; implicarea, dincolo de arta

investita, ramine doar la intensitatea
“lirismului interpretativ’ sau a celui de
replici, a poemului ca reverberatie a
sugestiilor culte. (Daca si-a propus, Intr-
adevir, o revolutie anti-minimalista,
Bogdan n-a pornit-o de unde trebuie;
insa asupra acestui sensibil punct voi
reveni, spet, in finalul suitei de recenzii,
cici el nu e doar problema lui Bogdan).
Ori a sugestiilor trase din empatii, cum e
cea cu Emil Botta, din care Bogdan
scoate si el o himera (Ce se stie despre
mermelitd?).

in

Principiul ludic e slobozit

poemele, sa zicem, biografice si
confesive, in care Bogdan combate din
interior, pe dinauntru (daca, intr-adevir,
de

subversiune. Dar nu-l combate mai mult
decit

combate), minimalismul, pe cale

relativizindu-l ~ prin  ludism,
incercind sa-1 mute la limita dintre joaca
si angoasa, cum face, bunioara, in L«

Sovatz: ”In iarna lui 2000 am petrecut
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multi ani la Sovata./ Am triit nepretuite
momente/ in singurdtatea zgomotoasé,/
incercind nu s ma cunosc pe mine/ ci
mai curind duritatea blindi a lemnului,/
mi-am l3sat coatele in grija mesei licuite/
am injurat in gind/ am fost de atitea oti
in apropierea fericirii/ ieseam cite-odata
la aer,/ gustam din fumul noptii,/ din
groaza care ma imbratisa” etc. Orizontul
de angoase e, insa, destul de rarefiat, caci
poemele triiesc dintr-o buni dispozitie
spre locvacitate si improvizatie. Nici
chiar Tataje, cu regie mai sofisticatd si
ducind joaca in gravitatea initierii in
moarte, nu se dezice de verva locutorie si
nu-si pierde ritmul euforic al compozitiei;
e, fireste, un mod de decomprimare a
anxietatii, de trecere a ei clandestind
printre frivolitati orale, dar — de n-o fi
vina de cititor — tocmai in aceste exercitii
de frivolizare a gravitatii se simte Bogdan
mai in largul sdu. Supararea lui pe
minimalism e excesiva, de vreme ce joaca

mai bine chiar cu cartile lor.

Al. CISTELECAN

Inga Drutd, Dinamica terminologiei
romanesti sub impactul traducerii,
Chisinau, Centrul Editorial-

Tipografic al USM, 2013

Thanks to the researches made in

the last 2 decades regarding the
specialized languages, the specialized
translation,  its status and  its
terminological methods, its

terminographic definitions..., thanks to
the studies regarding the characteristics



of terms, of the relationship between the
term and the wotd etc., there have been
radical changes in the theory of today’s
terminology. This is the statement from
which the

terminologiei romanesti sub impactul traduceriz,

starts study:  Dinamica
signed by Inga Druta.

Classic terminology considers the
concepts as being fixed and independent
of the historical evolution, removing the
meaning of research, in the benefit of
the designation. So, the demarche is
the

from the concepts and is oriented to

onomasyological: research starts
their linguistic expression. In opposition
the of

Wisterian origin, a terminology for

to traditional  terminology,

specialists, normative or ’zntfernal”, is
stated nowadays more and more, social
terminology — the social study of terms as

the

terminology. 1t is a course of descriptive-

linguistics signs — or Vexcternal”
linguistic research, which approaches the
problem of semantic relationships and of
the context in terminology, the role of
the specialized corpus in the theoretical
researches and in the terminological
applications. Admitting, implicitly, the
diachronical aspect in the creation of
(the of

the semasiological

demarche regarding the treatment of

terminology meaning

nomenclature),

terms is being adopted. In this context,

we can hear more about dynamic
terminology, demarche in which the term

be

perspectives and in which the accent is

can analyzed  from  several
placed on the interdependance between
language, society, knowledge and culture.

From the linguistic perspective, Zhe

dynamic description of terminologies tracks the
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formation of terms from various fields of
knowledge — under the diachronical aspect,
under the aspect of #he semantic and
pragmatic behavior of the terminological units,
but also under the aspect of its integration
and functionality in texts with different
degrees of specialization and/or in the
mass-media.

