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Editorial

Communication and intellectual freedom are two of the main aspects considered when
engaging an audience in thought and meditation exercises. Swedish Journal of Romanian
Studies aims to cultivate and encourage high-standard academic pursuits focused on an
increasing range of topics meant to argue and develop this sense of critical thinking and
freedom of thought. The current issue of the seventh volume includes the following fields of
study: literature, cultural studies, anthropology, history, linguistics, research seminars and
book reviews. The research studies are written in Romanian, Spanish, French and English.
The Romanian culture is not only discussed and revealed within certain critical perspectives
but it is constantly placed and related to the universal education environment as well.
Multiculturalism develops due to such studies relevant in the present context of globalization
and increasing uncertainty of identities and bonds.

The Literature section includes seven articles discussing Romanian writers in
connection with themes such as irony, freedom, social outlaw, homeland, space and time.
Alina Buzatu from the Faculty of Letters at the Ovidius University of Constanta,
problematizes the (non)existence of fictional beings, framing her research within
contemporary conceptual history. Mircea A. Diaconu, a PhD Professor at Stefan cel Mare
University of Suceava problematises the work of 1. L. Caragiale through the lenses of
reception theories, hermeneutics and textuality, and questions at the same time other essential
aspects of the author’s oeuvre. Alexandra Olteanu, Assistant Professor at the Alexandru loan
Cuza University of lasi, develops an argument regarding the judicial novel as a new subgenre
of the Romanian historical novel. Alba Diz Villanueva, Assistant Professor PhD in the
Department ERFITEI, from the Complutense University of Madrid, analyses the differences
and similarities between the latest volume of stories and the previous literary production of
Mircea Cartarescu. She examines elements such as characters, motifs, symbols, metaphors,
subjects, intertextuality, and metafiction in relation to the temporal and spatial framework
between the late 1950s to the end of the 1980s. Cristina Saracut, from the Department of
Humanistic and Social Sciences, Babes Bolyai University, Cluj Napoca, continue the section
with a study about homeland in Romanian’s children literature written in Diaspora. She
targets three contemporary writers, namely Ana Niculina Ursuleanu, Radu Flora and Slavco
Almajan. Antonio Patras, Professor at the Faculty of Letters of Alexandru Ioan Cuza
University of lasi and Roxana Patras, Senior Researcher (I) at The Institute of
Interdisciplinary Research of Alexandru loan Cuza University of lasi close the section with
an inquiry into Nicolae Steinhardt’s literary criticism.

Cultural Studies follows the sequence, with two articles leading the reader’s attention
from the 18th-century to 21st-century social practices. Alexandru Ofrim, an Associate
Professor at the Faculty of Letters, University of Bucharest, explores the topic of nocturnal
representations and practices in Romanian society of the 181-20™ centuries. He applies and
questions the authentication of Roger Ekirch’s results for the realities of the Romanian
society of the previously mentioned time span. Anca Serbanutd, PhD in Cultural Studies from
the University of Bucharest, Doctoral School of Letters, uses visual analysis, grounded in
Barthesian semiotics, to explore the changes in modes of representation of the peasant in
popular media from the depository of national values to a marginal lower class. She makes
references to a very successful and contemporary Romania TV series named “Las Fierbinti”.

The next three sections develop intercultural courses referring to the socio-economic,
historical, and linguistic layers. Anthropology includes Gabriela Bodea’s research on social
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awareness and the main focus on heterochromy and socioeconomic heterochrony in relation
to multiculturalism. Gabriela Bodea is Associate Professor at the Faculty of Economics and
Business Administration, Babes-Bolyai University, Cluj-Napoca. History launches the study
of Attila Carol Varga, a researcher at the George Baritiu History Institute of the Romanian
Academy and an associate researcher at Oxford Brookes University (UK). He proposes an
analysis centred around the topic of the contacts between Romanian and Swedish
Freemasonry in the second half of the 19" century. Moving further with the Linguistics part,
Boryana Emiliyanova Mihaylova and Silvia Mihailescu, assistant professors at the University
of Veliko Tarnovo, Bulgaria, dwell on the subject of the optative value of subjunctive in
independent clauses. They target Romanian and Bulgarian languages. Denisa-Maria Balc, a
doctoral student in the field of Philology and a Teaching Assistant at the Faculty of Letters
and Arts, at Lucian Blaga University of Sibiu, continues with a quantitative analysis
concerning incident constructions with expressive function in I. L. Caragiale’s Moments and
Sketches.

Research Seminars includes the research article of Andra Cozlean Bruciu, a Senior
Lecturer at the Faculty of Letters, Babes-Bolyai University, Cluj-Napoca, Department of
Romanian Literature and Literary Theory. She discusses several aspects related to the
importance of a cinema course in foreign language teaching and focuses on the history of two
Romanian movies: The Independence of Romania (1912) and The Rest is Silence (2007).

Book reviews, the closing section of the current volume, creates paths towards the
rediscovery of the themes concerning the meaning/s of life and death as expressed in
literature. Sorin Ciutacu, Associate Professor of English and Germanic Studies and Cultural
History at the West University of Timisoara, Romania, offers an insight into Professor
Thomas Cousineau’s book, The Séance of Reading: Uncanny Designs in Modernist Writing.
He stresses the originality and the critical perspective readers encounter in Cousineau’s
writing about literary modernist texts. Gabriela Chiciudean, Associate Professor and
executive manager of Speculum Centre for the Study of Imaginary, I Decembrie 1918
University of Alba Iulia, invites the readership to engage in meditation starting from Rézvan
Brudiu’s novella, entitled “When you have no one to hug”, and to envision the image “of a
hamlet in the Apuseni Mountains”.

Our gratitude and respect merge with limitless feelings of appreciation and admiration
for all the contributors to this issue. The high-quality standards are continuously maintained
due to the rigorous, careful and specialised work of our thirty-seven international reviewers
for this issue coming from Spain, China, Turkey, Moldova and Romania. The openness and
evolution of the journal towards worldwide academic institutions owe the same esteem to its
authors, editors and reviewers alike. The close collaboration between the institutions of
Romania, Sweden and Spain, makes the present issue not only a great scholarly achievement
but another essential lifelong connection between nations united in education.

Swedish Journal of Romanian Studies is published in collaboration with Lund
University, Complutense University of Madrid, I Decembrie 1918 University of Alba lulia,
Romania, and the Romanian Language Institute, Bucharest, and welcomes contributions from
scholars worldwide. Last but not least, we would like to thank our permanent members of the
scientific advsory board coming from Germany, Spain, the Czech Republic, the Slovak
Republic, the USA, China, Sweden and Romania, who oversee the process and the success of
academic internationalisation.

Bianca-Maria Bucur
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Literature

FIINTELE FICTIONALE: CE SUNT SI LA CE FOLOSESC

FICTIONAL BEINGS:
WHAT THEY ARE AND WHAT THEY ARE FOR

Alina BUZATU
Universitatea Ovidius din Constanta
Ovidius University of Constanta

e-mail: alina.buzatu@365.univ-ovidius.ro

Abstract

My paper problematizes the (non)existence of the fictional beings, addressing a series of important
theoretical questions and comparing some relevant (realist / antirealist) answers archived by the
modern and contemporary conceptual history. I have examined contrastive philosophical perspectives
that define the ontological condition of fictional beings, in an attempt to represent the specific
difference of these imaginative constructs and their experiential roles. The argumentative stake of my
concise research is to prove that, in the coordinates of the imaginative worlds, fictional beings, their
behavior, language, emotions, intentions, help us ,,vread” and interpret real life - they are cognitive
tools of exceptional value.

Keywords: fictional entity; fictional realism / antirealism; make-believe; (fictional) truth.

Preambul. Intotdeauna am invidiat firescul cu care, in primele pagini din Orgia
perpetua, cartea dedicatd doamnei Bovary si lui Flaubert, Mario Varga Llosa spune cat de
mult, cat de pasional a iubit-o pe Emma Bovary (2013, p. 5). Sa poti sa iti declari pasiunea
(nefmpartasita) pentru o fiintd fara trup palpabil cere si curaj (cdci risti sa pari cel putin bizar)
si o intelegere adanci a atat de enigmaticelor legaturi intre viata si literatura. In logica lui
Llosa, fiintele fictionale au chiar au un avantaj asupra oamenilor reali cand ambele categorii
devin trecut, pentru ca pot fi accesate, pot fi ,,reinviate” la nesfarsit, prin efortul minim de a
deschide o carte la fragmentele cele mai importante (2013, p. 9).

Ipoteze demografice. Prin urmare, daca e pe asa, cate fiinte suntem in aceasta lume?
Recensamintele efectuate de diferitele agentii care se ocupa cu numadratul fiintelor cu viatd in
trup, care respira, gandesc, vorbesc o limba pe planeta Pamant, ne informeaza ca am depasit 8
miliarde. Pare ca niciun recensdmant nu isi pune problema si numere fiintele umane
plasmuite de literatura si artd din semne — adica pe acelea pe care, prin conventii acceptate, le
desemnam drept fictionale.

Inchizand paranteza cu explicitiri conceptuale, reluim intrebarea: de ce nu am
numara fiintele fictionale, oamenii de hértie, daca existd, chiar dacd numai In imaginatia
noastrd? Sau, pentru ca sunt obiecte imaginate, reprezentdri fulgurante, siluete sortite
evanescentei cand experientele estetice se incheie, credem ca nu exista? Daca existd, din ce
sunt facute, care este natura lor? Daca nu exista, cum de investim atdta energie a emotiei n
intalnirile (estetice) cu ele, de ce le cautam prezenta? Daca nu sunt pe lume, daca nu sunt ca
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noi, alcatuiri din carne si oase, de ce visam la ele, de ce ne bantuie? De ce ne identificdm cu
ele, daca nu le putem credita macar cu un soi de existenta?

Aceste intrebari au traversat secole de gandire filozofica, incepand cu Antichitatea;
eforturile de a gasi raspunsuri pe masura complexitatii intrebarilor s-au Intetit in ultimele
doua secole, dar solutiile teoretice, desi substantiale, sunt departe de a fi definitive. De aceea,
orice problematizare a existentei sau a nonexistentei fiintelor fictionale trebuie sa se raporteze
dialogic la ce s-a spus deja — pentru cd asa se cuvine Intr-o cercetare respectuoasa, dar si
pentru ca, prin jocul caleidoscopic de perspective, se construieste o poveste conceptuala pe
cat de inextricabild, pe atat de interesanta.

In interventia de fati ne propunem si procedim la inventarierea catorva dintre
raspunsuri, separdnd mai intai intrebarile, precum Amie Thomasson (1999, p. 5), in doua
submultimi: intrebari ontologice si intrebari metafizice. Pentru prima submultime pe care o
investigdm, cea a intrebdrilor ontologice, avem nevoie de cateva elucidari conceptuale
preliminare. De exemplu, o sarcina este sa stabilim categorii in care putem pretinde ca exista
lucruri, fara a ne angaja sa verificdm dacd aceste toate categorii sunt chiar ocupate,
»mobilate” cu lucruri; o altd sarcind este s evaludm ceea ce existda cu adevarat. Ontologii
contemporani se concentreazd in mod obisnuit exclusiv asupra celei de-a doua sarcini si
procedeaza fiecare in felul sdu pentru a argumenta pentru sau contra existentei anumitor
tipuri de entitdti, fie cd acestea sunt numere, universalii, acte de constiintd sau obiecte fictive.
Prin urmare, in linia demersului lui Thomasson, asumam prima pozitie teoretica si postulam
ca fiintele fictionale existd, vrand sa vedem ce intelegeri ne apar dacd privim experientele
umane si limbajul din acest punct.

Exista! Fiintele fictionale existd, dar nu sunt reale, pentru cd nu au reprezentare
spatio-temporala. Sunt stari mentale, dar nu orice fel de stari mentale, ci doar stari care
prezintd intentionalitate, adica cele care, ghidate de intentie!, pot reprezenta ceva dincolo de
ele Insele, care pot adduga lumii naturale proprietati si obiecte. Diferentele dintre real si
mental, abstract si concret, material $i mental, real si ideal sunt importante intr-o
problematizare din perspectiva ontologica. Sa zabovim atunci intre acesti termeni, Tnainte de
a-1 utiliza. Fiintele fictionale sunt concrete sau abstracte? Am putea crede ca sunt concrete —
adica asociate cu niste coordonate spatiale si temporale. De exemplu, intr-un text de fictiune,
personajele sunt ansamble (concrete) de semne. Dar existenfa unui personaj atarna doar de
materialitatea acestor semne? Este vadit cd nu. Cercetdnd mai atent in ontologii, se pare ca
existd multe obiecte care nu sunt nici stiri mentale, nici obiecte pur materiale complet
independente de mental; dimpotriva, cea mai mare parte a lumii sociale si culturale care ne
inconjoara pare sd se afle intre aceste extreme. Sunt multe obiecte materiale al caror statut
sociocultural depinde nu atat de materialitatea lor, cat de starile mentale ale indivizilor unei
comunitdti, de practicile Tmpartasite si intentionalitatea colectivd - banii, contractele,
institutiile. Insa cele mai importante exemple, cele care ne intereseazi, sunt operele de arti;
aceste artefacte sunt produse concrete ale muncii umane, sunt entitati fizice, cu o materialitate
determinabila (panza si culoare, hartie, piatrd etc.), dar statutul sociocultural al acestora
(prestigiul chiar) este dat de ceea ce intruchipeaza. Artefactele artistice - in sensul dat de
Sainsbury (2010, p. 91) - sunt produse informate cultural, spatiu in care lucreaza impreuna
starile mentale intentionate ale agentilor care au creat aceste produse, pe de o parte, si
comportamentele de gandire si emotie ale agentilor capabili sd inteleagda si sa valideze

! Relatia dintre intentie/intentionalitate si interpretarea artei este explicitatd nuantat de Paisley Livingston, citat in finalul
acestui articol; distinctiile acestuia sunt puse laolaltd cu sensurile date conceptului de intentie de Hillary Putman, asa cum
sunt cuprinse in Vocabularul european al filosofiilor: posesia unei semnificatii, posibilitatea de a desemna, posibilitatea de a
trimite la ceva ce nu exista etc. (Cassin, 2020, p. 591).
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proprietatile estetice ale acestor produse, pe de alta parte. Trebuie spus si ca artefactele
artistice nu sunt singurele in acest interstitiu dintre concret /material /real si abstract/ mental,
ideal?.

Sd ne Intoarcem la natura acestor fiinte fictionale - care, am stabilit, existad prin
investitia mentald in materialul din care sunt alcétuite, pentru ca este momentul sa glosam
asupra unui alt concept despre care fac vorbire, indeobste, cercetatorii: imaginatia. Stim ca
imaginatia este dispozitia (,,dispozitivul”) care ne conecteaza mintile la fiintele de semne si
lumile lor. Stim ca imaginatia nu se limiteaza la literatura si arta, ci ne guverneaza fiecare zi a
existentei. Mai stim sa distingem imaginarul de fictiv, desi ambele regimuri de experienta se
bazeaza pe minciund, inselare, amagire si false pretentii pentru a ne conduce dincolo de
limitele a ceea ce suntem. Wolfgang Iser (1993, p. 2) ne explica: imaginarul este un potential
lipsit de trasaturi, fara intentionalitate proprie, care fulgerd brusc prin mintea noastra, ,,in fata
ochilor”, pentru ca sa dispara 1n inform; fictivul este un act gandit, este imaginatie condusa de
intentiile unei constiinte activatoare si inzestrate cu un gestalt. Inseamni ci, pentru a crea o
fiinta fictionald, pentru a converti imaginarul in fictiv, este nevoie sa inzestram imaginarul cu
intentie si o configuratie; or, dacd proceddm asa, dam imaginarului ceva stabil si
determinabil, adica ceva din calitatea realului, pentru cd determinarea face parte din definitia
minima a realitdtii. Prin urmare, putem sa intelegem fiintele fictionale ca mediatori prin care
realul este condus la imaginar, iar imaginarul este recontopit in real. De altfel, citindu-l pe
Iser, realizim cat de obositd si inadecvatd este antiteza dintre realitate si fictiune: orice
realitate reprezentatd devine o versiune de realitate, capatand deci ceva din calitatea fictiunii;
in sens invers, fictiunile nu sunt de Inteles fard realitate, nu pot fi citite daca nu suntem in
posesia codurilor realitatii.

Retinem ca fiintele fictionale se folosesc de oamenii reali ca de un fundal in raport cu
care devin inteligibile, asa cum oamenii reali se folosesc de fiintele fictionale pentru a adauga
sens si valoare existentelor empirice.

Un soi de existenta: exercitii metafizice. Este momentul sa conjugam Iintrebarile
ontologice cu cele metafizice. Daca exista, fiintele fictionale sunt altfel. Nu ne ocupam de
materialitatea lor semiotica, de semnele care ar ramane goale dacad nu s-ar umple, printr-un
contract de receptare, cu substanta mentald provenitd de la utilizatorii de fictiune. Lipsa lor de
determinare spatio-temporald, absenta masei le fac foarte eficiente energetic — au amprenta de
carbon zero. Dar seamiini foarte tare cu noi, stim, ceea ce este izvor nesecat de confuzii’. Am
putea s le denumim fiinte ca §i cum — lipindu-le sintagma Tmprumutata de la Hans Vaihinger
(Vaihinger, 1924, 1935, pp. 27-32) — si astfel le confirmam statutul ontologic aparte. Fiintele
fictionale au o dubla baza referentiald, una denotativa, caci par sa denoteze si persoane reale
(desi nu sunt identice cu nicio persoand reald), si alta figurativa, transcodatd. Cand ne
intalnim cu fiintele ca si cum, le recunoastem irealitatea, dar le compardm cu realitatea,
judecim ceea ce sunt in raport cu ceea ce nu sunt. Intdlnirile cu aceste fiinte - carora le
acordam realitate prin reducerea proportionala a propriei noastre realitati - creeaza
dependenta: consumam fiinte fictionale si ne lasdm consumati, ne dedam reactiilor afective si
de ideatie pe care ni le suscitd, asteptdm sa creeze evenimente pentru noi, sa ne ia pe sus din
real si sd ne duca in posibil.

2 Daci este si mergem mai departe in directia categorizarilor, avem: entitti concrete care depind de stiri mentale (Mona
Lisa lui Leonardo, banii, contractele etc.); entitati concrete independente de mental (rocile, moleculele, stelele etc.); entitati
abstracte dependente de mental (programe de calculator, simfonii, legi etc.); entitati abstracte independente de mental (de
exemplu, universaliile de masa sau lungime, numerele intr-o perspectiva platonistd). Pentru explicitdri, v. Thomasson, p. 35
si urm.

3 Fiintele fictionale joacd, in general, cinstit si dau semnale despre fictionalitatea lor; cele mai inteligibile semnale sunt
genurile literare /discursive.
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Intrebarile metafizice au raspunsuri la fel de diverse si complicate ca cele ontologice.
Incercam o inventariere succintd, in ordine (crono)logicd, a celor mai importante observatii
de ordin metafizic.

Meinong si unicornii. Povestea care ne aratd cum sunt fiintele fictionale se tese pe
ideile unui ganditor de la inceputul secolului al XX-lea, pe numele sau Alexius Meinong.
Discipol al lui Franz Brentano, student al lui Edmund Husserl, Meinong (1910, 1983) este
autorul unei teorii a obiectelor, intemeiata pe ideea ca te poti gandi la ceva chiar daca acel
ceva nu existd. Ne putem gandi la unicorni, chiar daca nu exista, ne spune logicianul austriac;
acesta merge departe si explica cd aceste obiecte, precum unicornii (care au capatat intre timp
denumirea de obiecte meinongiene), nu au o existenta in puterea cuvantului, dar au ,,un soi”
de existentd. Meinong rezerva cuvantul existentd pentru obiectele care denotd proprietati
spatio-temporale, in timp ce obiectele lipsite de determinarile spatiale si temporale au acces
doar la subzistentd. In coordonatele acestei teorii realiste, fiintele fictionale sunt la fel ca
fiintele din lumea reald, doar ca sunt fara adapost, in sensul cd nu au loc in lumea reala. De
aceea, nu le numaram in recensaminte, nu ne izbim de ele cand mergem pe strada si nu avem
o problema in plus in Incalzirea globala.

Neomeinongienii precum Terence Parsons (1980) sau Edward Zalta (1983) nuanteaza
ideea ca existd entititi care nu existd; realitatea existentei acestora constd in faptul ca ne
putem referi la ele si putem spune ca sunt asa si pe dincolo. Unicornii si fiintele fictionale
intrd in categoria entitatilor care nu existd, pentru ca obiectele pot fi intr-un fel sau altul fara
sa existe. Comentand critic ideile lui Meinong in incercarea de a arata diferentele dintre
meinongianism si fictionalism, Sainsbury® observd cd putem crede, de exemplu, ca unele
personaje fictive sunt mai interesante decat altele; de exemplu, Ducesa de Guermantes (a lui
Marcel Proust) este mai interesantd decét sotul ei, ducele. In cheia teoretici meinongiani,
acest enunt e literal adevarat: dintre doi inexistenti, unul poate avea cu adevarat proprietatea
de a fi mai interesant decat celalalt.

Creationism. Un alt moment important din povestea teoretica a realismului fictional
se numeste creationism sau artefactualism. In mod esential, in creationism fiintele fictionale
nu mai sunt fard adapost, ale nimanui, ci capata o lume proprie (posibild) drept casa si spatiu
de manifestare. Se spune indeobste, in literatura secundard de esentd creationistd, cd Anna
Karenina /ocuieste In lumea facutd posibila de romanul lui Tolstoi, Emma Bovary, in cea
constituitd de Flaubert, in timp ce Sherlock Holmes trece prin sirul de lumi al povestilor
imaginate si scrise de Arthur Conan Doyle. In aceste lumi exista (subzistd, ar fi spus
Meinong), in aceste lumi 1si pun in joc proprietitile determinat sau nedeterminate — céci stim
ca orice text este un spus intretesut cu un nonspus, cu un nonactualizat la nivelul expresiei, iar
ceea ce nu este spus, ci doar presupus, da acestor fiinte umane aparenta lor reala, le face ca si
cum. Mai mult, neomeinongienii (cei pomeniti mai sus: Parsons, Zalta) disting intre
proprietatile nucleare (care apartin naturii unui obiect, In lumile de origine) si proprietitile
extranucleare, in afara lumii de origine; cea mai evidenta proprietate extranucleara a fiintelor
fictionale este cd sunt fictionale.

Spre deosebire de neomeinongienii ortodocsi (precum Parsons, Castafieda), care cred
ca fiintele fictionale (inexistente) sunt o colectie de proprietati ideale, care existd ca niste
entitati platonice in afara (deasupra?) lumii noastre reale, neomeinongienii creationisti /
artefactualisti (intre care numele cel mai important este Amie Thomasson) vad fiintele

4 V. cartea lui R. M. Sainsbury, din 2010, Fiction and Fictionalism (London/ New York: Routledge), care este o substantiald
inventariere a extensiilor lexicosemantice ale conceptului de fictiune.
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fictionale ca entitati dependente rigid de un autor. Fiintele fictionale sunt creatii de autor si
raman proprietatea lumii in care au fost create. Pe cale de consecintd, au o datda de nastere,
dar ,,cresc” si ,,se maturizeaza” doar cat tine povestea: Emma Bovary este ipostaziata la
diferite varste, este, pe rand, adolescenta visatoare educatd de maici, tandara fatd, sotia
plictisitd a lui Charles si amanta lui Rodolphe si a lui Leon, dar niciodatad nu este o femeie de
167 de ani, cati ar implini in 2024 (daca calculam din 1857, anul nasterii Emmei, adica anul
in care se publicd romanul lui Flaubert). Dar chiar si creationistii nu cred ca este doar
responsabilitatea autorilor sd intretind existenta personajelor. Aceastd sarcina cade si pe
umerii cititorilor, ai utilizatorilor de fictiune, care trebuie sd ducd procesul de investire
mentald la bun sfarsit. Zalta exemplifica plastic aceasta idee: personajul Sherlock Holmes are
atat de multe proprietati incat poate fi nerezonabil sé crezi cad Doyle il are vreodatd complet in
minte. (2003, p. 9)

Nu putem releva suficient importanta acestei actiuni culturale de investire cu existenta
a celor care acceptd conventiile fictiunii. Asa sunt, am mai spus, si contractele. Sa ludm
exemplul unui contract marital. O ceremonie de casatorie se desfagoara intr-un anumit loc si
timp, dar contractul de cdsatorie nu se limiteaza la acel loc. Contractul de casatorie nu este
pur mental, este un act redactat; puterea actului trece dincolo de cuvinte, pentru ca acest tip
de contract este o practicd sociald normata, acceptatd prin conventie: dacd ai trecut printr-o
anumita procedura, ti-ai semnat numele in anumite locuri, ai spus anumite lucruri in prezenta
martorilor, atunci esti casatorit, fie cd iti place sau nu, fie cd mai stie altcineva sau nu.
Casatoriile pot fi create, numadrate (te poti casatori de mai multe ori) si pot fi dizolvate (prin
divort sau moarte). Putem duce mai departe ideatia artefactualista si ne putem intreba daca
fiintele fictionale mor vreodata. Raspunsul este afirmativ; fiintele fictionale mor chiar in mai
multe feluri. Mor atunci cand utilizatorii de fictiune nu le mai vor, cand povestile In care
existd nu mai sunt citite — este cea mai tristd si triviald moarte. O altd moarte mai putin
conceptibila este atunci cand dispare orice suport material care le garanteaza existenta —
posibilitate improbabild pe care o discutd Thomasson (1999, p. 10). Este ciudat cum multi
oameni cred ca, odata create, operele literare existd etern: pare ca nu putem accepta, in pofida
multor bucati de lume reala care se naruie sub ochii nostri, ca toate copiile unei carti pot
disparea, ca orice rand al unei scrieri este sters din memoria comund; spunem mai curand ca
opera a fost pierduta, desi nu in sensul in care se vorbeste de pierderea unui set de chei, ci in
sensul in care un medic spune ca a pierdut un pacient. Prin urmare, asa cum mor oamenii, asa
cum au murit civilizatii si povestile lor, mor si fiintele fictionale; dar e sigur cd nu e ca si cum
nu ar fi fost niciodatd, ci mai degraba cd devin obiecte la trecut, ca celelalte obiecte
contingente in jurul nostru.

Posibilism. O alta linie de reflectie teoreticd asupra fiintelor fictionale se numeste
posibilism. Cel mai important nume de rostit este cel al David Lewis, care, In cadrele
realismului modal, a dezvoltat o intreagd metafizici a lumilor posibile.’

Teza cea mai importantd a realismului modal este cd existd o infinitate de lumi
independente cauzal de lumea noastrd, dar la fel de reale ca lumea noastra. Teza isi are
punctul de plecare in observatia comuna potrivit careia lucrurile ar fi putut fi si altfel de cum
sunt; aceste moduri in care lucrurile ar fi putut fi, intelese ca entitati, pot fi numite lumi
posibile. Realitatea (sau actualitatea unei lumi) este o notiune relativa, care poate fi apreciata
doar de locuitorii acelei lumi si de nimeni altcineva. Lumea in care trdim, lumea pe care o
numim a noastra, este deci una dintre multele lumi, iar daca noi o apreciem ca reala / actuala,

3 A se vedea, pentru intelegerea deplind a ideilor teoretice, cele mai importante carti ale sale: Counterfactuals (1973) si On
the Plurality of Worlds (1986); ultima este tradusd din 2006 si In limba romana: Pluralitatea lumilor (Bucuresti, Editura
Tehnica).
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aceasta se datoreazd exclusiv faptului cd noi suntem locuitorii ei §i nu pentru cd lumea
noastrd ar fi de un tip mai special. Practic, orice locuitor al oricarei alte lumi are aceleasi
drepturi, ca §i noi, sa-si declare lumea sa ca fiind actuala si nu vor gresi cu nimic. Daca
fiintele fictionale ne-ar putea vorbi direct, precum oamenii reali, ne-ar putea face observatia
cd, pentru ele, lumea povestii lor e cea reald, si nu universul nostru stramt.

Desi nu este interesat in mod direct de problematica fiintelor fictionale, Lewis enunta
multe observatii demne de remarcat. Una ar fi ca locuitorii unei lumi sunt indivizi legati de
acea lume. Consecintele acestei observatii se vad in conceptualizarea a ceea ce se numeste
adevar fictional. Orice enunt pe care 1l rostim despre Sherlock Holmes devine adevarat, daca
il prefixim cu sintagma ,.conform povestilor lui Arthur Conan Doyle”. In lumea posibili a
romanului lui Flaubert, Emma Bovary este reprezentatd in multe feluri si toate sunt adevarate.
O alta observatie de retinut este ca niciun lucru sau individ dintr-o lume nu poate fi niciodata
identic cu vreun individ sau lucru dintr-o altd lume, cel mult acesta poate avea contraparti in
alte lumi. Astfel spus, Napoleon din orice operd de fictiune in care este personaj nu este
acelasi Napoleon din, sd zicem, ultimul film al lui Ridley Scott. Fiecare ipostaziere fictionala
a lui Napoleon este unica, legatd de o lume posibila specifica, dar are contraparti in celelalte
lumi posibile In care existd o reprezentare a acestui personaj.

Nu existd! Este momentul sd intoarcem foaia agendei teoretice si sd consideram si
raspunsul contrar, in termenii antirealismului fictional: fiintele fictionale nu exista.
Antirealistul paradigmatic este Bertrand Russell, unul dintre cei mai importanti logicieni pe
care i-a cunoscut secolul al XX-lea. Cartea sa On Denoting este textul de capatai in ce
priveste semantica numelor proprii si valoarea lor de adevar. Ca exemplu, Russell ia in
discutie numele zeului grec Apollo. In contextul mitologiei grecesti, Apollo este un nume
care are valoare de adevar fictiva, pentru ca mitul isi ia un angajament ontologic pretins sau
prefacut fatd de aceasta entitate. Cand este rostit Intr-un context nonfictiv, adicd in orice
context care nu recunoaste existenta mitului grecesc, Apollo este un nume vid, fara referent si
orice enunt care il contine este fals. In mod simetric, rostit in viata de zi cu zi, enuntul
,»Sherlock Holmes locuieste pe strada Baker la numarul 221.”, nu indeplineste in mod evident
- adica verificabil - conditii de adevar. Daca insa, in cheia posibilistd discutatd anterior,
adaugdm enuntului operatorul ,,in povestea lui Conan Doyle”, contextualizarea fictiva
schimba valoarea de adevir a enuntului si Sherlock Holmes apare ca un nume care trimite la
un individ ce exista in lumea pretinsa de text, iar acel individ chiar locuieste pe strada Baker.

Vedem cum ceea ce comunica teoretic antirealistii fictionali aduce putin cu ce cred
realistii. Existd si o diferentd: realistii cred ca fiintele fictive sunt fiinte robuste, pe deplin
constituite, doar ca intr-un mod aparte (ca si cum) si fac parte din lumea noastra, in timp ce
antirealistii cred ca existd povesti pline de evenimente si fiinte care nu existd; altfel spus,
antirealistii cred ca nu existd fiinte fictionale robuste, admitandu-i in lumea noastra doar pe
oamenii vii.

Cel mai important reprezentant al antirealismului fictional este Kendall Walton.
Cartea care 1-a facut cunoscut, Mimesis as Make-Believe, exercita o influenta considerabila in
stiintele teoretice ale literaturii si artei, este citatd si rascitatd, chiar daca ideile sale sunt
uneori rezumate mecanicist. Kendall Walton pleacd de la credinta, Impartasitd si de John
Searle, ca personajele fictive si lumile in care locuiesc acestea sunt produse ale unei pretentii,
ale unei prefacatorii. Pentru Walton, autorul unei fictiuni pretinde cd efectueaza o serie de
acte ilocutionare de tip reprezentativ, dar nu are fara nicio intentie de a Insela, ci vrea doar sa
arate disponibilitatea unui ansamblu fictional de a servi ca suport pentru imaginatie; altfel
spus, ca si cum autorii ar acorda utilizatorilor de fictiune un mandat de imaginatie.
Sintetizand, Kendall Walton crede ca o opera de fictiune - care nu este neaparat un text
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literar, ci poate fi o picturd, o sculpturd, un film etc. - devine o recuzita ce permite publicului
angajarea intr-un un joc de simulare. Aceasta este chiar proba fictionalitatii: daca un artefact
poate servi ca recuzitd pentru imaginatie, atunci este fictiune. Sunt multi teoreticieni care
impartasesc aceasta credintd. Ceva similar spune si Alvin Plantiga in Nature of Necessity:
autorul unei opere de fictiune expune propozitii si ne atrage atentia, ne invitd sa le luam in
considerare si sa le exploram (1979, p. 62). Si Gregory Currie (1990, p. 24) considera ca
autorii se angajeaza intr-un act ilocutional special de enunt fictiv cu intentia de a ne face sa
credem textul si ne face sa credem determinandu-ne sa recunoastem aceasta intentie.

Si lucrurile reale — ne spune tot Walton - pot capta imaginatia noastra, pot servi ca
recuzita si pot declansa aparitia adevarurilor fictive. Sa ne gandim la copiii care se joaca cu te
miri ce — pietre, bete etc — si isi imagineaza o lume, investind aceste umile obiecte cu roluri si
functii miraculoase. Stim ca jocul este o actiune liberd si, simultan, guvernata de reguli ; se
realizeaza in afara vietii obisnuite, dar intr-un timp si spatiu circumscrise; nu este impus de
nevoi fizice, dar este esential pentru devenirea fiintei; jocul se joacd cu abandon de sine,
regulile nu se lasa uitate nicicum; jocul dezvoltd gandirea simbolica si constiinta unei realitati
secunde, instrumentand decisiv universul cultural. In copilirie, dedicim cantitati enorme de
timp si efort pentru make-believe (lasdm sintagma lui Walton netradusa, precum majoritatea
cercetatorilor); pe masurd ce ne maturizdm, preocuparea nu dispare, doar cd formele de
simulare devin mai subtile, mai sofisticate, mai putin deschise. Oricum ar fi, pe parcursul
intregii vieti angajamentul ludic ne ajutd sa facem mai bine fatd provocarilor vietii, sub toate
aspectele sale.

