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AUTENTICITATE SI IDEOLOGII IN
LITERATURA DOUAMIISTA

Adriana STAN

Institutul de Lingvistica si Istorie Literara .Sextil Puscariu” al Academiei Romane
Sextil Puscariu Institute of Linguistics and Literary History of the Romanian Academy
Personal e-mail: adrstan@yahoo.ca

AUTHENTICITY AND IDEOLOGIES IN THE LITERATURE OF THE 20008

This article attempts to provide an ideological and typological account of the realist wave that emerged in Romanian literature
around the year 2000. By challenging the mostly interliterary readings that related millennial fiction to or against pre-1989
literary history, I assume the premise of the cultural and political shift of postcommunism in order to point out the indehtment
of this literary movement to the ideological imaginaries established in the public space of the 1990s. I henceforth explore the
typological consequences of the post-1989 climate by arguing that millennial realist aesthetic remained shortsighted in its scope
of social observation and its anti-capitalist claims due to the young writers’ instinctive allegiance to neoliberal discourses of the

free individual that coalesced with the biographical writing devices in which this fiction voluntarily confined itself.

Keywords: postcommunism, realism, authenticity, biographical writing, social observation.

Imi propun si analizez in acest articol modul in care a aparut
si s-a manifestat in literatura roman la inceputul anilor 2000
Jhevoia unui realism” care ,8a nu fie doar un drum posibil (...),
ci insdsi implinirea artisticA™. Cea mai frecventa explicatie
critica de pana acum leagd emergenta realismului douamiist
de succesul literaturii confesive* care a monopolizat piata
de carte romaneasca imediat dupa Revolutie, in raspuns la
foamea de ,adevir istoric” agravata de-a lungul unei decade
oplzeciste pline de restrictii. In acea primd parte a anilor
00, pe valul sentimentului anticomunist intens promovat de
elitele intelectual-artistice locale (si raspunzator de crearea
unor branduri ca Humanitas), memorialistica s-a transformat
rapid intr-un discurs exemplar. Refunctionalizarea cea mai
importanta a genului a avut loc in istoriografia comunismului,
unde trecerea de la pozitivismul dogmatic la aga-zisa abordare
testimoniala (in fapt, marcat emotionala si unidirectionald) s-a
intemeiat tocmai pe literatura confesiva, fiind salutata cvasi-
unanim ca un progres metodologic>.

Totusi, consecintele acestui moment nonfictional asupra
literaturii locale au fost intarziate si mai degraba incerte. Cel
putin in prima jumitate a anilor ‘9o, decompresia politica
s-a dovedit inhibantd pentru o literatura al cirei impuls
inovator se alimentase, in anii *80 si nu numai, tocmai din
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conflictul catalitic cu cenzura oficiald sau implicitd. De altfel,
un bhalans similar al fictiunii cu politicul s-a manifestat,
chiar si in intervale diferite, in alte literaturi ale Estului
(fost) socialist. Spre exemplu, literatura sovietica a intrat
in stand-hy exact in perioada in care climatul perestroikdi si
recuperarea in acel context a scrierilor din exil au oficializat
o presiune publica de a spune adevarul cu efect intimidant
asupra fictiunii, postmodernismul urmand sa revina in forta,
sub influentd marcat occidentald, abia in anii 9o, la fel ca in
fosta Cehoslovacie*. Pe o traiectorie inversa, dar conform
unui mecanism similar, literatura romana a ramas initial in
deriva odata cu anularea restrictiilor politice dupd 1989. Cu
cateva semnificative exceptii, generatia aflata in floarea varstei
creatoare, cea optzecistd, s-a devitalizat literar pe masura ce
s-a stabilizat institutional. Asadar, injectia de nonfictiune de
pe piata cartii nu a produs un declic literar imediat, cel putin
nu inainte ca reprezentarile traumatice despre comunism
fixate prin memorialistica sa se solidifice Intr-un discurs
anticomunist mainstream, al carui moralism le-a rapit o parte
din efectul autenticist. Nu intamplator, marile romane de mai
tarziu plasate pe fundalul comunismului (scrise de Gheorghe
Craciun, Gabriela Adamesteanu, Lucian Dan Teodorovici sau
Alexandru Vlad) isi vor gasi corelate ideologice mai degrahd in
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acel discurs anticomunist noudzecist. In schimb, sofisticarea
lor narativd, menita sa relativizeze granitele realismului
traditional, nu va mai datora mare lucru formulei autenticiste
amemorialisticii.

O mutatie mai importantd in dinamica postcomunista a
fictionalitdtii o reprezintd, in schimb, scaderea impactului
public al literaturii®, care 1i afecteaza pe tinerii scriitori fara
pozitii in sistem i fara statut constituit de pe urma caruia
sa poata profita dupa 1989. Explozia nouazecista a culturii de
divertisment, al carei control de stat in timpul comunismului
favorizase, de fapt, un cult de masa al literaturii, privatizarea
editurilor, care pune productia de carte pe un circuit
comercial defavorabil ci, celebritatea fard concurenta a mass-
media - toate rup plasa de siguranta a institutiei literare i
postcomunism. In anii '90, pe fondul unui nivel de trai in
cadere liber, putine edituri mai publica literaturd romana,
putini scriitori mai au timp sd scrie printre joburi si aproape
nimeni nu mai investeste deocamdatd in literatura tindrd. In
mod paradoxal, etapa cu adevarat productiva si insurgentd a
douamiismului literar se incheie in jurul lui 2004, odata ce
tinerii scriitori incep sa beneficieze de circuitele editoriale
si promotionale abia lansate pe piata noastrd literara. Tot de
atunci se estompeaza si radicalismul lor autenticist intemeiat
pe hiografism, semn ca poetica respectiva fusese macar partial
datoare situdrii economice a practicienilor sai. Predilectia
douamiistilor pentru formule colocviale de scriiturd, menite
sa ,cointereseze” cititorul, cersindu-i atentie si afectiune,
reprezinta deci si o tentativd de a recupera impactul literaturii,
ntr-un moment postcomunist cand era clar ca acesta fusese
pierdut.

Oricum, aceste redispuneri de sistem literar n-au reiesit
deindatd, in special pentru ca nu s-au asociat unor mutatii
artistice sau generationale clare inregistrate imediat dupa
1980. Asa se explicd de ce exegeza doudmiismului a marsat in
general pe ideea continuitdtilor. Ea a afectat sub aspectul justei
recunoasteri critice procesul de recuperare a realismului
literar doudmiist, pe care voci cu autoritateI-au perceput drept
simpla radicalizare a ,proiectului autenticist al predecesorilor
imediati™. Cel mai adesea, elementelor noii paradigme li s-au
reconstituit filiatii cu momente ale istoriei literare cand ele nu
se aflau totusi in pozitie dominanta. Au fost citate in acest sens
poezia avangardei tarzii de sensibilitate stangista, interesul
scriitorilor noudzecisti pentru trivialul autobiografic si pentru
experientele fruste ale biologiei si, mai ales, tendinta anti-
modernistd a optzecistilor spre tranzitivitate. Desi corelatiile
respective sunt corecte punctual, invocarea lor de ansamblu
sterge o parte din noutatea cu care aceste bunuri deja castigate
ale istoriei noastre literare se coordoneaza in jurul lui 2000,
unele cu altele si impreuna cu alte elemente de Zeitgeist
cultural. In fond, omogenitatea transliterard a realismului
douamiist se verifica de-a lungul mai multor arte si al mai
multor sectoare culturale, de la film la muzica i la televiziunca
intratd in era reality show-urilor. Ea se sincronizeaza, de
asemenea, cu un val artistic si cultural global al intoarcerii la
afect, sinceritate, mimesis pe pragul celor doua milenii, care a
inspirat toate dezbaterile academice despre ,sfarsitul teoriei”

si al conventionalismului postmodern’,

Contextul postcomunist stimuleaza, pe de alta parte, si
0 intoarcere a refulatului, in masura in care coordonatele
hiologic-materialiste ale existentialismului”  doudmiist
par sa recupereze (spre deosebire de trairismul interbelic,
invocat si el de criticd) acele dimensiuni ale umanului blocate
n timpul comunismului atat prin constructul ideologic al
omului nou, cat si in literatura conforma, cu tot evazionismul
sau, pudibonderiei oficiale. E drept ca mecanismele de la
baza autenticismului doudmiist - biografism, prozaism,
colocvialitate etc. - au fost legitimate de optzecisti si duse
mai departe de urmasii lor noudzecisti sub deviza emanciparii
de conventie. Nu intamplator, un rol catalitic in emergenta
douamiismului I-au avut scriitorii de placa turnanta (intre
anii "80-'90) de la Brasov, oras in care Marius lanus si
Dumitru Crudu isi lanseaza primul ,Manifest fracturist”
(1998)%. Totusi, urmele constiintei stilistice si autoreferentiale
caracteristice optzecistilor se sterg programatic in
autenticismul doudmiistilor, care emana, cum spuncam, si
din conditii concrete de precaritate. Acestea ii determina
uncori pe tinerii scriitori sa le reproseze postmodernilor
deja inserali in sistem complezenta esteticd si contradictia
dintre ,literatura cotidianului de tip protestatar” pe care
au sustinut-o si ,existenta mic-burgheza” in cadrul cireia
au ajuns sa o producd®. De aceea, chiar si fira sa faca aceste
distinctii ideologice, Andrei Terian descric pertinent diferenta
specifica a doudmiistilor prin ,miza lor transliterara”: ,inainte
de a defini literatura ca pe o forma de arta, ei o vad ca pe o
forma de trdire”, conform unui mod ,mimetic de reprezentare
a existentei, caracterizat prin refuzul metafizicii, imaginatiei,
literaritatii™e.

Intr-adevir, realismul doudmiist se delimiteazd programatic
de valorile artisticitatii pe care optzecistii le celebrau in
complementaritate cu autenticitatea. Poezia, spre exemplu,
preferd din acest motiv (inainte ca neoexpresionismul sa-si ia
revansa de prin 2003) fie limbajul notatiei indiferente, menit sa
nregistreze platitudinea necosmetizata a realului, fie discursul
brut si dezlanat al eului, care ni se livreaza fard filtre estetice.
E drept cd acest minimalism se poate rezuma uneori la un
Lautenticism de biblioteca”, cu modele livresti identificabile
si cu griji la crearea ,efectelor literare™. In cele mai multe
cazuri insa, autenticismul doudmiist mizeaza pe un grad zero
al stilizdrii, corespunzator unui grad maxim al comunicarii. Ca
atare, pactul fictional se destrama pana la confuzia textului cu
contextul scrierii sale si cu biografia autorului real, limitatd la
experiente si trairi ,necontraficute”, cit mai elementare. Aceasta
tendinta simptomaticd se manifesta chiar si dincolo de variantele
radicalizate din fracturismul poetic sau din proza autofictionala
si dincolo de relativa varietate retorica, ilustratd indeosehi in
poezie pe o paleta ce se intinde de la factualismul auster la
bharochismul neoexpresionist. Marketat in titlul celebrei colectii
Polirom ,ego proza” si rezonant, fird s-o stie, capitalismului inca
euforic de la inceputul anilor 2000, acest narcisism hiografic le-a
justificat contestatarilor douamiismului (cum a fost Paul Cernat
in seria de articole din 2008) nemultumirea fata de ,mizele mici”
ale acestui tip de literatura.
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Totusi, adevarata provocare, mult mai putin dezbdtuta,
adusa de noul realism postcomunist consta in incercarea de a
pune biografismul pe o traiectorie militanta, subordonandu-1
textului de atitudine sociala, gen pe care, in afara cazurilor
dogmatice cunoscute, literatura romana l-a cunoscut mai
degrabi in forme eufemizate, discontinue. In acest scop,
numeroase texte doudmiiste inregistreaza cu minutie
documentara peisajul social al Romaniei din jurul anilor
2000, de la categoriile ei urhane la zgomotul de fond al unui
spatiu public impartit la vremea respectiva intre nationalism
resuscitat, consumerism promovat agresiv i campania de
integrare in UE. Tipologia specifica a literaturii douamiiste e
tanarul debusolat, a cdrui deriva existentiald se intinde prin
zone mizere ale capitalei sau ale unor orase de provincie. Dar
sensul antagonist, nu doar hedonist al acestei subiectivitati
implica i interogarea unor modele devenite falimentare de
societate sau de comunitate (familiald, urband, nationala). O
dintre care sunt scrise in tranzit, prin mijloace de transport in
comun, pe stradd, prin cdmine sau blocuri sordide, locuinte
temporare pe care nu le putem echivala unui acasa (poemele
lui Marius Tanus si proza lui Tonut Chiva ipostaziaza exemplar
un astfel de vagabondaj dramatic).

Identificatd in mai multe literaturi ale fostului bloc sovielic,
accastd tematica a delocalizarii a fost aseménata cu experienta
postcoloniala, ambele contexte inregistrand colapsul unor
regimuri politice opresive, ale cdror institutii fusesera totusi
capabile sd asigure stabilitate si socialitate™. Sa nu uitam, in
fond, ca scriitorii generatiei doudmiiste traverseaza, ca pe o
experienta fondatoare, ruptura intre ceausismul in care gi-
au petrecut copildria, dar al carui sistem de autocenzuri nu
au apucat sd il internalizeze, si primii ani liberi, dar extrem
de precari din postcomunism, cand incep sa se maturizeze.
Trecerea dupa 1989 de la valorile colectiviste promovate de
propaganda comunistd la valorile individualiste ale societatii
de consum - 1n care tu alegi, tu votezi, tu contezi - este rapida
si derutanta. Asa se explica poate formulele autoscopice de
care doudmiistii continud s se agate (aparent pe urmele
oplzecistilor), in speranta paradoxald de a ancora tocmai
intr-un astfel de subiectivism claustrofobic observatia sociald
realistd.

Oricum, calea Ingustd a eului rdmane deocamdata
singura varianta prin care scriitorii doudmiisti incearca sa
chestioneze, cu destuld inocentd si cu o anumita stridenta,
dezechilibrele postcomunismului, putininainte canoul cinema
romanesc sd dea peisajului social al tranzitiei o reflectare
cvasistereotipizata pentru circuitul festivalier occidental. Din
acest motiv, poemele si autofictiunile douamiiste aglomereaza
tot ce ramane pe dinafara bunastarii capitaliste: gunoaie,
mizerie, cersetori, drogati, oameni ai strazii. Toposorile lor
predilecte sunt spatiile urbane dezafectate sau provinciile
deprimante, iar personajele - oameni care triiesc literalmente
pe drum. Tranzitia postcomunistd ¢ chestionata astfel prin
scoaterea la lumind a fortelor ei excluzionare, ceea ce da
totusi substantd asa-numitului mizerabilism de care atita
lume buni s-a aritat oripilatd. In aparenta platitudine

mimeticd a textelor douamiiste forfoteste, de fapt, o intreaga
realitate sociala, la care tinerii scriitori au macar meritul sa
fie sensihili, dacd nu si capabili sa si-o explice cu luciditate.
Aceasta realitate se poate filtra printr-un lirism plat, ca la
Dan Sociu: ,pe fereastra dinspre vest/ noua clidire a directiei
muncii/ dincolo un ocean de lighene umplute cu zoaie/ la est
cantina saracilor in spatele ei un desert/ din cutii de nisip
n care milioane de pisici dorm/... intre toate astea blocul
emsapte aici/ dorm eu... fac dimineata gargara™; ,doua femei
se-ntalnesc/ cu sacosele-n brate jumdtate pimant de cartofi/
jumatate anxietate/ intotdeauna/ una vine de la spital cealalta/
merge spre tribunal si-amandoud vor trece i pe la directia/
vor trece pe la directia muncii™. Sau poate fi redata in scenarii
de melodrama proletara, cala Domnica Drumea: ,afara ploud
peste cartierul muncitoresc/si copilul descult molfdie o bucata
de paine/ n-as putea scrie despre/ corpuri senzatii sofisticate/
n timp ce tu cu un tricou jerpelit/ alergi pe strazi dupa bani™;
Jn cartier incep tipetele/o femeie innebunita ridicd ochii spre
cer./ N-are servici, n-are paine, lacrimile/ i-au secat demult./
Barbatul ei se zbate pentru cateva hartii mototolite/ Ies capete
la geamuri: ce spectacol trist!™.

Fapt ¢ ca asa-zisele teme mici ale literaturii doudmiiste
cantonate i eul hiografic se deschid unei observatii sociale
realiste care, cu o astfel de priza la precaritate si in modul
acesta frust, va reaparea destul de izolat in literatura romana
de mai tarziu (cu exceplii remarcabile furnizate de Adrian
Schiop si de Lavinia Braniste). Insd textul referential, de
atitudine sociald, relansat de doudmiistii, a avut nevoie de
alibiul poate strident al subiectivismului pentru a fi scos
din fundatura lasata cu cateva decenii in urma de realismul
socialist. Dupa 1964, literatura romana si-a tot luat distantd de
precedentul dogmatic incalcindu-si pana la obscurizare caile
referentialitdtii. Aceasta evolutie a ficut ca realismul narativ
sa devind tot mai sofisticat si multivocal tocmai pentru a se
disocia de sablonul realist-socialist. E drept ca presupusul
grad zero al reprezentirii incepuse s se altereze, asa cum
observa Boris Groys, inca din timpul realismului socialist de
tip sovietic. Odata ce acuzele de ,naturalism” au cazut asupra
retoricii descriptiv-factuale, realismul socialist a devenit un
discurs mai degraba mitologizant, din dorinta de a proiecta
sensul ,corect” al dezvoltdrii istorice, prin selectie ideologica
a faptelor si anticipari idealizate ale viitorului. Oricum,
in literatura romana, eforturile de a spori incluzivitatea
canonului realist-socialist au precipitat, de fapt, delegitimarea
realismului mimetic. Pentru a reechilibra precedentul
imperativ dogmatic al realismului, literatura de dupa dezghet
exploreaza un ,realism netarmurit” care se va aplica treptat
chiar si modurilor experimentale de scriiturd. Exemplul
realismului socialist alimenteaza o confuzie larg impartasita
intre discursul realist si monopolul ideologic asupra realitatii.
Chiar daca viata de dupa moarte a realismului obicctiv
poststalinist continud macar prin marea contributie alui Marin
Preda, tendinta generala dupd liberalizare ¢ de a deconditiona
literatura si mai ales interpretarea ci de legaturile mimetic-
cauzaliste. Din acest motiv, cele mai de succes romane
ale anilor 70 deconstruiesc postulatele conditiondrii si
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integrarii sociale aflate la baza realismului narativ traditional.
In schimb, se axeazi pe eroi al ciror esec de a se adapta la
context le creeaza imense tensiuni psihologice™ si pe relatari
pluriperspectiviste care dizolvd certitudinea vreunci realitati
obiective.

Acest proces de erodare a realismului ajunge la ultimele
consecinte in literatura optzecistd, gratie argumentelor
postmoderne despre textualitatea realului §i constructia
fictionalaadiscursuriloristorice. Marcel Cornis-Pop asubliniat
in numeroasele lui studii de sustinere a fenomenului ca
postmodernismul est-european a fost motivat de contextul sau
politic sa resimta falsificabilitatea reprezentarii istorice intr-
un mod mai acut decat in varianta occidentala a curentului'.
Optzecistii romani preiau si chiar exagereazi imaginea
cvasicaricaturala despre realism vehiculata de metafictiunca
anglo-americand din anii "60-'70. Desi probat prin putine
exemple concrete in proza saptezecistd romaneasca, acel
ctalon simplificat al realismului serveste polemicii cu
politicul desfasurata in interiorul fictiunii, in médsura in care
omniscienta realistd ¢ asimilata metonimic vocii regimului.
Interesant e insa cd, spre deosebire de alte variante globale ale
postmodernismului, optzecistii nu contesta si subicctivitatea
in rand cu celelalte mari naratiuni. Dimpotriva, ii reconfirma
rolul si pozitia de centru al coerentei, cultivand un adevarat
mit al Autorului, ca singur reper pe nisipurile miscatoare ale
realului textualizat. ,Persoana reald™ pe care Cdrtarescu si
alti congeneri o invocd pentru a scoate literatura din impasul
formalist al modernismului este deci Scriitorul insusi, marcat
de constiinta conventiilor care ii incadreaza scrisul.

Chiar daca resping aceastd dimensiune livresca asociatd
celei existentiale, doudmiistii nu se pot debarasa inca de cultul
Autorului care intemeia biografismul poeticii optzeciste si
care 1si intireste legitimitatea dupa 1989 prin marele reper
cartdrescian. Cu toatd aparenta revoltei lor oedipiene, poezia
si proza generatiei 2000 continud sa-si conduca observatia
realista din aceeasi proximitate a cului biografic. Asta explica
probabil de ce genul definitoriu al realismului doudmiist
devine tocmai poezia, care suporta mai bine etosul subiectivist,
iar proza se personalizeaza radical in forma autofictiunii. Pe
de alta parte, acest mecanism comun ne permite s masuram
distanta dintre hiografismul livresc optzecist si biografismul
dezestetizal doudmiist al carui erou a coborat din biblioteca in
strada si a dat lumea cartilor pe lumea sociald. Spre deosebire
de eul cdrtarescian care distorsioneaza realul dupa chipul si
asemanarea sa, eul doudmiist se prezinta ca produs concret al
unui mediu real. Nici méacar narcisismul cabotin si paranoic
afisat de Marius Ianus in explozivele volume Manifestul
anarhist (2000) si Ursul din containdr. Un film cu mine (2001) nu
anuleaza ecourile social-politice, pe care poetul le pastreaza
cumva neprocesate in corpul textelor, ca pe niste schije
care isterizeaz eul*, In schimb, Ruxandra Novac si Elena
Vladareanu fac manifest in cateva texte o figura de portavoce.
Acel ,noi” in numele caruia vorbesc poetele nu acopera doar
spatiul mental al propriei generatii sau gasti, ci si contextul
unei {ari ,estice si agrare”, in care ,noi suntem ultimii” si din
care ,nu se poate pleca”, pentru ca ,Jumea noud” promisa

dupa ciderea regimului a intarziat si se arate®. Bilantul
autobiografic doudmiist developeazd asadar o experienta
existentiala colectiva, in care precaritatea conditiei de tanir
fard viitor sugereaza metonimic destinul intregii tari. lata de
ce multe poeme doudmiiste exploateaza pamfletar imaginea
.Romaniei”, pe care acelasi lanus a terfelit-o intr-un poem de
neuitat, calchiat dupa ,America” lui Ginsherg.

Ceca ce limiteaza totusi forta realista aliteraturii doudmiiste
si capacitatea ei de observatie sociald nu este cantonarea in
eul hiografic si in contextul sau imediat de viatd, ci raportarea
destul de naiva a tinerilor scriitori la ideologiile si discursurile
mediatice din spatiul public noudzecist. Intr-un mod care
le contrazice inclinatiile afisate de stanga, douamiistii
proiecteaza un individualism anarhic care mimeaza, de fapt,
retorica neoliberald de celebrare a individului autonom,
dezlantuit din chingile colectivismului. E drept ca, asa cum
subliniam deja, literatura douamiista documenteaza realitati
sociale cu o acuratete ce pare sd valideze o perspectiva critica
asupra tranzitiei postcomuniste, evidentiindu-i acele zone
larg ignorate de discursurile aspirationale prooccidentale.
Cu toate acestea, realismul douamiist continud sd dea
curs tendintei comode de a explica mizeria prezentului
prin rdmdsite ale comunismului. Amprenta trecutului de
tristd amintire persista in blocurile muncitoresti prin care
protagonistii acestei literaturi isi cheltuie tineretea, in
mentalitatile patriarhale cu care se riazhoiesc, in nationalismul
resuscitat pe care il denuntd violent. Presiunea trecutului
determina poate si senzatia lipsei de viitor, tradusd in tema
obsesiva a imposibilitdtii nasterii, aflatd la baza imaginarului
antiutopic si postistoric al doudmiismului,

Prin urmare, cu toate cd manifestd o sensibilitate
accentuatd la precaritatile postcomunismului, doudmiistii
nu reusesc sa le dea o adresa anti-capitalista si sa faca
astfel proba de autentic anarhism. Din contrd, dovedesc un
anumit conformism ideologic prin usurinta cu care recurg la
explicatia anticomunistd mainstream pentru relele tranzitiei.
[atd cum evocd Dan Sociu acel trecut fantomatic si mai ales
supravietuirea lui prin generatia decreteilor, care ,ficeau
avorturi, aplaudau la sedinte, aveau balerine de portelan,
stateau la coada, ascultau europa libera, ciutau soparle
prin carti, se turnau intre ei la securitate, dormeau iarna-n
paltoane... care au imbatranit si ne-au lisat pe noi aici/ sa
scandam si sd aplauddm c-o singurd mand/ dansul nesigur
al zlei pe picioare subtiri/ de alcool si tutun™, In acelasi
sens, literatura doudmiistd ramane ezitantd si in reactia ei
la comodificare, a doua problematica specifica a artei anti-
capitaliste, aldturi de cea a autenticitatii. E drept cd nucleul
fracturist dur si nihilismul marginalitdtii asumat de Tonut
Chiva sau de Adrian Schiop provoaca, prin retorica si prin
sensibilitate, centrul de confort mic-burghez si, implicit,
usurinta de a consuma arta literara. Totusi, douamiismul
include si un contingent poetic care priveste cu mare simpatic
consumerismul si cultura de divertisment, in speranta ca
mecanisme similare vor imbogiti noua literaturd cu valente
afective si comunicationale. Daca Razvan Tupa cocheteaza
cu aceasta perspectiva intr-un mod prea abstract si elaborat,
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Jutilitarismul” lansat de Adrian Urmanov preconizeaza
explicit folosirea ,principiilor textului publicitar” pentru a
L,cobor?” literatura la ,un nivel comun de receptare”, capabil
sa exercite impact direct asupra ,sensibilitatii consumatorului
contemporan™, In concluzie, douimiismul nu se plaseazi clar
pe axa dintre arta de masa si arta insurgentd mai ales pentru
cd nesiguranta economica i impiedica pe acesti tineri scriitori
sa-si ia o distanta prea de avangarda fata de marele public.
Plaforma autenticistd a literaturii doudmiiste nu a fost
omogena stilistic nici in scurta sa perioadd de explozie,
cand s-au sincronizat formule de realism crud, de imagism
neoexpresionist sau chiar de experimentalism. Dar in
ansamblu, resurgenta realismului - inclusiv in paradoxalul
sau avatar din poezie - in jurul lui 2000 ramane semnificativa
atat pentru dialectica istoriei literare locale, In cadrul careia
urmeaza mai multor etape caracterizate prin sofisticare,
stilizare, estetism, cat si pentru istoria culturald, aflata intr-un
moment postcomunist al subrezirii (dar nu si al destramarii)
iluziilor. Din cea de-a doua jumdtate a anilor 2000,

autenticismul incepe sa-si piarda atractivitatea in literatura
romand. Poezia intra intr-o varstd post-umana, influentata
de limbajul si de mecanismele perceptive ale lumii virtuale,
accentul se mutd pe tehnica si pe experiment, directetea si
activismul se estompeazi. In proza, autenticismul doudimiist
se consumase si mai repede dupa valul autofictional, iar cca
de-a doua decada a anilor 2000 inregistreaza un reviriment
spectaculos al fictionalului, de la scenariile narative cu
dimensiuni ludic-fabulatorii, la cele care isi asuma miza de a
reproblematiza istoria recentd.
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FROM BLINDING TO SOLENOID: BRAIN MAPS, VISIONS, AND DREAMS IN MIRCEA CARTARESCU’S FICTION

In Mircea Cartarescu’s latest colossal novels (the Blinding trilogy and the solitary Solenoid), the novelistic conception is associated
with a special theoretical platform predicated on terms such as gnostic, fractile, holarchical, asymptotical, spiralled, or termite-
like - assumed, at a conceptual level, in a postmodernist or even post-postmodernist sense. The present study examines the
validity of these concepts, which render Cartarescu’s recent prose as a partial container of the exact sciences (like mathematics or
physics), evincing a comprehensive philosophical conception according to which the novel, as genre, can represent a third or even
a fourth dimension in the cultural, human, cosmic space. This is the author’s ambitious project, which the present research aims
to deconstruct, with a view to highlighting the possible mutations the novel undergoes as a genre under Cartarescu’s penmanship.

Keywords: gnosticism, fractals, holarchy, Mircea Cartarescu, brain, map, vision, dream.
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“After T finish Blinding, I'll have the feeling that I've paid the
fare for my journey through this world.” This is what Mircea
Cartarescu, the most famous Romanian writer today, confessed
in 20006, during a debate organized in Cluj by the Phantasma
Centre for Imagination Research.! In the meantime, he has
completed the Blinding trilogy: the first volume was published
in 1996, the second in 2002, and the last one in 2007. 2015
saw the publication of another novel by this author, Solenoid,
with more ambitious stakes than Blinding, since its narrative
underpinnings are metaphysical or downright cosmic.

At the same Phantasma debate in 2006, Mircea Cértirescu
leisurely and thoroughly introduced his conception about
creation, with particular reference to Blinding. Not in vain, one
of his statements was that he conceived his writings and his
books notlike an architect, butlike a termite (his art is termitic).
Indeed, the construction method applied in the Blinding trilogy
could be that of a termite (Pharaoh ant), which is an instinctual,
innate architect and not a rational, intellectual architect. To
help the participants in the Phantasma debate understand
Blinding, Mircea Cartarescu delivered to them the instruments
for analysing, dissecting and deconstructing his own narratives,
which I'will also present in what follows, by making reference to
the author’s own explanations.

The first idea underlying Mircea Cartarescu’s literary
construct in the Blinding trilogy (as well as in other of his

texts) is that of the Russian doll: worlds are not one or several,
independent from each other, but they are born from one
another, outof agerminating élan and inan infinite, continuously
dilating progression; hence, his fascination with whirlwinds,
swirls and concentric, ritualistic gestures. A living seed cast
into the cosmos yields not only a multicephalous product, but
also a pouch or a uterus of worlds that regenerate themselves in
spectacular manner. Worlds flow or fall, therefore, in cascades.
This is another favourite metaphor of Mircea Cartarescu’s,
which the author also defines through the notion of holons
and holarchy. Holarchy is a concept coined by the thinker and
writer Arthur Koestler (1905-1983). The concept was delivered
on the world market of ideas in 1967, referring to phenomena
and processes ranked as hierarchically arranged organizational
structures. A holon is a part of holarchy, i.e. a system that
behaves simultaneously as a system and a sub-system; a sub-
whole of the Universe (Galaxy), with a stable position in a
hierarchy. The idea of (and obsession with) Everything depends
on this holarchic view, as Mircea Cdrtarescu contends, which
is characteristic of the Gnostic thought system. The concentric
circles of the worlds do not unfold at random. They have a
geometric shape, the spiral, like a stairway from hell to heaven,
or the other way around. Gnostic thought has influenced Mircea
Cartdrescu also at the level of the subject matter approached
in his narratives. The author is fascinated, as a creator, with
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the existence of two demiurges, one of whom is good and the
other is evil, as are also their creations: Blinding is about two
twin brothers, Mircea and Victor, epitomizing the two halves of
a split, schizoid Self, fractured between good (spirit) and evil
(matter) up until their (commjunion and reunification take
place at the end of the trilogy.

Another important creative tool for Mircea Cartdrescu is
the asymptotic metaphor, related to the geometry of spirals,
already mentioned above: like the dance of a spinning Dervish,
a spiral may plump up the worlds, making them reel, develop
and progressively grow. The theory thathas exerted the greatest
influence on Mircea Cdrtarescu, who assumes this influence as
a trade mark, is the theory of fractals: that is why during the
Phantasma debate, the author stated that Blinding is a fractal
novel. The concept of fractals was launched on the world
market of ideas by Benoit Mandelbrot, in 1975. The term itself
comes from the Latin fractus and it means broken, fractured;
it is a fragmented geometric figure which can be split into
parts that represent miniature copies of the whole. What is a
fractal novel, without this term inhibiting our understanding
of Cartarescu’s trilogy or necessarily entailing advanced and
pretentious mathematical knowledge that might put readers
off? Fractals (in the applied, literary sense) are aiding textual
instruments that repeat key images, continuously detailing and
minutely compiling (like in a jungleoid tracery) a puzzle or a
mosaic that becomes a detail for something else; and so on, to
infinity. A fractal is a detail that becomes a centre and brings
forth other details that become centres. Again, at an inner,
fractal level, Blinding conveys an infinitely generated detail or
details of its creator’s mind. Details that become centres and
produce other details are necessary for charting an image that
Mircea Cartarescu holds dear: cranial or brain maps, whereby
the world can be controlled or it can control the other Worlds
derived from it. Brain journeys are commonly found in Blinding,
either as initiations into the cosmic construct of the world,
or as metaphors for ideas of Creation and Books. A visible
obsession with the poetics of Mallarmé and Borges has always
impregnated this theme developed by the Romanian novelist
in contrapuntal manner. The very name of the trilogy is linked
Lo this obsession: Blinding (the word) serves as a mantra that
is ritualistically repeated, producing thereby enlightenment,
Nirvana, the self’s entry into the World and into Books. The
demiurgic obsession is, in turn, intimately entwined with this
mantra: the book is written, has just been written or will once
be written by a matricial author, but it will be written directly
through his brain map, which is actually the World itself
(mantra, mandala).

The three volumes of Blinding - The Left Wing, The Body
and The Right Wing — have a functional structure, with three
narrative layers (much like the layers of an onion): 1. the
numinous, epic, picturesque layer of childhood (with its
fabulous overtones grounded up into Proustian delights);
2. the realistic layer (with massive disquisitions in the third
volume, much ampler than in the other two volumes, on the
history of Romanian communism and, partially, of Romanian
postcommunism, draped in symbols and figures of authorities)

and 3. the mystical-cosmic layer (or cosmogonic, rather),
which the author overtly advocates, proposing, in this case, an
interfaith mystique.

Gnostic, fractal, holarchic, asymptotic, spiralled, termitic:
all these qualifiers applied to the novel Blinding are accurate
because the author himself has assumed them not just
theoretically, but also creatively, in his writing practice. The fact
that this is a postmodern novel of initiation, with a Pynchonian
structure and ambition, so to say (Thomas Pynchon is one of
Mircea Cartarescu’s favourite authors, acknowledged as a
model) is of lesser consequence. What is essential is the termitic
architecture of the trilogy and its metaphysical stakes.

The Body, the second part of the Blinding trilogy, describes
the complex structure of the “blinding” manuscript: “For
my manuscript, made of living, overlapping, intertwining
membranes, is an accurate rendition of my own brain’s
layering, it's a map, reproduced on a coarse cellulose base, of
the interwoven neurons that form the icon of the world within
my skull. And over my manuscript, faithfully reflecting every
loop, full stop and words I've erased, stretches the vast stellar
manuscript, the dust of giant, interconnected neurons, within
the Godhead’s skull. Thus, the three writing types (neurons,
letters and stars) lie glued together like a system of lenses inside
the objective of an optical device, through which you could gaze
with your entire body at your life.” From an architectural point
of view, Mircea Cartarescu presents, in the quote above, the
very palimpsest of the Blinding trilogy: human matter, aesthetic
matter, divine matter (neurons, letters, stars), overlapped,
blended, hybridized.

The style of the trilogy is Baroque-postmodern: it evinces
an unparalleled stylistic resplendence and a voluptuous
imagery. Sometimes, the text appears to have been written
almost in a trance. The world of Mircea Cértarescu, in the
Blinding trilogy, is vulva, and amniotic fluid, and seminal fhuid,
all mixed together, and this vision of anatomic seepage works
through an idea that the author holds dear: that of the worlds
copulating with each other, unleashing the flow and ebb of
divinity, focused in a brain that nonetheless performs all the
functions of a body. There is a symbiotic relationship between
space-time-brain-sex; the brain is always a womb at the same
time (“brain with labia,” as the author specifies at one point).
The world is ceaselessly cerebral-genital. There is no brain that
is independent of sex or the other way around: the spirit and
the body are contagiously enmeshed with one another and they
operate through hybridization.

Mircea Cartarescu successfully attempts to build a cerebral
architecture and an architecture of images in his trilogy: on the
one hand, a reasonable edifice, with a thoroughly thought-out
structure; on the other hand, a polychrome visual construct.
The two interfere and overlap. The story of towns, inserted in
the novel, has its own logic, therefore. Bucharest, in particular,
is an omphalos-city, with spiderlike connections between the
earth and the sky, a space of blasting sensations and mind-
flesh mazes. Bucharest encompasses a fourfold map: 1. first of
all, there is the actual city; 2. next is a city envisaged like the
structure of the brain ; 3. the third is a city pictured through
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literary and imagistic references, like in the drawings of Monsu
Desiderio (an enigmatic painter comprising the identities
of three visual artists from 16th-and 17th-centuries; Mircea
Cartarescu’s choice of this mysterious painter is also relevant
for the tripartite, palimpsestic structure of identity, for the
architectural structure of the narrative and the connection
with Orbitor, itself a palimpsest) and, in the undertext, those of
Giambattista Piranesi (1720-1778); 4. last but not least, Bucharest
is a labyrinthine, overarching network, as if it were composed
of Venetian canals (symbolically speaking). The same brain
structure is applied to picturesque, hallucinatory cities like
New Orleans and (constantly mentioned in The Left Wing) and
Amsterdam (a matrix-city in The Body). New Orleans has a
carnivalesque structure (sensory, synaesthetic), interspersed
with jazz, voodoo, and metamorphoses. Amsterdam has a
cognitively neophyte structure; it is a city of occult initiation,
for here people posing as statues camouflage the sect of the
Knowers, the initiates who believe that the world is a book that
is currently being written.

Throughout the Blinding trilogy, there is a plethora of
ritualistically resumed leitmotifs that compile an unhurried
history of the human body and its schisms. The hody is an
empire, with countries, areas, realms scoured by seekers. Itis in
close connection with primary memories, with the first journey
undertaken by human beings within themselves and inside
their mothers’ bodies. Buildings (houses, chambers, gazehos)
fascinate the narrator, because they are like bodies. As I already
stated, Mircea Cartarescu repeatedly invokes the painter
Monst Desiderio, with his bizarre, traceried phantasmatic
constructions, and Piranesi. This is an emblematic feature of
his narrative. In fact, what the author attempts to achieve in
Blinding (as a lextual, literary structure) is an edifice consisting
of overlapping layers. The cities of Monst Desiderio and the
buildings of Piranesi are thoroughly detailed in the narrative
equivalent of an architectural tracery, but they are fictionalized
accounts, consisting of layers of unreality, chrysalis-cities and
butterfly-cities, overladen with an enigmatic, cryptic, numinous
significance. The figure of the butterfly is contrapuntally and
overtly resumed in the Blinding trilogy.

The mother’s figure also pertains to the bodily imaginary:
the narrator-son, who is pregnant (narratively speaking),
in-corporates her: the mother is substantial and ethereal
at the same time, representing a “gateway,” a portal. As a
Moira of the universe, the mother weaves a cosmic rug, with
a mandala pattern. Although she lives in one of Bucharest’s
slums, the mother has initiatory links with the world, while
her hallucinatory rug is that of a Moira. Therefore, the Blinding
trilogy builds its textlike a three-dimensional icon representing
the metamorphosis of a chrysalis into butterfly: from the child
thatis fascinated by the threads of the incomprehensible world,
to the teenager who takes heed of his own body, with its liquors
and spirits, with his brain, the future metaphysical lotus. Brain
maps obsessively reappears throughout the Blinding trilogy: the
characters have maps tattooed on or even inserted into their
skulls, while Mircea (the narrator) travels through his own
brain, managing to a regress to the archaic dimension of the

human and unravelling man’s psychological origins.

The second part of the trilogy, The Body, recounts the history
of the Indian Yogi Vanaprashta Sannyaasa, who has experienced
enlightenment and metempsychosis and who concentrates
within himself (through various transformative powers) the
Body and the Brain. Mircea, the child, will be initiated by this
man-snake, his revelation being that blinding (the word, the
mantra and the mandala) is God, absolute light. Mircea, the
child protagonist, who becomes an adolescent and, then, a
grown-up, is initiated into becoming the very amanuensis
of the hook entitled Blinding. The authorial name extols an
assumed literary fate: Cartarescu the character (and, implicitly,
the author) is consecrated, in the novel, as the man who writes
the Book of the World.

In the Blinding trilogy, the author granted equal attention
to Mlusion (blind) Alley, to Reverie Avenue, Memory Park,
Hallucination Station and the Reality District (all of these
paradigms and metaphors belong to the author, being listed
in the first volume of the trilogy, The Left Wing). Although he
relies on a flamboyant-hallucinatory style, the architecture
of the novel is extremely meticulous and its central idea is
hyper-lucid: The World is a Book, and he who writes the Book
writes, rewrites or even transcribes the Origin of the World,
saving himself thus, ontologically and gnoseologically. Mircea
Cartarescu is the one who writes a Book that regresses to the
origins of the human mind and the human world; hence, the
metaphysical challenge brought forth by this novel.

The novel Solenoid propels further the author’s metaphysical
ambition first expressed in Blinding. Tt resumes the major
highlights of the trilogy’s internal architecture: holarchy, the
gnostic element, brain maps, the metropolis, the mother figure
as mystical cosmic matrix, and mythicized autobiography. But
the aim of infinite progression is more ambitious and revealing
in this case: what the author is interested in is to render the
novel (and literature) as a sort of fourth dimension. Blinding
is the novel of the third dimension, while Solenoid takes the
physics and mathematics of the art of the novel further,
conceptually speaking. The masters - Mallarmé and Borges -
are again encountered in the arborescent intertextual frames of
the novel, even though the highest point of reference for Mircea
Cartarescu is Kafka, this time.

Topographically speaking, Solenoid is a novel exclusively
focused on Bucharest, but in a sense that specifically belongs to
Mircea Cartarescu alone: the map of the metropolis becomes
a complex map of the brain, of the collective conscious and
unconscious, of the world and of creation. Bucharest is a multi-
sensory metropolis, simultaneously rational and irrational, in
other words, a syncretic world. The Bucharest metropolis is (or
becomes) World and Brain, being huilt like a “network of galleries
in the epidermis of a God,” but also like a “Museum of melancholy”
(p. 29). Bucharest contains all famous metropolises within itself:
Paris, Berlin, New York, London, Tokyo. It becomes a hyper-city.

The raisonneur in this book, in this city or in this world is
a professor of Romanian (a pariah and an outsider, socially
speaking) who, through various methods and approaches,
plunges into his own skull and brain, turning them into an
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epiphanic neuronal womb (with swarms of selves) that comprises
the very structure of the world. The metaphor of the mind as a
castle or a palace, where there is always a forhidden room (the
monster) is recurrent in Cartarescu’s prose. Everything and
anything is related to the idea of a cranial box. The protagonist’s
self-projection veers into the para-psychological at times. All
his occult initiations, all the matrices through which he roams
or describes (the town, the school, the house, the room, the
library) are extensive or limited brain maps. The hooks are
also brain maps. The act of reading books becomes an esoteric
form of trepanning in which the reader’s brain map overlaps
the author’s own brain map (p. 69). Books are envisaged like
magical, illuminated skulls that can be opened up, and the brain
maps inside them can be taken in through absorption (by the
reader). As he perceives books like brain maps, the professor
aspires to a hypercubic, supreme book that contains (like in
Mallarmé’s poetics) everything, through its three dimensions.
This is possible also because Mircea Cartirescu inserts an
enigmatic theory of evolution, with a deliberately initiatory
intent: after coming out of the mother’s hody (after expulsion
from the uterus), when at a later time the child becomes aware
of that exit, the he gestates himself inside his own skull, turning
itinto akind of uterus.

The penchant for maps, layouts and drawings is reminiscent,
in Solenoid, of the filigree designs achieved by Monsu Desiderio
and Piranesi - two essential figures in Blinding, redeployed in
Solenoid in less poignant form (even though the names of two
artists occasionally crop up even here). They are symbolically
encapsulated in the world of tattoos, which is insistently
tackled, at one point, in Solenoid. The art of tattooing on the
outside (epidermal) and on the inside (at the level of the cerebral
hemispheres, the spine, the lungs, the heart) reminds one of
another form of brain maps. Inner tattoos can be made of words,
for instance (from the Scriptures, the Qur'an, etc.). Even the
mind can be tattooable, until it becomes a solenoid, a structure
levitating between the real and the unreal (pp. 219-220).

From childhood to adulthood, everything the character-
raisonneur perceives (family, town, landscapes) are visual
brain maps that stick to his brain and are summed up there
for a specific purpose. Space is consistently reflected on in
Solenoid. Built in one of Bucharest’s power nodes, in an area
with magical virtues, the boat-house in which the outsider
professor resides as a youth and as a grown-up is perceived as
a topos-omphalos, as a matrix connecting him to the earth and
the world. (p. 80). Deep inside this house there is a solenoid,
an interstitial spiral structure, a cosmically reconverted coil
that turns the boat-house into an initiatory instrument for
undertaking initiatory journeys inside one’s own mind (with
ups and downs, chambers, towers and cellars). The solenoid
is also a mathematical gear that matches together irregular
things, balancing them. The boat-house becomes a multi-
layered palimpsest, which contains thousands of rooms, all of
them adapting to the nucleus represented by the character’s
brain or by his (cerebral) gaze, which embraces and swallows
up everything. The boat-house is also a Borgesian Aleph,
margin and centre at the same time, since it does not have a

traditional topography, but consists, for instance, of “mandalas
of corridors” (p. 236).

All the buildings in Mircea Cartarescu’s novel are like brain
maps or pouch-spaces or hollow-spaces. Whether it is a flat, a
house, a clinic, a hospital, a factory, the police headquarters, a
cemetery, a college, a mill, 2 morgue, or a preventorium, any
and all spaces are labyrinthine, with ramifications like in some
ancientor Gothic mystery-romances, since they all contain, albeit
metaphorically or symbolically, a form of necropolis. Bucharest is
actually referred to, at one point, as Necropolis (p. 396)!

Since the professor refuses to write literature (in a canonical
sense, i.e. to publish it), he becomes a book of hooks, a supreme
manuscript or a manuscript-creature that contains everything
that can be contained: neurons, underground networks,
mosaics, ramifications. As he is unwilling to write in the
traditional sense and to draw awork out of himself, the professor
becomes, by leading an inner esoteric life, an alchemical oeuvre.
For this manuscript-creature, the brain is converted into the
sense of sight; it has the shape of an eyeball through which
thinking itself is captured (p. 99). Being secretly initiated and
initiating himself in mysterious ways, the professor becomes
a cartographer of his own skull, which encompasses the world
and literature alike.

The function of the solenoid, as an instrument, is to produce
levitation, which may serve as a mystical engine of reconnection
to the matrix, including as an athanor. What the fractal was
in the Blinding trilogy (a unit of ontological and creative
measurement) is what the solenoid becomes here and now: a
unit of ontological and creative measurement, which unleashes
levitation, including in a cognitive sense. The whole novel
Solenoid appears to be written, from a gravitational standpoint,
like a levitation above the life and death of a metropolis,
invested with metaphysical and eschatological or soteriological
significance (Heaven-Hell). At the end of the novel, the city of
Bucharest (a part thereof) levitates mystically.

Solenoid is, to some extent, also a delirious or hallucinatory
novel. The journal fragments or the dreams the author inserts,
from time to time, in its pages are part of his irresistible
penchant for exploring brain maps. Dreams are, in fact, brain
maps that the author comments on after expressing them (via
his central character, the outcast professor). Such a direction is
bound to fascinate the gourmets of oneiric Romanian fiction and
literature. There are two other authors who turned hallucination
into a method and a form of trance. First of all, I am thinking
about the prose of Mihai Eminescu, whose texts (which I was
overly fascinated with as a young woman) - Wretched Dionysus,
The Avatars of Pharaoh Tla, Cezara, The Death of Ioan Vestimie —
are creatively reworked and continued in Mircea Crtarescu’s
novel, through an exciting neo-Gothic narrative form. The
funerary, thanatic opulence of the underground topography in
Solenoid is a homage to Eminescu’s prose; the reading prowess
of the author who wrote a monograph about Eminescu entitled
The Chimeric Dream can be sensed here. Cartarescu amplifies
and develops the enigmatic labyrinthine spaces in Eminescu’s
oneiric short stories. The second author who deliberately writes
a delirious-hallucinatory prose (exploring trance-like states),
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with thanatological ramifications, is Corin Braga. His novelistic
quintet entitled Noctambulii (The Sleepwalkers), from which he
has so far published three novels (7e Claustrophobe — 1992, The
Hydra — 1996 and Luiza Textoris — 2012), as well as his oneiric
and meta-oneiric diaries (Oniria — 1999 and Acedia — 2014) are
related, in part, with the approach of Mircea Cartarescu.

There are a few key characters in Solenoid, who are linked
through initiatory threads to brain maps - the recurring
theme of this essay. Nicolae Minovici is one of them. He
experiences thanatological and pre-thanatological art in
various stages by attempting to hang himself, with a view
to scientifically investigating this process. Minovici’s pre-
thanatological hallucinations lead him to speculate that the
brain contains, in fact, a pair of eyeballs that produce visions.
Another hyper-initiated character is Virgiliu, the leader of
the sect of protesters. In the esoteric building of the Morgue,
he provides Damnation (elevated to the rank of a deity) with
his brain, which encompasses the universe, since it has the
“hyper-architectonic” structure of a mandala of mandalas
(p. 393). The third key character is Nicolae Vaschide: he has a
cranial tattoo which represents and contains the World, all the
more so since that tattoo continues down his spine. An oneiric
practitioner by calling, Vaschide discovers the epiphany that
sex is a manifestation of the brain (an idea that is also featured
in Blinding). Subsequently, Vaschide discovers underground
an enormous oneiroid skull, which can catalyze the dreams of
those who sleep around it. It is a skull-like world through which
Vaschide himself travels, aspiring to arrive in the empty space
left by the giant brain of yore, where he encounters a sleeping
girl, a divine child whom Vaschide adopts and brings into reality.
What Vaschide actually finds is the very core of oneirism: this is
why this character dies in a special way - he disappears into a
supreme crevasse of dreams. The fourth essential character is
Palamar the librarian: he discloses to the professor of Romanian
the revelatory Voynich Manuscript, written on parchment
in a tongue unknown in the Middles Ages, an illuminated
manuscript, in vegetal-alchemical cipher. The fifth initiatory
character is a simple man, Ispas. Abducted and taken up into
heaven, he returns upon the earth as the prophet of a different
dimension and of faith in salvation.

Brain maps are also mediated by another theme in Solenoid.
The ardent desire for salvation that renders this novel as a
metaphysical writing is counterbalanced, in contrapuntal,
leitmotif fashion, by another obsession:, old age, disease, pain,
suffering and death. The sect of protesters revoltand vehemently
protest (to the point of self-sacrifice) against extinction. While
the sect of Knowers prevailed in Blinding, the sect of protesters
is featured in Solenoid. In the subtext, the novel contains an
assumed mystical dimension, symbolically reminiscent of
the Buddha's enlightenment and the undertaking of Prince
Siddhartha. He discovers ecstasy only after an assiduous and
progressive meditation, which he counterposes to the horrors
of life (death, disease, old age, suffering). Siddhartha becomes
the Buddha only because he reaches ecstasy through mystical,
enlightening meditation. The rebellion against death and the
ten pages in Solenoid on which the only word, written as a

mantra, is HELP advocate, in fact, enlightenment through acute
meditation.

The author’s plea for the fourth dimension is, again, linked
to the idea of brain maps. The projection of the world into four
dimensions is a projection of the brain and a new cranial map
of utopia. The tesseract, the analogue of a cube in the fourth
dimension, is envisaged as a cognitive tool, as a post-Borgesian
super-Aleph. Subsequently, from the tesseract, utopia could
lead to a five-dimensional world, since the progression of
some perpetually added dimensions is a cognitive-ontological
phantasm of mankind (pp. 466, 471).

Solenoid gathers together the threads, knots, nuclei and
ramifications related to brain maps. The skull of the protagonist,
the outcast professor, accommodates, in fact, the Bucharest
metropolis, in gnostic fashion (since it is a paradisiacal-infernal
metropolis). Being contained in this skull, the city plunges into
pre-levitation, announcing the mystical exaltation from the end
of the novel. Comprising all the matrix-like cities of the world
(the famous capitals listed above), Bucharest encapsulates the
very destiny of humanity (p. 535). Architecturally speaking, it
magically conceals in its underground networks five solenoids
which intermittently propel the population into levitation,
subjecting the people to an unconscious (rarely, conscious)
form of initiation and supra-humanity.

The three manuscript-textbooks in the novel that is in the
process of being written are, again, brain maps. Cartarescu calls
this supreme manuscript an “anti-book,” its author (the pariah
professor) being an “anti-writer” (p. 642). However, because it
is simultaneously affirmation and negation, this manuscript is
supreme and absolute; above all, it is a gnostic manuscript.

The anguish that ritualistically pervades the novel Solenoid —
extinction as injustice to the human race - is not left without an
equally majestic response. Cartarescu is driven by the ambition
to find alternative, experimental solution for this anguish of
humanity. This is the reason why, in the last part of the novel
there is an obstinate belief in resurrection and regeneration.
In the cemetery-hall near the outsider professor’s school, he
discovers five foetuses in chronological progression, stored in
some cylinders. This is a cranial uterus or a cerebral placenta
or a uterine skull that turns out to be the matrix, the cavity, the
sphere of the world, the numinous or the fourth dimension.
On another level, the new brain of the prophet Ispas (who was
abducted into heaven and then returned among humans) is
inspired by a matricial race whose mission is to convey messages
rebellion against nothingness. Against this backdrop comes the
expert initiate Palamar, the librarian. He resumes key concepts
espoused by Mircea Cartarescu (in Orbitor), such as holarchy
and asymptotic scale, decreeing a para-dimension of the world
in which he aspires to insert the professor as an acarian foetus.
The instrument that propels him into the acarian paraworld is
the solenoid itself. The professor will change, in post-Kafkian
fashion, into a mite, into an elected envoy that will be devoured
by the other mites and then will return into his human
body, having failed in this salvation mission (what counts,
however, is intention or the pathway, and not necessarily the
end-purpose of the mission). There is, then, the alternative
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constructive device of the parable or dream about the girl with
more than one heart - yet another metaphor for regeneration,
metempsychosis and multiplicity. The novel Solenoid is not just
a desperate multitext about dying and old age, but also about
the attempts to overcome these calamities elevated to the rank
of apocalyptic disasters of the human race.

Atthe end of the novel, the map of Bucharestis redesigned and
visualized with the help of solenoids as energetic and pro-mystical
nuclei. However, this map of the city is the very brain map of the
central character: the professor turns into the city, a skull-city,
a brain-like solenoid (pp. 795-799). The overarching metaphor of
brain maps dominates this narrative too: the professor’s hrain
and skull are, de facto, an athanor and a progressive spatio-
temporal structure. Central Bucharestlevitates while its outskirts
collapse and disintegrate into the abyss.

The initiatory manuscripts to which the professor has access
(the book he is writing, Minovici’s visionary plates, Vaschide’s
book about dreams, the Voynich manuscript, to all these being

added the mantra structure of the poem The Full, a mental
pre-map of the professor as a young man) form a “Gospel of
the mind” (p. 832), emanating from the fourth dimension.
The final manuscript will be thrown into the flames, and this
combustion triggers enlightenment and ecstasy, at the very
point in which the metropolis is split into two: one part will
ascend to heaven, while the other will plunge into hell. There is
also an intermediate space, the chapel into which the professor
withdraws with his lover and his daughter. This is, again, a
chapel of cranial extraction.

How should literature be looked at from the fourth
dimension, the literature of a posthuman future?! Perhaps as “a
levitation above the page, a pneumatic text” (p. 416). Devouring
and devoured through brain maps, the novel Solenoid (which
could be, symbolically speaking, a Blinding filtered through a
fourth dimension) has internalized and externalized the author
until it has turned him into a solenoid structure, into a supreme
medium for the readers.?

