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TOTUL DESPRE ANGELA
All about Angela

Al. CISTELECAN!

Abstract

The article attempts to point out all there is to know about the work of the Romanian poet
Angela Marinescu, focusing on her exotic presence in contemporary Romanian poetry, her confession-like
discourse as well as her personal poetics of authenticity. The author argues, among other things, that
Angela Marinescu breaks free from the typology of the poets of damnation and passes into the sacrificial
one, due to her excessive and imperative style.

Keywords: Angela Marinescu, expressionism, angst, sensuality, nothingness.

Si-ntre romani si-ntre romance, fie cd-s luati de-a valma, fie ca-s luati separat si fie
ci-s orinduiti pe diacronie, fie doar pe sincronie, Angela Marinescu e caz de eminenta si
stridenta exceptie. Caz abrupt, nu doar flagrant, de paroxistica devotionald si de implicare
pind la rand; poate cel mai clinic dintre toate cazurile de fanatism al sinceritatii (care e,
fireste, la rindul ei, chiar forma clinicd a autenticitatii), al confesiunii ca teroare de sine.
Poetica ei e o forma radicald a patologiei autenticitatii si a marturisirii ca (auto)denunt si
vituperatie, o confesiune proiectata (firi-ndoiald, nu doar consemnata, ci confesiune cu
proiect si arhitecturd) si construitd anume la limita celei mai nemiloase si integrale
expuneri de sine, dusd nu doar pina la riscul indistinctiei dintre biografie si text, ci pina la
indecenta dramatici a “sinceritatii” (“sinceritatea” in poezie e, desigur, ceva strict
construit, e o conventie deopotriva de retoricd si de pathos, una ce vrea si balanseze
autenticitatea direct in durerea marturisirii, in jupuirea de sine; e un efect, nu o premisa).
Nu vorbim aici in termeni valorici (nu e chiar cel mai fericit consens critic atunci cind
argumentul disputelor e poezia Angelei Marinescu), ci doar in termeni de tipologie,
incercind sd sugeram felul in care Angela sparge, prin excesivitate si imperativitate, clasa
poetilor aflati sub blestem, aruncindu-se direct in cea sacrificiald. Si acesta e, cu sigurantd,
temeiul romantic de pe care Angela se avintd, cu entuziasm si disperare egale, in categoria
’nihilistilor” moderni, intre entropicii fascinati de propria entropie. E o flacird romantica
in absolutismul si-n absolutismele Angelei, o credintd violenta in natura sacrificiala (si
integral sacrificiald) a poeziei. Lucrul nu e doar vadit in poeme, ci si asumat ca optiune
esentiald in reflectiile despre sine sau despre poezie (cam totuna) ale Angelei. El e cu atit
mai evident cu cit la trecerea de la “conventia vers” la “conventia proza” nu se pierde
nimic din tensiunea (mereu pe punctul de a fi imploziva) implicarii si spunerii. Desigur ca

e o mare diferentd de intensitate si densitate conotativd intre cele doua modalitati

! Professor PhD, “Petru Maior” University of Targu-Mures.
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confesive, dar indiferent ce-ar scrie Angela (eseuri, jurnal, portrete, interventii publicistice
in imediat sau comentarii/glose), ea se avintd pe pagind cu maximi impetuozitate, ca si
cum ar vrea si se zvircoleascd ea acolo in locul cuvintelor, omagiindu-le nu doar prin
sacrificiul in combustia dictiunii, ci mai ales printr-o spasmatica directd pe pagina, printr-
un carnagiu al sinceritatii. Nu-i de mirare cid pronuntd, cu destuld redundanta ca si
reprezinte linii centrale de poetica, propozitii radical-participative, convinsa ca nu poti ’sa
aduci un alt omagiu cuvintului decit substituindu-te lui”. Direct pe jertfelnic scrie, nu pe
simple foi, Angela. Intr-un fel, ea e o bacanti aflati permanent in virf de criza extaticd, tot
timpul drogatid de entuziasmul dureros al participarii fird rest si fird mijlocitor la actul
scrierii. Sigur scrisul ei e lucrare misticd, fie cu teorie, fie fard (in cazul Angelei, nefiind aici
exceptie, e cu teorie, cici §i ea se numdrd printre poetii care si-au proclamat mereu
optiunile de poetica si s-au spionat in permanenta). Asta cu toate ci si ea incepe, ca toate
ardelencele (de nu cumva ca toate poetesele), de la un exorcism sentimental (ardelencele
in mod sigur nu pot Incepe fard un bobirnac traumatic, fira sa puna in locul iubitului
ingrat — poezia; dar rolul acesta de consolator sau de suplinitor e unul din cele mai nobile
jucate de poezie), folosind poezia ca leac si loc de fuga: “nu m-am mai reapucat de scris
(dupa ce mama i interzisse sa se ocupe cu prostii, n.n.) decit pe la 22 de ani, cind eram
bolnava, in spital, si m-a parasit un iubit”. Dar nu spre “stiintele suspinului” va merge
Angela, ci, dimpotriva, spre poezia agresiva, ficutd din cuvinte de smirghel si recitate cu o
paroxistica feroce. O poezie-flagel va scrie, nu una ce curge sau decurge din drama de
sentiment, ci una pornitd in flagelarea lumii §i In autoflagelare. Si mai ales justificatd prin
flama autodestructiva (autodestructurantd) a devotiunii si prin absolutul sacrificial al
acesteia. Fireste, dac-as fi macar pe sfert atit de scrupulos precum Sainte-Beuve (scuze
pentru tupeu), n-as scoate din cauza poeziei trauma fondatoare (chiar dacd ea nu se mai
vede), caci poezia Angelei a ramas cu un suflu de resentiment $i cu un comportament
vindicativ, riazbunator; dar riazbunator pe toata lumea si incepind chiar cu sine; nu
gramatica idilei, ci gramatica repugnantei 1i structureaza imaginarul, tragind dupa sine totul
intr-o grotesca vizionara acutd; si acutd atit in infernalele grotesti, cit si in elansarile
vizionare. LLumea Angelei Marinescu nu e materie de reverie, ci purd substantd de
ostilitate.

Cu toate ca viziunea Angelei profeseaza - aproape monodic si-n orice caz
sistematic — entuziasta entropismelor, poetica “reflexiva”, spre deosebire de cea
“practica”, e una mai degraba “pozitiva”, de febre ale absolutelor. Nicolae Manolescu,
citindu-i citeva eseuri oarecum programatice, zice ca spusele de acolo ale Angelei ii
”definesc destul de bine atitudinea poetica si poezia” (prin “absolutismul transant” si prin
febra cu care cautd “nu cuvinte, ci Cuvintul”).? I-o definesc si nu prea, cici intre spiritul
poeziei si cel al ”declaratiilor” existd un clivaj aproape dramatic. Dac-ar fi vorba doar de
termenii imperativi, paroxistici in care e asumata conditia poeziei, cele doud ar putea

merge spre coincidente (fie si punctuale); daca insa am muta absolutismele devotionale,

2 Nicolae Manolescu, Literatura romand postbelica. Lista lui Manolescu, 1, Poezia, Editura Aula, Bragov, 2001,
p. 225.



aproape religioase, in spatiul concret al poeziei, acestea ar face divergenti radicald cu
“negativitatea” si fiorii de neant cu care opereazi Angela. In concept, Angela ¢ mai
aproape de fanatismele angajarii, de poeticile devorante ale entuziasmului si sacrificiului,
ale energiei nomothetice si imnifore; in poezie, e mai aproape de poeticile depresivitatii si
ale angoasei (Manolescu Insusi vorbeste de o “bacovianda negativitate”;> si nu e — ba
dimpotrival — singurul care vorbeste de bacovianismul Angelei), de imaginarul de
sanctiune si de tropismele golului si detracirii existentiale. O poetica de febre pozitive
lucreaza aici la destructurarea entuziasta a tuturor ’pozitivelor”, fie ele deja cliseizate, fie
inca nu. De cind Rimbaud a ordonat poeziei s-o ia inaintea actiunii, astfel de “arogante”
sunt mereu declamate de poeti. $i pentru Angela poezia e “actiune”, dindu-si aici mina cu
oameni precum Whitman sau Pablo Neruda, aflati tocmai la celalalt capat al stirilor
poetice si al viziunii “umane” asupra lumii si misiunii poetice (pe cind Angela sta la
capatul de cinism al acestora, asemeni unui terorist absolut, calificatdi superlativ in
decapitarea tuturor idilicelor si iluziilor). Dar in privinta “ideilor” despre poezie, ar fi putut
sta cu totii la acelasi colocviu amical. Nici Arghezi nu s-ar fi simtit strimtorat la ideea
”fundamentalei” “esente epifanice” a poeziei; si cred ¢4, macar cu jumatate de gura, ar fi
acceptat si faptul ca “numai textul (poetic) este poezie” (lucru in care si Angela crede doar
cu conditia ca “experientele de limbaj” sa fie “experiente totale, care includ fiinta noastra
in cel mai inalt grad”). In orice caz, nimeni nu s-ar fi opus dogmei potrivit cireia poezia
iese dintr-un “exercitiu indelungat, practicat cu sacrificiu §i devotament absolut” si ca
perimetrul ei include numaidecit “actiunea, implicarea, sacrificiul”. Iar in privinta
“materialititii” impetuoase a inefabilului poetic, Angela putea recita direct din discursul
festiv al lui Neruda, cici §i versurile acestuia se voiau ~obiecte palpabile”, tot asa cum
poezia Angelei 7isi cere forma intr-un mod fizic, adica material”. E o paradoxald
comunitate de idei intre Angela si acesti poeti (puteau fi si altii) de eminente pozitivitati si
eclatante entuziasme. Ca si ei, si Angela ”vrea ceva de dincolo de cuvinte” si e convinsa ca
“textul” trebuie si-si asume “cosmicitatea /.../ ca pe o fatalitate”. Dar mai ales trebuie sd
aducd — si sa ducd cu sine — “tragismul nucleului ontologic al expresiei”. De-aici, insa,
lucrurile se despart, cici in vreme ce poetii pomeniti fac din perceptia tragismului (fie el al
expresiei, fie al existentei, dar de reguld al ambelor) premisa majord a unei viziuni
compasionale, Angela nu face decit si evidentieze tot mai apasat tragismul destructurarii si
grotescul desfigurarii lumii. Ea rimine o poetd “rea”, o sadica a viziunii, zgindarind mereu
ranile lumii, dar nepansindu-le niciodatd. (Iar in aceasta calitate va deveni ea maestra
absolutd a tuturor optzecistelor; asta Insi numai citd vreme acestea au fost tinere §i au
cochetat, nonsalant si provocator, intr-un stil cinic rezolut; cu vremea mai toate au re-
descoperit, insd, un fond de compasivitate, inclusiv de sine, si s-au re-umanizat). Pe scurt,
asadar, in imperativitatea devotiunii Angela pune exigente sacrificiale absolute (e Angela
romantica), pe cind in rulajul viziunii nu lasa nici o fanta de lumind, strivind tot sub

avalanga angoasei si entropiei.

% Idem, p. 226.



Se-ntelege de la sine ca-n inima ei si aceasta poetica de preoteasia funestd face
operatie salvatoare, exorcizind “Raul”, dar pe cale catabazica, intrind tot mai adinc in
fenomenologia si chimia lui, spre a-i divulga toate formele. Intr-un fel, insd, poezia
Angelei devine (si rimine doar) o ”numire” a Raului, o succesiune de videoclipuri ale
infernelor si infernalelor: ”Poezia mea s-a convertit intr-o ticere in care Raul va trebui sa
fie numit pentru a putea fi eliminat”. Un asemenea exorcism (Intr-un fel de exorcism ontic
se avintd Angela, nu In exorcizdri punctuale) face insa ca vocatia sacrificiului
(fundamentala poetului si poeziei) si devind totuna cu damnarea §i agonia. Poetii se
aduna, zice Angela, intr-un ”loc negru, dens si compact in care nu moartea isi plimba fata
ei inspaimintitoare”, ci “fetele de argint ale sacrificiilor” se plimba ”purtind masca agoniei
albe”. Cu masca asta umbld Angela de la un capat la celilalt al poeziei sale, scriind o
apocaliptica agonicd. Fireste ca de-ndatd ce s-a apucat de scris la angoase si apocalipse,
Angela a intrat, pentru unii navalnic, pentru altii mai sovaielnic, in clasa bacovienilor, unde
a vazut-o mai toatd lumea. Dar dacd Angela scrie o poezie cu fond bacovian (micar in
masura in care toate infernele-s bacoviene), ea nu e si o fire bacoviana. Spre deosebire de
profesorul de apocalipse care e Bacovia, ea n-are scriitura apatica si strict reportericeasca a
acestuia; ea nu consemneaza apocalipsa, ci 0 provoacd, pune ea insasi bomba, folosind o
scriiturd agresiva chiar si atunci cind isi contrage discursul la scheletul nominal al
infernalelor (cum se Intimpld indeosebi in Blindajul final). Daci lui Bacovia i-ar fi spart
cineva capul, am fi avut un punctaj neutru al gesturilor, un inventar sec al senzatiilor; daca
la Angela s-ar uita cineva urit, am avea o poezie a scoaterii ochilor, totdeauna cu o
suprareactie de afect aprins. Apatia atroce a lui Bacovia devine la ea voluntarism
infernalist, cu care Angela se lanseaza in apocaliptice premeditate si sistematice. E ceea ce
Laurentiu Ulici a numit “furie ontologica”, indusi in “fervoarea confesiunii” care, la
rindu-i, e transformatd “intr-o eruptie de scrisnet existential amplificatd de viziuni
eschatologice transcrise expresionist”.* Dar in toate astea cu un fel de indirjire in
demonismul viziunii, in voluptatea masochisti a detracirii. ”Imi place — zice Angela, si o
cred - sa fiu in depresie, in intuneric, Induntru, in cerc, In centru, In groapa (neagra) de
gunoi a lumii;” ii place insa pentru a putea trimite de acolo reportaje; reporterul, insa, nu e
cazut cu totul In ”groapa de gunoi a lumii”, chiar daca se mai murdareste si el. Poetica
Angelei vrea sa facd din reporterul gropii de dejectii existentiale victima ei. Si nu-i vorba ca
o si face, intrucit, in mod decisiv, poetica Angelei e una substantialistd (nu numai prin
dispretul aratat formalelor, uneori chiar prea ostentativ), una care vede cuvintul in
materialitatea lui cit mai violentd si mai directd; “dialectica fiecdrui cuvint poetic”, zice
Angela, consti in trecerea lui ’de la strilucire la densitate”, iar ”in actul creatiei” ”cuvintul
se elimind pe sine ca forma”, “impunindu-se ca substanta”. Asa se intimpla si de aceea
agoniile Angelei au un abrupt de concret caracter suplicial, sunt schingiuri in direct ale
tiintei. Ca a trebuit, “mereu”, si-si scrie poezia ”’pe marginea prapastiei”’, nu e decit logic —

si legic — in aceastd crestomatie de imperative si paroxisme: poezia ei e apelul ultim al celui

* Laurentiu Ulici, Literatura roménd contemporand, | — Promotia 70, Editura Eminescu, Bucuresti, 1995, pp.
148-149.



ce se prabuseste. Iar marea artd a Angelei e si faca nu credibild, ci efectivd aceasta
pribusire. In orice caz, conceptul de poezie al Angelei nu e mai putin radical si suplicialist
decit e poezia ei. Dar aceasta e mult mai consecventa cu sine, semn ca, intr-adevar, Angela
e captiva unei viziuni poetice in adevaratul sens al cuvintului, nu doar eroina unei atitudini
de sepie vesnic iritata si amenintata.
skokok

Toti criticii care i-au parte la banchetul organizat de Un Cristian,> de la Mircea
Martin la Alex Goldis si mai departe, sunt pe aceeasi mina cind vorbesc de diferenta
(accentuatd pind la contrastul eminent) de poetica si de viziune dintre Angela si tendinta
dominantd din poezia anilor in care ea a debutat. Le e usor acum sd constate, intrucit
poezia Angelei nu mai e ce-a fost, ci e ce-a devenit. Dar la vremea debutului, lucrurile nu
erau si nici nu pareau chiar atit de transate; ba nici macar trangabile. Dupa primele trei
carti, Alexandru Piru, bunioara, o considera inci o poeta “incerti” i care practica
“exaltarea juvenila a propriului eu,’® adica ceva ce ficea cam toatd lumea. Nici Dan
Cristea, cititor rafinat de nuante, nu facea caz de vreo diferenta, constatind, la Ceard, ca
“regimul normal al poeziei” rimine tot “diafanitatea” din primul volum si ca Angela e
cultivatoare de lirism “delicat, suav si... manierist”.” Probabil ca Angela ar considera
aceste epitete de-a dreptul jignitoare prin inadecvare, dar Dan Cristea ii descoperd, totusi,
“adeviratul temperament”, unul ”patimas pina la incandescenta” si facut dintr-un “amestec
de brutalitate si de tandrete”,® cu prilejul Poemelor albe. E, de altfel, momentul de cotitura
decisivi, de nu pentru poezia Angelei, micar pentru receptarea ei, momentul in care, cum
zice Lucian Raicu, limbajul poetei devine “imperativ’? si nu se mai lasa citit prin feeria
imagistica la care se atagase toatd lumea buna, scriitoare §i cititoare deopotriva.

Admisd general si conventional in seria '70 (dar mai alunecind uneori si in seria
'060), Angela Marinescu n-a fost, intr-adevir, pe traseul primelor carti, un nume din
nomenclatorul de referinta al ”promotiei”- si cu atit mai putin al generatiei. Odata insa cu
Blindajul final din 1981 (prevestit de Poeme-le albe), ea a rupt rindurile, nu numai
napustindu-se pe locurile de marca, dar si devenind un fel de ”patroana” inspiratoare a
lirei feministe (ori doar feminine) din optzecismul imediat si din post-optzecismul de apoi
(trei sferturi din doudmiisti sunt copiii ei). Traducerea iubirii intr-o fiziologie grotesca si
descompunerea ei in elemente chimice ori reducerea la stricte reactii glandulare, sub
imperativul unei autoscopii nemiloase, desi latite intr-un fel de retorica generald a
pandaliilor In sectiunea feminind a generatiei '80, rimin initiativa ei, poeta jucind atat ca
inspiratoare a denuntului tandretii, cit §i ca instigatoare a deriziunii farmecului. Cu toate ca
primele volume sint receptate fara a li se evidentia voluntarismul paroxistic al confesiunii,
poeta nu era, din capul locului, o sfioasd care sa-si ascundd senzualitatea, mai curind

> Un Cristian (coord.), Angela Marinescu '70, Editura Paralela 45, Pitesti, 2011.

® Al. Piru, Poezia romdneascd contemporand. 1950-1975, 11, Generatia mijlocie, generatia tindrd, Editura
Eminescu, Bucuresti, 1975, p. 464.

" Dan Cristea, Un an de poezie (februarie 1971- februarie 1972), Editura Cartea Roméneasca, Bucuresti, 1974, p.
253.

8 Dan Cristea, Faptul de a scrie, Editura Cartea Romineasca, Bucuresti, 1980, p. 145.

® Lucian Raicu, Printre contemporani, Editura Cartea Romaneasca, Bucuresti, 1980, p. 151.
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stridenta decit debordanta, in spatele unui limbaj pudibond. Poezia ei enunta o urgenta
confesiva care brava de pe atunci conventiile, anuntind vertijul confesiv de mai tirziu si
prevestind alergia la eufemism, utopie si hieratica. Institutia poetica a frunzei de vita e una
din primele victime ale acestui principiu confesiv - fanatizat de propria actiune si
transformat in pura frenezie deconspirativa’ - cu care poeta opereaza $i cu care, mai ales,
va opera ulterior, impingind introspectia pina in cinismul autodenuntului si transformind
“’sinceritatea”, dintr-o maniera sau conventie retorica, intr-un criteriu autodestructiv, luat,
ca exigentd, in litera lui brutald si imediata. Confesiunea devine, sub presiunea acestor
exigente maximalizate, ce-si propun si mearga, indiferent de pret, pind la capit, agonie,
defularea ia aspectul violent al unei jupuiri, iar poemele detabuizeaza nu numai farad mila,
dar si fara scrupul toatd misteriozitatea fiintei (mai ales in ipostaza ei feminind), recurgind
la limbajul inclement al fisei clinice. Debutul cu S7nge albastrn (1969), desi inca rezonabil in
provocidri si mai curind elegant decit dizgratios in scriitura (o “dizgratiozitate” care va
deveni, cu timpul, programatica, lovind scurt, prin accese expresioniste, in lirica eugenica
si de alint calofil), incalca nu doar interdictiile senzualitatii de pension, ci si pe ale
senzualititii cu explozie de senzatii, promovind ostentativ exhibitionismul instinctual si
afrontul grotesc al spiritualului: ”Sint animalul care ma urnesc greoi din somn/ si
lacom./.../ Sint animalul care-mi pipii sexul/ cu plicere./ Sint animalul cate, uneori, imi
port instinctul/ Ca pe o colivie lincedd, in fatd./ Atunci, in lume, e ticere. ” (Sint animalul
care...). Menajindu-si inca rezervele de cruzime, dialectica masochistid ce se va desfisura
ulterior in adevirate carnagii, imaginatia se comporta, totusi, de pe acum, chiar si in
decupajele hieratice, cu ostilitate, sugerind potentialul de “atrocitate” pe care-l va actualiza
mai tirziu: “Trupul tiu e tdiat subtire cu lama/ Incit lumina risfrinti din tine-i albastri/
Ca un animal despicat. ” (Trupul tan). Lirismul Angelei Marinescu se proiecta deja ca unul
expresionist (e o constatare generald, punctatd mereu in comentariile critice; ceva mai
incolo, cind va vorbi despre ar, Ion Pop, mai atent la aceasta dimensiune, va sublinia
limpede cd ”datele fundamentale ale acestei poetici sunt /.../ de substantd expresionisti”,
si indeosebi trase din Trakl),!® angajind metafora (la care Angela nu renuntd, ba din
contrd, spre deosebire de nepotii ei, total dezolati imaginativ) in violente senzoriale si
instituind, ca atitudine, provocarea si compromiterea mirajelor: ”Aud, ca o rana, zborul
uscat/ Al pdsirii ce-si simte aripa.// Dimineata aceasta e atit de frumoasi/ Incit meritd si
fii josnic./ De pe floti a inceput sd curgd, in valuti, vopseaua” (Din non, pagii notri subtiri..).
Un negativism imaginativ desfigureaza candorile si bruscheazi senzatiile, obligind
caligrafia, incd uzuala, la peripetii grotesti si la angajamente abrupt viscerale. O poetici a
profandrii (nu neapdrat in sensul dat acestei actiuni de Agamben, dar nici fara legaturi cu
el) se instaleaza deja ca motor principal al poeziei, punind imaginatia la lucru ofensator. In
trendul acestei cruzimi a imaginarului, ce pare atit de promptd incit e suspecta de
premeditare, se inscrie si poezia din Ceard (1970). Partitura tematica e receptiva aici la

sugestia eroticd (desi nu o privilegiazd, dar Angela se va raiscumpdra in volumele tirzii),

%\on Pop, Pagini transparente. Lecturi din poezia romdnd contemporand, Editura Dacia, Cluj-Napoca, 1997, p.
137.
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poeta construind pe seama ei o suita de reverii contrastate drastic de un imaginar
malignizat, cu un comportament de reflexe grotesti. Euforiile sint imediat antagonizate de
acest automatism imaginativ care transforma reveria in spasm, pe scenariul unei scriituri
opresive, disforice, in care persecutia sistematica a starilor pozitive releva atit un program
de inversiune cinica a discursului, cit si iruptia unui fond de oroare ce si-a gasit in imaginar
o supapi de iesire: O, bucuria/ De a stringe cu bratele palide/ Gitul tiu plin./ Otb trec
printre lucruri/ Ca un animal ciruia i s-a tdiat capul” (O, bucuria). Pini si diafanititile
conservd urmele brutalititii ("Din nou te apropii/ Asemeni unui copil blind/ Lingindu-si
rana” - Pripastia), punind in valoare, intr-un mod cam prea explicit si redundant, binomul
functional al poeticii, in care euforiile existentiale sint decapitate de cinismele imaginatiei.
Angela (isi) impune un program de reprimare, incitind imaginarul la negativism si la accese
de atrocitate. Tensiunea poetici e una scontatd pe socul alaturdrii brutale a suavitatii si
atrocitatii, dar ea iese mai degraba dintr-o linie de prelucrare textuald ce impinge gratia in
grotesc, panicind discursul pind la febra dramatici: ”Riu curgitor in sens invers,/ Purtitor
de coribii cu smirnd i uleiuri galbene/ Ce se preling pe suprafata lui/ Ca niste serpi in
agonie./ Singurdtatea imi respird in jur/ Ca un animal sacrificat. ” (Sznge albastru). Sistemul
analogiilor, indeosebi, are, in aceasta etapa, deprinderi eminent funeste, dind la iveala un
principiu imaginativ cu reflexe tortionare.

O relaxare a acestui arc represiv are loc in Poezzi-le din 1974, mult mai dispuse, in
general, la clementd si mai permeabile la reverie si la scriitura luminoasa, multumindu-se
cu permutarea mirajului in cimpul magnetic al melancoliei. Controlul imaginarului nu mai
e detinut (oricum, nu in exclusivitate) de cinism, si adesea poemele respira un aer
beatitudinal, vrijite de matinalitatea lumii: ”Pe-aici ma duc,/ Pajistea-i vie, e liniste si-i
soare,/ Cutremur sfint al vietii, al sevelor in floare.” (Pe-aici md duc). Angela nu-si mai
premediteaza malitia viziunii $i slabeste instructia negativa a imaginarului, desi tocmai
aceasta destindere evidentiaza cit de funciara este, pentru vocatia ei, iritarea, acea zudignatio
ce-i asigura conditia freatica a starii. Fapt e cd Angela 1si ia avint doar cind e legatd la priza
resentimentului si cind se nutreste din disconfort, cind poate denunta o abjectie
ontologica sau o traumad imotivatd. Dacd nu uriste, ea nu iubeste. Inductia unei
electricititi negative in imaginar si in climatul creativ trece, la ea, dincolo de stricta
emisiune programaticd, angajind modul vizionar in sine; Angela vede negru in fata ochilor
si nu percepe decit carnagii, senzatia insasi fiind la ea (se practici frecvent jurnalul de
senzatii) o atrocitate. Predispozitia irascibild determind o inflamare creativa ce se descarca
voltaic intr-un lirism denuntiativ in care investitura ontologizantd a cuvintului e
absolutizatd: ”Cuvintele, cind nu sunt rostite intregi,/ Cu ddruire §i patimi, ma plictisesc”
(Pddunrea). Aceasta portanta a cuvintului, responsabil de translatia abruptd si integrala a
fiintei in vers, e conditionatd tocmai de surescitarea existentiala, de patetica nervilor rupti
si de paroxistica senzatiilor.

O cota imediat mai inaltd a acestei irascibilitati creative e perceptibila in Poewe-le
albe din 1978, in care temele apte a fi suportul unor reverii sau nostalgii sint din nou

agresate §i supuse unei persecutii expresioniste, cu metafore vitriolante, tot mai mult
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dedate la gustul singelui, in pofida unei avalange (aici abia pornite) de abstractii. Poate de
aici, din aceasta rafala de abstractii in inflatie, impresia, prompti, a lui Mircea Iorgulescu si
constatarea lui cd “poeziile /.../ pornesc de la un fond abstract”.!’ Nu e, insd, o impresie
nici extravaganta, nici nemotivata; poezia Angelei a fost pusd, si nu de putine ori, nu doar
sub fascinatia bacoviana, dar si — cel putin o vreme — sub cea barbiana. Atita doar ca in
vreme ce lon Barbu cduta esenta abstractd a extazului, Angela cautd esenta abstracta a
spasmului (un fel d e extaz negativ, si zicem). Intr-un fel, ambii profeseazi scriitura
orgasmicd sublimatd, dar tocmai pentru ca sunt pringi intr-un proces de sublimare nu pot
porni de la un “fond abstract”, ci de la convulsia imediatd a concretelor. Sau, cum zice
Gheorghe Grigurcu, de la “ciocnirea deznaddjduiti a materialitatilor”,!> aceastd
convulsivitate materializatd a stdrilor constituind fondul adevirat al poeziei. Pe de alta
parte, Angela n-are chiar vocatia sublimarii pina-n abstractia purd a concretelor si scriitura
ei raimine mai aproape de convulsivitatea primara a orgasmului. Frust spus, Angela scrie in
orgasm, Barbu in extaza lui sublimata. Sau, cu expresia mult mai plastica a lui Marian
Popa, ea scrie in 7dirdora simturilor” (pe care o ”echilibreaza transcendental”).!?
Surescitarea vizionard se manifesta in aceste poeme albe intr-o scriitura alergica la calofilie,
intr-o dispozitie difamanta care invectiveaza chiar si cele mai inocente peisaje, corupindu-
le limpiditatea prin insinuante grotesti si sabotind cristalizarea gratiei: ”Stitea o vribioard
sfinti-ntr-un copac/ Verde ca smaraldul,/ Era o primivard lungid si atotputernicd,/
Vribioara isi spila atipile scurte si cenusii,/ Se lingea pe cioc de plicere si bucutie,/ Se
lifaia pe crenguta aia putreda de vie si de tinara” (Primdvara). Ba insisi “zeificatd” (Zexta),
iritarea produce si proiecteaza in lucruri o ’substantid rea”, potentindu-le atrocitatea.
Poemele nu fac decit sd developeze acest substrat de agresivitate a lumii, revelind un
climat existential (care devine insd si unul vizionar) de ostilitate compacti si electrica: "O
furie adincd izvora limpede. Am sid fug inapoi la parinti/ Cumpina de la fintind rinjeste -
un monstru plin de fum - /../ Vezi, lumina cate md duce spre tine, parinte al meu
nevizut,/ M4 si intoarce cu fata la pamint, cu gura plind de singe” (Baladd veche). Epifaniile
acestei ostilitati cutreierd poemele, instigate si ele sa se comporte resentimentar si
ranchiunos cu orice iluzie §i incitate sa discrediteze ”frumusetea” conventionald a lumii.
Un filtru repulsiv se instaleaza de acum, temeinic, in poemele Angelei, tinind viziunea pe
drumul difamatiei si determinind imaginarul sa participe la o eticd a sanctiunii si la o opera
a malitiei.

Imperativul sinceritatii (care e si unul al combustiei, al participarii totale la destinul
versului) cultivd intr-atit oroarea de fals incit face din acuizarea acestei alergii o motivatie
suficientd pentru imprecatiile unei etici negative. Structura noptii (1979) inverseaza,
provocator, ecuatia morald, deplorind tocmai ”raul” ca victima a “frumusetii” ("Vad cum
Riul se rasuceste jalnic, sucombind sub tufisul/ ingret,:0§at de atita frumusete trecitoare”)
si sfidind prin cinisme ostentative: “Pasdrea frintd, zvircolindu-se in praf inalti un imn

1 Mircea lorgulescu, Scriitori tineri contemporani, Editura Eminescu, Bucuresti, 1978, p. 94.

12 Gheorghe Grigurcu, Poezie romdnd contemporand, 1, Editura revistei Convorbiri literare, Iasi, 2000, p. 51.

3 Marian Popa, Istoria literaturii romane de azi pe miine, II, 23 august 1944 — 22 decembrie 1989, Versiune
revizuitd si augmentatd, Editura Semne, Bucuresti, 2009, p. 431.
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candorii/ lar eu voi cilca peste pasire si voi indlta un imn nedreptitii”. Asemeneca
insolente nu sint, insa, decit scene din patetica exasperarii. Ele sint replicile malitioase ale
disperarii, afronturi iesite dintr-o etica fanatizata a puritatii si implicarii. Paroxismul
participarii (Angela scrie, ma repet de nevoie, numai cu paroxisme impetuoase), exaltat
pini la tentatia de a elimina functia de intermediar a limbajului, si nevoia de acte absolute
(’Nici un fapt inafara mortii nu ma satisface”) se constituie, de fapt, intr-o poetica (nu o
etica) in care unicul comandament e spasmul extatic al confesiunii, trditd si transmisd ca o
viziune atroce. Amplul poem care da titlul volumului tocmai asta face: transforma, prin
voltajul ridicat al dictiunii §i prin virulenta imagisticii, confesiunea in viziune (chiar dac, in
montajul secventelor, se simte uneori efortul de a promova fulguranta la conditia suflului).
Angela face aici simfonia angoasei absolute si nu-i de mirare ci poemul a impresionat
eminent. Pentru Laurentiu Ulici el reprezenta o “veritabild calatorie la capatul durerii de a
f1, marturisire furioasa si sacerdotald, unica in poezia noastra de azi, a frustrarii mortale de
identitate;”1* e, pentru Ulici, apogeul liric al Angelei, cici mai apoi, crede el, viziunea ei
terificd incepe sa se destructureze. Peste ani, si lui Mircea Martin Stuctura. .. i se pare a fi
“unul dintre ciclurile cele mai puternice din poezia noastra postbelica.”!> Nu ca ar avea
vreo importantd, dar eu unul ma despart aici de cei doi mari maestri, preferind — ca
apogeu, dacd tot veni vorba — scriitura de incizii radicale, de abrevieri implozive ale
angoasel si de telegrame neantifere din Poeme-le albe si din, cu deosebire, Blindajul final.
Structura... imi pare usor cam barocd, prea arborescenti pentru felul in care iradiaza
simburele de uraniu care sta in miezul poeziei Angelei. Angela “mea” (de la ’guvernul
meu”) e cea care abia apuca sa-si ia notite sub avalansa strivitoare a starii, abia prinde sa
stenografieze cuvintele vedeta din vertijul neantului care o absoarbe. Cind e vorbareati, si
starile se dilata si se dilueaza. E drept insd ca ea insdsi n-a mai putut tine implozivitatea
tensiunii §i contragerea discursului la cuvintele-tema ale angoasei imperative sub care traia
pe vremea Blindajului. O asemenea densitate i intensitate imploziva ar fi dus, intr-adevir,
la tacere (pe care Angela o teoretizeaza ca extaza a limbajului, dar n-o practica nicidecum;
ba din contra, de cite ori se apropie de marginile ei agonice, o apuca vorbareala).

Poeme-le de fier, din care e alcatuita cealaltd sectiune a Stucturii. .., merg mai degraba
pe o scriitura atomizantd, in care enunturile gifiite (telegrafice comunicari de pe tarimuri
infernale” - cum le-a zis Nicolae Manolescu)!¢ prind mai eficient decit perioadele ciclului
precedent panica existentiala pe care poeta o proiecteazd in jeturi. Sintaxa pare si fi
implodat sub presiunea ororii iar poemele nu sint decit o innadire de nervi rupti: ”Frica de
moarte. Ma string in mine. / Gindirea si iubirea se string strins. / Intensitate a fricii si
cunoasterii de sine./ in parc, ochii fratelui, palid, lucesc” (Toamnd tirzie). Aceastd sintaxa
asfixiatd Isi va revela incisivitatea vizionard in Blindajul final din 1981, pentru care Poeme-le
de fier n-au fost decit un preludiu sau o transa anticipatd. Fise clinice ale unui cosmar

cotidian, ficute cu o precizie daimonicd si cu incandescentd sarcasticd, poemele de aici

¥ Laurentiu Ulici, op. cit., p. 150.

5 Cf. Postfata la Angela Marinescu, Probleme personale, Note bio-bibliografice de Aurel Sasu, Postfatd de
Mircea Martin, Editura Paralela 45, Pitesti, 2010, p. 262.

'8 Nicolae Manolescu, op. cit., p. 228.
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alcatuiesc ”jurnalul unei autovivisectii in oglinda”, dupa cum le-a considerat Al. Dobrescu
in cronica sa, ambitia poetei fiind aceea de a pune, in locul unui discurs despre rana, un
discurs el insusi ultragiat, de nu rana insasi. Febrilitatea dictiunii si transcrierea brutala a
trisoanelor imaginatiei, linga brutalitatea ostentativd a notatiilor, ameninti si arunce in
pagina, fira intermediari, ’viscerele” crispate ale unui psihism ravasit, poemul devenind o
pura scriiturd spasmaticd. Oroarea $i spaima sint circuitele existentiale pe care se miscd, in
riposte exasperate, poemul, preocupat in primul rind de precizia cosmarului, de
conspectul scrupulos al supliciului. Teroarea pe care o respird poemele a angajat si sintaxa
intr-un cataclism care i-a distrus toatd structura, pulverizind-o in atomi iradianti. Insusi
lexicul poetei se contrage periculos, atingind un nivel riscant de redundanta si rulind un
capital redus la cuvintele tematice. "Fier”, ”’singe”, “carne”, “scrum” par si fie cele patru
elemente intre care si din care se tese aceasta viziune a infernului ce interpeleaza, cu
familiaritate §i groaza, neantul: “neant, tu imi amintesti de noaptea ce singereazd/ in ochii
mei./ aburii tii md umplu de neputintd./ orice ratiune pare meschind in fata/ lividelor tale
raze./ creierul meu este singele tiu”. Desi poeta stenografiazd mai degrabd un cosmar
metafizic, in epifaniile sale cotidiene, registrul ei imagistic e aproape riguros unul
sanguinic. Sau, in orice caz, unul in care, cum zice Ion Pop, “carnalul poate fraterniza cu
spiritualul”.’” Chiar si fraternizeaza, de fapt, numai ca e o fraternizare de tip Abel si Cain,
in care cele doud nu doar ci se exaspereazd reciproc, dar se si agreseaza permanent. Dupa
statistica (sau dupa ureche, mai bine zis), ar parea ca partida concretelor, a senzualelor e in
cistig, mai cu seami ci avem de-a face cu o adevirati hemoragie de concrete. Insi apelul
la metafora biologica, frecventa imagisticii menstruale, transcriptiile crude si grotesti ale
fiziologicului poarta in sine o convulsie a spiritului prins in bolgie. Fiziologia vorbeste, in
aceastd poezie a strivirii si crisparii, in limbajul expresionist al spiritului damnat. Ineditele
atasate antologiei [ar (1989) sint cea de-a treia emisiune a angoasei iremediabile care s-a
instipinit pe viziunea poetei. In aceeasi gramatici striviti, poeta continui setia “textelor
maceldrite”, cum le zice ea insasi, aprofundind viziunea metalizarii fiintei si cosmosului i
exasperind sentimentul bolgiac. Singele si fierul sint materiile, aproape exclusive, ale
acestei lumi care se pronunta in impetuozititi dramatice, triind febra neagri a neantizarii
intr-o sintaxa angoasata si cu o luciditate ce contrage realul in himeric. Materialitatea
versurilor, in pofida aforismelor lapidare care o sfisie, e brutald si compactd, Angela
scriind direct In limbajul strivirii si sufocdrii: “ruptura de singe pe cet/ se apleaci fierul
peste fier. strins/ In miini pind la macerare./ metafizica fierului: singe/ melancolia
mecanica a mortii”. Confesiunea totala, fara eufemisme, ascunzisuri si refugii, a devenit o
tortiune - a spiritului si textului deopotrivd, poezia Angelei ajungind si transcrie, in
reportaje nude si telegrafice, doar graficul spasmatic al fiintei. Angoasa a devenit de-a
dreptul o substantd, ceea ce se reflectd, fatal, in stilistica pur nominald, in reductia la
inventar, la scheletul nominativ (cam ca la ultimul Bacovia, intr-adevar, cum s-a si spus); si
inca o substanta care se varsa direct in pagind, arzind-o si contorsionind-o. Limbajul e

realmente strangulat si confesiunea se varsa nemiloasa intr-o jupuire de sine in direct. E

Y lon Pop, op. cit., p. 139.
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un pathos confesiv dus pina la ultragiul de sine si pind la entuziasmul negru al disperarii si
autodestructiei. “Poeme pe viata si pe moarte, egocentrate si monomaniacale”, cum le va
spune mai tirziu Radu Vancu,8 (dar tocmai asta nu i-a plicut lui Ion Negoitescu, faptul ca
poeta nu acuza mediul §i societatea, ci se ocupd doar cu’probleme personale pind la
deznadejde”),'? poemele din Blindajul final (extinse cu citeva inedite si in [7ar) sunt, prin
pathosul lor demonic, un fel de poeme sinucigase. E un seppuku, mai degraba decit un
volum de poeme, o confesiune-harachiri. E drept ca hieratizarea sintaxei, contragerea pe
nominal, duce, vrind-nevrind, la un scris mai criptic (Negoitescu, bunaoara, zice ca-i vorba
doar de o “conglomerare notionald” din care rezulta “doar o stare textuald”)? si mai
sufocant prin densitatea materiald a stdrilor, lucru de care unii critici se pling, dar fapt e cd
nici Angela nu va mai rezista la voltajul paroxistic de aici. Aceastd lectie de anatomie a
spiritului, facuta cu un imaginar sanguinic si sanguinar deopotriva si intr-un climat feroce
al inclementei de sine, rimine singulara si in poezia noastra, si in cea a Angelei. Nu doar
“una din cele mai radicale confesiuni lirice din intreaga noastra literatura,”?! ci st cel mai
insuportabil ciclu de poeme, Blindajul final ramine unul din marile repere ale poeziei
noastre. Bacovia a avut norocul ca “ultimul Bacovia” sa fie chiar ultimul; Angela a ajuns
prea repede la “ultima Angela” si a trebuit sa se Intoarca. Si chiar s-a intors, desi nu tocmai
in locul din care plecase spre infern cu blindajul. In dialectica propriei viziuni, insa, acesta
ar fi fost punctul terminus.

Ca nu i-a fost chiar usor si iasa de sub greutatea strivitoare a blindajului se vede si-n
abstinenta editoriala care i-a urmat si-n notatiile din jurnal, unde mereu apare tema ruperii
cu scrisul. Dar odatd ajunsd pe malul crizei, Angela s-a napustit intr-o noud avalansa
editoriala, in parte prelungind agonic sintaxa neantiford si scriitura atomizanta si imploziva
din ciclurile poemelor de fier, in parte recucerind aplombul perioadei retorice si
transformindu-si obsesiile in teme (teme personale, fird indoiald, dar teme premeditate)
organizate in viziuni ‘‘sistematice” i sistematizate. Nu mai avem mai niciunde
spontaneitatea vizionara de dinainte $i Angela se poartd ca un proprietar de teme
administrate sub un concept poetic tot mai agresiv proclamat, dar care nu mai regaseste
densitatea simburelui de uraniu al febrelor de angoasi de dinainte. In plus mai face, dupi
parerea mea (dar la care nu tin), si o gafa (ca si nu spun ceva mai grav): in loc sa-i
determine pe tinerii poeti de dupa 2000 sa semene cu ea (daca i-ar fi tinut curelele), vrea
ea sa semene cu ei. Asa cd intra pe fir si cintd §i ea in struna douamiistd. Se cinta toata ziua
postmodernism? Angela face pe loc demonstratie de postmoderna (despre inadecvarea ei
funciari la postmodernism vorbeste convingitor Mircea Martin in postfata la antologia
Probleme personale). Se facea sex una-ntruna in juna poezie? Nici Angela nu se lasa mai
prejos si reactualizeaza erotismul diseminat prin poeziile de pind atunci, revendicindu-si si
dovedindu-si astfel pionieratul. In aceste conditii, nu mad mir ca pina si douamiistii si-au
dat seama (prin Alex Goldisv, de pildd) cd e vorba doar de “alunecari stilistice sau pur si

18 Cf. Angela Marinescu ‘70, p. 141.

iz Ton Negoitescu, Scriitori contemporani, Editie ingrijitd de Dan Damaschin, Editura Dacia, Cluj, 1994, p. 259.
Idem.

2! Nicolae Manolescu, op. cit., p. 229.
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simplu pastise ale propriului discurs.”?> Manifestul acestei intrari cu forta in
postmodernism (de fapt, numai intre postmodernisti) e reprezentat de Fugi-le postmoderne
din 2000. Dar relatia Angelei cu postmodernismul tine doar cit tine titlul volumului. Ar fi
fost chiar de mirare ca o fanatica de felul ei, cu atitudini abrupte, impetuoase si decisive, sa
poatd lucra dupa o eticA moale a viziunii si intr-o scriiturd de conclav, polifonica si
plurivocala. Angela si-a facut faima si formula din transante definitive, din inclemente
scripturale si autoscopice, dintr-o sintaxa cu aprindere imediata, din executii viscerale si
din denunturi tdioase ale eufemismului ori simulacrului. I-ar fi fost cam peste mind, oricit
ar fi tras-o ata la cochetdria mondend, sd reprogrameze aceasta unilinearitate atitudinald in
ambiguitati si insinuante. Beligeranta si intemperanta propriului discurs ar fi mers greu cu
principiile difractiei discursive postmoderne, iar vocatia atrocitatii imaginative ar fi
suportat cu neplacere fadoarea sau destructurarea. Chiar dacd nu poate fi acuzata de
excesiva artd a compozitiei, tinind poemul in freatica jetului, Angela lucreazi, totusi,
centripet, fie pe criteriul cogsmarului, fie pe cel al obsesionalititii. E o obsidionala, asaltata
din toate partile de febre angoasante. Golfurile propriului poem sint momente de
extenuare, nu rezultate premeditate ale vreunei dialectici parentetice a starii sau ale vreunei
tehnici de descentrare discursiva. Angela merge intotdeauna pe linia dreapta (dacd nu
gaseste una si mai scurta, de tipul scurt-circuitului) a obsesiei, grabindu-se s-o fixeze si s-0
exorcizeze. Chiar si cind face retorica, ea are o scriiturd economica, mai degraba imploziva
decit extensiva. Discursul ei se fanatizeaza repede, ajungind intr-o clipita la enuntul
peremptoriu, definitiv, si la convulsia imaginativi expresionista, in care grotescul ia
intensitati himerice iar visceralul e cutremurat de o stihie spirituald ea insasi visceralizata.
Cu vremea, fireste ca aceastd scriiturd de obsesii s-a agezat intr-o formuld productiva si
obsesiile insesi au devenit, din destructurante, mai “lucrative”. Poeta ia un cuvint, o parold
a propriilor obsesii, si-l tavaleste prin contexte din ce In ce mai atroce, construindu-si
poemul din filmul acestei avalanse destructive. Violenta imaginativa si introspectiva poarta
aceastd parold de la stadiul inocent al notatiei la stadiul spasmatic, facind din confesiune o
opera de tortiune si desenind, pe un fond de anxietati alarmate, drame supliciale.
Impetuozitatea impinge cuvintul in aventuri expresioniste tot mai grave, determinindu-l sa
atinga punctul de explozie al angoasei i sd patrunda in stratul de damnari ultime al fiintei:
“Si totusi, nu mai pot citi nici micar cirti de poezie./ fiecare carte mi se pare un foc ce
arde in gol si care/ nu ajunge niciodatd in jiratec. imi place jarul. imi place/ si-mi pun
miinile pe jar, sd le imping, la inceput usor, apoi/ tot mai puternic, in jarul aprins./ carnea
fumegi, miroase urit, imi casc gura si ochii Imi ies/ din orbite, car cu mine jarul ce mi s-a
lipit de oasele miinilor/ si atunci le tin ascunse, printre coapse, si mi se potoleascd jarul./
sunt hdrtuitd, sunt hdituitd. vreau si-l sirut pe m. dar el a dispdrut/ sirutul nostru a
disparut in fumul jarului ce-mi giureste coapsele./ luminez cu jarul ce mi s-a bigat sub
piele, care mi-a intrat in gurd/ si-mi std pe buze ca un sobolan aprins ce vrea si se
retragd./ jarul si sobolanul fac o cruce pe care o duc in spinare” etc. (X). Aceastd metoda

de a induce agonia prin peripetiile repetitive ale unui cuvint transforma poemele in

22 Cf. Angela Marinescu '70, p. 86.
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monoculturi lexicale. Se ajunge astfel, prin rostogolirea nemiloasd a aceleiasi obsesii, la
fixarea unor linii ferate pe care alunecd apoi viziunea, din care se revarsi, cum zice
Gheorghe Grigurcu, un “torent de resentimente toxice”?? si cu care se va face, prin
Cocosul s-a ascuns in tdaieturd, un “tam-tam asurzitor de imagini negre”.?* Arta fugii rimine la
Angela doar o manierd de a exaspera tema, nu fara, uneori, excese de redundanti care dau
- sau nu dau - In retorica traumei. Virulenta devine adesea simpla obezitate a
terminologiei, iar functia dramaticid trece pe lingd efortul de pompare si emfatizare: “/.../
sunt o cdpuge perfectd, stau cu anii fird si mad misc,/ fird sd inteleg, fard s mi lupt, sug
doar singe rosu,/ imi place singele, sunt o doamnd lenesd/ plind de singe pe dinduntru,
imi plesneste ficatul de atita singe,/ ma spil cu singe, fac o baie de singe in fiecare
dimineatd,/ sunt o toaletd de lux pentru singe, singele este/ o toaletd de lux pentru pisica
cea verde ca iarba” etc. (XII). Vampirismul de acest tip ajunge doar unul de parada,
intretinut doar de marsul triumfal al cuvintului. Mai eficient e vampirismul cultivat fara
multd metodd, dar in care sanguinicul nu e decit materia extaticd a spiritualului: ““/.../ nu
pot sd sug singe cu biberonul imi place sd inghit singe direct de la sursd,/ de pe cruce, din
gitul lui Cristos./ mi se urcd la cap rima si singele./ nu pot sd produc rime si singe pentru
cd sunt o capuse inrditd./ stau strinsd si inconjur cu miinile lungi si imbitrinite o umbra”
etc. (XI). Cintecele acestea de “bampir”, care vor si denunte fiinta in vreme ce-i
promoveaza devotiunea ca intensitate, sint consecinta logica atit a procesului de difamare
in care poeta a transformat confesiunea, cit §i a vocatiei sadice a imaginarului sau. Angela
Marinescu e cinicd in confesiune si sadica in imaginatie. Notatiile ei sint pedepse, flagelari
ale materiei i ale decorului (“sa ricneascd noaptea, sa urle, ca un ciine”, “se zbate lumina
ca o pisica ce-si tiraste fundul pe pamint”, “imi matur spatiul cu briciul” etc.), pornite
dintr-o negativitate programatica. “Ce sda mai distrug”, se Intreabd poeta in a XII-z fuga,
dupd ce in a 7T isi exersase sadismul pe funduletele ingerilor. Dar miniile poetei,
vituperantele ei de profet declasat, nu sint decit retorica unei disperdri compacte si mereu
reactive. lar imaginarul ei, departe de a se culturaliza si de a oficia prin intertextualizari, a
ramas la gustul brutal al singelui si al viscerelor sub tortiune, intr-o scriiturd menstruald si
mai degraba carnivora decit doar corporeificantd. De fapt, si mai degraba vampirica.
Poezia Angelei nu se poate hrini dupa metoda vegetariand a postmodernismului; ea e o
poezie-capcaun, ahtiata dupa carnea crudd a existentei, pe care o infulecd in halci
nemestecate. Versurile ei trebuie si ramind minjite de singe, nu sd creascd intr-o culturd
asepticd, de ontologie derivatd ori decomprimata.

Are Insd si vointa partea ei de participatie la creativitate si chiar daca Angela nu
poate deveni o postmoderna “in toatd puterea cuvintului”, ceva contaminari tot face.
Acestea se vad si-n urmitorul volum al Angelei, Imi manine versurile (Editura Vinea,
Bucuresti, 2003), cu toate cd volumul nu se mai inhiba de moda postmoderna. Dar unele
ticuri de gratuitate, unele predispozitii spre jocul lexical survin in plin spasm de angoasa.

Poate cd poeta vrea sa scoatd, prin intermediul lor, patetismul din priza, s dea dictiei sale

2 Gheorghe Grigurcu, op. cit., p. 53.
| dem, p. 58.
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brutale o sansa de frivolitate livrescd; poate ca asociationismul acesta ludic si deviant vrea
sa lase eufonia sa-si faca mendrele, mizind pe inteligenta intra-lexicala si pe productivitatea
ei naturala. Fapt e cd toate aceste jocuri sint stricte grefe parazitare; ele nici nu deviaza
cursul aprig al confesiunii, nici nu detensioneaza miscarea convulsiva a imaginarului si nici
nu transforma monotonia viziunii in vreun plurivocalism; ramin doar eminente distorsiuni
de tonalitate, unele repede remediate (“provoc discutii pe care nu le pot sustine/ tinte
pitrunse de cuie cu floare [la ureche]/ cel cu steagul in burtd plinge si lacrimile lui imi
acoperd/ pielea de pe miini pind cind miinile devin doui lacuri sticloase/ cad miinile intre
picioare ca doud lacuri de munte, mirunte,/ ce nu se mai pot sustine’ — Port discutii pe care
nu le pot sustine), altele mai greu de resorbit in avalansa de cogsmar expresionist: “In seara
asta intunecatd cind norii s-au ldsat peste capetele noastre/ cu totul ca si cind s-ar sprijini
sd nu se pribugeascd/ mi-am amintit ceea ce nu poate fi decit exact o amintite mai tare/
decit un taur (tautologia dintre mine s§i tine este un moft deoarece taurul/ cheami cu
spatele introsit in foc pamintul inundat de spermd/ din dreptul inimii)/ mi-e leha(Mitte
Kremnitz este o patd de singe, intelectual, o hranid/ introdusid cu forta intr-o rana fard
margini, aici, aproape, nu pe cerul pe care atit de mult as fi vrut sd existe/ incit eram gata
si-mi pierd viata pentru o asemenea idee,/ pe cit de inexistentd pe atit de vizibild cu
ochiul liber,/ doar noaptea, cind stelele risar dintr-o datd, precum hotii,/ necunoscuti
pentru totdeauna)/ ca si piticii ce se urcd pe un ficat cit un munte si-l demonteazi/ cu
meticulozitate si cum s fie aripa altfel decit o bucatd de carne/ mai atoasd decit oricare
alta” etc. (Anatomie de ramas bun). Mitte Kremnitz n-are aici mai mult rost decit avea
neamtul lui Cracanel prin Bulgaria. Daca geniul acesta al eufoniei cu initiativd textuala
lucreaza cu maxim folos cind e in slujba lui Serban Foarta, de pilda, la Angela Marinescu
el nu face nici o treabd. Sau face una de strictd mintuiala.

Din fericire, nu pe el se bazeaza Angela Marinescu. $i nici pe alti idoli ai relaxarii
ori ai decompozitiei. Din contri, sintaxa ei merge, ca-ntotdeauna, drept la obsesie iar
poetica se rezuma la o simpla (vorba vine!) invirtosare a acesteia. Un intreg aparat de
exasperari expresioniste e pus de indatd in functie, menit sd ridice in vehementa si in
fulminantd o confesiune deliberat lipsitai de scrupulele reticentei. Angela e, in fond, o
autenticista, numai cd nu intelege autenticitatea in categoria stilului, ci in categoria
existentei. Si, fapt si mai grav, nu intelege poezia in categoria artefactului, a simulacrului, ci
in cea a marturiei definitive §i absolute; la urma urmei, ca sa ma repet, de o exigenta
romantica e vorba in aceasta marturie inclementd, totala pind la indecenta si violenta pina
la supliciu. Angela n-are secrete (se vede si-n paginile de jurnal), n-are o viata de rezervi,
alta decit cea cu care isi hrineste poezia. Ea spune tot si-si face curaj in fata oricarei stari.
Si nu e vorba doar de un curaj de sinceritate, care face din poezie vasul comunicant al
vietii; ci mai degraba de un curaj impins in provocare si in exorcism, care se alimenteaza
din infruntarea celor mai “rusinoase” traume. Principiul de intimitate dintre poezie si
viata, cu partinirile sale, cu zonele sale netransgresive, a fost inlocuit la ea cu principiul de
identitate; nu exista nimic de nespus; ba chiar “de nespusul” devine materia privilegiata,

prioritard. Dar nu dupi strategia vechii vindtori de inefabile si nici dupa catehismul
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confruntarii cu indicibilul ca misteriozitate; ci mult mai curind dupa principiul incalcarii de
tabu-uri, al confesiunii care n-are margine in interdict. Naturalia nu sint, nici pentru
Angela, furpia, oricare ar fi aceste naturalia; ba chiar cu cit potentialul lor de indiscretie si
impudoare e mai mare, cu atit poezia se avintd mai brutal asupra lor. Excesul de directete
aratd, insa, ca si Angela are mai multd indrazneald programatica decit dezinvoltura fireasca:
“am vrut si fac amor am bdut o gileatd/ am virsat m-am pisat pe mine ca-n filme/ mai
zice cineva ci o femeie singurd/ nu este in stare de nimic/ baia era lingd mine ca norocul/
w.c.-ul la locul lui mi-am bidgat/ mina in git apoi gitul si umerii au intrat/ binisor chiar si
soldurile ce erau strfimte/ recunosc si miinile si chiar i picioatele/ acolo era sirbdtoare
vorba stiu eu cui/ dupi ce se cica stitea in baie ore intregi/ zicea ci face spectacole cu
microorganismele/ de amor era clar cd nu se mai punea problema” etc. (Tdcere sexuald).
Asemenea excese de sinceritate (flagelantd) ramin, insd, pe o linie provocatoare, de
ostentatie triviald. Chiar dacd tocmai ele sint cele care scot din cauzd orice margine a
confesiunii, e de presupus cd imperativitatea dramatica a Angelei nu va intelege in acest
sens Ja confession sans frontieres. Pentru ca asta n-ar face decit sa verifice in termeni tot mai
tari detabuizarea ca principiu confesiv, transformindu-l intr-un mecanism de provocare;
iar pe poeta ar duce-o inapoi, la epatarea noilor burghezi.

In fapt, Angela n-are nevoie nici de tehnici de provocare, nici de tehnici de
seductie. Ea e naturaliter expresionista si cuvintul ei se corporalizeaza din reflex, nu prin
metoda sau instructie; viziunea se naste abrupt si avanseaza in galop, triind dintr-un fel de
frenezie dureroasi a amestecului de notatie si imaginar. De indatd ce cuvintul e invocat, el
si provoaci o criza de senzualitate; iar senzualitatea Angelei Marinescu devine, numaidecit,
visceralitate (poate si boala/bolile si fi avut partea lor in exasperarea paroxistici a
senzualelor); scriitura, lucrata dupa acest principiu catastrofic, nu poate fi decit una
corporala, ca o revarsare de viscere strivite sau ca o intrupare de himere grotesti: “Am
staruit mult asupra unor cuvinte./ fusta mi se infoiase ca luatd de vintul aspru al austrului/
ce bitea nemernic in peretele dinspre sud al casei, albd ca laptele. /.../ sctiam cu gitul, nu
cu mina./ tot ceea ce am scris am recitat apoi cu voce tare./ mi se pitrea perfect./ dar
plutea deasupra capului meu, in vazduh,/ capul de mott.” (Am staruit mult asupra unor
cuvinte). O scriitura sarcastica de atrocitati, folositd nu in descrierea unei traume, ci,
simultan, in exorcizarea §i infaptuirea ei. Caci la Angela descrierea e actiune. Cele doua
volume de la Vinea (Intimpliri derizorii de sfirsit si Limbajul disparitiei) reiau deopotriva
actiunea viziunii difamante si terifiante §i, nu mai putin, febra unei autenticitati confesive
dusa in (auto)denigrarea dramatica. Nu-i Angela singurul nostru poet iritat de cliseele
existentiale si literare, dar e singurul care, de cum vede unul, se si repede sa-1 striveasca
sub cilclie. E un reflex atit de agil incit pare a sugera c4 iritarea priveste toate idealele si
“frumoasele”, asupra carora poeta se napusteste cu toata furia: “o femeie nu este decit un
cintec de lebidd/ o femeie nu este decit un gunoi fosforescent/ ce se masturbeazi/ o
bucati de carne/ rosie macri/ bund sinitoasi/ fibrd marfi/ ce trebuie violati/ de un
creier strdin/ eu m-am ndscut/ gata violatd/ de/ creierul/ meu” (O femeie nu este decit un

cintec de lebdadd). Bacovia 1si credibiliza notatiile prin impasibilitatea cu care le transcria (de
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aceea notatiile lui de cotidian sar direct in notatia cu metafizica); Angela, care nu se vrea
doar “cea mai mare poeta”, ci si cea mai bacoviana dintre bacovieni, nu ajunge niciodata
la ataraxia tragicd a jurnalului de notatii $i atunci isi credibilizeaza apostrofele si profanarile
prin supra-victimizarea personald. Nu stiu dacd e de ajuns; si cred ca atunci cind
victimizarea e ostentativ eroizatd, chiar nu face operd de credibilizare, ci de retorism
autoflagelant. Dar In mod sigur cinismul notatiilor da in verva neagra in Limbajul disparitiei,
desi e o vervad mai degraba persiflanta (decit atroce, cum era) de cotidiene. Tot felul de
ispite (inclusiv poetice) i-au dat tircoale Angelei; unora nu le-a rezistat si le-a cedat nu cu
mare folos. Dar viziunea ei neantiford a mers neabatut inainte, chiar si atunci cind Angela
i-a stat in drum. $i ea s-a apropiat acum chiar de neantul ca atare, cel in care dispar toate —
poezie, viatd, agonie, extaze; scriitura lui devine alba de tot, terifianta, in sfirsit, prin Insasi
albeata ei sinistrd: “aici nu este poezie/ nu este agonie sau moarte/ sau blasfemie/ nu este
extaz nu este murddrie/ nu este/ nimic”. As zice cd, finalmente, Angela e cu adevirat o
poeta bacoviand; dar acest lucru s-a intimplat doar cind si-a recuperat numele adevarat, cel
de Angela Marcovici (care ar fi fost un nume cu adevarat rezonant de poeta), cu care
semneaza Intimitatea de la Charmides. lar aceasta intimitate e chiar cea pe care Angela a tot
provocat-o: cea cu neantul.

In sfirsit, asadar, Angela e acasi: si acolo unde voia sd ajungd, in golul absolut, si-n
aceasta editie cit un monument.
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EROS AND THANATOS IN ILEANA MALANCIOIU’S POETRY

Iulian BOLDEA!

