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BARBU DELAVRANCEA 11VO ANDRIC - KNJIZEVNI KONTAKTI

1HSH-1910
* Barbu Stefnescu Delavrancea

In the realist structure of the short story Hagi Tudose (1903), written by the Romanian author Barbu
Stefanescu Delavrancea (1858-1918), there are incorporated motifs like stinginess, social alienation
and the accumulation of capital, and forty years later, through the character of Rajka Radakovi¢ from
the novel The Miss (1945), writer Ivo Andri¢ (1892-1975) did the same thing. Such characters
embodying the stinginess, like Hagi Tudose and Rajka Radakovi¢, have a similar psychological profile
and also similarities in their replicas, having the same ideas, and thus are created conditions for a
comparative reading of the mentioned works, just serving for a further dialogue and contact between
these two different cultures.

Keywords: motif of stinginess, intertextuality, comparative reading, dialogue of cultures

Neprestano ,preobrazavanje” proCitanog sadrzaja koje aktivira
»,komunikaciju medu piscima s one strane vremenskih granica”, odnosno neizbezna
»pokretljivost knjizevnih tekstova”l, rukovodili su nas u ideji da je mogu¢ knjiZevni
dijalog izmedu dvojice pripadnika realizma 20-og stoleca, Barbu Stefanescu
Delavrancea (1858-1918) i Ive Andri¢a (1892-1975). Analiziranje pozicije novele
Hagi Tudose (1903) Barbu Delavrancea i Andri¢evog romana Gospodica (1945) u

1 Pierre Bayard, Anticipirani plagijat, prevela Mira Popovi¢, Beograd, Ed. Sluzbeni glasnik, 2010, str. 53-60.
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kontekstu ne samo partikularnih, nacionalnih literarnih tradicija, ve¢ i u Sirem
kontekstu dvadesetovekovne knjiZevnosti, znacilo bi otvaranje prostora za
preispitivanje knjizevnih motiva tvrdicluka, neljudske pohlepe, nagona za sticanjem,
opsednutosti uStedom, akumulacije kapitala i socijalnog otudenja. Koliko nam je
poznato knjiZevna istorija, teorija i kritika nisu do sada u pomenutim delima
detektovale dodirne tacke. Sa pozicije obrade teme tvrdicluka, u radu polazimo od
ideje da oba autora crpe, transformisu i asimiluju motiv iz bastine evropske i svetske
knjizevnosti (Plaut, Shakespeare, Honoré de Balzac, Moli¢re, Charles Dickens...)..
Pozivaju¢i se na istaknutog francuskog komparatistu Ives Chevrel, Gvozden Eror
podvlac¢i da praksa intertekstualnosti nesumnjivo ne moze da bude prepustena
arbitrarnosti, te da je ,intertekst izgraden putem elemenata bazi¢nog corpusa, i
treba pokazati da su ovi elementi u odredenim odnosima, odnosima slicnosti,
analogije, ali i suprotstavljanja $to bi omogudilo da se pojedino delo protumaci
barem delimi¢no“2. Na istom tragu je ideja da se ,umetnicki lik ne izgraduje samo
kao realizacija odredene kulturne sheme, nego i kao sistem znacajnih odstupanja od
nje, koja nastaju pomocu posebnih uredenja”3. U tom smislu, lik Rajke Radakovié¢ -
Zene tvrdice - u simbolickom poretku balkanske zajednice biva krajnje neuobicajen i
netipi¢an. Usmereni na kompleksnu prirodu prozimanja stvaralacke li¢nosti pisca i
njegove biografije, tragaju¢i za duhovnim entitetom autora, najpre otkrivamo
biografske podudarnosti Andri¢a i Delavrancea koje se odnose prvenstveno na
njihovu druStvenu angaZzovanost. Barbu Delavrancea je bio profesor, advokat?,
urednik Casopisa ,Slobodna Rumunija”, poslanik u skupstini, predsednik opstine
Bukurest (1899), ministar javnih poslova (1910-1912), od 1912. ¢lan Rumunske
akademije nauka, ministar industrije (1917), vrstan pesnik i pisac, orator i politicar.
Dvadesetogodi$nja diplomatska aktivnost (od 1920. do 1941. godine) Ive Andrica
svakako opravdava drustvenu kritiku koja je diskretno protkana kroz Andricevo
delo $to ujedno doprinosi univerzalnoj dimenziji njegove proze.

Likovi tvrdica, Tudose i Rajka, imaju slican psiholoski profil i podudaraju se
u replikama varirajuci iste ideje, te se na taj nacin stvaraju uslovi za uporedno
naratolosko Citanje pomenutih dela:

1 Literarna dela sa temom tvrdicluka uzimamo kao opste i zajednicko dobro i naveSéemo neka od njih: Titus
Maccius Plautus (izmedu 254. i 251. godine pre n.e - 184. godine pre n.e.) napisao je komediju Cup
(Aulularia); hrvatski autor Marin Drzi¢ (1508-1567), napisao je komediju Skup (1554); iz engleske literature
izdvajamo delo Mletacki trgovac (1595), ¢iji je autor William Shakespeare (1564-1616); Jean-Baptiste
Poquelin Moliére (1622-1673) autor je Tvrdice (1668); Honoré de Balzac (1799-1850) napisao je Eugénie
Grandet (1833); 1z srpske literature izdvajamo Jovana Steriju Popovic¢a (1806-1856) i njegovo delo Tvrdica
(Kir Janja) (1837). Duzni smo navesti jo$ tri znacajna dela sa temom tvrdicluka iz rumunske knjizevnosti:
roman Moara cu noroc/ Mlin koji donosi srecu (1881) i roman Mara (1894) autora loan Slavici (1848-1925),
a zatim Otilijina Enigma/ Enigma Otiliei (1938), Ciji je autor George Calinescu (1899-1965);

2 Gvozden Eror, ,Komparatisticka terminologija. Novije akvizicije”, u Filoloski pregled, XXXIV, knj. 2, Beograd,
Ed. Filoloski fakultet, 2007, str. 27.

3 Jurij Lotman, Struktura umetnickog teksta, Beograd, Ed. Nolit, 1979, str. 326.

4 U ulozi advokata najpoznatije sudenje u karijeri Barbu Delavrancea odnosilo se na ono u kojem je pokazao
oratorske sposobnosti braneci svog kolegu knjizevnika Ion Luca Caragiale (Jon Luka Karadale) koji je bio
optuZen za plagijat (1902. godine).
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1. Antiheroji u literaturi; Mesto i vreme radnje novele Hagi Tudose je
Rumunija s kraja 19-og veka. Tema novele je socijalni Zivot Rumunije i prodor
kapitalistickog sistema u Zivot rumunskih sela i gradova. PripovedaC prati razvoj
glavnog lika, Tudosea od detinjstva do starosti. Od obi¢nog Segrta on postaje zelenas
i gazda koji ne skriva roditeljsku ljubav prema trgovini. Tumacenju ovog lika
pribliZavamo se kad ga smestimo u duhovni kontekst kolektivnih tvorevina rumunske
kulture jer kada govorimo o motivu tvrdice u rumunskoj literaturi te§ko ga je izbrisati
iz kolektivne memorije. Mesto i vreme radnje romana Gospodica je Sarajevo pre (oko
1906.) i za vreme Prvog svetskog rata, a zatim Beograd, glavni grad novostvorene
Kraljevine Srba, Hrvata i Slovenaca u prvim haoti¢nim godinama posle rata. Lik Rajke
Radakovi¢ nije blizak modelu kolektivne identifikacije. Svojstvo tvrdicluka,
opsednutost novcem, zelenaSenje, a zatim i tragican kraj, kreira model zajednicke
identifikacije pomenutih likova - tip palog coveka, odnosno antiheroja u literaturi.

2. Tvrdicluk kao stereotip/kao urodena i stecena crta Kkaraktera;
Tvrdicluk je kao defekt karaktera star koliko i ¢ove€anstvo, a manifestuje se vrlo ¢esto
i danas. Nije re¢ o ,slabosti koju nosi starost”, kako je tvrdio Aristotel u svom delu
Nikomahova etika. Tvrdi¢luk je kod Tudosea imanentna karakterna osobina i u
dobrom delu stereotip. Da li se to moze kazati za Rajku Radakovi¢? U njenom slucaju
validna su dva tumacenja: Prvo je da je tvrdicluk kod nje jedan od predaka genetskih
defekata jer je njen pokojni pradeda po majci, gazda Ristan, o kojem saznajemo od
drugih, bio tvrdica, te da se Rajka po tvrdi¢luku metnula na njega. Drugo tumacenje
je da je kod Rajke tvrdicluk steCena crta, nametnuta sa strane, izazvana oCevom
smrcu, traumom koju dozivljava u petnaestoj godini. Prelomno u Rajkinoj sudbini je
oCev ,testament”, ¢in primopredaje, opasan amanet i neizreciva osveta: ,..sva
ustreptala, ona mu se zakle da ¢e Stedeti tvrdo i nemilosrdno, dok je s majkom, kad
se uda ili ostane sama, bez obzira na to kakav ¢e pravac njena sudbina uzeti, da nece
pustiti svoj zivot iz svojih ruku ni dozvoliti da bude Zrtva svojih slabosti ni ljudske
pohlepe”. Dobre oceve namere, medutim, stvorile su loSe posledice. Obecanje koje je
dala na oCevoj smrti izvor je Rajkine frustracije, depresije, mizantropije i otudenja i
ostavice trajne posledice na njeno ponasanje i zivot. Kad ve¢ nije mogla da ga spase,
njen san postaje da ,osveti i pokaje oca”. Taj njen san biva i imenovan - ,steci prvi
milion”. Ako uzmemo u obzir petnaestogodiSnjakinju koja stoji pred tako
odgovornim zavetom sticanja i Stednje, ne mozZemo da ne osetimo empatiju prema
njoj. Kada je u pitanju lik Tudosea, medutim, empatija izostaje.

3. ,Krpez i trpez kucu drze”; Staru narodnu poslovicu ,Krpez i trpez kucu
drze” najbolje pojasnjava slede¢i odlomak iz romana Gospodica: ,Krpez!” To je slast.
To je, istina, veCita borba i zamorno nadmudrivanje sa mo¢nim, nevidljivim
neprijateljem. (...) Istanji se i pocepa jedno mesto na nekim papucama ili nekom
komadu rublja, (...) tu za Gospodicu tek pocinje prava borba i tek se otvaraju mucni i
daleki, ali sjajni izgledi velikih pobeda”l. (...) ,Ponovo pocinje da krpi. Vatra u peci se
gasi. Tama osvaja sobu. Gospodica se sve viSe primice prozoru a od toga joj biva sve
hladnije. Pomisli da zapali svetlost, pa se odmah predomisli, savlada, i produzi da

1 Ivo Andri¢, Gospodica, Beograd, Ed. Prosveta, 1996, str. 13.
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radi i napreZe oc¢i u borbi sa mrakom. Tako prolazi pet minuta. Sat glasno kuca
uStedene sekunde. Sa zadovoljstvom pomislja: eto, da sam malocas popustila prvoj
Zelji i zapalila svetlost, dosada bi ve¢ pet minuta nepotrebno gorela; a evo, sa malo
napora jos se i sada vidi i razlikuje svaka Zica”l. Gotovo identi¢an tok misli nalazimo
kod Tudosea kome poput Rajke krpljenje predstavlja ,prijatan i koristan posao”, a
pravo zadovoljstvo mu je da sam popravlja ¢izme i krpi svoju odecu.

4. Odmetanje od Boga; U oba dela upecatljiva je slika mra¢ne sobe u kojoj
borave nasi protagonisti: sami, sumorni i pomracenog izgleda. Ku¢a Hadzi Tudosea
je skromna i pusta. Dane provodi u mracnoj sobi (da ne bi troSio sveée) sa malim
prozorci¢em, koja pre podseca na mrtvacku grobnicu2. Ovoj kategoriji pridruzuje se i
Rajkin dom na ¢ijim prozorima ,padaju u oci i jake gvozdene precage koje celoj kuci
daju mracan i tamnicki izgled“s. Njena ku¢a u Sarajevu ,li¢i na grobnicu®, dok je ku¢a
u StiSkoj ulici, u Beogradu bila udaljena od grada, prilicno zapustena i pomalo
vlazna”. U ku¢i se kuvalo samo jedanput za ceo dan, lozila se samo jedna soba, i to
umereno. Pomrc¢ina, kao odsutnost svetlog bozanskog u ¢oveku determiniSe oba
lika. Tudose i Rajka Zive u uzasu nemilosrdnog bogacenja i istinski ne mare za Boga,
ne daju prilog za crkvu, a posebno ne mare za prosjake koji su u shvatanju obe
kulture ,boZanski ljudi”. Odmetanje od obic¢aja da se pomognu siromas$ni i ugroZeni,
ujedno je odmetanje od kulture, tradicije i vere kojoj pripadaju po poreklu.
Prisecanje na Boga koji je prerusen u prosjaka krenuo svetom da kusa ljudska srca,
pomaZe nam da u ovim detaljima iz oba teksta prepoznamo i druge vidove
interkulturalnosti. Za njih, bezboznike, bez korena, novac je iskrena, bezuslovna i
potpuna ljubav, jedina religija koju priznaju i to produbljuje jaz izmedu njih i
zajednice koja ih izopsStava. Jedna od slicnosti koja povezuje naSa dva teksta je i
formiranje likova iz perspektive drugih. Tako Rajku njeni sugradani karakteriSu na
sledeéi nacin: ,Za krst ni za dusu ne zna. Samo slaze paru na paru, a niko nikad nije
ni ovoliko hasne od nje vidio. Ni bogu tamjana ta ne da!“. Nije mnogo drugacije, ni
kada bliski rodaci (Rajkina tetka ili Tudoseova necaka Leana) pricaju o Skrosti
Rajkinoj ili Tudoseovoj. Tudose jede i pije na racun trgovaca. Za Bozi¢ ili za Uskrs ne
kupuje nista od tradicionalnih proizvoda kao ostali HriS¢ani, $to je joS jedna potvrda
odmetanja od tradicije kojoj pripada. Da ne bi platio hranu pribegava raznim
lukavstvima: ulazi u prodavnice, proba nesto od proizvoda, a zatim odlazi rekavsi da
su preskupi. Nac¢inom na koji se ogranicava od sopstvene potrosnje, Zivotari od
onoga Sto okusi u prolazu Tudose u izvesnom smislu prevazilazi asketu Rajku
Radakovi¢ kod koje prepoznajemo dozu tihog dostojanstva. Jos jedna epizoda govori
u prilog nepoboZnosti Tudoseove i njegovog odmetanja od vere. Ne bi li se pribliZio
Bogu Tudose odlazi da poseti sveta mesta u Palestini. Cilj je pre svega postiéi titulu
sveti/hadzi, a potom usput i zaraditi novac prevarom lakovernih ljudi. Njegov put se
transformisSe u sredstvo zarade, buduc¢i da se dosetio da prodaje drvo za koje laze

1 Ibidem, str. 26.

2, 0daie tristd, intunecoasa, un mormant pe ai carui ochi de geam, ca un sfert de hartie, t-ar fi frica sa privesti,
de frica sa nu vezi mortii odihnindu-se cu fetele in sus ... Hagiul ramase singur. Trist, Intuneric si frig”. Hagi
Tudose, http://biblior.net/hagi-tudose /hagi-tudose.html?page=6, consultatla 13.12.2016

3 [vo Andri¢, Gospodica, str. 10.
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ljudima da je sveto. Pre njegovog odlaska na taj put, popovi tendeciozno govore o paklu
gde idu tvrdice, jasno stavljaju¢i do znanja Tudoseu da su prozreli njegov interes.

5. Bi¢a narusenog razuma; I Rajka i Tudose su izgubljena bi¢a narusenog
razuma. U svom tvrdi¢luku ne $tede ni sebe ni druge. Skrtost Rajki i Tudoseu daje
cudnu logiku. Njihov devijantan nacin razmiSljanja u svakodnevnoj borbi kako da
sacuvaju novac ide do krajnosti. Tudose Zeli da smanji rep macku da mu se ne bi
hladila kuéa kad macak ulazi na vrata. I Gospodica je nakon majkine smrti odmah
uklonila velikog macka Gagana, ,teSku izelicu i dangubu”, zbog koga je imala sa
majkom toliko sukoba, do poslednjeg dana. Novac za Tudosea predstavlja porodicu,
novac su deca. Nece se oZeniti jer odrzavanje porodice znaci trosak. ,Da smrt ima
zlatnu kosu ja bih obe ruke uronio u nju”?, priznaje Tudose u svom ludilu. Na svom
zivotnom putu Rajka i Tudose uce da se suzdrze od troSenja novca, a pripovedaci
prate liniju gde se zadovoljstvo za uStedom novca pretvara u specificnu vrstu ljudske
pohlepe, potom u morbidnu Skrtost, razarajucu silu, da bi zatim pohlepa za novcem
dostigla monstruozne razmere i na kraju se preobrazila u halucinirajuéi tvrdi¢luk
koji je ugraden u temelj svih njihovih postupaka i koji ¢e ih odvesti u bolest i ludilo.

6. Fokusiranje na telo, cula i instinkte kao jedinice prenoSenja poruke;
Po svetom Jovanu Zlatoustom, dusa ¢ovekova je ,grad” u koji ,gradani”, tj. razlicita
znacenja, ulaze kroz cCetiri ,kapije”, ¢ula: vida, sluha, ukusa i mirisa. Naracija u oba
teksta vrti se oko tela i iskustava koja pobuduju sva cula i instinkte (vid, sluh, miris,
ukus, senzacije, refleksi, instinkti izrazeni kroz glad, Zed, hladno¢u, toplinu, san, a
potom instinkti za oCuvanjem, reprodukcijom i pohlepom). Odsutnost osecanja,
nagon za sticanjem, osecaj gramzivosti, opsednutost uStedom i fetiSizam prosiruje
se i na telo naSih protagonista, otvarajuci analizu teksta iz aspekta bioloSkog nivoa.
Njihovi Culni prohtevi su ograniceni. Osujecenost ljubavnih osecanja, potiskivanje,
uspavane Zelje asketa i na kraju gubitak samog sebe znacajni su za njihovo
razumevanje. Svevremene osobine tvrdica kroz ljubav prema zlatu koje je tu da ih
dodirne, miluje, zagreje, utesi, podari potomstvo i ispuni prazninu, sprovedene su
kod oba lika. Telo HadZi Tudose od hladnoce zimi podrhtava, a leti se topi od
vru¢ine. Uz koriS¢enje vel istroSenog stredstva, monologa izrecenog naglas,
doznajemo o liku ¢&iji se tvrdi¢luk pretvara u feti$§izam: ,Sta moZe biti svetlije od
novcanica u rukama”; ,Dovoljno je samo da pomislite Sta moZete uciniti s novcem,
pa da osetite radost stvari koje niste kupili”; ,Da, dovoljno je da uzmete novac u ruke
i da se rashladite, ako vam je toplo, ili da se ugrejete kad vam je hladno”. Kao fetiSista
koji se odnosi prema objektu svog oboZavanja, tako i Tudoseu ,zasijaju o¢i od
radosti” svakoga dana kad izvadi svoje blago i posveti se brojanju. Oseca se krivim,
kao ubica, kao otac koji je ubio svoju decu jer je dao novac svojoj rodaki Leani da mu
napravi ¢orbu. Toliko je opijen zlatom, da se iz jednog njegovog monologa moze
izdvojiti oda zlatu: ,Corba ima zlatan ukus. Corba miri$e na zlato”, uzdie Tudose. U
haluciniraju¢em stanju naziva sebe ,ludakom®, ,zlo¢om* i ,ubicom* jer je pokusSao da
ubije ,svoju decu” - zlato koje je prepoznao u mehuri¢ima masnoce u corbi. Bez drva

1 ,Moartea sid aibda coasd de aur, el si-ar infige amandoua mainile In tdisul ei” Hagi Tudose,
http://biblior.net/hagi-tudose/hagi-tudose.html?page=6, consultatla 13.12.2016
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za ogrev i bez supe koja bi oporavila njegova cula, Tudoseovo telo slabi i dovodi ga
do tragi¢nog kraja. Hagi Tudose umire u gomili novca pogoden uzasom da ¢e ga
izgubiti. U toku pogrebne ceremonije, necaka Leana je potrosila hrpu novca. Svi su
govorili da moZe kojim slu¢ajem da vidi koliko je njegova necaka utro$ila novca na
njegovu sahranu, ponovo bi umro. I Rajka poseduje izokrenuta fetiSisticka svojstva
prema novcu. Ona svakodnevno Zudi da oseti konkretno prisustvo interkulturalnih
novcanica koje ima u posedu. Uziva u tome da u razna doba dana i no¢i vadi iz svog
skroviSta i razgleda zlato, ,turske dukate“, ,krupne Amerikance” i ,Svajcarske
franke”: ,Kraj i bokove i jedne i druge povorke zlatnika prati stotinak napoleona,
sitnih, Zustrih, francuskih petli¢a svetlog i jasno odredenog lika. Oni su kao neka
konjica Carkaskih odreda i zastitnica. Oni imaju lepo ime i dobar zvuk kojeg uho ne
moZe sito da se naslusa jer oni su sada postali ,njeno drustvo i lektira, njena vera i
porodica, njena hrana i razonoda“. Rajka Radakovi¢ ,vremenom postaje slepa za
spoljasnji izgled ljudi”. Hladna, nemirna jeza obuzima Rajku i prodire sve dublje u
njeno telo kad otkrije Ratkovu izdaju, prevaru ¢oveka kome je posudila novac i kome
je na trenutak, zaneta njegovom pojavom, poverovala. Svoje neobjasnjivo slepilo
Rajka pravda slede¢im dijalogom sa mrtvim grobom: ,I kako da se ¢ovek tu razazna i
odbrani od svega Sto mu prilazi maskirano i lazljivo, od gladnih, opasnih i
nedokucljivih nagona koji Zive u ljudima i nad kojima nemate nikakve vlasti, jer ih ni
oni sami i ne poznaju dobro a kamoli da vladaju njima”? Strah kao najveci pokretac i
neprijatelj coveka obuzima Rajku u poslednjim sekundama njenog Zivota kada njeno
»telo se opusti i smiri i ostade ispruzeno u mraku i tiSini“. Umire od srcane kapi kao
posledica straha da je dugo ocekivani razbojnik kona¢no upao u njenu kuéu i
obelodanio njen predmet oboZavanja. Rec je, kao i u slucaju Tudosea, o halucinaciji.
Rajka umesto kaputa vidi lopova koji je doSao da joj otme ono zbog Cega je Zivela.

7. Dehumanizovanje novcem i drustveno otudenje; Novac je likove poput
Tudosea i Rajke dehumanizovao i odredio njihovu sudbinu. Oba lika, kao Sto smo
videli, karakteriSe Zivot uzdrzavanja od troSenja, postojanje liSeno minimalne
udobnosti, topline, ljubavi i tragican kraj. Drustveno otudenje determinisano je
novcem, ali je i Covek opredmecen novcem. Generalno je lik tvrdice-zelenasa vezan
za musku liniju. Individualnost i nadmetanje kao tipicno muske osobine, te takvo
Rajkino osmisljavanje sopstvenog Zivota, na intenzivniji nacin, nego u slucaju
Tudosea, produbljuje jaz izmedu nje i zajednice.

8. Monetarna terminologija; Kroz drustveno konkretizovan porok sticanja
kapitala, evidentna je trgovacka i monetarna terminologija kojoj pribegavaju i Barbu
Delavrancea i Ivo Andri¢ u isticanju negativnih nagona i strasti: ,zelenaSenje, tezoro,
duznik, kamata, zalog, zlato, kupovina dukata, kasa, pozajmica, prihod, rashod,
hartije od vrednosti, crna berza“i sl.
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Zakljucak

Ko se jednom susreo sa Euklionom ili Harpaganom, ne moZe ih nikad
zaboraviti jer svako vreme i svaka epoha ima svoje tvrdice koji, kako god bili
tumaceni, uvek se nanovo radaju i zive svoj besmrtni vek. Sa pozicije obrade teme
tvrdicluka, koja, kako smo uvideli menja oblik, sasvim prirodnim se ¢ini jedan
moguéi dijalog Andri¢a i Delavrancea. U naSoj analizi poceli smo od uporednog
naratoloskog citanja oba teksta koje prati psiholosko produbljivanje licnosti tvrdica
Rajke Radakovi¢ i Hagi Tudosea. Nijedan od analiziranih likova nipoS$to nema
komediografsku notu. Ne smemo smetnuti s uma da oba analizirana lika hodaju
stazom modernog profita na ivici zakona. Barbu Delavrancea je u realisticku
strukturu novele inkorporirao klasicisticke i romanti¢ne elemente, te je novela
pisana sa moralistickom poukom na kraju u duhu klasicizma, upucujudi ¢itaoca da se
zamisli pred temom fortuna labilis. | pored sadrZajnih slicnosti mozZe se zakljuciti da
je delo Barbu Delavrancea ,slabije” od Andri¢evog, upravo zbog usredsredenosti na
patoloski slucaj glavne licnosti koja nije daleko od onoga $to su pre njega izlozili
Plaut, Sekspir, Honoré de Balzac, Moliere ili Charles Dickens. Andri¢ je oti$ao od
pomenutih autora dalje jer se fokusirao na netipi¢nu pojavu Zenskog tvrdice u
knjiZevnosti ne samo srpske, odnosno rumunske, vec i evropske i svetske literature.
Ovu interesantnu i po mnogo ¢emu indikativnu pojavu, Zene-tvrdice (ne muskarca-
tvrdice), nalazimo u rumunskoj knjiZevnosti u liku Mare iz istoimenog romana koji
je objavljen 1894. godine, autora lon Slavici, ali i mnogo ranije u nemackoj
knjizevnosti u pripoveci Theodor Storma gde je glavna junakinja, Frau Jansen,
takode Zena-tvrdica, a njena prica ima neverovatne slicnosti i paralele sa junakinjom
Ive Andrica.

Rajka i Hagi Tudose predstavljaju kulturolo$ko ogledalo i prozor drustvenih
stavova u specificnim nacionalnim kontekstima. Kroz tok karakteristi¢nih prizora
potvrdio se dijalog i dodir izmedu kultura, uz zadrzavanje razlicitosti, a potom smo
dosli na ono univerzalno, primenljivo i prepoznatljivo i u nasem vremenu. Oba
teksta obeleZzena su potragom za oblikom koji bi najbolje predstavio ono S$to je
epohalno. Danas je teror novca i motiv sticanja aktuelniji nego ikada te su u tom
smislu oba dela gotovo stvorena za tranziciona vremena i gotovo prorocka,
pruzajuci pouku da razmislimo i malo ,zako¢imo”. Nemilosrdna trka za bogatstvom
bez plemenitog i velikoduSnosti nije samo dehumanizovanje, ve¢ i odlazak u
krajnost, izlazak iz realnosti, odmetanje od Coveka i ¢ovecanstva. Uprkos silovitom
prodoru kapitalistickog merkantilnog drustva koje promoviSe rumunsku izreku
Banul este cheia cu care se deschide orice usa (u prevodu na srpski jezik Para vrti gde
burgija nece), kulturni model koji jo§ uvek opstaje u pomenutim kulturama, vidljiv je
i kroz slede¢e srpske i rumunske poslovice koje osuduju tvrdic¢luk i promovisu
davanje kao otelotvorenje hris¢anskih vrlina: zgdrie-brdnzd/ stipsa; Lacomia strica
omenia/ Lakomost kvari ¢coveka; A da cu o mdnd si a lua cu alta/ dati jednom, a
uzimati obema rukama; Nu e stapan pe banii lui ci banii il stapanesc pe el/ Ne
gospodari on imovinom, ve¢ imovina gospodari njime i sl
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THE FAMILY IN THE VICTORIAN ERA

Carmen DARABUS

Les trilogies de John Galsworthty - Forsyte Saga et Une comédie moderne —ont été élaborées pendant
vingt ans et articulent, véridiquement, quarante ans de 'époque victorienne et post-victorienne, entre
1886-1926. Les mariages de complaisance c’étaient quelque chose d’habituel; parce que ce qu’en
recherche dans le milieu conjugal c’est surtout la sécurité. La famille traditionnelle c’est le mécanisme
de fonctionnement de la société, et celui-ci ne peut pas étre mis en danger. Galsworthy voit dans
I'amour de la période victorienne un facteur d’envahissante. Avec la fin de I'Cre victorienne les meeurs
se changent, la liberté de choix pour la paire est beaucoup laxiste, mais les drames personnels se
répctent, sur des autres antécédents sociaux, en prouvant I'universalité de la nature humaine.

Mots-clefs: littérature anglaise, Cre victorienne, amour/raison.

Literature, especially the prose and the theatre, often transmit contents that
have real events as starting point, reconstructed on a well-established social
background, filtrated through literary art. Individual and collective life experience,
family stories, the urban and/or the rural reconstructed in minute detail or less
detailed, ages and their manners, all these make literature a depositary, sometimes
even with documentary value. Some literary trends excel in the reconstruction of
reality, for example realism and naturalism, works with old or new epic characters.
Literature has tried, over the centuries, to capture the "psychological temperature”
of a love deployment, making it more accessible and less dangerous. Denis de
Rougement searches for mythical Archetypes of love, based on the Tristan and
Isolde love story and on the myth of Don Juan. Love is no longer, as well as the
Spinoza, connection with joy, but the passion is consumed, canceling the personality
of the beloved or the one who loves.

John Galsworthy’s trilogies - Forsyte Saga and A Modern Comedy - were
written over two decades and emphasize truthfully forty years of the Victorian and
Post-Victorian Era, 1886-1926, thus coming from the great realistic literature of the
XIXth century, with its innovative forma from the beginning of the XXth century.
Furthermore, the influence of his own biography is visible in his work: “When he
introduced, for example, old Jolyon in the Forsyte Chronicle, the balance between
affection and irony was spoiled, because the writer actually loved his father -
despite the little evidence of obedience that he had offered him - and the character
of his novel can’t be just sketch from nature, but a nostalgic remembrance of John
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Galsworthy senior”l. The portraits of the young rebels are closely linked to that of
his sisters, Mabel (June) and Lilian (Euphemia), and Irene, the most fascinating
female character of the series, is in fact Ada, the author’s lover and his cousin’s wife,
Arthur Galsworthy, a marriage in which she remains prisoner until the death of the
pater familias, John Galsworthy sr., who was watching over the observance of the
Victorian social rules. The young Jolyon Forsyte is a bookish version of John
Galsworthy, who had left his wife to marry a governess and thus he became
ostracized, isolated for a long time. The first two volumes of the first trilogy (The
Rich, The Man of Property) are ones of the conservative habits, while in the third
novel, For Rent, that announces the second trilogy, the society is changing and the
Victorian Era, especially after the First World War is a memory.

A strong clan spirit manifests itself from the beginning where the entire
Forsyte family gathers to June’'s engagement, the grand-daughter of old Jolyon, with
the architect Philip Bosinney, the one who, besides Irene, will create the symbolic
fissure of a strong family, envisioning an era sunset. When a Forsyte was getting
engaged, or was getting married or was born, the whole Forsyte family was present:
“When a Forsyte died - but no Forsyte had died until then they didn’t die; death
being against their belief - they were taking every precaution against it, the
instinctive precautions of people of great vitality, who defend themselves against
any spoilage of their property”2. The novel’s structure unfolds depending on
generation and their evolution.

The first Jolyon Forsyte is evoked in tones of epic, the first deceased pater
familias from London, who arrived in the capital from a modest family of farmers,
but who succeeded in making a fortune in the building domain. The relationships
between the members of the family are reserved the behavior is serious, the
affection and joviality are seen as weaknesses. The young architect is viewed with
suspicion, not being considered worthy of one of the family’s heiress. Soames,
James'son, Jolyon’s younger brother, who is married to Irene, considered too
beautiful by her husband’s family, out of the ordinary, therefore reason for worry.
Married to Soames under her step-mother’s pressure, Irene is loading a resigned life
with her husband considering her, his most precious property, intends to build a
home at Robin Hill, designed by Bossinney, outside of London, to keep her out of
other men’s sight. The only emotional support came from June, her husband’s nice,
and who was advising her to get a divorce. But exactly June’s fiancé will charm Irene
and their affair will revolt the family: “The separation of Soames-Irene couple, after
the building of that beautiful and expansive house from Robin Hill, is not provoked
only by Irene’s feelings for Bossinney. It results from an incompatibility of mind and
character. [...] The consequences of the separation of this couple have disastrous
effects on more generations, till the couples are recovering in other formulas”3.

1 Dan Grigorescu, Studii de literaturd englezd, Editura Grai si Suflet — Cultura Nationala, Bucuresti, 2003, p.
489.

2 John Galsworthy, Forsyte Saga, traducere de Henriette Yvonne Stahl, Editura Litera, Bucuresti, 1991-1992,
p.12.

3 Romul Munteanu, Jurnal de cdrti 7, Editura Libra, Bucuresti, 1998, p. 48.
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Soames sues the young architect for overcoming expenses, and as he was suffering
from Irene’s hesitant behaviors, is run over by a car, people believing that the
accident was, in fact, a suicide. Irene returns to her husband, and apparently the
traditional order is reinstated. Conventional marriages were natural because the
thing that was wanted in conjugal environment was the safety. The traditional
family is the mechanism functioning of society, and it must not be put into jeopardy,
ensuring “the affective area where each member satisfies his/her needs, his/her
intimate experience, the need for confession of an accomplishment or dissatisfaction
on certain levels, offering the feeling of safety”?. In this definition, the reality ignores
the intimate experience unusually in marriages of convenience.

Galsworthy considers Victorian Era’s love an invasive factor, “a wild seed”
out of which a wild plant will grow in a well-organized garden, blooming
spontaneous and taking by surprise the flowers in the greenhouse and the “people
in this social situation never jump the fence to reap this flowers; it is possible that
some of them suffer out of love, like of measles at a certain time but then they heal
for good and enter calmly in the arms of marriage”2. Seen as a turbulent factor, love
is treated as any other illness, it is an occurrence in a marriage certainly not a
condition. Everything that happens beyond reason is being questioned, it is
temporary. The victim is considered to be Soames, who suffers out of love and what
Irene is feeling has no relevance for the society of that tome. Running away from
home immediately after the tragic death of her lover, soon after she returned and
found shelter at Robin Hill, where her father-in-law touched by her physical and
spiritual charm, seemed to understand her, eventually this death, after a short
period of time, alienated her totally from Forsyte family. Soames and Irene’s divorce
takes place twelve years after “the facto” break-up, a divorce dictated by his concern
of finding officially a partner, who can give him heirs, not someone who would
confuse him with the intensity of feelings.

In those twelve years, a part of the elderly of the family disappeared. Irene
received a small fortune from Jolyon senior: “from those ten old Forsytes, twenty-
one Forsytes were born, but those twenty-one Forsytes gave birth to only seventeen
heirs”3. The younger generation, on its way out of the Victorian Era, changes its way
of thinking and sparking the outrage of the other Forsyte, who can’t imagine another
way of life than that standardized by traditional practice. The young Jolyon tries to
keep up with the times tolerating June's, his daughter’s eccentricities when it comes
to spending money on helping young artists. Towards Jolly, his son, he refrains from
moralizing speeches. Soames is still enchanted by Irene, even after twelve years, but
now he finds a woman, in whom, after the death of Bossinney, she has dissolved all
he vulnerabilities. She reinstated herself a strong woman, refusing to come back to
him and give him a child: “No! No! Under no circumstance you may stalk me until my
death! [ am not coming back to you!”4. She would never forgive him the moment of

1 Maria Voinea, Familia si evolutia sa istoricd, Editura Stiintifica si Enciclopedicd, Bucuresti, 1978, p. 9.
2 Galsworthy, op.cit., p. 153.

3 Ibidem, p. 70.

4 Ibidem, p. 304.
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the rape out of passion and hatred wideming the gap between them and provoking
the death of the architect who found out about the happening. Winifred,
Soames’sister divorces Monty Darty, a thing that could have been hard to imagine
fifteen years ago. Left by his mistress, poor, Monty returns to the family, which
didn’t lost its preservation instinct and takes him back.

Soames rebuilds his life with Anette, whom he doesn’t love, he admits to
himself, but he is drown to her youth that promises heirs, but Irene remains the love
of his life. She continues the love affair, started a few years ago with Jolyon; they get
close after his son dies in the battle.

Another society is taking shape, the old habits sea useless and ridiculous
after the tragedy of the war; Galsworthy “is sufficiently objective to paint the
destruction of old foundation, but does not dare to replace it with another
foundation. That is why Galsworthy is sometimes tempted to adopt the opinion of
his characters. For him, the shattering of the old means the collapse of all values, the
establishment of chaos”!. Irene gives birth to a son, Jon, and Soames has a daughter,
Fleur, lying to his father on his deathbed that he has a son. Loving unconditionally
his daughter, it seems he has transferred all affection that he once had for Irene: “He
wasn’t able to keep the beautiful and mysterious Irene, the unique episode that
could have become the poetry of his life, but it was scattered in vain, in a divorce. He
turns almost unconsciously towards his daughter, trying to give her what he didn’t
know how to give to his wife: the liberty of feelings”2. And however, when their
children, Jon and Fleur, meet and a passion arises between the two of them, the
families do everything in their power to separate them. The past of the elders catches
up with them, too. Finding out about their parents’ old story, Fleur suggests marriage,
but Jon being afraid not to hurt their parents hesitates, arousing the girl’s anger.

Soames’ second marriage is not serene either, he finds out about his wife’s
relationship with Prosper Profond, but despite the threat of disinheritance they
avoid, for Fleur’s sake, the scandal and everything is kept a secret, Anette knowing
that this is just a marriage of convenience, without depth. Jon, on the other hand,
finds out the true regarding the way Soames, his mother’s ex-husband treated her
and his father’s deathbed, Jon reflects on the meaning of life: “All the life’s trials are
preparations for this moment, the light and beauty - they are all nothing but the
beginning of this white terrifying silence”3. Respecting the desire of his father on his
deathbed, Jon will not marry Fleur, and other prejudices, not only those of Victorian
society, but universal-Shakespearian ones, the old rivalry between families, will
destroy this couple. Fleur marries Michael Mont, whom she doesn’t love. At the
beginning of the Modern Era, history repeats itself, because it often happens that
one loves and the other doesn’t love in a couple, or maybe none of them love, the
happy symbiosis of lovers that meet in the same place at the same time rarely takes
place, and when it happens something destroys it. Irene and Jolyon are separated by

1 Jon lanosi, Romanul monumental si secolul XX, Editura pentru Literatura, Bucuresti, 1963, p. 361.
2 Grigorescu, op.cit., p. 500.
3 Galsworthy, op.cit,, p. 270.
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his death, Fleur and Jon - by the traces of their parents’ wounds, Anette and Prosper
- by social habits. The trilogies end with Somes’ reflection: “In vain he desired, in
vain he shore - beauty and love in this world he could not gain”t. Owner of many
properties, many works of art, he doesn’t find comfort in the love for his daughter,
unpredictable and unhappy in the end. Sticking out of domestic rituals, the woman
consists of impressions more varied than its predecessors in other centuries.

Of all the family’s members, only Jolyon succeeded in sharing his lifestyle,
after many years in which he had kept his son at distance, a mistake that he assumes
and he corrects. The internal conflict of the Forsyte family is a manifestation of the
external conflict, between them and the world opposite to them, “the conflict
between property and liberty, between money and life”2. Some people succeeded in
changing, others fail. Soames remains the”Owner”, the one who must have someone
next to him in exchange for his money. With the death of Timothy, the last of the
elder brothers of the Victorian Era, another social background emerges, but the
internal conflicts keeps repeating itself: “The brothers participate in the rituals of a
world that proves itself frighteningly narrow - minded and inflexible. [...] The
Forsyte family is a specific group that is afraid of the world that is beyond the limits
of its own fortune. The family seems to gather in itself: not even marriages or love
stories bond them with people from outside of it”3. Facing the spirit of property
through love will lead, in the end, to the youth’s unhappiness. Throughout the times,
man’s interior character does not change spectacularly; the coordinates of love,
happiness, unhappiness, misery remain constant. Literature, reflecting the
individual's relations with society, cannot be regarded as a unitary system, the
literary phenomenon has to be understood profoundly differentiated, literature’
trend is not to opt to provide emotional tension, but to represent the laws through
feelings.
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POETIC SELF-REFLECTION IN THE POETRY OF MILAN JESIH

Mateja ENIKO

Pesniska samorefleksija oziroma metapoezija obsega avtotematske premisleke o poeziji in pesniku kot
ustvarjalcu. Pomembno vlogo ima za razumevanje osebnih poetik in vloge poeti¢nega diskurza v SirSem
druzbenem diskurzu. Prek metapoetskih refleksij pesniki samoosmisljujejo pesniSko ustvarjanje,
samoutemeljujejo svoje mesto v literarnem sistemu in samoumesc¢ajo poezijo kot poseben druZbeni
sistem v Sirsi kontekst. Pri metapoeziji pa ne gre zgolj za tematizacijo vsega, povezanega s pesniskim
ustvarjanjem, ampak ima kot formalna estetska kategorija lahko tudi estetski u¢inek deziluzije. V opusu
Milana Jesiha metamorfoze avtotematskih podob razkrivajo pesnikove osebne poglede in skladnost s
so¢asnimi duhovno-literarnimi smermi. PesniSka samorefleksija tematizira smernice modernisti¢ne
poetike, v drugem delu Jesihove ustvarjalne poti pa s preizpraSevanjem razmerja med resni¢nostjo in
fikcijo formira postmodernisti¢no zavest.

Kljuéne besede: Milan Jesih, slovenska sodobna poezija, metapoezija, samorefleksija,
avtoreferencialnost, avtotematizacija

1. Introduction

Metapoetry consists of self-reflection on the role of poetry, on the creative
process, on the position of the poet in the literary-social context and on the process
of reception. In Slovene literature the poetic self-reflection can be traced since the
romantic striving for establishing the autonomy of literature (poetry) in society.
Autothematic presentations of the literary canon can be found in the beginnings of
the Slovene artistic poetry.! In Romanticism, France PreSeren, in his autothematical
poems, justified the “image of poetry as a legitimate trace of transcendental totality
and the medium for the spiritual individualization of his nation”.2

The contemporary Slovenian poet Milan Jesih (1950), who is also an
excellent translator and playwright, showed commitment to the modernist writing
with the elements of the ludic language game at the beginning of his poetic path
(Uran v urinu, gospodar!, 1972). In the 1990s he moved to the sonnet form, in which
he formed postmodernist consciousness using also self-reflexive processes. The

1 Marko Juvan, “Slovenski Parnasi in Eliziji: literarni kanon in njegove uprizoritve”, Individualni in
generacijski ustvarjalni ritmi v slovenskem jeziku, knjiZzevnosti in kulturi: ob 10-letnici smrti Marje Borsnikove,
ed. by Marko Juvan and Tomaz Sajovic, Ljubljana, FF (Obdobja, 14), 1994.

2 Marko Juvan, “PreSernova in Puskinova poezija o poeziji”, F. PreSeren - A. S. Puskin = F. Presern - A. S. Puskin:
(ob 200-letnici njunega rojstva) = (k 200-letiju ih roZdenija), ed. by Miha Javornik, Ljubljana, Znanstveni
institut Filozofske fakultete, 2001, p.43. Trans. by M. E. (the author).
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collection of poetry Soneti (1989) is recognized as an example of poetic
postmodernism in Slovenian literature.! In his recent poetry collections, there is still
a trace of the classical sonnet form and iambic verse, which the poet renews and
puts into effect with fresh play of the poetic conventions, with letting down the
expected, with free use of the language, with mixing of the low and the high, and
with the refreshing ironic and humorous view.