Notes:

1. I am using in this text many of the conceptual statements made by Mircea Cartdrescu during the Phantasma debate in 2006. For
the entire discussion, see http:/phantasma.lett.ubbcluj.ro/?p=3360. This is debate number 15.

2. This essay is partially akin to the perspective adopted by Andreea Rasuceanu in several texts published in the review Steaua (2014,
2015, 2016), in which she examines the city’s geography in the novels of Mircea Cartarescu (see the critical Bibliography).
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CREPUSCULAR DESTINIES - FAILURE BETWEEN HEDONISM AND SELF-HATRED. MATEIU I. CARAGIALE

The present study draws a comparison between the non-fictional prose of E.M. Cioran and the fictional one of Mateiu Caragiale,
identifying the feeling of existential loss and despair as their common denominator. In Cioran's case, this feeling is eventually
converted in a perpetual mystical anarchism, challenging the negative capability of the sacred; in what regards Mateiu Caragiale
fiction, a typical psychological compensation converts this feeling of existential loss into a buffo dandysm, a perpetual operetta
nobility. Both of these attitudes, originating in a similar existential void, represent two fundamental answers of modernity at

this feeling of Geworfenheit.

Keywords: modern Romanian literature, E.M. Cioran, Mateiu Caragiale, faces of modernity, dandysm.

Portretul ratatului la batranete

Nu exista niciun indiciu ca Emil Cioran I-ar fi citit pe Mateiu
Caragiale, scriitorul se stinge din viata pe data de 17 ianuaric
in 1936, in acelasi an cand lui Cioran ii apare Schimbarea la
fatd a Romdniei. Probabil ¢ i-ar fi plicut ratatii lui fictionali,
jemanfisisti, dolcefarnientisti contemplativi precum Pantazi,
dezabuzati cu suflete putride, roase de mizantropie si cinism
precum Pasadia, un vagant fara alt scop decat acela de a se
adanci in miezul atator detracari, esecuri, decadente precum
un anonim narator cu veleitati literare. Nu in cele din urma,
l-ar fi placut pe autorul insusi pentru deliberata sa decizie
de a nu trai muncind, ¢i mereu pe spesele altora, intretinut
orgolios si sceptic, visand la o marire iluzorie, un ratat, in
cele din urmd, ce-i drept, unul sclipitor. In treacit fie spus,
asa cum isi aminteste cu amardciune si resentiment in 7urnal
Mateiu, cu putin timp inainte de a muri, tatal nu-i prezisese
altceva decat ratarea cu cuvinte care musca din fiul rispitor:
,N-ai sa fii nimic, striga el, din tot ce visezi, nimic, nimic, te
inseli amarnic bizuindu-te pe cel mai mic sprijin din partea
mea™. Revansard, cu o mentalitate de gambler, fiul raspunde
mefientei paterne, ecou d'outre tombe, cu o reusita pe care o
atribuie divinitatii tutelare, Norocul, in niciun caz meritelor
proprii pe care si le gasea incontestabile: ,Am avut atunci
dovada cum se poate implini neverosimilul, cand ai noroc”?

ATl
e

Altfel, cei doi autori, Cioran si Mateiu, se intalnesc in spirit,
doi apatrizi extrem de amari, filipica lui Pagadia impotriva a
tot ceea ce este romanesc se regaseste, dilatat, in Schimbarea
la fald a Romdaniei, expresia vizionarismului febricitat, a
combustiilor mesianice ale lui Emil Cioran. Mateiu s-ar fi
desfacut fara probleme din matca sa bucuresteand, ,aceasta
cetate blestematd a Bucurestilor™, pe care-o ineacd in
afurisenii cu tot neamul. ,Ce fericit esti, draga amice, ca poti
trai departe de aceastd fard nenorocitd™ ii scria amicului
N.A.Boicescu. La randul siu, Cioran face mereu referire
la poporul din care provine cu stropseli cu iz de damnare
precum ,neam fira noroc”, ,neam de nevoiasi”, popor
de slugi”s In alt loc, Mateiu isi varsd ndduful cu un dispret
aruncat intregii tari: ,In Romania e prea infect sa trdiesti, eu
cred cd, daca intr-o zi te-ai pomeni in Bucuresti, ai crede ca
fug casele dupa tine si-ti cad in cap”® A visat la o viata aurita
prin stralucitoare urbe europene, in resedinte princiare sau
vile somptuoase, mangaiate de lucori mediteraneene, la in
discretia unei elegante quinte manueline unde isi propunea sa
se retraga Pantazi si la care avea probabil acces prietenul sdu
portughez, diplomat de vitd nobila, Martinho de Brederode.
Cioran, in schimb, a reusit sa se desfaca de blestemul balcanic,
nu fard a-i purta cicatricile, pentru a trai o viata intreaga, fara
cetatenie, la Paris. Nu a revenit niciodata in Romania, nici cand
ar fi putut sa o faca fara niciun risc.
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Privitor la ratatii sdi de hartie si cerneald, se potriveste
ceea ce Toana Parvulescu afirma despre relatia cu ei, cum ca
Mateiu este ,cel mai de temut rival al personajelor sale™. Din
Corespondenta cu N.A.Boicescu putem deduce profilul unui
arivist intretesut in aceeasi piele cu un cabotin. Arborand
cu un triumfalism de opereta un aer de dandy, imbuteliat
spre conservare si la senectute, cum observa G. Calinescu in
Istoria sa, infatigabilul june Mateiu doreste sd reuseasca cu
orice pret, imbogatindu-se peste noapte, tuer le mandarin
chiar, - cazul este documentat si interpretat de Ton Vianu in
cheie psihanalitica®, Arivismul acesta brutal, sarjat, lipsit de
orice pudoare este indulcit, diluat cumva de histrionismul
carnavalesc, de faconda unei inchipuite nobleti, de burlescul
colosal si nu mai putin de stilistica unui jargon de canalic
rafinatd precum si de niscaiva ambitii literare la confiniile
cu veleitarismul si snobismul. Succesul este vanat pe toate
planurile si inseamnd, in primul rand, bani, filonul”, lux,
confortul deplin, inseamna izhanzi erotice cu posibilitatea de a
intretine dame cu inalte standarde mondene cu pretul insotirii
conjuncturale cu o uratenie doldora de parale precum ,acel
monstru grotesc™, ,monstrul meu™, ,gorgona mea™, hogata
americand miss Cockshell, si, nu in ultimul rand, inseamna
¢lorie literard. Dar Inainte de toate banii, cheia succesului:
,Un filon abundent, iatd tot visul. Aurul care ¢ Dumnezeul
modern iti comunica ceva din esenta lui divin, devenind un
fel de semi-zeu pontagiu”: In ecou se aude ditirambul lui
Lefter Popescu invocand singurul zeu ramas pe postament la
evacuarea panteonului: ,Toti zeii! toti au murit! toti mor! numai
Norocul traieste si va trai aldturi cu Vremea, nemuritoare ca si
cll... Sunt acil... aci hiletele!... aci era soarele stralucitor cautat
atata timp orbeste pe-ntunerec!™ Alternativa la acest joc de
hazard al pontagiului este cum o si spune tanarul dilletante,
ratarea, consecinta a lipsei de perseverenta in valorificarea
pontului: ,Daca comili imprudenta sd nu incerci mereu,
oricand si la oricine, niciodatd nu vei reusi si ramai un tip
raté“

Mateiu si-a confectionat aspirational o identitate fictiva
pe care a creditat-o cu intreaga sa fiintd, citre care a tins cu
ardoare, pe care a proiectat-o in personajele sale, sublimand
estetic o parte din mizeria esecului, reluand obstinat asaltul
inaltei societati din unghiuri diferite. Astfel a fost aspiratia la
o cariera diplomatica, desi s-ar fi multumit si cu una politica,
cateva firimituri au ajuns la el speculand fara scrupule
moartea celebrului tatd pe linga Take Ionescu, obtinand
postul de sef de cabinet al ministrului Alexandru Badardu. Cu
0 tenacitate pe masura naivitatii sale, il curteaza, fira folos, pe
ministrul Titulescu, fapt pentru care face o calatorie in Italia
pentru a-1 intalni pe seful diplomatiei romanesti la legatia de
la Helsingfors.

Aspiratia care l-a urmarit toatd viata a fost aceea de a
dobandi un titlu de noblete, fie si prin alianta, un reflex
al adictiei nobiliare fiind colectionarea de decoratii. La
cinismul dandy-ului din tinerete, dandysm altoit cum sunt
si personajele sale pe un arivism feroce s-a adaugat treptat
aerul retinut de scarba princiard a unei demnitati imbibate
in amardciune si aureola cu un discret parfum de damnare

a scriitorului maudit. Esecul a fost distilat in timp, macerari
succesive i-au adaugat noblete sil-au rafinat. Succesul scontat
aintarziat si ceea ce, in tinerelea zvapaiata si nonsalanta parea
acces facil, dictat de specularea unor conjuncturi favorabile,
s-a dovedit o iluzie, nutrita si din fictiunea romanesca din care
Lcraiul” si-a extras modelele si strategiile. Metabolizat, acest
esec nu s-a cicatrizat niciodata, determinand reproiectarea
succesului social ca fapt meprizabil, impur, descalificant. In
mod emblematic, absolutul ahjectiei intruchipat de Pirgu in
singurul sau roman este validat de succesul social. Cel mai
ignobil dintre personaje, care duce totul in derizoriu, este
destinat, /i¢las, implinirii. De altfel, este si singurul personaj
care are un viitor, pe care naratorul il duce dincolo de
marginile romanului sau, Craii de Curtea-Veche, intr-o cariera
politicd de mare anvergurd, o veritabild ascensiune pe cele
mai inalte culmi ale ciocoismului. Deloc intamplator, Pirgu
este si singurul cu deplind adeziune la real, la ,viata care se
vietuieste”, cel care traieste la antipodul fictiunilor ipsatorii
ale celorlalti crai, al ,victii care se viseazd”, al evazionismelor
intitulate de narator hagialakuri, deschideri initiatice in
roman citre paradisuri artificiale. Incredintind succesul
celui mai ticdlos dintre personaje, nu constituie aceasta si o
validare prin contrast a ratarii ca expresie a unei reale nobleti?
Este sugerat faptul ca formula de succes consta intr-o buna
prizd la real, intr-un aliaj profitabil cu arivismul si josnicia.
Nobletea autentica refuza pactul cu socictatea si implicit cu
realitatea in favoarea unei derive, a unei seductii a esecului, a
unui hedonism al catastrofei sau a unui evazionism itinerant
autofinantat. Pasadia refuza succesul in momentul omologarii
sale, incoronandu-si ratarea cu un dispret colosal fata de toti
si de toate. Pantazi este un retractil melancolic, fara aspiratii,
pe care esecul in dragoste cu mirajul lui otravit I-a fixat intr-
un regim al unei ireversibile melancolii, intr-un solipsism
care are timbrul unui narcisism delicat altoit pe cel al unui
solid instinct al proprietdtii. Altfel, ambii reprezinta proiectii
mateine ale unei totale dezangajari sociale, in care se poate citi
spectrul ratdrii. Insa ratarea aceasta, in mod semnificativ, face
obiectul unei dispozitii interioare, a unui stigmat, dat fiind
faptul ca ambii posedd ceea ce Mateiu si-a dorit cu ardoare:
0 avere consistenta. Cand este vorba de bani, niciunul dintre
crai nu stie de gluma, Pasadia nu cunoaste mila, iar Pantazi
este pregatit sa ucida. Primului, ea 1i permite un lux ascuns
de ochii lumii care preia prin reflex stralucirea interioarelor
Vienei imperiale, celui de-al doilea, 1i ofera posibilitatea
de a clatori pretutindeni, en sage citoyen du vaste univers,
cu sintagma preluatd din La Fontaine, cu escald la o quintd
manuelind unde viseaza sa se retragd intr-un somptuos
anonimat. Tata ca intrarea in posesia unei considerabile averi
nu mai constituie cheia implinirii ca pentru dandy-ul Mateiu
din tineretea tumultuoasa alaturi de nu mai putin flusturaticul
N.A.Boicescu. Un aer demisionar, de renuntare planeaza
asupra acestor personaje, dintre care al doilea declard ca a fost
extrem de fericit!

Cum deja am remarcat, exista atat de multe detalii in
literatura sa care reclamd daca nu identitatea, cel putin
afinitatea profunda intre autor si personajele sale, incat
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pasul a fost facut cu usurintd de critici care au intrat in
jocul cu masti al unui versatil. Altundeva trebuie cautate
identificarile profunde pe care le aduce la suprafata anamneza
cu numeroasele ei puneri in abis, asa cum le remarca Cornel
Mihai Tonescu in cele doua eseuri pe care i le consacra operei
mateine in Palimpsestes. Contrafacerile livresti mateine joaca
feste, ele se afld nu intamplator In chiar inima identificarii.
Ideea deschiderii unui alt orizont de posibilitate, mai precis
aunei recentrari, a edificarii Sinelui transpar in notatiile sale,
tol mai concise, lapidare, din Agenda-Acta-Memoranda, cand
autorul a intrat in ceea ce el numeste ,stare senioriald”. In
Furnal, un alt Mateiu realizeaza spectacolul ratarii pe care-l
reprezinta existenta sa, cu toate victoriile omologate in plan
literar, cea mai importanta fiind cu romanul Craii de Curtea-
Veche. Sentimentul ratarii apare la developarea unui succes
precum cel al implinirii tarzii a unei dorinte mari, aceea de
a poseda un domeniu si de a arhora acolo un blazon la care
se considera indreptatit prin alianta cu o adevirata vita
boiercasca. Tatd ca nobletea de bricolaj fictional si-a gasit
resursele! Mai mult, scriitorul are acum o casa respectabild
in capitala si se dovedeste un constiincios, chiar tipicar
administrator al micii mosii, parte a dotei sotiei sale.

De unde acest sentiment al esecului in ciuda unor aera nova
pe care le invoca obsesiv? Mateiu realizeaza ca implinirea
dorintelor care i-au ghidat parcursul existential nu conduc
citre sentimentul de plenitudine scontat. In miezul reusitei
rasare decupajul idilic al unei existente proiectate in banal -
reverie de mic-burghez -, intr-o casutd lamahala, in compania
unei domestice vegetatii florale. Mateiu apare asemeni unui
Don Quijote trezit brusc din autofictiunea sa, cu constatarca
irosirii vietii in urmdrirea unor iluzii la confiniile cu nebunia.
Momentul revelator 1l constituie contemplarea unei case al
carei aer se imbiba de decrepitudine si degradare. Scriitorul
se oglindeste intr-o expresie a declinului, conturul de abur al
vilelor somptuoase s-a destramat pentru a face loc unei epave
imobiliare. Elanului apreciativ i-a luat locul o modestie care
imblanzeste orice depreciere. Sentimentul esecului asociat
ireparahilului este la el acasa in aceasta cladire usor delabrata
de pe bulevardul Carol la nr.61, colt cu strada Olari.

.Ca si mine e demodata, putin subrezitd si rau ingrijitd.
(..) Gand locuiam la periferie, intr-o odaitd prapadita,
in fundul unei curti foarte inguste, visam o casa mare, in
centrul orasului, pe bulevarde, iar acum, cand stau intr-
un apartament luxos si confortahil in centrul orasului, am
nostalgia unei casute modeste de mahala, dar care sd fie
amea, cu balsaminele mele, cu smochinii mei, cu leandrii
mei, cu verhina si lamaii mei. Si nu mi-o iert deloc ¢a n-am
avut-o. Ar fi pretuit pentru mine cat un palat, iar gradina ei
cat acelea ale vilei Pallavicini sau cele din Isola-Bella”

[atd o atrofiere neasteptatd a arogantei care intretinea
multvisate seniorii, care relevd constiinta unui ,prea tarziu”
pe care-1 resimte si un modest profesor de pian, Gavrilescu,
intr-o vara toridd, intr-un Bucuresti toropit. Un rapel catre
propria interioritate ocazioneaza o reflectie amara in marginea

unei existente care dobandeste conturul pronuntat al ratarii.
Examinarea existentei se face intr-un plan general, far detalii,
fard stationdri asupra unor momente-cheie, fara clarificari.
Inconfundabil, timbrul orgoliului matein razbate in aceasta
judecatd unde la succesul revendicat de ,superioritatea ce nu-
mi poate fi contestata” si alte ,insusiri pretioase si rare” s-a
opus Totul, Norocul si, marturie semnificativa, Mateiu insusi.

Jn amurg, izolat acasd, noaptea, in preumblirile mele
singuratice, Imi judec trecutul, ma judec pe mine insumi,
cu asprime. Si ma intreb la ce mi-a servit inteligenta mea,
daca am avut-o, cand mi-a condus atal de rau luntrea.
Atunci cand am vazut ¢a totul mi se impotrivea, de ce mi-am
stat impotriva eu insumi? Fost-am, inconstient, propriul
meu dusman, printr-un soi de instinct de autodistrugere,
de unde a venit aceasta inexplicabila lipsa de initiativa si
dinamism, cum se potriveste ea cu toate celelalte insusiri
pretioase si rare, cu superioritatea ce nu-mi poate fi
contestatd? E adevarat ca si norocul m-a favorizat putin,
fiind fatd de mine pasiv”.”

Acest ,instinct de autodistrugere” configureaza alaturi de lipsa
de initiativa si dinamism principiul de descompunere al unei
existente, esecul ei. Autorul va imprumuta aceste trasaturi
personajelor sale, cu precadere lui Pasadia, cel mai apropiat
ca structura de el. Se va justifica si prin intermediul fictiunii,
asa cum o face aici, fira a climina misterul unei fiinte care
se intoarce impotriva ei ingisi, acea finta de care Cioran era
fascinat: ratatul.

Intr-un moment crepuscular, Mateiu simte ci spatiul
aventurii restrans considerabil nu mai sustine fantasmele
succesului. O clip, 1i trece prin minte ideea straina ca ar putea
procrea, parte a unei cumintenii-cumsecadenii burgheze pe
care abia acum o impartaseste. Autorul se detaseaza critic
de fictiunea pe care a elaborat-o cu atat de multd fervoare,
dezamagirea pe care o simte, gustul amar, i le-au putut citi
pe chipul litificat contemporanii. Treptat, chipul lui Pasadia
se suprapune peste cel al lui Mateiu, cu toate sumetiile si
detracarile distilate intr-o profunda amaraciune, intr-un
inefahil al ratarii.

Mastile ratarii - avrea si nu

Dintre toate personajele mateine, fira doar si poate Pasadia
revendica pe deplin titulatura de ratat. Nu orice fel de ratat,
particularismul cazului sau fiind si motivul pentru care
naratorul se fixeaza asupra lui in mediul teratologic pe care-1
frecventeazal Naratorul sesiza o contradictie intre educatia
inalta, rafinatd a prietenului sau si societatea decazutd in care
se insereazd, ghidat de odiosul cicerone, Pirgu. Iata, de o parte
si de alta, cele doud continente care se intalnesc intr-o linie
de fugd bulversanta: ,omul de carte si de Curte care ar fi ficut
podoaba zilelor de la Weimer”, ,apuseanul subtire in gusturi si
lingav”, ,vechiul vienez pierdut in vraja visului mozartian” si un
Juganar cumplit”, un ,ciocoi horat” care-si ,da arama pe fata”,
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dispus sa-si faca ,toate mendrele”. Avem un portret scindat,
o cezura simbolica fiind chiar linia care detaseaza in portret
capul de trup, - ,Auzisem cd aceasta [dusménia] si-o datora
in parte infatisarii. Ce frumos cap avea totusi!™. Cezura este
recuperahila nu doar in planul istoriei personale, cat si al unor
natiuni care creeazd modele exemplare si canon civilizational,
n raport cu barbaria care evoca o fioroasa medievalitate
levantind prelungitd in fanariotism, expresia unui apogeu
al coruptiei si derelictiunii. Republica de la Weimer, Viena
imperiala, capitala Imperiului Habsburgic, doua centre care
chintesentializeaza civilizatia, legitimeaza totodata si reusita,
mai precis incununarea, implinirea sub semnul unor virtuti
cardinale. Acest portret nu este doar al unui om de succes,
ci si al succesului, o cale regala a realizarii care uneste
educatia cea mai inalta cu o eticd edificatoare de caractere.
Dar ceea ce mai defineste acest scurt portret este si un stil
de viatd, unul modelat dupa canonul occidental in acord cu
alura personajului. La polul opus se afld periferia civilizatiei,
harbaria, o arie reziduald a metisajelor, a impuritatilor, a
increngaturilor. Prin ce este definita? ,Dezmétarea lui Pirgu,
pastrama si turburelul, schembeaua si prastina, ciamparalele
si bidineaua”. Naratorul alege arta culinard, de la hucate la
hautura, pentru a descrie josul corporal si opune ,visului
mozartian” lalaiala muzicii orientale, amintind de puternica
influentd exercitatd de Imperiul Otoman in Principate in
timpul secolului al XVIII-lea, al domniilor fanariote. Acelasi
lucru si in privinta femeilor, damele de companie, lorettele,
demi-vierges, si titlul unui popular roman al lui Marcel
Prévost, sunt inlocuite de tot ce e mai prost in materie de
dame de consumatie.

Naratorul cautd o motivatie pentru abdicarea de la
rafinamentul aristocratic, de la indreptatirile pe care le
conferd educatia si rasarea, de la model, pentru cineva
care dispune de mijloace si deopotriva de gust, altfel spus,
0 justificare a ratdrii pentru Pasadia. Nu judecata de gust
lipseste, ci o altd dimensiune vitald, vointa, initiativa si
dinamismul la care facea referie Mateiu in Furnal cu privire
la propria sa persoana. Numai cd biografia fictionald a lui
Pasadia revendica un personaj scindat care inscrie clivajul
intr-o dimensiune genealogica care-1 recupereaza sub semnul
patologiei, al tarei, a unei ereditati incarcate, insurmontabile.
Existd doua explicatii, una de ordin personal, a lui Pasadia
insusi, care confectioneaza un intreg esafodaj motivational
pentru detracarea sa si unul dat de narator care-si fixeaza
aria de interes in orizontul mai larg al genealogiilor vechilor
familii boieresti. Pasadia traieste solstitial intr-o dimensiune
a scindarii profunde intr-un regim diurn care-I pune in
prim-plan pe cdrturarul rasat care-si redacteaza opera,
n vecinatatea prestigioasa de inrudire simbolicd cu marii
memorialiasti, cardinalul de Retz si Saint Simon si intr-unul
nocturn care scoate la iveala un destituit, dizident, dirijat fira
vlaga de o Intruchipare plenara a tuturor viciilor, Gore Pirgu.
Interogatia naratorului sugereaza patologicul la confiniile cu
genealogicul, dar explicatia se va adanci treptat in misterul
alteritatii. ,[i atipea estimp oare vointa, era cumva victima fird
raspundere a unei sminteli stranii? Eu unul am crezut ca da si

maindoiesc ca o alta talmacire sa fi parut mai fireasca oricui ar
fi stiut ce ingrozitoare clironomie impovara in privinta aceasta
pe Pasadia”®

Explicatia suplimentara pe care o pune in circulatie Pasadia
Magureanu, menitd sa-i justifice ratarea, trimite la o turnura,
la un punct de inflexiune care-i schimba radical parcursul
destinal, detunrandu-1 de la statutul de personalitate publica
care ar fi putut deveni:

LEram departe de a fi un romantic si totusi amorul meu
propriu a suferit vazand ca ceea ce treizeci de ani de viata
austera si proba, treizeci de ani de sacrificii, de studiu si
de laborare nu fuseserd in stare sa faca, au facul cateva
nopti petrecute cu atotputernica sotie a unui presedinte de
consiliu. Curand ajunsei apoi la convingerea ca ametitorul
meu succes nu era decat o cursa perfida pe care soarta mi-o
intinsese ca sa-mi arate pana unde ii poate merge ironia.
Tot ce ravnisem pana in ajun cu ardoare: putere, parale,
distinctii, nu numai ¢, odatd dobandite, nu-mi procurau
nicio satisfactie, dar ma indispuneau, ma iritau, timaierile
imi pareau ofense, insasi voluptatea razbunrii o gaseam
fada. Si, cum ce mai imi rimanea de vietuit avea sa fie fira
nadejde si fard tel, am socotit cd era de prisos sa mai alung
geniul riu care, din intaia tinerete, venea intotdeauna sa ma
ispiteasca in faptul serii’

Saprivim mai atentaceastamotivatie carelasa sa se intrevada
0 anumitd inconsistentd. Un barbat cilit de adversitdti si
vicisitudini, cu o tenacitate fabuloasd, expresie a unei vointe
iesite din comun, ,treizeci de ani de sacrificii, de studiu i de
laborare”, cu o structurd morala incasabila, ,treizeci de ani
de viat austera si proba”, cu o experientd de viatd acumulata
din ostracizari redutabile, care se delimiteaza cum este si
firesc de o juvenila sensibilitate romantica, constatd reaua
alcatuire a lumii dupa o aventura erotica care-i faciliteaza
succesul scurtcircuitand intregul parcurs meritoriu atat de
obstaculat. Pasadia descopera strategiile proprii arivismului,
ceea ce Rastignac stia prea bine cand in provocarea lansata
Parisului, ,A nous deux maintenant!”, mai precis a unei high
sociely concentratd in cartierul Saint Germain, se inarmeaza
cu furculita, cutitul si toatd capacitatea sa de seductie pentru
0 cind la madame de Nucingen. Putin Balzac ar fi rezolvat
ignoranta putin probabila a adultului cu treizeci de ani de
experientd pe baricadele afirmdrii sociale. Insd turnura care
conduce la ratare se afla aici, cunoasterea succesului provoaca
o schimbare radicala in filozofia vietii, provoaca dezertarea,
instaleaza dezgustul, deldsarea, cinismul i instituie un alt
regim existential, cel al ratdrii. Ratarea se insinueaza aici
in miezul reusitei, intr-un moment apogetic, pe culmi.
Incd odatd, motivatia frizeazi o imaturitate necreditabild,
reflexul unui orgolios juvenil, al unui intransigent, care nu
admite egalitatea intre demersul onest, dificil, meritoriu si
cel malonest, facil, nemeritat, in vederea atingerii unui tel.
Lectia de cinism pe care i-o serveste aventura cu o femeic
din nalta societate 1l tulbura, il dezgusta de lume, il arunca
intr-un proces de dezalcatuire, de autodestituire, de reflectie
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amard cu privire la resorturile ascunse ale maririlor. In
orice caz, episodul ii secatuieste ambitia, motorul vital al
ascensiunii sociale, lasandu-i doar luciditatea care, asa cum
observa Cioran, ,(...) lipsitd de corectivul ambitiei conduce la
stagnare. Trebuie ca una sa se intemeieze pe cealalta, ca una
sa se razhoiasca cu cealalla fard s-o invingd, pentru ca o opera,
o viata sd fie posihile”* Cu alte cuvinte, dinamismul devenirii
personale ar fi asigurat de un fel de echilibru intre antiteze. In
cazul lui Pasadia, ratarea se instaleaza acolo unde luciditatea
covarseste ambitia si spulberd ,mitul” care reprezenta sursa
vitalitatii sale.

Pasadia insusi simte cd acest argument este unul facil
si vine cu o intdrire in aceea ¢ omul vointei otelite, al
perseverentei diabolice se livreaza demonilor interiori, se lasa
prada pornirilor cenzurate pana atunci in efortul de a cuceri
societatea. Cioran insusi ficea referire la acest ,geniu rau”
care vine doar noaptea pentru insomniacul ireparabil: ,Cand
stau de veghe tarziu in noapte, sunt vizitat de geniul meu rau,
asa cum Brutus a fost vizitat de al sau inainte de batalia de
la Philippi..” Aici se cuvine a preciza o nuanta care-l are
in vedere pe Mateiu care strecoara in personaje propriile
motivatii. Scopul devenirii lui Pasadia nu este precizat,
asemeni arivistilor el vrea sa ajunga la ,putere, parale,
distinctii”, si are drept adversar Societatea pe care o cucereste
intr-un mod cavaleresc, prin lupta dreaptd, descoperind nu
doar cd exista si posibilitatea de a trisa, ci ca a trisa reprezinta
strategia curentd a ascensiunii sociale. Devenirea sa nu este
legata de o profesie, medic, avocat, inginer, etc., de o tinta
precisa, de un ideal care poate fi transpus intr-un proiect
concret, de pilda: extinderea infrastructurii feroviare, reforma
invitamantului romanesc, propdsirea culturii nationale,
rezolvarea problemei tardnesti etc., teme care au stat si in fata
contemporanilor sai. Pentru ca acest scop particular nu exista,
cum nu existd nici la Mateiu. Telul lui Pasadia este o vointa
de putere care se traduce in datele vulgatei succesului drept
Jputere, parale, distinctii”. Odatd dobandite, toate acestea ele
isi releva caracterul specios, nu-1 mai satisfac, ci paradoxal, il
impiedici juisarea. De fapt, Pasadia evolueaza intr-un climat
al arivismului cu mijloacele unui om onest. Dupa tot acest
bildugsroman concentrat intr-un hbilant emfatic, revelatia
inocentata a unei proaste alcatuiri a lumii, a unui principiu de
inechitate care-o guverneaza, a relativizarii valorilor intr-o
lume de rever patern, ,fara printipuri”, a Demiurgului cel Riu,
a inconsistentei oricarei mariri, al cuiva care le-a vanat, suna
fals. Brusc, Pasadia dobandeste profilul cioranian al unei uri
de sine, demonul care 1-a bantuit mereu in pragul serii, o ura
de sine care-si gaseste un alibi pentru descitusarea sa. Cu
cuvintele lui Cioran, din eseul ,Tara mea”, Pasadia manifesta
ceea ce Mateiu marturiseste: ,un instinct de autodistrugere”
care-1 intoarce impotriva sa. ,(...) je devins le centre de ma
haine. J"avais hai mon pays, tous les hommes et I'univers; il me
restait de m'en rendre a moi: ce que je fis par le detour du
desespoir”» In fapt, scindarea se cuvine a fi cititd in orizontul
sentimentului de ratare la Mateiu. Arivistul care si-a propus
sa fie Mateiu, negociind ezitant chiar cu perspectiva oribila
a crimei, referitor la protectorul sau Alexandru Bogdan-

Pitesti, - poate ca reprosul lipsei de initiativd vizeaza si aceasta
noptateca dimensiune a personalititii sale -, a esuat. Mateiu
din Corespondenta cu N.A. Boicescu privileagiaza traseul facil,
numai cd esueaza din lipsd de experientd, din inadecvare,
din absenta zeului tutelar al arivistilor, Norocul. Mateiu pune
semnul egal intre cele doua strategii pentru a justifica de ce
nu a ales-o pe prima, de ce nu a dat curs celorlalte ,insusiri
pretioase i rare”, impartasind cu Pasadia un dezgust care nu
este altceva decat gustul esecului, transformat la Pasadia in
ura de sine atotcuprinzatoare, iar la Mateiu intr-o mizantropie
sulfuroasd. In fictiune, acestui esec scriitorul i propune
0 alta motivatie, aparent paradoxald, si anume succesul.
Astfel, Pasadia dobandeste un profil cioranian, reproiectand,
reverberand un sentiment acut al ratdrii scriitorului insusi
imputat insd lumii intregi. Cioran ofera acest scenariu
crepuscular al seductiei dezastrului, al gustului catastrofei, al
naruirii de sine din care este recuperabil profilul nervalian, ,le
Ténébreux, - le Veuf, - 'Inconsolé”, al lui Pasadia:

LSedus de perspectiva decaderii, isi submineaza vointa, isi
cultiva apatia, se ridica impotriva-si, isi cheama-n ajutor
geniul cel riau. Mereu agitat, prins in mii de activitati ce-i
dauneaza, descoperd un dinamism al cirui farmec nu-I
banuise, dinamismul dezagregdrii. (...) In indivizi, ca si
in colectivitdti, salasluieste in natura lor cea mai intima o
energie distructiva ce le permite sa se ndruie cu o anume
virtuozitate: exaltare acida, euforie a anihilarii”*

Hannah Arendt punea in evidentd urmarind felul in care
a fost gandita vointa de la Platon si Socrate la Nietzsche si
Heidegger, o ,sciziune a vointei”, un conflict intre velle (Vreau)
si nolle (Refuz). Acest climat turbulent este definitoriu in
orizontul oricdrei deveniri. Spre deosebire de dorinta al carei
obiect este aruncat in campul tensional dintre atractie si
respingere sau spre deosehire de intelect, unde o propozitie
poate fi afirmatd sau negatd, calitatea cardinald a vointei este
¢l poate deopotriva voi si refuza. In felul acesta, vointa este
deschisa la contrarii si este capabila sd voiasca sa nu, fapt care
constituie tot un act de vointd. Este ceea ce se intampld cu
Pasadia, care-si autosuspenda vointa, cand penetreaza lumile
sublunare in care-1 conduce comparsul su, Pirgu. Pasadia nu
alege totusi indiferenta, care ne spune Hannah Arendt este
expresia libertdtii umane, a capacitatii spiritului de a evita
orice determinare coercitiva din afara”» Aristocratul coborat
n Suburra pune in act o vendeta alimentata de ura de sine.
Cu am observat, existd un regim al unei duble existente la
Pasadia, care nu e ritmat de sciziunea vointei in Velle si Nolle,
ci de Velle si aceasta auto-suspendare a vointei. Primul regim
este unul diurn al exercitarii vointei pentru redactarea unei
opere care inchide in ea un refuz si unul nocturn, al unui
indiferentism ca paralizare, ,atipire” a facultitilor volitive si
care Inscrie personajul intr-o vizibild dimensiune a ratarii.
Un doctor Jekill si Mr, Hyde partajeazd existenta lui Pasadia.
Ceea ce ag numi Vointa de refuz a lui Pasadia nu se adreseaza
unei persoane anume, ci unei comunitdti mai largi, cea a
contemporanilor sii. Vointa de refuz alui Pasadia pune in scena
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doua miscari, a edifica si a distruge, care au ca obiect propria
opera si propria persoana. Exigenta pe care a solicitat-o din
partea sa carturarul in exercitiul devenirii, pe care in mod
inadecvat o solicita societatii, propriului neam destituit, este
dusa pand la ultimele consecinte in exigenta cu privire la opera
sa, din care trebuie sa ramana doar actul edificarii ei, si acela
cufundatin anonimat, o ,Scriitura fara lectura™ cu o sintagma
alui Giorgio Agamben, saracind deliberat cultura nationala de
o contributie notahila.

v s

Soteriologia ratdrii si paradisul libertin

Pasadia isi incordeazd vointa pentru a scrie o operd cireia
Naratorul avizal 1i (raseaza o afinilale cu memorialistica
cardinalului de Retz si a lui Saint Simon. De ce memorialisti?
Pentru ca o expresie subtild a ratdrii o reprezinta cultivarea
unui anumit paseism, iar Pagadia are fata intoarsa catre trecut
si niciun viitor, Asumarea rolului de memorialist se descarca
intr-o gesticulatie autosuficientd din moment ce opera sa
urmeaza sa fie data flicarilor imediat dupa moartea sa.
Numai ca opera de memorialist este dublata de o anamneza
superioara prin care nu memoria unei epoci este recuperata,
istoria sa, ci 0 esenta a ei reflectata intr-o fictiune. Hagialakul,
cum il numeste autorul pastrand parfumul de numinos al
unui initiatic demers viatic, consta intr-o reproiectare fictiva
in acest trecut si rezolvarea acolo a scindarii eului locutor.
Aceasta alchimie interioard imbraca forma literaturii, a
unui roman personal sau mai precis fantasma unui roman,
un palpitant roman oral, de poche. El survine de o maniera
compensatorie pentru esecul personal adancit intr-un
univers cosmaresc, dizolvant, dar §i ca supremd investire a
potentialului unei personalitati intr-o utopie a implinirii ca
afirmare a unei plenitudini, a unei existente saturate intr-o
epoca care-i ofera cadrul perfect.

Desfasurarea fictiunii in care cei trei prieteni peripatetici
sunt distribuiti n rolurile unor aventurieri de vita nohila
are un efect terapeutic asupra lui Pasadia. Aventurierul
devine instanta de mediere intre realitate si fictiune, intre
implinire i ratare, prin capacitatea de a transfigura ratarea in
implinire, de a conferi un sens nesemnificativului, frivolitatii,
plaisirismului, trecand viata prin filtrul aprecierii maxime, cea
abunului gust. Aventurierul reprezinta un ratat deghizat, poate
unica modalitate prin care frivolitatea, lipsa de preocupare si
de efort pentru a-ti da un destin, dezangajarea, absenta unui
tel In viata etc. sunt conciliate intr-un hedonism superior,
LJbunul plac”, ca expresie a implinirii. Regimul ,,bunului plac”
tine de o absolutizare a dorintei, de un epicureism rafinat, dar
si de un narcisism dilatat. Pentru aceasta, Pasadia si Mateiu au
nevoie de o atmosfera, de o maniera de a trai, cea de la curtile
regale, de secolul potrivit, secolul Luminilor, bricolat livresc
in regimul unei reverii donquijotesti. Cei trei aventurieri care
se profileaza pe cerul fictiunii ipsatorii a lui Pasadia sunt toti
niste libertini, ideal de promiscuitate delectahila, de cinism
ascutit de inteligenta, de elegantd intretinuta de mari averi si
de bun gust cu iesire la rampa.

Ce-i caracterizeaza pe acesti aventurieri asa cum se
desprinde ideca de aventura in istoria paraleld pe care-o
propune Pasadia care opune ratarii din contingent plenitudinea
fictiunii compensatorii? ,(...) amestecati din umbra in toate
urzelile si uneltirile, fard noi nu se fereca nici desfereca
nimic:” (...) ,si acestea toate nu pentru vanarea de avutie sau
de mariri, ¢i numai din nevoia de a fi pururi in neastampar,
in miscare” Vointa acestor aventurieri este vointa de a voi,
nu vizeaza niciun scop in sine, nu are o {inta anume, o viziune
de ansamblu. In fapt, este vorba de exercitarea unei puteri
difuze, invizibile i discrete. Cei trei aventurieri pot fi definiti
ca oporfunisti intr-un sens pe care-l confera termenului
Paolo Virno in Lusage de la vie et autres sujets d'inquictude:
LLe possible, auquel I'opportuniste se mesure, est on ne
peut plus désincarné: il arbore, certes, telle ou telle défroque
particuliere, mais pour l'essentiel, il n'est quune simple
abstraction d’occasions. Non pas lopportunité de telle ou telle
chose, mais plutot une opportunité sans contenu, sembable
a celle a laquelle est confronté celui qui pratique les jeux de
hasard”* Acceptia pe care o confera Paolo Virno termenului
face din oportunism o disponibiliate, o deschidere intr-un
desolidarizeaza oportunismul de un scop hine precizat, de o
teleologie si implicit de continutul siu peiorativ. In acest sens,
oportunistul se diferentiazd de arivist, un decis care vizeaza
un precis al scopului. El se diferentiaza si de politician, desi
acesti trei crai punandu-se in slujba unor terti cu interese bine
precizate participd la o viata politica, traversandu-i culisele,
actionandu-i parghiile si sforariile. Ba chiar se lauda ca ei sunt
cei care-i manevreaza asemeni unor papusari pe puternicii
zilei, incurcand si descurcand itele dupa bunul plac. Doar
cd, asa cum sesizeaza Cioran, i separa de oamenii politici un
Jinteres obiectiv™ ,Instinctele individuale cele mai rapace
si mai ariviste, combinate cu un interes obiectiv, determina
configuratia omului politic. Acei care n-au decat instincte tari,
fara acest interes obiectiv, nu pot fi niciodatd mai mult decat
tirani sau in cazul cel mai bun, aventurieri (s.n.)"> Intr-adevar,
angajamentul pe care-1 pune in act aventurierul este temporar,
interesul fluctuant, tinta permanent in miscare. Arivistul, asa
cum ne-o propune definitia de dictionar, il desemneaza pe
cel/cea care doreste sd reuseasca cu orice pret, fard scrupule,
Larriver a tout prix’, ,qui use de n'importe quel moyen pour
s'imposer dans le monde”. Verbul din care este derivat, ,a
ajunge”, indica actionismul, dominanta directionala, teleologia
fondatoare a arivismului. Printre sinonime se afla carieristul,
parvenitul, jeune loup aux dents longs, Rastignanc. Arivismul
este Intotdeauna pragmatic si presupune un scurtcircuit
avantajos. In aventurd avem cea mai ampli deschidere a
ocazional si maximul de hazard ceea ce o face sa rimeze cu
oportunismul. Aventura ar putea fi titlul de noblete conferit
oportunismului. Interesant, arivismul si aventura au acelasi
etimon. In latina populard, adventura desemneaz lucrurile
care urmeaza si soseasca, sa vina ,de advenire”. Aventura
presupune deopotriva hazardul si riscul.

Apelul la aventura este tertipul care Impaca scindatul
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personalitatii lui Pasadia, care repard o existentd deteriorata
de clivaje si contradictii ireconciliabile, care confera ratarii
un certificat de noblete, cel al bunului gust, transfigurand-o.
Volatilitatea aventurierului este consubstantiala cu frivolitatea
sa fondatoare, incapacitatea de a se fixa intr-un proiect, de
a-si da un scop final, de a se realiza. Ratarea se afld in nuce
aici, in aceasta volatilitate, in acest plaisirism si ea se joaca in
locul geometric dintre vizibil si invizibil, dintre stralucire si
anonimat. Odraslele de dinasti care stau in lumina aulicei lor
origini, reprezintd maximul de vizibilitate, cea a aristocratiei,
a carei conditie presupune stralucirea pentru ca ispravilor
militare le urmeaza ispravile curtenesti, cu frecventarca
tuturor marilor curti europene. Mateiu Caragiale foloseste
termenul nu odata in scrisorile catre N.A. Boicescu. ,Eu cred
ca in curand iesind din norii cei negri ai desei, vom straluci”
Acest spectacol al maximei vizibilitdti care este splendoarea,
spectacol pe care-1 presupune existenta curteneasca nu doar
tolereaza, dar si reclama jocul de culise ca modus operandi,
un joc in invizibil, de ite si urzeli. Realizarile omologate in
vizibil au partea lor de invizibil, beneficiaza de ascunsul unei
dramaturgii camuflate, discrete. ,A face” si ,a desface” tine de
industriosul politicii a carei expresie a devenit mondenitatea,
evocand si un spirit al secolului. Schimbarea care pune capat
jocului vine din afara lui, instituind brutal, prin revolutie,
barbaria si prostul gust. Plicerea si curiozitatea, hedonismul
superior domind acest joc, juisarea reprezintd maxima
realizare.

Ratarea a dobandit aici expresia paradoxala a Implinirii,
printr-o sublimare esteticd sau altfel spus, printr-o
transfigurare. In mod cutumiar, ratarea rezultd din absenta
unui scop, ori aici, in utopia hedonista cu parfum soteriologic
alui Pasadia unde unicul criteriu de cligibilitate i legitimitate
in vederea implinirii il consta bunul gust, placerea reprezinta
scopul declarat si singurul care merita efortul. Cei trei Crai-
libertini provin din inalta aristocratie, conditia sociala nu le
traseaza un deziderat al ascensiunii sociale, nu trebuie sa
ajunga nicaieri, mai sus in rang, ci doar sa confirme, sa afirme
prin strilucire datul conditiei lor. Ce este de facut cand nu
este nimic de ficut? In ce constd implinirea? In suspendarea
unui unic angajament, cel destinal, prin multiplicarea
angajamentelor temporare si aleatorii deopotriva, al caror
teritoriu apartine aventurii, printr-o dispersie care proiecteaza
narativul existentei in regimul expansiv al digresiunii.

Darin acelasi timp, aceste existente sunt implinite prin felul
in care realizeaza sinteza unui intreg secol ,al bunului plac”,
avand ca expresie un stil de viatd. In ce constd implinirea
totusi? Existd o anumitd subtilitate pe care utopia fictionarului
matein o posedi. Implinirea constd intr-o formi de juisare
le presupune, in superlativul lor, a chintesentei acestei epoci,
Joate desfitdrile simturilor si ale mintii™. Tar naratorul
precizeazd emfatic: ,In sirbdtoare neintreruptd de 7i si de
noapte, am petrecut cum nu se mai petrecuse si nu se va mai
petrece™. Cei trei aventurieri ar putea raspunde ipoteticei
interogatii, ,Ce ati realizat in viata voastra?, cu propozitia cu
care se inchide monologul dramatic al piesei lui André Gide,

Tezew: ,Jai vecu”. lar acest ,trait” tinde spre cuprinderea
tuturor trairilor, a tuturor intensitdtilor, a tuturor nuantelor,
a tuturor cunostiintelor, a unei cunoasteri depline, exhaustive
care inregistreaza tot ceea ce este notabil pentru Saeculum.
Forma suprema de implinire constd In interiorizarea,
metabolizarea acestui spirit al secolului prin realizarea
intregului sau potential, al tuturor virtualitatilor lui descarcate
in faptul de viatd. Aceste existente excendentare fac din
implinire o realizare a plenitudinii intr-o epoca enciclopedica
care 1si asociazd acest deziderat al completitudinii unei
senzualitati emblematice. Tata forma de implinire, in termenii
fictiunii cu iz utopic pe care o vehiculeaz Pasadia. Implinirea
revendicd de la un secol lipsit de mdretic” o forma de
excelentd, cea a bunului gust, o excelenta estetica. Ratarca
exista prin situarea pe circumferintd, in absenta unui centru.
Totul este multiplicativ, de aceea lista, inventarul nu presupun
aici o judecatd contabild, numerica, ci a dilatarii nominale a
varietdtii pe care aventura o ofera. Ceea ce revendica cei trei
aventurieri ca si in cazul lui Gatshy este o aurd, un efect de
aura care defineste inefabilul implinirii. Nu intamplator, acest
fapt reverbereaza intr-un intreg camp semantic al stralucirii
cu toate intensitdtile ei.

JRasarisem (s.n.) in amurgul (s.0.) Craiului-Soare (s.n.) (...).
Era scris ca cel mai frumos dintre veacuri sa asfinfeascd (s.n.)
in sange si cand, dupa cateva luni, vedeam trecand in par, intre
fulgeriri (s.n.) de cusme frigiene, capul doamnei de Lamballe
(...)". Aceste existente poseda in nuce posibilitatea ratarii ca
forma a unei dezangajdri exprimate prin aceste angajamente
temporare, dictate de hazard, de bunul plac, ,din nevoia de a fi
pururi in neastampar, in miscare”. Cei trei aventurieri elimina
din start ceea ce mobilizeaza un arivist, ,vanarea de avutie sau
de mariri”, perspectiva asupra lumii este una aristocratica si
nu democratica sau burgheza. Vulgaritatea ar consta in a-si
da un scop remunerativ, dintr-o perspectiva a castigului.
Aventurierii revendica centralitatea, faptul de a fi in miezul
lucrurilor, a urzelilor, a facerilor si desfacerilor, dizolvand
ierarhiile intr-o lume in care figurile sunt intersanjahile. Fi
traiesc din plin, afirma o putere subtila constand in libertatea
neconditionatd a ,bunului-plac”. De aceea, pe acelasi plan
stau obiective politice majore precum ,alegerea Impiratului”
la Frankfurt cu frivolitdti precum achizitionarea la Malines de
Jhorbote pentru Briihl”. Nu exista aici o ierarhie a scopurilor,
mobilizarea este acceasi. Nu existd un eveniment major,
un deziderat cardinal, o proiectie a unui viitor, totul se afla
inchis in bula plaisirista a societatii aristocratice europene a
secolului XVIII caruia Emil Cioran in eseul sdu Despre Franta
1i sublinia iconicitatea, caracterul ilustrativ pentru spiritul
francez: ,Secolul cel mai francez este al XVIII-lea. E salonul
devenit univers, e veacul inteligentei dantelate, al finetii pure,
al artificialului placut si frumos. E si veacul care s-a plictisit
mai mult, care aavut timp peste masura, care n-a muncit decat
pentru petrecerea vremii”* Transfigurarea ratirii decurge
din aceasta alchimie particulara prin care superficialul devine
profund, in care nimicurile dobandesc abisalitate si pe care
Cioran o asocia culturii franceze si stilului de viatd pe care-1
instituie; ,Ce a iubit Franta? Stiluri, placerile inteligentei,
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salonul, ratiunea, micile perfectiuni. Ceea ce inseamni:
Expresia inaintea Naturii. Suntem in fata unei culturi a formei
care acopera fortele elementare si care peste orice izbuncnire
pasionala intinde poleiala gandita a rafinamentului””
Hagialakul matein invocd acest paradis al libertinilor, si chiar
daca dimensiunca sadiana a acestui univers este edulcorata,
cufemizatd, craii pasadiesti reprezintd o sinteza a ceea ce
secolul a avut mai bun.

Acelasi secol XVIII in Principate aratd insa cu totul altfel,
cu alte reguli ale jocului, unde viata curtencascd dezvolta
resorturile mundane ale abjectiei, 1i lipseste stilistica,
volatilitatea gratiei, are ceva din lestul ordurier al pohtei
servite de mijloace descalificante. Toti stramosii lui Pasadia
Magureanu vadesc o vointa inextricahila si scopurile clare ale
arivistului. In stramos se regisesc toate trasiturile urmasilor,
de la bun inceput, primul care reuseste, ,fu un Bergami”,
poarta toate stigmatele care pentru Mateiu functioneaza
deopotriva ca nalte calificari din perspectiva unui model
nobiliar: ,semnele unei inalte stirpe in cidere: portul semet,
si infatisarea nobild, trufia, cerbicia si cruzimea, lenea, sila de
viata, setea de razhunare si puterca de urd™ Existd un conflict
interior, o tensiune dizolvantd in reprezentantii acestei
stirpe care-i condamna la esec, n ciuda tuturor calitatilor,
Jacomi la invataturd, placuti la vorba si mesteri in condei,
isteti si destoinici”, coplesite de defecte, ,fara sir in ce faceau,
cu trasneli toti si cu toane, purtand fiecare in sine plodul
propriei sale pierderi si pieiri™. Tot ceea ce serveste unei
temeinice constructii de sine, tot ceea ce califica in vederea
unei reusite sociale, personale, primeste contraponderca
unei descalificari, a unei inclinatii catre distrugere si
autodistrugere. Ratarea provine din acest contradictoriu
al alcatuirii, insa subtilitatea tine de faptul ca certificarea
calitdtilor este data de defecte si invers, calitatile reclama
numaidecat defectele. Exceptionalismul acestor personaje le
condamna la esec, asa cum mitologia romanticd a lui das junge
Genie condamna la nefericire. Ca si Cioran, Mateiu Caragiale
manifestd fascinatic fata de ratati si ratare, iar Pasadia este
emblematic, exponential in aceasta privinta. Mateiu revendica
o validare prin contrast, mai precis o validare prin esec, sub
semnul ratdrii a ceea ce tine de autentica aristocratie, nu cea
certificatd genealogic, ci caracteriologic. Spre exemplu, trufia
este trasatura cardinald, expresia majora a aristocratismului,
marca exceptionalului, ea justifica totul si, in primul rand,
esecul. Simpla ei manifestare induce ideea nobletii fira

nicio altd garantie documentard. Incercirile lui Mateiu de a
revendica pentru sine o noblete fira fundament real isi au
ecoul in fictiune, dar si in faptul de a nu fi reusit. Mateiu isi
traieste fictiunea cu o incapitanare remarcabild, in penurie,
arborand o demnitate ultragiata, o scarba princiara care i-a
marcat indelebil profilul.

Ratarea provine dintr-o inaderenta structurala intre un fond
occidental in acord cu forma specifica de civilizatie si un fond
oriental care dicteaza un comportament imprevizibil. Prezente
simultan, cele doud lumi, cea amanierei si ceaa apucaturii, sunt
ireconciliabile, iar acest fapt conduce la ratare. ,Pasadia era
menit sa traiasca in acel decor aristocratic atat de potrivit cu
fiinta si cu sufletul sau, la dansul carturarul si cugetatorul fiind
altoiti pe un ciocoi borat caruia cand i se intampla sa se afle
ca atunci cu vreunul din semenii lui, in masura sa-I priceapa,
isi da pe fatd toata raia”* Ceea ce surprinde naratorul este
ntai un raport deplin de adecvare pe care-1 releva sub forma
unui mimesis semnificativ intre o forma de viatd occidentala,
princiard, de maxima elevatie si elevatia personajului care o
locuieste. Una dintre camerele sale recompune pana la detaliu
ca decor si mobilier una dintre camerele de primire a printului
Kaunitz din vechiul sdu Gartenpalast de la Mariahilf. Alura,
gesticulatia intr-un cuvant tinuta locuitorului ei, educatia
sa isi corespund intr-o armonie numaidecat sesizabila. Dar
Pasadia recupereaza o alteritate care nu distoneazd, cat ea
ramane ascunsa, cea a ,raiei” halcanico-orientale, blacanism
care-1 oripila pe Cioran. Pasadia poate camufla, dar nu se
poate sustrage celeilalte dimensiuni, ciocoiesti, ,a fondului
nostru nelatin® Mimetismul vizeaza posibilitatea realizarii
unei sincronizari, dar realitatea este aceea a unei defazari,
a hibridizarii modelului exemplar. Ca intotdeauna exista in
spatiul unei specularitdti de factura estetica idealul implinirii,
al realizarii tuturor virtualitatilor., Dar acest fapt nu se
intampla cu adevarat, ele raman virtualitati, fictive puneri in
abis ale unei posibilitati si nimic mai mult, Ratarea se ascunde
in spatele acestei aparente, al acestei aparente sincronizari
intre halcanicul Pasadia Magureanu si acest ,apusean si om de
lume pana in varful unghiilor™. Doar fictiunea se realizeaza
si prin intermediul ei este abolitd scindarea eului si implicit
ratarea este transfigurata. Mateiu a uzat din plin de validarea
in fictiune a ceea ce nu se putea realiza decat acolo, dar
spectrul ratarii continud sa-i hantuie deopotriva literatura si
pe el insusi.

Note:

1 Mateiu I. Caragiale, Furnal in Mateiu I. Caragiale, Opere, editie, studiu introducitv, note, variante si comentarii de Barbu
Cioculescu, prefata de Fugen Simion (Bucuresti: Univers encicopledic, 2001), 349.

2. 1hid., 351.
3. Ibid., 522.
4. 1hid., 519.

5. Emil Cioran, Indreptar patimas (Bucuresti: Humanitas, 2010), 50-52.

6. Caragiale, Turnal, 569.

7. Ioana Parvulescu, ,In numele fiului”, Romdnia literard, nr.10 (2001): 7. Vezi si Mateiu Caragiale, Jurnal, 945.

8. Ton Vianu, Investigatii mateine (Iasi: Polirom, 2008).
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0. Mateiu I. Caragiale, Opere, 544.

10. Ihid., 568.

11. Ihid., 569.

12. Ibid., 566.

13. LL. Caragiale, ,Doua loturi” in LL. Caragiale, Momente, editie si studiu introductiv de Ton Vartic, nota asupra editiei de
Mariana Vartic (Bucuresti: Humanitas, 2013), 233.

14. Mateiu I. Caragiale, Opere, 570.

15. Cornel Mihai Ionescu, Palimpseste (Bucurersti: Cartea Romaneasca, 1979).

16. Mateiu Caragiale, Furnal, 369-371.

17. Ihid., 369.

18. Ihid., 60.

19. Ihid., 85-86.

20. Ibid., 125-126.

21, Emil Cioran, Despre neajunsul de a te fi ndscut, traducere din franceza de Florin Sicoe (Bucuresti: Humanitas, 2011), 96.