Abstract

The eros represents a privileged theme of the lyrical universe of Ileana Malincioiu. The poet
wishes to designate, in her verses, that area of indefiniteness and delicateness in which the feeling of love
is born, an area in which self-dedication conjugates with the desire of completion of being, introspection
is completed by propensity towards others, withdrawal into oneself calls for the supple, sympathetic
agreement with the lowed one. The feeling of love is rather a promise of communion, an utopian brace, a
temptation of completeness by Eros, than self-fruition of the moment of love. Love and death ate themes
which contaminate each other, in a romantic tradition; Eros gains reflexes of Thanatos, while living
encloses uncertain spaces, with a fluctuant geography of dream and affective solitude. Life and death, for
that matter, appeat to be not so irreconcilable realities, on the contrary, the spaces they occupy overlap. In
a wortld of alienation, of dismantled meanings and progressive reification, even the feeling of death seems
to be more tolerable, entering almost within the limits of natural.

Keywords: Eros, Thanatos, poetry, neomodernism, imagination

Ileana Milancioiu managed to configure throughout time, a poetic universe with a
striking singularity, both from the point of view of recurrent topics and motives, as well
as in respect of the lyrical vision or otherwise said, in respect of the refraction angle of the
referential elements present in the poetic space. The poetry books published by Ileana
Malancioiu, starting with Pasdrea taiatd (1967), continuing with Catre Ieronim (1970), Inima
reginer (1971), Crini pentru dommisoara mireasa (1973), Ardere de tot (19706), Peste gona interzisa
(1979), Sora mea de dincolo (1980), Urcarea muntelui (1986) reflect the obsession of a
conscience split between the desire for inner clarity and the disharmonies of an out of the
ordinary reality, marked by anomy and lack of distinction. That is why the favourite lyrical
attitude of the poet is that of withdrawal within herself, of reclusion into the imaginary of
her own existence, of fortification within the limits of her own being. Thus, loneliness
leaves its mark on this translucent and agonizing verse, illuminated by the whiteness of
Thanatos and tempted, to the same extent, by the adolescent-specific purity and candor.
However, solitude is not merely absolute renunciation of the connection to the world, but
rather an attempt to clarify an interior relief dominated by affectivity. Laurentiu Ulici is
correct in this respect, when he states that “a demon of solitude, greedy of unlikeness and
self-sufficient, endowed with an immense hypnotic power, took the poet’s eye from the
contingent, being carried into the dark azure of a soliloquy which seemed as definitive as
an imprint. The semantic nucleus of devotion in a loneliness was the thanatic promise of
the Eros (romantic theme, revised and extended by psychoanalysis), illustrated in three
successive books (...) which form a monograph of the erotic mutation from the plane of
affective reality into the plane of imagination”. The eros represents a privileged theme of

the lyrical universe of Ileana Malancioiu. The poet wishes to designate, in her verses, that
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area of indefiniteness and delicateness in which the feeling of love is born, an area in
which self-dedication conjugates with the desire of completion of being, introspection is
completed by propensity towards others, withdrawal into oneself calls for the supple,
sympathetic agreement with the lowed one. The feeling of love is rather a promise of
communion, an utopian brace, a temptation of completeness by Eros, than self-fruition
of the moment of love. Therefore, the poetic expression takes on the aspect of an
invocation and the imprint of an idealizing impetus, which condoms the traits of the
loved one to an eternal imperfection, to a perpetual provisional state, to an adjournment
of real data, in favor of laying out a non-contingent relief of the clamored being: Dar
oricit ma tem si oricat te chem/ Tu te-ai ficut abur si m-astepti si vin/ Si descant tot eu
pe numele tdu/ Si sd mai incerc sd te scap de chin” sau ,,inger luminat, duhul i l-ai luat/
Viatd dupd moarte, dd-mi-l inddrit/ Si-am sd vin tot eu si ti-1 aduc/ Cand o fi cu parul alb
ca de omit// Il cheami Ton si-i fecior de om/ Cum n-am cunoscut, cum n-am mai
vazut,/ Daci nu-i mai ai trupul s mi-1 dai/ Fi-1 de la inceput sufland peste lut”.

It is true that lleana Mailancioiu often disguises her feelings, experiences and
visions in an allegoric note, granting them an oneiric identity, with a rather obvious
symbolic investiture. Thus, Ieronim, Irodesa, the Queen, Natanael are characters with an
unquestionably mythical aura which roam the poet’s verses, as just as many diffuse alter
egos through which it is attempted to go beyond the monadic contour of the solitary
being and to express a desire to communicate with the universe. Thus, the verses of
Ileana Milancioiu produce an effect of palimpsest, to the extent that in the under layer of
one’s own feelings, the under layer of the figuration of one’s imagination, every day
mundane structures, objects and figures are predicted. On the other hand, the body’s
dematerialization, the spiritualization of purely biological elements exhibit the same will
for purity and impetus towards the ideal, as repeatedly presented in these verses (,,lertati-
md, vd rog, ¢ vd spun, dar mi-e fricd,/ Trupul dumneavoastrd nu mai este decat/ Un
contur de lumind aproape difuz/ Si prin el vi se vid toate oasele frante”). An essential
metaphor for the poetics of Ileana Milancioiu is the “dead queen”. This is a metaphor for
singularity, for an “I” which detaches itself from the contingent, finding its inner universe
and implicitly arrogating to itself a transcendent posture and position towards the
apparent, disharmonic elements of one’s character. In the same time, such a metaphor has
incontestable thanatic connotations. The symbolism of death, the breath of nothingness
are obvious. In fact, one might say and the critics have also observed it, that the “dead
queen” is an inverted image, in a thanatic mirror, of the poet herself. ,,Ci iar regina ta
colindd peste lume/ Si ochiul meu niscut de trupul ei se-aratd/ $i trupul meu e umbra
eternului ei trup/ Intrat in umbra cea adeviratd// Si cum si-ntinde ména se-ntinde mana
mea/ Spre umdrul tiu rece si aplecat si mare/ S$i cum isi lasd fruntea se lasid geana mea/ Si
gura mea se lasa spre trista-ti rasuflare”.

Thus, love and death are themes which contaminate each other, in a romantic
tradition; Eros gains reflexes of Thanatos, while living encloses uncertain spaces, with a
fluctuant geography of dream and affective solitude. Life and death, for that matter,

22



appear to be not so irreconcilable realities, on the contrary, the spaces they occupy
overlap. In a world of alienation, of dismantled meanings and progressive reification, even
the feeling of death seems to be more tolerable, entering almost within the limits of
natural. ,,S4 stai o zi in locuinta mortilor,/ S4 mananci painea lor/ $i sd bei din vinul lor
curat/ Si sd te-ntorci aici nepasitor.// Sa fii sigur cu cine-ai mancat, /S fii sigur cu cine-
ai vorbit,/ Si-ti amintesti ce stare aveai/ in clipa cand te-ai trezit// Tot in lumea asta in
care / Niciodatd nu stiai cu-adevirat/ Cu cine stai la masi si cu cine/ faci drumul cu care-
ai plecat// Si nu te temi cd ai ajuns la capdt/ Si-ti fie totuna incotro apuci/ Si nu-ti mai
fie frici de moarte/ Mai mult decat de viata pe care-o duci”. The lines in Urcarea muntelni
impose due to their agonizing and in the same time protesting bearing, to the vehemence
of the prophetic tonality, to the images of rejection of a disintegrating reality, in which
individuality was condemned to nothingness and collective guilt pulled down. The feeling
of loneliness, of separation is irremediable here: ,,Ne-am separat, nimeni nu mai este cu
nimeni/ Cineva a avut grijd si nu mai fim cu ad evirat/ Nici micar dd la un loc si a
reusit/ Si totul e mai greu de-ndurat// Mai stim aldturi doar din intamplare/ Si-n linistea
atat de asteptatd/ la care am ajuns fird si vrem/ Eu aud incd voci de altidatd.// Suni
unite-n capul meu si totusi/ Ceva nedeslusit md face si md mir/ Cum pot suna unite
vocile unor oameni/ inchi§i pe rand in ei ca intr-un cimitir.// Stiu bine ¢4 eu insdmi n-as
mai putea acum/ Si mai iau totul de la inceput/ Si-nnebuniti de durere strig:/ O, vino
inapoi, maret trecut.// Dar nu-i de-ajuns si strig ca el si vind,/ Parcd ne-am pribusit de
undeva de sus,/ Ar trebui ceva si-nvie mortii/ Din linistea cate li s-a impus”. The inner
dynamics of Ileana Mildncioiu’s poems is not at all centrifugal, oriented towards the
world, but rather centripetal. Most of the verses are constructed for the purpose of
configuring an “I”” mythology, with its universe pressed by unknown secrets and guilt, by
unsettling phantasms and figures of incapability or death. Sensitive to reality’s abuse, the
poetic voice many times modulates in arpeggios of dense melancholy or of a sublimated
pathos.

Pasdrea tdiatd is maybe the representative poem for the vision, style and means of
lyric construction used by Ileana Malancioiu. Beyond the implicit presented poetics, what
impresses here is the tragic thrill drawn in clear verses, with an edifying conspicuousness
of the delimitation of certain liminal feelings. The poetry can be considered an initiation
in the secrets of existence. Here, knowledge means oblation and expiation. It is the
metaphor for entering a forbidden property, in which great secrets about existence, full of
meaning and miracle, await. Pasdrea tdiatd is a parable of initiation into the grave secret of
death. The child at the age of candour becomes aware of the insertion of Thanatos within
the living, it becomes aware of this fundamental dichotomy of human knowledge: that of
life and death. The trauma of this perception of the end is also marked by the use of the
verb “a uita” [“to forget”] in two cases, which for that matter, are in a relation of semantic
and symbolic contamination with the verb “a se uita” [“to look”]. On the other hand, the
dominant condition of the images is the visual one, an extremely striking visuality, which
amplifies the dramatic character of the lyrical drawing: “M-au ascuns batranii dupa obicei/
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S4 nu uit de frica pasirii tdiate/ §i ascult prin usa incuiati/ Cum se tavileste si se zbate.//
Stramb zdvorul subrezit de vreme/ Ca si uit ce-am auzit, sd scap/ De aceastd zbatere in
care/ Trupul mai aleargd dupd cap.// Si tresar cand ochii, impietrind de groazd/ I se-
ntorc pe dos ca si albeascd/ $i pirand ci-s boabe de porumb/ Alte pisiti vin si-1
ciuguleascd”. Purity and innocence make way, following this revelation of death, evil,
nothingness, to a guilty cognition, a cleave in harmony and world balance. The child,
fascinated by the spectacle of life passing into death, lives and relives the bird’s fright, it is
traumatized by this seemingly endless struggle ,,in care /Trupul mai aleargd dupi cap” [“in
which/The body still runs after the head”. Being on the other side of the forbidden space,
the child lived in a universe of beatitude and purity, in a mythical geography, in which
space and time did not exhibit the imprint of historicity and the dimension of existence
were placed under the sign of continuity and integrity. Once inside the space of
knowledge over good and bad, life and death, conscience is placed under the sign of
scission, it has the dramatic revelation of a temporality which brings along the
degradation and transformation of existence into nothing.

In this moment of cognition, existence seems entirely amputated, disintegrated,
disharmonic. The child’s gesture is not incidentally that of rebuilding the connection
between the elements, of making up for the voids in existence, of restoring the
functionality of life to a being which has passed into nonbeing. The guilt caused by
knowing the contradictions and convulsions of existence claims expiation; the
disintegration of the living calls after itself a reintegration at a symbolic level, also recalling
an illusory rebirth: ,,Jau c-o mani capul, cu cealaltd restul/ Si le schimb cand mi se pare
greu,/ Pand nu sunt moarte, si mai stea legate/ Cel putin asa, prin trupul meu.// Insi
capul moare mai devreme/ Ca si cum n-a fost tulburat or tdiatd bine/ Si sd nu se zbatd
trupul singutr/ Stau sd treacd moartea-n el prin mine”. There is no doubt that the verses of
the poem Pasdrea tdiatd bring to life a sensitivity with an acute propensity towards the
aporia of reality. The resonance of cutting the bird in the conscience of the lyrical self, is
stirring and tragic, causing guilt and disquiet. Knowledge, as a description of a human
being perceptive towards the world, exhibits the dimensions of oblation and guilt, to the
extent that by its means, the experienced human being emerges from the protective
perimeter of one’s self, from its favorable reclusion and becomes aware of the drama,
non-fulfillment, fissures, abnormalities and the imperfections of human nature. In Ileana
Milancioiu’s vision, knowledge implies overcoming the limits accepted by the illusory,
utopian perception of human nature, the surmounting of barriers, boundaries and
implicitly finding an access path towards the “forbidden area”. Pasdrea tiiatd is an
emblematic poetry for the lyricism of Ileana Maldncioiu, a lyricism which is marked by the
volutes of allegory and by the clear drawing of a verse with a precise cut, in a style which
combines the precision of expression with the enciphering of meanings.

One of the most frequent themes of Ileana Malincioiu’s poetry is death, fear
transcribed into an austere-expressionist tone, in a febrile and violent writing, in a wry,

extremely tense phrasing. In this sense, Eugen Simion notes that “the parables of Ileana
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Milancioiu always place the human being into a situation with no exit. Only poetry can
still gather the body’s fragments and make sense of an existence from which nothingness
takes a strong bite. There is also an element of sarcasm in the poetry, there is a subtle
sensitivity towards the grotesque, the obscure and the morbidity of life. Ileana
Milancioiu’s insight easily discovers the »oid in things, the inconsistency of light, the
evanescent forms of matter. There is a direction of the imaginary and it always indicates a
collapse of rough matter, a descent of the spirit to the lower limit of the bearable. Ileana
Milancioiu puts a certain fervor in suggesting this endless fall of structures, exhaustion of
the human being which wants to understand the secret causalities of an irreversible
process.”

A poetry with an intense fervor of visuality, in the pithiness of images and the
drawing with an atrocious precision of details, the Bou/jupuit approaches the thanatic
theme from the perspective of the relationship between the vital flux and the body’s
materiality, between ideality and reality. The inferno of the body deprived of the signs of
life is represented in a drawing exhibiting a thrilling concreteness of lines and colors, in a
lyric staging with maximum imagistic conspicuousness: ,,Boul jupuit atarna cu picioarele
in sus,/ Pielea nu mai inveleste carnea lui cea muritoare/ O lumini dinduntru si-o lumini
dinafari/ Lasd coastele sd faci cercuti albe de ricoare.// Locul inimii asteaptd insemnat
cu cheag de sange/ Capul cel cu stea in frunte se mai vede numai unde/ Ochii umezi dati
pe spate vine cineva si-i scoatd/ Si desparte carnea rece de luminile rotunde.// Eu riman
ticuti-n preajma trupului ce se lungeste/ Si se leagind in aer parci-anume ca si stiu/ Ci
din el se vede doar o umbri si-o lumind/ Datd de acea putere de-a fi fost odatd viu”. The
last verse of the poem transmits the mortifying sensation of the immanence of flesh, of
the all-dominant nothingness, of inert matter which is self-sufficient: ,,Dar lumina este
rece si incep sd ma cutremur/ Ci in jur nu vad nimica si incep si-i dau ocol/ Pana cand se
tup in noapte funiile de pe oase/ Si dispare fird urma trupul atirnat in gol”. The poem
Boul jupuit, which is representative for the lyricism of Ileana Malancioiu, outlines a feeling
of death carved from images of suggestive materiality. The ephemeral character of
appearances, of the flesh dispossessed by the transcendence of the vital spirit is the last
suggestion of these verses engraved with an extreme sensorial acuity into the contorted
and contracted relief of the poem. The poem has a rather dramatic structure and the lyric
tension comes from the congestion of details from the visceral sphere, from the field of
immanent existence of the body. A feeling of reification penetrates the poem’s space, the
mechanics of living is gradually replaced by an inertness of the fleshes, which no longer
transmits an illusion of life. The vital dynamism is absent, only the revelations of the
visceral trace that so fragile limit between life and death, between spirit and matter. Ileana
Milancioiu’s lyricism is not one dealing with the adhesion to the values of exteriority, but
rather with entrenching oneself within one’s space, in an imaginary territory with a

peculiar and refined architecture.
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FARA PRECEDENT. WOLFGANG ISER DESPRE IMAGINEA IMAGINATA
Unprecedented. Wolfgang Iser about the Imagined Image

Dorin STEFANESCU!
Abstract

The interpretation below focuses on one of the most important aspects of Wolfgang Iser’s theory
of the esthetic effect: the so called imagined image. Involving the act of reading, these images have a main
role in establishing the relations between the textual signs, creating the passive syntheses in which the
anticipative vision (the protention) and the remembering one (the retention) are working together. In this
phenomenological horizon, to imagine the image means to recreate, to raise the world in the sense of its
new unprecedented beginning, as it appears in the hidden structure of a poem.

Keywords: Wolfgang Iser, protention, retention, passive syntheses, image.

Care este procedeul prin care imaginea ascunsd a inaparentului, dandu-se ca trup
poetal pe care il ia semnificabilul nemanifestat, se constituie in intelegerea cititorului? Ceea
ce Incepe si semnifice in mod originar nu se intrupeaza imaginal decat In lectura
comprehensiva al carei punct de plecare este de ordin intuitiv. Punct de vedere,
deopotriva, care deschide perspectiva in care se articuleaza dialectic viziunea anticipativa
(protentia) si cea rememorativa (retentia), alcatuind sinteza relatiilor intre semne abia in
aceastd postura semnificantd. Sintege pasive, cum le numeste W. Iser, care, pe de o parte,
»u se manifestd nici in forma lingvistica a textului si nu sunt nici o purd fantasma a
imaginatiei cititorului”. Pe de alta parte, ,,aceste sinteze au loc sub pragul constientizarii $i
astfel nu devin ele Insele obiectuale, dacd nu sunt ridicate, de dragul analizei, deasupra
acestui prag’.? Astfel cd, In primul rand, ele nu apar la nivelul corpului poetic articulat
textual, in masa lingvisticd a rostitului manifestat. Proiectia realizatd (in dublu sens: a
cititorului in orizontul imaginilor semnificante i al acestuia in imaginatia cititorului)? este
ante-predicativd, cdci ceea ce imaginile aratd se spune intr-o rostire non-verbald, de
dinaintea rostitului, se incheagi In semnele pre-lingvistice ale unui infra-discurs care nu se
adreseaza gandirii ci intuitiei. In al doilea rind, fiind non-obiective si ca atare pre-tematice,
sintezele riman totodatd sub pragul constiintei, pure prefigurari ale semnificabilului care
se formeaza luand chipul unei imagini. Non-obiectiva, cum spuneam, natura acestei lecturi
sintetice este si non-subiectivi, o realitate care nu e un dat al intentionalitatii, rodul unei
obiectivari congtiente.* Ful cititorului care imagineazd se contopeste in intuitie cu

orizontul imaginii care se deschide in el insusi, fird ca el si-i poata stabili cu exactitate

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

2 Wolfgang Iser, Actul lecturii. O teorie a efectului estetic, Ed. Paralela 45, Pitesti, 2006, pp. 297, 298.

* . Notiunea de proiecfie trebuie luata in acest caz intr-un sens dublu: imaginea pe care o vad (...) este eul meu,
asa cum el se proiecteaza in afard, si in acelasi timp este acel « afard » care se proiecteazd spre mine” (Jean
Starobinski, Relatia critica, Ed. Univers, Bucuresti, 1974, p. 222).

* Aici, remarca Starobinski, ,,nu e usor si distingem ceea ce apartine de fapt subiectului si ceea ce defineste
lumea la care el se raporteaza. De fapt, aici vedem nascandu-se o realitate complexd in care se aboleste distinctia
dintre subiectiv si obiectiv, si in care subiectul se dovedeste inseparabil de lumea sa proprie” (0p. Cit., p. 222).
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provenienta: este ea o creatie a rostirii poetale sau aceasta e doar impulsul pre-textual care
declanseazi imaginea? In al treilea rand, sintezele de acest tip sunt pasive tocmai pentru ci
nu iau fiinta prin judecati si predicatii, fiind simple presupozitii care se contureaza in actul
lecturii, determinand comprehensiunea. Prin toate aceste caracteristici, sintezele pasive au
o natura imagistica; ele propun, ca mod central al lor, zzaginea care aduce ceva la aparitie,
depisind experienta purd a obiectului. Ceea ce apare 7 sau ¢z imagine ,,nu este identic nici
cu datul obiectului empiric, nici cu semnificatia unui obiect reprezentat”.> Ceea ce
,»vedem” in imaginatie nu este propriu-zis o imagine care se profileaza intr-un unghi optic,
asa cum se Intampld in cazul perceptiei.® Ceea ce apare e nemaivazutul unei experiente
unice, cdci nu reprezintd niciun dat obiectual perceptibil direct sau indirect in realitate.
,»Vederea imaginilor presupune absenta factica a ceea ce ajunge la intuitie in imagini”,’
adica aparitia unei lumi absente din obiectualitatea existentei, prezentd insi in imaginea
care se iveste in locul acestei absente. De vreme ce ,,conditia constitutiva pentru imaginare
rezidd tocmai in faptul ca se refera la ceea ce nu este dat sau este absent, care ajunge la
aparitie prin ea”,® aceastd vizare depaseste simplele intentii schematizate care nu fac decat
sa simbolizeze obiectul cgito-ului si care raman acte ale constiintei imaginante.? Constiinta
imaginanta insa este intentionald; pentru ea imaginea este un obiect subordonat actului
prin care el se constituie. O intelegere pentru care imaginea nu spune nimic, deoarece ea
»s¢ realizeazd 7n imagine si nu prn imagine.! Dar, din perspectiva unei poetici
fenomenologice a inaparentului, nu intelegerea ca atare trebuie reprezentatd in imagine, nu
prin imagine ajunge ea sd inteleaga mai bine ceea ce i se prezinti. Ceea ce se vede — in si
prin intelegere — este imaginea unei absente referentiale, a non-datului unui semnificabil
nemanifestat, iar acest non-obiect ajunge la intelegere sub pragul constiintei intentionale,
apare intrupat ¢z imagine. Altfel spus, este o zzagine imaginata (1 orstellungsbild).

,lmaginea perceputd §i imaginea imaginatd nu se deosebesc doar prin faptul ca
prima se raporteazd la un obiect preexistent, iar cea de-a doua la un obiect care mi se

sustrage”.'l Am spune mai mult: in cazul imaginii imaginate, nu avem defel vreun obiect

® Wolfgang Iser, op. cit., p. 299.

® Despre ,problema imaginii si efortul psihologilor de a gisi o metodd pozitiva”, cf. Jean-Paul Sartre,
L’imagination, Quadrige / PUF, Paris, 1983, pp. 21-83.

" Wolfgang Iser, op. cit., p. 301.

® Ibidem.

9Astfel, pentru Sartre imaginea ,,este o constiintd care vizeaza producerea unui obiect: ea este deci constituita
prin anumite moduri de a judeca si de a simti pe care nu le constientizam ca atare ci le percepem cu privire la
obiectul intentional drept cutare ori cutare din calititile sale. Intr-un cuvant: functia imaginii este simbolica”
(L’imaginaire, Gallimard, Paris, 1988, pp. 188-189). Or imaginile acestea functioneazd pe baza schemelor
simbolice, active in procesul ideatiei, care ,,nu au decat un singur sens, cel al gandirii pe care o simbolizeaza”
(ibidem, p. 193) si care poate fi astfel inteleasd cu concursul imaginilor. Este ceea ce Sartre intelege prin
»compréhension imagée” (ibidem, p. 195). Dar el se referd aici la imaginea-obiect vazutd din perspectiva si cu
mijloacele unei fenomenologii a perceptiei sensibile.

10 Jean-Paul Sartre, L’imaginaire, ed. cit., p. 201. ,Este imposibil si gisim in imagine ceva mai mult decat
punem in ea; altfel spus, imaginea nu comunica nimic. Prin urmare, e imposibil ca intelegerea sa opereze asupra
imaginii deja construite. O asemenea afirmatie decurge din iluzia de imanenta. In realitate imaginea nu ar putea
avea functia de a ajuta intelegerea. Ci mai degraba constiinta comprehensiva poate, in anumite situatii, s adopte
o structurd imaginanta. Obiectul-imagine apare n acest caz drept simplul corelativ intentional al insusi actului de
intelegere” (ibidem, pp. 199-200).

1 Wolfgang Iser, op. cit., p. 303.
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la care ea s-ar raporta, orice raport obiectivant fiind suspendat. Ceea ce este imaginat este
o imagine, si atunci sa fie imaginea imaginatd o imagine la puterea a doua, care are drept
obiect imaginea ce apare in arhitectura textuald? Nicidecum, caci ceea ce numim imaginea
ca trup poetal al semnificabilului nu numai ca aduce la vedere ceea ce altfel ar ramane
pecetluit in ascunsul inaparentului, dar este ea insasi valul care ascunde si aratd in acelasi
timp, imaginea prin care se vede nu un obiect sustras, absent intrucat nevizut dar de fapt
existent, ci realitatea non-obiectuald a ceva ce nu existd decat in substratul germinant al
poemului. Ceea ce vine la vedere este posibilul semnificdrii care se aratd pe sine proiectat
pe imaginea de fond care il face vizibil, in lipsa unui obiect imaginar la care sa trimiti. De
aceea, ,starea non-identicului” de care vorbeste Iser se referd si la felul de a se arita al
imaginii; ea se prezintd ca imposibild asemanare cu vreun lucru existent in lume si — prin
aceasta — ca alteritate a non-datului posibil, un a/fe/ in a carui proiectie lumea semnifica
prin esenta ei ireductibild. Imaginea aceasta e necunoscutul care vine pe neasteptate, ne
surprinde cu aparitia sa care ne tulbura familiaritatea cu lumea, cu bineintelesul propriei
noastre lumi, in care totusi ne recunoastem in chiar suspensia la care ne obliga
neobisnuitul. Sustrasi din datul realitatii noastre, ,,prin irealizarea produsa de activitatea de
imaginare pe care a provocat-o textul”,!? suntem pusi in prezenta unei imagini pe care,
intr-un fel, o producem noi insine, pornind de la ceea ce textul oferd imaginatiei. Trebuie
insa subliniat faptul ca ceea ce textul da este, pentru noi, non-datul unei experiente ex
nihilo, nu — asa cum spune Iser — aparitia unui obiect imaginar drept ,,extensie la acea
cunoastere deja existenta”,!? ci proiectia pe care o face posibila perspectiva deschisa de o
experienta intemeiata pe necunoastere, izvorata din ignorarea coordonatelor obiective ale
lumii deja-date, si cu care cunoasterea abia incepe.'* De aceea, ,,daci In imaginea
imaginata se produce o irealizare a cititorului”, acestuia ,,ii poate apdrea In imagine ceea ce
nu este spus in relatia semnelor ca realitate”: o imagine care aduce ceva nou, ,,ceva care, in
lumina cunoasterii prezente, nu a mai existat”.!> Non-existentul real este non-datul
existential al experientei lumii, absenta radicald in golul careia imaginea isi face loc, apare
pentru a in-locui forma unet lipse.

Cum poate fi inteleasd aceasta imagine ce apare in locul a ceea ce dispare, ca in-
formare a inaparentului insusi? In fata unei imagini care nu mai are vreun reper in lumea
experientei empirice, nu se profileaza in lumina prealabilului, intelegerii ii fuge pamantul
de sub picioare, suspendatd In irealitatea non-datului, dislocati permanent de forma pe
care trebuie sa o locuiascd, Intrucat acum ei nu ii mai apartine nicio stare de fapt

12 Ibidem, p. 307.

'3 Ibidem, p. 309.

4 Este sensul in care Blanchot afirmi ci ,,tot astfel dupd cum a fi « artist » inseamna a ignora cd existd o artd
dinainte datd, ca existd o lume dinainte data, a citi, a vedea si a auzi opera de artd pretinde mai multd ignoranta
decét stiinta, pretinde o stiintd ce se intemeiazad pe o imensa ignorantd si pe un dar care nu este dinainte dat, pe
care trebuie de fiecare data sa-1 primesti, si-1 dobandesti si sa-l pierzi, Tn uitarea de sine” (Spatiul literar, Ed.
Univers, Bucuresti, 1980, p. 122).

15 Wolfgang Iser, op. cit., pp. 308, 309.
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existent.16 Ceea ce ea vede porneste dintr-un ,,punct de perspectiva” in care semnele
»incep sa se deschidd in directia unui altceva”, ca pur indiciu figurativ care arata si
semnifica, semnificd ceea ce aratd si care ,,deschide astfel capacitatea de imaginare a ceea
ce se sustrage desemnarii”.!” Semnele nu semnifica decat in aceasta de-semnare apriorica a
realitatii referentiale, realitate destituita, scoasa din vibratia rostitului, decreata si irealizata
in chiar locul in care imaginea o recreeaza cu sens. Cici imaginea imaginatd nu in-locuieste
lumea pentru a o neantiza; o intoarce pe dos, rivasindu-i semnele, amutindu-i ecourile. A
imagina imaginea inseamna astfel a recrea, a inalta lumea cu sens, a-i da un nou inceput.
Descoperire si originare ce definesc procesul de imaginare drept un act creator. Doar lipsa
de precedentd a constituirii sensului In imaginatie confera imaginii puterea creatoare,
deschiderea ei ca inceput absolut fird precedent. lar aici, in punctul zero al originii, ceea ce
aratd imaginea este znzmaginabilul unui semnificabil posibil care incepe si spunda lumea
scotandu-i la lumina fata nespusa. ,,A-ti imagina inimaginabilul” inseamna tocmai a vedea
ceea ce iese la iveald in acest ,,de neimaginat”, a umple forma goald orientand imaginatia
catre ,,0 semnificanta neverbalizatd in text”, ,,perceputa ca o desprindere de familiar”.18
Prin determinarea negativa a contextului de referinte la ceea ce spune textul, imaginatia va
produce forme imaginale ,in care vor apirea la lumind cele pe care textul — in ceea
formuleazd — le ascunde. Cele trecute sub ticere de textul formulat apar insd din cele
spuse. 31, din aceasta cauzd, cele spuse vor trebui modalizate astfel Incat cele ascunse si fie
imaginabile”.? Iesirea din ascundere a nespusului face cu putintd imaginabilul, forma
imaginald a inaparentului trecut sub ticere, dar nu abroga natura inimaginabild a ceea ce ¢
pus in lumina. Sensul care iese in forma imaginii este cel in care se spune de fapt absenta
oricarui obiect predeterminat, pre-dat in procesul imaginarii. Ceea ce se pune In scend,
desi imaginabil in intuitia comprehensivd, ramane inimaginabil in raport cu datele
experientei empirice, unde imaginea este de neimaginat. Pentru ca cele ascunse si intre in
sinteza pasiva a celor imaginabile, ele trebuie sa intalneascd — in imaginatia cititorului —
forma potrivita pe care si o locuiasca, un orizont al intelegerii disponibile in care sa fie

primite si rostite, pe masura deschiderii pe care o ofera.?

18 Adica niciun fapt pe care l-ar putea obiectiva, asa cum procedeaza perceptia reproductivi, re-prezentativi. Caz
in care obiectul este imaginat in masura in care el ,,impresioneaza” constiinta: ,,O perceptie este constiinta unui
obiect. Dar, in calitate de constiintd, este de asemenea o impresie, ceva prezent in imanentd. Acestui ceva prezent
imanent, perceptiei unui A, 1i corespunde modificarea reproductiva: re-prezentarea perceptiei, perceptia in
imaginatie sau in amintire (A’)”. Dar o astfel de ,,perceptie In imaginatie” este totodatd imaginarea obiectului
perceput: ,,0 modificare ce re-prezinta perceptia este in acelasi timp o re-prezentare a obiectului perceput:
obiectul este imaginat, rememorat, asteptat” (Edmund Husserl, Lecons pour une phénoménologie de la
conscience intime du temps, PUF, Paris, 1964, p. 116).

7 Wolfgang Iser, op. cit., p. 311.

'8 Ibidem, p. 316.

9 Ibidem, p. 321.

2 De addugat cd imaginea imaginatd, in conceptia lui W. Iser, corespunde 1n linii mari cu ceea ce R. Ingarden
intelege prin imaginea reconstruita (drept al patrulea strat Tn structura operei literare): ,,0 anumita imagine, in
care ni se Infatiseaza concret obiectul reprezentat” (Roman Ingarden, Studii de estetica, Ed. Univers, Bucuresti,
1978, p. 36). Cu referire la tabloul impresionist, astfel de imagini ,.trebuie sd provoace in privitorul tabloului date
asemandtoare, intr-o masurd, celor care ulterior duc la reconstruirea unei imagini ulterioare” (p. 148), céci ,,daca
privitorul se supune solicitarilor picturii i daca, (...), reconstruieste el insusi in cadrul receptarii sale o imagine
adecvatd, atunci obiectul reprezentat in tablou i se arata cu toata concretetea si in deplinatatea calitatilor sale, dar
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numai cu Infatisarea sa strict vizualda” (p. 155). Se distinge astfel intre culoarea proprie obiectului si iluminarea
sa, pentru maniera impresionistd de reconstruire a imaginii fiind esential ,,faptul ca toate culorile, asternute
realiter pe panza, furnizeaza numai baza senzoriald a imaginii. Aceasta baza il solicitd pe privitor sa completeze
datele senzoriale cu diferite configuratii structurale si continutiste (cum le numesc fenomenologii), asadar 1l
solicitd la constructia intentionald a imaginii unui strat constitutiv mai inalt” (p. 156). Dar — se cuvine remarcat
cu privire la structura poetica — o astfel de constructie intentionald a imaginii, pentru a fi cu adevarat
reconstructie iluminativa — indeterminarile fiind inldturate prin ,,concretizari” sau actualizari in cursul lecturii — ,
trebuie sd cuprindd o etapd intermediara, a deconstructiei, in cursul cdreia imaginea datd, a obiectelor
reprezentate care apar asa cum (se) arata, este ,,deformatd” in privirea celui ce contempla (deformare determinata
de noua perspectiva in care e integratd, inclusiv una temporald), pentru a fi apoi reformata conform propriului
orizont de receptare si de comprehensiune al acestuia.
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METAPHORICAL MODELS, CYBERGENRES AND USER STRATEGIC
MODES IN VIRTUAL SPACE!

Carolina GIRON-GARCIA
Ignasi NAVARRO I FERRANDO?

Abstract

In recent decades, new technologies have evolved so rapidly that the use of computers and the Internet
has resulted in the appearance of a new type of genre, ie. Cybergenre (Shepherd & Watters, 1998;
Shepherd, Watters & Kennedy, 2004). The medium used by these new genres, their social role, their
purpose, their audiences and kinds of skills required to their users differ from those of old genres, and
therefore, cybergenres cannot be measured or characterized by means of the same parameters as
traditional written (paper format) genres. On the other hand, some authors have described three types of
“Reading Modes”, such as ‘Navigating’, ‘Browsing’, and ‘Reading’ (Girén-Garcia, 2013), regarding
different Internet users’ strategies.

Our hypothesis is that the type of reading mode —or user strategic mode- not only has to do with types of
users and their tendencies but also with the cybergenre itself, its configuration and the types of cognitive
frames that it activates in users. Each particular genre activates certain metaphorical models —made
apparent through metaphorical expressions— that configure the necessary paths for users to succeed in its
adequate processing.

In this context, our purpose here is to identify idiosyncratic metaphorical expressions that may guide the
movement of the user thought texts precisely because they activate cognitive models. In turn, we provide
descriptions of metaphorical models and try to explain and illustrate their coherence within particular
genres. Therefore, our procedure consists firstly in selecting genres, such as on-line dictionaries and
market sites, secondly identifying metaphorical expressions, and finally describing the models they
activate, so that we can elucidate different user strategic modes (reading modes) for each genre type.

We claim that different guiding metaphors of topological character (spatial) prompt different users’
techniques or strategies. In addition, we suggest that these metaphors provide internal coherence to the
genres, as such.

Keywords: Digital literacy; Cybergenre; Idealized Cognitive Models (ICMs); Metaphor; Virtual
space

1. Introduction

The purpose of this study is to provide some evidence that metaphorical models
constitute a relevant part in the comprehension and production of texts, and more
concretely digital texts in the World Wide Web (Navarro 2008; Navarro ezz/. 2008; Navarro
& Silvestre 2009). On the one hand, our research envisages a characterization of the role of
metaphorical models in digital genre configuration as different from other genres as for
content organization and structure. Metaphorical conceptualization plays a role in the
comprehension and production of texts as context-bound and genre-bound communicative
events (Caballero 2003; Ponterotto 2000, 2005). On the other hand, Shepherd & Watters
(1998: 98) emphasize the role of genre in the development of the notion of interface in the
Internet. Digital reality has prompted researchers to explore users’ interaction with online

This study has been possible thanks to fundings from*“Pla 2014 de Foment de la Investigacié de la UJI”" (Ref.
P1.1A2014-02)
2Universitat Jaume I, Castell6 de la Plana (Spain)
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genres (Toms & Campbell (1999: 3). In this connection, the study of productive and
procedural mechanisms that govern interaction with online genres can be fundamental to
the development and teaching of autonomous skills for language learning in hypermedia
environments. In this line, we intend to show some ways in which metaphorical models
bring about a cognitive guide for Internet readers to make up meaning throughout their
trajectories across hypertexts (Kress 2003). Consequently, the purpose of this work consists
in identifying the nature of some metaphorical Idealized Cognitive Models (ICMs) that
offer coherence for the design and elaboration of websites, which in turn guides users’
strategic modes. Linguistic expressions such as “home” or “visit” are not only used in our
daily language, but also in digital environments that offer a medium for cybergenres. In this
context, we try to disclose the connection between metaphorical models and ‘digital
literacies’ (Giron-Garcia 2013; Girdn-Garcia & Gaspar 2012) that allows for the reading of
cybergenres to be a cognitive process whereby users construe meaning of digital texts

through the mental activation of previously well entrenched cognitive models.

2. Cybergenre generation: characteristics and evolution

In this context, we intend to show how Cybergenres in the new media age can help
to develop different strategic modes of facing a digital format, in other words, different user
strategic modes.

The notion of genre is not new. Communication events have already been classified
into categories or ‘genres’ that are characterized by form, topic and purpose; therefore we
still need to refer to genre studies on some occasions to understand metaphorical models
that occur on the Web. In addition, new technologies (ICTs) have evolved so rapidly that
the use of computers and the Internet has resulted in the emergence of new genres (i.e.
‘Cybergenres’).

In our digital society, electronic texts adopt new characteristics. Digital texts are
hypertextual, interactive, and multimodal (Luzoénes af, 2009). The notion of hypertextuality’
implies that users are able to navigate creating their own paths through information in a
non-linear way that may be different from the path followed by other readers or the
author’s intended path. In “nferactive’ texts, readers are invited to co-author online texts as
they navigate various paths and construct a personal adaptation to different types of
information. Thus, texts on the Internet become interactive environments as opposed to
static words on a page. Electronic texts are also “ultimodal’, because they can integrate a
range of symbols and multiple-media formats including icons, animated symbols,
photographs, virtual reality environments.... Thus, images and sounds are combined with
written texts to create new ways to convey meaning.

Given that genres evolve over time in response to changes and social pressures, in
some cases, these changes lead to the appearance of new genres. In this work, we refer to
the emergence of ‘cybergenres’. Shepherd & Watters (1998) classify cybergenres into two
main classes of subgenres, ie. (i) extant and (ii) novel, according to their degree of
evolution. We will try to show that novel genres incorporate the three aspects illustrated
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below (hypertextuality, interactivity and multimodality) plus further traits like hybridazation
of cognitive models.

3. Genre hybridization. (W)reader or user?

In the technological medium, we are able to move from one digital environment to
another. The notion of traversal is often associated with that linking process that allows for
interaction between configurations of space and time. Lemke (2009) defines traversal as a
mediational process that involves establishing connections across spaces.

A web page provides visual hints that allow its users to grasp its content, purpose,
organization, and function. In order to use digital texts effectively, users should be able to
identify the features that make them different to other kinds of documents. When we
identify a genre, we activate a mental model that brings about a set of expectations and
inference pathways which facilitate textual interpretation and use. Accordingly, digital
genres are conceived as a meeting point for designers’ and users’ representations and
models. Providing that we are dealing with a digital medium, hybridization of genres takes
place if we compare digital to traditional generic taxonomies.

We can talk about significant changes between digital and traditional formats to
access and read information. 'Wreading’ (Luz6n& Ruiz-Madrid, 2008) has to do with the
introduction of new abilities that are necessary in the cybergenre era. Such abilities include
the user’s capacity to shift from one strategic mode to another. Girén-Garcia (2013: 144-
149) describes three strategic modes, namely ‘Navigating’, ‘Browsing’, and ‘Reading’. The
navigating mode consists in impulsive and quick shifts across websites whereas the
browsing and reading modes require more purposive behaviour. These two differ in the
degree of concentration that the user puts in a particular text within the same screen so that,
whereas the reading mode requires detention and intensive reading, the browsing mode
allows for scanning and skipping because the usetr’s purpose has more to do with searching
than with assimilating information. Our hypothesis is that the type of reading mode -or user
strategic mode (Giron-Garcia & Navarro, 2014)- not only has to do with types of users and
their tendencies, but also with the cybergenre itself, its configuration and the types of
cognitive models that it activates in the users’ minds.

4. Cognitive models and genre configuration: Metaphorical models in websites

The presence of different cognitive models in the same digital environment makes it
possible for users to switch from one navigation mode to another (mode-switching). In
addition, some digital environments demand the successive activation of different user
strategic modes. In identifying a genre, the user activates a mental model that brings about a
set of expectations and inference pathways which facilitate textual interpretation and
use.We conceive of cybergenre as a common ground where both designers’ and users’
genre representations and models meet. In this line, cognitive models facilitate cybergenre
variation in the Internet medium. Though the designer triggers off the use of a metaphor by

means of introducing linguistic expressions as procedural vocabulary in a website, previous
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knowledge about the metaphor source domain is already shared by designers and users. On
the other hand, we consider that rather than mere similarity between the structure of the
interface and prior knowledge, what actually occurs is that prior knowledge is mapped onto
the conceptualization of the interface structure. In Cognitive Linguistics, previous
knowledge shared by a cultural community has been analysed in terms of Idealized
Cognitive Models (ICMs). The nature of these underlying ICMs, may influence users’
representations of various types of websites.

The metaphorical linguistic expressions that recurrently occur in websites make
conceptual metaphors visible to the analyst as manifestations of such metaphors. Navarro
and Silvestre (2009) analysed a set of metaphorical source domains that map onto a target
domain, called “feature website” by these authors, which constitutes a new domain in the
conceptual system, given its recent existence in modern culture. That domain materializes in
an emergent genre, in terms of Shepherd and Watters (1998).

The ICMs mappings bring about a series of entailments for the users’ understanding
of the target domain —the new cybergenre— and determine the scope of the metaphors.
Each source ICM contributes to our understanding of websites as discursive organizations
and genres. Consequently, each ICM prompts its own inferential patterns as users attach
some pre-eminence onto them in the process of using a website.

In the following, we identify metaphorical expressions and the metaphors these
express. The metaphorical models that are revealed from this analysis may be considered as
those conceptual elements that build coherence in the website cybergenre. Given their
contribution to hypertextual coherence and architecture, these mappings are idiosyncratic
of cybergenres, and presumably, they might characterize reading strategies and modes.

In our analysis, source domains that map onto the target domain “website” are
made explicit. The analysis tries to show the entailments caused by the models which make
it possible for users to attain a feasible understanding of the target domain. In everyday
navigation, internet users are not aware of the systematic mappings between source and
target domains. Conversely, knowledge of such mappings is mainly unconscious, and it is
just for analytical purposes that domain maps are brought into awareness. Kévecses (2002:
0) remarks that the occurrence of metaphorical linguistic expressions reveals the existence
of the conceptual metaphors, i.e. the forms of language show evidence of the existence of
thinking patterns. In fact, it is rather difficult to speak about cognitive domains like websites
without turning to the usual linguistic expressions —visit, welcome, come in, home, etc. — which
constitute the overt manifestation of metaphorical models. Nevertheless, so as to
understand the mappings, we need some literal meta-language that allows us to describe the
literal domain. Thus, if we think of our experience of the domain ““website” /Jiterally we
visualize a designer who elaborates a software program and stores it into a computer server
at a real physical location. At a distant location, a person sitting on a chair faces a computer
screen. The computer may be turned on and linked to the server through telephonic
connection. A pointer on the screen is connected to an electronic device called mouse, so

that it can approach and cover a section on the screen; buttons on our device can activate
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new screens; new layouts emerge where labels, pictures or photographs, and most probably
written text appear on the screen. Certain linguistic expressions are coloured or underlined.
Clicks on marked expressions are used to activate further screens. Thus, apparently we
interact physically with the electronic device under our hand which causes the activation of
screens, and we also read text on the screen that the designer created. Actually, what will
appear next on the screen if we produce a new click on a marked expression is unknown.
The real makeup of the available material is hidden, and we have no physical access to it.

Thus, interaction with the Internet just in terms of the conceptualization and
representation of actual physical motion of hands, fingers and eyes, would make it rather
difficult for us to make decisions on what we want to activate and, consequently, read or
visualize. Person-computer interaction would turn out to be rather weird and would most
probably fail. For that reason, metaphorical models —conceptual metaphors— that provide a
coherent structure for previously unknown realities are needed for a practical understanding
of domains that have not been experienced previously or domains that do not allow for
physical experience (virtual domains). The unknown, new, abstract or virtual domain is
called Target Domain, whereas the previously known, physical or social, and well-
understood one, is called Source Domain given that it provides the conceptual source for
understanding the Target Domain.

In fact, our interaction with websites, our decisions as we activate screens, and our
use of internet materials and resources would not be possible without those cognitive
domains from previous experience. Navarro & Silvestre (2009) illustrate five source
domains that map onto the virtual domain known as ‘website’, namely, house, site, journey,
book, and net. For the present study, we will draw our attention to the ‘Book Model’ and
‘Site Model’.

The book model activates the traditional representation and conceptualization of the
reading process as associated to paper formats. Thus, websites are conceived of as pages that
users may browse through. The initial page is accessed before the next page and once the user
has accessed several pages there is the option to go back toprevious pages. An index and a
contentstable may be found, and a user’s option is to bookmark an interesting page. If the user
activates the ‘Book Model’, particular kinds of interaction decisions are more likely.

Along this line, the websites http://wwwl.aucegypt.edu/academic/writers/ (Ten

Steps to Writing an Essay) (Figure 1) and https://en.wikipedia.org/wiki/Main Page
(Wikipedia) consist of pages that users may browse through and read. One can go from one
page to the next page, and back to previous pages. There is an index and a contents table,
and we can bookmark an interesting page.
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(Fignre 1: “L'en Steps to Writing an Essay’ website)

Table 1 below shows all the linguistic expressions belonging to the book ICM that
have been extracted from the “Ten Steps to Writing an Essay’ website and from the
‘Wikipedia’ website, as compared to the expressions proposed by Girén-Garcia & Navarro
(2014).

BOOK ICM
Giron-Garcia & Navarre,  “10 STEPS TO WRITING AN WIKIPEDIA
(2014) ESSAY"

Bookmark - -

Page + + “special pages”, “page
information”, “page history”,
eftc.

Table of Contents + + “Contents”

Index + “Index”

Browse + “Browse...”

Find (a word or expression) + “search”

Image of a book + -

Main page + “Main page”

Readers + + “Read”

+ next + “articles”, “lists"”
“Style guide”, “Manual &f 1
style”

(Lable 1: Linguistic excpression of the Book ICM)

In contrast to the book model, in the site model, a sife masterwelcomes and invites
visitors to go around, and they may be requested to signin a reception book so that their visit gets
logged, or they may moveback and forth a path. Visitors arrive at a site that may be a rather large
area, and therefore they might need a sitemzap, and possibly some directions, to find their way in
the site, for instance a notice including you-are-here indications. Some sites may have a shop,
and an znfo desk where visitors get answers to frequently asked questions.
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(Figure 2: English Heritage’ website)

Accordingly, the website http://www.english-heritageshop.org.uk/  (English
Heritage) (see, Figure 2) provides linguistic expressions that activate the site model. As the
user opens the shop site, an invitation is stated to shop and to discover products (“search
the shop”). Table 2 below shows all the linguistic expressions belonging to the site ICM
that have been extracted from the ‘English Heritage” website:

SITE ICM
(Source domain and its linguistic expressions)
Girén-Garcia & Navarre, (2014) English heritage shop website

Site Map + “sitemap”

“You are here” + “shopping with us”

Invitation + “Explore and discover...”

Sign in + “sign in”, “join us”

Logging + “registering” “logged in”

Visiting + “search our shop” “A wide variety of people visit our online
shops”

Visitors + “visitors”

Back to... + “This will take you back to...”

Welcome + “Welcome to English Heritage Shop”

Visitors’ book -

Follow us +“Find a product”, “In English Heritage's online shop you'll
find...”, “Our online shop acts as a gateway...”, “you’ll
find...”

Area + “Departments”

(Table 2: Site ICM linguistic expressions)
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5. Genre hybridization

If questioned about the generic traits of an online dictionary, our first spontaneous
and straightforward response would tend to identify that kind of virtual environment with
the book model. Therefore, it seems natural to think that the linguistic expressions in the
book model, such as bookmark, browse, table of contents, index, and others, should guide
the user strategic mode through an online dictionary. Moreover, the “reading” strategic
mode would be assumed to be the most adequate. Nevertheless, online dictionaries have
evolved towards a rather divergent direction. As a matter of example, let us look at what
happens in Webster’s Online Dictionary. Of course, the user may look for a word or
expression so that a definition can be found, which in fact requires and triggers off a
reading mode at first. However, that website hardly makes use of the usual expressions that
manifest the book model. In addition, the text of the definition occupies a small section if
compared to the whole screen, which relegates that definition to a secondary role from the
designer’s standpoint. What happened? Other items are present on the screen that provide
links to further texts and devices. The user is offered the opportunity to shift onto a range
of interactive games, quizzes, further information, videos, and explanations, all of them
independent from the traditional dictionary information. The customary paper format type
of information, such as definition, synonyms, etymology, phonological notation, etc.
remains in the limited section reserved for it. The rest of the screen shows elements
designed to prompt hypertextual moves and interaction, and extends modality to visual and
audio materials. It is evident that the three characteristics of virtual cybergenres are
exuberantly instantiated. Thus, the dictionary allows for jumps from one definition to
another, or to the thesaurus, or to other kinds of materials (hypertextuality). Some of these
open up options for the user to participate in building the virtual text, offering the
possibility to add comments or questions, subsctibe to setvices, or play games and quizzes
(interactivity). Finally, video and audio materials combine with advertising images, which
guarantees multifarious modality. Such diversity is enhanced by linguistic material that
introduces the site model, in addition to the book model mentioned above. Expressions
like, “join us”, “search”, “advertise here”, evoke the frame of a market place, which shows
an incipient hybridization of cognitive models, and as a consequence, of genres. These
phenomena break the traditional scheme of paper format dictionaries and provide evidence
that cybergenres like the online dictionary are already hybrid genres. We suggest that this
hybridization is twofold. On the one hand, well established cognitive models like the book
model combine with other models, like the site model. On the other hand, the virtual
medium allows for hypertextuality, interactivity and multimodality. All these factors
contribute to guide the user strategic mode.

6. Cybergenre evolution: from traditional to evolved genres
From the discussion above, it may be inferred that genre evolution requires (1)

Traversals, (2) Hybridization, (3) Fluidity, in user strategic modes, and (4) Mode switching.
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We have previously mentioned that genres evolve over time in response to changes and
social pressures, and if those changes occur repeatedly they can lead to the emergence of a
new genre (Cybergenre). Genre evolution was firstly described by Shepherd and Watters
(1998) in their classification of Cybergenres as (a) extant and (b) novel. On the one hand,
extant cybergenres -replicated ot variant-, include those ones that are based on genres as they
appeared in their source media. Replicated cybergenres are faithful reproductions of the genres
as they appeared in their source media. |ariant cybergenres are based on existing genres, but
have evolved. On the other hand, novel cybergenres -emergent or spontaneous-
incorporate innovative aspects which are not derived from any previously existing genre in
another medium. Ewmergent cybergenres are genres that have evolved to the extent that they are
utterly new genres. And finally, Spontaneons cybergenres have no counterpart in other media.

According to these parameters of evolution, in the navigation process, we do not
only associate traversals with configurations of space, but we also establish connections
across spaces depending on the type of webpage we are dealing with. Thus, web users
activate different mental models that make them navigate and interpret digital texts in
different ways. It is at this point that we detect some differences with regards to traditional
and digital generic taxonomies (i.e. hybridization of genres). The type of reading mode (or
user strategic mode) not only has to do with types of users and their tendencies, but also
with the cybergenre itself, its configuration and the types of cognitive models that it
activates in users (Giron-Garcia, 2013).

In the following, we suggest the association of the degree of evolution in the
websites (Shepherd & Watters’ classification) with the type of navigation (user strategic
modes) implied in each one the websites illustrated.

- Extant replicated genres are based on source genres (manual): as an example of

websiteTen steps to writing an essay, is based on the book ICM, and it activates a ‘Reading’

mode of navigation. As in every manual, readers need a lot of time to read the information
it contains, paying special attention to written texts, rather than to images, graphics or any
other visual elements.

- Extant variant genre: Wikipedia, which is mainly based on the book ICM, but
introduces elements of other ICMs, activates a ‘Browsing’ mode of navigation. Users can
flip through information quickly and examine data in small detail. This ‘Browsing” mode is
characterized by a quick navigation in which users simply “peck at” information, doing a
quick sweep of the contents that they feel are relevant to achieve their objectives. Another
example of the extant variant genre is the online shop, for example the English heritage
online shop, based on the site model (e.g. a shop). It activates a ‘Reading’-‘Browsing’ mode,
because in this kind of website users need to devote plenty of time to read information
offered very carefully, paying attention to texts, images, visual titles... that help the user
find the pieces of information s/he is looking for. Furthermore, this type of page demands
considering graphic and design aspects, rather than the contents.
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- Emergent genre: Webster’s online dictionary. Concerning its features, such as new
purposes, structure and rhetoric strategies, style and content, etc. Internet users activate a
‘Navigating’ mode. In this website, users need to devote very little time to read information
in particular sections in the dictionary. In fact, in this particular case, this profile of user
creates his/her own navigation path when s/he looks for a word or other kind of
information on this website. Another example of emergent genre is the “marketplace”, e.g.
Amazon, which shows a few traces of the site model and activates a ‘Navigating’” mode.
This website demands a ‘Navigating’ user strategic mode, and therefore the user devotes
very little time to read the information that each screen page offers. In this case, users
visiting ‘Amazon’ may have the ability to perform a non-linear path in their navigation,
choosing and ordering pieces of information according to their preferences. This high
degree of interactivity may cause that users get lost moving back and forth until they find
what they are looking for.

7. Conclusions

The standard views on genre description usually discuss issues like the
communicative purpose, move structure and rhetoric strategies, but do not tend to consider
content and coherence aspects such as the influence of metaphorical models in the
configuration of genre schemas. From our point of view, that is a gap still to be filled. In
this line, we have tried to shed some light on the role of metaphorical models in genre
coherence and structure. We have also pointed out that the combination of such cognitive
models may constitute a cognitive tool for the evolution of generic schemas that leads to
genre hybridization. In turn, genre evolution in the digital era has brought about an
evolution in the way users face their interaction with new generic patterns. We have also
investigated this evolutionary process that triggers off the emergence of new user strategic
mod . Finally, this search points at the fact that new genres —emergent cybergenres—
require a multiplicity of user strategic modes.

We are aware that digital literacy is probably very much influenced by previous
cultural knowledge (cognitive models). We have shown that some source domains allow
for metaphorical cognitive models to be used in internet genres. These ICMs provide
coherence to genres in the internet because they are previously ingrained in both users” and
designers’ minds. That entrenchment constitutes, therefore, a crucial factor that fosters
spontaneous digital literacy. To what extent do users connect or map previous experiential
models to the digital environment? In that respect, users will be able to use digital
environments more fluently and dynamically to the extent that they are able to perform
those mappings. As a consequence, the identification and description of metaphorical
models in cybergenres may help elucidate the connection between spontaneous digital
literacy and culture.
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DISCURSUL COGNITIV AL ANTROPOLOGIEI LINGVISTICE - SURSA
PENTRU POTENTAREA CUNOASTERII
The Cognitive Discourse of Linguistic Anthropology as a Source for Knowledge
Development

VIOLETA NEGREA!

Abstract

The article outlines the capacity of anthropological exploration of language enabling cross domains
knowledge through the reconstruction of ideologies, beliefs, habits, traditions specific to the culture of
social communities. The research opportunities opened by contextualized linguistic information are
supported by communication functionality and non-neutral relationship between linguistic sign
representing the world, the world itself and references. The language samples analyzed anthropologically
bring forward the social and cultural nature of the linguistic information. The understanding and
acknowledgement of the language accumulation of cultural values target the improvement and
responsibility of the social behaviour (Hudson, 1980:2-4) expressed in the material nature of word. (Vilcu,
2013: 33-40)

Keywords: word anthropology, culture sign and construction, linguistic practices, word cognitive
dimnensions, word capacity to develop knowledge.

Motto:

“Cuvantul in afara gandirii este mort,

gandul lipsit de forma cuvantului riméane umbrd.”
Lev S. Vygotski

Definitii §i principii

Daci azi omenirea experimenteaza calatoria In universul planetar si in
microcosmosul propriului trup, daca tehnologiile moderne au depasit pragul imaginatiei si
al asteptirilor, este pentru ca legile care guverneaza existenta §i ratiunea au incaput in
forma si continutul cuvantului revelator... Studiul lingvistic din perspectiva antropologica
isi dovedeste puterea valorizatoare in intregirea panoramei culturii si adancirea cunoasterii.

Fiind adesea prezentati drept una dintre cele patru ramuri ale unui domeniu
complex?, antropologia lingvistici studiazd limba din perspectiva antropologica, adica
modul de operationalizare al semnificatiilor acumulate de cuvant in procesul de transfer si
reproducere al culturii, pe de-o parte, si de continuare a dezvoltirii culturii spirituale si
materiale, prin innoirea acumuldrilor si valorilor semantice, pe de alti parte. Figura 1
ilustreazd complementaritatea celor doud procese generate de cuvant.

! Professor PhD, ”Dimitrie Cantemir” Christian University of Bucuresti.

2 Conrad Phllip Koltak, antropolog american, nascut in 1942 in Atlanta, Georgia, doctor in antropologie al
Universitatii Columbia, deliminteaza celelalte ramuri ale antropologiei in arheologica, biologicd/fizica si,
respectiv, socio-culturald
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Fig. 1. Relatia dintre cuvant, reprezentarea si constructia cultnrii

Evolutia antropologiei lingvistice, ca domeniu de studiu independent, este
legitimata de specificitatea informatiei cu privire la setul de practici lingvistice in medierea
ideilor si materialitatii existentei umane. Dinamismul evolutiei limbii justifica locul distinct
pe care domeniul il ocupa intre stiintele sociale’ (Duranti, 1997:14-21).

Optiunea noastrd pentru sintagma antropologia cuvantului este justificatd de
prioritatea limbii ca sursd a fenomenului socio-cultural. Definirea domeniului de citre Hymes
(2009:158-170) drept “studiu al limbii si al exprimarii din punct de vedere antropologic
(“the study of speech and langnage within the context of anthropology”) st la baza interesului pentru
studiul limbii contextualizate istoric si socio-cultural care vizeaza asteptirile, intentiile,
credintele, valorile morale individuale si cele comunitare acumulate lingvistic. (Hudson,
1980:2-4) Aceasta directie a deschis oportunitati de studiu distincte asupra conduitei nmane,
reprezentdrii sociale, politicilor reprezentdrii, legitimdrii puteriz, bagelor culturale ale doctrinelor si
conflictelor politice, proceselor socializdrii $i al constructului cultural individual si colectiv, contactulni
intercultural, structurii emotionaluluz, relatiei dintre ritual $i formele controlului social, relatiei dintre
cunoastere $i cognitie, performanter artistice si consummul estetic, etc., sintagme care au devenit tot

atatea sub-domenii ale studiului lingvistic aplicat din perspectiva antropologica.

Viziuni §i perspective

Abordarea antropologica asupra limbajului uman este sustinuta de functionalisniul
comunicdrii in masurd si valorifice relatia dintre gandire si limbaj la nivel individual si
socio-cultural. Ca domeniu al cunoasterii, antropologia cuvantului isi fundamenteaza studiul
pe non neutralitatea raportului dintre semnul lingvistic, ca reprezentare a lumii §i lumea
propriu-zisa, respectiv pe prioritatea absolutd a semnificatiei cuvantului care defineste
identitatea lucrurilor In lumea reala. (Valcu, 2013:33-46) Aceasta vizeaza dimensiunile
semantice ale limbii care dezvaluie diversitatea intentionalitatii* in comunicare. (ibidem)

3 grup de discipline care studiazi anumite aspecte ale existentei umane folosind metode stiintifice de evaluare
calitativa si cantitativa
* Aristotel, logos semantikos
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Analiza practicilor lingvistice curente (Silverstein, 1993:33-58) furnizeaza informatii
inmagazinate de limba din etapele dezvoltarii istorice ale acesteia. Boas® (1982:211-243;
Malinowski (1923: 451-510) (Inglehart, 1977:3-19)

Marile curente de gandire au structurat si integrat functionarea limbajului in teorii
consistente care au dominat evolutia domeniului. Stwcturalismul, spre exemplu, care
pozitioneaza dimensiunile culturii umane intr-un context sistemic amplu, structural®,
dirijeaza studiile de antropologie a cuvintului spre perceptia limbii ca o sub-structura a culturii
cu capacitate de expresie, reformare §i evolutie statornica. Abordarea structuralista’ face
posibild depdsirea statutului limbii ca simplu instrument al comunicdrii prin directia
intentiilor §i actiunilor umane intr-un spatiu cultural modelat si pregatit de generatiile
anterioare, in care fiecare optiune de exprimare se constituie intr-o legaturd stabild intre
trecut, prezent si viitor. (Duranti, 1997: 30).