Paternu already alerted to the poetological theme in Jesih’s poetry. He
understands “authorial self-questioning” as a logical consequence of the division of
Jesih's poetry between tradition and contemporaneity.2 Kolsek and Bandelj also
recognized it as important. KolSek notes that the question of poetry became the
central issue of Jesih's poetry in Kobalt3 Bandelj agrees with this claim. In his
opinion, Kobalt “is gradually starting a discourse on poetic art, on the way of
creating the world through poetry, on reality and fictionality of poetic statements”.4
The poetological theme is often connected to existential questioning, which, in
relation to Legende, points out T. Stani¢.5 Self-reflexive search for the “sense of
artistic doing” resolves existential dilemmas. It is a way of “self-redemption”, since
the poet, as “not only the creator of poetry, but the creator of the universe-the
world”, chooses hope instead of fear by creating.6 The purpose of self-reflexive
passages is also disillusion, especially from Soneti onwards, in which “autopoetic
reflection and control over the flow of reality into a poem-image” are present.”
Intertextual references to tradition are also characteristic for Jesih. KolSek
emphasizes that Jesih in Volfram makes references to other poets most often in
connection to the theme of poetry.8

Through the interpretative analysis of Milan Jesih's poetry, the role and
significance of autothematization for the foundation and refinement of creation, and
consolidation of the position of the poet and poetry within the wider social context
will be explained. Metamorphoses of metapoetic images will show the poet's
personal understanding of the source and the meaning of creation, and they will
reflect on passing through literary-aesthetic directions and current social
circumstances.

1 Matevz Kos, Prevzetnost in pristranost, Ljubljana, Literarno-umetnisko drustvo Literatura, 1996,
pp.162-165.

2 Boris Paternu, Od ekspresionizma do postmoderne: studije o slovenskem pesnistvu in jeziku, Ljubljana,
Slovenska matica, 1999, p.214.

3 Peter KolSek, “Podobar in podoba”, Milan Jesih, Verzi: izbrane pesmi, Ljubljana, Mladinska knjiga, 2001,
p.210.

4 David Bandelj, “Skrivnost subjekta”, Milan Jesih, Zbrane zbirke, Ljubljana, Studentska zaloZba, 2012, p-805.
Trans. by M. E.

5 Tatjana Stanic, “Stilisticni postopki v poeziji Milana Jesiha”, Slavisticna revija 40/2 (1992), p.183.

6 Bandelj, p.825. Trans. by. M. E.

7 KolSek, p.219. Trans. by. M. E.

8 [bidem, p.211.
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2. Theoretical starting points

Metapoetry or poetic self-reflection covers a wide range of themes. It
includes reflection on the poet and his role, creation or act of writing, inspiration,
the poet's attitude towards tradition, poetry profession, literary life — the position of
the author in the literary system and the broader socio-historical context; then
reflection on poetry or (verbal) art in general, poems as works of art, poetic
language, style, themes, language-stylistic and genre conventions, and also the
expected reader's response.l

At a certain point, poetic self-reflection is associated with the concept of
auto-referentiality.2 Juvan defines auto-reference as a statement that observes itself
and its environment. He points out that auto-referentiality is not necessarily always
the central theme of the text, it can be partially concealed, and only certain signs in the
text point to it.3

E. Miiller Zettelmann claims that understanding the metapoetic poems as a
tool for a deeper understanding of the author's poetics and the interpretation of the
other poems of the author's opus is only one aspect.# In fact, metalyric can be defined
as “an aesthetically self-referential lyrical metadiscourse, which does not refer to an
extra-linguistic or extra-literary reality, but which has as its object literature or the
lyric genre in all its facets”, and its effect is disillusion.5 Breuer also recognizes the
references of literature to the artistic-fictional condition as a feature of metaliterature.
This narrower definition of metaliterature or metapoetry is further expanded with the
claim, that self-referentiality in poetry includes texts that thematize art in verses and
specialties of the poet's profession, as well as texts in which self-referentiality is a
structural feature through which they paradoxically treat their own poetic status.6

E. Miiller Zettelmann introduces a classification that distinguishes between
self-metalyric (primary) and non-self-metalyric (secondary) poems. Primary
metalyric songs illuminate their own literarity, their characteristic is the impossibility
of distinguishing between the act (action) and the object of textualization. From the
paradox of endless exchanges in this hierarchical relationship, the aesthetic effect of
breaking the illusion arises. In secondary metapoetry, however, there is not a direct
reference to the elements of its own structure. Regarding the integral part of literary
communication, with which it deals, it can be divided into subcategories - it can deal

1 Eva Miiller Zettelmann, “’A Frenzied Oscillation": Auto-Reflexivity in the Lyric”, Theory into poetry: new
approaches to the lyric, Amsterdam, New York, Rodopi, 2005, p.132. Compare to Juvan, 1994, p.278 and
Juvan, 2001, p.46.

2 Understanding the auto-referentiality in the context of metapoetry should be distinguished from Jakobson's
definition of the poetic function of the language, which is a general formal tendency of the literary text to
auto-referentiality. Compare to Miiller Zettelmann, p.140.

3 Marko Juvan, Vezi besedila, Ljubljana, Literatura, 2000, p.194.

4 Miiller-Zettelmann, p.128. Some of the authors of the prefaces in the collections of Jesih’s poetry lean
exactly on autothematical poems in their explanations; for example, KolSek and Bandelj.

5 Miiller-Zettelmann, p.132, p.136.

6 Horst Breuer, “John Keats’ Ode '"To Autumn' als Metapoesie”, Self-reflexivity in literature, ur. Werner Huber,
Martin Middeke in Hubert Zapf, Wiirzburg, Kénigshausen & Neumann, 2005, pp.49-50.
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with the question of the creator, the text, the receiver, the context (historical,
ideological, economic or political background of literary communication), general
aesthetic themes, possible are also references to specific works (for example,
parody).l

3 Self-reflection in poetry of Milan Jesih

3.1 From modernist resistance to faith in poetry as legacy

Metapoetic passages in Jesih’s debut Uran v urinu, gospodar! (1972) express
the poetic guidelines of modernism, such as breaking of the established and the
classical, the overstepping and overcoming of norms, and the refusal of any external
control over the sphere of artistic creation.

The articulation of the motive of the mouth as the metaphor of speech - even
literary speech - with its imperative form suggests that the speaker gives priority to
the new form of expression and poetics - different, more radical, connected with the
original, less subjectively sensitive (the motive of the earth and stone): “skrij svoja
usta med kamne razlij”.2 The collection also discusses the emptiness, the inadequacy
of the existing, in the society established language, from where the tendency to
create a new expression arises: “parade floskul besni spanec [...] bil je zdaj na veke
bo / vrhovni lapsus”.3

Already in the debut, Jesih's humorous-ironic attitude toward the
conventional expectations in connection to the poetic art, such as the theme of
exaggerated romantic sentimentality and the associated exclusive motives (heart,
pain), develops: “herz und schmerz, zakolne strauss”.# By self-ironic exposing of his
surname in a series of semantically unrelated associations, the poet relativizes the
traditional respect for the poet as a person with a special social status, but also rejects
the possibility of hierarchical valuation of the activities of the individual (even
creation) in a technologically oriented society. The poet expresses a dual attitude: on
the one hand, the ironic response to the position of art, recognized in the
contemporary society as (only) one of the social practices, and on the other hand, a
rebellious posture that denies the prestigious limitations of literature as purely
classical high style. The reference to the simultaneous socio-political order is
expressed in the verses: “pretehtana teza tolmune zapira, / zaklenjene pesmi so mrtev
skovik, / v plamenih sistema se vrvez odstira / in Kkriv je iskrenosti mlahavi bik”.5 The

1 Miiller-Zettelmann, pp.134-137.

2 Milan Jesih, Uran v urinu, gospodar! Maribor, Zalozba Obzorja, 1972, p.15. “hide your mouth between
stones spill it”. Literary quotations are translated by M. E. (the author) fort the purpose of this article, unless
marked otherwise.

3 [bidem, p.59. “parades of platitudes angry sleep [...] it was now and it will be for ever/ the supreme lapse”.

4 Ibidem, p.34. “herzundschmerz, curses strauss”.

5 Ibidem, p.50. “the weighed weight is closing the pool, / locked poems are a dead hoot, / in the flames of the
system the bustle reveals / and flabby bull is blamed for sincerity”.
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ironic-critical point is directed against the absurd constraints of the system that
suppress the artistic expression. Through the ironic profanation of the motif of the
muse and the appearance of the motif of a typewriter that suggests both creation
and (also) craftsmanship, the romantic belief in the divine inspiration of the poet is
questioned: “julij je bil lep, / padec bluz, manevrov, Stetje muz”.1

The speaking subject, is, using the plural form of a possessive pronoun
(“our”), placed within a group that distances himself from the others - “savages”.
With the utterly pejorative denomination he suggests their lack of culture,
uncivilization: “divjaki ukradejo sluh, sinonime [...] razZarjajo kamne, razzarjajo
rime [..] divjaki so bozji, himne so prazne”.?2 The reference to the (content)
emptiness of the hymns - poems of glory - alludes to the absence of the one that
would be reasonable to celebrate. Simultaneously, with the identification of the
savages as gods, he diminishes the expected relationships and destroys the
established order. The creative mind confronts the oppositions, obstacles (the theft
of hearing and synonyms), and poems can no longer have the same content and aims
as in the past. Transcendence is relativized and poetry is no longer its medium. The
end of the poem “pijani porazi, alabastrne dojke, / vecerje, kanali, trpljenje, odpevi”3
offers, by listing the motifs of traditional incentives for inspiration and writing
(emotional occupation of the subject: suffering, erotic desire in the image of breasts)
alongside with banal, negatively connotated images (drunken defeats, canals),
unexpected combinations and with them new possibilities for “choruses” - poetry.

Already in the title of another poetry collection - Legende (1974) - we can
recognize self-reflexivity. Legende finger the tradition and tell in a broad and
comprehensive way. The poems told by the god Dakh reflect the intensity of
experiencing the creation, the necessity of writing, of telling what the subject is
anxious about: “odsmejal sem se v pesmi stiske v vratu, odsmejal sem se / v dolgem
nozu, v slavcu”.4 Dakh has already been recognized as a warrior - a poet - in Legende
by T. Stanic. In addition, in her opinion, this collection of poetry explicitly exposes
the dialogue with previous poetry as a basic principle.> Exclamation and literary
repetition in the title of the song (“Lyric! Lyric!”) imitate the call to action. Lyric, who
is supposed to express feelings with the tendency of disinterested pleasure, is
included in a new context and gets an unusual activist connotation. The motif of
nightingale is subject to the irony. The direct connection of the traditional symbol of
beautiful, exalted singing and the poetry with the motif of the knife brings
connotations of cold, pain into the aesthetic area and intersects with the expected.

Legende testify simultaneous awareness and observance of tradition, and
full, enthusiastic orientation and faith in the future. Great intensity, enthusiasm,

1 Jbidem, p.32. “July was beautiful, / falling of blouses, maneuvers, counting the muses”.

2 Jbidem, p.57. “savages steal the hearing, synonyms [..] glowing stones, glowing rhymes [..] savages are
divine, hymns are empty”.

3 “drunken defeats, alabaster breasts, / dinners, canals, suffering, choruses”.

4 Milan Jesih, Legende, Ljubljana, Cankarjeva zalozba, 1974, p.74. “I laughed in the poems of distress in the
neck, I laughed in the long knife, in the nightingale”.

5 Stanic, p.184.
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acoustically emphasized with frequent exclamation, decisiveness, denial of doubt
and hesitation are present also in the poems that discuss the topic of the poet: “o! da
se pesnik spoprime s polji in jih golta, / da kakor bela leta rastejo v njegov brutalni
spomin - // zanj! se njegova sonetno mladeniSka podoba spreminja v ocean!”! The
poet does great, globally important things (the image of the ocean). He can articulate
the nuance of the spirit. The connotation of the victim is also noticeable - this is
suggested by the verb “to contend with” and the expressive “to bolt”. The poet must
accept the victim to achieve greatness in order to secure the memory of him and to
exceed his time-limitation. Before reaching this level, he must accept enormous
dimensions (“fields”) of the traditions that existed before him (“sonnet youthful
image”), to which he expresses an ambivalent attitude: it is at the same time
encouragement, the origin of his creation, and responsibility and effort.

Poetry is life, energy, will, although the shadow of uncertainty is sometimes
incorporated in the verses, for example, through the symbolic motif of the puppet,
which introduces the gap between we and them, which is already known from the
first collection: “Moja dolgoprsta lirika je volja marionetnega sramu.”2 The reflection
on the virtues of a good poet highlights two traps: firstly, the possibility of abusing
poetry and poet to achieve some completely utilitarian, even political goals, and then
the fear of poetry going into the pathos because of the impossibility of a cogent
valuation of the work of art.

Through the reflection of tradition and the desire for the future, the speaking
subject - the creator - achieves self-positioning in the context of the existing literary
milieu and the justification of his doing. To the autothematization of the poem
Lakota points the dedication to Ivo Svetina.3 Eva Miiller Zettelmann warned of the
possibility of recognizing metapoetry with the help of paratext (title, foreword,
motto, dedication).# KolSek does not recognize the “generational commitment” in
the poem, but sees the poet's “concern over his own poetic fate”.5 In the poem, the
lyric subject contemplates about the poets, among whom he also places himself: “Za
vsakim od nas je tisoC let ostre lepote! / pred vsakim veter! tkanje kovin!”é In the
verses, he presents the awareness of the tradition, the past, in which he exposes
beauty as a key value, that is, a sense of aesthetic, which is further emphasized by
the adjective “sharp”. Alongside the positive evaluation of the past is confidence in
the future, defined by creation. Creation (weaving) will have to follow two
principles. First is presented by the image of the wind, which metaphorizes the
width, the unlimited, the freedom, the immateriality, and second is articulated in the

1 Jesih, 1974, p.98. “o! that the poet is tackling with the fields and bolting them, / that they as white years
grow in his brutal memory - // for him! his sonnet youth image changes into the ocean!”

2 [bidem, p.115. “My long-fingered lyric is the will of marionette shame.”

3 Jesih cooperated with Ivo Svetina at the beginning of his literary path in the poetry groups 441 and
then 442.

4 Miiller-Zettelmann, pp.140-141.

5 Kolsek, p.208.

6 Jesih, 1974, p.101. “After each of us is a thousand years of sharp beauty! / ahead of each is wind! weaving of
metals!”
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image of metal as something solid, inflexible material.! In the poem, the
determination of the subject with death appears later, but the poet has the power
through poetry to face with it: “jadra kot posebno stanje zavesti, usojeno v smrt”.2

In Kobalt and Volfram, poetic reflection becomes even denser and more
intense. Kobalt (1976) introduces (the general existential and creative) doubt of the
appropriateness of the chosen path in the field of metapoetic reflection. In
elongated, elaborate reflections, the sense of power, life and creative energy is
dynamically exchanging with a diametrically opposite sensation of uncertainty,
disorientation. Enthusiasm is cut by anxiety of death, uncertainty, doubt about the
extraordinariness of his own doing and efforts: “neznaten sem, neveden, negotov - /
da ni vse moje pesnjenje samo nekaksna spretnost?”3 By awareness of the inevitable
finality of an individual, the creation on the other side is increasingly gaining
importance as the defense against mortality, and the creations are getting the status
of the legacy: “zato me v ogledalu hvalijo dela moja, moja Cistota”.# The motif of the
mirror and the motif of the lie, which, as a reference to the nature of the literary
work, appear several times in Jesih’s poetry, symbolize the principle of mimesis, the
reflection of the real in the literary sense, which has been, since Plato and Aristotle,
connected to the dilemma about the poet's place in society and the value of literary
work for gaining knowledge. The image of the lie alludes to the condemnation to
(only) fictional status of the created. Although the subject tells himself that this “lie”
is necessary for a deeper insight, the awareness of this restriction simultaneously
inhibits the creative desire of the poet and leads him to waive expression. He accepts
silence, although external circumstances (April - spring - time of awakening,
growth) are calling for creation: “Ce sem sejal pesem, bom v svoji uri laz poZel, / zato
je po molku disal moj smeh ves april, ne po prebujenju”.5

The poet discusses the response to socio-political restriction. The social
expectations cannot be fulfilled because the requirements are relative and
subjective: “kdo bi mogoce rekel, da sploh nimam barve, pa sem za svojo domovino
prerdec”.6 The ambivalence of inner feeling: “vendar se v meni v orkanu koljeta obup
in slavohlepje. // Strah me je: bom orglarju kos kalin namest slavec?”? derives from
the awareness of responsibility for poetry and poetic tradition. The poet as an
independent, free subject (bird) has to deal with socially established and accepted -
“the organist” - but he doubts the success of his resistance to fortified and
predefined forces. In addition, he self-determines lithologically. He metaphorically

1 In these verses, Jesih's prediction of future poetic efforts - the collections of poetry Volfram and Kobalt,
named after metals - can be identified.

2 “sails as a special state of consciousness, destined to death”.

3 Milan Jesih, Kobalt, Ljubljana, Drzavna zalozba Slovenije, 1976, p.33. “l am insignificant, ignorant, insecure -
/ isnot all of my poetic creating just a kind of skill?”

4 Ibidem, p.1. “therefore my works, my purity praise me in the mirror”.

5 Ibidem, p.6. “If I sow a poem, I will reap a lie when my time comes, / therefore, my smile smelled of silence
all through April, not of awakening”.

6 [bidem, p.39. “[O]ne could possibly say that I do not have a color at all, but I am too red for my homeland”.

7 “[B]ut in me despair and yearn for glory are rumbling in the hurricane. // I'm afraid: will I be up to an
organist a bullfinch instead of a nightingale?”
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identifies with “bullfinch”, and not with the conventional image of the “nightingale”.
This move reflects noticeable symbolic distancing from the poetic tradition, which is
also confirmed by the liberation from the language norms (for example, the use of a
short indefinite form or omitting the final vowel). An ironic distance is created
which, with an oath of his individual freedom, returns the subject the courage and
integrity of his own doing - creation. In a situation where the subject is subjected to
creative forces, which are no longer exclusively part of his (conscious) will, there can
be a conflict both with external and internal constraints. For this reason, the
language also gets new laws, which again allow the naming of objectivity:

nasel sem imena za barve svoje hoh barbarske omike,

po tiso¢ prstov mam na vsaki roki, tako da tipkam ko nor,

tako da me ne bo ustavila nobena oblast, saj se celo sam ne dohitevam. [...]
jezik zmedel v same interjekcije, / jezik sezidal iz trigonometrije.!

Contemplating of the language and its basic aim - communication - is closely
related to the open existential question of transience, the awareness of which
suddenly impacts the subject so strongly that expression - the foundation of his
creative essence - itself begins to evade him: “Sem truden? Prhki, suhi glagoli me
tis¢ijo v grlu - / se bojim? Najbrz sem vedel, da je minljivost moj element?”2 The
lyric subject assumes the rhetoric of the defense against the reproach which
concerns the essence of poetic expression: “Ni res, da poimenujem stvari z nepravim
imenom”.3 The importance of the poet expressing himself freely and not being the
subject to internal or external limitations is emphasized by the repetition of the
symbol of the nightingale (poet), who changes to negative, poisonous and alien
when unrealized: “Ce Zivega slavca zakopljes v zemljo, tam zraste ancar”.4 Creating is
also a necessity from a completely personal aspiration to overcome finality: “Vsak
dan bi hotel nanovo spisan list, da je dobra moja steza: / zdaj znajo ubit Ze tako, da
strohni tudi srce, / jaz pa noCem, da bi od mojega Zivljenja ostala samo anekdota.”s
The subject values his creations again as legacy, while the intertextual relationship
with PreSeren's poetry through the image of a stiff heart is established. Now and
here they are “they” - a (incomprehensible) society - capable of destroying the
creative heart, while the poet's heart in PreSeren's Neiztrohnjeno srce remains
untouched because of the untold poems.

1 Ibidem, p.24. “I found names for the colors of my ‘hoh’ barbarian manners, / I have a thousand fingers on
each hand, so I type as crazy, / so that no authority will stop me, as [ do not even catch up with myself. [...] the
language confused itself in the interjections, / built the language from trigonometry”.

2 Jbidem, p.11. “Am [ tired? Crumbly, dry verbs are squeezing in my throat - / am I afraid? I must have known
that transience is my element?”

3 “It's not true that I name things with a wrong name.”

4 “[1]f you bury a living nightingale in the earth, an ‘ancar’ grows there”. “Ancar” is a tropical tree containing
toxic substances.

5 Ibidem, p.17. “Every day I would like an anew written piece of paper, that my track is good: / now they can
already Kkill in a way, that the heart rots as well, / but I do not want, that of my life just an anecdote
remained.”
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In Kobalt as well as in Volfram there are passages showing the author's
literary horizon.! If such motifs were placed in more or less associative strings in
previous collections of poetry, here a more explicit semantic connotation is revealed.
The ambivalent relation to the literary legacy is thematized: from the
disappointment because of the semantic emptiness of literature to the highly
positively connotated relationship with the poetic contemporaries or predecessors:
“Pridete? Pridete! [...] Pridejo, mojstri v rimah, jasnooki, razcveteni, zali v sebi,
brezdanji! / pridejo, in jaz, ki zanje zracim bele sobe, jaz jih vodim po lokah in
rebreh”.2 A direct tribute to the poet's predecessor is expressed in verses that
explicitly relate to the literary image of the door of the Trnovo church from
PreSeren's sonnet Je od veselga casa teklo leto that grew beyond the boundaries of
literary tradition and became a culturally-encoded myth: “Daljno Trnovo, cerkvena
vrata - kako je mogel skoznje tolikSen pesnik?”3 Jesih expresses his affection
through a humorous view when he connects the spiritual greatness of the poet with
the physical size of the door. With the intertextual reference to the PreSeren’s
sonnet, Jesih also reaches the semantic underlining of his own roaming search,
which is thematized by the poem.

In Volfram, relations between the subject, the society and the world,* the
possibility of the subject’s expression and mortality, are still intensified: “neizrekljiv
stojim sred sebe, velik, da mi na temenu Se poleti sneg ne skopni, / neizrekljiv z
razbolelim, zateklim jezikom srepim v rodovitno resnico, zadnjo ¢lovesko pravico:
umri.”5 For the subject's hyperbolic self-presentation, we discover distance to the
other, to the world, which stems from the ultimate recognition of the limitations of
human existence with death. Reconciliation with it is thorough to the extent that the
lyric subject understands it as a right and therefore is no longer only the last
necessity, but also the possibility of salvation from the world and also from the
burden of his own vocation, because “the swollen tongue” no longer has the function
of expression.

The lyric subject appears as a seeker of the source of the creative power,
since creation cannot be possible by force, because it is the domain of something
that reaches beyond the subject. Writing is suppressed or falsified by de-
concentration, which arises from the new that occurs inside and outside of him and

1 In the interview, Jesih stressed that reading directly motivates him for writing. See Milan Jesih, “Poezija in
humor sta samo dva obraza istega skuSnjavca”, Literatura 2.10 (1990), p.29.

2 Jesih, 1976, p.52. “Will you come? Come! [...] They come, masters in rhymes, cleareyed, blooming, beautiful
in themselves, boundless! / they come, and I, who air out the white rooms for them, I take them over the
meadows and the slopes”.

3 Milan Jesih, Volfram, Ljubljana, Drzavna zalozba Slovenije, 1980, p.13. “Far Trnovo, the church gate - how
could a poet like this go through?”

4 Interesting is Jesih's statement - in connection to his presidency of the Society of Slovene Writers - that he
tried to “keep away from politics, but not from social”. Milan Jesih, “Tri besede”, Literatura 24.247-248
(2012a), p.92.

5 Jesih, 1980, p.31. “I stand in the midst of myself, unspeakable, huge, that the snow on my vertex does not
wane even in the summer, / unspeakable with a painful, swollen tongue I glower in the fertile truth, the last
human right: die.”
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which the subject does not catch up with. At the same time this is a way how the
script creates independently of the formalization of the technique and consciousness
of the subject. This way things can be redefined, thus new evaluating relations can
be created: “Pisava mi je uSla, bil sem razmisljen, papir je zdaj poln neprepoznavnih
krac, in tudi okoli mene / vstaja nov red.”?

In Volfram a more pronounced processing of the topos of time begins: on the
one hand, it is subjective time with its relative course, and on the other, it is concrete
human time, confined with “finality”. Jesih does not deal with it solely thematically,
he finds ways to avoid chronological straightness in the area of poetry. With various
- even auto-referential - procedures he negates time as an absolute category: “Vse je
zdaj! [...] zdaj v misli silen stih, to¢e¢ se mi v Skoljko uSesa srca v skrivnih Cutov
temni govorici ...”2 At the moment of creation, the time in the lyric subject shrinks or
becomes all present independently of the “real” time of existence. The source of
creation is something powerful, mysterious, and redemptive. The lyric subject
explicitly exposes himself and his act: “PiSem si: 'Vse je zdaj.' PiSem si: 'Bil6 in b6 sta
slepi utvari, v eni spominjanje, v drugi up gospodari.””3 He denies the existence of the
past and the future. With repetition of words from the beginning of the poem in the
form of a quote, he creates a mise en abyme, emphasizing the infinite repeatability of
the present moment and at the same time, he causes an ontological break between
reality and fiction, which will be repeatedly opened up with auto-referential
procedures in later collections of his poetry.

In the miniature poems of the collection of poetry Usta (1985), which are a
unique change in the poetic form, self-reflexive traits are not dominant, but a motif of
mirror as the symbol of imitation in artistic creation arises again. This is a more radical
warning of the fictional nature of the literary text. The motif of “wise-ish poets”4 should
also be pointed out. In its context, the image of heartiness, a sacrifice, that enables
reaching the sky, transcendence, is mediated, but at the same time, the ironic distance is
established by means of the formation process of the word “wise-ish”.

3.2 Soneti - the formation of postmodern consciousness

In Soneti (1989), the relationship between fiction and reality is not just
thematized, the self-reflexive passages also create the effect of disillusion. If we stem
from the classification of E. Miiller Zettelmann, in Soneti, beside the secondary one,
the primary metalyric is expressed. From the point of view of self-reflection meta-

1 Jbidem, p.41. “The script escaped me, I was inattentive, the paper is now full of unrecognizable scrabbles,
and a new order arises around me.”

2 [bidem, p.44. “Everything is now! [...] now in my mind a powerful verse, pouring into my shell of the ears of
the heart in a dark rumor of the secret senses...”

3 Ibidem. “1 am writing: ‘Everything is now.’ | am writing: ‘It was and will be are blind illusions, in the first
remembering, in the second hope is a master.”

Tatjana Stani¢ wrote, that the poet creates a “distance to the process of creating poetry” with intertwining of
the “confession and auto-quotation”. Stani¢, p.187. Trans. by M. E.

4 Milan Jesih, Usta, Ljubljana, Mladinska knjiga, 1985, p.33.
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markers , entire poems in brackets begin to appear from Soneti on, which suggests
their status as a commentary.

Paternu warned that already in the first verse of the collection “Ne vem, e
bom sploh znal povedati”! the poet explicitly expresses the uncertainty of
inspiration and doubt about the ability of expression. Poetry as heavy work is
thematized in the final sonnets of the collection, but in them the poet makes the turn
into a dream, unrealistic, which compensates for the lack of inspiration.2 The first-
person lyric subject in Soneti imitates past postures and images.3 Motifs are
undermined with “metaphysical transgressions” and the “diction of an uncertain,
unreliable speaking subject”.4

In this collection of poetry, the authentic experience of the subject has often
been transformed into a mere image, the poem’s reality is thematized as a part of
the imagination, derived from the lyrical subject:5 “Podobo mislim: v vzhodni sobi z
Zeno.”6 The relativity and the unattainability of the tangible are thematized in
hesitation between memory and dreams: “Sanjam spomin a se spominjam sanj?”?
The portrayed love motif, which follows the uncertain starting point, can no longer
be understood as a reliable experience of reality and as an authentic emotion of the
subject. That is why the beginning of the poem “Takole je bilo”8 can be understood
only ironically.

In the previous collections of poetry, Jesih thematized the gap between the
lie, the reflection and the real, but now, through processes of auto-reference, he puts
this gap into the text structure itself. With auto-referential intermediate
commentary and self-explanation the lyric subject reveals himself and his actions
and establishes an ironic distance to the said: “nekdo, s tem mislim sebe, lej, obstal je
/ in se, pijan ali zamisljen, ziba”.?

The thematization of a creative individual is mediated through metaphors
such as a stone, a dreamy man, and a singer. All metaphors present the existential
search and questioning of a man in general and of a man in the narrower sense,
doubting the meaningfulness of his mission - creation. The image of the stone
appears several times in Jesih's poetry (also in later collections of poetry). Bandelj
recognizes the metaphor of stone in the later collection of poetry Mesto sto as the
“definition of position of a poet in the world”.10

1 Milan Jesih, Soneti, Celovec, Wieser, 1989, p.5. “I do not know if I can even articulate”.

2 Paternu, pp.214-215.

3 Matevz Kos, Fragmenti o celoti. Poskusi s slovenskim pesnistvom, Ljubljana, LUD Literatura (zbirka Novi
pristopi), 2007, p.163.

4Juvan, 2000, p.219.

5 Compare with KolSek, p.217 and Bandelj, p.811.

6 Jesih, 1989, p.13. “I think a scene: the east room; she and I”. Milan Jesih, Selected Poems, Victoria, TX,
London, Dublin, Dalkey Archive Press, 2015, p.6.

7 Jesih, 1989, p.63. “Do I dream a memory or do [ remember dreams?”

8 [bidem, p.85. “That's how it was”.

9 Ibidem, p.46. “[Slomebody, (by this) I mean myself, look, he stopped / and he is, drunk or thoughtful,
swaying”.

10 Bandelj, p.822. Trans. by M. E.
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Daj Bog mi tu zastati brez spomina,
pozabi, da si zgnetel me ¢loveka,

ki delata me ura in obleka:

zabij me kamen mlad tu kje v pecinah [...]
(kjer seme, cvet in sad so vsi kamniti).*

Being a stone means being motionless, independent of the status in a society,
not susceptible to pain and, especially, passing of time. Therefore it is no longer
important to bear and a fruit can be stony - the same to the starting point (to the
seed). However, the stone with the possibility of “just being” has also a different
connotations in this collection: “Je kamen, ki vekove se obraca / v mlakuzi vznak, da
kdaj nebo bi videl.”2 In the desire to achieve and discover more than just “being” it
turns to the sky, to the metaphysical: “in teZnost, nekdaj dana in domaca, // znenada
zdavnaj je zgubila smer”.3 The subject - poet - finds the goal in the poem: “ne
sredstvo, pesem mu je sama cilj, / dani se, pa prepeva Se vsevdilj.”4 The insertion of
the last verse into the context of the entire poem attributes to it the ironic point,
which focuses on the content of singing: “vse uglaSene, kajpada, na temo / ljubezni,
Amorja, neznih poljubov / cvetocih lic, vzkipelih prsi”.5 By hyperbolic stringing of
cliché love motifs, the distance to a canonically toughened understanding of a love
theme as the central in (confessional) poetic creation is established. Although the
aesthetic expression (singing) is shown as a purpose, the subject is at the same time
aware of the difficulty of the mission, the difficulty of knowing: “a kdor je pregloboko
gledal v sanje / in klic v njih prepoznal, ne ve nikoli: / blodil bo dolgo, bridko
potovanje, [...] nenehoma forsiral plitvi Cas // in v njem malikoval lepoto rablja”.6
This is a man (an artist), to whom his own limited knowledge and existence has
been revealed through his creative quest.

The most explicit (and ironic) metapoetic definition of the creative subject is
passed in the verses: “Vecerjo najbrz je prevec zalil / lirski subjekt, pa je zadremal v
travi.”” The lyric subject appears in an unenviable position with all the human

1Jesih, 1989, p.57. Here let me pause, dear God, without a memory. / Forget that you have kneaded me a man
/ defined by dress and by his wristwatch brand,/ and nail me, as a young stone, to the reef [...] (of stone is
every blossom, fruit and seed). Jesih, 2015, p.20. There is also an allusion to the poem by Simon Gregor¢i¢
(1844-1906) Cloveka nikar.

2 Jesih, 1989, p.25. “A stone there is that ever struggles up / to lie back in its puddle, glimpse the skies.” Jesih,
2015,p.11.

3 Jesih, 1989, p.25. “[A]nd gravity, once well within its grasp, // has lost its bearings through the centuries”.
Jesih, 2015, p.11.

4Jesih, 1989, p.89. “[N]ot means, the poem is the goal itself, / it is dawning, but he is still singing”.

Analyzing the same verse, Matevz Kos warns that poetry in Soneti puts its own aesthetic instead of ideas or
ideologies in the first place. Kos, 2007, p.166.

5 Jesih, 1989, p.89. “[A]ll tuned, of course, on the theme / of love, Amor, gentle kisses / blossoming cheeks,
effervescent breasts”.

6 bidem, p.35. “[BJut whoever has looked too deep into the dream / and has recognized the call in them, he
never knows: / he will wander a long, mournful journey, [..] constantly forcing the shallow Time // and
idealize the beauty of the executioner in it".

7 Ibidem, 42. “The dinner was probably too celebratory / the lyric subject, he has napped in the grass.”
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physical problems: “Krhek je, Zeja ga.”! In this move M. Kos recognizes mockery of
the efforts of literary experts in order to fully understand and explain poetry.2 The
lyric subject transforms himself from an abstract literary and theoretical category
into a tangible person who feels the primary connection with the earth as the source
of life: “k njim bi se zgrudil k rodnim prsim belim, / zaril se v prst in med ostrobne
kamne”.3 This emphasizes the author's intentions for poetry, which go from great
(spiritual-philosophical) themes to everyday searching of a man, to life in his
primacy, to the wondering of the little that is happening in the surroundings. But
profanization of the expressed, as its antipole, also implies the search for the
transcendent.

The poetry collection is rounded up by four metapoetic poems. In them, the
author is thinking about the poetic skills, the topics of poetry, the ability of language
to name the world, and the belief in poetry. In the context of the reflection on self-
reflexive sonnets they were already interpreted by Marko Juvan who argues that the
sonnet form after modernism, once again, allows semantically sensible texts, but
irony or self-irony are necessary as a cover.4

In the sonnet Kaj na cvetlicnem trgu me zanima?s modernist esthetic elitism
is replaced with the (postmodernistic) metaphor of the square, and poetry is
compared with the floral craft. A humorously ironic postmodernist doubt about the
traditional transcendental aesthetic criteria is established.6 The writing of poems
here does not emanate from the divine inspiration, nor does the poet have a
privileged position in society. The poetic creation does not provide him eternal
glory, since there are no more valid criteria that can justify its value, in the same way
as there is no belief in transcendence: “Ce kdo Vseviden opazuje naju, [...] da puseljc
Rata, pa sama ne ve / starka ne kavalirji ne gospe.”” The colloquial verb “ratati”,
written with a capital letter, introduces a stylistic dissonance between the simple
and the sublime. It semantically emphasized the goal - “to succeed”. In the context of
a litotic description of his own work, which is in the intertextual antithetical
relationship with PreSeren's verses “mokrocvetoCe rozZce poezije”,2 and with
emphasizing poetry as a technical skill, an ironic doubt arises about the devaluation
of the poetic mission to the level of banalized everyday practice.

The sonnet “Divjine Idaha” - ni lep naslov® unleashes the humorous and
autoironic attitude of the subject to himself and his own actions, which he submits to
banalization. The poet is, using irony created by the commenting interpolations (“it

1 “He's fragile and he's thirsty.”

2Kos, 2007, p.161.

3 “He would collapse to them to native white breast, / he would bury himself into earth among the stones.”
4Juvan, 2000, p.219.

5 Jesih, 1989, p.90.

6 Juvan, 2000, pp.220-221.

7 “If someone Omniscient observes us [...] that the bouquet Succeeds, but she does not know / the old woman
or the gentlemen or the ladies.”

8 “These tear-stained flowers of a poet's min”. France PreSeren, A Wreath of Sonnets (4/14), trans. by V. de
Sola Pinto, http://www.preseren.net/ang/3_poezije/76_sonetni_venec-04.asp.

9 Jesih, 1989, p.91.
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shows”, “as it is said”), distancing from the “eternal themes”, generally accepted as
the domain of poetry: “o letnih ¢asih, roZicah, o Njej”.1 The poet is aware of their
trivialisation at a time, when the objective truth is no longer available, but he also
knows his preconceived determination: “Torej bom, kaZe, Se lepo naprej /
premleval, kot se rece, veCne teme.”2 He replies to the situation with the poem itself:
he accepts the tradition, because there is no other possibility, but he establishes an
ironic attitude that is the only possible way of approaching the idealized “silence”:
“brez mej / iskal glasove ¢imbol;j ... ¢imbolj neme”.3 The goal of getting to “the highest
poem: the poem about nothing” appears also in the sonnet Ko berem Siiskinda Parfum, si
mislim, which articulates the awareness of the randomness of the connection between
the word and its meaning: “prvic, izrazov za vonjave ni, / saj rabi se le kup metonimij”.4
The creation of such a poem is conditioned by the will of God, which introduces ironic
tonality in the space of radical doubt about metaphysical transcendence. “The poem of
nothing” is therefore not only the goal, the perfection to which the poet strives,s but the
emptied form due to the limited identity between the named and the naming. For this
reason, the lyric subject rejects the possibility that he would be the one who is
searching for the order “in chaos”, he leaves the task to others: “naj pevec drug
prevzame to zalogo”.6 The name “singer” alludes to PreSeren's vocabulary, which
suggests that the possibility of a poem that could articulate the totality of the world
and the subject is moved in the past and disabled.

The last sonnet Grizljal sem svincnik ves preljubi dan’ introduces the
(neo)romantic faith into the existence of an ideal, transcendental sonnet, and the
possibility of “identity between words and things, or between the subject and his
text” but at the same time the postmodernist distance is achieved by self-reflexive
brackets and capital letters.® The sonnet has a function of the auto-comment of the
entire collection of poetry. It thematizes the waiting for inspiration, which is not
there and in which the subject does not even believe when fully conscious (vigilant).
The sonnet is also about the unattainability of a poem that would contain and
integrate the cognitive, aesthetic and ethical dimension of the work of art: “Obenem
Lu¢, Lepoto in Resnico” and in which there would be harmony between the term
and the thing “saj roZa je bila v imenu roze”.10 Only in dreams such verses are

1 “About seasons, flowers, about Her”. Juvan recognizes “postmodernistic aesthetic guidelines” in self-irony
to the articulation of eternal themes that no longer have a confessional value and an “aesthetically privileged
position”. Juvan, 2000, pp.220-221. Trans. by M. E.

2“So, I will, it seems, continue / to think over, as they are called, eternal themes.”

3 “I[W]ithout borders / looking for voices, silent as much as possible ... as much as possible”.

4Jesih, 1989, p.92. “[F]irstly, there are no expressions for smell, since only a lot of metonymy is used”.

5 Soneti contain the recognition of “the poem about nothing”, which has been the goal of the European poetry
for centuries, since everything else is just an approximation of ideality. Ivo Svetina, “Ziveti, trpeti, lepo peti”,
Ampak: mesecnik za kulturo, politiko in gospodarstvo 3.2 (2002): p.64.

6 “[L]et the other singer take over this stock”.

7 Jesih, 1989, p.93.

8 Juvan, 2000, p.219.

9 “Of Everything: of Beauty, Truth And Light”. Jesih, 2015, p.31.

10 “[F]or in the rose's name there grew a rose”. Ibidem. An allusion to the novel Il nome della rosa by Umberto
Eco is notable.
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revealed to the subject, but they are again concealed when he is awake.
Nevertheless, he retains his faith in the power of poetry: “A je, pod zvezdami, je tak
sonet.”! The faith in the existence of the poem does not guarantee that it is
accessible here and now, it goes further to the indefinable future. Until then the
possibilities of poetry remain such, as are thematized and realized by Soneti. As
Juvan writes, it is all about “consciousness of poetry as a matter of technical skill”.2
With this belief the collection, that contests a fictional illusion and accepts it as the
only option, concludes.

3.3 Clash with time

Soneti drugi (1993) is, regarding the literary form and the themes, related to
the previous collection: poetry is not exalted in the sphere of divine, redemptive,
metaphysical, but is defined as a part of life. Again, the source of inspiration is sleep,
a state in which the subject’s consciousness steps into the background. The distance
is established to the romantic clichés; the dependence of the literature on
intertextual connections, the diligence with the quotes in the manner “everything
has already been said” is thematized. The construction of the textual reality results
in a constructed formation of a subject, who is also an illusion.

The fact that the last poem is written in brackets shows its autothematical
value. The core of reflection illustrate the verses: “So pesmi, polne jagnedi ob cestah
[...] in so resni¢nosti, Kjer svetli vlaki”.3 They thematize the fundamental dilemma of
the relationship between fiction and reality or rather show the status of reality that
is no longer just one. Although reality cannot be objectively determined, the lyric
subject finds a solid point in the certainty of his own finality “in je dom v
neizrecenosti daljav, / kjer se bom odpocil in spal in spal”.4

In Jambi (2000) the struggle with time and the subject's awareness of his
own mortality are at the forefront. The discovery that stopping the time is possible
only in the area of literary is thematized, otherwise, regardless of the subject's desires,
time passes, which is reflected by the scenes from nature. Faith in immortality is
ironically undermined. Explicit meta-warnings (“I think”, “because I maintain it”)
break the illusion, but on the other hand, the power of imagination, which creates a
fiction area in which the laws of time are no longer valid, is emphasized.

The poem Mimo kozolca kolovoz, pocasi thematizes the motionlessness of the
moment: “Cas kar stoji in se uci zgolj biti”.5 The motif “pred gnojnjakom kljusa stara”é
from the beginning of the poem is, in the end, transformed into a metapoetic motif -

1 “But such a sonnet is, somewhere on earth.” Ibidem.

2 Juvan, 2000, p.220.

3 Milan Jesih, Soneti drugi, Celovec, Wieser, 1993, p.110. “Now, there are poems filled with poplar lanes, [...]
and then realities, where shining trans”. Jesih, 2015, p.51.

4 “[A]nd there's home in untold distances / where [ will find my rest and sleep an sleep.” Ibidem.

5 Milan Jesih, Jambi, Ljubljana, Mladinska knjiga, 2000, p.18. “[T]ime's standing still and learning just to be”.
Jesih, 2015, p.58.

6 “[B]efore a dung cart plods a nag away”. Ibidem.
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the symbol of poetry in the image of a winged horse: “Ko Pegazov brat pod napus¢
zavije, / se globus spet, brez sunka, zarotira”.! With the combination of high and low,
an ironic perspective to the possibility of stopping the time is established. Stopping
the time is possible only in fiction, which is further emphasized by the inclusion of
Pegasus and the last verse: “in je zgolj slika zgodnjega vecera”.2

In Tako rekoc¢ (2007), creation is shown as the (only) option of preservation
of the memories, and the process itself is compared with sketching, which results in
an understanding of the creative process as a skill. Self-reflection works in the
direction of disillusion also in this collection - (the literary) world takes place at the
level of the said. However, the central purpose of the poem is not so much
undermining of the illusion as a shock when the topic of death is included and the
reader realizes that he is also a part of the fiction image: “ko ste prelistali na zadnjo
stran, / Kkjer s katastrofo sklene se roman, / je tam tudi za vas za vzorec smrti”.3 The
subject resists by a humorous ironic turning point: “Ampak poglej v zadnji kvartini,
Zena, / stoji, da smrti ni - Ce to je uteha -, / Ce ni zivljenja, ki da z njo se neha: / ni torej
smrt Zivljenju podrejena?’4 But also in these verses a metapoetic reminder (meta-
literary naming of the quartine as a part of the poem) is obvious. It contests the act of
resistance and places it as hypothetically possible only on the literary level. At the
level of thematization, mistrust in the power of poetry to overcome the determinant of
finality, which is encoded into the individual, arises. The poem Pesnik je star, in Sibkost
je omama reveals the poet as just a transient being that loses his power: “zdaj zlahka
privoljuje, / naj so reci imenom svojim tuje”.5 His mental sKkills, which had previously
been creating, were lost: “zdaj pesmi so ogrodja, zgolj skeleti” and “za aro si je um
volila smrt”.6 The highest goal and the ability of poetry - to name things with their
own names, which Jesih already thematized in the previous collections of poetry,
within the individual, determined by mortality, is no longer accessible.