La fel se intampla si cu operele de arta, care isi capatd demnitatea estetica printr-o
ofertd de joc adresatd oamenilor (reali). Acesta este jocul anume pe care Kendall Walton il
numeste make-believe. Toate operele pe care le numim arta, pe care le pastram in muzee si
biblioteci, de la David al lui Michelangelo la capodoperele lui Shakespeare si cele ale
impresionistilor, toate acestea sunt recuzitd pentru jocul de(-a) make-believe. Cand jucam
acest joc, suntem deplin in spatiul fictiv, comutdm de la lumea reald la lumea fictionala, dar
fard a uita de conditiondrile vietii reale; suntem, spune Walton, precum somnambulii, care,
miscandu-se Intr-o stare de constientd redusa, rdman in contact si cu coordonatele lumii reale.
Mai mult, putem adauga, alaturi de Walton, cé pastrarea contactului mental cu lumea reala,
credinta cd ceea ce se imagineazd este adevarat, sporeste placerea actului de cunoastere
fictionala.

O idee metateoretica este de retinut din esafodajul ideatic al lui Kendal Walton: in
mod cert, realitatea nu este un taram al /ucrurilor-in-sine, independent de observatorii sdi, asa
cum nici fiintele reale nu sunt niste indivizi compusi din trasaturi care pot fi citite Intr-o
singurd cheie. Este important sd exersam si credinta, beneficd pentru dragostea unora dintre
noi pentru fictiune si oamenii fictionali, potrivit careia adevarul lumii si al oamenilor tine si
de ceea ce imaginam: poate ca realitatea si adevarul sunt produsul mai degraba decéat (pur si
simplu) finta gandului si cuvantului. Ceea ce este adevirat sau fals si ceea ce este real sau
fictiv poate fi dependent sau conditionat de o culturd, o limba, o schema conceptuald, un
cadru teoretic sau pur si simplu de constitutia mintii umane.

Observatii de final. Oricat de pedante si codificate conceptual ar fi argumentele
aduse intr-o dezbatere despre existenta sau inexistenta fiintelor fictionale, problematica este
importantd sub multe aspecte - si nu doar pentru cercetatorii stiintifici.

Pe de o parte, trebuie sd stim mai multe despre conditia fiintelor fictionale (daca
existd, cum existd; dacd nu existd, de ce nu exista etc.) pentru a intelege mai bine chiar viata
si oamenii reali. In viata de zi cu zi, oamenii interpreteazi in mod constant - interpreteaza
comportamentul si limbajul altor oameni si se interpreteaza pe ei insisi. Modul prin care
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oamenii reusesc sa interpreteze relativ corect, adica reusesc s calculeze corect ce gandeste si
ce vrea o altd persoand (inteleasa ca agent dotat cu ratiune si intentionalitate), se bazeaza pe
atribuirea de credintd, intentie si dorinta, se bazeaza, altfel spus, pe aproximarea a ceea ce (se
poate presupune) ca gandeste si vrea o altd persoand. Orice mediu 1n care exista vreo forma
de verosimilitate psihologica (adicd majoritatea covarsitoare a operelor literare si artistice)
este un simulator, un spatiu virtual de exercitii pentru viata. Este adevarat ca operele literare
si artistice sunt, cum spune Paisley Livingston (1991, p. 135-174) auberge espagnole
ontologice, intrucat gazduiesc fiinte, actiuni si evenimente trecute si prezente, stari si atitudini
mentale, tipuri de artefacte fizice, institutii si conventii, inscriptii i enunturi simbolice -
precum si calitatile estetice ale oricareia dintre cele de mai sus; dintre toate acestea insa,
fiintele dintr-un text estetic au o importanta aparte. Dacd vrem ca interpretarea unui univers
artistic sa fie autentica si substantiala, trebuie sa fim atenti la ce fac fiintele fictionale, trebuie
sd urmdrim intentiile acestora, trebuie sd analizdm cum 1isi investesc ratiunea practica si
irationalitatea; de aceea, ne spune aceeasi autoare, teoriile textului sunt sterile, daca nu au o
dimensiune psihologica. Nu exista teritoriu de cunoastere, care sd arate cum poate fi viata mai
substantial, mai autentic, mai divers decat teritoriul artei si literaturii. Desi singulara,
experienta esteticd este, s nu uitdm, o experienta a vietii trdite — o experientd fundamentala,
cea mai buna dintre experientele vietii obisnuite (Schaeffer, 2021, p. 39)

Pe de alta parte, desi poate parea contraintuitiv, fiintele fictionale ne pot ajuta sa ne
ancoram mai bine in viatd. Existd posibilitatea ca cei care tin o carte in mdini sd vrea ca
fiintele fictionale sa existe, pentru ca viata imaginata a fiintelor ireale nu doar le imbogéteste
viata reala, ci, vorba lui Flaubert, o face suportabila. Dar, la fel de bine se poate intdmpla ca
generatiile mai tinere, cele cu mintile educate nu de carti, ci de mediile digitale, sa aiba pareri
false (sau sa nu aiba nicio parere) despre fiintele fictionale, pentru ca nu sunt dispuse sa faca
efort de discernere intre real si fictional. Cei care se indeletnicesc cu literatura si arta sunt mai
aparati in fata travestiurilor hiperreale ale fictiunii; dar, cum trdim intr-o lume in care,
acaparand complexele roluri pe care literatura le-a avut secole de-a randul, mediile digitale
exploateaza avid relatia dintre real si fictiune si ne propun realititi (numite acum)
augmentate, incapacitatea de a distinge Intre regimurile de existentd, incapacitatea de a
intelege ce este si din ce este facutd o fiinta fictionald sunt pericole grave, care pot dezancora
o fiinta din viata reald. S-ar putea sa fie nevoie de mai mult decat reverificarea agendelor
teoretice; s-ar putea sd fie nevoie de concertarea multidisciplinara a reflectiei teoretice si o
comunicare mai eficientd a ce sunt realul si fictiunea in acest moment, spre a gasi solutii
terapeutice pentru generatiile tinere, care cresc seduse de digital, care cred ca realitatea este
sdraca si trebuie neaparat Tmbundtititd cu efecte speciale. Poate ca, reflectand si actionand
impreund, parintii, profesorii si teoreticienii artei sa isi faca auzite explicatiile despre ce este
(si ce trebuie s ramana) viata si fictiunea.
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Abstract

The present text aims to problematise the work of I.L. Caragiale through the lens of reception
theories, hermeneutics, and textuality while at the same time questioning some of the structuring
themes of his writing, such as truth, the quest and the reader. Using texts such as ‘O conferentd’,
‘Doua loturi’, ‘Inspectiune’, ‘Napasta’, ‘D’ale carnavalului’, ‘Abu Hassan’, ‘I Aprilie’ and others,
the author aims to highlight elements of substance, attitude and style that converge in Caragiale’s
writing, which, beyond the social, it associates the metaphysical comic or the idea of empty
transcendence with the concern for truth, meta-textuality or the social. In this context, the proximity
of LL. Caragiale to Alphonse Allais or Henry James, in the interpretations of Umberto Eco and
Wolfgang Iser, is supported beyond the similarities that legitimise the reading of I.L. Caragiale from
the perspective of reception theories, by the fact that their relevant texts were written at the height of
the Belle Epoque. Therefore, Caragiale’s world appears as a luminous, complicit, seductive irony.

Keywords: 1.L. Caragiale; poetics; reception theories; Alphonse Allais; Henry James.

1. Context analitic

Dupa un secol si mai bine de exegeza caragialiand, un text despre Caragiale care-si
propune sa exploreze schita O conferenta si, prin intermediul ei, sd identifice marci ale
scriiturii caragialiene ar trebui sa porneasca de la intrebarea ,,Care Caragiale?”. Prin analogie,
raspunsul ar putea fi cel din schita invocata: ,,amice, asta e o-ntrebare pe care numai un orb
trebuie s-o faca” (Caragiale, 2000a, p. 623), replica pe care, spune nenea lancu la inceputul
conferintei sale pe tema Ce este arta?, ar fi dat-o Aristotel unui ,,tAndr zevzec”, curios nu atat
sd afle ce este frumusetea, cat sa-1 puna in incurcaturd pe ,,printul filosofilor”. De ce tine
nenea lancu sa precizeze cd e vorba despre ,,unul din acei coconasi, cum se gasesc in toate
vremurile si locurile, care se fac blazati inainte de a se fi bucurat de bunatatile lumii, ca niste
pantece (iertati-mi expresia) care simt greatd, nu fiindcad sunt prea satule, ci fiindca nu sunt
deloc hranite” (Caragiale, 2000a, p. 623) e greu de spus. Va fi fiind o prima tentativa de
verificare a competentei auditoriului ori poate o incercare de a-l1 persuada si de a si-l face
complice? Intr-adevar, urmeaza »aplauze” si ,;mare ilaritate”. Printre cititorii lui Caragiale,
urmeaza si curiozitatea produsd de acronimul S.P.M.D.R., cu vagi sugestii poate ambiguu-
licentioase, caci spre sfarsitul explicatiei, naratorul precizeaza: ,,si, dacd madam’ Parigoridi
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nu s-ar ocupa de toate, «s-ar duce dracului S.P...». Si daca s-ar duce S.P., ce s-ar face
M.D.R.” (Caragiale, 2000a, p. 620).

Dar raspunsul cd numai un zevzec poate sa intrebe despre care Caragiale e vorba are
in spate convingerea generala ca existad un singur Caragiale, ca sensurile operei lui sunt la
vedere si implica un minim efort de interpretare. In realitate, desi nu putem spune ci existd
atatia Caragiale cati cititori, existd, totusi, foarte multi, clasificabili in cateva categorii mari,
dupa criterii tipologice si diacronice distincte. Pozitionari analitice diferite si incompatibile se
intersecteaza cu mutatii in timp, relevante pentru schimbari de gust, de viziune asupra artei si
de context nu numai metodologic, ci si istoric. Caragiale a fost interpretat si contextualizat
politic, ideologic, didactic, national, metafizic chiar, iar aceste instrumentalizari 1si gasesc
legitimitatea chiar in opera. Caragiale Insusi ofera permanent un manual de utilizare,
sugerand argumente si construind capcane pentru interpretari multiple. Tema ,orbirii” —
structurantd in scrisul sdu, una dintre acele teme originare, cu caracter declansator —
functioneaza nu doar 1n lumea pe care el o creeaza, ci si in relatia pe care Caragiale o are cu
cititorii/spectatorii/receptorii sdi. In fapt, el are constiinta nu numai a propriei valori, ca si
orgoliul ei, de altfel, ci si pe aceea a insuficientei intelectuale a receptorului. Spune la un
moment dat:

Talentele, mai mult sau mai putin numeroase la un moment dat, vor fi in lumea
aceasta vecinic, precizeaza el, niste exceptiuni; asemenea, si cei ce le vor intelege
aceste talente vor fi iardsi niste exceptiuni mai mult sau mai putin frecvente;
totdeauna, insd, imensa majoritate a lumii va fi compusa din oameni normali, cari nu
vad cu gandul decat pana in varful nasului, si vad cét le trebuie (Caragiale, 2001, pp.
80-81).

In tot cazul, in ecuatia scrisului lui Caragiale, receptorul ocupi o pozitie centrali.
Prezent sau nu in text, el este mobilul — psihanalizabil, poate, al — intregii sale angajari in
scris, chit ca n-ar putea sa-1 numeasca pana la capat, precum Baudelaire, mon semblemble,
mon frére.

In fond, Caragiale 1i oferi cititorului doar cioburi de realitate, in asa fel incat,
indiferent dacd se afla In lumea fictiunii sau in lumea autorului care negociazd cu el
identitatea textului, cititorul e obligat sd reconstituie constructii narative sau dramatice
ipotetice si sa devina un interpret de semne. latd de ce Caragiale nu construieste istorii sau o
Iume in maniera traditional; va fi sarcina cititorului si faci acest lucru. In scrisul sau, astfel
de istorii si lumi sunt persiflate, parodiate, simulate. E aici, in fond, o lipsa totala de incredere
in naratiunea ca lume. In locul naratiunii, o schita. In locul unei reprezentiri figurative cat
mai fidele, un ,,diavol” de copil, asa cum stim din Cdteva pareri, deseneaza un nas si o rigla.
Nu numai cé toti colegii il recunosc pe profesor, dar, sub puternica impresie a dublului,
profesorul dispare devenind emotie. Reprezentarea si emotia iau locul realititii, purificate
astfel. In tot cazul, la Caragiale, lumea nu existd in sine, ci numai ca interpretare, fie ea
intratextuald, caz in care e propusa de instante din interiorul operei, fie extratextuala, propusa,
prin urmare, de cititori. Este motivul pentru care textul lui Caragiale nu e pus in slujba lumii,
adica a realitatii, ci a perceperii, reconstituirii si, finalmente, intelegerii ei. Tocmai pentru ca
oferd fapte In maniera brutd (de aici, anonimele, telegramele, fragmentele de ziar, notatiile
autenticiste etc., dar si imaginile inregistrate parca vizual si fonic), cititorul e obligat sa
reconstituie lumea, iar naratorul joaca/simuleaza postura unui martor lipsit de omniscienta.
Pana la autenticitatea lui Camil Petrescu nu mai e decat un pas, dar la Caragiale lucrurile sunt
mai interesante. Textul e scris intr-adevar de cineva care noteaza ceea ce vede, citeste sau
aude; doar ca, asa cum precizeaza Caragiale explicit in cateva din scrierile sale, simturile nu
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pot fi sursa cunoasterii adevirate; ele insala, induc in eroare. ,,Am vazut cu ochii” (Caragiale,
2000b, p. 57) zice jupan Dumitrache, iar Efimita, careia Leonida ii pune la indoiala spaima,
spune: ,,Da’ bine, soro, am auzit, am a-u-zit; cum s-auz ce nu era? Ce-am auzit daca nu era
nimica?” (Caragiale, 2000b, p. 89). Si in joc intra tot felul de situatii. Numarul 6 e, de fapt, 9;
»scarta-scarta pe hartie” se dovedeste a fi jurnalistul de la ,,Vocea Patriotului Nationale”, iar
,legatura de gat” de pe patul Vetei ii apartine pur si simplu lui Chiriac, omul de incredere al
suspiciosului Dumitrache. A spune ca instanta (sau ochiul din perspectiva cédruia sunt
prezentate faptele) e necreditabild e insuficient; pe post de prestidigitator si de regizor,
Caragiale simuleaza totul, inclusiv lipsa de omniscientd. In fapt, in scrisul lui totul e
conventie, adica joc.

Sa disociem intre autor si narator? Pe aceasta ezitare, pe care o provoaca deliberat,
mizeaza si Caragiale pentru a crea ceea ce eu numesc efectul de real. In cazul textului pus in
discutie, ca in multe altele, de altfel, naratorul-scriitor se adreseaza direct unui public. ,,O sa
ma-ntrebati insa: ce insemneazd S.P.M.D.R?” (Caragiale, 2000a, p. 620). Altundeva, citim:
,»Aici spatiul masurat nepermitdndu-mi a reproduce pe larg conferenta mea, ma marginesc a o
da 1n liniamentele generale” (Caragiale, 2000a, p. 624), cam asa cum, in micro-naratiunea
amintitd, un diavol de copil, prin intermediul unui nas si al unei rigle, deseneaza, in
»liniamentele” generale, imaginea profesorului. Sa-1 credem pe autor si sd acceptam ideea ca
textul aratd asa cum aratd pentru cd autorul e constrans de limitele unei pagini de ziar? Faptul
acesta conteaza, dar nu mai mult decat acela ca autorul vizeaza un public concret, imediat,
care trebuie sa-i devind complice. Dar acest context, cu consecinte la nivelul retoricii, 1i este
lui Caragiale natura. In tot cazul, prin invocarea lui in text, cititorul devine complice si solidar
cu autorul. Pe de alta parte, tocmai pentru ca efectul de real e ceea ce conteaza, cititorul e
partas si martor la Intdmplari despre care i se ofera certitudinea ca s-au petrecut. E relevant in
acest sens finalul din Doua loturi. Dincolo de multiple sensuri care decurg din afirmatia
»Dacd as fi unul dintre acei autori cari se respectd si sunt foarte respectati, as incheia
povestirea mea astfel (...)” (Caragiale, 2000a, p. 236), dublata de replica: ,,Dar... fiindca nu
sunt dintre acei autori, prefer sa va spun drept: dupd scandalul de la bancher, nu stiu ce s-a
mai Intdmplat cu eroul meu si cu madam’ Popescu” (Caragiale, 2000a, p. 236), sd o retinem
sl pe aceea cd, in spiritul autenticitatii, autorul din text livreaza ideea ca tot ceea ce s-a
intamplat pana acum ar tine de sfera realitatii, faptele fiind prezentate din perspectiva unui
martor, fie el si omniscient. Asadar, fictiunea i se livreaza receptorului ca adevar. in sens
invers, ipoteza ca cei doi eroi au nnebunit, care valideaza gustul vulgar al publicului si pe
care autorul o persifleaza prin stilul retoric, patetic, ,,psihologic”, cum il numeste Caragiale
intr-un loc, nu-i cu totul straind de adevar. Scandalul de la bancher ¢ momentul culminant al
unor date relevante pentru caderea psihicd a lui Lefter Popescu si pentru labilitatea sa
maniacald. Nu e nevoie de vreo precizare in plus ca s intelegem cd Lefter a innebunit, céci,
pani la criza de la bancher, sunt deja suficiente in acest sens. In paralel, textul ¢ plin de
indicii care indreapta atentia cititorului Intr-o anumita directie, o ironie in plus la adresa lui si
a lumii: Lefter e Eleutheriu (are adica o legaturda ombilicala cu ideea de libertate) si locuieste
pe str. Pacientii numarul 13 (virtual pacient, Lefter e la antipodul pacientei, rabdarii), la
chivute se ajunge trecand pe strada Emanciparii, biletele, coincidente bizare pe baza unei
probabilitati aiuritoare si absurde, sunt cele castigitoare, dar par viceversa si lista ar putea
continua. Fatalitatea, invocatd adesea in text, se joaca nu doar cu destinul personajului, ci si
cu identitatea cititorului, convins finalmente cd 1n scend se joacd un comic metafizic, o
transcendentd goald, marturie a existentei unui demiurg rau, un mauvais démiurge.

In sensul efectului de real, in O conferentd sunt folosite si alte solutii. Semnat
,Caragiale” si, in versiunea din ,,Universul” (20 februarie 1909), avand subtitlul Dare de
seamda, textul face trimiteri la experientele pe care Caragiale le-a trait, inca din copildrie si
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adolescentd, in lumea teatrului. Mai mult, madam Parigoridi, vicepresedinta societatii, i se
adreseaza personajului cu apelativul folosit de amicii lui Caragiale, lancule. E cu atat mai
interesanta in acest context invocarea presedintei S.P.M.D.R., doamna Trahanache, caci ea
vine In acest text din lumea fictionald, in felul acesta validatd ca reald. Iluzia devenitd
realitate si viceversa, iatd principiul instituirii acestei lumi fictionale. In parantezi fie zis,
presedinta Societatii Protectoare a Muzelor Daco-Romane nu se putea afla decat la Paris, la
fiul ei, banuim, cel care emisese teza ,, Tatito, unde nu e moral, acolo e coruptie, si o sotietate
fard printipuri, va si zici ¢ nu le are!...” (Caragiale, 2000b, p. 109). In tot cazul, erou si
narator al acestei schite, ,,nenea lancu” e asociat firesc omului concret Caragiale, care
colaboreaza la ,,Universul”, care e invitat sa tind conferinte pe diferite teme, care si-a petrecut
copildria si tineretea In lumea actorilor etc. Si tocmai pentru cd se bazeazd pe acceptarea
acestei conventii, adicd pe onestitatea si credulitatea cititorului, autorul inventeazd. Lumea e
fictivd tocmai pentru cd personajul care scrie dand senzatia ca vorbeste direct cuiva este un
dublu al autorului care ofera garantii de adevar. Autofictiune? Nu e nevoie de un concept in
plus aici. Autenticitate? Cu atat mai bine. Autenticitatea e o dovada ca totul e scriiturd. Dar
tocmai acest joc, ca pe o bandd a lui Mobius (care pledeaza pentru ideea ca totul e iluzie,
aparentd, ca adevarul e minciund si viceversa, intr-o lume a cérei consistentd — grotesca,
burlesca, foarte materiala — e tocmai iluzia ei, joc de oglinzi), face ca printre afirmatii care
simuleaza, exagereaza si mint de dragul jocului s se strecoare intentionat idei in care
Caragiale crede. E povestea adevarata sau falsa? E si una, si alta, in acelasi timp? Din aceasta
dilema nu vom putea iesi. De altfel, Caragiale e mare constructor de enigme, iar acest lucru
se datoreaza unei anumite pozitiondri a subiectului care povesteste: lumea pare sd nu existe in
sine; neputincios sd o descrie neutru in liniaritatea ei progresiva si cumulativa, autorul
apeleaza la reprezentdri, transferand responsabilitatea reconstituirii ei asupra unui
intermediar, fie el personaj sau cititor. De aceea, lumea e doar o ipoteza, iar ceea ce conteaza
este relatia pe care autorul o stabileste cu cititorul ipotetic, prezenti ambii intr-un fel sau altul
in text. IntorcAndu-ne la O conferentd, si ne imaginim povestea spusi liniar, in manierd
traditionald, la persoana I sau la persoana a IlI-a, putin importa. Nimic n-ar mai fi fost la fel.
Asa cum e scris, textul e un comentariu continuu la intdmplari sau la un discurs, id est
conferinta propriu-zisd, certificate ca adevarate. latd de ce importantd nu e ,Jlumea”, ci
»executia”. Asupra acestei chestiuni, Caragiale insista in cateva din textele sale publicistice.
Executia (iar Caragiale, mare meloman, stie ce ITnseamna ea cu adevirat) este aceea care
atrage dupa sine o anumita reactie. Ceea ce conteaza in cazul schitei facute de ,,diavolul” de
copil din Cdteva pdreri nu e profesorul, ci reactia elevilor. In fata zidului pe care el e
reprezentat, copiii simt ,,cantarea cea miraculoasd” (Caragiale, 2001, p. 56); profesorul nici
nu mai existd. Executia produce saltul din concretul faptului-divers in artd, din tenebrele
spaimei in armonie.

2. Un ironist si doi receptori, in O conferenti

Sa revenim insd la O conferenta, text, In comparatie cu altele precum Inspectiune,
Doua loturi, dar si teatrul lui Caragiale, destul de inocent pe tema cititorului din text.
Cuvantul inocent nu e poate cel mai potrivit, din moment ce sunt expuse aici, cu larghete,
capcanele intinse de autor cititorilor sai. Prin antifraza si exces retoric, inocenta Insasi e
simulata, caci secventele pe tema nationalului, mondenitatilor, pedanteriei, eruditiei etc. par
sa nu aiba alt rol decat acela de a extazia publicul amator. Or, cititorul real ar trebui sa
remarce tocmai excesul. Cum Caragiale persifleaza chiar ideea de conferintd, invocarea
raspunsului lui Aristotel — ca intrebarea Ce este arta? nu poate fi pusa decat de un ignorant —
e un mod de a da cu tifla tuturor. Cazute in extaz, doamnele care-1 ascultd nu vad oglinda care
li s-a pus in fata. Cititorul Insa o vede. Doar el?
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In fine, povestea e cunoscuti. Dupi ce promisese ,junei amice din tinerete, madam’
Parigoridi” (Caragiale, 2000a, p. 619), ca va conferentia pe tema Ce e arta?, nenea lancu e
disperat si invoca — unul dintre jocurile frecvente la Caragiale, acesta, al paradoxurilor —
posibilitatea de a se salva prin sinucidere. Tocmai de aici aerul puternic de neseriozitate, de
exagerare burlesca. De un patetism jucat, stilul in esenta lui e facut sa exhibe intentiile, asa
incat disperarea si sinuciderea intra natural in acest joc de simulare. Nu intamplator Caragiale
isi pune personajul s constate: ,,Sunt sase ceasuri dimineata... In sfarsit, Aurora cu degetele
ei de roza a deschis portile Orientului” (s.n.) (Caragiale, 2000a, p. 621). Dar de salvat, nu-1
salveaza retorica, ci, dupa cum stim, d. Florian, mesterul cizmar, de la care nenea lancu urma
sa-si ridice ,,ghetele de lac, pentru conferenta” (Caragiale, 2000a, p. 621). Din explicatiile
mesterului, care vorbeste despre mestesugul sau ,,greu si migalos” si despre cele necesare
alcatuirii ghetelor — calapoade, talpa, fata, captuseala, ata, pap, cuie, sculd —, la care, evident,
se adaugd ,mintea si puterea care, din toate cele risipite-n lume, sd ne pregateasca
materialele” (Caragiale, 2000a, p. 622), dar, mai ales, finalmente, dibdcia mesterului, lui
nenea lancu 1i rdsare In minte, prin analogie, ideea salvatoare. E la mijloc o maieutica.
Altundeva, unde nu mai avem perspectiva unui intermediar, astfel incat analogia nu poate fi
cititd In cheie ironica, I.L. Caragiale precizeaza:

A crea — a apuca din haosul inform elemente brute, a le topi impreund si a le turna
intr-o forma, care sd Imbrace o viata ce se diferentiaza Intr-un chip absolut de tot ceea
ce nu este ea — aceasta este puterea naturii $i a artistului (Caragiale, 2001, p. 59).

Putin importd aici digresiunea, amintind de La Pasti (1900), pe tema ghetelor
[,,Ghetele sunt gata si-mi vin de minune; foarte potrivite; cat ma strange una-n dreapta, ailalta
tocm-atata mi-e largd-n stanga; dar «elegant ceva»” (Caragiale, 2000a, p. 621)], digresiune
care functioneaza ca un contrapunct, mic repaus glumet cu functia de a distrage pentru o clipa
atentia de la miezul problemei, asa cum va face consecvent nenea lancu cu publicul sau. Caci,
intr-un discurs patriotard, patetic si digresiv (ce sd caute aici enciclopedismul vulgarizator
despre Aristotel?), rezumat si povestit cu intermitente, nenea lancu simuleaza omniscienta;
actor pe o scend, isi exhiba ghetele abia luate de la mester devoaland analogia care-l salvase,
castigand astfel adeziunea publicului, si invoca sursele primare ale artei, asociate nationalului
(,,frumusetile patriei”, ,,industria nationald”), provocand admiratie, aplauze, buna-dispozitie.
Indiferent la regulile consacrate ale speciilor literare, scena nu e povestita, ci reprezentata si,
ca Intr-un reportaj, secventele de discurs sunt intrerupte de inregistrarea, in paranteza, a
reactiilor publicului: ,,Aplauze. Mare ilaritate” (Caragiale, 2000a, p. 624), ,,Aplauze
furtunoase. Ovatiuni, nu pentru printul filozofilor” (Caragiale, 2000a, p. 624), ,,Aplauze.
Bravo repetate” (Caragiale, 2000a, p. 624), ,,Aplauze zguduitoare” (Caragiale, 2000a, p.
624), ,,Oratorul se da jos de pe tribund, la rampa, si ridicand unul dupa altul picioarele, isi
aratd ghetele noud, apoi iar urca la tribuna. Rasete. Aplauze entuziaste” (Caragiale, 2000a, p.
624), sau: ,,Aplauze asurzitoare. Oratorul se opreste, se sterge pe frunte si asteaptd, ca ovatiile
sa se potoleasca. Oratiile se potolesc” (Caragiale, 2000a, p. 625). Conferentiarul e, de fapt, un
actor care vrajeste publicul si nu ezitd sa faca asupra propriilor opinii comentarii simuland
dialoguri, adversitati, dezbatere.

Asadar, intreaga conferinta trebuie citita in cheie burlesca. Si, totusi, exista ceva care
nu intrd 1n acest cod de lectura. Simulantul cinic face la un moment dat un pas inapoi. Si in
aglomeratia de digresiuni, analogii, referinte livresti asociate jocului cabotin de scena si
admiratiei pe care o starneste si o controleaza, exista o secventa care cred ca trebuie citita n
cheie grava. Dupa ce batuse campii, raspunzand cliseelor si asteptarilor, in finalul expunerii
conferentiarul spune:
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... Arta este, cum am putea zice mai bine? este Incercarea spiritului omenesc de a
satisface o mare nevoie a spiritului omenesc... care are nevoie, pentru a fi satisfacut, de
o satisfacere tot din partea unui spirit, care si acela... in fine, da... in fine... (Caragiale,
2000a, p. 625),

si vorbitorul, aflat in mare dificultate, are un ,,moment de ameteala” (Caragiale, 2000a, p.
625), peste care trece pentru ca-1 revivificd ,,aplauzele furtunoase” (Caragiale, 2000a, p. 625).
Este punctul culminant al conferintei, iar incheierea in care Aristotel si tandrul zevzec sunt
invocati din nou face ca publicul si intre in delir: ,,Entuziasm la culme. Toate damele in
picioare. Ovatiuni nesfarsite. Fanatism” (Caragiale, 2000a, p. 625). Chit ca jocul de scend
continud cu abilitate dramaticd, e, In afirmatia prin care nenea lancu defineste arta, ceva care
ii asigura statutul de adevar. De altfel, in scrisul lui Caragiale existd nu o datd secvente greu
de plasat cu certitudine intr-un anumit tip de discurs, ironic sau grav; iar autorul nu lasa la
vedere semne care sd incline balanta intr-o directie sau alta: pisica lui Schrodinger va raméne
vesnic inchisa in cutie.

Sfarsitd in sofism sufocant, afirmatia de mai sus este o punere in scend a convingerii
lui Caragiale. De altfel, fie si in cheie persiflantd, de-a lungul intregii conferinte apar
elemente ale unei viziuni clasice asupra artei vazute ca transfigurare, dublate de date
moderne: arta ca mestesug, care se foloseste de ,,materii risipite” (Caragiale, 2000a, p. 624),
organizate, insd, ,,dupd nevoia si intentia noastrd” (Caragiale, 2000a, p. 624), arta care nu
existd decét prin receptor si, finalmente, cumva in contradictie cu tot ce spusese despre
transfigurare, arta ca urgentd a fiintei si impuls creator, Ouroboros, sarpe care-si inghite
coada, ,,Incercare a spiritului omenesc de a satisface o mare nevoie a spiritului omenesc”
(Caragiale, 2000a, p. 624). lar ceea ce urmeaza e o revenire fie la simularea gravitatii, fie la
viziuni irationaliste, romantice, mistice, filosofice, persiflate sau nu. In tot cazul, nu e vorba
aici, in aceasta definire a artei, de inspiratie. Cat despre ,,intentia noastra”, ea nu tine neaparat
de o angajare ideaticd, ci de una artistica, focalizatd pe efect. Teatrul e arhitectura, spune
Caragiale. Si nu numai teatrul. In vreme ce , literatura” e retorica aplicata si ideologie, teatrul
e constructie, adica organicitate: nimic inutil, totul angajat intr-un mecanism de producere de
efect. lar efectul vizat e prinderea cititorului/spectatorului ca intr-o capcand in panza de
paianjen a textului/lumii. E mult Poe in toatd povestea aceasta. La un alt nivel decat cel al
lumii prezentate sau reprezentate, receptorul face parte din ecuatia operei. Cu el poartd
autorul un dialog, trimitandu-i indicii, obligdndu-1 sa intre in text, eventual, ridiculizandu-1.
Tocmai de aceea, si autorul, si receptorul sunt prezenti in text. Evident, si in O conferenta,
text care, ca alte cateva, Abu Hassan printre ele, functioneaza ca o cheie de deschis usi
secrete, ca un mecanism de spart enigme.

Ceea ce dd sens intregii naratiuni este insd finalul ei. Caci dacd de-a lungul
conferintei, fusese provocat in crescendo extazul unui public pe care nenea lancu il dirijeaza
cum vrea, ca 0 pe o marioneta, jucandu-i 1n acelasi timp o farsa, in final intelegem ca exista
totusi cineva care n-a cazut in capcand. Publicului inocent si ingenuu i se opune madame
Parigoridi. Ea intelege capcana pe care a intins-o abilul prestidigitator; ea stie. Cazul nu e
singular la Caragiale. S ne amintim doar de Conu Leonida fatd cu Reactiunea. ,,Prinzand
limba” (Caragiale, 2000b, p. 96) si ,,cu umor” (Caragiale, 2000b, p. 96), Efimita i spune lui
Leonida ,,A fost ldsata, secule!” (Caragiale, 2000b, p. 96), joc de cuvinte inteligent relevand
defectarea, pentru o clipa doar, a mecanismului de functionare a relatiei dintre cei doi eroi ai
farsei, o farsd provocatd, fapt semnificativ, nu de o instantd straind, ci de spaimele,
prejudecdtile si limitele personajelor. Aici insd, fiind vorba despre o relatie de parteneriat si
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complicitate intre persoane egal — e mult mai mult decét atat. S ne amintim finalul din O
conferenta:

— Fie! frumos ne-ncaltasi, unchiule!

Si-mi intinde méana. I-o sarut si-i raspund si mai Incet:

— Merci de compliment, nepotica!... decat... mana mi-o intinzi? Ce! Eu sunt manusar?
La cizmar, altceva se-ntinde.

— Tot obraznic ai ramas, nene lancule! (Caragiale, 2000a, p. 625).