Evidentierea simbolurilor culturale exprimate la nivelul actului concret al vorbirii,
dar si neexprimate sau ascunse de Zdceri expresive (Bauman; Briges 1990:59-88) sunt in
masurd sa oglindeasca valori si coordonate socio-culturale specifice. Salutul, de exemplu,
ca expresie generici orald a relatilor umane, poate si ia forma unei intrebari, ca de
exemplu in engleza, (How are you?) sau a unei expresii de adanc respect, cum este salutul
din limba romana Sdrut mdna! ori a unei urari de bine in limba franceza (Bonne journée).
Antropologia lingvistica aduce in prim plan perspectiva motivatiei umane i sociale asupra
schimbului de salut cdutind acele raspunsuri referitoare la diferentierile culturale
determinate de sex, varstd, statut socio-profesional, context cultural, moment si
reprezentare. De ce se salutd oamenii, in fond? Cum de s-a ajuns la acele reguli sociale sau
culturale pe care oamenii le simt sau le invata si stiu cand sa salute, cum sa salute, pe cine
sau pe cine nu? Antropologia lingvistica isi manifesta, asadar, interesul fatd de asemanarile,
diferentele exprimate lingvistic care valorifica conditionarile socio-culturale.

Abordarea fenomenologica® a culturii furnizeazd, de asemenea, unele variabile
specifice perceptiei antropologice ale limbii, (Cicourel, 1973:67-82) in vreme ce viziunea
sociologicd faciliteaza cunoasterea prin educatie si instruire asupra exprimarii orale si scrise.

Potrivit filozofiei lingvistice a lui Bourdieu limba este produsul regulilor si
principiilor societatii, dar si al educatiei §i instruirii. Teoriile lui se remarca prin ctica
culturii ca sistem rational constituit din credinte, ordonat si ierarhizat de regulile
experientei de viata. Aceastd perspectiva urmareste, bundoard, integrarea temei
heideggeriene a primatului instinctual in modelul interactiunii si participarii sociale de tip
rutinar aldturi de cunoasterea rationala, care are drept rezultat orientarea si potentarea
procesului cognitiv prin instruire. (Bourdieu, 1989: 14-25)

> Franz Boas (1858 — 1942) antropolog american de origine germand, pionier al antropologiei moderne

® Blackburn considera cd fenomenul uman nu este de inteles decat in contextul relatiilor umane; acestea se
constituie in structuri in spatele carora se afld regulile unei culturi abstracte (Blackburn, 1995:454-458)

’ Paradigmd teoreticd ce pune accent pe culturd ca element al unei structuri generalizatoare care evidentiaza
aspectele umane esentiale: gandirea, perceptia, sentimentul. Structuralismul permite observarea vietii prin
Tncadrarea acesteia Tntr-o structura a legitatilor culturii abstracte, dincolo de varietatile locale (1996) Oxford
Dictionary of Philosophy

8 Curent in filozofie care isi propune sa studieze fenomenul instinctual bazat pe simturile primare care nu tine
cont de activitatea mentald conditionatd de mediul social. (la Hegel) Din fr. phénoménologie
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Practicile lingvistice analizabile antropologic valorifica rolul mediului social si al
instruirii in evolutia continutului limbii. Bourdieu considera ci orice dialog uman este
predefinit de relatiile comunitare, de gen, clase sociale, conditionari religioase, etc.
Notiunea de putere, de exemplu, se exprima prin practicile lingvistice ale dialogului pe care
unii teoreticieni il considera punctul de intersectie intre interactiunea umana si fortele
sociale. Atitudinea, comportamentul vorbitorului devin evidente din dimensiunile
identificabile ale expresiei verbale (asocierea anumitor cuvinte, taceri, gesturi, in functie de
context) si din multitudinea de cai prin care exprimarea devine un act social si, uneort,
obiect al constrangerilor sociale. (ibidem)

Contributiile lui Max Weber? din prima jumdtate a secolului XX (2011) vizeaza
rolul consumului si productiei culturale in structurarea modelelor sociale, culturale si,
implicit, lingvistice, ca tipare ale evolutiei cognitive si comunicative. Consumul si
productia de culturd reprezintd, asadar, alte dimensiuni antropologice ale
comportamentului lingvistic.

Potrivit viziunii lui Giddens (1984:112-158) exprimarea verbald se califica drept sursa
de reconstructie a tipologiilor socio-culturale in masurd sa reflecte si sa modifice
raporturile dintre diferitele componente sociale. El atrage atentia asupra dezvoltarii
capacitatii de Znzelegere $i cunoagstere ca expresie a puterii, in care limbajul reprezinta forma de
manifestare a acesteia.

Argumentele de mai sus ne face sa consideram inspirata definirea domeniului
antropologiei lingvistice de metafora folosita de Toni Morrison!? care spune ca /lwba este
mdsura vietri datoritd capacititii acesteia de a reflecta insasi viata ca cel mai puternic si
eficient instrument de cunoastere dezvoltat de om.

Cuviantul §i cunoasterea

Cultnra definitd de cunoagtere este produsul procesului de instruire care structureaza
modele de perceptie, relatie sau interpretare culturala (Goodenough, 1956:195-216). Realitatile
mentale ale cunoasterii si culturii sunt asociate limbii aferente acestora care presupune un
corpus general de cunostinte teoretice si procedurale. Cunoagterea teoreticd (propogitionald)
corespunde experientei specifice si generale transpusa in propozitii precum clima temperatd
are patru anotimpuri, copii de sapte ani merg la scoald. Cunoasterea procedurald defineste reactiile pe
care oamenii le au sau trebuie sa le aibe in anumite imprejurari specifice contextului
cultural vizat. (Barlogeanu, L, 2004: 218-39). Continutul acestei cunoasteri este foarte bine
definit de sintagma “know-how” din limba englezd care se traduce prin a “stii ce /cum si
faci” intr-o imprejurare specificd culturii respective, situatie in care limba reprezintd un
cod al cunoasterii si conduitei comunitare. Aceastd cunoastere este distribuitd social si

% Maximilian Weber (1864-1920) sociolog german care a studiat rolul religiilor in tipul de guvernare si
structurarea modelelor culturale

19 Scriitoare americani, laureatd a premiului Pulitzer si Nobel. Fraza face parte din discursul autoarei cu ocazia
decernarii premiului Nobel pentru literaturd in 1993. (,We die. That may be the meaning of life. But we do
language. That may be the measure of our life”)
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capita functia de regulator a interactiunii sociale!! in ciuda unor opinii sau interpretari
individuale. Doar /imba este cea care pastreazd categoriile, generalizdrile si practicile
lingvistice specifice structurilor culturii pe care o reprezinti. Wallace (1961: 67-78) este cel
care, ficand referire la aceasta realitate, introduce notiunea de orgnizare a diversitatii ca
viziune asupra unitatii culturale, prin care subliniaza capacitatea culturii de conservare a
propriei identitati tocmai prin existenta diversitatii interne. Micile sau marile discriminari
rasiale, sexuale, etnice, violenta, ospitalitatea, deschiderea catre alteritate, optiunile morale,
estetice, ocupationale, etc, exprimate lingvistic si procedural constituie expresia culturii
care atribuie acestora inteles si semnificatie.

In acest context, exemplul analizei cuvantului fzir din perspectivd antropologica,
dobandeste dimensiuni cognitive asupra unor laturi definitorii ale culturii §i civilizatiei de
limba engleza capacitand intelegerea si lirgind cunoasterea dincolo de dimensiunile strict
lingvistice ale cuvantului. Cele patru valori semantice ale acestuia, cuprinse in schema care
urmeazd, reprezinta tot atatea directii ale perceptiei si cercetdrii sociologice, estetice,
ocupationale, morale ale culturii de limba engleza, in masura si potenteze cunoasterea cu

noi dimensiuni.

Fig. 2. Valorile semantice ale cuvintului tair care dimensioneazd specificnl culturii de limbd englezd

Iatd cum, istoria navalitorilor germanici, veniti din nord-estul inghetat al viitoarei
Europe, care se stabilesc in teritoriul insular al ceea ce avea sa devina Marea Britanie, se
acumuleaza In sensurile unui singur cuvant, care descrie, in acelasi timp, aspectul fizic,
(blond), optiunea estetica a acestora (frumos), ocupatia de baza a schimburilor comerciale,
(targ) dar si filozofia de viata, respectiv atitudinea si comportamentul in relatia sociala.
(cinste, corectitudine).

Analiza de mai sus demonstreaza capacitatea limbii de conservare a unitatii si

identitatii culturale prin diversitatea sensurilor semantice atribuite practicilor verbale ale

Y pozitia apartine lui Edwin Hutchins, care studiind practicile si cultura navigatiei, considera ca unitatea de
analiza cognitiva trebuie sa includa atat resursele umane, cat si cele materiale, pentru ca Impreuna, ele determina
practica socio-culturala. http://vserverl.cscs.lsa.umich.edu/~crshalizi/reviews/cognition-in-the-wild
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unei comunitati. Dimensiunea cunoasterii interdisciplinare este astfel lirgita si potentata

de studiul antropologic al cuvantului — semnul lingvistic al gandirii §i simtirii umane.

Concluzii

Articolul nostru identifica principiile studinlui antropologic al limbii semnaland relatia
dintre disciplinele stiintelor filologice, sociologice, filozofice, istorice in descifrarea
complexitatii celui mai puternic si eficient instrument de cunoastere dezvoltat de om:
limba. Analiza acestela, ca expresie a culturii $i practicii culturale conduce la identificarea
raporturilor intre forma lingvisticd $i situatia, contextul, pozitia sociald ofi relatia interpersonald.
Intersectia dintre interactiunea umana si complexitatea socio-culturald califica expresia
lingvistica drept sursa de reconstructie a universului cultural. Conectarea la acest univers
se realizeaza prin intermediul cuvintelor care construiesc, la randul lor, universuri dincolo
de sensurile imediate prin capacitarea referentiala a acestora.

Extinderea ariei de studiu si cercetare a lingvisticii din perspectiva antropologica
valorifica, asadar, componentele teoretice si procedurale ale cuvantului, redimensionand si

potentand cunoasterea.
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DESPRE NEW MEDIA. O ABORDARE TEORETICA
On New Media. A Theoretical Approach

Luminiga CHIOREAN!
Abstract

»INew Media are the great puzzle of this decade. The dilemma of New Media today is the Internet” (R.
Fidler). Trying to solve a part of this puzzle which, in the last decade, could fascinate any one of us, I
made a theoretical study on the New Media and the influences they have on the human conduct, exposed
to the temptation of a virtual identity.

Keywords: New Media, Internet, “WWW?” times, digital worlds, virtual identity, acquisition
behavior.

Argument

,Marele puzzle al acestui deceniu sunt noile media. Dilema de azi a noilor media este
Internetul?. Incercand si rezolv o parte al acestui puzzle, care, in ultimul deceniu, ar putea
fascina pe fiecare dintre noi, am redactat un studiu mai mult teoretic asupra noilor media si a
influentelor exercitate asupra conduitei umane expuse tentatiei identitatii virtuale.

Asemandtor altor termeni de referintd pentru Internet, noile media sunt definite diferit de
categorii diferite de utilizatori (oamenii de afaceri, cercetatorii din domeniul academic,
specialistii din domeniul IT, iar un ,,utilizator oarecare” va pune accent pe alte aspecte). In
aceste conditii, a pretinde existenta unei definitii atotcuprinzitoare ar fi un demers utopic si
naiv. Definitia cea mai generald porneste de la un consens asupra faptului ca noile media se
refera la formele inovatoare de interactiune dintre oameni si tehnologie, la relatia dintre
oameni si instrumente de comunicare folosite in mod creativ din ratiuni elementare de
informare, comunicare si relationare. Alte definitii sunt vagi, considerand ca noile media
reprezinta toate textele, sunetele, imaginile si formele grafice transformate de computer. Ele
ar reprezenta, de fapt, adevirate baze de date si existenta lor depinde obligatoriu de existenta
computerelor si a Internetului.

La fel ca in cazul web 2.0, noile media nu se refera la tehnologii complet noi, aparute
recent, ci la tehnologii care existau de ceva vreme si care, printr-un mod creativ de utilizare si
prin multiple imbunatatiri, au intrat in atentia opiniei publice.

1. Generalitati

Termenul ,,zen”” a fost atributul care, pe parcursul istoriei, a consacrat numeroase
tendinte, curente artistice sau de gandire. Aproape de fiecare data, ,,noul” era prezentat in
opozitie cu ,,vechiul”, urmand ca, odatd cu trecerea timpului $i cu epuizarea dezbaterii, sa

devini la randul sau ,,vechi”.

! Associate Prof. PhD, “Petru Maior” University of Targu-Mures.
2 Roger Fidler, Mediamorphosis. Sa ingelegem noile media, traducere de lzabella Badiu, Cluj, Editura Idea
Design&Print, 2004
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In prezent, intr-o lume aflata mereu in schimbare, situatie favorizata de viteza
circulatiei informatiilor si a dinamicii utilizatorilor, cele doua atribute sunt cu atat mai relative.
Ceea ce astazi este 7ou, maine s-ar putea sa fie anacron, pe cand idei sau tendinte din trecut pot
fi readuse in actualitate si reinterpretate, reiterand cadrul de definitie.

Sintagma ,,new media” este o aparitie relativ recentd a ultimilor ani. Conteaza mai putin
pentru demersul propus daca peste un secol va rdmane cunoscuta sub acest nume sau va fi
redenumiti. In schimb, scopul acestei cercetdri este de a evidentia modul in care tendinte
internationale despre ,,nou” si ,,vechi” in materie de media se aplica la spatiul romanesc, cu
accent asupra posibilelor diferente intre generatii.

Optiunea pentru aceastd tema e motivata de interesul venit din perspectiva istoriei
comunicarii si a relatiilor publice; cunoasterea mijloacelor de comunicare este o conditie size-
qua-non pentru intelegerea societitii actuale si a schimbarii, conform lui Marshall MclLuhan,
pentru ca: ,,(...) toate media, de la alfabetul fonetic la computer, sunt extensii ale individului,
care determina schimbari profunde si de durata ale lui si care ii transforma mediul
inconjuritor.” In completare, din perspectiva relatiilor publice, pentru a comunica eficient,
trebuie sa-ti cunosti publicul, respectiv canalele si mijloacele adecvate, prin care mesajul poate
ajunge la grupul-tintd. Mai mult decat atat, specialistii in domeniu evidentiaza importanta
adecvirii comunicarii la noile media si utilizarea lor ca: ,mijloc strategic de interactionare cu
publicurile, prin intermediul ciruia s adune din mediul exterior informatii care sa influenteze
procesele de decizie organizationale.”*

Avand in vedere caracterul restrans al cercetirii, observatile nu pot fi decat
consemnate §i analizate, generalizarea nefiind permisd. De asemenea, tema in sine este vasta,
oferind numeroase directii de cercetare, de aceea, prin acest demers, ne aflam departe de a o
epuiza, odatd ce ar putea fi oportun In activitatea de a observa daci si in ce fel atitudinile si
comportamentul unor posibili subiecti intervievati din Romania cu privire la noile media
urmeaza tendintele internationale?

2. De ce ,,New Media”?

Asa cum mentionam in capitolul de introducere, atributul ,,nou” imprima din start o
directie de analiza a noilor media, prin comparatie cu vechile mijloace. Interesant de observat
este in ce masurd se poate vorbi despre un clivaj ,,vechi-nou” in cazul noilor media, din
moment ce ele coabiteaza cu media traditionale.

In volumul New media: the key concepts (2008), Nicholas Gane si David Beer evidentiaza
caracteristicile nozlor media, care se pot transforma cu usurinta intr-o grila de evaluare aplicabila
diferitelor mijloace de comunicare aparute recent si despre care se nasc numeroase confuzii.
Una dintre principalele caracteristici este posibilitatea de a opera cu un volumz imens de informatii.
Prin codare, informatia este stocatd, ocupand astfel spatiu digital si fiind transmisa cu o viteza

® Marshall Mc.Luhan, “The Playboy Interview: Marshall McLuhan™, in Playboy Magazine, March 1969
(http://www.nextnature.net/2009/12/the-playboy-interview-marshall-mcluhan/. Accesat la 19. 09. 2015)

* James E. Grunig, ,Paradigmele relatiilor publice globale in era digitalizarii”. Partea | (http:/www.pr-
romania.ro/articole/pr-20/617-paradigmele-relatiilor-publice-globale-in-era-digitalizarii-partea-i.html. Accesat la
19. 09. 2015)
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nemaiintalnita pana la aceasta categorie a mijloacelor de comunicare. Interactivitatea este o alta
trasatura definitorie a zoilor media, care, conform autorilor®, deriva din manevrabilitatea
informatiilor sau a datelor. De asemenea, conectivitatea prin intermediul refelelor, dar si trasaturi
mai tehnice, precum densitatea informatiilor, sunt alte elemente definitorii ale nozlor media.

Mai mult: Roger Fidler surprinde caracteristicile noilor media si vorbeste despre o
adevarata mediamonphosis, prin care intelege: ,transformarea mijloacelor (media) de
comunicare, indeobste determinati de interactiunea complexd dintre nevoile resimtite,
presiunile politice si concurentiale si inovatiile sociale si tehnice”.6 In explicatia pentru
conceptul propus de Fidler se observa accentuarea convergentei dintre febuic si uman, ceea ce
transforma subiectul ,,zew media” intr-unul despre schimbare — cu numeroase implicatii si de o
amploare surprinzatoare chiar si pentru autori — asa cum remarca Fidler (2004), dar si Kim
Veltman in Understanding new media (20006), care sustine ca: ,,(...) revolutia noilor media, despre
care majoritatea persoanelor considera ca se refera doar la computer si la Infernet, nu este nici
de departe numai atat: este vorba despre o reorganizare a intregii cunoasteri.””

Cu fiecare pas spre descoperirea noilor media, tema se largeste cu noi perspective si se
indeparteaza de vechile media, care raman ,jistorie”. Cu toate acestea, caractetisticile roilor media
nu ar fi la fel de bine evidentiate, dacd nu am avea la dispozitie comparatiile cu mijloacele
anterioare (comparatii realizate in bibliografia de specialitate consultatd). Adaugim ci ambele
tipuri de media coabiteaza si existd, in continuare, multe persoane pentru care este extrem de
dificil a stabili dacd un mijloc apartine uneia sau alteia dintre cele doud categorii, ca si nu mai
vorbim despre publicul care nu are i nici nu a avut acces niciodata la ... Internet.

Astfel, pand in momentul in care noile media vor trece la categoria celor vechi, clivajul
actual nu poate fi neglijat, ci, dimpotrivi, poate fi un instrument util in aprofundarea noilor
media — tema propusa. Motiv pentru care, pe parcursul cercetarii, ne vom referi atat la vechile,

cat si la noile media.

3. Nolile media si teoria comunicarii

Din perspectiva teoriei comunicarii, #ozle media presupun numeroase transformari care
ar face subiectul unei alte cercetari decat cea de fata. Totusi, o scurta prezentare a relatiei zew
media - modele si teorii ale comunicarii se impune pentru o mai buna analiza a subiectului
cercetat.

In cazul noilor media, pot fi aplicate atat modele ce apartin ,,scolii proces’®, cat si ,,scolii
semiotice” (cf John Fiskel?). Existd insa anumite aspecte tipice nowlor media, precum:

® Nicholas Gane, David Beer, New media: the key concepts, Oxford/New York, Berg, 2008, p. 7.

® Roger Fidler, Mediamorphosis. Sa intelegem noile media, Cluj, Editura Idea Design&Print, 2004, p. 9.

" H. Kim Veltman, Understanding new media: augmented knowledge&culture, Calgary, University of Calgary
Press, 2006, p. xii.

8 Ex. Modele ale orientarii/ ,,scolii proces”: modelul lui Shannon & Weaver (1949), modelul lui Gerbner,
modelul lui Laswell (1948), modelul lui Newcomb (1953), modelul lui Westley si McLean (1957), modelul lui
Jakobson (1960) — de tranzitie intre cele doud orientéri.

® Modele ale orientarii/ ,scolii semiotice”: Modelele lui Ch.S. Peirce, Ogden si Richards

19 john Fiske, Introducere in stiintele comunicarii, traducere de Monica Mitarca, Iasi, Ed. Polirom, 2003.
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feedback-ul, posibilitatea participarii active a unui numar nelimitat de persoane, oportunitatea
de a comunica prin intermediul a diferite mijloace concomitent.

Atunci cand o persoana scrie pe blog sau posteaza pe wall-ul de pe Facebook , ea asteapta
reactii. Datoritd vitezei de transmitere a informatiilor prin intermediul Inzernetulnz, teedback-ul
nu intarzie sa apara de cele mai multe ori. Sau, atunci cand nu este primit, insasi lipsa lui poate
oferi informatii despre o activitate anterioara desfasurata in spatiul digital sau despre care se
comunica prin intermediul noilor mijloace. Mai mult decat atat, publicul are posibilitatea de a
reactiona la mesaje mult mai usor decat in cazul mijloacelor traditionale, participarea fiind
astfel favorizata.

Accesibilitatea si largirea sferei de acoperire sunt caracteristici definitorii ale nozlor media.
Un numir nelimitat de persoane (cel putin teoretic si tehnologic), neconditionate din punct de
vedere spatial, au in prezent posibilitatea de a se implica intr-o discutie sau in orice alt tip de
activitate desfasurata prin intermediul mijloacelor noi de comunicare. Oportunitatea de a
comunica prin intermediul mai multor mijloace concomitent nu este o exclusivitate a nozlor
media, insd inovatia constd in coerenta comunicarii si in modul in care diferitele mijloace se
completeaza.

Analiza noilor media din perspectiva teoriei comunicarii reprezinta o discutie ampla, din
care este posibil sa reiasa in viitor noi modele ale comunicirii, avand in vedere ca unele dintre
primele modele au fost determinate de schimbari la nivel tehnologic. Acum, cand schimbarea
este profundd, posibilitatea prezentati mai sus la nivel ipotetic poate avea sanse de

concretizare.

4. Digital natives vs. Digital immigrants sau the Net Geners vs. Baby boomers

Diferentele de generatie apar frecvent invocate in cadrul dezbaterii despre noile media.
Ele sunt cu atit mai importante pentru specialistii in relatii publice cu cat cunoagterea
publicului este esentiala, asa cum am mentionat, chiar si atunci cand vorbim despre doua
categorii extrem de largi si de amorfe, dar din care se pot desprinde numeroase categorii de
grupuri-tinta, in ciuda diverselor medii sociale.

Pentru cercetare, meritd a aduce in discutie tema despre noile media din perspectiva
teoriilor lui John Palfrey si ale lui Don Tapscott. Desi utilizeaza denumiri diferite, ambii
cercetatori se referd la aceleasi categorii: persoanele care s-au nascut Inainte de aparitia noilor
mijloace si pentru care new media reprezintd un progres tehnologic uluitor (digital inmmigrants,
conform lui Palfrey, si baby boomers, dupa Tapscott), spre deosebire de indivizii nascuti dupa
aceastd schimbare, pentru care noile tehnologii sunt un dat firesc (digital natives, respectiv the
Net Geners). Desi ambii autori pun in evidentd numarul mare al persoanelor excluse din cele
doua categorii, datorita faptului ca multi dintre ei nu au avut contact nici macar cu vechile media,
la Don Tapscott se observa o accentuare a diferentelor intergeneratii, in timp ce la John
Palfrey primeaza aspectele etic si social ale noilor media.

Diferentele dintre generatii nu constituie o noutate, insa, in contextul subiectului
cercetat, ele prezinti o particularitate, si anume: membrii generatiei anterioare adopta

comportamente sau idei promovate (mai mult sau mai putin constient) de catre reprezentantii
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noii generatii. Ambii autori mentioneaza situatii in care adultii invata de la tineri sau chiar de la
copii cum sa utilizeze noile media. Astfel, revenind la istoria comunicirii, in special la ipotezele
lui Marshall MclLuhan, dar si la relatiile publice, asistam atat la cresterea importantei mediului,
care influenteazd modul de a percepe si de a cunoaste realitatea, cat si la o translatie a
publicului.

De aceea, cunoasterea opiniilor si a comportamentelor indivizilor, indiferent din ce
categorie de public fac parte, In relatie cu noile mijloace este extrem de importantd pentru
specialistii in comunicare.

Avand in vedere multitudinea diferentelor intre generatii cu privire la noile media, vom
aborda, in continuare, aspecte precum: consumul media, identitatea virtuald si comportamentul de
achizutie. 'Toate se afld in stransd legatura cu mijlocul de comunicare si au totodati relevanta
pentru relatiile publice, din prisma cunoasterii tendintelor publicului.

5. Consumul media in epoca ,,WWW”

Internetul este o retea mondiald de informatii, compusa din computere grupate intr-o
multitudine de retele mai mici. Cu ajutorul acestui instrument, oamenii de pe intreaga
suprafatd a Globului beneficiazd de o cale eficientd si putin costisitoare de a comunica si
interactiona. Spre deosebire de mijloacele asemanatoare de comunicare, devenite traditionale
— radioul si televiziunea, Internetn/ este un sistem descentralizat, In care fiecare individ poate
relationa cu oricine altcineva din retea, poate vehicula idei, bunuri si servicii cu efort si costuri
minime. World Wide Web-ul este o componenta a Internetului, acesta incorporand si alte metode
de a ,lega” computere si, implicit, pe utilizatorii lor: E-mail, Telnet, File Transfer Protocol
(serviciile de e-mail st Web-ul raman insa partile Internetului cu cea mai frecventa utilizare). World
Wide Web-ul reprezintd un set de programe, standarde si protocoale, toate reglementand
modul in care fisierele multimedia (documente care pot contine texte, fotografii, grafice,
secvente video si audio) sunt create si afisate pe Inzernet. Web este deci o colectie mondiala de
fisiere text si multimedia, precum si de alte servicii interconectate printr-un sistem de
documente hipertext. Pentru utilizator, WIWIW este atractiv si datorita constructiei sale pe
baza unei interfete grafice de utilizare, o metoda de afisare a informatiilor cu imagini,
dispunand astfel de o mare varietate de expunere a informatiilor: utilizatorii pot citi texte, pot
privi imagini, pot asculta sunete sau chiar explora diferite medii virtuale si interactive.

In ultimii ani, din ce in ce mai multe publicatii, posturi de televiziune si de radio,
institutii publice, firme particulare dar si persoane propriu-zise de pe intreg globul si-au creat
varianta online. Din perspectiva trusturilor media trecerea in World Wide Web (WWW) a
Insemnat printre multe altele accesul la un numar mai mare de membri ai publicului, dar si
inscrierea intr-o concurenta acerba. In prezent, prin intermediul Internetuluz, cititorii au acces la
o multitudine de publicatii: pot citi stirile internationale de pe site-ul The Guardian, ca apoi sa
acceseze un ziar local pentru noutdti sau o revistd de culturd din propriul orag, cum ar fi
revistele muresene [atra sau Tarnava sau pot alege sa asculte un radio pentru tineri din Franta,
la care, aflandu-se intr-o altd tard, nu ar fi avut acces altidat’. Mai mult decat atat, variantele

online pot fi accesate de oriunde si oricand, nemaiexistand limite fizice. Poate decat cele ale

55



laptgp-ului, BlackBerry-ului sau zPhone-ului. Astfel, apare intrebarea: in cazul trecerii de la o
publicatie la alta, cu totul diferita, intr-un interval de cateva secunde, cum se mai poate
cunoaste consumul media al unei categorii de public? Pentru a raspunde la aceasta intrebare
este esentiald cunoasterea mediului, urmand ideea propusi de McLuhan (2006), conform
caruia: ,,The Medium is the Message”. Nu e doar un aforism, ci si o teorie argumentata prin
faptul ca: ,,Mesajul oricirui mediu sau tehnologia constd in schimbarea scalei sau ritmului sau
modelului pe care il introduce in relatiile umane”!! .

Noile media au o influentd incontestabild asupra modului de viata contemporan, cu
precadere in cazul tinerilor. De aceea, o scurta analiza a publicatiilor, televiziunii si radioului
online din prisma noii generatii de consumatori poate fi un exercitiu util cercetarii propuse
(gandite prin continuarea unui studiu de caz).

Pentru ca, fira o bazd teoretica, ar fi pura speculatie, analiza a fost documentata din
lucrarile lui John Palfrey (2008), Don Tapscott (2009) si Rob Brown (2009).

Spre deosebire de wechile media, unde publicul consuma ceea ce i se livreaza, mijloacele
noi ofera nu numai posibilitatea si libertatea de a selecta informatia, dar si de a o manevra, de
a interveni asupra ei — caracteristica extrem de pretuitd de catre reprezentantii noii generati:
. 1he Net Geners nu iau doar ceea ce li se oferd. Fi sunt initiatori, colaboratori, organizatori,
cititori, scriitori, autentificatori(...). Ei nu doar observa; ei participd. Ei cerceteazi, discuta,
dezbat, se joaca, cumpara, criticd, investigheazd, ridiculizeazd, imagineaza, cautd si
informeaza”12.

Aceastd trasatura are drept consecinta faptul ¢ specialigtii in relatii publice trebuie sa
fie mult mai atenti la modul in care publicul utilizeaza mijloacele de comunicare, astfel incat sa
le selecteze pe cele adecvate grupului-tinta: ,,Cunoscand unde se afld audienta noastra in orice
moment va avea o influenta dramaticd asupra a ceea ce dorim s le spunem”!3. La ideea lui
Rob Brown am putea completa cia informatiile despre audienta vor influenta nu numai
mesajul ci si alegerea mediului.

Cand Brian Fetherstonhaugh, CEO-ul OgilvyOne Worldwide, a dorit si descopere
consumul media In randul tinerilor, a reusit acest lucru prin intermediul fiicei sale adolescente
si al prietenilor ei. Rezultatele proiectului A/zson Diaries 1-au surprins prin faptul ca membrii
noii generatii nu cumpara ziare tiparite, ci privesc TV onkine, evitand astfel reclamele!4,
comportament observat si de John Palfrey, care detaliaza: ,,Nu inseamna ca (n.n. digital natives)
nu citesc stirile, ci doar ci le obtin prin noi modalitati si intr-o varietate de formate.”!>

Astfel, ziarele si revistele riman simboluti pentru plicerea de a citi ,,ca pe vremuri” si
apanajul unui anumit lifestyle, ceea ce nu le exclude din viata unui tandr, in care pot coabita cu
succes aldturi de variantele on/ine.

1 Marshall McLuhan, The medium is the message, in Media and cultural studies: Keyworks , revised edition,
edited by M.G. Durham, D. Kellner, Malden/ Oxford/ Carlton, Blackwell Publishing, 2006, p.108.

12 Don Tapscott, Grown Up Digital -how the net generation is changing your world, The McGraw Hill, New
York, 2009, p. 21.

13 Rob Brown, op.cit., p.7.

 Don Tapscott, op. cit., p. 185.

1> palfrey, John. Born digital: understanding the first generation of digital natives, New York, Basic Books ,
2008, p. 6.
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Noile media mai propun o problema spre dezbatere: veridicitatea informatiilor. Datoritd
accesului larg la crearea de continut in mediul on/ine (asa-numitul user generated content), dar si a
inflatiei de surse care posteaza informatii in WWW, gradul de neincredere a crescut vertiginos.
Prin urmare, selectarea si evaluarea datelor este esentiala: ,,Generatia Net stie si fie sceptica

oricand se afla onine. (...) Crede dar cerceteazd ar fi un motto potrivit pentru tinerii de astazi”1°.

6. Avantajele si dezavantajele Internetului

Aparitia Internetului a produs schimbiri importante in contemporaneitate. Putem s
comunicim cu persoane aflate pretutindeni, aflim tot felul de informatii in timp ,,record”, fie
cd este vorba de o stradd, un cercetdtor, o revista culturald, un job sau orice altceva. Motoarele
de cdutare ,se striduiesc” pentru noi oferindu-ne in cateva secunde pagini intregi de Web
unde putem gasi ce cautam, ce nu cautam sau chiar ce nu stiam ca exista.

In plus, accesorii precum camere web au dus la transformarea relatiei noastre cu ceilalti
(Skype, Weber). Astazi putem vedea o persoand aflata la 5000 de kilometri departare, ii putem
auzi vocea, putem cumpira orice de oriunde. Psihologic, toate aceste succese tehnologice au
schimbat comunicarea clasica, in care trebuie sd ne intalnim pentru a ne vedea, pentru a vorbi,
trebuie sa mergem la magazin pentru a cumpara produsul de care aveam nevoie sau e necesar
sa ne deplasam intr-o alta locatie pentru a participa efectiv la lucrarile unei conferinte etc. Dar
noile media nu prezinta numai avantaje, ci remarcam si pericolul schimbarii
comportamentului tinerilor, in special al adolescentilor, varsta afectata cel mai mult de aceasta
viatd virtuald, care ajunge sa o elimine in timp pe cea reala. Oare aceasta este o viatd sau doar
un surogat? In primul rand, existd tentatia de a avea orice identitate, de a fi ane/ ce vrei in loc
de cine/ ce/ cum esti. Adolescentii se prezintd de cele mai multe ori drept adulti, avand altd
infatisare, alte ocupatii, altd personalitate. Este satisficator sa te stii puternic, dezinvolt, matur.
Este adevarat cd adolescentii care se exprima mai greu, care sunt timizi sau neincrezatori, care
au o imagine negativa despre ei insisi cad prada primii acestei tentatii.

Poate ca Internetn/ nu ar face atatea victime daca unele lucruri ar fi restrictionate. Insa
cine se opune pericolelor care apar in urma intalnirilor programate pe Inferne? Un alt aspect
negativ consta in faptul ca Inzernetul 1ti da posibilitatea de a-ti ,,falsifica” personalitatea ... pana
la pierderea identitatii. Mai mult: atunci cand persoanele se izoleaza de restul lumii, raimanand

in lumea lor inchisi intre patru pereti, dependenta atinge cote maxime.

7.  Identitate gi/ sau viatd virtualar!

Dincolo de problemele etice evidente ale /umii digitale, subiecte precum identitate
virtuala, retele sociale, Forum-uti sau blog-uri prezinta un interes deosebit atat din privinta
istoriei comunicarii, cat si a relatiilor publice.

Formarea unei identitati virtuale este relativ facila, noile media permitand crearea lor
printr-o varietate de moduri, astfel incat existd persoane cu mai multe identititi virtuale. De
altfel, John Palfrey atrage atentia asupra diferentelor in formarea identititii dintre generatia

actuald si cele predigitale, in sensul ci: ,,acum este mai multd experimentare §i reinventare a

'® Don Tapscott, op. cit., p. 80.
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identitatilor si sunt diferite moduri de expresie, precum YowTube sau Blogging-ul.”17. Desi se
poate crede ca gradul de anonimat este mai ridicat decat in viata reald, identitatile virtuale pot
fi relativ usor descoperite, datoritd caracterului global si multitudinii de ,,amprente” pe care le
lasa o astfel de identitate. Oricum, membrii generatiei digitale nu fac diferenta intre identitatea
virtnald §i cea reald, chiar daca acestea se manifesta in spatii si moduri diferite!8.

In iulie 2010, revista germana Foous descria Facebook ca fiind in posesia mai multor
cunostinte decat orice alt serviciu de informatii de-a lungul istoriei'®. Remarca e de interes,
avand in vedere ci sutele de milioane de utilizatori impirtisesc de buna voie informatii despre
viata privatd sau profesionald, pentru care, altidatd, era la voga spionajul.

Pericolele la care se expun utilizatorii sunt mari $i uneori nebanuite, dar, pe de alta
parte, retelele, precum Facebook sau Linkedln, respectiv. Xing - la categoria retelelor
profesionale, ofera beneficii deosebite din privinta comunicarii la nivel global. Prin
intermediul comunitatilor on/ine, interactiunea dintre persoane aflate la mii de kilometri
distantd este facild si mult mai rapidd. De asemenea, barierele ierarhice sunt maleabile in
spatiul virtual, unde utilizatorii pot intra in contact cu persoane ,,inaccesibile”. Mai mult decat
atat, asa cum evidentiaza John Palfrey, conexiunile se realizeaza inclusiv in timpul somnului?’,
numerosi utilizatori Incepandu-si ziua cu verificarea si acceptarea persoanelor care le solicitd
prietenia virtuala.

Companiile au sesizat potentialul acestor retele si multe dintre ele si-au creat propriile
profiluri virtuale, care pot completa varianta ,,deja” clasica a sie-ului, iar unele dintre ele au
utilizat cu succes retelele sociale in cadrul campaniilor de relatii publice. Cu toate acestea,
elaborarea unei campanii de PR eficiente prin intermediul retelelor sociale nu este deloc
simpla, de aceea cercetitorii trebuie si acorde atentie modului in care utilizeaza acest mijloc.
Astfel, din teoriile lui Rob Brown, retinem cd a promova un mesaj comercial nu va fi de
ajuns?! pentru a avea o campanie on/ne de succes, odatd ce metodele trebuie si genereze
participarea si sa ofere o experientd valoroasa participantilor.

Cu atat mai mult cu cat, pentru generatia tanara, este dezirabil sa interactioneze cu o
anumitd companie in mediul on/ne, in vederea accesului direct la informatiile esentiale despre
organizatie, despre ale carei valori ,doresc sa se asigure ci se potrivesc cu propriile
exigente.”’??

Forum-urile sunt o alti forma de interactiune virtuala, care ar reprezenta in sine
subiectul unei cercetari. Interesant este modul in care persoanele se raporteaza la Forum-uti si
in ce masurd sunt influentate de activitatile desfasurate prin acest mediu, cu atat mai mult cu
cat discutiile pot fi usor denaturate si limitele unei conversatii normale sunt depasite tocmai
prin caracterul anonim sub care se pot ascunde utilizatorii.

17 John Palfrey, op. cit, p. 21.

'8 Ibidem, p. 4.

9°g, Billhardt, F. Fleschner, U. Hannemann, J. Hirzel, J. Schonstein, ,,Der groBe Bruder (Big Brother)*, in
Focus, nr. 29/10, 19 iulie 2010, p. 73.

2 John Palfrey, op. cit., p. 5.

?! Rob Brown, op. cit, p. 51.

%2 Don Tapscott, op. cit., p. 35.
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In calitate de jurnale publice, blgg-urile oferd o mare libertate de expresie si un grad
sporit de expunere in spatiul public. Datoritd comunicarii directe cu audienta si accesibilitatea
continutului acestui mijloc, exista blogger-i care au devenit mai cunoscuti si mai cititi decat
jurnalistii cu reputatie. Constientizarea acestui fenomen a marcat un moment de cotitura atat
in jurnalism, cat si in relatiile publice. Exista numerosi jurnalisti care au inceput sa se adreseze
publicului preexistent prin intermediul blg-ului, evitaind astfel controlul editorial. Pe de altd
parte, specialistii in PR vorbesc, din ce in ce mai frecvent, despre ,,blogger engagemen?’?3, care,
asa cum sugereazi Rob Brown, se aseamini cu modul de abordare al relatiei dintre
profesionistii in PR si jurnalisti, chiar si in cazul blogger-ilor care nu au practicat jurnalismul ca

mesetrie.

8. Comportamentul de achizitie

Noi tendinte. Noile media se afla in stransa legatura cu un comportament specific de
achizitie, in special in ceea ce priveste comertul on/ine. Rapiditatea cu care se poate cumpara
aproape orice prin intermediul Internetului este uluitoare si depaseste cu mult limitele
cumparaturilor clasice. De asemenea, posibilitatea achizitionarii unor produse disponibile doar
prin mediul omkine este un alt atu. La acestea se adauga eliminarea deplasirii pentru
cumparaturi, deci economie de timp, dar si de bani. Pe de alti parte, comertul online spre
deosebire de cel traditional, nu ofera posibilitatea incercirii produsului inainte de achizitie si
nicio interactiune cu brand-ul la fel de puternica din privinta celor cinci simturi.

Cu toate acestea, reprezentantii noii generatii, care preferd si cumpere prin comertul
online, isi doresc experiente bogate in legiturd cu brand-ul, motiv pentru care (alaturi de faptul
ca au renuntat la media traditionale, deci evitd spot-urile TV sau print-urile), campaniile de
publicitate clasice se dovedesc ineficiente in cazul lor. In plus, ei sunt exigenti cu privire la
personalizarea produselor si a servicilor?*. Membrii generatiei digitale isi doresc sa intre in
dialog cu compania, si se implice in elaborarea si in perfectionarea produselor ale ciror
beneficiari finali sunt. De aceea, Don Tapscott vorbeste despre rescrierea regulilor marketing-
ului, in care cei ,,patru P” vor fi inlocuiti de regulile ,,ABCDE”: oriunde (amyplace), brand,
comunicare, descopetire si experienta®>.

Tot la capitolul noi tendinte in comportamentul de achizitie intra influenta blgg-urilor,
respectiv a blogger-ilor asupra consumatorilor, fenomen observat de unele companii, care s-
au orientat catre aceasta noud categorie de public. Un exemplu sunt casele de moda care, spre
surprinderea jurnalistilor de la publicatile de profil cu traditie in domeniu, la ultimele
prezentiri, au invitat blogger-i pe care i-au tratat asemenea vedetelor sau redactorilor-sefi de la
importante reviste de moda. Intr-o industrie in care efemerul primeaza si in care totul se
desfasoard cu rapiditate, aceasta situatie este relevantd pentru evaluarea modului in care o
categorie de oameni activa on/ine a devenit un public aparte pentru companii sau organizatii,

%% Rob Brown, op.cit., p. 28.
?* Don Tapscott, op.cit., p. 36.
% |bidem, p. 187.
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pe baza influentei exercitate de blogger-i asupra altor persoane nu numai in domeniul modei,
ci in multe alte domenii, inclusiv politic, social sau protectia mediului.

In afard de Internet, alte noi medii, precum ftelefonul mobil, sunt utilizate pentru
promovarea de produse si servicii, diferite aplicatii interactive, fiind foarte apreciate, in special
in tarile asiatice. Astfel este favorizat contactul dintre consumator i brand, primul nemaifiind
,asaltat” cu reclame traditionale, ci atras prin mijloace discrete, dar indeajuns de eficiente incat
sa-1 solicite atentia si sa-i trezeasca curiozitatea de a descopeti brand-ul i de a intra in dialog cu
reprezentantii companiei sau cu alti consumatori.

9. Site-ul de Web

Site-ul de Web intre instrument strategic de marketing si moft. Faptul cad Internetul a
schimbat in mod fundamental modul in care oamenii comunica, lucreaza si traiesc nu mai
este niciun secret. Dar acest fapt se datoreaza probabil, polivalentelor sale. Acest lucru face
referire la faptul cd poate fi definit ca fiind in acelasi imp un mediu de comunicare, brand-
builder, canal de distributie, tehnologie si suport pentru construirea si intarirea relatiei cu
consumatorii. Exemplificim prin: hotmail, yahoo messenger, google, amazone sau fenomenul blogging.
In acest sens, Roger Fidler retine: ,,Nu de putine ori ne-a fost dat si auzim clienti, fie ei mici
sau mari, companii producitoare de larg consum, ziare sau diversi prestatori de servicii,
spunand cd isi doresc un site, care e la moda, pentru ci rivalii sai au sau pentru cd i-au sugerat
odraslele.”26 Totusi, putini sunt acei beneficiari care contacteaza o agentie de dezvoltare Web,
spunand ci 1si doresc un site prezentare sau de vanzare onlkine, un Intranet pentru angajati sau
un Extranet pentru parteneri de afaceri. Aspectele pozitive nu sunt de neglijat nici ca numar si
nici ca importantd. Conform statisticilor, de la inceputul acestui an avem aproximativ 4
milioane de utilizatori de Internet. Numarul de domenii.ro si site-uri lansate creste constant.

Ce are de oferit Web-ul mai mult sau mai eficient decat alte canalii de medii? Multe! Ca
de exemplu: actualizare in timp real, efectuata chiar de citre nespecialisti; personalizarea
paginilor si informatiilor in functie de preferintele si obisnuintele utilizatorilor; target bine
definit prin datele de profil sau obisnuinte de navigare. Pentru specialisti de on/ine media si
companii, Web-ul evalueaza impactul unei executii creative in timp real, permitand astfel
schimbiri rapide de formate de banner, intervale orare sau frecventa de expunere a unui
utilizator la un anumit mesaj.

Dintr-o altd perspectiva, publicitatea on/ine asigura o interactiune 1:1 cu marca, prin
acordarea acelui click pretios de catre utilizator.

Concluzii

Aspectele teoretice si directiile de cercetare care s-au aflat la baza acestui studiu-pilot
pot constitui un punct de plecare pentru o cercetare mai ampld, care si valideze sau nu
simplele observatii prilejuite de studiul de fata. In plus, pentru a oferi o imagine de ansamblu

asupra concordantei sau discordantei dintre tendintele internationale cu privire 1a nozle media si

% Fidler, Roger, Mediamorphosis. Sa intelegem noile media, traducere de lzabella Badiu, Cluj, Editura Idea
Design&Print, 200...(2004)
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cele romanesti, nu poate fi neglijati Romania rurald, care reprezinta 45% din populatie?’ si
pentru care accesul la Infernet este limitat, manifestandu-se astfel un decalaj urban-rural evident
in aceasta privinta.

Noile media reprezintd un subiect relativ difuz pentru nespecialisti, chiar daca
persoanele respective au utilizat noile mijloace. Se poate observa ci, pentru subiectii ce apartin
generatiei noi, schimbarea tehnologica survenita prin intermediul noilor media nu reprezinta o
provocare la fel de mare ca pentru respondentii care au trebuit si se adapteze la aceasta
transformare — dupa observatiile referitoare la tendintele internationale prezentate in prima
parte a acestui studiu.

In ceea ce priveste consumul media, lucrurile sunt mai complicate, pentru ca apar
variatii relativ mari de la o persoana la alta, indiciu de care ar trebui sa se tind seama intr-un
posibil studiu de caz pe aceastd tema. Cert este cd o cercetare de amploare a consumului de
new media in spatiul romanesc ar oferi o perspectiva extrem de utila specialistilor in relatii
publice.

Cu privire la raportul ,varsta - atitudine fatd de noile media”, avem certitudinea
manifestarii unor diferente care sa sustina clivajul intre generatii, in utilizarea cardului bancar
pentru tranzactii on/ne sau crearea conturilor pentru retele sociale. Asta vom putea aplica in
partea practicd a cestui studiu, la care vom avea in vedere si relevanta experientei in utilizarea
noilor medza.

Extrem de interesant este faptul cd noile mijloace de comunicare pot influenta prin
natura lor modul de percepere a realitatii, asa cum sustinea McLuhan. De exemplu, datorita
accesibilitatii, care are drept efect inflatia de opinii att ,,profesioniste”, cat si ,,amatoare” din
mediul online, a cazurilor de manipulare informationald, dar si a altor trisituri specifice
mediului on/ine, membrii noii generatii ar putea fi sceptici ori de cate ori citesc informatii de pe
Internet, fapt remarcat in literatura de specialitate accesatd. Astfel, nici nu mai conteaza
continutul anumitor mijloace, pentru ca ele sunt catalogate pe baza experientei anterioare.

De aceea, cunoscand caractetisticile #oilor media $i modul in care membrii publicului se
raporteaza la aceste noi mijloace, pot fi observate numeroase oportunitati pentru adaptarea
comunicirii, ce pot fi utilizate cu succes in domeniul relatiilor publice.

In concluzie, ne propunem continuarea cercetarii prin antrenarea viitorilor PR-isti,
actualii studenti, coordonati de cercetatori in domeniul relatiilor publice in realizarea unui
studiu de caz pe tema noilor media, a identitatii virtuale, in cadrul ciruia si se concentreze pe
observatii asupra particularitatilor comportamentului persoanelor intervievate din spatiul

romanesc.
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GANDIRE $I COMUNICARE iN EPOCA MODERNA:
SISTEMUL LUI IMMANUEL KANT
Thinking and Communicating in the Modern era: The System of Immanuel Kant

Eugeniu NISTOR!
Abstract

The inventive spirit of the thinker of Kénigsberg had manifested itself ever since the ,,pre-criticism” stage
of his life, when he wrote and published several books, but was also dealing with cosmology, among other
things, and published a unique work on celestial mechanics (,,Universal Natural History and Theory of
Heaven”, 1755), a book which contains extremely valuable ideas to the history of science, as they
configure that which at present constitutes the Kant-Laplace theory. His system of thought is found in his
four basic philosophical works: ,,Critique of Pure Reason” (1781) — gnoseology, ,,Groundwork for the
Metaphysics of Morals” (1785) and ,,Critique of Practical Reason” (1788) — contain his ethical doctrine,
and the ,,Critique of Judgment” (1790) — include his esthetic concept and the issue of finality in organic
nature. The detailed description of the gnoseological process in three steps (each one having a specific
name: sensitive intuition, exaltation from direct contemplation to the analytical intellect, pure reason), the
description of duty or practical reason from which the categorical imperative as a moral law is derived, and
the description of ,logic” and ,,communicable beauty” — is achieved through rational arguments and
reveals a breathtaking systemic structure, which was rightly called later, not without admiration: ,, Kant's
steel scaffolding!”

Keywords: metaphysical knowledge, kantian apriorism, transcendental dialectic, the antinomies,
the ontological argument

,,Comunicirile” profund filosofice ale lui Immanuel Kant (1724-1804) marcheaza,
se stie, Intreaga epocd modernad. Cel care prin ,criticile” sale avea si modifice cu totul
,vechiul testament” al rationalismului cartezian, s-a dovedit incd din tinerete un spirit
deosebit de original. In anul 1755, Kant publici lucrarea Istoria generald a naturii i teoria
cerulnz, lucrare de referintd in mecanica cereasca, care, din motive ,tehnice” (moartea
editorului), nu a putut fi difuzata si, prin urmare, nu a ajuns sa fie cunoscuta decat intr-un
cerc stiintific foarte ingust. O jumaitate de veac mai tarziu, in 1796, astronomul si fizicianul
francez Pierre Simon Laplace isi publica lucrarea Expunere a sistemului lumiz, inrudita cu
ipoteza kantiana, dar ,,aplicata” unui domeniu mai restrans — doar sistemului nostru solar
— spre deosebire de filosoful german, care se referea la Univers, in intreaga lui extensie. O
alta diferenta dintre cele doud ipoteze rezida din modul cum priveste Laplace sistemul solar
gata Inchegat: acesta va ramane etern in echilibru, fird ca ceva sa-i mai tulbure vreodatd
stabilitatea; or, in ipoteza kantiand se impune ideea cd Universul s-a ivit din haos si in haos
va pieri, dupa epuizarea tuturor posibilititilor pe care ciclicitatea pendulnlni universal le
presupune. In forma »imbinata”, aceasta ipotezd cosmogonica este cunoscutd in istorie
sub numele de teoria Kant-Laplace, ea reprezentand o formidabila deplasare spre exzerior a
trontierelor cunoasterii umane. O multime de previziuni kantiene, expuse in cadrul acestei

teorii, aveau s fie confirmate de catre descoperirile stiintifice viitoare; astfel, sustinand ca

! Assistant Prof. PhD, “Petru Maior” University of Targu-Mures.
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planetele cunoscute pana atunci nu sunt singurele din sistemul nostru solar, s-a intamplat
cd, inca in timpul vietii lui Kant, avea sd fie identificata planeta Venus iar, mai apoi, si
planeta Neptun. Dar insistenta noastra asupra acestei geniale ipoteze a lui Kant, poate mai
mult decat s-ar fi cuvenit, isi are si ea o explicatie: credem ca in rofundul ei vegeteaza
samburele ideii cosmogonice, formulate ceva mai tarziu de catre filosoful german.

In aceeasi etapa ,,precriticista”, care se Intinde pand pe la 1770, Immanuel Kant a
mai publicat si alte lucrdri, intre care si teza sa de ,,privat-dozent”, Nowa explicatie a primelor
principii ale cunoagterii metafizice, iar, apot: Falsa subtilitate a celor patru fignri silogistice, Unica
fundamentare posibili a nnei demonstratii a lui Dumnezen, Incercarea de a introduce in filosofie conceptul
de madrimi negative $i Vigiunile unui vizionar explicate prin visurile metafizici.

Dupa o ,ticere” editoriald de unsprezece ani, intrand in efervescenta etapi
wcriticista”, Kant publicd o lucrare de capatai — Critica ratiunii pure (1781), urmata de
rezumatul acesteia — Prolegomene la orice metafizica viitoare care se va putea infatisa ca stiintd
(1783), la care ne vom referi mai pe larg in paginile ce urmeaza. Va publica apoi, cu o
anumitd ritmicitate, si alte lucrdri, dintre care unele cu continut didactic: Ideea unei istorii
universale din punct de vedere cosmaopolit (1784), Intemeierea metafizicii moravurilor (1785), Critica
ratiunii practice (1788), Critica puterii de judecata (1790), Religia in marginile simplei ratiuni (1793),
Spre pacea eternd (1795), Conflictul facultatilor (1798), Antropologia din punct de vedere pragmatic
(1798), Logica (1800, manual), Geografia fizica (1802, manual), Pedagogia (1803, manual).

Sistemul de gandire al lui Kant este expus in cele patru lucriri filosofice de bazi ale
sale, astfel: in Critica ratiunii pure — gnoseologia; in Intemeierea melafizicii moravurilor si Critica
ratiunii practice — este continutd doctrina eticd; iar in Critica puterii de judecati — este
argumentata conceptia estetica si chestiunea finalitatii in natura organica. Cat priveste
lucrarea Prolegomene la orice metafizicd viitoare care se va putea infdfisa ca stiintd, ea reprezinta, asa
cum am mai amintit, rezumatul ,,popular’ al Criticii ratiunii pure, expunand, intr-o forma
care se dorea accesibila, teoria kantiana a cunoasterii. Filosoful german ne avertizeaza insa,
inca din primele pagini, cd aceasta carte nu este scrisd pentru incepdtori ci pentru viitori
profesori, iar invatatii care confundi istoria filosofiei cu insasi filosofia vor trebui s
astepte pana cand se vor forma initiatii, adica ,,cei ce se straduiesc sia extraga stiinta din
insesi izvoarele ratiunii”,> vor destainui lumii despre posibilitatile oricirei cunoasteri
»metafizice” si despre incununarea acesteia ca ,,stiinga”.

In explicatiile sale referitoare la ,,canonul ratiunii pure”, Kant isi concentreaza
singur, in trei Intrebdri fundamentale, intreaga structurd sistemicd, aratand ci ,,tot interesul
ratiunii mele (atat cel speculativ cat i cel practic) e cuprins in trei intrebari: ,,7. Ce pot sti?
2. Ce trebuie sd fac? 3. Ce-mi este ingdduit sd sper?”’3

Unii comentatori ai operei kantiene, izbindu-se de greutatea interpretarii
Prolegomenelor. .. indeamna ca, in aprofundarea acesteia, cei aplecati pe paginile ei sa

2 Immanuel Kant, Prolegomene la orice metafizica viitoare care se va putea infdtisa ca stiingd, traducere de
Mihail Antoniade, editie ingrijita si studiu introductiv de Eugeniu Nistor, Editura Ardealul, Colectia ,,Biblioteca
de filosofie”, Targu-Mures, 1999, p. 21

* Immanuel Kant, Critica ratiunii pure, traducere Nicolae Bagdasar, Elena Moisiuc, studiu introductiv, glosar
kantian si indice de nume proprii: Nicolae Bagdasar, Editura Stiintifica, Bucuresti, 1969, p. 601
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studieze, in paralel, si cartea-mama, adica Critica ratiunii pure, ceea ce mal incolo se va
regasi, ca infaptuire, si in demersul nostru, mai ales in ilustrarea expunerii cu unele pasaje
semnificative. i, legat de acest aspect, o precizare este necesara inca pentru posibilii nostri
cititori: opera lui Kant s-a plimadit in conditiile specifice in care se studia filosofia
germana, adica in corelatie cu stiintele exacte, fapt care presupune un efort de adaptare la
temeinicia limbajului impus de disciplinele pozitive, in sfera cdruia (trebuie si
recunoastem!) e mai dificil sd te misti cu nonsalanta.

Immanuel Kant marturiseste in ,,Prefata” Prolegomenclor..., ci empirismul lui David
Hume i-a influentat cercetdrile filosofice, trezindu-l din ,,somnul dogmatic”, si
indreptandu-i atentia pe o altd directie de studiu decat cea a predecesorilor sii, René
Descartes, John Locke si G.W. Leibniz, ca sa-i amintim doar pe cei mai importanti:
,2Marturisesc fara inconjor: amintirea lui David Hume a fost ceea ce, acum multi ani, mi-a
intrerupt intaia oara somnul dogmatic si a dat cercetarilor pe taramul filosofiei speculative
cu totul alti directie...”* Specificitatea oricirei cunoasteri de tip metafizic, scrie el,
presupune o distinctie clara fie intre obiectele cunoasterii, fie intre sursele cunoasterii, fie
in modul in care se realizeazd cunoasterea. Referindu-se, mai departe, la sursele cunoagsterit,
rezultd limpede ca acestea nu pot fi, prin definitie, nici experienta noastra externa (care
este izvorul fizicii propriu-zise), si nici experienta interioard, liuntrica (care apartine de
drept psihologiei empirice). Si atunci, ne intrebdm, ce surse ii mai raman metafizicii?
Filosoful german ne lamureste ca ,,sursele” ei se situeaza in intelectul pur $i in ratinnea purd,
ea fiind prin aceasta o cunoagtere apriori, care nu se deosebeste de matematica pura,
recomandand chiar sa fie socotitd drept cunoagtere filosofica pura.

Exista o realitate obiectiva, recunoaste Kant, situatd in afara constiintei umane si
neconditionatd de ea, cici de ce atunci fasciculul de senzatii — nu reproduce imaginea 7 sine a

lucrutile in sine” sau noumenul

3 5

obiectelor reale (?), ci cu totul altceva, adicd doar fenomencle
ramanand mai departe dincolo de granitele cunoasterii omenesti, ele fiind forme inaccesibile,
stand sub semnul incognoscibilului, la fel ca si ,,modelele perfecte”, din teoria platonica a
ideilor. De altminteri, si termenul de noumen este imprumutat de la Platon, in conceptia
cdruia avea semnificatia prototipurilor lumii sensibile, care graviteaza in transcendent si nu
pot fi cunoscute decat pe cale rationala.

Natura, in ansamblul manifestarilor ei (pamant, ape, munti, paduri, animale etc.),
cu legile si conexiunile pe care toate acestea le presupun, constituie ,,Jumea fenomenelor”,
adica o realitate subiectivd, accesibild cunoagterii prin actiunea noumennlni asupra
sensibilitatii umane; aceasta insia este complet distinctd de lumea ,lucrurilor in sine” (a
noumenului), a acelei naturi reale, hotarat incognoscibile, apartinand sferei transcendentale.
Astfel Incat, s-ar putea intelege ca facultatea de cunoastere a fiintei umane poate fi
consideratd ca o conditie esentiald pentru insdsi existenta zafurii (e drept, a unei naturi
subiective, a unel zaturi a fenomenelor — asa cum rezulta din gnoseologia kantianal).
Aceastd conceptie, in care senzatiile devin izvor al cunoasterii, iar realitatea perceputd pe

calea simturilor apare ca #n ceva derivat intre subiect si noumenul transcendent, continuand

* Immanuel Kant, Prolegomene la orice metafizica viitoare care se va putea infatisa ca stiintd, editia citata, p. 25
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intr-un anumit fel empirismul agnostic al lui David Hume, este insa o cunoastere limitata,
spune Kant, care sufera de imperfectiune. Cunoasterea cu adevarat stiintifica — sustine el,
mai departe — nu se intemeiaza pe experienta, ci decurge, fard intermediere, direct din
intelectul uman, fiind, fard dar si poate, o premisd a cunoasterii empirice de tip senzualist.
Asa, se apropie si se consolideaza elementele de fond ale apriorismului kantian.

Caracterul universal si necesar al principalelor propozitii ale matematicii si fizicii
pure il determind pe filosoful german sa concluzioneze ca, in constiinta umand, exista o
gama de definitii care sunt anterioare oricdrei experiente, ele conditionand faptele de
cunoastere, in totalitatea lor. Este vorba de un front aprioric al congtiintei, identic la toti
indivizii, care, fiind complet diferit de constiinta empirica (experimentald), primeste
denumirea de congtiinta transcendentald. Trei etape succesive parcurge demonstratia sa
gnoseologica, in probarea acestui complex proces: 1. intuitia sensibild; 2. iniltarea de la
scontemplarea nemijlocita” la intelectul analitic, $i 3. ratiunea purd. Sa le ludm pe rand. Intuitia
sensibild, prima treapta pe scara cunoasterii kantiene, cuprinde principalele sensibilitati
aprioti — spatinl $i timpul —, constituind obiectul esteticii transcendentale. Aritand ca lucrurile
exterioare, care se rasfrang asupra sensibilitatii umane, sunt de neconceput in afara
spatiului si a timpului — coordonate universale $i necesare a tot ceea ce se percepe si este
perceptibil — acestea sunt, afirma filosoful german, notiuni apriorice, anterioare oricarei
experiente posibile. Fenomenele, continua el, sunt receptate de citre fiinta umana drept
unul /ingd altul sau unul dupd altul, intr-o anumitd succesiune si ordine, tocmai datoritd
facultitilor constiintei de a le sistematiza si situa pe cadrele ideale ale spatiului si timpului.
In afara acestor forme apriorice, este imposibil sa stim, spune Kant, cum ar mai putea exista
,Hlucrurile in sine”.

Inainte de a trece la urmitoarea treapta gnoseologica, si facem o paranteza
explicativd, spre a avea o imagine de ansamblu a intregului sistem kantian de cunoastere.
Astfel, in cadrul teoriei transcendentale a elementelor, o primd problema o constituie
estetica transcendentald (adicd prima treaptd a cunoasterii, pe care am expus-oO anterior), cea
de-a doua reprezentand-o /logica transcendentald, Kant fiind unul dintre marii reformatori si
teoreticieni ai logicii, pe care o deslusim divizatd in urmatoarele ramuri: logica elementard
(formald) sau ,,propedeutica” (1) — care se ocupa de studiul formelor pure si de functiile
gandirii, neinteresand originea sau relatia ei cu obiectele — aritandu-se, mai departe, ca
delimitarea ,,propedeuticii” (cunoscutd si ca ,anticamerd” a stiintelor) se realizeaza prin
intermediul /fogicii transcendentale (2), marcatd de necesitatea $i universalitatea formelor
apriorice ale intelectului.