22. Ihid., 88.

23. Emil Cioran, Tara mea/Mon Pays, in Cioran, Opere, 138-140.

24. Emil Cioran, Ispita de a exista, traducere din franceza de Emanoil Marcu (Bucuresti: Humanitas, 2008), 30.

25. Hannah Arendt, Viafa spiritului, traducere din engleza de S.G.Dragan (Bucuresti: Humanitas, 2018), 306.

26.Giorgio Agamben, ,Sur la difficulté de lire” in Giorgio Agamben, Le feu et le récit, traduit de l'italien par Martin Rueff (Paris:
Edition Payot & Rivages, 2013), 91-96.

27. Mateiu I. Caragiale, Opere, 89.

28. Paolo Virno, Lusage de la vie et autres sujets d’inquictude, texte traduits de I'italien par Lise Belperron, Véronique Dassas,
Patricia Farazzi, Judith Revel, Michel Valensi et Jean-Christophe Weber (Paris: Edition de L'Eclat, 2016), 81.

29. Emil Cioran, Schimbarea la fatd a Romdniei (Bucuresti: Vremea, 1936), 181

30. Mateiu I. Caragiale, Opere, 579.

31. Ihid., 89.

32. Ihid.

33. Mateiu 1. Caragiale, Opere, 88, 9o.

34. Emil Cioran, Despre Franta, Stabilirea textului, prefata si note de Constantin Zaharia (Bucuresti: Humanitas, 2011), 25.

35. Ihid., 23.

36. Mateiu I. Caragiale, Opere, 86.

37. Ihid.

38. Ihid.

39. Ibid., 62.
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VASILE AARON - A REDISCOVERED WRITER

Vasile Aaron (1780-1821) had an important contribution to the modernization of the Romanian literature. He was a representative
of the Transylvanian Enlightenment School. He gave us the first translation of Aeneid, a masterpiece of Antiquity and he did this
work while he was very young, in 1805. Although it contains imperfections, this work is remarkable for the fluency of the text,
for the picturesque of some descriptions, for the dramatic characters he presented, and, last but not least, for his talent as a
versifier. The complete studies written by Liliana Popa and Nicolae Popa shed light upon one of the most prominent writers of

those times.

Keywords: Vasile Aaron, Pre-Romantic Age, Enlightenment, Aeneid, translation, lexical innovation.

Actul unei intemeieri prezintd o importantd covarsitoare
atat pe plan istoric cat, mai ales, pe cel cultural. Fondatorul
unui edificiu, al unui oras, al unei stiinte sau al unei miscari
culturale riméne in memoria colectivitatii ca un creator care,
prin ceea ce a initiat, contribuie la dezvoltarea civilizatici si a
culturii acelei comunitdti. Numai ca, trebuie sa recunoastem,
Intemeierea propriu-zisa nu ar avea nicio valoare daca nu este
insotitd de o munca asidud de consolidare care poate aduce
peste timp gloria acelei creatii si a creatorului ei. Drumul
parcurs de la intemeiere la stralucire este unul extrem de
anevoios, presarat mereu cu obstacole, iar procesul de
consolidare presupune eforturi indelungate.

Legenda intemeierii Romei ne deschide largi perspective
asupra evolutiei istorice a unei parti de lume din antichitate.
Pe Romulus il vedem ca pe intemeietorul acesteia, in anul 735
1.C. Pe Eneas il recunoastem ca fiind eroul civilizator pe care
Vergilius ni-1 prezinta in postura de semizeu, ca fiu al unui
rege din Dardania, Anchises, si al zeitei Venus. Vergilius este
scriitorul care 1-a nemurit pe Eneas, lasandu-I memoriei
posteritdtii prin opera pe care i-a dedicat-o. Opera vergiliand
a cunoscut de timpuriu numeroase talmaciri in limbile culturilor
europene, insa la noi, o traducere a ei s-a facut mult mai tarziu.

Peste ani, 1n 1805, scriitorul roman Vasile Aaron ne-a oferit
cea dintai talmacire a epopeii Eneida. Din pacate, traducerea
lui aramas multa vreme in manuscris si, asa cum s-a intamplat
cu o mare parte a scrierilor sale, nu a fost cunoscuta suficient
de cercetatorii istoriei literare si, prin urmare, nu a ajuns
nici in atentia publicului. Vasile Aaron a ficut o munca de
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pionierat. Fl a scris si a tradus intr-o epoca in care literatura
romana incepea sa-si manifeste propria individualitate.
Recunoastem in operele sale acele stangicii de exprimare
inerente zorilor unei literaturi pe cale de formare. El a cautat
la vremea respectiva sa isi adapteze limba celei vorbite de
popor, prioritatea sa fiind ca in special tinerii sa fie cei care sa
devina interesati de a citi si de a se bucura de valorile culturii
universale. Eforturile depuse de transilvaneanul Vasile Aaron
au fost descoperite si apreciate mult mai tarziu, insa important
este cd scrierile lui au fost aduse la lumind si au fost asezate pe
locul pe care il merita.

Vasile Aaron este un deschizator de drumuri; imi place
sd mi-1 imaginez ca pe un visdtor vizionar care simtea
potentialul spiritualitatii romanesti din care ficea parte si
resimtea adevarata demnitate, alaturi de marile cuturi care
s-au afirmat de-a lungul istoriei. Ramase pentru o lungd
perioada in manuscris, scrierile lui Vasile Aaron, parte a
preromantismului culturii romane, sunt oglinda unei epoci,
reflectd aspiratiile unui popor si ne transmit parfumul
unei lumi a Transilvaniei trecute. Insi din aceastd lume s-a
nascut lumea de azi, iar visele si sperantele stramosilor s-au
materializat in operele cu care ne mandrim.”*

Liliana Maria Popa si Toan Nicolae Popa sunt autorii carora
publicul roman le datoreazd recunostinta pentru faptul ca
s-au ingrijit ca operele avocatului, poetului si traducatorului
Vasile Aaron sa fie aduse la lumina in integralitatea lor. Truda
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pe care cei doi au depus-o a fost una de durata si a implicat
o documentare serioasa care le-a permis sa corecteze erorile
aparute in cirtile de specialitate privitoare la hiografia
scriitorului. In plus, au demontat unele prejudecili care aveau
legatura cu viata privatd a lui Vasile Aaron.

Publicarea acestui volum incheie seria cartilor in care opera
lui Vasile Aaron a fost recuperatd, reinterpretata si restituita
publicului. Demersul lor, dupa cum au marturisit autorii, ,s-a
constituit ca rod al cercetarilor intreprinse inca din anii ‘8o ai
secolului trecut, mai sporadice intr-o prima faza, mai ample
si mai sistematice In ultimul deceniu”, (...) iar ,cele sapte carti
incearcd sa dea consistenta imaginii «luminatorului» care, in
conditii vitrege, a lucrat spre folosul neamului sdu, pe de o parte
ca aparator al obstilor romanesti aflate in contlict cu uzurpatorii
unor drepturi istorice, iar pe de alta, in calitate de om al carti,
convins ca, prin accesul la drepturile fundamentale si prin
accesul la hinefacerile culturii, conationalii sdi se vor putea
«procopsi» Si vor reusi sa se ridice la statutul binemeritat i
cuvenitlor intre neamurile traitoare pe intinsul Marelui Principat
al Transilvaniei.”

Trecem in revista titlurile lucrarilor intelectualului Vasile
Aaron, ingrijite de Liliana Maria Popa si Toan Nicolae Popa, in
ordine cronologicd: prima se intituleaza Vasile Aaron. Studiu
monografic si a aparut n 20m. In 2012, urmeaza Patima §i
moartea Domnului si Mantuitorului nostru Isus Hristos, editia
intai, reeditatd la Cluj-Napoca, in 2015. Al treilea volum poarta
titlul Scrieri antume. 1806-1821 si dateazd din 2013, apoi Vasile
Aaron. Scrieri juridice inedite, din 2014. Vasile Aaron — Miracole
mitologice si invalaturi moral-crestine. Versurile din manuscrisul
de la Raginari este volumul aparut in 2015, pentru ca, in anul
urmator, 2016, sa vada lumina tiparului Viata omului, ca floarea
campului.. Vasile Aaron, Reporta din vis.

Povestea primei traduceri a Eneidei in limba romand. Vasile
Aaron, 1805, din 2017 este ultimul volum cu care se incheie
publicarea operelor scriitorului, pe nedrept rdmas intr-un
con de umbra. Vasile Aaron a avut constiinta pionieratului,
deoarece, prin traducerea pe care ne-a lasat-o, el a semnalat
ca Istoria lui Vergilic Maro despre stricarea Troiei prin greci §i
ridicarea neamului ramlenesc dupd mergerea lui Eneas cu sotiile
sale in Italia, a fost ,acuma intaiu (s.n.) de pe limba latineasca
intoarsa pe roménie prin Vasile Aaron, juratul prin Marele
Printipat al Ardealului...” Indemnul de a traduce o lucrare atat
de ampla porneste din inima sa, dornica a se indrepta catre
Lcele poeticesti”, 1asand pentru o vreme deoparte indatoririle
sale ,procuratoresti”. Nu este de mirare cd atractia pentru arte
este una pe care un suflet de poet ca al sdu nu o poate invinge
si, probabil din aceasta cauza, inainte de a fi scris Cuvdntul
introductiv, Vasile Aaron plaseaza urmatoarele versuri care 1i
fundamenteaza pe deplin alegerea: , Lucrul cel poeticesc / Nu
¢ lucru pamantesc.”

Aceastd stradanie, recunoaste scriitorul, a avut o dubla
motivatie: pe de o parte, a fost atractia, fireasca pentru
iubitorul de literatura, de a prelucra si a tdlmaci o epopee
de seama a antichitdtii, iar pe de alta parte, a fost vorba de
mandria nationald a celui care a reusit sa transpuna in limba
poporului sau o opera valoroasa apartinand unei mari culturi

careia ii suntem urmasi. Munca lui a fost ,cu atata mai placuta
, (...) cu cat Intr-insa alta nu se cuprinde, fara numai lauda
vestitilor, pe acea vreme, in cele ostasesti, greci, si ridicarea
neamului ramlenesc, a caruia mladita noi, saditii in Dachia
romana, ne aflam™.

Constient de importanta cunoasterii valorilor literaturii
antice, Vasile Aaron porneste de la ideea ca a-i citi pe clasici
n limba latind nu este un lucru la indemana oricui, iar cum
educatia trebuie desavarsitd in anii tineretii, o versiune in
limba roména ar fi mult mai folositoare ,scolasticilor” romani.
Acest fapt este sustinut energic de traducator: ,cu adevarat,
multe se afla in autorul latinesc, care nici cei mai procopsiti in
limba latineasca nu le inteleg, necum tinerii prunci, cari pana
acum in limba cea roméaneasca acest autoriu nu I-au avut, spre
a se putea ajuta si folosi cu dansul intru mergerea inainte a
bunelor invataturi.” Autorul acestor randuri recunoaste ca
cea mai de pret rdsplatd pentru munca depusa nu este alta
decat sa afle ca cititorilor le-a fost de folos talmacirea sa.

Coordonatorii volumului ne avertizeaza ca acest text
reprezinta prima traducere in limba noastra a poemului
vergilian, text care abia acum a fost tiparit integral. Aceasta
realizare dateaza din anii tineretii lui Vasile Aaron, prefata
care insoleste traducerea purtand data de 16 aprilie 1805.
Culegerea si prelucrarea corpului lucrdrii au solicitat timp
si eforturi deosehite. Astfel, pentru stabilirea textului, a fost
necesara consultarea celor doua manuscrise ale Eneide, unul
descoperit la Biblioteca Filialei din Cluj a Academiei Romane
in ,Fondul Blaj”, acesta fiind originalul scris cu caractere
chirilice de Vasile Aaron, in vreme ce al doilea este o copie cu
litere latine care s-a aflat la Beius.

De asemenea, aflam ca textele aparute in revista Transiloania
din Brasov, incepand cu decembrie 1877 si sfarsind cu iunie
1878 au fost utile pentru partea de inceput a lucrarii. Laudabil
este si efortul Lilianei i al lui Nicolae Popa de a aduce textul
Eneidei cat mai aproape de limba vorbita in zilele noastre. De
aceea, ei au procedat la o modernizare a scrierii care consta,
printre altele, la a renunta la unele elemente care ingreuneaza
lectura celor care nu (mai) cunosc particularitatile specifice
vechilor scrieri. Apoi, au realizat si o adaptare, mai precis o
uniformizare a variantelor grafice. De exemplu, se apare in loc
de sd, slova chirica ie este redata prin ¢, iar i a fost eliminat din
cuvinte precum este.

Ingrijitorii acestei editii au alcituit un glosar in care sunt
explicati ,0 serie de termeni arhaici si regionali sau cuvinte cu
alt sens decat cel de azi.” © Aldturi de acestia au fost introdusi
unii termeni contemporani pe care autorii i considera mai
familiari pentru cititorii neexperimentati.

Aici, consideram necesar s intervenim cu cateva observatii:
suntem chiar la inceputul secolului al XIX-lea, adica intr-o
perioada cand literatura noastra incepe sa se dezvolte. G.
Calinescu, in a sa Istorie a literaturii romane de la origini pand
in prezent, desi nu il priveste ca pe un scriitor care si mai fie
pe gustul publicului modern, ii recunoaste calititile de bun
versificator care, pe langa faptul ca s-a adresat poporului in
limba lui, le-a indus oamenilor gustul pentru literatura si, in
special pentru dulceata poeziei.
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Traducdtorul Vasile Aaron se afla si el la inceputul unui
drum, iar modelele ii lipsesc. Intr-un atare context, acuzele
care i s-au adus, cum ca ar fi adaptat textul epopeii originale in
metri populari, ignorand registrul ei solemn, sunt nefondate.
Aceste imputdri nu ar fi trebuit sd vina chiar din partea unor
cunoscatori, pentru ca perioada in care a activat scriitorul a
fost una in care traditia era intr-un proces de formare. Poetii
Vacaresti si alti stihuitori din epoci au scris in metru popular.
Versuri mai ample, de 13-14 silabe intalnim abia la Alecu
Vacarescu, la care presimtim sonoritati preeminesciene in
poezia Razhoi sd fac cu soarele, cu stelele, cu luna. Tendchitd se
plangea si el de lipsa unei traditii, intrucat suntem inclinati sa
credem cd nu i era cunoscut poemul filosofic Viata lumii scris
de Miron Costin, primul teoretician al versificatici de la noi.

Toate literaturile isi incep parcursul liric pornind de la
creatia populard, numai cd, in epoca in care a scris Vasile
Aaron, era firesc sa se preia la nivel cult acel unic model. Mai
mult decat atat, suntem impresionati de usurinta cu care
poetul ardelean a ficut sa curgd textul, adaptandu-1 publicului
din vreme, presarandu-l cu elemente lexicale sau fonetice
specifice graiului transilvanean, cum ar fi; fatarie, bantuiald,
batdr, a rabsti, smerie, tarime etc.

Coordonatorii acestui volum au constatat ca traducatorul
nu a abuzat de neologisme, folosindu-le cumpdtat si numai
in situatia in care nu gasea un echivalent in limha vorbita
atunci. Amintim aici de lermeni care, mai larziu, au intrat
1n lexicul romanesc, sub forme asemanatoare celor pe care le
intrebuintam astazi. Este vorba de fat pentru soartd, termenul de
fatum fiind mult mai tarziu utilizat sub aceasta forma; gratie era
intrebuintat pentru invoire, scopul definea o stancd marind, palatd
era folosit pentru palat, iar exemplele pot continua.

Daca n ziua de astazi intalnim anumite forme fonelice
care ni se par ilare, atunci cand urmérim modul in care erau
folosite de Vasile Aaron, se cade sa intelegem ¢ la momentul
realizarii traducerii, adaptarea sau chiar introducerea unui
cuvant in limba noastra semnifica mai mult decat o noutate,
ca suplinea un gol pentru ca o anumitd notiune sa poata fi
exprimatd, fapt pentru care poetul apeleaza la fondul lexical
al altor limbi ca sd gaseasca expresia cea mai potrivita de care
avea nevoie.

Autorii acestei lucrari ne semnaleaza ca, desi a fost cea
dintai traducere a unei opere importante, textul se bucura
de o foarte bund fluenta, semn al talentului poetic al lui
Vasile Aaron. Cei doi cercetatori admird ,cadenta ritmului
trohaic si simtul impecabil al rimei” care tradeaza maiestria
versificatorului. Expresiile populare introduse in text de poet
conferd naratiunii un pitoresc aparte si contribuie la crearca
unor imagini impresionante, cum ar fi aceea In care ni se
prezintd prabusirea cetatii Troia, care ,cade /de flacdra ce o
roade”, sau emotionanta scend a sinucideii Didonei, femeia
care alege sd moara din pricina cd a fost ranita din dragoste:

, Crdiasa, dacd se scoald, / Unsd de plans, ca de smoald,
La fereastra se grabeste / Si catra mare priveste,

Stand incd numai in poale, / Vede tarmurele goale;
Cordbiile departe. / Infocatd, tare foarte,

Se lovi de trei ori, drept / In nevinovatul piept,
Smulgandu-si intru ocard / galbiorul par afard.”

Vasile Aaron a ramas in mare parte fidel textului original,
iar atunci cand renuntd sau scurteaza o enumerare, o face
motivandu-si acest gest. Liliana si Nicolae Popa i-au remarcat
calitatile de povestitor, concretizate in capacitatea sa de ,a
nara fluent, intr-o curgere nepoticnita” evenimentele epopeii.
In plus, poetul stie si redea acel ,dramatism epic, alituri de
trairile intense ale personajelor implicate in desfasurarea lor.
Ne gandim la tabloul napraznicei furtuni pe care vanturile lui
Fol o napustesc asupra corabiilor lui Eneas, la interventia zeului
Neptun deranjat de incalcarea regulilor din teritoriul stapanirii
sale”, ca si la multe alte ,secvente narative™ cum ar fi relatarca
prabusirii Troiei si zbuciumul anilor de ratdcire pe mare pe care
i-a cunoscut Eneas.

Vasile Aaron exceleaza in crearea de imagini dinamice,
in care simtim fervoarea actiunii. IntAlnim si pasaje in care
constatim participarea afectiva din partea autorului, atunci
cand, prin comentariile pe care le aduce, isi exprima, de pilda,
empatia pentru un suflet chinuit ca cel al Didonei parasita
pentru totdeauna de Fneas. Asemenea pasaje continand
reflectii personale ii servesc traducatorului pentru a comenta
atitudinile personajelor sau pentru a invoca muzele pe care le
roaga sa nu il abandoneze, insuflandu-i harul care sa-1 faca
sa-si poata continua scrisul. Noi, cititorii, ne simtim cuprinsi
de compasiune atunci cand parcurgem un fragment ca acela
in care disperarea lui Eneas atinge paroxismul, cand isi vede
corabiile cuprinse de flacari. Impresionant este punctul in
care el cere, indltand o ruga fierhinte catre Jupiter, sa fie stins
focul cel mistuitor, oferindu-se pe sine ca jertfa:

JEmeas, bine vazand / Si ce este cunoscand,

Incepe a se-ntrista / Si a se ruga asa:

«Tupiter, atotputernic, / Fie-fi mild de cel smernic!
Dacd, incd mai iubesti /Noroadele troienesti,

Scoate, spre al meu noroc, /Corabiile din foc!

Nule lisa in picire, / Fiind insufi bun din fire!

Sau, de cumva, vrednic sant / Sa nu mai calc pe pamant,
Trimile traznet, mai bine, / Si md omoard pe mine!s

Imbucuritor este s vedem ci sunt prea putine cuvintele pe
care in zilele noastre sa nu le mai folosim, dupa cum putine
sunt si solutiile lingvistice mai putin fericite la care a recurs
traducdtorul pentru a pastra ritmul sau rima. Cert este ca
nu sunt inregistrate prea multe stangacii in traducerea sa,
explicabile In contextul vremii, iar pentru acestea autorul nu
merit s fie blamat. In plus, in creatiie folclorice, solemnitatea
poate fi exprimata in diferite forme, iar metrul folcloric nu
altereaza profunzimea continutului.

Inca o dovadi a seriozitdtii demersului analitic intreprins
de autorii acestei lucrdri o constituic minutiozitatea cu care
au surprins atat particularitatile lingvistice, cat si efectele
stilistice ale textului transpus de Aaron in limba romana.
Vedem cum traducatorul a pastrat rezonanta arhaica a unor
termeni si cum intrebuinteaza unele cuvinte de provenienta
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rural-dialectald, dintre care amintim doar cateva: a amurti,
almintrile, batar / batar, a capara, a direge, a se iniepla, gazdac,
smernic, tarime, a vansla etc. Poetul le prefera pentru ca au
sensul usor descifrabil si fac ca textul sd fie accesibil publicului
din vreme.

Forma usor modificatd a altor cuvinte se datoreaza adaptarii
lor la limbha epocii si astfel gisim in ,a amerinta” forma
rotacizatd pentru ,a ameninta”. Existd cuvinte care suferd
mutatii fonetice, mutatii care, unele, persista si astazi in graiul
popular. (asa aflam parinfesc in loc de parintesc, improtivnic in

loc de potrivnic). Unele mutatii indica provenienta termenului
respectiv, de exemplu, termenul mai sus pomenit protivnic sau
improtivnic, cum 1l mai gasim n text, provine din vechiul slav
protivinici, aceasta fiind forma primara care a intrat in limba
romana.

Actualizarile la care a recurs Vasile Aaron au fost necesare
intr-un context cultural si lingvistic din care lipsea traditia, iar
terminologia din limba curenta asigura atat fluenta cit mai ales
intelegerea operei.

Note:
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3. Vasile Aaron, in Eneida. Povestea primei traduceri a Eneidei in limbaromand. Vasile Aaron — 1805, ed. Liliana Maria Popa, Toan-

Nicolae Popa (Cluj-Napoca: Editura Curs, 2017), 65.
4. 1hid., 66.
5. Ihid,, 66.
6. Ihid., 62-63.
7. 1hid., 49.

Bibliography:

®x_ Dictionarul literaturii romdne de la origini pand la 1900 [ Dictionary of Romanian Literature from the Origins to 1900,
Bucuresti: Editura Academiei Republicii Socialiste Romania, 1979.

Bercea, Virgil. Cuvant inainte [Foreword to]. In Eneida. Povestea primei traduceri a Eneidei in limba romand. Vasile Aaron — 1805
[Aeneid. The Story of Aeneid’s First Translation into Romanian. Vasile Aaron - 1805/, Edited by Liliana Maria Popa and Toan-

Nicolae Popa. Cluj-Napoca: Editura Curs, 2017.

A wa

Calinescu, G. Istoria literaturii romane de la origini pand in prezent [The History of Romanian Lilerature from the Origins lo the
Present]. Madrid, Paris, Roma, Pelham NY.: Fundatia Europeana Dragan: Editura Nagard, 1980.
Manolescu, Nicolae. Istoria critica a literaturii romane [The Critical History of Romanian Literature/. Bucharest: Editura Minerva,

1990.

Popa, Liliana Maria, and Ioan-Nicolae Popa, ed. Eneida. Povestea primei traduceri a Eneidei in limba romand. Vasile Aaron — 1805.
[Aeneid. ‘The story of Aeneid’s first translation into Romanian. Vasile Aaron — 1805/. Cluj -Napoca: Editura Curs, 2017.

25



o
o
g
9
<
=
=<
=
%)
zZ
=<
o2
=

26

LIFE WRITING:
FROM THE STORY OF THE WORLD
TO THE STORY OF THE SELF

Eva-Nicoleta BURDUSEL

Universitatea ., Lucian Blaga” din Sibiu, Facultatea de Litere si Arte
Lucian Blaga University of Sibiu, Faculty of Letters and Arts
Personal e-mail: eva.burdusel@ulbsibiu.ro

LIFE WRITING: FROM THE STORY OF THE WORLD TO THE STORY OF THE SELF

The aim of the present study is at least twofold, combining practical and theoretical perspectives: the former one is meant to
highlight the enduring power of storytelling as the epitome and vital essence of connecting life and literature; and the latter one
resorts to a relatively recent concept, i.e. career construction theory delineating the notion of “later career novel”. The analysis
will be performed on Julian Barnes' Levels of Life (2013) and The Only Story (2018), whereas Haruki Murakami's What I Talk About
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The aim of the present study is at least twofold, combining
practical and theoretical perspectives: the former one is meant
to highlight the enduring power of storytelling as the epitome
and vital essence of connecting life and literature; and the
latter one resorts to a relatively recent concept, i.e. career
construction theory delineating the notion of “later career
novel”. “Career construction theory tells us that the dialogic
self uses memories and emotions to create life themes across
past, present and future.™ We have therefore selected two
contemporary writers, Julian Barnes and Haruki Murakami, to
best illustrate this scholarly goal. Julian Barnes is represented
here by two of his recently published writings: Levels of Life
(2013) and The Only Story (2018), whereas Haruki Murakami's
meditation on writing and running - What I ‘Talk About When
I Talk About Running (2007) - unveils a rich, valuable memoir
and a collection of advice in matters of living and writing,
apparently written in a leisurely and lively manner, appealing
to the reader, a genuine gem of personal and authorial lives, a
true manual for athletes training for long-distance races and
aspiring writers alike. It is essential, at this preliminary stage, to
distinguish between a memoir, with a marked open emphasis
on autobiography, and a novel relying primarily on matters
of fiction; where the emergence of life writing is a merger of
the two. Haruki Murakami's memoir may be read on several
levels: there is a loneliness as a common denominator of hoth
running and writing as solitary endeavors in a race against
time and competing with oneself rather than comparing with

other participants: either runners or writers; and there is also
a particular discipline, which may be read as organization,
structure, rigor, a steady pace and rhythm to keep the process
going and the flow of creative energy in continuous supply.

“Inthe novelist's profession, as far as I'm concerned, there's no such
thing as winning or losing ... What's crucial is whether your writing
attains the standards you've set for yourself ... In this sense, writing
novels and running full marathons are very much alike. Basically, a
writer has a quiet, inner motivation and doesn't seek validation in
the outwardly visible.™

However, reading further into the memoir, we come to
understand that there is not pejorative connotation to the
loneliness associated to such activities or mission, where
solitude is opposed to isolation and it is, instead, beneficial
for the performing act of running or creative one of writing.
The comparison might be surprising, just like our choice
of this successful and highly congenial memoir, outlining
some fundamental rules endorsed by results and experience,
otherwise called ageing. Here comes the challenging issue of
late-career novelist imbued with the notion of life-writing. In
writing, as in most forms of art, maturity comes with excellence
“At a certain age, everybody reaches their physical peak ... It's
something everyone has to go through ... Fortunately, the peak
for artists varies considerably™ The counterpoint between
running and writing - gently moving back and forth in between
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the two strenuous though rewarding and invigorating activities,
mentally and physically - elicits alist of qualities that turn out to
be a useful set of prerequisites for anyone embarking of either
one: hoth activities require a lot of enthusiasm, effort and talent
providing the starting fuel continuously supported by patience,
endurance and focus, acquired and sharpened through intensive
fraining, which, in the case of writer is provided by extensive
reading and consistent practice of writing.

“In every interview I'm asked what's the most important quality
a novelist has to have. It's pretty obvious: talent. No matter how
much enthusiasm and effort you put into writing [our note: unlike
running] if you totally lack literary talent you can forget about being
anovelist. This is more of a prerequisite than a necessary quality. If
you don 't have any fuel, even the best car won't start [...| After focus,
the next most important thing for a novelistis endurance [...| What's
needed for a writer of fiction [...] is the energy to focus every day for
half a year, or a year, two years. You can compare it to breathing. If
concentration is the process of just holding your breath, endurance
is the art of slowly, quietly breathing at the same time you 're storing
air in your lungs. Unless you can find a balance between both, it 1l be
difficult to write novels professionally over a long time [...| Writing
novels, to me, is akind of manual labor.™

Nicole Krauss seems to be highly aware of the current
discrepancy between literature as “engaging with life and
a conversation about what it means to be human” and life as
“disengagement with ideas, the world, other people, their
own feelings” The art of writing and the practice of reading
represent a mode of living and thinking, more comprehensive
than life itself, testified and endorsed by a fictional dialogue
between writer and reader in Umberto Eco's Confessions of a
Young Novelist; Orhan Pamuk - The Naive and the Sentimental
Novelist; or Mario Vargas Llosa’s Lettters to a Young Novelist;
Milan Kundera's The Art of the Novel. Orhan Pamuk summed
up that a novel enables the reader access to a “second life”,
though an imaginary one, gave an impression of increased
authenticity than real life. “The better your reading skills, the
better your chance of writing well.” Reading is a transactional
process between writer and reader, subject to and shaped
by previous assumptions, subjective experience, prone to
creating ambiguity or uncertainty, generated by the elusive and
unreliable individual “mirror” reflecting a “fictional reality”’
The peak of Haruki Murakami's remarks and advice on the
mutual interaction and impact of running and writing, though
unexpected and surprising as it might seem, is summed up as
follows: “Most of what I know about writing I've learned through
running every day ... I know that if I hadn't become a long-
distance runner when I became a novelist, my work would have
been vastly different.” His memoir is enlightening and relevant,
just like a Nobel Prize acceptance speech, a literary interview,
letter or essay, providing an insight and valuable reflection
on the role of the artist, shedding more light on the complex
process of the writer as public intellectual in addition to the
artist sharing similar preoccupations to other fellow human
beings, although the artist is “equipped with better tools than

those of common men ... he opens our eyes for us™ and the
same idea is reinforced in another Huxleyan essay: .. the artist
is endowed with a sensibility and a power of communication,
a capacity to ‘put things across’ which events and the majority
of people to whom events happen do not possess.™ Moreover,
writing novels represents a catharctic release of painful
experience and unbearable emotion endorsed by the ability of
the artist to act as a catalyst and to subsequently produce awork
of art equally congenial and relevant to the reader: “When we
set off to write a novel, when we use writing to create a story,
like it or not a kind of toxin that lies deep down in all humanity
rises to the surface.” To conclude, a large-scale work of art -
just like long-distance running - requires stamina, an essential
characteristic balancing the maturity and success of a late-
career novel and the danger of literary burnout, where the latter
one can be avoided by vitality and spontaneity: “For me, writing
anovel is like climbing a steep mountain, struggling up the face
of a cliff, reaching the summit after along and arduous ordeal.™

Moving on to the second section of the present study, our aim
is to highlight the some of Julian Barnes’s interviews unveiling
his perspective on the role of writing in his life as well as the role
of literature for humankind, though summed up in a nutshell as
paradoxical statement: the purpose of fiction is “to tell the truth.
It's to tell beautiful, exact, well-constructed Lies which enclose
hard and shimmering truths” or “vou write fiction in order to tell
the truth”* Moreover, Julian Barnes also distinguished between
fiction and other types of writing: “Fiction is the supreme fiction.
And everybody's autobiography is a fiction but not the supreme
fiction.” He emphasized not only the ascendancy and authority
of fiction but also the fact that literature is resistant to theoretical
definition, scholarly standardization as literature emerges from
life itself, renders it accurately and artistically since “novels
come out of life, not out of theories” whereas such labels as
postmodernist or other isms are dismissed and he found “the use
of such labels as ‘pointless and irritating™*

The opening question of the landmark volume Late-Career

Novelist: Career Construction Theory, Authors and Autofiction

authored by Hywel Dix - an academic who lately developed
a scholarly interest in career construction theory, more
specifically the relation between literary careers and the main
body of work, autofiction, late career fiction and autobiography,
authorship and late career stage - reads as follows:

“Whenwe consider the life and work of a particular writer, how often
do we come to the conclusion that the author's masterpiece - his or
her career-defining work - also happened to be one of his or her
last pieces of work? ... But rarely, if ever, does the idea of the major
work coincide with the final stage of the career. On the contrary, the
very idea of a major phase implies a subsequent later phase that is
somehow less significant and more minor and therefore somehow
less innovative or less important than the works produced during
the writer's so-called major phase.”

Hywel Dix's theory is rooted in a particular definition of the
notion of late associated with artistic production and a detailed
overview and assessment of Edward Said's distinction of the
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four types of conflicts that affect the authorial life, particularly
stemming from the parallel and simultaneous lives of an
individual: “the author’s life as an author (the precious time
devoted to writing) and the author’s life as a human being”
concluding that there is a distinction between writing as a
vocation and writing as a professional career.® To conclude:
“the late-career stage need not be seen as one of decline but can
be better understood in a relational sense, in the full context of
the career as a whole, where the lateness of the stage is defined
by what has come hefore and is not merely an effect of age.™
We believe this theory is highly appropriate for Julian Barnes
recent writings, The Only Story and Levels of Life, relevant for the
later-career novelist providing both a retrospective and reflective
approach to his own personal and authorial life. Since storytelling
is as old as humankind, and The Only Story is a masterful work of
art summing up the only story that really matters, the one worth
telling about, selected from the countless events that happen to
us. Such a retrospective look is inherently selective, most often
of our happiest moments and the painful ones gradually vanish
into oblivion, since memory is subjective, unreliable and writing
become the prop-and-pillar of making a story live longer than
the timeframe of a particular experience. Nonetheless “I think
there's a different authenticity to memory, not an inferior one.

Memory sorts and sifts according to the demands made on it
by the rememberer.” Furthermore, Julian Barnes' Levels of Life
is another piece of life-writing, imbued with autobiographical
elements, a late-career novel and emphasized reflective tones,
and highly successful in counterpointing achieved by putting
together two people or two people “who have not been put
together before. And the world is changed. People may not notice
at that time, but that doesn't matter. The world has been changed
nonetheless.™ One of the most remarkable attainments of the
novel is its depth of the self-reflexive analysis of life, performing
an astute transition of the three levels of life: from the sin of height
to the same level and ultimately to the loss of depth, the three
meaningfully entitled chapters, highlighting the paradox of our
own contradictory states, straddling between living on the flat,
on the level, and yet aspiring. “Last but not least, deploying one's
own hiography and making it the subject of a work impels that
person to alevel of self-reflection previously unattained in any of
his/her previous works.™
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The aim of the present paper is to investigate the ways in which some eighteenth-century English novelists simultaneously
endorsed and challenged the narrative conventions of realism, by recourse to the epistolary technique and to a choice
of narrators and narrative situations that conformed to the conventions of ‘domestic fiction’ and by resorting to irony and

intertextual parody, respectively.

Keywords: verisimilitude, epistolary technique, private sphere, irony, parody.

It is widely acknowledged that the eighteenth and nineteenth
centuries were the great centuries of the realistic novel
in English literature, with ‘prescriptive realism’ and
‘verisimilitude™ as the narrative conventions that writers
availed themselves of most often in the eighteenth century
while denying, “whether explicitly or implicitly, the fact that
they were writing novels (or ‘romances’).” These narrative
conventions were still powerful in the nineteenth century
and they became the literary norm in the Victorian Age, the
most illustrative example being that of Charles Dickens who,
in writing his novels, often relied on his readers’ response to
previously written chapters.

As a literary convention, verisimilitude cannot neglect
public opinion, which would have been a key element in
the readers’ acceptance of the new literary species in its
early days. According to Michael Seidel, the main focus of
the realistic novel in eighteenth-century England was a “a
concentration on daily life in particularized settings; a sense
of information and immediacy; conventions of hehavior that
would appear, at least to a reading audience, as part of its
recognizable world.” Similarly, in Elizabeth Ermath’s opinion,
authorial omniscience was meant to inspire belief and, in this
respect, the ‘author as nobody’, standing above the text, was
conceived, in the age of realism, as “the power to mediate
what seems unrelated, [...] the power of collective/collected
perception that creates realism’s common horizon in time and

"\W
o

its rationalization of consciousness.”™

However, many of the novelists of the early age of realism
in England did not employ the ‘author as nobody’ as part of
their narrative technique, but resorted instead to the ploy
of letter writing, at a time when realism was yet to prove
reliable and the use of the third person would have been more
instrumental in ensuring the truthfulness and trustworthiness
that the still reluctant readers of the time expected of a novel.
Whether it was because of what Margaret Ann Doody called
the ‘early repudiation of the new species”, stemming from its
identification with the ‘superficial’ romance, or because some
of the novelists reacted against the moralism and didacticism
imposed on their creative enterprise in an age still imbued
with Puritan morality, the eighteenth century was, perhaps
more than the following one, an age of experimentation with
novelistic narrative techniques, many of which would not, as
per traditional accounts, fall within the definition of realism as
amode of representation.

Nevertheless, the norms of realism may be detected in most
of the eighteenth-century English novels, but they become
more problematic since, as part of their narrative enterprise,
some authors challenged them, thus rendering their novels
‘oppositional discourses’® The novels subject to analysis in the
present paper differ in many ways - Richardson’s Pamela (1740)
became an iconic book, Jane Austen’s Love and Freindship (1787
to 1793) was rather obscure subsequent to its publication and
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gained fame only later, in the light of feminist interpretations,
while the authorship of Henry Fielding’s An Apology for the
Life of Mrs. Shamela Andrews (1741) was deliberately withheld,
to be merely guessed at on its publication and identified with
precision only in the twentieth century.” However, despite
the differences in terms of narrative discourse and critical
reception, they do share an extremely finely tuned blend of
the narrative conventions of realism and a blatant, at times,
challenge of the ‘prescriptive realism’ that was prevalent,
according to Doody, in the eighteenth-century critical
discourse.

The novels were written in tune with the notion of
‘prescriptive  realism’, which “had the strongest hold in
English fiction.” They are also novels that fall within the
category of ‘domestic fiction’, a term to which Doody ascribed
two meanings, one denoting “the novel of the home, of the
drawing room, the women’s domestic sphere” and the other
pertaining to the deployment of the novel/s “in the capital or
the provinces”, the latter making the realistic English novel
“nationally in-turned.™ In tune with the notions of realism
and domestic fiction, but also with the moralism incumbent
in the eighteenth-century class-divided English society,
Samuel Richardson’s novel Pamela (1740) advanced the idea of
verisimilitude in the very title/subtitle:

"Pamela: or Virtue Rewarded. In a Series of Familiar Letters
from a Beautiful Young Damsel, to her Parents. Now First
Published in order to cultivate the Principles of Virtue and
Religion in the Minds of the Youth of both Sexes. A Narrative
whichhasits Foundationin Truth and Nature; and atthe same
time that it agreeably entertains, by a Variety of curious and
affecting Incidents, is entirely divested of all those Images,
which, in too many Pieces Calculated for Amusement only,
tend to inflame the Minds they should instruct (1740)".

It was by means of this lengthy, digressive title/subtitle that
the readers were assured, from the very beginning, that the
text would match their horizon of expectation, by the idea,
prevalent at the time, that virtuous behavior, albeit in the
case of a servant maid, would not go unrewarded, and that
the text would confirm, and conform to, their shared cultural
assumptions. Richardson’s novel was an early example of the
way in which the ideology of realism in literature influenced
the writing of a novel. In order to have it accepted by editors
and readers alike, the writer adopted particular narrative
strategies, thus adapting the narration to the expectations of
the public. Pamela was written as the typical, in many ways,
story of a young servant girl; moreover, the fact that it was a
story that Samuel Richardson himself had once heard, along
with the mixture and profusion of realism and sentimentality,
immediately granted it the air of truthfulness expected of
novels at the time.

According to Ernest Baker, “Pamela was exactly the
sort of hook that Richardson’s grave and tender-hearted
contemporaries were waiting for. Everybody read it, without
distinction of class, everybody in polite society was prepared

to talk about it. [...] It was recommended from the pulpit.
In less than six months it had gone into a fourth edition.™
Richardson’s novel owed its success precisely to the fact that it
mirrored the mentality of the time, largely derived, according
to Doody, from “previous repudiations of the emerging
genre™, as well as from its simultaneous, albeit timid,
acceptance, provided it was written as a serious, instructive
text, featuring stories of virtue and morality.

Part of the set of conventions of ‘prescriptive realism’ was
the fact that the literary text had to include elements that
were reflective of the conventions of the time. The readers
were expected to immediately resonate with the novel,
which presumably mirrored their lives or the lives of those
who were above or below them in social rank, but part of the
same society and subject to the same social conventions. In
Time and Narrative, Paul Ricoeur (1985) called this process
‘reconfiguration’ and defined it as the writer’s redeploying
the elements of the text according to the readers’ horizon
of expectations, in tune with their own social and cultural
background and with their own patterns of conceiving life.
Similarly, Elizabeth Ermath claimed that, in the realistic
narratives of the time, a fundamental idea took shape, namely
that

“the medium of creation extends from [...| the page into our
actualspaceandtime...]. Inaddition, thisaestheticinvitation
comesinscribedwithapromisethatrealisticconventiongives
us a power of generalization that will enable us to subsume
or eradicate whatever is inexplicable or mysterious”s

Richardson’s novel was written in anticipation of the readers’
expectations. Thus, the title (Pamela, or Virtue Rewarded)
was suggestive of the happy ending and the readers of the
time were assured from the start that the novel would end
in marriage. Marriage was the desired outcome in a novel
and the ‘marriage plot’ would become a recurrent narrative
convention in the novelistic discourse of the eighteenth and
nineteenth centuries. Moreover, the protagonist, Pamela,
never openly criticized her master, who, in spite of his initial
vile behavior, would remain the embodiment of the upper
classes, whom a servant girl had to respect. And indeed,
according to Ernest Baker,

“[Pamela] is obviously an epitome of the excellences
dearest to the Puritan mind. She stands there to enforce
a lesson, not, unfortunately, the beauty of goodness, but
what through Richardson’s matter-of-factness looks too
much like the policy of being honest. She has her vanities
and weaknesses, however, which save her from being too
offensive a paragon: in truth, she is often a minx, who
certainly does not fascinate the reader of a different epoch
as she did the friends of Mr. B. and lovers of sensibility in
1740. But it can be said with more appropriateness of Pamela
than the poet Young said of the more ambitious but less
successful figure of Lovelace: “Tis the likeness and not the
morality of a character we care about.” Her self-portrait
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betrays an infinity of those tiny, almost imperceptible
touches of nature, the quirks of temperament, the feminine
foibles, that Richardson had been quietly observing all
his life, which slip unconsciously from her pen when the
didactic purpose has for the moment been forgotten.
Pamela was the first creation of that kind in our literature,
and, however much we may criticize and even dislike
her, there is no challenging her perfect life-likeliness”

In Pamela, the narration is based on the use of the epistolary
technique. Prior to the publication of the novel, Richardson
had already established a reputation as a commissioned
letter writer and he used his experience to portray life-like
characters who would appeal to his readers. Richardson
explained his choice of style in the Post-script to Clarissa, his
other famous novel, published in 1748:

“The author thinks he ought not to prescribe the taste of
others; but imagined himself at liberty to follow his own.
He perhaps mistrusted his talents for the narrative kind of
writing. He had the good fortune to succeed in the epistolary
way once before. A story in which so many persons were
concerned, either principally or collaterally, and of
characters and dispositions so various, carried on with
tolerable connection and perspicuity, in a series of letters
from different persons without the aid of digressions and
episodes foreign to the principal end and design, he thought
had novelty to be pleaded for it: and that, in the present
age, he supposed would not be a slight recommendation””

The epistolary technique is neither third-person objective,
authorial/authoritative, nor  traditional  first-person
subjective, narration. With the appropriate hindsight,
contemporary readers might question the novelist’s choice of
the epistolary technique in the narrative process of Pamela to
the detriment of either the fully trustworthy realistic third-
person narration or of the relatively trustworthy first-person
one. Yet, by resorting to the apparently least trustworthy
narrative technique, Richardson may have, in fact, chosen
the most reliable narrative approach in an attempt at making
his female protagonist endorse the ideology and the social
conventions of the time.

In the traditional realistic novel, the third-person/
omniscient narrator grants objectivity to the narration,
while choosing, or at least having the freedom to choose,
what to reveal and what to hide in the narrative process, thus
rendering the truth of the narration objective. While being
involved or non-involved, the omniscient narrator may, and
usually does, manipulate the events, the characters and the
audience alike. By contrast, in the realistic novels written in
the first person and characterized by narrative subjectivity,
the narrator will choose to reveal almost everything in his/her
narrative enterprise (as Jane Eyre, the subjective, first-person
narrator of the eponymous novel would do almost a century
later), revealing not necessarily an objective truth, but rather
a symbolic, private one. In doing so, however, the same first-

person narrator has the liberty to emphasize certain facts and
toleave outless propitious ones. In this sense, much like in the
third-person narration, he/she may manipulate the events and
the audience, but cannot manipulate the main character (him/
herself) who, by being involved, wants to prove something to
the readers and must therefore be revealed in his/her most
honest and sincere narrative stance.

In the first-person type of narration, the events may be,
and usually are, narrated after they occurred and the audience
is presumed and taken into consideration (the character/
narrator often addresses the readers, as, once again, the
emblematic Jane Eyre would do). In this type of narration, the
narrator may have an omniscient perspective over the events
and over the characters, but not over the audience which,
albeit often addressed, remains unknown and outside the
text. By contrast, in the epistolary novel the narrator lacks
an omniscient perspective over the events in their entirety
(as they are narrated while they are unfolding, in the case
of Pamela under the form of letters to her parents and diary
entries).

In the epistolary novel, the narrator also lacks an omniscient
perspective over the characters (which are still developing
as part of the unfolding plot) and over the audience, be it an
intra-textual or an extra-textual one. While the existence of
an intra-textual audience (the readers of Pamela’s letters) is
taken for granted, its reactions and response to the narrated
text (the letters) cannot be anticipated, whereas the extra-
textual readers (the readers of the novel proper) are not even
imagined, for, had they been, the letters would not have been
written or they would have lacked the air of sincerity that
placed the female narrator in a highly vulnerable position.

From this point of view, the epistolary type of narration
ensures a higher degree of truthfulness, because the
narrator lacks the omniscient perspective over the readers,
a perspective that does exist in the first-person type of
narration, where it engenders a narrative situation that allows
the narrator to leave out or modify certain events to his/her
advantage. The epistolary type of narration leaves the narrator
exposed and more vulnerable in revealing the subjective
truth of his/her soul. It grants the extra-textual readers an
omniscient perspective over the text, over the characters and
over the narrator, thus rendering the narrator more reliable
and trustworthy than both the third-person narration and the
first-person one.

By employing this narrative technique, Richardson must
have wanted Pamela to be received as a believable, albeit
not frequently encountered, life-situation, given the marital
rewards that proper behavior bestowed on young women
irrespective of social standing, but also the slight possibility
of a gentleman’s marriage to his servant maid. In this respect,
Pamela may not necessarily have been imitation of reality,
but it definitely posited the possible, if less probable, ‘what
if’, indirectly forcing the readers into a ‘willing suspension of
dishelief” and adding a slightly ironic margin to Richardson’s
intended seriousness of the narrative approach.

However, there are contemporary interpretations of
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Richardson’s mnovel that unquestioningly point to the
artificiality of Pamela’s character, casting doubt on the notion
of verisimilitude as it was professed in the eighteenth-century
narrative theory. Thus, according to Myra Jehlen, Pamela
“represents the beginning of a new form to deal with a heroine
as anovelistic construct, unlike the traditional view of a female
character as defined by her vulnerability”* Thus, Pamela’s
“triumph” represents the symbolic “defeat of Mr. B.”, with
her individualism as a would-be member of the middle-class
“levolving] at the cost of his” as a proper representative of the
middle-class. In this sense, Jehlen identified a contradiction,
among the writers of the time, “hetween the art and the
politics of the sentimental novel, at the point where they
confronted the tradition in which they were writing and, for
political reasons, they refused to perpetuate the image of the
seduced and abandoned heroine, replacing it with the good
¢irl who resists to the end.” In Richardson’s case, the former
narrative instance can be detected in Clarissa, while the latter
is characteristic of Pamela.

Regardless of such interpretations, in writing Pamela,
Richardson must have willingly endorsed the prescriptive
realism of the eighteenth century. This stance is obvious in his
choice of the epistolary technique as a means of validating a
feminine narration deriving fromthe protagonist's physicaland
symbolic entrapment in the ‘private sphere’, in the narrator’s
(letter writer’s) addressing a limited, yet judgmental, audience
and, last but not least, in the enlargement of the same ‘private
sphere’ in order to incorporate other narrators (readers and
writers of letters as well) meant to fulfill the role of external,
presumably objective, observers of the protagonist’s turmoil
and endeavors.

According to the above-mentioned contemporary
interpretations, the firstletters revealed Pamela as powerless,
whereas the subsequent ones revealed her as eventually
rewarded for her ‘tenacious virtue’ (which might, and should,
be read as ‘virtuous tenacity’) with a hushand, a household
and a higher social status. By advancing a different reading of
the novel, Jehlen concluded that Pamela should by no means
be regarded as a victim, but as a pragmatic girl, one who was
“careful, controlled, certain of her values, unwilling to be
victimized™®, therefore able to emerge triumphant in the end.

It was not only in twentieth-century critical interpretations
that the idea of verisimilitude in the novel was challenged.
Richardson’s contemporary, Henry Fielding, simply reversed
the social paradigm of Pamela in his burlesque novel published
in 1841, An Apology for the Life of Mrs. Shamela Andrews.
In it, the same character, called Shamela, was portrayed
as a hypocritical woman, whose only aim was marriage.
Published one year afterwards, in 1742, Joseph Andrews was
also, in many ways, an intertextual approach to Pamela, both
novels reflecting Fielding’s revolt at what he considered
the artificiality of Richardson’s character. In the Preface to
Foseph Andrews Fielding claimed, as an indirect reference
to Richardson’s Pamela, that it was the writers” vanity that
made them create ridiculous and unbelievable characters, an
allegation that was, in fact, an attack at the very ideology of

realism in the eighteenth century.

According to Wallace Martin, Fielding exposed the narrative
conventions of Pamela through parody, whereby discrepancies
would arise between the modes of presentation in the two
novels. Paul Ricoeur called this type of intertextual rewriting
of a realistic novel ‘verisimilitude as parody and/or irony’.
As both novels were written in the realistic mode, both
presumably imitated real life situations and people, therefore
the readers would invariably be estranged from either one
of the two ‘realistic’ texts. Invoking Shklovsky’s concept of
‘defamiliarization’, Wallace Martin argued that, by exposing
the discrepancies between the (same) characters of two
novels with the same plot, by shedding doubt on the notion of
‘realistic’ imitation of life, the writers who resorted to this ploy
showed that the stories were “not imitations of reality™, for,
if they were compared to the real world, one of the characters
(Pamela or Shamela in this particular case) would turn out to
be unbelievable. Thus, as Martin suggested, by undermining
the notion of ‘verisimilitude’, Fielding showed that the ife-
likeliness™ of the realistic mode of writing depended on
narrative rules alone and was merely “an artificial effect”, to
be achieved by the writer’s appropriation of a particular set of
narrative conventions.®

It was precisely this set of narrative conventions that Jane
Austen also challenged in her juvenilia. Written from 1787 to
1793, Love and Freindship was, as the subtitle (4 Novel in a
Series of Letters — Deceived in Freindship and Betrayed in Love)
suggested, a parody of the false narrative conventions that had
shaped women’s lives since the beginning of the eighteenth
century. In sharp contrast to her later novels, in which she
“lundertook] the domestic subject matter congenial to the
consensus of realism, with its emphasis on common time and
common understandings™, in Love and Freindship Austen
criticized, in a more or less overt manner, the rigid morals,
the flimsy occasional escapes from the social conventions of
the time, but also “the overvaluation of love, the miseducation
of women, the subterfuges of the marriage market, the rivalry
among women for male approval, the female cult of weakness
and dependency, the discrepancy between women’s private
sphere and public (male) history.™

Austen’s Love and Freindship apparently veers from the
fiction of the ‘private sphere’, written for and about women,
as the two female protagonists travel with their hushands or,
when their husbands are amiss, take the liberty of travelling by
themselves in search of them. But, in the assumed flight from
both the comfort and the confinement of the private sphere,
the two protagonists embark on a journey with picaresque
overtones, even if their endeavors are narrated with an air
of derision and in too intimate a manner for the narrative to
be taken seriously. The picaresque novel of the eighteenth
century hardly portrayed respectable young girls of the upper
classes or of the gentry, but focused instead on the unfortunate
or on the marginalized. In allowing her female protagonists
to flee the private sphere and to travel unaccompanied as far
as Scotland and back, Austen challenged both the rigid social
and narrative conventions of the time and the way in which
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superficial young ladies/readers internalized them or reacted
against them.

But it was precisely by resorting to irony that Austen played
her card of challenging conventions, perhaps more blatantly
than she would do in her later novels, where she actually
seemed to fully endorse them. Although not written for the
public at large but for her family alone, Austen’s early novel is
innovative inasmuch as it endorses Wallace Martin’s allegation
(with regard to Fielding’s intertextual approach to Pamela)
that verisimilitude in realistic novels is merely a narrative
ploy. And indeed, while tackling the private sphere from a
woman writer’s perspective, Love and Freindship can be read
both as a combination of Richardson’s Pamela and Fielding’s
Shamela and as awoman writer’s response to, and intertextual
rewriting of, what she considered to be the superficial
literature for and about women at that time.

Nevertheless, in writing Pamela, Richardson must have
firmly believed in the trustworthiness of the epistolary
technique, both in terms of revealing the essence of a
character/narrator and in terms of an accurate deployment of
the plot. Referring to his later novel, Clarissa, he emphasized
the idea that letters were a more insightful way of rendering
the protagonist’s inner turmoil in a novel:

“Much more lively and affecting ... must be the story of
those who write in the height of a present distress, the
mind tortured by the pangs of uncertainty [...] than the
dry, narrative unanimated style of a person relating
difficulties and danger surmounted, can be [..] the
relater perfectly at ease, and if himself unmoved by
his own story, not likely greatly to affect the reader.”

The differences between Richardson’s Pamela and Austen’s
Love and Freindship may be identified precisely in the urgency
and immediacy of the narrative pace, in the lack of perspective
stemming from one’s writing in the urge of the moment in the
former, as opposed to the elaborate, cautionary writing of
letters with the hindsight of mature age, in the latter. Austen
began her epistolary novel with an emphasis on the flimsiness
of the four characters (the two young women who became
best friends the minute they set eyes on each other and their
hushands), deployed the events of the plot at an alert pace,
with dramatic events succeeding one another so speedily that
they eventually lost all drama and, in doing so, rendered the
two female protagonists insensitive to serious life matters
and oversensitive to superficial ones. In this respect, the
way in which the two young female protagonists superficially
internalized their experiences during their flight from home
is consonant with, but also an ironic inversion of, M. M.
Bakhtin’s ‘device of not understanding’ that characterizes the
protagonist/s of picaresque fiction.

In many ways, Austen’s novel is resonant with the assumed
superficiality of Shamela, but, in the final letters, itis consonant
with the intended seriousness of approach of Pamela. Whereas
in Pamela the epistolary style is defined by inwardness, with
the protagonist craving the security (and confinement) of the

‘private sphere” in the solitude of her almost diary-like letters
to her parents, in Love and Freindship the epistolary style is
defined by outwardness. The cautionary letters are written by
the mature Laura and are addressed to a young woman whom
she warns against the flight from the security of the same
‘private sphere’:

“Letter 3, Laura to Marianne/ As the daughter
of my most intimate friend I think you entitled to
that knowledge of my unhappy Story, which your
mother has so often solicited me to give you...™

Love and Freindship largely endorses Pamela’s compliance
with social conventions, in the sense that young women,
irrespective of social rank and class, are advised not to step
out of the ‘private sphere’ and cautioned that, should they
do so, it would be at their own expense. What Laura’s letters
to the young, inexperienced daughter of her friend suggest,
is that stepping out of the realm of the domestic, as she and
her best friend heedlessly did as inexperienced young girls,
will not bring her true liberation. At the end of the eighteenth
century, women’s confinement to the ‘private sphere’ was still
a stronghold of social life and one’s choice of ignoring the
status quo (the family inheritance, parental control and the
status provided by an arranged marriage) could not, as yet, be
ignored.