Constatarii glumet-concesive si formulei de adresare vag complice a tinerei doamne,
nenea lancu 1i rdspunde printr-un enunt care face parte dintr-un veritabil mecanism de
seductie. Desi par numai textuale, sugestiile au o incarcdturd erotico-sexuald precisa.
Madame Parigoridi insa, desi raspunde provocirii, nu cedeazi avansurilor. In acest context,
cateva intrebari par cu totul legitime. Tot acest exercitiu de a exploata cu stiintd, inteligenta si
cinism vulnerabilitatile unui public ingenuu nu are cumva drept scop impresionarea si, n
consecintd, seducerea doamnei Parigoridi? Nu aveam de-a face, de fapt, cu ceea ce, vorbind
despre Slavici, Vasile Popovici numeste personaj trialogic (Popovici 1997, p. 19)? Nenea
Iancu se adreseaza muzelor usor impresionabile, dar e interesat evident de cucerirea dnei
Parigoridi. Ea este tinta. Nu apartinuse totul unei strategii de seductie? De altfel, dacd a
acceptat si tina aceastd conferinti, nenea lancu a ficut-o tocmai de dragul ei. In fond, putin
dezabuzat, el pune de la inceputul textului problema seductiei. Prin urmare, madame
Parigoridi nu doar cd n-a cazut in capcana livratd pentru inocenti, dar n-a cdzut nici in
capcana — abia aceasta Intinsd pentru ea — care sa faca din complicitatea fatd de inocenti un
argument suficient pentru o aventura erotica. Si-aici e nevoie sd facem un pas inapoi catre
inceputul textului. Dacé a promis ,,junei sale amice din tinerete” (Caragiale, 2000a, p. 620) ca
va tine conferinta, aceasta e ,,0 chestiune de constiintd, de onoare, de inimd” (Caragiale,
2000a, p. 620). Si daca niciun nor n-a intunecat vechea prietenie, acest fapt e corelat cu felul
doamnei Parigoridi de a i se adresa. Spunandu-i ,,unchiule”, nu cumva doamna Parigoridi ii
citeste exact intentiile? Jucand inocenta si nevinovatia, nenea lancu isi aminteste ca la teatru,
pe vremea cand i se spunea ,,ma”, ,,0 prietend a mers cu indrdzneala pana chiar sa-mi traga
palme si, pe onoarea mea, degeaba... cine stie ce i se paruse” (Caragiale, 2000a, p. 619). La
patruzeci de ani, i se spunea direct lancule, ba chiar ,,ma, lancule”. ,,Dar sa lasdm astea, care
sunt — adicd, au fost — nimicuri trecatoare, si sa ne gandim la viitor: ce fac eu cu madam
Parigoridi?” (Caragiale, 2000a, p. 620). Madame Parigoridi?! Cat de tanara sa fi fost din
moment ce lancu spune cé este o ,,jund amica de tinerete”? Va fi fiind — a propos de efectul
de real — sotia acelui Costica Parigoridi, din Repausul dominical, care plecase cu copiii la
Muscel? Nu-i vorba, si el 1i spune eroului nostru tot nene lancule. Ceea ce stim este cd avem
de-a face cu o noud incercare de seductie, ratatd si de data aceasta. E sensul ultimei replici a
Doamnei Parigoridi [,,Tot obraznic ai ramas, nene lancule!” (Caragiale, 2000a, p. 625)], o
virtuoasa si, mai presus de toate, bund hermeneutd, caci o capcand deconspiratda e o capcana
in care nu mai cade nimeni. In tot cazul, nimic nu e inocent in scrisul lui Caragiale;
dimpotriva, deseori e vorba de capcane intinse cititorului, de piste eronate, de sugestii de
falsd interpretare, de chei gresite pentru a intra in labirint. Bun cunoscitor al lui Poe,
Caragiale construieste indicii si lanseazd ipoteze, facand din cititor, fie el inocent sau
inteligent si complice, un admirator si nu de putine ori o victima. Si daca nimic nu e inocent,
cu atdt mai putin ar putea fi numele vicepresedintei. Rddacina comund a numelui ei cu
substantivul parigorie, care Inseamna consolare, mangdiere, incurajare, face din exercitiul
de seducere o dovada a nevoii de intdlnire cu celdlalt. Fara celalalt, care trebuie sa-i fie sau
sd-i devind complice, subiectul suferd. Seductia tine de esenta unui subiect care simte nevoia
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sd se reintemeieze continuu. Trece cu totul in plan secundar faptul ca avem de-a face aici cu
doi receptori diferiti — grupul de ascultatoare si madam Parigoridi —, dintre care unul, victima
sigurd, prin inocenta sa hraneste complicitatea cu receptorul de calibru. Nici acesta din urma
nu trebuie sa fie vreodata sigur de solidaritatea autorului. Exemplu limpede, Doud loturi. A
trebuit sa treaca aproape un secol pana cand cineva — este vorba despre Florin Manolescu
(2002) — sa rupa panza de paianjen si iluzia si sa se elibereze de indiciile care au pregatit
capcana pentru a intelege ca loturile nu sunt inversate. Dar si dupa ce aceasta iluzie s-a spart,
textul nu intrd intr-o altd paradigma interpretativa: comicul metafizic continud sa existe,
transcendenta goald, de asemenea. Li se adaugd, complementar, fatalitatea ironicd, bazata pe
ideea ca totul e iluzie; un autor inteligent simuleaza in permanentd ipoteze de interpretare,
prin urmare, lumi alternative, punand in prim-plan in scena relatia sa cu cititorul.

Asa cum reies e din scenariul schitei O conferentd, arta este exact acest exercitiu de
realizare, la niveluri foarte diferite, a unui pact cu tipuri diferite de cititori. Efectul de real,
construit tocmai prin trimitere intratextuala la fictional — caci madam Trahanache are rolul de
a legitima autenticitatea Intdmplarii, adevarul ei in plan real —, face ca nenea lancu, cu
experienta invocata a copilariei in lumea teatrului, sa poata fi asimilat lui Caragiale. Publicat
in ,,Universul”, textul transforma cititorul real intr-un martor al existentei scriitorului. Si chiar
daca intelegem conventia, Caragiale se deconspira Intr-un astfel de text, tot asa cum, pusa sub
semnul ridicolului, intrebarea ce e arta primeste si un raspuns serios. Sa& mergem pana acolo
incat sa credem ca, fard un receptor/spectator/cititor care sa-l valideze, Caragiale e disperat?
Ca-1 dispera poate mai mult esecul in incercarea de a-si transforma receptorii in victima? Nu
trebuie sa-1 credem deloc atunci cand afirma ca pentru artistul veritabil reactia receptorilor n-ar
trebui sd conteze. Asa cum nu trebuie si-1 credem pe nenea lancu, chiar daca ar lasa sa se
inteleaga ca finalul schitei e un simplu joc.

Suportd oare faptele, asa prezentate, si un substrat psihanalizabil? De fapt,
mecanismul de seductie releva o slabiciune si solutia unei salvari. Dincolo de damele daco-
romane, victime ale unei inscenari, cinicul are, cum am vazut deja, un interlocutor pe masura:
Madam Parigoridi. Relatia quasi-eroicd cu ea implicd nevoia, poate chiar urgenta unei
confirmiri. In termenii lui Richard Rorty, Caragiale e un ironist, adicd o ,,persoana ce are
dubii in privinta propriului vocabular final, propriei identitdti morale si, poate, a propriei
sanatati mental” (Rorty, 1998, p. 292) si, pentru toate acestea, ,,are nevoie disperatd de a
vorbi cu alti oameni, are aceastd nevoie cu aceeasi stringentd cu care oamenii au nevoie sa
faca dragoste” (Rorty, 1998, p. 292). In logica aceasta, Rorty continui: ironistul

are nevoie sa facd asta pentru ca numai conversatia il face capabil sa controleze aceste
dubii, sd se adune pe sine, sd-si pastreze suficient de coerentd tesdtura de opinii si
dorinte, incat sa-1 facad apt sa actioneze. El are aceste dubii si aceste nevoi pentru ca,
dintr-un motiv sau altul, socializarea nu a avut loc integral (Rorty, 1998, p. 292).

Mai mult, e important ca

aceste relatii trebuie sa fie cu oameni suficient de inteligenti pentru a intelege despre ce
vorbesti — oameni ce sunt capabili sd vadd cum ai putea avea aceste dubii, pentru ca ei
stiu cum sunt asemenea dubii, oameni ce sunt ei ingigi daruiti ironiei (Rorty, 1998, p.
293).

Un astfel de om este doamna Parigoridi. Prin urmare, jocul erotizant si provocator pe care,
sub semn ludic si ipotetic, nenea lancu i-1 propune va fi avand in spate nevoia unei certificari
de sine. O slabiciune care, la dublul sau, I.L. Caragiale, ascunde o identitate, morald si nu
numai, in criza, dacd nu cumva chiar spaima ,,propriei sanatati mintale” (Rorty, 1998, p. 292)
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amenintate. Placerea de a comunica (cuvantul pldcere nu e nici pe departe suficient; ar trebui
sd spunem poate disperarea), de a fi pe scend, de a vorbi celorlalti (dovada, corespondenta
scriitorului, dar si prezenta sa dinamica pe scena literaturii) e marturia unei crize convertite
intr-un joc de atragere de complici. Superstitios, o stim, Caragiale a avut cateva obsesii,
printre ele, si pe aceea a nebuniei, pe care le-a explorat prin intermediul literaturii, asupra
carora nu insist aici. E ca si cum, scriind despre ele, le-ar fi exorcizat. Asa cum seducerea, in
toate sensurile posibile, 1-ar putea vindeca.

3. Ce e un autor?

Dar analiza propusa schitei O conferentd e si un pretext pentru a oferi, fie si in
liniamente generale, directiile unui proiect de dezvoltat, care porneste de la contextul
exegetic dominant. Chiar dacd LL. Caragiale a afirmat ca featrul nu e literatura, ci
arhitectura [putem alcatui o listd de texte care, explicit sau implicit, sustin asertiunea;
afirmatia explicita e facutd in ,,Oare teatrul e literatura?” (Caragiale, 2000, pp. 831-834)], la
fel de prezente sunt in scrisul sdu afirmatii care, fard prea multe nuantari, ar putea valida
dimensiunea, In mod primar spus, confinutistd a operei lui. Nu vorbeste Caragiale de o
intentie a autorului? Nu spune el explicit, in Cateva pareri, in termeni de poetica clasica, ca
literatura exprimi o intentie si literatura reflectd realitatea'? Esecul interpretirii lui E.
Lovinescu, de exemplu, care era convins ca peste cincizeci de ani teatrul ui Caragiale va
functiona ca simplu muzeu, are la origine tocmai o astfel de intelegere. Atunci cand
inadecvatele forme 1isi vor fi creat fondul, reprezentarile lui Caragiale vor avea statut de
marturii dintr-o lume disparuta, crede el. Facand saltul dinspre societate spre om, E. Ionescu,
la randu-i, insista asupra decaderii morale a personajului caragialean. Cand stim insa ca
acuzatiilor agresive din Franta anilor ‘50, care-1 incrimineaza ca nu se angajeaza politic,
Ionescu le raspunde in termenii lui Caragiale, care spusese ca ,teatrul e arhitectura”
(Caragiale, 2000b: pp. 831-832) — Ionescu spune ca o simfonie sau o piesd de teatru sunt
Hstructuri”, ,,constructie” (2002, pp 192-194), cuvantul arhitecturd aparand de asemenea in
vocabularul sdu polemico-teoretic —, deducem cat de mult intrd, 1n insistenta lui pe decaderea
morala a lumii lui Caragiale?, teama de a nu i se recunoaste vreo influenti, anxietatea ei. In
tot cazul, imaginea pe care el o livreaza despre Caragiale este a unui continutist si nu a unui
scriitor care are ca obiect alienarea sau agonia (sugestia, existentd la Paul Zarifopol, 1-ar fi
facut pe Caragiale un precursor al lui lonescu), ci decaderea morala.

Pe aceeasi parte a balantei apasa doud pozitionari care, oricat de diferite pot sa para,
sunt complementare. Prima este aceea a lecturii inocente, vulgare si actualizatoare, care
vorbeste despre o lume, cea prezentd, etern prezenta, atat de bogata in imoralitate etc., careia
i-ar lipsi un pictor de moravuri precum Caragiale, care sd o inregistreze si sd o sanctioneze.
Corelata acestei intelegeri, este o altd lectura, tot vulgara (in sensul ca are creditul vulgului),
pe urmele discutiei despre inaderenta lui Caragiale la spiritul romanesc. Pentru aceasta
interpretare, nu e nevoie de un Caragiale care sa puna in insectar moravuri $i oameni;

! Spune Caragiale: ,,Expresia — adicd forma exterioard, organele materiale — nu are ratiune de a fi dacd ea nu face sa triiasca
o intentiune. (...) Daca expresiunea formala nu poate imbraca potrivit intentiunea, opera este un monstru neviabil; expresia se
topeste-n vant, ea nu inseamna nimica; fiindcd nu ea este scopul, ea este mijlocul, si ca atare, in cazul acesta, nu poate servi
la nimic” (Caragiale, 2001, pp. 57-58). Altundeva: ,,intelegem un ce dintr-un cum” (Caragiale, 2001, p. 61).

2 in Portretul Iui Caragiale, dupi ce precizare ci I.L. Caragiale ,atacd, cu aceeasi obiectivitate in vehementd, pe
conservatori, ca si pe liberali” (Ionesco, 2002, p. 184), Ionescu spune: ,in realitate, pornind de la oamenii vremii lui,
Caragiale este un critic al omului oricarei societdti. (...) Personajele sale sunt niste exemplare umane in asa masurd
degradate, incat nu lasd nicio speranta” (Ionescu, 2002, p. 184). Si urmeaza o prezentare sintetica a ,,antropoizilor sociali”
din opera lui Caragiale (Ionescu, 2002, p. 184). Am dezvoltat aceasta situare a lui Ionescu in descendenta lui Caragiale in
,,Eugéne lonescu sau aventura unui anticartezian la Paris” din volumul Metacritice (Diaconu, 2005, p. 47).
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dimpotriva, Caragiale ar trebui sanctionat pentru ca vede (sau inventeaza?) monstruosul din
lumea romaneasca. Caragiale e de vina, spune Matei Visniec in titlul unui volum.

Opusi acestor interpretari, se situeaza aceea, vehiculatd in lumea exegezei fine chiar,
conform careia Caragiale ii influenteazda in rau pe romdni, cd ¢ complice cu raul. Spune
Gherea:

Caragiale ne da un fragment din viata reald. Aceasta viata il face sa rdda, si la randul
lui, prin talentul sau, ne face sa ridem impreunad cu el. O data ce aceastd viata contine
anomalii grave, cautdnd, le vom descoperi atit pe dansele, ct si dureroasa lor
insemndtate. Dar autorul nostru nu da anomaliilor acea Insemnatate ce le-o dam noi.
El rade si rade cu poftd, nu se simte nici amaraciunea, nici revolta in rasul lui, si de
aceea rasul lui nu poate sa aiba acea adanca seriozitate, acea mare insemnatate sociala
pe care ar putea sa o aibd, daca autorul nostru ar rdde cu acelasi talent, dar patruns de
un ideal social inalt. [...] Idealul social calauzeste satira artistului, Indreptandu-i rasul,
facand ca acest ras sa fie mai serios, mai amar, facand sa arda mai tare, sa arda acolo
unde sa fie ars. D-1 Caragiale e indiferent in materie de politica sociald; el n-are acest
inalt ideal trebuincios, ceea ce scade in parte insemnétatea satirei sale (Dobrogeanu-
Gherea, 1967, p. 278).

Oricat ar parea de surprinzator, pozitia lui Gherea e urmata si rafinatd de un L
Negoitescu sau de un Virgil Nemoianu, care vorbesc despre faptul ca I.L. Caragiale ar fi
complice cu riul, ficAndu-l acceptabil®. Literatura e fird doar si poate si un fenomen social;
dar putem merge pana acolo incat sa punem elemente care par definitorii pentru mentalitatea
unui popor, despre care oricum se spune cd nu prea citeste, pe seama unei opere literare? Ar
fi avut poporul acesta frisoane de remuscari, dublate de revolutii sau revelatii morale,
individuale si colective, 1n cazul in care Caragiale n-ar fi existat?

Dar mai e ceva interesant. Chiar si satiric sa fi fost (Gherea 1i reproseaza ca nu e!),
obiectul satirei, pe care se fundamenteaza si lamentatia ca, Intr-o lume atat de cazuta moral,
lipseste azi un Caragiale, are ceva fals in esenta ei, fiind o inventie a poporului si deopotriva a
criticii. In fond, chiar si dupa ce s-a indepartat de Maiorescu (caruia ii neagd autoritatea si
concluziile in problema autonomiei artei, chit cd Maiorescu isi formulase teoria tocmai pe
corpusul operei sale, incercand in acelasi timp sa-1 apere de acuzatia de imoralitate),
Caragiale are, ca si acesta, rezerve fatd de institutiile lumii moderne, europene, forme de
civilizatie transplantate pe un corp nepregitit. De aici, ridicolul lor. Nu abaterile de la
functionarea unor institutii precum presa, justitia, viata politica, drepturile cetateanului etc. il
inspird pe el, ci faptul cd aceste institutii sunt ,forme goale” in societatea romaneasca.
Spusese Maiorescu:

Avem politica si stiintd, avem jurnale si academii, avem scoli si literaturd, avem chiar
o constitutiune. Dar in realitate toate acestea sunt productiuni moarte, pretentii fara
fundament, stafii fara trup, iluzii fara adevar (Maiorescu, 1967, p. 150).

3 Negoitescu isi incheie analiza facutd lui Caragiale in Istoria literaturii romdne cu urmitorul verdict, a cdrui conotatie e,
evident, negativa: ,,Cécli, oricat ar detesta politic lumea creatiei sale antiutopice, estetic, Caragiale se lasa cu deliciu corupt de
ea si astfel, prin empatie, literatura lui devine, din adversard, complice cu antiutopia, influentdnd in rdu pe romani”
(Negoitescu, 1991, p. 119). Am analizat in detaliu interpretarea lui Negoitescu in Metacritice (Diaconu, 2018, pp. 92-139).
Iar Virgil Nemoianu, intr-o interventie dintr-o ancheta a revistei ,,Vatra” pe tema actualitatii lui Caragiale, afirma: ,,Radmane
insd in picioare faptul (cu regret fie spus) cd impactul public al lui Caragiale asupra imaginarului romanesc este nesanatos.
Tocmai pentru ca acesta scrie de fapt iertator si jucdus, cititorii se simt indreptatiti in optiunea lor spre cinism, spre
relativism, spre indiferentd, spre nivelarea virtutilor si viciilor” (Nemoianu, 2012, p. 26)
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In acest sens, pacatele ,,institutionale” ale eroilor lui Caragiale (cici nu vorbim de
cele etern-umane) fac din ei niste victime ale contactului cu civilizatia, cu valorile lumii
iluministe. Acesti eroi sunt cel mult ridiculizati si caricaturizati; caricatura, iata tehnica
preferata. De aici sentimentul complicitatii cu aceastd lume. De unde, asadar, ideea unui
Caragiale aparator al principiilor societdtii moderne? De aceea cred ca a-1 transfera pe
Caragiale In contemporaneitatea noastra si a vorbi despre felul cum el ar putea prinde pe
imoralii de azi ca Intr-un insectar al ticdlosilor e in esentd gresit. Institutia garzii civice, a
vietii politice cu alegerea democratica a reprezentantilor unui partid pentru alegerile centrale,
a presei care ar trebui sa fie o putere 1n stat si nu numai (programul de viatd al functionarilor,
printre altele), toate acestea, transplantate din Vest in Romania, sunt, de fapt, ridiculizate de
Caragiale. Indivizii sunt prinsi in aceste mecanisme care-i alieneazd; beti parca de un aer pe
care nu-l inteleg, par funambulesti si, cu materialitatea lor groasa, imateriali, plutind Intr-o
realitate strdind si stranie. Si daca exista un principiu al lumii moderne la care Caragiale adera
destul de fatis, atunci acesta priveste drepturile cetateanului. Solidarizarea lui Caragiale cu
evreii, cu prostituatele, cu chivutele, cu marginalii si exclusii este evidenta. Tocmai pe fondul
acestei solidarizari, care ar merita o analizd de detaliu, putem identifica sanctionarea, dar
numai implicitd, a instrumentelor defecte ale lumii moderne. Cu toate stereotipurile si
abuzurile puse la lucru, contactul cu lumea civilizata creeaza frisoane. Sa ne amintim fie si
numai urmatoarea replicd a comisarului Turtureanu:

— Cu baba si cu fata, de! Merge sa le mursici mai zdravan: dar cu Taca, nu prea,
fiindcd e, pardon, in pozitie: dacd se-ntampld la secret vreun avort.. Nu stii
dumneata? Astdzi nu mai poti conta pe inferiori... i nici pe superiori! S-aude...
Gazetele atat agteaptd ca sa ne persecute... (Caragiale, 2000a, pp. 228-229).

O mina de aur aici, ca in toate secventele care le implica pe chivute, pentru cine doreste sa
exploreze date de mentalitate si de functionare a institutiilor europene la noi. Chiar si aici
insd, perspectiva nu e explicit morala. Perspectiva e artistica si ea vizeazd angajarea in
intelegere a unui receptor.

Daca e vorba de public, de receptor, asa cum am spus-o deja, el trebuie prins in
tesatura textului ca iIntr-o panza de paianjen. lar pentru aceasta este nevoie de ceea ce
Caragiale numeste ,,truc artistic” (Caragiale, 2000b, p. 887). Nu intdmplator va fi retinut
Caragiale cuvintele unuia dintre actorii din vremea adolescentei sale:

,»A! 1ubitii mei! A! naivd pereche de turturele! ma credeti invins?... N-aveti grije! nu-
mi veti scapa! Am sd va infasur In urzeala mea ca un paianjen infam pe doud
musculite amorezate!... Da, da! sunt infam! Sunt un paianjen infam!”. Apoi rade
sardonic, gi-aruncd mantaua peste umar si pleacd cu pasi largi si apasati (Caragiale,
2000b, p. 732).

Este aici imaginea autorului insusi. In tot cazul, fascinat de Eleonore Duse si de Jean
Mounet-Sully, actori europeni de referinta care trecusera cu o trupa de teatru prin Bucuresti si
pe care 1i numeste executanti divini si instrumente divine” (Caragiale, 2000b, p. 889),
Caragiale explica ceva din tehnica lor dramatica invocand tocmai ,trucul” artistic, ,,cu care sa
patrunza pana in adanc sufletul spectatorului” (2000b, p. 889). In acelasi context, pornind de
la Diderot, el invoca ideea sinceritatii in arta (Caragiale, 2000b, p. 887), pentru a conchide:
Duse si Mounet

pot misca o sald pana-n fundul sufletului, stind pe loc, intorsi cu spatele la public, cu
ochii-nchisi, fird a pronunta o silaba, fard a face sa se auzd un suspin: o simpla
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respiratie, imperceptibild ca miscare materiald, poate fi, pentru acesti binecuvantati
copii ai muzelor inspiratoare, de ajuns ca sa se ridice usor greutatea celei mai groaznice
situatii dramatice: trucul cu care sd patrunza pand in adanc sufletul spectatorului
(Caragiale, 2000b, p. 889).

La cateva zile distanta (textul despre Eleonore Duse si Mounet-Sully fusese publicat
in 17 octombrie 1899, cel care urmeazi este in 19 noiembrie 1899), Caragiale afirma: ,,in
toatd lumea, se merge la teatru si pentru piesd, dar mai ales pentru joc; la noi, se merge cu
mult mai mult pentru piesa, si foarte putin, adesea aproape deloc, pentru jocul artistilor”
(2000b, p. 893), pentru ca, ulterior, sa revina la jocul actorilor si la public:

Dar un teatru, ca sa placa, trebuie sa fie fierbinte, sa dogoreasca pana-n fundul galeriei.
Actorul, actorii, cand ies pe scend, trebui sa fie niste posedati, sd aiba pe dracu-n ei:
prin ochi, prin sprancene, prin gurd, prin varful degetelor, prin toti porii, sd scoatd pe
dracul acela si sa-1 arunce asupra publicului. O clipa sa nu-1 ierte pe public a-si veni in
fire si a-si da seama de ce vor cu el: sa-l ia repede, sd-1 zguduie, sa-1 ameteascd, sa-1
farmece, sa-1 aiureasca, sa-1 sminteasca — mai stiu eu cum sa zic!

Cand or iesi din teatru, nici doi ochi sa nu fie uscati si siguri: toti sa fie
impaienjenati de emotiune, umezi de plans ori de ras. // Asa teatru, da. La asa
teatru da navala publicul ca la o binefacere; cici In adevar cd nu sunt multe
frumuseti pe lumea noastrd mai mari decat un bun teatru.

Dar cu scidlambaieli distilate, cu maniere macaronice, cu ingaimeli
maldiete de parca ar mesteca mucava, fard umbra de caldura si de convingere, si
toate facute 1n sild, de dragul paragrafului respectiv din bugetul cultelor, fireste ca
ai sd umpli greu teatrul, chiar impartind bilete gratis cu pachetul (Caragiale,
2000b, pp. 893-894).

Izbitoare aseméanarea acestor cuvinte cu felul cum defineste Caragiale regula de aur a
artei dramatice, prin intermediul Doamnei, 1n scena dramatica /ncepem!:

Al teatrul!l... Dar un teatru ca sa-mi placd mie... (cu mult avant si elevatie
crescdnda) trebuie sa fie viu, cald, fierbinte! Sa dogoreasca viatd de aci pana colo
sus 1n fundul galeriei; actorii... cdnd ies pe scend, sa fie niste posedati; sa aiba un
demon in ei; prin ochi, prin sprancene, prin gurd, prin varful degetelor, prin toti
porii, s scoatd pe demonul acela si sa-1 sufle asupra mea. O clipa sd nu-l ierte pe
spectator a-si veni in fire, a-si da seama de ce vor cu el; sa-l ia repede, sa-l
zguduie, sa-1 ameteasca, sa-1 farmece, sa-1 vrajeasca, mai stiu eu cum sa zic? Cand
or iegi din teatru, nici doi ochi sd nu fie uscati si siguri: toti sd fie impaienjeniti de
emotie, umezi de plans ori de ras (Caragiale, 2000b, pp. 480-481).

Vorbind despre lon Brezeanu, care jucase rolul cetateanului turmentat, Caragiale
admira complexitatea personajului, pentru a conchide:

Cu doud vorbe spuse cald, din adancul sufletului, el pune un fel de pecete morala
pe o poemad, poate, condamnabild, pe o operd intelectuald de o moralitate cu
drept cuvant atat de contestatd. Dupa toastul lui Brezeanu, un om de inima nu
poate iesi din teatru fard sd se Tmpace, ba oarecum chiar sd simpatizeze, cu
distinsa dama de lume si cu betivul josorat de carciuma, doua creaturi gresite,
ratacite, vinovate, Dumnezeu stie din ce pricini, dar bune — zica ce le place
ipocritilor! — cu siguranta, bune (Caragiale, 2000b, p. 862).
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Iar despre Falstaff citim undeva: ,,Falstaff, ca nu-i poti zice mai bine, secitura aceea ¢
un monument nepieritor al mintii omenesti, nu doar ca nu profeseaza tendente generoase, ci
fiindca e copilul lui Shakespeare, care era un tatd zdravan” (Caragiale, 2001, p. 50).

Asadar, perspectiva e artistica, nu, ingust, didactic-moralizatoare, iar lucrul acesta se
va fi petrecand si pentru ca epoca e plind de vitalitate. Cu gradul ei de inconstienta (care-1 va
face pe Caragiale sa spuna, ce-i drept, in conditiile izbucnirii rascoalei din 1907, ca

incepem o altd istorie mai putin veseld decat cea de pana ieri; rasul si gluma nu ne
vor mai putea sluji de mangaiere ca altidata fatd cu cele ce se vor petrece in lumea
noastrd romaneasca. Copiii nostri vor avea poate de ce sa planga — noi am ras destul
(Caragiale, 2002, p. 350),

lumea triieste in plind Belle Epoque, iar Caragiale este expresia ei. Intr-un timp cu atitea
probleme de adecvare, el isi permite sa fie artist si sd angajeze cititorul/spectatorul intr-un
proces de receptare liberd. Va fi subscris in cunostintd de cauzd la opiniile Iui Poe si
Baudelaire privind erezia traditionalista a didacticismului? Prin ce a scris, € ca si cum ar fi
facut-o. Prin urmare, nu-si putea pune problema influentarii societatii ori judecarii ei, ci pe
aceea a angrendrii publicului intr-un joc al conventiilor si iluziilor. In acest sens, afirmatiile
»Uite-1 ce draguti sunt!” (Zarifopol, 1998, p. 370) si i urdsc, fi urdsc, ma!” (Ibraileanu,
1976, p. 26) nu exprima neaparat o contradictie. Si ele merita, necesitd chiar, o explicatie.
Dezviluite de Zarifopol si de Ibrdileanu, afirmatiile acestea vorbesc inainte de toate despre
felul cum citesc cei doi contemporani ai sai literatura si, In mod special, opera lui Caragiale.
Mai mult decét atat, avem certitudinea ca referinta celor doud afirmatii este aceeasi? Nu-i
posibil ca prima sa se refere la eroii sai, iar a doua la sursa care l-a inspirat pe Caragiale, la
lumea 1n care el traieste? Chiar asa fiind, are Caragiale constiinta care si-l puna in postura de
judecator moral?

Si aici trebuie sd aducem in discutie ceea ce am putea numi intentiile autorului, de
care Caragiale vorbeste adesea. Dar exista intentii mai importante pentru el decét producerea
de efecte? Sa ne amintim ce spunea despre cetateanul turmentat, despre Tartuffe si despre
public. Daca ne intoarcem la O conferenta, intentia este sa ridiculizeze cliseele societatii
,muzelor daco-romane” (Caragiale, 2000a, p. 620) care nu se recunosc in oglinda pe care le-o
pune in fatd, producand in acelasi timp amuzament si placere. Tocmai pentru ca acestea sunt
intentiile autorului, si ele intrd in zona arhitecturii operei, nu a ideologiei ei (dacd nu cumva si
arhitectura e, iIn mod implicit insd, ideologie, fiind expresia unui spirit liber), in miezul
operei, principiu generator al ei, se afla farsa. Multe din scrierile lui Caragiale, epice sau
dramatice, au in centru o farsa. Marii farsori, regizori abili ai lumii pe care o joaca asa cum
vor, precum califul din 4bu Hassan sau Nae din D ’ale carnavalului, si marile victime, fac ca
discutia sa se poarte si In jurul unui mauvais démiurge, ale carui fapte se situeaza dincolo de
bine si de rau. E in totul o explozie de vitalitate, expresie a unei libertdti fard margini. Ca
exista cateva cazuri cand farsorul e ,,pedepsit” — cel din Anonime si Mitica, din monologul /
Aprilie —, faptul va fi avand si el relevanta lui. Ceva se rdzbund, dar in nici un caz o instanta
morala.

Firegte, intrebarea eminesciand, din Andrei Muresanu (1872), ,,de ce se-ntdmpla toate
asa cum se Intdmpla?” (Eminescu, 1984, p. 129) e inscrisd in tesatura intimd a textului
caragialian. Cazul paradigmatic al acestei teme recurente si obsesive e reprezentat de finalul
schitei Inspectiune, cand unul dintre amici, intreabad ,— De ce?... de ce, nene Anghelache?”
(Caragiale, 2000a, p. 419). Si tocmai pentru cd ,nenea Anghelache, cuminte, n-a vrut sa
raspunzd” (Caragiale, 2000a, p. 419), in proba acesta s-a angajat cu perseverentd critica
literara. Or, toate se intampla asa cum se intampld pentru a-l1 angaja/implica pe cititor, fie el
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naiv sau inteligent, fie el victimd sau complice, in rezolvarea cazului; orice raspuns din
interiorul sistemului (adica al povestii) e numai o ipotezi. In cazul lui Caragiale, insi, unde
naratorul nu e creditabil (autorul, cu atat mai putin), orice instantd complice — receptorul e
cea mai importantd — poate deveni victimd, intr-un joc continuu si nesfarsit bazat pe
incertitudine, ca intr-o multiplicare speculard infinitd. A se vedea cititorul concret al schitei
Doua loturi, convins mai bine de o sutd de ani, pand la deconspirarea facutd de Florin
Manolescu in 2002 (cand aparea editia a doua studiului sdu de referintda Caragiale si
Caragiale. Jocuri cu mai multe strategii), ca loturile sunt ,,viceversa”. De aici, si obsesia lui
Caragiale ca adevarul nu poate fi cunoscut, cu atat mai putin atunci cand el se arata explicit,
asemenea legdturii de gat a lui Chiriac. Caci simturile mint, insald, induc in eroare, singura
modalitate de a te raporta la fapte fiind prejudecdtile. Pe banda lui Mdbius, nu poate exista
decat feerie, ingenuitate, naturd pura. lar in acest joc, victima a prejudecatilor, e atras inainte
de toate cititorul. Cu toate acestea, obsesia adevarului e o constanta in scrisul lui Caragiale.
De aici, textele care functioneaza ca scenarii de produs interpretari. Cel mai cunoscut, fireste,
e cel din Inspectiune, tocmai invocat, unde cititorul e atras in capcana producerii de
explicatii. La rigoare, pentru sinuciderea lui Anghelache pot exista motivatii din afara celor
oferite de text, caci personajul traieste si in afara textului. Dar, ca in cazurile de autenticitate,
povestitorul, personaj el insusi, noteaza doar ceea ce stie si ceea ce vede. Despre Anghelache,
personaj absent, reconstituit ca Intr-un joc de oglinzi, el stie sau spune foarte putine lucruri.
Tocmai de aceea ceea ce construieste Caragiale aici este enigma perfecta. Personajul e 1n text
atat cat e; in rest, sunt inferentele noastre create pe baza experientei pe care ne-o ofera
cotidianul, proza realistd, conventiile si practica literaturii. Or, Caragiale obliga cititorul sa
intre in text si, umpland spatiile goale, completandu-le cu ceea ce-i sugereaza experienta sa in
plan textul si existential, sa facd o hermeneuticd. Tocmai aceasta e miza textului: prinderea
cititorului in panza de paianjen a interpretarii. Altfel, in Repausul dominecal, Caragiale o
spune explicit: ,,De ce, de nece — nu trebuie sd ne batem mereu capul sa filozofam, sa tot
cautam cauze la orsice... Destul sd constatam cum se petrec lucrurile (...)” (Caragiale, 2000a,
p. 604).