Mesto sto (2007a) tells us with irony that artists are no longer respected,
valued and recognized as moral and intellectual authorities. The loss of status in
society is followed by a deeper cut - the realization that the works created by the
artist do not bring immortality: “Statua stoji v prestolnici v kotlini, [...] ki naj bi voljo
genija utelesal, / pa karikira dobre volje smrt.”7 If at the beginning of the poetic
pathway (Volfram, Kobalt) Jesih had confidence of surpassing the transience of life
in (his own) poetic legacy, in this collection of poetry this option is ironized.

1“When Pegasus's kin glides down the roof, [...] the globe spins round again, well-oiled and smooth”. Ibidem.
2 “IT]he image of an eve is all that's left.” Ibidem.

3 Milan Jesih, Tako rekoc, Ljubljana, Studentska zalozba, 2007, pp.38-39. “[W]hen you leafed through to the
end, / where the novel ends with a disaster, / a pattern of death is also there for you.”

4 Ibidem, p.45. “But look in the last quartine, woman, / stands that there is no death - if it is comforting - / if
there is no life that stops with it: / is then death not subordinate to life?”

5 Ibidem, p.20. “[H]e now assents / that things are alien to their names.” Jesih, 2015, p.76.

6 “[T]he poems are more skeletons, mere frames” and “what seath has pre-elected is his mind”. Ibidem.

7 Milan Jesih, Mesto sto, Ljubljana, Cankarjeva zalozba, 20073, p.19. “The statue stands in the capital in the
basin, [...] which the will of genius is supposed to embody, / but it caricatures the death of good will.”
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In Lahkoda (2013), the humorously ironically distant position of the subject
towards poetry as something superabundant continues. The poet is no longer a
divine singer and is not inspired by the muses, but is ironically connected with the
dimension, antithetical to the divine - the devil: “kot vragov tast, vresc¢ava zgaga, /
prepri¢an predsokratik -, / natan¢no in meritorno je navagal // nekaj strupenih
stihov, / ki sem po volji usode / jaz avtor njihov. / Pa naj Se vas boli Zelodec.”! An
important segment of these poems is the integration of the reader into the level of
literary reality. The sudden realizing of the reader that he is also a part of the fiction
results in a recategorization of the boundaries between the fictional and the real
world: on the one hand, it leads to disillusion, and on the other hand, the reality of
the reading subject is destructed. He is shown only as a player in a larger structure,
and his awareness of reality as subjective: “v jugovi majhen lutkovni teater, / ki v
njem so uprizorili te pavliho”. 2

The questioning of the ability of words, the limits of the saying and the
fiction, which is conditioned by the language and what the poet reveals with his own
imagination, is revealed in the last poem of the collection.3 The lyric subject
expresses his powerlessness in order to gain knowledge: “saj niti to ne ve se, [...]
koga deklina ljubi. Vas zanima?’4 With the rhetorical question addressed to the
readers and the self-reflexive verse, the illusion of the poem is broken: “Tu boljsi
Sele sploh zacel bi pesem.”> The poet ironizes the traditional theme of poetry - love,
and above all, establishes a self-ironic attitude towards his doing. Reality is not
objectively accessible - not even in fiction.

4 Conclusion

Poetic self-reflection in the poetry of Milan Jesih highlights individual
premises of literary direction, and at the same time reflects personally marked
contemplations of poetic art and poet’s peculiar attitude towards creating. Through
self-reflection various aspects of poetic creating are thematized, and from Soneti
onwards there is also the aesthetic effect of disillusion. Jesih's weighing of his own
position and the possibilities of poetry is full of humor and (self)irony. Intertextual
dialogue with tradition is also characteristic.

The theme of poetry in connection to the social framework is noticeable in
the first collection of poetry. The view of the position of a poet (not so much the

1 Milan Jesih, Lahkoda, Ljubljana, Studentska zalozba, 2013, p.53. “[A]s the devil's father-in-law, a squeaky
pest, / a convinced pre-Socratician, - / precisely and meritily, he has weighed // some toxic versess / which |
am by the will of destiny / their author. / You should also have a stomach pain.”

2 Jbidem, p.119. “[TThe southern has a tiny puppet show / in which you have been featured as a clown”. Jeish,
2015, p.116.

3 As it is typical for Jesih's last poems in collections, it is written in brackets, indicating its autothematical
value.

4Jesih, 2013, p.120. “[B]ecause it is not even known, [...] whom the girl loves. Are you interested?”

5 “Here the better one would only start the poem.”

37

https://biblioteca-digitala.ro



Romanoslavica vol. LIII nr.2

importance of poetry) in the society is presented in Mesto sto, but with a complete
distance to any concrete political opinion. In Jesih's opus there is a reflection on the
power of poetry in general - in the broader apolitical context and in personal
intimate understanding. The poetic theme is often associated with existential
questioning. Noticeable are thematic metamorphoses of poetry, which is the source
of life force, poetry as heritage, to poetry, which is eaten away by doubt of mortality,
but finally the persistence in its own doing and faith in the justification of the poetic
expression are expressed. Despite the concerns and constant weighting of the
positioning and justification of poetry and poet, the justification of creative act and
art is obvious.

Literature

Bandelj, David, “Skrivnost subjekta”, Milan Jesih, Zbrane zbirke, Ljubljana, Studentska zaloZba,
2012

Breuer, Horst, “John Keats’ Ode 'To Autumn' als Metapoesie”, Self-reflexivity in literature, ed. by
Werner Huber, Martin Middeke and Hubert Zapf, Wiirzburg: Kénigshausen & Neumann, 2005: 49-64

Jesih, Milan, Uran v urinu, gospodar! Maribor, Zalozba Obzorja, 1972

Jesih, Milan, Legende, Ljubljana, Cankarjeva zalozba, 1974

Jesih, Milan, Kobalt, Ljubljana, DrZavna zalozba Slovenije, 1976

Jesih, Milan, Volfram, Ljubljana, DrZavna zalozba Slovenije, 1980

Jesih, Milan, Usta, Ljubljana, Mladinska knjiga, 1985

Jesih, Milan, Soneti, Celovec, Wieser, 1989

Jesih, Milan, “Poezija in humor sta samo dva obraza istega skusnjavca”, Literatura 2.10 (1990):
39-47

Jesih, Milan, Soneti drugi, Celovec, Wieser, 1993

Jesih, Milan, Jambi, Ljubljana, Mladinska knjiga, 2000

Jesih, Milan, Tako reko¢, Ljubljana, Studentska zaloZba, 2007

Jesih, Milan, Mesto sto, Ljubljana, Cankarjeva zalozba, 2007a

Jesih, Milan, Zbrane zbirke, Ljubljana, Studentska zalozba, 2012

Jesih, Milan, “Tri besede”, Literatura 24.247-248 (2012a): 88-102

Jesih, Milan, Lahkoda, Ljubljana, Studentska zalozba, 2013

Jesih, Milan, Selected Poems, Victoria, TX; London; Dublin: Dalkey Archive Press, 2015

Juvan, Marko, “Slovenski Parnasi in Eliziji: literarni kanon in njegove uprizoritve”, Individualni in
generacijski ustvarjalni ritmi v slovenskem jeziku, knjiZevnosti in kulturi: ob 10-letnici smrti Marje
Borsnikove, ed. by Marko Juvan and Tomaz Sajovic, Ljubljana, FF (Obdobja, 14), 1994: 277-315

Juvan, Marko, Vezi besedila, Ljubljana, Literatura, 2000

Juvan, Marko, “PreSernova in Puskinova poezija o poeziji”, F. PreSeren - A. S. Puskin = F. PreSern —
A. S. Puskin: (ob 200-letnici njunega rojstva) = (k 200-letiju ih roZdenija), ed. by Miha Javornik, Ljubljana,
Znanstveni institut Filozofske fakultete, 2001: 43-71

Kol3ek, Peter, “Podobar in podoba”, Milan Jesih, Verzi: izbrane pesmi, Ljubljana, Mladinska knjiga,
2001

Kolsek, Peter, “Od cesa se napise pesem?” Ampak 2.4 (2001a): 50-51

Kos, Matevz, Prevzetnost in pristranost, Ljubljana, Literarno-umetnisko drustvo Literatura, 1996

Kos, Matevz, Fragmenti o celoti: poskusi s slovenskim pesnistvom, Ljubljana, LUD Literatura
(zbirka Novi pristopi), 2007

Miiller-Zettelmann, Eva, “’A Frenzied Oscillation: Auto-Reflexivity in the Lyric”, Theory into
poetry: new approaches to the lyric, ed. by Eva Miiller-Zettelmann, Margarete Rubik, Amsterdam, New
York, Rodopi, 2005: 125-145

38

https://biblioteca-digitala.ro



Romanoslavica vol. LIII nr.2

Novak Popov, Irena, Sprehodi po slovenski poeziji, Maribor, Litera, 2003

Obermaier, Sabine, “Méglichkeiten und Grenzen der Interpretation von 'Dichtung iiber Dichtung'
als Schliissel fiir eine Poetik mittelhochdeutscher Lyrik”, Mittelalterliche Lyrik: Probleme der Poetik, ed. by
Thomas Cramer and Ingrid Kasten, Berlin, Erich Schmidt, 1999: 11-32

Orai¢ Toli¢, Dubravka and Viktor Zmega¢, ed., Intertekstualnost & autoreferencijalnost, Zagreb,
Zavod za znanost o knjiZevnosti Filozofskoga fakulteta SveuciliSta u Zagrebu, 1993

Paternu, Boris, Od ekspresionizma do postmoderne: Studije o slovenskem pesnistvu in jeziku,
Ljubljana, Slovenska matica, 1999

Preseren, France, A Wreath of Sonnets (4/14), trans. by V. de Sola Pinto,
http://www.preseren.net/ang/3_poezije/76_sonetni_venec-04.asp, 19.12. 2017

Rejc, Vladimira, Carovnija pisanja: portreti slovenskih knjizevnikov, Ljubljana, Studentska zalozba,
2005

Stani¢, Tatjana, “Stilisti¢ni postopki v poeziji Milana Jesiha”, Slavisticna revija 40.2 (1992): 179-
196

Svetina, Ivo, “Ziveti, trpeti, lepo peti”, Ampak: mesecnik za kulturo, politiko in gospodarstvo 3.2
(2002): 63-64

Stoka, Tea, Prevara ogledala, Ljubljana, Mihela¢ (zbirka Brevir), 1994

39

https://biblioteca-digitala.ro



https://biblioteca-digitala.ro



NUME SI APELATIVE ROMANESTI IN SCRIERI
PE SCOARTE DE MESTEACAN NOVGORODENE

Vlad D. GHIMPU

According to the studying of the collections of the Novgorodean writings on the birch barks published
in 1993, 2000, 2004, author extracted a serie of Romanian names and apelatives as the following: Flore,
Micula, Sava, Ceren, Oneca, Nejko-Neg, Nejka-Nega, Tudor, Artemie, Serafian, Alfimie-Efimie, Nabol-
Nabul, Haritonie, Voneg, Domaneg, Doman, Radoneg, Ilica, Negovit, Taisinee(a), Domitr, Moise, Celpa-
Ciolpa-Ciolpan, Efrosenie, Rem, Rema, Bratoneg, Pocta-Pohta, Ostasca, Dracila, Negos, Lama, Negul,
Tatanea, Tesat, Pereneg, Bratoneg, Stoineg, Sabin, and dejd, tamaie, ham .

From these mentioned above I can underline the specific Romanian names with the ending -ie which I
met and in other letters written on the barks, as those with the sufix -an; Neg, diminutived in Russian
language as Nejko, inclusive with the definite article and with suffix, Negol and Negos, the same and in
compound names. The names more often met are Ostas, Micula, Sava; more rare nicknames, between
them are Ceren, Pocta, Tais; other Christian - Tudor (which is Fiodor), Domitr-Dumitru, or older
Romanian names, never met until now - Rem, Rema and, possible, Sabin.

Keywords: Romanian names, Novgorodean Principality, writing the birch barks, Middle Ages, Christian
names, nicknames.

Autorul a studiat anterior onomastica romaneasca conform mai multor si
variatele surse istorice, cum ar fi cele din vechile letopisete novgorodene, dupa
inscriptiile catedralei Sf. Sofia, in recensamintele agrare medievale (nucyossie
kHuzu), de asemenea, si din scrierile pe scoarte de mesteacdn novgorodene,
descoperite arheologic in anii 1951-19831, comunicand rezultatele la sesiuni
stiintifice si realizind mai multe studii si articole, publicate in diferite editii din
Republica Moldova2 si Romania3. Actualmente, se aduce in fata cititorilor si a
cercetatorilor o alta serie de investigatii, bazate pe volumele publicate in continuare
ale scrierilor pe scoarte de mesteacan nr. IX, X, si XI, descoperite arheologic intre
anii 1984-2000 si publicate in anii urmatori (Ianin, Zalizniak 1993; lanin, Zalizniank
2000; Ianin, Zalizniak, Ghippius 2004).

Volumele in discutie aduna in paginile de carte acelasi gen de acte scrise - o
corespondenta bogata intre locuitorii orasului Novgorod si din alte localitati ale

1 A se vedea si editiile anterioare: Artihovski 1953; Artihovski 1963; Artihovski, Borkovski 1958; Artihovski,
Borkovski, 1958; Artihovski, Borkovski 1963; Artihovski, lanin 1978; Artihovski, Tihomirov 1953; lanin,
Zalizniak 1986.

2 Cf. studiile noastre: Ghimpu 2009; Ghimpu 2010a; Ghimpu 2010b; Ghimpu 2011; Ghimpu 2016.

3 In ,Romanoslavica”: Ghimpu 2012; Ghimpu 2015.
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cnezatului novgorodean, avand o tematica diversa: scrisori personale cu subiecte
familiale, datornice sau insemnari ce au un vadit caracter economic ce s-au derulat
pe parcursul secolelor al XI-lea - al XV-lea si provin din sapaturi arheologice
realizate in diferite locuri ale orasului Novgorod si din citeva orase ale cnezatului
novgorodean. Zona noastra de interes evidentiaza numai o parte a scoartelor de
mesteacan scrise, cele care atesta nume romanesti sau apelative ori derivate ale
acestora, inclusive, unele dezvoltate pe taramul limbii ruse vechi.

1. Scrisoarea nr. 615, sfarsitul secolului al XIlI-lea. [TokaoHsiHUE om Jlsxa k
Daapesu... (lanin, Zalizniak 1993, p. 21). Flarev e apreciat ca provine de la Flor. Adus
de romani, sustinem, in cazul nostru, sa se fi numit Flore, metatizat, asemanator
romanescului cunoscut mai tarziu Florea. Cu referinte in alte studiil. Pentru ,Florea”
vezi, inclusiv? nr. 262, nr. 263 si nr. 443; ca nume si cu prenume, in nr. 417.

2. Scrisoarea nr. 619, secolele al XIV-lea - al XV-lea. Mentiune, a) Casa (lainin,
Zalizniak 1993, pp. 25-26). Alt nume adus, de asemenea, de colonisti romani, b) Casa
(nr. 724, secolul al XlI-lea), Intalnit si in alta scrisoare (nr. 378, secolul al XIlI-lea),
inclusiv Cases (Savel), diminitivat, dar si articulat in toponimul Cagyuro3 (Savulino),
de la Savul.

3. Scrisoarea nr. 624, a doua jumatate a secolului al XII-lea. Om Kyseme ko
Lepenro... (lanin, Zalizniak 1993, p. 28). Teren aici este apreciat sa fie un nume-porecla
dialectala (novgorodeana), rar, insemnand de fapt YepHb. Se mai Intalneste ,teren”,
insa e numit cazanul de fiert apa sarata (de diluat sarea din apad). Noi sustinem sa fie
acelas nume Teren (evoluat in final Tren) — avand inceputul ,Ceren”5, mai timpuriu,
apoi ,Cren”, deci sa fie o porecla de la cazanul de diluat sarea, care s-a numit initial cu
,C’, Intdlnit apoi in toate patru variante in ordine inversd, care provine de la
romanescul ,a cerne”.

4. Scrisoarea nr. 630, prima jumatate a secolului al XII-lea. Mentiune - Heaxcko,
Kupko OHbkosuy, (lanin, Zalizniak 1993, pp. 31-32). Nejko apreciat ca il reda pe Neg
(Hee®), diminutivat, corespondentul lui Negu, Neagu. Patronimicul celui de-al doilea
se apreciaza de la Oubka, format, cu probabilitate, de la Onisim. Poate fi, totusi, si de la
One, Oni, Onica, Onica, hipocoristic al lui Ionica. Este intalnit in izvoarele rusesti si ca
OHuwka (Onisca), tot de la Onica’, inclusiv in mediul veps: dad Onic[a] 8 - nenea Onica.

5. Scrisoarea nr. 632, vol. IX, prima jumatate a secolului al XII-lea. Atestat a)
Toydop (lanin, Zalizniak 1993, pp. 33-34), Tynop, Tudor, intalnit de timpuriu in Rusia
Kieveana. Pe care noi l-am apreciat ca numele romanesc Tudor?9 evoluat mai

1 Analizate anterior in Ghimpu 2010, p. 105; Ghimpu 2011, p. 34, 43; Ghimpu 2012, p. 242, 250.

2 Din alte scrisori: Ghimpu 2011, p. 39, 40, nr. 262, nr. 263, nr. 443 si nr. 417- Grigore i Fklarevs; Ghimpu
2012, p. 246-247.

3 Completare din ,[TucuoBeie kauru”: Ghimpu 2011, p. 39, 81, 93.

4 Cf. si Sreznevski 1989111, 2, p. 1439, 1441.

5 Cu alte exemple din , AkTe1 XV-XV1”, 1988, p. 45, 70 si Tihomirov, Scepkina 1952, p. 20.

6 Conform analizei noastre: Ghimpu 2016, p. 33; M. Vasmer il evalueaza ca slav (Vasmer 1987 IV, p. 340).

7 Din ,IlucnoBblie kaury”: Ghimpu 2011, p. 91.

8 Populatie finicd din Cnezatul Novgorodean, Ghimpu 2015, p. 61.

9 La noi e inregistrat din evul mediu pana astazi: Gonta 1995, pp. 704-705; Ghimpu 2010, p. 101, 105;
Ghimpu 2011, p. 23, 26, 39, 43; Ghimpu 2012, p. 246, 250.

42

https://biblioteca-digitala.ro



Romanoslavica vol. LIII nr.2

timpuriu in mediul romanic din Teodor. In exemplul actual am gisit si confirmarea
in baza exemplelor rusesti, cum avem prilejul de a considera, dupa ce autorii
publicatiei, mentiondnd raspandirea lui din cele mai vechi timpuri, venit in partile
Novgorodului din sud, {i fac o pararela dupa o stampila de plumb din prima jumatate
a secolului al XII-lea, care avea pe o parte chipul si inscriptia Sf. Fiodor, iar pe
cealalta imprimat numele Tudor, ficand astfel concluzia: numele Tudor era varianta
lui Fiodor (Ianin, Zalizniak 1993, p. 34). Alte mentiuni - b) Todopska (vol. X, nr. 710,
secolul al XII-lea, pp.10-11), Todorka, Todor, Tudor; c) Tydops (vol. X, nr. 724, a
doua jumatate a secolului al XlII-lea, pp. 24-25); d) Toydopws, Tymop (vol. XI, nr. 789,
secolul al Xl-lea, p. 22); e) Toydopka, Tygop (vol. XI, nr.825, a doua jumatate a
secolului al XII-lea, p. 46); f) Tydo(p) (vol. XI, nr.903, secolele al XI-lea - al XII-lea, p.
95), varianta evoluata: Dudor?, adica tot Tudor.

6. Nr. 638, a doua jumatate a secolului al XII-lea. Op(m)bmue (lanin, Zalizniak
1993, p. 38), OpTtemue, Artemie; b) Optembe, Artemie (nr. 667, a doua jumatate a
secolului al XII-lea, p. 57), cu terminatia -ie, romaneasca.

7. Nr. 640, a doua jumatate a secolului al XII-lea ... oy komopsiH®s (lanin,
Zakizniak 1993, p. 40), cotoreni, apreciati ca ,»xutesin Kotopckoro morocra” <cotor,
si nume Cotoras.

8. Nr. 643, secolele al XlI-lea - al XIlI-lea. CepagpusH (lanin, Zalizniak 1993, p.
41), Serafian, de la Serafim, si un altul b) CepagusH, Serafian (vol. IX, nr. 666,
secolele al XlII-lea - al XIll-lea, p.57), avand ambele, terminatia -an, cu sonoritate
romaneasca.

9. Nr. 644, prima jumatate a secolului al Xll-lea Xameue (xamer),
JnonotHuInKo” (lanin, Zalizniak 1993, p. 42), de la ham, dar si forma xam e intalnita
(In nr.288).

10. Nr. 644, prima jumatate a secolului al XIl-lea. Om Hexcka ko 3agudy...
(Ianin, Zalizniak 1993, p. 42). In acest caz Nejca se apreciazi ci este nume femeiesc,
de la barbatescul Nejko (Neg-Nej), ea mentiunata si cu fratii, Hexxara-Nejata,
avandu-l toti, cum se vede, de la tatal lor.

11. Nr. 657, a doua jumatate a secolului al XII-lea. [TokasaHsaHue om Ileaaze k
Andumue... (lanin, Zalizniak 1993, p. 50). Alfimie, adica Efimie, cu terminatia -ie,
romaneasca.

12. Nr. 660, secolele al XII-lea - al XlIlI-lea. Tombsin (Ianin, Zalizniak 1993, p.
52), tamaie, lat. <*thymanea, <gr. timiama**.

13. Nr. 665, secolul al XII-lea. Ha6o.as (lanin, Zalizniak 1993, p. 56), Nabul,
posibil din Nabab? Dupa articolul hotarat posibil si fie adus de romani. In asemenea
exemple de substantive din mediul slav, cu terminatia -ol, de la sudul Dunarii5, unde
erau si romani, se apreciaza sa reprezinte articolul romanesc hotarat -ul.

1 Sustinutd de A. Graur 1965, p. 50.

2 Cu destul de multe exemple: Ghimpu 2011, p. 23, 23, 87.

3 DRH,B. Tara Romaneasc3, vol. VI (1566-1570), Bucuresti, 1985 (Indice).

4 Scurt dictionar etimologic al limbii moldovenesti, Chisinau, 1978, p. 444.

5 Intr-o lucrare de referinti pentru relatiile cu slavii, N. Raevschi 1989, p. 65.
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14. Nr. 682, a doua jumatate a secolului al Xll-lea. Xapumanue (lanin,
Zalizniak 1993, pp. 66-67), Haritanie - Haritonie, Hariton cu terminatie specifica
numelor romanesti, asemenea cu Harteniel.

15. Nr. 683, a doua jumatate a secolului al XII-lea. a) Boree, Hescka (lanin,
Zalizniak 1993, p. 67). Voneg este un nume compus din Bo(u)+Her®s si Nejka = Neg.
Alt personaj b) Bonez (Voneg) (vol. X, nr.710, a doua jumatate a secolului al XII-lea,
p.10-11).

16. Nr. 685, a doua jumatate a secolului al XII-lea. Jemarez (lanin, Zalizniak
1993, pp. 69-70) - lomanHer, nume compus din Doman+Neg.

17. Nr. 688, a doua jumatate a secolului al XII-lea. JomaH, PadoHedxc (lanin,
Zalizniak 1993, p. 72), Doman, Radonej; b) Joman (vol.XI, nr.789, sfarsitul secolului
al XII-lea, p. 22). Rado - Radu+Neg. Doman este unul dintre cele mai larg raspandite
nume precrestine romanesti In Rusia medievald, cunoscut pana astdzi la noi cu
forma Duman, care se da la vite.

18.Nr. 690, a doua jumatate a secolului al XIV-lea. Printre altii, lesan BoissHuH
(Tanin, Zalizniak 1993, p. 77), Ivan Viianin, cu suf. -an romanesc, Vian, de la viu, vii.

19. Nr. 19, vol. IX, prima jumatate a secolului al XII-lea. Staraia Russa. Oy
Havuke ... epusHe... Oy Hezosuma noso(guHa)... (lanin, Zalizniak 1993, p. 106). Ilica,
diminutiv al lui Ilie. Negovit este compus din Nego+Vit”, partea a doua - Vit, de
origine slava, alt personaj b) Hezosum (Negovit) (vol. X, nr. 761, secolele al XIII-lea -
al XIV-lea, pp. 58-59).

20. Nr. 22, vol. IX, prima jumitate a secolului al XII-lea. Staraia Russa. Inscrisi
datornici, printre altii, ,... Oy Hecogumnegee, ..0y TauwuHee cemb pe3aHo, oy
bopuwexosee, Oy Hadeekosee, Oy ITymewuHee, Oy be3oyesee... (lanin, Zalizniak 1993,
p. 111). Taisineea este numele sotiei unui Taumun (Taisin), de la Tais. Celelalte
nume feminine, tot dupa al barbatului - Boriscoveia, Nadeecoveia, Putesineia,
Bezueveia, de influenta romaneasca?. Al doilea b) Cmenan Tauwens, cu nume si
prenume, in nr. 366, evidentiat de noi anteriors3.

21. Nr. 34, vol. IX, mijlocul secolului al XIII-lea. Anexa. Un nume crestin foarte
raspandit (fig.1). Inscriptie pe gresie - a) Jomump (lanin, Zalizniak 199, p. 119);
altele - b) Jemumpws (vol. X, nr. 735, secolul al XlII-lea, p. 34); ¢) Jamumps (vol. XI,
nr. 776, mijlocul secolului al XlI-lea, pp.10-11); d) Aemumps (vol. XI, nr. 839,
mijlocul secolului al XII-lea, p. 56); ) Jemumps (vol. XI, nr. 846, mijlocul secolului al
Xll-lea, p. 60); f) Jomumpse (vol. XI, nr. 914, mijlocul secolului al XII-lea, pp.105-106);
g) Torjok. lomumposs denv (vol. XI, nr. 7, sfarsitul secolului al XlIl-lea, p. 125).
Inregistrat din cele mai vechi scrieri cu forma JbMuTp®, l-am si apreciat de la
inceput ca o forma apropiata a numelui romanesc Dumitru#.

22. Nr. 35, vol. IX, a doua jumatate a secolului al XII-lea. Inscriptie pe un
capac de lemn (fig. 2): Moucws (lanin, Zalizniak 1993, p. 119), citita de autorii

1 Constantinescu 1963, p. 74.

2 Unele exemple: Ana Lucoae, Ana Borcioaia, DRH, B, vol. X], Bucuresti, 1975 (Indice) si. Istroiasa, Tamasoaie,
Stoiasa, Documente si insemndri romdnesti din secolul al XVI-lea, Bucuresti, 1979, p. 253, 287, 308.

3 A se vedea: Ghimpu 2012, p. 39.

4 Dupa noi in filiatia Domitr-Dumitru; HITJ1 1950, anii 6569, 6626, 6634, 6702; Ghimpu 2010a, pp. 104-105.
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publicatiei cu accentul pe prima silabd MOucw, nespecificd totusi, mai departe de
numele Mouceit. Ea putea fi si cu accentul pe a 2-a silab3, care ar fi dat cuvantul
romanesc Molsel, desi Mois are tangente si cu Mois2, pronuntat in rusi cu “s”, ca pe
Nesul, prin Nesul (Hecyun)3.

23.Nr. 713, vol. X, prima jumatate a secolului al XIII-lea. Xomen Yesna (Ianin,
Zalizniak 2000, p. 13), *Celp-Ciolp, Celpan - Ciolpan, intalnit, de asemenea, si ca
toponim, Yesinanog™* - Celpanovo.

24. Nr. 715, vol. X, prima jumatate a secolului al XlIlI-lea. Tpu dessi(m)o
aHes10, mpu dessi apoxaHeio, usbasu paba (bo)xicess Muxes mpacaguyve mMoaumMeaAMU
ceamvisi bozopoduusi. Traducere: ,TpuzeBsiTb aHresioB, TPUAEBATb APXaHTeJIOB,
n3baBTe paba boxusa Muxesa oT JUXOpaAKH MOJHUTBaMu CBATOM boropoguiibl.”
(Ianin, Zalizniak 2000, pp. 14-15). O interesantd rugaciune-descantec de friguri,
mpacasuue - scutura (frigurile), ar putea fi traducere din romand, impreuna cu
scrierea disimilata a lui anelo (<angelus) si arohanelo, cu repetarea imitativa
repetata a sufixului romanesc diminutival -el.

25. Nr. 717, sfarsitul secolului al XII-lea - Tnceputul secolului al XIII-lea.
IlokaausiHue om uzoymerue ko Ogppocerue (lanin, Zalizniak 2000, pp. 15-16), de la
Eufrosin sau Eufrosina, cu terminatie -ie.

26. Nr. 725, sfarsitul secolului al XII-lea — inceputul secolului al XIlI-lea. Om
Pomuwe nokaaHsHbe... (lanin, Zalizniak 2000, p. 26). Pemma, Remsa, Rem+sa, cum
sustin autorii publicatiei, care nu il pot explica din slava, si ar putea provine, cum
consideram noi, de la Remus? - nume roman antic, adus de romani.

27. Nr. 745, secolele al XI-lea - al XlI-lea. Om I[laswsaa... K& bpamoHexicbKay ...
(Ianin, Zalizniak 2000, pp. 40-41). [TaBos, Paval, popular, si BpaToHner, Bratoneg,
nume compus Brat + Neg.

28. Nr. 750, sfarsitul secolului al XIII-lea - inceputul secolului al XIV-lea.
IlokaoHb om CmenaHa ko Ilokme (lanin, Zalizniak 2000, p. 45). Pocta - Pohta (Pofta),
nume romanesc. Un alt b) Poman ITlekma a fost atestat In cel mei vechi letopiset
novgorodean>.

29. Nr. 755, secolele al XIV-lea - al XV-lea. Ocmawka (lanin, Zalizniak 2000,
pp. 52-53), Ostasca, Ostas, nume precrestin romanesc, larg raspandit in Rusia.

30. Nr. 775, a doua jumatate a secolului al XIII-lea - Inceputul secolului al
XIV-lea. /[pouusa (Ianin, Zalizniak 2000, p. 68), Dracila sau Dracila, de la drac?

31. Nr. 789, sfarsitul secolului al XI-lea. Hezocem, Negos+em si /lama (Ianin,
Zalizniak, Ghippius 2004, p. 22), toponimul Lama, apreciat de autori ca provine de la
apropiatul rau Lama, pe care std orasul Volokalamsk. La Neg+os mai avem un alt
exemplu de nume romanesc, scris impreuna cu sufix, propriu unui substantiv
adjectival. Probabil era un om cu mai multi negi pe fat3, negos.

1 Exemple la Gonta 1994, p. 471.

2 Constantinescu 1963, p. 113.

3 Ghimpu 2012, p. 246.

4 Dupa ,ITucnoBele kauru”, analiza in Ghimpu 2011, p. 97.

5 Publicare anterioard, Ghimpu 20104, p. 105; pohta si in evul mediu: Dictionarul 1981, p. 186.
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32. Nr. 821, mijlocul secolului al Xll-lea, (fig. 3). a) Om Hezosaa k»
Ilempwkoy... (lanin, Zalizniak, Ghippius 2004, pp. 42-43), Negol, Negul; b) Al doilea
document de la acelas personaj. Om Hezosa u omo loeeHa ka... (vol. XI, nr. 867,
prima jumatate a secolului al XlIl-lea, p. 75), Negol, Negul, Neagul. Neg cu articolul
hotarat romanesc -ol/-ul.

33. Nr. 831, a doua jumadtate a secolului al XII-lea. O scrisoare lunga cu
reglari de conturi. “A Hu 51 mo6e ko6s3caHuHo, HU 1 Mo6b ckoydemuHa!...”. Traducere:
»A 51 Tebe He KOOSDKAaHUH, 1 Tebe He ckyasaTuHa! (T.e. HUumuMn)” (lanin, Zalizniak,
Ghippius 2004, pp. 49-50), cobiajanin, eu nu sunt un cobesan, sau cobit, ori unul care
cobeste (cu sens de om inferior, cobait), adica un Cobes!.

34. Nr. 851, mijlocul secolului al XllI-lea. ...oy I'sgswe (lanin, Zalizniak,
Ghippius 2004, p. 64), Govos, Gavos, din gav = chior?, inclusiv altele, nr. 422 si nr. 502.

35. Nr. 863, prima jumitate a secolului al Xll-lea. Inceput fragmentar:
»--f'bB(€)... dedice 0BbC(a)... ...as nplieHune. Oy Xoteiue, oy BouHsare, oy Hexxuka, oy
XoTeHa o desce Mmosiozora. A oy HexxusHa v oy ToToBa AbBe d(e)sce Mosiofiora. A oy
PaxoBumna abBe desce mosoaora” (lanin, Zalizniak, Ghippius 2004, p. 73). Aici avem
cuvantul romanesc dejd, ca unitate de masura, vas facut din doage de lemn, ciubars3.

36. Nr. 894, inceputul secolului al XIll-lea. ,.. TemwiHe” (lanin, Zalizniak,
Ghippius 2004, p. 92), Tetbing, Tatanea, Tatunea. Autorii documentului cred ca este
un nume propriu neidentificat, noi il apreciem ca diminutiv pentru tata4, astazi numit
asa si bunicul in unele zone.

37. Nr. 905, sfarsitul secolului al XlI-lea. ,... Oy Tewade 5” (lanin, Zalizniak,
Ghippius 2004, p. 97). Temara, Tesat, Tesit, probabil de la a tegi.

38. Nr. 36, vol. XI, mijlocul secolului al XII-lea. Staraia Russa. , Oy Ilepereza 6
KH®..., Oy BpamoHeza 3 KH%.., Oy Ilrewesee 2 kHe.., Oy CmouHeza 2 KH®.., Oy Pbome
KyHa.., oy Habepuwunee 3 kHe..” (lanin, Zalizniak, Ghippius 2004, pp. 118-119).
Nume compuse: Perei+Neg, Brato+Neg, Stoi(ia)+Neg. Rema, ca si in nr. 725, ins3,
apreciat de autori ca feminin, probabil sunt variante de la Remus ambele? Pleseveia
si Naberisineia, nume feminine de familie dupa barbat>.

39. Nr. 2, sfarsitul secolului al XII-lea. Torjok. ,Om Manyuse ko CobbiHe
nokaaHsaHue...” (lanin, Zalizniak, Ghippius 2004, pp. 121-122), Sobanea, Soban, Sobin,
Sabin, nume roman? Cu mare probabilitate, deoarece a fost si in rusa Sobina = avere
= UMYILECTBO, inclusiv, ca prenume - Co6uHa Kapay.ioBBE.

Concluzii. In rezultatul studierii colectiei de scrieri pe scoarte de mesteacin
novgorodene am extras o serie de nume romanesti cum ar fi urmatoarele: Flore,
Micula, Sava, Ceren, Oneca, Nejko - Neg, Nejka-Nega, Tudor, Artemie, Serafian,
Alfimie-Efimie, Nabol-Nabul, Haritonie, Voneg, Domaneg, Doman, Radoneg, Suga,
Vian, Ilica, Negovit, Taisinee(a), Domitr, Mois, Celpa-Ciolpa-Ciolpan, Efrosenie, Rem,

1 Gonta 1994, p. 154.

2MDAII, p. 502.

3 Atestat din vechime si cu sinonime pana astazi: MDA 112002, p. 56.

4DEX 1998, p. 1071

5 Asemenea cu: Murgocioae, Bogdaneasa, Varticoaia, Vartolomeiasa si a.,, Gonta 1995, p. 614, 632.
6 HIIK 1915, p. 33.
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Rema, Bratoneg, Pocta-Pohta, Ostasca, Dracild, Negos, Lama, Negul, Cobes, Gavos,
deja, Tatanea, Tesat, Pereneg, Bratoneg, Stoineg, Sabin-Sabina si apelative - ham,
tamaie, deja.

Dintre ele putem evidentia numele specific romanesc cu terminatie -ie si pe
care le-am intalnit si In alte scrisori pe scoarte, ca si cu sufixul -an; Neg, diminitivat
in cadrul limbii ruse Nejko, inclusiv cu articol hotarat si cu sufix, Negol si Negos, de
asemenea si In nume compuse. Nume Intdlnite mai des: Ostas, Micula, Sava; porecle
mai rare, Intre care Ceren, Pocta, Tais; altele crestine - Tudor, care se egaleaza cu
Fiodor, Domitr — Dumitru, sau numele mai vechi romane, nemaiintalnite pana acum
- Rem, Rema ori Sabin.
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Fig. 3. Inscriptie pe scoarta de mesteacan cu mentiunea ,Hersas” (Negol-Negul).
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MIRGOROD AS A CYCLE

Carlos GRASSI

I will try in this brief article to insert Gogol's Mirgorod inside the writer’s previous works in order to
underline the differences and the similarities with the first Dikanka’s cycle and with his articles
published in Arabesque. I will put much stress on the different genres of the story and on the common
themes that takes different meanings inside the tales. Much interesting is the new representation of
space that from open and boundless space in Dikanka reduces itself to microcosms more and more
limited by boundaries where the internal/external (moj/chuZoj) opposition becomes more clear. In this
way, individualism and isolation deepen themselves. This space is contradicted by Taras Bulba’s
chronotope where the space defended by the Cossacks from the non-Orthodox and Muslims appear
unlimited also due to space mobility of the Sec’.

Key words: genres, themes, space, individualism, Mirgorod

[ will try in this brief article to insert Gogol's Mirgorod inside the writer’s
previous works in order to underline the differences and the similarities with the
first Dikanka’s cycle and with his articles published in Arabesque. I will put much
stress on the different genres of the story and on the common themes, which takes
different meanings inside the tales. Much interesting is the new representation of
space that from open and boundless space in Dikanka reduces itself to microcosms
more and more limited by boundaries where the internal/external (moj/chuZoj)
opposition becomes clearer. In this way, individualism and isolation deepen
themselves. This space is contradicted by Taras Bulba’'s chronotope where the space
defended by the Cossacks from the non-Orthodox and Muslims appear unlimited
also due to space mobility of the Sec’.

Mirgorod was published by Gogol in the Almanac Novoselie (Housewarming)
in 1835 and published again in the second edition of his works in 1842 in a
substantially revised version. The subtitle Ilosecmu, cayxcawue npodossiceHuem
Beuepos Ha xymope 6.4u3 JJukanbku (Tales Serving as a Continuation of Evenings on
a Farm near Dikanka) suggests that these tales in many aspects echo the tales of the
first cycle. As Dikanka, Mirgorod is divided into two parts. Each of them includes two
tales: Old-World Landowners (Cmapocseemckue nomewuku) and Taras Bulba; Vij and
The Story of How Ivan Ivanovi¢ Quarreled with Ivan Nikiforovic ([losecmb 0 mom, Kak
noccopuscsi Mean Heanosuu ¢ HeaHom Hukugoposuuem). We find the same mixture
of elements: the ordinariness of everyday life side by side with the supernatural, the
theme of love and the comic, the tragic and the horrific aspects. Moreover, there is a
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similarity in the geographical focus: the history and the present of Little Russia and
Ukraine, the drama of being absorbed by the Russian Empire in its territory. Also,
the narrative styles and the social cultural realities are the same: the distinct traces
of the author's bilingualism in the choice of vocabulary, intonation, imagery; and the
estate hierarchy of Ukrainian settlements. In addition, the chronology is here loose
and embraces remote history, legend and the present as in Dikanka. It should be
noted, however, that the artistic paradigm of Mirgorod differs sharply from
everything that the writer created earlier.

While the audience was waiting for the continuation of Evenings...1, Gogol
wanted to escape from the genre restrictions, to find another language and another
scale of creative generalizations2. During 1833, Gogol, in many letters, complains to
his correspondents about his spiritual stagnation. He writes literary sketches,
conceives large-scale scientific researches, but cannot bring anything to an end. The
creative rise begins after the prospect of obtaining a place as a professor in Kiev and
the finding of new sources of inspiration from Little Russian songs3. Already in
Evenings..., Gogol developed a personal manner of working with tales inscribed in
the historical context. In Mirgorod, he relied mostly on personal observations,
chronicles and legends. To write Old-World Landowners and The Tale of how Ivan
Ivanovi¢ quarreled with Ivan Nikiforovi¢ Gogol had enough of his own memories. To
create Taras Bulba and Vij, a long preliminary work with a large number of historical
sources was required. The idea of a multi-volume history of Little Russia and of the
novel The Getman (unfinished) was gradually transformed into the idea of
composing an epic as a poetic chronicle. For these purposes, the historical songs of
the “bandurists” (the so-called “dumy” performed by blind “kobza” players), which
can be likened to the rhythmic poetry of the ancient Greek Aoidos, fits much better
than the cold historical documents. From the songs, the writer borrowed not only
images, words and phraseological turns, but also historical information that was not

1 The young author was well aware of this and at the beginning (in 1832), he intended to increase his success
following the same path. However, he quickly concluded that he was not interested in it. In a letter to
Pogodin (February 1st, 1833), Gogol informs about his refusal to continue the first cycle, in spite of the
obvious happy conjuncture (the fashion for the Little Russian ethnographic coloring, the plot texture
resonating with the current political agenda of integration and colonization of the region): “Ber cnpamuBaeTe
0 Beuepax /lukaHbckHX. YopT ¢ HUMHU! 1 He M3JAI0 UX; U XOTS JEHeXHble NMPHOGpeTeHHs GbUIU Gbl He
JILIHYE JI1 MeHsl, HO IUCATh JJIs1 3TOTO, PUGABJATh CKa3KU He Mory. HUKaK He MIMelo TaJlaHTa 3aHAThCS
CIIEKY/IITUBHBIMU 060pOTaMM. [..] /la 06peKyTcsl OHM HeH3BECTHOCTH, TOKAMeCT YTO HUOY[b YBECHCTOE,
BeJIMKOe, XyJOXKHH4YecKoe He u3blieT u3 MeHs!” (Gogol, 1937-1952, t. X:256-257). When not differently
specified, all quotations from Gogol’ are taken from the academic publication in 14 volumes. In the text, it will
be indicated only the volume and the page.

2 It is worth to underline that the writer's dissatisfaction was not at all connected with the public evaluation
of his literary debut (with a wide circle of readers, and with important people who reacted to the Evenings...
more than favorably) and that it arose because of the inconsistency of the works with those criteria that now
the author pursued.

3 The Gogolists know that besides sketches with folklore records sent by relatives and friends, Gogol read
Maunopoccuiickue necu, uzdanHovie M. Makcumoguuem (M., 1827), 3anopodicckasi Cmapuna by L1. Sreznevskij,
Onbim cobpaHusi cmapuHHbIX Masaopoccutickux necHell by Prince N.A. Certelev (St. Petersburg, 1819),
YkpauHckue HapoodHble necHu, uddanHwbie M. Makcumosuyem (M., 1834. Part 1), See Vinogradov (2008:62-80).
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reflected in written sources. The history of the ZaporoZskaja Se¢ was poorly
documented due to the specificity of this quasi-state formation.