The novel equally posits one’s acceptance and rejection
of the entrapment in the conventional roles ascribed to
women, as the two young protagonists, Laura and Sophia, are
what the readers of the time might have called emancipated
women, flimsy and superficial, heedlessly entering dramatic
situations the consequences of which they do not anticipate
or acknowledge. When they flee with their husbands, they
symbolically flee their enclosure into the private sphere
of home, but they do it on a whim, not as a result of mature
consideration, ignoring the consequences of their actions
altogether.

The letters are written by Laura, who retrospectively
describes the events that marked her youth. They are written
with an emphasis on communication, as their sender is aware
of the generation gap that might prevent the young addressee
from receiving the message as intended. Consequently, the
narrative pace is accelerated and the air of superficiality
is preserved so as to appeal to a younger generation, but
what lies at the core of the letters is the idea that one should
acknowledge the establishment and be aware of the fact that
women cannot escape it, a theme tackled seriously in all of
Austen’s later novels. However, there is a certain ambiguity
regarding the maturity of the narrator/letter writer for,
although advanced in age, Laura has apparently remained a
superficial woman. There is a certain degree of superficiality
in her letters that is reflective of a youthful outlook on life, but
there is also authorial derision, suggestive of a more mature
view, but one subtle enough to be left to the readers of the
letters to discover.

Perhaps it was not a coincidence that Mary Wollstonecraft’s
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A Vindication of the Rights of Woman, the founding text of
feminism, was published in 1792. Whether Austen was familiar
with it or not, her novel was resonant with the author’s
allegation that women had been taught for centuries to be
something other than their nature, a theory that preceded the
famous ‘nature vs. culture’ debate of the feminist project. In
spite of the air of derision that pervades the letters in Austen’s
novel, there is a hint at a possible, albeit limited, escape for
women. What Laura emphatically advises young Marianne to
do is to get a voice, to speak her mind, instead of giving in to
induced notions of female frailty, and this may indeed have
been the only liberty that women could indulge in at the time:

“My beloved Laura (said she to me a few hours before she
died) take warning from my unhappy End & avoid the
imprudent conduct which has occasioned it ... beware of
fainting fits ... Though at the time they may be refreshing
and Agreeable yet believe me they will in the end, if too
often repeated and at improper seasons, prove destructive
to your Constitution ... My fate will teach you this ... I
die a martyr to the loss of Augustus ... one fatal swoon
has cost me my Life ... Beware of swoons dear Laura ... A
frenzy fit is not one quarter so pernicious; it is an exercise
to the Body & if not too violent, is I dare say conducive
to Health in its consequences - Run mad as often as you
chuse; but do not faint’ - [...] These were the last words
she ever addressed to me ... It was her dieing Advice to her
afflicted Laura, who has ever most faithfully adhered to it"»

By her extensive use of irony, Austen resorted to another way
of dismantling the ideology of realism, shedding doubt on the
notion of ‘verisimilitude’. What the cautionary letters of her
protagonist suggest is that, far from being a fictional rendering
of eighteenth-century young middle-class women’s lives, the
letters are rather words of advice against one’s entrapment in
traditional roles and, more importantly, against one’s attempt
at escaping the symbolic ‘drawing-room’ and the ‘private
sphere’ at a time when the ‘public sphere” was reserved for
men only.

In comparing the narrative styles of the three writers,
Miriam Allott claims that “the wit and politeness which color
with refinement [Fielding’s] crudest scenes and thereby
add to their comic effect are quite alien to the style of his
great contemporary, Richardson”, who “supplements by
an attractive immediacy and realism what he lacks in ease
and elegance”? On the other hand, Allott believes that what

Fielding and Austen share are “irony, concealments and
withdrawals”, so that “both their methods leave us wondering
whether the peculiar force of their irony does not after all
depend much less on the firmness of their moral beliefs than
on the vividness with which they recognize the existence of
ambiguity, contradiction and anomaly.™

The epistolary style was by no means an innovation of
the eighteenth century. When he analyzed autobiographical
narration in ancient literature, Bakhtin discussed the relation
between the ‘familiar letter’ and the ‘drawing-room rhetoric,
positing that the epistolary style emerged when “the shaping
of alife into a biography - success, happiness, merit - began to
lose their public and state significance and passed over to the
private and personal plane [...] into the drawing-room world”*
The English narratives of the eighteenth century reshaped the
expanse of the initial narrative attempt. In writing in tune with
‘prescriptive realism’ and with the new conceptualization of
the ‘private sphere’, the English novelists of the eighteenth
century confined the epistolary narratives of the drawing-
room world to the ‘private sphere’ alone, perhaps slightly
trivializing the importance of the genre by repositioning the
focus of the narrating ‘I' from men to women, from the public
sphere to the private one.

Nevertheless, the epistolary novel of the eighteenth century
did not completely veer from the original epistolary narratives
invoked by Bakhtin, in that it still emphasized “a new
relationship to one’s own self, to one’s own particular ‘T - with
no witnesses, without any concessions to the voice of a ‘third
person.”™ Moreover, with its emphasis on the confinement to
the ‘private sphere’ as the women'’s sphere alone, it did secure
a special emotional connection between the readers and the
protagonist, given both the degrees of solitude in the use of the
first person and the unintended intimacy generated by the act
of reading letters addressed to an audience which the readers
are not actually part of. It is a kind of emotional sympathy
that might be achieved in reading Pamela, the novel in which
the sincerity of the protagonist is apparently unquestionable.
It might also be achieved in Love and Freindship, were it
not for the pervasive use of irony that eventually estranges
the readers from the experience of reading this particular
epistolary novel in the same key. Much like Fielding’s Shamela,
Austen’s Love and Freindship can be read as an ‘oppositional
discourse’, as a parody of the well-made epistolary novel and
of the conventions of the realistic novel and as an illustration
of the ever-shifting nature of the novel, a species constantly
reinventing not only itself, but also the very rules that define it.
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This article focuses on the poetic spring of the relationship between the texts of Cioran (1911-1995) and the poems of Emily
Dickinson (1830-1886) from the perspective of comparative literature and of the po(i)etics. Taken into account are the main
reasons that explain Emily Dickinson’s appearance in Cioran’s creative space. We are also interested in the similarities between
the two authors in writing the self and the world, identity being a major element in this respect.
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Cioran, écrivain hanté jusqu'au désespoir par l'inconvénient
détre né, exprime a travers tous ses écrits sa « soif de
pérégriner a travers les littératures et les philosophies, de les
dévorer avec une ardeur maladive ». Le regard vers d’autres
horizons, la tentation de I« ailleurs », pourront étre micux
analysés dans les rapports qui s'instaurent entre les textes
cioraniens et la littérature anglo-américaine (dont le trait le
plus important, aux veux de Gilles Deleuze?, réside dans cette
exploration de la « fuite » et du repli sur soi). L'interrogation’
sur la portée de cette nouvelle coordonnée correspond a la
perspective que l'auteur a sur son existence qui reste ancrée
sur un élément définitoire (évident d’ailleurs dans le petit
fragment mis en exergue) : la fuite de soi. Cette fuite de soi,
saccompagnant aussi d’une véritable fuite en soi, savere
étre I'un des éléments clés de la préoccupation constante de
Cioran pour Emily Dickinson. Celle-ci figure parmi les poétes
romantiques qui fascinent, voire bouleversent* Cioran non
seulement par leurs ceuvres et par leurs esthétiques, mais
aussi par leurs existences tres discretes.

Il déclare ouvertement son obsession pour elle dans un
entretien avec Gerd Berefleth en 1984, lorsqu'il se réfere aux
poetes qui se cachent derriere leurs créations : « Prenons
Emily Dickinson que jadmire, non, que je vénere. Elle ne cesse
jamais de parler d’elle-méme. Le poete objectif n'existe pas et
ne peut pas exister. Le je’ est omniprésent dans tout poeme. »

Si Cioran assigne une fonction d’une extréme importance

aux poemes d’Emily Dickinson, c’est parce qu’il voit dans
sa « personne » une sorle de compagnon spirituel, comme
Shakespeare ou Dostoievski, pouvant partager dans sa
compagnie (qui lui parait presque réelle) tous « ses moments
d’angoisse »°. Létat d’admiration est si grand que I'écrivain est
capable de renier tous les autres poétes : « Je donnerais tous
les poétes pour Emily Dickinson. »7

Cioran explique les raisons de son engouement pour
Pécrivain américain et décrit cet état de passion comme un
« attachement » qui survient avec la méme force que son
« emballement » pour Rilke®. Cioran se sent si familier avec le
monde dans lequel celle-ci avait vécu ainsi qu'avec le monde
décrit dans tous ses poemes. Il wose pas se considérer comme
P'égal de Dickinson, considérant qu'il lui manque l'audace et
Pénergie de rester fidele a sa solitude (unique moyen pour
mieux pénétrer dans I'univers d’Emily Dickinson).

Dans un entretien avec Jean-Francois Duval, datant de
1979, Cioran parle de Nietzsche et d’Emerson et avoue avoir
commencé alire les aphorismes de ce dernier, non seulement
a cause de la forme d’écriture qu'il aimait pratiquer lui aussi,
mais comme une sorte de lecture obligatoire inspirée par Emily
Dickinson. En effet, Ralph Waldo do Emerson représentaitl'un
des artistes que celle-ci lisait et fréquenté assidiment: « Et
par exemple je me suis intéressé beaucoup a la poésie d’Emily
Dickinson, une tres grande poétesse, énorme ! qui lisait
beaucoup Emerson. J'avais un culte pour elle - je I'ai toujours.



18

J'aurais donc du lire Emerson. »°

Mais la fascination de Cioran dépasse le niveau ontologique,
Pécrivain empruntant  certains  modeles  d’écriture
fragmentaire ala Emily Dickinson. Il en concoit méme un genre
hybride, né du domaine de la philosophie et de la littérature,
son réve étant de « construire un systéme philosophique avec
des raccourcis a la Dickinson »*, se proposant méme de faire
« un livre composé de fragments, de notes, d’aphorismes
uniquement »". En méme temps, les formules des poemes ou
deslettres d’Emily Dickinson s'installent dans son écriture, par
le biais de divers procédés intertextuels, comme la citation,
lallusion, la référence, voire la traduction. Par exemple,
dans des expressions comme : « Funérailles perpétuelles de
Pesprit »* ou « Promenade funebre : je portais le deuil de
mon esprit. »%, nous identifions aisément les traces du vers
dickinsonien (« I felt a funeral in my brain »“),

En 1960, Cioran inscrit dans les pages de ses Cahiers une
citation d’Emily Dickinson a I'égard de Dieu, citation donnée
en original et juxtaposée comme apposition au nom propre,
marquée typographiquement par des guillemets, et suivie
par la référence. Nous identifions a la page 828 des Cahiers
(dix ans plus tard) une affirmation que Cioran semble avoir
concue d’apres le modele de la premiere citation : « Dieu,
‘our old neighbour’, comme I'appelle Emily Dickinson. »»
Cette fois, l'auteur détourne la citation initiale jusqu’a obtenir
son contraire : « Dieu, le grand Etranger. »° 1l s'agit d'un
éloignement de écriture qui correspond parfaitement avec
lattitude cioranienne devant la divinité, son symbole méme
perdant sa qualité de proche, « voisin » (« old neighbour »), et
devenant une sorte d’entité muette et distante a jamais, effet
obtenu par I'emploi romantique de la majuscule (procédé dont
se servaient les poetes romantiques et, selon leur exemple,
Emily Dickinson ou Emily Bronté). La formule reprend non
seulement la forme du dernier vers du poeme 623 datant
de 1890, « Of our old neighbor - God »v, mais la déforme au
niveau sémantique et au niveau de I'ordre des mots. Si dans le
texte ’Emily Dickinson Dieu est un étre proche, semblable a
«un voisin ancien », la nouvelle formule propose une divinité
froide et éloignée. Dans l'original, le sujet (God) est postposé
a l'apposition qui le détermine, « our old neighour », tandis
que le texte cioranien inverse visiblement cet ordre. En
partant de la citation en anglais, I'écrivain recrée une formule
qui reprend approximativement le contenu de l'original,
tout en constituant pourtant un texte nouveau, son propre

texte. Lécriture conserve de cette facon la mémoire du texte
original etla traduction devient une sorte d’écho de l'original?,
comme on peutle constater dans I'exemple suivant qui illustre
que Leffort de traduction est doublé par I'effort de création :
« ‘Who has not found the heaven below / Will fail of it above’ (E.
Dickinson) Le ciel est la récompense de ceux qui I'ont trouvé
déjaici-has. »v

Lempreinte laissée par Emily Dickinson sur lécriture
cioranienne ne se résume pas uniquement a la reprise de
certaines formules et de certains themes. Elle apparait
éealement au niveau formel, par I'emploi des majuscules « Al
dérive dans le Vague, je m'accroche au moindre chagrin comme
a une planche de salut »* ou des tirets : « Les événements, -
tumeurs du temps... »*

Un autre niveau de similitude réside dans le penchant
cioranien pour I'effacement total de soi, inspirée apparemment
du modele d’Emily Dickinson : « I'm Nobody ! Who are you? »=
Lannulation de la personne, lassimilation ala « personne », au
rien, au zéro, suppose une déformation de la perception des
autres, une impossibilité de reconnaissance qui impliquerait
la nécessité que Pautre devient lui aussi un non-étre : « Are
you Nobody, too ? » « S'ignorer », « s’effacer » ou « se jouer
de soi » représentent selon Sylvie Jaudeau « autant d’attitudes
qui ressortissent d’une volonté d’ahdication de I'étre au profit
de I'existence, du sens au profit du style, de la personne au
profit du personnage »*. Le moi de Cioran est par conséquent
«une construction changeante, faite d’'une variété d’éléments
changeants formant une unité de tension dramatique en
développement »*. Cioran est toujours a la recherche de la
meilleure formule de soi et de son existence. Il cherche des
syntagmes ou des mots quile définissentle plus succinctement
possible, aspirant ainsi a « une sorte d’évanouissement dans le
Mot »*.

Selon le modele du poete Emily Dickinson, Cioran semble
favoriser une « écriture de I'urgence, de la sensation, destinée
afixer des vertiges »*. Il refuse le débordement, I'expressivité,
la « spontanéité » qui constituent la parole poétique afin
de privilégier la formule en apparence impersonnelle,
formule qui se révele porteuse d’'ambiguités et de multiples
significations. Réclusion en soi, foi, doute, angoisse
métaphysique, discrétion, dépouillement du langage, en voici
autant de coordonnées d’Emily Dickinson dans lesquelles
Cioran trouvera de véritables lignes de vie et d’écriture.

Notes:
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In the context of what seems to be known in France as the “crisis of literature”, one of the solutions often put forward over the
past two or three decades is to invoke the epistemic capacities of literary works, in order to argue their usefulness and legitimacy.
Literature specialists, but also representatives of other fields of study thus speak of a sociological, historical or philosophical
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etc., that the strong enhancement of literary works by the use of the idea of knowledge through literature could lead, in return,
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« Lalittérature, pour quoi faire ? »

Dans le paysage intellectuel francais et francophone, le
tournant du XXI¢ siecle littéraire semble marqué par un
ressenti puissant de crise de la littérature, qui se déclinerait
a plusieurs niveaux : dégradation des productions littéraires',
désintéret de la société pour la lectures, crise du statut
épistémologique des études littéraires’, etc. Entre ces
différentes perspectives, une question en particulier, dont
Antoine Compagnon faisait le titre de sa lecon inaugurale au
College de France en 2006, parait synthétiser le fond méme
du probléeme : « La littérature, pour quoi faire ? ». En effet,
plutot que les querelles esthétiques ou les débats de méthode,
qui avaient animé le champ intellectuel pendant la premiere
moitié du XX¢ siecle et jusque dans les années 1960-1970,

c'est la raison d’étre méme de la littérature, son utilité et
son role dans le monde contemporain, qui se trouveraient
de nos jours remis en cause. Cette question s'impose donc
avec une certaine urgence, et le monde intellectuel est appelé
ay répondre : « une réflexion franche sur les usages et les
pouvoirs de la littérature me semble urgente a mener »-.

Or, dans leur diversité, les solutions apportées au « pour
quoi faire ? » alarmant ont souvent en commun d'invoquer
de potentielles vertus épistémiques de la littérature. Celle-
ci apparaitrait comme un mode de connaissance et une voie
privilégiée d’acces a un certain type de vérité, que le discours
scientifique serait parfois moins apte a faire découvrir. Contre
une croyance courante danslasuprématie dela science comme
seul dispositif de production d’'un savoir authentique sur le
monde, les littéraires, mais aussi des intellectuels appartenant

39
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a d’autres univers de savoir, semblent avancer de plus en plus,
ces quatre dernieres décennies, le postulat de ce qu’il parait
désormais convenu d'appeler la « connaissance littéraire ».
Des transformations subies par le roman a partir du tournant
des années 1980, avec les désormais célehres « retours » du
sujet, du récit et du réels, aux hypotheses toutes récentes d’un
Alexandre Gefen, décrivant un « tournant esthético-éthique »
de la littérature contemporaine comme « instrument de
construction de soi, de réflexion morale aiguisée »°, en passant
parles questionnements sur le sujet de sociologues, historiens
ou philosophes’, les multiples entreprises actuelles de
revalorisation d’un phénomene littéraire menacé par la crise
pourraient étre lues comme des matérialisations d’'un méme
impératif, formulé exemplairement par Antoine Compagnon :
« Aujourd’hui |...] c’estla connaissance littéraire qu'il s impose
anous de défendre. »*

Ces efforts collectifs de réhabilitation des propriétés
cognitives de la littérature, longtemps ignorées au nom
d'un idéal d’autotélisme et d’intransitivité des textes cher a
époque structuraliste, auraient pourtant pour conséquence
non-négligeable la remise au jour d’un enjeu sensible, guere
original, mais a portée toujours considérable : celui des
rapports de la littérature et des études littéraires aux autres
disciplines du champ des sciences humaines et sociales. En
effet, si on admet désormais lalégitimité du projet épistémique
dont le discours littéraire serait porteur et si, en plus, cette
reconnaissance vient de la part de disciplines comme I'histoire,
la sociologie ou la philosophie, attachées a trouver dans les
ceuvres littéraires des connaissances susceptibles d’enrichir
leurs domaines de savoir respectifs, quels effets, réactions
et positions vis-a-vis de cette situation peut-on observer
dans le champ des études littéraires ? Le fait de défendre la
connaissance littéraire contribuerait-il au renforcement
des collaborations interdisciplinaires ou, au contraire,
alimenterait-il une ancienne « guerre des disciplines », autour
de ce que le sociologue Pierre Bourdieu appelle « le monopole
du commentaire légitime des textes »°, qui nappartiendrait
plus, des lors, aux seules études littéraires ? Censée secourir
la légitimité des études littéraires, la notion de connaissance
littéraire ne risquerait-elle pas, au contraire, par le méme
mouvement quasi-inconscient, de les en déposséder ?

Afin d’apporter un éclairage efficace a ces questions, nous
nous proposons de considérer, au cours de I'analyse qui suit,
les relations entre la littérature et la sociologie telles qu'elles
pourraient étre configurées par la mise en avant, d’un coté et
de lautre de la frontiere interdisciplinaire, des capacités de
la littérature de véhiculer un savoir sur la société comparable
a celui que produisent les sciences sociales. Cet article est
la premiere partie d’une réflexion en deux temps. Nous
examinerons d’abord, dans les pages qui suivent, I'évolution
desrapports entre lalittérature etles sciences sociales au cours
des siecles précédents, afin de mieux mettre en perspective la
problématique qui nous intéresse. Dans un article ultérieur,
a paraitre, nous ferons arrét sur une situation concrete de
dialogue, quoique plutot indirect, entre des littéraires et des
sociologues, a propos du savoir littéraire et de son éventuelle

spécificité. Nous terminerons a ce moment-la notre analyse
par une mise au point sur les difficultés qu'une redéfinition de
la littérature comme mode de connaissance serait susceptible
d’engendrer, en montrant la complexité, faite de richesse,
mais aussi de dangers et de contradictions, d'une pareille
démarche.

Littérature et sociologie - controverses et consensus

Poser la question d’'une connaissance littéraire, dans le sens
d’une connaissance non pas de, mais dans et par a littérature,
fait presquautomatiquement penser au projet des romanciers
réalistes du XIX¢siecle, réputés pourleur ambition de produire,
atravers leurs ceuvres, des fresques de la société de leur temps
ou encore des représentations transparentes du monde et de
la nature humaine dans leur universalité. Le grand dessein
de Balzac de peindre les « especes sociales » comme des
especes zoologiques, I'idée du roman comme « un miroir que
lon promene le long d'un chemin » de Stendhal, la théorie
des écrans de Zola, il v a 1a autant d’arguments permettant
de concevoir, avec Jacques Dubois, le roman francais de
cette époque-la comme « un extraordinaire instrument
d’exploration du réel, de figuration de I'Histoire, d’analyse
de la société »*. Une premiere conception de la connaissance
littéraire pourrait donc, en effet, étre celle d’'une connaissance
de type sociologique.

Or, si ce projet de connaissance fut d'un coté fortement
alimenté par le développement des sciences exactes comme
la biologie ou la médecine (le cas de Zola est exemplaire), il
n'en est pas moins vrai qu'il se vit assez vite concurrencer,
voire contester par le projet des sciences sociales naissantes.
Lhistoire, tout d’abord, dut cesser d’étre assimilée a un
genre littéraire afin de pouvoir prétendre a la scientificité,
ce qui mit en défaut le roman historique”. Mais il parait que
c’est surtout avec la spécialisation et I'institutionnalisation
de la sociologie comme discipline universitaire a la fin du
XIXe siecle, science qui se serait a son tour affirmée « par
sa rupture avec la culture littéraire »= que les écrivains se
seraient retrouvés « dépossédés » d’un de leurs domaines
majeurs de compétence. Giséle Sapiro place cette séparation
dans un processus plus large, appelé par Andrew Abbott
la « division du travail d'expertise » et décrit par Max
Weber comme la « différenciation d’espaces d’activité avec
Pémergence d’'un corps de spécialistes qui contribuent a leur
institutionnalisation, a leur autonomisation et a la coupure
avec les profanes »™Les conséquences de ce processus pour le
champ littéraire auraient été significatives : celui-ci se serait
vu « dépossédé de certains domaines d’activité qui relevaient
de sa compétence tels que I'histoire, la psychologie, les meeurs,
la morale, et qui ont été monopolisés a partir du milieu du
XIXesiecle par de nouvelles professions dont I'expertise a été
reconnue par I'Etat (historiens, psychologues, sociologues,
criminologues, etc.) »-,

Lévolution, tout au long du XX siecle, des rapports
entre la littérature, d’une part, et les sciences historique et
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sociologique, dautre part, semble marquée par ce mélange
de proximité et de rivalité initiales. Outre la méfiance de
ces dernieres vis-a-vis de la littérature comme terrain de
recherche ou comme source, due a la dimension esthétique
des ceuvres qui rend leur usage documentaire problématique,
il v aurait 1a surtout une crainte a égard d’un certain
type d'écriture qualifiée de littéraire, liée a cette méme
dimension esthétique que les historiens et les sociologues
se seraient efforcés de bannir de leurs discours, au nom de
Pargumentation rationnelle basée sur 'administration logique
des preuves. Dans son ouvrage consacré aux relations des
sciences sociales alalittérature, Pierre Lassave mettait'accent
aussi sur ces efforts de construction d’un langage scientifique,
en opposition a l'expressivité littéraire : « L'évacuation du
sujet de 'énonciation, l'exposition d’un probleme, la définition
d’une méthode, le protocole d’enquéte, la critique des sources
ou de l'observation, la formalisation logique ou I'élaboration
de concepts synthétiques, modeles, types ou quasi-lois, les
préservent depuis Iorigine de toute tentation esthétique »5.
Cette prise de distance formelle se serait accompagnée plus
tard d’une marginalisation de la littérature en tant qu'objet
d’étude pour I'histoire et la sociologie, en méme temps que
du camp des études littéraires un refus de Iinterprétation
des textes par ces disciplines, percue comme inappropriée
ou réductrice, aurait contribué a fixer la fameuse dichotomie
entre I'analyse interne et I'analyse externe des ceuvres. En ce
qui concerne I'histoire, la distribution des taches opérée par
Roland Barthes dans le célebre article des Annales, « Histoire
et littérature », parait avoir constitué le mot d’ordre pour
les deux disciplines : la part de création appartiendrait aux
littéraires, laissant aux historiens pour objet « l'institution
littéraire », a saisir a travers « la méthode historique dans ses
plus récents développements »*, du moment que « ramenée
nécessairement dans ces limites institutionnelles, Ihistoire
de la littérature sera de I'histoire tout court »". En sociologie,
d’autre part, les approches successives de la littérature se
seraient faites soit a travers une réflexion structuraliste

d’inspiration marxiste, cherchant dans I'ccuvre le reflet
des rapports de production dans le monde social, celui de
l'idéologie de la classe dominante ou encore celui de la « vision
dumonde » d'un groupe social (la sociologie de lalittérature de
G. Lukacs et de L. Goldmann), soit par une étude des conditions
sociales de production, distribution et consommation des
ceuvres (chez R. Escarpit), débouchant sur une sociologie de
Pédition et de la lecture, « représentative de 'analyse externe,
qui tend a réduire les ceuvres a leurs conditions matérielles de
production et de réception »*,

Toutefois, il parait qu'a partir des années 1980, allant de pair
avec un déplacement majeur dans le discours dominant sur
la littérature au sein des études littéraires, déplacement vu
souvent comme un retrait de lavague formaliste-structuraliste
et un retour a histoire littéraire, mais surtout depuis les
années 1990, avec la popularisation de la théorie des champs
de Pierre Bourdieu et son ouvrage fondateur, Les Regles de
Tarts, une volonté de mettre fin a cette exclusion mutuelle
serait exprimée. En méme temps, une certaine ouverture
des fronticres donnerait libre cours a une série de réflexions
sur les emprunts et les échanges réciproques entre discours
littéraire, historique et sociologique. Lintérét nouveau que les
sociologues semblent manifester vis-a-vis de la littérature ces
quatre dernieres décennies pourrait supposer, entre autres,
une réhabilitation de la conception d’une connaissance
littéraire telle qu'elle voulut s'imposer au XIX¢ siecle. Mais
il est intéressant de remarquer que ces réflexions passent
également par une interrogation sur les capacités de la
littérature non pas tant a servir de terrain ou de support
aux considérations savantes de I'histoire et de la sociologie,
que de produire par elle-méme de nouveaux savoirs, voire
de nouveaux concepts et de nouvelles catégories d’analyse
du monde social. Sociologues et historiens entendraient
désormais faire de la littérature non seulement un objet a part
entiére de leurs disciplines, mais bien davantage, un outil de
réflexion et de connaissance.

Note:

1. Voir par exemple Pierre Jourde, La Litterature sans estomac (Paris : L'Esprit des péninsules, 2002) ; Jean Bessiere, Qu'est-il
arrivé aux écrivains francais 2 D:Alain Robbe-Grillet a Fonathan Littell (Loverval : Labor, 2006) ; Laurent Nunez, Les écrivains
contre lécriture (Paris : José Corti, 2006) ; Richard Millet, Désenchantement de la littérature (Paris : Gallimard, 2007) ; L'Enfer du
roman : Reflexions sur la postlittérature (Paris : Gallimard, 2010).

2. William Marx, LAdieu a la littérature. Histoire d'une dévalorisation XVIIE-XX! siccles (Paris : Minuit, 2005).

3. Antoine Compagnon, La Littérature pour quoi faire (Paris : Fayard, 2007) ; Tzvetan Todorov, La littérature en peril (Paris :
Flammarion, 2007) ; Yves Citton, Lire, interpréter, actualiser. Pour quoi les études littéraires 2 (Paris : Amsterdam, 2007) ; Jean-
Marie Schaeffer, Petite écologie des études littéraires. Pourquoi et comment étudier la littérature 2 (Vincennes : Thierry Marchaisse,
2011) ; Dominique Maingueneau, Contre Saint-Proust ou la fin de la littérature (Paris : Belin, 2000).

4. Compagnon, La Litte’]‘ature pour quoi faire, 27.

5. Dominique Viart, « Ecrire au présent : l'esthétique contemporaine », dans Le temps des lettres : Quelles périodisations pour
Uhistoire de la littérature francaise du 20e siecle 2, dir. Francine Dugast-Portes et Michele Touret (Rennes : Presses universitaires

de Rennes, 2001).

6. Alexandre Gefen, Réparer le monde. La litiérature francaise face au XXle siecle (Paris : Corti, 2017), 10.
7. Voir, par exemple : Anne Barrere et Danilo Martuccelli, Le roman comme laboratoire. De la connaissance littéraire a l'imagination
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sociologique (Paris : Presses Universitaires du Septentrion, 2000) ; Jacques Bouveresse, La Connaissance de Uécrivain. Sur la
littérature, la vérité et la vie (Marseille : Agone, 2008) ; le numéro spécial « Savoirs de lalittérature » de la revue Annales. Histoire,
Sciences Sociales, 65, no. 2 (2010) ; etc.

8. Compagnon, La littérature, pour quoi faire 2, 38.

9. Pierre Bourdieu, Homo Academicus (Paris : Minuit, 1984), 151.

10. Jacques Dubois, Les romanciers du réel. De Balzac a Simenon (Paris : Seuil, 2000), 9.

11. Voir dans ce sens : Christian Delacroix, Francois Dosse et Patrick Garcia, Les courants historiques en France. XIXe-XXe siécles
(Paris : Armand Colin, 1999), en particulier le chapitre « Le moment méthodique », 33-104.

12. Gisele Sapiro, La sociologie de la littérature (Paris : La Découverte,2014), 9.

13. Sapiro, La sociologie de la littérature, 38.

14. Ihid., 39.

15. Pierre Lassave, Sciences sociales et litterature. Concurrence, complémentarité, interférences (Paris : Presses Universitaires de
France, 2002), 7-8.

16. Roland Barthes, « Histoire et littérature : 2 propos de Racine », Annales. Economies, Sociétés, Civilisations, nr. 3 (1960) : 525.

17. Ibid., 530.

18. Sapiro, La sociologie de la littérature, 18.

19. Pierre Bourdieu, Les Regles de Uart. Genese et structure du champ littéraire (Paris : Seuil, 1992).
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FLAUBERT’S CREATIVE ISOLATION

In a world in which isolation means misfortune rather than conscious choice, it is important to know that, to a major writer
such as Gustave Flaubert, it represented the work environment in which he wrote his most important works. At first, isolation
came as a medical need after a nervous hreakdown suffered at the age of 23. The year of convalescence spent in the peaceful
atmosphere of Croisset, a small village in Normandy, made him want to stay home and work alone in his first-floor study with
aview on the Seine. Little by little, isolation became a professional need fully assumed and a life style, as he admitted in a large
number of letters. The writer learnt how to overcome, with the perseverance of someone who wanted to write the perfect work,
all the obstacles that arose. He sacrificed everything in order to achieve his goal and thus he remains an inspiration to all those

who want to write.

Keywords: Gustave Flaubert, isolation, Croisset, writer, solitude, letter.

Dans un monde ou l'isolement est percu comme une fatalité
plut6t que comme un choix délibéré, il est important de savoir
que celui-ci a représenté, pour un écrivain monumental
comme Gustave Flaubert, le cadre dans lequel celui-ci a écrit
ses ceuvres les plus importantes. Dans son cas, le recours a
lisolement releve dabord d’une nécessité médicale, suite
a une attaque nerveuse subie a I'dge de 23 ans. Lannée de
convalescence passée dans le 'atmospheére paisible de Croisset
lui donne le gout de rester chez lui, pour y travailler seul dans
son cabinet de travail qui donne sur la Seine. Petit a petit,
l'isolement devient une nécessité professionnelle entierement
assumée et un style de vie - il le reconnait dans heaucoup de
ses lettres. L'écrivain apprend a dépasser, avec la persévérance
de quelqu’un qui veut écrire 'ceuvre parfaite, tous les obstacles
qui apparaissent. Il sacrifie tout parce qu’il sait que le métier
d’écrivain doit étre accepté comme un devoir.

Tout commence un soir de janvier 1844, lorsque le jeune
Gustave est victime d’une violente crise nerveuse d’apparence
épileptique. Marqué par cet accident, son pére ne veut plus
qu’il continue ses études en droit. En avril 1844, il achéte une
maison de campagne située surles bords dela Seine, a Croisset,
une localité en aval de Rouen et dépendant de la commune
de Canteleu. Le 7 juin 1844, le jeune Gustave écrit a son ami,
Ernest Chevalier : « Mon pere a acheté une proprilleté aux

ne
°e

environs de Rouen, a Croisset. Nous y allons habiter la semaine
prochaine. Tout est bouleversé par ce déménagement. Nous y
serons assez mal logés cet été et au milieu des ouvriers, mais
P’été prochain je crois que ce sera superbe »'.

Croisset est d’abord pour Gustave un lieu de convalescence
apres la crise. La famille Flaubert passe les mois d’été et les
longues vacances dans la jolie maison blanche a un étage,
datant du XVIII¢ siecle :

«Je reste donc seul avec mon peére et ma mere,
a Croisset I'été dans ma chambre, a Rouen Ihiver dans ma
chambre. Seulement a Croisset j’ai mon canot et le jardin,
et puis je suis plus loin des Rouennais qui quelque peu que
je les fréquente me pesent aux épaules d’une facon dont les
compatriotes sont seuls capables. Je vais donc me remettre,
comme par le passé, alire, a écrire, a révasser, a fumer» 2

Le jeune Gustave, qui préfere la solitude a la mauvaise
compagnie (« Je suis ours et veux rester ours dans ma taniere,
dans mon antre, dans ma peau, dans ma vieille peau d’ours,
bien tranquille et loin du bourgeois et des hourgeoises »Y),
s’y sent bien et y transporte ses livres: « Voila devant moi
mes livres sur ma table, mes fenétres sont ouvertes, tout est
tranquille, 1a pluie tombe encore un peu dans le feuillage, et
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la lune passe derriere le grand tulipier qui se découpe en noir
sur le ciel bleu sombre »*. 1l apprécie de plus en plus la beauté
et la sérénité quil retrouve ici. Cela lui donne envie de rester
chez lui, pour y travailler seul :

«Encore une fois dans ma solitude. A force de m’y trouver
mal, jarrive a m’y trouver bien. D’ici a longtemps je ne
demande pas autre chose. Qu'est-ce qu’il me faut apres
tout ? N'est-ce pas la liberté et le loisir - Je me suis sevré
volontairement de tant de choses que je me sens riche au
sein du dénuement le plus absoluy>.

C’est un style de vie qu'il recommande, dailleurs, a ses amis
qui veulent écrire : « Fais comme moi. Romps avec l'extérieur,
vis comme un ours - un ours blanc - envoie faire foutre tout -
tout et toi-méme avec, si ce n'est ton intelligence »°. Un style
de vie qu'il aura déja adopté une année apres son arrivée a
Croisset, et qui suppose une implication totale de I'écrivain :

«Pour moi, je ne sens plus ni les emportements chaleureux
de la jeunesse, ni ces grandes amertumes d’autrefois. Ils se
sont mélés ensemble, et cela fait une teinte universelle ou
tout se trouve broyé et confondu. J'observe que je ne ris plus
guere et que je ne suis plus triste. Je suis mr. Tu parles de
ma sérénité, cher vieux, et tu me 'envies. 1l est vrai qu'elle
peut étonner. Malade, irrité, en proie mille fois parjour a des
moments d'une angoisse atroce, sans femmes, sans vin, sans
aucun des grelots d’ici-bas, je continue mon ccuvre lente
comme le bon ouvrier qui, les bras retroussés etles cheveux
en sueur, tape sur son enclume sans s'inquiéter s'il pleut ou
s'il vente, §'il gréle ou 'il tonne. Je n'étais pas comme cela
autrefois. Ce changement s’est fait naturellementy?.

A partir de 1846, apres la mort de son peére et de sa seeur,
I'écrivain, sa mere et sa nicce s'installent a Croisset, ou
Pécrivain habitera jusqua sa mort en 1880. Clest la qu'il
travaille, c’est 1a qu'il accueille ses amis. Décidé de profiter du
calme de cet environnement, il passe la plupart de son temps
dans son cabinet de travail au premier étage, une belle piece
avec cinq fenétres qui donne sur la Seine et sur le jardin. Cela
lui permet d’admirer la riviere qui, en automne, brille sous la
lune oules rayons du soleil, pour devenir blanche et menacante
comme un océan, en hiver. Un tel tableau d’hiver I'aide parfois
amieux voir la scene d’été qu'il est en train d’écrire :

«Il fait maintenant un épouvantable vent, les arbres et la
riviere mugissent. J'étais en train, ce soir, d’écrire une scene
d’été avec des moucherons, des herbes au soleil, etc. Plus
je suis dans un milieu contraire et mieux je vois I'autre. Ce
erand vent m’a charmé toute la soirée ; cela berce et étourdit
tout ensembley®.

En été, apres avoir travaillé toute la journée, fenétres closes
et jalousies fermées, I'écrivain aime plonger dans la Seine qui
coule au bas de son jardin. Il reprend ensuite son travail et
profite du grand calme de la nuit pour travailler jusqu’au jour

levant. C’est un programme d'été qui ne change pas avec le
temps :

«Tous les jours je nage dans les ondes de la Seine comme
un jeune homme. C'est ma seule distraction. Le reste du
temps je travaille comme un phrénétique, et je gueule dans
le silence du cabinet, a me décrocher la poitrine (ce qui lui
fait du bien). Chaque nuit, ou plutot chaque matin je vois se
lever 'aurore®.

Les coordonnées de 'espace dans lequel il travaille ne doivent
pas changer. Il avoue a plusieurs reprises qu’il doit étre chez
lui, dans sa chambre a Croisset, pour qu'il puisse écrire (« 11
faut que je sois chez moi pour écrire. Ma liberté d’esprit tient
a mille circonstances accessoires, fort misérables, mais fort
importantes »*). Vingt-trois ans plus tard, Croisset continue
d’étre tout aussi important :

«je jouis de me retrouver chez moi, comme un petit
bourgeois, dans mes fauteuils, au milieu de mes livres,
dans mon cabinet, en vue de mon jardin. Le soleil brille,
les oiseaux roucoulent comme des amoureux - les bateaux
glissent sans bruit sur la riviere toute plate... et mon conte
avances™.

Cest 1a que Flaubert peut réaliser « son voyage intérieur
ascétique, ce voyage de Iécriture selon la dimension
horizontale du brouillon rapide de la premiere version, et la
dimension verticale du travail sur la page, de la correction »>

Tous les objets qui s'v trouvent ont leur propre histoire
et une signification spéciale. 11 y a beaucoup de livres, des
gravures, un marbre de Pradier, des tapis d’Orient, une peau
d’ours polaire, un grand bouddha en bois, un autre en métal
doré, sa pipe a long tuyau et son pot a tabac, etc. Mais la plus
importante, c’est la large table ronde couverte d'un tapis vert,
flanquée de deux voltaires bas et moelleux et d’'un fauteuil
Louis XIII a tapisserie et pieds tors, dans lequel Flaubert passe
les longues heures de travail:

«J’ai rangé mes affaires (...). Tout pendant mon absence
avait été brossé, ciré, verni (...) et javoue que jai retrouvé
mon tapis, mon grand fauteuil et mon divan avec charme.
Ma lampe brile. Mes plumes sont 1a. Ainsi recommence
une autre série de jours pareils aux autres jours. Ainsi
vont recommencer les mémes mélancolies et les mémes
enthousiasmes isolés»®.,

Il s'agit donc d’un travail rituel, dont Iauteur est tout a fait
conscient, un travail quil décrit dans ses lettres de maniere
détaillée et objective.

La persévérance ne le quitte jamais : « Je travaille le plus que
je peux. Je suis resté cet apres-midi 7 heures sans bouger de
mon fauteuil, et ce soir trois. Tout cela ne vaut pas deux heures
d’un travail raisonnable »*. Le travail occupe presque tout son
temps, car «iln’ya de continuellement bon que I'habitude d'un
travail entété »5. 1l lui arrive tres souvent de ne pas vouloir



s'arréter, car le travail ne devient « raisonnable » qu’assez tard:
«Je ne suis en veine tous les jours que vers 11 hjeures| du soir,
quand il v a déja sept a huit heures que je travaille, et dans
Pannée, quapres des enfilades de jours monotones, au bout
d’un mois, six semaines que je suis collé a ma table »".

A Croisset, les jours s'écoulent « dans une monotonie et une
régularité monacales »7 que Flaubert accepte volontiers, car il
aime travailler seul, sans voir personne ou entendre rien. Le
murmure de la Seine, le bruit du vent, le crépitement du feu ou
le tic-tac de la pendule sont les seuls qui interrompent parfois
les réveries ou les lectures sans fin. Il a besoin de beaucoup
de silence pour qu'il puisse travailler. C'est une vie calme et
tranquille, digne de quelqu’un qu'on appellera « I'ermite de
Croisset » :

«Mavie (austere au fond) est calme et tranquille ala surface.
C’est une existence de moine et d’ouvrier. Tous les jours
se ressemblent - les lectures succedent aux lectures, mon
papier blanc se couvre de noir, j'éteins ma lampe au milieu
de la nuit. Un peu avant de diner, je fais le triton dans la
rivieres's,

Des phrases comme « Je vis comme un ours » ou « Je vis comme
un moine » apparaissent, d’ailleurs, dans un grand nombre de
ses lettres. C’est sa maniere de souligner qu’il meéne une vie
austere et monotone, pareille a la claustration des moines,
loin des distractions, de ceux et ce qui pourront 'empécher
d’avancer dans son travail. Cet isolement, d’abord un choix
délibéré de vie, devient une sorte de destin®.

Le temps passe donc de maniére assez monotone. Le peu de
temps et d’énergie qui lui reste sert, en général, alalecture ou
alarédaction des lettres, qui lui donnent 'occasion d’analyser
de maniére objective toute la situation : « Je travaille comme
un mulet depuis quinze longues années. J'ai vécu toute ma vie
dans cet entétement de maniaque, a l'exclusion de mes autres
passions que jenfermais dans des cages, et que jallais voir
quelquefois seulement pour me distraire »>.

Pourtant, 'écrivain est conscient du fait que 'Art demande
des sacrifices, etil ne regrette jamais de lui avoir dédié toute sa
vie. Bien au contraire. C'est un programme de travail et de vie
qu'il recommande chaleureusement a tous ses correspondants
qui veulent écrire : « Travaille chaque jour patiemment un
nombre d’heures égales ». Un programme digne de tout autre
travailleur, qui dédie a son travail un certain nombre d’heures
tous les jours.

Parfois, ce programme de travail si rigoureux I'épuise
completement : « Je suis plus lassé que si je roulais des
montagnes. J'ai dans des moments, envie de pleurer. Il faut
une volonté surhumaine pour écrire. Et je ne suis quun
homme »= Dans ces moments il se sent impuissant, car la
conscience de I'inaccessibilité de la perfection le rend malade :
«Je suis harassé d’écrire. (...) 1y a des jours ot j'en suis malade
et ou la nuit jen ai la fievre »». Mais cela ne l'empéche pas
de continuer, car la volonté de réussir s’avere plus puissante
que n'importe quelle souffrance. Ce sont « la furie du travail et
I’habitude de 'effort »* ou un amour « frénétique et perverti »

du travail qui ne le laissent pas abandonner, qui le poussent
sans cesse a continuer :

«Tu me parles de tes découragements ! Si tu pouvais voir
les miens ! Je ne sais pas comment quelquefois les bras ne
me tombent pas du corps, de fatigue, et comment ma téte
ne s’en va pas en bouillie. Je meéne une vie apre, déserte de
toute joie extérieure, et ou je mai rien pour me soutenir
qu'une espece de rage permanente, qui pleure quelquefois
d’'impuissance, mais qui est continuelle. J’aime mon travail
d’un amour frénétique et perverti, comme un ascete le cilice
qui lui gratte le ventre».

Quand il travaille, il n’a pas d’autres préoccupations ; il s’isole
de tout et de tous : « Ma vie est si plate qu'un grain de sable
la trouble. - 11 faut que je sois dans une immobilité complete
d’existence pour pouvoir écrire »*. Lorsqu’il est en train de
rédiger une ceuvre, il renonce facilement a ce qui pourrait
affecter son travail (il renonce, par exemple, a un rendez-
vous avec Louise Colet, pour trouver les phrases qui lui
mangquent : « Je veux seulement écrire encore trois pages, au
plus, en finir cing que jécris depuis I'autre semaine, et trouver
quatre ou cingq phrases que je cherche depuis bientot un
mois »¥). C’est ainsi que commence « cet état de grace devant
Peeuvre dart, analogue a celui des mystiques »*dont parle
Albert Thibaudet :

«Voila sept jours que je vis d’une drole de maniéere et
charmante. Cest d’'une régularité si continue qu’il mest
impossible de m’en rien rappeler, si ce n’est I'impression.
Je me couche fort tard, me leve de méme, le jour tombe de
bonne heure, j'existe a la lueur des flambeaux, ou plutot de
ma lampe. - Je n’entends ni un pas, ni une voix humaine. Je
ne sais ce que font les domestiques, ils me servent comme
des ombres. Je dine avec mon chien. Je fume beaucoup, me
chauffe raide, et travaille fort. - C’est superbe | Quoique ma
mere ne me dérange guere, d’habitude, je sens pourtant
une différence, et je peux du matin au soir, et sans quaucun
incident, siléger qu'il soit, me dérange, suivre la méme idée,
et retourner la méme phrase»?.

Cette solitude devient pesante seulement quand le travail n’est
pas au niveau attendu. Mais des que les choses recommencent
afonctionner, I'écrivain jouit d'étre completement seul, n’ayant
comme compagnons que les feuilles jaunes qui tombent et la
riviere qui coule. Il en profite pour avancer dans son travail et
n’hésite pas a reconnaitre qu'il travaille mieux dans la solitude
absolue :

«Voila huit jours que je suis completement seul. Je travaille
raide, jusqua 4 heures du matin toutes les nuits. Ca
commence a marcher, c’est-a-dire a mamuser, ce qui est
bon signe. La solitude me grise comme de I'alcool. Je suis
d’une gaieté folle, sans motifs, et je gueule tout seul de par
les appartements de mon logis, 2 me casser la poitrine. Tel
est mon caracterey’.
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Dans ces conditions, toute interruption, due a un voyage a
Paris ou ailleurs, devient assez difficile a supporter :

«Mme Winter a du hier au soir te donner de mes nouvelles ?
Tu sais donc que je n'ai pas été a Vendome. Vendredi soir,
jai été pris d'un acces de misanthropie furieuse : Paris
m’assommait et la vue de mes semblables me faisait mal au
coeur. Aussi me suis-je haté de regagner ma solitude. Cest
encore la que je me trouve le mieux»>.

(C’est pour cela que, vers la fin de sa vie, Flaubert veut éviter
tout déplacement inutile et profiter de la solitude pour avancer
dans son travail. C'est un style de vie qu'il recommande,
dailleurs, aux écrivains plus jeunes qui lui demandent des
conseils. Travailler dans la solitude, ne songer qu’a I'art en soi
et a son perfectionnement individuel - voila les pas a suivre
pour ceux qui choisissent ce métier.

1l est pourtant important de remarquer le fait que I'écriture
s'accompagne chez Flaubert non seulement de cette solitude
ascétique, mais aussi, paradoxalement, d’'un besoin constant
de communiquer avec les autres a travers les lettres, et de leur
demander, assez souvent, leur collaboration dans ce qu’on
appelle « les lettres de travail ».

Ce qui se passe parfois a l'intérieur de sa chambre de travail
dépasse parfois toute imagination. L'écrivain éprouve 'agonie
et I'extase al'écart de quelques moments :

«Quelquefois, quand je me trouve vide, quand I'expression
se refuse, quand apres |avoir| griffonné de longues pages,
je découvre mavoir pas fait une phrase, je tombe sur mon
divan et j'y reste hébété dans un marais intérieur d’ennui.
- Je me hais, et je m’accuse de cette démence d'orgueil qui
me fait haleter apres la chimere. Un quart d’heure apres
tout est changé, le coeur me bat de joie. Mercredi dernier,
j’ai été obligé de me lever pour aller chercher mon mouchoir
de poche. Les larmes me coulaient sur la figure. Je m'étais
attendri moi-méme en écrivant, je jouissais délicieusement,
et de 'émotion de mon idée, et de la phrase quila rendait, et
de la satisfaction de l'avoir trouvée»2,

Flaubert est siimpliqué dans ce qu'il écrit, qu'une interruption
brusque peut déterminer, parfois, des réactions tout a fait
surprenantes :

«J"avais les nerfs si vibrants que ma mere, qui est entrée a
dix heures dans mon cabinet pour me dire adieu, ma fait
pousser un cri de terreur épouvantable, qui I'a effrayée
elle-méme. Le coeur m'en a longtemps battu et il m'a fallu
un quart d’heure a me remettre. Voila de mes abhsorptions,
quand je travaille».

Ces mots pourraient surprendre, mais ils témoignent d’une
maniere de créer, décrire et d’étre d'une modernité sans
précédent, de I'interdépendance et de l'influence réciproque
entre lauteur et I'ceuvre en train de se faire*,

Pour Flaubert, écrire, c’est vivre, et vivre, c'est écrire : « Je
m'ennuie a crever. Mon oisiveté (qui n'est pas une, car je me
creuse la cervelle comme un misérable), ma non-écriture,
dis-je, me pese | Sacré état | »». La vie serait inconcevable
autrement. En ce sens, il représente un modele :

«Flaubert devrait intéresser les romanciers par I'exemplaire
image qu’il nous donne de leur race, dont il incarne
typiquementles traits intelligents. Romancier-né, il grandit,
vécut, mourut romancier ; il n'a respiré, senti, pensé, n'a
accompli tous les actes de I'existence que dans le seul culte
du romans?.

Parfois, les difficultés quimplique lacte de la création
artistique affectent le trajet que nous découvrons dans la
Correspondance, celui qui mene de lintention a l'eceuvre
finie : « Je suis harassé. J'ai depuis ce matin un pincement
a Pocciput et la téte lourde comme si je portais dedans un
quintal de plomb. Bovary massomme »¥. C’est une activité
lente et difficile (« J'ai esquissé, gaché, pataugé, titonné »*),
car le chemin qui va du plan a la forme finale est si dur qu'il le
rend parfois presque malade, affectant a la fois le physique et
le psychique : « 11y a des jours ou je nai plus la force physique
de remuer une plume. Je dors dix heures la nuit et deux heures
le jour. Carthage aura ma fin si cela se prolonge, et je n'en suis
pas encore a la fin | »». Mais I'amour qu’il éprouve pour son
activité préferée, celle d’écrire, I'aide a dépasser les crises, a
résister a des problémes qui auraient pu, autrement, devenir
tres graves :

«Ce sont ces pauvres pages-la, en effet, qui m'ont aidé
a traverser la longue plaine. - Elles m'ont donné des
soubresauts, des fatigues aux coudes et a la téte. Avec
elles j'ai passé des orages, criant tout seul dans le vent et
traversant, sans m’y mouiller seulement les pieds, des
marécages ou les pétons ordinaires restent embourbés
jusqu’a la bouchex+.

Tres souvent, I'écriture s’avere difficile justement parce que
la perspective de la perfection, I'image du livre idéal que
Flaubert garde toujours dans la téte pesent parfois trop lourd :
« Je viens de relire mon plan. Tout ce que jai encore a écrire
m'épouvante, ou plutot m'éceeure a vomir. Il en est toujours
ainsi, quand je me remets au travail »*. Lécriture est vue
comme un travail concret, d’ou I'emploi du verbe faire dans
une phrase telle « le livre que je fais maintenant »+.

Les satisfactions que son métier lui donne rendent les
souffrances acceptables. Lécriture devient parfois source
dexaltation et de sensations particuliéres : « A la moindre
idée qui va me venir, jéprouve quelque chose de cet effet
singulier que I'on ressent aux ongles en passant aupres d’une
harpe »#. Selon Flaubert, il faut savoir tenir la plume « d'un
bras vaillant »* lorsqu’on veut écrire. Une vie dédiée a l'activité
d'écrire demande de la force et de la résistance, mais surtout
de la persévérance. En ce sens, les mots de Flaubert sont tres
clairs : « Avec un sens droit du métier que l'on fait et une
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volonté persévérante, on arrive a l'estimable »#.

Flaubert est un des premiers écrivains a reconnaitre dans
cette activité qui occupe presque tout son temps un métier,
mot qu'il écrit parfois avec majuscule : « La Passion s’arrange
mal de cette longue patience que demande le Métier. Lart est
assez vaste pour occuper tout un homme. En distraire quelque
chose est presque un crime. C’estun vol faital'idée, un manque
au Devoir »*. Un métier parfois délicieux, parfois désespérant,
toujours assumé. La vie serait inconcevable sans lui : « Et puis
rien ne fait mieux passer la vie que la préoccupation incessante
d’une idée, qu'un idéal, comme disent les grisettes »*.

(est un métier que Flaubert accepte comme un devoir.
C’est une vie qui suppose des joies, des satisfactions uniques,
mais aussi des sacrifices et des difficultés : « Ne cherchons
donc que la tranquillité ; ne demandons a la vie qu’un fauteuil
et non des trones, que de la satisfaction et non de I'ivresse »*.
I faut donc assumer tout cela lorsqu’on veut faire de I'Art. Le
métier d’écrivain est difficile et joli a la fois, un métier auquel
il faut se dédier entierement et pour toujours. Flaubert n'est
pas le seul a le faire :

«Les de Goncourt doivent étre a Vichy ? Edmond surtout
m’al’air malade. - Mais nous sommes tous malades ! C’estle
résultat du joli métier que nous faisons. Des efforts enragés,
une angoisse permanente, la vie domestique étroite, et
Pamour refoulé, voila notre sorty*.

Un sort accepté et assumé sans regrets par un écrivain qui vit
pour écrire et vice versa : « je veux vivre encore pendant trois
ou quatre livres ». Il vivra, effectivement, jusqu’au 8 mai 1880,
son dernier livre, Bouvard et Pécuchet, restant inacheve.

La postérité a confirmé (et continue de le faire) la réussite
d’un écrivain qui, pendant toute sa vie, a essayé de donner ala
prose francaise le statut d’ceuvre d’art et d’écrire des ceuvres
qui passent épreuve du temps. Un écrivain pour lequel
lisolement devient un choix délibéré et un style de vie. Dans
le cadre tranquille d’une maison normande sur les bords de
la Seine, par un travail d’élaboration conscient et souvent
épuisant, Flaubert invente les formes du roman moderne et
devient un modeéle et une inspiration éternelle pour tous ceux
qui prennent le métier d’écrivain pour un devoir.
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IN THE FATHER’S SHADOW: REMEMORY AND IDENTITY IN CHRISTOPH HEIN’S NOVEL “GLUCKSKIND MIT VATER”
["LUCKY CHILD WITH FATHER "]

Born in Silesia in 1944, Christoph Hein lived in the eastern part of Germany. In the novel Gliickskind mit Vater published in 2016,
reissued in 2019, on the occasion of the author’s 75th birthday and the 30th anniversary of the fall of the Berlin Wall and the Iron
Curtain, it presents, based on the evolution of the protagonist Konstantin Boggosch, over sixty years of German history. The
present article includes the analysis of the mentioned novel, focusing in particular on two aspects: the one of remembrance
and of the construction of identity, in the foreground being a person who throughout his life tries to free himself from the
“shadow” of his father. The theoretical basis of the analysis is the study of Alleida Assmann, Der lange Schatten der Vergangenheit.
Erinnerungskultur und Geschichtspolitik/ The Long Shadow of the Past. Culture of Remembrance and Politics of History.

Keywords: Rememory, Identity, Shadow, Soviet occupation zone, adventure story, Entwicklungsroman.