Sa fi trait Caragiale cu obsesia farselor pe care i le poate juca hazardul ori destinul?
Va fi construit atatea farse eroilor sai si pentru a intelege cum functioneaza acest mecanism,
pentru a-l putea prevedea si, finalmente, controla? Superstitios, obsedat de ideea innebunirii
(a cunoscut un caz in care, fard cauze vizibile, masindria s-a stricat), 1si pune In scend
spaimele, temerile, fiinta, angajandu-se total, salvandu-se prin receptorul pe care-l seduce si
care-i restituie identitatea, parcd permanent amenintatd. Dar nu-s acestea decat ipoteze. Sa
vorbim despre o farsa referindu-ne la povestea aducerii corpului sau neinsufletit in tara? Mort
pe 9 iunie 1912, acesta n-ar fi putut fi imediat repatriat pentru ca ministrul plenipotentiar al
Romaniei la Berlin plecase in concediu. In tomna aceluiasi an, cand ramasitele au luat drumul
spre casa, vagonul in care se aflau ar fi ratacit prin garile austriece; intr-una din ele, sicriul a
stat mai multe zile, riscand sa se piarda. Finalmente ajunge in tard, dar fard documentele
insotitoare, dupa ce prin Ardeal, rizbunare, sa zicem, fusese pe punctul sd se piarda din nou.
La un moment dat, niste functionari se pare ca au deschis chiar sicriul pentru a vedea despre
ce e vorba. Iatd un subiect pentru un text pe care nu Caragiale l-a scris. Intamplari bizare, cu
mult neprevazut, in spatele carora n-a stat decat hazardul. Caruia i s-au adaugat simple
mecanisme puse la indemana oamenilor. Iar hazardul, o stim deja, nu joaca zaruri.

Revenind, poate ca I.L. Caragiale isi pune in scend spaimele, temerile, fiinta — dar se
salveaza prin scris, oferindu-si un sens din construirea de enigme, prilej de a-si crea cititorul
pe seama cdruia sd se amuze. Dupa toate acestea, nu e lipsit de sens sda vorbim despre
inscrierea lui Caragiale intr-o serie care-i cuprinde pe Alphonse Allais si pe Henry James,
referinte obligatorii in interpretarea lui. Umberto Eco 1si construieste Intreaga analiza din
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Lector in fabula pornind de la Un drame bien parisien, de Alphonse Allais. Un carnaval,
anonime, infidelitati, incercarea de deconspirare a partenerului — iatd date definitorii pentru
lumea lui Caragiale — si, deodatd, surpriza, sub fiecare dintre cele doud masti e cu totul
altcineva decat se astepta, caci fusese convins in acest sens, cititorul. Textul e doar o capcana.
Cazut in ea, cititorul nu-si poate reveni din surprizd. Sa cautam explicatii logice, rationale
pentru confuzia creatd e la fel de inutil precum a vorbi despre ce s-a intdmplat ulterior cu
eroii farsei. De fapt, abia aici se face legitura de substantd intre Allais si Caragiale. In tot
cazul, in cautarea unor astfel de explicatii sunt cei care, asemenea unor detectivi, se afld pe
urmele autorului, care a si murit intre timp, din Desenul din covor, de Henry James, o
capodopera a ambiguitatii. Odata cu moartea autorului, enigma din opera sa ramane in veci
nedescifratd. Pornind de la acest roman, Wolfgang Iser, in Actul lecturii. O teorie a efectului
artistic, pune In prim-plan angajarea cititorului in cautarea si construirea de sens. Abia
aceastd cautare creeaza efectul estetic. Nu are rost sa-1 invoc aici pe Hans Robert Jauss,
parintele Scolii de la Konstanz. Important, pentru cd vorbim despre Caragiale, e altceva.
Textul lui Allais e publicat n 1890. Henry James isi publica romanul in 1896. Inspectiune, de
Caragiale, apare peste doar patru ani, in 1900. Pentru context, Doud loturi, in 1898, iar
Canutd, om sucit, n acelasi an. Canuta, om sucit? Spune Zarifopol despre acest text, roman
al unei vieti condensate la cateva pagini bizare:

Canuta, om sucit e schitarea in negru a unei vieti i a unui caracter de ordsean, om
ciudat din nastere, si ciudatenia lui da un relief asupra mizeriilor tipice ale clasei sale.
E un umor trist pand la sinistru in soarta acestui ticnit, in care si mintea, si simtirea
sunt de o cinste grozava, totdeauna indreptatd de-a-ndoaselea. Canutd nu-si afla
pereche, in Caragiale, decat pe nene Anghelache, casierul: rationamentul acestuia,
paradoxal si furios, impotriva inspectorilor care-1 lasd-n pace fiindca e «cinstit», l-ar fi
putut zbiera, intocmai si Canutd, din adancul fiintei sale de maniac virtuos (Zarifopol,
1998, pp. 362-363).

Zarifopol, care conchide ca ,sfarsitul lui nenea Anghelache este o tragedie
exasperanta si stranie” (Zarifopol, 1998, p. 363), nu-si pune totusi intrebarea pe care textul ar
trebui s-o provoace: Ce se afla in spatele ultimei scranteli a lui Canutd, aceea de a se fi intors
in mormant? Avem aici suport pentru o explicatie fantastica? Sa fie valabil raspunsul popii,
sinistru, care spune despre Canutd ca ,,n-a fost mort bine cand l-au ingropat” (Caragiale,
2000a, p. 219)? Sa fie doar consecinta, paradoxald — si paradoxul nu mai are nevoie de
explicatii — cd e vorba, cum spune sotia lui, despre un ,,om sucit”? Furat de frivolitatea
raspunsului, acceptand textul ca simpla conventie, cititorul nu e aici obligat sa raspunda. La
sfarsitul Inspectiunii, in schimb, e. In fine, pe linia aceasta, a paradoxurilor, La Pasti ¢ din
1900. Aici apare enuntarea jocului si deopotrivd denuntarea lui, cand citim: ,,Dar, vai,
fatalitate, ca sd zicem asal..” (Caragiale, 2000a, p. 1202). Fatalitatea este expresia unei
instante care se joacd, pand la cinism, cu destinele personajelor de care dispune cum vrea,
totul fiind adresat unui cititor care nu rezista tentatiei de a umple goluri factologice si de a
explica. Fara acest cititor, magindria care e textul nici nu exista.

Care Caragiale, asadar? Desi ignorat de exegeza, important e acest Caragiale care
construieste enigme In descifrarea carora cititorul e obligat sa se angajeze. Cine n-o face, si n-
o face pentru ca stie cd lumea nu poate iesi si din text, vede angrenajele epice si dramatice ca
iluzie, joc cu aparentele, mecanism care are in spate trucuri, uneori, foarte rar, de altfel,
deconspirate. Daca, de exemplu, ar fi fost scrise la persoana I, din perspectiva lui Abu
Hassan, intdmplarile a caror victimd Abu Hassan insusi este ar fi apropiat acest basm, prin
succesiunea stranie si enigmaticd de ipostaze, de nuvela Sarmanul Dionis a lui Mihai
Eminescu. La persoana a Ill-a fiind, avem de-a face insd cu o deconspirare de mecanisme,
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disectie, la vedere, pe corpul nelinistitor al textului. Tocmai de aceea cred ca raspunsul la
intrebarea din titlul acestei conferinte — ,,Amice, asta e o-ntrebare pe care numai un orb
trebuie s-o faca” (Caragiale, 2000a, p. 623) — este perfect justificat. Caragiale stia prea bine
ca tocmai ce e la vedere, acoperit de cortina prafuitad si uzata a prejudecatilor, nu e perceput.
De aceea, in O conferenta, el expune intregul mecanism de seducere. E chiar tema esentiala a
textului.
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Abstract

The lifespan and popularity of a subgenre are determined by the inventiveness with which novelists
develop and innovate the standard formulas. The judicial novel emerges as an extension of the
popularity of the outlaw novel, adding a technical dimension to the misdeeds committed by
wrongdoers. The outlaw and judicial novels are anthropomorphized subgenres that set in motion
symbolic models, with a central figure dominating the entire course of events. The judicial novel
reconfigures the perspective of naturalism, transforming the social milieu into a triggering factor for
reprehensible acts. Shocking acts, such as crimes or suicides, and their mysterious circumstances, are
analyzed from multiple angles, akin to using a set of parallel mirrors, while the brisk steps of
investigations are fascinatingly reconstructed within the eloquent phrases of the novelists. One of the
central ideas that the judicial novel seeks to develop is the sacrifice as a social practice, whether
symbolic, articulated in the imposition of precarious living conditions leading to extreme gestures.
Spatiality and temporality constitute the central pillars that compose the dramatic scenes of the
Romanian judicial novel. Crimes are plotted and committed in the moonlight, in neighborhoods or on
winding streets. The schematism of gloomy settings and the rudimentary nature of character profiles
are countered by allusions to an undefined darkness, the contours of which elude discernment. The
Jjudicial subgenre utilizes conventions from the detective novel formula, involving the exaggeration of
a cause-and-effect relationship as inevitable and the conquest of a reassuring imaginary,
complementary to the moral imperatives discussed by Romanian novelists determined to rehabilitate
the reputation of the genre through fictional digressions on morality. In its dimension of historical
crime fiction, the Romanian judicial novel not only accentuates its documentary aspect, showing how
the institutions responsible for investigations and judicial processes function but also the
expansiveness of historicizing interpretations of the analyzed bloody events. Within the context of a
dynamically structured novel distinguished by thematic configuration and ideological significance,
the incorporation of illustrations transcends mere decorative intent. The judicial novel strategically
incorporates illustrations as a highly effective extratextual approach. This not only disrupts the linear
narrative trajectory and heightens suspense but also concurrently bestows substance upon the
ethereal images adeptly invoked by the literary text.

Keywords: judicial novel; crime fiction; novel subgenres; historical novel; sensationalism; journalistic
strategies; illustrations.
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1. Evolutia si disolutia subgenurilor romanului istoric rominesc

Geneza romanului istoric romanesc se ramifica in subgenuri compozite, ce genereaza
texte hibride, in care sunt imbinate formule specifice mai multor subgenuri. Delimitarea
subgenurilor romanului roméanesc se realizeaza, de cele mai multe ori, urmand criterii precum
configuratia tematica sau structurarea materiei epice. Un alt criteriu folosit in demarcarea
granitelor subgenerice ale romanului este eticheta atribuitd fie de autor, fie de editori.
Subtitlurile romanelor conduc adesea spre o clasificare mult prea generala, cea mai intalnita
etichetd generica fiind cea de roman sau romant ,original”. Un alt subtitlu des atribuit
constructiilor romanesti este cel de roman sau episod istoric, care particularizeaza intr-un
oarecare grad tipul de naratiune prezentatd atentiei unui public care discerne intre posibilele
tipuri de intrigi specifice literaturii de consum, hranite de interesul crescand pentru formula
foiletonistica. Romanul sentimental reprezintd o altd etichetd generica pusa in circulatie de
editori si autori, iar existenta intrigilor melodramatice atribuite acestui subgen fac suficient de
clard apartenenta sa. Romanele de mistere si cele haiducesti au, de reguld, un indiciu al
apartenentei generice chiar in titlu, in timp ce un roman hibrid prin excelentd, cum este cel
talharesc, include, in configuratia sa tematicd si structurala, atit elemente specifice
subgenului haiducesc, cit si celui criminal sau judiciar.

Prejudecatile fata de subgenurile romanului de consum s-au perpetuat inca din epoca
in care erau elaborate si publicate. In epoca, romanele talharesti, criminale si judiciare lezau
sensibilitatile morale ale contemporanilor prin violenta evenimentelor prezentate. Criticii
literari contemporani generatiei de scriitori careia apartineau Ilie Ighel, Panait Macri sau N.D.
Popescu citeau acest tip de scrieri ca pe o forma de literatura care prin temele si intamplarile
prezentate scandaliza un cititor interesat de lecturi didactice, morale si utile stiintific. Tirajele
mari si succesul comercial contrazic insa intuitia criticilor si istorici literari, care nu
intelegeau ca publicul amator de ,,placeri nevinovate” aprecia divertismentul facil si lectiile
de morald camuflate in diatribele vocii naratorului histrionic?. Eficacitatea criticii sociale si
aplombul eseistic afisat de autorii de romane de consum sunt ignorate cu obstinatie de vocile
avizate. Critica si istoria literard a urmatorului secol a uniformizat si catalogat subgenurile
romanului romanesc de consum fie preludnd sentintele criticilor generatiilor anterioare, fie
suprapunand retrospectiv realizarile literare ale timpului lor peste stangaciile scriitorilor care
conturau zorii unei noi specii in cultura autohtona. In istoria literard romaneasci, Macri este
asimilat unei filiatii estetice catalogate drept mediocre, iar aceste calificative deloc
magulitoare inregistrate de Dictionarul literaturii romdne de la origini pana la 1900 se
rasfrang si asupra receptarii romanelor sale:

[...] ca si N.D. Popescu si Ilie Ighel-Deleanu, el scrie mai multe naratiuni, unele
intitulate pretentios romane, despre haiduci de la Inceputul secolului, Incercand sa-si
justifice proza prin utilitatea ei social-educativa. [...] Plecand de la intdmplari legate de
crima, jaf, imoralitate, subiecte exploatate de reporterul avid de senzational, Macri
publicéd in periodice de circulatie o sumedenie de scrieri foiletonistice. Scriitor fara

2 Nicolae Torga explicd inrdurirea modelului francez asupra genezei romanului romanesc prin existenta unei retete artistice
desavarsite, capabile sa zugraveascd si realitdtile sociale contrastante din principate: ,,O adevérata dusmanie, fireasca si
neimpdcatd, se pornise. 1848 adunase dihonia ce nu se mai putea inlatura; el Impartise pentru multi ani pe fiii patriei in
oameni vechi, aristocrati, si aparatori ai libertatii, in «fanarioti» si «europeni» care nu-si mai puteau intinde mina. Dupa
sfirsitul revolutiei, unii erau in tard, tremurand asupra triumfului lor, ceilalti impanasera Europa, incalzindu-se si hranindu-
se in nesiguranta lor de boemi desperati si prigoniti, printr-un ideal ce se intarea si se imbogatea in atingere cu nenorocirea.
Erau doud curente nelmpdcate, erau doud cete vesnic luptatoare, erau doud steaguri ce se infruntau cu orice prilej... Acest
antagonism trebuia sd-si gaseasca intruparea si in forma literara asa de cuprinzatoare, de indrazneatd, de rdzboinica a
romanului social, pe care dezvoltarea din propriile puteri ale literaturii franceze o infatisa gata facuta scriitorilor nostri”
(Iorga, 1983, pp. 110, III).
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talent, Macri este autorul unei productii literare in care abunda violentele (DLRO,
1979, pp. 534-535).

Fiecare gen cunoaste o anumita perioada de apogeu al popularitatii sale, etapa urmata
fie de disparitie fie de disolutie si topire Intr-un alt subgen romanesc. Un exemplu edificator
in acest sens este romanul haiducesc, care cunoaste o evolutie fulminantd in cea de-a doua
jumatate a secolului al XIX-lea. Romanul haiducesc se constituie ca subgen reprezentativ
pentru inceputurile speciei, perioada sa de avant fiind cuprinsa intre 1855, data publicarii
textului lui C. Boerescu, Aldo si Aminta sau Banditii, si 1885, moment in care faima
naratiunii cu nobili revoltati apune, pentru a ldsa loc unor noi modele epice. Dupé aproape
jumatate de secol in care a dominat cAmpul literar, romanul haiducesc este asimilat celui
talharesc, care 1i preia conformatia intrigii i tematica, inlocuind irizatiile naratiunii romantice
cu inciziile naturalismului. Modelul banditului social, descris de Eric E. Hobsbawm, face
saltul dinspre lupta cu mizd comunitard a haiducilor cétre fascinatia exercitatd de cruzimea
talharului transformat in rezistentd simbolicd Tmpotriva autoritatii corupte. Dupa figura
ocrotitoare a unui atlet al evadarilor spectaculoase cum este lancu Jianu, un personaj ca
Simion Licinski, revendicat cu aplomb de cultura populara, vine sa inlocuiascd eroismul cu
instinctul supravietuirii i impulsul jertfirii principiilor morale. Dacd N.D. Popescu (1843-
1921) a reusit sa desdvarseasca formula naratiunii cu haiduci prin valorificarea sagace a
strategiilor specifice romanului de senzatie, Ilie Ighel (1870-1938) oferd o coloratura
naturalistd revoltatului social care nu mai traieste cu iluzia eroismului anacronic, ci incearca
sa sfideze, la orice pas, formele autoritatii, fie ele statale sau familiale.

Romanul tilhdresc se constituie ca forma intermediard intre naratiunea romantica a
aventurilor extraordinare ale haiducilor si descrierea acribioasd a anchetelor panoramice
oferite de subgenul judiciar. Romanul judiciar isi regaseste un prim suport terminologic in
subtitlurile textelor care popularizeaza acest subgen. Romancierii sunt constienti de existenta
unei traditii europene de la care se revendica. Optiunea pentru folosirea denumirii atribuite de
artizanii acestui gen este justificatd de particularitatile sale literare si de modul in care
aglutineaza strategii specifice romanului politist sau detectiv. In generoasa tipologie
prezentatd in articolul ,,Subgenurile romanului roméanesc. Laboratorul unei tipologii”,
romanul judiciar lipseste. (Borza, Goldis, Tudurachi, 2020). O posibila explicatie a absentei
acestei etichete generice din inventarul tipologic realizat de Cosmin Borza, Alex Goldis si
Adrian Tudurachi este topirea sa in subgenul romanului politist, cu care impartaseste
configuratia tematica si cateva dintre strategiile de constructie a intrigii.

Un scriitor cu o bund intuitie a gustului publicului, cum este Panait Macri (1863-
1932), isi exerseaza scrisul In mai multe subgenuri si reuseste sa ilustreze intr-o maniera
edificatoare acest transfer al popularitatii romanesti dinspre naratiunile cu haiduci catre
romanul talhdresc si apoi catre cel judiciar. Atent la testul receptarii, gazetarul stie cand sa
accentueze o altd dimensiune a imaginarului literar. Un roman istoric precum Sugrumarea
Teodorei. Fiica domnului din Bucuresci (1886) da masura inventivitatii literare, printr-o
intrigd ce Imbina elemente apartinand subgenului criminal si celui talhdresc, integrand
rasturnari neasteptate de situatii si incrucisdri nebanuite de destine intr-un episod inspirat de
epoca fanariota.

Textul romanului judiciar reprezinta sursa primara a seturilor de imagini, generand
ilustratii care functioneaza ca un eficient turnesol al intrigii cu mize morale. Insertiile grafice
se dezvolta dintr-un context epic, devenind astfel un produs secundar, o extensie vizuald a
continutului ideatic. Identitatea vizuala a acestor romane populare contribuie In mod decisiv
la orientarea receptarii textului literar. Procesul de elaborare a ilustratiilor presupune un
demers analog cu traducerea, echivaland cu refacerea unui anumit univers simbolic. In cazul
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romanelor judiciare, identitatea graficd reconstituie valorile literare si morale ale textului.
Construite in jurul unor relatdri despre existentele scandaloase ale ucigasilor si despre
exemplaritatea morald a victimelor, ilustratiile se conformeazd cerintelor acestui tip de
imaginar literar, reflectdnd simultan seturile de conventii estetice specifice epocii si
orientarilor culturale. Dinamismul narativ si multiplele intorsaturi spectaculoase de situatie
vor fi transpuse in imagini executate simplist, cu mijloace grafice rudimentare, dar care sa
cuprinda toate detaliile scenei.

2. Dela roman tilhédresc la roman judiciar

Durata de viata si popularitatea unui subgen sunt determinate de inventivitatea cu care
romancierii dezvolta si inoveaza formulele standard. Romanul judiciar apare ca o prelungire a
popularitatii celui talharesc, addugidnd o dimensiune tehnicd faradelegilor comise de
raufacatori. Romanul haiducesc si cel talharesc sunt subgenuri antropomorfizate, care pun in
functiune modele simbolice, avand in centru o figurd a unui eroul ce domind intreaga
desfasurare evenimentiald. Romanul judiciar reconfigureaza optica naturalismului,
transformand mediul social intr-un factor declansator al actelor reprobabile. Faptasii sunt
deposedati de continutul simbolic al actiunilor lor, in timp ce victimele sunt aureolate ca
jertfe ale neregulilor si distributiei inegale a valorilor morale. Actele zguduitoare, crimele sau
sinuciderile, precum si circumstantele lor misterioase, sunt analizate din multiple unghiuri,
asemenea folosirii unui set de oglinzi paralele, iar pasii arizi ai anchetelor se reconstruiesc in
mod fascinant sub frazele locvace ale romancierilor.

Caracterul hibrid al romanului judiciar romanesc deriva din imbinarea conventiilor
subgenului politist cu trasaturile celui talhdresc, punand in functiune un intreg proces de
resemantizare functionald a noului gen romanesc. Scenografia detectivista atrage cu sine si o
orientare literara specificd, menitd sa continue critica sociala vehementa practicata in romanul
din a doua jumatate a secolului al XIX-lea. Literatura este permeabild la schimbarile de
epistema culturala, iar fictiunea cu detectivi marcheaza o evolutie societald in termeni de
disciplind, supraveghere si control, dupa cum aratd Laura Marcus in studiul Defection and
literary fiction:

The centrality of detective fiction to the nineteenth century is seen as both aesthetic
and ideological, as it mediates a culture in which crime and punishment are both
profoundly internalised in the subjective sphere and externalised in ever more
elaborate forms of discipline and surveillance, and in new legal institutions and
judicial procedures, in particular the formation of the detective police, the rise of
forensic science, and the development of trial by evidence (Marcus, 2003, p. 246).

Romanul haiducesc si chiar cel talhdresc nu puteau instrumentaliza investigatii
elaborate, care sd permitd glosari exhaustive pe marginea ideilor de dreptate sau justitie
obiectiva, giratd de mecanisme juridice evoluate. Pe de altd parte, subgenul judiciar se
foloseste si de conventiile formulei romanului politist, ce implicd supradimensionarea
constiintei unui raport cauza-efect de neevitat si cucerirea unui imaginar securizant,
complementar imperativelor morale pe marginea carora gloseaza romancierii roméani, hotarati
sd reabiliteze renumele speciei prin ,tratate” fictionale despre moravuri’. Romancierii-
gazetari construiesc voci narative ce se pot substitui, in plan narativ, investigatorilor,

3 Odata cu exercitiul literar de a scrie un roman, Tainele inimei (1850), Mihail Kogalniceanu interpreteaza intentia autohtona
de a elabora romane originale prin obisnuinta de a copia formule desprinse din moda occidentala. Totusi, Kogalniceanu
recunoaste ca observatia sociald dobandeste un mai mare impact si eficienta atunci cand se slujeste de un roman, nu ,,de o
carte de moral”, atragand atentia paturii sociale privilegiate asupra unora dintre ,,novelele cele mai pozitive si mai complete”
din viata capitalei Moldovei (Kogélniceanu, 1967, p. 133).
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inlocuind eroismul conventional cu perspicacitatea. Naratorul, desi insoteste agentii anchetei,
reuseste sd acapareze si rolul acestora, adjudecandu-si pozitia de observator si interpret al
cursului investigatiei. Daniela Zeca descrie aceastd mutatie literara adusd de romanul politist
in Melonul domnului comisar. Repere intr-o noud poetica a romanului politist clasic:

[...] raului metafizic si difuz ii ia locul o anume realitate personalizata care e crima, in
timp ce eroul e departe de a mai proteja un secret sau un ideal, fiindca se vede pus
dintr-o data in situatia sa reprime, sa aduca la ordine, sa actioneze, dar facand uz nu de
eroism, ci de o categorie cu totul alta decit cea morala, care e flerul [...]. In loc de a se
pune la incercare in fata lumii si a naturii, eroul, devenit, mai nou, detectiv, se trezeste
singur In fata orasului si a tarelor societatii (Zeca, 2005, p. 53).

Aceastd deplasare a accentului de pe categoriile eroicului si eticului catre
perspicacitatea individuala, pusa in slujba reparatiei echilibrului social tulburat prin crima,
declanseaza lupta simbolica a investigatorului cu metehnele societale. In Ingrozitoarea crimd
din Tabaci, naratorul creat de Panait Macri devine vocea omniscientd care citeste probe,
indicii, marturii si chiar gandurile anchetatorilor specializati, ingloband toate aceste elemente
intr-un discurs care acapareaza prin iluzia veridicitatii. Flerul investigatorului este
transplantat naratorului si in romanul lui George Caliga. In Misterul mortei Jeanei Cristescu,
naratorul reia cu scepticism toate probele si marturiile din dosar, cu intentia marturisitd de a-
si confirma intuitiile ce ar putea rasturna intregul caz.

Ca hibridizare a crime fiction-ului occidental, romanul judiciar romanesc confirma
natura eseistici pe care o capdtd proza romaneascd odatd cu cea de-a doua jumaitate a
secolului al XIX-lea®. O asemenea optiune literard este legitimatd, in peisajul cultural
romanesc, de traditia criticii sociale care atinge apogeul odatd cu romanul social si cel
talharesc. Discursul orientat cétre glisarea dinspre naratiunea alertd cétre tratarea eseisticd a
intrebarilor legate de viatd si moarte, pedeapsa si crimd sau valori si sisteme morale
conflictuale isi selecteaza drept obiectiv literar ipostazierea laturilor tenebroase ale societatii,
construind un instrument critic eficient, dupd cum aratd Louise Nilsson, David Damrosch si
Theo D’haen in introducerea la volumul Crime Fiction as World Literature:

The globalized and hybridized genre of crime fiction, dealing with universal questions
about life and death, crime and punishment, conflicting values and moral systems, is
known for portraying the darker sides of society and formulating a social critique
upon its own native context. At the same time, it is a genre that entertains readers
worldwide, and its authors write within a tradition, continuously reshaping the genre’s
way of telling stories about crime (Nilsson, Damrosch, D’haen, 201, p. 4).

In romanul judiciar romanesc, constructic hibridi care amalgameazd mai multe
formule preluate din bogatul capital cultural strdin si din cel mai modest, autohton,
naratiunile despre crime nu se constituie in realizari estetice remarcabile, care sd produca
acelasi tip de efect asteptat de la modelul occidental, cu o bogata traditie. Anumite strategii

4 In perioada pre-revolutionara din tarile romane, poezia si teatrul erau vizute ca instrumente ideologice eficiente, platforme
ale patriotismului si semn al ascensiunii nationalismului. In schimb, romanului nu i se atribuia acelasi rol combativ, deoarece
nu ii mai revenea scopul de a obtine victorii politice de mare amploare. in schimb, romanul era considerat un instrument de
observatie a starilor de fapt si a rezultatelor transformarilor din secolului. in Europa acelei perioade, literatura incepea si fie
perceputa ca o retea complexd de relatii sociale, guvernata de institutii atat formale, cat si informale. Sistemul estetic
dominant suferd schimbdri semnificative, promovand interesul pentru analize detaliate ale evenimentelor si vietii cotidiene in
toate culturile vechiului continent, indiferent dacé acestea erau de o traditie vasta, precum spatiul francez, sau emergente, ca
in cazul spatiului roméanesc. Pentru spatiul romanesc postunionist, modernitatea culturald, agitatiile politice si schimbarile in
cadrul claselor sociale ofereau suficiente surse de observatie si analiza sociald in creatiile literare.
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narative si pasaje se individualizeaza, conferind stabilitate unui ansamblu epic ce pare destul
de subred dupa inliturarea mizelor teziste si etice. In romanul lui Panait Macri, faptasul nu
ramane multa vreme necunoscut, iar scenariul biografic pe care il construieste ucigasului este
unul complex, detaliat, si include atat profilul psihologic al personajului, cét si evenimentele
care precedd crima, motivele, impulsurile si justificarile economice si sociale. Pentru a-si face
scenariul veridic, romancierul atribuie inca de la primele pagini personajului cateva trasaturi
distinctive menite a Inlatura definitiv posibilitatea nevinovatiei sale. Impulsivitatea, raceala,
privirea violentd si rece pe care i-o observa ibovnica anuntd un monolog ce pune in miscare
planul unei crime terifiante, care sa rascumpere tentativa esuatd de a incendia locul jafului
comis:

— Ce-0 sd zicd lumea? ingana el; ce-o sa zica unchiul meu? cum am sa pot eu da ochi
cu dansul? Si dupa ce voi iesi din puscarie, ce-am sa ma fac? Cine o sd-mi dea slujba?
cine o s ma mai priveasca? Cum am sa mai pot trdi? Trebuie sd fac orice chip pentru
ca banuielile s nu mai poatd fi deloc Indreptate asupra mea... Dacd reuseam astd
noapte, ce bine era! Cine dracu a pus pe hodoroanta aia batrand sa se trezeasca? O
jumatate de ceas sa fi mai trecut si toata casa era in flacari, — atunci, cine ar fi putut
sd mai gaseasca vreo socoteala? Era sa fiu cel dintai, care as fi aruncat cufarul in
mijlocul focului. Ori cine poate sa-si inchipuiasca ci bonurile fiind de hartie, hartia
arde lesne. Era o frumoasa ocaziune, era un plan dintre cele mai nimerite. N-am reusit.
Ei bine, sa merg mai departe. (Macri, 1896, p. 53).

Panait Macri, cu Omorul din strada Soarelui sau Asasinii Mariei Popovici (1885) si
Ingrozitoarea crimd din Tabaci (1896), urmireste firele incurcate ale unor anchete judiciare
pentru a prezenta detaliile unor crime violente, ce au suscitat atentia publicului prin presa
vremii. Din cele doua texte, doar Ingrozitoarea crima din Tabaci primeste subtitlul de roman
judiciar, semn ca romancierul este preocupat de o incadrare genericd precisd, succesul
primului roman, chiar si neterminat, jucand, probabil, un rol insemnat in aceastd optiune.
Eticheta genericd desemneaza, totodatd, si intentia de a se adresa unui public interesat de
culisele investigatiilor criminale. In Misterul mortei Jeanei Cristescu (1909), George Caliga
isi fixeaza, inca de la primele pagini, obiectivul ambitios de a deslusi circumstantele
enigmatice ale unei morti catalogate de autoritati drept sinucidere. Decupajele din presa
vremii, alaturi de declaratiile martorilor si apropiatilor victimei, alcatuiesc o imagine-colaj a
vietii tinerei femei si a mortii sale misterioase. Desi romanul sau nu este incadrat in subgenul
judiciar prin subtitlu, Caliga se lanseaza 1n peroratii avantate pe tema compatibilitatii ori a
incompatibilitatii dintre caracterul Jeanei Cristescu si posibilele cauze ale mortii sale, pentru
a ajunge in final la concluzia cé verdictul initial oferd cele mai multe raspunsuri la Intrebarile
formulate in jurul cazului.

Una dintre ideile centrale pe care cauta sa le dezvolte romanul judiciar este sacrificiul
ca practica sociala, fie ca vorbim despre unul simbolic, articulat in impunerea unor conditii
precare de existentd, care conduc la gesturi extreme, ca sinuciderea din cazul Jeanei
Cristescu, fie ca avem in vedere un sacrificiu uman concretizat Intr-o crima ce are drept mobil
lacomia ori cedarea in fata unui imbold inexplicabil de a ucide, situatie prezentata in detaliu
in romanul Ingrozitoarea crimd din Tabaci. Analizand conexiunea profunda dintre tragism si
practica sacrificiald la nivel simbolic, Terry Eagleton explica in Holly terror ca sacrificiul
devine un semnal al decaderii profunde a sistemului social si marcheaza o criza istorica:

Sacrifice thus has the inner structure of the tragic. But it is tragic, too, in the sense that
it is both pitiful and fearful that it should prove necessary in the first place. A just
society would require no such radical self-dissolution. A condition which cannot be
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repaired without so extreme a kenosis must be dire indeed. That a decent human
dispensation demands not only amending the ancien régime, but dying to it, is a
symptom of historical crisis, not a piece of macabre self-indulgence (Eagleton, 2005,
pp- 129-130).

Imaginea panoramata a sacrificiului apare drept un alt instrument al criticii sociale in
romanul judiciar. Crima incorporeaza un sacrificiu simbolic, golit de continutul sacru, al unei
vieti importante pentru dinamica sociala. Subgenul romanului judiciar construieste un intreg
scenariu zguduitor pentru a sustine teza cd, incalcand buna functionare a normelor sociale si
morale, sacrificiul realizat printr-o crimd sau sinucidere ascunde o tendintd tragicd de
disolutie a sinelui colectiv, actiune ce nu si-ar avea justificarea Intr-o societate armonioasa.
Romanele judiciare scrise de Panait Macri si George Caliga prezinta, in spirit naturalist,
gesturile extreme precum crima sau sinuciderea ca acte sacrificiale ce au drept factor
declansator absenta mijloacelor necesare existentei si pervertirea sistemelor eticii.