The composition of Mirgorod was in parallel with the preparation for the
printing of Arabesques. It is not difficult to see that there are many thematic and
conceptual similarities between these works - especially between Taras Bulba and
the articles B3zs50 Ha cocmasaeHue Masopoccuu (A Look at the Compilation of Little
Russia) and O masaopoccuiickux necHsix (About the Little Russian songs).

Gogol’s research for something artistically great was associated with his
ability to find a new point of view for his themes, and to his skill to stand above his
material taking a critical position in relation to it. If the cycle of Evenings... was
written as if from within Little Russia, in Mirgorod, instead, the author's narrative is
the speech of an external observer. Rudy Panko is replaced by an omniscient narrator,
who sometimes intervenes with comments (the digressions on “the low Little
Russians who push their way up from tar-makers and dealers ...” [Gogol 2012:134] in
Old-World Landowners; the judgment on the “cBupencrtBo nonyaukoro Beka” [t. [1:83]
(fierce savage century), in Taras Bulba, or directly addresses the reader.)

If Evenings... is a kind of hymn to the vital, traditional, sympathetic rural
Little Russia, the Mirgorod's tales are all written in different genres: elegy, epic,
Gothic novel and social satire that in a way or another underline the inertia (“be it
habit or spiritual impotence”), which triumphs in How Ivan Ivanovi¢ Quarreled with
Ivan Nikiforovié¢. (Peace, 2009:91)1 Not by chance, this tale ends with the phrase: “It
a dreary world, Gentlemen.” (Gogol, 2005:77)

What was presented as the Slavonic Ausonia, as a region from which the
spiritual and political revival of the Russian Empire will be launched (through the
restoration of the Orthodox tradition, the legacy of Kievian Rus’, the common
wisdom undistorted by foreign borrowings) and as a refreshingly colorful,
historically tempered social reality, in Mirgorod, instead, the tales are presented as a
set of loci, closed spaces experiencing isolation, incommunicability, irresoluble
contradictions and lethal decay.

Each story reveals this in its own way. Old-World Landowners shows the
decline of the landlord culture (the world of the old noble rich generations); Taras
Bulba displays the withdrawal from the historical arena of the ZaporoZie Sec’s
phenomenon (the unity according to the model of tribal, ideocratic and military
democracy); Vij narrates the inability of the popular religion to keep the pressure of
infernal powers rooted in a collective unconscious Cossack community; and The
Story of How Ivan Ivanovi¢ Quarreled with Ivan Nikiforovi¢ tells us about the
shredding of philistinism (the culture of urban neighborhoods). From a spatial point
of view, the closeness and the incommunicability that in the Evenings ... are just
slightly touched will become more and more fundamental in Gogol's subsequent
cycles: that is Mirgorod and Peterburgs Tales. In the later, physical natural space, as
well as the social “space” designed by the Table of Ranks isolates its inhabitants and

1 The narratives resonate with the events of the 16t - 19t centuries and cannot always be clearly
chronologically attributed.
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completely annuls all human relations. As for Mirgorod, it is still appropriate what
Lotman says about the spatial language used in the Evenings ... There are more than
one single spatial language, usually one is dominant over the others but sometimes
different spaces coexist and they can contradict each other.

However, we must not let you be discouraged by the fact that the categories of
the space language do not describe the entire text of the Evenings... and that
certainly not all the semantic fields of the work can be divided into groups whose
equivalence can easily be determined. What we call artistic language is actually a set
of languages: artistic text forms a kind of chorus that simultaneously speaks many
languages, which mutual relationships can vary, since any of them sometimes may
occupy a dominant position by imposing its own modeling system on all others.
However, it also happens that the “languages” differ from one another or even
contradict themselves, giving rise to a counterpoint structure. (Lotman, 2001:213)

Compared to Evenings ..., the space relations system in Mirgorod is much more
complex. In one hand, the free and sympathetic but closed space of the first tales is
replaced with tales which present very small territories divided by borders and
fences that are more and more insurmountable; in Taras Bulba instead, the fraternal
environment of the Sec, which the place is never stationary, opens itself to the
unlimited and free expanse of the steppe, where every territory is to be conquered
or regained. The SeC's mobile and distended space is opposed to the physical and
social fragmentation of the city that is being isolated in small individual worlds:
solidarity disappears, social distance increases, and every possibility of human
relationship vanishes. However, in Old-World Landowners, we find two worlds that
have different characteristics depending on the point of view. For Pulcheria and
Afanasij Ivanovi¢, their inner, daily and repetitive world is closed to every change
and contact with the outside world that is seen as dangerous, mysterious and
mythical, and because of this, it has characteristics of vastness and endlessness. This
is the cold and prosaic world of the narrator who gazes with poetic nostalgia at the
couple’s isolated and serene microcosm, with no desire and emotional passion.

From the sympathetic “na$” in the Evenings ... and the heroic “na$” in Taras
Bulba, we move to an increasingly accentuated selfish individualism. Hospitality is
the only form of contact with the outside world, but already in Old-World
Landowners, it becomes a habit defined by Puskin as “given to us instead of
happiness.” (Puskin, 2000:157) The indomitable spirit, the strong sense of
community and the overwhelming passions of the Cossacks contrast both with the
stagnant acronychal immobility and the chronic habit of the landowners as well as
with the rhythmic pace of the two Ivans’ friendly lives that become an implacable
endless quarrel. The war that in Taras Bulba unites, mobilizes and deindividualizes
the group, loses its meaning and becomes Afanasij Ivanovic’s reiterated jokes in Old-
World Landowners. The allusion to war makes Pulcheria anxious since it would lead
to the departure of Afanasij Ivanovic. In The Story of How Ivan Ivanovi¢ Quarreled
with Ivan Nikiforovic, the rifle becomes a mere object of possession, of discord and
separation. The tale Vij is to be seen in opposition to The Story of How Ivan Ivanovié¢
Quarreled with Ivan Nikiforovi¢ and to the Old-World Landowners. In Choma’s
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behavior, the contrast between habit and curiosity suggests a possibility of salvation
through self-knowledge. (Solivetti, 2015:35-66)

According to Peace, Mirgorod’s four tales are set in different spaces and deal
with the central themes of love, valour, the supernatural and the spiritual inertia.
Each tale interprets them in the light of its own genre and presents different
meanings: “Thus we have: love as idyll” in the bounded world of the land-owners;
“the valour as epic” in Taras Bulba; “the supernatural as fairy story” in Vij; “the
spiritual inertia as comedy” in [losecmb 0 mom, kak noccopusacs HeaH HeaHosu4 ¢
Heanom Hukugpoposuwem (How Ivan Ivanovich Quarreled with Ivan Nikiforovich).
(see: Peace, 2009:89) However, Peace finds this categorization too simplistic
because the tales present themes from other stories that are “dissonant overtones to
the dominant ones”: so, in this way the theme of love that is central in the Old-World
Landowners appears more a habit due to the couple’s spiritual apathy; in Taras
Bulba, love is a constant threat to the community and leads to betrayal; in Vij, love is
a demonic force that takes the appearance of a sorceress and in the Two Ivans’
Quarrel, false friendship takes the place of love and it is a lover (Agafija Fedorovna)
who is responsible for the continuation of the two old friends’ hostility. The theme of
valours that is considered by Taras the most important virtue of the Cossacks is
present in Old-World Landowners only in Afanasij’s past and in his allusions that he
will go to war; in Vij, the valour is substituted by the fear, the drinking and the eating
as the most important thing in life, and in the Two Ivans, the valour is replaced by a
vegetative sedentary individual life that highlights the complete degeneration of the
Cossack military ethic. The supernatural and the inertia are present as superstition
against the Orthodox faith in Old-World Landowners and in Vij; the Orthodox faith
tradition is fundamental in Taras Bulba while it is completely absent in Old-World
Landowners as well as in Vij where it is almost overwhelmed by superstitions.

In the context of my research, it is very important to comment on the
symbolism of the title of the collection. As in the case of Evenings..., the title is a Little
Russian toponym. As loci of his works, Gogol often used to select polysemantic
names, which present cultural and historical associations (Dikanka, Sorocincy,
Mirgorod, Petersburg, and Rome). This corresponded to his personal belief that the
very fact of being in a certain place inevitably entails a psycho-emotional and
intellectual transformation. Drawing the reader into the chronotope of his works,
Gogol tried not to “tour” in an unfamiliar place, but to ensure that the reader from
inside this imaginary locus looked at the world around so that he would at least for
some time perceive the reality through the eyes of the author and his characters.
Moreover, the reference to the geographic toponym Mirgorod is reinforced by two
epigraphs: one gives brief information about Mirgorod’s productive activities
(“Mupropoj; HapoYMTO HEBeJUKUH NpU peke Xopose ropoj. Mimeer 1 kaHaTHyI0
$abpuky, 1 KUpNUYHBINA 3aBO/, 4 BOASHBIX U 45 BeTpsHbIxX MesibHUL” [t. [1:7]) taken
from Zjablovskij's Geography (1831:95); the other is ascribed to a non-existing
Memories of a Traveler (this title is probably an ironic reference to Karamzin’s
Letters of a Russian Traveler very well-known at that time.) regarding the taste of
local bread rings (“Xorsa B Mupropose nekytcsd 6y6JUKH W3 YEPHOTO TECTa, HO
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JlOBOJIbHO BKYCHbL.M3 3anucok ogHoro nyteuiectBeHHUKa” [t. I1:7]). According to I.
E. Esaulov (EcaysioB, 1987:92), the contrast of the epigraphs can be explained by the
author's desire to set the framework for the perception of the text between an
abstractly official point of view and an unofficial one. Relatively speaking, this is a
view from the top (Mirgorod as an object of statistics) and a side view (superficial
impressions of a passer-by, an outsider), that the collection itself complements with
many other optical positions and thereby shows the observed object more clearly,
volumetrically and stereoscopically. The literary text turns out to be something
between science and typical travel notes.

“A real and geographic place, Mirgorod, reveals itself as a “prodigious”
microcosm immersed in a stagnant quietness”. (Strano, 2004:101) The metaphor of
the city is, in fact, the puddle, in the center of the square that became a mirror and
generates processes of deforming refractions. “Like every imagine of water,
Mirgorod retains its element of duplicity, refraction and evanescence.” (D’Amelia,
1995:64) The puddle that is turbid water is a deforming mirror that gives place to
doublings, overturned prospects and landscapes. It is the puddle that gives Mirgorod
the double thickness of reality and its ambiguous contradictions. Specular, as in a
deforming mirror, are the figures of the two Ivans and the two landowners; in The
Government Inspector, will be Bobcinskij and Dobcinskij; in Nevskij Prospekt, the
painter Piskarév and the lieutenant Pirogov. From the Mirgorod collection, Gogol often
used overturned visions where the universe-reflection is a duplicate of the real world.

As the reader becomes acquainted with the text, he realizes that the choice
of the title is explained by the symbolic potential of the toponym, and not by the
affirmation of the real Mirgorod as a place of action. The real city appears as the
scene of only one of the four tales of the cycle.

The symbolic resonance arises already at the level of spelling: on the cover
of the first edition, when writing Mirgorod, the u was used (according to the pre-
revolutionary Russian language norms, mup [peace] meant the absence of war,
quarrel, and enmity! and, consequently, Mirgorod was perceived as a pacified
territory, as a place of social peace and harmony. In the minds of the public,
however, the meaning that was implied in the case of using the i (mips - as the
whole universe, the globe and the people) became actualized. In modern Russian,
these two words-homonyms (mups and Mips) are written equally and their meaning
is merged together. In pre-revolutionary Russia, their distinction was repeatedly
played out in literature and journalism (it is enough to recall Leo Tolstoy's War and
Peace). In a sense, the whole Mirgorod became the demonstration that the Little

1 See the Dal”s dictionary ([lasb, 1955:330-331): “MUP, (Mipb) M. BcesieHHas; BEIIECTBO B IIPOCTPAHCTBE U
cwia Bo BpeMeHH (XoMsikoB). | OffHa U3 3eMeJib BCeJIEHHOH; 0co6. | Halua 3eMJis, 3eMHOM L1ap, CBET; | Bce
JIIOJY, BeChb CBET, POJ, 4eJI0BEYECKUH; | 0OIIMHA, 06IIECTBO KPeCTbsH; | cxoaka. B mociesHeM 3Ha4. MUp
GbIBaeT CeJIbCKUI U BOJIOCTHOH. KacTh Ha MHUpY, JaBaTh IPUIOBOP HA CXOZIKe; HAa CeIbCKOM MUPY GbIBAET
[0 MY)XUKY OT JJbIMa, Ha BOJIOCTHOM MHUpY WJIM KpPYTY 110 JiBa X03IMHA OT COTHU. MUpBI, 3eMJIH, NIJIAHETHI.
BcTapb cyuTav rofibl OT COTBOPEHUST MUPA, Hallel 3eMu. UATH B MUD WJIH TT0 MUDY, € cyMoto. Ha Mupy u
CMepTb KpacHa, Ha JIIoAsx. JKUTb B MUY, B MUPCKUX 3a00TaX, B CYeTHOCTH; BOOGIIE B CBETE; TPOTHBOMOJI.
»KM3Hb JIlyXOBHas, MOHaleckas .
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Russian world, that seemed to the superficial outside observer a prosperous, closed
and integral cosmos, is instead subjected to a process of division, deformation and
erosion.

Therefore, at the same time, Mirgorod appeared as a locus, in which the
whole world is symbolically enclosed, as the World-City, as a restricted space within
which events of universal significance take place. The uniqueness of this space is the
combination of locality and universality, of rootedness in history and immovable
standing in eternity. If the toponym Dikanka was associated with a fantastic and
carnivalesque Ukraine, with the naive humor of simple village people with their
ritualized faith and their superstition, Mirgorod, on the contrary, was perceived as
an antipode to agriculture, naturalness, etc. The world is metaphorically likened to
the city, and the city to the world. This method appealed to all-European literary
traditions, which contrasts and simultaneously likens urbi et orbi (De civitate Dei
contra paganos by St. Augustine the Blessed, Bepmozpad MHozoysemHbiil by S.
Polockij, Mupzopod by G. Skovoroda (Baiickond, 1993:215-216) Behind the
contours Mirgorod’s chronotope glimpses out the contours of the “rpas nHe6ecHb1it””
(Bupousaiinen, 1997:230-231), which appears as a kind of metaphysical mirror
reflecting what the Little Russian local communities would prefer to hide from the
outside public and from themselves. ([lenuncos, 2016:30-31)

It is also worth to bear in mind the autobiographical symbolism of the title:
many of the ancestors and relatives of the writer served in the Mirgorod Regiment,
and Gogol himself was born in Sorocincy in the district of Mirgorod in Poltava
province; Dikanka and Mirgorod were the nearest settlements to the Gogol-
Yanovsky'’s family estate and therefore the choice of the name can be explained as a
tribute to one's origin, and also by the desire to create a personal myth with the help
of literature. If we take into consideration the Vasilevka estate, then neither the road
to Dikanka nor to Poltava would lead to the inner Ukraine, while the road to
Mirgorod leads towards the northeast, to Russia. This can be symbolically
interpreted as a change in the vector of the writer's geographical imagination.
(Aenucos, 2016:24); Mirgorod was famous to the reader who knew its history as a
place in which the negotiations for the unification of Ukraine with Russia began. In
the tales of this cycle, the vicissitudes of this process take a significant space. In
Nadezdin’s review (1972:280-281) of Evenings on a Farm near Dikanka, the critic
praised Gogol for choosing a language strategy, because he managed to reconcile “the
national Little Russian and All-Russian literary traditions”. Our beekeeper knew how
to be in the golden mean. His national style of the Ukrainian way of speaking is as if it
were translated in the Muscovite accent, without losing its original physiognomy.

I have every reason to believe that by the time of preparing Mirgorod for
publication, Gogol consciously struggled to fulfill this mission, which he considered
multidimensional. If historians tried to prove that the inclusion of Little Russia in the
Russian Empire was a natural process, ethnographers focused their attention on the
archetypal community of Little Russian and Great Russian folklore motifs, customs
and rituals, then Gogol instead, as a writer, considered the mutual enrichment of the
Russian and Ukrainian languages as his super task, and also the formation of a
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common literary field. Both in the Evenings... and in Mirgorod there are not only
quotes in Ukrainian (epigraphs, Ukrainian songs, etc.), but sometimes the whole
replica of Ukrainian characters flawlessly sounds the same in the Kiev-Poltava
dialect, which during Gogol’s lifetime acquired the status and some important
parameters of the Ukrainian literary language. (3BunsinkoBckuii, 2010:150) The
works he wrote began to exist simultaneously both in Russian and Ukrainian
contexts, and then, the writer fundamentally refused a rigid national auto-
identification. The answer that Gogol gives to A. O. Smirnova-Rosset is well known
“Are you a Russian or a hohlik?” In a letter to her from Frankfurt (1844), Gogol (t.
X11:418-419) confessed that he did not know:

Ckaxky BaM OZIHO CJIOBO HacyeT TOro, Kakas y MeHs Jyllia, XoxJIal[Kasi UK PycCKasi, TOTOMY
4YTO 3TO, KaK 4 BI/I)Ky U3 IIUCbMa Ballero, CJIy')KI/IJIO OJIHO BpEMH l'IpEAMETOM Balllux
paccyk/IeHUH U CIopoB ¢ ApyruMu. Ha 3To BaM cKaxKy, 4TO caM He 3Hal, Kakasl y MeHsl Iylia,
XOXJIallkasi WJK pyccKas. 3Hal TOJIbKO TO, YTO HHUKAaK Obl He JaJ MpeuMylecTBa HU
MaJIOPOCCUSIHUHY TEepesi PYCCKUM, HHU PYCCKOMY IpeJ; MasopoCCUSHUHOM. 0Ge MpUpoJbl
CJIMIIIKOM IIeJIpo ofapeHbl boroM, u, Kak HapO4YHO, KaXJasi U3 HUX MOPO3Hb 3aKJ/IOYaeT B
cebe TO, Yero HeT B APYTrod — SIBHBIM 3HAK, UYTO OHU JIOJ/LKHBI ONOJIHUTB OJiHA JApyryio. Jlis
3TOro caMble UCTOPUM UX NpoOIIeJIero 6bITa AaHbl UM HENOXOXHe OJiHA Ha JIPYryio, Aabbl
HOpOBHb BOCIIUTAJIUCh pasnw-mble CHUJIBI UX xapaKTepOB, ‘-lTO6bI IMOTOM, CJIMBIIMCb BOE€JUHO,
COCTaBUTb COGOI0 HEYTO COBEpLIEHHeHIIee B YeJI0BEYECTBE.

I do not have the opportunity, within the framework of this chapter, to
follow up and comment on the controversy that over the past decades have unfolded
around the theme of Gogol’s national identity and the importance of patriotic
discourses for understanding his works!. I would like to underline, however, that the
opposition cgoii vs uydcoti is the base of Gogol’s world view and works. For Gogol
himself, it was important to understand to what extent he was a European, a Russian
or a Ukrainian (Little Russian) writer. The reading of the letters to friends makes it
clear to us how difficult and dramatic for Gogol was the problem of choosing socio-
historical and geographical texture, language, stylistics, genre traditions, fields of
symbolic associations, ideological and even mystical accents in his writings. He often
said that he was not able to invent subjects and characters, but he selects and
processes in his imagination only the material that he saw around himself.
Moreover, this material was within the lines of force, which were determined by
influential groups of political, cultural and of other interests (Westernizers and
Slavophiles, Progressists and Conservatives, monarchists and Republicans, populists
and aristocrats, etc.). The fact that Gogol was eventually recognized and loved in
different social strata and the privileged interpretation of his texts, even after the
writer's death, lead to a fierce struggle which eloquently tells us that the literary
worlds he created have accommodated a huge variety of social types that, as in a
mirror, they saw in Gogol's works their reflection.

1 It is not a matter of projecting the actual political situation (including the open political conflict between
Russia and Ukraine) on the realities of the first half of the nineteenth century, nor the desire of individual
researchers to appropriate Gogol, that is, to draw a rigid border that shows the extent to which Gogol's
works belong to the Russian or to the Ukrainian literature.
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Mirgorod also marked the beginning of scandalous disputes around the
writer's name. Many critics, especially those who belonged to the radical democratic
camp (for example, V. G. Belinskij) saw in Gogol’s text a hidden opposition between
the popular, free and archaic Russia and the Russia deformed by the feudal system.
This contradiction can be considered as a fact. However, this leads to inevitable
problems. Some, like D. . Pisarev in the article llywkun u beaunckuti (1865), sharply
objected to those who believed that “Gogol did not know the Great Russian life” and
rejected the reproaches of some Little Russian writers about the “ignorance of the
Little Russian life” (ITucapes, t. II 1934:259). Others, for example V. Peretc, in the
speech of 1902 insisted that “Gogol's strange misunderstanding may be explained by
the nature of his spirit and creativity that were alien to the Great Russian literature.”
According to the critic, the analysis of Evenings ... shows very well that Gogol “is the
artist who concludes the preceding development of the Little Russian literature,
rather than the creator of a new one.” (Ilepetn, 1902:49)

A deeper analyses of every tale in Mirgorod will show the geohistorical
representation that are at the base of Gogol’s artistic space, the extent to which the
landscape, climate, soil, etc. determine the development of the plot, the behavior, the
collective and personal features of the characters and how the characters are
inscribed in the environment. With the help of literature Gogol stimulated and built
the reader’s geographic imagination.
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OPTZECISTII LITERATURII BULGARE:
INTRODUCERE iN TEORIA POSTMODERNA

Livia NISTOR

Although I am currently working on a doctoral thesis about the postmodern Bulgarian novel, in the
following pages I will talk about the poets of the 1980s, because they were the first to call for a change
in the Bulgarian literature and brought postmodernism to Bulgaria. Although in the 1980s Bulgarian
postmodernism exists in a narrow, university circle and remains largely in its theoretical phase, in the
next decades it evolved and decisively influenced both poetry and novel.

Keywords: 80s generation, radical modernism, postmodernism, samizdat, transition, reform, linguistic
experiment

In lucrarea de fati ne propunem si descriem si si analizim cele mai
importante actiuni si transformari estetice pe care le produc in literatura bulgara
poetii generatiei '80 ai secolului trecut. Evident, obiectivul acestei generatii din
ultima perioada a totalitarismului a fost cel de a submina ideologia oficiala si de a
schimba paradigma estetica, de aceea modalitatea prin care ea alege sa se impuna in
spatiul literar este crearea unui canon paralel, alternativ. Pentru realizarea acestei
sinteze teoretice vom folosi ca suport studiile unor reputati teoreticieni bulgari ai
postmodernismului anilor '80 si '90 (Antoaneta Alipieva, Aleksander Kiosev, Plamen
Antov), studii care se concentreaza pe modul in care poetii optzecisti propun o alta
perspectiva asupra literaturii si realizeaza practic tranzitia radicala de la realismul-
socialist la modernism si postmodernism.

Se stie ca deceniul al nouadlea este extrem de important in toate literaturile
est-europene, pentru ca atunci s-a produs o nouad ,deschidere spre lume” si pentru
ca, pe la jumatatea lui, incepe sa isi faca loc postmodernismul, reprimat in anii '60 -
'70. In fiecare tard din estul Europei avem cate o generatie a anilor '80, care isi
doreste sa elibereze propria literatura din catusele sistemului literar opresiv si
absurd, si sa o conecteze la curentele si transformarile din Occident. Aceasta este si
ultima generatie trecuta prin regimul comunist. Desi anii '80 ramén in continuare o
perioada grea (chiar mai grea decat deceniile anterioare, pentru ca cenzura devine
mai dura, din cauza reindoctrinarii ideologice care va dura pana in '89), scriitorii
gasesc supape de refulare. In Bulgaria, acum ia nastere samizdatul si literatura
underground. Poezia este mai subversiva, romanul se elibereaza treptat de sub
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dictatul realitatii, limbajul se transforma radical. Cercetdtoarea bulgara Antoaneta
Alipieva asazi anii '80 sub semnul postmodernismului intuitiv, spontan. In cartea sa
dedicata generatiei poetilor optzecisti, Alipieva descrie deceniul ca pe unul al
eforturilor de sincronizare ale literaturii bulgare cu literatura straina:

Anii '80 strigd dupa realitate, dupa solidaritatea cu tendintele contemporane ale culturii
universale, dupa participarea activa in procesele reale ale societatii, ... dupa integrarea cu
trendurile politice si sociale din lume, cu numeroasele teorii aparute in universitatile din
Europa si America de Nord.!

Daca in anii '60-'70 literatura bulgara era Inca interesata de tematica rural3,
autohtonad, ori Incerca sa o depaseasca prin conflictul dintre regional si universal,
ceea ce aduce nou generatia poeticd a deceniului urmator este ruptura cu
traditionalul, cu localul si autohtonul, remarca Alipieva. Aceasta delimitare fata de
literatura deceniilor anterioare reprezinta in viziunea teoreticianului bulgar o
transformare profunda (si necesara) a mentalitatii bulgare, trecerea ireversibila de la
rural la urban, la cosmopolit si universal2. Trebuie sd spunem ca provincialismul si
izolationismul alcatuiesc unul din complexele literaturii bulgare, devenite subiect de
discutie Inca din anii '20-'30 ai secolului trecut, cand aceasta isi propune pentru prima
oara sa se modernizeze si produce o creatie urbana veritabila. Drept urmare, dupa ce
s-a ocupat obsesiv de ceea ce este national, literatura bulgara ,isi reaminteste” in
deceniul al noualea c3, pentru a deveni universald, este nevoie sa abordeze idei si
probleme valabile pentru toata lumea, nu doar pentru spatiul bulgar.

Poetii care isi fac debutul acum scriu o poezie anti-traditionalist3,
,2heoavagardistda” (de opozitie la sistemul politic, aviandu-1 in primul rdnd ca model pe
disidentul saizecist Konstantin Pavlov) si creeaza un canon alternativ. Toti
optzecistii au intampinat dificultati in eforturile de a-si publica cartile, fiind refuzati
din motive politice. Modul prin care acestia se vor face cunoscuti sunt manifestele si
cenaclurile literare, seminarele si conferintele, dar si recitalurile si performance-
urile artistice. O parte a optzecistilor bulgari (este cazul lui Vladimir Levcev, Miglena
Nikolcina) reuseste sa-si publice cartile inca din anii '80, in timp ce altii, precum Kiril
Mergeanski, isi fac debutul in samizdat.

Extrem de popular in a doua jumatate a deceniului este grupul neformal
»Sintez” (1987-1990), alcatuit din profesori de la Universitatea din Sofia (Aleksander
Kiosev, Vladislav Todorov, Ivailo Dicev, Ivan Krastev) si din reprezentanti ai noii
generatii poetice (Gheorghi Rupcev, Vladimir Levcev, Edvin Sugarev, Rumen
Leonidov, Miglena Nikolcina, Ani Ilkov etc.). in jurul acestei grupari, tinerii
intelectuali au fondat in 1989 si revista-samizdat ,Most”, in paginile cireia au
publicat numeroase manifeste. Avand o structura heteroclita (o trasatura specifica
tuturor publicatiilor de tip samizdat), grupul ,Sintez” miza pe crearea unui discurs
intelectual pluralist, intertextual sau interdisciplinar, pe care statul totalitar sa nu il

1 Antoaneta Alipieva, Bulgarska lirika: ,Zabutanoto” pokolenie ot 80-te godini na XX vek, Veliko Tirnovo,
Slovo, 2014, pp. 99-100.
2 Idem. p. 6.
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poatd controla, si astfel grupul sa aiba autonomie. Potrivit lui Alexander Kiosev,
»Sintez” si celelalte cercuri si manifestari artistice din anii '80 au reprezentat o
alternativa intelectuald la spatiul public comunist, trasatura lor comuna fiind
opozitia la regim: ,Cenaclurile, seminarele si conferintele erau o incercare de a
pacali sistemul si ceea ce le-a ajutat sa se mentina pe linia de legalitate permisa a
fost deghizarea lor ca structuri oficiale”!, marturiseste Kiosev. Etichetati de catre
acelasi Aleksander Kiosev ca fiind ,generatia teoretica”, optzecistii au acces la
literatura universald (incepand cu perioada de destindere ideologica si mai ales in
anii '70 s-au realizat foarte multe traduceri importante din literatura occidentala in
estul Europei, care au continuat pana spre sfarsitul anilor '80) si devin teoreticieni si
traducatori ai miscarilor literare si ideologice contemporane lor (postmodernismul,
deconstructivismul, feminismul). Aceste paradigme, care in Vest erau demult in
plind vogd, in Est incep sa constituie o alternativd marginalizata la canonul
realismului socialist. Poetii optzecisti indraznesc sa priveasca dincolo de lucrurile
interzise si pentru ei sunt mai atractive jocul si experimentele (cu limbajul si
dogmele comuniste), pluralitatea si alteritatea identitatii, mediile marginale, auto-
reflexivitatea si biografismul, care devin parte din noile lor preocupari. in practici,
influenta postmodernista ramane totusi mai mica decat in teorie, motiv pentru care
putem afirma ca, in anii '80, postmodernismul bulgar s-a manifestat mai mult la
nivelul teoriei si al stiintei decdt in creatia literara, cd avem mai degraba un
postmodernism teoretic, gratie activitatii grupului ,Sintez” si a celorlalte cercuri
alternative ale vremii. Kiosev, Dicev, Todorov si Krastev devin adevarate autoritati
in literatura bulgara inca din anii ‘80 si isi vor desfasura misiunea teoretica si in
deceniul urmator, in special In paginile revistei democratice ,Kultura”.

Reforma radicala a limbajului este preocuparea numarul unu a tinerilor
poeti, pentru care sta drept marturie si urmatoarea afirmatie a lui Aleksander
Kiosev: ,Pentru majoritatea membrilor grupului «Sintez» nu doar limbajele
disciplinare, ci totalitarismul insusi in faza sa tarzie era un fenomen pur lingvistic”2.
Constienti ca totul se reduce la limbaj, optzecistii inteleg ca pot distruge
totalitarismul prin imitarea si parodierea limbajului sau de lemn. Prin urmare,
poezia lor din perioada comunismului tarziu si inceputul anilor '90 se caracterizeaza
printr-o atitudine foarte critica la adresa regimului (limbaj agresiv, indecent, socant,
ironic si auto-ironic, experimente lingvistice). Dupa parerea teoreticianului Plamen
Antov, generatia optzecista parodiaza si discrediteaza principalul instrument politic
al ideologiei totalitare, adicd limbajul sau, si, in esenta, deconstruieste marea
naratiune comunisti. In opinia sa, acesta ar fi primul proiect infiptuit de
postmodernismul bulgar, reprezentat cel mai bine de poezia lui Ani Ilkov
(descendentul lui Konstantin Pavlov), care nu doar deconstruieste comunismul, ci
totodata incepe reciclarea istoriei si mitologiei nationale3.

1 Aleksander Kiosev, Leliata ot Géttingen. Izvdn-distiplinarni eseta, Sofia, Izdatelstvo Figura, 2005, p. 17.

2 Idem, p. 24.

3 Plamen Antov, Poeziata na 1990-te: bulgarsko i postmoderno. Bulgarskiat postmodernizam. Kontekst.
Genesis. Specifika, Tom 3, Plovdiv, Janet 45, 2010, p. 157.
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In timp ce in Occident modernismul era consumat, demodat si discreditat
incepand cu anii '60, pentru literatura bulgara din anii '80 acesta devine trendul
central. Concomitent cu opozitia radicala la estetica realismului socialist, optzecistii
bulgari descopera modernismul anglo-saxon fnalt, filon la care sunt receptivi si
colegii lor romani de generatie. Renuntarea la poezia traditionala in favoarea uneia
savante, intertextuale, cu mesaje complicate reprezinta tocmai acea transformare
esentiala din lirica bulgar3, acea despartire de trecutul rural formulata mai Tnainte
de Antoaneta Alipieva. Dupa cum au remarcat criticii literari, optzecistii vin cu un
nou mod de gandire si practicd o poezie experimentald, In dorinta de a-si crea o
identitate proprie. Cu toate acestea, generatiile alternative din anii '60 si '70 au o
mare influenta asupra lor. Am vazut deja ca ei merg pe linia modernista inceputa de
acei poeti saizecisti si saptezecisti atipici, ironici si absurzi, care s-au opus regimului
totalitar si care ulterior au fost exclusi din spatiul literar - Konstantin Pavlov,
Nikolai Kancev, Ivan Teofilov, Binio Ivanov etc. Totodat3, in poezia optzecistilor se
observa si o alta tendintd, si anume preferinta pentru elemente moderniste din
Jlirica tacuta”! a generatiei '70, cum ar fi preocuparea pentru realitatea cotidiana
previzibild, pentru evenimente obisnuite si personaje banale, marginale, accente
onirice, biografism, psihologism.2 Interesul pentru real si utilizarea unui limbaj
cotidian, apropiat de cel al strazii, este dovada ca tinerii poeti pun mare pret pe
autenticitate, sub toate formele ei (autenticitatea eului, a realitatii inconjuratoare).
Putem spune ca de la sfarsitul anilor '80 pana la inceputul anilor '90 cotidianul
patrunde masiv in literatura bulgard, mai intdi in poezie, si aceasta transformare
lingvistica foarte importanta este o trasatura definitorie a literaturii optzeciste. De
fapt, poetii realizeaza innoirea limbajului printr-o sinteza originala intre livresc si
derizoriu, intre stilul inalt (oficial, erudit) si stilul jos (comun, cotidian),
particularitate mentionata, intre altii, si de Plamen Antov. Cele doua tendinte se vor
apropia si mai mult in poezia si romanul anilor '90. Indiscutabil, obsesia de a
reforma limbajul vine din modernism, Insa amestecul dintre stiluri, limbaje, registre
si anularea ierarhiei de valori este o atitudine tipic postmoderna. Desi apartenenta
generatiei '80 la postmodernism nu este confirmata pana la sfarsitul deceniului,
potrivit lui Plamen Antov tocmai acest modernism inalt, radical al generatiei ‘80,
care s-a manifestat prin actiuni politice si care a produs anumite fenomene contra- si
post-moderne (neo-avangarda, neo-modernismul) va contura in deceniul urmator
postmodernismul bulgar.3 Suntem de acord cu aceasta observatie si putem aminti ca
si celebrul teoretician american lhab Hassan identifica elemente comune intre

1 Tihata lirika - termen preluat la inceputul anilor '70 din literatura rusg, pentru a denumi noua generatie de
poeti de la sfarsitul anilor '60 si inceputul anilor '70 - Ivan Tanev, Boris Hristov, Kalin Donkov, Ekaterina
losifova, Kalina Kovaceva, Andrei Andreev etc. Acesti poeti scriu o poezie puternic impregnata de cotidian si,
asemeni disidentilor saizecisti, alcituiesc o grupare alternativa care se opune asa-numitei ,Generatii a lui
Aprilie”, din care ficeau parte toti poetii si prozatorii fideli esteticii realismului-socialist si care timp de
aproape trei decenii (1956-1989) a tinut capul de afis al literaturii bulgare.

2 Plamen Antov, Mladata poezia na 80-te mejdu Zapada i Iztoka, ,Nota bene“, 31/2016,
http://www.notabene-bg.org/read.php?id=36 (08.10.2017)

3 Antov, Poeziata na 1990-te..., pp. 26-27.
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postmodernism si avangarda (nihilismul, caracterul experimental si ludic etc.),
motiv pentru care si numea acest curent drept neo-avangarda.

In literaturile estice marcate de comunism, generatia '80 este extrem de
interesanta si pentru destinul sdu atipic, care practic a fost tdiat in doua de anul
1989 si de revolutia asociatd lui. Putem spune ca anul 1989 reprezintd linia de
demarcatie Intre viata traita in comunism si cealalta viata, traita dupa destramarea
lui. Dupa comunism apare, de fapt, o literatura radical diferita de cea socialista, o
literatura pluralistd, care si-a recastigat toate drepturile. Poate cel mai important,
acum devine limpede faptul ca literatura se afla In fata unui nou inceput si ca este
nevoie de o reforma radicala a literaturii anterioare. Toate aceste pendulari intre
trecut si viitor, precum si procesele si transformarile din cAmpul literaturii bulgare fi
dau motive Antoanetei Alipieva sad afirme ca metafora deceniului noua este puntea:
»Anii '80 reprezinta «puntea de trecere» dinspre «trecutul mort» inspre «prezentul
neconstruit»”l. Cum se intampla adeseori 1n literatura, transformarile sunt anuntate
ori impuse prin articole de protest si manifeste. Spre sfarsitul anilor '80 se scriu
cateva manifeste importante pentru literatura bulgara. Unul dintre cele mai
faimoase este Radikalen manifest, publicat in revista-samizdat ,Glas” in 1989, sub
semnatura lui Aleksander Kiosev. In acest articol, Kiosev isi exprima punctul de
vedere cu privire la situatia literaturii bulgare si a scriitorului bulgar de la sfarsitul
deceniului nouad, constatand starea de degradare in care se gaseste Intreaga cultura
bulgara si faptul ca ea ar trebui sa o porneasca de la zero. Kiosev nu mai acorda nicio
sansa literaturii bulgare pentru c3, afirma acesta, ea nu exista - literatura bulgara nu
are traditie si, prin urmare, nu are nici viitor.2 Interesant este de vazut ca si criticii
rusi descriu epoca de tranzitie a sfarsitului anilor '80 si inceputul anilor '90 in mod
identic, folosind expresii precum ,apusul literaturii ruse” sau ,vid ideologic si
artistic”3. Cu sigurantd, fenomenul a fost prezent in toate literaturile est-europene,
caci destinul acestor tari din blocul sovietic a fost unul comun. Stim prea bine ca in
literatura tema mortii, a vidului este specifica epocilor de criza, de tranzitie si este
suficient sa ne amintim creatiile primilor modernisti bulgari de la ,Misal”, scrise la
trecerea dintre secolele al XIX-lea si al XX-lea.

[atd cum sund in romana o parte din Manifestul radical al lui Kiosev din
primavara lui '89:

Tnaintea literaturii bulgare nu existi viitor!

1. Literatura bulgara nu are viitor din cauze nu lipsite de importanta, ci din simplul motiv, insa
fundamental, c3 ea, de fapt, nu exista - este lipsita de realitate ontologica. Suspiciosilor vom
Incerca sd le explicam ce inseamna acest lucru. Ca o literatura sa existe, inseamna ca scriitorii
ei sa fie scriitori, cititorii - cititori, traditia ei sd fie traditie, contemporaneitatea -
contemporaneitate, iar operele ei - opere. Privitd din acest unghi, literatura bulgara
demonstreazd o evidentd inexistenta.

a) Scriitorul bulgar - forma sa de inexistenta este paradoxald, deoarece este marginitd de o
supra-existentd. Peste tot scriitorul scrie, la noi el doar existd; in timp ce in straindtate

1 Alipieva, op. cit., p. 31.
2 Kiosev, op. cit., pp. 65-66.
3 Antoaneta Olteanu, Proza rusd contemporand, Bucuresti, Paideia, 2008, p. 35.
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scriitorul 1si propune sa creeze texte si opere, scriitorul bulgar isi propune sa scrie; crearea de
texte este un atribut extern si accidental al sederii sale profunde in ontosul scriitoricesc. De
aceea si aniversdrile sunt principala forma de supra-existenta a scriitorului bulgar.

b) Cititorul bulgar - asa ceva nu existd. Cititorii care citesc numai literaturd bulgara nu inteleg
nimic si nu sunt deloc cititori. Aceia care inteleg nu citesc literatura bulgara. Ei sunt cititori,
dar nu sunt bulgari.

c) Literatii bulgari - aceasta este o comunitate care imita propria sa existenta. Autori, critici,
redactori, editori etc. - cu totii se aseamadna unor oameni care s-au adunat sd indeplineasca o
treaba patetica foarte importanta, insa fiecare in secret este convins ca aceasta treaba nu poate fi
in niciun caz indeplinitd tocmai aici, tocmai acum si tocmai cu acesti oameni. Inexistenta
literatilor bulgari oscileaza intre asociatiile de adulare reciproca si transeele Razboiului Rece.

d) Relatia scriitor - cititor - aceasta are o evidenti tendinti inspre autodestrimare. In timp ce
scrie, scriitorul bulgar se gandeste: De ce si scriu mai departe? Orisicum, n-o si mi inteleaga! In
timp ce citeste, cititorul bulgar se gandeste neincetat: De ce sa citesc mai departe? Oricum, totul
mi-e clar!

e) Traditia literara bulgara - realitatea ei este numai oficiald: neoficial, ea este ceva ce nu
cunoastem, dar pe care denigrim cu satisfactie. in acest mod, ea are forma unei existente
refuzate - fiecare este convins ca dacd, Doamne ajutd, se naste ceva, acel ceva nu se va naste in
traditie, dar nici impotriva traditiei, ci numai datorita traditiei. Acesta este si motivul pentru care
fiecare noud generatie literara promite sa infaptuiascd, In cele din urmg, literatura bulgara
adevdrata. Nimeni nu stie dacd amenintarile s-au indeplinit, pentru cad nu exista traditie.

f) Contemporaneitatea literara bulgara - ea ar trebui sa fie un spatiu al intelegerii reciproce; in
sensul acesta, fireste cd ea nu exista. Asta se datoreaza faptului ca literatii bulgari traiesc in epoci
istorice si geologice diferite - contemporani ai lui Vazov convietuiesc cu diplodocus si dinozauri,
fiinte din specii cosmice viitoare, cu poeti muncitoresti din anii '30. Unicul limbaj comun sunt
spiralele ADN-ului. Din motivele mentionate, cuvinte precum ,contemporaneitate”, ,acum”,
,astazi”, ,anul acesta” etc. sunt lipsite de sens cu privire la literatura bulgara si ar trebui
interzise prin decret.

g) Limbajul literaturii bulgare - pentru a se crea o literatura, este nevoie de un limbaj cu
profunzime culturald, un limbaj care sa aiba memorie. Limba bulgara retine numai dezastrele
culturale nationale. Materia sa, straturile sale stilistice sunt chinuite de neincredere nationalg,
parodii, autoritati lingvistice discreditate si batjocorite. Limbajul nu este casa existentei
nationale, ci este coliba sa dez-membratal.

Evident, manifestul lui Kiosev are in vedere situatia literaturii din cele patru
decenii de comunism. Ce se intdmpla totusi cu literatura bulgara si cu celelalte
literaturi post-totalitare dupa 19897 Schimbarea regimului de la sfarsitul lui '89 a
fost un miracol pentru Bulgaria si pentru toate tarile estice, pentru ca au inceput sa
cadd, rand pe rand, toate barierele dintre ele si restul lumii. Prabusirea
comunismului nu a insemnat moartea literaturii bulgare ori ruse, nici ruptura
definitiva cu traditia literara anterioar3, ci doar o perioada de rascruce, in care era
necesara regandirea lor. Cum spuneau Anoaneta Alipieva si Plamen Antov in cartile
pe care le-am citat deja, literatura va depasi criza in care se gasea la acel moment si
va cunoaste o renastere escatologica. Din fericire, statutul literaturii, al autorului, al

1 Kiosev, op. cit., pp. 65-68.
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cititorului etc. se schimba radical in primul deceniu post-totalitar si, de fapt, singura
literatura care a murit in acei ani in Est a fost literatura fnalt3, odata cu aparitia celei
de consum si concurarea ei de catre noile media.