Motto:

“Ich glaube nicht, dass die Fihigkeit der Erinnerung

eine Garantie dafiir ist, dass ein Mensch zu verschiedenen
Zeiten und an verschiedenen Orten derselbe bleibt.”
Javier Marias

Der Roman Glickskind mit Vater von Christoph Hein wurde
im Jahr 2017 veroffentlicht und 2019, zum Anlass des 75.
Geburtstags des Autors und des 3ojihrigen Jubiliums seit
dem Fall der Berliner Mauer hzw. des Eisernen Vorhangs,
neu verlegt und stellt, aufgrund des Lebensberichts des
Protagonisten Konstantin Boggosch, tiher sechzig Jahre
deutsche Geschichte dar. In der vorliegenden Arbeit soll eine
Analyse von Heins erwihntem Roman, in Hinblick auf die
Erinnerung und die Identititskonstruktion unternommen
werden. Dabei liegt der Fokus auf einer Gestalt, die ein Leben
lang von der Vergangenheit des Vaters verfolgt wird und

aus dessen Schatten sie sich befreien will. Die theoretische
Grundlage der Interpretation ist Alleida Assmanns Studie
Der lange Schatten der Vergangenheit. Erinnerungskultur und
Geschichtspolitik.

Der Autor: Christoph Hein

Geboren am 8. 4. 1944 in Heizendorf/Schlesien, verbrachte
Christoph Hein seine Kindheit in Diiben bei Leipzig. Als
Sohn eines Pfarrers wurde er in der DDR-Zeit nicht zur
Oberschule zugelassen, folglich verliel er als 14jdhriger den
Heimatort, um in West-Berlin das Gymnasium zu besuchen.
Doch bevor er das Abitur ablegen konnte, wollte er Anfang
der Sechzigerjahre die Sommerferien mit seinen Eltern
verbringen, wurde von dem Mauerbau tiberrascht und konnte
die DDR nicht mehr verlassen, um zuriick zur Schule zu gehen.
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Somit besuchte Hein die Abendschule und bestand danach
das Abitur. AnschlieBend nahm er verschiedene Anstellungen
an: er arbeitete als Montagearbeiter, Buchhiindler,
Kellner, Journalist, als Schauspieler in Nebenrollen und als
Regieassistent. Spéter studierte er Philosophie und Logik in
Leipzig und Berlin (1967 bis 1971), erhielt danach eine Stelle als
Dramaturg und ab 1974 als Autor bei der Volkshiihne in Berlin.
Seil 1979 ist er als [reischaffender Schriftsteller, Ubersetzer
und Essayist titig. Heins schriftstellerischen Anfinge sind
durch Dramen* belegt, ab 1980 wird er auch durch seine
Prosa - Erzihlungen’ und Romane - bekannt. Die Themen
wihlt er hauptsiichlich aus der deutschen Zeitgeschichte, die
er als Augenzeuge erlebt hat und fiir deren Darstellung ihm
die Bezeichnung deutscher Chronist zuteil wurde. In seinen
Werken entpuppt sich Hein als Aufklirer, “der den Finger auf
die Wunden eines Individuums und einer Gesellschaft legt...™,
zugleich als Autor, der “wahrheitsgemif™ aufzeichnet. Zur
Wahl seiner Stoffe driickte Hein sich folgendermafen aus:

“Meinen Stoff habe ich in meinen Augen und Ohren, er
sitzt unter meiner Haut, da er mir tief unter die Haut ging.
Wie immer ist es der Balken im eigenen Auge, der Pfahl im
eigenen Fleisch. Die eigene Geschichte mufy immer neu
befragt werden, ist nie geklirt.”

Etwa derselbe Gedanke wurde auch in einem aktuelleren
Interview aus der Berliner Zeitung wieder aufgenommen:

“Dahatte ich schon frith Erfahrungen im deutsch-deutschen
Kriege. Ich habe sechs verschiedene Staatsangehorigkeiten
erlebt. [..] Begonnen habe ich als Biirger des Dritten
Reiches, dann kam die Sowjetische Besatzungszone, die
DDR, West-Berlin, dann wieder in der DDR, schlieflich
wurde ich Bundeshiirger.™

Als Prosaautor wurde Hein durch die Novelle Der fremde
Freund bekannt, die er 1982 in der DDR und, unter dem Titel
Drachenblut 1983 in der Bundesrepublik verdffentlichte. Seine
Ubersetzertitigkeit ist durch Nachgestaltungen von Werken
Jean Racines und Moliéres bezeugt. In der Zeitspanne von
1998 his 2000 war Hein Prisident des gesamtdeutschen
PEN-Clubs, seit 2014 ist er Ehrenprisident desselben. Er ist
zugleich Mitglied der Deutschen Akademie fiir Sprache und
Dichtung und der Sichsischen Akademie der Kiinste. Fiir
seine schriftstellerische Titigkeit erhielt er mehrere Preise
und Auszeichnungen®.

Gliickskind mit Vater - ein Erinnerungsroman

Gattungsméfig in einer gemischten Form von Entwicklungs-
und Abenteuerroman gestaltet, verfolgt Gliickskind mit Vater
den Werdegang von Konstantin Boggosch, alle Lebensetappen,
angefangen von seiner Geburt 1945 - unmittelbare
Nachkriegszeit - bis in die Gegenwart. Zusammen mit der
Entwicklung des Helden wird detailliert deutsche Geschichte

aufgenommen: Faschismus, Sowjetische Besatzungszone,
Griindung der DDR und ostdeutsche Wirklichkeit, tiber den
Mauerbau his zum Zusammenbruch des Sozialistischen
Staates und der Neuorganisation im Freistaat Sachsen. In der
Beschreibung des Ubergangs von einem politischen System
zum anderen, werden plotzliche Briiche und Wendungen
in institutionell oder privat vermittelten Beziehungen
dargestellt. Neben chronologisch aufgenommenen selektiven
Erinnerungshildern, die gleichzeitig das Leben des
Protagonisten und deutsche Ostgeschichte beschreiben, wird
zur Charakterisierung der NS-Zeit eine kunstvoll gemeisterte
Riickblendentechnik verwendet.

Die Narration ist umfassend angelegt. In einem
weitausgesponnenenZusammenhang, als Entwicklungsroman,
zeigt er “den inneren und #duBeren Werdegang™ des
Protagonisten und hat oft einen stark autobiographischen
Charakter, der auch durch die Ich-Form gegeben ist. Der
einzige Erzihler ist der Protagonist, er erinnert seine
Lebensetappen und gibt selbst die von ihm gefiihrten Dialoge
mit anderen Personen wieder, beispielsweise mit der Mutter
oder mit seiner Gattin Marianne. Der erste Teil des Buches
liegt in der Gegenwart, im Jahr 2012 in der ehemaligen
DDR. Das Jahr wird nicht angegeben, doch kennen wir das
Geburtsjahr (1945) und das Alter des Protagonisten Konstantin
Boggosch: “.. Sie sind jetzt siebzig... Siebenundsechzig,
korrigierte Boggosch.” (18) Dieser Teil ist einer Vorgeschichte
gleichzusetzen und umfasst den Stand der Dinge in der
Gegenwart, die das Erinnern anregen. Als nach dreijéhriger
Umbauzeit, das Pestalozzi-Gymnasium “schoner denn je
geworden” (16) und bereit ist die Schiler zu empfangen,
wird der ehemalige Direktor Konstantin Boggosch von einer
Journalistin des Lokalwochenblatts Kurier gebeten, ein
Interwiev zu liefern. Doch Boggosch lehnt entschieden ab, weil
er seinen Berufsweg als abgeschlossen betrachtet: “Meine Welt
istlangst versunken...” (17) Im Dialog zwischen der Journalistin
und Konstantin werden, neben Andeutungen auf die folgende
Handlung, Heins Betrachtungen zur Erinnerungskultur und
zu der Wahrheit der Erinnerung aufgenommen:

“Mit unseren Erinnerungen versuchen wir ein missgliicktes
Leben zu korrigieren [...] ich wiirde Thnen erzihlen, was mir
ins Bild passt, das ich von mir habe oder dass ich anderen
vorgaukeln will.” (18)

Auf die Bitte der Journalistin, die Wahrheit zu erzéhlen,
erwiderte Boggosch: “Die Wahrheit? Nun, die werden Sie auch
von mir nicht bekommen. Lediglich meine Wahrheit.” Eine
Aussage dieser Art findet sich auch bei Alleida Assmann®,
niamlich die Finteilung der Erinnerungen in wahre und
falsche. Heins Protagonist ist sich bewusst, dass sein Erzéihlen
mit fatalen Erinnerungen in Verbindung stehen hzw. “die
alten Gespenster wecken” (25) wiirde, denn “man konnte nicht
durch diese Welt ohne Schuld und Scham ...” (25) gehen.

Die Anregung zum Prozess der Erinnerung ist ein Brief von
der Kirchensteuerfahndung, in dem ein gewisser Konstantin
Miiller, der dasselbe Geburtsdatum wie Konstantin Boggosch
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- vierzehnter Mai 1945 - hat, genannt wird. Obwohl der
Protagonist behauptet, er habe mit Konstantin Miiller
nichts gemeinsam, dementsprechend miisse er den Brief
nicht beantworten, besteht seine Frau darauf, iiber sich
zu sprechen: “Gerhard Miiller, das war dein Vater.” (33) Im
Gesprich mit der Gattin Marianne, gesteht Boggosch, dass
er scine Vergangenheit verdringt (“Dieser unbekannte
Vater war kein Thema in der Familie.”; 35) habe und dass er
den Midchennamen der Mutter trage. Angedeutet wird ein
Familiengeheimnis, das dazu fiihrte, “ein Leben lang auf der
Flucht” (36) zu sein. Der erste Teil des Buches endet mit der
Fahrt der Gattin Konstantins in einen Kurort fiir Behinderte
und bietet ihm somit die Moglichkeit, sich ungestort zu
erinnern. Die eigentliche Erinnerung setzt mit folgenden
Sitzen ein: “Der erste Tag des Friedens war kalt. Eisig kalt,
sagte Mutter Jahre spiter zu mir...” [...] “Seit drei Wochen war
das Rathaus der Sitz der Sowjetischen Militirverwaltung fiir
den Landkreis ..."(40) Der Ich-Erzéhler berichtet tiber die
unmittelbare Nachkriegszeit, beschreibt den Nachkriegsalltag
wihrend der sowjetischen Besatzungszone: “Man hatte Respekt
und Angst vor der fremden Besatzungsmacht...” (40) Es war
schwierig, Lebensmittel und sogar Wasser zu besorgen (“Eine
ganze Woche lang hatte es in der ganzen Stadt kein Wasser
gegeben...”; 41), man war mit Vergewaltigung von jungen
Frauen, Verschwinden von Personen, Pliinderung von Hiusern
konfrontiert. All diese Informationen erinnerte Boggosch nach
dem Bericht der Mutter:

“Alle, meinte sie, waren damals veringstigt und fiirchteten
das Kommende, und das dnderte sich auch nicht, als
Deutschland kapitulierte. Die Russen behandelten uns nach
dem achten Mai, wie in den zwei Wochen zuvor, wir waren
Feinde fiir sie, und sie fiir uns. Keiner traute dem anderen iiber
den Weg. Sie fiirchteten Anschléige von verriickten Anhéingern
der Nazis [...] Ich glaube, fiir die russischen Soldaten, fiir die
Rote Armee war jeder Deutsche ein Hitlerist....” (42)

Viele Familienhiuser, selbst die Villa der Miillers, wurden
von den Russen beschlagnahmt und wurden Eigentum der
Sowjetischen Militdrverwaltung. (44) Als Konstantins Mutter
hochschwanger und mit einem kleinen Kind an der Hand das
Familienhaus verlassen musste, erfuhr sie, dass ihr Mann ein
Kriegsverbrecher gewesen sei, doch schiitzte sie sich gliicklich,
die Villa unbehelligt verlassen zu diirfen. Sie ist diejenige, die
den ungeborenen Sohn als Gliickskind bezeichnet:

“Du wartst mein Gliickskind, Junge, denn da ich
hochschwanger war, wagte der russische Offizier nicht,
mich abfiithren zu lassen. Anderenfalls wire ich gewiss
verhaftet worden, und was dann mit mir passiert wire,
daran wage ich nicht zu denken.” (47)

Schuld und Leid sind Themen, die zur Sprache gebracht
werden. Hein stellt in seinem Roman einen radikalen Regime-
und politischen Systemwechsel dar. Retrospektiv werden
die Jahre 1941-44 mit Massenverbrechen dargestellt, dann

aber die Erfahrungen unter Sowjetischer Besatzung und die
sozialistisch-kommunistische Diktatur aus Ostdeutschland.
Denn Boggosch ist Zeitzeuge der DDR nicht der NS-Zeit.

Die Identititkonstruktion

Neben der Darstellung der erinnerten individuellen und
kollektiven Vergangenheit, verdient die Konstruktion der
Identitit von Heins Protagonisten die Aufmerksamkeit
des Literatur-wissenschaftlers. In der Analyse der
Identititskonstruktion im Roman wurden zwei Theorien
beriicksichtigt: einerseits das von John Locke entworfene
Identitiitskonzept, das er im Kapitel Of Identity and Diversity
aus dem Essay Concerning Human Understanding definiert,
andererseits Maurice Halbwachs Konzept von der personalen
[dentitit. In der oben erwihnten Studie, nachdem sich Locke
mit verschiedenen Identititstheorien auseinandergesetzt
hatte, entwickelte er das Konzept der “ipse-Identitit (die
[dentitit der Selbigkeit)™, eine Identititsform, die Ricoeurs
“idem-Identitdt (der substanticllen Gleichheit)™ erginzte.
7um Unterschied von der idem-Identitit, welche die Gleichheit
von Dingen bezeichnet, bezieht sich die ipse-Identitdt nur auf
Menschen mit Bewusstsein. Der englische Aufklirer hebt
hervor, dass Individuen sich im Laufe der Zeit verwandeln,
trotzdem lassen sie sich “als selbig erkennen.”s Fiir Lockes
Identitéitskonzept sind zwei Elemente von Bedeutung:
einerseits ist es die “allgemeine Rationalitit™, iiber die ein
Mensch verfiigt, andererseits ist es das “Bewusstsein, das ein
auf sich selbst bezogenes Wissen erzeugt.™ Beide von Locke
genannten Elemente sind auch fiir die von Hein konstruierte
Identitit seines Protagonisten von Bedeutung. Locke definiert
die “personale Identitiit [...| als ein reflexives Selbstverhéltnis;
es ist nicht nur rational, sondern vorallem relational™ und
basiert auf die Erinnerungsfihigkeit des Menschen. Die
Identitéit einer Person ist mit dem gleichzusetzen, “womit
sich ein Mensch in seiner Lebensgeschichte identifiziert
und was er bereit ist, seinem Bewusstsein und Handeln
zuzuschreiben.™ Konstantin  Boggosch beschreibt seine
eigene Person mit Hilfe der Erinnerung, er will sich nicht
mit dem eigenen Ursprung identifizieren, vorallem nicht
mit der Vatergestalt, in deren Schatten er gezwungen ist zu
leben. Doch die weitere Dimension der Identitit, die dem
Helden auferlegt wird, ist der sozial-politische Kontext, in
dem der Protagonist lebt. Lockes Begriff von der personalen
Identitit erweist sich demnach als unausreichend und muss
mit jenem des Gedéichnistheoretikers Maurice Halbwachs
ergianzt werden. Halbwachs lokalisiert die Identitit nicht im
Individuum, sondern in die soziale Gruppe. Laut seiner These
ist die Identitiit

“.. nicht das Resultat von Erinnerungen, sondern ihre
Voraussetzung: Erinnerungen entstehen viel mehr und
formen sich allererst aufgrund von sozialen Bindungen,
Identititen, Gruppen-loyalititen. Sie sind stets in
kommunikative Zusammenhéinge eingebettet.”°
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Dementsprechend spielt in der Identititskonstruktion der
Gedéichnisrahmen eine wichtige Rolle. “Gedéchtnisinhalte
[..] sind keine feste Bezugsgréfe(n], sondern wandeln
sich mit den sozialen und politischen Bedingungen der
jeweiligen Gegenwart, in der wir unsere Erinnerungen
aufrufen.” Im sozial-politischen Rahmen konstruiert, wird
jede Identitit auch hiirokratisch verwaltet und kontrolliert:
"Identititskonstruktionen erfolgen unter gesellschaftlichen
Bedingungen und sind stets von den wechselnden Normen des
kulturellen und politischen Umfeld abhéingig.™ Die Analyse
der Identitit von Heins Protagonisten basiert auf beide oben
beschriebenen Begriffe von Locke und Halbwachs, in der
Darstellung der personalen Identitit von Konstantin Boggosch
spielen sowohl das Gewissen, als auch der sozial-politische
Kontext bzw. der Gedichnisrahmen eine sehr wichtige
Rolle. Das Identititskonstrukt in Heins Roman umfasst alle
Ingredienzien einer kompletten Identitit, von geliufigen
Erfassungskriterien der modernen Identititshiirokratie,
wie Geburtsdatum und -ort (14. Mai 1945, in der Stadt G.),
Elternnamen bis zu Schulbildung und Beruf.

Von Beginn an reflektiert der Protagonist iiber seine
Situation und baut das eigene Selbst so auf, indem er
versucht aus dem Schatten des verstorbenen Vaters, der als
Kriegsverbrecher dargestellt wird, herauszutreten. Das Ich,
mit Konstantin Boggosch gleichgesetzt, konstruiert durch die
Erinnerung seines Lebens, die eigene Identitit, die er getrennt
vom Vater zurechtlegen will. Er erinnert sich unter dem
“Druck von Schuld und Scham”.» Weitere Erinnerungshilder
beschreiben den Ursprungvon Boggosch bzw. charakterisieren
dessen Eltern. Die Mutter stammte aus groRbiirgerlichen
Verhéltnissen. “Ihr Vater, ein promovierter Jurist und
Gerichtsrat am Reichsgericht in Leipzig unter dem Freiherrn
von Seckendorff” (48), spéterer Staatssekretir bei Adam
Stegerwald nach dem Ersten Weltkrieg Ministerprasident
(48), erfiillte auch andere Amter im Staat. Als der erfolgreiche
Geschéftsmann Gerhard Miiller um die Hand seiner 17jihrigen
Tochter anhielt, wollte er die Heirat nicht einwilligen, weil er
sich tiber den zukiinftigen Schwiegersohn hatte informieren
lassen, “der fiir ihn ein neureicher Emporkdmmling, Parvenii
und Raffke war.” (49). Doch willigte er danach ein und im
Februar 1933 wurde die Hochzeit gefeiert, damit er die
Tochter nicht endgiiltig verliert. Konstantins Vater wird als
“der groBte Arbeitsgeber am Ort” (48) und als schlimmster
Kriegsverbrecher beschrieben: “Gerhard Miiller, der Besitzer
der Vulcano-Werke und Brigadefiihrer der SS im Wirtschafts-
und Verwaltungshauptamt” baute “ein Arbeitslager fiir seine
Werke. In diesen Hiusern sollten russische, franzdsische,
belgische und italienische Soldaten untergebracht werden,
die fir ihn“ (71 im Rahmen des Programms “Erziehung
durch Arbeit” (72) sich zu Tode hétten arbeiten miissen. Von
diesem Augenblick angefangen, wird DDR-Vergangenheit
erinnert - in Riickblenden werden weitere Bemerkungen
zum Vater und dessen Nazivergangenheit aufgenommen.
Die Informationen iiber Gerhard Miiller, die der Protagonist
bekannt macht, stammen aus zwei Quellen und sind
antithetisch: es geht um die Mutter und einen Onkel, den

Bruder des Vaters. “Was euer Vater wirklich gemacht hat...?
(53), so setzte der Bericht der Mutter gegeniiber ihren beiden
zehn- bzw. zwolfaltrigen Kindern, Konstantin und Gunthard,
ein, als sie iber die NS-Vergangenheit und das Todesurteil
tiber den Vater sprach. Das Urteil des polnischen Gerichts
soll aufgrund seiner schweren Kriegsverbrechen gegeben
worden sein: “Massenhinrichtungen unter seinem Befehl,
Folterungen in Russland und Polen.” (75); er soll “die gesamte
russische Bevolkerung eines Dorfes in eine Kirche getrieben
haben, die dann verschlossen und angeziindet wurde.” (73).
Gleichzeitig erklirte sie ihren Sohnen, warum sie Boggosch
und nicht Miiller heiflen: die Mutter wollte sie vor der
bosen Vergangenheit des Vaters und deren Nachwirkungen
im neuen Regime schiitzen. Die andere entgegengesetzte
Sicht iiber den Vater vertritt Onkel Richard, der “einen
Prozess angestrengt [hatte], um die UnrechtmiBigkeit der
Verurteilung und Hinrichtung seines Bruders feststellen zu
lassen.” (79) Weil Miillers Prozess als “Willkiir und Rache” (80)
erklirt wurde - also kein richtiger Prozess -, behauptet der
Onkel, dass Gerhard Miiller kein Verbrecher gewesen sei (‘Das
istalles Unrecht und Siegerjustiz”; 61), sondern “ein deutscher
Offizier” (93), der seine Pflicht zur Kriegszeit getan hat.
Konstantin sah den Vater zum ersten Mal in einem Bild, das
ihm sein Bruder zeigte (“Der Mann, der mein Vater war, sah
sehr elegant aus.”; 89), doch konnte er ihn nicht wie Gunthard
als Kriegshelden betrachten:

“EinVaterfehlte mir.Aber dannsahich denKriegsverbrecher,
den man zum Tode verurteilt und hingerichtet hatte. Der
lichelnde Mann auf dem Foto wurde nun zur Bestie, ein
Feind der Menschen, einer, der Unschuldige grausam
umbringt. Was wiirde ein solcher Mann, ein solcher Vater
mit mir machen?” (9o)

Fiir Heins Protagonisten gibt es bloss eine Konklusion,
nimlich die Notwendigkeit sich vom “Schatten” des Vaters,
der wie ein Phantom wuchs, 7u losen. Seine Identitit wird
in Abhéingigkeit mit der Vatergestalt konstruiert, zugleich
werden die Bemithungen Konstantins sich von dieser zu
trennen, hervorgehoben. Von entscheidener Bedeutung ist
diesbeziiglich der sozial-politische Kontext bzw. anfangs die
russische Macht, die im Osten Gewalt ausiibte, danach die
sozialistisch-kommunistische Diktaur der neugegriindeten
DDR, in der fiir ihn eine Akte aufgestellt wird, die ihm in allen
Etappen des Lebens anhédngt und von der er sich nicht befreien
kann, denn der Schatten des Vaters macht sich immer wieder
bemerkbar.

Fiir die Schulbildung und weitere Entwicklung Konstantins
kommt der Mutter eine wichtige Rolle zu. Frau Boggosch, die
in Heidelberg und Tiihingen Pidagogik studiert hatte und ein
Diplom fiir Deutsch, Englisch und Franzosisch (81) besaB,
durfte in der DDR nicht als Lehrerin titig sein. Der Grund
dafiir ist die Vergangenheit des Gatten:

“Ich bin hiergeblieben, obwohl ich wegen meinem Mann,
wegen diesem Kriegsverbrecher, nicht als Lehrerin
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arbeiten darf. Das Bildungsministerium hat in der Zeit der
Besatzungszone meine Einstellung abgelehnt und vier Jahre
spiter wurde die Ablehnung von dem neu gegriindeten
Staat erncut ausgesprochen.” (80)

Frau Boggosch nutzt ihre Sprachkenntnisse, um den beiden
Schnen Sprachen beizubringen, im Haus wurde je ein Tag pro
Woche jeder Sprache gewidmet: man sprach einen ganzen
Tag Englisch, ebenso einen ganzen Tag Franzosisch, dazu
wurde noch Russisch in der Schule unterrichtet. Konstantin
hat sehr gute Leistungen in der Schule, neben Sprachen
ist er auch in Sport sehr begabt, wird ausgewihlt, um als
Leistungssportler im Kampfsport ausgebildet zu werden, doch
dann wird er, ohne jedwelche Erkldrung, abgelehnt. Es wird
ihm Klar, dass der Grund der Ablehnung wieder der Vater war
(“Er war das Pech meines Lebens und klebte lebenslang an
mir wie Pech.” 88) Obwohl beide Briider die jeweilige achte
Klasse als Klassenbesten absolvieren, darf keiner von ihnen
die Oberschule besuchen. Es wird beiden bewusst, dass sie
sich vom Vater nicht befreien kénnen: “Gunthard sagte zu
mir: Sichst du, den Vater wird man nie los.” (94) Der frithreife
Konstantin, beschlieft “das alte Vaterland samt dem Vater”
zu verlassen, der ausgewihlte Fluchtort ist Marseille, die
Fremdenlegion als “Speerspitze der franzdsischen Armee”:
(103) “Ich wollte nach der Schule zur Fremdenlegion gehen,
um dieses Provinznest hinter mir zu lassen. Und den Schatten
meines Vaters.” (105)

Aspekte des Abenteuerromans werden in der weiteren
Gestaltung von Konstantins Entwicklungsweg aufgenommen.
Mit gefilschten Papieren gelingt es dem Protagonisten zuerst
in die Bundesrepublik zu kommen, von Onkel Richard erhélt
er eine ziemlich grofe Summe Geld fiir die Schule. So gelingt
es ihm iiber die Grenze nach Frankreich zu kommen und hofft
“.. den endgiiltigen Abschied von meinem Vater.” (163) feiern
zu kénnen. Die Etappe Marseille erweist sich als sehr giinstig
fiir Konstantin, er kann sich erneut als Gliickskind schétzen.
Zwar wird er nicht zu der Fremdenlegion angenommen,
doch findet er Arbeit als Fremdsprachenkorrespondent und
Ubersetzer heim Antiquar Duprais und bei drei anderen
Franzosen, Freunde Duprais’, alle vier ehemalige Mitglieder
der Résistence wihrend des Krieges. Der Protagonist schloss
in Frankreich Freundschaften, absolvierte erfolgreich die
Abendschule und das Baccalauréat, wurde oft zum Essen
eingeladen und beteiligte sich bei Gespriichen tiber die sozial-
politische Lage in européischen Staaten der Nachkriegszeit.
Zur Sprache gebracht wurde das Thema Faschismus, der in
Furopa noch nicht erledigt war: “Hitler wurde besiegt, nun ja,
die deutschen Nazis haben ihren Krieg verloren, gewiss, aber
nicht der Faschismus...” (203) Vertreten wird die Meinung,
dass Mitarbeiter der Faschisten in den neuen Regimes wieder
an die Macht kiimen, dabei spiele die Presse eine wichtige
Rolle, denn sie sei parteiisch und feige. Als Beispiel wird ein
gewisser Polizeiprisident Dupond angefiihrt,

“... eine der iibelsten Figuren der Besatzungszeit [...] und
nun macht er Karriere. Selbst de Gaulle fordert ihn und

machte ihn zum Polizeiprifekten von Paris. [...] Er ist zwar
ein Morder, ein Massenmdrder, aber ein hoher Beamter,
das reicht hierzulande, um sakrosant zu sein. [...] Und die
Presse schweigt, sie gehort zu der Clique, jedenfalls die
Herausgeber. Kein Journalist war bereit, die Dokumente zu
diesem Dupond zu verdffentlichen.” (236)

Aus einer Broschiire zu “Combat de cogs 22 juin”, erfihrt
Konstantin die Geschichte von der Widerstandsgruppe seiner
Arbeitsgeber. In dem Bild eines SS-Mannes, als “Vulkan” (232)
beschriftet, erkennt er seinen Vater. Der Schatten zeigte sich
wieder und vertrieb den jungen Konstantin aus Marseille in
seine ostdeutsche Heimat zuriick. Es ist die Zeit als die Mauer
gebaut wird, “Ostberlin und Westberlin mit Betonpfeilern und
Stacheldrahtabsperrten,” (251), der Augenblick als “der Fiserne
Vorhang zwischen Ost und West” (252) aufgestellt wurde. Mehr
als die Halfte des Romans berichtet iiber die sozial-politische
Lage in der DDR, fiir die sich Boggosch entschieden hat.
Hatte der Vater seinen Lebenslauf in Marseille “vergiftet”
(252), kann er sich auch in Ostdeutschland, wo fiir ihn eine
Akte als Sohn des SS-Manns Gerhard Miiller angelegt wurde,
nicht dagegen wehren. Schon bei der Grenze wird ihm von
einem Sachbearbeiter der Abteilung Inneres mitgeteilt, “in
der Akte stiinden Informationen iiber mich, von denen ich
selbst nichts wiisste.” (285) Folglich konnte sich Konstantin
Boggosch von dem Stigma, Sohn eines Kriegsverbrechers zu
sein, nicht befreien, obwohl er ihn nicht einmal gekannt hatte:
“Der Mann, der mein Vater war, wurde drei Monate vor meiner
Geburt zum Tode verurteilt. Ich habe ihn nie gesehen und ich
habe nichts mit ihm zu tun.” (287).

Zustinde aus der DDR-Anfang der 1960-er Jahre
werden detailliert geschildert. Angst dominierte die
Heimatstadt, denn die Menschen waren der “Willkiir der
Machthaber” (2509) wehrlos ausgeliefert. Das Volk, das eine
sozialistische Rechtsordnung einhalten musste, wurde durch
Kulturprogramme, die von den Russen kamen, erzogen. Die
Aufbauleistungen der Nachkriegszeit wurden verherrlicht.
In Ostherlin waren “Stacheldraht [und] die ersten Steine
der Mauer” (307) zu sehen. Doch wie in Frankreich gab es
auch hier Menschen, die sich an das neue Regime angepasst
hatten, beispielsweise Konstantins Bruder, der in die Partei
eingetreten und ausgebildeter Ingineur in den BUNA-Werken
war. Der Entwicklungsweg Konstantins fiihrt ihn weiter nach
Magdeburg (“eine von Krieg zerstorte Stadt™ 317), in der
Hoffnung, dass “das Gespenst des Vaters (...) getilg” (338) sei
und er versuchte, hier Fufy zu fassen. In Magdeburg besuchte
er, im Hinblick auf das Abitur, die Abendschule, tagsiiber
arbeitete er wieder in einem Antiquariat. Doch ist er Zeuge
von Ungerechtigkeiten des sozialistischen Schulalltags:
Schiiler werden von der Abendschule “wegen politischer
Unreife” exmatrikuliert und Konstantin wird die Zulassung zur
Filmhochschule “auf Grund unterlassener und verheimlichten
Angaben zur Person...” (385) abgesprochen. Ein Professor von
der Pidagogischen Hochschule, Vater seiner Geliehten und
zukiinftigen Frau Bea, teilt ihm mit, dass die Entscheidung,
zur Filmhochhochschule nicht zugelassen zu werden, “von
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oben, von ganz oben” (388) komme - “es geht um deinen Vater”
(380) - und empfichlt ihm keinen Einspruch zu erheben, denn
“eine Kriihe hacke der anderen kein Auge aus” (386). Konstantin
bleibt die Alternative, innerhalb des PiAdagogischen Instituts
Sprachen zu studieren, dabei bemerkt er mit bitterer Ironie:

“Und jetzt nach dem Mauerbau ist es vollig aussichtslos.
Ist das nicht verriickt, Fremdsprachen zu lernen, wenn
man eingemauert ist? Das ist so, als ob man auf einer
menschenleeren Insel ein Kochbuch liest. Verriickt, einfach
verriickl.” (349)

Das pidagogische Studium bereitet Boggosch keine
Schwierigkeiten, er wird Sprachenlehrer, bekommt eine
Stelle im Unterricht, wird sogar zum Schuldirektor ernannt
und glaubt “vom Schatten” des Vaters endgiiltig befreit zu
sein. Obwohl in DDR-Schulen Lehrkrifte unterrichteten oder
Schulrite waren, die “nicht einmal das Abitur” (435) hatten,
wird Boggosch immer wieder schikaniert: “die Akte iiber
dich schwirrt dir tberall hinterher.” (394). Im Pestalozzi-
Gymnasium, in dem er bis zur Pensionierung 2010 Sprachen
unterrichten sollte, wird er zum Rektor ernannt, dann
abgesetzt, denn “Akten verschwinden nie spurlos und sie
vergessen nie etwas.” (455) All dieses floBt ihm Angst ein: “ich
bekomme diesen Vater, dieses Erbe nicht los. [...] vor einem
eigenen Kind habe ich Angst. Ich habe Angst, dass der Dimon
durch mich am Leben bleibt.” (457) Wihrend seiner ganzen
Entwicklung macht sich der Schatten des Vaters immer wieder
bemerkbar, der Protagonist betrachtet diesen als bedriickende
Last, von der er sich nicht befreien kann, obwohl er beinahe
ein Musterbiirger der sozialistischen Gesellschaft gewesen
ist. Demanch gelangt Konstantin zu der Schlubfolgerung,
dass auch sein Vater wahrscheinlich in seiner Jugend nicht
bose gewesen sei, doch habe er sich von “einem radikalen
Neuanfang” verfiihren lassen und sei in die Partei eingetreten,
“die alles Uberkommene wegwerfen wollte”™:

“Der erste Schritt in den Sumpf, dann der zweite, und
schlieblich steckte er his zum Hals im Morast. Und immer
so weiter, immer der Partei treulich gefolgt, bis eines Tages
das Parteimitglied dafiir gehingt wurde. [...] Am Ende kam
das groBe Verbrechen.” (439)

Diese Entwicklung betrachtet Boggosch analog mit der
Kommunistischen Partei und weigert sich, Mitglied dieser
Partei zu werden, obwohl der Eintritt ihm zu einer guten
Karriere hitte verhelfen konnen.

Die letzten fiinfzig Seiten des Buches beziehen sich auf
das Jahr 1989, auf den durch Unzufriedenheit der Biirger und
Demonstrationen angeregten Niedergang der DDR, und auf
die Nachwendezeit. “Als einen letzten Freundschaftsdienst”
(487), schickte ein ehemaliger Schulfreund Konstantin seine
Akte. Der Protagonist verzichtete auch auf das grofe Erbe
(Buna-Werke, Mietshduser in G.) des Vaters, damit es endgiiltig
gelinge, “dem verhassten Schatten [des] Vaters zu entgehen...”
(499) Das ganze Erbe geht an seinen Bruder Gunthard. Als

Konstantin nach der Pensionierun die Stadt G. besuchte,
vermischten sich die Erinnerungen mit Angst, “weil ich eine
Rechnung offen hatte, weil in all den vielen Jahren immer
wieder etwas in mir genagt hatte, ein Wurm der Enttduschung
und der Scham” (509). In diesem Augenblick glaubte er, vom
Schatten des Vaters endgiiltig befreit zu sein, als er von der
Kirchensteuerpfandung als Gerhard Miillers Sohn entlarvt
wird. Doch bleibt er endgiiltig bei seiner Entscheidung, dass
er Boggosch heife und er beschlieBt gegeniiber seiner zweiten
Frau auch weiter seine Vergangenheit zu verschweigen:
“Meinen Vater! Mein Gott, Marianne, den habe ich nicht einmal
kennengelernt, wie kann ich da etwas tiber ihn erziihlen.” (524)

Schlussbetrachtungen

Der Roman Gliickskind mit Vater von Christoph Hein spannt
ein umfassendes zeitgeschichtlliches Panorama zwischen 1943
und 1989. Er vergegenwirtigt sowohl NS-Vergangenheit, als
auch ostdeutsche sozialistische Gesellschaftsordnung. Die
Erinnerung setzt mit der Geburt des Protagonisten ein und
umfasst Verwerfungen, die um das Jahr 1945 geschahen. Die im
Roman aufgegriffenen Erinnerungsbilder decken sich z. T. mit
den Erlebnissen des Autors:

“Ich habe da immer ganz viel von meiner eigenen Biografie
mitreingebracht: Ich bin im gleichen Alter wie er abgehauen,
ich wurde mit dem Mauerbau wieder eingefangen, ich bin
nicht zuriickgegangen, sondern ich war illegalerweise in
den Ferien in Dresden und konnte dann nicht mehr wieder
nach West-Berlin zuriick und nicht mehr zur Schule, und
dann aus ganz anderen Griinden wurde ich dann eben auch
da exmatrikuliert und so weiter. Also der halbe Roman, das
ist meine Biografie.”

In erinnerter Form wird deutlich hervorgehoben, dass es
um diktatorische Herrschaftsformen geht: beide Diktaturen
werden als menschenverachtend dargestellt, die Machthaber
haben Durchgriff auf simtliche Lebenshereiche der
Bevolkerung. Es ist bekannt, dass “Charakteristisch fiir
totalitire Systeme [...] der Aufbau einer stindigen Bedrohung
durch dufere und innere Feinde™ ist. Die Akte, welche
dem Protagonisten vorgezeigt und durch die seine Karriere
behindert wird, symbolisiert einen solchen Feind und kann
als “sozialistische Wachsamkeit™ bezeichnet werden. Aleida
Assmann hebt hervor, dass die unmittelbare Nachkriegszeit
“keineswegs ein Zeitalter der Erinnerung” gewesen sei. In der
Periode waren

“Erinnerungen [...] politischer Sprengstoff und politisch
unbrauchbar in einer Ara, die durch den scharfen
weltanschaulichen ~ Gegensatz ~ und  militirischen
Stellungsfrieden zwischen Ost und West, zwischen
Kommunismus und Kapitalismus bestimmt war. In dieser
Phase der neuen Feindbilder war es inopportun, sich daran
zu erinnern, dass die Sowjetunion ein Teil der Alliierten
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gewesen war, die gemeinsam den Krieg gegen Hitler und
seine Verbiindeten beendet hatten. Ohne Hitler brach
diese Allianz zusammen, und die neue Front des ‘eisernen
Vorhangs’ riickte [...] an die Stelle der alten...” >

Bestimmte Erinnerungen, beispielsweise an die Opfer des
Schreckensregimes der kommunistischen Diktatur, waren
eingefroren, denn die Sieger, die Einfluss auf das Schreiben
der Geschichte ausiibten, hielten Archive unter Verschluss:
“Als Sieger von 1945 nehmen die Russen das Privileg fiir sich
in Anspruch, ihre Erinnerung nicht auf den européischen
Priifstein legen zu miissen.” Ein politisches Systemwechsel
erwies sich als notwendig, um die von Hein behandelte
Problematik aufgreifen zu konnen. Die tiefgreifende politische
Wende von 1989 ermoglicht es dem Autor frei iiber die Zustinde
in der DDR und Ost-West-Konfrontation zu sprechen. Zwar
wird die Schuld der Deutschen im Bezug auf Holocaust und
anderen Kriegsverbrechen nicht gemindert, doch kénnen
auch die Verbrechen im Osten hzw. der Russen zur Sprache
gebracht werden, welche keinesfalls geringer waren, sondern
nur verschwiegen wurden.

Beziehen wir uns auf die Identititskonstruktion des
Protagonisten aus Heins analysierten Roman, so spielten - wie
schon erwihnt - Bewusstsein und Gedéichtnisrahmen eine

Note:

wichtige Rolle: das Gewissen, Sohn eines Kriegsverbrechers
7u sein, in einer deutsch-russischen feindlichen Umgebung,
beeinflusst die Auswahl bestimmter Bilder, die unter dem Druck
der Gesellschaft erfolgt. Denn “Im totalitiren Staat [...| hat das
Regime die Macht zu definieren, was wahr ist und was Liige,
ohne die Wirklichkeit beachten zu miissen.”™ Das universale
Symbol fiir das Vergangene, das nicht vergeht, ist der Schatten.
Der schwarze Schatten der NS-Zeit, der besonders intensiv von
Hein bearbeitet wird, bedeutet, “der nachwirkende Priisenz der
traumatischen Vergangenheit”, aber auch “Verdunkelung und
Verdiisterung™.

Abschliefend sei noch die Berliner Mauer als innerdeutsche
Grenze erwahnt, die “Prinzipien der geteilten Welt in ihrer
unwiderruflichen und absoluten Natur...” manifestierte. Der
Osten bezeichnete die Mauer als einen “antifaschistischen
Schutzwall” gegen die imperialistischen Aggressoren aus der
Bundesrepublik Deutschland, wihrend der Westen von einer
“Schandmauer” sprach.* Somit ist die Berliner Mauer als
Symbol des Kalten Krieges zu betrachten, welcher die zweite
Hilfte des 20. Jahrhunderts priigte und l48t Heins Roman
als kritische Auseinandersetzung mit dem Totalitarismus
charakterisieren. Denn das Bild mit dem Mauerfall am Ende
des Buches bezeichnet nicht nur die Offnung der Berliner
Mauer, sondern die Beseitigung einer Diktatur.
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UBERLEGUNGEN ZUR ANWENDUNG
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REFLECTIONS REGARDING THE APPLICATION OF THE SKOPOSTHEORIE IN TRANSLATING JUDICIARY TEXTS
BELONGING TO FARLY MODERNITY FROM THE NATIONAL ARCHIVES OF SIBIU

Translation theory has entered a new paradigm when defining translation as action determined by a purpose and by placing
the translator in the center of the translation process, allowing him a much larger degree of freedom within the borders of a
rigourously defined practice. This paradigm shift has also brought about the replacing of the concept of equivalence with that of
adequacy, thus enabling the translator a more creative approach to the text. The skopos theory might contribute to bridging the
gap between theory and practice in the field of translation. The article intends to briefly describe the most important aspects of
the skopos theory and to discuss its possible applicability in the translation of a corpus of texts representing witness depositions
and court records of the witch trials in Sibiu, Transylvania, during the 17th century, at the hight of the witch persecutions. A short
description of the specific aspects of Transylvanian witch trials will also be included.

Keywords: skopos theory, translation studies, court records, witch trials, Transylvania, Sibiu, archive documents

Die Skopostheorie von Katharina Reify und Hans Vermeer*
markiert die Verabschiedung vom linguistischen Ansatz
und die Umorientierung der Translationswissenschaft auf
handlungstheoretische Grundlagen und gehort, zusammen
mit der Theorie der translatorischen Handlung von Holz-
Miintérii und den diversen Varianten des funktionalistischen
Ansatzes?, auf die hier nicht néher eingegangen werden soll,
7u dem sogenannten handlungtheoretischen Paradigma.
Gemeinsam ist all diesen Ansitzen die Uberlegung, dass
Ubersetzen grundlegend cine Handlung darstellt und als
solche einen Zweck oder Skopos haben muss. Der Verfassung
eines Translats muss also die Festlegung ihres Zwecks
vorangehen. Der zentrale Begriff der Translationslinguistik,
die Aquivalenz, wird im handlungsorientierten Ansatz mit
dem Terminus Adiquatheit ersetzt, der als “Relation zwischen

£

Ziel- und Ausgangstext bei konsequenter Beachtung eines
Zwecks (Skopos), den man beim Translationsprozess verfolgt™,
definiert wird. In der Skopostheorie ist der Ubersetzer ein
zweckorientiert handelnder Experte und der Skopos wird
wir “Dominante aller Translation™. Der Ubersetzer ist
Ausgangstextrezipient und Zieltextproduzent zugleich und
zur Verantwortung fiir den Zieltext verpflichtet. Der Text
selbst wird dynamisch begriffen - eine feste Textbedeutung
gibt es nicht, vielmehr kommt diese erst durch die Rezeption
zustande: ,Jede Rezeption realisiert nur Teile aller méglichen
Verstehens- und Interpretationsweisen und neutralisiert und
konnotiert jeweils anderre Merkmale."s

Als logische TFolge dieser Auffassung verliert der
Ausgangstext seine Rolle als “heiliges Original™; Reiff und
Vermeer definieren Ubersetzen als “Informationsangebot
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iiher ein Informationsangebot™, wobei der Ausgangstext
als Informationsangebot sowohl vom Enpfinger, als auch
vom Ubersetzer “in einer konkreten Rezeptionssituation
interpretiert werden muss™. Die Interpretation ist der
erste Schritt in dem vom Ubersetzer iibernommenen
Handlungsprozess, gleich darauf folgt die Festlegung der
Funktion des Ausgangstextes, aufgrund derer er die Funktion
des Zieltextes festlegt oder tiberprift (falls diese von einem
eventuellen Auftraggeber bereits entschieden worden ist).
Dieses Prinzip der Interpretation kann dazu fiihren, dass
mehrere Informationsangebote der Texte identifiziert werden.
Als Interpretation kann dann der Informationsgehalt der
Ubersetzung von jener des Ausgangstextes abweichen, ist aber
in jedem Fall von dieser verschieden. Dadurch verschwinden
sowohl die  Unterscheidung zwischen — Ubersetzung,
Paraphrasierung und Adaptation, als auch die géingigen
Dichotomien “frei” versus “wortlich”, “verfremdend versus
aneignend”. Anders als die traditionellen Ansitze, die von
einer in jedem Fall bestehenden Funktionsgleichheit zwischen
Ausgangs- und Zieltext ausgehen, besteht die Skopostheorie
auf die These, dass eine solche Funktionsgleichheit nicht
zwingend existieren muss, dass monofunktionale Texte in
der translatorischen Praxis so gut wie nie oder doch nur
sehr selten anzutreffen sind. Selbstverstindlich muss dem
Skopos eine begriindbare, logische Entscheidung zugrunde
liegen, er muss unter allen Umstéinden der betreffenden, in
einer bestimmten Kultur eingebetteten Sitation entsprechen.
Die Aufeabe des Ubersetzers besteht darin, jene Funktionen
des Ausgangstextes zu identifizieren, die fiir den Empfinger
in der Zielkultur relevant sein konnten, und sie eventuell fiir
die Zieltextproduktion so zu hierarchisieren, dass sie dem
Skopos des Zieltextes entsprechen. Darin besteht auch seine
Interpretationsleistung. Der Skopos des Translats bestimmt
die Funktionsgleichheit oder den Funktionswechsel.

Nicht nur das heilige Original ist entthront worden, sondern
auch der so lange im Zentrum der translationstheoretischen
Auseinandersetzungen stehende, linguistisch — geprigte
Beeriff der Aquivalenz. An seine Stelle tritt der Terminus
Adiquatheit, der sich auf das Verhéltnis zwischen Sprache
und Skopos bezieht. Reif und Vermeer definieren Aquivalenz
als Adéiquatheit im Falle der Funktionskonstanz zwischen
Ausgangstext und Zieltext. Eine Folge dieser Neudefinierung
derbeiden Begriffe, Adiquatheitund Aquivalenz, besteht darin,
dass ,die unlosharen Dilemmata, in die Translatoren durch die
rigiden, miteinander konkurrierenden Aquivalenzpostulate
unweigerlich gedringt wurden, [...] durch eine sinnvolle und
erfiillbare Forderung ersetzt [werden]*,

Fine zentrale Stellung in der Skopostheorie von Reif
und Vermmer kommt der Kultur zu. Ubersetzung wird
als  Kulturvermittlung gesehen, als Ubertragung von
“Kulturphdnomenen”, nicht nur von “Spracherscheinungen™.
Kein Text existiert ausserhalb eines kulturellen Kontextes,
kein Text ist in dieser Hinsicht autonom, so dass jeder
Translationsakt gleichzeitig auch ein interkulturelles
Ubertragen  ist.  Vermeer gehért — diesheziiglich zu
den Vorreitern des sogenannten cultural twrn in den

Translationswissenschaften. In diesem Kontext fasst Prunc
die Definition des Translationsprozesses wie folgt zusammen:

JWenn der AT als Teil des ausgangskulturellen und der
Zieltext als Teil des zielkulturellen Weltkontinuums
betrachtet wird, beginnt der eigentliche Prozess der
Translation mit dem Herauslosen des AT aus dem
ausgangskulturellen Welt- und Textkontinuum und endet
mit seiner Integration in das Welt- und Textkontinuum der
Zielkultur.*

Die Skopostheorie ist selbstverstindlich nicht mit einhelliger
Zustimmung aufgenommen worden. Koller, zum Beispiel,
kritisiert die Gleichschaltung von Ubersetzung, Bearbeitung,
Adaptation und Nachdichtung und verweist diesbeziiglich
auf die ideologisierenden Adaptationen der Erzihlungen der
Nobelpreistrigerin Doris Lessing in sowjetischen Zeitungen
hin.” Diese wiirden, so Koller, dem Skoposprinzip im Sinne von
Reif und Vermeer entsprechen, seien jedoch kaum noch als
Ubersetzungen zu bezeichnen. Koller beméingelt auch die von
Vermeer betonte starke Kulturbedingtheit und - relativitit in
der Ubersetzung, wihrend er selbst Kultur als Einflussfaktor
in der Ubersetzung nur als ein wichtiges Element unter
anderen ansieht.” Kontrovers diskutiert wird auch die Frage,
ob es tiherhaupt eine allgemeine Translationstheorie geben
kann, die sowohl literarische, als auch nichtliterarische Texte,
das Ubersetzen und das Dolmetschen, sowie alle Textsorten,
Kulturen und Sprachen in ihren Giiltigkeitshereich
einzuschliessen beanspruchen kann, wie es die Skopostheorie
tut# Vor allem im Falle der Literaturiibersetzungen sind
ernsthafte und berechtigte Fragen an die Addquatheit der
von der Skopostheorie aufgestellten Forderungen und
Kriterien nicht auszuschliessen, doch darauf soll hier nicht
niher eingegangen werden, denn die in diesem Beitrag
qur Diskussion stehenden Archivdokumente sind keine
literarischen Texte.

Vor der eigentlichen Beschreibung der spezifischen
Merkmale dieser aus den Bestinden des Hermannstidter
Archivs stammenden Schriftstiicken soll kurz ihr Zeitkontext
dargestellt werden, denn die Hexereiprozesse auf dem
siebenbiirgischen Konigshoden sind selbstversténdlich kein
isoliertes Phinomen, sondern lediglich regionaler Ausdruck
des gesamteuropéischen Hexenwahns, der im 17. Jahrhundert
seinen Hohepunkt erreichte. Die Hexenverfolgungen sind
im Wesentlichen eine Erscheinung der frithen Neuzeit, sie
beginnen in Europa in der zweiten Halfte des 16. Jahrhunderts
und setzen sich in geographisch und zeitlich unterschiedlich
starken Wellen bis zu Beginn des 18. Jahrhunderts fort. Auf dem
Herrschaftsgebiet des Heiligen Romischen Reichs Deutscher
Nationen wird eine Hochstintensitit des Verfolgungswahns
um die Jahre 1590, 1630 und 1660 vermerkt. In Siebhenbiirgen
erfolgt die Anbindung an West- und Mitteleuropa in
dieser Hinsicht etwa 100 Jahre spiter, die stirksten
Verolgungswellen toben hier um die Jahre 1690, 1709-1711,
beziehungsweise 1738-1745. Historischen Untersuchungen
zufolge sollen auf dem Konigsboden etwa 9o Hexereiprozesse,
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in ganz Siebenbiirgen um die 500 stattgefunden haben.
Genaue Zahlen liegen nicht vor, da die Archivbestinde nicht
vollstindig eingesehen worden sind und auch vom Verlust
vieler Dokumente im Laufe der Zeit ausgegangen werden
kann. In der Chronik des Emil Sigerus werden fiir die Zeit
zwischen 1608 und 1690 13 in Hermannstadt der Hexerei
angeklagten und durch Verbrennung auf dem Scheiterhaufen
hingerichtete Frauen verzeichnet.® Eine Partikularitit der
Hermannstidter Gerichtsverhandlungen ist deren Charakter
von Injurienprozessen, in denen die der Hexerei angeklagte
Person sich vor Gericht von den offentlich gegen sie erhobenen
Anschuldigungen “purgieren”, d.h. wehren musste. Zu diesem
Zweck konnte sie Zeugen berufen, deren Aussagen sie entlasten
sollten, die aber in den meisten Fillen gegen sie aussagten.
Die eingesehenen Dokumente enthalten die Zeugenaussagen,
die von der oder dem Angeklagten durch Gegenaussagen und
-beweise zu widerlegen waren. Die Instanz des Konigs- oder
Stuhlsrichters entschied, ob die Beweisfiihrung durch die
Zeugen ausreichte, um ein endgiiltiges Gerichtsverfahren
anzustrengen. Anschliefend wurde die Akte an den Magistrat
gesandt, der als alleiniger Inhaber des ius gladii das Recht hatte,
die Todesstrafe zu verhingen. Die eingesehenen Dokumente
sind also genau genommen Verhgrprotokolle, die innerhalb
eines gerichtlichen Verfahrens zur Schilderung des Hergangs
des Prozesses angefertigt wurden und danach an eine nichste
Instanz zur endiiltigen Urteilsfindung versandt wurden.

Die rapide zunehmende Institutionalinisierung der friihen
Neuzeit fiihrte zu und wurde geichzeitig bedingt durch eine
ebenso intensive Verschriftlichung, was zur Entstehung
von neuen Textsorten fithrte. An den Gerichtsprotokollen
der Hexereiprozesse in Hermannstadt wirkten mehrere
Institutionen mit: Textproduzent war die Instanz des Konigs-
oder Stuhlsrichters, Rezipient der Magistrat. In diesem Sinne
gelten die Gerichtsprotokolle als Versendungsakte zwischen
den beiden Einrichtungen. Daraus resultiert das Merkmal
der “kommunikativen Intention des Textproduzenten”
so wie es von Reichmann und Wegera in ihrer Einteilung
der Textsorten der Frithen Neuzeit formuliert worden
ist.” Unter “Intention” verstehen die Autoren eine “genuin
geschichtliche Gegebenheit”, die sich “auf der Ebene des
Gesamttextes manifestiert”® Davon ausgehend, stellen sie
neun unterschiedliche Textsorten auf: sozial bindende,
legitimierende, dokumentierende, belehrende, erbauende,
unterhaltende, anleitende, informierende und agitierende
Texte. Auferund dieser Klassifikation, lassen sich die
Hermannstidter Gerichtsprotokolle als dokumentierende
Texte einstufen. Diese werden als schriftlich gefasste Produkte
definiert, deren Produzenten “Ereignisse, Besitzverhiltnisse,
Fakten aller Art [...] festgehalten, gespeichert, dokumentiert
sehen méchten”, um ,Vorhandenes in eine Ubersicht zu
bringen und verfiighar zu machen, um sich gegebenenfalls
nach spéterer Notwendigkeit auf die Festschreibung berufen
und sie je nach Interesse nutzen zu kénnen”.

Im Sinne der Textsortenklassifizierung von Eckard Rolf
gehoren die Gerichtsprotokolle zu den Gebrauchstexten,
die “der Erzeugung, Aufrechterhaltung, Transformation

oder Aufhebung institutioneller Wirklichkeiten” dienen.»
In schreibsoziologischer Hinsicht gehdren sie zur mittleren
Ebene der Schriftlichkeit und als pragmatisch ausgerichtete
Texte besitzen sie, laut Mihm,“nur eine beschrinkte
Autonomie, weil sie eng an die Zwecksetzung ihrer
Bezugsdimension gebunden bleiben”? Halten wir demnach
fest, dass die Gerichtsprotokolle als Gebrauchstexte mit
“beschriinkter ~ Autonomie” einen  dokumentierenden
Charakter aufweisen, zu den Versendungsakten gehoren und
pragmatisch ausgerichtet sind.

Die Bedeutung der Texte liegt jedoch nicht nur in
ihren Merkmalen als Dokumente der Rechtssprechung,
sondern in einem vielleicht noch groferem Mafe in
ihrer Figenschaft als Triger eines kulturhistorischen
Hintergrunds. Sie transportieren gewissermalen die
Lebenswelt der hermannstidter Sachsen des 17. Jahrhunderts
inmitten des europaweiten Hexenwahns, mit all ihren
Angsten und Abwehrmechanismen, sie sind Ausdruck der
Machtverhéltnisse der Zeit und Spiegel des magischen
Denkens, das real existierende und imaginierte Praktiken
zu strafrechtlich verfolgten Delikte machte. Sie stellen auch
einen nicht unbedeutenden Hinweis darauf dar, dass dieses
magische Denken in den gebildeten Oberschichten genau so
fest verankert war wie in den unteren Volksschichten und ein
Produkt der Gelehrtenkultur ist. Schliesslich dokumentieren
sie die kulturelle Anbindung Siebenbiirgens an die
Entwicklungen innerhalb des westeuropiischen Raums.