The research of Mrs. Inga Druta
proposes — from a diachronical
perspective — the analysis of two of the
romanian specialized ,,traditional”
languages (the economic and educational
language), as well as of a terminology

that appeared in the last decades — the

terminology of environment,
methodologically following the
descriptive-linguistic course of
terminology, as an interdisciplinary

science. The description is followed by
the conturation of the profile of the
investigated terminologies through the
identification of the characteristics and the
generating  matrix of terminology of each

studied field. In this

research takes into account #he major

demarche, the

impact of the specialized translation over the
romanian terminologies, whereas there is
a special ~ relationship between
terminology and translation: terminology
is frequently considered a  necessary
preliminary activity of the translation or a
product of the translation, because in the
process of translation new terms are
often created. Therefore, terminology is
examined from the point of view of the
history of the literary language.

Through a subtle mastering of the
research science, the author analyzes a
big amount of terminogenic diagrams,
how the

showing important  is



terminology as a source for the history of
a language, in a defined period of time,
and how is the language responding to
the of

determined

provocation communication,
extralinguistically.
Terminological data are analyzed 7 speech,

,»the frame” in which they are subjects to

variation in function of the wvarious
registers of the specialized
communication. Thereby, the strictly

terminological limits of research are

extended, fundamental to linguistic
principles. In this zntegrative demarche, the
values of the term are set according to
the context (speech or text) in which it
works, a special role is awarded to
semantics and pragmatics — we deduct that
from the pages of the book.

The Chronology of development of
science and the influences suffered in
different historical eras is reflected
the language of this

sciences, as well as in their specific

inclusively in

terminology. The author promotes the
idea that ferminology is one of the multiple
manifestations of the langnage’s vitality.

Theoretical ~ solutions and  the
conclusions of the study can be applied
during the wuniversitary studies of

terminology, of communication and specialized
translation, corvection of the text etc. In

of the

recomandations and results of research

another list ideas, practical
can contribute to the completion of
general and specialized dictionaries for
the Romanian language with new forms
and meanings, to the elaboration of some
terminographical (dictionaries, lexicons)
and multilingual terminotic applications
(dictionaries and electronic databases),

through the application of a wodern
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of of
specialized terminologies, in which could

integrated  model abbordation
be combined the principles specific to
the and to the
terminology, in the benefit of the work.

“internal” “external”

Lexical material which stand as the
basis for research is erased from various
scientifical and popularizing papers,
original and translated or adapted, from

the
unspecialized, starting with the “zero”

period’s press, specialized and
moment of terminology (til 1780) and
till today, from different time zones in
which the Romanian language is spoken.
Through the sources there are also
included some lexicographical papers
(starting with the ones in the 19th
century), which provides relevant
information regarding the attestation,
designation and circulation of some

terms in the era.

Doina BUTIURCA
Ion Simut, Vdmile posteritatii.

Secvente de istorie literard, Editura
Academiei Romane, Bucuresti, 2012

Ion Simut este unul dintre criticii
si istoricii literari actuali cu mari sanse de

a se angaja In scrierea unei istorii
credibile a literaturii romane. De altfel,
intr-o carte a sa, criticul marturiseste ca
este bantuit de ,,fantasma unei istorii a
literaturii romane contemporane”.
Trebuie si amintim, pe de altd parte, cd

sfera domeniului de interes a criticului



este extrem de largd; Simut comenteaza si
poeti si prozatori si critici literari, dupa
cum epocile literare abordate sunt
diverse, de la literatura trecutului, cu
relieful sau accidentat si adesea putin
strabatut de privirile criticii, pana la
operele literare ale actualitatii,
interpretate cu echilibru de ton si de
perspectiva, cu interes S
comprehensiune, nu fard asumarea unui
criteriu etic, subtextual de cele mai multe
ori, apasat alteori. Ceea ce surprinde
plicut la Ton Simut e tocmai echidistanta
pozitillor sale critice, capacitatea de a
discerne obiectiv valorile, fara impulsuri
partizane, farda sa adere la spiritul si
interesele de grup ale unora sau altora.
Nu de putine ori, timbrul confesiv al
enuntului pune in joc unele preferinte
literare, predilectia pentru opera unor
scriitori, dar si legitimarea literaturii ca
terapeutica: ,,De cativa ani, Arghezi este
scriitorul roman la care ma intorc cel mai
des (in urmd cu 10-15 ani, acest rol
terapeutic il avusese Rebreanu), din pura
pasiune a lecturii dezinteresate s$i a
interpretarii  aplicate, ca  exercitiu
hermeneutic, fara o dorinta imediatd de a
scrie si a publica neaparat ceva despre
el”.