In concluzie, putem spune ci optzecistii sunt cei care continua reciclarea
modernitatii si epuizeaza resursele sale, ficand pasul decisiv de la modernismul
fnalt la postmodernism. Asa cum am vazut deja, aceasta generatie experimenteaza
foarte mult cu limbajul (deconstruieste comunismul pornind tocmai de la limbajul
sau) si ,deschide” canonul (perceput ca un act eliberator), initiind astfel procesul
postmodern de rescriere a traditiei literare bulgare. Nu In ultimul rand, gratie
optzecistilor, literatura bulgara face schimbarea de directie fara intoarcere de la Est
la Vest, dar si de la national la universal. Desi 1n anii '80 postmodernismul bulgar
ramane In cercul restrdns al universitatii (motiv pentru care este numit si
,postmodernism academic”), in deceniul urmator el va deveni o tendinta larg
recunoscuta in toate literaturile post-totalitare. Optzecistii continua sa scrie si vor
ocupa un loc central pe scena literara si in deceniul zece, cand reusesc sa creeze o
fuziune Intre neoavangardism si postmodernism, pentru ca acesta din urma sa
devina main-stream. Dupa ce au teoretizat postmodernismul si l-au pus in practica,
Ani Ilkov & compania vor preda stafeta elevilor lor, care le vor continua proiectele si
vor realiza postmodernismul in varianta sa hard, autohtona. Nouazecistii vor
continua procesul de recitire a istoriei si mitologiei nationale, inceput de mentorii
lor, practicand astfel o poezie postmoderna foarte ludica, (auto)ironica si parodica,
inspirata din propria traditie literara.
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L HERMANN A INNEBUNIT”: DEMITIZAREA NEBUNIEI ROMANTICE
IN DAMA DE PICA DE A.S. PUSKIN

Gabriel Andrei STAN

Méme si a premicre vue la folie semble étre un motif littéraire secondaire dans 'économie narrative du
récit de Pouchkine, elle désigne cependant la fin douloureuse du personnage principal. Dans cette
étude, nous voulons examiner la fonction de la folie et découvrir les significations culturelles qu'elle
développe avec la tradition littéraire du concept, plus précisément avec I'idéalisation romantique de la
folie en tant qu’expression du génie artistique. La démystification de la folie romantique, opérée par
I'intermcde de la parodie du canon romantique déja ossifié fournira les prémisses d'un retour a un sens
positiviste-physiologique de la folie en termes de maladie mentale.

Mots-clés : folie, parodie, romantisme, intertextualité, tradition littéraire.

Hermann a Innebunit. Acum se afla la spitalul
Obuhov, in salonul nr. 17, si nu raspunde la nici o
intrebare; bolboroseste doar, cu o repeziciune
uimitoare:

- Trei, sapte, asul! Trei, sapte, damal...!

In randurile citate mai sus, ce compun epilogul povestirii Dama de picd,
gasim singurele mentiuni directe despre nebunia personajului principal. Desi la
prima vedere pare mai degraba un motiv secundar In economia textului puskinian,
insusi faptul ca ea compune deznodamantul povestirii cere o aplecare atenta asupra
rolului si a functiei pe care aceasta le indeplineste. Mai mult, stilul sententios al celor
relatate face ca nebunia sa para un eveniment inevitabil pentru soarta nefericita a
tanarului Hermann. Asadar, o cercetare minutioasa a semnificatiilor pe care nebunia
le dezvolta 1n text va incerca sa gaseasca raspunsuri la o serie de interogatii, precum:
Cum este motivata ,innebunirea” personajului principal in ansamblul textului? Care
sunt semnificatiile culturale ale nebuniei in textul puskinian? Cum se raporteaza
semnificatiile nebuniei dezvoltate in povestire fata de traditia culturala a acestui
concept? Raspunsuri la aceste Intrebari pot fi gasite, pe de o parte, printr-o analiza
structurala a textului, iar pe de altd parte, prin descifrarea sistemului de referinte
intertextuale de care abunda opera puskiniana.

' A.S. Puskin, Dama de picd si alte povestiri, trad. si note de Eusebiu Camilar, Polirom, Iasi, 2013, p. 228.
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Este deja un loc comun in critica literara faptul cd Dama de picd este
considerata cea mai izbutita proza a lui Puskin. Principala justificare a acestei
evaludri calitative o furnizeaza Fiodor Dostoievski in randurile devenite deja celebre
si reluate cu obstinatie apoi de marea majoritate a studiilor critice:

Fantasticul trebuie sda se apropie intr-atit de real, incat aproape trebuie sa-1 credeti.
Puskin, care ne-a oferit aproape toate formele de arta, a scris Dama de picd - varful artei
fantasticului. Cici credeti ca Hermann a vazut intr-adevar o fantoma, si asta tocmai in
conformitate cu viziunea sa despre lume, si totusi, la finalul povestirii, adica dupa ce ati
terminat-o de citit, nu stiti ce s hotarati: a iesit oare aceastd fantoma din natura lui
Hermann sau el este intr-adevar unul dintre cei care au intrat in contact cu o alta lume,
una a ipiritelor rele si potrivnice omenirii (NB. spiritismul si invataturile sale). Iat3, asta
e arta!

Criteriul evaluarii calitative a lui Dostoievski consta in capacitatea naratiunii
puskiniene de a permite in aceeasi masura doua interpretari diametral opuse. Fie
Hermann a fost aievea vizitat de fantoma batranei contese, de la care afla secretul
celor trei carti sigure, fie fantoma contesei si obsesia celor trei carti sunt produsul
imaginatiei bolnave a tanarului inginer. Cu alte cuvinte, fie ddm crezare imixtiunii
supranaturalului in realitatea textului, fie i gdsim o motivatie psihologici. Insi
textul admite validitatea ambelor acceptiuni. Autoritatea parerii formulate de
Dostoievski nu a fost contestata de cercetatorii operei puskiniene nici pana astazi.
Dimpotriva, ea a fost validata in repetate randuri. Criticul american Caryl Emerson
merge mai departe, sustindnd ca ambiguitatea este generatd de caracterul
fragmentar al naratiunii; in loc sa construiasca o structura unica inchegatd, Puskin
alege si ,intirate” cititorul, oferindu-i doar fragmente de coduri interpretative®.
Acelasi fragmentarism este sustinut si de Gary Rosenshield, care incearca sa
demonstreze 1n studiul sau faptul ca nebunia lui Hermann poate fi in acelasi timp
interpretatd in termeni anti-romantici si romantici®. in ciuda gradului ridicat de
ambiguitate, naratiunea insasi limiteaza presupusa libertate absoluta de care pare a
se bucura hermeneutul. Aplecarea atenta asupra procedeelor de constructie a
subiectului, a sistemului de referinte intertextuale si, mai ales, a discursului narativ
(care de multe ori abunda de note ironice) dezvaluie restrictiile in limitele carora
trebuie descifrat mesajul textului.

Cu o mostenire critica deosebit de bogata, Dama de picd pare astazi un text
care si-a epuizat capacitatea de a mai da nastere unor noi analize relevante pentru
intelegerea operei puskiniene. Exegeza a abordat povestirea din nenumarate
perspective: istorico-literard, psihanaliticd, numerologica etc. Atat in Rusia, cit si In
spatiul anglo-american, numeroase pagini au fost dedicate acestei minunate
capodopere. In marea lor majoritate, studiile occidentale incearcd si surprindi

! F.M. Dostoievski, Polnoe sobranie socinenii, vol. 30.1, Nauka, Leningrad, 1988, p. 192.

2 Cf. Caryl Emerson, ,”"The Queen of Spades” and the Open End”, in vol. Puskin Today, ed. David Bethea,
Indiana University Press, Bloomington, 1992, pp. 35-36.

* Gary Rosenshield, ,Choosing the Right Card: Madness, Gambling, and Imagination in Pushkin’s "The Queen
of Spades”, in,,PMLA”, vol. 109, nr. 5, 1994, pp. 995-1008.
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motivatiile psihologice ale esecului lui Hermann, apeland de cele mai multe ori la
psihanalizi'. Oricit de creativa si atrigitoare poate fi o astfel de argumentatie, ea
pacatuieste totusi prin faptul ca pierde din vedere dimensiunea estetica a textului. A
crede ca Puskin intentiona sa faca din povestirea sa un ,caz” pentru ilustrarea unei
patologii inseamna a diminua considerabil calititile artistice ale textului. In spatiul
rus, in schimb, criticii au sustinut cu obstinatie, inca de la jumatatea secolului al XIX-
lea si pana la sfarsitul celui de-al XX-lea, ,virtutile” realiste ale povestirii.

Vissarion Belinski, autoritatea suprema in critica rusa de la mijlocul
secolului al XIX-lea, considera textul puskinian , 0 povestire de maestru”. El lauda
veridicitatea constructiei personajelor, subliniind faptul ca ,sunt conturate uimitor
de veridic batrana contesd, pupila sa, relatia lor si caracterul puternic, insa
demonico-egoist al lui Hermann”. Insd pentru Belinski Dama de picd nu este altceva
decat o anecdota: ea nu respecta exigentele unei nuvele, deoarece ,continutul are un
grad mult prea mare de exceptionalitate si neprevizut”?. Criticul Mihail Ghersenzon,
recunoscut pentru finetea spiritului siu de observatie, il contrazice pe Belinski. In
opinia lui Ghersenzon, ,Dama de picd este una dintre cele mai reusite nuvele
rusesti”. Lauda adusa textului puskinian este intemeiata pe o serie de trasaturi
specifice realismului: laconismul, impetuozitatea si concentrarea naratiunii;
economia aproape irealizabild a mijloacelor artistice; lipsa descrierilor psihologice si
in acelasi timp inzestrarea actiunii cu psihologie; naturaletea desfisurarii actiunii’.
Cheia de lectura oferita de Ghersenzon, in termenii realismului, va fi preluata
ulterior de numerosi cercetatori sovietici. Pentru el, ideea textului consta in
sintdlnirea dintre un suflet, dispus In mod determinat, cu elementul real
corespunzitor acestei dispozitii”; ,drama lui Hermann - nebunia si sfarsitul
acestuia -”, continua criticul, , este inca de la inceputul actiunii prezenta potential in
sufletul sau, dar pentru ca ea sa se dezlantuie este nevoie de un impuls din afar3,
chiar si cel mai nesemnificativ”®. Fird a ocupa un loc central in analiza sa, nebunia
este Inteleasa de criticul rus drept boala a psihicului, iar povestirea pare sa ne ofere
evolutia treptata a alienarii personajului principal. Aceeasi opinie o impartaseste si
criticul sovietic N.O. Lerner®.

Reputatul lingvist si istoric literar V.V. Vinogradov gaseste elementelor
fantastice motivatii psihologice. Strania aparitie a batranei contese reprezinta
rezultatul imaginatiei bolnave a lui Hermann. Ins3 analiza lui Vinogradov are un rol

! Spre exemplu, o minutioasa analizi o intilnim in studiului lui Nathan Rosen, intitulat The Magic Cards in
The Queen of Spades, in care autorul incearga sa explice, pe de o parte, cum anume afld Hermann secretul
celor trei cirti, iar pe de altd parte, cum ajunge personajul principal si confunde asul cu dama de pica. in
afard de metoda psihanalitica, cercetdtorul recurge si la elemente extratextuale, cum ar fi imaginile cartilor
de joc din perioada anilor 1830 sau explicatii numerologice (Nathan Rosen, ,The Magic Cards in The Queen
of Spades”, in , The Slavic and East European Journal”, vol. 19, nr. 3, 1975, pp. 255-275.

2 V.G. Belinski, Socinenia Aleksandra Puskina. Stat’ia odinnadtataia i posledniaia, in V.G. Belinski, Sobranie
socinenii v 3 tomah, ed. F.M. Golovencenko, vol. 11, OGIZ, GIHL, Moscova, 1948, pp. 637-638.

*M.O. Ghersenzon, Mudrost’ Puskina, Knigoizdatel'stvo pisatelei v Moskve, Moscova, 1919, p. 109.

* Ibidem, p.99.

> Idem.

®N.O. Lerner, Rasskazi o Puskine, Priboi, Moscova, 1929.
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seminal in cunoasterea textului puskinian, criticul cercetand cu minutiozitate stilul
naratologic si procedeele care stau la baza compozitiei subiectului povestirii. Astfel,
intelegerea modului In care este construit personajul contesei dezvaluie, pe de o
parte, sistemul de relatii dintre personaje, iar pe de altd parte, particularitatile
stilistice si, implicit, tipul de discurs al unui narator ,jucdus”. Imaginea contesei este
una ambivalenta: ea apartine atat secolului al XVIII-lea, cat si celui de-al XIX-lea. Ea
este in acelasi timp ,la Vénus moscovite” si ,batrana garbova, infofolita intr-o suba
de sobol”. Acest contrast este realizat, dupa parerea lui Vinogradov, in functie de
centrul de iradiere a perceptiei asupra obiectului. Identificarea perspectivei
naratologice este ingreunatd, insd, de vocea auctoriala, care nu aduce o linie de
demarcatie ferma Intre ,posesorii” constiintei care o recepteaza pe contesa.
Imaginea romanticd a contesei, faimoasa pentru frumusetea sa si pentru
personalitatea exceptionalad ,este introdusa in nuvela, in principal, prin receptarea
lui Hermann”', in timp ce perspectiva auctoriald a naratorului introduce imaginea
contemporana a contesei, ,ca un arhaism istoric, ca un tip arhaic al femeii-
aristocrate de lume, care se pistreazi din trecut”’. Analiza criticului rus dezviluie
unul dintre cele mai utilizate principii in proza puskiniana: ,procedeul reflectarilor
pe mai multe planuri, in care aceleiasi teme i se ofera diferite configuratii, noi nuante
semantice”®. Aportul pe care observatiile lui Vinogradov il aduc cunoasterii prozei
puskiniene este major, intrucit contracareaza opinia mostenita de la Belinski
conform careia maiestria artistica a lui Puskin nu se manifesta la fel de puternic in
proza precum in creatia poetica.

De o influenta majora in a doua perioada a secolului al XX-lea se bucura
studiul criticului G.A. Gukovski, intitulat Pugkin i problemi realisticeskogo stilia,
aparut in anul 1957. In viziunea cercetitorului sovietic, Hermann intruchipeazi
,marea victorie a realismului lui Puskin” deoarece in personajul sau transpare
Jintelegerea profunda a procesului social al patrunderii capitalismului direct in
bazele vietii rusesti”’. Tema influentei malefice a banului asupra psihicului uman
ocupa un rol central in textul puskinian. Hermann este definit in functie de o serie
complexa de factori: din punctul de vedere al clasei social el este un raznocinet;
factorul istoric 1l defineste ca pe un om al secolului al XIX-lea; nationalitatea acestuia
se rasfrange asupra personalitatii sale, el fiind un neamt rusificat. Toate aceste
variabile fac din Hermann, opineaza Gukovski, un personaj emblematic pentru ,,noua
societate a secolului al XIX-lea, bazata pe calcul, pe registrul contabil, pe inavutire si
care in acelasi timp poarta in sine faradelegea anarhiei individualiste, pasiunile
salbatice ale egoismului si visarea fantastici a burghezului romantic”>. Avand in
vedere circumstantele socio-politice din perioada post-stalinista este usor de inteles
tendinta criticii de a-1 citi pe Puskin in termenii realismului critic. insd o atare

v Vinogradov, Stil’ Puskina, OGIZ, GIHL, Moscova, 1941, pp. 590-591.
2 .
Ibidem, p. 589.
® Ibidem, p.591.
* G.A. Gukovski, Pugkin i problemt realisticeskogo stilia, Goslitizdat, Moscova, 1957, pp. 340-341.
> Idem, p. 346.
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lectura este atat de opaca la calitatile estetice ale textului puskinian, incat nu poate
furniza argumente satisficitoare pentru o justi intelegere a mesajului artistic. Intr-
adevar, personajul principal se defineste prin dorinta sa de Tnavutire; ea motiveaza
actiunile intreprinse de Hermann. Totusi, dezvoltarea subiectului nu permite
aprecierea pozitiei auctoriale a naratorului in termenii unei critici sociale.

Din scurta si selectiva prezentare a principalelor directii de analiza a Damei
de picd reiese, pe de o parte, un interes enorm pentru aceasta proza de scurte
dimensiuni, iar pe de alta parte, un eclectism al parerilor critice care pare sa
ingreuneze si mai mult o intelegere unitara a textului. in ciuda diferitelor abordari,
nebunia ca motiv central al naratiunii a fost in mare parte ignorata de exegeza. Poate
ca acest aspect a fost neglijat si din cauza faptului ca in text se face referire explicita
la nebunie abia in epilog. Insd nebunia lui Hermann nu apare ex nihilo, ea este
rezultatul unui incordari treptate a psihicului personajului si, implicit, al unei devieri
treptate de la realitatea exterioara.

De la bun inceput, Hermann este prezentat in maniera ambivalenta, ca avand
o personalitate contradictorie. El este definit prin trasaturi de caracter ce se exclud
reciproc: fiu al unui neamt rusificat, chibzuinta, moderatia si stapanirea de sine sunt
valorile 1n functie de care isi ghideaza viata (,Chibzuiala, cumpatarea si dragostea de
munca, iata cele trei carti sigure ale mele, iata ce-mi va Intrei, va inmulti de sapte ori
capitalul si-mi va aduce linistea si independenta!”®); in acelasi timp, Hermann are
,pasiuni puternice si o imaginatie inflicirata”’ este fascinat de jocul de cirti si, chiar
daca nu participa direct, isi petrece nopti in sir ,urmarind cu patima intorsaturile
variate ale jocului”’. in mod paradoxal, Hermann pare si fie in acelasi timp un
personaj romantic si anti-romantic. Cum se explica aceasta antiteza radicala in insasi
structura interna a eroului? O privire atenta asupra ,calitatilor” romantice ale
personajului pot oferi explicatiile necesare.

La prima vedere, Hermann pare un personaj in curs de romantizare. Treptat,
actiunile sale par sa justifice aderarea, constienta sau inconstientd, la un sistem de
valori pe care il putem numi romantic. Desi sceptic la inceput, eroul este tot mai
fermecat de exceptionala intamplare povestita de Tomski intr-o dimineata dupa
numeroase partide de carti: ,Ce-ar fi, gandea el a doua zi seara, hoindrind prin
Petersburg, ce-ar fi daca batrana printesa mi-ar incredinta taina, sau daca mi-ar
spune care sunt cele trei carti sigure! De ce nu mi-as Incerca norocul? Sa fiu
prezentat, si-i castig increderea - fie chiar de ar trebui si-i devin amant - [..]"*
Dorinta de a afla taina cartilor de joc este atit de mare, incat Hermann pare dispus
sa recurga la orice mijloc pentru a intra in posesia ei. Astfel, ia In calcul pana si
posibilitatea de a deveni amantul unei femei de optzeci de ani, ceea ce il apropie de
figura romanticului cu o vointa puternicd, gata sa isi atinga scopul cu orice pret. De
altfel, 1i marturiseste deschis contesei c3, in situatia in care secretul pe care ea il

! Puskin, op. cit,, p. 209.
? Ibidem, p. 208.

> Idem.

* Ibidem, p. 209.
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detine este rezultatul unei intelegeri cu diavolul, el este gata sa ia pacatul asupra
sufletului sdu, chiar cu pretul pierderii fericirii vesnice.

In plus, celelalte personaje il caracterizeazi pe Hermann ca pe un romantic.
La bal, Tomski o tachineaza pe Lizaveta, prezentandu-i-l pe Hermann in ipostaza
unui romantic par excellence: ,Acest Hermann, continua Tomski, este o figura cu
totul romantica: are profilul lui Napoleon si sufletul lui Mefisto. Cred ca asupra
constiintei lui apasi cel putin trei crime””. In ciuda spiritului de glum3, afirmatiile lui
Tomski au o inraurire semnificativa asupra Lizavetei care, dupa ce Hermann 1i aduce
vestea mortii contesei, il vede intr-adevar ca pe un monstru si i se pare ca seamadna
izbitor cu Napoleon ,Asa, semdna uimitor cu portretul lui Napoleon. Asemanarea o
surprinse”’. Insi vocea naratorului avertizeazi cititorul c3, spre deosebire de tanira
pupila, spusele lui Tomski nu ar trebui luate in serios: ,,Cuvintele lui Tomski nu erau
nimic altceva decat o flecarealda in timpul mazurcii, dar ele se Infipsera adanc in
sufletul tinerei visitoare”*. Desi contesa moare fira a-i incredinta tanarului inginer
taina mult doritd, Hermann, asemenea eroilor romantici exceptionali, este vizitat de
batrana moarta, care 1i dezvaluie misterul. Astfel, el pare sa aiba acces, printr-o
cunoastere irationald, la lumea de dincolo, la o dimensiune superioara prozaismului
vietii cotidiene. lar secretul se dovedeste a fi adevarat: cele trei carti sunt intr-
adevar castigitoare. Fatala gresealda din final survine de pe urma neglijentei
personajului.

Dualitatea personalitatii lui Hermann, precum si receptarea acestuia de catre
celelalte personaje, este evidenta. La tot pasul intdlnim afirmarea unei anume
trasaturi, doar pentru ca mai apoi ea sa fie contrazisa. Asa cum a fost deja mentionat
mai sus, o parte a cercetatorilor pun aceastd permanenta ezitare pe seama
caracterului fragmentar al naratiunii. Intr-adevir, pe tot parcursul lecturii avem
impresia ca discursul se iIntrerupe si ideile nu sunt duse pana la capat. V.V.
Vinogradov considera ca pendularea reiese din procedeul reflectarilor pe mai multe
planuri. La randul sau, criticul S.G. Bocearov subliniaza faptul ca natura duala a lui
Hermann se reflectd in narafiunea insasi, in sensul ca realitatea exterioara se
amesteca cu realitatea fantastica, creatd de imaginatia personajului principal
Asadar, o buna intelegere a mesajului povestirii necesita in primul rand intelegerea
corectad a stilului naratologic pe care Puskin 1l dezvolta in textul sau:

Autorul se afla printre personaje ca ,un subiect interesat”, iar discursul auctorial obiectiv
este oarecum un discurs subiectiv distant, nu intru totul auctorial, partial un discurs
strain al cuiva. [..] Astfel, in neintrerupta povestire real-fantastica a Damei de picd
autorul isi schimba in repetate randuri pozitia si ,chipul”, trecind de la o cunoastere
completd a tuturor circumstantelor la necunoasterea a ceea ce este ,principal”, adicd a
ceea ce se referi la ,taind™,

! Ibidem, pp. 218-219.

? Ibidem, p. 220.

* Ibidem, p. 219.

*S.G. Bocearov, Poetika Pugkina: ocerki, Ed. Nauka, Moscova, 1974, pp. 192-193.
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Cititorului 1i revine sarcina, deloc usoara, de a delimita perspectivele
multiple pe care discursul naratologic le camufleaza intr-o singura voce aparent
obiectivi. Prin prisma imaginatiei lui, Hermann este un personaj romantic. Insi
naratorul are grija sa discrediteze de fiecare data aceasta viziune. Fie in mod direct,
ca in cazul afirmatilor lui Tomski, fie prin integrarea imaginii potential romantice in
prozaismul realitd{ii obiective, reducand-o astfel pana la ridicol. La prima vedere,
Hermann poate sa para o ilustrare fidela a eroului romantic exceptional, gata sa
joace totul pe o carte (sau, mai bine spus, pe trei). Insi care este resortul intim ce
starneste si motiveaza actiunile tdndrului inginer? Dorinta apriga de a dobandi in
mod sigur un mare castig banesc. Aceasta motivatie este in deplina opozitie cu
viziunea despre lume a romanticilor. Banul este pentru ei cu necesitate simbolul
raului, elementul care corupe negresit natura umana. A ceda lui inseamna a trada
menirea Tnaltd a omului: aceea de a crea, de a fi original, adica menirea artistului. Sa
ne gandim numai la povestirile lui Odoevski, In special la Improvizatorul, in care
Kipriano primeste darul de a compune cu usurintd versuri si, imbogatindu-se,
innebuneste la final. Sau la povestirea Portretul al lui Gogol 1n care pictorul Ceartkov,
devenind bogat peste noapte, iti iroseste talentul si sfarseste tot ca un nebun.
Principalul element coroziv in definirea lui Hermann drept personaj romantic este
insasi motivatia acestuia.

Criticul american Gary Rosenshield considera ca Puskin ofera posibilitatea
unei duble interpretari a nebuniei lui Hermann, anti-romanticd si romantica.
Viziunea anti-romanticd a nebuniei se sprijind pe faptul cd Hermann nu este
niciodata motivat sa joace de dragul jocului, el aplica o formula ,sigurd” pentru
castig, ceea ce este incompatibil cu o personalitate romantici autentici. Insi
Rosenshield incearcd, intr-o viziune psihanalitici, sa avanseze o interpretare
romantica a personajului principal. Teza cercetatorului consta in faptul ca celelalte
personaje, Tomski si Liza, au la final o soarta banala: ei se supun normelor de
conduiti acceptate de societate si dispar in conformismul maselor. Insd Hermann,
tocmai prin gestul sau de a confunda asul cu dama de pica reuseste sa isi creeze
propriul destin, si iasi din cercul vicios al actiunilor ,prescrise”’. Este adevirat ci
pentru un romantic nu rezultatul unei actiuni este important, ci procesul actiunii in
sine, dinamismul acesteia. Dupa cum sugestiv afirma istoricul britanic Isaiah Berlin
cu referire la sistemul de valori romantice, ,esecul este mai nobil decat succesul.
Jertfirea pentru o cauza este importanta, nu validitatea cauzei in sine, caci sacrificiul
ficut pentru ea este ceea ce sfinteste cauza, nu vreo proprietate intrinseci a ei”%
Insa lui Hermann aceasti atitudine romantici i este complet striini, el nu doreste
nici o clipa sa joace doar de dragul de a juca. El nu cunoaste placerea riscului. Oricat
de interesanta ar parea o astfel de interpretare psihanalitica, a presupune ca
alegerea damei de pica in locul asului a fost dictatd de subconstientul dornic de
autoafirmare, de iesire din cercul vicios al conformismului inseamna a neglija textul

! Cf. Rosenshield, op. cit, pp. 1001-1005.
? Isaiah Berlin, Esenta romantismului european, in Puterea ideilor, ed. si prefati de Henry Hardy, trad. de Dana
Ligia Ilin, Humanitas, Bucuresti, 2012, p. 276.
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povestirii, care nu furnizeaza nici un indiciu in acest sens. Mult mai sustenabila ne
pare, asadar, interpretarea conform careia Puskin demitizeaza nebunia romantics,
inteleasa drept marca a exceptionalitatii, plasand In circumstante romantice un
personaj pe deplin anti-romantic. Cu alte cuvinte, temele si motivele romantice sunt
utilizate Tn maniera parodica.

Cum poate fi motivati pozitia ironici’ pe care Puskin o adopti fati de
conventiile romantice? Scriitori romantici germani, in special E.T.A. Hoffmann, incep
inca din deceniul al doilea al secolului al XIX-lea sa ironizeze conventiile pe care ei
insisi le-au idealizat’. Decalajul temporal de aproape un deceniu poate justifica
pitrunderea noii tendinte si in literatura rusa. Ins3, credem noi, un exemplu sugestiv
poate fi gasit In literatura rusa. Este vorba despre ciclul de povestiri fantastice,
intitulat Dvoinik ili moi vecera v Malorossii (Dublul sau seriele mele iIn Malorusia),
apartinand scriitorului Antoni Pogorelski. Publicate initial separat, scriitorul a reunit
povestirile intr-o singura rama, publicand volumul 1n anul 1828. Izolat la casa sa
dintr-o zona indepartata a Ucrainei, personajul Antoni Isi petrece serile impreuna cu
dublul sau, istorisindu-si unul altuia cate o povestire in fiecare seara si comentand
pe marginea lor. Dublul, departe de a mai fi doppelganger-ul romantic, este deosebit
de sceptic fata de orice fenomen supranatural, caruia ii gaseste explicatii rationale.
Lui Antoni Pogorelski 1i apartine prima povestire fantastica de factura romantica din
literatura rus3, intitulata Lafertovskaia makovnita (Vanzatoarea de placinte din
Lafertovo), publicatd separat in almanahul Novosti literaturi pe luna martie 1825,
ulterior inclusa in ciclul de povestiri amintit mai sus. Intriga textului este
emblematica pentru fantasticul romantic: un functionar sarac al postei, impreuna cu
sofia si cu fiica minora, isi duce traiul la periferia Moscovei intr-o locuinta
saracacioasa, pentru care plateste chirie. Matusa acestuia, o femeie foarte batrana,
isi petrece fiecare zi vanzand plicinte cu mac. Insa toatd lumea vorbeste cd batrana
are o avere frumoasa pe care a agonisit-o practicand noaptea ghicitul in carti si cafea
si vrajitoria. Toti vecinii se tem de ea si spun ca lucreaza cu fortele necuratului.
Nepotul, om credincios, se dezice de ruda sa si intrerupe relatiile pentru mai multi
ani. Ins3, dupa o perioada indelungat, sotia acestuia hotiraste si reia legaturile cu
batrana, sperand ca Masa, ajunsa aproape la majorat, sa primeasca o zestre
considerabila si sa poata, astfel, sa 1si gaseasca un sot pe masura. Fara voia tatalui,
cele doua 1i fac o vizita batranei care accepta impacarea, induplecata fiind de
tineretea si nevinovatia fetei. Dupa un ritual de magie neagra, batrana 1i da Masei
cheia de la comoara sa, spunandu-i ca in curand va sosi viitorul sot, care 1i va dubla
averea. La scurt timp batrana moare, fericita Insa ca nepoata sa ii va lua locul.
Familia se muta in casa batranei si fantoma suparata a matusii li se arata femeilor de
mai multe ori. Intr-o zi apare viitorul ginere, insa Masa, inspdimantats, le spune
parintilor cad nu se poate madrita cu Alistar Faleleici Murlakin, consilier titular,

! Ironia este un procedeu drag lui Puskin. Pentru un alt exemplu al abordarii ironice pe care Puskin o
dezvoltd, de data aceasta, cu stereotipurile sentimentaliste, vezi studiul lui Anton Breiner, Parodie si extaz.
,Viscolul” lui Puskin in lectura Iui Sollogub, ,Romanoslavica”, vol. XLIX, nr.1/2013, Bucuresti, pp. 5-14.
2 . .

Cf. Rosenshield, op. cit., p. 997.
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intrucat el este motanul cel negrul al raposatei. Hotarata sa rupa intelegerea, Masa
arunca in fantana cheia primita de la batrana. Deodata apare motanul raposatei, care
se arunca miaundnd diabolic in fantana. La final tdndra urmeaza sa se marite cu
bdiatul unui prieten al tatalui sau, pe care Masa il indragea mai demult.

[ata pledoaria pe care Hermann o tine in fata batranei contese, in speranta ca
o va Indupleca sa-i incredinteze secretul cartilor de joc:

Dezvaluiti-mi taina! Ce pretf are ea pentru dumneavoastra?... Poate ca e legata de-un pacat
cumplit, care sa duca la pierderea fericirii vesnice, poate ca e legata de o intelegere cu
diavolul... Ganditi-va: sunteti batrand, nu mai aveti mult de trdit; sunt gata sa iau pacatul
dumneavoastrad asupra sufletului meu. Dar Impartasiti-mi taina! Ganditi-va ca in mainile
dumneavoastra se afla fericirea unui om, ca nu numai eu, ci si copiii, nepotii si stranepotii
mei v vor binecuvinta amintirea si o vor cinsti ca pe ceva sfant...*

Relatia inertextuald® cu povestirea lui Pogorelski este evident, si reprezinti
o decizie constienta a lui Puskin de a intra in dialog cu traditia literara. Este
cunoscut faptul ca poetul rus cunostea opera lui Pogorelski, de care era foarte
incantat. Intr-o scrisoare din 27 martie 1825 Puskin i marturiseste fratelui siu
impresiile placute oferite de lectura povestirii: ,Sufletul meu, ce fermecator este
motanul bunicii! Am citit citit toatd povestirea de doua ori intr-o suflare, sunt nebun
dup3 tit. Fal. Murlakin”®. ins3, in pledoaria lui Hermann patosul romantic capiti o
nuanta ridicold, tocmai prin contrastul evident dintre credinta sa oarba in anecdota
istorisita de Tomski si banalitatea realitatii. Imaginatia bolnava a tanarului inginer o
inzestreaza pe contesa cu atributele malefice ale batranei ghicitoare, iar pe sine se
plaseaza in aceeasi logica a fantasticului romantic.

Simptomul acestei atitudini anti-romantice se face simtit in literatura rusa
inca de la finalul anilor 1820. Prelucrarea ironica a conceptiei romantice potrivit
careia imaginatia este sursa unei cunoasteri superioare, de factura irationala o
intadlnim si in textele lui Pogorelski. In povestirea Pogubniie posledstviia
neobuzdannogo voobrojeniia (Consecintele nefaste ale unei imaginatii inflacarate),
inclusa in volumul mai sus amintit, tanarul nobil rus Altest pleaca la studii la Leipzig
impreuna cu prietenul sau mai mare. Fire melancolic3, dispusa spre visare, Altest se
indragosteste nebuneste de fata profesorului italian Androni. Tanara, foarte timida
si tacuta, stapaneste in totalitate gandurile nobilului rus. Dupa repetate incercari de
gasi un prilej pentru a ramane in compania tinerei fete, Altest participa la balul
organizat de profesor, unde are ocazia s danseze cu frumoasa Adelina. In cele din
urmi, Altest se va cisatori in secret cu tanara fatd, fara a-i spune prietenului sdu. In
final, totul se adevereste a fi o farsa orchestrata de profesorul italian, care doreste cu
orice pret sa se razbune pe tatal tanarului nobil: Adelina este de fapt o papusa, un

! Puskin, op. cit, p. 217.

2 Despre intertextualitate ca strategie narativa vezi Camelia Dinu, Reminiscente dostoievskiene si strategii
intertextuale in proza Ilui Daniil Harms, in volumul Omagiu profesorului Constantin Geambasu la 65 de ani,
Editura Universitatii din Bucuresti, 2013, pp. 97-110.

* Pugkin, Scrisoarea din 27 martie 1825 Apud M.A. Turian, Jizn’ i tvorcestvo Antoniia Pogorel’skogo, in Antoni
Pogorelski, Izbrannoe, Ed. Sovetskaia Rossiia, Moscova, 1985, p. 12
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mecanism inventat de profesor. La aflarea tainei, tanarul Altest innebuneste si fuge,
fara a mai fi gasit.

Textul lui Pogorelski este o prelucrare a povestirii fantastice a lui Hoffmann
Der Sandmann (Omul cu nisip). Spre deosebire de scriitorul german, Pogorelski
discrediteaza major viziunea fnalta a imaginatiei romantice. Prin finalul ales,
personajul principal este, la fel ca obiectul dragostei sale, o marioneta. El nu
beneficiaza de o cunoastere superioara a realitatii, ci din contrd, este captivul
propriei sale imaginatii bolnave. In mod asemainitor, Hermann cade pradi unei
receptari false a realitatii din cauza ,clocotului imaginatiei lui navalnice” (in original:
besporiadok neobuzdannogo voobrajeniia®). Si, la fel ca personajul lui Pogorelski,
Hermann are parte de aceeasi soarta nefericita. Conceptia nebuniei inalte, metafora
a geniului, este distrusa astfel din interior, printr-o receptare ironica a traditiei pe
care aceasta o poarta. Fisura piedestalului romantic ofera, asadar, intoarcerea la
acceptiunea clinica a termenului. Nebunia este din nou boala.

Criticii au afirmat In repetate randuri faptul ca opera lui Puskin se
caracterizeazi prin ordine, claritate, echilibru, lumini, rationalitate’. Lui i sunt
straine, cel putin In perioada anilor 1830, orice forma de misticism sau de idealizare
a dimensiunii irationale a vietii. In acest sens, criticul L.I. Vol’pert vede in textul
povestirii lui Puskin o adevarata etiologie a nebuniei, o descriere fidela (desi
criptatd in spatele elementelor fantastice) a evolutiei bolii lui Hermann®. Tanirul
inginer, opineaza Vol'pert, sufera trei episoade halucinatorii: prima halucinatie, pur
vizual3, are loc la iTnmormantarea contesei, cand lui Hermann ,i se paru ca moarta se
uitd la el batjocoritor si-i face cu ochiul”®; a doua halucinatie o reprezinti ,vizita”
nocturi a contesei in locuinta tanirului®; al treilea episod halucinatoriu consti in
confundarea asului cu dama de pica si asocierea batranei contese cu imaginea cartii
de joc. Fidelitatea descrierii evolutiei bolii este justificata si de faptul ca in anii 1830
psihiatria se afirma in Rusia ca o noua stiinta medicala. Iar Puskin nu era deloc
striin de noul discurs medical ,la mod3” in societatea rusi a epocii®.

! Puskin, Pikovaia dama, in Polnoe sobranie socinenii v 16 t,, vol. 8.1, Ed. AN SSSR, Moscova, Leningrad, 1948,

.238.

Vezi M.L. Gofman, Problema sumassestvia v tvorcestve Pugkina, in vol. Tentral'nii puskinskii komitet v Parije,
ed. si prefatd de M.D. Filin, Ed. Ellis Lak, Moscova, 2000, p. 414; Ia.L. Levkovici, Stihotvorenie Pugkina ,Ne dai
mne bag soiti s uma”, in Pugkin: Issledovania i materiali, AN SSSR, Institut russkoi literaturi, vol. 10, Ed. Nauka,
Leningrad, 1982, p. 179.
® Vezi LLVol'pert, Tema bezumia v proze Puskina i Stendalia (,Pikovaia dama” i ,Krasnoe i ceornoe”), in vol.
Pugkin i russkaia literatura, Latviiskii Gosudarstvenii universitet im. P. Stuciki, Riga, 1986, pp. 46-58.

* Puskin, Dama de picd..., p. 223. Sentimentul de vinovitie este o motivatie rationali recurenti pe care criticii
o ofera ca argument pentru halucinatia suferita de Hermann.

® Daci prima halucinatie este pur vizual3, iar constiinta eroului inca se mai indoieste de veridicitatea celor
traite (,1 se paru...”), a doua halucinatie auditiv-vizuala marcheaza absenta indoielii constiintei personajului.
Dupa Vol'pert, acesta este un semn clar de agravare a bolii psihice.

® Tot Vol'pert noteazi ci din studiul lui Francois Leuret, Fragments psychologiques sur la folie, existent in
biblioteca lui Puskin, au fost taiate exact paginile dedidacte halucinatiei vizuale, auditive si vizual-auditive,
ceea ce conduce la parerea ca Puskin a consultat discursul medical din epoca pentru fidelitatea descrierilor
evolutiei bolii (Cf. Vol'pert, op. cit., p. 54).
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O interpretare pozitivist-realista a nebuniei este Insa insuficienta pentru o
buna Intelegere a textului puskinian. Ea trece sub tacere dimensiunea fantastica si
ignora complet calititile estetice ale naratiunii. In definitiv, nebunia lui Hermann se
afla Intr-o relatie de interdependenta cu elementele fantastice ale povestirii. Mult
mai oportuna este analiza semnificatiilor nebuniei Intr-un context cultural mai larg.
Asa cum a fost aratat mai sus, infelegerea personalitatii lui Hermann este imperios
necesara pentru o justd apreciere a nebuniei sale. Inviluit intr-o aurd romantics,
Hermann este de fapt un personaj anti-romantic, tocmai prin incompatibilitatea
aspiratiilor si a mijloacelor folosite pentru atingerea lor cu idealul romantic. Tanarul
neamt rusificat devine atunci un romantic ridicol. In mod analog, nebunia sa nu mai
prezinta atributele metaforice specifice viziunii romantice (ea nu este o marca a
geniului, nu este o salvare a eroului din prozaismul realitatii exterioare), ci o lipsa
profunda de sens, o inadecvare a aspiratiilor cu realitatea. Din punct de vedere
rational, nebunia lui Hermann este in finalul povestirii boala psihica (eroul sfarseste
internat la spitalul de nebuni Obuhov, in salonul nr. 17). In ceea ce priveste virtutile
realiste ale textului Puskinian, ele exista doar in masura in care prin realism putem
intelege o atitudine anti-romantica. Fireste, demitizarea nebuniei romantice printr-o
raportare parodica la un canon deja osificat va asigura premisele intoarcerii catre o
acceptiune pozitivist-fiziologica a anormalitatii, in termenii bolii psihice.
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(NE)TRADICNE, (NE)HUMORNE A (NE)SPECIFICKE V ROZKOSOVYCH
PROZAICKYCH TEXTOCH

Patrik SENKAR

The contribution analyzes the importance of tradition and humor as the basic foundations of
nationality in the Lowland. It points to the thematic diversity of the different prototypes: from the
erotically tuned novel to the tragicomically understood story of simple people. It echoes some
experimental experimentation in the background of everyday protagonists' actions. Its interesting part
is the texts relating to drivers and driving. The opposition of the village / city, man / woman, close / far
is determined by the regional aspect and the principle due to various encounters. Effective descriptions
are alternated with attractive dynamic thematic gradients. This is also the author's specificity in the
development of Slovak literature in Romania. The basic reflection bridge of the contribution is the
individual prose of a Slovak author from Romania - Pavel Rozkos.

Key words: national existence, Slovaks in Romania, Pavel Rozkos, interpretation, analysis

Pavel Rozkos dodnes vydal (po spominanych troch tematicky sivzeaznych
knihach) eSte Styri prozaické knihy: Milutka malutka (1999), Novodobé bdjky,
rozprdvky a poviedky - Fabule, basme si povestiri de modd noud (2000), My, Soféri
(2007) a Nahody (2008).

Na konci milénia pod pseudonymom Peter Kratochvil'a vydal eroticky ladent
prozu snazvom Milutka malutka. Je to vlastne prvy rozsiahly text Slovakov
v Rumunsku podpisany pseudonymom a svojou témou (sexualne vyzitie) je zaroveod
akousi jemnou provokaciou. V pribehu je znazorneny zivot univerzitného
pracovnika pocas letnych prazdnin ako sprievodcu pri mori. Opisuje kazdodenné
pracovné za<eaZenie turistického sprievodcu; jednotlivé akcie, spestrené
zaujimavymi stretnutiami i prileZitos®ami na nadviazanie novych znamosti. Toto
Ciernomorské prostredie socialistického obdobia ponuka Siroku paletu narodov
anarodnosti - teda aj spominané tematické pribehy. Z Citatel'ského hladiska je
zaujimavé napriklad stretnutie snevSednymi pol'skymi turistami aich
sprievodkyoou. Vzajomnym predstavovanim sa citatel moZe dozvedie informacie
nielen oich charaktere, ale aj o dennodennej atmosfére primorského letoviska.
Postupné zbliZovanie I'udi symbolizuje rozpravanie Zartov, pitie murfatlarskeho vina
a jemnucké pritlacenie ruk blizSie k sebe. Pritomnos mora a Sum van umozouju
uvol'nenie striktnych etickych pravidiel. Stretnutie autorského subjektu s matkou
adcérou je vychodiskom sujetu. Je tu uvolnenejsi svet, vei ,.. sa tu pri mori Zije
omnoho rychlejSim tempom ako v civile, a vSetky veci sa tu rieSia bez akychkol'vek
ceremonii!“ (Kratochvil'a, 1999, s. 19). Alkohol pridava pocit volnejSej (a smelSej)
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existencie. Naklonnos= autora k mladSej dievCine sa vytvara postupne. Objavuje sa
uoho aj otdl'anie (najma kvoli veku), ale postupne sa do popredia dostava zvedavos
amuzsky (lovecky) instinkt. Napriek tomu rozprava¢ analyzuje svoje pocity,
rozmys$l'a nad vhodnos=ou (moZnych, budicich) konani. Vy¢itky svedomia sa vSak
coskoro Uplne stratia a k slovu sa dostava lahodnos rumunského koodaku a poznanie,
Ze Milutka malutka uz nie je malé dievcatko. Dolezité je vSak spravne konanie, vei od
odvazneho konania ,... sa mdZe sta= Cierna nielen jedna ruka, ale aj celd dusa... Aj
cely Zivot..." (Kratochvil'a, 1999, s. 27). Postupné odstranenie hanblivosti na oboch
stranach odstva do dstrania psychickd nerozhodnos<= oproti fyzickej pri=aZlivosti
jednotlivych protagonistov.