Wie stellt sich nun die Ubersetzung dieser Texte im Lichte
der Skopostheorie dar? Ausgangspunkt der Diskussion soll die
Frage nach dem Verhiltnis zwischen urspriinglichem Skopos
der Gerichtsprotokolle als Ausgangstexte und gegenwirtigen
Skopos der Ubersetzungen, bzw. der Zieltexte sein. Wie schon
festgestellt worden ist, war der Zweck - der Skopos - der
Gerichtsprotokolle, als Versendungsakte die mit dem ius gladii
betraute Behorde (Magistrat) mit dem Inhalt der gerichtlichen
Untersuchung vertraut zu machen. Die Dokumente waren
dazu gedacht, die Beweisfithrung schriftlich festzuhalten
um dem Magistrat eine juristisch giiltige Grundlage fiir die
Urteilsfillung vorzulegen. Hagenthurn bezieht sich auf die
Erliuterungen von Karl Fabritius beziiglich der Aufgabe des
Stadtschreibers, miindlich vor dem Rat iiber Injurienprozesse
(und nicht nur) zu berichten® Dieses miindliche Vortragen
stiitzte sich auf die Versendungsakte als schriftliche
Grundlage, so dass die niedergeschriebenen Protokolle der
Zeugenvernehmungen praktisch das miindliche Vortragen vor
der entscheidungshefugten Behorde ermoglichte. Gleichzeitig
erfiillte die schriftliche Fixierung der Verhandlung auch
die wichtige Funktion, den befugten Organen jederzeit die
Wiederaufnahme eines Prozesses zu gestatten. Dieser Skopos
ist selbstverstindlich an den Moment der Entstehung der
Dokumente gebunden und kann nicht von der Ubersetzung
weitergetragen werden. Die Festlegung des Skopos oder der
Skopoi des Zieltextes muss unter Beriicksichtigung anderer
Kriterien vorgenommen werden.

Eine Ubersetzung der in  den Bestinden des
Hermannsidter Judikats aufgefundenen Protokolltexte zu
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den Hexereiprozessen wird wahrscheinlich, sollte sie in einer
moglichst exhaustiven Form zustande kommen, erstmals
von einer Textauswahl ausgehen. Hier wiirde der potentielle
Ubersetzer wohl auch gleich den ersten Stolpersteinen
in seinem Unterfangen begegnen. Die Judikatstexte
existieren im Staatsarchiv in Hermannstadt in 36 Binden
und umfassen die Zeitspanne 1600 - 1700. Die Texte sind
handschriftlich fixiert worden und teilweise unleserlich,
auch sind sie selbstverstindlich nicht ,thematisch”
angeordnet, so dass die Binde systematisch nach den
Hexereiprozessprotokollen ,durchforstet” werden miissen.
Hat der Ubersetzer dann ,seine” Texte identifiziert, sollte vor
der eigentlichen Ubersetzungsarbeit eine Transkribierung
der Dokumente vorgenommen werden; dieser Prozess wird
hochstwahrscheinlich eine oft betrichtliche Menge von
unleserlichen und/oder unverstindlichen Stellen aufweisen,
die von einzelnen Wortern his zu ganzen Sétzen oder sogar
Textfragmenten reichen konnen. Viele Prozessakte - nicht nur
die zu Hexereiprozessen gehorenden - sind unvollstéindig,
beispielsweise fehlt die Urteilsfillung oder sie enden abrupt
nach der Aussage eines Zeugen, ohne dass Klar wire, ob etwa
weitere Aussagen folgen. Die Ausmale der Protokolle varieren
ebenfalls. Das Protokoll der am 28. Januar 1618 von Johannes
Bretz gegen Sarah Schuller und Martin Mauress angestrengter
Prozess umfasst die Aussagen von 31 Zeugen®. Noch viel linger
ist der von der Hebamme Bielz im April 1692 gegen Jacobus
Kann angestrengte Prozess, in dem sie sich gegen die von
Kann erhobenen Anschuldigungen wehren will - 79 Zeugen
sagen aus.* Am 12. September 1679 ,litigieret Kerste Bosias”
gegen Petru de Bungart, der die Mutter des Kerste Bosias
der Zauberei angeklagt hat®. Die Aussagen von 5 Zeugen sind
vermerkt, wobei das Dokument nicht mit einer Urteilsfindung
endet, so dass unklar bleibt, ob es nicht doch mehrere
gewesen sein konnen. Fin vollstindiges Protokoll enthlt die
Zeugenaussagen in dem am 17. November 1679 angestrengten
Prozess des Johannes Hanne aus Heltau gegen Croner Pal, der
ihn auch der Zauberei beschuldigt hat.** 12 Zeugen werden
befragt und der Angeklagte wird schliesslich freigesprochen.
Im Prinzip hingt der Skopos einer Ubersetzung vom
Ubersetzungsauftrag ab, der auch bestimmt, ob die
Ubersetzung funktionskonstant oder funktionsvariierend sein
soll. Von einer Funktionskonstanz kann bei der Ubersetzung
der Hexenprozessprotokolle aus den oben genannten
Griinden keine Rede sein. Wir gehen in dieser Diskussion
davon aus, dass der Skopos dieser Ubertragungen entweder
vom Ubersetzer selbst oder von einem Auftrageeber auferund
seines/ihres Interesses an einer hestimmten Zieltextfunktion
der Ubersetzung festgelegt wird. Die Ubertragungen sollen
den von den Dokumenten vermittelten Ausschnitt aus der
Lebenswelt der Siebenbiirger Sachsen in der frithen Neuzeit
dem ruménischen Leser der Gegenwart in einer informativen,
anschaulichen Art und Weise darstellen, ihm einen Einblick in
das Gewirraus magischem Denken, Angsten und menschlichen
Regungen wie Neid, Missgunst oder Hass ermdglichen und
gleichzeitig ein zumindest teilweise verstindliches Bild des
juristischen Prozedere jener Zeit (nach)zeichnen. In diesem

Fall wird der Ubersetzer wahrscheinlich auf die Produktion
ciner instrumentellen Ubersetzung  fokussieren. Nord
definiert die instrumentelle Ubersetzung als ,Instrument
zur Erreichung eines kommunikativen Zieles in einer neuen,
zielkulturellen Kommunikationshandlung” Die praktische
Ausfithrung eines solchen Translats kann sich unterschiedlich
gestalten, bzw. es konnen weitere untergeordnete Skopoi
festgelegt werden, wie zum Beispiel: je nachdem, welcher
Publikationsraum zur Verfiigung steht, kann der Ubersetzer
im Falle langer Texte entscheiden, Kiirzungen vorzunehmen
und etwa dhnliche, redundante Zeugenaussagen streichen
und nur einige fiir den Gesamtzusammenhang relevante
Aussagen beispielhaft iibersetzen. Das Protokoll zum
Prozess der Hebamme Bielz enthélt beispielsweise Aussagen
von mehreren Zeugen, die lediglich zu Protokoll geben,
nichts gesehen oder gehort zu haben. Er kann dem jetzigen
ruménischen Leser die Lektiire erleichtern, indem er auf
sprachlicher Ebene einen Text in der Standardsprache verfasst
und nicht versucht, durch archaisicrende Ubertragungen
einen (linguistischen) Zeitgeist hertiber zu transportieren,
der unter Umstinden eher artifiziell wirken konnte. Ein
Beispiel in diesem Sinne wiren die sinnverwandten Begriffe
JHexe”, ,Trud”, ,zauberischer Donnerschlag”, die in den
Texten wiederholt auftauchen. Dem Ubersetzer stehen
dic ruminischen Begriffe ,vrajitoare”, ,strigoaica”, ,sisca”
(Regionalismus) zur Verfiigung. Entscheiden wird er sich
hochtswahrscheinlich fiir das standardsprachliche ,vrajitoare”
und dabei bleiben. Der Ubersetzer/die Ubersetzerin kann
dem Zieltextleser noch ein Stiick entgegen kommen und dem
Zieltext Erklirungen und/oder Erweiterungen hinzufiigen, die
eventuell kulturspezifische oder historische Zusammenhinge
erliutern, beispielsweise die Vorgehensweise wihrend
und den Zweck der in einigen Dokumenten erwihnte
Wasserprobe oder Schwemmung beschreiben. Ebenfalls auf
sprachlicher Ebene steht ihm die Moglichkeit offen, die in
lateinischer Sprache erscheinenden juristischen Begriffe und
Formulierungen (Actor/Actrix, Inctus/Incta, sententia, poena
usw.) entweder als solche im Zieltext beizubehalten und ihnen
cine erklirende Ubersetzung beizufiigen oder sie direkt ins
Ruménische zu iibertragen. Alle Judikatstexte zeichnen sich
durch einen relativ starken mundartlichen Einschlag aus.
Das Fehlen entsprechender Mundarten im Ruménischen
kann durch den Finsatz von Regionalismen kompensiert
werden oder aber der Zieltext kann ausschliesslich in der
Standardsprache verfasst werden. In einigen Protokollen
wurden ruminische Eigennamen in eine der deutschen
Aussprache angepassten Ortographie niedergeschrieben (z.B.
Kerste Bosias, wahrscheinlich Carstea Bozia); die Praxis kann,
mit den dazugehorenden Erklirungen in der Uberstezung
beibehalten werden oder der Ubersetzer/die Ubersetzerin
kann diese Schreibeweise in die ruménische ,ibertragen”.
Die Beispiele zeigen, dass dem Ubersetzer/der Ubersetzerin
ein recht grofer Spielraum zur Verfiigung steht. Diese Freiheit
soll jedoch nicht zur Missachtung der ihr gesetzten Grenzen
verleiten: der ruminische Leser sollte sich, nach der Lektiire
derZieltexte, einrelativgenaues Bild von der sichenbiirgischen,
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hermannstidter Ausprigung des europaweiten Hexenwahns,
sowie des kulturellen Hintergrunds der Verfolgungen und
Prozesse machen konnen. Der Aufbau der Protokolle sollte
demnach in der Ubersetzung rigoros beachtet werden,
da er den spezifischen Charakter der siebenbiirgischen
Hexenprozesse als Injurienprozesse deutlich macht. Die
Auswahl der zu iibersetzenden Zeugenaussagen sollte so
getroffen werden, dass sowohl der in den Dokumenten
ersichtliche Querschnitt durch das gesellschaftliche Gefiige,
als auch die Geschlechterverteilung nicht verloren gehen.
Dort wo aus nachvollziehbaren Griinden Zeugenaussagen
eliminert werden miissen, sollte dem Inhalt der Aussagen
Rechnung getragen werden: sie hieten ein besonders
anschauliches Bild des Aberglaubens, magischen Denkens
und daraus gespeisten Angsten. Die Anklagen reichen von der

Note:

Verhexung von Kindern, Toten durch zauberische Praktiken,
Herbeifiihrung von Missernten, Erkrankungen aller Art, Kiihe,
die durch Hexerei keine Milch mehr geben und anderes mehr.
Diese Vielfalt sollte in den Zieltexten wieder zu finden sein.

Viele Ubersetzer/innen sehen keinen oder einen nur
geringen Nutzen der Ubersetzungstheorien fiir ihre praktische
Titigkeit auf dem Gebiet der Translation. Das ist verstindlich,
denn viele theoretischen Uberlegungen sind - oder scheinen
zumindest - viel zu abstrakt fiir eine praktische Anwendung.
Die Skopostheoric kann jedoch dem Ubersetzer/der
Ubersetzerin doch eine Stiitze sein, in dem Sinne dass sie ihm/
ihr den Weg in eine grofiere Handlungsfreiheit in Bezug auf die
Zieltextproduktion o6ffnet und gleichzeitig nachvollziehbare
und begriindete Grenzen dieser Freiheit setzt.
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REVIEW: CORIN BRAGA, POUR UNE MORPHOLOGIE DU GENRE UTOPIQUE
THE UTOPIC GENRE. TAXONOMY, CULTURAL HISTORY, AND “WORLDMAKING”.

Pour une morphologie du genre utopique by Corin Braga aims to solve the problem of the utopian genre morphology by identifying
four subtypes of utopia: eutopia, outopia, dystopia, antiutopia. Using a strong theoretical frame, the study applies the
classification on a substantial literary corpus, extracted from different epochs and different litteratures, from British to French,

Romanian or Russian.

Keywords: utopian genre, eutopias, outopia, dystopia, antiutopia, morphology.

A scrie despre utopie echivaleaza cu a observa evolutia culturala
a conceptului, trecandu-1 prin diferitele varste istorice,
menite sa-i devoaleze esenta, dar sa si explice felul in care
dezvoltarea sa a fost marcata de curentele de gandire. Miza cea
mai importanta a cercetarii lui Corin Braga din volumul Pour
une morphologie du genre utopique este legatd de afirmarea
coagularii genului utopic si stabilirea unei taxonomii valabile,
sustinute de analiza unor creatii literare sau filosofice. Amplul
studiu de fatd pune doua probleme majore, pe care le discuta
pe parcursul mai multor secole de culturd si le rezolva pana la
capat, aducand in contemporaneitate viziunea expusa inca de la
inceput. Prima directie este legata, asadar, de definirea genului
utopic si stabilirea trasaturilor esentiale ale acestuia, ficandu-
se distinctie intre corpusul literar i cel filosofic/moral/politic.
Cea de-a doua propune identificarea unor subgenuri care, chiar
dac uneori par a se intrepatrunde, rezista prin distinctiile pe
care le face cercetatorul, cu extractii concrete din opere de
fictiune. Privitd si ca o enciclopedie, Pour une morphologie du
genre utopique, este o sursa exhaustivi de categorizare, care are
marele merit de a include un corpus, catalogat dupa criteriile
expuse, alcatuit din peste 1200 de opere literare. Partea de
bibliografie este substantiald si dd validitate studiului, prin

hel

cantitatea de opere integrate, precedate de includerea acestora,
prin semne matematice, intr-una din cele patru categorii
teoretizate in ansamblu. Beneficiind de un vehicul lingvistic
universal, precum limba franceza, si aparutd la Editura Garnier
in 2018, cartea lui Corin Braga reprezintd o contributie esentiald
si substantiala la teoria genului, alituri de studii precum cele ale
lui Darko Suvin, Miguel Abensour, Massimo Baldini, Matthew
Beaumont, George Kateh, Krisham Kumar sau Jean-Jacques
Wunenburger. Braga isi concepe cartea avand un capitol amplu
introductiv, In care analizeaza conceptele primare si cele
adiacente pe care le implica utopia. Plecand de la fundamentalul
studiu al lui Thomas Morus 1n care este creal termenul, autorul
aduce in discutie felul in care acesta a evoluat in studiile
filosofice sau literare ale unor autori precum Rabelais, Torry,
Leibniz, Bayle si contureazd o definitic generala a termenului:
LJutopie désigne tout projet et entreprise ayant en général peu
de chances dadvenir, donc illusoire, qui vise la réalisation d’'une
société parfaite ou en tout cas meilleure que celle existante™. In
incercarea de lamurire a diferitelor sensuri si termeni inruditi,
Braga simte nevoia unei delimitari intre utopie si utopism,
analizand-o astfel: ,L'utopisme désigne une mentalité, une
forme de lesprit, une disposition psychique, une maniere
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d’organisation mentale encline aux reveries mélioratives
et aux projets réformistes, alors que I'utopie se réfere aux
constructions théoriques finalisées, aux plans rendus concrets
dans des textes qui circonscrivent un genre™. O alta distinctic
este aceea intre utopiile teoretice si utopiile literare, care consta
in respectarea unei conditii supuse unui proces dialectic,
identificat drept: ,révolte de Iutopiste face a un état historique
imparfait, constat de son incapacité d’intervention concrete et
efficace, construction d’'un cité imaginaire compensatrice™.
Dorind sa ofere o definitie exhaustiva a conceptelor, autorul
pune in oglinda utopia si mitul (mizand pe opozitia obiectiv/
subiectiv observatd de Raymond Ruyer), utopia si basmul
(operand cu opozitia seriozitdtii reveriei adulte si cea a visului),
utopia si scrierea de calatorie (asociatd cu diferenta dintre
descriere si naratiune), utopia si alte genuri precum calatoriile
extraordinare, romanul de aventuri, robinsoniada, satira,
S.F-ul sau literatura fantasy. Intorcindu-se la mutatiile pe
care le-a suferit termenul, subiect al unei cercetari anterioare
(2010), Braga reaminteste ideea fundamentala pe care o sustine,
aceea ca Jutopie est une mutation laique des thémes religieux
judéo-chrétien du jardin d’Eden, du Paradis terrestre et du
Millénium”#

Dupi o erudita trecere in revista a diferitelor incercari de
sistematizare, precum si de clasificare si delimitare, prin teorii
recente sau mai putin recente, volumul propune o necesara
taxonomie> a conceptului, sprijinindu-se pe teoria Marinei
Leslie, de la care preia partial categoriile de referintd. Punctul
forte al studiului, care traseaza patru categorii fundamentale
ale genului utopic, coagulate si demonstrate cu o abilitate de
sinteza exemplara sunt cele numite eutopie, outopie, distopie
si antiutopie. Conceptele definesc, in viziunea autorului,
subgenuri ale utopiei, fiecare datorand conceptului primar
forma de baza. Punctul de plecare, momentul zero al formarii
genului este identificat drept ,mundus” sau ,imago mundi”
care se suprapune realitdtii, aceea pe care creatorii de utopii
0 cunosc si la care se raporteazd. Asadar, acest punct zero
presupune L virtualititi™: pozitive - eutopia si outopia, negative
- distopia si antiutopia, probabile si posibile - eutopia si distopia
si improbabile si imposibile - outopia si antiutopia®. Cele patru
subgenuri ale utopiei sunt detaliate pe parcursul capitolelor,
avandu-se n vedere trei axe importante: cea axiologica, cea
esteticd si cea a modalitdtilor aletice, stabilindu-se, foarte
clar, felul in care diferitele forme se raporteaza la posibil si
imposibil, realitate si fantastic. Rezultatele obtinute confirma
demersul initial, constatandu-se ci ,les eutopies projettent dans
I'«ailleurs» spatial ou temporel des topies positives possibles
et realistes, les outopies - des topies positives impossibles et
fantastiques, les dystopies - des topies negatives possibles et
realistes, et les antitutopies - des topies negatives impossibles
el fantastiques (...) les quatre varietes : + outopie;  eulopie; FF
dystopie; - antiutopie™. Constarea de fata indica, de fapt, niste
clasificari necesare in fata afluxului de termeni legati de utopie.
In conglomeratul de opere literare apartinind genului, Braga
identifica si textele apartinand autorilor de origine romana,
care au publicat fie in tard, fie in strainatate, dar care au avut
drept mundus/imago mundi realitatea autohtona. Primul text

prezentat si incadrat la categoria ,eutopii socialiste” este Insula
Prosta de Ton Ghica, publicat in 1885. Eutopia romaneasca aduce
in discutie modelul ideal de civilizatie, dand pentru cititorul
european explicatia termenului ,prosti” si prezentand felul in
care Ton Ghica a idealizat climatul unei insule din Atlantic, in
virtutea modelului propus de Thomas Morus. Cel de-al doilea
subcapitol, dedicat outopiilor, imposibile si fantastice, parcurge
cu o lecturd atentd mai multe opere, din literaturi diverse, ce
demonstreaza extensiunea exemplelor, cu o viziune exhaustiva
asupra unor outopii feministe, astrale ori extrase din literatura
SF. Trasatura comuna identificata in textele analizate este aceea
a ,clectrolizei elementelor pozitive si negative” si proiectia ,a
doua topii complementare”, una situata in viitor, modelul, i cea
construita din imaginea civilizatiei noastre, drept contra-model.
Subcapitolul Distopii anticomuniste are meritul de a aduce in
discutie, alaturi de operele altor prozatori din ,spatele cortinei
de fier”, scrieri romanesti precum Gulliver in ‘Tara Minciunilor
de Ton Eremia, Biserica neagrd de A.E. Baconsky, Viata pe un
peron de Octavian Paler, Al doilea mesager de Bujor Nedelcovici,
Une sosie en cavale de Oana Orlea, Adio, Europa! de Ton D. Sirbu.
Prezentand Gulliver in Tara Minciunilor, Braga aminteste despre
arestarea Iui Eremia si condamnarea acestuia la 25 de ani de
inchisoare si discuta distopia din perspectiva realizarii ,unei
alegorii abominahile a Uniunii Sovietice si a Romaniei anilor
50" Identificind corespondentele dintre personajele fictionale
si cele istorice, precum Granite - Stalin, Kalamak - Karl Marx,
se demonstreazd cd utopia creata este una negativa, posibila si
realistd, adicd o distopie. In aceeasi discutie, este introdus si
textullui Baconsky, 0 parabola subversiva”, care ,reia sloganurile
si stereotipurile propagandei comuniste si le inverseaza punct
cu punct”. Ideologia tinde sa inlocuiasca realitatea insasi, autorul
observand ca ideea alienarii spirituale, prezenta si la Soljenitin,
se Intemeiaza prin ,credinta intr-un sistem fals”. Tot in acest
capitol, este discutatd parabola Oanei Orlea Une sosie en cavale
(tradusa in romana cu titlul Perimetrul zero). Accentul se muta,
asadar, dinspre modelele teoretice, spre Etat batis sur des
principes (partiellement) utopiques™, societati care au existat
cu adevarat, pe care scriitorii le folosesc drept tipare pentru
dezvoltarea unor structuri narative distopice.

Antiutopia, forma ultimd a genului, este descifrata
pornind de la exemple considerate puncte de origine, care
inmagazineaza, de exemplu, imaginea societdtii britanice,
din perspectiva aspectelor negative tratate, precum in The
Anatomy of abuses de Philip Stubbes (1583). Cel de-al doilea
studiu de caz este anonimul Supplément du Catholicon ou
Nowvelles des régions de la lune (1595) care se concentreaza
pe ,un pattern mitologic”, in cultura francezi. In Antiutopie
$i calatorii imaginare sunt analizate, printre altele, cartile lui
Jonathan Swift, Gulliver’s Travels (1726), W. Whitmore Modern
Gulliver’s Travels (1796) ori operele lui Poe despre ,povestiri
maritime” si calatoriile imaginate de Jules Verne. Discutia
despre antiutopie ii da prilejul autorului sa observe inerenta
unui imaginar al monstruosului, unul de tip combinatoriu
care, 1n viziunea unuia precum Rétif de la Bretonne naste
LJteratologii multiple”. De la calatorii pe lund, voiaje pe planete
indepartate reale sau imaginate, pana la parabole animaliere
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din secolele al XVIII-lea, al-XIX-lea, al XX-lea, vizute drept
Lsatire esopice”, categorie in care sunt incluse carti care au
facut carierd, precum Insula Pinguinilor de Anatole France,
Ferma animalelor de George Orwell, Planeta maimutelor de
Pierre Boulle sau Mundo al reves de Angel Padilla. Aparand sub
umbrela deschisa a antiutopiilor, contra-utopia este definita
printr-un proces de creatie ,invers”. Exemplul discutat pe larg
este Erewhon de Samuel Butler, vazut din perspectiva cultivarii
unui anti-evolutionism care da nastere ,monstruozitatilor
legislative” precum erau vazute .dreptul animalelor” si
Jdreptul legumelor” in secolul al XIX-lea (autorul remarca
absurdul situatiei, din perspectiva cititorului secolului al
XXI-lea). Antiutopiile totalitare sunt deschise prin Noi de
Evgheni Zamiatin si Minunata lume noud de Aldous Huxley,
cea din urma vazuta drept o combinare a unei ,antiutopii
de anticipatie cu o ideologie comunitard de tip marxistd™.
Ajungand pana aproape de prezent, autorul identifica, urmand
discutiile recente despre critical dystopia, tiparul unor scrieri
despre inevitabilul unei catastrofe”, care se plaseaza, de
obicei, intr-un ,viitor post-apocaliptic”. Citeaza titluri recente
precum Messenger de Lois Lowry, tetralogia lui Jeanne DuPrau
The City of Ember, The People of Sparks, The Prophet of Yonwood,
The Diamond of Darkhold sau trilogia Veronicdi Roth Divergent,
Insurgent, Allegiant.

Concluzia esentiald a cartii este aceea pe care,
imprumutand principiul electrolizei, Corin Braga o identifica
in interactiunea dintre anionii pozitivi si cationii negativi,
care genereaza diverse forme ale procesului utopic, in functie
de intensitatea acestuia. Marele merit al cartii il reprezinta
ordonarea atit de necesara in cazul unui gen lax, hibrid, aflat
la frontiera mai multor domenii si care creeaza opere atat de
diferite. Efortul de incadrarea a operelor conform taxonomiei
stabilite la inceput prin recursul la teoriile genului, neocolind
niciuna dintre cartile fundamentale in domeniu, este rasplatit
prin reusita de a genera un instrument de lucru eficient si
documentat pentru orice cercetator in domeniul genului
utopic. Corin Braga convinge, prin studiul de fatd, (in 2019
publica Archétypologie postmoderne. D'(Edipe a Umberto Eco, iar
n 2020 coordoneaza Enciclopedia imaginariilor din Romania)
ca are vocatie enciclopedica, preocupdrile pentru a oferi o
imagine completd, de ansamblu asupra utopiei inscriindu-
se in aceasta dorintd de epuizare a unei teme, odata inceputa
discutia ei. Nu mai putin importanta este includerea intr-un
camp de analiza din literatura universala, cum este cel al
utopiei, aliteraturii romane, contribuind astfel la o deschidere
spre o lectura polivalentd a acestor texte, altfel ramase
necunoscute cititorului din alte spatii culturale.

Note:

1. Corin Braga, Pour une morphologie du genre utopique (Paris: Garnier, 2018), 14. ,Ulopia desemneaza orice proiecl sau
intreprindere avand, in general, putine sanse s se indeplineasca, deci iluzorie, care vizeaza realizarea unei societati perfecte

sau, in orice caz, mai buna decat cea existenta”. (trad. n.)
2. Braga, Pour une morphologie, 17

3. Ihid., 21: ,revolta utopistului in fata unui stat istoric imperfect, constatare a incapacitdtii de interventie concreta si eficace,

constructie a unui oras imaginar compensator”(trad. n.)

4. Thidem, 55 ,utopia este o mutatie laicd a temelor religioase iudeo-crestine din gradina Edenului, din Paradisul terestru si

Millenium-ul”, (trad. n.)
5. Ibid., 114.

6. In studiul publicat in 2015 ,Lumi fictionale. O taxinomie a genului utopic* din Morfologia lumilor posibile. Utopie, antiutopie,

7.

8.
0.

science-fiction, fantasy (coord. Corin Braga) autorul vorbeste despre multiple clasificari ale utopiei, termeni care incap sub
umbrela extinsa a conceptului: ,utopie si de antiutopie sau contra-utopie, de eutopie si distopie (V. L. Parrington, 1947, Glenn
Negley si J. Max Patrick, 1952) sau cacotopie (Patrick Geddes, 1914-1915; Lewis Mumford, 1922), de semi-utopie, pseudo-utopie
si distopie (Fred Polack, 1961), de utopie critica, satira utopica si utopie satirica (Lyman Tower Sargent, 1988), de utopie
parodica, utopie inversata, pseudo-utopie si semi-utopie, heterotopie si politopie, entopie («<ens semnificand in, la fata
locului, adica practicabil, care poate sa existe) (C. Doxiades, 1968), utopie negativa si utopie «de-utopianizatay, utopie critica
si antiutopie criticd etc. Imi propun in acest studiu s reiau si si discut acesti termeni pentru a-i reorganiza intr-o taxinomie
sau o clasificare proprie. Outopia («non-loculs), eutopia («locul buns), distopia («locul raus) si antiutopia («anti-loculs) vor
deveni astfel patru varietati ale genului utopic” (32).

Braga, Pour une morphologie,626: ,eutopiile proiecteazd in «alteritatea » spatiala sau temporala (u)topiile pozitive posibile si
realiste, outopiile - (u)topiile pozitive imposibile si fantastice, distopiile - (u)topii negative posibile si realiste si anti-utopiile
— (u)topii negative imposibile si fantastice (...) cele patru feluri: + outopie; + eutopie; == distopie; - antiutopie” (trad. n.).
Ihid., 470 ,State construite pe principii (partial) utopice” (trad. n.).

Ihid., 558.
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TRANSLATION AS AN ACT OF LITERARY CARTOGRAPHY. TRADO - A POETIC AND THEORETICAL
EXPERIMENT BY SVETLANA CARSTEAN AND ATHENA FARROKHZAD

The topic of the current article is the poetry volume Trado by Svetlana Carstean and Athena Farrokhzad, a poetic and theoretical
experiment that focuses on the concept of translation. In the context of geocriticism having gained a significant scope in the
recent years while emphasizing the strong connection between literature and spatiality, it is noticeable that the mentioned
translation experiment, although concerned with the language, is mainly an act of “geocreation”, of reciprocal construction of
the place where each of the two poets originate from. Most importantly, neither of the two authors has access to the original
language of the other’s poems, both of them using a third language, an instrument language which becomes a no man’s langue.
By means of this language, the two poets create a new map, a utopian map that perfectly fits Bertrand Westphal's review of
geocriticism. The act of translation becomes, thus, an act of literary cartography and it is made possible by the two Iyrical voices
letting go of their own fixed, original identities.

Keywords: translation, place, geocriticism, poetry, spatiality.

)

e

Fxista un experiment poetic in literatura romana recenta,
care vine, fara sa-si fi propus, in intampinarea sau in consens
cu domeniul geocriticii, aflat in aerul inceputului de mileniu
de mai mult de zece ani: volumul tripartit Trado’, un proiect
comun a doud poete consacrate in spatiile de provenienta si
nu numai: Svetlana Carstean si Athena Farrokhzad. Volumul a
aparutatatin Suedia, cat siin Romania, in suedeza si, respectiv
in romand, fiind alcdtuit din doud parti care contin poeme
traduse reciproc de cele doud autoare separate, sau unite,
printr-un minieseu despre traducere. Trasatura particulard a
cartii se regaseste in faptul ca cele doud poete nu au avut acces
fiecare la limba originald a textelor celeilalte, astfel incat au
filtrat continutul printr-o a treia limba - o limha-instrument -
franceza sau, mai rar, engleza.

Proiectul Trado se afli pe directia de gandire care

intalneste o etapd de rearticulare a geocriticii de citre
insusi parintele ei, Bertrand Westphal, intr-un articol
din American Review intitulat ,A Geocritical Approach to
Geocriticism™. Aici autorul avanseaza un punct de vedere
critic: ,[...] geocriticism couldn’t be universal, as long as the
vision of and the representation of places, territories, or
spaces diverge from one point on the planet to another™.
Acest fapt repune pe tapet si problema traducerii in conditiile
predominantei unei ,centralitdti a Vestului™. Cu alte cuvinte,
una dintre problemele pe care Bertrand Westphal doreste
s le reformuleze este statutul traducerii in conditiile unei
pozitii inevitabil (sau insuficient constientizatd) etnocentrice
si (de cele mai multe ori), fatalmente dominanta din cauza
circulatiei infinit mai mari a limbilor Vestului. Aceste aspecte
sunt pe larg dezvoltate de teoreticianul francez in volumul La
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Cage de Meridienes. La Littérature et Iart face a la globalisation,
autorul avansand solutiile imaginate, uneori in vecinatatea
utopiei, alteori etichetate prin concepte cum ar fi cel al de
Jdentitate-arhipelag™ ,It is possible to imagine a dialectics
between a center and a periphery , with one struggling to
remain in a dominant position, the other endeavoring to
refute the legitimacy of the first. It would also be possible to
imagine [...] that there are many centers, such as with islands
in an archipelago - an identity archipelago - another word for
identity-relation rarely cited [...]™.

O relatic de identitdti este ceea ce construiesc cele
doua poete in volumul lor comun, Trado, folosind o limba-
instrument. Impedimentul de a accesa fiecare limba originala
a poemelor celeilalte este numai unul aparent, pentru ca
munca de adancire a continuturilor prin descrierea lor in
limba-instrument faciliteaza crearea unui teritoriu comun,
cu sensuri noi, care nu sunt minate de imprinturile identitatii
fixe prezente in original. Unul dintre rezultate consta in faptul
cd, la sfarsitul travaliului creator si re-creator, se poate scrie:
,Cred cain poemele tale ar putea exista o casa pentru mine™.

Trado este un proiect bifocal, astfel ci relatia dintre voci
si identitdti, jocul si negocierea dintre ele sunt mai usor
perceptibile decat in situatia unei multiplicititi de voci
poetice. De asemenea, pe langa faptul ca implica traducerea,
relatia de identitati din Trado se asaza sub lentila geocriticii
si pentru cd existenta identitard a celor doua voci poetice este
strans legata de spatiu si de loc. Poetele reconstruiesc locurile
de provenientd, isi raduc una alteia Botosani-ul, respectiv,
Teheran-ul, pe axa fragila a Bagarmossen-ului, teren neutru
- al treilea spatiu (termenul lui EW. Soja) - unde se intalnesc.
Traducandu-si poemele, Svetlana Carstean i Athena
Farrokzad realizeaza un act de ,geocreatie”, sau, cu termenul
lui Robert T. Tally Jr., o ,cartografie literara™: ,cind se lasa
seara peste Bagarmossen/ diferentele dintre locul din care ai
plecat si cel in care ai venit/ se sterg/ regina noptii straluceste
canimeni alta in gradina cu portita de lemn/ cand se lasa seara
peste Bagarmossen/ cerul se inchide peste noi fara zgomot/
sunt iar pe balconul de la Botosani/ [...]/ cand dimineata vine
peste Bagarmossen/ diferentele se sterg/ [...|/ Athena arunca
repetitiv untul topit peste oul din tigaie/ la fel de bine ca Mama
candva uleiul incins/ cand vine dimineata peste Bagarmossen/
consistenta oului ¢ aceeasi ca atunci [...]™. O hartd noua,
utopica in sensul lui Westphal, ia astfel nastere, iar pe aceasta
harta punctele Botosani, Bagarmossen, Malmd, Kandahar sunt
conectate direct, legatura dintre ele fiind atat sincronica cat
si diacronica. Spatiul pe care harta traducerii il creeaza este
rizomalic, cu atal mai mult cu cal el se creeaza nu doar din
receptarea vizuald, ci si din cea senzoriala. Polisenzorialitatea
este, de altfel, aldturi de multifocalizare i stratigrafie, unul
dintre instrumentele cu care geocritica opereaza, in efortul de
a structura deteritorializarea pe care o cere literaturii si artei.
Spatiul este reconfigurat prin sonoritdti si senzatii olfactive
care fac ca spatiul copildriei sd se prelungeasca sincronic
in prezentul poemului, trecutul Botosani-ului se atasaza,
prin scurtcircuitul senzorial, prezentului Bargamosse-ului.
Geografia din Trado, este o geografie senzoriala (sensuous

geography, cu termenul lui Paul Rodaway).

O alta legatura directd intre centri (pentru ca noul
spatiu cartografic are mai multe zone de centralitate) care
intersecteaza mai multe coordonate ale spatiotemporalitatii,
dar si ale configuratiei identitatii este Malmo - Bagarmossen.
In cel din urma nu doar se spalii urmele trecerii prin primul
centru, dar si o intreagd istorie a cetateniei de gradul al doilea,
ntr-un poem al subversiunii unei culturi dominante: ,daca iar
ai luat rufele mele ca sa le speli/ dacd bluza cu flori rosii/ pe
care am purtat-ola Malmo/ se invarteste chiar acum in masina
ta de spalat/ alaturi de bluza caramizie/ pe care ai purtat-o la
Malmo/ atunci pamantul acesta/ de sub masina ta de spalat/
care-1i va apartine tie/ numai cand unul dintre ai tai/ va fi
ingropat in el/ imi apartine acum/ inainte de vreme/ pentru 45
de minute/ si mie™. Cele doua poete nu se tem de un amestec
al identitatilor, de osmoza lor, de fluiditate, intuind ca numai
prin deteritorializare se poate da curs reteritorializarii si se
pot destabiliza granite ale dominantei culturale i politice. De
fapt, premisa de la care pornesc in experimentul traducerii
este aceea a renuntdrii la identitatile fixe care le circumscriu
unui loc si unei istorii politice, dar si familiale, pentru a le
oferi privirii si interpretarii celuilalt. Primul pas al traducerii
este, de fapt, tradarea propriei identitati, iar asta le aduce
pe cele doua poete in postura de surori intru tradare: ,iata-
mad/ eroina sunt eu./ sora a mea, ma recunosti?/ tradatoare/
asemenca mic/ de parinti si de tard/ dupd ochi am stiut cd esti
tu/ unde ai luptat pana azi/ cand ne-am intalnit™2. Tradarea,
ca i traducerea, este alunecare din propria identitate, este
renuntare, dar nu inaintea unei oglindiri reciproce:

,Cand noi doud ne intalnim/isi dau intalnire si mamele
noastre/ Mama Athenei spune/ pana si cei mai teribili copii
isi suni mama/ o datd la doud zile/ la ora potrivita./ Mama
mea spune/ pand si cele mai rele fiice isi iartd intr-o zi
mamele/ pentru greselilelor./ |...] Cand noi doud stam fata-n
fatd/ n restaurantul asta indian din Nord/ preaslavind
sofranul/si tot ceea ce e necunoscut noud/ tatii nostri stau si
ei asezati unul in fata celuilalt/ au atatea sa-si aminteasca™.

Subicctivitdtile inventariate multiplici perceptia asupra
locului in care se formeaza identitatile lirice ale volumului,
iar citirea lor se face printr-o metoda stratigrafica, similara
metodei din geocritica asa cum o descrie Westphal:

JBecause space only exists in its temporal strata,
geocriticism will have an archaeological - or better -
stratigraphic vocation. This diachronic delving, more or
less deep, affects the relationship of the text to the referent:
it is the re-presentation occuring a second time that
aesthetically captures something that already exists. This
Lwsomething” could be a realeme in its proper sense (the
referent available from sensory reality, but it can also be an
aesthetic referent ( atext, still image or film). In other words,
the spatiotemporal stratigraphy in its aesthetic variation
can be informed by the extension of an intertextual (or
intericonic) chain™.
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Ceea ce stratificd realitatea fiecareia dintre cele doud instante
poetice aflate fatd in fatd este poemul original pe care, in actul
traducerii, cealaltd il de-stratifica. De aceea este nevoie de
precizie in decodarea fiecarui detaliu. Traducerea si tradarea
sunt procese echivalente oglindirii si apoi ale renuntarii
la propria imagine, sub privirea celeilalte: ,Suntem doud
mostenitoare/ hogate/ care se privesc acum/simultan/ in
oglinda unui hotel extravagant din Nord/ luxul si tradarea/ nu
ne sunt straine deloc™. Prin oglindire, identitatea diacronica
croita dupa straturile locului de origine, devine simultainetate,
sincronie. Din acest motiv instrumentele traducerii nu pot
decat sd realizeze corespondente perfecte, de 1: 1, intre cele
doud locuri, intre ,acolo de unde vin eu” si ,acolo de unde vii
tu”. Tradarea nu se poate implini decat in identificare perfecta
cu locul celuilalt, cu textul celuilalt si cu straturile lor onto-
socio-istorico-politice:

L.eu stin pe de rost tisa, pinul, molidul si bradul,/ tu
conditiile de productie, /pe mine tatil meu ma invita vara
tabla inmultirii,/ pe tine, tatal tau, socialismul,/ Fiecare pe
scaunelul ei/ sub acelasi soare™®.

Procedeul transpunerii este descris si in eseul aflat 1a mijlocul
cartii, cel care leaga tendoanele cele doud volume de versuri:

LActul de a traduce inseamna sa-ti erborizezi vocabularul in
cautarea cuvintelor care desemneaza coniferele. Si sd o faci
chiar dacd nu ai invatat niciodatd diferenta intre kungsgran
(molid) si tall (pin). Traducerea obligd pomul de Craciun
al unuia dintre tati si-si dea intdlnire cu conditiile de
productie ale celuilalt. Ea obliga esecurile revolutiei unuia
dintre tati s faca schimb de locuri cu esecurile revolutiei
celuilalt tata. Actul de a traduce devine un schimb de lectii
paterne. El ajunge, de asemenea, sd fie o tranzactic cu
avertismente materne. O dezvoltare de strategii fraterne™.

Reflectiile despre traducere aduc mereu in discutie chestiunea
originalului. Dinamica volumului de fata confera actului de
traducere o cale dus-intors ctre si dinspre original: gradul
de precizie cu care una dintre poete se poate apropia de textul
original al celeilate este invers proprotional cu distanta pe
care cealaltd poeta o pune intre propria voce lirica si realitatea
configurata in ,original”. Pentru ca traducerea s fie precisa,
identitatea lirica trebuie sa se lase pe sine insdsi in suspensie.
In acest sens, se poate afirma ci nu exista aici, in jocul acestor
doua identitati, opozitie sau relatic de dominantd, ci poate
chiar, asa cum 1si imagina Bertrand Westphal, doua identitati
fluide, care ,plutesc” una in locul de formare si de existenta
al celeilalte. Traducerea este in Trado explorare, simetrie si
echivalenta.

Desi are ca punct de referinta instrumentele geocriticii,
lectura volumului poate parea sa fi evidentiat o perspectiva
egocentricd si nu geocentricd. Aceasta este, insa, numai o
aparentd, pentru cd, si poate asta este unadintre caracteristicile
singularizante ale cartii, perspectiva egocentricd este, in

Trado, in mare masura una geocentricd. O lectura a studiului
Spatial Engagement with Poetry”, de Heather H. Yeung, aparut
i cadrul seriei Geocriticism and Spatial Literary Studies,
editatd de Robert T. Tally Jr., detaliaza legatura stransa
dintre poezie si spatiu. Discutind despre poem ca spatiu,
poem despre spatiu si poem in spatiu, cu referinte istorico-
literare, Yeung subliniaza legatura strinsa a acestei forme
de arta si a experientei estetice cu spatialitatea, in vreme
ce spatialitatea insasi genereaza afecte: ,Contemporary
thought strives to make us conscious of the unstable and self-
conscious nature of being; spaces of the imagination and of
the aesthetic experience vie with the concrete geographical
and architectural spaces that make up the physical world. All
varietes of space are generative of affect and emotion™. In
Trado, vocile lirice redau si traduc o ,ontotopologie” (referinta
a lui Yeung la termenul lui Peter Sloterdijk), pentru cd spatiul/
locul determina in cel mai inalt grad identitatea poetica.
La fel ca si Westphal, Yeung atrage atentia cd, in conditiile
globalizarii, identitatile (si literare sau poetice) devin flexibile,
instabile: ,The representation of and enunciating «I» of poetry
becomes profoundly unstable, split between possible worlds
in both its projected vision and utterance. Not only do we find
this in the physical body of the text, through bricolages of
poem, language and image, but we also find space, or spaces
as the primary influence in poetic form and subject matter™.
In Trado flexibilitatea inseamna oglindirea in celdlalt, faptul
de a te lasa privit si de a privi, de a-{i imprumuta senzatiile si
de ale prelua pe ale celuilalt, faicand schimb de locuri (in sens
geografic). Aceasta echivaleazd cu imbratisarea conditiei de
instahilitate a identitatii ,Eului” poetic care face posibil actul
de atraduce si a te lasa tradus. Ultima, dar nu cea din urmd ca
importanta, componenta care descrie relatia spatioidentitara
din Trado este ,vocea” poemului. Teoretizata printr-o varianta
a Reader-response theory, relatia dintre vocea ,Eului” liric
care a scris poemul si vocea ca rostire a celui care citeste
(sau traduce) poemul este una in care se produce inerent
micsorarea distantei dintre cele doud identitdti peotice®. Prin
rostire este activata trdirea corporalitatii, identificarea cu
corporalitatea celuilalt exprimata prin poem. Nu intamplator
unul dintre cele mai ample si mai semnificante poeme ale
volumului este cel semnat de Athena Farrokzad, care implica
ambele voci poetice Intr-o rostire reciproca:

LEu am spus: Acolo de unde vin, murim pentru dusmani
straini si pentru traddtorii de la noi, de-a lungul zilelor
pe care Istoria nu se oboseste sa le mentioneze./ Svetlana
a spus: Acolo de unde vin, talentul nostru innascut de a
muri a ficut din noi niste supravietuitori./ Eu am spus:
Acolo de unde vin, se joaca intre noi i istorie tragedia
unei rapiri n care nicio suma de rascumparare nu poate
schimba deznodamantul./ Svetlana a spus: Acolo de unde
vin, termenul nostru de garantie expird inainte sa ajungem
in vitrinele frigorifice™:2.

Aceastd rostire creeazd, continuum-ul identitaro-spatio-
temporal care este rezultatul experimentului Trado, rezultat
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ce arata, in spiritul revizitarii geocriticii pe care o practica
Westphal posibilitatea existentei unor identitati hibride, fluide
care scriu (aici prin traducere) intr-o no man’s langue® care
nu este altceva decat limba unui spatiu-arhipelag resituand
mica si marea istorie a locurilor pe aceastd harta deopotriva
reald si imaginard.
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LINGUISTIC CONSIDERATIONS ON ROMANIAN PHYTONIMS CREATED WITH THE TERM WIND (D)

In the folkloric creations of the Romanians the wind has deep mythological implications. Our paper aims to reveal an inventory,
an interpretation and a statistical analysis of Romanian names of plants which implicates the word “wind,” spread through the
botanical terminology, a phenomenon which, as considered by E. Coseriu is not enough highlighted (given that the individual
speaker became creator of language / poetry whenever he named a flower. Botanical popular terminology has primarily a
practical value, designating, distinguishing and categorizing elements of the plant kingdom within the given natural reign,
but also has a high theoretical significance, especially for linguists, both by the ethimons to which they send back and by the

metaphorical meanings the phytonims mostly have.

Keywords: Romanian phytonyms, ethnobothany, linguistic imaginary, vant/wind

Am prezentat cu diverse ocazii strinsa legatura dintre om
si lumea vegetald si resorturile ce stau la baza denominatiei
si_conotatiei n acest plan, analizele noastre pornind de la
colaborarea cu Constantin Dragulescu, in vederea realizarii
Dictionarului  explicativ —al ~ fitonimelor  romdnesti’, care
completeaza substantial Dictionarul lui Al. Borza2, ce cuprinde,
pe langd cateva mii de nume de plante maghiare, sasesti,
germane, frantuzesti, engleze, rusesti, ucraineene, sarbesti,
bulgaresti, turcesti, i 10.006 nume romanesti de plante pentru
2.005 specii. Prin publicarea Dictionarului de fitonime romdnest?,
Constantin Dragulescu a ridicat numarul numelor roméanesti
de plante cunoscute la 25.837, apartinand unui numar de 3.978
specii. La acestea se adauga 3.685 nume de soiuri si 748 termeni
care desemneaza organe de plante. Astfel, fitonimia romaneasca
nsumeaza, la momentul actual, peste 30.000 de termeni.

Intre fitonimele romanesti am identificat un numar de 39
care sunt create cu ajutorul termenului vant. Nu am analizat
separat variante fonetice si lexicale ale termenilor din structura
fitonimului (de ex. brancd/ brangd, bunditd/bundutd, buruiana-
de-vant/ buruiand-pentu-vant, buruiana/buruiene, coada-halor-
din-vant/coada-celor-din-vant, sap/sip), decat daca denumesc
specii diferite de plante, intrucat sunt variabile dialectale si

nu constituie ohiectul acestei lucrari sau daca diversele forme
evidentiaza grade diferite de afectivitate si expresivitate,

In privinta posibilititii studierii semantice a nomenclaturilor,
Simina Terian considerd ca ,textemele realizeazd adeseori o
reorganizare a opozitiilor echipolente din lexicul primar sub
forma unor opozitii graduale si/sau privative”+

Termenul zdnt provine din lat. ventus® si este atestat in
Codicele Voronetean 44'/4° (1563-1583): JRrapita fu corabia de nu
putea sa se protiveasca vantului”. Este implicatin crearea multor
expresii, proverbe si zicatori romanesti’, indicand vechimea
lui si rolul sau in cultura si credintele poporului roman (fapt
demonstrat si de multimea de derivate si diminutive): ciocarlie
de vant, sfarleaza de vant, fuior de vant, luat de vant, luare
de vant, luat din de vant (dureri de cap insotite de frisoane;
besicute la gura si la nas), stricat de vant/vanturi (paralizat),
varsat de vant, de vant, din vant, a se da in vant dupa..., din/
in cele patru vanturi, a avea parte de odihna/tihna vantului, a
vorbi In vant, a zvarli/arunca (cu banii/vorbe) in vant, plin de/cu
vant, a bate vantul, a bate vantul prin buzunare, a-1 bate vantul,
a paste vant, a-si da zilele in vant, adus de vant,a prinde/vana
vant, a prinde din vant,ce vant te-aduce?, in voia vanturilor,
incotro bate vantul,cum bate vantul, vantul schimbarii, nu mai
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bate vantul care batea ieri,sufla vantu-n paie ude, a nu-1 ajunge
nici vant rece, a sufla vantul in urechi, a-1 zbura vantul, fluiera
vantul, a-i fluiera vantul prin oase, a se da/schimba dupa cum
bate vantul, a nu-1 sti vantul, nici pamantul, a face vant cuiva,
cu nasul in vant, vanturi (gaze intestinale), vanturi (deschizaturi
pentru aerisire in usi), crapaturi in lemn, despartituri din
interiorul sobelor, vant solar, de culoarea vantului (turbat),
vant turbat (conform unor credite populare pasarile turbeaza
daca sunt atinse de acest vant), vant rau, numit in unele zone
(in special Maramures) ,vantul frumuselelor”, despre care se
crede ca poartd cu sine duhurile rele si cauzeaza imbolnaviri
oamenilor si animalelor. In alte pirti, a fi lovit de vant riu
inseamna a fi atins de apoplexie. Boald de vant inseamna
paralizie, apoplexie sau ,apucare”, uncori si sub forma hoala
din vant, care denumeste o serie de holi nespecificate, a caror
cauzi nu era cunoscutd sau nu putea fi explicati. In Bucovina
denumea blenoragia si, de asemenea, se referea, in trecut,
la 0 boala reumatica a picioarelor cailor. A fi tras(3) din vant
defineste o stire falsa, a te arde ca vantul - a te insela, a-i sufla
vantul cenusa - a-i merge rau. A cunoscut fiverse tipuri de
plural: vinture, vanti, vinti, vinturi®,

In popor, vant se numeste si acrul, dar in lucrarea de fat nu
vom analiza si aceste aspecte, nici aerul ca element, nici felurite
alte denominari ale vantului sau variante ale sale (de exemplu
crivat, viscol, zefir, pala, boare, furtuna etc.), ele constituind
subiectul unei viitoare lucrdri. Ne-am referit aici strict la
termenul zant, ca atare.

In fitonimia romaneasci am identificat, spuneam, 39 de
fitonime create cu ajutorul termenului vant. Fitonimele sunt
explicate si enumerate mai jos, alfabetic, precizand pentru
fiecare denumirea stiintifica si pot fi grupate, din punct de
vedere al formarii lor, in cel putin cinci categorii. Dintre
fitonimele analizate, doar doua sunt concentrale intr-un
termen unic: vanfoasd si vanturele.

Doudzeci se compun din doi termeni, dintre care 18 sunt
formate dintr-un substantivin nominativ+ substantivin genitiv,
alcatuind un atribut substantival genitival, intr-un singur caz
substantivul in numinativ fiind vantul: barba-vantului, branca-
vantului, braul-vantului, bundita-vantului, buruiana-vantului,
floarea-vantului, iarba-vantului, lemnul-vantului,  lingura-
vantului, matura-vantului, matura-Vantoaselor, patul-vantului,
piedica-vantului,  peteca-vantului,  scaiul-vantului, — spinul-
vantului, sipul-vantului, vantul calului. Doud sunt construite
dintr-un substantiv in nominativ si un adjectiv calificativ:
buruiand-vantoasd, iarba-vantoasd.

Din trei termeni se compun 9 fitonime. Sase sunt formate
dintr-un substantiv in nominativ + prepozitie simpld +
substantiv in acuzativ, formand un atribut subslantival
prepozitional: boraturi-de-vant, bureti-de-vant, buruiand-de-
vant/burniand-pentru-vant, iarba-de-vant, lingurd-de-vant,
lingurd-de-Vantoasd. Doua sunt formate dintr-un substantiv
in nominativ + substantiv in genitiv + adjectiv calificativ care
determina primul substantiv: floarea-vantului-alba, floarea-
vantului-galbend. Un fitonim este format dintr-un substantiv
in nominativ + substantiv in genitiv + adjectiv calificativ care
determina cel de al doilea substantiv: iarba-vantului-sec.

Sapte fitonime se compun din patru cuvinte; unul dintr-un
substantiv in nominativ + prepozitie + substantiv in acuzativ +
adjectiv calificativ: buruiand-de-vant-rau si sase dupa o formula
complexa uzuala in fitonimia romaneasca: coada-dalor-de-vant,
coada-celor-din-vant, coarda-celor-din-vant, iarba-alor-din-
vant, patul-celor-din-vant, scaunul-halor-din-vant.

Formula complexi de formare are si hasica-di-ali-din-vant.

Am adoptat ortografia propusa de DOOMz2, conform ciruia
se scriu cu cratima substantivele compuse cu unitate semantica
si gramaticald mai mica decit a celor scrise intr-un cuvant,
eventual, cu articulare si flexiune si la primul element, avand
structura substantiv + prepozitic + substantiv, substantiv +
substantiv In nominativ, substantiv (articulat) + substantiv in
genitiv. De asemenea, DOOM2 prevede generalizarea scrierii cu
cratima a compuselor nesudate care denumesc specii distincte
de plantes:

Barba-vantului (Lycopodium clavatum): < lat. barba, dar pare
afi, de fapt, o alterare a fitonimului iarba-vantului sau, poate,
sugerat de vrejii incalciti ai plantei.

Boraturi-de-vant (Aconitum spp.): varsaturi < cf. adj. borat
Jurat, respingator, scarbos”; a bori ,a vomita’, sugerand efectul
ingerdrii plantelor (vomitari, colici, paralizie si moarte prin
asfixie). C. Dragulescu nu exclude ca fitonimul boraturi de vant
sa fie pleonastic, dat fiind subst. maram. bor ,vant puternic” cf.
it., fr. bora si mitologicul Boreas, personificare a vantului din
nord (la care am adduga si hoare).

Bundifa-vantului, - bundula-vantului - (Phlomis  pungens):
diminutiv al rom. bunda ,haind de postav sau piei de oaie;
cojocel” < magh., scr., rut., ceh, pol., ucr. bunda (DLR precizeaza
camagh. hungyka e o forma imprumutata din romana). Planta are
frunze tomentoase care ar justifica numele, dar, in opinia lui C.
Dragulescu™, pare a fi un fitonim livresc fiindca specia s-a numit
inainte Phlomis herba-venti. Si maghiarii numesc planta bundi.

Burefi-de-vant (specie neidentificata): < lat. *boletis, -em.
C. Dragulescu® considerd ca, probabil, este aceasi specie cu
buretele-furtunii.

Buruiand-de-vant, buruiand-pentru-vant (Inula ensifolia):
s-a folosit pentru eliminarea gazelor intestinale.

Floarea-vantului -~ (Anemone — spp.,  Pulsalilla — vulgaris,
actualmente Pulsatilla montana): a se vedea floarea-vantului-
galbena.

Floarea-vantului-albd  (Anemone nemorosa): a se vedea
floarea-vantului-galbena.

Floarea-vantului-galbend (Anemone ranunculoides): stilele
fructelor se miscd la adierea vantului, cf. cu numele stiintific
Pulsatilla, initial, sinonim cu Anemone (gr. dnemos yant”).