Logica transcendentala este impartita, apoi, in analitica transcendentald si in dialectica
transcendentald. Analitica transcendentald, echivalenta a teoriei intelectului, cuprinde cea de-a
dona treaptd a gnoseologiei fantiene. Dupa ce in primul act al cunoasterii am vazut cum
tasciculul indeterminat de senzatii, rezultat din actiunea obiectelor cunoasterii asupra
organelor noastre de simt, este ordonat in constiintd de catre formele apriorice ale intuitiei
sensibile (spatiul si timpul), procesul gnoseologic continua si se desfagsoard in intelectul
uman, unde toate aceste perceptii sunt gandite. Pentru gruparea si randuirea pe baze
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sistematice a materialului de cunoastere, Kant sustine ca intelectul este inzestrat cu unele
concepte initiale ordonatoare; acestea sunt cazegoriile, care au drept rol asezarea logica a
tuturor imaginilor si reprezentarilor obtinute. Principii logice fundamentale, categoriile
kantiene ale cunoasterii sunt ,,concepte pure ale intelectului” cu caracter de generalitate, fiind
date apriori, anterioare oricaror experiente posibile. Filosoful german dezvolti tabelul
aristotelic, instituind o garniturd cu doudsprezece categorii, divizate in patru grupe,
inlauntrul cdrora functioneaza anumite legaturi dialectice. Tabelul kantian arata astfel: 1.
cantitatea: unitate, multiplicitate, totalitate; 2. calitatea: realitate, negatie, limitare; 3. relatia:
inerentd si subzistentd (substantia et accidens), cauzalitate si dependenta (cauza si efect),
comunitate (interactiune intre activ §i pasiv ); 4. modalitatea: posibilitate-imposibilitate,
existenti-nonexistentd, necesitate-intamplare.

Intirind afirmatiile expuse anterior, Kant sustine cd gama categoriilor nu poate fi
obtinuta pe cale empiricd, deoarece insisi experienta umana este posibila numai datorita
acestor forme apriorice ale gandirii. Dar, In acelasi timp, el ne lamureste ca nici nu poate fi
vorba de o aplicatie a acestora in transcendent, adica dincolo de hotarele lumii sensibile,
rolul lor cognitiv vadindu-se doar in lumea empirica.

In rezumat, conceptia kantiand subliniaza ca, daca semsibilitatea este sursa
cunostintelor dobandite prin intuitie despre lucruri singulare, atunci zntelectnl reprezinta
sursa cunostintelor de ansamblu, de ordin general, obtinute prin gandire. In proximitatea
categoriilor apriorice ale filosofului german saladsluiesc ,,ideile Innascute” ale lui Descartes,
dar si ,adevarurile eterne” ale lui Leibniz si conceptiile scepticiste (de cauzalitate si
substanta) ale lui Hume — dar teoria kantiana inseamna o depasire a tuturor.

Cea de-a treia treaptd in gnoseologia lui Kant, o reprezinta feoria ratiunii pure, care
constituie obiectul dialecticii transcendentale. Procedand la acceptarea teoreticad a separdrii
intelectului de ratiune, filosoful a stabilit o distinctie clard intre modalitatea de gandire
dialectica si cea metafizica, arataind ca, daca intelectul este izvorul cunoasterii metafizice,
atunci ratiunea este vadit dialecticd, prin insdsi natura ei. Pe aceasta treaptd Kant distinge
trei tipuri de rationamente: 1. ideile psibologice, 2. ideile cosmologice si 3. ideea teologicd — prin
intermediul cdrora ratiunea purd ar trebui si fie inzestrati continuu cu ,reprezentiri
sintetice”, cu date despre suflet, despre natura, in ansamblul ei, si despre Dumnezeu.

In legatura cu primul tip de idei — cele psihologice — ale ratiunii pure, Kant il
exemplificd procedand la o analiza a sufletului, a ex/ui nostru — cel care conditioneaza
insasi conceptul de substanta, cu rol explicativ in experienta, aratand cd incercirile unor
filosofi de a-i evidentia mai temeinic continutul substantial, ca si unitatea $i permanenta, s-au
axat, In mod gresit, pe o inversiune de termeni care nu poate duce nicaieri; caci ezl
subliniaza filosoful german, ca si subiect ultim al cugetarii, este cel care pune in valoare
ideea de substanti (aceasta fiind doar o categorie a intelectului), si nu substanta da nastere
eulul care o gandeste! Rezultatul inversiunii nu poate fi decat un paralogism.

Ne vom referi, mai departe, la cea de-a doua clasa de rationamente — zdeile
cosmologice. Aici pornim de la constatarea ca realitatea, in intregul ei, dar si in elementele

componente, nu se identificd cu ideile ratiunii §i cd, din incercdrile ratiunii pure de a o
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adapta la continutul acestora, rezulta o categorie speciala de contradictii, a caror rezolvare
nu este posibila — antinomiile —, care constituie unul dintre cele mai patrunzatoare si mai
elevate capitole din filosofia lui Kant. Legat de problema antinomiilor, se observa ci toate
contradictiile uneia dintre parti (Teza), aflatd pe pozitii opuse cu cealalta (Antiteza), pot fi
demonstrate logic la acelasi nivel, intrandu-se intr-un cerc al ratiunii, in care argumentatia
ambelor unghiuri de abordare este de necontestat, avand o egala fortd demonstrativa. Sub
spectrul ideilor cosmogonice ale lui Kant stau patru teze / antiteze fundamentale, dintre
care prima este, poate, cea mai subtild sinteza de gandire din epoca moderni, ancorand
existenta la neant si neantul la existenta: 1., Teza: LLumea are un inceput in timp si este de
asemenea limitatd in spatiu (...) An#iteza: Lumea nu are nici inceput, nici limite, ci este
infinitd atat in timp cat §i in spatiu.”> Dar Znceputul, inseamna falsa succesiune a unui timp
in care lucrul nu existd, caci lumea nu exista si, de fapt, punem in discutie ,,un precedent”
al timpului care nu poate fi decat ,,timpul vid”, in care nici o devenire nu este posibila.
Lumea, deci, in ansamblul ei, nu poate avea nici inceput si nici sfarsit, fiind infinitd ca duratd. lar daca
discutam varianta unei limite a lumii intr-un spatiu finit, atunci acceptam ca ea s-ar afla, de
tapt, intr-un ,,spatiu vid”, lipsit de spatialitate si de lucrurile pe care aceasta proprietate le
presupune, in care nici o devenire nu este posibila. Asadar, si abordand lucrurile din acest
unghi, constatim ca Lumea, in ansamblul ei, nu poate avea nici inceput si nici sfarsit, fiind
infinitd ca spatiu. Celelalte trei antinomii kantiene sunt: 2. ,,Teza: Orice substanta
compusi, in lume, consta din parti simple si nu existd nicdieri absolut nimic decat simplul
si ceea ce este compus din simplu (...) Antiteza: Nici un lucru compus, in lume, nu consta
din parti simple §i nici nu existd nicaieri absolut nimic simplu in lume.”¢ 3. | Teza:
Cauzalitatea dupa legile naturii nu este singura dupa care pot fi derivate toate fenomenele
lumii. Pentru explicarea lor este necesar si mai admitem o cauzalitate prin libertate (...)
Abntiteza: Nu exista libertate, ci totul in lume se intampla numai dupa legi ale naturii.”” 4.
,, Teza: Lumea implicd ceva care, fie ca parte sau cauzd a ei, este o fiinta absolut necesara
(...) Antiteza: Nu existd nicdieri o existentd absolut necesard, nici in lume, nici in afara
lumii, ca fiind cauza ei.”® La fel ca si In prima antinomie, si in cazul acestora, se poate
argumenta logic cd substanta este simpld sau compusi, divizibila sau nu, ca libertatea si
cauzalitatea sunt posibile sau imposibile, ci existd o fiintd necesara sau ca totul este
intamplare...

Cea de-a treia idee fundamentald a ratiunii kantiene, cea #reologicd, aspird sa
contopeasca spiritul si natura existentei intr-un fundament absolut: argumentul ontologic, prin
care existenta lui Dumnezeu este dedusi, pornindu-se demonstratia de la notiunea de
existentd (confundata cu un ,atribut logic al unui concept”), cici: ,,dacd gandesc o fiinti ca
realitate suprema inaltd (fara lipsuri), mai rimane Intrebarea, daci ea existd sau nu.”? Daca
insd ideea de Dummnezen in sine nu diferd de ideea unui Dumnezeu inchipuit, in schimb

® Immanuel Kant, Critica ratiunii pure, editia citata, pp. 376-377
® Ibidem, pp. 382-383

" Ibidem, pp. 388-389

® Ibidem, pp. 394-395

% Ibidem, p. 480
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existenta este o constatare empirica a concretului, iar in experienta umana nx este datd $i
intuitia suprasensibild a lui Dumnezeu — de unde Kant deduce falsitatea ,,dovezii
ontologice”. Dupa respingerea argumentului ontologic, tilosoful german combate, tot atat de
sevet, si argumentul cosmologic, care porneste de la constatarea cd, dacd lumea exista — fapt de
necontestat — ar mai ramane doar si i se atribuie o ,,fiintd necesara”, adica #z creator, idee
cuprinsa intr-o astfel de logica: ,,daca ceva existd, trebuie sa existe si o fiintd absolut
necesard. Dar cel putin eu insumi exist, deci exista o fiinta absolut necesard. Premisa
minord contine o experientd, iar premisa majord conchide de la experienta in genere la
existenta necesarului. Dovada pleaca, deci, propriu-zis, de la experienta si prin urmare nu
este dedusd complet apriori sau ontologic; si fiindca obiectul oricarei experiente posibile
se numeste lume, ea se numeste dovadd cosmologica.”!? Alungandu-l pe Dumnezeu din
lumea fenomenelor, Kant nu neagi insa posibilitatea existentei sale in lumea ,,lucrurilor in
sine”, ba chiar nu exclude probabilitatea ca in Univers si mai existe si altfel de
reprezentari (si altfel de zntuitii) ale unor ,fiinte cugetitoare” care, spune el, si se afle in
conditii similare celor care limiteaza zntuitia omeneascd.

Estetica lui Kant, reluand in sintezd filosofia frumosului a lui Platon, identifica
temeiurile general-valabile ale judecatii de gust, aratand cd in operele de valoare exista un
»minim logic”, care poate fi pus in parantezd fiara a distruge plicerea. De asemenea,
apreciaza ca frumosul logic consta chiar in deplina concordanta dintre cele doua functii de
baza ale spiritului omenesc: imaginatia si intelectul, iar cand vine vorba de limbaj, atunci
articulatiile logico-gramaticale trebuiesc riguros respectate, deoarece tocmal acestea sunt
decisive in armonizarea desavarsitd a reflectiel umane cu fantezia. Greu definibil, si mai
greu demonstrabil, frumosul este, in viziunea kantiand, doar comunicabil, caci filosoful
constatd ,,comunicabilitatea universald a senzatiei (de placere sau de neplacere), senzatie
care se produce fari concept, unanimitatea, pe cat posibil a tuturor timpurilor si
popoarelor, privitoare la acest sentiment determinat de reprezentarea anumitor obiecte,
constituie criteriul empiric, desi slab si abia suficient pentru presupunere, al provenientei
gustului...” 1!

Etica lui Kant este fundamentata pe ratiune care, ca ratiune practica, impune in plan
social legea morala, de unde derivd datoria sau imperativul categoric si intreaga gama de
atitudini, de reactii si eforturi de adaptare comportamentala a insului in sfera publica de
care apartine. Filosoful german ia in calcul apartenenta omului la doud lumi: o data ca
cetatean al lumii empirice, fenomenale, este limitat §i constrans in actiunile sale de legea
cauzalitatii, dar ca locuitor al lumii ,,Jucrului in sine”, noumenale, unde cauzalitatea nu existd,
el este pe deplin liber. In cuprinsul aceleiasi doctrine, Kant mai postuleazd doua idei
importante, si anume: 1. intrucat trebuie sa fie o cauza a existentei intregii naturi, distincta
de naturd, dar care sa contind temeiul precis al acordului fericirii cu moralitatea, este

absolut necesar sa admitem existenta lui Dumnezeu, prin intermediul cdruia ,creatura

19 Ibidem, p. 483

1 Immanuel Kant, Critica facultfii de judecatd, traducerea ,,Criticii facultatii de judecata” — Vasile Dem.
Zamfirescu, Alexandru Surdu, traducerea ,,Primei introduceri la Critica facultatii de judecatd” — Constantin
Noica, Editura Trei, Bucuresti, 1995, p. 72
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rationala” poate deveni demna si participe la Binele Suprem; 2. cum omul nu poate
ajunge la perfectiunea morala, deoarece existenta lui se deruleaza intr-o lume tiranizati de
simturi, de aspiratii si de tot felul de tendinte si de chemari ademenitoare, e necesar s se
presupuna continuitatea persistentei sufletului uman si dupa moarte, cand perfectiunea
morald se poate implini ,,conform scopului pe care aceastia lege o da existentei mele,
determinare care nu este limitatd la conditiile si hotarele acestei vietl, ci care merge la
infinit.”’12

In etica kantiani ceea ce atrage atentia in mod special este continutul studiului in
care filosoful german vorbeste despre personalitate; aceasta este descrisd ca fiind chiar
conceptia integrald a moralitatii, adica ,,acel stadiu atins cand omul se manifesta in ceea ce
intreprinde ca fiind constient de ceea ce este si de ceea ce poate fi, constient de ceea ce
trebuie sa fie. Datoria morala a fiecdruia este de a-$i onora umanitatea din persoana sa, de
a face din sine o personalitate.”!3

Insistand asupra faptului ca omul nu este un animal lipsit de rationalitate, el fiind
capabil sa ia deciziile potrivite de unul singur, deoarece isi este siesi stapan, valoarea lui
este uriagd deoarece, in calitate de persoana responsabild, el este in stare sa-si influenteze
propria viata, propriul destin. Esenta omului in univers poate fi interpretatd astfel: prin
corpul sdu fizic el este membru al lumii sensibile, supus legilor cauzalitatii fizice si
materiale, care reprezinti pentru vointa lui principii exterioare ale actiunilor si simple
fenomene care se manifestd printre alte fenomene; iar, integrat sistemului naturii, omul
este o fiintd de o importantd redusa si are o valoare comund cu a celorlalte specii de
animale si, cu toate ci le este superior acestora prin intelect si cd isi poate formula el insusi
scopuri, cu toate aceste calititi conferite apriori utilitatea lui are doar o valoare exterioara.

Schimbarea moravurilor are ca scop, in explicatia kantiand a problemei, o castigare
treptatd a virtutii, printr-o ascultare a legii care contribuie la corectarea conduitei umane,
ajungandu-se astfel dintr-o inclinatie spre viciu la o predispozitie opusa acesteia. Dar
schimbarea simtamintelor se poate corecta doar printr-o transformare ,,revolutionara” a
persoanei, astfel Incat ,acest om nou (,,ein neuer Mensch”) preconizat de Kant coincide cu
intelesul personalitatii; el face sa coincida revolutionarea felului de a gandi cu reforma progresiva a
modului de a simti.”* Asadar, conceptia eticd kantiena este aceea ca omul este scop in sine si
scop final al existentei lumii, iar aceastd devenire sau innoire a sa se realizeaza atat prin
progresiva sa moralitate cat si prin efortul siu mereu sporit pentru dobandirea fericirii,
tiind vorba de o lucrare a omului asupra lui insusi. Sa nu uitam cd la sfarsitul Criticii ratiunii
practice, Kant marturisea posteritatii intr-un pasaj memorabil, preluat ca epitaf si
inscriptionat pe piatra sa funerard din Konigsberg, cd ceea ce in viatd i-a cdlauzit mereu
sufletul si gandul, au fost ,,Cerul instelat deasupra mea si legea morald in mine...”1>

12 |mmanuel Kant, Intemeierea metafizicii moravurilor. Critica ratiunii practice, traducere, studiu introductiv,
note si indici Nicolae Bagdasar, postfatd Nicolae Bellu, Editura Stiintifica, Bucuresti, 1972, pp. 252-253

13 Nicolae Bellu, Etica lui Kant, Editura Stiintifica, Bucuresti, 1974, p. 279

¥ Nicolae Bellu, Etica lui Kant, opera citata, p. 283

> Immanuel Kant, Tntemeierea metafizicii moravurilor. Critica rafiunii practice, opera citata, p. 252
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La capatul studiului nostru trebuie sa constatam ca spiritul inventiv al ganditorului
din Konigsberg s-a manifestat inca din tinerete, din asa-zisa etapa ,,precriticista”, cand
acesta a scris §i a tiparit mai multe carti cu continut enciclopedic, ocupandu-se printre
altele si de cosmologie si publicand o lucrare unicd despre mecanica cereasca (Istoria
generald a naturii §i teoria cernluz, 1755), unde a expus unele idei, deosebit de valoroase, care
configureaza astdzi in istoria stiintei teoria Kant-Laplace. Dar inventivitatea kantiand
culmineazi cu structura ingenioasa a sistemului siu de gandire, expus in cele patru lucrari
filosofice de baza, astfel: in Critica ratiunii pure (1781) — este expusd gnoseologia, in
Intemeierea melafizicii moravurilor (1785) si Critica ratiunii practice (1788) — este continutd
doctrina etica, iar in Critica puterii de judecata (1790) — este argumentata conceptia estetica si
problema finalitatii in natura organica. Descrierea in detaliu a procesului gnoseologic, prin
functionalitatea lui in trei trepte (cu denumiri specifice fiecare: intuitia sensibila, inaltarea
de la contemplarea nemijlocita la intelectul analitic, ratiunea purd), descrierea datoriei etice
sau a ratiunii practice, de unde deriva imperativul categoric ca lege morala, si descrierea
»frumosului logic” si ,,comunicabil” — se realizeaza prin argumente rationale si vadeste o
uluitoare constructie sistemicd, cireia pe bund dreptate i s-a spus mai tarziu, nu fard
invidie si admiratie, ,,scheldria de otel a lui Kant!”

35
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ACOMODAREA SUBSTANTIVULUI ABSTRACT IN TERMINOLOGIA
FILOZOFICA
Accommodating the Abstrtact Noun in Philosophical Terminology

Doina BUTTURCA!

Abstract

The study proposes a descriptive-semasiological research of the terminology in the field of philosophy.
The relationship between the hard nucleus and the external areas of this sphere of terms, accommodation
of abstract nouns in the language of philosophical terminology, identification of opposition markers at
specialization level are a few of the objectives set out. The means of maintaining unambiguousness of
terms are another focal point for this research. Contrastive analysis, descriptive-linguistic methods and
semasiological study are used. One of the conclusions of the research is that the hard nucleus of the
philosophical language is the sphere with the highest stability, maintaining a high degree of abstraction.
External areas are common variants, migrating from one language to another, having an interdisciplinary
character.

Keywords: terminology, philosophical, abstract noun, special plural forms.

Cadrul teoretic

Substantivele abstracte, substantivele masive (nume de materie), substantivele
colective etc — fdra a fi considerate prototipice (cf. GALR 2005) in literatura de
specialitate - se impun in limba romana actuald prin trasaturi gramaticale de tip special, ce
se pot corela cu caracteristicile lor semantice si referentiale, mai ales in terminologie. Sunt
clase de substantive care participa in mod diferit la realizarea coreldrii referentiale.
Acomodarea acestor clase de substantive in terminologie nu se poate realiza inafara
corelarii referentiale. Referentializarea unei sintagme terminologice/a unui termen este
conditia sine qua non a calititii termenilor de unititi informationale si/ sau comunicative si
se realizeaza prin mijloace specifice. In comunicarea nespecializatd, referentialitatea se
poate realiza prin marci intonationale (o accentuare foarte puternica, o pauza, gestul - mai
ales In comunicarea orali- care insoteste cuvintele deictice, mimica asociata cuvintelor
considerate psihologice), prin formele modurilor si a timpurilor verbale — dacd avem in
vedere enunturile structurate. In acest sens, informatia gramaticald data de indici verbali
fixeaza cadrul situational al comunicarii. In limbajele specializate, substantivul participa in
mod diferit la procesul de terminologizare/ de comunicare specializatd. Aceasta, in primul
rand datoritd realizdrii prin mijloace non-subiective a corelarii referentiale. Ca unitati ale
sistemului lingvistic, substantivele abstracte desemneazd clase de ,,obiecte” apartinand
diferitelor ramuri ale sistemului stiintei contemporane. Procesul de terminologizare
presupune asocierea substantivului cu mdrci, determinanti specifici care contribuie la
indentificarea/ individualizarea referentului, in general, rolul acestora fiind deosebit de
complex.

! Assoc. Prof. PhD, Sapientia University of Cluj, Faculty of Technical and Human Sciences, Targu-Mures.
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Substantivele abstracte treprezintd clasa semantico-gramaticald acomodati in cel mai
inalt grad in limbajul stiintei contemporane, prin caracteristici semantice specifice, dintre
care: capacitatea de a denumi concepte neperceptibile subiectiv/ senzotial: navigatie,
politica (politicd monetard; politicd economica ). O alta caracteristicd ce concura la
convertirea clasei semantico-gramaticale 1n clasa semantico-terminologicd este
incapacitatea substantivelor abstracte de asociere in sintagma terminologica cu un obiect
strict material, concret: politici externd/ de stat/internationald etc. Referentii
substantivelor abstracte pot fi identificati in domenii ale vietii sociale, apartinand
terminologiei stiintelor sociale (terminologia juridica, terminologia economica, limbajul
politic etc.), in discipline stiintifice, dintre care lingvistica, fizicd, mtematica etc, in
domeniile teoretice - limbajul filozofiei (constiinta, adevar).

Substantivele abstracte se acomodeaza In terminologie fie intensional, definind
conceptul: Se ocupa de /lngvistica, nu de fizicd., fie extensional, privind ,actualizarile”
conceptului in sintagma terminologici si/ sau in enuntul stiintific: Se ocupa de /Jngvisticd
diacronica/ lingvistica cognitiva/ lingvistica computationald, nu de fizicd nucleard/ cnantica.

Limbajele specializate isi dezvolta corpusul prin termeni avand ca sursa lingvistica,
fie substantive abstracte nonumarabile, fie substantive abstracte numarabile. Terminologia
filozofica cuprinde un numar impresionant de termeni formati in baze lingvistice abstracte
care admit opozitia de numar: filoz. categorie; canzd; efect; cercetare, contrarii, comportament etc.
Termenul calitate este numarabil extensional, in sintagme terminologice care necesitd
descrierea sensului: calitdti primare; calitafi secundare. Nu admit opozitia amintita, avand
caracteristica nonumadrabil, termeni precum: constiintd, corectitudine, cunoastere,
determinare, echivoc etc Isi mentin calitatea nomumdrabil termeni precum  cercetare,
certitudine, chiar daca sintagma terminologicd revendicd dezambiguizarea sensurilor: cercetare
Jfundamentald, cercetare aplicatd, cercetare operationalay/ / certitudine empirica, certitudine teoreticd. Spre
deosebire de substantivul concret, unitate a lexicului, care are drept referent un obiect
material, perceptibil, conceptul desemnat printr-un substantiv abstract in limbajul filozofic

nu are un referent senzorial.

Pluralul — marca a specializarii

Unii termeni sunt utilizati cu forma de plural: astfel, confrarii este unul dintre
substantivele abstracte folosit la plural, din ratiunea cd in cadrul unitatii ,,existenta unei
laturi este conditia existentei laturii contrare si invers”.(Dictionar de filogofie 1978:152). La
tel, termenul universalii (cf. lat. universalia, genuri, notiuni generale) desemneaza notiuni
generale in filozofia scolasticd, notiuni considerate ca fiind atribute comune tuturor
fiintelor (genul, specia, diferenta, propriul si accidentalul). Termenul este utilizat cu forma
de plural atat intensional cat si extensional - in sintagme ce revendica limurirea sensurilor
specializate: cearta nniversaliilor. In terminologia actuald, pluralul are rolul de marcd
specializati de opozitie a diferitelor limbaje apartinand stiintelor umaniste si/ sau de
diferentiere a sensurilor, in raport cu limba comund: A se compara: filog. universalii/ cearta

universalitlor etc cu jur. legator universal, med. remedin universal etc. Abstractele se utilizeaza
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obligatoriu cu forma de plural si atunci cand sintagma cuprinde notiuni desemnate prin
utilizarea cazurilor oblice: teoria elitelor, teoria factorilor, teoria hieroglifelor, teotia jocurilor,
teotia multimilor, teoria simbolurilor, teotia wvalorilor etc. Forma de plural a abstractelor
terminologice nu realizeaza opozitii gramaticale, ci opozitii logice, conceptuale cu
singularul abstractelor din alte domenii specializate: lingv. simbol/ vs  filoz. teoria
simbolurilor; mat. multime vs. tiloz. teotia multimilor; interd. sistemr vs filoz. teoria generala a
sistemelor.

Acelasi tip de oporzitii conceptuale realizezd termenii Scoali/Scoli, care cunosc
numeroase reorganizari semantice. Specializarea termenului ,,Scoald” se realizeaza numai
in combinatie cu notiuni referitoare la istoria filozofiei, la doctrine: Scoala eleatd, Scoala
epicuriand, Scoala ioniand, Scoala sceptica, Scoala peripateticd, Scoala din Milet, Scoala din
Baden etc. Un anumit grad de echivoc pare sd creeze pluralul generic Seo/i in sintagme de
tipul Scoli socratice. Dezambiguizarea sensurilor se realizeaza la nivelul definitiei, printr-o
cunoastere de detaliu a filozofiei grecesti: ,,denumire genericd data de unele scoli filozofice
grecesti intemeiate de discipoli ai lui Socrate: 1.Scoala megarica, intemeiata de Euclid din
Megara; 2.Scoala cinica, intemeiata de Antistene; 3.Scoala cirenaica, intemeiata de Aristip
din Cirene si 4. Scoala din Elis si Eretria, intemeiatd de Fedon din Elis”(DF: 653)

Abstractele numarabile confera termenilor un grad deosebit de transparenti a
sensului: actiune, calitate, civilizatie, clasa, concept, constiinta etc, fie datoritd apropierii
(formale, gramaticale) de substantivele concrete, fie datorita intersectiei cu limba comuna
si/sau cu alte limbaje specializate. Pluralele specializate cuprinse in dictionare conferd
limbajului stiintelor/ teoriei/ cunoasgterii, in general, un grad inalt de abstractizare, chiar
dacd In unele cazuri sunt pasibile de amguitate. Desi dictionarele lexicale si de specialitate
inseriazd anumite abstracte nonnumarabile cu forma de singular, in discursul specializat
existd numeroase cazuri de recategorizare a termenilor, ca numarabili: adevdr vs adevdrari,
arhetip Vs arbetipuri, ambignitate vs ambiguitai. Nu in toate situatiile, procedeul este in masura

sd actualizeze/ sd creeze noi sensuti specializate prin formele de plural.

Subansambluri lexico-semantice

Caracterul abstract al terminologiei se manifesta in diferite grade la nivelul lexicului
specializat. In ceea ce priveste structura interni, limbajul filozofiei cuprinde o ,,sferd
centrald” de termeni (Slusanschi Dan, 1971) puternic abstractizatd, uneori ermetica si ariile
exterioare acestel sfere, alcdtuite din subansambluri eterogene. Nu numai analiza lexico-
semantica dar si perspectiva etimologica poate contribui la relativa definire a ,,granitelor”
dintre cele doud compartimente structurale. Sfera centrald cuprinde termeni §i sintagme
specializate prin care se desemneaza un fond conceptual comun, cvasi-universal al
domeniului filozofiei, de sursd greco-latind si nu numai (romanicd, germanica, sanscritd
etc). Acesta formeaza ,,nuleul dur” si se defineste prin cel mai inalt grad de specialzare/
abstractizare: apriori (a priori expresie latina ,,ceea ce preceda”), aposteriori ( lat. a posteriori
»din ceea ce urmeaza”), ataraxie (gr. a ,fara’+ tulburare”), axiologie (gr. axio-

»valoare”+ /logos ,,cuvant, teorie”), chiliasm (gt. chiliasmos ,,0 mie”), cinicii (gr. kynikos de la
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kyos, kynos ,.caine”), cogito (lat. cogito ,,eu gandesc”), cosmogonie (gr. kosmos ,Jume,
univers”+ gonos ,origine, nastere”), cosmologie (gr. kosmos Jume, univers’+ Jogos
mwcuvant,vorbire”), cvietism (lat. guies ,Jliniste”), deism (lat. deus ,,zeu”), deontic (gr. deon,
deontos ,,ceea ce se cade, ceea ce este necesar”), eclectism (gr. eklego ,,a alege, a opta”),
eidetic (gr. eidos ,,forma, esenta”), enteleheie (gr.entelebeia, din en ,in”, telos ,,scop”si enhein
,»a avea”), epistemic (gr. episteme ,,cunoastere, stiinta”), eristica (gr. eristzkos, de la erizein ,,a
discuta in contradictoriu”), esoteric (gr. esoferikos interior”), euristic (gr. heuriskein),
exoteric (gr.exoferikos ,,exterior”’in opozitie cu esoteric), fatum (lat. ,,ceea ce a fost spus,
predestinat”), functor (lat. functus, de la fungi ,,a indeplini un rol”), gestaltism (germ. Gestalt
»structurd, configuratie”),henoteism (gr. henos ,,unu’ si theos ,,zeu, dumnezeu”), lema (gr.
lemma ,ceea ce este acordat, suporzitie, teza”). Termeni de altd sursa: karma (in sanscr.
»faptd, actiune, rasplati”), nyaya(sanscr. ,temei, concluzie, metoda, logica”in sanscriti),
vede (sanscr. ,cunostiintd, stiintd), vedic, upanisade (sansct. upa-ni-jad ,a se ageza foarte
repede, ca pentru a asculta un secret”) etc. Termenii filozofiei, apartinand sferez centrale
mentin nealterat sensul conceptual, specializat, rimanand in unele cazuri, inaccesibili
nespecialistilor. Sunt termeni care de-a lungul evolutiei gandirii umane au ramas nemarcati
ideologic. Intr-o alti ordine, putine dintre exemplele date au realizat trecerea de la centru
la subansamblurile ariilor laterale. Cosmologie, cosmogonie, fara a forma serii corespondente
metaforice sau metonimice (aga cum se intampla in numeroase limbaje specializate
actuale) au realizat trecerea din nuclenl dur la ariile laterale, dar si la limbajele conexe
(apartinand domeniului stiintelor umaniste) prin corpusuri reprezentative (de ex., textele
apartinand sistemului criticii literare).Mecanismele de relationare ale celor doua arii ca si
ale termenilor filozofiei cu alte limbaje sunt atractia si expansiunea sensurilor: limbajul
criticii literare spre exemplu, atrage prin resemantizare/ respecializare elemente ale
limbajului filozofic (cosmologie, cosmogonie, eclectic etc). Limbajul filozofic ,,imprumutd, da prin
expansiune” termeni ,care pot fi supusi altei specializari sau unui nou transfer
metaforic”(Slusanschi 1971: 588-589). Din perspectiva lexico-semantica, nuclenl dur al
limbajului filozofic cuprinde termeni monoreferentiali ce concureaza la univocitatea
interpretarii. Abstractie este functional in contexte specifice de tipul: abstractie empirici,
abstractie constructiva (idealistd, sinteticd), abstractie logico-matematica, abstractie fizica.
Sintagmele terminologice date intiresc caracterul stiintific, realizeaza distinctiile necesare
la nivelul contextelor specializate, dobandind astfel o dimensiune definitorie. Numeroase
alte contexte au caracter diagnostic: /oggicd in sintagmele monoreferentiale - logica
simbolicd (matematicd), logica probabilisticd etc; subiect In asociere cu continuturi
conceptuale ca axiologic, epistemic: subiect axiologic, subiect epistemic etc. Interpretarea
monoreferentiald a sensului unor termeni presupune o profunda stapanire a domeniului:
asa de pilda, element poate desemna atit particula/ particulele primordiale, din combinarea
cirora s-a nascut universul (sens filozofic), cat si particulele care intrd in componenta
materiei determinate, individualizate in obiecte (sens stiintific). Trasitura comuna a celor

doud notiuni pentru care se foloseste acelasi termen este aceea de substanti ultimi,
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indivizivild, constantd semantici pe care o putem identifica si In teoria generald a
sistemelor.

Ariile laterale cuprind variante comune, uzuale, migratoare de la un limbaj la altul,
avand caracter interdisciplinar. Numeroase sunt consecintele recategorizarii lingvistice a
termenilor filozofici, care se produce la acest nivel. Impactul este edificator la nivelul
gradului de stiintificitate, la nivel conceptual si semantic. Relatia cu uzul comun sporeste
ambiguitatea lexicului specializat (la nivelul subansamblurilor lexico-semantice). O parte
dintre termenii filozofici circuld in limba comuni cu sensuri neprecis explicitate. Sensurile
termenilor se depreciazi prin surplusul de formalizare/ cu care sunt investiti in contextul
de comunicare: “In calitate de autoritate publica tutelard, MT nu a luat masuri privind
revizuirea contractelor de mandat incheiate cu membirii consiliilor de administratie si cu
directorii din unele regii autonome, companii si societati nationale, precum si societati
comerciale aflate sub autoritatea MT, ceea ce a condus la plata nelegala a indemnizatiilor,
cuantumul acestora fiind peste cel prevazut de lege, consecinta fiind afectarea bugetelor
operatorilor economici, cu suma de 5.973 mii lei”, se aratd in raportul Curtii de Conturi
(Mediafax). Surplusul de sociologizare este a doua cauza a deprecierii sensurilor filozofice,
fenomen ce se produce cu precadere, in stiintele sociale. Termenii filozofici pot pierde
specializarea si prin densitatea terminologica slaba in uzaj: consecintd, concluzie, gandire,
aptitudine, opinie, ordine, mod etc. Termeni precum: real, realitate etc si-a pierdut in etapa
postmoderna de evolutie a gandirii umane, caracteristica filogofic, sub presiunea limbajului
media unde circuld cu numeroase sensuri, uneori imprescise, golite de substanta originara
a filozofiei platoniciene. Termenul echivoc (lat. aequus ,,egal”+ wvox ,,voce”) - in filozofia
logicd/ epistemologie este utilizat cu acceptiunea de ,, doud intelesuri”. Termenul a trecut
printr-un proces de determinologizare, fiind utilizat in limba comund cu sensul de
indoielnic, suspect. Prin extensie semanticd a dobandit acceptiunea de zucert, nesigur. Vocabula
Jatalism (lat. fatum ,,destin”) desemneazd o doctrind filozofici/ religioasi conform citeia
dezvoltarea naturii, a societatii, evenimentele din viata omului sunt prestabilite de o forta
implacablili. In uzul comun, termenul circuli cu sensul de predestinare, pasivitate,
resemnare in fata destinului. Termeni apartinand aceluiagi camp lexico-semantic
marcheaza opozitii la nivelul specializarii: laic-laicism. Desi in limba greaca /asikos insemna
,»al poporului “si era utilizat in opozitie cu klerikos ,.cler, preot”, laic este utilizat astizi
prin extensie, ca notiune social-organizatoricd, aflata in opozitie cu religia. Lazcism este un
termen cu o trasatua filozofica mult mai pronuntata, prin care sunt desemnate ,,doctrinele
sau programele politice care preconizeaza laicizarea intregii vieti publice”(DF: 395). Sunt
doar cateva exemple de termeni care par sa facd parte din fondul general al lexicului
stiintific, prin sensurile concurente cu ale altor terminologii, nu din terminologia filozofiei.

Numerosi termeni filozofici au statutul de termeni interdisciplinari, veniti dinspre
limbaje conexe si/ sau dinspre limbajul stintelor exacte: emtropie (gr. en ,in”+ trepo
,conversiune, involutie”) este un termen introdus in termodinamicd in 1850, de catre
R.S.Clausius, unde desemna ,, o marime fizicd, care indicad gradul de ireversibilitate al

proceselor fizice, in special al transformarilor energiei”(DF:223).In matematica, entropie
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»este o functie matematicd a starii unui corp sau unui sistem de corpuri”( DF: 223).
Semnificatia filozofica este data de sensul ,, expresie fizica a evolutiei ireversibile sau
continue in timp a universului.”(idem).Termeni care au migrat dinspre limbajul filozofiei
spre alte domenii de specializare: emergent (1at. emergere ,,a iesi, a se arata”) era utilizat ab
mitio in filozofie, cu sensul de teorie idealista si metafizicd cu privire la procesul
dezvoltarii, creata in deceniul al treilea al secolului XX de filozofii englezi S.Alexander si
C.L. Morgan. Termenul este folosit astazi in limbajul fizicii, in matematica, in stiintele
naturii etc. Entitate (lat. entitas, din ens, entis ,,ceea ce existd”) este un alt exemplu de termen
migrator. Desemna in filozofia scolastica natura unui lucru, esenta sa, consideratd in mod
idealist si metafizic ca fiind distincti de lucrul insusi. In limbajul actual, entitate circula cu
sensul de aspect al existentei, delimitat ca intindere, continut, sens. Este utilizat in
lingvisticd, in medicing, in stiintele sociale etc. Termenii apartinand ariei laterale cunosc
numeroase respecializdri in limbaje apartinand sociologiei (biosociologie, burghezie, camp
ideologic, comunism, socialism, dictatura proletariatului, existentd, lume, psihologie,
stiintd politica, tiranime etc), antropologiei (antropologie politica, antropologie sociala si
culturald), psihologiei (atentie, atitudine, emotie, empatie, pedagogie sociald), lingvisticii
(propozitie, semn, semnal, semnificat, semnificant, semioticd, vorbire), semanticii
(semantica, sens), stiintelor naturale (ecologie, ecosistem).

O prima conluzie este aceea a rolului substantivelor abstracte in formarea
limbajului filozofic. Lingvistica se acomodeaza limbajelor specializate deopotriva prin
marcile de specializare natura gramaticala (opozitia singular-plural, opozitia numarabil-
nonnumirabil), semanticd (intensional/ extensional), lexicald etc.
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EXIL INTERIOR, DISIDENIA, NOSTALGIE. DINSPRE JOHN NEUBAUER
SPRE SVETLANA BOYM
Intetior Exile. Disidence. Nostalgia: From John Neubauer towards Svetlana Boym

Dumitru-Mircea BUDA1
Abstract

The article discusses the concepts of interior exile, disidence and nostalgia starting from the ideas of John
Neubauer, attempting to draw similarities and typologies in the larger picture of 20th century European
political and cultural immigration. The cases of Central-East European writers such as Thomas Mann,
Frank Thiess, Imre Kertesz or Ferenc Fejto or the Russians Victor Sklovsky and Joseph Brodsky (offered
as examples by Svetlana Boym) are considered relevant.

Keywords: exile, protest, nostalgia, Svetlana Boym, John Neubauer, Thomas Mann, Imre
Kertesz.

Extrem de utilizat, in contextele revizitarii literaturii din timpul totalitarismului
(dar, cine Stie, actualizabil, azi, in noul context geopolitic), termenul de exz/ interior merita o
scurtd investigare istoricd si semanticd. El intrd In uz In anii 30 ai secolului XX, fiind
folosit atat de refugiatii din calea fascismului cat §i de catre aceia rimasgi acasi. Are, deci,
de la bun inceput, o natura ambigud, echivoci. El e legat, in epocd, de nume precum
Klaus Mann, Paul Tilich, Thomas Mann si alti exilati care atesta existenta unei rezistente
interne fata de Hitler si devin solidari in aceasta

Urmarindu-i istoria, John Neubauer observa cum conceptul se schimba
semnificativ in timpul razboiului si dupa acesta. Spre dezamagirea lui Thomas Mann,
multi scriitori germani ramasi in patria de origine incep sa glorifice imigratia interioara. In
expresia lui Frank Thiess, imigratia interioara reprezenta o comunitate de intelectuali care
ramasesera loiali Germaniei dar nu o abandonasera si preferau retragerea in interioritatea
observatiei exterioare, de la adapostul unui exil geografic. Dar aceasta nu insemna ci ei nu
impartiseau suferinta tirii lor, cu toatd sinceritatea.

Un caz ce ii atrage atentia lui Neubauer e acela al lui Gottfried Benn, poet de mare
influenta, autorul afirmatiei tulburitoare conform cireia a deveni ofiter al Wehrmarcht-
ului era ,,0 forma aristocratica de emigratie”. E motivul pentru care Thomas Mann ajunge
la vehementa lui denigrare a ,.exilului interior” si la negarea existentei reale a acestuia.
Pozitie pe care proza parabolica a scriitorului german o va incifra, de altfel, in cele mai
faimoase romane ale acestuia.

Polemica Frank Thiess — Thomas Mann a continuat si in deceniile urmatoare, cand
scriitorii §i istoricii germani au ajuns sa sustind valorile literaturii exilice si de acasa.
Conservatorii tindeau sa supraliciteze literatura scrisd sub Hitler in Germania, in vreme ce
exilatii si criticii de stanga au ajuns sa priveasca ,,exilul interior” ca o forma lipsita de sens

etic a sustragerii din responsabilitate. a o conferintd pe tema exilului interior, tinutd la
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Universitatea din Wisconsin, Reinhold Grimm creioneazd o imagine istorica a exilului
interior in emergenta sa de concept, dar, in examinarea subsecventa a opozitiei cu Hitler,
Grimm continua sa confunde imigratia interioara cu disidenta si, inca o data obscurizeaza
sensul acesteia.

Ce implicatii conferi, agadar, acest prim sens utilizat de germani, ,,exilului interior”,
astfel incat el e imprumutat apoi, prin uz, altor spatii si contexte legate de totalitarism si de
relatia individului cu acesta? Desi era menit si denumeascd un fenomen din Germania
nazista, e evident cd el comportd numeroase alte sensuri in alte contexte, in special din
moment ce e intotdeauna limpede dacd noul sens al termenului e o varianta ,,nomadd” a sensului
originar german’?. O evaluare comparatisti demonstreaza, in orice caz, cd acest termen -
care conoteaza de reguld pozitiv - avea un sens decisiv negativ pentru scriitorii, criticii sau
cercetatorii germani intorsi din exil. Asa cum numerosi francezi sustineau dupa razboi ca
participasera la miscarea de rezistentd, multi scriitori germani rimasi in patrie si-au
construit o imagine de sine via ,,exilul interior” care cosmetiza realitatea dezonoranti a
frecventei lor atitudini admirative fatd de regimul nazist. Luand in considerare aspectul
terminologic, si nu neaparat pe acela istoric al ,,exilului interior”, pentru Neubauer devine
limpede ci Grimm nu urmareste, in discutia sa istoricd, sa creeze un spatiu conceptual
acestei sintagme. Disidenta si exilul interior se suprapun partial, dar in mod cert ele nu
sunt sinonime. lar discutia poate fi cat se poate de punctuald, chiar dacd implicit
antreneaza numeroase orgolii ranite.

Neubauer se intreaba, asadar, dacd ,,A devenit, oare, poetul polonez Stanislaw Baranczak,
in mod automat, mai degraba exilat interior, cum pretinde el insugi, decit un disident cand a fost redus la
tacere?” 7. Confruntandu-se cu cenzura, disidentii incearcd si-si asume un spatiu public de
opozitie al vocii i al activitatii, In vreme ce scriitorii aflati in exil interior tind sa se retraga
din politicd si chiar din realitate. Ei sunt fie redusi la tacere, fie tac din proprie initiativa,
iar scrierilor lor sfarsesc in sertar, si nu la o editurd (oficiald, de samizdat ori straina). Si,
totusi, scriitorii si specialistii continua sia confunde disidenta cu ,,exilul interior”.

Criticul mai propune aici un exemplu, cel al lui Ferenc Fejto, care numeste
prohibitia de a fi publicat a lui Milovan Dilas si numeroasele lui intemnitiri cu sintagma
ssbelso emigracio”, desi Dilas si-a publicat scrierile In strdindtate, si a fost mai degraba un
disident activ decat o voce tacutd, chiar daca autoritatile au incercat sa-1 reduca la tacere.
Inci si mai complicat e cazul scriitorul maghiar, laureat al Premiului Nobel, Imre Kertesz,
avand si el dificultati sa publice in deceniile imediat urmatoare celui de-al doilea razboi
mondial, simtindu-se izolat de scena culturald maghiard. Implicit, Kertesz sustine ca ar fi
tost ,,de facto in exil interior’. N-a tdcut total, nici n-a fost complet ignorat, dar pentru o
lunga perioada de timp nici n-a fost receptat corespunzitor valorii operei sale. i totusi,
observa Neubauer, Kertesz nu poate fi corect incadrat nici ca disident iar o parte a izoldrii

2 John Neubauer, History of the Literary Cultures of East-Central Europe: junctures and disjunctures in the 19th
and 20th centuries, edited by Marcel Cornis-Pope, John Neubauer, John Benhamin BV Publishing Co, USA-
Netherlands, 2006

# John Neubauer, op. cit., p. 18
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lui rezulta exact din acest refuz de a se inrola in disidenta, aga cum au fiacut-o Gyorgy
Konrad sau Istvan Eorsi.

In sine, cuvantul nostalgia are radicini grecesti — nostos (acasi) ji algia (dor) — desi
acest cuvant compus nu isi are, el insusi, originile in Grecia Antica. E doar un cuvant
pseudo-grecesc, un cuvant grec care i se pare Svetlanei Boym*, nostalgic el insusi. Boala
nostalgiei, prima oara diagnosticata de medicii elvetieni din secolul XVII, la mercenari, isi
are versiunea modernd in contagiunea dorului de casa - /a maladie du pays — si se trata, in
maniera stiintifica a secolului XVII, ,,cx lipitors, emulsii halucinogene, opin san o cdldatorie in
Alpi’>. Nostalgia n-avea cum si fie privita, incd, drept destin ori parte a conditiei umane.
Era doar o boald trecitoare. In secolul XIX, dorul geografic s-a potentat insa cu acela
istoric: maladia unei patrii s-a tranformat de indatd in mal du siecle, cele doud suferinte
continuand sd-si Impartdseascd multe dintre simptome.

Daca terapii anti-nostalgice sunt dificil de sugerat, terapeutice ar putea fi, in
vremurile post-totalitare, distinctiile. O asemenea distinctie incearcd Svetlana Boym© cand
propune, cu un usor aer parodic, pe urmele teoriei lui Roman Jakobson referitoare la cele
doua tipuri de afazie, ipoteza nostalgiei duale. Prima ar pune accent pe 7ostos, subliniind
intoarcerea la spatiul mitic, undeva pe insula utopiei, acolo unde ,,marea patrie” trebuie
recladida. E un tip reconstructiv de nostalgie, unul colectiv. A doua nostalgie pune
accentul pe algia si nu pretinde sd reconstruiasca locul mitic numit patrie. E o nostalgie
s> indrdgostitd de distantd, nu atit de referentul insugi.””

Aceasta a doua nostalgie e ironicd, fragmentara si singulard. Dacd nostalgia utopica
vede exilul, in toate sensurile literale si metaforice, ca pe o cadere certd din privilegiile
gratiei, care trebuie corectati, nostalgia ironica acceptd (daci nu si simpatizeaza)
parodoxul exilului si al ex-patrierii. Instriinarea, atit ca functie poetica cat si ca mod de
existentd, e o parte a unei nostalgii ironice. Nosfos-ul ei ar putea exista plural, la pluralul
domiciliilor geografice, politice si estetice.

O perspectiva asupra exilului, ca lucrare a istoriei nationale si a celei autobiografice
e cea a lui Benedict Anderson, in Imagined Communities (1991)3%, care vede o legatura intre
istoria natiunii si biografia individului: ambele sunt naratiuni ale identitatii si ale constiintei
rezultate din uitare, instriinare si pierderea memoriei locului. Intr-un pasaj cu accent liric,
citat de Svetlana Boym, Anderson vorbeste despre dezvoltarea metaforei adolescentului
care vrea sa-si uite copildria si despre adultul care vrea si si-o reinventeze privind o

fotografie veche a unui copil care se presupune ca seamana cu el, cel din prezent.”

* Svetlana Boym, Estragement as a Lifestyle: Shklovsky and Brodsky, in Exile and Creativity: Signposts,
Travelers, Outsiders, Backward Glances, Duke University Press, 1998, p. 241

*Ibidem.

®Ibidem.

"Ibidem.

® Benedict Anderson, Imagined communities: Reflections on the Origin and Spread of nationalism, Verso,
London, UK, 1991, 1983

° Miile de zile care s-au scurs intre copildrie si intdia maturitate dispar fard intoarcere! Cit de ciudat este s
ai nevoie de ajutorul altcuia pentru a afla ca acest bebelus gol in fotografia ingalbenitd, intins fericit pe paturd,
esti tu insuti ”’ Benedict Anderson, op. cit., p. 204
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Anderson, crede Boym, propune intelegerea antropologicd a nationalismului (in
ordinea preferintei, religiei, culturii), mai degraba decat ideologica (in sensul liberalismului
sau al extremismelor politice). De altfel, liberalismul si totalitarismul, de stanga sau
dreapta, ar putea fi examinate antropologic pentru a vedea ce tipuri de comunitati
imaginare promoveaza. ,,Ceea ce e esential pentru imaginarul national, spune Boym, nu e istoria,
¢t biografia, nu datele stiintifice, ci mitologia colectiva’1.

In orice caz, Anderson trateazi ,,biograficul” numai ca gen popular de secol XIX,
o naratiune confesiva care ,,7ncepe cu circumstanta parintilor si a bunicilor”. lar cele ce se ignord
aici sunt povestile exilelor interne si externe. Povestea constiintei nu incepe in patria de
acasd, ci mai degraba o datid cu plecarea din ea. in fapt, scrie Svetlana Boym, ,,destule
antobiografii moderne din secolnl XX problematizeazd cele trei raddcini ale cuvantului anto-bio-grafie —
Sine, viatd §i scris — opunandu-se unei naratiuni coerente a identitatis, intrucat ele refuzd sa ingdaduie vietii
unui individ si fie subsumati destinului uneia colective. In loc si vindece alienarea — care ¢ ceea ce
comunitatea imaginatd a naiunii ar propune — ei utilizeazd alienarea insdgsi ca un antibiotic personal
impotriva bolii ancestrale a patriei pentrn a o reimagina, oferind noi perspective filosofice asupra originit,
politicii 5i culturii.”!

Textele moderne nu intra in calculele imaginarului literar national inteles de
Anderson, iar Svetlana Boym se grabeste sa analizeze cazurile a doi scriitori rusi — autori
de autobiografii moderne neconventionale: Victor Sklovsky si Joseph Brodsky. In ambele
cazuri e vorba despre instrainare si nostalgie st ambii protagonsti au in comun faptul ca, in
momente si circumstante diferite, au parasit Rusia Sovietica. Pentru Sklovski aceasta
plecare se va dovedi o calatorie dus-intors: din exilul lui berlinez, inapoi in tara
stramosilor, unde e fortat si devind un exilat ,,spiritual”, denuntand teoriile formaliste ale
instrainarii, iar apoi s le practice el insusii.

Brodsky, pe de alta parte, pariseste fortat Uniunea Sovietica pentru a se naturaliza
in Statele Unite. Si totusi, el nu-si pdrdseste niciodatd patria poeticd a unui clasicism
leningradian, nici granitele acestui imperiu poetic atemporal. Cele doud povesti nu sunt
antitetice, crede Svetlana Boym, ,,dar reprezintd doud bifurcari ale destinnlui cultural, dond reflectii
asupra destinnlui modernitatii ruse si a comunitatilor ei imaginate.” Ble releva o relatie scindata
intre creativitate si lipsa libertdtii, artd $i compromis, practica teoreticd si supravietuire
fizica. Naratiunile autobiografice ale celor doi teoreticieni §i practicieni ai instraindrii au in
comun o referinta — sloganul marxist-leninist care devine loc comun ideologic si cliseu in
cotidianul  sovietic: ,fiznta  materiala  determind  constiinta”.  Favorabild ea insasi
postmarxismului, Svetlana Boym crede ci ,,sloganul actnalizeazd alienarea hegeliand i intareste
primatul materiei asupra spiritului. lar cei doi exilati utilizeazd acest loc comun ideologic pentrn a-si
nara propritle povesti ale materialitdtii in relatie cu congstiinta’” .12

Exilul din Uniunea sovieticd are, dupa Svetlana Boym, complicatii aparte, pe langa
cele evident politice. In traditia filosofiei ruse, de la Ceadaev la Berdiaev, instriinarea nu e

19 Svetlana Boym, art. cit., p. 242
! Ibidem.
12 Svetlana Boym, art. cit., p. 243
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inteleasd ca element al congstiintei moderne, ci ca o parte a identitatii nationale ruse. Exilul
metaforic (de regula departe de existenta tranzitara a cotidianului) tine de raticirea
simbolicd a ,,sufletului rusesc”. Ca urmare, exilul propriu-zis din Mama Rusie e inteles ca
o tradare culturala fard precedent. Pentru un scriitor, e chiar mai mult decat o tradare: e
puri erezie.

Dupa secolul XIX, scrie autoarea, literatura devine o forma de religie civica pentru

rusi. i totusi, idealul cosmopolit al unei ,,patrii de cuvinte” ramane strdin culturii ruse.
wyMai degraba decit un imperiu rus al literelor, Rusia devine un imperiu politic, al carui subiect devine i
scrittorul. Pentru rugi, dec, exilul e o transgresie culturald care amenintd chiar supravietuirea fiicd §i
spirituald.”"’
Existd o tentatie de a vorbi despre exilati, imigranti si expatriati ca si cum ei ar fi, fird
exceptie, scriitori — desi scriitorii reprezintd numai o infinitezimald fractiune a acestei
tipologii a ex-patrierii. Dar e o tentatie irepresibila si intemeiata: dupa documentele oficiale
(adesea supuse malformarii din interese de naturd politicd) — scrisul oferd cea mai
profundd si extinsa marturie a exilului. Dupa cum remarca ironic Dubravka Uresie,
\SSCriitorii sunt acei rari imigranti care isi lasd wurmele pasilor”, desi sunt statistic cel mai
insignifianti si necredibili dintre martori.

John Neubauer surprinde cu acuratete modul in care experienta exilului devine o
experienta aparte a scriiturii. ,,Milioane de indivizi supravietuiese, spune Neubauer, saun mor in
excil in tdcere. Scrittorii oferd insa, sub catalizatorul psibic si afectiv al exilului, nu doar fictiunea propriei
vieti ¢i §i opere literare de anvergurd. Nu mai departe de Dante, a carui Divina Comedie transcende
evenimentialul imediat §i articulatiile subiectivitatii”™.

Privindu-i pe cel mai prestigiosi ex-patriati anteriori secolului XIX, John Neubauer
observa cd acestia sunt, aproape integral, scriitori. Pe langa cazurile faimoase ale lui
Ovidiu, Cicero, Seneca, Dante, Petrarca sau Machiavelli, apar numerosi alti scriitori exilati
care devin figuri cheie ale traditiei nationale. Neubauer insista pe ,,cea mai remarcabild operd
literard a ungurilor din secolu! XV'III” care i-ar apartine lui Kelemen Mikes, scriitor ce si-a
urmat liderul politic, pe Ferenc Rakoczy, intr-un exil ce l-a perindat prin Polonia, Franta si
finalmente Turcia.

Interesante pentru problematica exilului §i a scriiturii sunt cele peste doua sute de
scrisori catre o matusad imaginard, redactate la Terkidag, intre 1717 si 1758, alcatuind
celebrele Torok-orszagi levelek (Scrisori din Turcia), o capodopera de anvergurd, insa intr-atat
de Inveninatd Incat a putut vedea lumina tiparului doar postum, in 1794.

Smulsi din mediul patriei si adesea separati de familie §i prieteni, exilatii se aseaza,
spune John Neubauer, intr-o societate strdind si in lumi lingvistice care ,,de cele mai multe ori
7 restrictioneazd ca fiinte in solitudine’'>. B un adevar evident in special in ce-i priveste pe
scriitorii est-europeni (parti ai unor intregi elite) pentru cd acestia se stabilesc in comunitati

3 Svetlana Boym, art. cit, p. 244

14 John Neubauer, Exile: Home of the Twentieth Century, in John Neubauer, Zsuzsanna Tarak Borbala, The Exile
and Return of Writers from East-Central Europe: A Compendium, Walter de Gruyer GmbH &Co, Berlin,
Germany, 2009, p. 11

1> John Neubauer, op. cit, p. 11
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de adoptie ce nu le cunosc limba materna. Spre deosebire de ei, Dante se mutase in altd
culturd — italiana, emigrantii britanici mergeau, de regula, in alte parti ale lumii unde se
vorbea engleza, scriitorii est-germani preferasera emigratia in Germania de Vest. Dar
exilatii est-europeni, in afard de scriitorii etnici germani care triiau acolo (cum e cazul
Hertei Muller), au trebuit sa se integreze in medii lingvistice straine, ,,uzude, in cel mai bun
cazg, s-an putut institui intr-o minoritate culturald a propriei limbi”'°.

Spre deosebire de ceilalti membri tipici ai unei elite in exil, pentru care bariera
lingvistica e mult mai usor surmontabila, scriitorii, ,,ingineri ai sufletului” cum ii catalogase
Stalin, trebuie sd treacd prin decizii existentiale traumatice legate de scriiturd. Daca aleg
varianta continudrii scrisului in limba lor maternd, vor fi de regula redusi, ca impact, la
propria comunitate de exilati, scriitura lor neputand ajunge nici la cititorii nativi, ramasi in
urma, nici la cititorii din patria adoptiva. John Neubauer oferd, pentru aceastd categorie,
exemplele lui Sandor Marai si Witold Gobrowicz. Daca adopta limba comunitatii in care
s-au mutat, insa, opera lor devine de indata accesibild unui public larg, chiar global, dar,
spune criticul, ,metamorfoza devine sursa unui sentiment inevitabil de inadecvare, inferioritate, ce
genereazd crige, desigur fertile artistic: cazul lui Emil Cioran, al Agoter Kristof etc”17.

Numerosi scriitori insa — ca Milan Kundera, Andrei Codrescu, Jerzy Pietrkiewicz,
Ota Philip, Libusa Monikova, Jiri Grusa — dintre contemporani, par a-si fi schimbat cu
usurintd mediul lingvistic matern cu acela de adoptie, si majoritatea scriitorilor de calibru
din Europa de Est transformd expunerea la pluralitatea lingvisticd intr-o sursa de
creativitate.

1dem., p. 12
17 John Neubauer, op. cit, p. 12
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THE CONTRADICTIONS OF THE MORALIST READING OF REAL
SOCIALISM

Alex CISTELECAN!

Abstract

The article is an extended and critical review of Michael Lebowitz’s book The Contradictions of Real Socialism.
It discusses the dangers of approaching the phenomenon of real socialism with a moralist and moralizing
theoretical framework, and proposes an alternative, historical materialist, kind of reading.

Keywords: Michael A. Lebowitz, real socialism, proletariat, moral economy, moralism.

Rather than a historical or dialectical analysis of actually existing socialism, “The
Contradictions of Real Socialism. The Conductor and the Conducted? should be read more as an
exercise in the moral psychology of ‘human development’ that, for Michael Lebowitz,
should supplement today’s Marxism.

The crucial tenet of this kind of socialism is the idea, nay, the ideal of human
development. According to the author, the main problem with the old theory and practice
of Marxism is that it hosts ‘a distortion that forgot about human beings’. Witness the
overwhelming importance that the critical analysis of capital enjoyed in classical Marxism,
and the extremely rare interest in the human element of future socialism, that is, in the
underlying morals and psychology of the coming new man. Thus, instead of — or, at best,
besides — staring obsessively at the moving contradictions of capitalism, we should focus
on the requirements needed by the ‘development of a solidarian society, in which we go
beyond self-interest and build solidarity through our activity’ and in which we finally
‘replace a focus on selfishness and self-orientation with a focus on community and
solidarity’. In short, future socialism rests on the possibility of ‘developing a new common
sense’ — and in this task, Lebowitz undeniably succeeds.

So where does Real Socialism fit into this new old socialist common sense?
Obviously, Real Socialism is the supreme example of what can go wrong when socialism
cares only for the objective, economic and political side of the issue, and ignores the
necessary moral and psychological development of its human element. There is no point
in socializing (sort of) the means of production, if the social structures left in place are still
hierarchically biased. The contradiction of real socialism is precisely this: that it attempted
to build socialism on the basis of ‘vanguard relations of production’, in which the
conductor — the central planners — stand above the conducted — the workers. This
‘despotic character of direction’ maintained in Real Socialism involves a separation
between thinking and doing that gravely deforms the potential for human development
and, hence, inevitably undermines the proclaimed socialist goal.

! Assistant Prof. PhD, “Petru Maior” University of Targu-Mures.
% Michael Lebowitz, The Contradictions of Real Socialism. The Conductor and the Conducted, Monthly Review
Press, New York, 2012, 222 pp., $ 11.62.
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In order to ground this new — and yet, as old as it gets — diagnostic of what went
wrong in Fastern Europe, Lebowitz promises to unfold an analysis of Real Socialism as a
system. The usual explanations of Real Socialism and of its failures — state ownership of
the means of production, central planning, underdeveloped capitalism, the lack of world
revolution — are, claims Lebowitz, merely ‘an entertaining parlor game’. What we need —
and what they lack — is an understanding of ‘Real Socialism as a system’. This evidently
sounds very promising, but as it turns out, the ‘systematic’ approach to Real Socialism
actually translates into an analysis of the way in which the subjective incentives of the
main contenders in the sphere of production (central planners, managers, workers) were
pitted against each other. This focus on the interplay of subjective incentives has, perhaps,
less to do with the dialectic vocation of Marxism than it has with the method of rational
choice theory.