Z ctitatel'ského  hladiska je efektné sledova postupny odmak
ospravedloovania mladej dievciny yA ostychavosti. Komicka
netrpezlivos=a neposlusnos dam pri ¢akani na vecer (a noc) vyus=uje do spolo¢nej
pijatiky v hotelovej izbe. No vSetko sa ale vysvetl'uje inakos=ou stcasného sveta.
Vecerna hostina v izbe ¢islo 543 s kodakom, zdkuskami, mandl'ami a kadvou je len
urcitou kulisou pri charakterizovani jednotlivych postupne sa prejavujicich
(docasnych) l'udskych vzeahov. Mlada Zena sa v takejto situdcii citi bezstarostne
anajma v bezpeci. Psychologicky motiv jej ustarostenej matky doma s muZom-
pijanom je vlastne obraz neS=astného vzeahu.

Autor zdérazouje aj metaforické rozpravanie bez slov, momentalne hl'adanie
réznych spriatelenych dusi (aj) ialeko od domova. Stretava sa tu muzsky a Zensky
princip: nedockavos a nerozhodnos, fyzické a psychické. Urcita vyhorenos starsSej
Zeny voCi muzom je uz vSak znakom jej bohatej Zivotnej empirie (najma so
sklamaniami). Autor vSak kritizuje, Ze kl'iCom k vSetkému je prave alkohol, ktory
otvara brany tela iduSe. Do popredia sa teda dostava telesné, konkretizované
réznymi erotickymi pribehmi asituaciami (aj) na nudistickej plazi. Hra na
nevinného je vSak vprotiklade surCitym volnomyslienkarstvom vsSetkych
protagonistov - nezavisle od ich rodu. Nejasnosti situacii pridavaju pribehu
zamotanos<= aj medzi matkou a dcérou. Takéto situacie vzdy vyuzivaju najma muzi,
ktori v pribehu rozmysl'aji racionalnejsie. Oproti tomu emocionalnos Zien prameni
pri neskorsej analyze z fyzickych kontaktov: ,Bolo to potom ako v rozpravke, bolo to
ako vo sne, bolo to prekrasne, bolo to fantastické, ale trvalo to len malu chvilku...”
(Kratochvil'a, 1999, s. 68). Autor dava vacsi priestor konotacidm, avSak obcas az
detailne opisuje spominané zbliZovanie. Izba s muzikou, kodakom, hodvabnym
priesvitnym Zupanom je teda mikropriestor, kde sa azda ndhodne stretnti docasne
znami l'udia. Ich Ciasto¢ne duSevnd, ale najma fyzickd blizkos= dava dévod na
dolasné §eastie, rozko$, blazenos. Zena tento stav hodnoti empiricky ako
rovnopravnos<= spoluprace, porozumenia, podpory a vypomahania, vei ,.. Clovek
musi by clovekom... bez ohl'adu na spolocensky stupeo, na ktorom sa nachadza“
(Kratochvil'a, 1999, s. 76). Je vSak zamysleniahodné, kol'ko I'udi utekda z domova
(symbolicky) k moru, aby sa mohli odviaza. V tomto prostredi sa dosiahne docasny
stuped doma absentujicej dévery zo psychickej a pocit blazenosti z fyzickej stranky.
V kazdom cloveku sa pri tom stretava anjel s diablom, teda dobro so zlom. Vytvara
sa tak aj urcitd ambivalentnos bytia. K tomu pomaha aj takato cesta k moru, pocas
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ktorej mlcanie hovori viac a ¢iny to dokazujui. NajdolezitejSie je zosta empaticky,
teda l'udsky, vei (konkretizujic to na situaciu) ,,.. ako verna dcérka svojej matky,
dobre citila, Ze je jej matka nesmierne $=astnd, a preto nechcela - ako rozumné a uz
dospelé dievCa - pokazi to $ astie svojej vlastnej matke“ (Kratochvil'a, 1999, s. 101).
V akejsi ,experimentédlnej knihe“ snazvom Novodobé bajky, rozpravky
a poviedky - Fabule, basme si povestiri de moda noua vysli prozaické texty v dvoch
jazykoch a su usporiadané zrkadlovo. Nejde vSak o preklad, ale o prézy napisané
samostatne po slovensky a po rumunsky na td istd tému, s vyuzitim tych istych
motivov. Su to vlastne paroédie, resp. (urcité) syntézy autorovej tvorby: jeho
zberatel'ské jazykovedné aktivity sa tu prelinaji s vlastnou tvorivos=ou.
Hmatatelnym dokazom pokojného spoluzitia a vzajomnej akceptacie rumunského
aslovenského naroda (narodnosti) je tato bilingvdlna knizka Pavla Rozkosa,
obsahujtca spolu s tvodom tridsa minipribehov: na I'avej strane so slovenskym a na
pravej strane s rumunskym textom. Autor hnei v ivode zddrazouje starodavne
spoluzitie Slovakov a Rumunov, vzajomné osvojovanie kultirnych hodnét pocas
niekol’kych generacii. Je teda evidentné, Ze ,.. to vSetko sa odzrkadl'uje aj vich
duchovnom zivote, ¢o sme sa snazili zachyti zich rozpravania a podavame tu
vazenému cCitatel'ovi v podobe napisaného slova“ (Rozkos, 2000, s. 5). Tieto akési
pardodie na spominané Zanre casto vychadzaju z typizovaného zvieracieho sveta
(stary havran, prefikana liSka, hldpy vol, velky somar, buciaca krava, Skrekotava
sojka, hlasny slavik a pod.). Na konci pribehov uvadza autor poucenie, ktoré vsak
primarne adresuje dospelému cCitatel'ovi. Druhoplanovo sa vyslovuje proti prehnanej
emancipacii l'udstva, ktoré nie je schopné pouci sa zchyb vlastnej minulosti.
Jednotlivé zvieracie postavy maju teda paralelné l'udské charaktery (prehnane
krakaju, chodia na pivo, maja radi slivovicu a hokejové zapasy, zblizuju sa pocas
sluzobnych ciest a pod.). Autor vSak zdérazouje potrebu pokojného spoluzitia a
vzajomného reSpektu. Dolezitd je aj dostatocna chvala od ostatnych pri vykonani
stato¢nej prace. Clovek teda neméze pcha hlavu do piesku, ale robi robotu ¢o
najlepsie. Z kontextu je zrejma podstata filozofie takéhoto spolunazivania: zi
anechaj zi. Samozrejme, obcasné zvady Ci Skriepky (az bitky) st znaky spominane;j
emancipécie alebo obcasného zvySovania si nezmyselného vlastného ega. Pribeh
o spravodlivom rozdeleni kusu bryndze je vSak dékaz starodavnej mudrosti: kde sa
dvaja biju, treti zvieazi. Autor pritom zdoérazouje réznorodos zvieracieho sveta,
vktorom skoro kazdy ahd na svoju stranu, ale podstatné je dobre si
zorganizova=vlastny spoOsob zivota v mikrospolocenstve. Kritizuje prehnanu
sebadoveru a vyslovuje sa voci nespravodlivosti niektorych vladarov lesa: ti su
namysleni ako Stihli ¢meliaci. Prave v charaktere ¢meliakov uvadza kritiku bujarého
zivota (piv, kin, zabav a kurizovania ostatnym) a dosledky pazravosti. Konfrontacia
antropomorfizovanych vciel a ¢meliakov je vlastne stretnutie dvoch zakladnych
archetypov l'udského pokolenia. Rozko$ opisuje ich zvyky a vyslovuje sa, Ze ,,... je vo
vcéelom spolocenstve Uplny poriadok anajprisnejSia disciplina na svete.. Kazdy
presne vie, kde a ¢o ma robi, kazdy vie, ¢o sa v uili mdZe robi= a ¢o sa v ali nesmie
stae za Ziadnu cenu...“ (Rozkos, 2000, s. 34). Protipélom fyzického bytia tychto vciel
je kukucka, uvadzana Specialne v dolnozemskom prostredi, ktora sa viaCne pari
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s kazdym a zoZerie vSetko ostatnym. Kritizuje sa jej bezcitnos, ktora sa v starobe
prejavi samotou. Preto je ddlezité vychova si vlastnych potomkov, ktorf ,,... sa potom
postaraju o svojich starych rodicov, opatria ich vtedy, kei ich uZ sily opudS=aju
a odkazani sd na pomoc inych, mladsich, silnejsich” (Rozkos, 2000, s. 38). Je tu teda
identifikovatel'na dévera autorského subjektu vo¢i mladym a jeho tizba po socidlne
spravodlivom svete. Prave oni su ti, ktor{ musia dokaza svoju smelos (podobne ako z
bojazlivého zajka sa stal nebojacny) aukaza svetu svoje lepSie ja. Autor teda
zdoOrazouje vytrvalos v Zivote, ktord dozaista vedie spravnym smerom. Tato cesta
vSak musi by podporena smelym pristupom k veciam a rozumnos<=ou. No prehnana
raciondlnos vedie ktomu, Ze v Malom Parizi na Dolnej zemi je za sucasnej
demokracie samy blahobyt, ktory v urcitom slova zmysle ,,... znamena nadobudnutie
majetku, peniazi necestnou pracou, nelegalnou cestou, podvodom, uplatkami
a podobne. A veru takych lI'udi je dos na tomto svete...“ (Rozkos, 2000, s. 58). Rozkos
Kkritizuje sucasny svet bez evidentnej (ale oCakdvanej) moralky. Takéto zriadenie
moZe vies=aZ kodletu bocianov (t.j. I'udi), ktori proti symbolickému severaku
amrazu v Banate si na protest radSej volia prijatelnejSie geografické dialavy.
Zvierata teda Casto rozmysl'aju o vlastnom osude (najma) z dévodu (prvoplanovo)
konkrétnych a (druhoplanovo) identifikovatelnych burok v  Karpatoch.
Vjednotlivych charakteroch tychto zvierat je evidentny tento prehnany
balkanizmus. Autor svoje pribehy (aj preto) neraz uvadza v konkrétnom chronotope
(najma v sucasnosti; v okoli Aradu, Temesvaru ¢i Bukuresti). Vyzdvihuje potrebu
umiernenej 'udskej zvedavosti (pozera sa po svete a dozveda sa posledné novoty),
ktora vsak casto vedie do uniformovaného bytia akoby obkoleseného bielymi pasmi,
skoro ako v zoologickej zdhrade. Zviera (i ¢lovek) vS§ak musi ma svoj vlastny priestor
na existenciu, podobne ako aj pravidla vlastného spolocenstva. Autor Kkritizuje
pravidla a zakony, ktoré sa subjektivne aplikujd, resp. vysvetluji cCasto az
nemoralnymi sposobmi. Dnesny svet opisuje ako Babylon so Zelezni¢nymi zavorami,
kde vrana vrane oko nevykole. Uvadza zakladné l'udské charaktery - prirovnavajic
ich k volom, psom ¢i liSkam. Konfrontuje teda teoretické ipraktické riesenia
spolunazivania a kritizuje ustavicnd zmenu kadrov po vol'bach, kde sa hl'ada ,,... po
tom vystrele, Ci si kazdy vrabec obsadil svoje staré miesto na strome...“ (Rozkos,
2000, s. 78).

Signifikantny pribeh o chudobnom a pracovitom clovekovi je symbolom
tuzby po lepSom Zivote. Je preto potrebné fyzické, ale aj psychické oslobodenie
jednotlivca, ktory si musi uvedomi kardinalnu podstatu vlastnej slobody. VSeobecne
platnd chudoba vSak znic¢i cloveka-miliéna az natol'ko, Ze skepticky veri v to, Ze
dobré za dobré necakaj, svoje deti radSej nevychovavaj a ta slamka nadeje ti je az
velmi vzdialend. Chudobny c¢lovek vSak podstatu svojho bytia vidi v dodrzani
daného slova kazdému, teda urcuje si vlastny osobny priklad. Takymto vzorom by sa
potom v buducnosti nemalo sta, Ze ,,... kel som uz zostarel, nevladzem uz za zverou
beha=, ani dobre nevidim, ani dobre nepocujem, tak ma gazda vyhnal z domu...“
(Rozkos, 2000, s. 82).

Autor mieSa staré rozpravkové motivy s ,modernymi“ trendmi dvadsiateho
storocia (Cervena ciapocka je emancipovana, vlk je vel'ky feSak a sc¢itana hlava, tri
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posledné Zelania mladej dievciny st aZ prehnane neredlne a pod). Postupne kritizuje
materidlnos= sicasného sveta, v ktorom najvaznejsSim problémom je nedostatok (az
absencia) peoazi. Od zvieracich rozpravok sa dostdva do ,redlneho” sveta l'udi,
v ktorom charakterizuje naoko nepodstatné, avsSak tiez typické crty. Tie su vzdy
v pozadi priam tragikomickosti ako zrkadla toho, aki sme, resp. aki by sme nechceli
by (napriklad Rus vypil $piritus zo skimavky pocas prehliadky muzea, hospodar je
stadle nespokojny so svojou zahradou, Clovek sa rad obklopuje nadmernym
mnoZstvom smeti a pod.). Rozko$ kritizuje iracionalitu vaésiny l'udi tohto sveta
avsSima si moralny upadok doby. VSadepritomné zlo potld¢a prirodzeny vyvin
moralky (Odkial ma nezamestnana tol'ko peoazi na elegantné Saty?). Z1é I'udské
jazyky teda casto zni¢ia aj lasku mladych: vedud kvycitkdim svedomia,
prenasledovaniu az krozchodu. NajdolezitejSie je vSak zistenie o spolunazivani
viacerych narodnosti, v pribehu konkretizované dobrymi susedskymi vzeahmi aj
napriek urc¢itym re¢ovym nedostatkom.

Zakladnym atributom a spolo¢nym znakom jednotlivych pribehov v zbierke
zdbavnych, ,Soférskych” kratkych préz s nazvom My, Soféri.. su ucastnici cestnej
premavky, sediaci za volantom. Autor v tejto knihe, ktord obsahuje okrem tivodu
azaveru dvadsa kratSich prozaickych textov, opisuje ,.. niekedy trocha
v anekdotickom duchu - niekol'ko pripadov, skuto¢nych alebo vymyslenych, ale
pritom vZdy moznych a preto haddam aj vierohodnych... VSetko to zo zivota l'udi
spoza volanta...“ (Rozkos, 2007, s. 6). Tematicky i motivicky su to ,,... pribehy veselé,
smieSne, niekedy aZ do popukania, vtipné, niekedy aj trochu mastnejsie, casto
v suvislosti s policiou ¢i uz niekdajSou miliciou... Ale vZdy su to pribehy vierohodné...
Lebo taky je uz zZivot Soférov!“ (Rozkos, 2007, s. 7).

Autor dava do paralely zvyKlosti, tykajlce sa vSestrannej existencie auta ako
majetku na Slovensku i v Rumunsku. Vychadza z premisy, Ze vlastni osobné auto
bolo (a aj je) vtychto konéinach velkym luxusom. Paralela Skody s Daciou je
vychodiskom na konfrontaciu pomerov slovenského a rumunského obc¢ana. Prichod
autorského rozpravaca na Slovensko (na bratislavskd burzu aut) je opisany ako
cesta do tureckého bazaru ¢i na blsi trh. Chvile na tomto akoby uzavretom Babylone
determinuju iba hlasné oznamy z ampliénu (ponuky na predaj ¢i kupu, hl'adanie
tovaru a pod.) anekonecné zastupy l'udi. Komicky vSak vyznie fakt, Ze rozpravac
kupil také auto, ktoré bez problémov vie doma prepisa na svoje meno, resp. ktoré
mu ta druha strana ani nechcela preda. Prizvukuje sa vSak svet konvertibilnych
nemeckych mariek ajednanie ako na Balkane. Zdorazouje sa pritom autorov
dolnozemsky pévod: narodeny v Nadlaku a byvajuci v TemesSvari. Rychlos nového
auta cestou domov je umerna radosti Cerstvého majitel'a: nové auto, ktoré si
zadovazil viaka svojej Sikovnosti, ale aj ndhode.

V jednotlivych pribehoch sa ¢asto spomina dolnozemsky kontext (napriklad
vlak od Nadlaku po Arad), ktory sa postupne zuZuje na vybrany usek Zivota
jednotlivca. Konfrontuje sa muzsky a Zensky princip, najma pri rozhodnuti mlade;j
zeny ziska vodicské opravnenie. Autor tym zddrazouje vyhody Soférovania, ale aj
smelos jednoduchej Zeny, ktora sa svojim rozhodnutim stane tercom Kkritiky najma
od vlastného manzela. Jej cesta z,mesta od hranice” je plna prekvapeni (az
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zlomysel'nosti), ktoré vsak postupne zdolava svojou racionalitou a odhodlanos=ou
splni svoje rozhodnutie. Okolity svet kurzistov, ktorf jej viac radia varechu v kuchyni
ako volant pred sebou, ju vSak nemdZe odradi od vlastného predsavzatia. To sa
konkretizuje najma racionalitou: zohna=si zbierky zdkonov a r6zne knizky o cestnej
premavke. Komicky pribeh pocas praktického Soférovania v meste vyvola v kazdom
Citatel'ovi-Soférovi pocit empatie. Autor opisuje jej psychické rozpoloZenie
(nervozitu), ktoré vsak nezlomi uz spominané odhodlanie, vei tu skasku Zuzka ,,...
chce urobil... Ona ju musi urobi! ... Stoj o stojl... Za kazdu cenu... To uz bola viac
vzdorovitos, viac ambicia, ako osobné Zelanie...“ (Rozkos, 2007, s. 25). Autor podava
jednotlivé cCasti tejto dolezitej zaverecnej skusky. Opisy sd popretkavané
dynamickymi ¢as=ami z ¢innosti a statickymi sekvenciami z vnatorného preZivania
samotnej protagonistky. Bezchybné zvladnutie teoretickych i praktickych skusok
viaka pozornosti i sistredeniu prinesie vytuzeny ciel’: vodi¢sky preukaz. Autor vsak
prizvukuje aj vzdy a vSade pritomnu nahodu, ktora sa do urcitej miery prejavi aj v
Zuzkinej zaverecnej jazde. Je to vSak nevSednd chvila, ktora je ukazdého
zacinajuceho vodi¢a determinovana urcitym napatim. Délezity je dosiahnuty ciel
aneskorsia prirodzend automatizacia pri Soférovani. Je to vlastne zaciatok novej
kariéry mladej Soférky, ktora tymto konanim a rozhodnutim podala svedectvo, Ze aj
jednoducha Zena je schopna (aj napriek neprajnosti niektorych spoluobc¢anov) ziska
takd vytdzenu ruzovi knizku. Autor teda zdoOrazouje potrebu vytrva, ¢o pri
suradniciach objektivno-subjektivnych danosti urcite prinesie vytazeny ciel v zivote
nielen Soférov, ale kazdého z nés.

Neobycajné prihody spolocnej cesty rozpravaca, plné réznych peripetii, su
vlastne opisom dolnozemskej scenérie: prirody, miest iludskych charakterov.
Citatel' sa moze dozvedie o spdsobe Zivota v bihorskej oblasti, kde Ziju Slovaci -
Krajania na spoOsob kopaniciarov. Velkomesta ako Oradea ¢i Velky Varadin sa
konfrontuji s dedinami Bodonos, Gemel¢ic¢ka, Pestis, Stara Huta ¢i Sarany. Postupne
sa opisuju obycaje okolitych slovenskych dedin, ich mnohonarodnos (Rumuni,
Slovaci, Maiari, Cigani), sloboda vierovyznania (pravoslavne, rimskokatolicke,
evanjelické). Autor zdorazouje naboZenské tradicie tohto prostredia
a dolezitos=zachova si slovensku prislusnos (najma) viaka skolam i cirkvi. Postupne
analyzuje najpalcivejsie problémy stcasného sedliackeho spbsobu Zivota. Zvonenie
zvonov je vlastne metaforické prispésobenie sa tymto dolnozemskym podmienkam,
kde farar je kardinalnou sicasou existencie mikrospoloc¢nosti a ,... musi by=nielen
lekarom dusi, ale aj lekdrom tela svojich veriacich...“ (Rozkos, 2007, s.43). V texte sa
opisuje aj dezolatny stav byvalych Statnych majetkov, teda chudoba, ktora sa do
ur¢itej miery kompenzuje znacnou pohostinnoseou apeknymi umeleckymi i
duchovnymi zaZzitkami. Rozko$S vSak zdérazouje potrebu pozna aj tento Kkraj.
Nezabuda ani na vlastnt osobnos dialektoldga, ktory v tomto kraji zbiera materialy
na organizovanie vystavy o Zivote Slovdkov zRumunska vhlavnom mesta
Slovenska. Popri tejto spoloCnej ceste s fararom-Soférom sa dostava aj do domu
najstarSieho bodonosského slovenského ucitela. Prave vjeho replikdch sa
dozvedame o vyznamnych hmotnych i nehmotnych ,kamennych svedkoch“ okolia,

86

https://biblioteca-digitala.ro



Romanoslavica vol. LIII nr.2

teda o doélezitosti zachovaesi tieto pamadtihodnosti. Je to vSak vkontraste so
sucasnou dobou, ktort symbolizuje odchod dcéry za pracou do Talianska.

Autor prizvukuje aj ddlezitos= stretnuti s vyraznymi aktivitami nasho (!)
demokratického zviazu - symbolického ajkonkrétneho zdruZenia vlastnej
narodnosti. DoleZité je to, aby dobrosrdecni ,... aj tu nasli porozumenie I'udi a vel'a
zaujimavych veci pre naSu spolo¢nu vec..“ (Rozkos, 2007, s. 52). Opis nedotknutej
prirody (panensky zeleny les, sviezi vzduch, spev vtakov) je vlastne kulisou tychto
obycaji, do ktorych sa uz (symbolicky povedané) vbaralo terénne auto cloveka.
Napriek tomu autor vyzdvihuje nevysloviteIné caro tohto okolia, pochopitelne,
s urcitou skepsou: ,,... ¢i by si tito tak dobrosrdec¢ni a mili, pohostinni l'udia, nasi
rodaci Slovaci z Bihoru nezasluzili lepsi osud?!... Ci by uZ na svete nebolo trocha viac
prostriedkov, aby sa im zabezpecili aspoo tie minimalne Zivotné podmienky?!... Ten
minimalny komfort?!... Aby nemuseli vynaklada tol'kého dusilia, tolkej driny pre
ziskanie chleba kazdodenného!“ (Rozkos, 2007, s. 55). Autor pars pro toto uvadza
priklad rozpravkovej kopaniciarskej dediny (Gemelcic¢ky) a jej opis: Skolu, zdravotné
stredisko, kostol — ale aj Casto neluprosny a azky udel jej obyvatel'ov. Krasa okolia
i Cistota ludskych dusi sa vtomto prostredi kontaminujee=azkymi, obcas az
ybalkanskymi“ podmienkami. Autor vsak vyslovuje déveru v cloveka a veri v lepSiu
buducnos celej svojej narodnosti, nezavisle od prostredia.

Castym motivom tychto textov si aj stopari, neoddelitelna
sucas=Soférskych pribehov. Autor pritom casto vyuziva az morbidne sujetové linie
(napriklad ako si stoparky vsimli zivého cloveka v truhle pocas jazdy nakladnym
autom a pod.). Stopovanie charakterizuje ako mddnu zalezitos, uvadza rozli¢né
pric¢iny, rizika iprednosti. Zvlastnej empirie poukazuje na rozne kategorie
stopujucich l'udi a na niektoré osobne prezité dobrodruzstva. Ich svedkami bol len
on sam a kulisami staré koSaté aradské morusSe. NajCastejSie su tieto pribehy
komické a koncia sa aZ pri branach domova. Samozrejme, opa sa tu zdorazouje
vSadepritomna nahodnos (az jedinec¢nos), ktora patricne determinuje jednotlivé
tieto stoparske diania. Skoro vSetky cesty vSak napokon vedu k rodicom do Nadlaku,
resp. domov do TemesSvaru. Su to zname dolnozemské slovenské entity, okorenené
hrejivou panoramou centralneho namestia a vysokanskou vezZou evanjelického
kostola, resp. centralnym parkoviskom pred hotelovou resStauraciou. Rozhovory
o pocasi, futbale, svetovej literattire a vlastnej osobe davaju tymto pribehom pestry
kolorit a hlbSie ozrejmuju charakter jednotlivych spolucestujicich. Ti su vo vacSine
pripadov Cestni figliari, casto ochotni vierohodne klama azahra divadielko
(napriklad pri neprijemnej situdacii s policajtom, ktory najradSej tresta rad radom
apouziva tzv. Specidlne metddy apod.). Ztejto kategoérie spolucestujlcich su
najpocetnejsSi prave chudobni Studenti - najmd mladé sympatické dievcata
v minisukniach. Autor vSak niekedy opisuje aj druht stranu mince, teda
bezohl'adnych Soférov, ktori chcu urcitd protisluzbu za odvoz. Tieto pribehy vsak
viac-menej iba konturuje, i to s patricnym humorom a indukciou denotativnosti. Svet
Soféra (,tirdka") predstavuje osobitny priestor v urcitom slova zmysle osamoteného
cloveka, ktory sa dozaista tesi pripadnej rychlej znamosti. Ich spolo¢na cesta je
symbolickym kruhom premiestnenia cloveka; podobne autor opisuje cestovatel'ské
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zvyky minulosti a pritomnosti. Konfrontuje spdsob cestovania za ¢ias socializmu
ademokracie, uvddza byrokraciu, ale aj vyhody cestovania. Symbolickd cesta
z Nadlaku do Bratislavy a navSteva dajakého ialekého pribuzného v hlavnom meste
vSak vyus=uje do atribuitu neZelaného, necakaného a nevolaného hos=a. Pritomnos
ireCitého Nadlacana v Petrzalke je vlastne symbolom pritomnosti cudzieho elementu
na pozadi prirodného motivu (Ziadny strom ¢i krik oproti dolnozemskym Zirnym
poliam). Autor je vSak na strane vSeobecnej demokracie a spravodlivosti, tvrdi, Ze
cestovanie je zakladnym prejavom slobody. Prihody Soférov tak Casto prinasaju
komické, ale aj tragikomické prihody. Podobne je to aj pri stretnuti Soféra auta
s konskym povozom, resp. ich nehoda. Svet dopravnych prostriedkov,
Casto=ahanych zvieratami, je entitou vtedajSej doby za absencie benzinu aj za
obcasného vypnutia elektrického pridu. Autor opisuje vynaliezavos=jednoduchych
I'udi pri zohnani potrebného mnozstva paliva, sposob jeho nielen uskladdovania, ale
aj odcudzenia. Délezita je vSak nadej a Sikovnos: ako sa dosta z galiby pri absencii
benzinu. Citatel'sky efektne potom vyznie fakt o pri¢ine zlyhania motora: pohonom
nebol benzin, ale domaca nadlacka slivovica. Je to prave ona, ktora je pricinou aj
obcasnych Sarvatok pocas cestovania susedov ¢i znamych, resp. v pribehu
spominaného zmeskania spolo¢nej cesty. Signdlom Startu do doa by preto mal by
znamy zvuk nadlackej tenkej traby z kostolnej veZe rano o pol siedmej. Ten by mal
sprevadza cestou i necestou I'udské konania i tizby. Autor vsak uvadza rézne redlne
nedostatky cestovania v tomto Kkraji; najma hlavné cesty, ktoré casto vedu cez polia,
pasienky, lesy ¢i kopce, vrchy adoliny. Komické je aj stretnutie Soféra (auta)
s bacom (oveckami). Autor si vSima okrem toho aj rézne iné sposoby cestovania
(prehliadka pamiatok vo velkomeste autobusom spolu s turistickym sprievodcom,
resp. cesta slovenskych turistov do Tureckamodernym a elegantnym
klimatizovanym autobusom).

Autor na konci zbierky popri tychto prihodach zaradil aj zopar pribehov
s antropomorfizovanymi zvieratami - Soférmi, ktori su vlastne archetypmi l'udi za
volantom (zajac, medvei, liSka, vevericka). Uvadza aj niekol'’ko Zartov o Soféroch a so
Soférmi, celkovo vyus ujuce do poznania, Ze najlepSie je predsa len nové auto. Jeho
vlastnictvo predstavuje urcity reSpekt uostatnych l'udi. Je nielen symbolom
pohodlia a (uz spominaného) luxusu, ale aj ohnivkom réznych prihod a potvrdenim
toho, Ze ,... aj takito I'udia na svete Ziji... Ze aj takéto veci sa na svete medzi I'uimi
stavaju...“ (Rozkos, 2007, s. 117).

Pavel Rozkos do zbierky poviedok snazvom Nahody =zaradil
Strnas=pribehov, ktoré uvadzaji rozlicné podoby nahod v Zivote Cloveka. Spraciva
v nich anekdotické motivy so zdmerom pobavi, rozosmia, vysmia I'udské neduhy
(pozri: Anoca, 2010, s. 124-131). Su to teda ,nahodné texty“ ¢i ,texty ndhod“, ktoré
kulminuju ,.. v hlave autora, alebo aj inych l'udi, ale v skuto¢nosti to ani nie su
nahody, ale vistom zmysle to je Zivot. A ten uz naozaj ma svoje pevné zakonitosti“
(Rozkos, 2008, s. 8).

Nahodné stretnutie dvoch mladych pri vzajomnom ¢akani na svoje polovicky
vyus=uje do spolo¢ného randenia. Ich pribeh pokracuje vecerou v restauracii, pocas
ktorej autor postupne uvadza spolo¢né irozdielne momenty v ich Zivotoch. Na
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zaklade toho sa ndhody javia ako nendhodné, stretnutie ako dopredu
determinované. Vzdjomné zbliZovanie tykanim vedie Kk potrebe spozna=toho
druhého. VonkajSie prostredie sa tak postupne zredukuje na domace, intimnejSie
(aj) viaka spominanej ndhode. Autor ich pribeh situuje do dolnozemského mestecka
s vysokymi kostolnymi veZami, odbijajucimi aj rano Styri hodiny. No ,nahodné“
stretnutie charakterizuje, vraj ¢o komu je sudené, veru ho ani neminie. Rozpravkovy
koniec mikropribehu o zaloZeni spolofnej rodiny je vlastne potvrdenim
spominanych cat Zivota.

Toto rodinné prostredie autor variuje aj ndhodnym stretnutim s davnou
milenkou vbufete prazského obchodného domu. Opd sa spomina jeho
sprievodcovska minulos pri Ciernom mori, vtedaj$ie mladicke nerozvaznosti, pri
ktorych sa stretla nielen hora shorou, ale aj Clovek sclovekom. Toto azda tiez
(ne)ndhodné stretnutie, okorenené vzajomnymi vypoveiami o vlastnom Zivote,
vyvolava otazky, ,.. preco je tento svet taky maly a preco je taky vel'mi zlozity...“ (Rozkos,
2008, s. 35).]e to stretnutie dvoch l'udi, ktori sa dobre poznali, ale pre réznorodé priciny
sa uZ roky nevideli. Romantické vytstenie pribehu o tom, Ze maja spolo¢nu uz dospelu
dcéru, sveddi o pravdivosti poznania, Ze ,... vel'a divnych veci sa deju na tomto vel’kom
a hrieSnom svete... TakZe vSelico je mozné...“ (Rozkos, 2008, s. 40).

Autor vSak pribehy najCastejSie zasadzuje do mestecka ,.. sice nie na
Slovensku, ale vtakom mestecku, kde pokope Zilo viac ako pa ¢i Sesetisic
opravdivych Slovakov..“ (Rozkos, 2008, s. 41). Spoznavame svojrazny slovensky
Zivot tychto Dolnozemcov, prisposobeny danym objektivnym podmienkam. Rozkos
charakterizuje vSeobecné ovzdusSie tohto mestecka hnei po skonceni 2. svetovej
vojny, opisuje pdsobenie a ¢innos slovenskych ucitel'ov, prichadzajtcich z materske;j
krajiny. Uvadza ich spoloCenskd angazovanos, vysledkom ktorej si rézne akcie,
krazky, vylety, oslavy a pod. Poukazuje na typicky sedliacky sposob Zivota vacsiny
miestnych obyvatelov, najma Slovakov, ktori dichali do pahrieb gymnastiky,
spevokolu, mandolinového orchestra, tane¢nych kurzov ¢i folklérnych tradicii. Tieto
miestne Cinnosti, ktoré uvadzal aj vtedajsi evanjelicky farar Ivan Bujna vo svojich
spisoch, st vlastne piliere 'udovej tradicie miestnej proveniencie: svadby, zakal'acky,
kroje, koledy, betlehem, mikulassky bal a pod. Autor zdoérazouje potrebu tychto
obycaji, ktoré podporuju kolektivne myslenie i slovenského ducha na Dolnej zemi.
Kritizuje vSak pomaiarcenie niektorych miestnych remeselnikov, ktori sa takymto
konanim izoluja od ostatnych. Zdravy duch je vSak pritomny v komickych prihodach
na silvestrovskom plese (bale), resp. pri mylnom klopani opitého muza do dplne
cudzieho bytu. Takéto prihody su vlastne liahoou miestnych klebiet a zarodkami
toho, Ze Zivotné cesty niektorych l'udi si nadmieru komplikované a ich zivot je ,,...
skoro ako celd histdria, cely rodinny romdn, s jeho svetlejsimi, veselsimi strdnkami, ale
aj s tmavsimi, smutnejsimi..“ (Rozkos, 2008, s. 50). V pozadi spominanych osudov
mestecka ijeho obyvatelov je délezitd najmd ich vzdjomna komunikacia
a obojstranny respekt, nakol'ko tvrdohlavos= nevedie k nicomu. V takom prostredi
je dodlezity dokaz o samostatnosti existencie, ktory je spaty s potrebnym zarabanim
peoazi. Nekompromisné a neustupcivé charaktery niektorych rodicov vsak vedu
mladého Ccloveka .. za vypomocného ucitela vjednej zapadnutej dedinke
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v kopcovitom kraji na vyse tristo kilometrov od domu...“ (Rozkos, 2008, s. 59). Autor
opisuje typizované postavy matky a otca, resp. ich vzah k vlastnému synovi, ktorého
ndhoda (?) zaviala do iného kraja. Jeho matka nalieha, aby sa oZenil z Cistej
racionality, resp. pre postupné zhorsenie celkovej atmosféry v praci (Skole). Autor
v postave mladého ¢loveka poukazuje na jeho utek z domoviny do neznameho kraja
vlastnej (moZnej) buducnosti; konfrontuje rozdielnos=myslenia starého a nového
sveta. Dolezita je vSak najmd jeho duSevna rovnovaha aj napriek seaZenym
Zivotnym podmienkam. Postupne sa ale otvara aj pre neho vejar moZnosti: nové
pracovné miesto, resp. zndmos s milym diev€a=om. Postupny prechod z dediny do
velkomesta v8ak zni¢f krasny vzah mladych zalibencov. Ich ldc¢enie zahaoa aj pocit
nadeje aj napriek vSeobecnej konstatacii o ddvno hodenych kockach. Autor pritom
zdorazouje rovnaky pocit viny u muza i Zeny, resp. vyslovuje sa za obojstranné
problémy, vei ... v Zivote nemo6Zu by stale len pekné alebo stale len Spatné vecil...
Obycajne tych menej peknych a menej prijemnych je vzdy viac, ako tych idealnych...
A niektoré z tych nepeknych st aj vel'mi bol'avé...“ (Rozkos, 2008, s. 67).

Vjednotlivych pribehoch sa opisuju vSeobecne platné determinanty
kazdodenného Zivota, rozne peripetie, ale aj roznorodé konfrontacie a identifikacie
nahod (?) v 'udskom Zivote. Casto sa teda vyskytuje motiv odchodu z domu, praca
vypomocného ucitel'a aj neskorsie vytriezvenie v praci predavaca.

Autor komicky opisuje aj neschopnos jednej (typizovanej) klebetnice, ktora
ani v jednej oblasti spoloCenského Zivota patri¢ne neuspela. Doba vSak priniesla také
nahody, Ze viaka emancipacii zien sa dostala na post predsednicky miestneho
rolnickeho druzstva s patricnym ,vysledkom“. Je to vlastne urcité zosilnenie
zenského principu, ktory sa konkretizuje aj vzajomnou (ne)toleranciou manzelov pri
dvojtyzdoovom pobyte pri Ciernom mori. Podriadenos muza sa pritom prejavuje o. i.
aj tym, Ze stoji v centre ustavicnej kritiky svojej polovicky, ktorej je potrebny len pri
vlaceni plnych tasiek s nakupmi. Dolezité sd i vnitorné myslienky muza o dneSnom
skazenom svete, ktoré vyuds uju len do perspektivy radostnejsich zajtrajskov, vei ,,...
kol'kokrat sa v zivote Clovek neunavi?!l... Ale potom si odpocinie a vsSetko je zasa
v poriadku...“ (Rozkos, 2008, s. 82).Je tu teda vyslovena dévera v silu cloveka, ktora
je centralnym hnacim motorom jeho existencie. Zmysluplny l'udsky Zzivot autor
poklada za najcennejSiu vec, ktora ,,.. moZe existova na tomto hrieSnom a marnom
svete! Ten l'udsky Zivot sa ni¢cim neda nahradi! Preto treba podniknu vSetko, aby
takéto dilemy, Ze .Co keby..., vei keby...” a podobne, viac neexistovali“ (Rozkos, 2008,
s. 88-89).

Princip jedného placiceho adruhého smejiceho sa oka vedie aj l'udi
vpribehu, ktory hovori ordznych wudalostiach augustovych dni 1968
v Ceskoslovensku, k rozhodnutiu, %e si so svojimi obmedzenymi moZnos<=ami
zavedu vlastny poriadok so sovietskymi vojakmi. Autor podava situaciu
jednoduchych T'udi - okupantov, ktori ani casto nevedeli, vakom State sa
nachadzaji. Zenskymi praktikami okabateny sovietsky déstojnik sa vlastne stava
tercom vysmechu, kei viaka vynaliezavym Zendm musel nahy tréa vcudzom
prazskom dome bez svojej dostojnickej uniformy. Je to vlastne znak toho, Ze aj
malymi ¢inmi sa da podkopa nasilna dovera voci nepriatelom. Ddélezité je teda
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nevzda sa vlastnych idedlov. Tym sa zdoOrazouje aj podstata individudlneho
charakteru, jedinefnos cCloveka. Taki su nevSedni, ,nahodni“ jednotlivci, ktori
dosiahli v dvadsiatom storoc¢i obdivuhodné pokroky: mozno malé, ale cenné. Priam
postmoderny let rozpravaca nad Karpatmi je tieZ znak urcitych moznosti ¢loveka -
najma vyvoja vedy a techniky.

Z titatel'ského hladiska autor efektne aprieazlivo opisuje Maly PariZz
(Bukures). Do urcitej miery pristupuje ktomu podobne ako volakedy Gustav
Augustiny - teda charakterizuje barokové architektonické stavby, avSak vo
vSeobecnosti kritizuje sdcasnd tvar hlavného mesta. Tento stav konfrontuje
s obrazom mesta okolo rokov 1920 az 1930; vyslovuje sa o zlych veciach, ktoré sa
tam dejd, ale aj odrahote, Spekulantoch s peniazmi apod. Kritizuje sucasnu
demokraciu a jej centralny pojem - spredmetneny kapitalizmus. V pozadi vSetkého
je neuprosnd balkanizacia a globalizacia, ktord dozaista nendhodne zmenila tvar ulic,
obchodov, restaurdcii iuradov sucasnej Bukuresti. Vtom vSak autor nevidi nic
nahodné, teda dospieva k zakonitostiam spominanym v tivode. Treba si uvedomi, Ze
tieto zakonitosti su vlastne priesecnikmi nahod, ktoré celoplo$ne ramcuji nase bytie
na tejto Zemi.
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MPO3A U. IIETOJIMXUHA B KOHTEKCTE COBPEMEHHOM
®EHOMEHOJIOTUH BOCITPUATHUA

Kypanait TATTUMBETOBA, CBet1ana AHAHHUEBA

Shchegolikhin, Russian writer of Kazakhstan, famous public and political figure artistically developed a
variety of topics in his work: historical and revolutionary, the development of virgin lands in the
Kazakh steppe, the topic of the intelligentsia and creativity. In the article, the writer's work is analyzed
through the prism of confessional-autobiographical prose. In the center of the study is the analysis of 1.
Shegohikhin's novel «I Will not Look for Victories». The hallmark of this work is the analysis of the
creative process of the writer. The author narrator explains the names of his works, tells the story of
the creation. There are interesting parallels between the story of 1. Shchegolikhin and the novel of the
contemporary Russian writer Yu. Kozlov «The Well of the Prophets». Literary texts of Kazakh and
Russian authors include philosophical revelations, reflections on contemporary reality, the impact of
globalization on countries, culture and literature.

Key words: literary tradition, autobiographical memory, meta-genre, chronicle, diary, intertext

TBopyeckass JIMYHOCTb B COBpeMeHHOH JuTepaType KasaxcTraHa, Kak H
repou CO3/aBaeMbIX €l XyJO0XKECTBEHHbIX IPOH3BEJEHHH, HaXOJATCAd Ha
nepeKkpecTke KyJbTyp, B €IWHOM JyXOBHOM IPOCTPAaHCTBE 3THUYECKOrO U
KyJIbTYPHOTO B3aWMoJAeHUCTBUsS. Hacyieays TeHJeHIUM pas3HBIX Xy[0KECTBEHHbBIX
CUCTEM, NUCATEeJd TATOTEIT K pOMaHaM-3CCe, MEeTAKaHPy C MNpeobJaJaHueM
BOCIIOMMHAHUH (PeTPOCNEKTUBHOCTb, MHOIOILJIAHOBOCTb, OTKPBITAs aBTOPCKas
MO3UIIMS, JOKyMeHTa/lbHbIN «00pa3 3MOXU»).

dunocodcko-HachllleHHAs!, UCIIOBeJa/ibHAst 1 BO MHOTOM aBTOGHOrpaduy-
Has Tnpo3a pycckoro nucatesnsi Kazaxcrana MBanHa lllerosixuHa BK/IOYaeT sipKue
coobiTusA XX Beka (IIOKOpeHHe IeJIMHbI, CTPOUTEJBbCTBO HOBBIX T'OPOJOB B
Ka3aXCTAaHCKOW CTeNH) U COBPEMEHHOCTb, MOTHUBBI POJIUHBI, GOJIBIIOH U MaJOH,
pa3MblilieHUss 0 cyabbe OTeyecTBa, OCMBICJIEHHWE 3MOXU B COOTHECEHHOCTU C
CyAb0OOU OTAENbHON IUNYHOCTH.