Tarba-de-vant (Seseli rigidum): a se vedea iarba-vantului.

larbd-vantoasa, iarba-vartoasa (Kochia ~ prostrata): in
Dictionarul lui Borza intalnim primul fitonim, iar in Flora si
vegetatia din Valea Prutului®, al doilea. Numele sugereazd,
fie rostogolirea de citre vant a tufelor uscate, fie constitutia
tulpinilor (vartoasa < lat. *virtuosa), fiind vorba de o alterare, in
timp, a denumirii.

Patul-vantului - (Melampsorella ~ cerastii  actualmente
Melampsorella  carvophyllacearum): atacul ciupercii duce la
aparitia pe arbori a unor fascicole de ramuri distribuite mai
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mult sau mai putin radiar, care dau impresia unui culcus sau
pat (a se vedea matura-vantului).

Piedica-vantului (Lathyrus hirsutus, Lycopodium clavatum) <
lat. pedica ,piedica” (din gr. pus, podos ,picior”, lat. pes, pedis
Lpicior, copitd, ghiard”). In credinta populard, vantul/Cele din
vant se impiedica/curca in vrejii acestor specii (a se vedea
braul-vantului).

Peteca-vantului (Lycopodium clavatum): din corespondentele
p(i)edica, pedicuta, peticuta (a se vedea piedica-vantului).

Scaiul-vantului - (Eryngium campestre): tufa uscald esle
rostogolita de vant. Fitonimele scai, scaiete au, dupa DLR,
etimologie necunoscutd, pot fi comparate cu macedorom. scai,
scaliu, scaliu, meglenorom. scali, scr. ¢kalj, si er. skalias, skolos
,Spin, scai” si cu presupusul lat. *scalium.

Spinul-vantului (Eryngium campestre Eryngium planum): <lat.
spinus. Plantele au aculei.

Sapul-vantului/sipul-vantului -~ (Eryngium — planum): ~ de
comparat cu rus., ucr., hg. sip ,spin, teapa” (fitonimul provenind
din Bucovina), aluzie la spinii plantei. C. Dragulescu trimite si
la rom. sip ,radacind de masea”, sipi ,coarne de cerb™ sau la

corespondentul jip (Pinus mugo).

Vintul-calului (Globaria gigantea actualmente Lasiosphera
gigantea): poporul crede ca exemplarele ciupercii Lasiosphera
Zigantea apar acolo unde calul (< lat. caballus) elimind gazele
intestinale.

Vinturele (Pulsatilla vulgaris, actualmente Pulsatilla montana):
fitonimul ar putea fi un calc dupa sin. stiintific Anemone, cf. si
germ. Windroschen (a se vedea floarea/iarba-vantului).

Intr-o lucrare viitoare vom prezenta si fitonimele care
implica vantoasele sau cele din vant.

Lexicul botanic al unei zone reprezinta un adevarat tezaur
lingvistic. Cunoasterea acestuia are o importantd majora,
botanica populara fiind o componentd a culturii unui
popor. Studiul fitonimelor poate oferi indicii interesante
despre originea termenilor §i despre istoria si spiritulitatea
comunitatilor umane care folosesc aceste denumiri.
Terminologia hotanica populara are si o uriasa insemnatate
teoreticd, indeosebi pentru lingvisti, atat prin etimonurile la
care rimit, cat si prin intelesurile conotative pe care le au cele
mai multe fitonime.

Note:

1. Constantin Dragulescu, Dictionarul explicativ al fitonimelor romanesti (Sibiu: Editura Universitatii ,Lucian Blaga” din Sibiu,

2018).

2. Al. Borza, Dictionar etnobotanic (Bucuresti: Editura Academiei R.S.R., 1968).

3. Dragulescu, Dictionar de fitonime romdnesti (Sibiu: Editura Universitatii ,Lucian Blaga” din Sibiu, 2014).

4. Simina-Maria Terian, Textemele romanesti. O abordare din perspectiva lingvisticii integrale (Tasi: Institutul European, 2015).
5. DLR, Tomul XIX, Vicld-Z (Bucuresti: Editura Academiei Romane, 2010).

6. Ihid.

7. Ihid.

8. Ihid.

9. DOOMz2, LXX-LXXIIL

10. Dragulescu, Dictionarul, 2018,

11. Ihid.

12. Ihid.
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14. Dragulescu, Dictionarul, 2018.

15. A se vedea DLR, Tomul XV, SPONGIAR-S (Bucuresti: Editura Academiei Romane, 2010).

Bibliography:

Borza, Al. Dictionar etnobotanic [Etnobotanic Dictionary|. Bucharest: Editura Academici R.S.R., 1968.

DLR, Tomul IX, Litera M. Bucharest: Editura Academiei Romane, 2010.

DLR, Tomul XIX, Vicla-Z. Bucharest: Editura Academiei Romane, 2010.

DLR, Tomul XV, SPONGIAR-S. Bucharest: Editura Academiei Romane, 2010.

Dragulescu, Constantin. Dictionarul explicativ al fitonimelor romanesti |Dictionary of Romanian Phytonims|. Sibiu: Editura

Universitatii ,Lucian Blaga” din Sibiu, 2018.

Drigulescu, Constantin, and Radu Dragulescu. Contributii la cunoasterea limbii geto-dacilor. Denumirile dacice de plante
[Contributions to the Knowledge of the Geto-Dacian Language. Dacian Plants|. Sibiu: Editura Universitatii ,Lucian Blaga”, 2000.

Dragulescu, Constantin, and Dragulescu, Radu. Consideratii asupra unor lexeme daco-geto-trace [Considerations on some Geto-
Daco-Thracian Lexemes]. Sibiu; Editura Universitatii ,Lucian Blaga” din Sibiu, 2014.

Pricop, Alina-Mihaela. “Termenul vant in Dictionarul fenomenelor atmosferice (DFA).” Philologica Jassyensia, no. 1(21), (2015).

Russu, LI Etnogeneza romanilor [Ethnogenesis of the Romanians|. Bucharest: Editura Stiintifica si Enciclopedica, 1981.

Terian, Simina-Maria. Textemele romanesti. O abordare din perspectiva lingvisticii integrale [Romanian Textemes. An Approach
from an Integral Linguistic Perspectivel. Tasi: Institutul European, 2015.

Tofan-Burac, Tatiana, T. Chifu. Flora §i vegetatia din Valea Prutului |Flora and Vegetation from the Valley of the Prut]. Tasi:

Editura Corson, 2002.



18

O ANALIZA A LEXICONULUI
GASTRONOMIC ACTUAL

Monica BORS

Universitatea .,Lucian Blaga” din Sibiu, Departamentul de Studii Romanice
Lucian Blaga University of Sibiu, Department of Romance Studies
Personal e-mail: monica.bors@ulbsibiu.ro

AN ANALYSIS OF THE CURRENT GASTRONOMICAL LEXICON

The article aims to observe the way in which neologisms in the gastronomic area are processed in current Romanian language.
Three situations are reported: one in which the neologism is imposed as a result of the need to name the notion, a second
in which the neologism takes the form of barharism or xenism and circulates next to the local term, and a third in which the
neologism or neological structure is taken over through copying and gets close to linguistic snobbery.
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Una dintre legile dinamicii limbii arata cum un termen, cu cat
e mai vechi, cu atat e predispus sa intre in mai multe locutiuni
si expresii si sa se adapteze legilor fonetice, morfologice,
sintactice ale limbii in care a intrat. Gastronomia - o poarta
larga de intrare - face ca limbajul culinar actual s fie foarte
pestrit: termeni din italiand, franceza chinezd, japoneza etc.!
O altd lege lingvisticd priveste neologismul in perspectiva
diacronica: neologismul suferd modificdri, se aclimateaza
in spatiul lingvistic in care a intrat. Modalitatile in care se
aclimatizeaza sunt numeroase. Este foarte posibil ca un
cuvant sa fie preluat gresit, iar greseala generalizata s intre
in uzul general i apoi chiar in dictionar. Un cuvant cum este
confiat a intrat in sintagme de genul: fructe confiate, pulpd
de ratd confiata. Cuvantul corect era confit, -d, provenit din
limba latina, conficere (de la con/cum + facere, a face impreund?)
si preluat prin intermediul limbii franceze (confire). Dacd in
alte limbi (italiana, spaniold, englezd) s-a pastrat termenul
confit,in limba romana s-a impus in forma data din cauza unei
atractii paronimice, termenul francez a confia, a incredinta,
fiind mult mai cunoscut vorbitorilor.

Un alt exemplu in acest sens ar putea fi cuvantul cremeawurst.
Forma de dictionar este crenvurst, cuvantul fiind un compus
al termenilor germani Kren (= hrean) si Wurst (= cdrnat)*. In
exemplul dat, este vorba de o evidenta etimologie populara;
vorhitorul neinstruit, incercand sa-si explice cuvantul
necunoscut, face apel la un temen (inductor, in literatura
de specialitate) care ii este cunoscut si cu care prezinta o
asemanare formala (in cazul de fatd, cremd; in acest sens,
am auzit vorbitori sustinand ci amestecul din cremourst este

ﬁ
e

sub forma unei creme; de asemenea, trebuie sa luam in calcul
posihila asociere cu un alt cuvant compus provenit din limba
germand, cremsnil). Cat priveste pastrarea literei @, pe care
forma de dictionar nu mai pastreazd, este, probabil, o urma a
congstiintei etimologice.

Asa cum se observa, modificarea pe care o sufera
cuvantul poate fi de ordin fonetic - o metateza (de exemplu,
castravete din bulgard kastravifa sau pricomigdald din
ngr. pikramigdalon < pikros - amar, migdald amard) sau in
planul semantic. Muschi file este o sintagmd pe care azi nu
0 mai percepe nimeni ca pleonasticd, desi filel inseamna
deja muschi in limba de origine*. Buchetiera (care apare in
meniurile restaurantelor buchetierd de legume)este o garnitura
de legume, aranjata in ,buchete” de culori diferite n jurul
unei piese mari de carne friptd, pasare brezatd etc, asa cum o
defineste DGE (Dictionar gastronomic explicativ al A. M. Gal,
aparut in 2003, la Editura Gemma Print).

Problema de fond este felul in care neologismul este
preluat si prelucrat in si de limba romana actuald. In anii *8o
problema neologismelor era privita comparativ; bazindu-
si analiza exclusiv pe criteriul etimologic, Alexandru Graur
avea in vedere etimonul formei din uz i, de fiecare data, gira
forma apropiata celei etimologice: hutelie (nu butelie), cafeind
(nu cofeind), caltabos (nu cartabos), carameld (nu caramea),
chiftea (nu piftea). choux (nu choix) a la creme, picromigdala (nu
pricomigdald), capsune (nu capsuni), flan(nu flanc), mazagran
(nu mazagram). vafel (nu vafeld sau vafey. Tmpimantenirea,
romanizarea termenilor straini sunt lucruri meritorii sesizate
de lingvisti atunci cand vorbesc de reformele ortografice’. Din
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pacate, reformele, a caror valoare se cuantifica in simplificari
si accesibilitate, nu au clarificat problema neologismelor -
doar unele au fost autohtonizate. Pe de o parte, limba romana
se afla in situatia fericitd a unei ortografii fonetice, pe de alta
parte foarte multele ei reforme ortografice (dintre care unele
controversate) vin sa dinamiteze acest lucru. Se mai adauga si
impactul pe care il au refelele de socializare, mass-media, in
impunerea unui imprumut neadaptat. In context globalizant
foarte multe cuvinte au patruns in bucataria romaneasca
Jmbogatind” acolo unde nu era cazul. Foarte multe achizitii
lingvistice care redau notiuni sunt dublete barbare si
calcuri nefericite ale unor cuvinte deja consacrate in lexicul
gastronomic. Se poate afirma ca la momentul actual nu se
mai poate vorbi de o forma adaptata, ci de o preferintd fatisa
pentru xenisme sau barbarisme.

Cu toate acestea, trebuie facutd diferenta intre termeni ca
pesto (cunoscutul sos italienesc din regiunea Liguria, facut din
husuioc, ulei de masline, branza tare, usturoi, seminte de pin),
matcha (venit din spatiul nipon si traducand o pudra de ceai
verde), ciuperci simeji, ciuperci comestibile de provenienta
din estul Asiei, (toti acesti termeni aparuti din necesitatea
importarii notiunii si a cuvantului care o desemneaza) si
termeni ca dressing, mousse, structuri ca salatd iceberg (aparuta
prin calc lexico-frazeologic dupa limbile englezd - iceberg
lettuce - si italiana - latugga iceberg). Acestia din urma, desi au
deja un corespondent in limba romana, nu vor fi abandonati
de catre vorbitorul roman (vorbitorul in cauza poate fi si cel
obisnuit, nu numai cel care are un blog culinar) pentru a se
ntoarce la cuvinte ca spumd, sos sau laptucd. Probabilitatea de
a circula in paralel pana cand se va impune unul dintre ei atat
de mult in uz si pana cand va intra in dictionar, este mare.
La fel se pune problema barbarismului /ime care concureaza
foarte serios (56.100.000 de rezultate returnate) limeta: desi
consemnata de DGE (Dictionar gastronomic explicativ al A.

M. Gal, aparut in 2003, la Editura Gemma Print) apare doar in
3.120.000 de rezultate.

O comparatie intre cartea Sandei Marin si limbajul de
azi din sectorul gastronomic ar releva distanta temporala
intre spumd si mousse, intre zeama de carne (in alte carti de
hucate contemporane, dar mai putin celebre, supa de oase fara
valoare) si stock.

0 discutie aparte merita cuvantul harbeque (forma corecti:
barbecue), ale carui sensuri de dictionar (1. frigarea sau
gratarul, 2. animalele intregi sau bucatile de carne fripte la
frigare sau gratar) nu permit asocierea fira prepozitie, asa
cum apare n limbajul actual (sos barbeque, prin analogie cu
s0s pesto). fiind vorba de un sos pentru barbecue. E vorba de
0 tendintd mai veche a limbii care eludeaza prepozitia sub
motivul economiei de limbaj si ale carei efecte sunt ridicole
(supa zarzavat, suc ananas etc.)

In rezumat, vorbim asadar de o situatie in care termenul
nu existd si trebuie preluat, de o doua in care termenul
importat circuld in paralel cu cel autohton si o a treia situatie
pe care am putea-o numi extrema, deoarece preluarea servild
frizeaza snobismul lingvistic; este situatia unor cuvinte ca non
alcoholic (inloc de nealcoolic/nealcoolizat) care apare in meniul
multor restaurante, sau a unor structuri care apar in retetele
mai multor bloggeri: baby potatoes, baby carrots. Site-urile
de gastronomie considera in mod unanim legumele care au
compusul haby, drept legume recoltate mai devreme, Inainte
sa ajunga la maturare. Pentru acest sens, corespondentul
romanesc impus de mult timp in cértile de bucate romanesti
ar fi cartofi tineri, morcovi tineri. Din pacate, termenii in
varianta din limba engleza au ramas fara acoperire semantica,
din momentul In care au devenit un produs comercial,
prin prelucrarea si reducerea in dimensiune a cartofilor/
morcovilor maturi.

Note:

1. Acest eclectism din lexicul gastronomic poate fi interpretat ca un reflex al eclectismului culinar. El se leaga de teza lipsei unei
bucitdrii nationale, sustinutd de Pastorel Teodoreanu si argumentata sumbru de Vlad Macri prin lipsa creativitatii culinare,
aunor artisti culinari si prin cantonarea intr-un traditionalism pagubos.

2. Toan Nadejde, Amelia Nadejde - Gesticone, Dictionar latin-roman. Online la: http://ebooks.unibuc.ro/CLASSICA/

dictionarlatinroman/index.htm

3. Al. Graur, Dictionar al greselilor de limbd (Bucuresti: Editura Academiei Republicii Socialiste Romania, 1982), 33.

4. AL Graur o analizeazd in Dictionarul sau. Vezi Al Graur, Dictionar, 42.

5. Am selectat din Dictionarul greselilor de limbd termenii gastronomici pe care Al. Graur 1i analizeaza.

6. Mioara Avram, ,Procesul ortografiei”, Limba romana, an XLI, nr.4, (aprilie 1992), 185-198. Autoarea remarca meritele
ortografiei din 1953 de a aduce simplificari, unificari, regularizari si in legatura cu scrierea multor neologisme in forma

romanizata (aisherg, fothal etc.).

7. Cuvantul apare de cele mai multe ori jimenji, transformand consoana surda intr-un sonora si aplicand epenteza lui n. Este
probabil ca greseala a avut loc in limba engleza unde termenul apare sub forma shimeji.
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THE EFFECTS OF USING THE POSSESSIVE DETERMINATIVE

In the present article we intend to point out some contextual effects of using the possessive determinative such as the ones
we find in describing a text or in a dialogue. We shall insist upon the descriptive effects (centring our attention on the element
which is part of the ,reference pole”; concentrating the sight upon one detail of the element; insisting upon the habit of an
activity, etc.). We shall also insist upon the appreciative effects. They derive from the speaker’s appreciation which is expressed
in conversation. Such an appreciation may be positive (solidarity, affiliation, respect) or negative (contempt, irritation). These
effects are created by the possessive determinative inside the relation expressing the subordination between two elements,
or inside a context where an element belongs to another. In order to illustrate these effects generated by the presence of the

possessive determinative we have chosen examples from many literary texts.

Keywords: French possessive article, determinative, effects, descriptive, appreciative.

Introduction
Au niveau phrastique, le possessif francais se présente sous
deux formes —celle du pronom et celle du déterminant- qui
appartiennent, toutes les deux, au GN. Pourtant, leurs emplois
different : si le pronom possessif constitue lui-méme le GN (le
tien), ayant la fonction de se substituer a un énoncé formé d’'un
N déterminé (le tien=ton enfant), le déterminant possessif, en
revanche, fonctionne a I'intérieur du GN (ton enfant), ayant une
valeur sémantique méme hors du contexte (fon enfant exprime :
I'existence d’un enfant etla relation entre foi etenfant). 1 ale role
de déterminerun N (appelé improprementadjectif possessif). Par
rapport aux autres déterminants, il présente, selon D. Godard?,
la capacité d’alterner « avec un complément de nom de la forme
de GN'» : ton enfant est I'équivalent du GP ['enfant de toi. On
observe que le déterminant possessif marque non seulement
la détermination, mais aussi la représentation du N déterminé
(lenfant) par un GN complément prépositionnel (de oi) : le GN
{on enfant représente I'enfant de toi. Lassociation de ces deux
fonctions - de détermination et de représentation - assure
une identification définie et explicite du référent. Lopération
sémantique a laquelle obéissent les possessifs consiste a établir
une relation d’interdépendance entre deux référents, dont I'un
est dépendant de l'autre, appelé pole de référence - position
occupée par I'une des personnes de l'acte de 'interlocution (le
locuteur et Iinterlocuteur) ou de l'acte de déclaration (le tiers).
En prenant en considération les relations entre deux référents,

m
P

nous nous concentrerons, dans ce travail, sur le determinant
possessif, tel qu'il apparait dans la structure du groupe nominal
: GN » Déterminant possessif + N. Lanalyse que nous proposons
s'occupe en particulier de certains effets créés par l'emploi du
déterminant possessif au niveau sémantique. Pour ce faire, on
part de la relation d'interdépendance entre, au moins, deux
éléments, qui se trouvent dans une relation d’appartenance (de
type AVOIR) ou d’actance (de type FAIRE).

Effets de 'emploi du déterminant possessif

En tant que mécanisme de mise en dépendance d’une entité
par rapport a un possesseur (pole de référence), la présence
du déterminant possessif peut créer des effets en fonction du
contexte ou celui-ci est employé. On distingue’ ainsi des ¢ffets
descriptifs que I'on rencontre dans la description d’'un texte, et
des effets appréciatifs qui se manifestent dans la conversation.
Pour mieux rendre compte de ces effets, nous nous appuierons,
dans notre démarche, sur un ensemble d’exemples empruntés
a des euvres littéraires de la littérature francaise.

1. Effets descriptifs

1.1 Au cas de la possession inaliénable, qui est une relation
d’interdépendance sémantique, un lien de nature entre deux
référents (d'une part, le possesseur ou le pole de référence -
représenté par 'homme ou I'animal - qui constitue le fout, et
dautre part, I'élément dépendant qui est & partie du corps
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animé), I'emploi du déterminant possessif est normal et méme
obligatoire, lorsqu’il est nécessaire de référer explicitement au
possesseur. Ayant, en général, la méme valeur que les parties
du corps humain, les parties du corps animal sont considérées
inaliénables, faisant partie, elles aussi, d'une relation corporelle.

Utilisé avec les mots désignant les parties du corps du référent
possesseur (ou le pole de référence), le déterminant possessif les
met en évidence, en produisant donc un effet de focalisation sur
ces parties. Apres avoir analysé le corpus choisi, nous avons
trouvé plusieurs exemples qui relevent cet effet grace alemploi
du déterminant possessif. On observe, ainsi, que la partie du
corps, qui est mise en valeur, peut avoir la fonction de sujet etle
déterminant possessif souligne la répercussion de I'état de fait
sur le possesseur dont la partie dépend : Ses dents claquaient,
ses yeux agrandis regardaient vaguement autour delle [Emmal,
et a toutes les questions elle ne répondait qu'en hochant la téte. (G.
Flaubert, Madame Bovary, 213); Un grand [risson lui secouail les
¢paules, et elle devenail plus pale que le drap ou senfoncaient ses
doigts crispes. (Ibid., 223)

Parfois, la partie du corps appartient a un possesseur qui
n'est pas mentionné dans la méme phrase : 17 la [Emmal voyait
par derriere, dans la glace, entre deux flambeaux. Ses veux noirs
semblaient plus noirs. (G. Flaubert, Madame Bovary, 93); ...elle
[Emma] serra pieusement dans la commode sa belle toilette et
Jusqu’a ses souliers de satin, dont la semelle s étail jaunie a la cire
gdlissante du parquet. Son ceeur était comme eux : au frottement de
la richesse, il setait placé dessus quelque chose qui ne seffacerait
pas ... (bid., 125); Un Cerf... ne pouvait qu avec peine / Souffrir ses
jambes de fuseaux... / Mes pieds ne me font point d’honneur. (J. de
La Fontaine, Fubles, 164).

Dans ces exemples, on constate que le déterminant possessif,
qui précede la partie du corps, souligne la présence du
référent possesseur dans le contexte. I est le seul indice de la
dépendance de la partie du corps au possesseur, en renforcant
de cette maniére le lien sémantique entre ces deux éléments.
Dans dautres constructions syntaxiques, on constate que la
partie du corps apparait en position de complément du verbe
ou complément prépositionnel, et le déterminant possessif
s'impose pour assurer l'identification du référent possesseur,
en focalisant I'intérét sur cette partie du corps : Elle disposa ses
cheveux: d'apres les recommandations du coiffeur. (G. Flaubert,
Madame Bovary, 95); Et elle sortit en essuyant ses pieds sur le seuil.
(Ibid., 123); ...ct elle se revit elle-méme, écrémant avec son doigt les
lerrines de lait dans la laiterie. (Ibid., 104); Il tomba de cheval.../
1 dressa ses deux mains suppliantes :hélas! (V. Hugo, Luigle du
casque, 51); Elle appuya sur moi sa tete appesantie. (A. de Musset,
Lucie, 84); Il pencha son front sur ma main, ... (A. de Musset,
La Nuit de Décembre, 115); Ils courent a leur pere avec des cris de
joie / En secouant leurs becs sur leurs goitres hideux. / Lui, [le
pélican)... / De son aile pendante abritant sa couvee, /...1l regarde
les cieux. (A. de Musset, La Nuit de Mai, 75); Meme il [un Rat| avait
perdu sa queue a la bataille. (]. de La Fontaine, Fables, 135); Ce Cerf
Dblame ses pieds qui le rendent agile. (Ibid., 163).

1.2. Lorsqu'il apparait dans la possession aliénable, avec des
objets extérieurs au possesseur humain, mais rattachés a celui-
ci, le déterminant possessif crée un effet de gros plan, d'insistance

sur un détail : Souvent, elle sarrélait une minute a regarder ou
poser sa bottine... (G. Flaubert, Madame Bovary, 132); Il la vovait
par derriere, ... entre deux flambeaux. Ses bandeaux, doucement
Dbombes vers les oreilles, luisaient d'un éclat bleu ; (Ibid., 1m1); I
secouail sous son manteau / Un haillon de pourpre en lambeau... (A.
de Musset, La Nuit de Décembre, 115); Mime Thouret, son mouchoir
@ la main, ne pleura pas. (G. Simenon, Maigret et [homme du banc,
16); Tit ferais micux de mettre ton gros pardessus (Ibid., 22); Maigret
endossa son pardessus, prit son chapeau, avec Uidée d'aller manger
un moreau a la ,Brasserie Dauphine’. (Ibid., 25).

Il est a observer que ces objets sont, le plus souvent, des
articles vestimentaires, et dans certains contextes ils peuvent
participer a la caractérisation de la personne a laquelle ils sont
rattachés : On put voir ... un homme de quarante & cinguante ans
... Ses vétements étaient propres, décents. (bid., 12); Ses diamants,
sa labatiere d'or, sa chaine, ses bijoux disparurent un a un... 1l
avait quitte ...tout son costume cossu, pour porter une redingote
de drap marron grossier ... |la déchéance du pere Goriot] (H. de
Balzac, Le Pere Goriol, 75).

Dans les exemples rassemblés sous 1.1. et 1.2., on pourrait

reconnaitre le phénomene sémantico-référentiel d'anaphore
ou la continuité référentielle peut se réaliser comme relation
partitive de type partie — tout, « lantécédent correspondant
au tout et l'expression anaphorique a la partie »*. Dans les
anaphores associatives avec les noms qui dénotent une partie du
corps d'un animé (Elle appuya sur moi sa téle ...) ou des vélements
portés sur soi, parce quils peuvent devenir inaliénables et
se comporter, dans ce cas, tout comme les parties du corps
animé (On put voir...un homme de quarante a cinquante ans...Ses
vétements étaient propres...), cest le déterminant possessif qui
est appropriés.
1.3. On remarque, également, 'emploi du déterminant possessif
avec les mots qui désignent des objets ou des notions extérieurs,
non rattachables ala personne humaine. L'observation concerne
les noms qui se rapportent au caractére « animé », a lattitude
ou au statut des humains.

Au niveau de la phrase, cette utilisation du possessif a
pour conséquence la création de [effet dappropriation et
d’insistance sur le caractere itératif et habituel de I'action qui
met en relation la personne et lobjet : Mais, chaque matin, a
son revedl, elle lespérait pour la journée... |I'=un événement
particulier:  appropriation obsessionnelle, insistance| (G.
Flaubert, Madame Bovary, 150); La vue de cette femme qui lavait
Lant aimé fit trembler le bras de Fulien d'une telle facon, qu’il ne
put d'abord exccuter son dessein. |pour lequel il s’était préparé|
(Stendhal, Le rouge et le noir, 28); Lorsque le pelican, lassé d'un
long voyage, / Dans les brouillards du soir retourne a ses roseauy,
/ Ses petits affamés courent...|appropriation] (A. de Musset, La
Nuit de Mai, 76); ... Pour boire un toast en un festin, / Un jour je
soulevai mon verre. /... |appropriation] (A. de Musset, La Nuit
de Decembre, 115); ¥ admirais quel amour pour Lapre veérité / Eut
cet homme si fier en sa naivete, ... |appropriation] (A. de Musset,
Une soirée perdue, 134); ... quand il rentre, il a toujours le comple
en poche 2 - Moins le prix de son metro et de son tabac. |insistance
sur le caractere habituel, appropriation] (G. Simenon, Maigret
et homme du banc, 9o); La phrase... fut interrompue par une



18

quinte de toux qui sonnait creux. — Excusez-moi. Ma bronchile...
[appropriation, insistance sur la maladie] (Ibid., 155); Maigrel, ...
finissait lentement son deuxicme verre de biere. [appropriation,
insistance] (Ihid., 111).

Leffet d’appropriation obtenu par I'emploi du possessif
se fait sentir également dans les expressions figées, dont on
mentionne quelques-unes que nous avons trouvées dans le
corpus mentionné : Lis-les |des livres| le soir quand tu vas perdre
lon temps chez le curé, a la honne heure. |= perdre son temps)
(Stendhal, Le rouge et le noir, 43); ...Lenfant épouvanté se sauve. /
Son cheval laime et fait de son mieuy. /... Hagard, a perdre haleine,
et sans choisir sa route ; [= choisir sa route] (V. Hugo, Luigle du
casque, 51): Fe lui demandai mon chemin : /... Partout o jai
touche la terre, / Sur ma route est venu sasseoir / Un malheureux
vétu de noir |= demander son chemin| (A. de Musset, La Nuit
de Décembre, 116); La servante au grand ceeur... / Et qui dort son
sommeil sous une humble pelouse....|= dormir son sommeil] (Ch.
Baudelaire, La servante au grand cceur dont vous ctiez jalouse,
105); C'est M. Louis qui est revenu sur ses pas pour le chercher. |=
revenir sur le ses pas| (G. Simenon, Maigrel el [homme du banc,
138); ... elle se demandait ou je passais mon temps. |= passer son
temps| (Ibid., 135). Dans ces exemples, 'usage du déterminant
possessif s'impose par le role qu'il joue dans le renforcement de
la connexion qui s'établit entre les référents impliqués.

1.4. Parfois, I'effet contextuel que I'on veut avoir, grice a l'usage
du déterminant possessif de 1¢¢ personne du singulier (mon,
mes), est meta-narratif : Pécrivain intervient dans sa narration,
en parlant de I'un de ses personnages. Lorsque le lecteur est
impliqué, lui aussi, dans cette intervention, on utilise les formes
du pluriel (notre, nos). C'est, en fait, un acte de complicité entre
Pécrivain et le lecteur, comme le montre 'exemple suivant :
Nous avouerons que notre héros était fort peu héros en ce moment.
....Notre héros, fort humain, se donnait toutes les peines du monde
pour que son cheval ne mit les pieds sur aucun habil rouge...
(Stendhal, La chartreuse de Parme, 31).

A ce point du travail, on constate que, dans divers contextes
descriptifs, 'emploi du déterminant possessif contribue a la
mise en évidence de certains éléments du récit et « a en faire le
centre quasi obsessionnel de cette description ».°

2. Effets appréciatifs

Produits par 'emploi du déterminant possessif, ces effets
marquent une appréciation positive ou négative, selon la
qualification du propos faite par le locuteur dans le dialogue. Il
s'agit d'une évaluation d’ordre affectif, a travers laquelle le sujet
parlant révele ses propres sentiments ou sensations.

La dépendance d’'un élément a I'égard d'une personne, telle
quelle est exprimée par le possessif, peut étre revendiquée
par le locuteur (la 1€re personne : mon, ma, mes) ou rapportée
a l'interlocuteur (la 2e personne : fon, ta, tes) ou au tiers (la 3e
personne : son, sa). Dans ce dernier cas, le locuteur n'assume
pas la responsabilité de cette dépendance et I'appréciation
pourrait étre, en conséquence, négative. Dans une perspective
sémantico-logique, M. Riegel” décrit dans son article Pour
une redefinition linguistique des relations dites de « possession
» el d’« appartenance » trois types d'appartenance ou de

possession, quon peut identifier dans les exemples qui
illustrent les effets appréciatifs : « Iappartenance de la partie
au tout (ou appartenance partitive), de I'élément a I'ensemble
(ou appartenance ensembliste) et du possédé au possesseur (ou
apparlenance / possession) ».

2.1. Lorsque le locuteur prend en charge la responsabilité de
Pappartenance de I'élément dépendant, on observe I'emploi de
la 1ére personne du déterminant possessif, ce qui engendre des
effets, comme : - la solidarité : - Ah ! mom petit, dit Blondet, je te
croyais plus fort | (H. de Balzac, Les illusions perdues, 121); Allez,
mes vieux soldats, mes généraux imberbes ! (V. Hugo, O soldats
de lan deux \..., 9o); Et pourquoi, mes amis, me preniez - vous
la main, / Alors quune si douce ... habitude / Me montrait ce
chemin ? (A. de Musset, Souvenir, 133); - lappartenance : Elles
nont jamais su rien deviner de mes chagrins, de mes douleurs, de
mes besoins, elles ne devineront pas plus ma mort ; (H. de Balzac,
Le Pere Goriot, 122); - Lappropriation affective : - Mon bon pere
Goriot, calmez-vous...restez tranquille... (Ibid., 156); - Ah ! cest la
mort, mon pauvre Felix, me dit-elle, et vous n'aimez pas la mort !
(H. de Balzac, Le Iys dans la vallée, 145); Mon pelit, en littérature,
chaque idée a son envers et son endroit ; (H. de Balzac, Les
illusions perdues, 212); Elle répliqua : - Il le fullait, mon ami. |le=
'empoisonnement d'Emma] (G. Flaubert, Madame Bovary, 243);
Oui, te voila, cest toi, ma blonde... (A. de Musset, La Nuit de Mai,
76); Helas | mon cher ami, c’est [ toute ma vie. (A. de Musset, Une
soirée perdue, 144); Lorsque tu dormiras, ma belle ténébreuse, / Au
fond d'un monument construit en marbre noir... (Ch. Baudelaire,
Remords posthume, 50); Contemple-les, mon ame ; ils sont
vraiment affreux | (Ch. Baudelaire, Les Aveugles, 222); - C'est
Louis, oui. C'est mon pauvre Louis. (G. Simenon, Maigrel el
[homme du banc, 101); -Eh bien ! mon vieux ... Vous, alors! (Ibid.,
102); - lu déférence : 1a marque de respect, qui est exprimée par
le possessif mon, dans le vers suivant de V. Hugo : Tit Les hale,
tremblant et d’un pas convulsif, / 0 mon maitre Albert Diirer, 0
vieux peintre pensif! (A Albert Diirer) estjustifiée par Iattitude de
reconnaissance ou de dépendance d'une personne a une autre,
qui est considérée supérieure du point de vue professionnel et
parfois hiérarchique : mon maitre Albert Diirer = le maitre qui a
de l'influence sur moi / dont je dépends.

2.2. Les déterminants possessifs : ton, ta, tes, vos et son, s, ses,
qui représentent linterlocuteur et le tiers, montrent que ceux-
ci doivent assumer la responsabilité de appartenance d’un
élément quelconque, tandis que le locuteur peut se libérer de
cette responsabilité. Lamise a distance exprimée parle locuteur,
erdce a l'emploi de ces possessifs, est rendue, le plus souvent,
par le contexte : — soit de maniére négative, ce qui entraine un
effet appréciatif, soulignant le mépris, Uirritation = — Eh bien !
Daresseux, tu livas donc toujours tes maudits livres, pendant que tu
es de garde a la scie ? (Stendhal, Le rouge et le noir, 22); C'est ta voi,
cest ton sourire, / Cest lon regard corrupleur, / Qui mont appris
maudire... (A. de Musset, La Nuit d'Octobre, 114); -soit de manicre
positive, et dans ce cas on obtient un effet de déférence : Le pauvre
general Fontana ... prononca ces mots mal articulés : Son excellence
le comte Mosca sollicite Uhonneur detre introduit. (Stendhal, La
chartreuse de Parme, 211); Que Sa Majesté nous dispense. / Grand
merci de son passeport. (J. de La Fontaine, Fables, 169).
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Conclusion

Au cours de cette analyse, on est amené a constater que le
déterminant possessif peut se manifester de plusieurs facons
en contexte linguistique. L'emploi de ce déterminant rend
compte de certains types de relations établies entre deux
éléments (référents), produisant de multiples effets. Tout
cela prouve la grande capacité du déterminant possessif de
s'imposer sémantiquement.

Il s'agit d'effets que I'on rencontre dans une description
(effets descriptifs) ou la compréhension du texte n'exige pas
absolument la présence du possessif, mais l'apparition de
celui-¢i met en évidence certains ¢léments du discours, en
les précisant. Dans le corpus proposé, on a découvert divers
effets créés par le déterminant possessif : focaliser l'attention
sur I'élément dépendant qui est une composante du pole de
référence ; fixer le regard sur un détail de I'élément (effet de
¢ros plan), insister sur le caractere habituel de lactivité qui met
en rapport la personne et I'objet non rattachable a celle-ci.

Drautres effets de l'usage du déterminant possessif

proviennent d’une appréciation exprimée par le locuteur (¢ffets
appréciatifs) dans la situation conversationnelle. L'appréciation
peut étre positive (lorsque le sujet parlant assume la
dépendance d'un €lément par rapport a lui, et 'emploi des
déterminants possessifs - mon / ma / mes - crée des effets tels
que : la solidarité, l'appropriation affective, I'appartenance,
la déférence) ou négative (lorsque la dépendance concerne
I'interlocuteur - ton / ta / tes / vos - ou le tiers - son / sa). 1l
résulte des remarques précédentes, que cest le contexte qui,
d’habitude, met a distance le locuteur de sa responsabilité
d’assumer I'appartenance d'un élément a un autre.

Appuyée sur le corpus mentionné, notre analyse nous a
conduit a réfléchir sur lemploi du déterminant possessif
dans une perspective sémantique. On a pu observer, de cette
maniére, les manifestations sémantiques du possessif et les faits
de discours qui s'attachent a celui-ci. Les nombreux exemples
choisis nous ont permis d'identifier plusieurs effets descriptifs
et appréciatifs, produits par ce déterminant dans le récit ou
dans une situation conversationnelle.

Notes:

1. Patrick Charaudeau, Grammaire du sens et de lexpression |[The Grammar of Sense and Expression] (Paris: Hachette, 1992), 195.
2. Daniéle Godard, ,Les déterminants possessifs et les compléments de nom” [“The Possessive Pronominal Adjectives and the
Substantival Attributes”], in Langue francaise, no.72, ed. Lélia Picabia (Paris: Larousse, 1986), 102.

3. Charaudeau, Grammaire du sens, 204.

4. Georges Kleiber, ,Ianaphore associative et relation partie-tout: condition daliénation et principe de congruence
ontologique” [“The Associative Anaphora and the Part-Whole Relation”], in Langue francaise, no. 122, ed. Danielle Leeman

(Paris : Larousse, 1999), 71.
5. Kleiber, ,L’anaphore”, 73.
6. Charaudeau, Grammaire du sens, 204.

7. Martin Riegel, ,Pour une redéfinition linguistique des relations dites de possession et d’appartenance’|“For a Linguistic
Redefining of the so-called Possession and Belonging Relations™| , in L'information grammaticale, no. 23, ed. Peelers (Paris:

Persée, 1984), 3.

Bibliography:

Balzac, Honoré de. Les illusions perdues. Paris: Booking International, 1993.

Balzac, Honor¢ de. Le Pere Goriot. Bucuresti: Editrura Didactica si Pedagogica, 1969.

Balzac, Honoré de. Le lys dans la vallée. Paris: Les Classiques, Le livre de Poche, 1972.

Baudelaire, Charles. Les Fleurs du mal. Paris: Librairie générale francaise, Le Livre de Poche, 1972.

Charaudeau, Patrick. Grammaire du sens et de Uexpression [The Grammar of Sense and Expression|. Paris: Hachette, 1992.

Flaubert, Gustave. Madame Bovary. Paris; Editions Gallimard, 2001.

Godard, Daniéle. “Les déterminants possessifs et les compléments de nom” [“The Possessive Pronominal Adjectives and the
Substantival Attributes”|. Langue francaise, no. 72. Edited by Lélia Picabia, 102-122. Paris: Larousse, 1986.

Hugo, Victor. “Laigle du casque.” La légende des siecles. Paris: Gallimard, 2002.

Hugo, Victor. O soldats de l'an deux...! in Les Chatiments. Paris: Les Classiques de Poche, Le Livre de Poche, 1973.

Hugo, Victor. “A Albert Diirer.” Les Voix intérieures.

Kleiber, Georges. “Anaphore associative et relation partie-tout: condition d’aliénation et principe de congruence ontologique”
Langue francaise, no. 122. Edited by Danielle Leeman, 70-100. Paris: Larousse, 1999.

La Fontaine, Jean de. Fables. Paris: Garnier-Flammarion, 1970.

Musset, Alphonse de. “Lucie, Les Nuits, Une soirée perdue, Souvenir.” Poésies nouvelles.

Riegel, Martin. “Pour une redéfinition linguistique des relations dites de possession et d’appartenance” |*For a Linguistic
Redefining of the so-called Possession and Belonging Relations”). L'information grammaticale, no. 23, 3-7. Paris: Persée, 1984

Simenon, Georges. Maigret et 'homme du banc. Paris: Presses de la Cité, 1953.

Stendhal, Marie-Henri Beyle. Le rouge et le noir. Paris: Librairie générale francaise, Le Livre de Poche, 1983.

Stendhal, Marie-Henri Beyle. La chartreuse de Parme. Paris: Classiques, Le livre de Poche, 2000.



18

NOTE DESPRE BINOMUL
CULTURA-CIVILIZATIE
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NOTES ON THE “CULTURE-CIVILIZATION” BINOMIAL

The ratio of culture and civilization is brought back into discussion from an analytical point of view in the 18th century. The
above-mentioned binomial has been interpreted in various forms, from the overlapping of these notions to their friendly
opposition. In recent definitions, in a certain way, the term of culture is preserved. Later, Oswald Spengler brought some shades
in the ratio culture-civilization. In the present article we have offered a few remarks which are strong arguments in favor of this

ratio as the one showing perfect identity or complementarity.

Keywords: culture, civilization, citizen, spirituality, cultural anthropology.

Secolul al XVIII-lea aduce in focarul abordarilor, dezbaterilor
si controverselor stiintifice ulterioare problematica raportului
dintre ,Culturd” si ,Civilizatie”. Initial, raportul a fost perceput
ca fiind de sinonimie a celor doi termeni, Kultur, din germana,
fiind utilizat in contexte de similaritate cu Civilisation, din
franceza, cel de-al doilea fenomen al binomului nefiind
yreodata adaptat in limba lui Goethe. Ulterior, in literatura
de specialitate germana raportul apare cel mai frecvent de...
opozitie si, mai rar, de complementaritate. Este interesanta,
sub semnul argumentarii lingvistice, al semasiologiei,
imprejurarea ca termenul cultura in forma Cultur si, apoi,
scris Kultur, In germana era sinonim cu civilizatie, la inceput,
deci n secolul numit, dar ulterior se adauga acestuia notiunea
Bildung, respectiv gebildet, care nuanteaza si imbogateste
sensul lui Kultur, semnificind o stare de implinire, de
desavarsire intelectuala la care ajung numai indivizii dotati in
mod deosebit si incluzand efortul persoanei de a se autodepasi,
enuntul din dictionare punand in centrul semnificatiei ideea
de formare prin cultura, literal, ,rafinarea sau cizelarea tuturor
fortelor spirituale si trupesti ale unui om sau ale unui popor”,
astfel incat, prin acest cuvant, sa se inteleaga atit innobilarea
spiritului prin eliberarea de prejudicii, cat si cizelarea
moravurilor, obiceiurilor! De remarcal, in acest conlexl,
faptul ca o atare pozitionare hermeneutica in descifrarea
semasiologica a termenului cultura (in forma Bildung) ne poate
usor trimite cu gandul si la etimologia cuvantului ,civilizatie,,
caci etimonul latinesc, substantivul civilitas, adjectivul civilis,
ambele de la civis = cetatean, exprimau chiar calitatile generale

m

ale cetateanului, locuitor al cetatii. Or, cum bine se stie, pentru
vechii greci si romani, conditia individului-cetatean era aceea
a unui comportament civilizat, model perfect si inegalabil al
umanitatii, si tot ce nu se afla sub incidenta acestor imperative
culturale era denominat ca ,barbar”.

Culturd-civilizatie, binomul cu cea mai vizibila si mai
raspandita frecventa in analizele culturologice, a cunoscut si
el o larga plaja de interpretari, mergand de la suprapunerea
notiunilor pan la reconciliabila lor opunere. In definitii relativ
recente - pe aceasta directie avem in vedere antropologia
culturala americana, mai ales sinonimia, perfecta suprapunere
- se pastreaza termenul culturd, fiind unicul folosit, ca
urmare, si sensul celuilalt este inglobat. Un exemplu: ...
lucrarea Patterns of Culture, de Ruth Benedict/With a New
Preface by M. Mead, Boston, Houghton Mifflin Company, 1959,
a fost tradusa in franceza prin Echantillons de civilisation, iar
Primitive Culture a lui Taylor - La civilisation primitive™. (In
expresia romaneasca: esantioane - tipuri, fragmente, tipuri de
civilizatie, respectiv civilizatia primitiva).

Cea de-a doua directie de definire a raportului, a opozitiei
dintre cultura si civilizatie, fundamentatd pe absolutizarea
sensului  restrans al culturii reprezentind  exclusiv
spiritualitatea, In timp ce civilizatia ar avea ca gen proxim
valorile materiale si s-ar intrupa in tehnica, 1l are ca protagonist
pe Oswald Spengler (1880-1936). Conceptia acestui filozof si
istoric german, personalitate caracterizatd printr-o singurd
operd: Untergang des Abendslandes - Declinul Occidentului
(1018-1922), dar care a starnit cea mai mare valva in disputa
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savanta asupra raportului cultura-civilizatie, merita un popas
analitic, fie si succint, adica pe cat posibil esentializant. In
acest sens, consideram utile cateva precizari, cateva puncte
de vedere ale unora dintre cei care au analizat relatia in cauza
ca una de opozitie transanta, dar si cateva argumente ale celor
care au apreciat relatia ca fiind una de perfectd identitate sau de
complementaritate.

O prima observatie o considerdm necesard: plaja extinsa a
interpretarilor acestei relatii 1si are explicatia in diversitatea
domeniilor speciale pe care le evoca, prin diversitatea pozitiilor
filozofice, evidentiate In definitii, in aria diferita si, adesea,
divergenta privitoare la continutul termenilor si al relatiei,
n stransa legatura cu epistemologia stiintei istorice. Pornind
de la aceste premise, vom observa, asemeni Rodicai Topor,
c¢d sinonimia semanticd a termenilor are intima relatie cu
evolutia lor, cu diacronia, deci o dovada, cea mai relevanta, ca
termenul francez civilisation isi suprapune sensul principal cu
acela al cuvantului german Kultur, dar suprapunerea implica
si anume diferente, ducand spre complementaritate, una
fiind legatd de specificul dezvoltarii nationale. Kultur pune
accentul pe formatia interioara (mai inainte pomenitul Bildung)
dezinteresata, inteleasa de semanticienii germani ca atribut al
natiunii si statului, expresie a ,sufletului comunitatii™; in schimb,
civilisation accentueaza prioritar asupra calitatilor ce conduc la
acel ,honnéte homme”, care se individualizeaza prin: politete,
capacitate de a intretine o conversatie, mladierea moravurilor,
echilibru intre dezvoltarea intelectuala si organizarea sociala
(locul, rolul si actiunea aristotelicianului zoon politikon, sau
Lwanimal social” in formulare marxista, ca fiin{a sociald).

Continutul astfel inteles al conceptului ne conduce gandul
din noulaAristotel, cu ale sale doua sintagme definind fiinta om,
cea de ,zoon politikon” si cea de ,zoon logon echon™ In fond,
opiniile care clameaza opozitia neta dintre cultura si civilizatie
au ca fundament epistemic o absolutizare a sensului restrans ce
se recunoaste primului concept, mai precis ideea ca acesta ar
reprezenta numai spiritualitatea, iar cel de-al doilea ar cuprinde
exclusivvalori materiale si s-ar concentra in tehnica. Adoptand
asemenea premisa dihotomica, sustinatorii opozitiei - dintre
care cel mai cunoscut, inaintemergatorul modern si critic, este
Oswald Spengler - isi bazeaza argumentatia pe urmatoarele
hinoame socotite opozitive: a) cultura = desprinderea omului
de natura, umanizarea, valorizarea, corelativ cu civilizatia, care
vizeaza realitatea sociala; b) cultura = interioritatea, interogarea
si dezvoltarea vietii sufletesti a omului, pe cand civilizatia
= presupune exterioritate, relatii interumane, societate; c)
cultura = eforturile culturale individuale se convertesc in valori,
1n schimb; d) cultura = dezvoltarea spirituala in cadrul culturii
presupune obligatoriu libertatea, insa civilizatia se raporteaza
preponderent la necesitate.

Criteriile diferite utilizate de cercetatori in delimitarea
conceptului civilizatie au condus la tot atat de felurite genuri
proxime de definitii. Cateva exemple: criteriul etnografic, cel
mai raspandit, ,ansamblul caracteristicilor vietii colective
ale unei grupari umane”, ,ansamblul valorilor materiale ale
societatii”, ,etapa a evolutiei societdtii umane”, ,criteriul valoric

J

ce confera o originalitate specifica”, ,starea de ordine, de

legalitate, de respectare a persoanei, de tolerant, de inlaturare
a arbitrariului”, ,asimilarea valorilor culturii de ctre societate
prin circulatia si transformarea lor in bunuri”. De remarcat,
1n acest cadru analitic, imprejurarea ca indeosebi cercetatorii
de peste Ocean, cu mari merite In conturarea si impunerea
antropologiei culturale, confera, cel mai adesea, termenului
civilizatie chiar sensul de cultura, sustinand ca atare omonimia
lor semantica. De semnalat si aspectul binecunoscut ca, in
evolutia semantica a conceptului civilizatie si, in paralel,
cu insasi evolutia societatilor umane si a stiintelor aplicate
acestora, au fost agregati o seama de determinanti ce ne pot
orienta si ne pot oferi indicii noi privitoare la continutul
proteiform al termenului: civilizatie industriala, civilizatie
urbana, civilizatia Renasterii (Jean Delumeau), civilizatia rurala,
civilizatia bronzului, civilizatia fierului, civilizatia traditionald
(Mandics Gyorey), civilizatia azteca, civilizatia maya, civilizatia
sumeriand etc. Cunoscutul istoric francez F. Guizot definea
civilizatia ca avand drept continut fundamental ideea de progres
general-uman, cu totul opus ideii de decadenta, ori chiar de
moarte a culturii, teoretizate de Gianbattista Vico si, indeosebi,
de Oswald Spengler; pentru acesta din urma, decadenta in
istorie este egala cu decadenta culturilor, pe ,traseul” nastere-
implinire-decadenta-sfarsit = civilizatie.

De interes real ne-ar putea fi si opiniile care, desi prezinta
continuturile binomului cultura-civilizatie ca fiind distincte, nu
ezitd sa accentueze ideea de complementaritate. Doud exemple:
LCivilizatia nu este o entitate care s-ar opune culturii, ci numai
unul din aspectele ei” (Tudor Vianu); ,Civilizatiile sunt motrice
ale culturii, ele nu servesc decat ca sa produca cultura” (Miguel
de Unamuno).* Spre a evidentia inca si mai mult varietatea
unghiurilor din care s-a incercat definirea culturii, vom spune
cain orice dictionar de specialitate avand acest univers ca tema,
ca siin numeroase lucrari din varii domenii ale vietii si activitatii
omului in calitate de fiinta sociala, vom intalni termenul regent
cultura sotit de: civica (acea parte a culturii care vizeaza viata
Cetatii), autentica (zenuine culture, la Edward Sapir, 1884-1939,
definitd prin armonia sa interioara, prin echilibru si adecvare,
expresie a unei viziuni asupra lumii bogat diferentiate si, totusi,
coerentd), clasica, contemporana de masa, generald, politica,
populard, universala, spirituald; multe dintre aceste sintagme
se regasesc I uzul lingvistic comun, desi nu putem fi siguri ca
tuturor utilizatorilor le-a fost deschisa calea deplinei perceperi
antelesului acestor formulari.

O ampla dezbatere, indeosebi in cea de a doua jumatate a
secolului precedent, au prilejuitrelatiile cultura-valoare, cultura-
creatie si, de ultima ora la noi, cultura-comunicare, codificate
supranominativ ca ,momentul axiologic al culturii”, ,momentul
demiurgic al culturii” si ;,momentul comunicational al culturii”
(AL Tanase). Fenomenele culturale si procesele de comunicare
- sustine un specialist francez, universitar cu doctorate in
estetica si In stiintele comunicarii, fost director al unor centre
culturale de notorietate in Franta si in Europa Occidentala - fac
parte acum, mai mult ca oricand, din orice viatd comunitara.
Cultura este comunicare. Elementele constitutive ale culturii si
factorii comunicarii au trasaturi comune. Cultura este sistemul
metabolizant care asigura schimburile intre indivizi, dar si intre
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indivizi si societate, sau intre societate i univers. Edward T. Hall
e, neindoielnic, pentru antropologia contemporand, cel mai fin
analist al relatiei experienta individuala-cultura. Ideea centrala,
sustinutd In numeroasele sale lucrdri, este aceea care se
desprinde din urmatoarea constatare: cultura este comunicare
si comunicarea este cultura.

Inordineametodologiei pe care ne-am propus-o, considerim
necesare cateva tuse definitorii referitoare la marile miscari si
procese intelectual-stiintifice, religioase, cu alte cuvinte, larg
culturale - Umanism, Reforma, Renastere, Luminism - toate cu
punctele de nastere, dezvoltare si difuziune inlauntrul secolelor
de referinta ale lucrarii noastre, toate - ,importante scheme
culturale cu inraurire asupra mentalitatii si sensibilitatii
timpului nostru”, dupd expresia lui George Uscitescu, ori
constituind, dupa expresia altor istorici, o adevarata ,revolutie
avalorilor spirituale in Europa”’

Furopa Evului Mediu apare construitd, din punct de vedere
teritorial, inca la sfarsitul veacului al XITl-lea, cand stabilirea
popoarelor pe continent a devenit infaptuire dupa secolele
marilor migratii, aspect ce nu se va mai modifica esential pana
in zilele noastre. Scriem ,esential” pentru ¢, sub aspect politic,
vremelnic-teritorial, modificarile endogene nu pot fi catalogate
decat ceea ce au fost - miscari teritoriale sub aura vremelniciei.