Un exemplu de coerenta a ideii
critice si de spirit de sinteza este [amile
posteritatii. Secvente de istorie literara (Editura
Academiei Romane, Bucuresti, 2012),
carte care, ne avertizeaza autorul Iin
postfata subintitulatd elocvent Santierele
mele de istorie literard ,nu este o simpla
culegere de articole de istorie literara®, ci
reuneste ,,materiale pregititoare pentru o
posibila istorie a literaturii romane din

secolul XX*“. La prima vedere, cartea

188

poate pidrea ecterogena (cu texte de
dimensiuni si aspecte diverse, de la studii
ample, la pagini de dictionar reciclate sau
recenzii §i articole ocazionale), nefixata in
limitele si contururile ferme ale unui
criteriu de unitate. Cu toate acestea,

principiul relecturii, al unei relecturi
fructuoase, lipsite de inhibitii si de
prejudecdti, a operelor unor scriitori ai
trecutului, din perspectiva criteriilor si
principiilor prezentului, poate sa confere
o impresie de coerentd, ca si intentia unei
perceptii revalorizante si recuperatorii.
Reliefarea sau redefinirea profilului unor
(Mihail
Rebreanu, E. Lovinescu, Tudor Arghezi),

clasici Sadoveanu,  Liviu
sesizarea si comentarea unor ,turbulente
in canon”, prin reconsiderarea unor
scriitori ignorati pe nedrept, cizuti in
uitare sau desconsiderati (Octavian Goga,
Nicolae Iorga, Ion Agarbiceanu, Gib I
Mihaescu, Aron Cotrus, H. Bonciu, B.
Fondane, Ury Benador, C. Fantaneru
etc.) sau comentarea ,,promisiunilor”
literaturii autobiografice (Camil Petrescu,
Petre Pandrea, N. Steinhardt, George
Macovescu, Radu Petrescu, Marin Preda
ori Octavian Paler) sunt palierele cele mai
importante ale demersului critic  si
istorico-literar al lui Ton Simut. La acestea
se adauga relevarea valentelor, nebanuite
anterior, ale unor scriitori marginali,
cdrora criticul le acorda credit, explorand
si interpretand  nuante,
(Dinu

Eugen Bilan, Aureliu Cornea, Ludovic

fatete  si
>

dimensiuni  inedite Nicodim,
Daus sau Stejar lonescu) fard, insa sa
reuseascd sa-i extraga pe acestia din
conditia lor de scriitori de la periferia
literaturii romane. In acelasi timp, cu
critic ce il

luciditatea si  spiritul



caracterizeazd cu asupra de mdsuri,
istoricul literar e convins ca relieful
canonic al interbelicului e greu sa suporte
modificari substantiale, prin insertia unor
nume de scriitori marginali, greu de
revalorizat, de altfel (,,Prin comparatie cu
Camil Petrescu sau Anton Holban,

Constantin Fantaneru, precursor
meritoriu al autenticismului, mi se pare
un prozator mediocru, cu o insuficientd
stapanire a limbajului psihologic. Ca el
sunt multi. Ury Benador, H. Bonciu, Ticu
Archip, Ion Biberi, Petru Manoliu, Dan

Petragincu se agita in aceeasi zona a

indeciziei stilistice si a carentei de
substanta si originalitate”).

>

Revizitand domeniul  clasicilor

literaturii noastre, Ion Simut crede, de
pilda, ca Sadoveanu este ,un scriitor
dificil®,

(exceptand capodoperele mentionate) au

pentru cd ,anumite creatii
lesit, poate temporar, din orizontul de
asteptare, din orizontul problematic al
omului actual®, naturismul sadovenian
dezviluindu-se, totodata, si ca o ,,forma
subtild, ambigua si voalata de narcisism”.
In