ABTOpOM Xy10KECTBEHHO BOCCO3/IaHbI 06pa3bl UCTOpUUeCKUX AedTened XIX
BeKa - IM03Ta W OOIecTBEHHOro JesATesnsi Mwuxausa MuxailsioBa, KpUTHKA H
ny6aunucra Hwukonaa IllenryHoBa, 3THorpada, BOCTOKOBe/a, WCTOPHUKQ,
donbknopucrta YokaHa BanuxaHoBa. HcTopus W coBpeMeHHas MHcaTesio
JIeCTBUTENIbHOCTh JApWUJIM TEMbl, 3aHHUMAaTeJIbHble CHKEThl €ro IOBecTed W
POMAaHOB.
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[Io o6pasoBanuto W.II. lleromuxuH - Bpady. OH CJIOBHO NpPOJOJKAET
TpaJ U0, 3aJI0KEHHYIO B PYCCKOM KJIaCCHUYeCKOH iuTepaType AHTOHOM YeX0BbIM,
Bukentuem BepecaeBbiM... [lIlupoko n3BecTHa mNepeBoAYEcCKass JeATENbHOCTh U.
llleronuxrHa. B MCTOpUM OTE4YeCTBEHHOW JIUTEPATYphbl OCTAJWCh NepeBoAbl U.
[lleroMXWHBIM C Ka3axCKOro f3blKa Ha PYCCKHM MpO3auvyecKUX NpPOU3BeJeHUH
MyxTapa Ays3oBa, CakeHa CelidysinHa, Cabuta MykaHoBa, ['abugeHa MycraduHa,
Xam3bl EcenkaHoBa u Jip.

«Jlepunur», «CHera MeTesbHbIe», «CIUIIKOM [g06poe cepAle», «Xody
BeYHOCTH», «KenToe Koseco», «X0J0AHBIM KJIIOY 3a0BEHHUSI» — Ha3BaHHs KHUT H.
[lleronuxrHa GPOCKHE, 3allOMUHAIOLIMECS, KAK U XapaKTepbl repoeB, CO3/aHHbIe
PYKOM NpHU3HAHHOI'0 MacTepa Xy/0XKeCTBEHHOTO CJI0Ba.

[laHopama 06LIeCTBEHHON W JuTepaTypHou xu3HU Poccuu 60-x rogos XIX
Beka oTpakeHa B pomaHe M. lllerosuxuHa «CiaumkoMm n06poe cepjue». CbIH
KPYITHOT'O T'yOEepHCKOTO YHHOBHHKA, BHYK KPENOCTHOro MuXaHJyIIKH, MOTOMOK
JIeTeHJapHOro Ypaka — reposl Ka3axCKux npeflanui, MuxaiioB 6JM3K0 K CepALy
OpYHUMaeT 6eAbl M CTPaZaHUS Ka3aXCKOr0 M PYCCKOro HapojoB. JlocTOMHHBI
BOCXHIIEHUSI MUJIOCEPAME U JOOPOTA Ka3aXCKOT0 HAapoaa.

CBOe0o6pa3HO OMHCaHWE JUTEPATYPHOW 3KCHEJULIMH TJIABHOTO Teposi Ha
Poauny. Kpyr nHTepecoB MuxaijioBa IUPOK U pa3HOOOpaseH. M3 akcnequIliu oH
NpUBE3 CKa3KH, HApOJHble MpeJaHUsl, ONMHMCAHUsS OObl4YaeB Ka3axOB W OGalIKup.
Heo6bI4aliHO MO3TUYHBIA MePEBOJ, TOJBKO OJHOTO cjoBa “adHasaviH” (“Kpy»Kych
BOKpYT Te0s, MpUHHUMal0 TBOI 60Jib”) BKIaAbIBaeT U. lllerosuxvH B ycTa rJ1aBHOTO
repos, Hu60 yBepeH, 4YTO “C/I0BO, $3BbIK JKHBONHWCYIOT JAylly Hapona”.
[lepedpasupoBaB Ka3axcKylo nocjaoBuny: “/JBa Kpblaa y Kazaxa — KOHb U IeCHAA”, O
MuxaisioBe aBTop nuileT: “/IBa Kpblia y MuxaijioBa - Jilo60Bb U JuTeparypa” [1,
c.101]. MMomumo MuxaiioBa, lllesryHoBa, coO CTpaHHUI, poMaHa BCTAaKT 06pa3bl
Yepubimesckoro, Jo6posiro6oBa, IlosoHckoro, lepiiena, OrapeBa, Hekpacoba,
JlocToeBCKoOroO.

Crtunuctudeckas MaHepa HW. llerosMxuHa mpu OGPHUCOBKE MEPCOHAXKEHN
pasinuHa: «0O6pasel oAHMX JaHbl B pa3BuTud (MwuxaisioB, Koctomapos,
lllenryHOBBI), O JPYrUX CKa3aHO JIMIIb HECKOJbKO CJ0B, HO W OHH JalT
npeAcTaBJeHMe O TOM WJIM HHOM [JIeHCTByIOUleM Jiule. TakhM CIOCOO0M
Bocco3/aHbl 06pa3bl AsekcaHapa CepHo-CosioBbeBHYa M YokaHa BasimxaHoBa.
CHMBOJIMYHBI CJIOBa MpPU3HaHUA B JO6BU K cBoell OTum3He BanuxaHoBa: «OfHa
MOsl JiIl0OOBb BCTaBJieHa B JIpyrylo, Apyras B TpPeTbl0, BpPOJAe KaK UPOUTCKHUE
CYHAYKH, MaJIeHbKHU BJIOXKEH B G0JIBIIOH, a TOT ellje B 60abIIMK» [1, c.244].

M. BaxTuUH BblJess/1 B 0COOYI0 TpYINy >KAaHPOB HCIOBEAb, [JHEBHHUK,
OTNMcaHWe MNyTeulecTBUH, Ovorpaduio, MUCbMO U HEKOTOpPble Jpyrue >KaHpPbI.
Hapsay c TeM, 4To OHU MOTYT onpezeasaTb ¢opMy poMaHa Kak Iiejioro (HanpuMmep,
pOMaH-UCIIOBE/lb, POMaH-AHEBHUK, POMaH B MUCbMaX U T.J.), KKOKAbIA U3 3THUX
>)KaHpOB 006J1aZlaeT CBOUMHU CJOBECHO-CMBICJOBbBIMHU ¢$OpMaMu  OBJIaJleHUS
Pa3/IMYHBIMU CTOPOHAMM JAEWCTBUTENbHOCTH. POMaH M UCHOJIb3YeT 3TH KaHpPbI
MMEHHO KaK Takuhe BbIpaboTaHHble ¢GOpPMBI  CJIOBECHOTO  OBJIaJeHHUS
JleCTBUTEJIbHOCTbIO» [2, c.134].
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[IbiKast, camooTBepkeHHasi COHS, JITHEBHUK KOTOPOH NPUJAET cCBoeobpasure
koMmmno3unuu pomaHa HW. IlerosuxuHa, rotoBa exaTb B CubUpPb BCJaesd 3a
MuxasioBbIM. UMeHHO B ycTa TIJIaBHOTO Treposi IOcCjJe BCEro yBHUJEHHOr0 M
Nepe4yBCTBOBAaHHOTO B pe3yJbTaTe 3KCIeAULHWHM B CTeNb aBTOpP poOMaHa
BKJIQIbIBAeT pAcCCyK/JeHUs O eJUHCTBe HapofoB: «Kak OyaTo 3emsisi Gblia
MaJIeHbKOW, U BCe Ha HeW KUJIM OJJHUM CTAaHOBHILEM, & TOTOM 3eMJIF CTajla pacTH, U
Hapo/bl pa3oLJIMCh, KaK Beep, B KOTOPOM KaXKJ0e KPBUIBILIKO COCEACTBYET C
JpyTUM, U BCE OT OJJHOTO KOpHs. Mbl 01Ha ceMbs1 BO BcesieHHOW» [1, ¢.103].

HauuoHanbHbBIA KOJIOPUT, MaclITabHOCTb XapaKTepoB JeHCTBYIOIUX JHUL U
nepcoHaxel, SIpKUEe 4YepThl UX OOJIMKA 3allOMUHAITCS 4YUTaTeasiM Hpo3bl M.
lllerouxuHa, KOTOPbIN GbLI IMIyGOKO YBEpPEH B TOM, YTO Hapoh KasaxctaHa uMmeeT
JPEBHIOO, OOLIYI0 Ka3aXCKO-THOPKCKO-CAABSHCKYH) HCTOPHUI0 Ha 6e3rpaHHUYHbIX
npocropax EBpasuu.

[Ipomsioe B ¢pnnocodpCcKoi U 3CTETUYECKON KOHIENLUHU U €r0 COOTHOIIEHHE
C HaCTOALMUM pacKpbITO B npousBeneHusax U. llleronuxuna «He xanero, He 30By, He
mwiady», «/[1060Bb K JasbHeMYy», «X04y BeYHOCTH». JIMYHBIA ONBIT MHUCATEJs
«CBSI3aH HEMOCPEACTBEHHO C 3M0XaJbHbIMHU UCTOPUYECKUMH COOBITHUSIMH, CYPOBOU
armocdeport 40-50-x rozmos, onbiTOM rysiaroB. Ho aBTOp He OTKasbIBaeTcs OT
CBOEro MNpPOIIJOro, OH JIOUT €ero, MOTUBUPYS TeM, YTO “cOXKajeTb - 3HAYUT
npe/ilaBaTb TO BPEMs, CBOU JHHU, FOJbI, TEX JIIOJAEH, KOTOpPbIe TeOS OKPYKaJH U C
KOTOPBIMH ThI 1IeJ1 60K 0 60K”» [3, c.96].

[locnennve 1o BpeMeHH co3AaHus npousBegeHusa UW. lleronuxuHa
NOCBALIEHBI XYI0)KECTBEHHOMY OCMBICJIEHUIO CJI0>KHBIX MOCTIEPECTPOEYHBIX JIET,
napagurm nuBuarsanuu XX-XXI BekoB. [lucaTenb cTan cBUZETENEM UCTOPUIECKUX
npeo6pa30BaHUN U UX Xy[0KECTBEHHBIM JeTonucreM. [Ipo3a pycckoro nmucartess
KazaxcTaHa 3BOJIIOLIMOHUpOBAJa oT HCTOPHUYECKUX MOJIOTEH K
Ny6JUIMCTUYECKOMY JIUCKYPCY, codeTasi B cebe 3/ieMeHThl JHEBHUKOBBIX 3alucen
Y JUIJIOMaTUYEeCKUX TEKCTOB, OCHOBAaHHBIX Ha HOBBIX >KM3HEHHBIX BIIeUYaTJEHUSAX U
6oraToM >XMU3HEHHOM OIbITe MHUCaTesasl - 4WieHAa HaluoHanbHOrO coBeTa NpH
[Ipesunente Pecny6sivku KasaxcraH, genyrata BepxoBHoro CoBera, ceHaropa
[TapnamenTa Pecniy6inku Kazaxcras.

CBoeobpa3Ho B )KaHPOBOM IJIaHe npou3BefeHue U. llleronuxuna «Mup Bawm,
TPEeBOTU MPOULILIX JIET». ITO CTPOr0 AOKYMEHTaJbHble MyOJMKALUNA JJHEBHUKOB C
1965 roga. Ilo npyU3HaHUIO aBTOPa, OH OCTAaBUJ «CaMOE-CaMoe», OT HEHYXKHOrO
M36aBUJICSL.

C/oKHOCTh OOILECTBEHHBIX NepeMeH B CyAbbe cTpaHbl py6exka XX-XXI
BEKOB BHOCUT CYMSITHUIy U B XKHU3Hb repoeB mnpousBefenuil U. llerosuxuHa
«J/It06OBB K Aa/ibHEMY» U «X04y BEYHOCTHU». [lepBasi IOBECTh «BbIPOC/A U3 BBIITUCOK
3allMCHBbIX KHWKEK, BTOpas - OecClookeTHa, ‘B JIIOOOM MeCTe MOXHO BOTKHYTh
BETOYKY M3 MpOULIOro, U OHa 0e3yAep>HO paCnyCTUTCS, 3acJOoHAA COo60M
HacTosiilee”. /lasi HUX XapaKTepHbl €IUHCTBO NYOJULUCTUKH U QUI0COPCKOTO
Hauasa, aBTo6uorpapyHOCTH U 061 edesoBedyeckoro» [4, c.203].

ABTOD NbITaeTCs MePEeOCMbICIUTD 06JUK Poccuu, 6epexHo coxpaHsieMblil B
Ayuie. OH 03a604eH cyAb00M U POJIbI0 PYCCKOTO I3bIKa B COBPEMEHHOM OOI[ECTBE,
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CTaBsg  OCTpble HCTOPUKO-NOJUTHYECKUE, COLMAJIbHbIE, AeMorpadpuyeckue u
COLMOJIOTMYeCKHe BOIPOCHI.

Cpenu repoeB noBectu «He cTaHy s MckaTh mobea» [5] — MHOT'O U3BECTHBIX
HNOJIMTUYECKUX U OOILIeCTBEHHbIX JesiTeseill. Ho ryiaBHoe: aHaiu3 cUTyalud B
KYJIbTYPHOH »KHW3HU CTpaHbl, B JiUTeparype: «bjarocsioBeHHasi npexze cBo6oja
npeBpaTu/jiacb B moBajbHOe OefcTBUe. CTano sICHO (XOTSl [JajieKo He BCEM):
cB0OOJIa C/IOBA KaK CaMoliejib PaBHOCHJIbHA CcTpesibbe Bcienyt. B ogHoM ciy4dae
NyJisi OPOCBUCTUT MHMO, B JAPYrOoM MpPOJABIPSIBUT MO3THM, U BCe O'KeH, 3aKOH
no3poJssieT [5,c.17].

[ToBecTh aBTOGHOrpaduyHa. TpHKAbI ee aBTOpP HauuHaJ ¢ HyJs. CiioxHas
IPOCTPAHCTBEHHO-BpeMeHHasi KOHCTPYKLUS MPOX3Be/leHusI M03BOJIsIET BKIKYATh
KapTHUHbI IOHOCTH B CLIEHBI )KU3HU HOBOW CTOJIMIBI He3aBucuMoro Kasaxcrana -
Acrtanbl. XKapkuMm JieToM, Korja BeTep Kak U3 JyXOBKH, BCIOMHHAETCS MaWcKas
TeIJlas HOYb MHOT'0-MHOTO JIeT ToMy Ha3af. ApecT, gonpoc B KI'b... Tlocie apecra
OoTLA U 000UX JAe0B «BCe CTapaJici JeaaThb Jydlle APYrux». YUYU/ICA TOJbKO Ha
OTJIMYHO, MHOT'0 YMTaJI, JIo6ua mkosy. 1945 roa. [loctynua B MHCTUTYT, OTJIMYHO
yunics. Ha yeTBepTOM Kypce — apecT, TpubyHasu, Cu6Upb, MOTUOEHOBBIN PyAHUK
Copa B Xakacuu. Y cHoBa HHCTUTYT, IEPBBIM pacckas, epBasi NUILYIIas MAlIMHKa.
CMepTh CbIHA OT HEU3JIEYUMOU OOJIE3HHU.

3a nJieyaMy aBTOpa-M0BeCTBOBATeJIA IPOXUTAas XKU3Hb, 0 KOTOPOM CEHATop
BCIIOMHUHAET C JIETKOU IpycThio: «He aymai, He razai, U HU OT KOTO He CJbIIIAJ,
KaKMM TOPbKHMM M HEOTBSI3HBIM MOXET ObITb HecyacTbe ObITh OTHOM. U He
yTellaeT, YTO caM Tbl CTOJIBKO ToOps NpHHEC OTLy C Marepblo. OTBJEKano
TBOPYECTBO M BCe, C HUM CBSI3aHHOE - MPU3HAHWE, KHUTH, OOIeHHWe, BUHO M
»KEeHIUHBI» [5, ¢.19].

WHTEepTEeKCTYaJbHOCTb BBICTYIIAeT B COBPEMEHHOW MpoO3e M KaK NMPUHIUI
noBecTBoBaHUsA. Puyocodpuss Urpbl U3 MpUEMa CTAHOBUTCS CTpATerueH, mpexje
BCETO Urpa C Yy:XKMM CJIOBOM, 3cceu3alus U 0eccroKeTHOCTb. [locTossHHO
obpalleHue K pycckoul kJjaccuke, putupytorca IlymiknH u Tosctol, EceHuH u
[lacTepHak, BO3HMKAIOT accondanuu ¢ biokoM. M3 coBpeMeHHBIX NKMcaTesel dalie
Bcero ynoMuHatotcsa Hukonaih KopcynoB u Bnagumup ['yHAapeB, KOTOpble BBICOKO
oleHWBalOT HOBYyIH0 KHuUry M. lllerosuxvHa «XoJIOAHBIA KJIIOY 3a0BeHbs». B.
['yHaapeB B3BOJIHOBAH IOCJe MpOYTeHHUs: «Bamu omaceHusi, 4TO JHEBHUKHU
MellaloT NOBECTBOBAHUIO, HAIPACHBI — BCe OPraHUYHO, eAMHO, UHTepecHo. Y mpueM
XOpOLINH, YepeJOBaHHE HACTOALLET0 U MPOLIJIOro. A *KU3Hb U cy/b6a oaHa. OcTphle
MecTa Bbl CTApaeTeCch CMATYUTH, ONPABJATh, HO MOTOM ONATH Ka-ak BpexeTe! He
KaX<J|bIll OCMEJINTCS TaKoe BblZaTh. CTpaHULbl O BallleM CbIHE 3aCTaBUJ/IU MJ1aKaThb»
[5, c.45]. AkTUBHada )XU3HEHHAs1 MO3ULUA JenyTaTa CeHaTa HAXOAUT OTPaKEHUE B
Xy/l02KeCTBEHHBIX Tpou3BeaeHUsx U. llleronvxvna nociejHuxX JeT.

ABTOp o6painjaeT BHUMaHHe YyUTaTesed «X0JI0JJHOTO KIt4a 3a6BEeHbsI» Ha
anurpap wu3 IllymkuHa: «B cTrenu MUpPCKOW, Ne4vaJbHOH W 6e30pexHOH,
TAaWHCTBEHHO MPOOUJIUCH TPHU KJII0YA: KJII0Y IOHOCTH, K04 OBICTPBIA U MATEXHbIH,
KUIIUT, OEXUT, CBepKas W Kypuya. KacTajbCKHU KJ/I0Y BOJIHOIO BJOXHOBEHbS B
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CTENU MUPCKOM M3rHAHHUKOB MOUT. [locjegHU KJIKWY - XOJOAHBIA KJ/IHO4
3a6BeHbs, OH CJIalle BCex »Kap cepAla yToadT» [5, ¢.33].

CTaHOBATCA [JOCTOAHMEM MCTOPUU CBeJeHUsA O nucarendax Kasaxcrana, o
peLKOJLIETUSIX *KYPHAJIOB, 0 6YPHBIX CIIOpax B NUcaTeabCKoM coto3e. Y. llleronuxux
OblJ MHOTOMY CBUJETesb, O3TOMY TaK MCKpeHHe ero mnucbMo. Crapeiiiemy
pycckoMy KypHany KaszaxctaHa, KOTOpbIi paHee Ha3blBajicl «COBETCKUU
Kazaxcrtan», [Imutpuii CHErnH nNpeAoXKua HOBoe Ha3dBaHue — «[IpocTop», «eMKoe
CJI0BO, 06pa3Hoe, B HEM U TOPHBIA MPOCTOP, U CTENHOM, U BOJHBIN, €CJIU XOTHUTE,
HawK Apan u Kacnuit, banxaw, Upteiw, Ceip-Japbs, fa U HeGeCHbIA MNPOCTOP,
KOCMHUYEeCKHH, ¢ Halero balikoHypa cTapTOBaJ NepBbI KOCMOHABT, — BOT KaKoe
CJIOBO MHOT03Ha4yHoe» [5, c.54]. B.A. BepHajckuii, 4yTKas Aylia M03Ta, «IOLIes M0
JlarepaM, HayhHada ¢ JoBoeHHoro 1940 ropa, BelllesJ Ha KOPOTKOe BpeMs M CHOBa
3amMenu B 49-m o 56-ro. Besse oH mo6biBaj, M B Taire Ha JiecolloBajie, U B
MOP/IOBCKHUX Jjarepsix, 1 B Kapsare». AQOpUCTUYHOCTb — OTJHUYMUTENbHAsA 4YepTa
ctuns. «['71aBHOe HM306peTeHHEe, TBOPEHbE 4ejioBeKa Ha 3eMJie He ropoja, He
JIBOPIIb], He MALIMHBI, 2 KHUTA. YesioBeK 6e3 KHUTH — BCETO JIMLIb TEHb, OYePTAHUEN
[5, c.55].

HNHTepTeKCcTyaJbHOE 3aMMCTBOBaHMWE /[IJI1 aBTOpa «BCErZa OKa3bIBaeTCHd
BHYTpPEHHE MOTHBHUPOBAHHbBIM, NOJYMHEHHBIM IJTyOMHHOW CUCTEME 3aBUCUMOCTEN
ero uauoctuiass» [6, c.64]. Tak, U. lllerosnxuH B aHAJIU3UPyEMOM IMOBECTH CaM
00BbSICHSIET HAa3BaHUS CBOMX MNPOU3BEJEHHUH: «YCINOKOW cebsi 3a MUCbMEHHBIM
CTOJIOM, YTBEPAUCb B MHUpe 37ecb U Tenepb. U HaBcerma. Xouy eeuHocmu, Kak
roBopuJi 3apartycrtpa» [5, ¢.33].

[Iponecc TBopYecTBa A5 Hutjine 6611 caMOyCIIOKOEHHEM U IICUXOTepanuen.
«/lns MeHs Toxe», — TpUXoAUT K BeiBoAy U. llleronvxuH, UUTUPYA BbICKa3blBaHUE
30-neTHero HeMernkoro ¢unocoda: «Hamre cyuiecTBoBaHHE eCcTb HeNpepbIBHbIN
yXO0J, B IPOILIOE.

WHTepecHO mnpocaefUTh, KaK COBPEMEHHBIA pOCCHUHCKHAUN mpo3auk 0.
Ko3/10B, Mpo3y KOTOpPOro OmnpefessioT KakK ICHUXO0JOrHYecKyw, ¢unaocodckyto,
3CXaToJIOTUYHYI0, oOTBedawouiyro Ayxy XXI crosnetus, B pomaHe «Kosogern
NPOPOKOB» HHTEPTEKCTYaJbHO OTchbLIaeT K Huimme. ['siaBHBIM repoil pomaHa,
pabotas B KkoHLe 70-x roJj0oB B aHaJWTHUYECKOW TpyIIe, 3aHUMalolieics
VCC/IeIOBAaHUSMU B 006J1aCTU KYJbTYpbl, WL1apuoOHOB-MJIaAIIMKA COYMHUI 3alIUCKY
0 (¢eHoMeHe TaK  Ha3blBaeMOIro CyMepeyHOro  CO3HaHHUs, LIUPOKO
pacnpoCcTpaHeHHOTr 0 Cpe/id COBETCKOM TBOpPYECKOW WHTeJJIMreHUuH. Yalle Bcero
KOHLENT «CyMepKU» BcTpevasics B TekcTax @p. Humue. B TekcTe HeOKOHYEHHOTr 0
pomana M. Tloppkoro «KusHp Knmma CamruHa» - 67 NpPOCTPaHHBIX KapTHUH
CyMepexk.

WHTepecHo clokeTHOe mocTpoeHue npousBeaeHuss H). KossoBa, aBTop
KOTOPOro MUILET HECKOHYAaeMbIW TUIlep-pPOMaH, Kak, BIPOYeM, MUUIET ero U cama
KU3Hb. [J1aBbl pomMaHa 0603HayeHbl OYKBaMMU JaTHUHCKoro ajndaBurta. U
TUIIEPPOMaAH - B IJIOCKOCTU CyMepeyHoro co3HaHus. OcobeHHOCTh runeppoMaHa:
«OTCYTCTBUE (WJIM, BbIpaXaschb $3bIKOM JIOTUKH, JHHEWHass He33JaHHOCTh)
KOHEYHOT0 3aMbicja. becuucieHHble  CIOXKeTHble JIMHUM  TUIleppoMaHa
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pacxoJMiUCch B pasHble CTOPOHBbI, Kak JwAu ¢ Apbara. Pacxonuiuch, cKpbiBasd,
pacTackuBas 110 YacTHL[aM TalHY CBOEro CyLleCTBOBaHUs» [7, c.24].

B uentpe moBectu MW. IllerosuxuHa «He crany s uckaTb mnoben» -
packpbITHMe Hpolecca TBOPYECTBa, aBTOPCKOe OObsSICHEHHE Ha3BaHUK CBOUX
NpOU3BEJEHNH, IEPEOCMBbIC/IEHHE PYCCKOU KJIACCUKU U COBETCKOU siuTepaTypbl. OH
He TpUEMJIET «JepeBeHCKyw» mnpo3y («Yutasn, sucran Bacunusa benmoBa u kKyuy
JPYTUX, OMHAKOBBIX, KaK MIEHbKU Ha BBIPYOJIEHHOUW MOJISHE...»), CYUTAas], YTO «HA
CaMOM /jiejie pyccKasi JIMTepaTypa, NpU3HaHHAs BCEM MHUPOM, Obljia JIBOPSHCKOH,
HMMIIEPCKOM, apUCTOKpaTUieckoi» [5, c.45].

B pomane 10. KossioBa «Kosioziel, mpopoKoB» JIMTEPATYPHbIM TEKCT TaKKe
NPUCYTCTBYET IMOCTOSIHHO. HayaJbHUK OTJesla HeyCTaHOBJEHHBIX PYKOMUCEH
['ocymapcTBeHHOM 6M6MOTEKH U/1aproHOB y4yacTBOBa/ B I'PaHIMO3HOM MPOEKTE
aMepUKaHCKUX MOPMOHOB MO CO3/JaHUI0 3JIEKTPOHHOW Bepcuu bubsauum pus
BcemupHoii uHdopmanuoHHoW cetu HWHTepHeT. [Ipeobpa3oBaHue H36pPaAHHBIX
¢dparmMeHToB buGJMM B KOMIBIOTEPHBIM THUIEPpPOMaH, TO €CTh B POMaH «C
6ecYrCc/IeHHbIM BHYTPEHHUM pa3BeTBJIEHUEM daitnon (coBepieHHO
CaMOCTOSITEJIbHBIX CIOKETOB)» 3aUMHTEPecOBal YYACTHUKOB MexayHapoaHOTO
CMMIIO3WyMa II0 BONpPOCaM MeXOUOJIUOTEYHOr0 oO6MeHa HWHpoOpMaled 1o
3JIEKTPOHHBIM CHCTeMaM CBs3U. HoBellllMe TEeXHOJOTMH HAa IpaHu (paHTACTUKH.
TexkcT pa3BeTB/ANCA HOBbBIMM, HOBEWIIMMHU, CBEPXHOBBIMHU M CBEPXHOBEHIINMH
¢dbaiiysiaMu B 3JIEKTPOHHOM GHOGJIEHCKOM JIecy.

[IpousBegenue 10. KoszsoBa cBepxuHPOPMATUBHO, HO 3TO He MeperpyKaeT
noBecTBoBaHHWe. McTuHa o ¢oTorpaduax Tes NPUIIEIbIEB C YHUYTOXKEHHOU
aMepuKaHILaMU B 1947 roay Haz octpoBoM [lacxu jieTaroleit Tapesky, Kak U TeaTp
TeHeHd B mKady, HAYMHAKIIUX M0/, KOJIeOII0UMMCS CBETOM JIIOCTPHI XKUTh CBOEH
’KU3HbIO ([laMbl LIE€BEJUJIN BeepaMH, MChbl U BCAAHUKHU OTCTABAIM OT YXOZSILETO
10/i Ba3y OJIeHs1), IpeJicTala «He TO YTOObl HE UMEILel MeCcTo 6bITh, HO KaK ObI
HECyLeCTBEHHON, TO €CTb He3aBUCHMMO OT CBOEro CylieCTBOBAaHHUSA (WJu
HeCyLeCTBOBAHHUS) He BJIMAWONEAS Ha MNPOTEKAWIUH B OTCYTCTBUM 3aMbICJa
(/MMHeMHOM He3a/JaHHOCTH ) TUIIEpPOMaH — KU3Hb» [7, ¢.25].

MHoro ciy4aliHOro U COBIaJieHUH B TeKcTe pomaHa. «Cy/bb6a — CTpesioK,
JIONYCKAIOIUIK U3peJiKa PUKOLIET, HO HUKOTja — YUCThIA POMax».

®dopmupyercs He KyabTypa TekcTtoB (mo ). JloTMaHy), a KyJbTypa
NOrPaHUYHbIX COCTOSIHUW. TeKCT B COBpPEMEHHOM JIUTEpATypHOM Mpolecce
CTAaHOBUTCS TUNEPTEKCTOM, IpUYEM MNPUHIMNHATIBHO MEHSETCS ero CTaTyc NoJ
Bo3/elicTBueM Cetr, MupoBoi nayTuHsbl. [Ipoucxoaut cxatue pyHKIHUHU aBTOpPA U
pe3Kko BO3pacTaeT NO3ULUSA 4YWTaTess, KOTOPbIA MOXKET CO03/[aBaTb CaM
«COOCTBEHHYI0 MHTEepPTEeKCTya/bHyl 3HUuKIonenuwo» [8, c.84]. O 6eckoHe4HOM
psi/ie HOBbIX BO3MOXXHBIX MPOYTEHUN NUcal Y. JKO, IPUUEM KaxkKJ0€e «U3 KOTOPbIX
BJbIXaeT B IPOU3BeJeHHEe HOBYIO )XU3Hb B COOTBETCTBUM C JTUYHOU NEPCIEKTUBOH,
BKyCOM, UcnoJHeHueM» [9, c.64]. [loaTOMy «03THKa NPOU3BEEHUS B ABUKEHUHU
(kak 1 B KaKOMW-TO Mepe MO3THKA «OTKPBITOTO» MPOU3BEEHUs) CO3/Jal0T HOBBIN
TAN OTHOUIEHUMW MeXAYy XYAOXKHUKOM HW TNyO6JUKOH, HOBBIA MeXaHU3M
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3CTEeTHUYECKOT0 BOCIPHUSTHS, HHOE MOJIOKEHHE XY/10KECTBEHHOI' 0 MPOU3Be/IeHUS B
obuiecte...» [9, c.65].

JlicniepCHOCTb, pacCcessHHOCTb TeKCTa BJIMSET Ha ero pU3oMaTUYeCKUH
XapakTep. JNHUCTOJSAPHBIA Juajor B poMaHe «[IMCbMOBHHUK» MOMYJSIPHOTO
poccuiickoro mposauka M. llIMIIKMHA TepOMHH C TepoeM OCYUIeCTBJSETCS U3
pasHbIX 310X. Pa3pyiaeTcs xecTKast CTPYKTypa MOBECTBOBAHUS, PBYTCS OCHOBHbBIE
CIO’KeTHbIe HUTH. [loXoxe BbIcTpauBaioT cBou TeKCThl U. lleronuxun u 10. Kossos,
MO/IEPHU3UPYS UX, HAMOJHASA GUI0COPCKUMU OTKPOBEHUSMU, PA3MBILIJIEHUSIMH O
COBPEMEHHOU [IeMCTBUTEJNbHOCTH, BJAUSHUU IJ1I00Q/IM3AIMU Ha CTPaHbI, KyJbTYPbl
Y JIUTepPaTyphl.

Kouuentsl PoduHbl B mpo3e U. lllerosMxuHa COOTHOCATCS C KOHIENTOM
podHoezo si3bika: «Hemern n3 KaszaxcraHa, 3Hast Ka3aXCKUH, ye3xaeT B [epMaHuio, He
3Hasi HEMeIKOoro. 30BeT KyJbTypa, UCTOPUS, MPOIJIoe. A Takke W Oyayiee» [5,
c.39]. HamuoHanbHasi HWJAEHTHYHOCTb WM ee OIpeJesieHHe CerofHss Ha TIHKe
MONYJIIPHOCTH, CJIOBHO NpeaBuasa 3To, W. llleronuxun pasmeiiuiseT: «CYATaeTCs,
YTO S3BIK — Jyllla HApoJa, fA3bIK, JAeCKaTb, onpenaesseT Haiuio. He Bcerja u He
Be3Je. EcTb Besinkas JaTMHOAMepUKaHCKas JIMTepaTypa Ha UCIAHCKOM s3biKe. B XX
BeKe OHA CTajla UHTepeCcHee W 3HAYUTeEJIbHee, YeM JIMTepaTypa B caMmoi McrmaHuwu.
PomaH «CTo JieT ofMHOYECTBa» IJIyO00OKO HAIlMOHAJIbHBIHN, CyTy60 KOJIYMOWUUCKHN
pOMaH, XOTS HallMCaH OH Ha UCIIAHCKOM si3bIKe» [5, ¢.39].

’Kanp noBecTu BKJ/IIOYAET 3JIeMEHTHI MyTEBOr0 o4yepka. MHOro4MCIeHHbIE
[Oe3JKH MO0 BCEMY MHpPY IMO3BOJISIIOT CPAaBHUBATh M CONOCTAaBJIAThH. Bo3HHWKaeT
YAUBUTEJNbHOE B3aMMOIIOHUMAaHHE C JIIAbMHU JAPYTOod KyJbTYpbl, OOMEH Jaxe He
CJIOBaMH, a YYBCTBAMU.

Pycckuit nucatenp KazaxcraHa neitajcs npefBuAeTb Oy/yllee B YCIOBUIX
MYJbTHUKYJbTYypHOTO MHUpa. JluTeparypHass TpaJulius COBMELAETCS B €ro
OBECTBOBATEJbHON CTpPAaTErMu C MCTOPUYECKUMH [JOKYMEHTaMH M HOBBIMU
TEOPUAMHU [JUCKYpPCOB. BocmoMuHaHUS XpaHAT JUYHble CyAbObl. ITO 4YacCTh
HApOJHOW MaMsITH, COXpPaHEHHE W Iepejadya KOTOPOM MOTOMKAaM IO3BOJISIET
06pecTHr 4yBCTBO 3aLUILEHHOCTH Nepe] Oy AyIUM.
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O POVESTE BANALA. DESCHIDERI DE INTERPRETARE
IN CHEIA UNEI FILOSOFII MORALE LA CEHOV

Ciprian TUDOR

The article explores the meanings of Chekhov’s “Boring Story” and advances a possible interpretation,
based on Chekhov’s moral beliefs. More exactly, the analysis starts by considering the philosophical
and ideological problem of the necessity (or non-necessity) for a system of principles to exist, so that it
would govern and give meaning to human life. The parallel with Tolstoy’s religious ideology, as well as
with a nihilist moral relativism, points to a distinctly Chekhovian ethical attitude which may be seen as
a forerunner of existentialism.

Key words: Chekhov, History of Ideas, Philosophy

Publicata in 1889, O povestire banald” este una dintre cele mai stranii si mai
dificil de interpretat nuvele ale lui Cehov, atat fiindca textul nu pare sa ne dezvaluie
pozitia morala a autorului in raport cu drama prin care trece personajul principal,
cat si fiindca alegerea subiectului angajeaza o problematica extrem de viu dezbatuta
de pe pozitii ideologice In Rusia sfarsitului de secol al XIX-lea - ceea ce implic3, azi ca
si In epoca publicarii, o chestionare a atitudinii lui Cehov In privinta acestei
problematici. In spetd, este vorba despre problema filosofici si ideologici a
necesitatii (sau non-necesitatii) existentei unui sistem de principii care sa guverneze
si sa dea sens vietii umane, precum si despre problema naturii acestor principii
(ideologic-politice? religioase? filosofic-atee?). Pentru a sugera o posibila pozitie
filosofica a lui Cehov in aceasta privintd, cred ca interpretarea nuvelei O povestire
banald poate fi extrem de productiva.

Povestirea ne prezintd un fragment din episodul final al vietii distinsului
profesor Nikolai Stepanovici, care stie ca sufera de o maladie incurabila si care isi
asteapta sfarsitul. Textul este narat la persoana intai de catre Nikolai Stepanovici
insusi, intr-o maniera care oscileaza intre introspectie psihologica amara si analiza
rece a efectelor pe care o boala necrutatoare le poate avea asupra constiintei precum
si asupra atitudinii in fata existentei si a propriului trecut.

inca de la debutul nuvelei, Nikolai Stepanovici ne semnaleaza o schimbare a
modului in care isi reprezinta propria viata in prezentul actului de narare, prezent
marcat de maladia care a pus stapanire pe destinul profesorului. Printr-o manevra
ingenioasa, textul ni-1 prezinta initial pe un anume Nikolai Stepanovici ca si cum ar
descrie pe altcineva decat pe naratorul insusi, Infatisdndu-ni-l ca pe un reputat
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profesor de medicina (fiziologie), un foarte apreciat ,cavaler al celor mai Tnalte
ordine”, care ,are asa de multe decoratii rusesti si straine (...), incat studentii 1i spun
catapeteasmd”, si care e ,membru onorific al tuturor universitatilor din Rusia si al
altor trei universitati din strdinatate”!. Dar, imediat dupa aceasta enumerare a
calitatilor si functiilor lui Nikolai Stepanovici, naratorul ne dezvaluie ca este vorba
chiar despre el insusi: ,Toate acestea, precum si multe altele care s-ar mai putea
adauga, alcatuiesc ceea ce se cheama numele meu”2.

Aceasta indepartare de persoana sa publica si de ,numele sau” (care,
aparent, are o viata separata de viata reald a personajului) reprezinta un efect al
transformarilor pe care maladia fizica le-a adus inclusiv la nivelul reprezentarii
psihologice sau mentale a coerentei si consistentei existentiale a lui Nikolai
Stepanovici. In intreaga nuvels, personajul isi descrie stirile prin care trece
(Indepartandu-se progresiv de ideile, valorile si reperele pe care le-a avut inainte de
declansarea bolii) si ne sugereaza in mai multe randuri ca isi percepe existenta ca
fiind transformata, scindata si inconsistenta. Tocmai din acest motiv, ceea ce pentru
intreaga societate reprezinta viata admirabila si virtuoasa a unui profesor reputat,
pentru el nu reprezinta In aceste momente dinaintea mortii decat o constructie
exterioard, un ,nume” si nimic altceva. In cele sase capitole ale Povestirii banale,
personajul ne descrie felul in care i se schimba atitudinea fata de lume si fata de sine
in paralel cu inaintarea bolii de care sufera si, important in cel mai 1nalt grad, ne
prezinta un om care cautd acum, la sfarsitul vietii, un Inteles al acesteia In intregul ei,
pentru el insusi si nu pentru ceilalti care il considera un om implinit.

Facand un fel de recapitulare a destinului sau, profesorul isi aminteste
deceniile fericite pe care le-a dedicat cu o determinare constanta progresului
stiintei, educarii studentilor dupa cele mai exigente criterii pedagogice, Tnaintarii in
Rusia a medicinei care salveaza oameni si care contribuie la realizarea unui mai
mare bine comun. Nikolai Stepanovici rememoreaza si fericirea pe care i-o producea
in tinerete apropierea de propria sotie, apoi traiul in buna pace din familie,
pranzurile pline de savoare pe care le petrecea impreuna cu fiul sau, cu fiica sa Liza
si cu fiica sa adoptiva Katia. Doar ca, acum, prins in ghearele bolii si simtind
apropierea mortii (ni se spune ca nu mai are mai mult de sase luni de trait),
profesorul se simte cumva instrainat atat de mediul universitar (in care face tot mai
greu fatd, mai ales la cursuri), cat si de propria familie. In mod particular, fata de
nevasta si fata de copiii sai naturali incepe sa simta un soi de iritare, daca nu chiar sa
nutreasca ganduri egoiste, de care 1si da seama si pe care incearca sa le alunge
fiindca nu 1i fac cinste omului care obisnuia sa fie Nikolai Stepanovici. Intr-un acces
de revolta jumatate justificata, jumatate egoistd, impotriva indatoririlor (in special
financiare) pe care le asuma fata de fiul si fiica sa, profesorul procedeaza la o
introspectie care il aduce la concluzia ca ceva s-a modificat moralmente fnauntrul
sau si ca trebuie sa lupte cu acest nou eu psihologic si moral care este diferit si

1 Anton Pavlovici Cehov, Opere, vol. 1V, trad. de Otilia Cazimir, Nicolae Guma, Xenia Stroe si Alexandru Calais,
Univers, Bucuresti, 1995, p. 476.
2 Ibidem.
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degradat. Concluzia pe care o trage in gand este ca: ,Numai un om marginit si inrait
poate nutri in sufletul lui un sentiment de ura impotriva unor muritori de rand, doar
pentru ca nu sunt eroi”1.

Cu alta ocazie, intr-o ,noapte inspdimantdtoare”, asa cum sunt ,noptile
ielelor”, Nikolai Stepanovici trece el Insusi printr-o criza de anxietate si de rau fizic,
dar apoi este incapabil sa-si depaseasca starea pentru a-si ajuta fiica: Liza se trezeste
intr-o stare deplorabil3, ,,cu o piatra pe suflet”, fara sa poata spune ce e cu ea si din
ce pricina este atat de devastata, iar profesorul nu poate face altceva decat sa o ia in
brate si sa-i repete la nesfarsit: ,Nu-i nimic, nu-i nimic..”, fiindca nu gaseste nici o
cale de a ajunge la suferinta ei, pe care nu o intelege (dupa cum fisi spune si siesi in
gand). Este un alt moment in care eroul se vede Instrainat de persoanele pe care le
iubea cel mai mult, incapabil sa gaseasca o punte de comunicare si o strategie de
ajutorare a propriei sale copile.

In ce o priveste pe Katia, fiica adoptivi, pe care a crescut-o dupa moartea
tatalui ei natural, lucrurile stau in aparentda pe dos, in sensul in care el ii cauta
prezenta binefacatoare, o primeste in vizita la el acasa si-i si intoarce aproape zilnic
vizitele 1n casa ei - o casa destul de costisitoare, apreciaza profesorul, pe care Katia a
inchiriat-o dupa revenirea sa dintr-o lunga calatorie nefasta (aflam ca in aceasta
calatorie Katia a esuat ca actrita aspiranta si, mai important, si-a si pierdut copilul
conceput cu un birbat cu care nu era cisitoritd). Insi relatia cu aceasti Katia
maturd, trecutd prin grele si neconsumate pana la capat incercari, este si ea grevata
de aceeasi incapacitate a lui Nikolai Stepanovici de a functiona ca sprijin moral
pentru cei aflati In nevoie: in ciuda unei iubiri reale pe care i-o poarta fiicei sale
adoptive, profesorul nu-i poate da Katiei sfatul pe care ea il asteapta, nu-i poate
arata calea pe care sa porneasca pentru a se smulge din disperarea ei si din lipsa de
sens in care isi duce viata. Intr-o sceni foarte importanti a povestirii, spre sfarsit,
Katia vine sa-1 viziteze inopinat pe profesor pentru a-i cere vehement ajutorul,
spunandu-i ca nu mai poate trai asa si intrebandu-1 ce ar trebui sa faca. Dar Nikolai
Stepanovici nu-i poate spune decat ca nu stie deloc ce ar trebui ea sa faca. lar atunci
cand Katia, dezamagita si rece, 1l anunta ca va pleca departe intr-o calatorie lungs,
profesorul isi spune in gind, cu o tristete dublata de egocentrism: , Prin urmare, n-ai
sa vii la Inmormantarea mea?..”. lar, dupa plecarea ei, povestirea se incheie cu o
fraza prin care batranul isi ia la revedere de la Katia, in singuratate, tot in gand:
»Adio, comoara mea!”