In the same way in which Marx started his systematic account in Capital with the
analysis of a concrete surface phenomenon , namely the commodity, Lebowitz
approaches the systematic nature of Real Socialism by dealing with an ‘obvious surface
phenomenon’ — the ‘shortage economy’. However, besides the fact that Janos Kornai
(whom, for one reason or another, Lebowitz chooses to follow faithfully all through the
volume) also focused on the illuminating nature of the ‘chronic shortages’ for Real
Socialism, the choice of this surface phenomenon as key to the systematic nature of the
object of study is rather ungrounded. Marx’s commodity is a concrete element extremely
rich in conceptual and historical substrata that practically project almost by themselves the
structural axes of the whole systematic perspective. Chronic shortages do not seem to
have the same explanatory potential for Real Socialism: they only cover one period — the
last decades — in the existence of this social system; in spite of what Lebowitz claims, they
were not only the direct expression of the immanent logic of vanguard relations of
production, but also, and at least in the same measure, the result of a dynamic in global
capitalism (the rise in oil prices and the consequent indebtedness of the communist
states); and finally, there’s shortage and shortage: there is the socialist chronic shortage in
which everybody is secured a job, paid holidays, free education and healthcare, yet is
confronted with difficulties in finding bread or toilet paper; and there is the capitalist
shortage, in which there is, indeed, an abundance of commodities, that nevertheless
coexists with chronic shortages in terms of basic subsistence conditions. As it turns out,
the reason for choosing this particular surface phenomenon — chronic shortages — as key
to the systematic nature of Real Socialism reveals itself once that ‘systematic’ nature is
gradually unfolded: practically, the analytical advantage of the shortage economy is that it
presents us with a social perspective in which the various subjective incentives of the
main politico-economic players can be better grasped because of their persistent mutual
opposition. In brief, shortage economy is the original Robinsonade of the moral approach
to Real Socialism.

The image projected by this Robinsonade is that of Real Socialism as a contested
system traversed by three contrasting subjective logics: the logic of the vanguard, that is
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the paternalist social contract imposed by the central bureaucracy, which promises
stability and basic subsistence rights for the workers in exchange for their submission to
the authority of the central conductor. The ‘moral economy’ of the workers, which are
willing to accept the commanding stature of the bureaucracy — even with its enforced
separation of thinking and doing, and hence impossibility of genuine human development
— only as long as it can provide the social contract that it vowed for. And the ‘logic of
capital’, represented by the managers of state owned enterprises, a logic that becomes
more and more articulate and sure of itself as the shortage economy deepens and as the
social contract promised by the vanguard is being gradually eroded. Ultimately, of course,
the ‘logic of capital’ pushed for by the managers will have won: the managers — joined by
the economist technocrats — were the only ones capable of articulating their position as a
class in itself and thus mount a genuine claim to hegemony. In the name of the
‘consumer’ and with the help of the economists’ discourse, the aggressive agenda of
‘freeing the managers’ from the irrational constraints of a centralized economy will pave
the way for the smooth capitalist integration of the post-communist countries. However,
the fault for all this, according to Lebowitz, lies only with the existing vanguard relations
of production: it is only because Real Socialism established a hierarchical command over
economy and society, which blocked the path to genuine human development, that the
workers — the presumed beneficiaries of this social arrangement — ultimately accepted
(even if passively) the dismantling of this paternalist system, and the capitalist rebellion
led by the managers so easily succeeded.

The lesson of Real Socialism is now clear: if we do not want to repeat its mistakes,
we should, claims Lebowitz, abandon vanguard Marxism with its specific vanguard
relations of production, and supplement the classical components of socialism
(cooperation and common ownership of the means of production) with a vital third
element: the ideal and practice of a solidarian society based upon the ‘recognition of our
common humanity’. Soviets + electrification + human kindness would then be the
revised formula for 215t century socialism.

Now there is nothing inherently wrong with this perspective on Real Socialism —
or future socialism in general. However, the merits of this approach are more difficult to
track down. As a critical diagnostic of Real socialism, the contradiction between the
conducting bureaucracy and the conducted workers has been a recurrent accusation in
leftist, humanist, or anarchist readings of 20t century state socialisms. The more specific
interplay between central bureaucracy, managers and working class has also been more
accurately historically analyzed by authors like Eyal, Szelenyi and Townsley. As for
Lebowitz’s methodological choice — to focus upon the system of Real Socialism as it was
‘more or less consolidated and stable, rather than on the original emergence of that
system’ —, it has the effect of blinding this approach precisely to the historical (that is, the
original mixture of conjectural and necessary) nature of that social system. Once these
historical aspects are left out, the failures of Real Socialism are read as a direct expression

of its founding theory (vanguard Marxism), in the same way in which, in the whole
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volume, Real Socialism, far from constituting a terrain of materialist investigation,
functions more like a punching bag in which the author’s moral intuitions (human
development cannot coexist with bosses in production) can be easily pushed in, checked
out and smoothly confirmed.

But the most problematic aspect in Lebowitz’s brand of socialism plus human
development has to do precisely with the opportunity of this moral supplement to
Marxism. According to Lebowitz, the principal advantage to be derived from this kind of
socialism lies in the fact that, by rejecting the separation of thinking and doing, of
conducting and following, it does not postulate socialism merely in the future, as a realm
of freedom to be reached once the issue of necessity is solved (that is, after an initial stage
of state capitalism and central command). On the contrary, socialism as human
development is to be reached and developed immediately as its own practice — the
subjective, solidarian disposition is to be born in the midst of its own practical expression.
Is that really the case, however? Following Hugo Chavez, Lebowitz’s triangle of
fundamental ingredients of socialism consists in: common ownership of the means of
production, cooperation in the process of production, and socialist morality (‘the
recognition of our common humanity and our needs as members of the human family’).
But what is the specific nature of this third, moral element? If it is simply the subjective
result of the imposition of the other two, one only has to realize the former and expect to
generate the required social morality by means of the new, proper arrangement of the
social relations of production. If, instead, the socialist morality will not necessarily emerge
as a simple subjective reflection and internalization of the socialist relations of production,
then there must be an educator which will inevitably stand above the not-yet socialized
working class. In other words, if self-management and socialized means of production are
not sufficient (as it is appears to be demonstrated by the Yugoslav experience), then there
is absolutely no certainty that the socialized working class, left on its own, and even in a
socialized context, will not develop a logic of capital, as the managers did in Real
Socialism (for example, by seeing themselves as shareholders of their own socialized
means of production). Hence, again, the need for the Party at least as a temporary
‘sentimental educator’ of the working class, as a conductor of the temporary socialistically
disharmonic orchestra of the conducted. In brief, the moral supplement of human
development is at best superfluous, and — at worst — can only reproduce the problems of

socialism it claims to solve.
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CONSIDERATII ASUPRA UNOR TERMENI MEDICALI MO§TENI’[I DIN
LATINA
Observations on Some Medical Terms Inherited from Latin

Maria-Laura RUS!
Abstract

Our paper focuses on some particular medical terms inherited from Latin, namely those terms that have
the significance of “disease/illness/sickness” or “ill/sick”: morbum, aegrotatio and dolor, languor, malum.
There are some similarities but also differences between the Romance languages with respect to these
terms.

Keywords: lexical similarities, inherited term, Latin, Romance languages, linguistic medicine.

Medicina lingvistica? este o sintagma introdusa de Al. Graur3, pe care lingvistul o
intelege drept sfera de cercetare a unui domeniu de granitd al limbajului medical, situat
intre ,traditie si inovatie”, cerand, fird indoiald, cunostinte din ambele specialitati —
medicina si lingvistica.

Pornind de la faptul ca prin lexic romanesc de medicind lingvistici se Intelege
totalitatea faptelor de limba care privesc acest domeniu interdisciplinar de investigatie,
trebuie sd precizam faptul cd acesta se referda la doud aspecte si anume: lexicul romanesc
de medicind mostenit (aici sunt incluse elementele autohtone si cele latinesti) si lexicul
romanesc de medicinad imprumutat din limbile cu care limba romana a intrat in contact
de-a lungul istoriei sale. Ne vom axa In prezenta lucrare asupra primului compartiment,
mai exact asupra a doud notiuni medicale fundamentale, mostenite din limba latina:
,b0ala” si , bolnav”.

Notiunea de ,,boala” apare la Cicero sub termenii ,,morbus™ si ,,aegritudo”*. Cei
doi termeni se diferentiazd unul de celalalt prin faptul cd unul (primul) se refera la
,wsuferintd cu slabiciune (fizicd)”, pe cand celalalt (al doilea) are semnificatia de ,,suferint,
mai ales psihica”. Niciunul dintre acestia nu a fost pastrat ca atare in limbile romanice. in
limba romand cuvintele corespunzatoare semantic acestor termeni din latina clasica sunt
imprumutate din slava veche. ,,... alte limbi romanice au preferat fie o constructie
latineasca male habitus «in stare proastd, bolnav», care a ajuns sa capete sensul de «bolnav»
(tr. malade, it. (am)malato, cu derivatele maladie, malattia), tie urmasul lat. Infirmus, «slab, debil,
bolnavicios» si infirmitas «stare maladiva» (Sp. enfermo, enfermedad), fie urmasul participiului

prezent al verbului dolere «a durea, a suferi de dureri» (ptg. doente, cu derivatul doenga)”>.

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

2 Termenul a fost redenumit de Maria Purdela Sitaru drept ,,etnomedicina lingvistica”, sintagma care constituie,
de altfel, titlul volumului sau publicat la Editura Amarcord, Timigoara, 1999.

3 Al. Graur, Limbajul medical intre traditie si inovatie. Medicind lingvisticd, In ,Muncitorul sanitar”, XXVIII,
nr. 36, 4 septembrie, Bucuresti, 1982. Lingvistul admite, in felul acesta, interdisciplinaritatea medicinei populare.
4 Apare aici §i 0 a treia notiune, cea de ,,vitium”, inteles ca ,,defect fizic”, dar pe care nu-1 vom lua in discutie
datorita sensului actual al termenului ,,boala”.

> Sanda Reinheimer Ripeanu, Lingvisticd romanicd: lexic — morfologie — foneticd, Editura BIC ALL, Bucuresti,
2001, p. 71.
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In schimb, dictionarele inregistreaza in limbile romanice unele forme derivate de la
acestea, forme verbale sau forme adjectivale, care sunt inrudite formal sau semantic cu
cele douad notiuni regasite la Cicero.

In limba italiani, mai precis in unele dialecte, apare derivatul adjectival
»morbidus”, in timp ce derivatul verbal , morbescere”, respectiv ,,morber” apare in
valenciana.

Dictionarele® mentioneazd faptul cd derivatele adjectivale si verbale care
corespundeau adesea latinescului ,,morbus” sunt ,,aeger” si “aegroto”. Continuatoare ale
limbii latine, limbile romanice nu conservd decat un derivat adjectival si anume
»aegrotus”; franceza veche si italiana au continuatori pentru acesta.

Conform textului lui Cicero’, latina clasica folosea doar acesti doi termeni
(,,morbum” si ,aegrotatio”) pentru a exprima o stare de afectare a sanatatii. Cu toate
acestea, limba latind folosea in mod curent pentru desemnarea unei stiri de slabiciune atat
la nivel fizic, cat si la nivel psihic, o serie intreaga de termeni generici, dintre care i notam
pe urmatorii: ,,dolor, -is”8 (durere), ,,imbecillitas, -is” (slabiciune, lipsa de fortd), ,,languor,
-is” (slabiciune, moleseald, indispozitie, boald), ,malum, -i” (boala, defect, lipsd),
,»valetudo, -tudinis” (stare proastd a sanatatii, boala).

Limba romana foloseste in mod curent pentru notiunea de ,,boala”, pe langia
termenul in sine (,,boald”) o serie de termeni neologici: ,,afectiune”, ,,maladie”, ,,morb”,
precum si termeni dialectali precum: ,,patima”, ,,bai”, ,.betesug” (cu variantele ,betegie”,
,,betegeala”). Termenii dialectali nu sunt mosteniti din latina, ci sunt de alta provenienta:
,»patimd” este de origine neogreceasca, in timp ce ,bai” si ,,betesug” provin din limba
maghiara®. Cazul termenilor neologici nu-I discutim in lucrarea de fata.

Limba romani mosteneste termenul verbal ,;a durea” din latinescul ,,doleo”.
impreuné cu ,,doleo”, respectiv ,,dolor”, pe care vocabularul unor limbi romanice le-au
mostenit, era folosit in latina tarzie si ,,dolus”. In privinta acestui din urma termen W.
Meyer-Liibke a considerat cd este un derivat popular, postverbal din ,,dolere”, in timp ce
alti lingvisti vorbeau despre o contaminare intre ,,dolor” si ,,dolus” sau despre o forma de
singular refacuta din genitivul plural ,,dolorum”. De precizat faptul ca ,,dolus” era utilizat
in latina clasica cu sensul de ,viclenie, inseliciune”, sens care, in latina tarzie, a fost
eliminat si inlocuit cu cel al lui ,,dolor” (durere), pentru a se evita confuziile.

Limbile romanice au mostenit ambii termeni din latind. Limba romana are o
situatie aparte fatd de limbile romanice, intrucat termenul ,,dor” (< dolus) are valori
stilistice mult amplificate. Al. Graur vorbeste despre alunecarea semanticd de la ,,durere
fizica” la ,,durere psihica” a latinescului ,,dolus”. Aceasta ,alunecare” apare si in limba

¢ Conform DELL 1959 (A. Ernout, A. Meillet, Dictionnaire étimologique de la langue latine. Histoire des mots),
apud Maria Purdela Sitaru, op. cit.

" Redim fragmente din Cicero, reproduse din sursd electronica (https://books.google.ro/books): ,,morbum
appellant totius corporis corruptionem” ; ,,aegrotationem morbum cum imbecilitate” ; ,,itaque illa duo, morbus et
aegrotatio, ex totius valetudinis corporis conquassatione et perturbatione gignuntur”.

® Tn latina tarzie, termenului ,dolor, -is” i se alaturd ,.dolus”, cu semnificatia particulara de ,,durere de ordin
fizic”.

® Conform DEX, editia a II-a, Univers Enciclopedic, Bucuresti, 1998.
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franceza in termenul ,,deuil” (,,doliu”), dar sensul este aici mult mai restrans fata de limba
romand. In limba noastrd semnificatia de ,,durere (fizica si psihica) este dublatd de cea de
,»nostalgie”.

In limba romini veche sau la nivel dialectall® sunt folositi ambii termeni in
variantele: ,,duroare, durori” (< lat. ,,dolor, -em”) si ,,dotr” (<lat. ,,dolus”).

Latinescul ,,languor” cu semnificatia ,,slabiciune, moliciune, boald” a fost mostenit
doar de limba romana: ,Jangoare”. Lazar Sdineanu vorbea despre termenul in cauzi ci era
,expresiunea generald pentru boala”, la fel ca in dialectul meglenoroman.

Latinescul ,,malum” este mostenit doar de limbile romanice occidentale. Lingvistii
vorbesc despre faptul ca sensul acestui termen trebuie sa fi fost preluat in latina dunireana
de ,,reus” (,rdu, vinovat”), intrucat in limba romana se constata existenta termenului
,»rau” cu semnificatia de ,,boala”.

Prin urmare, limba romana a cunoscut termeni de origine latind pentru exprimarea
sensurilor de ,,boald, durere (fizica sau psihicd), bolnav”. Mai tarziu acestia au fost
inlocuiti cu elemente de alte origini. Se apreciaza cd una dintre cauze a fost interdictia de
vocabular.

In latina dunireani semantismul termenului din latina clasici ,,morbus” a fost
preluat de latinescul ,,dolor”, iar in latina tarzie de ,,dolus”, in timp ce semnificatia
termenului latinesc clasic ,,aegrotatio” a fost preluat de latinescul ,,languor” si probabil de
latinescul ,,reus”. Drept urmare sfera onomasiologica cuprindea in limba romana veche
termenii ,,duroare”, ,,dor” (,,durere”), ,langoare” (,,boald”), ,,rau”, ,lanced” (ultimii doi cu
sensul de ,,bolnav”). Avand in vedere ca importanta acestor termeni in viata individului
este destul de ridicata, trebuie admis faptul ca ei faceau parte din nucleul vocabularului

fundamental al limbii romane vechi si nu numai.
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9 Termenul ,,dor” (durere) apare si in dialectal aroman.
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LA TECHTONIQUE DE L’EUVRE CHEZ HENRY BAUCHAU

Corina BOZEDEAN!

Abstract

In Henry Bauchaus’s work, to the requirement of coherenceare opposed the irruptions of
an unexpected/inappropriate language, which fissures the constituted text, diverting it to another formal
aspect, or to another meaning. The Belgian writer confers a significant place to the unpredictable in the
creative process because, according to his opinion, for being a poet and a writer supposes to be part of the
language movement and of the constant nativity and mobility of the form. This decomposition of the text
can reconfigure the original project or can be the premise of a future work.

Keywords: language, creative process, tectonic, form, meaning

Dans la construction progressive des écrits d’Henry Bauchau, a I'exigence de
cohérence s’opposent des irruptions intempestives de la mati¢re langagiere, qui fissurent
le bloc textuel constitué et le détournent vers un autre aspect formel, ou vers un autre
sens. L’écrivain belge accorde une place significative a 'imprévisible dans le processus
créateur car, selon lui, pour étre un pocte et un écrivain, il doit s’inscrire « dans le
mouvement de la langue et l'incessante nativité et mobilité¢ de la forme» (EE, p. 22).
Cette décomposition du texte peut reconfigurer le projet initial ou étre la prémisse d’une
ceuvre a venir. [’écrivain laisse libre cours a I’ébranlement du projet initial car ceci s’inscrit
dans la logique des réminiscences, dont il parle dans un entretien : « Je pense qu’il y a des
réminiscences qui nous viennent tout d’un coup de choses que nous avions oubliées et
qui surviennent un moment donné de maniere treés importante»?. Ceci 'amene parfois « a
dire tout autre chose » (EE, p. 30) que ce qu’il voulait exprimer. Les mots et les images se
composent et se décomposent, en laissant se manifester 'énergie propre a ’écriture.

Ainsi, une des constantes de I’écriture bauchalienne est la reconfiguration du
matériau littéraire : du « glissement » des themes et des personnages d’un écrit a I'autre, a
I’élaboration et réélaboration des écrits : 'ceuvre d’Henry Bauchau suit la courbe d’une
large dynamique. Ce mouvement interne de lceuvre s’opere a partir de plusieurs
directions : le rythme de Décriture, dans sa maturation, impose de nouvelles images,
I'imaginaire de DPécrivain déplace des structures d’un écrit a lautre, et la conscience
créatrice accueille des altérités artistiques qui complétent ou élargissent la signification de
Peeuvre.

Ce mouvement d’éparpillement releve d’'une dynamique de la création semblable a
la tectonique des plaques. Ceci peut engendrer une dislocation spécifique a la matiere
terrestre, des déformations de la masse prévue initialement, comme fut le cas d’«une
constellation de textes différents autour d’(Edipe et d’Antigone » (LA, p. 26). Le récit de

! Assistant Prof. PhD, “Petru Maior” University of Targu-Mures.
2 Interview d’Henry Bauchau du 29 avril 2010 sur http://lexnews.free.fr/litterature.ntm#BAUCHAU
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Diotime, envisagé comme partie du roman (Edipe sur la route, a été éliminé et transformé
en un récit a part a cause de sa longueur et de son action, un peu extérieure au roman. Le
récit de Sophocle aussi envisagé initialement comme partie du roman (Edipe sur la route,
devient finalement une « nouvelle indépendante » (LA], p. 351) sous le titre « L’enfant de
Salamine » dans Les vallées du bonheur profond. On pourrait y ajouter Florian, le vieux peintre
du roman Déluge, dont lhistoire était envisagée pour Orion, I'enfant psychotique de
L ’Enfant blen.

Cette dislocation d’une partie textuelle est imposée par I’évolution du récit, car elle
risque d’affecter la cohérence par sa surcharge symbolique ou par son caractere trop
distant du fil général de I'action. La dislocation de certaines masses textuelles, tout en
provoquant des fissures, n’engendre pas d’incohérences, ne modifie pas I’équilibre du récit
initial. Souvent, un projet littéraire en cours croise des projets anciens qui refont surface :
« Ce matin remonte en moi une inspiration ancienne, celle d’écrire une vie de la Vierge
par elle-méme. Tout a ’heure le projet s’est creusé avec celui d’écrire la vie de Véronique
avant qu’elle se lie avec Vasco » (PL, p. 77).

Le glissement des themes est repérable chez Henry Bauchau des le premier recueil
qui contient ensemble des themes qui se déploient ultérieurement, ce dont I'écrivain se
rend bien compte : « Voyez-vous, j’ai relu un de mes anciens poemes, « Géologie », j’ai été
étonné de voir que deés ce moment je savais beaucoup de choses » (AD, p. 15). Ou bien :
« A voir comme réapparait dans le roman tout le travail des poémes et celui de Gengis
Khan, il semble bien que je n’ai qu’une chose a dire, une expérience qui parfois s’élargit
jusqu’au cosmique mais qui demeure toujours la méme aventure intérieure » (GM, p. 31).

Lors de la rédaction de La Déchirure, en suivant le mouvement de la matiére qui
s’imposait a lui, ’écrivain pensait que « C’est de la que peut-ctre peuvent surgir de
nouvelles pieces » (GM, p. 127). A son tour, Le Boulevard périphérique est, comme Régis
Lefort 'a montré, « un roman de réminiscences qui revisite 'ceuvre en totalité »> , en lien
étroit avec Pceuvre antérieure, notamment avec La Déchirure. D’ailleurs, a Pintérieur de
I'ceuvre bauchalienne, tout un réseau de correspondances se donne a lire et « écriture
progresse par cercles concentriques, un ¢lément initial trouvant petit a petit des
développements plus amples »*.

Il apparait quau commencement de 'ccuvre d’Henry Bauchau se trouve un
monolithe qui englobe I'ensemble des problématiques, d’ou se détachent différents blocs,
futurs matériaux poétiques. En ce sens, le journal Les anmnées difficiles fournit des
renseignements précis sur la naissance de deux romans, e Boulevard périphérigne et L’ Enfant
blen, disloqués d’'un méme bloc narratif. Le 12 aout 1980 Pécrivain, qui vient de perdre sa
belle-fille atteinte du cancer, se propose d’ « affronter en [s]oi la mort» (AD, p. 370) a
travers I’écriture d’un roman tiré de cette expérience. Il vise a interroger le sentiment de

crainte qu’inspire la maladie d’Annie, mais aussi « la peur de la régression pour Lionel »

3 Régis Lefort, L’originel dans I’ceuvre d’Henry Bauchau, Paris, Honoré Champion, « Bibliothéque de LGC »,
2007, p. 86.

* Myriam Watthee-Delmotte, « Lecture », Le Régiment noir, [Paris, Gallimard, 1972], Bruxelles, Labor, 1992, p.
417.
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(AD, p. 370). Un texte manuscrit du Boulevard périphérique> laisse lire encore plus
explicitement ce propos : « Comme tu t'enfonces dans le bonheur visible et le malheur
invisible d’Annie, tu t'enfonces dans la psychose de Lionel ». Un mois apres la premiere
notation dans le journal, ’écrivain envisage d’élargir le questionnement sur la mort, « récit
de la mort d’Annie, entremelé d’éléments de la mort de Stéphane, de celle de maman »
(AD, p. 375). Deux ans apres, le 28 juin 1982, il manifeste le désir de reprendre son
roman et pense en faire deux volumes : « 'un avec la mort d’Annie et les passages sur
Lionel. L’autre sur Stéphane et Shadow ». Mais le projet est abandonné et continué
seulement une vingtaine d’années plus tard, alors qu’il en est déja a sa deuxiéme version,
comme I'indique une note de journal datée le 3 avril 2002.

Au-dela de ces témoignages, 'agencement de certains thémes et motifs dans les
versions définitives des romans Ie Boulevard périphérigue et 1.’ Enfant blen révéle comment
plusieurs images procedent d’une origine commune. Il suffit d’évoquer quelques images
ou épisodes pour observer que la dislocation d’un théme initial n’entraine pas de
modifications fondamentales au niveau de I'imaginaire.

La dialectique du mou et du dur est une des représentations communes dans les
deux romans. Ainsi, lors de la troisieme visite a la prison, la premicre fois ou Shadow tend
sa main au narrateur, il apercoit une main « beaucoup plus grande et plus large que la
[slienne » (BP, p. 115). La main de celui qui a touché Stéphane n’est qu’apparemment
vigoureuse, car lorsqu’il lui serre la main, le narrateur ressent « un contact doux, tiede,
enveloppant, presque féminin» (BP, p. 115), ce qui contraste avec son caractere violent.
De méme, Orion, aprés avoir fait une crise terrible, en cherchant son cartable, tend a
Véronique « une main molle, un peu humide, celle pourtant qui tout a ’heure lancait les
pupitres en lair » (EB, p. 16). La mollesse de la main dit 'impuissance de I'étre humain, et
se voit doublée par la sensation de lourdeur et d’abrutissement sous le poids de la vie. Si la
pesanteur de Shadow est une des images emblématiques du Boulevard périphérigue, on peut
lire aussi celle d’Orion dans une analogie avec I’albatros de Baudelaire : « comme ’albatros
de Baudelaire, il a de grandes ailes qui empéchent de marcher» (EB, p. 146), en
opposition avec « son reve aérien d’adolescent aux lianes » (EB, p. 124).

Comme la récurrence des themes, celle des personnages rend compte de la
constance de Iimaginaire bauchalien. Certains personnages, ancrés dans la vie réelle de
Pécrivain, tels Argile, Olivier ou Babou, et vis-a-vis desquels la perception de I’écrivain ne
change pas, apparaissent sous les mémes traits dans différents écrits. La reprise des
tigures purement fictives laisse lire également une constance qui n’exclut pas certaines
variables, sous I'influence de I’évolution personnelle de I’écrivain ou de ses lectures. En ce
sens, on pourrait dire que la récurrence des personnages bauchaliens ne s’apparente pas a
celle de la Comédie Humaine balzacienne, qui fait qu'un méme personnage se retrouve sous
le méme nom, avec les mémes caractéristiques. Le changement n’est pourtant jamais
radical, car le personnage évolue dans une méme direction, il tient d’une éthique portant

sur la nécessité du devenir, un devenir qui évolue vers 'accomplissement et la conscience

> Feuillet manuscrit du Fonds Henry Bauchau de I’Université Catholique de Louvain-la-Neuve, A 70743.
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de soi. La différence entre un méme personnage dans deux ceuvres n’est autre que celle
d’un regard un peu différent sur le monde.

Régis Lefort a analysé la récurrence du personnage de Mérence : née de I'absence
de la mere la nuit de 'incendie de Sainpierre, de la menace de la langue maternelle, pour
devenir « Merrance » dans le poe¢me « La Sourde oreille ou le réve de Freud ». Selon le
critique, ’évolution du personnage, saisissable surtout au niveau graphique, s’expliquerait
par I'importance de lerrance découverte pendant sa deuxiecme analyse®. Parmi les
personnages récurrents, Timour est un de ceux qui illustrent le fait que les avatars d’un
personnage ne reposent pas sur le changement de leur condition, mais sur P'acquisition
d’une complexité. Présent initialement dans la piece de théatre Gengis Khan, écrite en 1960,
le personnage réapparait dans le roman Antigone, paru 37 ans plus tard. Malgré la grande
distance temporelle, la ressemblance entre les deux Timour est frappante. Dans la piece
de théatre, Timour est un des protagonistes : premier ministre et conseiller de Gengis
Khan, il fait contrepoids a la barbarie de celui-ci. Si la picce débute avec I'image de
Timour soutenant Timoudjin, «le chef des Mongols bleus » (TC, p. 71) blessé, dans le
roman, le personnage de Timor apparait seulement a la moitié du livre, dans le onzieme
chapitre, en tant qu« homme du clan bleu» (A, p. 132), homme «d’une extréme
endurance » (A, p. 132), un des meilleurs alliés de Polynice. Tout comme dans la picce de
théatre, le personnage de Timour sert a Bauchau a illustrer le principe de la
complémentarité. Ici il s’avere non seulement un des éléments de la complémentarité,
mais son incarnation méme. Lapidé par les soldats d’Hémon et devenu son prisonnier, il
est sauvé par Etéocle. Par sa condition de « Barbare » qui a voulu « faire périr Hémon »
(A, p. 197), Timour engage un questionnement sur le rapport éthique entre hospitalité et
hostilité¢”. Si dans Gengis Khan Timour est situé seulement a Darriere-plan du
questionnement éthique®, dans le chapitre qui lui est dédié dans Anzgone, il se trouve au
premier plan. Devenu nom propre, l'adjectif « barbare » n’équivaut pas a une personne
dénuée de sentiments et ne suscite pas une haine féroce. Dirkos, appelé par Antigone a
soigner Timour, refuse au début de le faire: « Un homme bleu, jai plutot envie de
Iétrangler ». Mais Antigone prend la main de Dirkos et lui dit « Adieu Dirkos » (A, p. 194)
en lui faisant voir que « ici on soigne ou on s’en va. C’est un blessé grave » (A, p. 194). Par
sa condition de barbare, Timour concentre les traits d’'un ami-ennemi, deux concepts qui
se croisent a plusieurs reprises dans les écrits d’Henry Bauchau, et qui n’est pas sans
renvoyer a un passage tres explicite en ce sens d’une page de journal : « Avant la guerre,
les Allemands étaient un peuple voisin, admiré pour sa puissance, sa vitalité économique
et sa culture. Avec linvasion, ils deviennent tous nos ennemis, apres lincendie de

Louvain, ils sont les barbares » (EE, p. 50).

® Ibid., p. 79-84.

" Voir & cet égard Olivier Ammour-Mayeur, Les imaginaires métisses — Passages d’Extréme-Orient, et
d’Occident chez Henry Bauchau et Marguerite Duras, Paris, L’Harmattan, « Structures et pouvoirs des
imaginaires », 2004, p. 25-34.

® Pour une étude détaillée sur le questionnement éthique dans Gengis Khan, voir Myriam Watthee-Delmotte,
« Les figures du traftre I1. Les incidences littéraires : le questionnement éthique chez Henry Bauchau », Caietele
Echinox, Cluj-Napoca, Fundatia Culturala Echinox, N° 10. « Les imaginaires européens », 2010, p. 262-274.
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Henry Bauchau n’opere pas un changement de perspective dans la représentation
du personnage de Timour, qui illustre, aussi bien dans Antigone, que dans Gengis Khan, une
éthique proclamant la primauté de I’humanisme sur le patriotisme. S’il y a une différence
dans la représentation du personnage, c’est plutdt dans I’élargissement de la vision.
Timour n’est plus seulement un compagnon de combat, mais aussi celui qui impose la
force de I'exercice spirituel : il initie Antigone a 'art du tir a I'arc et a la maitrise de la force
intérieure, qui ne peut advenir que par la médiation, comme le montre Olivier Ammour-
Mayeur?. Drailleurs, cette perspective est lisible aussi dans Gengis Khan, de maniere moins
¢vidente cependant, dans les paroles de Temoudjin s’adressant a Timour: «Je me
souviendrai qu’un sourire invincible est en toi et qu’en te frappant je me suis armé de sa
torce » (TC, p. 75).

Si on peut patler d’un accroissement de la complexité du personnage, on pourrait
dire qu’elle dérive aussi de I’évolution de 'ccuvre d’Henry Bauchau. Le Régiment noir, paru
entre Gengis Khan et Antigone, suscite des résonances qui servent a nuancer et a densifier le
profil du personnage : Cheval Rouge soigné par Shenandoah semble réincarné par
Timour, dont les blessures du corps, qui regagne sa vitalité dans la fievre, décrivent « un
corps de pur-sang » (A, p. 195).

Cette constance des images dans leur évolution montre combien celles-ci sont
consubstantielles a la psyché de Pécrivain. L’infléchissement d’une image d’un écrit a
l'autre, cette dynamique de la formation et de la reformation des strates de 'ccuvre, ne
tient pas du désir de renouvellement esthétique, mais s’avere le signe de sa cohérence
intérieure et de la constance d’un imaginaire. En outre, il est assez fréquent de rencontrer
des formules langagicres identiques dans plusieurs textes, en liaison avec des situations
épiques similaires. Par exemple « Leeuw ne se retourne pas » (RN, p. 250) et « Antigone
ne se retourne pas » (A, p. 33) indiquent le moment de la séparation douloureuse, mais
nécessaire : Leeuw d’avec ses lions, qui sont amenés dans la forét et laissés libres,
Antigone d’avec Clios, avant de rentrer a Thebes. Ou encore, la phrase qui accompagne
dans la lutte pour la survie Laure, gravement malade « Il faut tenir, tenir et rester autant
que possible dans la vie » (PBG, p. 27), Antigone pendant la guerre civile (« Il faut tenir,
Antigone, rien que tenir » - A, p. 198) et Pierre blessé (« Il faut tenir, rien que tenir » - RN,
p. 203). Ce genre de récurrences met a jour le lien particuliecrement fort existant entre les
différentes ceuvres, qui ne cessent de résonner et de s'informer mutuellement.

Des rapports surprenants s’établissent entre des images existant déja dans I'ccuvre
et d’autres, qui paraissent dans le réve, sans que Pécrivain s’en rende nécessairement
compte : « Celui qui ne s’est pas alourdi de grandes bottes est celui qui va le plus loin.’
Seul fragment d’un réve perdu. Peut-étre est-ce une citation » (A4, p. 112). Les « grandes
bottes » pesantes ressuscitent 'image des « bottes de pierre » (RN, p. 117) de Stonewall
Jackson, déployée dans e Régiment notr.

% Olivier Ammour-Mayeur, « ‘Alors comme un fruit mdr, le coup s’est detache de vous’ : Henry Bauchau et
I’esthétique zen du tir a I’arc », Henry Bauchau, écrire pour habiter le monde, Saint-Denis, Presses
universitaires de Vincennes, « L’Imaginaire du texte », 2009, p. 275-276.
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La réapparition d’'une image lenrichit de significations, sans la transformer en une
unité indépendante dans ’ensemble de I'ceuvre, car chaque réapparition établit le lien avec
I'image précédente. Rappelons a cet égard I'image de la vague sculptée, associée a celle de
la montagne dans le Journal de la Déchirure, reprise quelques années plus tard dans le
roman (Edipe sur la route ; ou bien I'image des mains d’or, en liaison avec la passion de
Pécrivain pour le travail artisanal : du personnage éponyme (« Main d’or avec sa superbe
force » - A, p. 105) dans le roman Antigone, aux « mains d’or » du peintre Florian dans
Déluge. Mais, la désagrégation des différents themes d’un bloc préexistant de Pceuvre n’est
pas le signe d’une décomposition chaotique car les différentes images récurrentes se
recomposent en s’inscrivant dans un flux de convergences émanant d’un centre polarisant
qui est celui de Poriginel.

Il n’est pas question dans ces situations d’une expérimentation poétique, mais de la
nécessité d’habiter une nouvelle demeure poétique qui change au fil du temps. L’écrivain
méme parle du renoncement a certains vers exprimant des états d’ame qui ne lui semblent
plus d’actualité : «j“étre’ me semble aujourd’hui faux et affecté». (LA], p. 224). Une
nouvelle voix poétique ne peut plus habiter un texte ancien: « J’ai évolué depuis, sans
doute sous l'influence d’Edipe » (JA], p. 224). Le retour de I’écrivain sur ses écrits n’est
pas le signe d’une stérilisation de I'inspiration, mais correspond a un renouvellement et a

un questionnement sur son identité d’écrivain.
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L'ESTHETIQUE DU VIDE DANS LE CINEMA DE SOFIA COPPOLA

Fabien DEMANGEOT!

Abstract

Nous nous intéresserons, dans cet article, a la question du vide qui structure I'ensemble de I'ceuvre de
Sofia Coppola. Thématique centrale des films de la réalisatrice de Lost in translation, le vide est aussi un
élément esthétique important. Nous aborderons, dans un premier temps, cette problématique sous un
angle essentiellement thématique avant de nous intéresser au traitement de l'espace comme métaphore des
troubles émotionnels des personnages. Il s'agira ici de montrer qu'il y a, chez la cinéaste, une véritable
forme-sens, que la représentation des états d'ame des individus ou de la vacuité du monde est
intrinséquement liée a 'espace.

Mots clés : Sofia Coppola; vide ; ennui; espace ; Lost in translation.

Introduction

Sofia Coppola n'a jamais parlé d'autre chose que d'elle-méme. De VV7rgin Suicides a
The Bling Ring, elle n'a cessé de creuser le méme sillon, de s'intéresser a une jeunesse dorée
qui peine a trouver un remede a sa souffrance et a son mal-étre. Les détracteurs de la
réalisatrice patlent d'un cinéma superficiel qui, sous prétexte de traiter de la vacuité du
monde, ne raconterai finalement plus rien. On ne peut cependant pas, a mon sens, patler
d'un cinéma vidé de sa propre substance. Si la cinéaste traite de la superficialité du monde,
son style n'a rien d'un simple artifice. Chez Sofia Coppola, tout a son importance, méme
les ¢éléments les plus infimes font sens. C'est au spectateur de faire l'effort de
concentration demandé, d'aller au-dela des apparences pour interroger le sens méme des
choses.

Les chaussures et vétements de stars de The Bling Ring, les gateaux et les petits
fours de Marie-Antoinette ne se réduisent pas a leur simple statut d'objet. Filmés en gros
plan, au méme titre que les personnages, ils représentent l'aliénation de l'individu qui
consomme pour mieux s'oublier. Au niveau thématique comme esthétique, les films de
Sofia Coppola sont emplis de vide. On y montre les circonvolutions de personnages qui
ne savent plus ou aller, a l'image du héros de Somewhere ou les réveries monotones de
jeunes filles qui n'iront plus jamais nulle part, telles que les sceurs Lisbon de I7rgin Suicide.
L'épure est tant visuelle que scénaristique. Sofia Coppola, méme quand elle filme le luxe et
la grandeur, ne cherche pas a embellir la réalité. Si Marie-Antoinette est un film pop et
coloré, une représentation moderne de la vie a Versailles, il ne s'agit pas pour autant d'un
délire kutsch et pompier. La cinéaste préfere filmer les errances solitaires de la reine dans
les immenses couloirs du chateau que les soirées mondaines auxquelles elle s'adonne. On
peut donc, a mon sens, patler d'une esthétique du vide sans pour autant, en conclure, qu'il

s'agit d'un cinéma « vide ».

! Université de Bourgogne, Université de Caen, demangeot.fabien@orange.fr
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Nous verrons qu'il y a, chez Sofia Coppola, une véritable coalition entre le fond
et la forme, que le mal-étre des personnages, leur rapport au monde et a autrui est
dédoublé par les espaces dans lesquels ils évoluent. Dans la mouvance d'Antonioni, de
Wim Wenders ou encore de Gus Van Sant, Sofia Coppola a créé un univers ou le néant
est toujours significatif.

1- L'absence de l'autre

Les personnages de Coppola souffrent tous d'une absence. Dans Lost in Translation,
Charlotte, interprétée par Scarlett Johansson, passe ses journées dans sa chambre d'hotel
de Tokyo a attendre le retour de son mari, un photographe de mode reconnu. On ne sait
rien sur la vie de jeune femme qui occupe ses journées de facon sommaire, entre atelier
d'Tkebana et errance dans les couloirs de I'hotel. Sa mélancolie rencontrera celle de Bob
Harris, un acteur vieillissant, interprété par Bill Muray, venu tourner dans une publicité
pour du whisky. Si Chatlotte supporte mal son statut d'épouse délaissée, Bob cherche,
quant a lui, a échapper a une vie de famille ennuyeuse et monotone. Les passages les plus
droles de Lost in translation sont ainsi emprunts d'une certaine mélancolie. Ainsi lorsque la
femme de Bob l'appelle au téléphone c'est pour lui demander son avis sur la couleur de
leur nouvelle moquette. Ces échanges superficiels marquent une fracture dans le couple.
Si Charlotte ne communique plus avec son mari, Bill n'échange que des palabres sans
intéréts avec sa femme.

Bien que la communication existe toujours au sein du couple, elle a perdu tout son
sens. Lost in translation est un film sur le délitement de la passion amoureuse. Abandonnés,
au milieu d'un pays dont ils ne connaissent ni la langue ni les coutumes, les personnages
de Coppola finissent par ne former qu'un ersasz de couple. Bob et Charlotte unissent leur
solitude pour mieux explorer le monde tokyoite. On peut évidemment patler ici de
divertissement au sens pascalien du terme. Dans un Tokyo lisse, branché et concentré
(Pleven, 2010, p. 134), les deux héros de Lost in translation cherchent a fuir le réel. Les
boites de nuits et autres karaokés sont leurs seuls échappatoires. Le départ de Bob
marquera cependant la fin des illusions. Loin des artifices du monde de la nuit, les deux
personnages peinent a affronter le réel. En se quittant, ils perdent ce qui les avait
ramenés, l'espace d'un moment, a la vie.

Dans Somewhere, 1'absent n'est plus le mari ou la femme mais un parent. Cléo,
interprété par Elle Fanning, est une jeune fille de onze délaissée par son pere, un acteur
célebre qui, a l'image des héros de Lost in translation, erre, comme une ame en peine, a
l'intérieur de I'hotel ou il a trouvé refuge Avec Somewhere, Sofia Coppola raconte sa propre
histoire, son rapport au pere et sa vie d'enfant de star. Le caractére autobiographique de
Pceuvre rend d'autant plus poignantes les scenes de retrouvailles entre le pere et sa fille.
Sofia Coppola, avec ses deux longs métrages, filme finalement moins l'absence que la peur
de I'abandon.

C'est en acceptant cette absence que ses personnages apprendront néanmoins a

devenir adulte, contrairement aux héroines de [7rgin suicide, qui, incomprises par leurs
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parents et leur entourage, finiront par se donner la mort. Film le plus pessimiste de
Coppola, Virgin Suicide, pour reprendre les propos tenus par Véronique Berger dans son
ouvrage Les dépendances affectives : Aimer et étre soi, présentent des personnages ignorés dans
leur réalité d'étre vivants et désirants, cloitrés dans un univers familial asphyxié et
asphyxiant (Berger, 2012, p . 134). Le suicide des sceurs Lisbon symbolise I'impossibilité
d"étre au monde". Ce sentiment est partagé par la plupart des personnages de Coppola
meéme si V7rgin Suicide reste sans aucun doute son film le plus pessimiste et le plus définitif

de son auteut.

2- Le vide existentiel

Seul ou entouré, les personnages coppoliens sont toujours enclins au spleen. Ils
peinent a trouver un sens a leur existence et errent dans des univers qui revendiquent leur
propre artificialité. Il n'est pas étonnant que la réalisatrice se soit intéressée au personnage
de Marie-Antoinette, adolescente de quatorze ans qui, en devenant reine de France,
s'enfermera dans une solitude et un ennui que seul le divertissement sera en mesure de
pallier. Sofia Coppola refuse de représenter de manicre réaliste la destinée de cette jeune
fille. Ce n'est pas le fond historique qui l'intéresse mais la tragédie intime du sujet qu'elle
invoque. Interprétée par Kirsten Dunst, l'une des jeunes filles sacrifiées de 7zrgin Suicide,
Marie-Antoinette n'est pas un biopic traditionnel mais une variation en costumes autour du
theme de la jeune fille mélancolique.

Marie-Antoinette, a l'image de Chatlotte dans Lost in translation, s'ennuie a
Versailles. Délaissée par un mari qui n'a pas le temps de s'occuper d'elle, elle passe son
temps dans les fétes et les soirées mondaines. Sofia Coppola filme la vacuité d'un monde
de strass et de paillettes qu'elle retrouvera plus tard dans The Bling Ring. Marie-Antoinette
est une jet-setteuse du dix-huitieme siecle qui s'étourdit pour oublier la vacuité de son
existence. C'est une adolescente branchée dans un monde guindé et suranné (Petifils,
2007, p. 183). Dépensant I'argent du peuple dans des futilités, elle acceptera néanmoins
son sort et s'inclinera face a la foule en colere. Avec The Bling Ring, Sofia Coppola
s'intéresse au fameux gang d'adolescents qui avait dévalisé, entre 2008 et 2009, les villas de
nombreuses stars hollywoodiennes. Contrairement a Marie-Antoinette, les jeunes filles de
The Bling Ring ne sont pas célebres. Elles vivent au sein de familles aisées mais révent de
gloire. En dévalisant plusieurs villas de stars, elles deviennent de véritables vedettes
hollywoodiennes. Chaque infraction de domicile, chaque vol est ainsi pris en photo et
diffusé sur les réseaux sociaux.

En cherchant a se mettre en scene, les adolescents du film de Coppola (rappelons
qu'un garcon fait aussi partie du gang) veulent a tout prix sortir de leur anonymat quitte
a prendre, ne serait-ce que pour un instant, la place de la star qu'ils vénerent. Lorsque la
jeune Rebecca se parfume avec le parfum de Lindsay Lohan, elle rentre en communion
avec l'actrice qu'elle admire, elle perd son identité pour s'accaparer celle de son idole. Peu
importe les moyens de se faire connaitre, les personnages de The Bling Ring ont besoin de

remplir le vide de leur existence. Ils vivent dans le fantasme et ne se rendent jamais
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compte du danger qu'ils encourent. On peut reprocher a la cinéaste de présenter des
personnages sans épaisseur, dépourvu d'une véritable psychologie or c'est cette absence
de profondeur qui les rend d'autant plus tragiques.

Si les héros de The Bling Ring sont réduits au rang d'archétype, c'est parce qu'ils
n'ont pas d'autre raison d'exister que celle d' "exister". Les personnages de Sofia Coppola
meurent au moment ou il n'y a plus personne pour les regarder. C'est la tragédie des sceurs
Lisbon de Virgin Suicide qui, enfermées chez elles, sans réel contact avec l'extérieur, se
donneront la mort une par une. Les jeunes gens de The Bling Ring évoluent dans la sphere
du fantasme. Ils ont perdu tout lien avec la réalité qui ne les rattrapera qu'a la toute fin du
film. La caméra de la cinéaste capte une sorte d'euphorie compulsive doublée d'un
sentiment d'impunité (Nouchi, 2013). Ses personnages évoquent les quatre étudiantes de
Spring Breakers d'Harmory Korine. I ne semble d'ailleurs pas anodin que les deux films
soient sortis en salle au méme moment.

Les héroines de Spring Breakers cherchent a oublier la monotonie de leur vie
d'étudiante. La féte, 'alcool, la drogue et le sexe deviennent des échappatoires a un
quotidien trop morne. Dans la derni¢re partie du film, le réel perd toute sa consistance.
Deux des jeunes filles, telles des héroines de jeux-vidéos, participeront méme a une
fusillade. Si la réel est sujet a caution dans Spring Breakers, il ne 'est jamais dans The Bling
Ring. Sofia Coppola filme les scénes de cambriolage avec une certaine froideur. Les scenes
de vol dans les demeures de stars ne sont jamais embellies comme s'il était impossible de
donner corps aux réves d'une génération perdue. On retrouve cette méme problématique
dans Marie-Antoinette, le film s'achevant sur un plan présentant une piece du chateau
enticrement dévastée. Le réel, a travers la représentation des lieux ou plutot de ce qu'il en
reste, a repris ses droits. Le souffle de la Révolution a tout balayé (Grugeau, 2006, p. 61).
Cependant, la cinéaste, ne cherchant pas a représenter une quelconque réalité historique,
ne s'intéressera qu'au départ de son héroine. Le sentiment de vide ressenti par les
personnages ne pourra trouver son aboutissement que dans sa propre disparition. Il
semble alors particulicrement intéressant, a ce stade de notre étude, de s'intéresser a la
problématique de l'espace dans les films de la cinéaste. Qu'il s'agisse des dressings de stars
de The Bling Ring, des hotels de Lost in translation et de Somewhere ou encore du palais de
Versailles dans Marie-Antoinette, I'espace reflete l'intériorité blessée des personnages.

3- La métaphore spatiale

Dans son ouvrage Michelangelo Antonioni, : cinéaste de I'évidement, José Moure dit que
les lieux présentés dans les films du célebre cinéaste italien renvoient au spectateur 1'image
d'un monde envahi par le vide, menacé par le néant (Moure, 2001, p. 8). Que 'on songe a
e de L'Awventura sur laquelle Anna disparaitra, au parc londonien de Blow-Up ou se
jouera une scene de crime pour le moins étrange ou aux rues vides des derniers plans de
L’Echpse, la disparition est intrinsequement liée a l'espace. On retrouve, chez Sofia
Coppola, le méme genre de problématiques. Si les lieux sont, la plupart du temps, habités ;
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ils le sont par des individus qui s'apparentent plus a des fantdbmes qu'a de véritables étres
vivants.

Dans irgin Suicide, les parents psychorigides des sceurs Lisbon n'ont plus rien
d'humain. Si la mere est une bigote caricaturale, le pere en est réduit a parler a ses plantes
vertes. Hspace étouffant gouverné par des monstres froids et insensibles, la maison ou
vivent les quatre adolescentes appellent forcément la mort. 1zrgin suicides, comme The Bling
Ring et Marie-Antoinette, n'est pas un film ouvert sur le monde. Si les personnages ne
voyagent pas, contrairement a ceux de Somewbhere et de Lost in translation, ils semblent
méme prendre plaisir a rester cloitrés dans leurs espaces confinés. La douce agonie des
sceurs Lisbon fait écho a l'étouffement de Marie-Antoinette qui, enfermée dans son
immense prison dorée de Versailles, s'étourdit pour oublier qu'elle est seule.

Le destin de la reine de France est scellé des le début du film méme si Sofia
Coppola ne s'intéresse pas a 'exécution de la reine. Elle filme cependant son départ loin
de Versailles comme une sorte de mise a mort. Loin de son monde, de cet espace qu'elle
ne quittait plus, Marie Antoinette n'est plus que l'ombre d'elle-méme. Ces lieux qui
l'enfermaient et lui causaient tant de chagrin la maintenaient paradoxalement en vie. Cette
méme ambivalence se retrouve, dans une moindre mesure, dans Lost in translation puisque,
en quittant I'hétel, Bob abandonnera Chatlotte mais aussi une certaine idée du bonheur.
Le sé¢jour tokyoite des deux personnages se présente comme une simple parenthese
semblable a celle que connaitront le pere et la fille de Somewhere lors de leur voyage en
Italie. Les larmes de Cléo lorsqu'elle dit au revoir a son pere font, bien évidemment, écho
a celles de Charlotte, a la fin de Lost in translation. Le départ d'Italie de Somewhere, comme
les adieux de Bob dans Lost in translation, annoncent une séparation inéluctable. Les étres
retourneront a leur triste vie et ces deux films ont un autre point commun important. Une
grande partie de leur action se déroulent dans un hoétel. L'hotel est un lieu paradoxal
puisque si l'on s'y ennuie beaucoup, on y apprend aussi a connaitre les autres.

Dans Somewhere, Johnny passe une grande partie de son temps au Chateau
Marmont, célebre hoétel de stars situé a Los Angeles. 1l s'y ennuie et les divertissements
qu'on lui propose n'arrivent méme plus a le divertir. Les strip-teaseuses, avec leurs barres
de pole dance pliables, exécutent un numéro si pathétique que le personnage finira méme
par s'endormir en les regardant. C'est pourtant au sein de ce méme hotel que Johnny
renouera une relation affective solide avec sa fille. Les hotels de Losz in translation et de
Somewhere ne sont pas des lieux clos. Ils n'empéchent pas les personnages d'explorer le
monde. Ils se présentent, avant tout, comme des espaces de repos et de réflexion. La
méditation de Charlotte, seule dans sa chambre, en est I'exemple le plus frappant. L'espace
est un objet paradoxal qui métaphorise néanmoins toujours un état psychique. Les
voyages de Somewhere ne sont pas tant une ouverture sur le monde que sur l'autre. Ils
évoquent le périple du journaliste et de la petite fille d"Alice dans les villes de Wim Wenders.
Obligé de ramener, dans son Allemagne natale, une enfant qu'il ne connait pas, le héros
du film de Wenders se découvrira des instincts paternels inavoués. Dans Somewbere, c'est

en voyageant que Johnny devient pere. Il prend conscience du temps perdu et de la
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superficialit¢ de I'univers dans lequel il évolue. Si les héros de Coppola finissent par
apprendre de leurs erreurs, on ne sait jamais ce qu'il advient d'eux, si l'on excepte le cas
des sceurs Lisbon de 17rgin Suicides, condamnées des les premicres images du film. Il y a
toujours l'espoir d'un renouveau dans les ceuvres de la cinéaste. C'est cependant au
spectateur de décider si les personnages coppoliens ont ou non la possibilité d'évoluer, la

réalisatrice ne mettant en scene que leur seule prise de conscience.

Conclusion

Si Sofia Coppola ne s'intéresse qu'a un certain microcosme, elle aborde, dans
chacun de ses films, des sujets aussi universels que l'ennui et la peur de l'abandon. Son
cinéma est d'une grande cohérence tant thématique qu'esthétique, le traitement de 'espace
faisant écho aux différents sujets abordés. 1l est rare de trouver, aujourd'hui, dans le
cinéma indépendant américain, des metteurs en scenes aussi rigoureux et perfectionnistes
que Sofia Coppola. Chaque plan, chaque image d e ses films semble avoir un sens
profond. Les objets comme les personnages ne sont jamais disposés au hasard. C'est au
spectateur, pour reprendre les propos tenus par Gilles Deleuze, dans L'zmage-temps, de
restaurer les paradis perdus, de retrouver tout ce qu'on ne voit pas dans l'image, tout ce
qu'on en a soustrait pour la rendre « intéressante » (Deleuze, 1985, p. 33) . La réalisatrice
de Lost in translation réussit l'exploit paradoxal de remplir I'espace de vide. Elle donne de
la profondeur a ce qui n'en a pas, finissant méme, a l'image du héros mélancolique de

Somewbhere, par néantiser le néant.
Bibliographie :

Berger, V. (2007), Les dépendances affectives : Aimer et étre soi. Paris. Eyrolles.

Deleuze, G. (1984), Limage-temps. Paris. Minuit.

Grugeau, G. (2000) , « La féte est finie ». 24 images, num. 129, p. 61.

Mout¢, J. (2001), Michelangelo Antonioni : cinéaste de I'évidement. Paris. L'Harmattan.

Nouchi, F. (2013) , « The Bling Ring: cinq adolescents pris dans la fureur des marques ».
Le Monde site web.

Petifils J.C. (2007), « Marie-Antoinette, une reine brisée ». Annales historiques de la
Révolution francaise, num. 347, pp.181-183.

Pleven B. (2010), « Lost in translation : a la recherche de I'urbanité perdue. Géographie et
cultures, num. 74, pp. 131-134.

Films de Sofia Coppola
Virgin Suicides, 1999

Lost in translation, 2003
Marie-Antoinette, 2006
Somewhere, 2010

The Bling Ring, 2013

103



Autres films cités

Antonioni, A. (1960), L."Avventura.

Antonioni, A. (1962), L’Ecljpse (I'eclisse).

Antonioni, A. (1966), Blow-Up.

Korine, A. (2013), Spring Breakers.

Wenders, W (1974), Alice dans les villes (Alice in den Stidten).

104



LA SYLLEPSE, FIGURE DU FANTASTIQUE

Anca MURAR!

Abstract

In Corinna Bille’s fantastic novels, the figure of syllepsis enhances the concomitant expression of different
categories in order to view a hybrid being whose reference is exclusively literal. Obviously syncretic, the
syllepsis emphasizes the ambiguity of fantastic aesthetics and involves the reader in a process of co-
creation, making the unspeakable creatures tangible, creatures built up through the realization of a visual
poiesis resorting to a semiotic perception.

Keywords: syllepsis, fantastic, syncretic, otherness, co-creation.

Si les premiers recueils de I'ceuvre de Corinna Bille émanent notamment d’un
fantastique « populaire », « réaliste », d’inspiration ramuzienne (Dowuleurs paysannes, Cent petites
histoires cruelles et La fraise noire), a partir de La demoiselle sanvage (Le Salon ovale et Cent petites
histoires d'amonr), I'écriture de la nouvelliste suisse va au-dela du quotidien et du fait divers ;
ses récits seront désormais nés d’un subtil mélange de fantastique et d’onirisme.

Et Paul Gorceix atteste qu’avec les récits de la période fantastique, « la réalité des
etres, des animaux et des choses vacille et se métamorphose |[...] pour devenir ’ébauche
d’une existence au-dela du visible et de nos sens »2. Tissés essentiellementautour de la
thématique de laltérité, ces récits saisissent le devenir syncrétique d’'un étre ma par une
pulsion secrete qui finit par s’intégrerau troublant monde primordial, caractérisé par la
confusion des regnes naturels.

En quéte d’un art intégral qui puisse exprimer les moindres subtilités de I'ame, ainsi
que leurs continuelles mutations, Corinna Bille donne a voir, a travers ses récits
métamorphiques, des créatures syncrétiques illustrant I'improbable fusion de traits
humains, végétaux ou animaux et dévoilant le gout de ’hybridation de la nouvelliste suisse
pour qui la consubstantialité des régnes est un toposde prédilection.Or, la monstration d’un
assemblage composite, voire le caractere hybride est désormais une des spécificités
reconnues de lart fantastique dont la nature amphibologique suscite ce que la critique
s’accorde a désigner en termes d’« inquiétante étrangeté »3.

Au-dela de la démarche interprétative des indéterminations textuelles, I'impression
d'étrangeté fondatrice de l'esthétique fantastique peut provenir en égale mesure de la mise
sous les yeux de l'objet innommable qui se trouve soudainement éclairé dans le texte. Il en
résulte un sentiment d'inquiétude liée a « une “apparition” dont il est impossible de soutenir
la réalité de ce qui, dans cette “monstration”, excede. »* Nous partageons ainsi I'opinion de

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

2 Paul Gorceix, Littérature francophone de Belgique et de Suisse, Paris, Ellipses, « Réseau », 2000, p. 120.
3Sigmund Freud, « L’inquiétante étrangeté », traduit de I’allemand par Marie Bonaparte et Mme E. Marty, dans
Essais de psychanalyse appliquée, Paris, Gallimard, 1933, p. 6.

* Roger Bozzetto, Fantastique et mythologies modernes, Publications de L'Université de Provence, « Regards sur
le fantastique », 2007, p. 121.
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Roger Caillois qui voit l'inquiétant et le scandale du fantastique métamorphique comme
une conséquence du possible passage d'un régne a un autre, voire de l'idée d'un syncrétisme
possible entre les différentes especes. Ce type de fantastique surgit alors « du conflit entre
l'exigence impérieuse d'une forme parfaite et stable et l"dée méme de métamorphose, la
menace de l'inadmissible transformation qui brouille et confond les especes entre elles, les
étres et les éléments, les cités et les astres. »°

Au niveau figural du récit fantastique, la coexistence des especes est réalisée a I'aide de
la syllepse, ce « trope mixte »° (Fontanier) qui nait a la croisée de deux isotopies différentes :
celle de Thumain et celle des regnes végétal ou animal. La syllepse est la figure qui
« sélectionne sur le plan de 'expression les traits graphiques communs a deux motifs, faisant
abstraction par la suite, des traits qui, sur le plan du contenu, rendent incompatibles les
deux univers de référence »’. En résulte une symbiose temporaire entre les isotopies
humaines, végétales et animales, aboutissant a la reprise des principes constitutifs des regnes
végétal et animal, scellant la transmutation de ’humain.

En ce sens, la nouvelle billienne « Fille ou fougere », rend compte de la ressemblance
et méme de la confusion de la femme avec le végétal et montre un étre hybride, mi-femme,

mi-plante, une créature diaphane que la nature elle-méme parait avoir engendrée :

[C]a sentait I'écorce saignante, la fleur séchée sur tige, I'humus humide, la feuille
morte. Et je vis un groupe de fougeres. J'en avais déja vu le long des sentiers, en
contrebas, mais ici elles étaient aérées, plus belles, plus grandes, étendant leurs arcs en
abondance.

Et ce ne fut plus des fougeres, ce fut quelque chose de tres inattendu, de
gracieusement impudique. Une jeune fille nue. Une peau blanche aux reflets verts,
des micelles dans ses cheveux roux.®

L’émergence de la transformation transparait premicrement derriere les éléments
du décor, du fond, qui met en présence des traits végétaux et humains : « [C]a sentait
l'écorce saignante, la fleur séchée sur tige, 'humus humide, la feuille morte. » Et, c’est a
travers la syllepse que les deux motifs de I'image : la fille et la fougere arrivent a cohabiter
dans un relatif équilibre. Si la fougere peut étre lue comme fille, c’est en raison « du
remodelage sémiotique du rapport de la figure au fond [...], pour deux configurations
cohérentes en elles-mémes mais incompatibles entre elles et dont la mise en présence de
P'une implique momentanément [...] 'absence de I'autre »°. Bien que le groupe de fougeres
représenté dans le premier fragment de la citation s’efface pour laisser sa place a la

figuration « inattendue » de la jeune fille nue, I'isotopie végétale est actualisée grace « aux

® Roger Caillois, « Au cceur du fantastique » dans (Euvres, Edition établie et présentée par Dominique
Rabourdin, Paris, Gallimard, 2008 [1938], p. 886-887.

® Pierre Fontanier, Les Figures du discours, Paris, Flammarion, 1968, p. 105.

" Odile Le Guern, « De la mise en image d'une métamorphose & la métamorphose d'une image », dans Le sens de
la métamorphose, sous la direction de Marion Colas-Blaise et Anne Beyaert-Geslin, Presses Universitaires de
Limoges, 2009, p. 136.

®Corinna Bille, Nouvelles et Petites Histoires, Lausanne, L’Age d’Homme, 2006, 193-194.

% Odile Le Guern, « De la mise en image d'une métamorphose & la métamorphose d'une image », op. cit., p. 134-
135.
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reflets verts » et aux « micelles » qui attestent la parenté de la créature avec le monde
végétal, soit la coexistence des composantes appartenant a deux regnes différents. La
femme hybride émergeant des fougeres nait a l'instant méme de son détachement du
fouillis végétal, comme pour établir une parenté avec cette créature métissée, peinte par
Catherine Alexandre qui se libere du décor pour se réveiller a une vie symbiotique.

Les instances que la syllepse met en présence ne sont ni confondues ni discernables
les unes des autres, mais se donnant a voir comme un ensemble syncrétique attestant
I'impensable fusion des régnes. La plupart des créatures élémentaires billiennes sont des
déités féminines hybrides, semblables a cette Gardienne des sources de Léonor Fini, a la
«peau blanche aux reflets verts, des micelles dans ses cheveux roux »!0, jaillissant
soudainement des fougeres la cachant « a mi-corps, ne découvrant que son buste aux
seins ronds et rougis. »!!