Romanul judiciar roménesc are o puternica tentd detectivistica si tinteste catre
indrumarea lecturii prin jocul cu curiozitatile publicului cititor. Rolul detectivului din
romanul occidental este preluat nu de cétre investigatorii prezenti in subgenul judiciar, ci de
catre un narator care mizeaza pe ochiul complice al cititorului care asteapta febril urmatoarele
descoperiri. Lui Panait Macri 1i reuseste acest transfer functional al rolului detectivului catre
un narator care stie sd speculeze din plin dimensiunea participativa a lecturii realizate de un
cititor care se identificd implicit cu obiectivele descoperirii culiselor evenimentelor urmarite.
Experienta de traducdtor de texte de foileton si indemanarea de gazetar specializat in
examinarea faptului divers conferd naturalete efectelor tranzitiilor narative. in volumul
Mayhem and Murder: Narrative and Moral Problems in the Detective Story, Heta Pyrhonen
descrie acest proces al transferului responsabilitatii simbolice pentru dezvaluirile din plan
fictional, dinspre conducétorul anchetei, detectivul, cétre cititor. Detectivul indeplineste
functia de cititor model, care interpreteaza indiciile si datele in vederea formularii
raspunsurilor pentru enigmele crimelor, transplantandu-si perspectiva, prin strategii narative
ingenioase, in imaginatia publicului:

As characters who provide answers to the mystery of crime posed at the beginning,
detectives are portrayed in the genre as textually embedded model readers whose
readerly and interpretive activities mirror the reader’s own activity. [...] The detective’s
function as a model reader emerges once we realize that the enmity between criminals
and detectives largely consists of a series of entangled writing and reading ‘contests’
triggered by a crime (Pyrhonen, 1999, p. 5).

Odatd declansatd competitia dintre exemplaritatea morald, sustinutd de eforturile
detectivului, si Incélcdrile flagrante ale conventiilor sociale si etice, realizate prin crimele
faptasilor, romancierii romani cautd sa aleaga strategii narative care si atraga solidarizarea
cititorului cu temeritatea investigatorului, simbol al unei autoritati securizante. Interpretarea
Hetei Pyrhonen devine relevantd pentru intelegerea rolului histrionismului naratorului in
medierea tensiunii descoperirilor si in construirea unui echilibru narativ care sd stimuleze o
lecturd participativa, complice la restabilirea ordinii morale prin prinderea si acuzarea
ucigasului. Naratorul lui Panait Macri din /ngrozitoarea crimd din Tabaci dovedeste un spirit
detectivistic intuitiv, care construieste scenarii dramatice in jurul probelor de la dosar,
fictiunea acaparand si reconstruind cazul real. In schimb, in Misterul mortei Jeanei Cristescu,
naratorul lui George Caliga nu permite fortelor acaparatoare ale fictiunii sa se manifeste la
capacitate maximald, si profereazd necesitatea intoarcerii la document, la decupajele din

43
Vol. 7 No 2 (2024)
ISSN: 2003-0924



presa, marturii si declaratii, pe care le interpreteaza cu intentia manifestata explicit de a afla
un adevar ascuns, diferit de cel oficial.

Strategiile de valorificare fictionald a evenimentului real sunt diferite la Macri si
Caliga, comun fiind efortul de a specula senzationalul fiecarui episod. Strategia literara a
autorului Ingrozitoarei crime din Tabaci pare a fi una mai facil, implicand alegerea unei
crime cvadruple, petrecute intr-o scoald cu putini ani inainte de momentul scrierii romanului,
gazetarul avand toate datele desfasurarii anchetei cunoscute si un bogat material documentar
pe care sa-1 foloseasca 1n constructia epica proiectata. Caliga, in schimb, alege un subiect mai
degraba eseistic pentru romanul sau, optiune justificatd prin prisma tragismului mortii unei
tinere femei din cauze aparent necunoscute. Selectia cazului romanului judiciar imprima
astfel o anumitd abordare a evenimentului. Macri va construi o naratiune demna de un
policier, in timp ce Caliga va realiza un amplu comentariu al diferitelor piste obtinute din
presa si din dosare. Mult mai abil decdt George Caliga in gradarea conflictului si in
construirea unei intrigi care sd permita misterului sa fie savurat pe deplin, Panait Macri stie
cum sd mentind ansamblul fictional conectat la vigoarea realitatii pe care o reconstruieste.
Ingrozitoarea crima din Tabaci se deschide cu scena descoperirii scenei crimei, plasata in
curtea si cladirea scolii din localitatea unde, dimineata, avea sa soseasca un elev care va alerta
primul agent de politie intélnit:

Sambata, la 3 Tuniu, 1889, pe la orele 6 de dimineatd, un baiat deschide poarta scolii
comunale din Tabaci si intrd Tnauntru. Usile de la clase erau incuiate. Baiatul care era
un elev, Intelese ca-i prea de dimineata si incepu sa se joace prin curtea scolii. Trecu
in partea din fund. Acolo, aprope de un sopron care pleacd din dosul caselor si se
intinde pand in fund, stitea un om culcat pe o paturd. Elevul, curios cum sunt toti
copiii, se apropie mai mult de el si-1 vazu plin de sange.

Atunci se intoarse Tnapoi fugind din toate puterile cétre poarta.

Iesi afara si o lud in jos pe malul Dambovitei. Din intdmplare gési pe sergentul de
strada (Macri, 1896, p. 5).

Fraza concisa si relatarea sobra, fard podoabe retorice, confera un aer de reportaj, dar
totodata gradeaza in mod eficient tensiunea descoperii $i, mai apoi, succesiunea episoadelor
naratiunii cu iz politist si intrigd construitd dupa tipar de ancheta judiciard. Naratiunea nu are
o desfasurare ascendenta, care sa porneasca de la descoperirea cadavrelor si s continue catre
prinderea si punerea sub acuzare a faptasului, ci, in mod surprinzétor, este pusa In miscare o
intreaga scenografie dramatica, care speculeaza mobilul ascuns al crimei, elaborarea planului
si hazardul ce a condus la desfasurarea sangerosului eveniment, alaturi de episoade
alternative ale uciderii si anchetei. Romancierul isi foloseste cu succes deprinderile de gazetar
pentru a invesmanta povestea in nuantele potrivite curiozitatii publicului, gradand tensiunea
episoadelor povestii conform incarcaturii lor dramatice. Macri oferd dovada ca si-a exersat
stilul, desavarsindu-1, efectele retorice fiind mai subtile, iar textul mult mai bine inchegat fata
de romanul anterior, Omorul din strada Soarelui, in care scenariul narativ este unul mai mult
intuitiv, rudimentar, alcituit din observatii dezlinate asupra naturii umane’. La George
Caliga, naratiunea isi gaseste legitimarea, paradoxal, in sfera extraesteticd, in interesul
cititorilor avizi de gazete pentru Intamplari senzationale si misterioase. Firul detectivistic din
Misterul Mortei Jeanei Cristescu este mai fad decat In textele lui Macri, insd Caliga stie sa
activeze o altd dimensiune a romanului judiciar romanesc, si anume propensiunea

5,,Cand o femeie respinge pe un barbat, atunci aprinde mai mult flacira din pieptul siu. in pacatul acesta cizu si Vasile. Cu
cat vedea cd incercérile de-a atrage cel putin una din privirile adoratei lui sunt zadarnice, cu atat ambitiunea ii muncea mai
mult sufletul. Si fiind cé era un om ordinar, se Incerca in mai multe randuri a o face sa i se supuie prin forta, cu toate ca acest
lucru se vede petrecandu-se si pe la cei nobili” (Macri, 1885, p. 18).
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enigmaticului, a misterului care creeazd si se creeaza prin poveste. O asemenea tratare
fictionald a unui eveniment cu potential de a-si castiga un public numeros implica, de
asemenea, obiective literare mai putin subtile:

Nu e zi, ca in Capitala, sa nu se intdmple o crimd, sau o sinucidere, dar mai toate trec
la rubrica ,faptelor diverse” a ziarelor, consacrandu-li-se numai cateva randuri.
Misterul de care e inconjuratd moartea nenorocitei Jeana Cristescu a pasionat insa
publicul din intreaga tard si bineinteles, in primul rand pe cei din Capitald. Tanar3,
frumoasa, si inteligentd, Jeana Cristescu si-a gasit moartea in niste imprejurdri, care
nici In prezent nu sunt bine cunoscute si a caror discutie a pasionat pe toatd lumea
(Caliga, 1909, p. 3).

Romancierul nu se sfieste sd foloseascd epitete cu continut emotional si sa
catalogheze intreaga intamplare ca pe o enigma urbana, ce asteaptd un detectiv abil care sa o
descifreze si sd o supuna atentiei ochiului scrutitor al publicului format cu gustul
senzationalului. Profilul cvasi-angelic al victimei tulburatorului eveniment functioneaza, in
romanul lui Caliga, ca declansator si factor catalizator al intrigii. Investigatia se deapana
liniar, fard rasturnari majore de situatie, iar discursul romanesc antreneaza tehnici narative
rudimentare. Decupajul de informatii, colportajul si comentariul sunt principalele strategii
folosite de gazetarul care n-a dat decat un singur roman. Optand pentru formula romanului
judiciar, George Caliga ramane pe teritoriul bine cunoscut al gazetariei, Misterul mortii
Jeanei Cristescu semanand cu o serie de articole de gazetd adunate laolaltd. Sigur pe
abilitatile sale de calibrare a propriilor mijloace artistice, scriitorul de romane judiciare
intelege ca literatura sa devine unul dintre efectele cristalizarii depline a fenomenului ce avea
si primeasci numele de culturi populari®.

Personajul demonstreazd o fire lucidd care, in ciuda educatiei precare si lipsei
scrupulelor, se dovedeste sensibila la mentinerea aparentelor sociale. Vinovatia este complet
absentd, iar posibilitatea redemptiunii prin dragostea femeii aldturi de care se bucura de
consecintele jafului se transforma intr-o iluzie. Foiletonistul Panait Macri calibreaza la
maximum dramatismul situatiei si speculeazd din plin firul senzational al succesiunii
evenimentelor. Actiunile personajului devin cu atit mai reprobabile cu cat sunt indreptate
asupra propriei familii, iar planul initial de a ucide sluga unchiului se modificd in chiar
momentul savarsirii uciderii, care se transforma intr-o crimd cvadrupld, pe langd victima
intentionatd adaugandu-se proprii verisori si bunica lor. In ceea ce priveste elucidarea
enigmelor care inconjoard moartea Jeanei Cristescu, romancierul Caliga foloseste portretul
tinerei femei drept cheie a misterului. Discursul ornant al gazetarului decoreaza scenariul
biografic cu sugestii ale sensibilitdtii exacerbate si a unui simf moral de neclintit, si aratd ca
marturiile edificatoare sunt cele care fac dovada revendicarii sale de la traditia literard a
eroinelor care isi jertfesc viata refuzand degradantele compromisuri sociale:

Stiu, cd in zilele din urma cetia pe Ana Karenina, cunoscutul roman al Iui Tolstoi, al
carei eroind ’si alege un sférsit Intocmai ca si acela pe care si 1-a ales dansa. Apoi mai
punand in legdturd si sguduitura ce a produs-o asupra moralului siu, sinuci-derea
tatdlui ei, inclin a crede ca aceste doud fapte si numai acestea, au influen-tat-o la
savarsirea actului nesocotit (Caliga, 1909, p. 21).

¢ Peter Burke remarcd necesitatea de legitimare extraesteticd a unei naratiunii drept un simptom central al ascensiunii culturii
de masa: ,,To a modern reader, the parallel between broadsides or chap-books and the «mass culture» of the contemporary
world is likely to be striking. He will notice the increased standardisation of format, he will be sensitive to the devices for
attracting buyers, like sensational titles or the (frequently false) claim that a narrative is «full», «faithful», «true» or «new»”
(Burke, 1978, pp. 254-255).
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Pentru a mentine impresia onorantd de anchetd ancoratd in fapte verificabile,
necontaminatd de exuberanta fictiunii, romancierul isi manifesta scepticismul in privinta unor
asemenea ,.explicatii logice”. De altfel, George Caliga se recomanda in prefatd ca ziarist
anchetator, care isi face o misiune personald din aflarea adevarului’. Ceremonialul justificarii
in fata cititorului este unul comun 1n literatura epocii, insd pe langa rolul enuntarii principiilor
investigative ale ziaristului-romancier mai poate indeplini si o functie recapitulativa, un punct
nodal in geografia naratiunii, ce permite, printr-un artificiu rudimentar, crearea de legaturi
intre diferitele episoade ale naratiunii. Tehnica se regéseste si la scriitorii mai experimentati,
fiind intalnita si Intr-unul dintre primele romane judiciare scrise de Panait Macri, Omorul din
strada Soarelui sau Asasinii Mariei Popovici®. Strategiile de acest tip au un obiectiv
straveziu, mentinerea atentiei cititorului si orientarea interpretarilor sale sa prin aleile
intortocheate ale povestii. De aceea, scriitorul anuntd cand si de ce va dedica un mai mare
interes actiunilor unui anumit personaj:

Luna se ascunse in dosul unor nori, care acoperird fata cerului. O ploaie marunta si
deasa incepu sd cada. Vasile isi indesd mai mult pdlaria in cap, biagd mainile in
buzunar, coti la dreapta si disparu in fundul unei strade Intunecoase.

Vom urmari de aproape pe acest om (Macri, 1885, p. 20).

Spatialitatea si temporalitatea sunt pilonii centrali care compun scenele dramatice ale
romanului judiciar romanesc. Crimele se urzesc si se infaptuiesc la lumina lunii, in mahalale
sau pe strizi laturalnice. In Omorul din strada Soarelui, Panait Macri construieste decoruri
simple, sardcacioase, dar nvaluite in sugestii ale obscurului si ale violentei gratuite. Acest
prim roman judiciar scris de gazetarul Macri compenseaza prin atmosfera ceea ce pierde in
inchegarea narativd. Schematismul decorurilor sumbre si rudimentarismul profilurilor
personajelor sunt contracarate de aluziile unui intuneric indefinit, caruia nu i se pot ghici
contururile. Micile sclipiri de sperantd ori blandete se risipesc rapid sub influenta
premonitiilor tragice care vestesc moartea iminentd a unei femei frumoase, sensibile, care nu
se face vinovata de nimic altceva decat de nobletea caracterului sau.

In cazul subgenului judiciar, titlurile nu functioneaza ca suporturi ale unei posibile
incadrari generice, ci se constituie ca strategie comerciald, accentuand natura enigmatica a
evenimentelor a caror analizd o promit, in buna traditie a romanului-foileton, pentru care
titlurile si subtitlurile reprezentau o garantie a interesului publicului. Misterul mortei Jeanei
Cristescu nu este roman de mistere, asa cum Omorul din strada Soarelui sau Asasinii Mariei
Popovici si Ingrozitoarea crimd din Tabaci nu apartin subgenului politist sau criminal, desi
incep cu enuntarea evenimentului, cadrul care precedd crima violentd a femeii, respectiv
uciderea unei familii si a slugii lor, si relateaza firele mai incurcate ale unei anchete.
Subgenul prinde astfel avant ca marcator al societdtii de consum, care transforma
senzationalul in produs exportat prin texte de naturad foiletonisticd. Fictiunea unificatoare si
totalizatoare sterge contururile evenimentului real si 1l inconjoara cu nuantele unei plasmuiri
pasionante.

7 Gazetarul George Caliga isi construieste o imagine de aparitor al adevarului, transformand ancheta intr-o misie sociala:
,,Ca redactor al ziarului cotidian «Minervay, subsemnatul am intreprins o anchetd, pentru a deslusi cat mai mult misterul
acesta de nepatruns si am reusit sa fac si pe colegii mei de la celelalte ziare, sd@ puna acelasi interes pentru dezvaluirea
misterului” (Caliga, 1909, p. 3).

8 ,Cerem scuze lectorilor nostri, dacd din cauza multelor personaje, suntem nevoiti a incungiura infiordtoarea executiune a
crimei. Trebuie sa facem nsd aceasta, pentru a putea intra dreptat in faptul odios din ziua de 12 Mai si pentru a introduce
lucrurile astfel, incat sa putem fi intelesi de toti” (Macri, 1885, p. 15).
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Strategiile foiletonistice includ mozaicarea naratiunii in capitole scurte si bogate in
evenimente, care primesc titluri ce rezuma evenimentele principale ale secventei. Practica
editoriala a titlurilor de foileton au rol de captatio in toate subgenurile romanului de consum,
insa 1n subgenul judiciar titlul numeste un detaliu tehnic al nefericitului eveniment, cel pe
marginea cdruia va glosa romancierul (Descoperirea crimei, Cel din urma adio, O scena din
trecut, Planuirea crimei, Comiterea crimei, In ajunul omorului, Geniu rau, De ce s-a omordt
Jeana?, Crimad sau sinucidere?, Dacd e sinucidere, pentru ce s-a sinucis?). Fiecare piesa a
crimei, sinuciderii si a investigatiei primeste propriul capitol, asa cum prezenta profilurilor
ucigasilor si ale victimelor reprezintd nu doar o necesitate tehnica in romanul judiciar, cat si o
garantie a stabilitatii esafodajului narativ.

Granita dintre romanul talharesc scris de Ilie Ighel si cel judiciar al lui Panait Macri si
George Caliga este una clard, demarcata prin calibrarea tematica, strategiile literare si modul
de organizare a materiei epice. Ambele subgenuri Tmpartisesc insd una dintre cele mai
frecvent amendate stdngécii ale romanului romanesc de consum, inabilitatea de obiectivare,
imputata de istoricii literari care au studiat geneza speciei. Aceiasi naratori histrionici
incearca sad dirijeze o lecturd empaticd atdt a romanului judiciar, cat si a celui talharesc,
lansandu-se in peroratii si comentarii de natura eseistica ori jucand cartea sentimentalismului
si a simpatiei fatd de victime sau, cum se intdmpla in romanele lui llie Ighel, Banditul Simion
Licinski si Moartea banditului Simion Licinski, chiar fatd de talhar. O altd trdsatura a
romanului judiciar, pe care o Impartaseste si cel talhdresc, este influenta modelatoare a
naturalismului in inventarierea mobilurilor actiunilor reprobabile. Panait Macri si George
Caliga construiesc scenarii dramatice, ce servesc drept incursiuni fictionale in biografiile
sordide atribuite victimelor, suspectilor sau faptasilor.

3. Romanul judiciar, un historical crime fiction romanesc

Pledoariile construite de avocatul-romancier Ilie Ighel in apararea talharului Simion
Licinski sunt fundamentate pe o critici sociali vehementd. In pur spirit naturalist, Ighel
supraliciteaza ideea de societate pervertitoare, care distruge viitorul oamenilor 1nzestrati
spiritual prin exilarea lor in sdracie, impunandu-le o existentd modestda ce nu poate avea alt
rezultat decat declansarea unor reactii violente, puse in slujba luptei pentru supravietuire.
Aceasta particularitate a romanului talhdresc isi are originea in popularitatea pe care o capata
banditii in imaginarul colectiv si, mai apoi, in cultura de consum, care ii invesméanteaza intr-o
alurd eroicd, de simboluri ale rezistentei comunitare in lupta cu coruptia autoritatii oficiale.
Conceptul de banditism social, teoretizat de istoricul Eric E. Hobsbawm in emblematicul sau
volum Bandits, supraliciteazad imaginea talhdariei ca ritual de protectie comunitara si forma de
rezistentd in fata coruptiei autoritdtii oficiale. Talharia presupune evadarea din configuratia
sociala rurald si garantarea unei libertati de actiune mult mai mari decat cea a onestului taran
legat de glia strimoseasca. Infeudat unei duble autorititi, a statului si boierilor pe mosia
carora lucreaza, taranului nu 1i revin prea multe posibilititi de a prelua fraiele propriului
destin. De aceea, aratd Hobsbawm, banditii sociali nu pot aparea decat in spatiul rural,
predispus vulnerabilitétii economice:

Banditry is freedom, but in a peasant society few can be free. Most are shackled by the
double chains of lordship and labour, the one reinforcing the other. For what makes
peasants the victims of authority and coercion is not so much their economic
vulnerability — they are indeed as often as not virtually self-sufficient — as their
immobility. Their roots are in the land and the homestead, and there they must stay
like trees, or rather like sea-anemones or other sessile aquatic animals which settle
down after a phase of youthful mobility (Hobsbawm, 2000, p. 30).
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Banditul rural exemplar este haiducul, cel care transforma jefuirea boierilor corupti in
act comunitar i forma de ocrotire a taranilor oprimati, care beneficiaza de generozitatea
nobilului talhar. Notele romantice ale unui asemenea simbol s-au dovedit fructuoase in
primele decenii din biografia romanului roménesc, insa un asemenea model epic nu avea sa
functioneze la nesfarsit. Singura modalitate de subzistentd a revoltatului devenit simbol al
rezistentei sociale devine, in paradigma literara a sfarsitului secolului al XIX-lea, convertirea
intr-un alt tip de imaginar, cu alte mize artistice, dar cu obiective ideologice similare.
Banditul urban, talharul, isi mentine alura de simbol al rezistentei si revoltei comunitare prin
taietura naturalistd a portretului, fundamentat pe o criticd sociald acida. Ilie Ighel 1l
transformase pe Simion Licinski, carismaticul talhar, intr-o victima a unui sistem corupt, iar
faradelegile sale sunt zugravite deopotrivd ca manifestari ale dorintei de supravietuire si
instrumente de zguduire a autoritatii viciate. Banditul din romanul judiciar marcheaza un alt
stadiu evolutiv al banditismului social, cel deposedat de virtutile comunitare. Criminalul 1si
pierde atributul de talhar social prin selectarea unor victime inocente pe care le sacrifica
dintr-un impuls egoist, lacom, de a lua 1n stapanire ceva ce le apartine.

Si Panait Macri, in romane talharesti ca Ghitfa Catanutd, privilegiaza imaginea
romanticd a eroului proscris, fortat de propriile patimi si de circumstantele sociale sa devina
mai intai haiduc, sd se retragd simbolic din comunitate, iar apoi talhar, manifestandu-si
intentia de a incalca legile scrise si nescrise ale convietuirii intr-o configuratie sociald. Spre
deosebire de haiduci, care isi construiesc un stat alternativ, o comunitate ierarhizata,
guvernatd de legi proprii si animatd de idealul ocrotirii ndpastuitilor si starpirii coruptiei,
talharii resping orice formuld comunitara, actionand fie singuri, fie in grupuri foarte mici,
sortite dizolvarii timpurii.

Productia romanesca din cea de-a doua jumatate a secolului al XIX-lea este judecata
unitar, izolatd in subsolul paraliteraturii si asezatd in opozitie cu exceptia de la reguld, cu
romanul filimonian. Individualitatea textelor si ineditul particularitdtilor lor sunt sacrificate in
numele discreditarii literaturii considerate ,,de consum”. Mai putin norocos decat Panait
Macri, George Caliga, care scrie un singur roman, nici macar nu figureaza in dictionare sau
sinteze de istorie literard cu titlul de romancier. Verdicte estetice precum cel oferit de
Dictionarul literaturii romdne de la origini pand la 1900 sunt surprinzitor de asemanatoare
cu cele ale perioadei in care scriau Macri sau Caliga. Rolul moral si utilitatea sociald a
literaturii se transformd, din nou, in argumente ale respingerii calitatilor artistice ale
romanului judiciar autohton.

In dimensiunea sa de historical crime fiction, romanul judiciar romanesc {si
accentueaza nu doar latura documentara, de a ardta cum functioneaza institutiile responsabile
cu anchetele si procesele judiciare, ci si expansivitatea interpretdrii istoricizante a
evenimentelor sangeroase pe care le analizeazad. Veleitatile de frescd istoricd sunt
supradimensionate de virtutile eseistice ale romanelor care propun descrieri minutioase ale
principalelor impulsuri umane aflate In spatele actiunilor terifiante precum sinuciderile sau
crimele. Aceste evenimente tulburdtoare, care fac obiectul analizelor senzationaliste din
romanul judiciar romanesc, ipostaziaza ruperi ale firului istoriei mari, obiective, a
comunitatilor in care se petrec, opunand evolutiei temporale firesti o succesiune de episoade
ale unor istorii personale, ce marcheaza existenta unei crize istorice si sociale. In introducerea
volumului The Detective as Historian: History and Art in Historical Crime Fiction, Ray B.
Browne si Lawrence A. Kreiser Jr. argumenteaza ca romanul criminal istoric serveste drept
instrument al cantaririi si judecarii actiunilor oamenilor care lupta unii Impotriva altora prin
gesturi si modalitati aflate in afara legii:
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Historical fiction generally covers adventures of all kinds and deals with all aspects of
culture. Historical crime fiction, though more narrow in its thematic treatment, is
concerned with the major drives of human life [...] In this context, crime fiction
becomes the official judging of the actions of the persons as they interact one against
another in illegal ways. The role of such fiction is to catalogue, measure, and
adjudicate the actions, point out infractions, and bring to penalty those who do not act
according to the rules. Historical crime fiction registers the actions of the people of the
past, recording how they influenced, both good and bad, their future-and our present
(Browne, Kreiser, 2000, p. 2).

Ca subgen al romanului istoric, fictiunea judiciard romaneascad indeplineste criteriile
de historical crime fiction enumerate de Browne si Kreisner, augmentand caracterul critic si
clasificator al unei literaturi ce isi afla geneza in paginile foiletoanelor si in interesul
gazetarilor pentru sclipirile comerciale ale senzationalului. Clasificarea gesturilor reprobabile
comise de oameni care resping normele impuse de configuratia sociala careia 1i apartin
metamorfozeaza evenimentele trecutului criminal in argumente ale explorarii manierei in care
acestea influenteaza istoria sociala.

4. Ilustratiile romanului judiciar si naratiunile imaginilor

Intr-un roman dinamic prin constructie, configuratie tematicd si mize ideologice,
prezenta ilustratiilor nu reprezintd un simplu element decorativ. Romanul judiciar recurge la
insertia ilustratiilor ca la una dintre cele mai eficiente strategii extratextuale, care nu doar ca
sparge cursul linear al povestii si sporeste suspansul, ci, in acelasi timp, confera consistenta
imaginilor vaporoase evocate abil de textul literar. In secolele al XVIII-lea si al XIX-lea,
literatura occidentala a exploatat pe larg succesul comercial al ilustratiilor, iar literatura
roména a adoptat aceasta tehnicd pentru a eficientiza circulatia mesajului romanesc. Pe langa
functia specifica de a integra in corpul textului elemente de divertisment, nu putem nega rolul
fundamental al ilustratiei ca instrument semiotic, care individualizeazi tiparele naratiunii. in
romanele lui Panait Macri, prima pagina a romanului anunta existenta unor ilustratii realizate
dupa fotografii, pe cand in textul lui Caliga sunt inserate fotografii reale ale victimei, ale
locului 1n care a fost gésitd, precum si ale anchetatorilor.

~

Fig. 1 Fig. 2 Fig. 3

Reprezentarea graficd actioneaza ca o ,traducere” a evenimentelor si scenelor
esentiale, rezumandu-le si reconstruind fragmente de text sub formad vizuald. Aceasta
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traducere intersemioticd’, realizatd prin intermediul ilustratiilor, are scopul de a reproduce
secventele textuale prin imagini, evidentiind anumite elemente narative si adaptand insertiile
grafice la cerintele ideologice sau imagologice ale povestii. Portretele suspectilor principali
sau ale ucigasilor ocupa, de reguld, primele pagini, pentru a nu lisa loc de indoiala asupra
trasaturilor distincte ale chipurilor autorilor crimei (Fig. 1, 2 si 3). Daca in primul roman
judiciar semnat de Panait Macri, Omorul din strada Soarelui sau Asasinii Mariei Popovici,
portretele suspectilor de crimd sunt realizate conventional, aproape fotografic, insistand
asupra detaliilor fizionomiei si vestimentatiei (Fig. 1 si 2), in cel de-al doilea, Ingrozitoarea
crima din Tabaci, figura ucigasului se construieste din tuse simple, rudimentare, care
contureaza un chip infiorator, pe care se citesc premeditarea si violenta (Fig. 3).

Jeana Cristescu

Ultima fotografie a Jeanei Cristescu

Fig. 4 Fig. 5

Stephen C. Behrendt subliniazd dimensiunea participativa a ilustratiilor, care
contribuie la educarea imaginatiei vizuale a cititorilor si ii incurajeaza sa participe activ la
construirea sensurilor operei de fictiune'. In ceea ce priveste romanele judiciare, imaginea
depiaseste prejudecata existentei unei functii pur mimetice, traditionale, in raport cu textul. in
romanul Misterul mortei Jeanei Cristescu, fotografiile cu victima si responsabilii anchetei

° Roman Jakobson analizeaza perspectiva traducerii intersemiotice in termenii unei transpuneri creative a mesajului dintr-un
anumit sistem de semne intr-altul, cu scopul conservarii cat mai adecvate a modului imaginativ: ,,The pun, or to use a more
erudite, and perhaps more precise term — paronomasia, reigns over poetic art, and whether its rule is absolute or limited,
poetry by definition is untranslatable. Only creative transposition is possible: either intralingual transposition — from one
poetic shape into another, or interlingual transposition — from one language into another, or finally intersemiotic
transposition — from one system of signs into another, e.g., from verbal art into music, dance, cinema, or painting”
(Jakobson, 1959, p. 238).

10 The increasing popularity of these sets of engraved illustrations, which technological advances in printing were making
more economical to produce, served further to educate the visual imaginations of contemporary readers, who were invited to
participate with author and - increasingly - with illustrator in the ‘creation’ of the literary work by realizing it for themselves
in visual form. While one result was a closer relationship between author and reader, simply because the visual artist’s
contributions to the illustrated book encouraged a greater intellectual and emotional engagement on the reader’s part, the
illustrator at the same time assumed greater prominence in the making of ‘meaning’ that had heretofore been a transaction
largely confined to author and reader” (Behrendt 1997, p. 23).
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sunt inserate pentru a spori credibilitatea informatiilor si a investigatiei conduse de romancier
pe cont propriu. Portretele victimei unei morti misterioase (Fig. 4 si 5) functioneaza in cadrul
naratiunii ca niste remindere ale frumusetii si inocentei Jeanei, legitimand astfel demersurile
indiscrete ale romanului care isi propune sa descifreze enimgmele personalitdtii si alegerii
sale tulburatoare de a-si curma propria viata.

Statia B. M. (Bucuregti-Marfuri) devenits celebrs prin descoperirea
cadavrului Jeanei Cristescu. '

Fig. 6

Pe masura ce cititorul strange toate detaliile despre desfasurarea scenei, ilustratia (Fig.
6) captureaza intr-o singurd imagine comprehensivd numeroase elemente referitoare la
locatie, context, situatie, strategie investigativa si impactul simbolic al locului in naratiune.
Absenta unei astfel de ilustratii impune cititorului sarcina de a asambla diversele elemente ale
scenografiei senzationale, necesitind colectarea de indicii textuale dispuse liniar in
cronologia discursului. Imaginea actioneaza ca o sintezd a evenimentului descris. Cu toate
acestea, existd cateva neajunsuri in strategia ilustratiilor. Stilizarea graficd impune o
relativitate in reprezentarea timpului si spatiului, adoptand o panoramare semnificativ diferita
fatd de cea a succesiunii de Intamplari prezentata in text. Locurile mortii, cum este cel in care
a fost descoperit cadavrul Jeanei Cristescu (Fig. 6), sunt alese pentru a reliefa binaritatea
static-dinamic a intrigii, adicd demersul investigativ, fuga dupa declaratii, reconstruirea
cronologiei premergatoare sinuciderii si glosarea eseistica pe marginea motivelor din spatele
gestului tinerei femei.
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Fig. Fig. 8

Dinamica narativa si numeroasele puncte nodale surprinzatoare ale povestii vor fi
reprezentate in imagini simplu executate, dar care sa surprinda in detaliu fiecare aspect al
scenei. Subtextul tezist din spatele textului contribuie in mod semnificativ la crearea unor
imagini care sd se alinieze temelor explicite si implicite ale romanelor. Ilustratiile care
surprind pregatirea, comiterea sau rezultatul crimelor sunt cele mai bogate in detalii (Fig. 7 si
9). Tlustratiile care surprind comiterea crimelor implica, din partea ilustratorului, un efort
imaginativ mai mare, iar din partea cititorului o implicare mai puternicd in scenariul dramatic
ce li se infatiseaza. Imaginea victimelor neajutorate (Fig. 8) permite o revenire la un mod mai
simplu de ilustrare care, dupa violenta scenei crimei, instaureazd o acalmie menitd sa
alimenteze speranta prinderii si pedepsirii ucigasilor.

In secolul al XIX-lea, cultura romaneascd favoriza concizia in detrimentul
reprezentdrilor vizuale complexe, fiind influentatd de sentimentalism, senzationalism si
accesibilitate. Cand o anumita prezentare vizuald capteaza atentia unui public larg, devine
influentd in directionarea pe care literatura timpului o va urma in crearea reprezentarilor
vizuale care si implice cititorii in mod eficient. In timp ce o imagine sofisticata, complexa,
necesitd anumite competente, simplitatea faciliteazd interpretarea si subliniazd rolul
romanului ca mijloc de divertisment. Modul in care ilustratiile sunt integrate in textul
romanesc nu numai ca indica ceea ce trebuie retinut din poveste si cum ar trebui interpretata
opera de fictiune, dar ofera si sugestii despre modul in care mesajul este structurat si despre
scopul sau, fie el estetic sau extraliterar.
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Fig. 9

Prezenta ilustratiilor conduce la o lecturd acumulativd, ritmatd de tensiunea
suspansului, care convinge cititorul sd reconstruiasca mental desfagurarea evenimentelor si sa
reevalueze ceea ce crede cd s-a Intdmplat. Intrigile complexe, cu diverse aspecte
melodramatice, epice sau istorice, cer reluarea si adaptarea imaginilor mentale create in
timpul lecturii, In functie de evolutia naratiunii, chiar dacd uneori autorul ramane ramifica
directia cursului povestii. Intr-o astfel de situatie, ilustratia poate avea un rol anticipativ sau
de sintezd, oferind intr-o singurd imagine esenta unei scene. Element-cheie al romanului
judiciar, scena crimei (Fig. 9), imbina decorul sumbru cu violenta criminalului si fragilitatea
victimelor, declangdnd impulsul reparatiei printr-o naratiune care sa faca dreptate celor jertfiti
in numele unor pulsiuni egoiste.