Rebreanu (unde e relevata si o evidenta

explorarea universului operei lui
,»fuga de subiectivitate”), criticul constata

ci ,opera rebreniand se naste din
congtiinta vinovatiei. E nota de platd a
unei rascumparari. Esteticul e
compensatia unei moralitati suspecte din
biografia scriitorului, o moralitate pusd
mereu sub semnul indoielii. Tot aici,
Ion Simut invalideazd unele poncife ale
receptarii; de pilda acea alegatie critica ce
vede In nuvele exclusiv un stadiu
premergator romanelor, deoarece ,,David
Pop st Apostol Bologa sunt personaje de
CSCHE'E[ diferitﬁ”,

existentiald complet
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primul avand o tendinta centrifugald in
raport cu propriul sau destin, in timp ce
al doilea isi asuma lucid interogatiile si
aporiile moral-identitare; pe de altd parte,
»tema psthologica a nuvelei Catastrofa e
de naturd existentiald, nu nationald (sau,
mai bine zis, nu doar nationald)”.
Interesantd e si abordarea operei lui
Arghezi, abordare in care examenul critic
isi arogd si un timbru afectiv; Ion Simut
priveste opera argheziana din perspectiva
metamorfozelor formelor si tipurilor de
discurs, proteismul poetic fiind generat
de o tentatie a evaziunii din cercul
propriului sine, In masura in care autorul
Cuvintelor potrivite manifesta o irepresibila
oroare fatd de tot ceea ce inseamna fixare
in tipare constrangitoare, incremenire in
forme distincte si rigide, instrainare de
sinele cel viu si adevarat. Prin analizarea
»utopiilor identitatii argheziene”, Ion
Simut considerd, pe urmele lui Alexandru
George, ca ,eul poetic multiplu, ca
realitate internd a poeziei, trebuie disociat
de personalitatea artistica multipla a lui
Arghezi, adica de ceea ce se numeste in
mod  frecvent, motivat, proteismul
scriitorului”. Nu stiu cata dreptate are, in
schimb, Ion Simut, atunci cand afirma:
,»Ca si Ion Barbu, Tudor Arghezi mi se
pare un subiect iInchis pentru poezia
pe

pactizand creator cu Arghezi ca maestru

contemporana, care nu o vad
posibil, in oricare dintre numeroasele sale
ipostaze®.

Lipsit de prejudecata esteticului
exclusiv, JIon Simut valorifica, in
comentariile sale, si criterii din afara
spatiului intrinsec al literaturii (ideologic,
etic, istoric), apeland, atunci cand e cazul,

si la investigarea unor aspecte biografice.



Demne de cel mai viu interes sunt
paginile in care Ion Simut interogheaza
tocmai conditia istoriei literare, ca
disciplind ce pare sa se afle in impas,
traversand o stare de criza de identitate si
de metodologie: ,,Criza istorismului se
acutizeaza prin ofensiva globalizarii. Dar,
dacd pdstrarea si promovarea identitatii
nationale conteazd, avand de indeplinit o
misiune nobild, dificild si niciodatd
epuizatd — sau, eventual, epuizata o datd
cu sfargitul  natiunii”’.  ,Rezistenta
culturald” este, pentru autor, elementul
de maxim interes si, in acelasi timp, o
sansa de iesire din impasul anonimizarii si
globalizarii: ,,Ca i speranta, istoria
literard moare ultima. Are de indeplinit
misiunea unei rezistente culturale la
uniformizare in batilia de supravietuire a
literaturii, in contextul unei
deculturalizari deprimante a vietii sociale
si politice”.

Solutiile pe care le intrevede Ion
din

istorismului presupun Inscrierea pe doua

Simut, pentru  iesirea criza
,culoare de interes”: ,,Cum poate iesi din
crizd istoria literard? Aparent simplu:
luand in seama acesti indicatori, folosind
aceste cai de salvare sau aceste culoare de

Cu
judecati drepte, nepdrtinitoare, cu o
>

interes — canonul si politicul”.
opticd adecvatd asupra trecutului literar,
cu interes si fervoare dialogica fata de alte
voci §i interpretiri critice, Ion Simut
reuseste, In amile posteritatii. Secvente de
istorie literard, si interogheze cu folos
unele zone mai putin frecventate ale
literaturii romane, dovedind o constiinta
ferma a deontologiei profesiei sale. Chiar
dacd nu e o sinteza in adevaratul sens al

cuvantului, cartea lui Ion Simut impune
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prin substanta densa, dar si prin dinamica
ipotezelor si sugestiilor de lecturd, ce
legitimeaza un demers istorico-literar de

neindoielnicdi  prestanta si  acuitate,

trasand un contur credibil al fantasmei
istoriei literare, prezente in mai toate

paginile criticului.
Iulian BOLDEA
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