Dépourvue de toute épaisseur matérielle, cette « fille fougere » n’a qu’un référent
textuel construit par et a travers une perception sémiotique unifiant synthétiquement « au
sein d’'une méme vision et d’une [appréhension| “particuliere” du réel, [...] des catégories
généralement opposées »'2, en vue de dépasser les antinomies et de proposer une
compréhension renouvelée du monde.Arraché a sa fonction de représentation, le récit
fantastique est investi du « pouvoir de dire ce que nous ne pourrons jamais connaitre
directement »!3 et figure un ordre transcendant par l'intermédiaire de la lettre. Quant a la
monstration de I'image composite fille-fougere, celle-ci atteste de Iirraisonnable
coexistence des éléments antagonistes tout en certifiant la possibilité de passer d’une
forme humaine a une configuration végétale ou animale, soit la présentation du méme a
travers une suite d’images hétéroclites. Aussi la syllepse s’affirme-t-elle comme une des
plus productives figures de '« inquiétante étrangeté ».

Le lecteur qui se place au cceur de ce monde fantastique est submergé par I'intensité
du sentiment de se trouver a proximité immédiate de l'altérité, mis dans la situation de
saisir le monde indépendamment a ses sentiments. Cette créature hybride, dépourvue de
référentialité qui surgit « tout a coup » devant ses yeux procede a un renversement du
regard « en le livrant [...] a ce qui I'ignore et le nie »!*. L’« inquiétante étrangeté » du
fantastique est donc a lier a une double insuffisance : absence de la chose a la vue, a
Pentendement dun c6té, manque d’un rapport a cet objet déconcertant d’autre cOté.
L’implication du lecteur dans 'élaboration de la création est alors double : d'un c6té, il
développe « ce que l'auteur sous-entend, suggere, ne montre pas »!° et, de l'autre c6té, il
signifie I'enveloppe imprécise qui voile 'action et cache les étres menacants. D’autant plus
que le fantastique ne se réduit pas a une élaboration discursive ou imaginale, mais il se

9Corinna Bille, op. cit., p. 194.
1bid. )
12 Denis Benoit, « Du fantastique réel au réalisme magique », dans Textyles, n° 21, Bruxelles, Editions Le Cri,
2002, p. 8.
13 |réne Bessiére, Le récit fantastique. La poétique de I'incertain, Paris, Larousse, 1974, p. 121-122.
14y n;
Ibid.
15 Jacques Van Herp, Fantastique et mythologie moderne, Recto Verso, « ldées et autres », 1978, p. 15.
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définit comme « “attaque” particuliere de notre sensibilité »'¢. Et, lorsque le lecteur de
fantastique a peur, il « suscite une présence-aupres-du-corps »!7, tout en rendant « zangibles
»18 les choses exposées dans le récit.

Fille de 1a lune et de la végétation, le personnage du récit « Fille ou fougere ? », cette
manifestation de I’élémentaire, laisse entrevoir 'ambivalence de son essence qui fascine et
terrifie en méme temps : « Je regardais cette peau de lait qui avait une transparence de
pierre de lune. Le noir de la forét autour d’elle était un écrin. »!'9 Entité hermétique, se
dérobant toujours a la connaissance (« Cette fois je me suis approché d’elle, mais quand je
la voyais de face et que jallais la toucher elle disparaissait. »?), elle domine les éléments et
seme au cceur des hommes le gout amer d’« un mangue terrible ».

11 s’ensuit que le sentiment du fantastique est donné par cette imbrication insaisissable
de perceptif et de cognitif, mettant « en cause non seulement notre rapport au monde, mais
notre rapport a nous-mémes »%l, et nous poussant a l'accomplissement a travers la
décantation affective opérée par le mot qui acquiert un statut ontologique et porte
dorénavant le témoignage de l'authentification du soi. La fiction fantastique se distingue par
le fait de se soustraire aux catégorisations linguistiques et se définit comme la simple mise
sous les yeux d'un objet sans antécédent visuel dont la facticité est pourtant donnée comme
perceptible et « comme ce qui échappe a tout déchiffrement au moment de la perception »22
: « La littérature fantastique est la présentation du statut de tout objet de la réalité, de
l'imagination, sous le signe de la perception, du double agissement que celle-ci implique.
Par quoi, la présentation, dans le récit fantastique, n'est exclusive de tien. »23

Figure syncrétique par excellence, la syllepse accentue 'ambiguité constitutive de
l'esthétique fantastique, en raison de cette hétérogénéité toujours mouvante qu’elle évoque
et que nos sens sont incapables de percevoir. Par conséquent, pour suppléer a ce manque,
le fantastiqueur assignera au langage la mission d'inventer un ordre supra-rationnel qui
puisse resignifier le monde et les étres. L’inquiétude caractéristique du fantastique découle
alors de cette impression d’incohérence qui s’installe au cceur du lecteur, vu que le texte
met sous ses yeux I'image de Iinconcevable union des contraires, alliance rendue possible
grace a la syllepse qui opere le dés-éloignement des catégories humaine et végétale. Une
possible explication de cette évocation de figures interchangeables en permanente
alternance est donc a chercher au-dela du discours rationnel incapable d'harmoniser les
dissonances du réel.

'8Alain Chareyre-Méjan, « L athéisme mystique de I’image. Eléments pour une esthétique du fantastique », dans
E-rea, [en ligne], n°5.2/2007, disponible sur : http://erea.revues.org/157, [consulté le 15 juillet 2013].
17 i
Ibid.
1bid., I’auteur souligne.
Corinna Bille, op. cit., p. 194.
“1bid.
21 Menegaldo, Gilles, « Le sentiment du fantastique & I’écran », dans La Licorne [en ligne], no 37, 2005,
disponible sur : http://licorne.edel.univ-poitiers.fr/document1678.php, [consulté le 22/01/2010].
22 Jean Bessiére, Poétique du fantastique, sous la direction de Xavier Richet, préface de Jean Bessiére, Paris,
L’Harmattan, préface de Jean Bessiére, 2004, p. 14.
23 i
Ibid.
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Une nouvelle approche du fantastique peut étre ainsi envisagée et Jean Bessicre
nous propose de reconsidérer les récits métamorphiques a la lumiere d'une pensée de la
perception qui concrétise une pozesis visuelle et non expliquée de 'objet fantastique dont
les principaux moyens sont « le fantastique visuel des objets fabriqués, 1'échange de la
référence a l'artifice et de la référence a la nature, l'objectivation de l'invisible »24, soit
Pinexprimable créature hybride homme-plante ou homme-animal. Et, loin de se limiter a
certifier cette poiesis, le récit fantastique se comporte lui-méme comme pozesis en raison de
son dessein de réunir « toutes les présentations visuelles suivant une fidélité a leur facticité
- ce caractere que l'on dit usuellement par la notation de l'irruption du fantastique. »2
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SENSE OF LOSS IN WILLA CATHER’S MY ANTONIA

Smaranda STEFANOVICI!

Abstract

Traditionally, we think of the American dream as owning a home and having a happy family accompanied
by financial success. Immigrants included dream in their visions about America as a promised land. Willa
Cather’s approach to the American Dream goes beyond this goal of happiness and success and shows the
ephemeral character of the American Dream and how life is influenced by these destructive western
dreams.The paper argues for western men and women’s freedom to choose their lifestyles in the wild
prairie but also deals with the elusive fulfillment of the American Dream when characters do not make the
right choices in life and all that remains are regrets and lost choices.

Keywords: Western American Dream, sense of loss, gender roles, elusive fulfillment, past regrets.

Motto:
“The lost promise, the misplaced vision,
is America’s loss” (Miller 152)

Introduction

One of the major themes in Willa Cather’s My Antonia is the American Dream.
Despite cultural differences all immigrants dreamed of settling and succeeding in the New
Wortld through hard work. James Truslow Adams was an American writer and historian
known for his writings on New England and for coining the term “The American Dream™it
is, he says, “ that dream of a land in which life should be better and richer for everyone,
with opportunity for each according to ability or achievement.” (Adams 17)

Trying to reach their goal to live the American Dream was not easy for immigrants.
They faced numerous racial conflicts with settlers and received threats from them as well.
Discrimination was also a main issue of that period for freedmen slaves (after the
abolitionist movement, 1880), as well as for all immigrants that differed from white people.
Those who were born in America inherited their ancestors’ property and belongings, but
the immigrants had to work hard in order to have their own land and home.

Education began to be a priority to fulfill the American Dream. Although half-paid,
women took up in huge numbers this job of teaching. By mid nineteenth-century, due to
the fast growth of population, the American government started funding the public schools
and hired more teachers. Since the women were the cheapest to hire, the number of female
teachers increased. For those women who moved to the frontier it was a great opportunity
for a career and a farmhouse.

Willa Cather was familiar with the harshness of pioneer life in the prairie and their
hopes in the American Dream. Her family were themselves pioneers on the Nebraskan

frontier after selling their Willowshade, a Virginia farm that had long been in her father’s

!Associate Prof. PhD, “Petru Maior” University of Tirgu-Mures.
Acknowledgements to Fazakas Mihaly- Pal, BA student, for the contribution to this article.
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family. In Nebraska, she became acquainted with immigrants from Sweden, Russia, Poland,
Germany, and Bohemia. Shewitnessed and admired the immigrants who settled along the
western frontier line for their struggle for a prosperous life in a new land, against odds and
conventions, for their fight with homesickness and transplanted customs.

In My Antonia we have a wide range of immigrants, some rich as Jim Burden’s family,
while others are poor; we haveBohemian immigrants (AntoniaShimerda and her family,
Cuzak, her future husband), Lena Lingard (Norwegian immigrant), Otto Fuchs (an Austrian
immigrant), Pavel and Peter (Russian immigrants). They have to fight with nostalgic feelings
for their native lands, with depression and feelings of estrangement:”’I get awful homesick for
them, all the same”, Lena says (Anfonia822); Lena has been “so quietly conventionalized by
city clothes”. (Antonia877); Antonia says, “It makes me homesick, Jimmy, this flower, this
smell....T ain't never forgot my own country” (Antonia860).

The paper argues for women’s freedom to choose their own lifestyles but also for the
destructive power of illusion when fulfilling the American Dream, if you do not make the
right choices at the right time. What Cather wants to tell us is how much it matters what we
dream and whom we dream of.

In Willa Cather’s novel My Antonia, the American Dream is a complex concept
providing immigrants with the hope of a better life. The book reveals much about them,
about their dreams and despairs.

The action takes place in rural Nebraska, where there was nothing but land. The two
main characters, AntoniaShimerda and Jim Burden, although belonging to different social
background, bothwant to access higher education to fulfill their American Dream. However,
unlike Jim, who has the opportunity to improve his knowledge - he goes to town to attend
college — Antonia is not given such a chance. She is drawn back by her family, especially by
her elder brother, Ambrosch. Cather emphasizes the special case of the frontiersman who,
more than other, has to work harder; Antonia has no land and money, so she assumes
responsibility for her family’s survival in this new land after her father’s death, as a brave
stereotypical frontierswoman and she even boasts she can work as much as her brother.

Apparently, the American Dream fails all characters. Jim does not marry Antonia to
follow his educational dream; Antonia gives up her education to take care of her family; Mr.
Shimerda commits suicide, not being able to get used to the new land, life and customs;
Otto’s dream of becoming rich has a major influence on Jake as well and so they both go to
work in the Yankee Girl Mine, where Jake gets the so called Mountain Fever and disappears.

The two Russians are the perfect example of how the American Dream can vanish
into the air. Pavel and Peter came to the United States because they were considered outcasts.
In Russia they attended a wedding where they were groomsmen and on their way home they
were attacked by wolves and in order to survive they had to push the bride and the groom
out of the sleigh. Shortly after they settled in America, they started having difficulties. Pavel
soon became ill and died. Peter tried to achieve his American Dream but failed as well. Their
dream of leaving the past behind and starting a new and better life in America soon came to

an end.
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Lena’s American Dream came true in a way. She was one of the hired girls who had
always dreamed of becoming a successful dressmaker. She knew she had to concentrate on
that goal. Meanwhile, she charmed the men around her, but she never married one. Jim was
also under Lena’s charm and even though Lena never wanted to get married, she
considered Jim the only person she could live with. Lena’s American Dream also shattered
when Jim chose education instead of her. What was left for her was the dream of becoming
a dressmaker.

Antonia was Jim’s American Dream, which he never fulfilled. Jim, in fact, is Willa
Cather’s voice. Unlike Cather, Jim eventually marries another woman, but we feel his
intended emptiness in a prison marriage to a woman he hardly knows and with whom he
has no children. He dreams on, as all other characters in the novel do, of what could have
been but never happened. Still, it is the dream that goes on and, even if unfulfilled, it cannot
be forgotten. All characters are in fact a combination of realism and optimism as clues to
survive along the frontier line.

Antonia, too, even if a woman, realizes that her only chance to survive is
throughhard work and good attitude. She is presented by Jim as a strong pioneer woman,
ready to fight against gender conventions:”Antonia lent herself to immemorial human
attitudes which we recognize by instinct as universal and true. I had not been mistaken. She
was a battered woman now, not a lovely girl; but she still had that something which fires the
imagination, could still stop one's breath for a moment by a look or gesture that somehow
revealed the meaning in common things. She had only to stand in the orchard, to put her
hand on a little crab tree and look up at the apples, to make you feel the goodness of
planting and tending and harvesting at last. All the strong things of her heart came out in
her body, that had been so tireless in serving generous emotions...It was no wonder that her
sons stood tall and straight. She was a rich mine of life, like the founders of early races”.
(Antonid926)

Things change for the better when she is offered a job at the Harling family. She
starts by appreciating small joys of everyday life but soon she feels disappointment when
she falls in love with Larry Donovan. Her beliefs are strongly shattered when, pregnant
with Larry’s child, she is left alone at the altar by him. Disregarding the consequences, she
gives birth to Larry’s child and life offers her another chance; she meets Cuzak who marries
her.

We might think she fulfilled her dream of having a happy family to raise her child.
Still, Willa Cather’s apparent hidden message is that dreams are deceptive and what we take
for good choices turn, in fact, later, into regrets and disappointments. The dreams we have
are not necessarily the ones we really want. Once we have acknowledged that, we will be
able to make the best choices in life.

The nineteenth-century was the age of both men and women. Men were focusing
on organizing meetings in pubs and bars, where they would discuss economic and political
affairs and, when time allowed, they would even relax. Women, on the other hand, when
married, could not continue their teaching jobs. They took care of domestic chores or
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organized debates and book clubs. A couple of states on the frontier even granted them
political rights, which lead to a movement that demanded women’s rights. An outcome of
that movement was a larger choice of careers for single women. So, if a woman wanted to
have a career, then marriage was not an option. By the end of the nineteenth century,
women gained more rights, the most important ones being the right to divorce if they were
physically abused by their husbands, the right to own land after divorce, the right to obtain
and raise the children after divorce and later the right to vote.

Women, thus became more independent. Such a case is Lena Lingard. She
represents another facet of the American Dream. She gets control over her life and
decisions. This freedom of choice, as an American tenet, strengthens her even if she is a
single woman: “... I don’t want a husband. Men are all right for friends, but as soon as you
marry them they turn into cranky old fathers, even the wild ones. They begin to tell you
what’s sensible and what’s foolish, and want you to stick at home all the time. I prefer to be
foolish when T feel like it, and be acceptable to nobody.” (My Antonia 892)

Although Lena is not appreciated by the upper class, she gains respect in
everybody’s eyes because of her independence and ambition to achieve her goal, even if she
is not married. She is in fact the only character in the book who manages to fulfill, at least
partially, her dream. Cather’s feminist approach presents dominant female characters in the
novel such as the strong-willed Antonia, the young, but well educated mother, Mrs. Hatling;
yet, we have Emmaline, the grandmother, who, although old-fashioned’ is a strong woman,
proud, energetic, and with a lively intelligence: “She was a spare, tall woman, a little
stooped, and she was apt to carry her head thrust forward in an attitude of attention, as if
she were looking at something, or listening to something, far away. As I grew older, I came
to believe that it was only because she was so often thinking of things that were far away.
She was quick-footed and energetic in all her movements. Her voice was high and rather
shrill, and she often spoke with an anxious inflection, for she was exceedingly desirous that
everything should go with due order and decorum. Her laugh, too, was high, and perhaps a
little strident, but there was a lively intelligence in it. She was then fifty-five years old, a
strong woman, of unusual endurance.” (My Antonia 720)

As married women, Antonia, Mrs. Harling and Emmaline can enjoy partial liberty
when their husbands are away and can share the feminist dream and ideal of the nineteenth-
century frontier feminism.

Antonia’s frontier feminism makes her manlike in her strife to help her family not to
starve to death after her father commits suicide. Atypically, she takes a job as a servant and
tries to make the best of everything for the Shimerdas. She wants to do all she can for her
family but without sacrificing her independent lifestyle and thinking,.

We witness gender roles exchange. Jim, as a young boy, feels confused, has
problems of communication; he communicates better with Antonia and Emmaline, his
grandmother, than with the boys of his age. Jim is attending school while Antonia has to
work on the farm to survive. The white skin color also contributes to Jim’s larger life
choices and opportunities. However, going to the city college does not make him a better
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chatter and communicator. He is alike lonely and seen as a simple farmer by the town
people.

The moment Lena appears in his life he realizes he is attracted physically to her
while with Antonia he is connected emotionally. His natural romanticism, yet, does not
stop him “to lose himself in those big western dreams.” His “ardent disposition” and the
“impulsiveness by which his boyhood friends remember him” make him remain young,
though he is over forty and help him be successful in “new people and new enterprises.”
(My Antonia. . .Readings 28)

Traditionally, we think of the American Dream as owning a home and having a
happy family accompanied by financial success. Immigrants included dream in their
visions about America as a promised land. On the other hand, race, ethnicity, or gender-
based vision exclude a certain category of immigrants from dreaming. Adams for the first
time in his monumental work The Epic of America (1933) defined the American Dream as a
“dream of social order”. His dream was that each immigrant should attain this social
order irrespective of race, ethnicity, or gender, and be recognized by others “for what
they are, regardless of the fortuitous circumstances of birth or position.” (214-215) In
other words, the American Dream is about material plenty but it also means to be able to
grow to the fullest development.

Jim cannot connect his dream of personal fulfillment to his dream of Lena: “In
some dark sense, Jim’s experience is the American experience, his melancholy sense of
loss also his country’s, his longing for something missed in the past, a national longing.”
(Miller 152).

Jim’s thoughts from the last paragraph of the book one again stress Willa Cather’s
original approach to the American Dream. The American Dream defeated Jim with its
clusive character: “This was the road over which Antonia and 1 came on that night when we got off the
train at Black Hawk and were bedded down in the straw, wondering children, being taken we knew not
whither. 1 bhad only to close my eyes to hear the rumbling of the wagons in the dark, and to be again
overcome by that obliterating strangeness. The feelings of that night were so near that I conld reach out and
tonch them with my hand. 1 had the sense of coming home to myself, and of having found out what a little
circle man's experience is. For Antonia and for me, this had been the road of Destiny; had taken us to
those early accidents of fortune which predetermined for us all that we can ever be. Now I understood that
the same road was to bring us together again. Whatever we had missed, we possessed together the precious,
the incommunicable past.” (My Antonia 937).

Eventually, he found the past in Antonia. It was an unforgettable past, still “an
incommunicable one”. He longed for something missed in the past, something he could
not connect to, something he could have done and did not do because of his indefinable
dream of fulfilling anational American Dream to education. His personal sense of loss
following an elusive fulfillment of a cherished American Dream displaysthe destructive
power of an abstract dream, which links his destiny to the destiny of all American

immigrants.
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Conclusion

Willa Cather’s approach to the American Dream goes beyond this goal of
happiness and success. The American Dream is an age to relive past memories, an urge to
reconsider missed choices and opportunities. In the case of My Antonia the aspirations
link to the western frontier. The characters fail because of their impersonal dreams: John
leaves Lena to acquire education; Lena does not show her love for Jim in order to fulfill
her career aspirations; the Shimerdas want wealth and Mr. Shimerdas commits suicide due
to depression; Antonia wants material success and a happy family. The more we dream
impersonally the more ephemeral our dreams are, be they material, erotic, national, racial,
sexual, or any other.

The fulfillers of the American Dream, Willa Cather says, men and women alike,
should be strong, independent, in full control of their destiny with no regrets for
whatever they could have done and did not do because of stereotypical attitudes.
Ambitions should be free and not manipulated by a nation who needs immigrants who,
through hard work, can lead to the growth of that nation and country.

Despite their obsessive urge to achieve the American Dream, all characters in My
Antonia fail to a certain degree: Jim was unable to dream about Antonia in a sexual way
and he fell into a sterile marriage; he dreamed of Lena carrying ‘a reaping hook and
emerging from a field of stubble’, which is a sign of nature ‘violation’ (Cf. Murphy 155)

Regrets and lost choices is all that remains unforgettable for Willa Cather’s
characters in My Abntonia, who, apparently, all have their American Dreams to follow.
Success does not make the characters forget the past and the lost chances.The nineteenth
century Nebraska American characters from Willa Cather’s novels, although apparently
tulfill their American dream of a better life, feel a sense of loss and disappointment; the
cause of their distress is the realization thatthey exclusively pursued a national dream
(growth of the country through education, etc.) and did not identity that national dream

with personal dreams of self-choices.
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THE METAMORPHOSIS OF IMAGINATION IN JOSEPH CONRAD’S
FICTIONS

Mohsen HANIF! & Tahereh REZAEI?2
Abstract

Imagination and concepts pertaining to it are at the core of Conrad’ fiction and theories. Conrad, in A
Personal Record, asserts that the imaginative should grasp what is “all human™ and based on “experience”.
Nevertheless, he introduces various kinds of imaginations to his readers when it comes to fiction. For
instance in Nostromo and Victory he respectively explains moral imagination and criminal imagination.
The most outstanding point is that Conrad considers a very thin line between the “imaginative” and the
“real”. In fact, he represents imagination as a faculty that helps people to predict future and stay alert.
Typhoon, The Secret Agent, and Amy Foster best exemplify this idea. However, Conrad, as in Lord Jim,
suggests that over-reliance on imagination might be dangerous. Moreover, he sometimes interweaves an
aura of mystery around imagination, a view clearly noticeable in The Nigger of Narcissus. Conrad
presumably is more outspoken about imagination and its nature in Youth. Therein, Conrad provides
connections between imagination, youth, and sea. For him, while imagination impregnates the vigour of
youth, it also embodies its ignorance and inexperience. Yet, it is impossible to draw a clear and constant
picture of what Joseph Conrad meant by imagination.

Keywords: Joseph Conrad, Imagination, reality.

0. Introduction

Webster English dictionarydefines “imagination” as “the faculty of imagining, or
of forming mental images or concepts of what is not actually present to the senses,” and
also “the faculty of producing ideal creations consistent with reality, as in literature, as
distinct from the power of creating illustrative or decorative imagery.” This concept along
with its derivations and its antonyms are central to Conrad’s life and texts. He hated
theatre and movies because, according to him, they kill imagination (Ray, 2007: 4).
However, it does not mean that he permits his imagination fly uncontrollably. As he says
about Nostromo, although his imagination was very helpful to construct an entire
republic but at the same time he keeps his realist eye open not to build Utopias because,
as Conrad says, he always controls of his imagination (Ray, 2007: 5).

The fascination with imagination manifests itself more in the corpse of his work.
Almost in Conrad’s every major work, there is an amusement with the nature of
imagination and the study of the function of imagination. Conrad in each of his stories
wears a new mask on this concept and tries to give a new bend to its significance. He
depicts his super-human characters as imaginative, but, at the same time, this faculty
might become fatal and bring about the protagonist’s ruin.
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1. Discussion

In each of his fictional or theoretical works, Conrad offers a different explanation
on what imagination is and what modifications it might take. It seems that there are
various kinds of imaginations to Conrad’s mind. To begin with, In Nostromo, Conrad
points out thatthere is,

a certain kind of imagination—the kind whose undue development caused intense
suffering [...]that sort of imagination which adds the blind terror of bodily suffering
and of death, envisaged as an accident to the body alone, strictly—to all the other
apprehensions on which the sense of one's existence is based. (2007: 242)

In this work, Conrad anticipates the consequences of having a wild imagination,
which ruminates wherever it pleases. However, in “The Duel”, Conrad describes imagination
as “a faculty which helps the process of reflective thought.” (1908: 17). In fact, hereby, he
raises the status of imagination to an entity that can boost the process of reflection. In
general, two terms “Imaginative” and “realist” might not necessarily be opposites. The
imagination of a realist character might be as active as that of a romantic, idealist one.

In A Personal Record, he celebrates novel over documentary history because in the
former, “imagined life [is] clearer than reality and whose accumulated verisimilitude of
selected episodes puts to shame the pride of” the latter (1924: 15). In effect, only in
imagination, Conrad believes,

does every truth find an effective and undeniable existence. Imagination, not
invention, is the supreme master of art as of life. An imaginative and exact rendering
of authentic memories may serve worthily that spirit of piety toward all things human
which sanctions the conceptions of a writer of tales, and the emotions of the man
reviewing his own experience. (1924; 25)

The above-mentioned definition bears some resemblance to Samuel Taylor
Coleridge’s differentiation between primary and secondary imagination. He defines fancy
(primary imagination) as “no other than a mode of Memory emancipated from the order
of time and space, and blended with, and modified by that empirical phenomenon of the
will which we express by the word choice” (1836: 173). Coleridge celebrates the
secondary imagination as a faculty that “dissolves, diffuses, dissipates, in order tore-create;
or where this process is rendered impossible, yet still at all events it struggles to idealize
and to unify” (1836: 172). Conrad, too, distinguishes between inventiveness and
imaginativeness. Unlike in Coleridge, for Conrad, the higher and much revered faculty of
imagination incorporates one’s “‘experience” in order to render authentic “memories”. As
Purdy interprets, “The inventor creates from nothing and goes, Conrad's avian image
suggests, to nothing. [On the contrary] the imaging novelist observes what is and
interprets it, puts sensations into words” (1984: 22-23). In addition, Mayhead notes that
“a work produced by the imagination cannot, by definition, merely express the self-born
fantasies of the mind; it has to do justice to the reality of a world that exists beyond the
self” (1978: 9). In fact, this faculty, in Conrad’s opinion, intends to creep out of the
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aristocratic cage of indifferences and convey the spirit of “all thing human” and is far away
from Coleridge’s apolitical view to imagination. In other words, Conrad prefers what
Coleridge calls fancy or primary imagination to the secondary orderof imagination, which
tries to detach itself from the phenomenal world as much as possible.

In his eatlier oeuvres written before A Personal Record (1912); that is in works such as
The Nigger of the Narcissus (1897), Heart of Darkness (1899), Lord Jim (1900), Youth (1898),
Typhoon (1898), and Nostromo (1904), the downfall of or the pessimistic reorientation of many
characters is the result of their unbound imagination. Wait, Kurtz, Jim, and Marlow in
Youth are the prominent protagonists who see their demise or are disillusioned after a
period of fascination with the imaginative. Moreover, in Typhoon, Captain MacWhirr — who
is absolutely a realist and has “just enough imagination to carry him through each successive
day, and no more” (4) — although responsible for the catastrophe, saves his ship mainly
through his literal-mindedness. In effect, in the above examples, Conrad sees the solution in
a realist and truthful understanding of the world.

However, Conrad does not usually use the word imagination and imaginary as
antonyms to commonsensical and true-to-life objects. Imagination has so widerange of
implications in Conrad that it is difficult to nailit down to a few lines. Imagination may
sometimes predict danger and put the person on the right path but sometimes may distort
one’s understanding so fiercely and intensely that the character, in a surge of imagination,
falls into a bigger trouble in order to avoid a threat.

In The Nigger of the Narcissus, imagination represents itself in the form of prophesy
and vision. Wait is a visionary. He knows how his life is to end. Conrad explains: “he would
talk of that coming death as though it had been already there, as if it had been walking the
deck outside, as if it would presently come in to sleep in the only empty bunk; as if it had
sat by his side at every meal. It interfered daily with our occupations, with our leisure, with
our amusements” (1897: 36). The story has streaks of surrealism persuading the readers to
believe that Wait and his unacknowledged disciple, Donkin, enact extraterrestrial power on
the ship. More to the point, in many instances, Conrad illustrates imagination as a faculty,
which helps to predict future, albeit without granting this faculty with anysupernatural
quality. In the same novel, in addition to Wait, Captain Singleton possessed the same power
and had a “sharper vision, a clearer knowledge” about what was going to happen (1897:
129).

Conrad sometimes effaces the halo off the concept of imagination to match the
most mundane and commonsensical feelings of human beings. Imagination sometimes
simply means the anxiety about the future. For example, in The Secret Agent, the faculty of
imagination only gives Mrs. Verloc’s mother some premonition about future: “What will
happen, she asked herself (for Mrs Verloc’s mother was in a measure imaginative), when I
die?” (2009: 150). In Amy Foster, Conrad explains Mr. Smith’s negligence of the estranger’s
life in the locked hut to be the result of his lack of imagination: “He had done his duty to
the community by shutting up a wandering and probably dangerous maniac. Smith isn't a
hard man at all, but he had room in his brain only for that one idea of lunacy. He was not
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imaginative enough to ask himself whether the man might not be perishing with cold and
hunger” (1991: 219). In addition, in Typhoon, Mr. Rout’s cautionary measures are linked to
his power of imagination: “Mr. Rout likewise wrote letters; only no one on board knew
how chatty he could be pen in hand, because the chief engineer had enough imagination to
keep his desk locked” (Conrad, Typhoon, 2008: 15).

The faculty of imagination would often help to sharpen the senses and make them
more sensitive. Conrad describes Lena in [77fory as a person in want of imagination: “if
awakened from a drugged sleep, with heavy, downcast, unseeing eyes, her fortitude tired
out, her imagination as if dead within her and unable to keep her fear alive” (1957: 247).
Imagination in fact keeps feelings of anxiety and fear alive. Some other instances represent
imagination as a faculty that helps people to survive.This is most notably observable in
Lord Jim, whose power of imagination first saves his life and forces him leave the

steamboat. Conrad explicates the role of imagination in Jim’s escape as follows:

If his imaginative conscience or his pride; if all the extravagant ghosts and austere
shades that were the disastrous familiars of his youth would not let him run away from
the block, I, who of course can't be suspected of such familiars, was irresistibly
impelled to go and see his head roll off.”” However, this faculty turns its coat and
becomes “the enemy of men the father of all terrors. (1965:121)

In the second half of Lord Jim, however, imagination brings about Jim’s fatal destiny.
Jim who toys with imagination finally sees his end because of it. Marlow, Conrad’s narrator,
illustrates this fact:

Yet there is to my mind a sort of profound and terrifying logic in it, as if it were our
imagination alone that could set loose upon us the might of an overwhelming destiny.
The imprudence of our thoughts recoils upon our heads; who toys with the sword
shall perish by the sword. This astounding adventure, of which the most astounding
part is that it is true, comes on as an unavoidable consequence. Something of the sort
had to happen. (1965: 258)

“Patusan’s imagination magically coincides with reality” (Greaney, 2004:
93).Imagination metamorphoses and turns from the saviour of humankind to a devil
directing its victim to the Hades.

In some of his novels, Conrad explains that imagination may take criminal bends.
For instance in [Zctory, he talks about “men of tormented conscience, or of a criminal
imagination” who ‘“are aware of much that minds of a peaceful, resigned cast do not even
suspect. It is not poets alone who dare descend into the abyss of infernal regions, or even
who dream of such a descent” (1957: 181). Conrad describes Shomberg, the antagonist of
the novel, as a person whose imagination is quite active and sensitive: “For Schomberg had
been overpowered, as I were, by his imagination” (1957: 122) and “his imagination being
very sensitive to the unusual, he collapsed as if indeed his moral neck had been broken —
snap!” (1957: 127). Moreover, in Nostromo, Conrad describes a kind of immoral imagination,
which tramples any sense of “truth, honour, [and] self-respect” under its feet (2007: 267).
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However, there is a bigger difference between the sort of imagination noticed in
Lord Jim and the ones explained in I7cfory and Nostromo. They are, in fact, two extreme
poles of the same spectrum. Lord Jim’s imagination, because of his overestimation of his
self, is heroic. Conrad describes him before the catastrophe at the beginning of the novel as
a man whose thoughts would be full of valorous deeds and who loved these dfreams and
the success of his imaginary achievements (Conrad, 1965: 21). On the other hand, the
“immoral imagination” described in the latter examples denotes anti-heroic and antagonistic
imaginative forces in a story. In comparison, Conrad does not seem to favour either types
of heroic or antagonistic imagination. These forces should, at the end, synthesize, in order
to come up with a balance that neither let you soar high up to the sky to have your wings
burnt by sunbeams nor so close to the sea and earth to drown or fall prey to others.

The concept of imagination sometimes takes outward manifestations. That is, an
imaginative person may wear, for instance, a different hairstyle and if anybody lacks
imagination, he or she may have a distinct physique. In I/ Conde, the narrator describes the
Count as a person whose “white hair brushed upwards off a lofty forehead gave him the air
of an idealist, of an imaginative man” (Conrad J., 2010: 333). Moreover, in Amy Foster,
Kennedy after explaining Amy’s appearance concludes that her posture indicates her lack of
imagination and dullness: “She is very passive. It's enough to look at the red hands hanging
at the end of those short arms, at those slow, prominent brown eyes, to know the inertness
of her mind—an inertness that one would think made it everlastingly safe from all the
surprises of imagination” (1986: 205).

Moreover, Conrad’s narrators or characters essentialize the concept of imagination
to the extent that it becomes a decisive factor determining one’s stratum. Some of Conrad’s
characters associate imagination with specific social classes. In Nostromo, Conrad says,
“business men are frequently as sanguine and imaginative as lovers” (2007: 57) and Martin
Decoud is described as “the imaginative materialist” (2007: 261). Conrad, however, in The
Secret Agent puts forth a contradictory view towards businesspersons or, in other words, the
middle class. Although Mr. Vladimir is one of the bourgeoisies, he defines them as a group
of people who lack imagination: “they have no imagination. They are blinded by an idiotic
vanity. What they want just now is a good jolly good scare” (2009: 58). Vladimir implies that
the sense of imagination helps people to see the reality and the truth of life.

To see the reality is sometimes the prerequisite of reaching a moment of epiphany to
obtain the “complete knowledge” of something. Kurtz in Heart of Darkness “during a
moment of complete knowledge” and “at some vision” cried outconceivably the most
popular phrase in Conrad’s entire oeuvre: “the horror! The horror” (1990: 251).

Perhaps dubious about the nature of earthly love, Conrad depicts imagination as
anindispensablefactor for a person to fall in love. In Nostromo, as the quotation in the
previous paragraph shows, Conrad explains that lovers are imaginative and possess the
same kind of imagination as businessmen. In .4my Foster, Amy fell in love because she was
imaginative enough: “for you need imagination to form a notion of beauty at all, and still
more to discover your ideal in an unfamiliar shape” (1991: 207). Imagination helps to

120



produce an ideal image to fall in love. This impression runs counter to realism. That is,
imagination becomes a property that stops people short of seeing the truth in life. Yael
Levin highlights this condition in _A/uayer’s Folly and describes it as “psychological
blindness” (2008: 25). Levin defines this story as “a novel of passivity, futility, and stasis”
because he notices that Almayer is entrapped by an illusion —which in the same context
Levin rephrases as “imaginative obsession” — that creates an incongruity between his
actions and ideals (2008: 24). Levin underlines this “psychological blindness” in .A# Outcast
of Island. Because of Willems’s projection of his imagination, he is unable to see the reality.
His false delight in his “moral superiority” leads him to misrecognize Mr. Vinck’s, Joana’s
and her family’s hatred of him. Also, his false conviction to the imperviousness of his career
makes him betray Mr. Hudig’strust. Levin, further, explains that Willems misapprehends his
craving for Aiss and id entifies this as”a false image, afantasy” that pushed him to betray
Lingard and finally himself (2008: 25).

Moreover, the vigour of imagination is connected to youthfulness and its
inexperienced-ness. Jukes, the character in Typhoon possesses too much imagination, which
Watt associates with the “inexperience of youth, and its disregard of ordinary realities
(2004:109). Conrad notes the most important remarks on the relation between youthfulness
and imagination in Youth. In Youth, where the narrator marks, “O youth! The strength of it,
the faith of it, the imagination of it (1990: 102), Conrad cleatly announces the relation he
believes to exist between youth and imagination. In fact, the loss of imagination and
youthfulness knell the death toll of optimism. In line with this view, Greaney postulates that
Youth anticipates some of the key traits of the bleaker Marlow tales (2004: 62). Further, the
narrator explains that his youthfulness and the consequent idealism lets create anidyllic
image of the East. Conrad seemingly draws parallels between the three elements of sea,
imagination and youthfulness. He finds youthfulness active for as long as the characters are
in the sea and their imagination is active mostly when they are on board. When the narrator
disembarks from the ship at the end of Youth, his imagination fails him and he faces the
reality of the East. In Youzh, the narrator says, “Ah! The good old time—the good old time.
Youth and the sea. Glamour and the seal The good, strong sea, the salt, bitter sea, that
could whisper to you and roar at you and knock your breath out of you” (Conrad, 1990:
132).

However, youth, and subsequently imagination are at the roots of ignorance. Youth
is “the deceitful feeling that lures us on to joys, to perils, to love, to vain effort—to death;
the triumphant conviction of strength, the heat of life in the handful of dust, the glow in
the heart that with every year grows dim, grows cold, grows small, and expires—and
expires, too soon—before life itself” (Conrad, 1990: 127). The last sentence of Youth
describes youth as the source of “strength” but at the same time the “romance of illusions”
(1990: 132). It seems that imagination, which is a source of energy and dynamism, is
antithetical to pessimism. In Purdy’s words, youth, along with imagination, embodies both
“ignorance,” and “hope” (1984: 35).The more imaginative you are the less pessimistic you
might be! At least this is true in Youzh.
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Youthfulness purports the quality of being adventurous. Lord Jim is the most
prominent character who began his adventures in his youth motivated by his imagination.
Yanko, the Amy’s unfortunate husband stood in contrast with a bare unimaginative society
where he had to live. Conrad writes, Yanko was “aware of social differences, but remained
for a long time surprised at the bare poverty of the churches among so much wealth. He
couldn't understand either why they were kept shut up on week days. There was nothing to
steal in them. Was it to keep people from praying too often?” (1991: 229).

In Amy Foster, Conrad illustrates Yanko’s difference from the society by
introducing him as “a real adventurer at heart” (1991: 157). His imagination took him far
away and made a romantic character out of him. The contrast between the adventurous and
Byronic Yanko and the philistine community in which he had to live is manifest in the
following lines:

They wouldn't in their dinner hour lie flat on their backs on the grass to stare at the
sky. Neither did they go about the fields screaming dismal tunes. Many times have I
heard his high-pitched voice from behind the ridge [...]| on another occasion he tried to
show them how to dance [...] but when suddenly he sprang upon a table and continued
to dance among the glasses, the landlord interfered. He didn't want any 'acrobat tricks
in the taproom.' They laid their hands on him. Having had a glass or two, Mr. Swaffer's
f oreigner tried to expostulate: was ejected forcibly: got a black eye. (1991: 230)

2. Conclusion:

Imagination and concepts pertaining to it are at the core of Conrad’s fiction and
theoretical speculations. Although it is difficult to configure the shape of this billion-footed
being in Conrad, what seems to be Conrad’s general view to imagination is his ideas
expressed in A Personal Record. In this work, he questions imagination as a faculty free to fly
wherever it craves. Parallel to this idea, Conrad introduces various kinds of imaginations to
his readers. In other novels and short stories, Conrad talks about characters who have not
mastered their imagination. Else where, he speaks of an imagination that assists the process
of cerebral reflection when it is on the side of “moral imagination”. This is opposite to the
imaginative quality that sometimes Conrad refers to as “criminal” and thus destructive.
Conrad’ impressionistic tendencies dissuades him frombuilding any walls between the
“imaginative” and the “real”. Moreover, he introduces imagination as a faculty, which helps
people predict and stay alert to the reality of life. In fact, Conrad in this work has woven an
aura of mystery around their faculty of imagination.

In spite of all these, the over-reliance on imagination might sometimes end up insad
if not tragic happenings; as what happens to Lord Jim, Willems, Almayer, Marlow in Youzh,
and even Yanko in Amy Foster. However, Conrad presumably is more outspoken about
imagination and its nature in Youth. Therein, Conrad provides connections between
imagination, youth, and sea. For him, while imagination impregnates the vigour of youth, it
also embodies its ignorance and inexperience. In general, for Conrad, imagination is Janus-
faced which metamorphoses in each work and has the characters fate in his hand and thus
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it is it is impossible to draw a clear picture of what Joseph Conrad intended by the word
imagination.
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ON THE (BENEFIC) EFFECTS OF EVOLUTION UPON TRANSATION
Bianca-Oana HAN!
Abstract

The article deals with the idea that a translator should become aware of and benefit from the technology-
based tools that aim at supporting his work and not to annul it, since these software programmes are such
designed as to provide valuable assistance to the translator.

Keywords: language, technical (t)evolution, translation, CAT tools.

In light of the alert (r)evolution of technology in all life domains, it would be safe to
state that the field involving translation activities could not have been left mark-free. Up
until not too long, translation scholars argued upon the necessity of using the necessary
dictionaries alone, considered among the most important tools to perform in this double-
faceted scientific and artistic endeavour. Translators were beginning to thus face the latest
needs of updating, therefore adapt to technology supported tools.

In a previous article?, we supported the idea that the translators of today have
embraced, more or less light-heartedly, the obvious reality that the translation process is
now enhanced, aided, supported by technological devices, i.e. special kind of software.
These software programmes are such designed as to provide valuable assistance to the
translator, which, needless to say does not mean to do the work instead of the translator.

The translator is already the specialist with knowledge in linguistic, cultural matters
of at least two peoples. In order to keep our article in the well-informed area, we decided
to interview a young freelance translator, who has happily agreed to help bring some light
upon the issue and who has truly become involved in the whole process of technology
supported translation.

Interviewing a freelance translator, Roxana Moldovan3, we asked her what were,
according to her, the most important qualities that a translator ought to possess. She
kindly answered: “Based on my own experience, a successful translator should be native
speaker of the target language, speak the source language(s) at full professional level, have
very good command of CAT tools or other relevant software and keep up with
technology or social media trends. Moreover, he/she should be flexible, responsive and
possess excellent communication, organisational, and social skills. Last but not least, a
professional translator should be market and client-oriented and know that investing in
his/her visual identity or professional profile is of tremendous importance and definitely
attracts new clients and challenging jobs.” We ought to notice that the ‘definition’ of a

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

2 Article presented at the IETM VI- The International Conference European Integration between Tradition and
Modernity VI™ edition in 2015.

* See endnote to this article
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‘perfect translator’ can no longer be free of the idea that technology-supported tools are a
must. On the other hand, our interviewed freelance translator also points out how
important it is for the translator to be a good communicator and professional, all these
achieved and supported by means of technology, assuredly.

Our interview continued by inquiring about the tools used by our freelance
translator in her activity. She started by underlining, again, that “a successful translator
should always keep up with technology trends. The most productive tools a modern
translator should know how to use are definitely the computer-assisted translation (CAT)
tools. There are many different CAT tools on the market, but the most frequently used
and the ones I have been using in my activity are SDL Trados* (all versions), MemoQ,
Wordbee, XTM, as well as other custom-made CATSs. A professional translator should be
open-minded and always willing to learn how to use new CAT tools. Some clients provide
server-based solutions and support, consequently, the more CAT tools you know how to
use, the more opportunities to increase your workload and income you can benefit from.”
Our interviewed translator stresses the idea that CAT tools are means to an end,
obviously, aiding means to a valuable end. They are not to be disregarded, feared or
considered lightly, but embraced, understood and used effectively.

When asked about her opinion on the latest trend in translation, i.e. using CAT
tools, the answer was that “Using CAT tools is not necessarily the latest trend in
translation; however, many experienced translators or translation agencies have doubts
about embracing technology and I am partially able to understand them.” Therefore, she
too admits that there is a general stand-back attitude regarding such tools, since it is the
sign that the new and, implicitly, unknown enters our professional life. “Technology and
CAT tools have definitely changed translators’ lives and I am one of those translators. 1
cannot imagine translating a 300-words text without using a CAT tool. The main
advantages of using CAT tools are speeding up the translation process, translating more
consistently and efficiently, the possibility of reusing the repetitive text for further
translations, as well as earning more money and providing professional services to
clients.” It is, again, a matter of time management as well as it is a matter of work
efficiency in a speed-prone reality.

As one could have imagined, we were curious as to what the CAT tools used by our
new translator friend were and to why she decided upon using them. She admitted using
various CAT tools and also that she was always willing to learn how to use new
translation software. “My favourite CAT tools are SDL Trados, MemoQ or Wordbee
because they are user-friendly, help me speed up the translation process and reuse the
repetitive text thanks to translation memories.” On the other hand, there is always the
issue that “these tools are largely used by professional translators and translation agencies,
consequently, you can easily have access to technical support when encountering a

problem or benefit from increased opportunities of getting challenging new projects.”

* Disclaimer: The present article contains info about CAT tools by means of scientific reference only, with no
commercial intent to advertise them here
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This only proves us once again that the process of professional translation has, for a while
now, quitted to be a one-man-job, but it was somehow expanded to using the minds of
the more, all eventually involved and connected to a translation network.

This, obviously led us to the next question, aiming to the issue so deeply feared by
the majority interested in the topic, i.e. to what extent do CAT tools endanger ‘human-
made translation’. Just as we expected, the interviewed freelance translator started by
pinning the idea that “computer-assisted translation is human-made translation! A CAT
tool cannot work without human intervention. In my view, computer-assisted translation
cannot endanger translation, on the contrary, it makes the whole translation process more
effective.” Still, she admits that the rumours regarding this false danger are due to a
misconception: “However, I can understand why there are rumours that technology
might threaten the translation industry: people often confuse the use of CAT tools with
MT (machine translation). Even if CAT tools enable the integration of machine
translation plugins, the software cannot replace the human translation since the post-
editing and language skills of a professional translator are definitely required for a high-
quality output.”

Therefore, the translator we approached for our interview ponders that these
rumours according to which such technology-based tools will soon ‘put translators out of
business’ is nothing but “the result of disinformation. Technology has a huge impact on
translation, but it is definitely a positive one. It is true that the use of translation memories
often implies less or even no processing of the repetitive text and, consequently,
significant discounts for repetitions, but, on the other hand, the translator is able to
process more and more new content due to this amazing feature, not to mention reducing
the efforts for retranslating the repetitive content, which I found time and energy-
consuming.”

Now, that we have agreed that the technology-based tools are in to aid and support
the work of a professional translator, we are willing to find out what someone willing to
purchase a CAT tool should consider. Therefore, we find out that “First of all, using most
CAT tools requires purchasing a licence, which is quite costly. Furthermore, upgrades for
the same software are released approximately every two years, which are expensive as
well. Consequently, the financial investment is usually the main impediment when it
comes to purchasing a CAT tool licence.” Thus, the issue regarding technology-based
tools is not only a matter of principle, but also a matter of financial concern.

Last but not least, we were worried whether the tools in question might 'reduce' the
memory ability of a translator. In response to that, the freelance translator rightfully
argued that “frankly, a translator is not a dictionary, a terminological glossary or a
translation memory. An active translator processes thousands of words every day,
consequently, it is not recommended to make tremendous efforts to constantly memorise
new or highly specialised words. Of course, having a good memory is a translation skill,
but a professional translator frequently deals with new and highly technical terminology

and striving to memorise newly-processed content should not be a professional goal.
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Fortunately, CAT tools include the advantage of ‘content storage’ (i.e. translation
memories, term-bases), consequently, the translator can access the translated content
whenever he/she wants.” This means that the translator is to benefit from the use of such
tools and should not disregard using them.

Our concern in regards to the technological plus that CAT tools bring to support
the work of the translator has eventually been resolved by the awareness towards a good
understanding of the matter. This means that the translator today needs to continuously
adapt to the latest waves in the business, needs to understand them, to learn how to cope
and to master the new gadgets in technology and to benefit from them in his work. As
long as these technology-based tools are used accordingly and appropriately, the translator
cannot be in danger of being annulled.

Endnote:

About Roxana Moldovan: she is a freelance translator and linguist, providing complex language
services for translation agencies and famouns end-clients. She has four years of experience in the translation
industry, having worked for almost two years as a translation project manager. This job allowed her to
successfully manage a wide range of language projects, in a multitude of language combinations and use
various technical resources including numerons CAT tools.

Roxcana provides professional language services such as translation, proofreading, editing, website
localisation, transcreation, project management, terminology management, and quality assurance. The
fields she specialises in are IT&>C, Marfketing/ Market Research, Travel and Tourism, and creative
content. She embraces technology and considers the use of various CAT tools of tremendous importance for
professional development and efficiency.
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INTERCULTURALITY - A FUNDAMENTAL DIMENSION OF THE
MODERN MILITARY HIGHER EDUCATION PARADIGM

Brianduga-Oana NICULESCUY Isabela-Anda DRAGOMIR?, Oana-Alida BUSE3
Abstract

There have been numerous ways in which intercultural education has been conceptualized, but most
definitions focus on the abilities to accurately understand and act accordingly in a cultural context that is
different from one’s own. We find that one of the most important dimensions of intercultural education is
the ability to effectively participate in interactions of all sorts, with members from other cultures or within
the social parameters of another culture. Thus, we have identified an increased need to acquire
intercultural communication skills, by developing intercultural competence, alongside and as an integrated
part of the language. Through this paper, we intend to highlight aspects related to the concept of
intercultural education and of the communication thereof, focusing on its dimensions, skills to be
acquired, and the modalities of acquiring and developing intercultural competence in the military academic
environment. We will conclude by reiterating the importance of intercultural communication in the
context of the “global village” of the 21¢t century, and especially in the military environment, as it is a
requirement for all military and civilian personnel to be able to interact with people from other cultures, as
part of their profession.

Keywords: intercultural education, intercultural communication, intercultural communication
skills, intercultural competence, military higher education.

Linguistic knowledge is one thing,

but understanding cultural conventions,
subtleties and nuances of a language
and culture is something different.
(Russel Zanca, 2003)

1. Introduction

Starting with 1990, there has been a significant increase in the number of military
operations which urged NATO member states to get involved as part of a multinational
coalition or alliance. Moreover, missions have become more diverse, including
peacekeeping, peace enforcement and humanitarian tasks. As a consequence, Romania
has had to take part in different international crisis and conflicts, as support for the
multinational operations.

There is critical evidence that the subtle differences between organizational and
national cultures of the countries that contribute with military personnel to the missions
have a great impact on the general operational efficiency of the multinational force. This
clearly demonstrates that the military, as an organization, is characterized by both
interculturality and cross-culturality. Therefore, we must endow our troops with language
and culture education and training. The need springs from the fact that without sufficient

! Teaching Assistant PhD, The Department of Public Administration, Economic and Social Sciences, Faculty of
Military Management, “Nicolae Bélcescu” Land Forces Academy of Sibiu
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intercultural communication competence, operational success is not only affected, but
also jeopardized.

Intercultural education promotes knowing and respecting another culture, traditions
and lifestyle of the ethnic communities living in the area where the missions are being
carried out. As a consequence, the soldiers participating in international missions have to be
prepared in advance about the customs, traditions and social behaviours of the locals, to
facilitate a better interaction and cooperation with them. An improved cooperation between
the military and civilian local population, based on mastering advanced language and culture
skills, can result in a more efficient mission completion. (Obilisteanu, 2011, p. 161)

2. Intercultural education — a theoretical approach

Intercultural education scientifically underlines interculturality, which represents an
instrument for boosting the equality of chances of cultural insertion of the immigrant
foreign population in the economic and social life of the host nation. (Bouchez & de
Peretti, 1990, p. 4) Therefore, intercultural education targets students and cadets alike, be
they local or foreign, immigrants or emigrants, seeking to train them in order to
understand and respect diversity, to accept and promote cultural tolerance. A solid
cultural education must allow the individual to transcend the aspects of their own culture,
perceived as limited, and to free their spirituality as to integrate it in a wider global
context.

At international level, the European Council has established a series of objectives for
the intercultural education. These are to be implemented and achieved by the
Cooperation Council (http://www.coe.int/en/web/programmes/eu-cooperation), the
responsible body in this field:

V" to allow access to specific knowledge and to instruments of cultural promotion;

V" to establish cooperation between educators at European level;

v' to raise the awareness of the member states in terms of the common spiritual

heritage;

v' to promote an environment based on active understanding and respect towards

the cultural particularities of each nation.

Translated into education, we conclude that any form of training, especially in the
field of foreign languages, must be approached from an intercultural dimension, based on
several guidelines. It must imply all beneficiaries, be they majority or minority, by
preparing them to live and function in an intercultural society. It must target the
accumulation of cultural knowledge and its impact on the individual and group behaviour
in what regards their own culture as well as other cultures. Intercultural education must
build attitudes that imply respect for the cultural diversity and identity of another nation,
in order to avoid discrimination and intolerance. We must stress the need to achieve these
objectives through an interdisciplinary approach, which must focus more on forming
behaviours and attitudes rather than on merely acquiring knowledge and information. It is
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especially efficient when the formal approach is extended outside the school, in an extra-
curriculum environment (family, society, institutions, communities, and media).

The ultimate goal of intercultural education is to form intercultural competence. It is
defined as the ability of the individual to adjust their attitude, behaviour and knowledge
when interacting with people belonging to other cultures, the openness to manifest
flexibility and a positive attitude towards other cultures in general, the capacity to review
their own beliefs and values, and re-think them from the perspective of other cultures, so
as to maximize the probability to achieve mutual objectives. (Tudorache, 2009, p. 45)

Researchers and scientists have argued the existence of a common core of concepts
defining interculturality:

v’ intercultural competence — the ability to communicate efficiently in different

intercultural situations; (Hammer, Bennett & Wiseman, 2003, p. 423)

v intercultural sensitivity — the ability to experience and discriminate between
cultural differences that are relevant to the process; (Hammer, Bennett &
Wiseman, 2003, p. 423)

v’ intercultural efficiency — the ability to successfully work and live in another
culture/country; (Vulpe, Kealey, Protheroe & MacDonald, 2001, p. 10)

v’ intercultural intelligence — the ability to interpret and translate unfamiliar and
ambiguous gestures in a given context. (Earley & Mosakowski, 2004, p. 3)

These guidelines are of paramount importance and need to be taken into
consideration when establishing the educational parameters to be included in the
curriculum of a language course at academic level. Future officers have to be trained
according to the new characteristics of the international environment, where
communication is no longer defined by language exclusively, but also by cultural
awareness, understanding and tolerance. Therefore, training the cadets in order to achieve
an intercultural competence is a prerequisite for accomplishing the new tasks and
missions emerging in the international mission environments. When interacting in a
multicultural context, efficient communication is the instrument that bridges the gap
between different cultures. It is a process through which people share information, ideas
and feelings. Consequently, we can conclude that the better mastered the tool of
communication (the language) and the context in which it takes place (the culture), the
more efficient the process of interaction and cooperation between the individuals
belonging to different cultures. This is especially valid in the case of the military, and even
more so in teams involved in multinational operations. It has been demonstrated that the
ability to communicate in such situations is crucial, as it may influence the efficiency and
the effectiveness of the mission. In a research conducted by Riedel and Karrasch (2002, p.
468), soldiers in multinational teams have identified communication as being the most
challenging experience they have to go through as part of a multinational team in a

mission.
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3. Intercultural communication

Intercultural communication can be defined as communication taking place between
individuals and groups having different linguistic and cultural origins. It is viewed as an
active relationship between people of different cultures, where culture is the structured
manifestation of the human behaviour in social life, depending on specific national
and/or local contexts (e.g. political, economic, institutional, professional, and linguistic).
We call intercultural all interactions during which the participants do not limit themselves
only to the codes, conventions, values, beliefs and manifestations of their own culture,
but embrace the opportunity of discovering new aspects and dimensions of another
culture, acquired and experienced as foreign. (Bruck, 1994, p. 345) One prerequisite of the
existence of intercultural awareness is that the individuals participating in the act of
communication are fully aware of their cultural differences. As a consequence,
communication becomes interpersonal, direct and open, and tailored not only according

to what separates the cultures, but also to what brings them together.

3.1. Intercultural competence

Intercultural competence comes in as a required tool to successfully bridge the gap
between cultures, facilitating interaction and therefore communication. It is viewed as the
active possession by individuals of attributes which contribute to efficient intercultural
communication and can be translated in terms of knowledge, skills and attitudes. 1f
intercultural communication is conceived as the ability to execute behaviours of
communication in a successful manner, we can derive the conclusion that a person that is
interculturally competent should possess the appropriate skills to interact effectively with
the people and in an environment belonging to a culture that is different from their own
and, at the same time, be able to accomplish their own communication objectives.

In this context, language competence becomes the essential element of intercultural
understanding, and is considered a combination of four distinct components (specific,
strategic, individual and social) which ultimately form, in the long run, what is accepted as
intercultural intelligence. (Kogler, 2003, pp. 11-13) Viewed from the pedagogical
dimension, intercultural intelligence is the result of training: cognitive, emotional, and
behaviourist (Bruck, 1994, p. 345). The cognitive dimension refers to language training
and education as to raise cultural awareness. The emotional aspect is seen in terms of
understanding national highlights and threats, while the behaviourist dimension is built
through specific training in role-playing and situational responses tailored according to the
cultural context.

In addition to language training, when building up on intercultural competence, one
must also teach non-verbal communication, such as tone, facial expressions, body
language, gestures etc. Each culture possesses its own peculiarities, translated into extra-
linguistic elements that typically shape not only the form, but also the content of
intercultural interactions. At this point, we must stress the need to teach language as an

integrative component of the concept of culture, which in turn encompasses values,
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beliefs, traditions, customs, norms, rituals, symbols, taboos, etiquette, attire, and time
concepts, all of which are the source of the expectations and tailored responses we aim at

forming through training.

3.2. Intercultural Communication in Military Higher Education

Intercultural communication is an implicit element in all forms of training and
courses across all disciplines of higher education. It may be an autonomous subject
having the content theoretically grounded in a specific discipline (linguistics, sociology), it
can be connected interdisciplinarily to other fields of study, such as business or
economics, but, most frequently, it is taught not only as knowledge and a skill, but also
with the greater aim of promoting an appropriate attitude of awareness towards other
cultures, as an integrated part of language teaching and learning.

Especially in military higher education, there has been a growing need to form not
only professional skills and competencies, but also to align the education system to the
needs and requirements of real life, more exactly to the characteristics of the current
military context, continuously shaped and transformed by concepts such as cooperation,
interoperability, standardization etc. The military organization is increasingly in need of
becoming interoperable, which translates into an even more growing need to develop
intercultural competence among the products of military academic education. In this
context, intercultural education can be divided into training of the military culture within
multinational operations and organizations and forming cultural competence, mostly
targeted towards the future officers.

As part of the military higher education program of language study, cadets should
be trained as to achieve not only communication skills in a foreign language, but also a
broader competence, identified as cultural literacy. They must not only understand and
appreciate the beliefs, behaviours, values and norms of their own culture, but they should
also be made aware of how these might impact on and affect other cultures which they
may interact with, at some point in their career. Starting from the premises that our cadets
are trained for future deployments and will function as international soldiers in the
military “global village”, we reiterate the belief that a valid form of building intercultural
competence within the military higher education starts from the idea of projecting this
competence on the three aforementioned dimensions: cognitive, emotional and
behaviourist. In other words, this paradigm is focused on the knowledge, attitudes and
skills to be developed throughout the three years of study.

Conscious of the changes that take place in the current military context, especially
when referring to the missions which the future officers will be tasked with in
multinational theatres of operations, the English language teachers at the Land Forces
Academy of Sibiu have rethought the courses, seminars and practical sessions to integrate
new themes and topics aimed at sensitizing the military students about the importance of
intercultural communication. Therefore, the content of the syllabus designed according to
these newly identified needs, has been extended in order to cover a wide array of skills
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and abilities that go beyond language acquisition, into the area of communication and
interaction. Throughout the three years in which they study English, cadets acquire self
knowledge and knowledge of the others, learning first to tolerate, then respect and finally
internalize the culture of the target language. They are also taught how to operate with
critical thinking skills that are particular to the language of study: forming and expressing
opinions, analysis, synthetisation, hypothesizing, negotiation, mediation, persuasion.
Cadets are placed in contexts that are specific to international communicative situations
and are required to give speeches, make presentations, and deliver briefings. Furthermore,
they learn to be tolerant with other people’s opinions and to interpret non-verbal
communication by participating in free discussions and debates, individually or as a group,
in order to solve joint tasks and build on their skills of cooperation and team work.
Although such initiatives have proven highly successful and efficient for the future
career development of the cadets, we admit that limitations stem from the fact that,
regardless of how well guided and controlled these activities might be, they are still carried
out against the same cultural background, since most or all cadets share the same language
and culture. In order to enlarge the learning context and supplement it with real-life
cultural input, the management of the Land Forces Academy of Sibiu has taken numerous
steps to sign partnerships with similar military higher education institutions, in order to
capitalize on joint training programs aimed at developing the intercultural communication
competence. As part of these joint initiatives, the cadets have had the opportunity to
benefit from the experience of other military students and teaching staff from the thirteen
partner academies (such as Theresianische Militarakademie, Wiener Neustadt, Austria;
Royal Military Academy, Bruxelles, Belgium; Armed Forces Academy of “General Milan
Rastislav Stefanik”, Liptovsky Mikulas, Slovak Republic; The Gen. Tadeusz Kosciuszko
Military Academy of Land Forces, Wroclaw, Poland; Turkish Military Academy, Ankara,
Turkey etc.), by taking part in all sorts of student exchange programs: ERASMUS Student
mobility Studies — SMS and ERASMUS Student mobility Placement — SMP
(http://www.armyacademy.ro). Such programs target the development of cultural and
linguistic abilities, based on the deep understanding of relational levels that aim at shaping
efficient communication and building different ways of adjusting to various cultural

contexts, especially the military professional one.