De asemenea, relevanta este si pozitionarea ilustratiei in pagina si relatia pe care o
stabileste cu textul. In cazul romanului judiciar, ilustratia ocupid o pagini separati, iar
contextul imaginii nu este intotdeauna clar definit, textul incetdnd adesea sa ofere o explicatie
pentru plasarea elementului grafic intr-un anumit segment al paginii. Diversele ipostaze in
care personajul apare, fie ca ucigas, fie ca victimi, capita un inteles implicit ideologic. In
romanele judiciare, ilustratiile, separate de un referent real usor de identificat, nu pot reda
fidelitatea in mod mimetic. Georges Didi-Huberman sustine ideea ca valoarea ilustratiei sta in
semnificatia sa simptomaticd, motiv pentru care criticd abordarea exclusiv mimetica.
Renuntand la rolul sdu mimetic, ilustratia, conform lui Didi-Huberman, este ghidatd de
simptom. In domeniul artei vizuale, simptomul reprezinti o reprezentare fizica a multiplelor
sale posibile cauze, fiind astfel disimulat si mutat dintr-un context familiar, generdnd o
discrepantd intre manifestarea fizica si originea sa (Didi-Huberman, 1990, p. 125). Atunci
cand existd o rupturd Intre imagine si originea sa, ilustratia genereaza o varietate de
interpretari libere si fluide, mentinand totusi o legatura cu textul, dar obtinand o autonomie
crescuta fata de acesta.
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Componentele insertiei grafice indreapta continutul romanului cétre sensibilitatea si
expectantele de lectura ale unui anumit public, interesat de mesaje ideologice specifice
propriei agende artistice si culturale. Cititorii romanelor judiciare, care nu sunt atat de
familiarizati cu arta inalta sau abstracta, proiecteaza propriile lor experiente sociale, culturale
si politice asupra ipostazelor in care personajul este prezentat. Desi ilustratiile din aceste
romane par conventionale si simple, oferind impresia unui univers familiar cu un referent
identificabil, ele nu servesc ca reproduceri fidele, ci ca surse pentru o interpretare flexibila.
Cu cat imaginea este mai simpld si mai elementard, cu atat devine mai reconfortanta din
punct de vedere psihic in interpretare, facilitand astfel identificarea si empatizarea cu situatii,
cauze sau forme de critica sociala.

5. Concluzii

Asadar, un aspect relevant din biografia subgenului hibrid al romanului judiciar este
acela cd nu romancierii cu profesii juridice manifesta inclinatii cétre acest subgen. Panait
Macri si George Caliga sunt ziaristi care semneaza in cele mai importante periodice ale
epocii, exersandu-si abilitatile literare atat in descrierea faptului divers, cat si in distilarea
efectelor senzationalului. Fin cunoscator al conventiilor mai multor genuri si al strategiilor
foiletonistice, Macri scrie atat romane istorice, cat si haiducesti, talhdresti, criminale si
judiciare, fiind unul dintre cei mai productivi scriitori ai secolului al XIX-lea. Cunoscétor al
mai multor formule, Panait Macri Imbina diversele retete ale romanului popular cu irizatiile
prozei naturaliste. Avocatul-romancier Ilie Ighel nu scrie niciun roman judiciar, iar cele mai
reprezentative texte ale sale apartin subgenului talhdresc, care contine cateva pledoarii
fictionale emfatice In apararea talharului Simion Licinski, corupt de mediul social in care a
avut ghinionul sa traiascd. Spre deosebire de Macri, care construieste scenarii narative
consecvente si verosimile, Caliga prefera o intriga construitd dupa modelul seriei de reportaje
senzationaliste. Optiunea pentru un historical crime fiction romanesc, adaptat experientei
literare a romancierilor, marcheaza schimbarea modelelor epice autohtone. Influenta eroicului
si a discursului nationalist din romanul haiducesc sunt inlocuite printr-o critica sociala acida,
care nu mai propune solutii remediale.

In textele fictionale ale unui avocat precum Ilie Ighel primeazi, probabil, formatia
pragmatica si acribia dobandita prin profesie, adica intentia de a elucida un caz sau de a-1
explica, integrindu-l in cuprinzdtoarele mecanisme sociale. Instrumentarul si resursele
imaginative puse la dispozitie de profesia principald a romancierilor pare a avea, cel putin in
cazurile unor scriitori precum Macri, Caliga si Ighel, un rol hotarator in selectarea unui mod
de abordare literard convergent profilului autorilor. Hibriditatea sau ,,impuritatea” generica,
dublatd de setea de senzational a foiletonistului, contribuie la subminarea preciziei
»ingineresti” de decodificare a cazurilor controversate.

[lustratiile indeplinesc un rol semnificativ in configurarea expresivd a romanului
judiciar. Ca rezultat al traducerii intersemiotice, elementele vizuale servesc drept suport
tangibil pentru transmiterea mizelor literare si ideologice ale textului. In acelasi timp,
insertiile grafice genereazd structuri alternative de semnificatie, angajand subiectivitatea
cititorilor in procesul interpretativ implicat de lectura romanului. Scenele dramatice sau
infioratoare, care ocupa cate o pagind si sparg unitatea naratiunii, induc sugestia unui spatiu
literar fragmentat, in care dezvaluirile sunt gradate in intensitate. Locul crimei, al sinuciderii
sau tribunalul genereaza si ele serii de scenarii alternative, ipoteze si rasturndri de situatie abil
introduse in scena.

Romanul judiciar isi selecteaza subiecte din randul anchetelor din cazuri celebre, cu
ecouri puternice in presa si capabile de a deveni, prin imaginatia gazetarului potrivit, relatari
pasionante ale culiselor unor evenimente tulburatoare. Naratori histrionici Incearca sa inspire
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o lecturd empaticd a romanului judiciar, construind cadre dramatice, care sa le permita sa se
lanseze in peroratii si comentarii de naturd eseisticd, ori jucand cartea sentimentalismului si a
simpatiei fata de victime. Cu toate cd denumirea subgenului poate fi banuita cd ar demarca o
categorie ,,tehnica” sau ,.tehnicistd” de romane, realitatea este alta. Romanul judiciar nu se
articuleaza ca ,literaturd de tribunal” sau legal thriller, ci este o variantd usor modificata de
crime fiction, in care se propune si integrarea progresiei anchetei. Accentul nu se deplaseaza
in niciun moment pe zonele specializate ale procesului judiciar. Interesul cu care gazetarul
culege informatiile si le reordoneaza in materia epica conduce, mai degraba, catre reliefarea
sl augmentarea aspectelor senzationale ale intamplarilor sangeroase.
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Abstract

The aim of this paper is to analyze the differences and similarities between the latest volume of stories
published by the Romanian writer Mircea Cartarescu (Melancolia, 2019, Bucharest, Humanitas) and
his previous literary production. Although Melancolia has been associated with Nostalgia and indeed
exhibits many parallels with the first volume of short novels published by Cartarescu, the truth is that
the 2019 volume refers to the literary universe created from other texts as well. By comparing and
contrasting Melancolia with some of his main works, from novels such as the three volumes of the
Orbitor trilogy (Aripa stanga, Corpul, Aripa dreapta), Travesti or Solenoid to his poetry, through the
stories of Nostalgia, the essay aims to demonstrate how this volume dialogues, more or less explicitly,
with all the previous ones while distancing itself from them in some narrative and stylistic aspects.
After examining elements such as characters, motifs, symbols, metaphors, subjects, intertextuality,
and metafiction, the work focuses on space and time as the two main categories in which the most
significant changes take place as they move away from their usual context, communist Bucharest
(more precisely, from the late 1950s to the end of Nicolae Ceausescu’s regime in the late 1980s). This
temporal and spatial framework is one of the fundamental axes of all Cartarescu’s literary texts,
which gives them unity, stability, and continuity. However, as the article tries to demonstrate, the
change is not total, but Mircea Cartarescu, through his usual intertextual play, refers indirectly to
this space well known by his readers and, consequently, perhaps also to that historical period. To
argue this issue, this article outlines the direct allusion to a specific space-mentioned in some of the
author’s earlier texts. This is the factory where one of the most important episodes of the first story
(Puntile) takes place. The spatial descriptions of the first and third stories are also analyzed to check
the parallels between them and some settings of Nostalgia, Orbitor or Solenoid. The work also
investigates the possible objectives of these changes and similarities. On the one hand, it is possible to
identify some of Cartarescu’s characteristic elements in Melancholy due to its thematic and stylistic
permanence (child and adolescent characters, the games as creation and as a gateway to a magical
universe, the mother, rites of passage, onirism, the use of polysemic symbols such as the butterfly,
duality, symmetry and twins, fractal images, anti-mimetic references, etc.), as well as the allusions
(explicit or implicit) to his previous works. On the other hand, by neglecting (at least unequivocally)
the preferred space-time frame of his previous works, Melancolia can be universalized, and the
fictitious components can prevail over any possible reference to extra-literary reality. In this way, the
Romanian writer achieves a work that is both very similar to and very different from his broader
literary corpus, from everything he had written until the moment of the publication of Melancolia.

Keywords: Mircea Cartarescu; Melancolia; differences; similarities; space; time.
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1. Introduccion

Los paralelismos entre el ultimo volumen de relatos de Mircea Cartarescu, Melancolia
(Humanitas, 2019), con el primero de ellos, Nostalgia (publicado en 1989 por la editorial Cartea
Roméneasca bajo el titulo Visul, y reeditado posteriormente en 1993 por la editorial Humanitas con su
denominacion definitiva) no han pasado desapercibidos para la critica. Desde el titulo hasta su
estructura —esto es, el hecho de estar compuestos por tres relatos'— pasando por los personajes (los
protagonistas de uno y otro volumen son nifios o adolescentes), los temas y los motivos que los
vertebran (el juego, el descubrimiento de la sexualidad, el doble, lo onirico, la mariposa, etc.),
Melancolia dialoga constantemente con su predecesor.

Valga como ejemplo lo sefialado por Tapu (2020) a propodsito del primero de los aspectos
mencionados, el titulo: “El titulo del libro, simétrico a uno de sus primeros volumenes de prosa,
Nostalgia, es una de las estrategias autorreferenciales empleadas por el autor para hacer una
sugerencia manifiesta a su propia obra y ofrecer la primera de las claves de lectura en este sentido™?.

Esas estrategias autorreferenciales atafien, como se desprende de las palabras del critico, a
otros muchos aspectos. A lo largo de los tres relatos de Melancolia, encontramos escenarios,
personajes, motivos, temas y hasta secuencias narrativas que apelan al universo de Nostalgia®. Pero,
en realidad, los paralelismos se establecen no solo con esta obra que podria considerarse el germen de
su narrativa (siendo el primer volumen de ficcion en prosa que publica el escritor), sino, en general,
con los elementos mas caracteristicos de su poética, de su imaginario, que se desarrollan por extenso
en otros escritos posteriores: Travesti, la trilogia Orbitor o Solenoid. Si bien es cierto que algunos de
esos elementos sientan sus bases en Nostalgia, otros se remontan todavia mas atras, a sus poemas o,
incluso, a Levantul. Como ha sefialado Dinitoiu (2019), Cartarescu retoma en este volumen “todos sus
grandes temas y obsesiones de escritor™.

No obstante, como la critica ha reconocido también, su reformulacion en el volumen
Melancolia entrana algunas diferencias. El propio Tapu (2020) habla de un proceso de condensacion y
esquematizacion “para delimitar mejor sus propios artificios estilisticos e imaginativos frente a otros
del universo literario, sea autoctono o a nivel global™. Para este critico, de hecho, “la
esquematizacion y la esencializacion™ constituyen la principal diferencia de esta obra respecto de las
anteriores.

A continuacion, tras un repaso por esos temas, motivos y obsesiones de sus escritos anteriores
que persisten en Melancolia, nos centraremos en el didlogo que este texto establece con algunos de los
precedentes a través de dos aspectos: el espacio y, en menor medida, el tiempo en que transcurren las
historias, que se ven afectados también por ese proceso esquematizador, condensador, al que hace
referencia Tapu (2020).

2. La reiteracion tematica y estilistica

El universo literario de Mircea Cartarescu se compone de una serie de elementos (temas,
motivos, mitos y simbolos, espacios, personajes, atmoésferas, recursos técnicos y estilisticos...) que, a
pesar de sus multiples ramificaciones, de su apertura y conexion con distintas tradiciones culturales y
con diferentes dominios y ambitos de conocimiento (biologia, filosofia, medicina, religion, etc.), se
repiten texto tras texto, dando lugar a un imaginario estable.

Si hablamos de continuacion o persistencia, una de las categorias narrativas mas destacables
es la de los personajes. Los protagonistas de los tres relatos de Melancolia son nifios o adolescentes

I Como es bien sabido, Nostalgia cuenta, ademas, con un prologo y un epilogo —Ruletistul y Arhitectul, respectivamente—,
pero el cuerpo principal lo conforman Mendebilul, Gemenii y REM.

2 “Denumirea cdrtii, simetrici unuia dintre primele sale volume de prozd, Nostalgia, este una dintre strategiile
autoreferentiale instrumentalizate de autor pentru a face o sugestie fatisd la propria opera si ofera prima dintre cheile de
lectura in aceasta directie” (Tapu, 2020). Todas las traducciones son propias.

3 En este sentido, Dinitoiu (2019) considera Melancolia un remake de Nostalgia.

4 “Toate marile sale teme si obsesii de scriitor” (Dinitoiu, 2019).

5 “Pentru a delimita mai bine propriile artificii stilistice si de imaginar fatd de altele din lumea literara, fie autohtond sau la
nivel global” (Tapu, 2020).

6 “schematizarea si esentializarea” (Tapu, 2020).
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que se encuentran en una etapa liminar, de iniciacion en la sexualidad y en otros misterios del mundo
adulto, mediante ritos de paso que van marcando el proceso de crecimiento y madurez. De nuevo
explota Cartarescu el potencial de estos periodos vitales, sobre el que la critica y el propio autor se
han pronunciado en numerosas ocasiones’ y que tanto rédito le han dado en sus principales obras:
Orbitor (centrado en gran medida en la infancia de Mircea), Solenoide (a través de los recuerdos del
anonimo narrador protagonista, ya adulto, sobre su nifiez y adolescencia), Travesti (cuyo narrador,
como en el caso anterior, vuelve sobre estas etapas pasadas, en las que se origina su trauma) y,
evidentemente, Nostalgia, cuyos tres relatos centrales giran en torno a estas fases y cuyo titulo evoca
el sentimiento que nace de recordarlas.

Por tanto, la infancia y la adolescencia son dos periodos privilegiados en la narrativa de
Cartarescu, que por lo general se recuperan, a través del recuerdo, por un yo adulto. En este volumen,
sin embargo, la habitual primera persona es sustituida por la tercera, por un narrador extradiegético
que focaliza, no obstante, a través de los protagonistas de las historias: “Copilul” en Puntile, Marcel
en Vulpile e Tvan en Pieile. Estos tres personajes representan etapas sucesivas: aunque la edad del
primero no se detalla (pues el nifio no la recuerda, como tampoco su nombre), por la forma en que es
referido (“copilul”, “el nifio””), asi como por sus juegos y por las descripciones que de él se ofrecen,
parece ser el menor de los tres; Marcel tiene ocho afios e Ivan quince®.

El interés narrativo de la infancia reside en la particular percepcion de la realidad, en un modo
de conocimiento diferente del racional adulto, en virtud de determinados procesos neuronales, que
cambian con el crecimiento. Segun el propio autor, “en el mundo de los nifios, en su pensamiento,
estan las ideas originales, esta la base del pensamiento mitico. El cerebro infantil es mas difuso [que el
adulto], aunque asocia muchos conceptos” (Ors, 2013).

Como ya expresaba en 2012 Paz Soldan en las paginas introductorias a la traduccion espafiola
de Nostalgia, “para Cartarescu, la infancia se convierte en un espacio mitico, el lugar por excelencia
del suefo, del juego, de la creacion” (2012, p. 9). Estos elementos, como parte indisoluble de la
infancia, estan muy presentes no solo en REM o Mendebilul, sino en otros muchos escritos
cartaresquianos, y Melancolia no representa una excepcion. Bien al contrario, lo ludico es, ademas de
una reconstruccion del mundo, una via de acceso a lo magico (Barleanu, 2011, pp. 268, 109), a lo
suprarealist, a 1o fantéstico, al igual que lo es el suefio. Los protagonistas, a través de sus experiencias
oniricas, ludicas o poéticas trascenderan su realidad mas inmediata, abriéndose a nuevos mundos y
experiencias.

Asi cabe entender los recorridos nocturnos que el nifio de Punfile, supuestamente abandonado
por sus padres y recluido en el apartamento familiar, emprende por las inmediaciones de su casa (la
fabrica de caucho situada en la parte trasera de su bloque) y por otros puntos de la ciudad (los
almacenes Concordia), en un estado fronterizo entre el suefio y la vigilia, sobre el que volveremos
mas adelante. Estas experiencias le permitiran escapar del encierro y descubrir no solo nuevos

7 A este respecto son significativas las palabras de Glodeanu (2016): “Existe una fuerte fascinacion por la infancia en la
prosa de Mircea Cartarescu, fascinacion explicable por el hecho de que representa una edad fabulosa, en la que el hombre
tiene acceso ilimitado al mundo de lo imaginario y se facilita el acceso en el corazén de lo fantstico. Asi, las edades
sucesivas en las que se detiene Mircea Cartarescu (infancia, adolescencia, madurez, en menor medida la vejez) son
extraordinariamente importantes porque representan maneras distintas de ver el mundo” / “Existd o puternica fascinatie a
copildriei in proza lui Mircea Cartarescu, fascinatie explicabila prin faptul ca ea reprezintd o varsta fabuloasa, cand omul are
acces neingradit la lumea imaginarului i se faciliteaza patrunderea in inima fantasticului. De altfel, varstele succesive la care
se opreste Mircea Cartarescu (copilaria, adolescenta, maturitatea, mai putin senectutea) sunt deosebit de importante deoarece
reprezinta tot atdtea maniere distincte de a vedea lumea”.

8 La lectura es, de hecho, una de las practicas a través de las que se evidencia esa evolucion. Mientras que el nifio
protagonista de Puntile ojea las paginas de los libros de la biblioteca del apartamento familiar sin mucho interés (pues son
para adultos), en Vulpile la lectura (y, mas todavia, la lectura dramatizada, la interpretacion de los cuentos que Marcel —
iniciado— realiza para entretenimiento de su hermana —no iniciada—) refuerza la union y complicidad entre los hermanos,
que (re)crean asi mundos paralelos en los que internarse, junto con los juegos. Ivan, por su parte, se abstrac mediante la
lectura de la realidad circundante y encuentra en los versos de poetas antiguos —en especial, de Vasile Singurdtate— un
refugio ante el sentimiento abrumador de soledad y melancolia.

Conviene recordar, asimismo, que el perfil de nifio “contador de historias” estaba ya representado por el Mendebil en el
relato homonimo, quien, a través de la palabra, de la narracion, trataba no solo de entretener a los nifios del vecindario, sino
también de educarlos, de sofisticar sus formas de entretenimiento y de hacerlos mas inclusivos.
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espacios —o nuevas perspectivas de espacios conocidos—, sino también mucho sobre si mismo y su
propio futuro.

En un estado fronterizo similar y también por las noches, los juegos llevan a los dos hermanos
de Vulpile a abandonar el confort y la seguridad de su habitacion para enfrentarse, como conejos en
sus madrigueras, a los zorros que los acechan en el campo. El peligro dejard de ser una simulacion
ludico-onirica, toda vez que Isabel queda “atrapada” en ese universo, permaneciendo ausente,
ensimismada, en su realidad cotidiana, un estado del que no sale hasta que su hermano consigue,
siempre dentro de esa otra dimension, salvarla.

Los juegos, asimismo, destacan por su poder creador. Como ya sucedia, por ejemplo, en REM
—donde las nifas que participan en el juego de las reinas dan vida a distintas criaturas, desde el
gigante hermafrodita (Rolando), hasta una Quimera, pasando por una enorme oruga, dos aves
gemelas, un unicornio o un cangrejo rojo—, en Vulpile Marcel da vida a sus juguetes, una vida que va
mas alla del contexto ludico:

Con el tiempo, cada juguete se habia convertido en una persona, tanto, de manera tan
completa y obvia, como si ya no tuviera ninguna conexion con el nifio que los
animaba. [...]. Si una manana el nifio no hubiese tenido ganas de jugar con ellos, los
animales y las mufiecas y los payasos habrian salido igualmente, habrian continuado
igualmente sus batallas y payasadas diarias (Cartarescu, 2019, p. 69)°.

Ese caracter animado parecen compartirlo también los juguetes del nifio del primer relato,
puesto que, independientemente de donde los abandone, reaparecen siempre.

Los adolescentes, por su parte, resultan interesantes desde el punto de vista literario por
encontrarse en el umbral que separa la infancia de la edad adulta'®, por los procesos y cambios por los
que atraviesan, por el descubrimiento de la sexualidad (la propia y la ajena), por todas las
posibilidades que contienen en potencia. Ivan, en Pieile, muestra su curiosidad por determinados
misterios adultos que todavia se le escapan y de los que los iniciados rehtisan hablar: el sexo y, sobre
todo, las diferencias entre hombres y mujeres (en concreto, cual es el proceso femenino analogo a las
mudas de piel que los hombres experimentan en las sucesivas fases de su crecimiento). Lejos de ser
una curiosidad personal, la comparte con todos sus compaiieros de instituto, hasta el punto de que esa
inquietud se convierte en el Unico vinculo y tema de conversacion que comparte con ellos,
abandonado, el resto del tiempo, a la poesia.

En el descubrimiento de ese misterio desempefia un papel crucial Dora, una muchacha a la
que Ivan conoce en su primer paseo en soledad por la ciudad, siguiendo la linea del tranvia que
habitualmente usa para ir al instituto y que ahora parece guiarle en ese recorrido iniciatico.
Adolescente como ¢l, y en consecuencia con dudas y curiosidades semejantes, Dora serd quien
propicie la revelacion: después de haber logrado —a pesar de lo mucho que esta peticion lo turba—
que el joven le muestre una de sus pieles, lo insta (en suefios) a asistir a su propia metamorfosis. El
proceso de maduracion sexual de las mujeres, su conversion en adultos es analoga a la de los
lepidopteros'': la muchacha, envuelta en una crisalida, se transforma, tras expulsar una gota de sangre,

9 “Cu timpul, fiecare jucdrie devenise o persoand, atit de mult, atat de complet, atat de evident, de parcd nu mai avea nici o
legatura cu baiatul care le insufletea [...]. Dacd-ntr-o dimineatd baiatul n-ar mai fi avut chef sd se joace cu ele, animalele si
papusile si clovnii tot ar fi iesit, tot ar fi dus mai departe bataliile si clovneriile zilnice” (Cartarescu, 2019, p. 69).

10 Este caracter liminar, a medio camino entre dos mundos, el infantil y el adulto, se expresa de la manera siguiente en Pieile:
Todos [Ivan y sus compaiieros de instituto] flotaban entre dos edades, incapaces de subir a cualquiera de las dos orillas: la de
la infancia a la izquierda, alejada y, aunque todavia reluciente, con el brillo apagado de la seda que encuentras en algunos
cuadros antiguos” / “Toti [Ivan si colegii lui de la liceu] pluteau intre doua varste, incapabili sa mai urce pe vreunul dintre
maluri: al copildriei in stinga, Indepartat i, desi Incd stralucitor, avand acea stralucire stinsd a matasii pe care-o intalnesti in
unele tablouri vechi” (Cartarescu, 2019, p. 124).

I Antes de que la revelacion se produzca, Ivan (y, en consecuencia, el lector) recibe varias pistas al respecto: poco antes,
algunos compaiieros de instituto le muestran un “objeto femenino”, relacionado con ese secreto que con tanto recelo
custodian las mujeres: un trozo de seda. Ademds, en una clase de biologia le explican los procesos metamorficos
incompletos (hemimetabolismo, heterometabola) y completos (holometabolismo, holometabola) de determinadas clases de
insectos. Si el primero se asemeja al de los hombres (como los insectos, pasan por varias mudas, conforme van aumentando
su tamano, hasta transformarse en adultos); el segundo, caracteristico de los lepidopteros, es justamente el que, como toda
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en una mariposa, con dos grandes alas y un cuerpo totalmente diferente: caderas mas anchas'?, pechos
mas grandes, vientre mas blando, pubis mas pronunciado, muslos mas carnosos, pelo y piel mas
brillantes, labios mas gruesos... En definitiva, el cuerpo de nifia deja paso al de la mujer, bello y
sensual (Cartarescu, 2019, p. 248-249).

Un sentimiento definitorio de todos los protagonistas adolescentes del escritor (y del yo
confesional de sus escritos autobiograficos) es la melancolia, motivada por distintas causas: la
soledad, el desamor, algun trauma del pasado, la incomprension o la incapacidad para socializar y
comunicarse. En este volumen, que toma justamente su nombre como titulo, las descripciones (de
espacios, de personajes, de rutinas...) y el uso de ciertos términos que insisten sobre esta atmosfera
contribuyen a hiperbolizar este estado de animo, que alcanza no inicamente a Ivan, sino también a los
personajes infantiles de los dos relatos anteriores: el nifio, debido al “abandono”; el chico “extrafio”
de Vulpile y su sustituto, Marcel, una vez que renuncia a su vida para salvar a su hermana,
permaneciendo en el lugar de aquel.

Continuando con los personajes, los padres, figuras centrales de la infancia, adquieren en
Melancolia, como ya sucedia en Nostalgia o Travesti, una condicion ambigua. Su importancia varia
dependiendo del relato, tanto desde el punto de vista discursivo como por los sentimientos que los
hijos les profesan. En Vulpile, por ejemplo, son dos figuras grises que desempefian un papel muy
secundario: el mundo al que accedemos es el de los nifios, en el que los progenitores resultan seres
ajenos, pues no participan de los juegos, rituales y complicidad que se dan entre los dos hermanos,
Isabel y Marcel. En consecuencia, son descritos como “Personas raras que los alimentaban, los
lavaban, les refiian, los acariciaban y les daban las buenas noches [...], transparentes, sin auténtica
existencia [...], dos rafagas de viento llamadas mama y papa”'?® (Cartarescu, 2019, p. 68), con los
cuales los hermanos se sienten solos. Los padres ignoran, por tanto, la auténtica causa del problema
que les sobreviene y no pueden hacer nada por ayudar a Isabel: se consumen en el hospital al mismo
ritmo al que lo hace su hija.

Por el contrario, en Puntile y en Pieile los padres tienen una importancia mayor, aunque sea
de forma indirecta o inconsciente. En el primer relato el nifio se halla solo, tras haber sido
supuestamente abandonado. Por tanto, los padres no estan presentes sino a través de los recuerdos del
hijo, asociados a la vivienda donde este se encuentra recluido y donde convivio con ellos en un
tiempo que percibe como remoto. Solo la madre aparece al final de la narracién, regresando al
apartamento de la compra, aunque no queda claro en qué plano se produce el ansiado reencuentro, si
en suefios (por lo que seria solo una ilusion) o en la vigilia (y, de ser asi, probablemente no habria
estado ausente del domicilio mas que unas horas, que se le habrian hecho eternas al nifio).

Por su parte, en Pieile los padres no desempefian en apariencia un papel muy relevante en la
vida cotidiana de Ivan. El relato enfatiza a cada pagina, mediante la repeticion de palabra “solo” y sus
derivados léxicos, el sentimiento de desamparo del protagonista, que se refugia en la poesia, y, mas
tarde, en sus paseos melancoélicos por la ciudad, hasta que conoce a Dora. La relacion con sus padres
—a pesar de que menciona una comunicacion silenciosa, casi organica, con su madre— parece ser
bastante distante: no sabe con exactitud en qué consiste el trabajo de su padre (solo que sale de casa
con un maletin con varios periédicos y estd ausente hasta que cae la tarde'*), como no sabe tampoco,
como avanzabamos antes, en qué consisten exactamente los rituales nocturnos en que participan y que
¢l oye desde su habitacion:

Ivan habia oido sin escuchar, aquella noche, el ritual nocturno de los adultos, y se habia
dormido pensando en su conspiracion, en sus misterios, en el hecho de que en unos afios,

mujer, experimenta Dora: la transicion de larva a adulto (imago) implica un cambio drastico durante la fase intermedia
(pupa), esto es, la destruccion de los tejidos y 6rganos de la larva y la creacion de unos nuevos.

12 En este relato, al igual que en Orbitor, los huesos iliacos, por su forma, se comparan a las alas de la mariposa.

13 “Oamenii ciudati care-i hrineau, ii spalau, 1i certau si-i alintau si le spuneau noapte buna [...], strivezii, fard fiintd
adevarata [...] doua suflari de vant numite mama si tata” (Cartarescu, 2019, p. 68).

14 Recordemos que Costel (hipocoristico de Constantin), el padre de Mircea en Orbitor y del andnimo protagonista de
Solenoid—trasunto del padre del autor, llamado de igual manera, tal y como aparece reflejado, entre otros textos
autobiograficos, en Ochiul caprui al dragostei noastre (Cartdrescu, 2012, p. 37) — trabajaba como periodista. Asi lo ha
confirmado el autor en distintos medios (vid., por ejemplo, Tronaru y Ungureanu (2015)).
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iniciado a su vez, también él los custodiaria, con celo, de los ojos y los oidos de los
profanos'® (Cartarescu, 2019, p. 164).

De esta manera, para Ivan, los padres, los suyos y cualesquiera otros, son “como una gran
conspiracion secreta, con altares subterraneos y ritos de iniciacion, o como un poder tiranico que
guarda con celo sus fuentes de poder”'® (Cartdrescu, 2019, p. 130-131). A la luz de estas palabras, se
comprende la forma en que los progenitores apareceran en sus accesos onirico-alucinatorios.

Frente a la indefinicion de los caracteres parentales en Vulpile y, derivada de ello, a la practica
equiparacion entre el padre y la madre, los relatos inicial y final establecen fuertes contrastes entre
ambas figuras y, en consecuencia, entre los sentimientos que el protagonista profesa hacia ellas. En
Puntile, como es habitual en el entero imaginario cartaresquiano, la madre encarna, en el recuerdo del
nifio, los valores de proteccion y seguridad, en tanto que encargada de su cuidado y de las labores
domésticas, y como participe también en sus juegos. En cambio, el padre, al que apenas se conoce
debido al tiempo que pasa fuera de la casa familiar, se asocian valores opuestos, no ya de frialdad,
como sucedia también en otros textos!”, sino hostiles, debido al miedo que infunde en el nifio y a los
abusos que se sugiere que comete contra él. Debido a ello, llega incluso a soterrar su recuerdo:

[...] habitualmente no recordaba, ni siquiera por entonces, que tenia un padre, y desde
que su madre se habia ido para siempre el padre también habia desaparecido, como si
nunca hubiese existido. Pero lo habia hecho, llegaba por las noches a casa desde el
lugar misterioso en que pasaba el dia entero, y entonces permanecia en la mesa con
ellos como un idolo rigido sentado con ellos a la mesa, y su pelo negro-espejo dejaba
que algiin mechon se desprendiese y alcanzase la sopa de la que sorbia. La madre
hablaba todo el tiempo, el padre no hablaba nunca (Cirtarescu, 2019, p. 32)'8,

Esta percepcion, opuesta, de una y otra figura parental se refleja en el modo en que son
representados en los suefios o ensofiaciones del protagonista, idéntico en ambos relatos'®. Tanto en
Puntile como en Pieile, las incursiones onirico-alucinatorias conducen al personaje a un (re)encuentro
con los padres. Pero, en este contexto, en vez de con su habitual apariencia, aparecen
sobredimensionados, como enormes estatuas. Mientras que el padre es una gran mole de “caucho
grisaceo”? (Cirtirescu, 2019, p. 30, 193), impenetrable, la madre resulta idealizada, deificada y
espacializada, como es habitual en la narrativa y en la poesia del autor’': una figura de chocolate,

15 “Ivan auzise fird sd asculte, in acea noapte, ritualul nocturn al adultilor, si adormise gandindu-se la conspiratia lor, la
misterele lor, la faptul cd in cativa ani, initiat la randul lui, le va pazi si el, cu gelozie, de ochii si urechile profanilor”
(Cartarescu, 2019, p. 164).

16 “Ca 0 mare conspiratie secretd, cu altare subterane si rituri de initiere, sau ca o putere tiranica ce-si pastreaza cu gelozie
sursele puterii” (Cartarescu, 2019, p. 130-131).

17 A este respecto, es significativa una de las descripciones que se ofrecen del padre del protagonista en Solenoid, “como una
habitacion vacia. Pues papa nunca viviria, se alegraria o se afligiria verdaderamente, pasaba por la vida como un sondmbulo
de hermosos ojos aterciopelados, sin saber por qué vive, sin saber siquiera que habria debido preguntarse de vez en cuando
qué pasaba con ¢I” / “ca o camera goala. Caci tata n-avea sa traiascd, n-avea sa se bucure sau sa fie mahnit cu adevarat
niciodata, trecea prin viata ca un somnambul cu frumosi ochi catifelati, fara sa stie de ce traieste, fara sa stie macar ca ar fi
trebuit sa se-ntrebe din cand in cand ce e cu el pe lume” (Cartarescu, 2015a, p. 223-224).