In aceste conditii, unitatea Europei trebuie considerati
ca fiind o civilizatie si o culturd unitare, faurite sub influenta
marilor civilizatii mediteraneene si sub impulsul permanent
contributar al populatiilor celor mai evoluate, mostenitoare ale
civilizatiei oraselor-cetati din Grecia si raspandita de cucerirea
romana pe teritoriile anexate de cel mai longeviv imperiu
din istorie. Este vorba de o civilizatie, cea greco-romana, ce
constituie fondul comun al conceptiilor europene comune -
politice, economice, estetice, filozofice. Desigur, nu vom uita sa
subliniem ca aceasta baza identitara, raspandirea ei datoreaza
mai putin civilizatiei greco-romane decat principiului
unificator pe care 1-a reprezentat crestinismul, nu intamplator
conceptul crestinatate a fost, veacuri la rand, mai uzual decat
chiar cuvantul denominativ al continentului.’ ,Europa” este un
cuvant savant care ajunge, in secolul al XVII-lea, sa cucercasca
treptat, de la vest la est, intrebuintarea curenta. ,Europa’,
acest cuvant umanist, angajeaza in secolul al XVII-lea o lupta
disproportionatd, norocoasa cu cel de ,Crestinatate”, care
are de partea sa o mie de ani de folosintd, sapte secole de
cruciade, o bogati comoard afectivd si eufonia. In jurul lui
1620, ,Europa” intrigd, cuvantul este o exceptie. In jurul anului
1750, ,Crestinatatea” nu mai este decat un arhaism, sensul sau
s-a modificat, a incetat si mai fie echivalent cu ,Europa”, In
1660, ,Europa” exista la vest in cuvinte, dar in Spania, in sudul
[taliei, in Austria, Ungaria, Polonia, in vecinatatea turcilor,
pretutindeni unde vechiul spirit de cruciada ramane viabil (este
o aspiratie, o nadejde am spune noi), ,Crestinatatea” continua
sa fie invingatoare. Confirméand clasicismul Frantei lui Ludovic
al XIV-lea, Europa Luminilor, pe urma lui Voltaire, isi afirma
solidaritatea simtita profund de o elitd pe parcursul celor 130
de ani care, din 1630 pana in 1760, constituie perioada Europei
clasice, o Europa clasica ce inseamna, ,...cu prelungirile sale de
peste mari..., 70 pana la 100 de milioane de suflete; In o suta

treizeci de ani sunt incluse in lantul generatiilor o jumatate de
miliard de destine, dintre care 250 de milioane retezate inainte
de iesirea din adolescenta si nenumdrate alte vieti de adulti
mai scurte, in medie, decit ale noastre (45-50 ani). Insiruite, ele
reprezinta abia 7-8 % din marea Europa din zilele noastre”

O panoramare a realitatilor si a istoriei Europei, perioada
secolelor XV - XVIII, cu accent pe elementele ce si-au dovedit
fertilitatea continuativa pana in zilele noastre, sub semnul
perenitatii unitdtii binomului culturd - civilizatie, ne obliga sa
le accesdm sub semnul structurilor multilaterale - economice,
comerciale, sociale, al diversitatii teritoriale si de ritm al
prefacerilor, totul si toate marcate de preeminenta comunicarii
intre centre si periferii, fericita expresie a lui Peter Burke,
sintagma ce trimite implicit la ideea de comunicare, cartea
acestuia, publicatd in 1998, fiind parte a seriei Constructia
Furopei, initiativd a cinci edituri, respectiv din Miinchen,
Oxford, Barcelona, Roma si Paris, serie ce urmareste sa arunce
0 lumina asupra construirii Europei si a punctelor de forta din
cursul acesteia ce nu trebuie uitate, fara a disimula dificultatile
mostenite din trecut.® Nu ne ascundem, in acest punct, speranta
ca si Incercarea noastra sa se inscrie in asemenea onorant
cadru, chiar daca, sub specie strict formald, asemenea speranta-
ambitie poate aparea ca nemasurat si neacoperit orgoliu.
De altfel, In opinia noastra, ideile de influenta, sincronism,
comparativismul, ca disciplind din exegeza literaturii si artelor
si chiar protocronismul, ce au dat nastere multor scrieri, in
varii domentii ale spiritului, indeosebi in secolul precedent celui
1n care ne gasim, au implicata de facto comunicarea, chiar daca
acest termen nu este utilizat, stiinta ori stiintele comunicarii
fiind, ca domeniu distinct al cunoasterii, o tema si un obiect pe
care cercetarea stiintifica le-a abordat relativ recent. Vom mai
adauga in acest cadru cultural un exemplu, din chiar granitele
fizionomiei spirituale a oamenilor ce au populat si populeaza
Furopa, apartindnd unui conational,? explicatia la titlu spunand
totul despre comunicarea implicita si relatia omniprezenta in
comunicare: emitator - receptor - feed back sau retroactiune.
Sub acelasi semn, al unitatii in diversitate si al comunicarii sine
qua non, putem plasa si culegerea de studii apartinind unui
cunoscut universitar iesean.

In ordinea necesititii de panoramare a realititilor si a
istoriei Europei din secolele XIV, XV, XVI, XVII si XVIII, vom
face observatia preliminara ca, sub aspect evenimential, cu
ample si profunde consecinte pentru perioada la care facem
referintd, dar si pentru cea anterioara, pana in zilele noastre,
o metafora elocventd, din multele intrebuintate de istoricii cu
adevarat creativi, ne apare cea a futurologului american Alvin
Toffler, cea a valorilor succesive, metafora explicativd pentru
succesiunea tipurilor de societdti umane: agricola, industriala
si postindustriala (informationald). Ideea de subliniat este aceea
cd, sub aspectele geografic si temporal, niciunul dintre valuri
nu-si impune pretutindeni in lume impactul instantaneu,
ci efectele si prezenta valului anterior coexista, o durata, cu
noul val ce tinde si-1 inlocuiascd. In cazul anume al marilor
miscari culturale europene - Umanism, Reforma, Renastere,
Luminism, formarea statelor nationale, metafora implica
evident o mare varietate de situatii pe intinsul continentului,
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ritmuri si consecinte diferite, adaptate unor conditii socio-
politice, unor traditii si mentalitati de aceeasi natura, deci
diferite, tot asa cum 1n formula ,stimul-reactie”, utilizata de
unii pentru definirea comunicarii, cel de al doilea termen al
relatiei poate lua forme, intensitdti si consecinte, practic, pe
o scala de la zero la infinit. Intra In joc si conceptul polivalent
de informatie. ,Cine spune comunicare se referd, de fapt, la
informatie - sustine J.J. Van Cuilenburg: ,Actul comunicarii se
ncheie cu explicatiile pragmatice pentru receptor, etapa finala
a transferului de informatie.™

Satrecem - succint - in revista fundalul istoric de pe ale carui
structuri au pornit ,valurile culturale” ce alcatuiesc continutul
perioadei de referinta a studiului nostru, mai exact originile si
evaludrile cele pregatitoare si explicativ-argumentative de ordin
politic-evenimential, geografic, economic, comercial, social
(rural, urban, institutional, demografic), crize, schisme, erezii,
socuri, cotituri, nasteri, ,apocalipse”, ale unor episoade ce aduc
si valori noi, incercari reusite si esecuri, afirmari, ascensiuni,
redresari si decaderi, cici istoria oricarei perioade lungi nu
urmeaza o simpla linie continud ascendentd, sau invers. Nu
intamplator, pentru luminarea realitatilor complexe ale vreunei
perioade ori pentru devenirea vreunui domeniu al cunoasterii,
intalnim comparatii ori metafore precum fluviul noroios si
nsangerat al istoriei”, completate de si explicate prin ,situatii
sociale si politice mereu dificile, adesea dramatice, iar uneori
tragice.” Dar, mai Intai, socotim necesara o mica zabava asupra
sensurilorsicomprehensiunilor conceptului ,istoric”, cureferire
la modul (stilul) scrierii acesteia, avand in vedere, aici si acum,
doar operele citate existente in bibliografie. O prima optiune a
autorilor provenind din varii perioade mentalitati nationale am
putea-o aprecia sub denominatia de ,stiintd istorica”, indiferent
cate variante hermeneutice si epistemologice acopera aceasta
sintagma. Avem in vedere, in cazul nostru: a) lucrarile semnate
S. Berstein, P. Milza, W. Durant, F. Brauden, J.M. Roberts, P.
Chaunu, J. Delumeau, precum si toate volumele din colectia
“Constructia Europei”, scrierile lui J. Burckhard, J. Huizinga, A.
Otetea, N. Torga, R. Teodorescu, Al. Dutu, P. Teodor, V. Neumann;
b) J. Fontana, HW. van Loon, lucrari cu atat mai reprezentative
pentru demarcatia in cauza, cu cat titlurile sunt mai ambitioase
1n privinta cuprinderii: Europa in fata oglinzii (9+1 oglinzi - 198
p.), respectiv Istoria omenirii - de la ,omul preistoric "1a Primul
Razboi Mondial - in 380 pagini. O a doua optiune s-ar referi
la ceea ce a Incetatenit constiinta publica de la noi - ideea de
stiinta popularizata (sau vulgarizatd), in care am incadra scrieri
ce reamintesc unele dintre sensurile cu care latinii au investit
utilizarea cuvantului historia,-ae, respectiv ,povestire”, ,basm’,
Ldescriere”, opuse ori macar neluatoare in seama a interogatiei
devenite laitmotiv la marele scriitor Marin Preda: ,Pe ce te
bazezi, monser?”

Apreciem ca, pentru o buna, corectd si cat mai exacta
descriere a perioadei de tranzitie de la medievalul la modernul
european, va trebui sa acordam, intru definire, spatiu si timp de
reflectie complexitatii problematicii pe care o acopera notiunile
de unitate (culturala si de civilizatie) europeana, Crestinism -
Crestindtate, Umanism, Reformd - Contrareforma, Renastere,
Luminism, fara a omite imensa deschidere spre lumea larga a

continentului nostru, gratie careia s-a impus, apreciat de unii,
criticat de altii, conceptul europocentrism. Facem precizarea
¢ marile descoperiri de ,Jumi noi”, la capatul multiplicarii
cilor si expeditiilor maritime cunoscute, nu sunt singura cauza
a polemicilor iscate de termenul si mentalitatea designate
de europocentrism, acestea avand o mai lunga cariera pana
n perioadele ce au urmat destramarii imperiilor coloniale.
Intr-o incercare de radiografiere more geometrico a perioadei,
vom fi de acord cu istoricii francezi cd ,secolul al XIV-lea
constituie pentru Europa debutul unei epoci de calamitati pe
care le rezuma celebra rugaciune adresatd lui Dumnezeu de
umanitatea in suferintd: Apara-ne, Doamne, de foamete, de
ciuma si de razboi!”, precum si ca secolele XIV si XV raman in
memoria europenilor drept razboiului de ,0 suta de ani.™

Epoca la care facem referire, considerata indeobste ca sfarsit
de Ev Mediu (mai precis, cel de al XV-lea secol), este pentru
Furopa i cea in care un sir de calamitati, precum foametea,
ciuma, omniprezentele razhoaie, jafurile si faradelegile de tot
soiul, revoltele taranesti determina, Impreuna cu constiinta
inexistentei unei contraponderi salvatoare, o acutd criza
spirituala si intelectuala. Mentalitatea oamenilor n suferinta
si perpetud nesigurand proiecteaza in constiinte impresia
prabusirii unei lumi sustinute de cei trei stalpi care i-au
asigurat vietuirea: sistemul seniorial, Biserica, marile edificii
politice: Sfantul Imperiu si Bizantul, insotite de contlicte ce par
insolvabile. Toate aceste componente ale unei crize generalizate
Jzdruncina formele de credintd religioasa si sistemele de
gandire care exprima reflectarea universului si a organizarii
sale.™

Este cunoscuta lunga epopee a conflictului dintre Papalitate
si puterea seculara, periplul sinuos al luptei pentru suprematie,
dintre cei ce se considera urmasii directi ai Sf. Petru, ierarh
primat, intre ierarhii bisericii universale, cea catolica, episcopul
din scaunul de la Roma, Papa si conducatorii politici - imparati,
regi, printi, duci, seniori et ejusdem farinae din epoca medievald
europeand si universald, si nu vom insista’ Impreund cu
disolutia celor doua imperii europene in care s-a divizat
longevivul Imperiu Roman - cel germanic si cel hizantin - si cu
ascensiunea flamboaiant cuceritoare a celui Otoman, ajuns la
portile Europei Centrale prin permanente ,lovituri de berbec”
razhoinice, iatd elemente constitutive ale unei crize ce va
zgudui mentalitatea siva da nastere unor noi miscari in gandire
si actiune, ce vor configura si edifica Europa moderna. Este
vorba, se subintelege, de: Umanism, Reforma, Contrareforma
(termen mai putin folosit ulterior), Renastere, Luminism, dar
si de lungul drum al nasterii - pe ruinele imperiilor - si al
consolidarii statelor nationale, asa cum le cunoastem astazi, pe
ntinsul pamanturilor de la Mediterana si Adriatica - 1a Caspica,
Marea Nordului si Marea Neagra, si de la Alpi si Apenini - la
Urali. Nu vom putea trece cu vederea imprejurarile, cu vaste
repercusiuni asupra culturii si civilizatiei europene, cladite in
perioade de flux si reflux, cu deschiderea lumii europene spre
alte orizonturi, gratie Marilor Descoperiri, legate de faimoase
nume: Cristofor Columb, Magellan, Marco Polo, Amerigo
Vespucci, Vasco da Gama, Alvarez Cabral, Francisco Pizzaro,
Hernan Cortes etc.
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Note:

1. Rodica Topor, Diaconu Florica si Georgeta Marghescu, Culturd: Termeni §i personalitati. Dicfionar (Bucuresti: Editura Vivaldi,
2000), 39-42, 57-59.

2. Detalii la Alexandru Tanase, Culturd si civilizatie (Bucuresti: Editura Politica, 1977), 48-91, 93-123. George Uscitescu, Onlologia
culturii (Bucuresti:Editura Stiintifica si Enciclopedica, 1987), 5-79.

3. George Uscdtescu, Ontologia culturii (Bucuresti: Editura Stiintifica si Enciclopedica, 1987), 69-79.

4. Apud. Rodica Topor, Florica Diaconu si Georgeta Marghescu, Culturd: Termeni si personalitdfi. Dictionar (Bucuresti: Editura
Vivaldi, 2000), 77.

5. Serge Berstein si Pierre Milza, Istoria Europei. Vol. 3: State si identitdli europene (lasi: Institutul European, 1998), 123.

6. Florence Braunstein si Jean-Francois Pepin, Raddcinile culturii occidentale (Bucuresti: Editura Lider, s.a), 5.

7. Pierre Chaunu, Civilizatia Europei clasice (Bucuresti: Editura Meridiane, 1989), 18-19.

8. Peter Burke, Renasterea Europeand. Centre si periferii (Iasi: Polirom, 2003), 5.

9. Victor Neumann, Tentatia lui homo europaceus. Geneza spiritului modern in Europa centrald i de sud-est (Bucuresti: Editura
Stiintifica, 1991), passsim.

10. Alexandru Husar, Ideea europeand sau noi si Europa (istorie, culturd, civilizatie) (Tasi: Institutul European, 1993), passim.

1. J.J. van Cuilenburg, O. Scholten si GW. Noomen, Stiinta comunicarii (Bucuresti: Humanitas, 1998), 28-29.

12. Paolo Rossi, Nasterea stiintei moderne in Europa (Iasi: Polirom, 2004), 7.

13. Berstein si Milza, Istoria Europei,i2-14.

14. Ihid., 30.

15. Marvin Perry, Western civilization, vol. I: To 1789 (Boston: Houghton Mifflin CO, 1990), 122-123. Notam doar doua detalii ce pot
interesa subtextul problematic: a) etimonul prim al familiei lexicale derivate din “catolic” este grecescul katholikos=universal
si b) suprematia absoluta -adica primatul episcopului de Roma, acceptat inca din anii triumfului acestei religii in Imperiul
Roman - se bazeaza pe foarte frecventa invocare a deciziei continute in Evanghelia dupa Matei, din Noul Testament-16.18,
ce suna astfel: ,Tu esti Petru si pe aceasta piatra voi zidi Biserica Mea si portile Locuintei mortilor nu o vor birui”, Se stie ca
numele Petru se leaga sub raport fonetic cu petra, in greaca: piatra, cu evidenta trimitere spre temelia zidirilor.
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FOTOGRAFIA IN CONTEXTUL
SPIRITUALITATII CONTEMPORANE.
PERSPECTIVE ANTROPOLOGICE:

O NOUA MITOLOGIE
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Banat Village Museum, Timisoara
Personal e-mail: borko.ilin@gmail.com

PHOTOGRAPHY IN THE CONTEXT OF CONTEMPORARY SPIRITUALITY.
ANTHROPOLOGICAL PERSPECTIVES: A NEW MYTHOLOGY

This work places photography in the context of contemporary spirituality, starting from the human need to stop time by taking
photos. Photography perfectly illustrates the need of contemporary man for magic, myth, the supernatural, as a way to relate to
everyday life. Photography, especialy digital photography, is part of the ‘new mithologies' of conteporary spirituality. Photography
has become akind of emotional memory, a repository of reality that can express notions and states of the most varied. Despite the
dangers it presents, digital procesing greatly stimulates creativity, innovative idea, vision, skill or desire of the photographer. The
photography route is analized from cultural perspective, between two landmarks: Susan Sontag and Jean Baudrillard.

Keywords: photography, cultural anthropology, contemporary spirituality mitology, digital photography.
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Notiunea de spiritualitate contemporand” este atat de
complexda Incat poate fi greu definitd in cateva randuri; cert
este ca, dincolo de globalizare (probabil cea mai cuprinzatoare
dimensiune a actualitatii), de secularizare si indepartarea tot
mai vizihila de biserica institutionalizata, de uniformizarca
si standardizarea (macdonaldizarea) societdtii occidentale,
de consumerismul tot mai accentuat, dincolo de toate
aceste dimensiuni nu o datd alienante si depersonalizante,
omul comunitatii contemporane gaseste un refugiu intr-o
spiritualitate mai hogata si mai permisiva ca niciodata.

Antropologul francez Michel Maffesoli, unul din cei mai
preocupati observatori ai spiritualitdtii contemporane,
vorbeste chiar despre un fenomem de ,re-vrajire” a lumii,
observahil in tot mai multe sectoare ale vietii cotidiene’; se
acrediteaza, astfel, ideea ¢ dupa o dez-vrajire a lumii datorata
omului rational, care explica realitatea in mod stiintific, bazat
pe argumente demonstrabile, omul simte nevoia sa creeze
0 noud mitologie, ca un spatiu de refugiu, unde sa se poata
bucura liber de sentimente si emotii sau s evadeze din lumea
rigida, fixa, industrializatd, robotizata.

Pornind de la acest tablou al spiritualitdtii contemporane,

Maffesoli explicd interesul si preocuparea mare a comunitdtii
contemporane pentru magie si mitologie, vizibila in subiectele
filmelor, romanelor, creatiilor artistice, literaturii, muzicii dar
si in subiecte ce in de misticism, yoga, astrologie, supranatural,
new wavez,

In acest climat de ,evadare din realitate” include Maffesoli
si fotografia, in toate dimensiunile ei: fotografia clasica, de
familie, portretul, fotografiile facute in studiourile foto n
pozitii statice. Toate conturcaza albume de amintiri, oferind
privitorului posibilitatea de a se refugia intr-o lume traita
candva si acum rememorata, ca o contrapondere la agitatia
zilnicd a vremurilor noastre. Similar se ntampld si cu
fotografia digitala, cea care poate fi prelucrata intr-un mod
artistic: imaginea este ,deformata”, dar intr-un mod creativ,
oarecum magic, astfel incat poate crea o mitologie personala
cu efect calmant, linistitor, pe de o parte, sau, pe de altd parte,
poate tulbura, adicd poate declansa meditativul spontan sau
accesa emotii in functie de mecanismul fiecarui privitor de
contopire cu contextul sau scoaterea din acesta.

La acest climat general sugerat de antropologul francez,
mai putem adduga o dimensiune presantd a spiritualitatii
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contemporane pentru care fotografia poate veni cu o
rezolvare: regisirea identitdtii personale. In ultima vreme,
psihologii vorbesc tot mai mult despre o anumitd stare de
alienare umani cauzata de pierderea identitatii, intr-o lume
tot mai profund si tot mai intens globalizatd, in care toti
suntem ,cetateni europeni”, toti ne imbracim de la aceleasi
linii de magazine de haine, toti mancam la aceleasi lanturi de
fast food, toti ne uitdm la aceleasi platforme de streaming cu
filme, toti frecventam aceleasi retele de socializare.

Goana dupa identitate atinge cote tot mai inalte, iar
fotografia, si mai ales colectiile de fotografii si / sau albumele
de fotografii actioneaza ca o ancord in trecutul nostru ,real”,
oferindu-ne detalii certe despre identitatea proprie: cine
suntem, de unde venim, cirui grup ii apartinem. In acest
curent putem include, de exemplu, tot mai multe proiecte
muzeografice, sub titulatura generala de ,foto-etnografica”
dar si proiectele gen ,album de familie”, in care sunt
prezentate fotografiile mai multor generatii ce aduc elemente
de legitimare: costume populare ce tin de o anumitd zona,
imbracaminte ce trimite la o anumitd epoca, portretele
membrilor de familie cu citeva generatii in urma, clisee din
interiorul caselor locuite de familie.

Foto: Muzeul Satului Banatean Timisoara

In fine, o altd coordonatd a lumii contemporane in opinia
aceluiasi Maffesoli este ,nomadismul”, un termen introdus
de antropologul francez in pereche cu ,organizarea tribala”
sau, mai hine zis, ,neo-tribald”, care porneste din observatia
ca populatia actuala tinde tot mai mult sa se organizeze in
grupuri, constituite ca niste structuri sociale ce impartasesc
valori comune si stiri de spirit asemdnatoare, similare vechilor
triburi din istorie si transformate acum in triburi urbane: ,Este

de ajuns, pur si simplu, sd deschizi ochii pentru a observa ca
diferitele multimi postmoderne se sprijina in mod esential pe
disparitia subiectului in efervescenta sau hanalitatea grupului.
Sport, muzicd, religie sunt supuse actiunii legilor imitatiei.
La fel si diversele institutii sociale, care sunt devorate de un
tribalism galopant™.

Acestor triburi le este specific un anume ,nomadism”,
adica o mobilitate mai mare decat oricand in istorie: oamenii
caldtoresc pe distante mai lungi sau mai scurte din motive
turistice, dar se deplaseaza frecvent si pentru accesarea unui
loc de munca mai bun, chiar si pe distante lungi (mobilitatea
profesionald) sau din motive religioase (pelerinajul la Mecca
sau drumul tot mai popular Camino, spre Santiago de
Compostella, prin nordul Spaniei) ori de explorare (inconjurul
lumii pe bicicleta, pe motocicleta, pe jos) si sportive (maratonul
de la polul nord, drumul cu o canoe de-a lungul unui fluviu).
Acest nomadism nu poate exista fara imortalizarea fotografica
a fiecirui moment, care legitimeazd si da veridicitate
caldtoriei, si care va da acea impresie de ,identitate” atunci
cand va fi revazula.

Mai departe, In ziua de astazi, acest nomadism, ca o
caracteristica implicita a constructici umane - de explorator,
cuceritor al noilor teritorii, dublat de o alta stare implicita a
firii umane, curiozitatea - este descori manifestat si fard a
fi nevoie de deplasare fizica. Tehnologiile contemporane ii
faciliteaza omului accesul in timp si spatiu, oricand si oriunde,
prin imagini si fotografii online. Pe linga acest nomadism
virtual care satisface nevoia de explorare geografica, fotografia
si/sau imaginea acopera inci o nevoie la fel de definitorie a
omului: cea a stabilirii la vatrd, sentimentul de proprietatea
asupra propriului destin - adica, prin albume / foldere /
colectii de imagini, omul contemporan poate fi ancorat in
propria sa identitate chiar in timp ce practica nomadismul,
avand oricand acces fizic sau virtual la imagine, la propria sa
identitate, indiferent de stilul de viata ales. Astfel, o componenta
importantd a spiritualititii ii este oricind accesibila prin acest
pachet de constiinta de sine stocahil si dipsonibil la purtator.
In contextul nevoilor umane fundamentale, una dintre
valentele spiritualittii contemporane ar fi si aceasta: sd poti
sa fi explorator si de acasd, sau, explorand, s ai tot timpul si
casa cu tine. Antropologia culturala inregistreaza, observand
comportamentul omului din comunitatea contemporand, o
metamorfoza a mitologiei clasice, cu mituri fondatoare hine
definite, conectate la sacru, intr-o serie de mitologii profane
dar foarte conectate la tot ce inseamna modernitate. Desigur,
aceste mitologii contemporane sunt total lipsite de sacralitate
dar sunt foarte prezente in cotidian, fapt ce le ridica, in
acceptiunea datd de omul modern, la rangul unor adevirate
modele de geneza si comportament, cu valente aproape
sacrale, adicd un soi de mitologii moderne.

Volumul coordonat de Jérome Garcint, ,Noile Mitologii”,
de o actualitate indiscutabild, continua ,Mitologiile” (1957) lui
Roland Barthes dar si dictionarul lui Pierre Brunel - ,Miturile
secolului XX, prezentind o serie de exemple concrete ce
demonstreaza metamorfoza mitologiei clasice in mitologiile
profane ale lumii moderne. Jurnalistul Jérome Garcin continua
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1n acest volum seria exemplelor de mitologii profane oferite
de Barthes in colorata sa radiografie a comunitatii moderne
marcatd de ideea de consum, cu alte mitologii, si mai moderne,
in articole scrise jurnalistic de o serie de etnologi, economisti,
sociologi, filozofi, istorici, psihologi, romancieri.

Volumul demonstreazi ci intre respectul fatd de traditie
si dorinta de modernitate, societatea de consum, cu toate
simbolurile, alegoriile, mistificarile, exagerarile, mitologizarile
excesive, apeleaza zilnic la personajele unei mitologii ale omului
modern care nu mai apartin unui panteon (ca totalitate a
divinitatilor apartinand unei mitologii sau unei religii politeiste)
ci mai degraba unui ,bazar”. Sunt miturile existentei cotidiene;
cu siguranta printre ele se afld si fotografia digitald, alaturi de
telefonul mobil, sistemul wifi, GPS-ul, Facebook-ul, Google,
Netflix, companiile low cost, SMS-ul si Messinger-ul de pe
facebook, blogul, moneda euro, mall-ul, autoturismul 4X4
denumit SUV.

In articolul siu, Marc Augé vorbeste, in cartea citatd mai
sus, de exemplu, despre Furnalul de la ora 8 ca despre un mit
modern al jurnalismului, un soi de ,povestea lumii” in care
prezentatorul este mediator intre noi si lume, iar secventele
jurnalului ne plimba vizual si senzorial prin intreaga lume,
aproapeintimpreal’. Unaltmitrecent, pomenitin acelasivolum
este cel al telefonului mobil, devenit indispensabil, apartinand
categoric biografiei moderne a omului contemporan, care
creeazd dependenta dar este si necesar prin utilitatea extinsa,
la fel calaptopul: lumea intreaga incape practic intr-un laptop,
la fel ca In memoria unui telefon mobil®.

Ne permitem sa continuam seria acestor mitologii cu inca
una unanim acceptatd de modernitate: fotografia digitala.
De altfel, potrivit unor informatii din mediul virtual, se pare
ca fotogafia a cunoscut, sub aspect tehnic, cea mai rapida
dezvoltare dintre toate artele si mestesugurile preluate in
actualitate, devenind accesibild practic, oricui. In conditiile
unui acces atat de facil la tehnologia fotografica elementara,
practic orice posesor de camera foto sau dispozitiv similar
poate capta o imagine si, apelind tot la o tehnologie
elementara, poate prelucra acea imagine, trasnformand-o, in
final, nu intr-un mijloc de redare fidela a realititii, asa cum a
fost initial, ci intr-o imagine a irealitdtii”, sau oricum, a unei
realitdti alterate. Mai mult, aproape orice doritor care are
notiuni minimale de tehnica digitald fotograficd poate obtine
o fotografie perfectd sau aproape perfecti. Semanticienii

avertizeaza insa ca printr-un asemenea proces necontrolat de
digitalizare, mesajul originar al fotografiei se pierde, in loc sa
se intareasca sau sa se consolideze.

Asadar, pentru spiritualitatea contemporana fotografia
a devenit un soi de memorie emotionala, un depozitar al
realitdtii ce poate exprima notiuni si stari dintre cele mai
variate, iar prelucrarea digitald, in ciuda pericolelor deja
mentionate, stimuleaza mult creativitatea, ideea novatoare,
viziunea, priceperea sau dorinta fotografului. Libertatea de
ajustare alumii dupa bunul plac este maxima, lumea fiind doar
materia prima pentru un produs final idealizat, modificat si
perfectionat pe gustul celui care fotografiaza si devine, prin
acest proces de modificare si recontextualizare, creatorul
propriilor sale vederi asupra lumii.

Foto: Muzeul Satului Bandtean Timisoara

Pe de altd parte, revenind la cadrul general, cel al
spiritualitatii contemporane, am putea introduce in discutie
si 0 perspectivi uman-comportamentald: pe langd faptul
cd spiritualitatea este ceea ce caracterizeaza o colectivitate
umana din punctul de vedere al trairilor si emotiilor, se refera
si la specificul culturii sale. Mai departe, cultura inseamna,
in acest context, deprinderi comportamentale si obiceiuri
inndscute si dobandite, si, mai apoi, practicate cu regularitate.
Aceste comportamente sunt deseori caracterizate de o
conduitd mecanica, adica se inradacineaza prin simplul fapt
ca sunt practicate in masa.

General vorbind, comportamentele sunt, deopotriva,
cauzele si efectele unor nevoi. Vom aminti pe scurt, asadar,
nevoile spirituale pentru a face fotografie, nevoia omului de
a fotografia: pe langa informarea mediatica si documentara,
care confera fotografiei rolul ei social, nevoia In sine a omului
de a face fotografie deseori atinge nevoile umane clasificate in
Lpiramida lui Maslow”, mai exact locul 5 din ierarhie, care ¢ i
ultimul: autorealizarea, dezvoltarea personald. Aici ne referim
lanevoia de a crea frumosul, de a capta o imagine care trezeste
emotiile cerorlalti, prin estetica ci, adicd prin vibratia ei. Apoi,
nevoia de insusire a lumii, macar la nivel microcosmic, nevoia
de a imortaliza, de a captura un moment al universului, al
timpului insusi. Aceastd nevoie se extinde mai departe in
nevoia de face ceva special, de a captura o imagine inedita,
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neobisnuitd, cu efect, cu poveste, indiferent de subiectul ales.

Pe aceeasi directie, in continuare, survine nevoia de a
impartasi gestul tau cu lumea, de a face publici fotografia. Si,
la final - nevoia de a soca, de a incanta, de a contraria, adica
de ate defini cumva pe tine In aceastd lume prin realizarea ta.
Acest ultim act urca de pe a patra treapta a ierarhiei nevoilor
- cea de recunoastere sociala. Recunoasterea sociald satisface,
desigur, pand la un punct, si orgoliul personal, incadrat pe a
cincea treapta, de la care am si pornit. Complementaritatea si
interdependenta acestor doua trepte in ierarhia nevoiloril face
pe om sa apeleze la lume printr-o creativitate a carei premisa
obligatorie este estetica: am facut sau am creat ceva, sunt
capabil de asa ceva, am Impartasit actul meu cu lumea, lumea
areactionat - nu conteaza cum - dar, am fost observat si mi-
am facut un rost. Prin fotografie, si, implicit, prin estetica ei -
fotografia isi depaseste atributia de simpla mérturie. Estetica
unei fotografii insumeaza apelul la simturile si filtrele omului,
il indeamna la reflectare si simtire, adica il indeparteaza de
indiferenta si inactivitate mentala si spirituala.

De exemplu, nevoia unui fotograf de peisaje denota nevoia
lui pentru frumos, pentru esteticd, nevoia de impartasire cu
lumea i nevoia de autorealizare, de propria lui asezare in
lume, nevoia de rol si rost. Similar acestui exemplu generic
de fotograf, multitudinea celorlalte tipuri de fotografi,
specializati pe alte domenii, are acelasi propulsor spiritual.
Estetica nu este ingradita doar la conceptul de frumos sau
pozitiv, ci Insumeaza intreaga indeletnicire cu ceva ce are, in
fundal, subiect si predicat, ceva creator de poveste, pentru
oameni si lume.

Foto: Lacul Como (Italia)

Treptele trei si patru din ,piramida lui Maslow”, a ierarhiei
nevoilor, cele de apartenentd si de recunoastere sociala, sunt
satisfacute n societatea contemporana de fotografiile postate
pe retelel sociale, de exemplu pe Facebook, si, mai ales, in
randul tinerilor, pe Instagram. De regula vorbim de selfi-uri si
de (vulgar spus) fotografii-document, adica imagini cu sinele
in diverse locatii de pe mapamond, al ciror rol este sa certifice
statutul social, in fapt posibilitatea financiara de a calatori sau
de a face lucruri ce demonstreaza iesirea din tiparul cotidian.
Fstetica acestui tip de fotografii, care au rolul demonstrativ
de autopromovare pe niste piedestaluri artificiale, este in
mare parte si ea una artificiald, fiind obtinutd tot artificial,
cu ajutorul programelor de prelucrare foto, incorporate din
fabricatie in telefoanele smart sau camerele digitale.

De aici se ajunge si la nevoia omului contemporan pentru
artificial sila raportarea lui fireascd la ceea ce este contraficut.
Din moment ce exista posibilitatea ca din nimic sa se faca
ceva, nevoia pentru original se diminueaza si originalul trece
printr-o metamorfoza conceptuald: artificialul devine original
si este acceptat ca atare. Povestea creatd artificial este la fel de
buna ca cea originald, din moment ce ea certifica ceva ce se
vede, din moment ce este dovada a ceva. Produsul artificial a
reusit foarte usor sa se strecoare in spiritualitate si sa devina
0 conotatic a ei, fird a fi rejectat sau prea mult disputat de
marile mase.

In fine, este un fapt demonstrat ci spiritualitatea
contemporana si fotografia merg mana in mana. Dacd prin
anii saptezeci se discuta mult despre capacitatea fotografiei
de a reflecta realitatca, despre aspiratia fotografului spre
obiectivitate si fidelitate in redare, cand s-a ajuns chiar sa se
discute despre faptul ca fotografia, prin claritatea si fidelitatca
sa poate elimina total subiectivtatea umana, din contra, prin
anii noudzeci aceastd teza s-a modificat radical si s-a vorbit
tot mai mult despre felul in care fotografia poate modela
realitatea, intr-o poronire de subiectivtate care inseamna, in
cel din urmd, arta.

Trecerea intre milenii aduce in centrul analizei fotografiei
contemporane doud voci distincte: Susan Sontag si Jean
Baudrillard, analisti pentru care rolul imaginii in lumea
modernd trimite la o plaja largd de interpretari, de la
modelarea realului pana la chiar pierderea reperelor acestuia.

O carte care a facut cariera in jurul anului 1980 este ,On
photography”, a lui Susan Sontag, care pune bazele filozofiei
moderne a fotografiei, pornind de la ideea ca imaginea
realizata de un fotograf este mai mult decat o joaca si mai mult
decat o delectare: este o etica a vizualului, pentru ca ne educa
tendintele despre ,ceea ce merita vazut” si poate face diferenta
intre ceea ce e valoros si ce nu, adica ne modeleaza perceptia:
Lnvitandu-ne noul cod vizual, fotografiile ne modifici si ne
largesc notiunile legate de ce meritd si ce nu merita vazut
si legate de ce aveam dreptul sa observam. Ele reprezinta
gramatica si, mai important, etica vizului. In sfarsit, cel mai
grandios rezultat al industriei fotografice este acela de a ne da
senzatia ca tinem in mainile noastre intregul glob - sub forma

2997

unei antologii de imagini™.

Foto: Parcul National Plitvice (Croatia)
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Concluzia lui Susan Sontag: ,today everything exists to
end in a photograph” dar fotografia ar trebui sa fie ,un act de
non-interventie”, pentru ca astfel putem experimenta corect,
realist, etic, realitatea: ,Procesul fotografic este esentialmente
un act de non-interventie. Parte din oroarea oferitd prin
fragmentele memorabile de foto-jurnalism contemporan,
precum fotografiile unui calugar vietnamez care se intinde
spre canistra de benzind, a unei trupe bengaleze de gherila
care ucide cu baioneta un colaborator legat fedeles, provine
si din constientizarea faptului ca, in situatii in care fotograful
trebuic sa aleaga intre fotografie si viata sa, a devenit
plauzibila alegerea fotografiei. Persoana care intervine nu
poate inregistra evenimentele, iar persoana care inregistreaza
nu poate interveni™,

Dupa zece ani, n 1990, Jean Baudrillard plaseaza fotografia
ntr-un alt registru: el considera ca succesiunea de fotografii
descompun lumea prin fragmentare si ca fiecare imagine
.dezbracd™ obiectul de calitatile, trasaturile si insusirile prin
care acesta poate fi descris: volum, greutate, cantitate si chiar
sens, iar aceasta operatie executata de fotograf nu face altceva
decat sa faca din fotografie o imagine care fascineaza. Pentru
Baudrillard, cele mai valoroase fotografii sunt instantaneele,
adica fotografiile ,luate prin surprindere”, in care subiectul nu
este pregatit deloc iar daca acesta este un subiect uman, cel
fotografiat nu are nici cea mai vaga idee ca va fi subiectul unei
fotografii si nu se pregateste pentru aceasta. Un exemplu de
astfel de subiect perfect autentic este silbaticul din triburile
exotice dar si orice este ,special”.

Note:

Foto: Muzeul Satului Banatean Timisoara (Festivalul Etniilor)

Cu Simulacre si simulare®, Baudrillard ridica fotografia
la rangul maxim, propriu doar contemporaneitdtii, unde
imaginea sau fotografia devine oarecum canibala, anihilindu-
si propriul model prin forta sa ucigatoare si creand o lume
paraleld, ca un soi de matrix (de altfel imaginile care stau la
baza celebrului film au fost gandite chiar de Baudrillard).
Intr-o astfel de lume paraleli, a imaginatiei, fotografia si
imaginea inlocuiesc realul si schimba total sensul lumii.
Finalul este c¢a lumea intreaga devine un simulacru, incepand
cu omul si terminand cu Dumnezeu, moment in care lumea
reala se prabuseste si in locul ei, individul obisnuit ajunge sa
traiascd doar intr-o continud simulare a vietii si a realului.

1. Michel Maffesoli, Revrdjirea lumii. O eticd pentru timpurile noastre (Bucuresti: Editura Institutul European, 2008).

2. Ihid., p. 134

3. Ihid., p. 134 - 135

4. Jérome Garcin, Noile Mitologii (Bucuresti: Editura Art, 2000)
5. 1hid., p. 19 - 20

6. Ibid., p. 45 - 46

7. Susan Sontag, Despre folografie (Bucuresti: Editura Vellant, 2014), p. 15
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0. Jean Baudrillard, Simulacre si simulare (Cluj Napoca: Idea Design & Print, 2008).
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EARLY NEOLITHIC POTS FROM TRANSYLVANIA. FUNCTIONALITY, DECORATIVE ART AND SYMBOL

Through this study we do not intend to make a general presentation of the early Neolithic ceramic material
discovered in Transylvania. We want to choose some samples considered representative in order to be included
in the three categories proposed in the title: functionality, decorative art elements, and symbols. In most cases,
we chose materials discovered through research conducted in the last ten to fifteen years, taking into account the
research teams we were part of and material that we managed to either analyze and interpret statistically, or to
develop and/or photograph. Although the materials have already been presented either in the research reports, in
the monographs dedicated to the sites in question, or in scientific articles, we consider our approach useful since it
details aspects strictly related to Starcevo-Cris ceramics.

Keywords: pottery, Early Neolithic, decorative art, symbol, production techniques, ornaments, Starcevo-Cris

i
e

Aparitia olaritului

Schimbarile prin care au trecut comunititile umane odata
cu inceputul Holocenului, erd geologica care a inceput acum
aproximativ11.000 de ani si pe care incd o traversam, au fost unele
cu impact major asupra evolutiei modului lor de viatd, atat sub
aspectul inovatiilor tehnologice, cat si sub cel al transformarilor
sociale si culturale. Sub presiunea unor modificiri de ordin
climatic', omul a trebuit sa se adapteze, iar mai apoi sa porneasca
dominatia mediului inconjurator, prin practicarea agriculturii.
Trecerea de la o economie bazatd pe vanatoare, pescuit si
cules, la una agrara s-a produs gradual, iar aceasti noud
perioadd istoricd pe care umanitatea a traversat-o - neoliticul
- s-a manifestat si prin alte inovatii deosebit de importante,
printre care producerea ceramicii. Influentat in mod clar de
marxism, Vere Gordon Childe foloseste sintagma Revolutie
neolitica* pentru a explica toate transformarile si procesele
de ordin tehnologic, dar si social, pe care umanitatea le
traverseaza odatd cu adoptarea modul de viata neolitic. Unii

specialisti au dus mai departe aceasta expresic si au extins-o,
vorhind totodatd de o revolutie religioasd’.

Daca pentru perioada paleolitica formele artei decorative
sunt reprezentate prin diverse instrumente ornamentate
cu ajutorul inciziilor sau a picturii, odata cu neoliticul
accastd forma de arta se regaseste si pe vasele ceramicet,
Fabricarea ceramicii de catre primele comunitati umane care
au trecut la modul de viatd neolitic a fost pusd in conexiune
cu sedentarizarea: oamenii devin acum direct interesati de
cultivarea pamantului, iar recolta trebuia transformata in
provizii, vasele din ceramica fiind deosebit de utile pentru
acest lucru. Totusi, accastd observatie trebuie privitd cu
prudentd. Spre exemplu, sunt atestate arheologic comunitati
nomade care au produs ceramicd, tocmai din nevoia de a stoca
si transporta hrana. Mai mult, comunitatile neolitice timpurii
vor deveni mobile, neolitizarea fiind introdusa in Europa
tocmai printr-un proces de migratie si difuziunes, Migratia
este o miscare de populatie si nu doar de tehnologie, care
aduce atat cunostinte materiale, cat si culturale®, in vreme ce
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difuziunea presupune un proces lent, care nu implica miscari
de populatie, ci transmiterca elemente de ,moda”, ori idei,
tehnologii, de la un teritoriu la altul’. Cel mai mare numar de
obiecte realizate din ceramica il reprezinta vasele, iar acestea
puteau avea diverse intrebuintari: depozitare, transport,
servirea hranei, sau rol cultic.

Primele vase ceramice nu erau suficient de rezistente
pentru a se putea gati in ele, iar explicatia consta in faptul ca
temperatura la care acestea au fost arse era una prea scazuta.
Este foarte posibil ca primele vase ceramice sa fi fost arse la foc
deschis, acoperite doar de paie ori vegetatie uscata. Un studiu
efectuat pe ceramica neolitica timpurie din Ungaria® indica in
mod clar faptul ca ceramica a fost arsa la o temperatura de sub
750-800 °C, facand ca acestea sa nu se preteze unei utilizari
intense si fira a putea mentine in interiorul lor produse lichide.
Mai mult, primele vase ceramice care au aparut initial in
Orientul Apropiat, erau de mici dimensiuni, putine la numar,
sarac ornamentate si arse la temperaturi mici (sub 650°C),
intr-o atmosfera oxidantd’. Asadar, a fost necesara o perioada
indelungata pana ce tehnica de producere a ceramicii sa fie
bine stapanita®. Spre exemplu, pentru neoliticul timpuriu din
Grecia specialistii nu au identificat nici un vas in care si se
fi putut gati in el, iar pentru neoliticul dezvoltat procentajul
acestui tip de ceramica ajunge la 30%. Aparitia vaselor pentru
gatit indica in mod cert si o modificare a dietei oamenilor,

Functionalitate

Inmod traditional functionalitatea unuivas este pusiin directi
legatura cu forma acestuia, insa in cazul ceramicii neolitice
timpurii, modul de utilizare trebuie conectat cu contextul
arheologic in care a fost descoperit. Cu toate aceste informatii,
la care putem adauga si observatiile etno-arheologice, nu
putem determina cu exactitatea modul de utilizare pentru
toate tipurile de forme de vas neolitice timpurii identificate si
catalogate, Nu trebuie sa uitdm cd, in cele mai multe cazuri,
fragmentarea acestui tip de material arheologic este una
pronuntatd, iar reconstituirea formei intregi a vasului este
posibila destul de rar. Exista mai multe clasificari ale tipurilor
de vase Starcevo-Cris, in functie de forma lor®, denumirile
folosite pentru a le incadra fiind: strachini tronconice, cupe
cu picior, oale, holuri, castroane, farfurii. Insd, chiar daci
putem stabili categoria din care vasul face parte, acest lucru
nu inseamna ca putem, in mod automat, si-i indicam si
functionalitatea.

Printre vasele cu o destinatie aproape sigurd - vas de
depozitare - se numara si unul descoperit in localitatea
Silistea (jud. Alba)*, Alcatuit din 63 fragmente ceramice, vasul
a putut fi reconstitui in cadrul Laboratorului de Restaurare
al Muzeului National Brukenthal. Tot in acest punct a fost
descoperit si un vas de mici dimensiuni®, care a putut fi, de
asemenea, restaurat. O descoperire similara a fost facutd si in
situl de la Seusa-La cararea morii (jud. Alba), acesta fiind inclus
de catre Marius Mihai Ciuta in categoria cazurilor ,speciale”,
si anume vase de tip creuzet. Un studiu foarte interesant si

Vas Starcevo-Cris descoperit la Salistea (jud. Alba)(apud Sabin
Adrian Luca, Anamaria Tudorie, Another Early Neolithic site
discovered in Alba County: Photo 1)

amplu despre un anumit un vas apartinand culturii Starcevo-
Cris7, care putea fi utilizat pentru transportul sau pastrarca
slatinei a fost publicat de citre Gheorghe Lazarovici si Magda
Lazarovici. Forma conica si prezenta unor perforatii in partea
superioara a buzei, care fac posibild suspendarea acestor
recipiente, astfel incat sarea s poatd fi uscatd si modelata
prin procedeul numit brichetare®, sunt argumente pentru a
sustine o astfel de functionalitate. Este tot mai hine atestat
faptul ca primele comunitati neolitice au fost foarte interesate
de aceasta resursd, sarea, motiv pentru care si migratia lor s-a
extins catre zone unde aceasta se gasea din abundentd®.

Un vas miniatural, de tip tavitd de aceasta data, a fost
descoperit si la Cristian I (jud. Sibiuf®. Avand o inaltime de
numai 24 mm, lungime de 41 mm si litime de 32 mm, acesta
a fost decorat pe una din laturile mici cu incizii scurte si
adanci, iar pe cealalta latura prezintd o perforatie. Pe laturile
lungi apar impresiuni facute cu un obiect, rezultand forme
circulare pe suprafata sa. Nu putem stabili, nici de aceasta
datd cu exactitate functionalitatea, insa este posibil ca el sa
fi fost utilizat pentru a depozita anumite substante rare, date
fiind dimensiunile sale i grija pentru ornamentare. Asa cum
am mentionat mai sus, fragmentarea materialului ceramic
intr-un sit arheologic este deosebit de pronuntatd, insa
descoperirea sitului neolitic timpuriu de la Cristian I (jud.
Sibiu)*, a constituit ocazia ideala pentru cataloga noi tipologii
de vase. In acest sit a fost descoperit un sanctuar cu gropi
din care au fost prelevate 59 de vase, mare parte dintre ele
fiind reintregibile=. Nu vom discuta despre toate formele noi
identificate aici si inserate in catalogul nostru®, insa trebuie
sa prezentim un vas cu totul special, cel mai probabil cu ro
cultic, si anume un vas cu doud guri*,

Pentru teritoriul tarii noastre, pana la acest moment este
cea mai timpurie descoperire de acest tip. Un vas cu doud
guri, apartinand de asemenea culturii Starcevo-Cris a fost
descoperit la Zauan, Insa acesta este incadrat din punct de
vedere cronologic tocmai in ultima subfaza de evolutie a
culturii Starcevo-Cris, respectiv IVB». Gheorghe Lazarovici
discuta in cazul sau despre un vas de libatii?®, act ritual care
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ar fi putut fi ficute cu diverse lichide®. Diferentele de forma
intre cele doud cazuri sunt importante, singurul lucru care le
apropie fiind prezenta celor doud guri. Vasul de la Cristian I
are o forma mai pantecoasa, in vreme ce vasul de la Zauan are
o forma aproape hitronconica, fundul este suprainaltat.

Daca in cazul vasului de la Zauan se presupune ca a fost
folosit pentru actul ritual al libatiei, in cazul celui de la
Cristian I au putut fi facute analize chimice asupra resturilor
care s-au conservat in interiorul su, iar ele au indicat faptul
ca substanta identificatd nu era una care se regaseste in mod
natural, ci una artificiald, rezultat al activitatii umane?, Acest
vas a fost interpretat ca fiind unul folosit in ocazie foarte rare,
poate singulare, in anumite activitati de veneratie, motiv prin
care se poate explica si raritatea unor astfel de descoperiri.

Elemente de arta decorativa

Decorarea este o interventie asupra vasului avand o finalitate
estetica, care nu influenteaza forma de baza a obiectului si se
petrece, de obicei, dupd prelucrarea suprafetelor. Tehnicile
de decorare pot fi in negativ sau in pozitiv, ambele putand
fi folosite pe acelasi vas*. Se pune intrebarea daca aparitia
primelor ornamente ar fi avut la baza un rol functional, fiind
determinatd de necesitatea de a indica continutul vasului, sau
destinatia sa, ori dacd rolul era unul pur decorativ®. Tipuri de
ornamente care se regasesc pe materialele ceramice Starcevo-
Cris din Transilvania pot fi incadrate in doud categorii: pictura
si ornamente plastice.

Pentru prima faza de evolutie, IA, ceramica neolitica
timpurie se identifica printr-un aspect monocrom®, odata
cu faza IB apar fragmente pictate cu rosu (sau o angobd),
denumiti Uberzug. Pictura este realizatd cu crem, sub forma
unor buline alungite, dispuse in benzi verticale de cate 3-4
linii®. Aceste elementele de decor din etapa IB se vor mentine
siin etapa urmdtoare. Am ales sa ilustram aici trei fragmente
ceramice (doud fiind parte al aceluiasi vas), descoperite la
Miercurea Sibiului, punctul Petris, provenind din complexul
Gr,.” buline alb/crem fiind aplicate pe un fond rosiatic.

Pentru etapa IC, pictura este realizata tot mai des pe o
angoba de culoare rosie*. Ceramica pictatd cu alb pe fond
rosu se mentine, motivele fiind puncte albe care formeaza
zig-zaguri, linii paralele, linii fara contur precis, linii din valuri
verticale, benzi in retea, benzi hasurate, romburi, benzi late
formand meandre, hasuri ce umplu spatii curboliniare. Se
remarca motivele din campuri largi, curboliniare, pictate cu
alb. Unele dintre acestea se vor dezvolla mai tarziu, formand
asa-numitul solid style”.

Odata cu etapa IIB, in unele zone va continua sa se dezvolte
pictura cu alb, iar in altele se va dezvolta pictura cu negru,
care va predomina odatd cu etapa IIIA. Ceramica pictatd
pastreaza si motive mai vechi, dar se remarcd si o dezvoltare
a picturii cu alb, in motive rectilinii, sau campuri curboliniare
largi, realizate inainte de ardere. Apare si pictura cu culori
intunecate: rosu, brun, negru in motive de triunghiuri
hasurate®. Odata cu etapa IIIB pentru ceramica pictatd, mult

§ & "‘&i_____ i, “
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Fragmente ceramice pictate Starcevo-Cris din groapa
Gr26 de la Miercurea Sibiului-Petris (apud Sabin Adrian
Luca, Dragos Diaconescu, Cosmin I. Suciu, Cercetdrile
arheologice de la Miercurea Sibiului - Petris (judetul
Sibiu, Roménia). Nivelul Starcevo-Cris in campaniile de
cercetare din anii 1997-2005: Folo. 2)

mai redusa la numar, se remarca motivul ghirlandei, iar in
etapa IVA ceramica pictata se imparte in doua grupe: una care
se dezvolta din motivele geometrice rectilinii, din prima faza
a picturii policrome, realizate cu culori intunecate si motive
meandrice®.

Decoratiile plastice, sub forma aplicatiilor, impresiunilor
(fie cu un obiect sau cu varful degetului sau cu unghia) si
ciupiturile, incep sa apara odata cu faza IC a culturii Starcevo-
Cris. Un exemplu pentru aplicatiile plastice si impresiune cu
varful degetului (alveolare) intalnim pe un fragment ceramic
descoperit Intr-un complex neolitic timpuriu din situl de la
Turdas-Luncd, in cadrul cercetdrilor preventive. Decorul
astfel rezultat ia forma unei rozete.

Fragment ceramic Starcevo-Cris din complexul C164 de la
Turdas-Lunc

Prin impresiune cu varful degetului pe suprafata buzei se
pot obtine si efecte de buzd ,dantelatd# In ceea ce priveste
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ciupiturile, aceste pot s apard in diverse combinatii, dar
unele dintre cele mai decorative sunt ciupiturile care imita
forma spicelor de grau. Acest tip de ornamentare nu este unul
rar, fiind descoperit frecvent, astfel de exemple existand si in
situl de la Cristian IIT (jud. Sibiu) (vezi Plansa 1/7).

O altatehnica de ornamentare intalnita frecvent pe ceramica
neoliticd timpurie, odata cu faza IIB este barbotinarea.
Barbotina putea fi aplicatd in mai multe feluri: fie stropita,
fie organizata in siruri, dispuse in diferite registre. Din nou,
situl de la Cristian I1I (jud. Sibiu) a furnizat si material ceramic
decorat prin barbotinare (vezi Plansa 1/4, 5, 8 si Plansa 2/1, 5).
Tot in faza IIB ceramica Starcevo-Cris incepe sa fie decorata
cu ajutorul inciziilor. Si in acest caz exista un registru extins
cu variantele in care au fost aplicate inciziile®, inclusiv pe buza.
Si pentru acest tip de decor, am ales sa ilustrim materialele
neolitice timpurii din situl Cristian IIT (jud. Sibiu)(vezi Plansa
1/2 §i Plansa 2/2, 3, 4)

Simbol si comunicare?

Pe langa aspectul legat de depozitarea sau servirea mancarii
in aceste vase din ceramica, cazul containerelor carora nu li
s-a acordat o atentie deosebita nici prin materialul din care
au fost fabricate nici prin tratarea suprafetei si/sau decorare,
ncadrata de catre arheologi de regula la categoria grosiera®,
existd o categorie de ceramicd care are o functionalitate
aparte pentru socictate. Ea are o semnificatic simbolica,
simbolul fiind ,incarcat” prin decorare sau o tratare aparte a
suprafetelor, sau chiar prin modelaj. In acest caz nu poate fi
exclusa nici o incercare de comunicare*,

Un asemenea exemplu poate fi considerat un fragment ceramic
unic pentru acest palier cronologic, descoperit la Miercurea
Sibiului 1T (jud. Sibiu), sit cercetat preventiv in perioada martie-
iunie 2012%. Este vorba despre un fragment care prezinta incizii, pe
doua randuri, ordonate liniar+,

La Cristian III (jud. Sibiu), in complexul C483, locuinta-
bordei numdrul 14 (B,,), a fost descoperit un fragment dintr-o
burtd de vas ornamental cu incizii fine, formand motivul
zvastici# (vezi Plansa 2/2), acest simbol fiind interpretat ca o
Ldansatoare” stilizata. Pentru perioada neolitica dansul apare
reprezentat, cel mai timpuriu, in mileniul 9 BC, in Pre-Pottery
Neolithic B din Levant#,

Un alt caz interesant, este cel al unui fragment dintr-o
toarta de vas, descoperitla Cristian I (jud. Sibiu), in complexul
L1, reprezentand, cel mai probabil, un vitel®.

Fragment dintr-o toartd de vas Starcevo-Cris reprezentand un
vitel (apud Anamaria Tudorie, Aspecte tehnologice ale ceramicii
Starcevo-Cris? Foto. nr. 8)

In religiile indo-mediteraneene taurul si bovideele in general,
reprezinti zeii celesti inzestrati cu o fecunditate fantastici. In
aria culturii Starcevo-Cris sunt foarte frecvente reprezentarile
de bovine, tauri in special (fie in forma realista, fie abstractd,
cum sunt considerate labretele sau aga-numitii idoli de tip
bucranium). Unii specialisti considerd ca taurul este simbol
al fortei creatoare si sugereaza ideca de putere, iar oamenii
preistorici credeau in puterea si forta sa de procreatie. Si
aceasta reprezentare poate fi pusa in legatura cu practicarea
cultului fecunditatii si fertilitatii.

Materialul ceramic reprezintd un indicator esential in
delimitarea diferitelor faze ale neoliticului timpuriu, prin
modificarile la nivel stilistic si tehnologic care apar™. Prezenta
sa deosehit de numeroasa In siturile neolitice timpurii
este de un real ajutor in incadrarea relativa a diferitelor
contexte arheologice, tinandu-se cont, bineinteles, de factori
micro-regionali care pot determina anumite caracteristici
particulare.
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Plansa 1 Ceramica Starcevo-Cris de la
Cristian I1I (jud. Sibiu), complex C483 (apud
Sabin Adrian Luca, Adrian Georgescu,
Anamaria Tudorie, Florentina Martis,

CRISTIAN III, PI XXI). Plansa 2: Ceramica Starcevo-Cris de la Cristian III (jud.
Sibiu), complex C483 (apud Sabin Adrian Luca, Adrian
Georgescu, Anamaria Tudorie, Florentina Martis,
CRISTIAN II1, P1 XVII).
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