3.3. Intercultural Competence within International Missions

In order to fulfil the missions and tasks that are characteristic to the military
environment today, future officers must develop both professional abilities and linguistic
knowledge, especially operational language. This involves possessing high competence in
military and NATO terminology and being familiarized with the usage and meaning of
acronyms and abbreviations mostly used by member countries. Training in military
cultural awareness is first of all acquiring factual terminology, through joint drills and
exercises with the armies of the NATO partners.
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All soldiers should be trained to use the English lead and operations language,
during their pre-deployment period. Since English is determined to be the operations
language — one of the NATO’s two official languages
(http://www.nato.int/cps/ro/natohq/faq.htm) — the training must also encompass the
cultural dimension, in addition to the linguistic one. In the context of UN and NATO
leading culture and procedures, it is of paramount importance that training be shaped
around two key aspects: first of all, to get the soldiers of the English speaking lead nation
to be tolerant and emphatic towards the other partners, and, secondly, to train them to
use the rules of engagements (ROE) which are fixed for an operation.

Language training of the officers participating in international missions should target
at least STANAG 6001 level 2 (Limited Working Competence), elaborated according to the
following Interagency Language Roundtable (ILR) Skill Level Descriptions for Competence
in Intercultural Communication (http://www.govtilr.org/skills/competence.htm):

“Able to participate acceptably in many everyday social and work-related
interactions. Shows conscious awareness of significant differences between the
individual’s own culture and the other culture and attempts to adjust behaviour
accordingly, although not always successfully. Can typically avoid taboos and adhere to
basic social norms and rules of etiquette, such as in accepting and refusing invitations,
offering and receiving gifts, and requesting assistance. May sometimes misinterpret
cultural cues or behave inappropriately for the culture, but is usually able to recognize and
repair misunderstandings. Understands the need to manage own attitudes and reactions to
cultural dissonance, and is usually able to do so. Normally functions as expected in
predictable and commonly encountered situations, including public events and large
gatherings, but may have difficulty when faced with less familiar circumstances. Able to
participate in various social media activities. In a work environment, can appropriately
issue straightforward directions and instructions, give or receive orders, whether in
person, on the telephone, or in writing, and may be able to address some job-related
problems. In some instances, demonstrates recognition of and makes appropriate
reference to issues and topics that are customarily the subject of conversation, such as
historical, cultural or current events”. (as approved by the Interagency Language
Roundtable, on Friday, March 18, 2012).

As we can conclude by interpreting the descriptors, in addition to developing
language skills, even at this level, future officers should develop specific cultural abilities
that allow them to interact in professional contexts, to differentiate between cultural
nuances, to readily adapt their reactions and manifestations to the given situation, to
interpret cultural behaviours. The ultimate goal is for the soldiers to successfully function
in international professional situations (missions or exercises), to the aim of effectively
accomplishing the tasks entrusted to them.
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4. Acquiring intercultural competence in the military academic environment

Translating the intercultural competence into objectives and correlating it with a
system of pedagogical activities and methods contributes to boosting the intercultural
training of the future officers of the Land Forces.

We insist on focusing the strategies to build intercultural competence on an
interated approach that facilitates the acquisition of intercultural knowledge, skills and
attitudes, based on a methodical system of creative-participative and socio-cultural
activities. At the same time, it is critical to align the final objectives of intercultural
competence with the aims of the teaching-learning process, to determine the stages of
forming intercultural competence, to establish standards and criteria to assess it, and, not
least, to approach this component from an interdisciplinary perspective and to basically
adapt the entire academic strategy to target the acquisition of this type of competence.

The strategy we champion is modelled around three main functions: the act of
teaching and learning of the disciplines and contents that are culturally oriented (the
cognitive function 70 know), forming the logical mechanisms translated into actions (the
psychomotor function 7 do), and ultimately the final validation of the knowledge and
skills acquired in the process, through creative, participative, and social activities (the
component 70 be).

It cannot be denied that language proficiency is a critical element with a major role
in forming intercultural effectiveness. While intercultural competence is keystone in
understanding culture, language proficiency is by far the most important element
underlining human communication. Language expresses, embodies and symbolizes
cultural reality, is the cornerstone on which culture is built and the main instrument of
transmitting cultural values, attitudes and beliefs across generations. (Kramsch, 1998, p.
37)

As a consequence, language becomes inextricably linked to culture, in its every
aspect. It is a fundamental component of both individual and national identity, giving
shape and form to the physical world, understood and transposed into experience.
Without language, culture cannot be realized, understood, internalized or transmitted.
Hence, concepts such as culture, interculturality, intercultural intelligence, intercultural
communication or intercultural competence cannot be defined in the absence of the
language component.

In the context of intercultural competence, language proficiency facilitates the ability
of the learners (military students in our case) to observe and be aware of cultural
elements, while developing the ability to efficiently interact with(in) a culture. Language
proficiency will equip our soldiers with the needed abilities to interact with individuals
belonging to a different culture, and to come, in their professional context, to the deep
understanding of operationally relevant cultural realities. In our opinion, the
interculturally effective soldier must develop language proficiency and intercultural
competence from four distinct points of view. They are trained to acquire knowledge,

skills, attitudes and critical cultural awareness.
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We will see how these aspects mingle in a practical manner, as part of a proposed
strategy of approaching forming intercultural competence through focusing on teaching
language proficiency. Starting from the proposed objectives, we will present some
methods, techniques and activities aimed at developing language proficiency, with a
special target on the ultimate objective, which is forming intercultural competence.

At the end of the training program, military students will be able to:

1. distinguish key concepts and specific details regarding cultural values, attitudes,

beliefs, norms and manifestations;

2. integrate the content of the target culture within measurable communicative
behaviour;
promote cultural tolerance in a proactive manner;
understand and promote cultural diversity;
build and maintain cultural interactions through communication;
promote communicative attitudes and behaviours;

promote critical perceptions related to their own culture;

S N

interact in an intercultural context.

We consider that the best way to accomplish these objectives is by employing a wide
range of active-participative strategies, of which we mention the following activities:
group discussions, debates, extemporaneous speeches, problem-solution speeches,
expressing and argumenting opinions. These activities are carried out in a manner that
promotes interaction, cooperation, collaboration, team/group work. In order to do that,
we ask the cadets to solve problems together, negotiate and mediate solutions, use critical
thinking skills in order to compare cultures and traditions and reach a consensus in order
to solve a given problem. We also encourage our students to do extensive research on the
proposed topics, by creating contexts in which information acquired through reading and
listening is capitalized on during guided discussions, hypothesizing, participating in
debates and round table talks. Since it is important that students be sensitized regarding
the cultural differences that they may encounter and experience in a given situation,
activities such as role plays or simulations also come in hand when we need learners to
assume roles and act in situations that are not familiar to them, in orde for them to
develop tolerance, empathy, and ultimately cultural awareness. Group activities are also
advisable so as to build the cadets’ confidence in their own relational skills, to promote
interpersonal and intrapersonal interactions and to strengthen the cooperation among
members of different communities.

At this point, we should not ignore the role of the academic teaching staff in the
process (Cosma & Cosma, 2000, p. 112). It is the teacher who is responsible with creating
the cultural context of the target language to be acquired. A professional foreign language
teacher is a good mediator of intercultural communication, facilitating the merging
between two different cultures, experiences, paradigms, systems of values, through
language. The teachers themselves must be a model of cultural competence and tolerance,

demonstrating they have enriched not only their professional skills but also their
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personality as a consequence of getting into contact with and knowing a new language
and culture. Culture is not an additional element of language, but the culture of the target
language generates the context in which language abilities are formed. Therefore, through
their attitude, experience, manner of organizing the teaching activities, message they put
across, the teachers are able to create a suitable environment, similar to that of the culture

and language being taught.

5. Conclusions

To sum up, we must stress the necessity of integrating language teaching in the
process of acquiring intercultural competence, in the same manner in which no
intercultural competence will ever be acquired in the absence of the language component.
Although linguistic skills may be enough to convey information, it is well known that it is
not a sufficient prerequisite for the act of communication per se. Communicating is not
just understanding and being able to use lexical and grammatical structures. For
communication to take place, it is also essential to understand the attitudes, behaviours,
values, viewpoints, and basically the entire cultural setup of the culture of one’s
interlocutor. Exchange of information and interaction must not be exclusively limited to
the linguistic level, but must extend beyond words, to elements of cultural identity and
manifestation thereof.

In conclusion, we may argue that the military intercultural dimension is an absolute
necessity in determining the parameters to boost the way in which missions are carried
out. This does not depend only on the know-how of procedures and leadership systems,
but also on forming an intercultural perspective in order to optimally understand and
accept other cultures. Training must therefore supplement instruction aspects with the
development of intercultural communication and language competence, so that
functioning efficiently in an international military environment becomes an integrative
part of the manner in which missions are accomplished. As applied to our military
academic context, we must emphasize that especially leading officers, liaison officers and
other key personnel have to be trained from a linguistic point of view and also on a
cultural level, as they have to be aware of the peculiarities of the professional environment
in which they are supposed to act. Language proficiency, intercultural education and
intercultural communication skills are of paramount importance in order to develop true

intercultural effectiveness.
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RHETORICAL CHOICES AND EFFECTS IN JEAN STAFFORD’S
“THE END OF A CAREER”

Corina Alexandrina LIRCA!

Abstract

The present paper focuses on “The End of a Career,”the last short-story in Jean Stafford’s 1969 collection
titled Collected Short-Stories, using the rhetorical approach to narrative as an investigative method. The result
is an investigation of the purpose behind the artistic communicative act that is “The End of a Cateer,”
starting from the range of rhetorical effects that accompany the progression of this narrative. As a rule,
the narrator's choices of narrative technique and mannerrepresent the way in which (s)he seeks to
influence the audience’s cognition, emotions and valuesand reveal the purpose of the communicative act.
Therefore, I will show that this realistic inverted-chronology reconstruction of Angelica Early’slife the
narrator carries out is meant to bring to the short story the dignity of tragedy and reveal the protagonist as
a twentieth-century tragic heroine.

Keywords: the rhetorical approach to narrative, Jean Stafford, progression, purpose, the mimetic,
the thematic.

According to the main tenant of the rhetorical approach to fiction, narratives are
purposive communicative acts, i.e. rhetorical actions by means of which somebody tells
somebody else something in order to achieve some purpose. My question then is: what is
the purpose of Jean Stafford in “The End of a Career”? The purpose of any rhetorical
communication is evident in the choices the author makes when it comes to thethree
components of the rhetorical triangle — speaker/teller, audience and text/the narrated,
but there are stories, like “The End of a Career”,in which only one of these components
is of particularrhetorical interest.

The issue of tellers in “The End of a Career” is uncomplicated, because Stafford
chose to employ the old-fashioned realistic style, despite a bit of criticism at the time her
volume of stories came out, i.e. 1969, when there was a strong tendency towards exciting
new experimental forms. The story is a non-character narration employing an omniscient
ot, in rhetorical approach terms, a non-character narrator focused primarily on character
portraiture. For this reason, the narrator, being the only source of information about the
natrated, is a reliable teller as the author has no way of communicating behind his/her
back. Consequently, one will agree that the author’s purpose overlaps with the non-
character narrator’s and that the author endorses the narrator’s report.

With reference to audiences, there is no necessity to insist on the distinction
between different kinds of audiences (i.e. flesh-and-blood audience, authorial audience,
narratee etc.) involved in the process of communicating the story of “The End of a
Careet” or on the relation between narrator and audience, for that matter. The narratee
and the authorial audience are in the same position with respect to the narrated, both are
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fully dependent on the narrator for their information, and the communicationis not
multilayered, in the sense a non-reliable character narrator’s story would be, for example.

Therefore, I will begin the task of interpretation with the third component of the
rhetorical triangle — the textual phenomenon —always keeping in mind the question of the
purpose for which the teller communicates the events to her audience and, for that
reason, concentrating on the way in which she seeks to influence the audience’s cognition,
emotions and values. In other words, I will focus on the effect progression has on its
audiences, as Phelan demonstrated and explained that “texts are designed by authors in
order to affect readers in particular ways [and] those designs are conveyed through the
words, techniques, structures, forms, and intertextual relations” (209).

Progression of the Textual Phenomenon

I assume that the key to the form of this story is its emotive effect of progression,
specifically the satisfaction the audience experiences in understandinggradually the causes
of Angelica Early’s tragic demise. This emotive effect determines Stafford’s specific
choices regarding the sequence of events and the disclosure of information.As readers we
enter the narrative audience role and we participate in the mimetic illusion from the very
first sentence onward. It is by trying to view Angelica as a possible personthat we get
emotionally involved.

A useful device for creating emotive effects and raising readers” expectations is the
title of the short-story. The metaphorical title Stafford chooses, i.e. “The End of a
Career”, although not immediately apparent as metaphorical, announces the basic shape
of the plot from the very first impact with the text and creates expectations of the content
of the text readers have taken to read. According to these expectations, the story is an
artistic work that portrays a professional person (as it will turn out, Angelica made a
“career” out of being beautiful), while the wordend makes the audience understand that
they will in fact witness events that have led to thetermination of that career.

It is a short text of a little more than ten pages told in eight untitled sections.
Readers immediately notice that the story is mediated by an omniscient/non-character
narrator, but there is little evidence regarding the definite moment of telling or the time of
the events narrated. This of course will have a clear effect. The fact that the historical
context in which Angelica Early lived is vaguely referenced, thatno large scale event in the
American society or anotheris mentioned, means that the larger circle of events do not
impact life on the personal level of the characters, thatStafford deliberately narrowed the
field to the domestic life, the feminine world and the trivial universe of the upper-class (in
the 20t century).

If the time is not made clear, at least Stafford makes sure her readers have a very
good sense of the general course events before getting very far into the narrative. In fact,it
is immediately visible (from the first two paragraphs of the story) that the text features
anon-character narrator telling the story of Angelica Farlylooking backwards - it is an
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explicit technique called inverted chronology, which allows the audience the benefit of
hindsight.

By those of Angelica Early’s friends who were given to hyperbole, she was called,
throughout her life, one of the most beautiful women in the world’s history. And
those of more restraint left history out of their appraisal but said that Mrs. Early was
certainly one of the most beautiful of living women. She had been, the legend was, a
nymph in her cradle [...] and in her silvery coffin she was a goddess. At her funeral,
her friends mourned with as much bitterness as sorrow that such a treasure should
be consigned to the eyeless and impartial earth; they felt robbed; they felt as if one of
the wonders of the world had been demolished by wanton, marauders. |[...]

Between her alpha and omega, a span of fifty years, Mrs. Early enjoyed a shimmering
international fame that derived almost entirely from the inspired and faultless espriz de
corps of her flesh and her bones and her blood [...] (228)

The narrator mentions Angelica deeply mourned death at the beginning of the story and,
as a result,the general trajectory of the narrative follows the path of the narrator’s
reconstruction of Mrs. Early’s life. Clearly this is a story in which the interest of the
audience is propelled forward by the release of cognitive tension, the tension of unequal
knowledge between narrator and audience. Moreover, because the narrator, informing his
audience of the death of an extraordinarily beautiful woman of 50, implies that her end
was perceived by everyone as both tragic and premature, (s)he chooses to enrich
progression by supplementing the question of “what happened?” with “how was it
possible for the life of such an admired and exquisite woman to come to such an eatly
end?”

After the introductory paragraph regarding the funeral, the narrator slowly and
gradually reduces the cognitive tension by giving various details (carefully chosen) meant
to locate the causes of Angelica’s tragic demise. By paying close attention to the logic of
progression, the audience notices a movement from the depiction of Angelica’s
glamorous social experience, to the focalization on the mind of the character and the
revelation of her inner crisis in the last years of her life.

This depiction of the protagonist in numerous contexts reveals most of Angelica’s
major mimetic attributes/traits. The audience learns that Mrs. Eatly wasthe epitome of
beauty, due to her blue-eyes, blond-hair, perfect skin and flawless figure. She was also a
socialite, whose unearthly beauty brought her numerous admirers and friends, as well as
national and international fame. She was the cardinal guest at glamorous dinner parties,
where she graced tables like a glittering ornament. Her outstanding appearance startled
men who instantly fell head over heels for her and gravitated around her wherever she
was; italso made women jealous, initially, and amiable, eventually, once they realized she
was “the least predatory of women” (Stafford 230).

Angelica led a wealthy and privileged but loveless life, having entered into a
marriage of convenience to Major Early, an obtuse, insensitive, big-game hunter (in fact,
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he married such a beautiful woman because he was a hunter eager to get the most
spectacular trophies and show off with them) who spent most of his year away, doing
hunting expeditions in exotic places. However, her husband’s lengthy absences did not
make Angelica feel lonely, in fact it gave her considerable freedom to pursue her goal of
looking after her physical beauty.

Mrs. Early was an intellectually limited woman, and her company was fairly dull.
She was incapable of having meaningful conversations and found reading strenuous as a
pastime. She had no dreams of her own and no passions. Her “passion” was for her own
physical appearance. She made a career out of being beautiful and she felt compelled to
maintain those standards of beauty because of and for her friends’ adoring glances.

In time, Angelica discovered that her beauty had been declining and that her
endless and (very important in the dynamics of the text) totally secretivedomestic efforts
and attention to her face and body paid with the help of a personal maid, a hairdresser
and a Finnish masseuse would not suffice. Therefore, after the age of forty she made
annual summer trips to France to the obscure clinique of Dr. Fleege-Althoff, who
painfully scraped her skin to maintain the illusion of youth. These trips incited her friends
to speculate that she had a secret love affair that would give her a rejuvenated air and
appearance. The doctor worked miracles as long as he had to treat her face, but the
summer when Angelica’s hands, too, needed similar plastic treatment, he could not help
her anymore and suggested that she wear gloves or mitts instead. The doctor even told
her to get a loverand tried to convince her that beauty was not everything that mattered
and that the gradual loss of youth was not the end of the world, but to no avail. With her
freshly operated face, she stopped first inParis as usual, there she overheard an offensive
conversation between two young men discussing her age and mentioning her hands, as a
result, she returned home to New York immediately.She isolated herself in her bedroom,
took to her bed andpretended to be seriously ill. Angelica's own health
deterioratedrapidly, being consumed by self doubt about her own worth. Soon afterwards
(in fact, immediately after the visit of her adoring aunt during which Angelica confessed
her identity crisis), her heart failed and she died.

Thus, progression takes the readers full circle to the moment the story started
with: Angelica’s death. The tension is fully resolved and the story is given completion. The
answers to what went wrong in Angelica’s life are clearly and gradually provided in this
progression that offers a chronological re-construction of the course of events that caused
Angelica’s decline, her torment and her demise. The audience has been through a
transformation of attitude towards Angelica’s death and the role of society, initially
described as innocently mourning the loss of an iconic figure.

Rhetorical Strategy and Purpose

Stafford’sstrategy was to develops a mimetic response to the story and then to
subordinate it to the thematic purpose.The ideal audience (the authorial one) haspicked
up on all Stafford’s signals provided by progression in the appropriate way. It is a
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progression which is closely related to and which grows out of its characters. Angelica
Early is a character whose mimetic component is overtly emphasized, while her synthetic
component, though present, remains covert. As forher thematic component, this does
not figure prominently in the first part of the story, but later it becomes clear that
sheshould be viewed as vehicle to express an idea and as representative of a larger class.
In other words, the author makes Angelica function as an effective mimetic character, but
progression develops various thematic functions from her different attributes: her
background (the leisurely living high society), her intellectual ordinariness, her spiritiual
void and her focus on the preservation ofher exquisite beauty — all of which making her a
certain kind of representative figure for the contemporary American society and working
together as part of the narrative’s exploration of the values of a shallow image-focused
society.

With the conversion of Angelica's thematic dimension into a function, the
progression gives new importance to the thematic sphere in the story as a whole. Stafford
focuses the readers’attention on her thematic points, through the narrator’s comments
(e.g. “The world kindly imagined that Mrs. Early’s beauty was deathlessness and that it
lived its charmed life without support. If the world could have seen the contents of her
dressing table and her bathroom shelves! If the world could have known the hours
devoured by the matutinal rituall Angelica and her reverent English maid, Dora, were
dressed like surgeons in those morning hours, and they worked painstakingly, talking
little, under lights whose purpose was to cast on the mirrors an image of ruthless veracity”
231)and by means of two different characters’ speeches (both characters being merely
synthetic constructs that serve specific functions, than mimetic ones). The first was Dr.
Fleege-Althoff’s speech, during Angelica’s last visit to hissanitarium, urging her to change
the focus of her life from youth and perfection of looks to love and actually living life.
The second speech was uttered by Angelica’s drunken aunt whowas talking to her dinner
companion - “She [Mrs. Armstrong] blamed herself for her obtuseness and she blamed
Major Early for his, and, to a lesser extent, she blamed Angelica’s friends for never
realizing that they, with their constant and superlative praise of her looks, had added to
her burden, had forced her into so conventual a life, that she had been removed from
most of experience” (240). All these rhetorical means and choices have important roles in
making the audiencestart regarding the character of Angelica as symbolic rather than
natural, designed for a clear thematic purpose. Emotionally involved in the tension of the
story, the authorial audience moves easily from mimetic involvement to thematic
understanding,.

Jean Stafford’s story is meant to depict and mock a grim reality. Her purpose is to
provide a harsh critique of contemporary (American) society, which places too much
emphasis and importance on looksand youth. She shows that incontemporary culture at
any age women feel pressure to conform to contemporary standards of beauty. Above
and beyond maintaining their own health, in order to preserve beauty and boost their own

self-confidence, more and more often, women have been turning to plastic surgery, drugs
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and other cosmetic products and procedures. These extreme measures women choose to
take regarding their own physical appearance are a sign of their insecurity, of their lack of
confidence in their own worth. What is even more ironicaland makes women’s effort
even greater is the issue of the double standard women have to face when they are told
both that their looks is of crucial importance, and also that vanity is shameful. This is the
irony of effortless beauty!

Angelica’s destiny was a tragic one and the attraction of tragedy in her life was not
entirely her fault. However, she did not have the stature of great Greek tragic heroes. She
was an extraordinary person in that she had an exquisite beauty and world-wide fame, but
unlike those heroes who had greatness undermined by one flaw, she was a woman who
had many flaws (selfishness, self-love, shallowness, blandness etc.) and one true but
evanescent quality (her physical beauty). She let herself be taken in by the shallow values
of the contemporary society in which she lived and, instead of cultivating her inner beauty
and living a full life; andshe made a profession and an obsession out of preserving her
physical appearance. Her beauty was pointless, “an end in itself”(Stafford 230). It served
no purpose, broughther little and shallow ad wntage. It was just an ornament, an
embellishment, her passport to all glamorous but spiritually void social events. Her beauty
was also a theatrical performance, for which she lived her life in constantpanic and
obsession, because of ,,the innumerable details she was obliged to juggle to sustain the
continuity of her performance” (232), to preserve her status asan iconic figure in society.
The truth is that she was shallow because she was the product of a shallow environment.
Because of the double standard called effortless beauty, she led an impostor’s life and her
imposture took its toll on her heart. Angelica was given one major chance to escape this
trap, when the plastic surgeon took her out of the sanitarium to show her what living life
in a true manner looks like, but the outing did not provide Angelica with any paradigm
shift, as she did not have the required level of intelligence and the willingness to change.
The product of a superficial society, she was incapable of changing her life perspective
and of re-inventing herself.

Conclusion

The story “The End of a Career”, which is a posthumous recreation of a
woman’scontroversial life,is the result of Stafford’s realization that writing has the role of
making sense of the conflicting experience of another human being’s life. Stafford’s story
renders coherence to thelife experiences of a tragic contemporary heroine by locating the
causes of her fall within social, societal, cultural and autobiographical contexts, in
narrative. This turns Stafford into a cultural overseer, a professional of the “word”
operating within her epistemological and moral limits.This story through the attention to
the concrete particularities of contemporary human situations and its capacity to engage
our emotions, provides an especially rich arena for the exploration of ethical issues. The
narrator invites us to contemplate the issue of beauty and youth and uses a certain form

of the story to insist on guilt and the innocence of a woman such as Angelica Early
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against the backdrop of the 20t century society. Specifically, she invites us to engage
through our initial fascination with the luck of being endowed with such amazing beauty
and our more nuanced final response, in a meditation on guilt, societal conditioning and
the powers and limits of portraiture narrative. Stafford’s choice of method serves and
highlights her purpose. The realist style of prose with its omniscient narrator, allows her
to provide insights from the main character’s inner life as well as other characters’ views,
opinions, perspectives and to expose mistaken values as well as the gap between reality
and carefully preserved appearances. One character’s first or third person perspective
would have been too limited to serve the purpose.
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RETHINKING COHERENCE

Cristina NICOLAE !
Abstract

In teaching presentation skills to students, we have so many times come across the misconception that
delivering a presentation is mostly (if not entirely) about verbal communication. Surprisingly enough, it is
not. Presentations need to be perceived as dynamic, complex communicative events with an intended
impact on their listeners and not as a monologue (which, by its nature, fails to reach the audience). We
have decided to approach a certain property of discourse —coherence — and apply it to a broader context
that would bring together the elements of this communicative event of delivering presentations.

The present paper tackles some of the most important extratextual elements that frame coherence, as we
understand it.

Keywords: coherence, delivering presentations, posture, eye contact, proxemics, gesture, facial
expressions.

The complexity of communication (be it written or oral, verbal or nonverbal)
triggers changing boundaries in the understanding of coherence. This constitutive
component of human communication (Dontcheva-Navratilova and Povolna ix) implies
“a semantic property of discourse based on the interpretation of each individual sentence
relative to the interpretation of other sentences” (Van Dijk 93), “interpretation” entailing
the interaction between the reader and the text. Basically it refers to the extent to which
the recipient (the listener/reader) manages to infer the communicative intentions of the
sender (the speaker/writer). Lately, cohetence has come to be viewed differently,
transitioning from its previous understanding as a static component of the verbal
discourse to the one that furthers it as a dynamic “cooperative achievement” rooted in the
interaction between the speaker/writer and listener/reader.

In recent years it has been possible to witness a considerable shift in the ways coherence
is understood, namely a shift from a static text-based descriptive approach, according to
which coherence is the product of textual connectivity and cohesion, to a more dynamic
understanding, according to which coherence is conceptualized as a potentially variable
cooperative achievement of the speaker/writer and the hearer/reader and can be seen as
context-dependent, heater/reader-oriented and comprehension-based, interpretative
notion.

(Bublitz qtd in Dontcheva-Navratilova and Povolna ix)

We address this dynamic concept by relating it to the act of delivering
presentations in front of an audience, and the aspects we focus on belong to nonverbal
and paraverbal communication, rather than to the verbal one.

The way in which speakers achieve coherence and the way listeners derive it from
the oral discourse are conditioned by several factors which the one delivering the
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presentation needs to take into account: the verbal discourse, the nonverbal discourse
(eye contact, gestures, posture, facial expressions, proxemics), paraverbal communication
(stressing key-words, pace, pitch, tone, intonation, projecting voice, pauses, verbal
mannerisms), visual aids (where one has to consider the appropriate choice of this kind of
aids as well as their effective use).Hence, if these factors are properly dealt with, the
manyfold manifestations of coherence converge into one meaningful, unified
communicative event while all the-above-mentioned aspects become a sort of
intermediator between the speaker (the intentional semantic information, the intended
message) and the audience (the achieved semantic information, the message as
understood).

Giving a speech should not be narrowed down to a sender-to-receiver information
flow, but it should be viewed as an exchange of information between the participants
since it allows immediate communication/interaction with the audience, not only the
speaker being an essential “element” of this process (the focus being on him/her), but
also the audience having to be given equal importance as they are the assessors, the ones
that provide feedback and label one’s presentation as successful or not. What is more, an
effective speaker/communicator does not focus only on the content, the verbal discourse
(the “what” of the presentation), but on the way in which the message is delivered (the
“how” of a presentation) as well.

Researchers in the field have emphasized the importance of the three types of
communication (verbal, nonverbal, paraverbal) and have insisted on the various degrees
in which each of them influences the listeners. According to their findings”’only seven
percent of our credibility with listeners comes from the actual words we speak, while
ninety-three percent of it comes from our vocal qualities and visual characteristics” (in
Dale and Wolf 18). Furthermore, Mehrabian and Weiner’s findings show that out of
ninety-three percent, body language accounts for fifty-five percent while paralanguage
accounts for thirty-eight percent of the information communicated to the listeners (in
Tran and Stanciugelu 89).

Consequently, if the unity of the verbal language is given by textual cohesion and
coherence, the unity of the enfire communicative event of delivering presentations is the
result of achieving coherence at verbal, nonverbal and paraverbal levels. In what follows,
we shall tackle some of the most important aspects of nonverbal communication with the
intent of increasing the readers’/students’ awareness of their impact on communication in
general, and on delivering presentations in particular.

Kinesies is defined as “the study of nonlinguistic bodily movements, such as
gestures and facial expressions, as a systematic mode of communication”2Tran and
Stanciugelu, among others, emphasize the fact thatnonverbal communication can
reinforce the verbally-expressed message, it can support, block or even replace verbal
communication (89). Moreover, body language influences our social existence, itmirrors

how we feel about ourselves, tells the others about our self-esteem level,or it can be used

*http:/www.thefreedictionary.com
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in such a way as to improve the individual’s self-image, boosting their confidence. All
these trigger a certain reaction on the part of the other participants in the communicative
event, influencing their choice of a certain interpersonal communication style (assertive,
aggressive or submissive).

When delivering a presentation, the speaker should be aware of the fact that the
presentation begins even before (s)he utters a word , that is when the audience see
him/her: based on the speaket’s body language, they will form an impression about
his/her level of confidence, professionalism, prepatedness, hence credibility (Dale and
Wolf 20). Body language should assist and not undermine the speaker, it should reinforce
the message and not alter it, it should increase the impact of the speech on the audience
and not diminish or even annihilate it. Which brings to our mind Billingham’s words:
“You are your most important visual aid” (47).

Posture sends information about one’s social status [the one they have, think they
have or want to have (Tran and Stanciugelu 94)|, the level of confidence, attitude,
emotional state.On one hand, good posture (spine straight, head erect, facing people so as
to establish and maintain eye-contact,rotating shoulders back, not folding arms etc.) is
“read” as a sign of confidence and commitment, of being in control of the situation,
triggering credibility with the listeners, hence a positive attitude towards the speaker and
the presentation. On the other hand, good posture boosts the speaket’s/individual’s
confidence and improves voice quality, including how audible it is.

Eye contact. Generally perceived as the most important aspect of nonverbal
communication, eye behaviour comes to be of crucial importance in effective
communication, impacting the way in which the message is received and interpreted.lt
varies according to personality, sex, topic, setting, purpose of communication and cultural
background.

Establishing and maintaining eye contact in communication (in our case, delivering
a presentation) implies acknowledging the other’s presence, signaling the intent to
communicate, being open, honest, confident and in control of the situation. Avoiding eye
contact is decoded as lack of interest, shyness, not being in control, dishonesty. The
duration of the gaze is equally important as a too short gaze may be interpreted again as a
lack of real interest whereas the opposite may signal either intimacy or aggression; Pease
(178) suggests that one should decipher pupil signals in order to differentiate between the
two: dilated pupils would indicate intimacy and constricted pupils show hostility.

When it comes to delivering presentations, establishing and maintaining eye
contact proves once again fundamental in building the rapport between the speaker and
the audience, in bridging the gap between them and perceiving this communicative event
as a coherent, unfragmented one. On one hand, it allows the speaker to assess the
audience’s listening behavior, to get feedback on their understanding of and attitude
towards the speech. On the other hand, it encourages them to pay attention to the
speaket, to respond and to trust him/her as an effective communicator.
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The five-person trick is useful in making the audience feel included and in keeping
them focused on the speech (Pease 188), which implies establishing eye contact with the
person at each corner of the group and one in the middle.

Gestures & proxemics also have a word to say in achieving coherence at the level of
spoken discourse. If generally referred to, gestures are open to cultural interpretation and
are classified into five categories: emblems, illustrators, affective displays, regulators and
adaptors (Paul Ekman and Wallace Friesen’s well-known classification). In terms of
presentation skills, gestures may be used as a means of emphasis, of adding variety to the
speech, of creating a visual image and reinforcing the message. However, too much use of
gestures may be distracting and tiring for the audience and the speaker will appear as too
nervous, disorganized, not in control.

Proxemics, or the way people perceive and make use of space in communication,
is to be taken into account when delivering presentationsas well since it triggers a certain
psychological reaction and influences communication. Proxemic behaviour (moving
about when presenting, dominatingspace and making use of it) will help the speaker not
only create a certain atmosphere, but also relax into the presentation.

Making one’s movements definite (Billingham 85) is an aspect that the speaker
needs to considerwhen the coherence of the presentation is brought into discussion.
Ifmovements are not definite, our presentation lacks coherence in terms of nonverbal
communication, in that the speech turns into a fragmented, gapped, difficult to follow
attempt to communicate. Drawing a parallel between verbal and nonverbal
communication, we may say that definite movements are like complete sentences that add
their meaning tothe presentation as a whole, contributing to the coherence of the entire
presentation, whereas movements that are not definite are like incomplete sentences, gaps
that affect the unity of the spoken discourse.

Facial expressions represent another aspect of nonverbal communication that
impacts the audience, thus bringing their share to the framing of coherence; they can be
used as a means of emphasis, of reinforcing the message and of adding colour to the
presentation. The speaker needs to be careful not to allow his/her facial expressions to
show nervousness which might be understood as lack of confidence and preparedness,
undermining his/her credibility with the audience. Basically, facial expressions should not
alter, contradict or block the message, but reinforce it.

When considering paraverbal language, the issue we have decided to address is that
of vocal fillers. Defined as words and sounds that do not convey meaning, expressions and
noises that are not purposeful, filler words represent a vocal problem that might sabotage
our presence in front of an audience, being perceived as distracting, irritating and
unprofessional. Although they do not convey meaning, the occurrence of these distracting
mannerisms can be decoded as a sign of nervousness, insufficient preparation of one’s
speech, not being in control of the presentation. They interrupt the communicative flow,
affecting the coherence of the spoken discourse, to a certain extent preventing the
audience from following the presentation and from understanding the message.
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All in all, we need to rethink coherence in the context of oral communication and
see it as a dynamic, context-dependent discourse feature that brings together the elements

of verbal, nonverbal and paraverbal communication.
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ON INTERNATIONALIZATION (I18N)

Cristian LAKO!
Abstract

This article examines product and text internationalization within the broader paradigm of GILT
(globalization, internationalization, localization, internationalization) processes. It considers perspectives
from both the localization industry and academics in translation studies and demonstrates the extent to
which theoretical concepts apply to the specificity of website localization and web content translation.

Keywords: internationalization, web content internationalization, text internationalization, GILT
processes.

Subsequent to the process of globalization, within the GILT processes, is
internationalization (I18n). Schiler defines the term as “[...] the process of designing (or
modifying) software so as to enable users to work in the language of their choice (even if
the software is not localized) and to isolate the linguistically and culturally dependent parts
of an application in preparation for localization.” (2009: 158) Software is not the only
product that can be internationalized. Dacia Duster, or any other car maker, needs to
have its driving wheel on the right-hand side, for instance, if it is to comply with UK
driving regulations, and, although there are only two options of placing the driving wheel,
it is still about designing the product while minding local rules and regulations. Therefore,
internationalization is not only about preparing a product or service for language changes,
but also preparing it for seamless integration with the target locales. Inappropriate or
partial internationalization, especially if the target culture has already been in contact with
similar products or services, can lead to readjustments and extra costs, or even rejection
of the products or services. Previous user experience, as part of the reader/uset’s profile,
is an important background factor that can determine how a product or service is
perceived. A car with the driving wheel on the left will not sell well in the UK or Japan as
it does not comply with what drivers are used to.

On the other hand, in the case of some products, fortunate coincidence helps. For
instance, by using keyboard shortcuts such as CTRL+S for saving a document, “S” for
“saving” works for the Romanian “salveaza” as well. The same happens for CTRL+C
(“copy”-"copiazd”) and CTRLA+P (“print”’-’printeazi”, increasingly used instead of
“tipareste” when using a printer). On the other hand, even in English some of the
shortcuts do not necessarily indicate the operation to be achieved. “Undo” and “redo”
cannot use the “U” and “R” keys as they are used for “underline” and “align right”,
respectively. On the other hand, the use of CTRL+X for “cutting” is rather iconographic
(a welcome tendency especially in the use of gadgets - a triangle used for “play”, a square

symbol used for “stop”, etc.). “Open” and the Romanian “Deschide” use the same
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combination - CTRL+O. Hence, preparing software for a new market would be rather
difficult. In such cases, it is more appropriate to let the user learn the key combinations.
The process of preparing a service, in this case keyboard software, can be taken even
further. For non-English users you can even choose between using a standard keyboard
layout with diacritics and a programmer keyboard layout with or without diacritics.
Another argument is the usage of a slightly different keyboard in the UK - an extra [, as
compared to the standard US keyboard.

Thus, internationalization is not only about developing a strategy for providing a
product in several languages. It also involves preparing a product for local rules and
regulations, habits and needs while generating and preserving common communication
patterns. Offering various customers from different parts of the world the opportunity to
use commonly recognizable icons such as the previously mentioned “play” and “stop”
buttons on gadgets represents a plausible solution. Another example is the “Windows”
function key on Windows Operating System compatible keyboards, which is now
universally known to trigger the Windows menu.

Considering the above remarks, the definition provided by LISA for
internationalization found in the MultLingual Magazine encompasses much more
accurately the current state of this phenomenon: “... the process of generalizing a product
[or service| so that it can handle multiple languages and cultural [and legal] conventions
(currency, number separators, dates) without the need for redesign.” (LISA cited in Pym
2004a:29) Similarly to globalization, internationalization is rather a managerial decision
involving financial and technical aspects.

Pym considers internationalization an “intermediary version”. The production of
that intermediary version is called “internationalization,” and the thing produced is the
“internationalized” version.” (2014:121) In my opinion, this intermediary version should
be based on human-computer interaction findings and any typical locale references be
excluded. Pym appropriately names the process of producing an internationalized version
delocalization or interlocalization, as all locale traces are to be removed. (2004a:30)
Similarly, Cronin speaks of internationalization as a process of accomplishing maximum
possible cultural neutrality. (cited in Jiménez-Crespo 2013: 32) From a TS perspective,
Pym considers that equivalence between ST, on the one hand, and TTs, on the other, is
achieved during the internationalization process: “equivalence [is] created not particularly
by one-to- one translation, but by the prior moment of internationalization.”(2004a: 31)

Strictly referring to software internationalization, Microsoft uses for the same
concept the term localizibility in its documentation for Visual Studio 2005: “An
intermediate step prior to localization is testing for localizability. In this step, you ensure
that you have separated the application's resources that require translation from the rest
of the application's code. “[1]

Apart from separating the resources that require translation, the main technical
aspect involved in the internationalization process is to delimit and separate the
localizable parts from the whole. In the case of a website, the developer has to establish
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variables - references or, more technically called, Uniform Resource Identifier (URI), both
for menus, instruction and help files on the one hand, and for content on the other (text
strings and media files). HTML5 standards use specific coding page elements that
describe in a more appropriate manner what a certain page element includes - <article>
for the main part of a page, <nav> for navigation menu, <section> for a more general
type of content, <footer> for the footer of the webpage, and so on. For non-text content
like images and animation, no text should be fixed, but dynamic. Texts should be
displayed over pictures through dynamic code with the content of the text depending on
the user’s language and locale, controlled from an XML file or, even more so, database
driven so that it allows the usage of an administration interface through which non-
programmer employees can operate changes.

From a TS perspective on internationalization, the source text is produced in such
a way that it can be straightforwardly transferred into the target languages. This is related
to the concept of one-to-many: “This is a term for translation processes that go from an

internationalized version to many target-language versions simultaneously.” (Pym

2014:120)

Internationalization and translation strategies

In this part I will examine several aspects that have been, more or less, overlooked
by the academic community. While these issues are important for generally more efficient
GILT processes, there are also numerous aspects that need to be considered from the
perspective of various translation study theories.

Thus, in order to maintain the same branding yet adapt the marketing strategy, text
source content should be written in such a way as to be easily adapted for any target
market. By undertaking this properly at this stage can save time and money, and the
company will be able to avoid erroneous translations. For example, by using “plain
English” for the source text, while simultaneously avoiding non-standard English, the
translators may, with less effort, understand and then transpose the message into the
target language. Texts that cannot be generalized, such as rhetorical figures, puns,
alliteration, rhyme must be avoided. Contentwhich is difficult to understand is difficult to
translate. Furthermore, Oracle.com, while referring to user interface labels (buttons, links,
etc.), suggests that at the stage of internationalization it is crucial to avoid jargon, idioms,
slang, colloquialisms, abbreviations, Latinate abbreviations (i.e., e.g.), contractions,
possessives, capitalization (not all languages use capital letters). In the same article they
suggest using the plural instead of the singular or adding both the singular and the plural
form, and replacing the slash symbol with “or” and “&” with “and” [2]. Clear and full
phrases, simple, active-voice sentences, if the genre allows it, are the most efficient both
trom the perspective of localization and translation, on the one hand, and from the
perspective of marketing on the other. If the message is understood by the translator, the
translation as a product will have a higher degree of accuracy and the local market will be
more receptive to the message. This is a move towards facilitating the comprehension of
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the source text, - that Chesterman (1997:92) incorporates under the “comprehension
strategies” paradigm; they refer to analyzing and understanding the source text as
compared to the “production strategies” which focus on translation asan output. Most
companies require that the translations should be made by translators thatare native in the
target language. Consequently, in my opinion, more emphasis should be laid on the
comprehension process of the source text, as the translator is often not a native speaker
of the source language. Comprehension strategies include various sets of activities such as
organizational, reading, text-analysis, terminological issues (which in the case of websites
is determined by keyword usage), further information retrieval, consulting experts, etc. It
is more beneficial to hire translators specialized in the field of activity required by the
client, as most of the previously listed issues are also a matter of the translator’s
experience in a certain field of human activity. Also, if the text is internationalized
efficiently, machine translation can be useful as it works much more capably with texts
written in a clear, unambiguous language (in a similar manner to technical texts).

Throughout the internationalization stage the internationalization team/individual
has to decide upon the global translation strategy (Bell 1998:188). This is the moment
when features such as the style of the text, discourse, genre, and so on, that are to be
applied to all localized texts in their respective target markets are decided. For instance, if
an e-learning website providing math tutoring in the source language addresses users aged
10 to 12, the vocabularyused should be comprehensible for this age group - simple and
clear sentences, active voice, friendly tone — even if it uses terms that are specific to math.

On the other hand, if we are to adopt Roman Jakobson’s perspective of the verbal
sign (1987: 429) - rendering meaning in the same language, into a different language, or
into a nonverbal code - during the internationalization stage of the source text, and more
generally of the entire website, there are two processes that are used:

- intralingual translation or rewording, to standardize the source text/content (See
previous Oracle.com examples above [2]) and

- rendering message by means of nonverbal code or iconization. Common
examples on websites are the use of a house icon for the home or start page, several
horizontal lines for opening the menu on a mobile device, an envelope for the contact
page, and so on.

Yet, another aspect that needs to be determined during the internationalization
process, is the translation orientations, in other words whether it is necessary to adopt a
domesticating (i.e. source-oriented) or a foreignizing (target-oriented) strategy (Venut,
1998:240), and to what extent either of these approaches should be used. In the world of
global e-commerce while the very term of localization suggests “domesticating strategies”,
the foreignizing approach would still be more suitable if a company decides that potential
clients request information on the origin and the story behind the products they intend to
buy. However, this may be dependent on the target market. The foreignization-
domestication dichotomy, in the case of e-commerce websites, has more to do with the
culture-specific terms, references to location and time, relationship between
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communicative partners, measuring conventions, formal conventions, text-type and genre
conventions, conventional forms of address, salutation formulas, and structural
differences in vocabulary, syntax, and supra-segmental features of the two languages.
Often foreignization may be applied only to slogans or advertising campaigns. German
cars are much appreciated all over the world as reliable (and on the Romanian market
even more so, as there is a frequent distrust about national products). On the other hand,
a quick search on the Internet shows that Volkswagen’s slogan “Das Auto” is used on
most international markets as much as the other no less famous previous slogan,
“AusLiebezumAutomobil”. This can be useful in the case of other German products as
well, as potential buyers would infer that any other German technology related product
would rise to the same quality as that of German cars. McDonald’s and Pepsi, will often
use English words in their slogans or advertisements on international markets. Therefore,
when the originof the product is important, the foreignizing approach is often used across
the world especially in the case of global brands. This strategy may enjoy even a higher
degree of success when the target market suffers from the “country of origin” effect
(Pucci et al. 2012:155). Mirroring the same idea, in TS terms, I find appropriate
Humboldt’s definition of translation: “Translation should indeed have a foreign flavour to
it, but only to a certain degree; the line beyond which this clearly becomes an error can
easily be drawn. As long as one does not feel the foreigness (Fremdheit) yet does feel the
foreign (Fremde), a translation has reached its highest goal; but where foreigness appears
as such, and more than likely even obscures the foreign, the translator betrays his
inadequacy.” (cited in Dimitriu 2002:21)

Standardizing the source text does not imply that the localization and (intratextual)
translation- for the same language but different cultural values, should not allow puns,
rhyme, culture-bound terms and other text specific operations that the localization
process involves. If the standardized source text is English, and in most cases it is,
localization will involve changes at text level for the US market, the UK or Australia. This
means that localization and personalization depends on the marketing strategy. If the
language of a product or service provider is not English, English will become the
pivot/bridge language. A pivot language in the machine translation terminology is defined
as an intermediary language to achieve translation from one language into another. Thus,
in order to translate from Romanian into Chinese, one could opt for English as a pivot
language — Romanian would be translated first into English and then the English text into
Chinese.

Case study

Bitdefender.com is a Romanian antivirus software developer. Under the language
option menu there are listed several languages. One could consider that the most
delocalized language variant of the website is WorldWide English (form found on
bitdefender.com). This English variant can function as the TS for translation or as a pivot
language. All the other language options would be considered localized versions.
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However, a more in-depth look reveals that choosing from any of the following options:
WorldWide English, United States English, or Canada English, displays the same content.
By further analyzing the source code and text on the home page for each of the above
mentioned options and the other English speaking countries, it is obvious that the
differences are only URL related (.com.au, .co.uk). There is no localization involved, they
use an all-around standard version.

The standardization of the text is somewhat similar to the process of pre-editing
the source text, so that the pre-edited text is easier to be translated by using machine
translation. According to Hutchins, “pre-editing of the input, using a controlled language,
or restricting the system to a specific subject domain” (2005: 3) will ensure the speed of
the translation and localization process and also ensure a higher quality of the output.
Similarly to Oracle.com [2], Hutchins (2005: 8) lists several pre-editing procedures and
controlled/standardized source text input best-practices which apply to MT and thus to a
more efficient website localization process. Cardey et al., referring to MT, speak about
controlled language of the input language, which through extrapolation applies to the
source text of the website to be localized, during the internationalization process. (2004:
38) Similarly, Pym considers that “internationalization can make a text simpler, reducing
surface-level variation through the use of controlled language.” (2014:122) A simplified
language can be translated more easily and more efficiently through MT. In this way
translators could return the translations more rapidly as presumably only the revision of
the MT output would be necessary. Pym also considers during the internationalization
step expanding the start text so that it allows a multitude of localization possibilities.
(2014:121) However, the localized content would bethen the result of an assimilation or
gisting translation approachand the text may beperceived by the translators for each of
the target texts in various ways. Also, branding at global level may show deficiency in
unity.

While MT is of use to the translation process, oversimplified language of the
source text will require extra effort on the part of the translator if the text is to be
perceived as appropriate and felt as created in the target language. What makes a language
and culture specific are precisely the rhetorical figures, puns, alliterations, rhymes etc.
Under these circumstances, what would be the most appropriate approach? An attempt to
answer this question through a conceptual analysis is made in Laké (2014:82-86) and
Lako (2014:229-237).

One last important issue to be elucidated during the internationalization process is
to study how the information on the webpages is accessed and read by each of the target
nations. There have been numerous studies regarding user interaction with the online
medium. One ofthe most important research groups in this area is the nngroup.com, led
by Jakob Nielsen. They have hundreds of studies regarding usability, user interface and
user interaction. Some of the these findings must be considered during the
internationalization process. They relate to reading patterns, content prioritization, types

of e-commerce web-users, international usability (effectiveness of user interface used in a
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target market different than the one in which user interface was created) (Nielsen 1996),
localized website testing, level of Internet maturity among various nations (rapidly leveling
over the last years), and many others.

Regarding internationalization, Nielsen found in one of his studies (Nielsen 2011)
that, in general, the basics of the interaction with website interface are the same all over
the world and founded on human-computer interaction findings, regardless of the
country of origin or of their language and cultural background.

Reading from right to left, in the case of Arabic or Hebrew, is only a matter of
direction, as the users will still focus their attention more on the beginning of the
message, hence, it is a mirrored F-pattern (Nielsen 2000).

Internationalization and text length

The internationalization process stage of the source text in web localization must
also consider the wvarious character sets necessary for displaying the multitude of
international languages: variants and extension of the Basic Latin alphabet, Cyrillic,
Japanese, Chinese, Arabic, Greek, etc. While there are similarities with the keyboard
localization issues previously mentioned, there is a necessity at this stage that all possible
languages should be accounted for.

In my opinion, very often, even pictures need to be changed depending on the
target locale, but for such a case a URI (Uniform Resource Identifier) needs to be set
from this stage. For instance, it would look inappropriate to use black people to advertise
insurance services, buying electronics or employ them to be part of contextual pictures on
a website on the East- European market, where black populations are insignificant. It
would not convey consistency with the beliefs and common knowledge of the potential
clients; it would appear peculiar, orUS-like. Thus, knowing that a picture must be kept
dynamic within a design is as important during the internationalization stage as separating
text strings from code. Very often, local celebrities are used to convey to the audience “I
am like you and I use it. Follow my example!”. Consequently, the spot for an image or a
video on a webpage should also be considered from the perspective of the
internationalization process as it will be significantly easier to change and test various
non-linguistic elements when reaching the localization process.

In website localization web design and the websites’ layout must be consistent
across the various target languages. There have been numerous studies in Machine
Translation and Comparative Corpora showing that the target text (IT'T) is often longer
than the English source text (ST). The length of the text can be measured either by the
number of words or by the number of characters. A straightforward free online tool to
test the length of ST and TT is Side-by-Side SEO Comparison Tool [3]. For instance, one
can compare the text length of the English and Romanian versions of two pages from the
EU official website (europa.eu). If we consider languages other than English, then the TT
can be longer or shorter. However, in the case of menus and other buttons, there is often
a limited space for the text, and the target language may use certain corresponding terms,
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from several competing synonyms that are longer than the available space. Synonyms may
be used but they may not in all cases be perceived as natural replacements. This is called
Text expansion and is defined by Roger Chriss as “an increase in the length of the target
text as compared to the source text. [...] but must be given due consideration by graphic
artists and desktop publishers who want to use the same format or templates for both the
source text and translated text. Similarly, text expansion must be taken into consideration
when translating software. Since dialog boxes and windows may have to be resized to
accommodate the translated text.”” (20006:202) It is also worthwhile mentioning that,
conversely, there is also a possibility for the TT to be shorter for certain language pairs.
High-context cultures require less text. It would be useful to conduct a research on
verbosity with regards to the target market. If, for example, a low- context culture would
require producing 500-word-long textual content, in the case of a high- context culture
300 would suffice. Also, it would be useful to determine if the difference in text length is
compensated for with images or other non-textual elements.

Nielsen (2011) also reveals some important data relating to the “degree of
verbosity” between languages. Some languages are seemingly more verbose than others.
Arabic and Germanwould need more space to display, and this is not a matter of
translation but a cultural issue, which means that the translator should be a native speaker
of the target language and use a lengthier and wordier text in a natural manner. This might
imply copywriting skills as well. There is also a culture specific issue linked to textual
length, as there are two main types of communication which also influence the length of
text but from a different perspective (cf. Hall 1976: 105-116): high-context (HC) and low-
context (LC) cultures. LC cultures use clear, direct and unambiguous communication as
well as an argumentative style, whereas HC cultures require less wording but more
context. German, for instance is an LC culture, so there is no doubt it requires more
display space on webpages. More details regarding the cultural impact on communication,
translation and localization in later chapters.

With the ever increasing usage of mobile devices, apart from connection speeds, it
is very important to provide content laid out properly according to the screen resolution
and size of the device used. Even the buttons used for the menu must be resized to be
pressed easily using the tip of the index finger on a 4.52” as compared to pressing buttons
of the same menu using the mouse pointer on a 24” desktop monitor. Fortunately, this
can be automated if so desired. Through a programming framework (such as Bootstrap -
http://getbootstrap.com/) screen tresolution, menu position and content layout are

adjusted accordingly, maintaining a user-friendly experience across as many screen sizes as
possible. This kind of option should be considered as one of the technical aspects of
localization. In technical terms, it means applying a responsive design. Responsive design
adjusts content layout according to the device on which the information is displayed.
Thus, apart from dealing with source content that needs to be displayed correctly on a
multitude of devices, textual length in the target language must also be considered during
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the stage of internationalization. Thorough planning at this level can save time and

money.
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THE PRODUCTIVITY OF THE - ISE SUFFIX IN A CORPUS OF
MEDICAL ARTICLES

Adrian NAZNEAN!

Abstract

Undoubtedly, English is one of the richest languages spoken globally, if not the richest. Thousands of
new words enter its lexicon on a yearly basis, which is partly due to the developments that technology
and scientific advancement bring. Its richness is also indebted to its role as the Jngua franca in medical
communication. However, this status is attributable to the productivity of certain roots and affixes
which allow the formation of new words. This paper studies the productivity of the -ise suffix in a
corpus of medical articles in the field of histopathology.

Keywords: corpus study, categoriser, medical articles, medical English, terms.

Introduction

According to Aronoff and Fuhrhop, the morpheme -7se can be regarded both as
an ending, for instance in zantalise, and as a suffix, for example in zdolise. However, the
focus of this paper falls on -Zse as a verbal suffix. According to Hay and Plag, in case of
verbs derived from adjectives, -ise forms preferentially attach to those -a/ forms
containing low levels of decomposability, as in normal — normalise. Practically, this
productivity of the suffix can be regarded as transposition, namely, the transference of
an existing word into a new semantic class. On the other hand, in Liebet’s view, in
English, there is no affix or process creating verbs from nouns or adjectives that is
regular and productive enough to be treated as transposition.

Design of the study

Twenty-six biomedical articles lie at the basis of this study. All the articles were
retrieved from the same journal, Virchows Archiv, the European Journal of Pathology,
from two issues, namely Volume 460, issue 6 of June 2015 and Volume 467, issue 1 of
July 2015. The types of articles that were included in the corpus are original articles
(23) and case reports (3). Article types such as letters to the editor, editorials or invited
commentaries were excluded from the study. All the articles were processed manually
in order to identify words bearing the suffix -ise/ -ize. Not all articles make use of the
British -zse spelling, but for reasons of uniformity, this paper will render them as such.

Findings

Thirty-five words prefixed with -zse were identified. According to Hay and Plag,
the -7se verbal suffix can only occur in nouns and adjectives that end in an unstressed
syllable. Of these, 17 are rooted in nouns, while the remaining 18 are derived from
adjectives. It must be mentioned that it was not my purpose to trace these words back

! Assistant Prof. PhD, University of Medicine and Pharmacy of Tirgu Mures.
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to their primary origin in terms of part of speech, my intention was to identify the
secondary root from which these words are derived, even if this root itself is a
derivative. As previously mentioned, these words can be said to undergo transposition,
as opposed to Lieber’s theory, the means of word formation that changes syntactic
category but does not semantically affect the base. Following Janssen, Roelofs, and
Levelt’s model, many of these words can be regarded as either having a generic
morphological frame (root + -ise- + affix, for example vascular + -ise- + -ed) or a
specific inflectional one (root-zse- + suffix, that is vascularise + -ed). Furthermore, as
noted by Zirkel, the suffix -ze will only combine with -azion as the only possible
nominaliser. Thus, the two lists below comprise all the suffixed words found in the

corpus:

Noun root:
anonymised necrotising
antagonising organised
cancerisation prioritisation
categorised recognised
characterise scrutinised
deparaffinised summarise
emphasise synthesised
hypothesised vacuolisation
metastasised

Adjective root:
tertilisation personalised
humanised polarised
hyalinised realise
hybridisation specialisation
individualise stabilised
internalisation standardised
localised utilised
normalisation vascularised
optimise visualised

While the articles included 123 such words, these two alphabetically organised lists
comprise only one occurrence of the same word, namely, of a series of derivates such as
characterised, characterising, characterises, etc., only one was included in the study. Moreover,
some of the prefixed words, e.g. neovascularised or myxoidhyalinised, are given without the
prefix which would not shift the focus under investigation. The same is the case of other
prefixed words such as categorise and subcategorise, both of which were encountered in the
corpus.

Of these 35 suffixed words, I will discuss the origin and meaning of 9 terms which

pertain mainly to medical language, as the remaining ones can be encountered in many

162



fields, as well as in the common language. These 9 words are: cancerisation, deparaffinised,
fertilisation, hyalinised, wmetastasised, necrotising, polarised, vacnolisation, and vascularised. As
previously mentioned, they are given in the form in which they were recorded in the
articles, nevertheless, since the focus of this paper is on the productivity of the -ise verbal
suffix, their meaning will be analysed.

Cancerisation is derived from the root cancer, meaning a malignant growth or
tumour which develops in tissue and destroys it, which can spread by metastasis to other
parts of the body and which cannot be controlled by the body itself!. Cancerisation will
refer to a transformation into cancer or a transition from a normal to a cancerous state.
The context in which the word was identified, “so-called cancerisation of pancreatic duct
epithelium”, is self-explanatory and describes the process which cells undergo from a
normal to a diseased condition.

In histology, tissue sections are often embedded in paraffin prior to being frozen.
This process is necessary to preserve the tissue samples before they are used in different
studies. The coating wax plays the role of holding the tissue together in order that it can
be sliced by a microtome into thin sections for light microscopy analysis. Deparraffinisation
refers to the process of removing this coating of wax which is done with the aid of certain
substances (xylene, ethanol) and procedures (heating, bathing, rinsing, washing).

Fertilisation is the joining of an ovum and a sperm to form a zygote and to start the
development of an embryo?, which in medicine is rooted in the meaning of the adjective
fertile, that is, being able to produce children.

Hyalin/ hyaline is a transparent substance produced from collagen and deposited
around blood vessels and scars when some tissues degenerate. While there is no
consensus regarding the spelling of the noun, both hyalin and hyaline being accepted, 1
included this term under the heading of adjective roots, that is, the adjective is spelt
hyaline, since the term hyalinised is closer in origin to the feature of being transparent.

Having its root in the Greek meta + stasis, meaning displacement, metastasise refers
to the spreading of a malignant disease from one part of the body to another through the
bloodstream or the lymph system, which is in line with the meaning of the occurrence of
the term in the corpus of articles under study.

The death of a part of the body such as a bone, tissue or an organ as a result of
disease or injury is known as necrosis. As such, this process is described by the verb
necrotise. According to the Online Etymology Dictionary, necrosis entered the English
language around the 1660s from the Greek nekrosis’. The word-forming element zecr- is
derived from the Latinised form of Greek nekros.

Polarise is based on the adjective polar which was either derived from the Middle
French polaire or directly from the Medieval Latin polaris* to mean of or pertaining to the
poles. However, at its root lies the Latin po/us which refers to an end of an axis. The term

! Dictionary of Medical Terms, 4" edition, A & C Black, London

2 Dictionary of Medical Terms, 4™ edition, A & C Black, London

® http://etymonline.com/index.php?term=necrosis

* http://etymonline.com/index.php?term=polar&allowed_in_frame=0
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was encountered several times in its two forms polarisation and polarised throughout the
same article, one of the contexts being: “in addition to expression in lateral cell
membranes, the expression was accentuated in basal parts of epithelial cells, and there was
clear polarisation in staining”.

Vacnole, the root of vacuolisation with its origin in the Latin vacuus, refers to a space
in a fold of a cell membrane>. The context in which the term was recorded, “single
elements or small cell groups composed of middle-sized tumor cells with cytoplasmic
vacuolisation, resembling lipoblasts, were present”, refers to the development or
formation of vacuoles. What is noteworthy is that wvacuolisation and vacuolation are
synonymous, according to the Merriam-Webster online dictionary?®.

In anatomy, the adjective vascular means pertaining to conveyance or circulation of
fluids. It is derived from the Modern Latin vascularis, of or pertaining to vessels or tubes,
which in turn is rooted in the Latin vasculum, a small vessel, where vas is the diminutive of
vessel. The verb vascularise will mean to make vascular. The context in which the term was
identified, “highly vascularised, multicystic tumour” describes the fact that the tumour

contained blood vessels.

Conclusion

This study was conducted on a corpus of 26 biomedical articles in histopathology
order to identify words suffixed with the -ise verbal suffix. A relatively large number of
such words were found and they were divided into two groups, a group of words rooted
in nouns, and a group of words rooted in adjectives. However, since many of them are
used in the general language, only those pertaining to medical terminology were explained

and described.
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Recenzii

Tania Radu, Chenzine Iliterare,
Editura Humanitas, Bucuresti, 2014

Chenzine literare, recenta carte a
Taniei Radu, reuneste cronici literare
apdrute, majoritatea, in revista ,,227,
cronici ce impun profilul unui critic
literar atent la nuantele textului, la
sau

mutatiile canonului la capriciile

receptarii literaturii romane
contemporane. Sunt interpretate, cum
marturiseste autoarea, ,.carti care aduc
Unele

memorii,

cumva  mdrturie. sunt marturii

directe, adica jurnale,
corespondentd, reconstituiri, capabile sa
extragd, dintr-o zestre risipitd dramatic,
principii ale reasamblarii noastre morale.
Altele

uneori violente, oricum posttraumatice,

sunt descircari literare acute,
ale aceleiagi experiente, dar In forma
prozei care se scrie azi”. Pe de alta parte,
nu e Intamplator ca, in Prea plinul
amintirilor.  Memorialisticd, prima parte a
cartii, sunt consemnate cele mai
semnificative aparitii editoriale de dupa
1989 din registrul genului autobiografic.
E vorba de nume si carti revelatoare
pentru importanta depozitiei
memorialistice: Anifa Nandris-Cudla, 20
de ani in Siberia. Amintiri  din viatd,
Ecaterina Balacioiu-Lovinescu  Serisorile
(1947-1951), Monica
Jurnalul

Constante, Evadarea tacutd. Trei mii de ile

catre Monica

Lovinescu, esenfial,  Lena
singurd in inchisorile Romaniez, Paul Cornea,
Ce a fost. Cum a fost (dialoguri cu Daniel
Cristea-Enache), Nina Cassian, Memoria

ca Zestre, volumele de corespondenta lui
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Mitcea Zaciu cu lon Brad, Aurel Sasu si
Marian Papahagi etc.