18 «[...] de obicei nu-si amintea, nici micar pe-atunci, c¢d are un tatd, iar de cAnd mama plecase pentru totdeauna tatal
disparuse si el de parca nici n-ar fi fost. Dar fusese, venea serile acasd din locul misterios unde intérzia toata ziua, si atunci
statea ca un idol teapdn la masa cu ei si parul negru-oglinda ldsa cate-o suvitd sa se desprinda si sa se-ntinga-n ciorba din
care sorbea. Mama vorbea tot timpul, tatal nu vorbea niciodata” (Cartarescu, 2019, p. 32).

19 Esta coincidencia, y la similitud con que son descritos en uno y otro texto, lleva a pensar que “copilul” del primer relato e
Ivan del tercero son la misma persona, en momentos distintos de su vida. De hecho, el caracter melancoélico que ambos
comparten, mas acentuado si cabe en el adolescente, lo refuerza, como la aparente coincidencia de los domicilios (vid.
siguiente apartado) y la repeticion de las palabras “Hari nabil at roe vazalaa, nabil roe azul... Govagna mag, zu de ne
maghi”, una melodia —cuyo origen y significado desconoce— que recuerda en mas de una ocasion el protagonista de
Puntile (Cartarescu, 2019, p. 58) y que, en una de las ensofiaciones de Ivan, pronuncian los asistentes a un extrafo ritual.

20 “Cauciuc cenusiu” (Cartarescu, 2019, p. 30, 193).

21 Como ha sefialado Barleanu (2011, p. 200), entre no pocos de los protagonistas infantiles de las novelas y los relatos
(autobiograficos y de ficcion) del escritor y sus madres se produce una unién casi mistica. Ademas de en Ochiul caprui al
dragostei noastre (Cartarescu, 2012, p. 37-38), donde el yo rememora el todo indisociable que conformaban su hermano
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dulce, que el protagonista de Puntile puede recorrer en su superficie, como la del padre, pero también
en su interior, reconquistando simbolicamente un territorio perdido: el cuerpo del que fue expulsado
con el parto y del que se le ha privado con el abandono. Mihet (2019) se refiere a estas figuras, que
reaparecen en Pieile, como “archivo apocaliptico de la memoria™?,

Imagenes similares se encuentran, entre otros textos, en la trilogia, donde a menudo el cuerpo
humano —y, mas concretamente, el materno— se entiende como un espacio que puede ser recorrido,
habitado, poseido y, en consecuencia, también arrebatado: “tampoco el pecho de mama me estaba ya
permitido, como si esta mujer de la que habia salido fuese un territorio de piel himeda con granos y
lunares, antafio dominado regiamente por mi, y después arrebatado parte por parte tras una serie de
infelices batallas™? (Cirtarescu, 2014, p. 77).

Por otro lado, la incursion que el nifio realiza por el interior de la estatua de su madre recuerda
a la que hacen las nifias de REM, al penetrar en la cavidad toracica del esqueleto gigante antes
mencionado.

Este tipo de aventuras, que rompen con la monotonia de la vida diurna de los personajes,
transcurren a medio camino entre la vigilia, el suefio y la alucinacion. Este estado liminar, que en
Orbitor se denomina “continuo realidad-alucinacién-suefio”?* (Cirtirescu, 2014, p. 30, 247), es una
de las caracteristicas mas sobresalientes del universo cartaresquiano, que reencontramos aqui. Varios
pasajes de Melancolia ponen de relieve la confusion, indistincién o permeabilidad entre esos planos.
Sirva como ejemplo la siguiente cita del primer relato: “Durmiendo, sofi6. Sofiando, vivid. ;Cual era
la diferencia?”® (Cartarescu, 2019, p. 50).

Asimismo, en Vulpile la frontera entre los suefios y la vigilia es sutil y permeable. Su juego
nocturno, en el que, acurrucados en la cama, simulan ser conejos que se refugian en su madriguera de
los zorros en acecho, transcurre “en aquel estado impreciso en el que no estds ni despierto, ni
dormido, y en el que te parece que andas en suefios” 2¢ (Cirtirescu, 2019, p. 74). Los peligros del
mundo ludico-onirico (los zorros, el chico extrafio) tienen repercusiones en la vida consciente (el
“secuestro” de Isabel se traduce aqui en un deterioro de su salud, que provoca su internamiento en el
hospital).

De esta forma, los textos vienen a cuestionar lo que generalmente se entiende por “realidad”,
a derribar las barreras entre el mundo exterior y el interior. Tanto es asi que Ivan es definido,
recurriendo al tan fructifero simil de la mariposa, como un todo resultante de estas dos realidades:

[...] tan agobiado por el mundo abrumador de alrededor, que se veia obligado a oponerle,
desde el interior 6seo de su craneo, otro mundo con la misma presion de alucinacion y
locura. Volaba sosteniéndose por estas dos realidades como por dos alas de fantastica
envergadura, eso era realmente é1°7 (Cartarescu, 2019, p. 154).

En Pieile, de hecho, abundan los episodios de este tipo. Al ya mencionado de la metamorfosis
de Dora, hay que sumar aquellos que transcurren en relacion con la estatua de su admirado poeta
Vasile Singuratate. Ivan no solo la ve levitar, sino que descubre en su pedestal el acceso a un tinel
que lo conduce, gracias a un coledptero —su particular Virgilio, que lo guia a través de las
profundidades—, hasta una gran fabrica-catedral (uzind-catedrald) donde se reencuentra con las

gemelo (Victor), su madre y él, se puede apreciar claramente en Orbitor, entre Mircea y Maria. La madre aparece
representada en distintos sueflos y ensofiaciones como una gigantesca estatua de zeifd —diosa— (Cartarescu, 2007, p. 122),
de piedra o en estado de putrefaccion (Cartarescu, 2014, p. 28, 37).

22 «Arhiva apocalipticd a memoriei” (Mihet, 2019).

23 “Nici pieptul mamei sd nu-mi mai fi permis, ca si cAnd femeia asta din care iesisem ar fi fost un teritoriu de piele umeda,
cu cosuri si alunite, stapanit odata regeste de mine, si apoi instrainat bucatd cu bucata a capatul unui sir de batalii nefericite”
(Cartarescu, 2014, p. 77).

24 “Continuum realitate-halucinatie-vis” (Cartarescu, 2014, p. 30, 247).

25 “Dormind, visa. Visand, trdi. Care era diferenta?” (Cartarescu, 2019, p. 50).

26 “Ip) acea stare neclard cAnd nu mai esti nici treaz, nici adormit, si cand ti se pare ci merg prin somn” (Crtarescu, 2019, p.
74).

27 «[...] atat de strivit de lumea coplesitoare din jur, cd era silit sd-i opund, din interiorul de os al testei sale, o altd lume cu
aceeasi presiune a halucinatie si a nebuniei. Zbura lopatand din aceste doud realitdti ca din doud aripi de o fantastica
anvergura, asta era el cu adevarat” (Cartarescu, 2019, p. 154).
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figuras de sus padres: su madre (a la derecha) representa el pasado; su padre (a la izquierda) el futuro
al que parece condenado. Ademas, alli, en el altar que la preside, participa en un rito sacrificial en el
que la estatua, ante la mirada expectante de otros muchos literatos salidos de sus sarcofagos de cristal,
resulta mutilada: su sexo, su cerebro y su corazon los entrega Ivan como ofrenda a sus progenitores.
Este particular viaje —catabasis— preparara al protagonista para ese acercamiento con Dora: esa
misma noche prepara su ultima muda de piel para llevarsela a la chica. Al dia siguiente, el
protagonista reflexiona sobre esta vivencia: “no habia sido completamente suefio, pero tampoco pura
realidad [...], sino un tercer estado, de hechizo, de encantamiento”?® (Cartirescu, 2019, p. 2001).

Frente a este tipo de experiencias, estan los suefios propiamente dichos, habituales en toda la
produccion de Cartarescu, cualquiera que sea el género cultivado (poesia, narrativa, ensayo o diario).
Los suefios articulan algunos de sus relatos y novelas, y caracterizan a sus personajes, que por lo
comun tienen una vida onirica muy activa, que revierte en su vida consciente”. Se trata de
experiencias reveladoras, tanto sobre el pasado (pues contribuyen a reavivar, comprender o asociar
recuerdos) como sobre el futuro (en tanto que son, a veces, auténticas premoniciones, que anticipan lo
que va a ocurrir). En este sentido cabe interpretar uno de los suefios de Ivan en Pieile, que es una
variacion (recuerdo) de la experiencia anterior que anticipa la metamorfosis de Dora y le da pistas
sobre el gran misterio del desarrollo femenino: en el interior de la fabrica-catedral encuentra crisalidas
en los sarcofagos, en vez de a los poetas de antafio con su habitual apariencia.

En estos suefios y ensofiaciones, asi como en otros puntos del volumen, reaparece la mariposa,
de gran riqueza simbolica y recurrencia en el imaginario cartaresquiano. En palabras de Evseev,

el mito y el simbolismo de la mariposa se basan en la interpretacion alegérica de sus
fases evolutivas: la crisalida es un huevo que contiene todas las posibilidades de la
existencia, reflejadas después en el extraordinario colorido de las alas de la mariposa®
(Evseev, 1994, p. 62).

Asi, la metamorfosis escenifica, como hemos visto, la madurez sexual de Dora y el transito hacia la
edad adulta, también para Ivan, quien, después de presenciarla, resulta “maturizat deodatd”!
(Cartarescu, 2019, p. 249). Ya antes de este momento recurre el texto a la mariposa como
representacion de la vida: el cuerpo es el presente, e ala izquierda es el pasado y el ala derecha el
futuro.

En Pieile, como en Gemenii o en Orbitor (donde ostenta la condicion de animal totémico de
la estirpe del protagonista, algunas de cuyas representantes femeninas experimentan también procesos
metamorficos), el lepidoptero se vincula a la mujer, gracias a su poder creador. Seglin Evseev (1994,
p. 62), la mariposa es un simbolo de la regeneracion y una criatura primordial, demitrgica. La
metamorfosis de Dora culmina con el nacimiento no solo de una nueva criatura —Ia nueva Dora,
completamente distinta de la anterior, que “muere” definitivamente— sino también del mundo, que,
como explicaremos después con mas detalle, es la propia obra.

Asimismo, la palabra griega “phsyche” tiene, entre otras acepciones, la de ‘mariposa’
(Evseev, 1994, p. 62). Es quiza por ello por lo que, en su suefio, en esa catabasis que Ivan realiza por
las profundidades de la ciudad, que no son sino el interior de su propio cerebro, encuentra crisalidas
reposando en el interior de sarc6fagos de cristal, como sucedia, en mas de una ocasion, en Orbitor.

Aunque en este caso no vemos a la mariposa emprender el vuelo, como si sucedia, por
ejemplo, al final de la trilogia, el sentido ascensional de este simbolo viene representado por la
anabasis, el regreso de ese viaje por el interior de si mismo y la salida de la casa de Dora tras su
resurgimiento y la conversion de ambos en adultos.

28 “Nu fusese cu totul vis, dar nici deplini realitate [...], ci a treia stare, de vraja, de incantec” (Cartarescu, 2019, p. 2001).
2% De hecho, su importancia no pasa desapercibida para los personajes de sus textos: Egor, que guia a Nana en su busqueda
de Rem a través de los suefios; Mircea (Orbitor), que consigna en su manuscrito muchas de sus experiencias oniricas; o el
narrador-protagonista de Solenoid, que incorpora a su relato buena parte de los suefios que ha ido recogiendo durante afios en
sus diarios (al igual que el propio Cartarescu en los cuatro volumenes de su Jurnal).
30 “Mitul si simbolismul fluturelui se intemeiaza si pe interpretarea alegorica a fazelor evolutiei sale: crisalida este un ou care
contine toate potentialitétile fiintei, reflectate apoi in coloritul extraordinar al aripilor fluturelui” (Evseev, 1994, p. 62).
31 “Maturizat deodatd” (Cartarescu, 2019, p. 249).
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Ademas, por su fisonomia, la mariposa encarna la simetria y la dualidad, ideas omnipresentes
en las obras del escritor y que, una vez mas, aparecen en Melancolia asociadas al motivo del doble.
Aunque en este volumen no estan presentes, como tal, los gemelos —que si lo estaban en Nostalgia,
en Orbitor, en Solenoid y en algunos textos autobiograficos—, en ciertos personajes y situaciones
encontramos recuerdos de la condicion gemelar: el chico extrafio de Vulpile, muy semejante a Marcel,
que acaba usurpando su lugar y su identidad; o la propia Dora, cuando se viste con la piel de Ivan
convirtiéndose, durante algunos instantes, en una suerte de hermano menor, casi idéntico.

En el primer relato, el doble viene dado por un juego de imagenes especulares. Ademas del
reflejo que el nifio obtiene de su propia imagen cuando se para, durante largo tiempo, frente al espejo
(otro motivo cartaresquiano frecuente), vemos, gracias al recuerdo prenatal que el nifio conserva, el
reflejo de la madre embarazada en esa misma superficie y, mas aun, su propio reflejo en estado fetal,
después de que la mujer hubiese abierto por la mitad su abdomen, dejdndolo al descubierto,
justamente “entre las dos alas del vientre deshecho™*? (Cartarescu, 2019, p. 45), de manera que...

los dos nifios habian abandonado, flotando muy lentamente en el aire lleno de rayos
de la habitacion, sus cuencas huecas [...] y, como dos astronautas en el espacio
estrellado, se habian dirigido el uno hacia el otro, todavia ligados a los cuerpos de sus
madres con los cordones delgados y flexibles. Habian extendido los brazos el uno
hacia el otro y estuvieron a solo un instante de abrazarse, aniquilando la barrera del
espejo, pero sus madres los habian detenido, mirandose con odio y celos. Cada una de
ellas lo habia traido hacia si, hacia sus brazos, y, con el vientre todavia abierto, lo
habia puesto en un pecho, donde los nifios, sorbiendo avidamente las aguas del Leteo,
se habian olvidado el uno del otro (Cartirescu, 2019, p. 45)%.

El espejo, en lugar de un cuerpo reflector, es una puerta que comunica al individuo con su
“otro yo”, pero que también los separa. Tematizada en Orbitor, en Solenoid o en Ochiul caprui al
dragostei noastre, la separacion de los gemelos, que en dichos textos se debe a la muerte o pérdida del
otro (Victor), se da aqui, en cierto sentido, ademés de en el fragmento anterior, en Vulpile, cuando
Marcel se ve privado de su otra “mitad”, Isabel, primero cuando es ingresada en el hospital y
definitivamente cuando renuncia a ella para salvarla.

Ademas de su manifestacion gemelar, el doble encarna una parte escindida de la propia
personalidad (Pop, 2010, p. 230), que es proyectada en otro. Ello sucede, en parte, con Dora, a quien
Ivan siente como la parte que le falta para la completitud, la parte femenina. La primera vez que la ve,
siente, de hecho, que tiene el aspecto que habria tenido él de haber sido una chica. Imaginarse a si
mismo e imaginar al otro con el sexo contrario al que bioldogicamente tienen es una practica frecuente,
y contemplar el mundo desde la otra perspectiva, un anhelo, pues ello le permitiria “combinar las dos
visiones en una sola, unificada, una vision de angel o de iluminado™** (Cartirescu, 2019, p. 145). De
lograrlo, superaria ese binarismo (hombre/mujer), “la esclavitud de los dos sexos™ (Cartarescu,
2019, p. 146). El andrégino o hermafrodita es, para Cartarescu, un simbolo del Todo, uno de los ejes
rectores de su poética, el fin ultimo de la escritura. Por ello, recorre toda su obra, la poética y la
narrativa: REM, donde las nifias dan vida a un ser de tal condicion en el seno de uno de sus juegos;
Ruletistul, encarnado en uno de los dioses que el narrador contempla en un suefio (una vision similar,
si no idéntica, a la que se refiere en Levantul); Solenoid y Travesti, novelas en las que se atribuye (de
forma més o menos explicita) esta naturaleza al protagonista; Orbitor, asociado al personaje de
Herman,; etc.

32 “Intre cele doua aripi ale pantecului desfacut” (Cartarescu, 2019, p. 45).

33 “Si cei doi copii isi parasiserd, plutind foarte incet in aerul plin de raze al odaiii, locasurile lor scobite [...] si ca doi
astronauti in spatiu instelat, se-ndreptasera unul cétre celdlalt, incd legati de trupurile mamelor cu cordoane subtiri si
flexibile. Intinsesera bratele unul spre celilalt si o clipd a lipsit s nu se-mbritiseze, anihiland bariera oglinzii, dar mamele i
opriserd, privindu-se cu ura si gelozie. Fiecare si-1 trasese pe-al ei inapoi, in brate, si, cu pantecul inca deschis, si-1 pusese la
san, unde copiii, sorbind lacom apele Lethei, uitasera unul de celalalt” (Cartarescu, 2019, p. 45).

34 “S3 imbine cele doud viziuni intr-una singurd, unificatd, o viziune de inger sau de iluminat” (Cértdrescu, 2019, p. 145).

35 “Sclavitutea celor doud sexe” (Cartdrescu, 2019, p. 146).
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Este Grial literario —como lo ha calificado Barleanu (2011, p. 14)— que representa el Todo
no se plasma solo a través de simbolos como la mariposa y el androgino, sino también a través de
ciertas técnicas discursivas. Los fractales, esto es, la repeticion a diferentes escalas de la misma
estructura, abundan en las obras de Cartirescu. En Puntile, probablemente con la intencion de
acentuar el paso del tiempo, o, mejor dicho, la percepcion temporal del protagonista, la sucesion
aparentemente interminable y mondtona de dias que este pasa —o cree pasar— solo, encerrado en la
vivienda familiar tras la partida de su madre, asistimos a varios rituales o practicas que consisten en la
contemplacion, durante horas, de figuras que se repiten de forma idéntica en una serie infinita:

La contemplacion de los patrones en el tapiz del respaldo del divan, hojas tejidas y
flores polvorientas, extraflamente similares a las de las ventanas nevadas, pero tejidas
con hilos de colores, en degradados palidos, entretejidas por fibras mas finas, a su vez
entretejidas con fibras mas finas y delgadas, y asi infinitamente, porque cada hilo, por
muy fino que fuera, mas fino que una hebra de cabello y que un hilo de telarafia, era a
su vez trenzado a partir de hilos ain mas finos, hasta donde alcanzaba la vista y mas
alla (Cartarescu, 2019, pp. 21-22)%.

En Vulpile apreciamos nuevamente esta técnica en la descripcion del paisaje que Marcel
observa desde la ventana de su habitacion: “los troncos de los arboles se deshacen en dos o tres ramas,
que se deshacen, a su vez, en otras dos o tres ramas, que se deshacen en ramas cada vez mas delgadas,
y asi siempre, en una desarticulacion sin fin del mundo™’ (Cartarescu, 2019, p. 72). Reconocemos en
estos ejemplos de mise en abyme una practica muy frecuente en textos anteriores, en especial en
Orbitor, definida por el propio Cartarescu como “novela fractal” (Borbély, Braga, Cesereanu et al.,
2006).

En relacion con las aspiraciones totalizadoras, otro procedimiento discursivo recurrente es la
metafora asintdtica, descrita por Cartarescu mismo como “un tipo de instrumento textual que,
partiendo de lo real y concreto, llega hasta el infinito, el Nirvana, lo absoluto™® (Borbély, Braga,
Cesereanu et al., 2006). Aunque sin llegar al extremo de anteriores ejercicios textuales, en los que se
lograban auténticas perspectivas abismales a través de descripciones de objetos concretos, limitados y
por lo general anodinos que terminaban por abarcar el universo entero®, en Punfile asistimos a una
progresion narrativa en la que en unas pocas lineas se condensa el (hipotético) crecimiento del
protagonista, “euférico, asintdtico, imparable”*® (Cartarescu, 2019, p. 60)*', desde su apariencia y
edad actuales hasta convertirse en un anciano.

Asimismo, las pretensiones totalizadoras de la escritura cartaresquiana se manifiestan a
menudo en sus obras mediante digresiones metaliterarias por parte de personajes (Victor en Travesti o
Egor en REM, por aportar solo dos ejemplos) que, a través del arte, persiguen el objetivo de crear una
obra fotal, un nuevo mundo que trascienda y sustituya a aquel en que este ha sido producido. La
misma idea aparece, ya sea en boca de los personajes, ya sea reflejada en sus acciones o experiencias,
en la practica totalidad de sus textos, siendo Nostalgia (especialmente el ya citado REM, Arhitectul y
Ruletistul) uno de los mas destacados en este sentido.

36 “Contemplarea modelelor din tapiteria spatarului de la studio, frunze impletite si flori prafoase, ciudat de asemdnatoare
celor de pe geamurile inzdpezite, dar tesute din fire de atd colorata, in degradeuri palide, rasucite din fibre si mai subtiri, la
randul lor rasucite din fibre mai subtiri si tot asa la nesfarsit, céci fiecare firisor, oricat de fin ar fi fost, mai fin decat firul de
par si decat funigeii, era la rAndul lui rasucit din fire inca si mai fine, pana la limita vederii si dincolo de ea (Cartdrescu,
2019, p. 21-22).

37 “Trunchiurile pomilor se desfac in doud sau trei ramuri, care se desfac, la randul sdu, in alte doud sau trei ramuri, care se
desfac in ramuri tot mai subtiri si asa mai departe, Intr-o destramare fard sfarsit a lumii” (Cartdrescu, 2019, p. 72).

3 “Un fel de instrument textual care, pornind din real si concret, si atingd infinitul, Nirvana, absolutul” (Borbély, Braga,
Cesereanu et al., 2006).

3 Por citar solo un par de ejemplos, poéticos en esta ocasion, véanse “Ninge peste Gara de Nord” (Cartarescu, 2015b, p.
268-270) o el poema titulado precisamente “Totul” (Cartarescu, 2015b, p. 391), ambos del poemario homénimo, Totul
(1985).

40 “Euforic, asimptotic, de neoprit” (Cartdrescu, 2019, p. 60).

41 Las cursivas son nuestras.
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Si bien este tipo de digresiones en boca de personajes escritores estd ausente, las referencias
metaliterarias y antimiméticas abundan en Melancolia. Algunas son sutiles, como, por ejemplo, en
Vulpile, cuando el narrador en tercera persona, que focaliza a través de Marcel, describe a los padres
como “translicidos, sin verdadera existencia™*? (Cartarescu, 2019, p. 68). Esta posible explicitacion
de la naturaleza ficcional de los personajes dentro del propio texto tiene claros antecedentes en la
produccion anterior del autor: en Nostalgia, Orbitor o Levantul, de manera mas evidente; en Solenoid
o Travesti, de forma mas velada. Frente a esta indefinicion de los padres, los nifios, auténticos
protagonistas del relato, son descritos como “fuertes y auténticos como la madera, como la piedra”*
(Cartarescu, 2019, p. 68). A medida que el personaje de la madre va ganando importancia en la
narracion —pues, con la enfermedad e internamiento de Isabel, su sufrimiento y preocupacion son
mayores y el discurso se hace eco de ellos—, se va perfilando, va adquiriendo nuevos y mas
detallados rasgos:

Pero la nifia no volvid a casa ni al segundo ni al tercer dia, y su madre era cada vez
mas auténtica, con los contornos dibujados de forma cada vez mas precisa, asi como,
mirando a través los viejos prismaticos del despacho de su padre, las cosas lejanas
aparecian borrosas al principio, y era necesario girar una ruedita para que ganasen
claridad (Cirtarescu, 2019, p. 93)*.

En la trilogia Orbitor, por ejemplo, este recurso se repite en varias ocasiones y con distintos
personajes, como Costel, cuyos rasgos (y los del escenario en que se encuentra) se desdibujan
conforme se hace consciente de su naturaleza textual y va “saliendo” del relato, cuando este se
detiene, al final de un capitulo y de la segunda parte del primer tomo, Aripa stanga:

Las callejuelas embarradas se multiplicaban, y las estrellas, encima, ya no eran las
mismas: apagadas y cercanas como un decorado naif. Las vallas, a lo largo de las
cuales pasaba los dedos, distraido, habian adquirido un brillo de carton. [...] “qué
diablos”, se habia dicho el joven, pasandose una mano por el pelo. Su cabello era
ahora compacto como un trozo de caucho. Cuando la mano descendio a la cara, sintio
los rasgos gastados, reblandecidos, como moldeados en porcelana. Costel se mird,
como un sonambulo, la mano izquierda: los dedos se le reabsorbian en el ancho de la
palma. En un instante, se dio cuenta de que estaba saliendo del Relato (Cartarescu,
2014, p. 236)*.

Mas evidente es el empleo de la segunda persona por parte del personaje y, luego, del
narrador en Puntile:

(“,Pero tu entiendes?”, dijo, volviendo la cabeza hacia fu direccion imposible e
inimaginable y mirandote a los ojos castafios, o azules, o verdes, o solamente oscuros,
o solamente luminosos, como una mariposa que empezase a batir sus alas, sola en el
centro de la unica vitrina en un museo vacio, atravesada por el unico alfiler del

42 “Stravezii, fara fiintd adevarata” (Cartarescu, 2019, p. 68).
43 “Puternici si adevdrati ca lemnul, ca piatrd” (Cartarescu, 2019, p. 68).
44 “Dar fetita nu veni acasi nici a doua, nici a treia zi, si mama lor era din ce in ce mai adeviratd, cu contururi din ce in ce
mai precis desenate, asa cum, privind prin binoclul vechi din biroul tatalui sau, lucrurile indepdrtate pareau mai intai cetoase,
si trebuia sa rotesti de un inel pentru ca ele sa capete claritate” (Cartarescu, 2019, p. 93).
4 “Stradutele mocirloase se multiplicau, iar stelele, deasupra, nu mai erau aceleasi: stinse si apropiate ca un decor naiv.
Gardurile, de-a lungul carora isi trecea degetele, distrat, capatara un luciu de carton. [...] 'Ce dracu’, isi spuse tanarul,
trecandu-si 0 mana prin par. Parul 1i era acum compact ca o bucatd de cauciuc. Cand mana-i cobori peste fata, simti
trasaturile tocite, inmuiate, ca modelate in portelan. Spatiul insusi se-mpaienjeni. Costel isi privi, ca un somnambul, mana
stangd: degetele se resorbeau usor in lititura palmei. intr-o strifulgerare, isi didu seama ci iese din Poveste (Cartarescu,
2014, p. 236).
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universo, pidiendo ayuda a gritos con su voz acartonada de mariposa) (Cartdrescu,
2019, p. 53)*.

La proyeccion del lector en el propio texto transgrede las fronteras ontologicas del mismo
(McHale, 1996). Aunque en Melancolia su empleo es muy limitado, la apelacion directa (mediante el
término “lector”, como en Levantul*’) o indirecta (a través del deictico de segunda persona, como en
este caso) al receptor del discurso es un mecanismo muy frecuente en obras anteriores.

Pero el relato de Melancolia que mas sobresale desde el punto de vista de referencias
metaliterarias y antimiméticas es, sin duda alguna, el Gltimo y mas extenso de ellos, Pieile. Aqui se
establece una suerte de continuum en el que estas se van intensificando y tornando cada vez mas
explicitas, hasta aludir directamente al relato y a los propios personajes como tal. Asi, encontramos
fragmentos que, pese a que el sentido antimimético es mas criptico, suponen ya una advertencia, una
llamada de atencidn al lector sobre la puesta en marcha de estos mecanismos tan habituales.

Un ejemplo serian aquellos pasajes en los que, segun el narrador, el protagonista siente que ¢l
y/o su entorno son producto de una creacion, literaria [“Ivan sospechaba desde hacia tiempo que vivia
en un gran poema”™® (Cartarescu, 2019, p. 231)], o de otra indole, como en la cita que sigue:

La chica seguia en el patio minusculo, inundado ahora por la sombra, esta vez de pie,
justo detras de la valla de puntas de lanza de hierro negro, como si lo estuviera
esperando. Nuevamente el chico tuvo la impresion de que se encontraba en un viejo
grabado o en una ilustracion naif de libros antiguos. Parecia incluso que debajo de la
imagen patéticamente dibujada decia: “La chica seguia en el patio mintsculo, justo
detras de la valla, como si lo estuviese esperando” (Cartirescu, 2019, p. 156)%.

En consonancia con lo anterior, Ivan, al igual que Mircea en Orbitor, se pregunta por la
existencia autonoma, desligada de la suya, de la realidad circundante: ;existiria el mundo si él no
hubiese nacido?, ;existia antes de su nacimiento?, ;seguira existiendo tras su muerte?, ;como puede
existir lo que no ve? Estas dudas, que surgen muchas veces en el contexto escolar, son mas que un
cuestionamiento de las afirmaciones de sus profesores: a nivel metaficcional, se estaria planteando el
sentido, dentro del universo textual, de todo aquello que no tiene una relacion directa con la historia y
con su personaje principal, que es él mismo.

Conforme el relato avanza, el protagonista va tomando conciencia de lo que hasta entonces
habia sido solo una intuicion: su naturaleza ficcional. Asi, sabe lo que va a pasar o lo que tiene que
hacer, pues no puede ser de otra manera: “el relato estaba ya escrito”® (Cartarescu, 2019, p. 190). Sus
acciones, en consecuencia, quedaran reflejadas en frases inmutables, que no cambiaran,
independientemente de las veces que se abra el libro. Su mundo (mundo-libro) es, entonces, tal y
como sospechaba, una terrible carcel (Cartarescu, 2019, p. 203) en la que, privado de libre albedrio,
ve limitada su existencia a lo que haya dictado la voluntad de su creador. Esta misma imagen del libro
o de la hoja de papel como carcel, como un mundo bidimensional que es imposible trascender, estaba
ya presente en Solenoid.

Otro mecanismo antimimético de Pieile es el uso de la primera persona, que supone una
injerencia de la instancia autorial en un universo ficticio que se reconoce abiertamente como tal.
Cuando Dora esta en su crisalida, antes de convertirse en mariposa, se produce la “creacién”, una vez

46 ““('Da tu intelegi?', mai spuse, intorcandu-si capul in directia za imposibila si de neinchipuit si privindu-te in ochii céprui,
sau albastri, sau verzi, sau doar intunecati, sau doar luminosi, ca un fluture ce-ar incepe sa bata din aripi, singur in centrul
singurei cutii de insectar rdmase intr-un muzeu gol, strapuns cu singurul ac din univers, tipdnd dupa ajutor cu vocea lui
pergamentoasa de fluture) (Cartarescu, 2019, p. 53).

47 “Lector hipocrita” / “Lector ipocrit” (Cartarescu, 1998, p. 83).

48 “Ivan banuia de mult ca trdia Intr-un mare poem” (Cartarescu, 2019, p. 231).

49 “Fata era tot 1n curtea minusculd, inundatd acum de umbri, in picioare de data asta, dreaptd in spatele gardului din sulite
de fier negru, ca si cand l-ar fi asteptat. lardsi bdiatul avusese impresia cd se afld intr-o gravurd veche, sau intr-o naivd
ilustratie din cartile de demult. Parca si scria dedesubtul imaginii desenate patetic: 'Fata era tot in curtea minusculd, dreapta
in spatele gardului, ca si cand l-ar fi asteptat” (Cartarescu, 2019, p. 156).

30 «“povestea era deja scrisd” (Cartarescu, 2019, p. 190).
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que “[...] abri los ojos sobre el mundo, pero los abri hasta el final, credndolo™! (Cartarescu, 2019, p.
242). El proceso creador se plasma dentro del producto creado y la ilusion mimética, el pacto de
ficcion, dificilmente sostenida gracias a esas “pistas” frecuentes, se rompe de manera definitiva.

Por ultimo, para finalizar ya esta primera parte del trabajo, no se puede dejar de mencionar
otro rasgo tipicamente cartaresquiano del que este volumen también hace gala: la intratextualidad®2.
Esta se manifiesta de formas diversas: autocitas (versos, fragmentos o composiciones enteras,);
alusiones, directas o veladas, a obras propias; o, incluso, incursiones de personajes de un relato en
otro universo ficcional (Nana, protagonista de REM, en Orbitor, por aducir solo un ejemplo). Todas
ellas encuentran cabida en Melancolia, reforzando ese dialogo constante que se establece con buena
parte de la produccion anterior del escritor, gracias a la reiteracion de temas, motivos, personajes y
técnicas discursivas.

Los tres relatos, aparentemente independientes, se vinculan entre si gracias a los personajes y
a ciertos elementos que se reiteran en ambos, de mayor o menor relevancia para las tramas
respectivas. Ademas de la ya sefialada conexion entre el primer y tercer relato en virtud, entre otros
aspectos, de la identidad del protagonista (vid. nota al pie 10), hay otras referencias que, si bien
pueden pasar mas desapercibidas, coadyuvan a dicho propdsito. Por ejemplo, “Seri albastre”, que en
Puntile era el titulo de uno de los libros de la biblioteca del apartamento del nifio, aparece en Pieile
dando nombre a una sala de cine, a la que acude en varias ocasiones Ivan —primero solo y,
posteriormente, acompafiado de Dora—.

Por su parte, el relato intermedio, Vulpile, comienza con una féormula que imita la de los
cuentos tradicionales y que tiene por objeto situar al lector en un espacio (y en un tiempo) lejano e
indeterminado: “Erase una vez dos hermanitos, Marcel e Isabel, que vivian en una lejana ciudad, en
la que las casas parecian moretones sobre la piel palida del cielo” 33 (Cartirescu, 2019, p. 67). Este
tiempo remoto e indefinido es, quiz4, la “antigiiedad” en que vivié Vasile Singuratate, el poeta
preferido de Ivan, cuyos versos parecen tener su germen en las preguntas futiles que escribe Marcel,
continuando con la labor del chico extrafio una vez que lo sustituye, a juzgar por la coincidencia de la
frase: “;Como nieva la suerte?”**. Esta —que aparecia ya en el cuaderno que Marcel encuentra y que
¢l mismo reproduce— se integra en el poema de Singuritate que aparece reproducido en Pieile
(Cartarescu, 2019, pp. 219-220).