Pe parcursul acestei povestiri, intreaga evolutie a atitudinii morale si
psihologice a personajului care asteaptd moartea indica in directia unei instrainari
de propriul trecut, de persoanele iubite si de valorile in care crezuse, sau crezuse ca
a crezut intreaga viata. In paralel cu o descriere aproape clinici a stdrilor prin care
trece si a simptomelor fizice pe care le acuza Nikolai Stepanovici, discursul interior
al acestuia ne infatiseaza si o foarte acuta preocupare morala a personajului pentru
principiile care dau sens vietii si care ofera o justificare etica a actiunilor umane. Din
loc in loc, avem chiar sentimentul ca personajul se dedubleazg, in sensul in care, pe

1 Jbidem, p 481.
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de-o parte, actioneaza sau simte sub imperiul simptomelor bolii, dar, pe de alta
parte, Inca rationeaza moral impotriva a ceea ce simte si in acord cu un set de valori
etice pe care le stie superioare sau juste. De pilda, iata cum reactioneaza emotiv si
iata ce gandeste profesorul in momentul in care afla cd Liza se casatoreste cu
Hnecker, un impostor arivist: ,Nu ma sperie isprava Lizei si a lui Hnecker, ci
indiferenta cu care primesc vestea casatoriei lor. Se spune ca filozofii si adevaratii
intelepti sunt nepasdtori. Nu-i adevarat: nepasarea e paralizia sufletului, e moartea
prematura”i.

Dificultatea de a judeca moral personajul Nikolai Stepanovici deriva tocmai
din aceasta dualitate a lui: el pare pe de-o parte anesteziat moral din cauza maladiei
si a crizei produse de apropieriea mortii, pe de alta parte el pare tot timpul Inzestrat
cu un set de norme si de reflexe etice care 1i dau posibilitatea sa ierarhizeze si sa
discearna faptele bune de cele rele.

In ce priveste insi scopul moral al vietii si principiul care ar trebui si
guverneze viata unui om In Intregul ei, Nicolai Stepanovici isi descrie In capitolul
final atit propria opinie despre cum ar trebui sa stea in mod ideal lucrurile, cat si
propria situare personald si existentiald fatda de acest ideal. Mai exact, in cursul
ultimei si celei mai importante autoanalize din povestire, profesorul face un fel de
marturisire de credinta afirmind ca ceea ce lipseste din tabloul pe care si-1 face
despre sine si despre lumea exterioara este o idee generala, diriguitoare. lar daca
aceasta lipseste, sensul de ansamblu al vietii dispare. Sa-1 ascultaim pe Nikolai
Stepanovici facand aceastd marturisire care reprezinta piatra de incercare a
majoritatii directiilor de interpretare critica a povestirii:

in pasiunea mea pentru stiint3, in dorinta mea de a tri, in zacerea aceasta pe un pat striin si
in incercarea de a ma cunoaste pe mine Insumi, in toate aceste ginduri, sentimente si notiuni
pe care mi le alcatuiesc despre tot ce ma Inconjoard, lipseste ceva comun, care sd le inchege pe
toate Intr-un singur tot. (...) Nici cel mai dibaci analist n-o sa gaseasca ideea diriguitoare - acel
suflu viu al omului animat de un tel. (...) Si cand lipseste aceasta, inseamna ca lipseste totul!
(...) Sunt un invins.2

Prin aceasta asumare a infrangerii, prin aceasta constientizare a lipsei unei ,idei
diriguitoare” care sa inchege si sa dea Inteles unei vieti (traite altminteri in buna ordine
din punctul de vedere al moralei comune), profesorul pare ca-si incheie existenta intr-
un vid de sens si intr-o abdicare totala de la valorile in functie de care si-a construit
destinul. Pornind de la aceasta constatare, cititorul fireste ca se poate intreba care este
atitudinea lui Cehov fata de drama personajului sau si, mai ales, care este pozitia
autorului in ce priveste chestiunea necesitatii si naturii ,ideii diriguitoare”.

Inci din epoca aparitiei, similaritatea aparenti dintre povestirea lui Cehov si
nuvela lui Tolstoi Moartea Ilui Ivan llici (publicata cu doar trei ani inainte) a generat
un dublu val de critici negative3. In primul rand, povestirea lui Cehov a fost vizuti ca

1 Jbidem, p 527.

2 [bidem, p 528.

3 Pentru o panorama a receptdrii lui Cehov in epoca, vezi si LN. Suhih, A.P. Cehov - pro et contra: antologhia,
Seria ,Russkii put”, Izd-vo Russkogo hristianskogo gumanitarnogo in-ta, Sankt-Petersburg, 2002.
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o variatiune la nuvela tolstoiana si, prin urmare, autorul a fost mai degraba acuzat
de lipsa de originalitate. Pe de alta parte, faptul ca povestirea este narata de catre
personaj la persoana intaia si ca nu exista nici o insertie a vocii auctoriale care sa isi
sjudece” personajul, a fost vazut ca o carenta morala a lui Cehov care, in loc sa
procedeze pedagogic si didactic precum Tolstoi (care il ,judeca” moral pe
judecatorul Ivan Ilici Golovin, in asa fel incat cititorul sa ramana cu o Invatatura
neambigua dupa citirea nuvelei), se abtine sa ne transmita o semnificatie etica sau
religioasa evidenta a destinului si a crizei finale a lui Nikolai Stepanovici.

In critica recentd dedicati operei lui Cehov nu mai rimane semn de indoiald
in privinta opozitiei clare a acestuia fata de realismul tolstoian pedagogic si angajat
religios. In ciuda apropierii relative dintre Cehov si Tolstoi, in ciuda prezentei
neindoielnice a contelui Tolstoi ca reper pentru tanarul Cehov si in ciuda termenilor
buni in care cei doi scriitori s-au intretinut la Inceputul anilor 1890 (de pilda,
iernand amandoi in Crimeea din motive de sanatate), totusi autorul Povestirii banale
nu a aderat niciodata la maniera 1n care Tolstoi 1si construieste argumentele morale
aruncand blamul aspra personajelor sale. Caryl Emerson afirma chiar:

(Cehov) nu poate sd faca si nu va face ceea ce face Tolstoi iIn Moartea lui Ivan Ilici (...) Anume
sa condamne tot trecutul eroului aflat in suferinta (..), pentru a justifica astfel aparitia
groaznicei boli, cancerul, care 1-a condamnat la moarte. Nici un scriitor nu are dreptul sa
reconstituie cauzalitatea morald cu atita siguranti si si dea un verdict final. In aceast
privinta, Cehov era ferm: si chiar a scris O povestire banald, propria sa versiune a unei morti
rele, ca raspuns la didactica nuvela tolstoiana Moartea lui Ivan Ilici.t

In mod evident, povestirea despre profesorul Nikolai Stepanici nu este scrisi
de Cehov cu intentia de a arata cum un om caruia fi lipseste credinta intr-o ,idee
diriguitoare” (religioasad) este condamnat (a se intelege - pedepsit) la o boala care 1l
rapune fizic, dar care mai inainte il arunca intr-o disperare a lipsei de sens. Lucrurile
stau mai degraba pe dos: un om care a avut o viatd dedicata celorlalti (medicina,
stiinta, familia) ajunge printr-un accident medical (imposibil de chestionat moral) al
destinului in situatia de a se Tmbolnavi si de a-si astepta moartea. lar aceasta
conditie clinica, medicala, 1l afecteaza inclusiv psihologic pana intr-atat, incat isi
pierde reperele pe care a crezut toata viata ca le are. Pentru a risca o comparatie in
oglinda: spre deosebire de nuvela lui Tolstoi, O povestire banald ne arata nu cum
lipsa credintei produce boala fizicd, ci cum maladia produce o stare generala
degradat3, In care se manifesta si constiinta lipsei unei ,idei diriguitoare”. Ceea ce nu
inseamna, totusi, ca ar trebui sa vedem 1n aceasta concluzie a lui Nikolai Stepanovici
referitoare la lipsa ideii generale doar un simptom al bolii, fara insemnatate moralaz2.

1 Caryl Emerson, The Cambridge Introduction to Russian Literature, Cambridge, Cambridge University Press,
2008, p 160.

2 In capitolul The Paradox of Melancholy Insight: Reading the Medical Subtext in Chekhov’s “A Boring Story”,
(aparutin 2009 in noua editie ingrijita de Harold Bloom a volumului de studii, Bloom’s Modern Critical Views:
Anton Chekhov), Jefferson ]J.A. Gatrall face o analiza excelentd a relatiei dintre dimensiunea clinic-medicala a
reactiilor lui Nikolai Stepanovici si dimensiunea psihologicd a acestora, nuantand abordarile critice care
transformau tot ceea ce face si spune profesorul in simple simptome ale unei maladii (de pild3, abordarile lui
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Singurul lucru cert este ca nu lipsa credintei intr-o idee generala diriguitoare il
condamna pe profesor la imbolnavire si la moarte. Aceasta diferenta importanta il
desparte pe Cehov de Tolstoi si face irelevanta o lectura a povestirii prin care
intelesul acesteia s-ar confunda cu cel al nuvelei tolstoiene: Cehov nu are o viziune
filosofic-religioasa asemanatoare cu cea a lui Tolstoi si nici nu incearca sa-si atraga
cititorii intr-o ideologie a salvarii prin credintd, precum face Tolstoi.

Care este atunci viziunea filosoficd sau atitudinea morala care subintind
semnificatiile nuvelei cehoviene? Si care este pozitia autorului in ce priveste
necesitatea sau non-necesitatea unei ,idei diriguitoare” pentru a da coerenta si
consistenta unei vieti?

Intr-unul dintre cele mai pitrunzitoare studii dedicate povestirii lui Cehov,
Vladimir Kataev afirma ca textul nu reprezintd In nici un fel o aparare a ,ideii
generale”, cu alte cuvinte sustine o interpretare care il absolva pe scriitor de orice
intentie explicita de a-si convinge cititorii c3, fara o anume idee, fara un anume astfel
de principiu, viata nu are sens sau este moralmente gresitd. Pe de alta parte, la
intrebarea: ,dar oare Inseamnad asta cd (povestirea) neagd importanta ,ideii
generale?”, Kataev raspunde: ,Cu siguranta ca nu. Pozitia lui Cehov nu poate fi
redusa la o versiune de scepticism si relativism. Ceea ce refuza povestirea nu sunt
«ideile generale» in ele insele ci tendinta de a le considera absolute si de a supra-
generaliza”.1

Facand si el referire la comparatia cu Tolstoi, Kataev argumenteaza ca Cehov
individualizeaza fiecare caz separat in loc sa generalizeze necesitatea unei anume
idei diriguitoare, ca in Moartea lui Ivan Ilici. In orice caz, elanul vital de care are
nevoie un om viu la Cehov este altceva decat Dumnezeul lui Tolstoi. lar In cazul
particular al lui Nikolai Stepanovici, tragedia consta in faptul ca nici o idee generala
nu poate sa {i justifice viata trecutd, sa-1 impace cu moartea si sa-i dea energia de a fi
un sprijin spiritual pentru cei aflati In nevoie: nici crestinismul lui Tolstoi, nici
doctrina stoicd a lui Marc Aureliu, nici vreo altd doctrina ideologicd sau politica.
Concluzia lui Kataev este ca Cehov se limiteaza la a ne arata ca, in viata unei
persoane anume, problema ,ideii generale” apare in niste conditii anume, in vreme
ce, in alte conditii, pentru o alta persoana, ea apare in mod diferit si este rezolvata in
mod diferit. La finalul studiului sau, Kataev ne ofera o formula sintetica a intelegerii
povestirii: ,(Metoda lui Cehov) presupune ca viata este mult prea complexa pentru a
putea fi continuta in interiorul oricarei solutii care pretinde a fi universal
aplicabila”.2

Continuand analiza si mentinand lectura lui Kataev a povestirii, as vrea acum
sa formulez o ipoteza care deschide calea catre o interpretare a atitudinii morale
(daca nu a unei filosofii morale) a lui Cehov, legata de responsabilitatile etice pe care

M.M Smirnov sau Carol A. Flath). Luand 1n considerare tabloul clinic al personajului cehovian si trecand in
revistd diverse posibile diagnostice medicale (diabet, tulburari nervoase, melancolie), Gatrall mentine totusi
ideea importantei psihologice si morale a comportamentului profesorului, fird a reduce ideile acestuia la
simple manifestari abnormale datorate maladiei.

1 Vladimir Kataev, If Only We Could Know! An Interpretation of Chekhov, Chicago, Harvey Pitcher, 2002, p 106.
2 [bidem, p 109.
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le avem chiar si intr-o societate in care nu mai este impusa credinta intr-o ,idee
diriguitoare” unica, chiar si Intr-o situatie existentiala de felul celei a lui Nikolai
Stepanovici. Ipoteza este ca, in povestire, aceasta responsabilitate morald nu intra
deloc In criza in conditiile absentei ,ideii diriguitoare”, nu este anulata de non-
existenta acesteia. In ciuda disperirii sau a vidului interior pe care omul il poate
resimti In momentul constientizarii pierderii credintei intr-un principiu esential (de
tipul religiei, ca la Tolstoi), Cehov nu ne indicd un univers moral nihilist sau
relativist, in care totul este permis si in care nimic nu mai poate constitui o datorie.
Dimpotriva, in O povestire banald avem suficiente indicii referitoare la esecurile
morale ale personajului, de care acesta este constient, semn ca doar tendinta lui de a
se inchide in sine il impiedica sa ramina un om preocupat de soarta celorlalti. Cehov
nu ne spune explicit nimic In acest sens, vocea auctoriald nefiind deloc prezenta in
povestire. Dar modul in care isi creaza personajul, modul in care 1i construieste
acestuia o dubla raportare la propriile reactii si ganduri ne sugereaza ca exista
mereu un orizont moral la care profesorul se raporteaza chiar si atunci cand o face
doar pentru a-si da seama ca greseste: anume, orizontul moral al actiunilor facute in
beneficiul celorlalti. Ceea ce nu fnseamna ca Cehov isi culpabilizeaza personajul.
Departe de a ne descrie de pe pozitii religioase pacatele unui om care si-a pierdut
credinta, autorul doar ne prezinta un om in suferinta, care se transforma sub
greutatea crizei prin care trece. Dar aceasta transformare nu ne sugereaza deloc ca,
in aceste conditii, orice comportament moral este echivalent cu oricare altul, iar
ideea de a actiona inspre binele celorlalti sau in vederea ajutorarii oamenilor
ramane nepusa in discutie. Chiar si pentru Nikolai Stepanovici cel fara o ,idee
diriguitoare” supremd, moralitatea actelor facute in beneficiul celorlalti nu este
relativizata ci doar este mai greu de atins.

Pentru a largi perspectiva asupra acestei interpretari a pozitiei morale a lui
Cehov, este foarte profitabil sa citim acum un fragment din faimoasa scrisoare a
scriitorului catre fratele sau Nikolai, in care gasim o foarte neasteptata lista de
trasaturi comportamentale si morale pe care autorul le reclama de la toti oamenii
responsabili:

1. Ei respecta personalitatea umand si de aceea sunt respectuosi, gentili, politicosi si
indatoritori. 2. Sunt miscati nu doar de soarta cersetorilor si a pisicilor. Inimile lor sunt
sensibile fatd de lucruri pe care nu le pot vedea cu ochiul liber. 3. Ei respectd proprietatea
altora si de aceea isi platesc datoriile fata de altii. 4. Ei au inima curata si ca atare se feresc de
minciuna ca de foc. Nu mint nici mdcar in chestiuni marunte. 5... Nu se joaca cu inimile altora
ca sa provoace mila..., fiindca asta inseamna sa caute efecte ieftine, si asta este falsitate. 6. Nu-
si ocupa timpul cu astfel de diamante false ca frecventarea celebritatilor. 7. Daca au talent, si-1
respectd. 8. Nu beau votca precum apa.(...) Fiindca au nevoie de o mens sana in corpore sano.
(-..) Lucrul de care ai nevoie este sa muncesti constant, si sa ai puterea vointei.l

Acest Indreptar moral minimal ne da, probabil, adevarata masura si ordinul
de marime al atitudinii etice a lui Cehov, in sensul in care scriitorul reclama din
partea tuturor oamenilor un set de valori si de principii elementare, orientate catre

1 Fragment citat in Gary Saul Morson, Chekhov’s Enlightenment, “The New Criterion”, November 2012, p. 20.
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respectarea sinelui si a altora, catre empatia cu cei aflati in nevoie, catre evitarea cu
orice pret a minciunii si a folosirii altora In beneficiu propriu. Adica un set de norme
morale care au in vedere respectarea umanitatii, etica muncii si vointa de a ajuta
societatea. Toate acestea sunt prezente in lista fara ca Cehov sa faca apel la o istanta
superioara, metafizica sau religioas3, si fara ca acest cod minimal sa fie justificat
printr-o optiune politicd sau ideologica. S-ar zice ca o astfel de atitudine morala,
ganditd pentru toti oamenii si Tn beneficiul tuturor oamenilor, in absenta glorificarii
lui Dumnezeu si fara a descrie teleologic inspre ce tinde umanitatea, reprezinta un
soi de umanism existentialist avant la lettre. In orice caz, responsabilititile morale
care decurg de aici raman neatinse de vreo tentatie relativista sau nihilista a lui
Cehov iar relevanta lor nu este afectatd nici In cazul unei situatii de viata In care
subiectul uman trebuie sa se confrunte cu lipsa unei ,idei diriguitoare”.

Argumentul final al acestui articol este ca Cehov, la sfarsitul secolului al XIX-
lea, vorbeste deja prin personajele sale despre o lume moderna post-religioasa,
aflata in criza si cautand alte repere morale decat reperele esentializante si
generalizante ale lumii vechi, dar nu ne etaleaza, pe de alta parte, un univers haotic
al relativismului moral. Nici in plina criza existentiala (precum Nikolai Stepanovici),
omul lui Cehov nu dinamiteazi reperele morale. In acest sens, O povestire banald
este un text foarte relevant, in care autorul se delimiteaza si fata de atitudinea
religioasa privind sensul vietii si fatd de cea relativist-pesimistd, deschizand o
posibila orientare etica existentialistal, de factura umanista.
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Nikita Lomaghin, B muckax zos00da. baokada JleHuHzpada 6 OJOKyMeHmMax 2epMaHCKux
cneycayxc6, HKB/] u nucemax seHunzpadyes/ in chingile foametei. Blocada Leningradului in
documentele serviciilor speciale germane, ale NKVD-ului si in scrisorile leningradenilor (editia
aIll-a, revizuita) (Moscova: lauza, 2017, 496 p., ISBN 978-5-906716-90-3)

N.A. Lomaghin (n. 1964) este istoric rus, doctor in stiinte istorice, profesor si prorector la
Facultatea de Stiinte Politice si Sociologie a Universitatii Europene din Sankt-Petersburg, unul dintre
cei mai importanti cercetatori ai asediului Leningradului. Blocada Leningradului este o tema asupra
careia autorul s-a concentrat mai bine de 30 de ani. A sustinut numeroase prelegeri si cursuri
interactive pe aceasta temd atat in Rusia, cat si la Universitatile Cambridge si Harvard si a scris zeci de
lucrari conexe (mentionez numai doud monografii notabile la care am avut acces, JleHuHepad 8
6s10kade/ Leningradul in Blocada, 2005, si Heuzsecmuas 6.10kada/ Blocada nestiutd, 2 volume, 2002).

Pe 8 septembrie 1941, trupele germane au intrerupt legatura Leningradului cu restul tarii. A
inceput Blocada Leningradului, consideratd cea mai mare tragedie a celui de-Al Doilea Razboi Mondial
si cel mai cumplit asediu din istoria omenirii. Timp de 872 de zile in oras s-a instalat o foamete
ingrozitoare (care a generat si alte fenomene, precum epidemiile, furtul, canibalismul), iar numarul
mortilor s-a apropiat de 1 000 000.

Studiul lui Lomaghin este o a treia editie, revizuita, urmandu-le pe cele din 2001 si 2014 si
cuprinde o colectie de documente sovietice si germane, referitoare la Leningradul asediat si la foametea
din acea perioada. Se prezintd strategia Germaniei in vederea ocupdrii Leningradului, precum si
situatia alimentara si starea de spirit a populatiei din orasul incercuit, in perioada 1941-1943. Sunt
incluse si documente de comanda militara ale Wehrmacht-ului (serviciul german nazist din perioada
1935-1945), care descriu efectiv procesul de asediere a orasului, precum si materialele ale NKVD-ului
din Leningrad si regiunea Leningrad, privind situatia din oras si infometarea. Pentru prima data au fost
publicate scrisori ale leningradenilor cu privire la problemele de securitate alimentara, adresate
administratiei orasului In perioada 1941-1943. Volumul contine si documente din Arhivele Nationale
ale SUA, din Centrul pentru depozitarea colectiilor istorice si documentare (fosta Arhiva Speciald), din
Arhiva Militara Federald din Germania, din arhivele Serviciului Federal Rus de Securitate din Leningrad
si regiunea Leningrad. Sunt expuse in total 47 de documente germane si 40 de rapoarte speciale ale
NKVD-ului (5 septembrie 1941 - 6 mai 1943).

Lucrarea are drept introducere o scrisoare a autorului, intitulatd O scurtd trecere in revistd a
Blocadei Leningradului in istoriografia germand si rusd, in care autorul explicd: Au apdrut multe
documente noi. in functie de ceea ce am aflat in ultimii 15 ani, multe aspecte au putut fi ajustate, in
special cele care se refera la situatia alimentara. Numai anul trecut au fost desecretizate numeroase
documente ale Comisiei Alimentare a Consiliului Militar, ce contin informatii despre furnizarea,
inregistrarea, stocarea si distribuirea produselor alimentare, inclusiv deciziile luate in privinta
cererilor venite din partea organizatiilor, institutiilor si persoanelor fizice pentru procurarea
resurselor alimentare suplimentare”.

Cele cinci sectiuni ale lucrarii oferda 230 de documente selectate si clasificate tematic, insotite
de note si comentarii. Prima sectiune, intitulatd Leningradul in planurile Wehrmacht-ului in perioada
august 1941-1942, cuprinde note de informare de la Comandamentul Suprem al Armatei in care sunt
inserate si descrise obiective militare, ordine, memorandumuri, extrase si rapoarte din jurnalul de
lupta. Toate privesc actiunie de Incercuire a orasului si instalarea foametei.

A doua, denumita Documente ale serviciilor de informatii militare din Grupul Armatei a 18-a,
Grupul de Armatd Nord, contine instructiuni privind activitatea de informare asupra Leningradului, a
explorarii acestuia, interogatorii ale prizonierilor de razboi despre situatia din oras, note de serviciu
despre propaganda sovieticd, materiale de interceptare radio, date despre numadrul de prizonieri si
trofee de razboi, instructiuni referitoare la interogarea prizonierilor de razboi.
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A treia parte, Documente de securitate, prezinta rapoarte ale sefilor Politiei de Securitate din
care se pot extrage rezumatele evenimentelor din URSS din acea perioada.

Partea a patra, Documente ale Administratiei NKVD ale URSS pentru regiunea Leningrad si
orasul Leningrad, expune procesele-verbale din arhiva NKVD (de exemplu, procesul-verbal al intalnirii
din cadrul Comitetului municipal, cu privire la masurile de intdrire a luptei impotriva furtului).

Ultima parte, Scrisorile leningrddenilor cdtre Comisia pentru alimente a Consiliului Militar
(octombrie 1941-septembrie 1942), contine scrisori particulare care descriu evenimentele tragice din
acea perioada si reactiile leningradenilor la acestea (majoritatea scrisorilor adresau cereri de ajutor
catre autoritatile orasului).

Studiul este lipsit de orice tendintd propagandistica sau de alterare a faptelor. Sunt adunate
note personale si oficiale din perioada Blocadei, rezumate, rapoarte, anchete din diferite departamente
administratve, asupra situatiei din oras. Toate au rolul de a infitisa atmosfera, comportamentul
oamenilor 1n conditii critice, detalii cu privire la realitatea cruda. Oribilul nu este ocolit, iar lectorul
trebuie sa aiba un psihic puternic ca sa parcurga anumite pagini. Astfel, studiul distruge complet mitul
Tncetatenit in constiinta de masa despre cele , 900 de zile de aparare eroicd“ si ofera o imagine cumplita
despre spaima, suferinta si deznddejdea leningradenilor.

Documentele oficiale sunt insotite de note explicative ample, grupate tematic foarte riguros si
inspirat. In plus, aceasti a Ill-a editie, revizuiti, se bucurd de o calitate excelenti a imprimarii si
ilustratiilor, iar fotografiile sunt bine selectate si relevante.

Studiul este o pagina de istorie sumbra a omenirii si nu trebuie sa lipseasca din biblioteca
niciunui om interesat de procesele sociale reale, obiective. Personal, volumul lui Lomaghin mi-a fost de
mare folos pentru a intelege atmosfera din Leningradul scriitorului Daniil Harms (1905-1942), care a
murit de foame In prima iarna a Blocadei si a reflectat in textele sale, chiar daca In maniera ludic-
avangardista, oroarea acelor zile.

Camelia DINU

Lidija Colevi¢, (De)constructii identitare in proza lui Danilo Kis, prefati de Octavia Nedelcu,
Editura Universitatii din Bucuresti, Bucuresti, 2017, 272 p., ISBN 9-786061-608492

Lucrarea monografici elaborati de Lidija Colevi¢, lector de limba sarbi la Universitatea din
Bucuresti, sta la baza tezei sale de doctorat sub coordonarea stiintifica a domnului prof. univ. dr.
Constantin Geambasu, fiind rezultatul unor cercetari asidue a reevaludrii operei lui Danilo Ki§ din
perspectiva identitara.

Lucrarea analizata abordeaza o tema de un real interes stiintific si de o mare actualitate si
utilitate, cea a hermeneuticii literare, de investigare a notiunii de identitate a prozei lui Danilo Ki$
dintr-o perspectiva pluridisciplinard, folosind concepte-cheie proprii atat in teoria literard a analizei
discursive, cat si in pragmatica literard, precum deconstructie, hibriditate, alteritate, postcolonialism
etc. Monografia are, asadar, caracter interdisciplinar prin abordarea si asocierea mai multor
perspective de cercetare: istorico-literard, conceptuald, psihanalitica, psihobiografica, critico-literard,
sociologica si filosoficd, prin problematizarea unei teme centrale in stiintele sociale si studiile culturale
din ultimele decenii, cea a identitdtii in conditiile In care expresii ca ,nevoia de identitate”, ,criza de
identate”, ,confuzia identitdtii”, ,identitate multipld”, ori ,pierderea identitatii” se regdsesc frecvent in
discursul teoreticienilor studiilor culturale.

Ne simtim placut obligati sa apreciem, de la bun inceput, fiard teamd de a gresi, ca lucrarea
este, In primul rand o cercetare de pionierat originald, de anvergur3, (prima de acest fel in tara noastra)
care vine sa completeze Intr-un mod fericit cele cateva articole si studii semnate sporadic de
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cercetatori si critici literari cunoscuti, preocupati de creatia lui Danilo Kis, precum Cornel Ungureanu,
Adriana Babeti, Sorin Titel, Octavia Nedelcu s.a. si sa suplineasca chiar cercetdrile literare din spatiul
ex-iugoslav.

Interesul autoarei constd in primul rand in reevaluarea creatiei lui Danilo Ki$ dintr-o
perspectiva noua, in reformularea problematicii identitara, in revizuirea conditiei unei personalitati
controversate de prim rang a culturii sarbe, cu menirea de a-l prezenta publicului romanesc in toatd
complexitatea sa. Asa cum mentioneaza autoarea, ,identitatea policentrica si complexa a lui Danilo Kis,
care este rezultatul hibridizarii a doua linii familiale diferite - dupa tatd, evreu maghiar, dupa mams,
muntenegrean, atrage descifrarea unor coduri contradictorii. Scriitorul a carui viata transgreseaza mai
multe culturi, mai multe limbi si mai multe tari, ciutand un punct de sprijin care sa nu fie nici etnic si
nici national (nici sarbesc si nici evreiesc), si-a cautat radacinile identitatii sale spirituale in directia
opsusa acestor limitdri si constrangeri.”

De la bun inceput Lidija Colevié mentionezi ci ,nu are intentia ca aceastid lucrare
monografic3, in sensul traditional al cuvantului, despre un scriitor si opera sa, si fie o biografie cliseu
de la nastere la moarte”, ci ,o0 tentativa provocatoare de a croi o biografie a autorului in baza
deconstructiei care se intersecteazd cu date si personaje”, ,printr-o lectura noud, minutioasa a
discursului din textele lui, descifrand vocile periferice dintr-o alta perspectiva”.

Desi este considerat de critica occidentala unul dintre cei trei mari scriitori ,K” ai literaturii
central-europene, aldturi de Milan Kundera si Georg Konrdd, Danilo Ki$ nu s-a bucurat de aceeasi
popularitate, starnind, asemenea marilor creatori, deopotriva ostilitate si admiratie profundam fiind,
insa cel care a Inteles cel mai bine ,veacul de singuratate” pe care l-a trdit in cele doua razboaie
mondiale, sisteme totalitare, holocaust, genocid si eruptii de nationalism, considerat pe drept cuvant un
adevarat ,Borges al Balcanilor”.

De aceea, este de apreciat demersul extrem de dificil si de complex realizat de Lidija Colevié,
fncepadnd nu numai cu alegerea temei, ci, si cu o ,reconstruire multidisciplinard a relatiilor si
raporturilor dintre operd, autor, istorie si societate”, finalizand acest produs stiintific de mare
anvergurd, dens in idei si bine structurat metodologic. Avand o autenticd vocatie de cercetdtor,
dovedita si ITncununata cu o lucrare care inseamna mult in peisajul stiintific romanesc, autoarea isi
probeaza plenar, in egala masura calitatile profesionale si stiintifice.

Negociindu-si cu abilitate identitatea personald fragmentatd, Danilo Ki$ si-a construit un
model identitar inedit, explorat cu pasiune si rigoare de autoare care ne prezintd in acest volum
aplicarea conceptului de identitate fragmentatd in termenii disjunctiei dintre modernitate si
postmodernitate in creatia lui Danilo Kis.

Volumul este structurat in patru capitole ample si extrem de interesante, cu un numar
semnificativ de subcapitole riguros ordonate: Ki§ - un clasic printre postmodernisti?; Constructii
identitare la Danilo Kis; Identitatea de creatie in ipostazd autobiograficd; Receptarea Iui Danilo Kis in
Romdnia, urmate o bogata Bibliografie adnotata si un Tabel cronologic. Lucrarea contine o ampla baza
documentard, autoarea foloseste un volum complex de informatii, procesate cu minutiozitate si care au,
fara indoial3, certificarea reprezentativitatii si valoarea utilitdtii teoretice si practice

Semnaldm, de asemenea, versalitatea de eseist experimentat al autoarei, Lidija Colevié, care
reuseste, prin asocierile inedite pe care le face, prin stilul elegant pe care-l foloseste, sa (re)creeze o
atmosfera borgesiand plind de mister fantastic si sd captiveze atentia cititorului roman. Avem
convingerea ca prin aceastd carte scrisd cu multad pasiune si creativitate se va Imbogati nu doar
bibliografia critica literard, ci se vor deschide noi orizonturi in talmacirea operei lui Danilo Kis, un
scriitor care si-a construit un model identitar elitist unic, trasfrontalier si al carui registru terminologic
de referinta cuprinde: talent, supradotare, excelenta si genialitate.

Prin aparitia acestei monografii, Lidija Colevi¢ ne confirma faptul c3, in ciuda barierei
lingvistice depasite cu mult succes, este un cercetdtor pe deplin format, extrem de pasionat si talentat.

Octavia Nedelcu
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Ecaterina Hlihor, Politica lingvisticd si de securitate in societatea contemporand, Editura
Centrului tehnic-editorial al armatei, Bucuresti, 2014, 308 p., ISBN: 978-606-524-180-0

Tema pe care o prezintd volumul de fatd este de mare actualitate, documentatd atit
bibliografic, cit si prin exemple actuale oferite de media de toate felurile. Cind vorbim de politica
lingvistica, avem in vedere doud acceptiuni ce presupun ambele o mai mare responsabilizare a
vorbitorilor in spatiul public, o mai mare proprietate a cuvintelor, mai ales a politicienilor ce iau decizii.

Pe de o parte, politica lingvisticd presupune folosirea responsabild a cuvintelor in general, a
mesajelor verbale transmise in spatiul public, care capatd o semnificatie poate mai mare decit cea data de
vorbitori, care tin de ceea ce autoarea numeste politicd de securitate (fie ca este vorba de identitate
nationald a unei populatii majoritare sau de minoritati). Pe de alta parte, este avuta in vedere o masuri de
salvgardare, prin limb3, a culturii, identitatii nationale, care sint incluse cu precddere in politica lingvisticd
(atunci cind vorbim de de un Intreg national, dar cu o limba de mica circulatie, de minoritati etnice, de
comunitati plurietnice etc.).

Cum se manifesta aceste aspecte, la prima vedere, doar teoretice, abstracte, in contexte reale,
apropiate noud? Pentru a explica prima situatie, consideram ca foarte graitoare sint cuvintele lui Karl W.
Deutsch, citate de citre autoare: .. In politici, un cetitean inflicirat si zelos, insd informat gresit,
constituie o amenintare. El si aceia care gindesc ca el pot periclita vietile si libertdtile altor milioane de
cetateni, inclusiv pe a lor” (in Analiza relatiilor internationale, Chisindu, 2006, pp.4-5). Nu e nevoie sa fii om
politic pentru ca spusele tale sa fie un model de urmat pentru oamenii ce te asculta; cind vorbim de politica
lingvistica, fiecare vorbitor trebuie sd se comporte moderat, ,civilizat”, astfel incit, prin cuvintele sale, de
multe ori alese total nepotrivit, sd nu stirneasca conflicte de mai mare sau mai mica amploare. Tot in acest
domeniu intrd de asemenea asa-numitele erori de perceptie, imaginarul social etc., adica toti factorii care
contribuie la crearea stereotipurilor de tot felul, bazate pe necunoasterea realititii si pe idei preconcepute. in
momente de crizd, vehicularea lor, manipulata sau nu, poate aduce graje prejudicii de imagine adversarului,
care poate raspunde prin masuri mult mai radicale decit simpla ,batdlie a cuvintelor”.

Pentru a exemplifica a doua situatie, generatd de ideea de politica de securitate (bazata pe
apararea ideii nationale), ni se pare foarte potrivitd pledoaria pe care autoarea o face nu pentru
multiculturalism, atit de clamat in ultima perioada, pentru ca el, in ultima instanta, proclamind diversitatea
ca valoare in sine, o transform3, prin izolare, In surse de adversitate si conflict, ci pentru pluralism cultural,
care are foloase certe nu numai in politica lingvisticd, cit si in cea de securitate. Nu inchistare nationala sau
comunitard, si coexistenta plenara a mai multor comunitati cu culturi traditional diferite de cea a noastra.

Tot aici trebuie pomenitd o discutie extrem de aprinsa si la noi, despre pericolele globalizarii
(inclusiv lingvistice), venite odata cu aderarea la Uniunea Europeand. Aparatorii inversunati ai unei limbi
(oricare ar fi ea) in fata asaltului de neologisme, de cuvinte la moda care sint, de cele mai multe ori
adevdrate barbarisme pentru natura lingvistica respectiva, trebuie sa stie cd si limba este un organism viu,
cu instinctul propriu de aparare. Cuvintele lui Stelian Dumistrachel, citate de autoare, sint graitoare in acest
sens: ,Limba romana nu este o inchisoare care trebuie pazita de gardieni. Ea nu are nevoie sd fie aparata in
viitor, ea se apara singura (..). Atitudinea corectd nu este lupta cu uzul unui cuvint. Au fost destul care au
intratla un moment dat in vocabular, dar apoi s-au perimat..” (Sd invdtdm afacereza, Adevarul.ro).

in concluzie, cartea Ecaterinei Hlihor este o lucrare bineveniti, care, dincolo de trecerea in
revistd a formarii acestor concepte importante in viata de astazi, face o analizd pertinenta a fenomenelor
oglindite de ele si recomandd mare precautie in folosirea lor, aratind pericolele posibile ce pot decurge din
aceasta falsa Insusire a acestor concepte. Importanta ei deosebita este nu numai pentru politicieni si
analisti politici, dar si pentru cei care, vorbind in spatiul public, indiferent pe ce temd, trebuie sa fie pusi in
garda atunci cind apeleaza la niste notiuni cdrora, in mod curent, li de dau acceptiuni extrem de precise,
iar orice abatere de la ele poate stirni macar ,,confuzii” nedorite.

Antoaneta Olteanu
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IN MEMORIAM MIHAI MITU
(1936 - 2017)

in ziua de 24 noiembrie 2017 s-a stins din viati profesorul Mihai Mitu, slavistica romaneasci
suferind o noua pierdere. Ne-a parasit un om sensibil, inzestrat cu discretie si modestie, un om invatat,
pasionat de carte si cunoastere.

Nascut la 21 februarie 1936 in localitatea Campulung-Muscel, urmeaza cursurile elementare
si liceale la Bucuresti, iar in 1954 absolva ca sef de promotie Scoala medie de activisti culturali si
bibliotecari. inci din anii tineretii i se contureazi dorinta de a lucra in mijlocul cirtilor, de a cerceta sia
se documenta, astfel ca arhivele, bibliotecile ii vor deveni o a doua casa pe parcursul intregii vieti.

Mihai Mitu isi continud studiile la Facultatea de Filologie a Universitatii din Bucuresti,
specialitatea limba si literatura polond, pe care o absolvd In 1959, fiind angajat, in acelasi an, ca
preparator la Catedra de limbi slave sudice. Parcurge toate treptele ierarhiei didactice -devenind
profesor universitar in anul 1999. Activitatea sa la Universitatea din Bucuresti a fost intrerupta in doua
randuri, intre 1969-1972 si 1973-1976, cand a indeplinit cu succes misiunea de lector de limba si
literatura romana la Institutul de filologie romanica al Universitatii Jagiellone din Cracovia, Polonia.

Profesorul Mihai Mitu s-a dedicat cu devotament nobilei sale indeletniciri de dascal, fiind
apreciat de zeci de generatii de studenti. A fost titularul cursului de Slavd veche si slavond romdneascd,
pe care l-a preluat cu responsabilitate de la academicianul si profesorul Gheorghe Mihdilg, al carui
colaborator apropiat i-a fost ani de-a randul. Acestui curs s-au addugat cel de Gramaticd comparatd a
limbilor slave si de Paleografie slavo-romdnd. Dupd 1990, profesorul Mihai Mitu a tinut cursul si
seminarul de Limbd polond contemporand, cursul de Introducere in filologie, de Istoria slavisticii si pe
cel de Istorie culturald romdno-slavd. Toate aceste cursuri, bazate pe o temeinica documentare, au fost
destinate studentilor si masteranzilor de la sectiile de limbi slave ale Facultatii de Limbi si Literaturi
Straine, celor de la Facultatea de Litere si de la Facultatea de Istorie din cadrul Universitatii din
Bucuresti. in acest sens, profesorului Mihai Mitu ii datoram elaborarea unor lucriri didactice cu certs
valoare stiintifica, cum ar fi capitolul Lexicul din reputatul manual universitar Slava veche si slavona
romdneascd (coord. Pandele Olteanu, Editura didactica si pedagogica, Bucuresti, 1973) si volumul
Slavona romdneascd. Studii si texte (Editura Universitatii Bucuresti, ed. I si a II-a, 2002 si 2005).

O recunoastere a meritelor sale de cadru didactic universitar si de cercetdtor in domeniul
slavisticii a constituit-o abilitarea sa, in anul 2003, de a Indruma activitatea doctoranzilor in
specialitatea , Lingvistica slava si istoria slavisticii”. De atunci si pana In anul retragerii sale, a condus cu
competentd si daruire zece lucrari de doctorat.

Prestatia sa de calitate la catedra a fost dublata de preocupari stiintifice diverse din domeniul
larg al filologiei slavo-romane, concretizate in articole, studii si carti. Enumeram cateva volume
reprezentative, graitoare pentru directiile de cercetare predilecte ale prof. dr. Mihai Mitu: Cercetdri
lingvistice si literare romdno-slave, EUB, 1996, Oameni si fapte din secolul al XVIII-lea romdnesc, Ed. Atos,
Bucuresti, 1998, Studii de etimologie romdno-slavd, Ed. Univers Enciclopedic, Bucuresti, 2001, Cercetdri
etimologice si lexico-semantice, Ed. Academiei, Bucuresti, 2006, Romdno-Polonica. 1. Studii de istorie
culturald, EUB, 2007.

ins3 incununarea muncii sale de cercetare de-o viatd a venit 1n aceasta toamnd, cand a vazut
lumina tiparului impresionanta monografie Viata Iui loan Budai-Deleanu, Editura SAECULUM L0,
Bucuresti, 2017, si care a Inchis peste timp arcul pornit initial cu teza de doctorat, pe care Mihai Mitu a
sustinut-o in 1971, intitulata Opera lui loan Budai-Deleanu in contextul relatiilor culturale si stiintifice
romdno-slave. Destinul si creatia acestui carturar - spirit enciclopedic al Secolului Luminilor - l-au
insotit permanent pe profesorul Mihai Mitu si suntem convinsi cd pentru domnia-sa a reprezentat o
satisfactie imensa concretetea, greutatea, la propriu si la figurat, a celor peste 500 de pagini adunate
intre copertile lucioase.
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De-a lungul anilor, prestigiul specialistului Mihai Mitu s-a construit si consolidat pe plan
national si international - dovada numeroasele sale participari la manifestari stiintifice de anvergura in
tara si straindtate si la sapte congrese internationale ale slavistilor, ocazii cu care a devenit cunoscut in
lumea slavisticii romanesti si strdine. in acest sens se inscriu si colaborrile la alcituirea Bibliografiei
internationale de lingvisticd slavd (la care profesorul a colaborat din 1992) si la cea a Enciclopediei
istoriografiei literare polone (din 1995). Tot o colaborare, de data aceasta la editia jubiliara a Bibliei de
la Bucuresti (1688), i-a adus profesorului Mihai Mitu decernarea premiului ,Timotei Cipariu” al
Academiei Romane pe anul 1998.

Variata activitate didactica si stiintifica a fost imbogatita de cea de talentat traducdtor din
proza si poezia polona. Douasprezece volume de traduceri, majoritatea insotite de prefete sau studii
introductive, alcatuiesc acest palmares, din care spicuim: W.St. Reymont, Tdranii, vol.I-1I, 1967; ed.
revazutd 1986; Stanislaw Lem, Ciberiada, 1976; Jan Potocki, Manuscrisul gdsit la Saragossa, 1989;
Ryszard Kapuscinski, Abanos, 2002 si Cdldtorind cu Herodot, 2008. Ca semn de apreciere pentru
contributia sa la popularizarea culturii si literaturii polone in Romania, autoritatile poloneze i-au
acordat profesorului Mihai Mitu Tnalte distinctii.

Omul si specialistul Mihai Mitu si-a pus incontestabil amprenta o lungad perioada de timp
asupra bunei functionari a Asociatiei Slavistilor din Romania, al carei secretar a fost din 1976 pana in
1990, dupa aceea fiind ales membru in Comitetul de conducere. De numele lui Mihai Mitu, in rolul sau
de secretar de redactie, de membru al Comitetului de redactie, mai apoi de referent stiintific va ramane
legata si revista ,Romanoslavica”, la al carei prestigiu a lucrat neobosit.

Trecerea in nefiintd a omului de culturd, a profesorului, cercetatorului, traducatorului Mihai
Mitu lasa un mare gol, cu tristete constatdm cd randurile slavistilor romani se rdresc. Ne ramane Insa
amintirea. Mihai Mitu rdmane printre noi in amintirea celor care l-au cunoscut, in amintirea
generatiilor de studenti, 1n istoria slavisticii universitare bucurestene. Lucrarile sale vor continua sa fie
citite, numele sdu va continua sa fie pomenit cu respect.

Dumnezeu sa-1 odihneasca in pace!

Mariana Mangiulea Jatop
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Despre autori

Ananieva, Svetlana - conf.dr. la Institutul de arta si literatura M.O, Auezov din kazahstan,
director al Departamentului de analiticad si relatii literare externe; domenii de interes: literatura
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