Subtile, lipsite de orice complexe,
cu simtul nuantei si al subtextului,
interpretarile dedicate operei lui Mircea
Cirtarescu, propun imaginea unui scriitor
ce ,,dispune de un organ vizionar care se
hraneste, vorace si natural, cu tot ceea ce
s-a scris, dupa care triieste totul Intr-un
chip absolut inconfundabil”. Tania Radu
investigheaza aici genealogia unor texte,
dar si arhitectura estetici sau perceptia
dedublatdi a fictionalitatii, revelatoare
pentru o operd conceputd prin prisma
paradoxurilor, a paroxismului (,,Mircea
Cirtarescu practica in scris o intensitate
aproape masochistd a paroxismelor”), a
capriciilor imaginarului (,,Ecoul frustrarii
autorului atunci cand Ruletistul n-a fost
prins in editia din ’89 a fost suficient de
sonor ca bucata si fi starnit asteptari de
tot felul: putea fi un fel de embrion al
cartii, o cheie si, in acelasi timp, o masura
a lui. Nu este. Ruletistu/ e doar un prolog,
o anticamera, in care schema ,,Jocului”
este livrata cititorului in varianta cea mai
acutd, cand riscul nu mai inseamna doar
pierdere, ci de-a dreptul moarte” sau:
wMendebilul exerseaza, in primul rand,
Nu a

copilariei, cici ne-am afla in plin truism,

puterea de investire magica.

ci a «memoriei copildriei». Exerci'giul lui
Mircea Cartirescu e complet striin de
«evocare». Daca indeobste distanta in

timp  «rdceste»  senzatille,  trdirile,

conferindu-le acel confort al melancoliei,
Mendebilul si, mai ales, REM, refuza

spontan aceastd  pozitie, strabatand

drumul inapoi impotriva curentului.



Incepand de aici, tentatia (i capcanal)

referintelor si  comparatiilor  creste
progresiv. Evident, acest tip de regresie
are cel putin doud precedente ilustre in
literatura noastrd (ca sa ramanem doar
acasd). Eminescu, cel din Sarmmanul Dionis,
si unele din prozele lui Mircea Eliade”).
Explorand spatiul prozei,
comentariul despre romanul lui Radu
Aldulescu _Amantul colivaresei surprinde
climatul epic, metamorfozele tectonicii
narative, dar $i modulatiile configurarii
intr-o  fraza decisa, cu

S Amantul
colivdrese este, pe scurt, portretul naclaielii

personajelor,

taietura ferma si plastica:
generale, compus din biografii cu doua
capete: unul In nomenclatura parlitd
(genul redactor-sef de ziar, cu sofer si
masina la scard, dar domiciliind inca intt-
celalalt, in

o mahala tigineasci),
>

«umpenul» profund (asa cum spui
,coma profunda”), supravietuind larvar,
din chenzine si rate, in cartiere de blocuri
(...)  Eroii  din Amantul
Colivaresei sunt fel de

Disperarea lor agresiva se manifesta strict

mucede.

un avortati.

verbal, mestecd fari incetare pasta

scarboasa a dispretului de sine si de tot.
Violentele de limbaj nu tin de trivialitate,
ci de o vulgaritate ca semn de
apartenenta sociala, subliniatd acuzator.

Se

scaldi in conditia ce le-a fost

rezervata, si o fac cu voluptati
razbundtoare.  Vitalitatea cu  sens
negativ.”).

In comentariul despre cartea Anei
Blandiana, Fals tratat de manipulare, Tania
Radu surprinde legitura secretd dintre
poezie si notatia autobiografica, dintre
lirism si recuperarea anamneticd a trairii

(,,Cateva versuri tulburatoare inchid si
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Fals tratat de manipulare, cel mai recent
volum, de memorialisticd. Aici, la capatul
cilitoriei prin propria viatd, poezia sund
deopotriva agonic si escatologic, insd la
fel de nelinistita in veghe: «§i dezorientat,
cand si cand/ Cucul apare si anunti/
Sfarsitul Nu e
intamplator ca Ana Blandiana alege si

lumii  cantandy.
marturiseasca In acest fel, adicd piezis, ce
rost i-a atribuit poeziei in destinul ei: a
lasat-o la masa vietii, sa vada si sa judece
tot, si inchidd fugile omenesti si sd
deschidd, atunci cand poate, ferestrele
unei alte Salvdri / .../Autointerogatia
asadar, in locul simplei marturii «despre
lumea prin care am trecut». Lipseste
obisnuita perspectiva relaxatd, «de susy,
din varful experientei acumulate. O
greu de definit
de portrete,
fragmente autobiografice”). Faptul ca

tensiune comandi

inlantuirea reflectii  si
aceste ,,chenzine” nu isi asuma explicit

statutul unui demers critic, ci sunt
Hiterare” spune ceva despre dorinta
autoarei de a plasa accentul asupra
literaritatii, asupra universului operei,
prin sugerarea anumitor cai de acces
privilegiate catre intimitatea textului, prin
exersarea unor instrumente de lectura
adecvate, care Incercuiesc, adesea cu
voluptate, conturul unor toposuri literare
sau plaseaza un anumit fenomen cultural
sub zodia unei benefice interogatii. Din
aceste motive, ceea ce poate si para, la
un moment dat, exercitiu de lecturd
monocord, nu este decat o proba de
echilibru si constanta de gust estetic si de
detenta hermeneuticd sigura pe uneltele
si deciziile sale.

Dincolo de evaluirile experientelor
literare ale de

memorialisticii, sau



resituarea  esteticdA a  optzecismului
(,, Textualismul a fost uitat, iar reeditirile
din volumele generatiei optzeci au toate
sansele sd reaseze scara de valori. Cu
exceptia lui Mircea Cartarescu, nimeni nu
mai ocupa azi locul pe care-l ocupa in
deceniul noua”), Tania Radu exploreaza si
relieful

inregistrand, totodatd, emergenta unor

unotr mutatii canonice,
opere literare de extrema noutate stilistica
si semanticd, de un provocator spirit
insurgent. Demne de interes sunt si
exercitiile de reconsiderare a statutului
unor scriitori, de reevaluare a otrizontului
imaginarului sau de investigare a unor
teme inedite, ca in cazul interpretirilor
consacrate lui loan Grosan (,Nu e o
noutate ca in prozele lui scurte contextele
de persiflare a tehnicilor textualiste sunt
mai multe decat cele de reald intrebuintare
a lor. Intertextele sunt mai degraba
fanddri ale sensibilitatii care se teme de
ridicol, marci ale unei tensiuni de tip
existentialist, care camufleaza teme prea
rasundtoare precum identitatea, unitatea
tiintei, comunicarea etc. ).

Cartile unor autori precum Ana
Blandiana, Alexandru Vlad, Marta Petreu,
Mircea Cartdrescu, loana Parvulescu, Filip
Dan

Teodorovici, Dan Coman, Citilin Dorian

Florian, Doina Rusti, Lucian
Florescu, Dan Stanca, Radu Aldulescu,
evaluate

intuitie

sunt
fler

hermeneutica, dar si cu subtilitate a

Simona Sora s.a. cu

moderatie,  cu cu

b
perceptiei, Tania Radu relevand punctele
de interes, nucleele semantice generatoare,
proeminentele imaginarului, pentru a
decodifica cu promptitudine un inteles
ascuns sau o rezonanta uitati, o armonie

privilegiata a timbrului estetic sau profilul
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vreunui personaj. Stilul cronicilor este
direct, un stil al transantei, lipsit de
meandre expresive sau de echivocuri
catifelate, de certitudini rostite apasat, ca
si de paradoxuri articulate retoric.
Clasificarile,

Taniei Radu nu au nimic fortat, ele

interpretarile,  evaludrile
legitimeaza o ordine imanentd a devenirii
literaturii romane contemporane, intr-un
spirit al ordinii, al sigurantei desenului
critic si al preciziei judecitii de valoare,
ferme, acute, revelatoare prin firesc si

logica interioara.

Iulian BOLDEA

Veronica Buta, Formele poetice ale
ironiei, Editura Casa Cartii de Stiinta,
Cluj, 2015

Ironia (cea conversationala, sa
zicem, dar nu numai), dupa cum bine stie
toata lumea dispusd si stie, e cea mai
subtild de
compliment. E drept cd sunt si oameni

elegantd si  mai forma
care nu suportd ironiile si le trateazd de
afronturi, dar la mijloc e un grav si
dramatic malentendn. 1nainte de orice,
chiar Inainte de a ajunge la capitul
exprimat, ironia € un pact intre
inteligente echivalente; ea propune, din
premisa, un acord de egalitate; nu se fac
ironii pe seama cui nu le pricepe si nu le
decodeazd sensul si substratul flatant.
Ironiile sunt dialogice, sunt opere de
parteneriat intelectual. Nu suparare lasd
dupai ele, ci euforie intelectuald. Cel putin

de

(inclusiv literar, caci si gazetele literare

aceasta e misiunea ironiei salon
sunt un fel de saloane). Acesta e, insi,

rostul mic al ironiei. Cici ea are si rosturi



mari, unele chiar prea mari. De aceste
rosturi majore se ocupd, cu o devotiune
si o acribie amindoud admirabile,
Veronica Buta in Formele poetice ale ironiei
(Casa Cartii de Stiinta, Cluj, 2015).
Cercetarea pe care Veronica o
inchind formelor poetice ale ironiei e un
studiu metodic si riguros, care apeleaza la
bibliografia fundamentald — si actuald -
consacratid ironiei. Ea incepe printr-un
excurs concis 1n istoria termenului — si a
ironiei ca atare — §i printr-o clarificare

de

cadrul

,teoretica” a conceptului ironie,

trecind apoi, tot in unui
simpozion cu ample referinte, la o
perspectiva tipologizanta, pe care o va
concretiza In demonstratiile analitice
aplicate la creatia a patru poeti romani
(G. Topirceanu, Geo Dumitrescu, Marin
Sorescu si Mircea Ivanescu). Ironia
,,originara” e cea a lui Socrate, de la care
se vor desface apoi celelalte acceptii,

fel de

fenomenologie a conceptului. De la

urmdrite  Intr-un micro-
prestanta filosofica — si pozitivi —
originara, ironia va trece, prin Artistotel,
Cicero st Tertulian, la o simpla
componentd a stilului literar; acest din
urma inteles va domina intreg Evul
Medu si se va intinde pind in pragul
(dar

consideratd simplu ingredient de stil ori

romantismului si azi Ironia e

cel mult dispozitie atitudinald ce vine din

autosuficientd). ~ Veronica  urmareste

de
transferul ironiei din atitudine existentiald

scrupulos transformarile concept,
in atitudine filosofica si din atitudine
comportamentald in figurd retorica si in
calitate — pozitiva sau negativa - stilistica.
Procesul de transfer, procesarea literard a
ironiei incep odata cu Aristotel, la care ea
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suferd un prim declin, fiind, in principal,
vazutd din perspectiva eticd §i ,,blamatad
pentru ci nu spune adevarul” (p. 23).
Prin Cicero ea e trecutd, pentru multd
vreme, in patrimoniul strict al retoricii,
deundenu va mai iesi veacuri intregi.
Rolul lui Quintilian in fixarea conceptului

de

evidentiat — si pe buna dreptate de vreme

ironie e, de asemenea, pregnant
ce sensul dat de el ironiei persistd si azi,
oricit ar fi devenit acum mai complexe si
mai subtile dezbaterile pe seama lui si a
sint

ei. Iuminismul si romantismul

celelalte doua mari orientari asupra
carora Veronica insistd si care vor decide
soarta ironiel prin noile sensuri date
acesteia. Si aici discutia initiata de

de

concizie §i rigoare, e atenta la nuantele

Veronica, avind aceleasi merite
prefacerilor si la formele in care se
indeosebi  la

de

romantism. Redevenita, ca la Socrate,

concretizeaza  ironia,

resemantizarea acesteia catre

,»un adevarat stil de viata” (p. 20), ironia
>

pe

originard, socraticd, devine — cel putin

romanticilor, reactualizind-o cea
intr-un sens — una ,,nihilista”, un fel de

,constiintd  critica.” Dezbaterea sare
(oarecum peste modernism, dar el va fi
recuperat prin aluzii) apoi la soarta
ironiei in deconstructivism si
poststructuralism, subcapitol atent cu
deosebire la unele articuliri conceptuale
contemporane. Jacques Derrida, Paul de
Man si Judith Butler vor alcdtui o prima
clasa de analisti si ,,fenomenologi” ai
ironiei, uniti prin  atitudinea lor
,,deconstructiva”, in vreme de Gilles
Deleuze si Richard Rorty vor marca,
fiecare in alt fel, revenirea sensului in
limbaj mai

(inclusiv sensurile



constructive ale ironiei). Discutia e de un
remarcabil nivel conceptual, atit in partea
de ,limpezire” a conceptelor propriu-
zise, cit si in cea consacratd relatiilor
dintre concepte, conturind, implicit, o
micd istorie post-moderna a ironiei.
Acelasi simt al limpezimii si
ordinii califica si capitolul dedicat #pologiei
Zroniel, o tipologie vazuta prin prisma a
doua principii: filosofic si literar-stilistic,
de

fiecarui

principii reconciliate apoi

postmodernism.  In  cadrul

»principiu”  sint  trecute In  revistd

principalele ipostaze ale ironiei si
principalii doctrinari ai acesteia, intr-un
demers cu structurd aproape dramatica,
ce asigurd o vivacitate aparte Intregii
dezbateri (al cirei gust Veronica l-a prins
si-] tine pind la capat). Astfel, bundoara,
conditia ironiei socratice, descrisd aici in
articulatiile ei principale, e urmata de
»respingerile”  lui

Nietzsche,

Kierkegaard i
de a firul

cronologic al ipostazelor. In general insa

inainte relua

acest fir e urmat consecvent, astfel incit

tipologia devine, implicit, si istorie.
Remarcabila e finetea distinctiilor,
nuantele discriminatorii §i mai ales

curajul de a le obiecta, cind e cazul,
marilor experti in ironie. De altfel, desi
tonul polemic e ponderat, e vizibila pe
tot traseul cercetdrii o fermitate a
propriilor opinii sau distinctii, dovedind
ca autoarea, familiarizatd in detaliu cu
problematica abordatd, n-are complexe
in fata autorititilor, desi nici nu ezita in
a-1 exploata. In mare, capitolul e o
panorama diacronica a viziunilor despre
ironie, dar o panorama care nu se rezuma
la o simpla descriere, ci se angajeazad in

dialog; un dialog, pe de o parte, intre
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expertii consacrati, pe de altd parte, intre
ei si Veronica. Ideile lansate de savantii
ironiei, dar §i nuantele de idee sint tot
timpul corelate iar strategia Veronicdi nu
se rezumd la simpla Insiruire de viziuni
trase In rezumate, ci constd mai degraba
in punerea lor in relatie, in confruntare,
ceea ce denotd o bund memorie a ideii si
mai ales o buna conduita a dezbaterii. De
remarcat §i felul in care se face legatura
intre expertii occidentali si protagonistii
dezbaterii romanesti, integrati astfel intr-
un circuit firesc al ideii.

Odata clarificate aspectele mai
de

formelor

teoretice, cele legate evolutia

conceptului  si  a ironiel,
Veronica trece la aspecte mai pragmatice,
oprindu-se asupra functiilor ironiei si
asupra modelului de comunicare ironica.
St aici, in privinta mesajului ironic si a
conotatiilor sale, discutia se poarta
argumentat si documentat, tot sub forma
unui simpozion la care sint convocate
nume de rdsunet si urmadrind atent firul
de desfisurare poetici a ironiei. In acelasi
fel sint discutate si functiile ca atare ale
ironiei, si ele indreptate prioritar spre
functionalitatea literara a ironiei. In urma
acestor dezbateri, autoarea se va opri la
patru forme de ironie ,,mimetica’,
,subversiva”, | dramaticd” si ,,nihilista” —
pe care, in capitole distincte, le va
specifica prin investigatii aplicate la
operele poetilor amintiti.

Primul dintre aceste tipuri, ,,ironia
mimeticd”, cea ,care ia chipul si
asemdnarea unor terte partl”, reprezintd
o componenta a parodiei sau intretine
relatii structurale cu discursurile parodice.

Deosebita

grijd
distingerea celor doud categorii — ironia si

pune Veronica in



parodia — si iIn evidentierea conlucrarii
lor. Cum dezbaterea a ajuns la un nou
concept operativ — cel al parodiei - in
aceeasi maniera metodici Veronica va
deschide o discutie despre formele,
parodiei. E o
de defini

conceptele cu care opereaza, chiar daci

functiile si istoricul

modalitate  eficientd a-si
din aceasta cauza demonstratia e obligatd
sa faca citeva golfuri. Dar cum stilul
dezbaterii e unul concis, extrem de

de

limpezire ramin strict eficiente, $i nu

economic, asemenea  patanteze
deviante. Perseverenta pe idee, pe temai e,
de altfel, admirabila, cici Veronica se tine

de

conceptual odatd definit, el e aplicat, in

scal tema asumatd. Operatorul
primd instantd, asupra parodiilor lui
Topirceanu, parodii ce stau ,,sub semnul
unei dependente contradictorii fatd de
modelul lor”. Relatiile dintre hipotext si
hipertext — concepte luate de la G.
Genette si cu care opereazd acurat si
Veronica — sint minutios expuse apoi
intr-un excurs analitic. E poate pentru
prima data cind autoarea se intinde peste
cit e necesar demonstratiei, intrucit sirul
analizelor devine repede redundant in ce
priveste ideea urmaritd. E vorba, in
aceasta situatie, de o calitate folosita in
exces, Intrucit se vede din capitolele
urmitoare ca analizele, un fel de c/se
reading-uri, reprezinta una din voluptatile
cercetarii. Modalitatea de a le inlintui
aceste aplicatii analitice contribuie si ea la
impresia de exces, Intrucit concluzia —
sau sintetizarea notelor — vine doar dupa
saturatia analitica. In aceeasi maniera sint
trecute in revista parodiile soresciene din
Singur  printre  poeti, parodii cu dubld
pe de o

intentionalitate: parte,
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discreditarea formulelor proletcultiste, pe
de alta, sustinerea formulelor in care
promiteau sa se afirme congenerii. $i la
Sorescu liniile de analiza se desfac pe cele

doua tipologii parodice — clasicd si
moderna  (dupa  criteriile  Lindei
Hutcheon) — cu reliefarea notelor

distincte pentru fiecare tip. As zice ca si
aici plicerea de a intirzia in analize nu
prea si-a pus margini.

Practic, investigatia  dedicata
,ironiel mimetice” nu este decit uvertura
investigatiilor rezervate formelor
propriu-zis poetice ale ironiei. Aceste
investigatii incep prin abordarea ,,ironiei
subversive” si se focalizeaza asupra celor
trei poeti selectati ca reprezentativi (ce-i
drept, puteau fi si altii — sau tripletele
puteau avea alte elemente, dar cum e
vorba de trei structuri poetice extrem de
diferite, Geo

Dumitrescu, Marin Sorescu si Mircea

optiunea pentru
Ivanescu se dovedeste utila demonstratiei
tocmai datorita diferentelor marcante
dintre ei). Actiunea ,,subversiva” a ironiei
are, la rindul ei, trei strategii — fronda,
demitizarea si refuzul, pe care autoarea le
va descifra, pe nuante, in poeticile celor
trei. De pilda, la Geo Dumitrescu ea va
sublinia caracterul dual al actiunii ironice
/.../ neagi,
discreditind si zeflemisind, dar plasind in

care, ,pe de o parte
locul discursului promovat un altul /.../
il promoveaza indirect si pe acesta”. Cu
aceeasi grija la nuante — si la ambiguitatile
antrenate de ironie — e urmarita si poezia
de ,fronda exuberanta” a lui Marin
Sorescu, cu apel sistematic la exegezele si
interpretarile anterioare, dar si cu
distantdri ferme de — macar unele dintre

— ele. Cind e coplesitd de numele cu care



e in dezacord, Veronica polemizeaza
de dar

sa-si  formuleze

printr-un  protocol omagii,

reuseste  intotdeauna
pregnant punctul de vedere; cum face,
de

Manolescu

bunioara, 1in aceastd despartire

Manolescu: ,,Credem ca
intelege aici prin ironie antifraza directa,
poanta, persiflarea obraznica si simpatica,
de care Sorescu nu e, cu siguranta, strain.
Dar ironia merge mai departe de-atit”
etc. ,,Fronda obositi” a lui Mircea
Ivinescu e a treia formula ironica asupra
cireia autoarea de opreste, inainte de a
celelalte ironice.

trece la strategii

Analizele  sint,  desigur, tematice,
urmarind metamorfozele ironiei, dar ele
nu pierd printre degete complexitatea
poeziilor — si a poeticilor. De altminteri,
desi urmiresc elementul structural al
ironiei, analizele, impletite in functie de
atitudinile ironice asumate de poeti,
merg, in intregul lor, spre o configuratie
monograficd. Dupd parcurgerea tuturor
celor trei categorii de atitudini ironice,
tiecare poet se alege cu o interpretare
care poate deveni autonomd. Impletirea
lor, privirile succesive printr-o anumita
grili (care e intotdeauna o forma a

ironiei), fac insa mai spectaculos intreg

demersul.
Coerenta 1In demonstratiile si
distinctiile teoretice si deosebit de

aplicatd in exercitiile analitice, Veronicai
are instinctul de consecventd a ideii si
foloseste  rigoarea argumentatiei in
favoarea acesteia. De o elevati tinutd
conceptuald, atenta la nuante si la
prefaceri, Veronica parcurge un traseu
dificil, printr-o bibliografie extenuanta,
nu doar bogati. Dar o bibliografie

asimilatd si de la care pornind ea isi
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formuleaza  propriille  observatii  si
distinctii. E un act de curaj cd, dupa
atitea clasificiri ale atitudinilor ironice, ea
reuseste sa vina cu propria clasificare,

de
anterioare ale ironiei. Grila modaliti;ilor

chiar daca sugeratd exegezele
ironice pe care o aplicd in lectura analitica
nu e una indusi, ci una dedusi din
concretul operelor, ceea ce demonstreaza
ca teoreticianul din Veronica a trecut
printr-un pios exercitiu de adecvare la
opere. Cercetarea, desi tematica in felul
ei, nu d wine un pat al lui Procust pe

sacrificate toate

Din
Veronica stie ca trage doar de un fir

salteaua cdruia sunt

notele  extra-tematice. contra,

dintr-un ghem in care sunt incilcite multe
Dest
cercetarea ei are simtul — si nostalgia —

alte fire. premeditat  partiala,
integralititii operei. Pe scurt, debutul
Veronicai Buta e o demonstratie de

devotament si competenta.

Al. CISTELECAN

Nichita Danilov, Portrete fird rama,
Editura Tracus Arte, Bucuresti, 2012

Portrete  fard cartea lui
Nichita Danilov,

privinte, volumele de crochiuri literare

rama,
continua, in multe
anterioare, Apocalipsa de carton si Urechea de
carpd. E vorba, in toate aceste carti, de
tablete aflate la intretdierea mai multor
genuri literare, in care documentul
memorialistic §i reprezentarea realista se
intretaie cu impulsul ironic, cu fantazarile
retractile sau cu volutele livresti-
sarcastice. Un text din acest volum se
intituleaza, nici mai mult, nici mai putin

decat De la Shakespeare la Cartdrescn. i



inapoi. E vorba de relatarea, cu sarjele si
sarcasmul de rigoare, a vernisajului unei
expozitii de grafica intitulate De /a
Shakespeare la Cartarescn. Titlul sugereaza,
desigur, corelatia national-universal, dar,
cu toate acestea, aliturarea celor doua
nume este, pe cat de flatantd pentru al
doilea, pe atat de riscantd, prin lipsa de
tact, totusi, a conjunctiei lor. Despre titlu,
Nichita Danilov ,,Citindu-1

chiar unii exegeti ar putea sa strambe din

constata:

nas. In ce ma priveste, cred ca e cat se
de
propulsa

poate inspirat. Cum ne putem

valorile  nationale,  decat
punandu-le intr-un context universal?
Shakespeare si Cartarescu suna minunat.
Din pacate, lumea noastra literara e
meschind si nu poate intelege nici
strategia, nici mdrefia unui astfel de
eveniment. De ce nu Shakespeare si

de

Cirtarescu? se vor intreba multi dintre

Eminescu, ce Shakespeare si
cel ce nu reusesc sa vada lumea decat
prin prisma propriului orgoliu: Eminescu
se afla «sub zodia cliseului», el nu mai e
«poetul nepereche», «Luceafirul poeziei
romanesti», ci un cadavru ascuns in
debara, de care ar trebui sa ne lepidam
pentru a putea intra cu fruntea sus in
Europa (...). La brat cu Shakespeare,
Mircea Cirtarescu poate trece mult mai
usor peste hotare. Eminescu la ce i-ar

')’

folosi?!”. Coroziva, impenitenta, robusta,
ironia lui Nichita Danilov se abate si
asupra unor titluri sau enunturi la fel de
buclucase ce il privesc tot pe nemuritorul
autor al Levantului. De pilda, Dan C.
Mihailescu

,Cartirescu ne-a transformat pe toti in

scrie, abulic-resemnat:
simpli glosari”. Sau, alt titlu: Cartarescu a
primit - preminl  Nobel de  la

cititorii
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«Cotidiannlui». In fine, inci unul,
sanctionat de autor: Jos labele de pe Mircea
Cartarescu. O scend memorabila, relatata
cu nerv si instinct epic de Nichita
Danilov, e cea din La Dinescu. Agteptandn-
[ pe Exgheni. Danilov intentiona sd ii ia un
lui Evtusenko si

interviu Evgheni

descrie, cu vervd, detalii savuroase,
imaginatie plasticd scena gatitului meset
de catre poetul-bucatar Mircea Dinescu
(,Gatitul pentru Mircea deschidea si
apetitul pentru poezie. In timp ce agita
pe foc tingirile, Mircea Dinescu isi
depana in minte gandurile. Bucitiria
reprezenta laboratorul sdu alchimic, unde
poetul isi distila pand la esenta versurile.
Mirosurile il inspirau, ficand sa-i palpite
narile. Metaforele se derulau in fata sa,
amestecandu-se cu fumul si cu aburii
grosi ce se ridicau spre tavan. Poetul le
prindea din zbor si le baga in insectarul
sau imaginar, populat de fluturi si de
demoni meschini. Aflat mereu in crizd de
timp, nu avea rabdare sa se aseze la masa
de lucru pentru a-si scrie poeziile sau
pamfletele. Biroul siu de lucru era fie
bucatdria, fie masina ce-l purta de la
Bucuresti la conacul sau de la Cetate sau
in alte locuri. Aflat la volan, poetul nu
avea astampar. Conducea atent, dar se si
gind & la ale lui. In timp ce sofa,
Dinescu conversa cu invitatii, rispundea
la telefon sau 1ii dicta Masei tabletele
pentru ziar. Masa le scria intr-un carnetel,
apoi 1 le citea. Mircea revenea asupra lor,
schimband anumite cuvinte si expresii,
pand cand textul prindea irizari de
Am asistat la o astfel de
de

neastamparul sau creativ. Apropiindu-ma

diamant.

calitorie si mi-am dat seama

acum de Mircea, am vrut sa-1 intreb ceva,



dar poetul, ducandu-si aratitorul la buze,
imi ficu semn si tac. In sfarsit, dupid ce
agitd tigaia in aerul plin de miresme,
spuse: «Cand se cdlesc ciupercile sau
ceapa, ¢ nevoie de ticere, altfel gustul
iese amarui... La fel se intampla si cu
poezia...». «Genial, de-a dreptul genially,
rosti Evtusenko, rdsirind ca din pamant
in fata noastra, balibanind o balalaicd”).
Un alt

literaturii plasticizat cu umor, ironie si

personaj al comediei
verva satirica de autor e Mihai Gaildtanu,
care vola, in timpul unei vizite in
Vietnam, nici mai mult nici mai putin, sa
pund la cale ,,un pod comercial” pentru
exportul din Romania a unor traverse de
cale feratd, Romania primind in schimb
perle si piper. O scena din camera de
hotel e memorabild, prin umor si spirit
fantezist, prin descriptia sumara, expusa
in grild realist-magica (,,Galitanu stand
pe jos, in pozitie de lotus, si dirijand cu
telecomanda un trenulet cu o multime de
vagoane, pe care il achizitionase, pentru a
se deconecta, de la supermarketul de-
alaturi. Cateva soparle coboraserad de pe
peretii tapetati cu flori d elotus, unde
statusera lipite toata ziua, $i acum se
de

confectionate din bucitele negre de

apropiau micutele traverse
plastic, rotindu-si ochii dupd locomotiva
care, urcand o curba-n panta abrupta,
incepu sa scoatd rotocoale de fum pe cele
doud cosuri, umpland camera cu un
puternic miros de wvanilie. «Ai vazut
minunear», exclama poetul cu o mina
fericitd. «Am vazut», am zis, destupand o
sticla de sampanie...”).

ale

Portretele  literare

(Virgil
Marin, Emil lordache, Ion Zubascu) se

unor

scriitori Mazilescu, Mariana
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impun prin plasticitatea §i savoarea
detaliilor, prin antiteza dintre pitorescul
anecdotic si tensiunea spre esentialitate.
Memorialistul-portretist ~ retine  gestul
semnificativ, postura revelatoare, ticurile
verbale, pitorescul si insolitul. Volumul
lui Nichita Danilov cuprinde si cronici de
carte, consacrate unor scriitori
nouazecisti si douamiisti, precum Caius
Nicolae Daniel
Serban Stefan

Manasia, cronici scrise intr-o maniera

Dobrescu, Coande,

Banulescu, Axinte,
sobra, mai degraba descriptiva decat

analitica, rezumativa in aprecieri si
narativa cu masurd. De altfel, pe coperta
cartii, Nichita Danilov isi caracterizeaza
cu luciditate propria maniera de a scrie si
de a descrie comportamente, moduri de
viatd, biografii si destine (,,Am cautat sa
percep autorii dupd putinta mea. I-am
privit prin intermediul ocheanului intors,
micsorati in perspectiva timpului = si
spatiului unei pagini scrise, dar si cu
ajutorul lupei, marind detaliile. Dacad in
unele locuri am ajuns cu sau fard voia
mea la caricaturd, aceasta s-a datorat
taptului cd in portretul fiecirui autor m-
am vizut pe mine insumi”). Asumandu-
si, In deplin exercitiu de sobrietate,
luciditate si  sinceritate autoanalitica,
tinuta unui moralist atent la detalii, care
isi asuma deliberat o postura de spectator
situat iIntr-o pozitie marginald, autorul
pune mereu sub semnul interogatiei

de
insuflandu-le o posturd sau o conduitd

lucrurile anvergurda  solemna,
ludica, fantezist-itonici. Semnificativa e

scena raticirii  prin  Bucuresti, in
compania poetului Virgil Mazilescu (,,In
dreptul celebrului plop Gicd, ne iesi in

fata un caine negru. «Cainii negri sunt de



bun augurm, murmura poetul. «Atunci se
cuvine sa-1 cinstim», am zis si, scotand
din buzunar o bancnota de o suti, l-am
momit si vind la mine. Dand din coad3
cainele se apropie. Am umezit bancnota
si i-am lipit-o pe bot, ca la muzicanti. «n
noaptea asta, i-am spus, nu uita sa canti
la violoncel» Cainele diadu din coada
ascultator. «Poate ai si gisesti si vreo
citea sa-ti tinad isonul.» Bravam.
Incercam si ma compott, cum se spune,
cat mal socant, voiam si-1 impresionez
pe Mazilescu. Autorul lui Guillaume tre-
buia sa inteleaga, odata si pentru totdeau-
na, cu cine avea de-a face. Caracterul
poetului trebuia probat prin gesturile
sale. Pentru a-i aduce un omagiu lui
Baudelaire, Nichita Stanescu isi risese o
spranceand. Eu cui 1i aduceam omagiu?
Poate lui Esenin, poate lui Virgil, poate
lui Nichita, poate mie insumi! Chiar daca
veneam din provincie, aveam si eu,
totusi, ticurile mele. Memoria confratilor
din capitald trebuia bruiatd cu o poveste
insolita”.

Posesor al unui stil baroc, aici
obiectiv, aici delirant, Nichita Danilov
este, rand pe rand, in prozele sale, rafinat
si ceremonios, fantezist si ludic, naiv si
sentimental, conciliant si ndbadaios,
energic si retractil, reusind sa-si dozeze,
cu artd a nuantei, umorile, stipanind, pe
de alta parte, arta persuasiunii si retorica,
jucatd, a naturaletii stangace. Orchestrate
cu rigoare, supuse tuturor

regulilor

genului, portretele impun prin
autenticitatea lor casantd, dar s§i prin
frenezia utopicd sau aerul lor fantezist-
histrionic. De o incisivitate benigna,
totust, i

portretele  demitizeaza  si

umanizeaza simultan figuri de prima

174

mana ale literaturii romane, conform
devizei: “Niciun scriitor nu se poate
ascunde dupa defectele cu care scrie”.
Prin  valorificarea  beneficiillor  si
Nichita
Danilov ne ofera, in Portrete fird ramad,
pagini de

crochiuri memorabile,

dezavantajelor anecdoticii,

dense naratiune, dar si
sugestive  prin
verva pamfletara, detenta morala si

dimensiune ludic-ironica a scriiturii.

Iulian BOLDEA

Maria Chetan, Stefan Aug. Doinas.
Ipostaze ale operei: evocdri, prozi,
teatru, aforisme, Editura Junimea,
Iasi, 2015

Doinas e un subiect asediat cu
voiogie din toate partile, inclusiv — de nu
mai ales, in ultima vreme — din cele
vulnerabile. I se aplica toate modalitatile
de lecturd, in speranta ca macar vreuna i
se potriveste. Efectul acestei campanii
exegetice e de-a dreptul dramatic: de nu
sensurile operei lui Doinas, macar
unghiurile de abordare a ei par saturate,
de nu epuizate. Noroc doar cu marea

de din

temerare interpretari care nu se sfiesc sd

cantitate redundanta aceste
batid, chiar in materie si virtuozitate
interpretativa, pasul pe loc. E drept cd
asaltul se poartd mai cu seamd asupra
poeziei (si biografiei apocrife), restul
creatiei doinagiene — rest nu mic si nu
lipsit de relevanta, ba din contrda —
de

aceeea ideea Mariei Chetan de a se opri

raminind mai in umbrd. Tocmai
cu precadere asupra creatiei non-poetice

nu e doar inspiratd, ci si isteatd si



binevenitd. Ba chiar — de ce nu?! -, cum
zice Virgil Nemoianu pe coperta acestui
volum de debut ($zfan Aung. Doinay.
Ipostaze ale operei:  evocdri, prozd, teatru,
aforisme, BEditura Junimea, lasi, 2015) —
“originald” si “neasteptatd”. In virtutea
acestei idei Maria Chetan bate cu migald
Si rigoare toate marginile creatiei rimase
de la Doinas: proza, publicistica, teatru,
aforisme, memorialisticd si, inevitabil,
de
diversitate de genuri si modalitati literare

opera traducator. O asemenea
impune cercetirii maxima suplete si
abilitatea de a siri de pe un registru
exegetic pe altul. Ca metodd si metode,
Maria se adecveaza intotdeauna la spiritul
si specificul genului de care apartine
opera  asupra  cdreia se  opreste,
potrivindu-si din mers instrumentele.
Nu-i, astfel, de mirare cd gisim in
cercetarea sa atit pasaje — foarte utile — de
istorie literard mai pozitivistd, cit si lecturi
aplicate, care merg spre cercetarea infra-
textuald. Nu mai putin o alternanta intre
registrul aplicat pe texte si cel de
limpezire a conceptelor si instrumentelor,
frecvente in

precum si  popasuri

dezbaterea ~mai teoretica, popasuri

solicitate de ideatia literard a lui Doinag
sau de necesitatea unor contextualizari
limuritoare. Avem de-a face cu o

cercetare care-si exploreazd metodic
domeniile, avind in spate o bibliografie
de

serveste cu folos si gratie. Ba chiar cu

impresionanta, care autoarea se
mai mult decit simplu folos, caci adesea
pasajele sale exegetice sunt incitate de
observatii fugare facute in cadrul criticii
anterioare. Fac doar un exemplu de

de astfel de
incidentale.

scrupulozitate incitatd

afirmatii fugare sau
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de Alex.

Stefanescu referitoare la proza lui Doinag

Provocati afirmatia  lui
— consideratd cam “borgesiana” -, Maria
purcede numaidecit la o investigatie
migiloasd si la un inventar riguros al
punctelor de apropiere din prozatorul
Doinas si prozatorul Borges. Ea aduce
toata argumentatia necesara si
doveditoare in sprijinul intuitiei enuntate
doar in trecere de Alex. Stefinescu — si o
aduce prin analize comparative de text si
prin confruntari de idei si modalitati intre
cei doi autori. Cam acesta ¢ modul —
care Maria se

strict pozitiv — 1In

raporteazd la  exegezele anterioare,
profitind, ori de cite ori are prilejul sd
intilneascd vreo afirmatie neargumentata
sau insuficient argumentata, pentru a o
(re)argumenta ea cu surplus. Cunoscind
aproape pe de rost bibliografia critica
dedicata lui Doinas, ea poate face in mod
spontan trimiteri, dar $i poate contura
oricind un tablou — concis — al receptarii
fiecarui punct din operd. E ceea ce se
intimpla la fiecare din secventele — sau
ipostazele, cum le numegte ea — creatiei
lui Doinas, indiferent care ar fi acestea
(fie ele si ipostaze “biografice”). Pentru
economia §i coerenta demonstratiei a
fost idee buni si renuntarea la vreun
capitol dedicat poeziei (chiar daca-1 va fi
simtit ca imperativ), fapt care a ajutat-o
Dar

nostalgia acestui capitol absent se simte,

sa treaca imediat la chestiune.
mai cu seama cind Maria subliniaza — si
pe drept, si cu afect — coerenta creatiei
doinagiene (si a conceptiei creative nu
pe

insumarea de ipostaze. Aici e si punctul

mai putin), o coerentd bazatd

tare — dar si cel delicat — al demonstratiei:

in  revelarea  coerentei nu  prin



subordonarea ipostazelor (celei lirice,
fireste), ci prin cooperarea lor. O usoari
si partizana tendinta de a da relief
suplimentar ipostazelor non-poetice e,
inevitabil, vizibild. Dar nu daunitoare.
Tratamentul creatiei meta-poetice
se dovedeste unul nu doar migilos, cu
lecturi lente, cit mai incetinite $i mai
staruitoare, ci si unul bine regizat, cu

initiative  inspirate in  structurarea
demersului explorativ. Abordind,
bunioara, spre final, aforismele lui

Doinas — gen greu de administrat, in
general, Intr-o exegeza -, Maria are
inspiratia de a face un tablou comparativ
intre aforistica mai tuturor membrilor
Cercului literar, ficind ea insdsi — unde
nu erau — antologii de aforisme extrase
din opera celorlalti autori (inclusiv din
scrisori). Cam in acelasi mod e analizat si
interpretat si teatrul lui Doinas, pus in
strinsa relatie cu cel al lui Radu Stanca si
cu ideile acestuia despre tragedie si
Astfel de

confruntiri — dincolo de

teatru. paralelisme  sau
reliefarea
caracteristicilor doinasiene prin contrast
— aduc un plus de ritm si diversitate
De

cam

exegezel. asemenea  prezentari

beneficiaza toate documentele
programatice ale Cercului literar — a carui
viatd s activitate, pind la agonia
euphorionismului, e, de asemnea, repunctata
ca reper contextualizant util. Nu sunt
trecute cu vederea nici optiunile sau
empatiile politice ale cerchistilor, chiar
daca, dupa cum constatd autoarea,
cerchistii s-ar fi vrut “apolitici”. Istoria
nu i-a lasat insd. Se poate constata mai la
fiecare cotiturd a cercetirii un interes viu
innoirea

pentru perspectivelor si  a

conceptelor sau oglinzilor in care opera —
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sau personalitatea — lui Doinas e
reflectatd. Un exemplu — dar departe de a
fi singurul — e aplicarea conceptelor de
paratopie, de 1la

Maingueneau, in descifrarea destinului lui

luate Dominique
Doinas, a cirui paratopie spatiald, din zorii
comunismului, devine, i1n mod dramatic,
O paratopie identitard. Tot inovativ e si
apelul ficut — cind vine vorba de
cercetarea memorialisticii-publicisticii lui
ticute de el

Doinas, a portretelor

profesorilor sau prietenilor — la concepte
din

amindoua ale deschiderii de orizont de

luate morfopsihologie, semne
care beneficiazid cercetarea, dar mai ales
semne ale capacitatii de adaptare la
spiritul operei. E un fundal empatic pe
care se misca toatd cercetarea desfasurata
de Maria Chetan, vizibil mai cu seama in
gesturile de tandrete exegeticd prin care
autorul e rasfitat sau consolat, dupa caz.
Intrucit, de pilda, Evocari-le lui Doinas n-
au avut chiar ecoul dorit de autoare,
aceasta sare indati in sprijinul lor,
asigurindu-ne cd “interesul” acestora nu
poarta doar asupra unor amanunte de
biografie (referitoare la Doinas sau la cei
evocati), ci st asupra unui “stil”’ si asupra
“viziuni”

Am

intrucit aici excesul de protectie e mai

unei personale asupra

evocatilor. ales acest exemplu
vizibil ca oriunde. latd ce zice Maria:
“Interesul prezentat de cartea Evocdri este
insa departe de a se rezuma numai la
zona biografiei scriitorului Stefan Aug.
Doinas sau a celor infitisati; aceasta este
o opera literara captivanta atit prin
informatiile oferite cititorului, cit §i prin
stilul marcat de fluiditatea frazei si de
eleganta discursului, ori prin viziunea
personald oameni sl

asupra unor



evenimente” (p. 52). Pledoaria e ficuta,
fireste, din excesul de tandrete care
animd toatd cercetarea, una deopotriva
afectuoasa si riguroasa.

Un fir, dacad nu tematic, maicar
vadit

devotament - e cel al relatilor — pe

sub-tematic —  urmdrit cu
multiple planuri — dintre Blaga si Doinas,
fir desfasurat de la punctul in care relatia
era profesor-discipol pind la disocierile
de idee si actiune literard dintre cei doi
(consistenta acestui fir intdreste, indirect,
ideea lui Virgil Nemoianu potrivit careia
fost/ a
concurential al lui Doinas). Ideile lui

Blaga a devenit modelul
Doinas sunt, de reguld, specificate prin
asemenea “dialoguri” (chiar si cele din
cronicile dramatice sunt supuse unei
confruntari, atit cu cele ale lui Liviu
Rusu, cit si cu cele ale lui Radu Stanca). E
o procedare eficientd si animata. In
general, Maria Chetan citeste totul cu
lupa, identificind cam toate detaliile
ascunse in tesatura textului doinasian (si
indeosebi in unde

proza  acestuia,

de

Incursiunile in infra-text sunt coroborate

analizele sunt veritabil scrupul).
cu observatile de context, cu o buni
cumpanire a imbinatiilor sau rupturilor.
Intre cartile despre Doinas, nu
putine de-o vreme, cea a Mariei Chetan
si-a gasit un loc aproape fericit (caci
destul ferit si putin deranjat de alte
expeditii extra-poetice). Ideile istete au

mai mereu destin bun.

Al. CISTELECAN
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Iulian Boldea (coord.), Mircea
Muthu. In otizontul sintezei, Editura
“Arhipelag XXI”, 2014

Sub
Boldea, editura “Arhipelag XXI” a initiat
o serie de volume colective de exegeza,

coordonarea lui Tulian

dedicate unor personalitati prestigioase

ale literaturii, teoriei i istoriografiei

literare romanesti contemporane.
Reunind voci critice si perspective de
interpretare din cele mai diverse (si
ilustrand generatii de creatie diferite, in
succesiunea lor cronologica), Mircea
Muthu. In orizontul sintezei e, in aceastd
serie, o carte cat se poate de elocventa
pentru atuurile evidente ale acestui
concept editorial, care functioneazi, in
esentd, ca o bazd de date monografica si
bibliografica deopotrivd. Numai ¢4, in
de date

cloud”,

bazelor
the

accesibile online si alcatuind ierarhii in

epoca virtuald a

electronice, postate “in

virtutea unor principil scientometrice
uneori excesiv absolutizate (vezi metoda
factorilor de impact, credibild ca mijloc
de evaluare in stiintele exacte dar cel
putin discutabild in cele umaniste) — un
astfel de volum de exegezd e girat de
aparent vetustul, azi, criteriu al valorii
obiective a colaboratorilor si

perspectivelor propuse, actionand
oarecum canonic, cu toate triscurile de a fi
acuzat de vreun anacronism. Am putea
spune ca avem In fatd un volum
conceput Intr-un spirit conservator si
riguros deopotriva, grefand originalitatea
si spontaneitatea unor puncte de vedere
pe o structura clasica, certd, de exercitiu
analitic academic, rezultatul scontat fiind

o sinteza credibild si creditabild ce



reprezintd un reper major pentru

receptarea  criticA a  personalitatii

protagonistului vizat.
In Muthu,
exercitiul analitic porneste, dupa cum
>
Boldea in
“Argument”, de la o astfel de premisa

cazul lui Mircea

marturiseste Tulian

sintetica sl integratoare, incercand sa

recupereze o Iimagine totala (desi,
desigur, nedefinitivd, ci mai curand
posibild) a personalitatii creatoare a

profesorului clujean, dintr-un puzzle de
interpretdri a carui artd combinatoricd e
de fapt miza ultima a cartii. Liniile de
forta ale portretului sunt, de altfel, trasate
incd de pe acum: Iulian Boldea vorbeste
despre “cateva teme fundamentale”, care
ar fi exponentiale pentru intreaga opera

criticA a lui Muthu: “spiritul sud-est

european si reflexele sale literare,
raporturile dintre artele plastice i
literaturd, meditatia asupra conditiei
literaturii i criticii  literare”. La fel,
nuantele caracteristice, care dau

personalitatea criticului (cdci orice critic e

inainte de toate un stil, ca sa-1 parafrazam

pe Al Cistelecan), sunt de indatd
dezvaluite, constand, spune
coordonatorul volumului, intr-o

inconfundabila “austeritate a ipotezelor si
elevatie a frazarii”. Din rularea acestor
teme dominante sau, mai exact, ca o
fericita solutie a ecuatiei lor, rezultd
conceptul central al criticii lui Mircea
Muthu, concept ce a ficut deja carierd in
romanesc

discursul cultural

contemporan, acela al “balcanismului
literar”. Tulian Boldea introduce imediat
cateva nuante necesare, aratand ca natura
conceptului n-a rdmas pur teoreticd,

intrucat desi “Mircea Muthu l-a privit din
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perspectivi comparatd [...] demersul sau
nu s-a rezumat deloc la delimitarea unor
notiuni de ordin general, la identificarea
unor analogii $i corespondente intre
fenomene sau opere literare, ci s-a
concretului,  criticul

aplecat si asupra

recurgand la analiza ca la un corolar

necesar al  privirii  sintetice,  al
generalizarii”.  De  altfel,  aceastd
operationalizare si functionalitate

concreta a teoriei in campul literar i-au si
asigurat acesteia $i autorului ei vizibilitate
si priza in randul cercetitorilor de azi.
Proiectat ca un spatiu al
dialogului, volumul pare, in ansamblul
sau, jurnalul alcdtuit din consemnari al
unei dezbateri moderate cat se poate de
occidental (in sensul de democratic, sub
semnul unei depline civilitati reciproce).
Structura aminteste de aceea a unui
colocviu critic: mai intai 1 se dd cuvantul
protagonistului, in secventa ce alcatuieste
primul capitol, intitulat “Mircea Muthu
par lui-meme”. Sunt reproduse aici un
micro-eseu intitulat “De ce scriu? In ce
cred?” si un interviu despre “Literaturd
si orizont interdisciplinar”. Eseul imbind
confesiunea

autobiografica cu

developarea treptatd a wunei viziuni
personale asupra scrisului si literaturii. Iar
pasajele memorabile nu intarzie sa apara,
ivite dintr-o vizibild apetenta
autospeculativa, aa cum se intampla, de
pilda, in urmatorul fragment, cand, de la
o reflectie cumva melancolica asupra
esentei balcanismului, trecutd prin filtrele
lui Ton Barbu si Mateiu Caragiale, Mircea
Muthu

autoreflectie: “Transilvaneanul disciplinat

alunecd intr-o  memorabila
din mine doreSte sa circumscrie, fard

graba, o forma mentis $i asta nu poate s-o



incerce decat, iardsi, cu instrumentul siu
obignuit: cuvantul grevat cateodati de
formatia profesionala. Intr-o vreme in
care, la noi cel putin, filosofia mai mult
se povesteste decat se face, iar critica de
intampinare se sustrage adesea de la
studiul de sintezd, cred cid examenul
morfologic al formelor literare si
structurilor mentale are menirea de a
media  intre  scriitura  traditionald
(traversata, ca un fir rosu, de tentatia de a
povesti la nesfarsit) si aceea sistemica,
sintetizatoare. Iata de ce prefer cronicii
literare si recenziei studiul, daca se poate
spune asa, concentrat la cateva pagini
[...] Ca si multi altii, vad in marea
literatura o filosofie ad concretum, dupa
cum pura meditatie filosofica nu poate
elimina, cel mult obtureazd palpitul de
viatd. Descoperirea si elaborarea chiar, in
aceasta ordine, a conceptului-imagine mi se
pare normald si mai ales necesard in

de

telul”. Daca addugam faptul ca randurile

contextul interdisciplinaritatii tot
acestea sunt scrise in lunile ce precedau
ciderea comunismului, vom intelege ca
ele erau deopotriva curajoase si vizionare:
un “close reading” ne dezviluie in ele
directiile pe care se va dezvolta in
urmatorii doudzeci de ani critica noastra
studiul

etc.)

literara  (morfologie literara,

mentalititilor  si  imaginarului
precum si necesitatea imperativi a unor
sinteze.

Urmeazd, in structura cartii,
capitolul de “Interpretdri”, alcatuit din nu
mai putin de 27 de abordari ale operei lui
Muthu,

exegetic ce reuneste nume de mare

Mircea un veritabil desant
calibru ale criticii literare de azi (Cornel

Ungureanu, Irina Petras, Al. Cistelecan,
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Constantin M. Popa, Stefan Borbely,
Gheorghe Glodeanu, Mircea A. Diaconu,

Andrei Bodiu, Corin Braga, Iulian
Boldea, Dumitru  Chioaru, Dorin
Stefanescu, Andrei Terian, Angelo

Mitchievici, Cilin Craciun) precum st
cercetatori in curs de afirmare, multi
dintre ei surprinzand prin maturitatea si
altitudinea abordarilor (Dana Bizulean,
Laura Lazar Zavaleanu, Adriana Stan,
Constantina Raveca Buleu, Felix Nicolau
s.a.). Practic, Iulian Boldea are ambitia
(exersatd, pana acum, cu succes, §i in
numerele tematice ale revistei “Vatra”
sau In mai vechi volume colective) de a
trece opera protagonistului prin filtrele
succesive ale colegilor sii de generatie,
critici deja consacrati, apoi ale mai
tinerilor optzecisti si noudzecisti si, in
fine, ale criticilor in ascensiune, aflati in
pragul
intreprindere

debutului. Fireste ca e o

inedita i, In oarecare
masura, riscantd, dar cartea opereaza
cumva autentificator in ambele sensuti:
pe

perspective,

aceste

pe

protagonist, confirmandu-i acestuia, daca

de-o parte concentreaza

focalizarea lor
mai era necesar, valoarea contributiei la
evolutia criticii noastre literare, pe de alta
— prin revers — calitatea exercitiului
exegetic, abilitatea de a nu se ldsa
intimidati de subiectul cercetarilor lor,
“infidelitatea” pozitiva fata de maestru, le
de
afirmare 1n viitor celor mai tineri dintre
Cat
anvergura abordarilor si efectele acestora

certificA vocatia si perspectivele

colaboratorii  volumului. despre
pe termen lung, s-ar putea scrie enorm
(fiindcd pistele de interpretare imbie la
dezbatere, astfel incat s-ar putea genera

inca cel putin o carte plecand de la



fiecare interpretare in parte), iar texte ca
ineditul “Mircea Muthu, poet” de Al
Cistelecan, “Conceptul si deriva” de
Stefan Borbely sau “Simetrii si asimetrii”
de Cornel Ungureanu (ca sa enumar
absolut arbitrar si subiectiv doar cateva
dintre ele) ar merita citate integral.

Nu

sectiunea

mai putin valoroasa e

finalAi a  volumului, o
“Addenda” ce sistematizeaza integral
studiile despre Mircea Muthu aparute
pana in prezent in periodice si volume,
precum si  propriile contributii ale
profesorului. E reprodus, de asemenea,
ca un epilog, un interesant interviu luat

de Boldea,
gravitand tot in jurul interdisciplinaritatii

protagonistului Tulian
si abordand, cu directete, nu doar detalii
biografice ci, de-a dreptul, problema unei
poetici a criticii. Camuflate printre
intrebdri ce par generale (influenta criticii
asupra pedagogiei universitare, evolutia
in critica de azi a balcanologiei, legatura
acesteia cu comparatismul, relatia dintre
arta plastica i literaturd etc.), Iulian
Boldea premediteaza, in cateva randuri,

de

aducandu-si

abordarea unor probleme mare

greutate  si  relevanta,
conlocutorul in centrul unor dileme

fundamentale ale interpretarii. Ilar
raspunsurile sunt pe masura, asa cum se
intampla, de pilda, atunci cand Mircea
Muthu e, fara prea multe ocolisuri,
intrebat, “Cat este conservatorism, cat e
nevoie de inovatie, cata descoperire a
noutatii sau prejudecatd in actul critic?”
sau “Care e raportul optim intre atentia la
detaliu, la unic §i aspiratia spre sinteza,
propensiunea spre totalitate, intr-un
exercitiu de critica literara?”. Probabil ca

cel mai nimerit e sd inchelem supunand
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reflectiei un fragment din raspunsul
profesorului clujean la aceasta ultima
intrebare: “Problema nu constd in
inventarierea detaliului [...] ci in functia
acestuia in discursul literar sau plastic.
Iati de ce selectia ipostazelor in care
apare detaliul este si normala, si necesara,
aceasta si pentru faptul ca este unul
dintre factorii ce coaguleazd ritmul
creatiei si uneori il scoate in prim-plan ca

un basorelief sui-generis”.

Dumitru-Mircea BUDA

Ionut Pomian (coord.), Inspre i
dinspre Cluj: contributii lingvistice:
omagiu profesorului G.G. Neamfu la
70 de ani, Editura Scriptor si Editura
Argonaut, Cluj-Napoca, 2015

Volumul Inspre i dinspre  Cluj:
contributii lingvistice: omagin profesorulni G.G.
Neamtn la 70 de ani, aparut la Editura
Scriptor st Editura Argonaut, la Cluj-
Napoca, anul acesta, reuneste o serie de
studii lingvistice dedicate acestui Maestru
romanesti:

al  gramaticii profesorul

clujean G.G. Neamtu. Materializarea
acestei idei extraordinare — omagierea
unui ,,nume emblematic” al Scolii clujene
de gramatica — i apartine lui lonut
Studiile

precedate de doud

Pomian. lingvistice ~ sunt
»schite de portret”,
una semnatd de coordonatorul volumului
(,,G.G. Neamtu la maturitate. Schita de
portret sentimental”) si cealalta de sefa
Departamentului de limba romand si
lingvistica generala, Daiana Cuibus.
Lingvisti din toate centrele mari

Bucuresti,
Tg.-

universitare

(Cluj-Napoca,

Timisoara, lasi, Sibiu, Oradea,



Mures, Arad, Pitesti, Satu Mare, Baia
Mare), dar si din Franta sau Italia si-au
adus aportul la realizarea acestui volum.
Vorbim, astfel, despre: Gabriela Pana
Dindelegan, Rodica Zafiu, Daiana
Cuibus, Mihaela Gheorghe, Valeria Gutu
Romalo, Luminita Chiorean, Sergiu
Drincu, Lizica Mihut, Ileana Oancea, L.
Funeriu s.a.

Studiile din volum se axeazd pe

de
sociolingvistica,

probleme morfologie,  sintaxa,

lexicologie, lingvistica
generald, semiotica etc. Articolul Valeriei
Gutu Romalo trateaza istoria articolului

din perspectiva gramaticii limbii romane:

incadrare  gramaticala, diferente de
descriere si interpretare pe parcursul a
doua secole (de la  perspectiva

structuralistd la cea functionala).

Intitulandu-si studiul ,,Gramatica
formelor omonime A”, Gabriela Pana
Dindelegan abordeaza, astfel, una dintre
temele constante ale lui G.G. Neamtu,
lingvista concentrandu-se atat asupra
limbii romane contemporane, cat si
asupra limbii romane vechi. Autoarea
demonstreaza ca, indiferent de ocurente
(cu exceptia auxiliarului §i a interjectiei),
ipostaza ,,a” este direct legatda de forma
originara de prepozitie sau de cea de
determinant, acestea din urma pierzandu-
si valorile initiale, datoritd diferitelor
procese de gramaticalizare, compunere
sau elipsa.

Luminita Chiorean abordeazd in
articolul siu tema conectorilor textuali,

de

pragmaticalizare a adverbului. Autoarea

cu accent asupra procesului

face un inventar al adverbelor cu functie
discursiv. -  pragmatica, respectand
clasificarea propusa de GBLR 2010 si il
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alege dintre acesti conectori pe ,,mai’
pentru a intreprinde o interesantd analiza
pragmastilisticd a  discursului  poetic
(bacovian, stanescian, eminescian).
Dintre articolele care au ca tema
preocuparile lui G.G. Neamtu retinem:
,»G.G. Neamtu si Predicatul in limba
romana” al Mihaelei Sectieru sau ,,G.G.
Neamtu i

gramatica neotraditionald

clujeana” al Valericai Sporis. Primul
dintre acestea se opreste asupra ideilor

teoretice esentiale ale cartii lui G.G.

Neamtu si a catorva subiacente,
recunoscand importanta acestora, in
ciuda declaratiei neagrearii tuturor

solutiilor interpretative sau chiar de
terminologie. De pildd, autoarea ia in
discutie conceptele de,,forma sintactica”
si ,,continut sintactic”’ sau problematica
sintactic dintre

raportului subiect si

predicat, recunoscand si apreciind clar

dezambiguizarea teoriei sintactice a
interdependentei  dintre  subiect i
predicat. De  asemenea, problema

acordului ca marca sintactica a raportului
sintactic dintre subiect si predicat si in
mod special predicativitatea verbului ,,a
f1” sunt validate cu argumente forte de
natura gramaticald. Autoarea subliniaza
meritul gramaticianului: ,,Este pentru
prima data in lingvistica romaneascd cand
sintagma gramaticald a PN e descrisa atat
static, cat si dinamic, adica din toate
perspectivele sale interne si externe,
astfel incat mecanismul functionarii ei sa
tie relevat pe deplin” (p. 580).

Studiul Valericai Sporis se axeaza
pe cateva ,aspecte relevante cu care se
identifica numele lui G.G. Neamtu™
statutul gramatical al lui ce/ (cea, cei...),

statutul gramatical al lui @/ (4, a: ...) sau



problema predicatului nominal,
evidentiind stilul demn de apreciat al
lingvistului, marcat de o ,,argumentare
ferma”, de acuratetea discursului, de
»demersul dirijat profesionist in materie
de analizd gramaticala”.

Colegul de breasla, Vistian Goia,
ii dedica, la randul lui, doua pagini de
pe G.G.

Neamtu drept un om al echilibrului, un

aprecieri, caracterizandu-1
profesionalist excelent, urmas ,,fidel” al
lui D.D. Drasoveanu.

Valoarea volumului sporeste prin
Addenda care cuprinde ,,fragmente de
ale  renumitului

viatd” gramatician,

randuri scrise chiar de citre acesta, intr-

de

oralitate (dupa cum afirma chiar autorul

un stil personal, aparte, marcat
lor), de umor si pe alocuri de ironie, dar
denotand fara discutie grija profesorului
de limba romana pentru exprimarea
corecta. Farmecul acestor pagini este
aparte, in ciuda faptului cd gramaticianul
nu-si recunoaste si ,veleitatile literare”
(desi, dupa cum marturiseste, incepuse
Facultatii  de

intentia de a deveni , literat”). Amintirile

cursurile Filologie cu
din primii ani de studentie, intalnirea cu
oamenii deosebiti care-i vor schimba
hotirarea initiald (Romulus Todoran,
D.D. Dravoveanu), anii petrecuti in
Germania si Franta ca lector de limba
romand, descoperirea pasiunii pentru
dulgherie si tamplarie, promovarea pe
post de conferentiar, amintiri incircate
de nostalgie sau umor despre prietenii
frumoase, chiar preferintele culinare sau
vestimentare contureazd imaginea unui
om pe care nu se poate sa nu-l indrigesti
si a unui profesor pe care nu se poate sa

nu-1 respecti.
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Oamenii , mari” meritd volume
omari”: cele 800 de pagini pe care
volumul omagial le numara si cle 95 de
nume semnatare ale articolelor sunt,
credem, o dovadd in plus a aprecierii
muncii acestui distins profesor: G.G.

Neamtu.

Maria-Laura RUS
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