No obstante, la practica intratextual no se da solamente entre los relatos de este volumen, sino
que alcanza a otras obras. En Un om care scrie: jurnal 2011-2017, en la entrada del 23 de mayo de
2016, hace referencia el escritor a unos versos escritos con 17 afios, que constituyen la primera estrofa
del mentado poema de V. Singuratate: “;Como cae la tarde? la tarde cae despacio. / El sol se pliega
como una servilleta. / Grandes moscas de ojos saltones esparcen indiscretamente / mapas de guerra
sobre el arbol y el hotel”® (Cartarescu, 2018, pp. 451-452). Igualmente, el nombre de Vasile
Singuratate aparecia ya en uno de los sonetos de Poeme de amor: “podrias hacer el amor con el sefior
vasile singuratate, llena de deseo™® (Cartarescu, 2015b, p. 244).

Junto a estos nexos, que afectan a componentes cruciales de la trama y que son, en
consecuencia, mas evidentes, a lo largo de todo el volumen se aprecian guifios mas sutiles a elementos
presentes en sus obras anteriores que el lector, su lector, familiarizado con ellas, es capaz de detectar.
Sin animo de desenmarafiar la intrincada red intratextual que teje aqui el autor, se pueden sefialar la
mencion a simbolos frecuentes en su universo, como la arafia (metafora del escritor) o a la alfombra
(metafora del texto); el uso reiterado de la palabra “orbitor”, que da titulo a la trilogia; el nombre de
Igor —personaje de REM— con el que en un determinado momento del relato (Cartarescu, 2019, p.
210) se refiere el narrador a Ivan; o la alusion (en una de las citas anteriores) al museo, al insectario y

51«[...] am deschis ochii asupra lumii, dar i-am deschis pan3 la urmd, infiintAnd-o0” (Cértirescu, 2019, p. 242).

32 Para una mayor profundizacion en este aspecto, se remite a Diz Villanueva (2021).

33 “Trdiau odatd, intr-un oras indepdrtat, in care casele pareau vanitdi pe pielea palidd a cerului, doi fratiori, Marcel si
Isabel” (Cartarescu, 2019, p. 67). Las cursivas son nuestras.

34 “Cum ninge soarta?” (Cartarescu, 2019, p. 219-220).

33 “Cum cade seara? seara cade incet. / Soarele se-mpatureste ca un servetel. / Muste mari si ochioase intind indiscret / harti
de razboi pe copac si hotel” (Cartarescu, 2018, p. 451-452).

36 “ai putea sd faci amor cu domnul vasile singuritate, plind de dor” (Cartarescu, 2015b, p. 244).
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a la mariposa que, atravesada por un alfiler, sigue batiendo sus alas, que conecta nuevamente con
Nostalgia, concretamente, con Gemenii®’.

3. Coordenadas espacio-temporales

3.1. El espacio

Una de las principales diferencias que la critica ha sefialado en Melancolia con respecto a
todos sus precedentes narrativos e incluso poéticos es la ambientacion (Ciotlos, 2019). En este caso, la
ciudad o ciudades en que se ubican sus textos no se identifican de manera explicita con Bucarest. Sin
embargo, al igual que lo visto a propdsito de otras categorias narrativas, el espacio™® se construye
tomando como referente sus obras anteriores, en las que la capital rumana es el escenario predilecto.

El caso mas obvio es el del primer relato, que, pese a no aludir de manera directa a Bucarest,
cabe situarlo en esta urbe, en virtud de la alusion a un espacio efectivamente existente (aunque hoy
desaparecido) en la ciudad valaca. Se trata de la fabrica de caucho Quadrat, una edificacion situada en
la antigua Aleea Tonola (actual calle Dinu Vintild), detras de los bloques de los edificios que
conforman la avenida Stefan cel Mare. En uno de estos bloques vivid el propio escritor y, conforme a
ese juego autoficcional que practica frecuentemente en sus textos, también algunos de sus personajes,
como Mircea en Orbitor, Andrei en Gemenii o los protagonistas de Solenoid o Mendebilul®.

Desde la cocina del apartamento, que da hacia la parte trasera del bloque, el protagonista del
primer relato de Melancolia ve, separado del patio por un muro de hormigén, “las copas de los
alamos, llenas de polvo, y mas alla de ellas un enorme edificio de ladrillo, con innumerables ventanas
con barrotes, la fabrica de caucho Quadrat. En su fronton, que despedaza las nubes, hay una gran
ventana redonda”®® (Cartarescu, 2019, p. 9).

Este escenario no resulta novedoso para el lector familiarizado con los escritos de Cartarescu,
pues aparece referido de forma directa en alguno de ellos, como Orbitor. Corpul (Cartarescu, 2008, p.
280), el poema “Multumesc pentru muzicd” (Cartarescu, 2015b, p. 216) o “Mi-au darimat moara!”¢!
(Cartarescu, 2017a, p. 215). En este ultimo texto se alude a su inminente destruccion, que sigue a
otras que se estan produciendo por la zona y aun en otros puntos de la ciudad. No obstante, si
contrastamos la somera descripcion que de esta fabrica brinda Puntile con la del fragmento siguiente
observamos que presenta diferencias significativas: frente a las innumerables ventanas (y la circular
del frontén) que presentaba en el fragmento anterior, destaca la ausencia de ellas en el que sigue a
continuacion. Queda patente, en cambio, cdmo comparte caracteristicas de los espacios colindantes, el
molino Dambovita y la fabrica Pionierul:

Mi molino, el molino “Dambovita” de la parte de atras del bloque de Stefan cel Mare
donde vivi 25 afios y donde todavia viven mis padres. El molino de Nostalgia y de
Orbitor, el molino a cuya sombra el Mendébil contaba sus fantasticas historias. El
molino que domina mis suefios, colosal como si todas las fortificaciones, mausoleos y
almacenes portuarios se hubiesen reunido. La construccion con la arquitectura
industrial mas impresionante del mundo. ;Como podria siquiera sugerirte el
significado que ha tenido para mi? Pasé mi infancia en su campo magnético, que

57 Gina, durante su expedicion nocturna junto a Andrei por el desierto Museo de Historia Natural Grigore Antipa, selecciona,
de entre los demas especimenes del insectario, una mariposa disecada que revive cuando la saca de la vitrina y la prende
sobre su pecho con una aguja.
8 Se deja al margen en este apartado el segundo relato, ambientado, como ya hemos dicho, en una ciudad y un tiempo
alejados.
% Destaca la concrecion con la que algunos textos del escritor sitllan esta vivienda: es el segundo bloque después de la
interseccion del bulevar Stefan cel Mare con la calle Dinu Vintild, desde Dorobanti hacia Obor (el primero seria el
colindante edificio de la Direccion General de la Policia).
60 «“varfurile plopilor, pline de puf, si dincolo de ele o uriasa cladire de caramidd, cu nenumarate ferestre zdbrelite, fabrica
de cauciuc Quadrat. Pe frontonul sau care sfasia norii se afla o mare fereastra rotunda” (Cartarescu, 2019, p. 9). Las
cursivas, de esta cita y las siguientes, son nuestras, para destacar las similitudes y diferencias de esta descripcion con
respecto a otras que se incluirdn mas adelante.
61 Este texto fue publicado por primera vez el 12 de octubre de 2004 (afio en que comienzan las demoliciones para construir
un complejo residencial, el Central Residential Park) en Jurnalul National y recogido posteriormente en los volimenes
Baroane! y Peisaj dupa isterie (Cartarescu, 2017a, edicion que seguimos).
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curva el espacio de mi mundo a su alrededor. He vivido en el rugido continuo de sus
cedazos. He saltado la valla por la noche y he corrido por su patio desierto bajo las
estrellas hasta tocar con los dedos la gigantesca superficie encendida por la luna. He
visto, a lo largo de los afios, como los miles de metros cuadrados de muro de su
fachada se cubrian de harina petrificada y de arbustos que germinaban, en el quinto y
sexto piso, directamente en el muro, gracias a alguna semilla arrastrada hasta alli por
el viento. Un dia lo vi (“no sé si en el cuerpo o fuera del cuerpo. Dios sabra”)
transformado en un sarc6fago de cuarzo reluciente, de doscientos metros de longitud,
y cuando se levant6 la tapa del atatd, vi tumbado en él a un anciano gigante. En un
poema sobre Nichita Stanescu (Semillas de giraluna, semillas de giraestrellas) usé el
molino como pedestal para la estatua de un semental [...]

Era como si me hubiesen destruido a mi, estos dias, a golpe de excavadora.

Era una construccion antigua y noble, del siglo XIX. Era robusta y
melancdlica. Se alzaba muy alto su frontén con ventana redonda como en los cuadros
de Chirico [...].

Va a desaparecer también la panificadora “Pionierul”, por cuyas fantasticas
tuberias trepdbamos y cuyas ventanas de vidrio golpedbamos hasta que salian los
trabajadores rubicundos que nos daban bollos calientes. Va a ser derribada también la
fabrica de caucho “Quadrat”, edificio igual de alto que el molino, igual de

enigmatico: enorme muro sin ventanas, como un artefacto egipcio (Cartarescu, 2017a,
p. 213-215)%,

En esta larga cita se aprecia como el mencionado molino, al que compara con la fabrica tanto
por sus dimensiones como —y esto es quiza lo mds interesante— por su caracter enigmatico (de gran
potencial para episodios narrativos como el que protagonizara el nifio de Puntile), es un espacio
determinante en su infancia, en los juegos y aun en los suefios y ensofiaciones que, con toda esa carga
emocional y simbolica, trasciende a su universo literario, intimamente imbricado con lo biografico.

Como ya anuncia el propio Cartarescu en el anterior fragmento, la mencion a este espacio y a
la panificadora adyacente se reencuentran en Orbitor y en Mendebilul, donde se deja ver de nuevo la
fascinacion por la imponente arquitectura industrial y su cardcter propicio para el juego y la
iniciacion:

Junto al molino Dambovita de paredes escarlata, al otro lado de la valla de hormigon,
se encontraba la panificadora Pionierul. Es una fabrica vieja, con el tejado en zig-zag,
con ventanas redondas hacia las que se dirigen una especie de extrafios bajantes,
blancos por la harina. [...] El edificio de la panificadora estd dominado por una
chimenea de ladrillo més alta que nuestro bloque, que se eleva, gruesa y roja, hacia
las nubes, por entre las moneditas ovaladas de las hojas de la acacia. No la habia visto

2 “Moara mea, moara 'Dambovita' din spatele blocului de pe Stefan cel Mare unde am locuit 25 de ani si unde mai stau ai
mei si acum. Moara din Nostalgia si din Orbitor, moara-n umbra careia Mendebilul isi spunea fantasticele povesti. Moara
care-mi domina visele, colosald de parca toate fortdretele si mausoleele si magaziile portuare ale lumii ar fi fost puse la un
loc. Constructia cu cea mai impresionantd arhitectura industriald din lume. Cum as putea sa-ti sugerez macar insemndtatea pe
care ea a avut-o pentru mine? Am copildrit in caAmpul ei magnetic, care curba spatiul lumii mele in jur. Am trdit in vuietul
continuu al sitelor ei. Am sarit gardul noaptea si-am alergat prin curtea ei pustie sub stele ca sa-i ating cu degetele suprafata
gigantica incinsd de luna. Am vazut, de-a lungul anilor, cum miile de metri patrati de zid ai fatadei ei s-au acoperit de faina
pietrificatd si de copdcei rasdriti, la etajul al cincilea si al saselea, direct din zid, din vreo sdimanta aruncatd acolo de vant. Am
vazut-o intr-o zi ('nu stiu daca-n trup sau afara din trup. Domnul stie') transformata intr-un sarcofag de cuart stralucitor, de
doui sute de metri lungime, iar cand capacul raclei s-a ridicat, am zarit culcat in ea un batran urias. Intr-un poem despre
Nichita Stanescu (Seminte de floarea lunii, seminte de floarea stelelor) am folosit moara ca piedestal pentru statuia unui
armasar [...]. E de parcéd pe mine m-ar fi distrus, zilele astea, cu lovituri de buldozer.
Era o constructie veche si nobild, din veacul al nouasprezecelea.
Era puternica si melancolica. Isi ridica foarte sus frontonul cu fereastra rotunda ca-n Chirico [...].
Va disparea si fabrica de paine 'Pionierul', pe fantasticele tevi ale careia ne cataram si-n ochiurile de geam ale careia bateam
pana ieseau muncitorii rubiconzi ce ne dadeau japoneze fierbinti. Va fi data jos si fabrica de cauciuc 'Quadrat', cladire la fel
de inalta ca si moara, la fel de enigmatica: enorm calcan farad ferestre, artefact egiptean, parca (Cartarescu, 2017a, p. 213-
215).
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nunca de cerca pero, como dibujada a plumilla, se distinguia a lo largo de toda ella,
hasta la cuspide, una escalera de incendios protegida por unos anillos similares a una
traquea. A tres cuartos de altura, es decir, aproximadamente frente al sexto piso de
nuestro bloque, vi, aquella tarde, una mancha amarilla. [...] peldaiio a peldafio, el
Mendébil [...] subia hacia la clspide de la chimenea. Una vez llegado, se encaramo
hasta el borde con las manos y se quedod alli unos instantes, en cuclillas (Cartarescu,
2013, p. 55)%.

En Melancolia, Cartarescu parece reducir ese conjunto de espacios (el molino, la panificadora
y la fabrica de caucho) a uno solo, y 1o hace, en nuestra opinion, refundiendo las caracteristicas de los
dos primeros y aplicandoselas al tercero. Pese a estas modificaciones, la referencia concreta a la
fabrica Quadrat en el relato Puntile establece una conexion con un escenario (la panificadora y las
construcciones aledafias) emplazado explicitamente —en sus textos autobiograficos y (auto)
ficcionales— en Bucarest y que constituye uno de los mas recurrentes dentro del universo literario
cartaresquiano.

Ello permite, asimismo, asociar el apartamento en que sucede buena parte de la accion de
Puntile® con otro escenario de sobra conocido para los lectores de Cartarescu: el bloque de Stefan cel
Mare —que, como hemos dicho, cuenta con un referente en la realidad extraliteraria vinculado a la
biografia del escritor y trasciende a buena parte de su produccion lirica y prosistica—. Esta afirmacion
se sostiene, ademas de por el hecho de emplazar, como en los textos anteriores, la mencionada fabrica
en la parte trasera del edificio, por la similitud que existe entre las descripciones —del interior del
apartamento, del bloque en que se sitia y de sus inmediaciones— de este relato y las de otros
anteriores.

En Puntile, el apartamento del protagonista, “modesto, de gente sencilla y no demasiado
pudiente”® (Cartarescu, 2019, p. 8), se sitiia, como el de Mircea en Orbitor (Cartarescu, 2014, p. 245)
o el del protagonista de Solenoid, en el quinto piso del bloque, y cuenta con un recibidor, un bafio, un
salon y una cocina con suelo de mosaico y con una puerta acristalada que conduce hacia el balcon. La
descripcion es tan detallada que permite conocer la disposicion de las distintas estancias: mientras que
su habitacion da hacia la calle, el salon, la cocina y la habitacion de los padres dan hacia la parte
opuesta, la trasera.

En estos espacios, y en distintos momentos de la jornada, transcurren las actividades diurnas
del nifio, entre las que reconocemos algunas presentes en textos anteriores, como el ritual de mirarse
durante largo tiempo en el espejo del bafio, que aparecia ya en Orbitor®®, o el de observar, sentado en
el baul del divan de su cuarto, a través del gran ventanal, la calle, los edificios y las villas del otro lado
de la calzada, el tranvia que la recorre o, mas alla, el centro de la ciudad. Tanto la propia practica
como, en gran medida, el escenario observado (aunque en este caso sin referencias concretas que
permitan identificarlos) coincide con lo descrito en la trilogia, en “Bucurestiul meu” o en Solenoid.

La descripcion de los espacios comunes del bloque (escaleras, ascensores, patio trasero,
terraza, etc..) guarda también similitudes con las encontradas en otros textos, sobre todo en Orbitor y
Mendibilul. Al igual que en estos, en Puntile se menciona el estado inconcluso en que se encuentra
todavia el bloque y las obras de la calle: “la fachada aun cubierta por andamios”, “tablas de las

63 “Langa moara Dambovita cu zidurile ei stacojii, dincolo de gardul de beton, se afla fabrica de paine Pionierul. Este o
fabrica veche, cu acoperisul in zigzag, cu ferestre rotunde spre care duc jgheaburi ciudate, albite de faina. [...] Cladirea
fabricii de paine este dominata de un cos de caramida mai inalt decat blocul nostru, care se ridica, gros si rosu, spre nori, din
mijlocul banutilor ovali ai frunzelor de salcam. Nu il vazusem niciodata de aproape, dar, parca desenatd cu penita, se
deslusea de-a lungul lui, pana in varf, o scara de incendiu, protejata de inele asemenea unei trahee. La trei sferturi din
inaltimea, deci cam in dreptul etajului sase al blocului nostru, am vazut, in dupa-amiaza aceea, o patd galbena. [...] treapta cu
treapta, Medibilul [...] urca spre varful cosului. Ajuns in varf, copilul se ridica in maini pe buza cosului si ramase cateva clipe
pe vine” (Cartarescu, 2013, p. 55).

% El mismo que se menciona también en Pieile, si se acepta la identificacion entre el protagonista del primer y del tercer
relato.

95 “Modest, de oameni simpli si nu prea instariti” (Cartarescu, 2019, p. 8).

6 La descripcion fisica del reflejo en este texto coincide también en gran medida con la de la trilogia: la cara delgada y
palida, las ojeras, los labios carnosos.
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enormes zanjas del alcantarillado, de muchos metros de profundidad”®’ (Cartarescu, 2019, pp. 48-49).
Asimismo, se alude al miedo que, al igual que a Mircea en Orbitor (Cartarescu, 2014, p. 243), le
causan los rellanos de las escaleras al nifio, que solo asiendo la mano de la madre consigue vencer:
“nunca habia salido solo al descansillo, sin la tranquilidad que le daba la mano de su madre, como si
un anestésico lechoso hubiera corrido de sus dedos a los de él; en su ausencia todo estaba esculpido en
el miedo”®® (Cartarescu, 2019, p. 55). La terraza, como en Orbitor (Cartarescu, 2014, p. 253), se
encuentra en el octavo piso y desde ella se puede contemplar toda la ciudad.

Frente a todas estas concomitancias, encontramos, no obstante, algunas diferencias
significativas en la representacion del espacio familiar. Si en anteriores obras la vivienda adquiria
valores de seguridad, de refugio, en el relato inaugural de Melancolia, la soledad a la que parece
condenado el protagonista cambia su signo. El apartamento, cuyas puertas y ventanas permanecen
cerradas durante el dia, durante la vigilia, se percibe aqui como una carcel, permeable solo a la luz.
Asimismo, las connotaciones negativas de este escenario y —mas concretamente, de su habitacion—
proceden del recuerdo de lo alli vivido con su padre, que el protagonista prefiere soterrar (Cartarescu,
2019, p. 16).

Al Bucarest recreado en relatos como Gemenii, Bucurestiul meu, Orbitor o incluso Travesti
recuerdan también las descripciones del tercer relato, Pieile. Los paseos de Ivan, siguiendo la linea del
tranvia® que toma habitualmente desde su casa hasta el liceo Vasile Singuratite, por ese laberinto de
ruinas de la ciudad osario (Cartarescu, 2019, p. 151), de casas bajas, aparentemente deshabitadas, se
asemejan a los recorridos erraticos de personajes como Victor o Andrei, que encuentran en la
desolacion de determinados escenarios bucarestinos, igualmente decadentes, un reflejo de su propia
soledad interior, y que se inician, como Ivan, en la exploracion urbana durante su adolescencia, el
periodo mas proclive para ello.

El barrio armenio y las calles (Toamnei, Viitorului, Icoanei, bulevar Dacia, etc.) cercanas al
instituto Cantemir (donde estudian varios de los personajes del escritor, y en cuyo referente real,
extraliterario, estudié ¢l mismo) constituyen un destino frecuente de este deambular, y a él remiten,
aunque sea de forma indirecta y velada, los espacios de esa primera excursion a pie de Ivan, acordes
con el sentimiento de melancolia y soledad que lo domina. Como ha sefialado Tapu (2020), este
paisaje urbano es una “exteriorizacion del sentimiento de soledad extrema de los personajes™’. Asi,
en las descripciones de Pieile destacan algunos elementos y rasgos que acentilan tal caracter
melancolico de la urbe, como la luna, que se convierte casi en un elemento espacial mas; el color
amarillo, asociado al recuerdo y a la nostalgia; o las mencionadas ruinas, muy presentes también en
los textos precedentes. Las casas bajas y antiguas mansiones —tipicas de los antedichos barrios—
presentan ahora un estado decadente, que no obstante deja apreciar todavia la abundancia de
elementos decorativos y el abigarramiento que las caracteriza y que evidencia la prosperidad y mal
gusto de sus duefios (Cartarescu, 2019, p. 136): balcones barrocos, hoy carcomidos y medio caidos;
fachadas decoradas con angeles de yeso y gorgonas; tejados rematados en ctipulas, torretas o estatuas
descascarilladas.

Ivan, como Andrei en Travesti o el protagonista de Solenoid, se muestra fascinado por este
paisaje, bien por la enigmatica vida de los habitantes de aquellas casas que todavia no han sido
abandonadas pero se encuentran en un estado de deterioro avanzado, dejando ver, a través de sus

CLINTS

67 “Fatada Inca acoperitd de schele”, “planse de scandurd uriasele santuri de canalizare, de mai multi metri adancime”
(Cartarescu, 2019, p. 48-49).

%8 “Niciodatd nu iesise pe palier singur, fird linistirea pe care i-o didea mana mamei, de parcd un anestezic laptos s-ar fi
scurs dinspre degetele ei catre-ale lui, 1n lipsa caruia totul era sculptat in fricd, fricd insuportabila” (Cartarescu, 2019, p. 55).
9 El tranvia, elemento presente en los tres relatos y, en consecuencia, nexo entre ellos, es casi un personaje més en Pieile,
que anima, con sus ruidos y sus movimientos, la ciudad que recorre.

70 “Exteriorizare a sentimentului de singuritate extrema a personajelor” (Tapu, 2020).

El propio escritor se ha pronunciado acerca de la importancia y el significado de las ruinas en su universo literario: “Las
ruinas tienen un papel fundamental en toda mi escritura. En la cultura europea existe también una época de las ruinas: la
época prerromantica, en la que muchos autores perseguian la inspiracion buscando en las ruinas del pasado. Creo que las
ruinas son la verdadera imagen de la condicion humana, de la melancolia, del hecho de que todo est¢ destinado a
desaparecer” (Sanchez Usanos, 2022, p. 66). De hecho, en este volumen, la melancolia y la soledad proceden de la
desaparicion, de la pérdida de la mujer, ya se trate de la madre (primer relato), de la hermana (segundo) o de la amada
(tercero).
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grietas o de las puertas y ventanas ausentes, el interior; bien por las huellas del pasado que conservan
otras:

Muchos edificios llevaban largo tiempo abandonados. Algin muro derrumbado
descubria el interior mohoso de las habitaciones de las dos plantas, de una
majestuosidad salvaje bajo el cielo azul de la mafiana [...]. Habria querido ser inmortal
para poder explorar indefinidamente aquel mundo de la ruina universal, entrando en
cada construccion destruida por el tiempo y cubierta de vegetacion, con liquenes
amarillos en los muros y antiguas fotografias esparcidas por los suelos, y esqueletos
envueltos en trapos [...]. Asi habria querido vivir, en aquel planeta de la desolacion,
como su unico habitante, buscador de una verdad esquiva y esencial [...] (Cartarescu,
2019, p. 137-138)"".

Asimismo, el edificio de la maternidad varias veces mencionado, la pasteleria que Ivan suele
frecuentar, los grandes almacenes de sus ensofiaciones, el cine abandonado que visita o el propio
instituto presentan ecos, con toda probabilidad intencionados, con escenarios de su narrativa anterior:
la maternidad descrita en Ochiul caprui..., los cines de los barrios de la infancia del protagonista de
Orbitor, los almacenes Victoria adonde Mircea acudia con su madre o el ya mencionado liceo
Cantemir.

No es nuestra intencion ahora seguir explorando posibles referentes reales y/o literarios en la
construccion espacial de Melancolia, pero consideramos necesario destacar como las metaforas
urbanas’ recurrentes en la narrativa de Cartdrescu (y algunos de los principales escenarios y/o
elementos espaciales que se dan en ellas) reaparecen en este volumen, especialmente en el primer y el
tercer relato, con muy similar significado.

El onirismo referido en el apartado anterior tiene importantes repercusiones sobre el espacio.
Los escenarios de la vida cotidiana de los protagonistas de los tres relatos, aparentemente anodinos,
adquieren, en los suefios o en estados analogos, dimensiones, caracteristicas y posibilidades de las que
carecen en aquella y que los acerca a los escenarios propios de los suefios. Es el caso, por ejemplo, de
esa otra dimension en que habita el “chico extraiio” de Vulpile, la habitacion con la ventana iluminada
que el protagonista contempla desde su cuarto y en la que, finalmente, acabara ¢l mismo condenado a
la soledad. Pero mas llamativo por lo que concierne al modelo de la ciudad-suefio son los relatos
inicial y final.

En Puntile, el apartamento familiar, escenario conocido y cerrado, hermético (Cartarescu,
2019, p. 14), durante la ausencia de la madre, se abre, permitiendo un movimiento bidireccional, hacia
afuera y hacia adentro. Por un lado, permite la entrada en su interior de fendmenos y elementos tales
como el frio, el viento o la arena, que modifican sustancialmente el espacio y la manera de moverse
por ¢€l. Por otro, y esto es mas relevante si cabe, permite la salida del protagonista, hasta entonces
prisionero (Cartarescu, 2019, p. 22), que se aventura en una serie de expediciones oniricas, tanto por
el mismo edificio como por zonas mas o menos lejanas de la ciudad, gracias a esos “puentes” que
surgen desde distintos puntos del edificio. Uno de ellos, como hemos dicho antes, lo conduce hacia la
fabrica colindante”; otro lo conduce hasta los almacenes Concordia; y, el tercero, que no llega a
seguir, lo conduciria por un viaje través del tiempo en el que alcanzaria la vejez. En cierto sentido, las
dos primeras salidas son también un viaje temporal, a través de la memoria, materializada,
espacializada, en las estatuas de sus padres que descubre en los lugares visitados. Como sefiala Boldea

71 “Multe cladiri erau de mult pardsite. Cate-un zid pribusit in intregime ivea interiorul mucegdit al oddilor din cele doud
etaje, de o maretie sdlbatica sub cerul albastru al diminetii [...]. Ar fi vrut sa fie nemuritor si sd poatd explora la nesférsit acea
lume a ruinei universale, intrand in fiecare constructie distrusa de timp si napadita de vegetatie, cu licheni galbeni pe ziduri
si stravechi fotografii risipite pe podele, si schelete infasurate-n carpe [...] Asa ar fi vrut sa trdiascd, pe acea planeta a
dezolarii, ca singurul ei locuitor, cautdtor al unui adevar eluziv si esential [...]” (Cartarescu, 2019. p. 137-138).

72 Para un desarrollo més amplio de estas metaforas en la produccion narrativa anterior del autor, vid. Diz Villanueva (2022).
73 En Orbitor, la fabrica de pan adyacente a la fabrica de caucho alberga un episodio onirico en el que dicho espacio se
convierte, cambiando su color, su textura y sus materiales, en un enorme sarcéfago de cristal, de mas de doscientos metros
de longitud.
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(2016), “los espacios de la infancia tienen, desde esta perspectiva, el aspecto de unos laberintos en los
que se camufla el pasado, reescribiendo un tiempo con aromas casi miticos y con reflejos oniricos”’.

En Pieile, en esos estados de ensofiacion o alucinacion del protagonista, la ciudad se abre
también, permitiendo el acceso a zonas ocultas o inexistentes en la realidad cotidiana. Como ya hemos
mencionado, Ivan descubre en el pedestal de la estatua de Vasile Singuratate una puerta que lo lleva
hacia los subterraneos, un espacio predilecto de la ciudad-suefio cartaresquiana. Sus desplazamientos
por la ciudad, hasta entonces producidos en el plano horizontal, se desplazan en estos episodios al eje
vertical. Se trata de descensos hacia lo mas profundo de la urbe, que no es sino el interior de su propia
mente, como sucedia también en el caso de las experiencias del nifio en Puntile’. Asi lo indica, en
este ultimo relato, el particular guia que lo acompafia:

Lo que ves frente a tus ojos — le dijo el gran coledptero que al parecer habia estado
todo el tiempo a su lado [...] — estd profundamente sumergido en tu cerebro. Por
aquellos cuatro rios no corre agua, sino cuatro licores amargos y oscuros que mezclan
en ti su veneno: serotonina, adrenalina, dopamina, epinefrina [...]. Lo que ves es el
centro de tu mente, la zona del cerebro llamada claustrum (Cartarescu, 2019, p.
189)76.

En su recorrido descendente hacia ese lugar, atraviesa escenarios asimilados a otras partes de
la fisonomia, como la traquea (Cartarescu, 2019, p. 188) hasta alcanzar, primero, un valle poblado de
féretros de cristal donde descansan poetas de antafio y, mas tarde, una gran fabrica-catedral gotica con
boévedas ojivales unidas en su apice por arcos quebrados. Este episodio, como el propio espacio,
recuerda a otros anteriores en la produccion cartaresquiana, desde la gruta en que las nifias de REM
descubren el esqueleto del gigante a quien bautizan como Rolando (nombre de la cisura central del
cerebro humano) hasta la gran cripta de Orbitor, la cavidad cerebro-genital que alberga ritos
sacrificiales, creadores”’. Una de las muchas entradas a este espacio que pueden encontrarse a lo largo
del planeta se encuentra justamente en el pedestal de una estatua, la de Pushkin, en el parque Ghica
Tei de Bucarest. En estos casos, se trata también de viajes iniciaticos en los misterios de la mente de
Mircea, protagonista y, al mismo tiempo, autor del libro que lo inmortaliza como personaje. Este
espacio permitia, por tanto, conectar tres de las metaforas urbanas mas potentes de la narrativa de
Cartarescu: la de la ciudad-suefio, la de la ciudad-cuerpo (se produce una corporalizacion del espacio
0, desde otro punto de vista, el cuerpo se espacializa) y la de la ciudad-texto (la ciudad que se desvela
como un resultado mas de la ficcion, producto de una mente creadora que la concibe y la construye a
través de su discurso).

Esa gran sala cerebro-genital de Orbitor encuentra diversas hipostasis en otros textos, como
Solenoid, donde el protagonista accede, en el interior de la ya mencionada fabrica de tubos, a una
caverna esférica, que era “un craneo y un tUtero al mismo tiempo””® (Cartirescu, 2015a, p. 711).
Cabria interpretar de la misma manera esta gran sala adonde llega Ivan, identificada explicitamente
con su propio cerebro y en la que la conexion con el utero vendria dada por la tumba, también
presente en Orbitor, cuyo significado primigenio es el de vientre materno, como sefiala Evseev (1994,

74 “Spatiile copildriei au, din aceasta perspectivi, aspectul unor labirinturi in care e camuflat trecutul fiintei, rescriind un timp
cu miresme cvasimitice si cu reflexe onirice” (Boldea, 2016).

75 “Y luego todo era igual, se repetia de la misma forma todas las noches, sin variacion alguna [...] porque todo era, de hecho,
el mismo escenario hacia donde se alargaban los tineles cada noche [...], alli, en el centro de la mente, en el centro del
mundo” / “Si apoi totul era la fel, se repeta la fel in toate noptile, fara nici o variatie [...] fiindca totul era de fapt aceeasi
scena spre care se-ntindeau tunelurile fiecarei nopti, [...] acolo, in centrul mintii, in centrul lumii” (Cartarescu, 2019, p. 62).
76 ““Ceea ce vezi in fata ochilor', i spuse marea coleoptera ce parcd fusese intotdeauna alituri de el [...], 'este adinc scufundat
in propriul tau creier. Pe cele patru rauri nu curge apd, ci patru amare si-ntunecate licori ce-si amesteca-n tine otrava:
serotonind, adrenalina, dopamina, epinefrina [...] Ceea ce vezi e miezul mintii tale, zona din creier numita claustrum”
(Cartarescu, 2019, p. 189).

77El ttero y el cerebro son dos organos que, si bien se encuentran en puntos alejados del eje vertical (el cerebro es el
“arriba” mientras que el Utero es el “abajo”), de acuerdo con la simetria expuesta en la novela, se corresponden entre si, y se
asemejan por su capacidad creadora.

78 “Un craniu si-un uter in acelasi timp” (Cartarescu, 2015a, p. 711).
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p. 109). También Bachelard ha apuntado a este mismo significado, relacionandolo, asimismo, con la
crisalida:

Y qué ejemplo mas claro podemos dar para entender la maternidad onirica de la
muerte? El vientre materno y el sarc6fago ;jno son en este caso dos tiempos de la
misma imagen? La muerte, el suefio, es la misma puesta en crisalida de un ser que
debe despertar y resurgir renovado (Bachelard, 2014, p. 103).

La crisalida es, de hecho, un elemento que esta presente en casi todas las ocurrencias de este
escenario en el universo cartaresquiano, incluyendo Pieile: la segunda vez que Ivan visita, en suefos,
este espacio, en el interior de los féretros encontrara crisalidas, en las que los poetas, disueltos en su
interior, esperan su renacer (Cartarescu, 2019, p. 233). Otros elementos comunes a otros textos que
estan presentes en este espacio son los instrumentos que participan del sacrificio, como la mesa de
operaciones o el bisturi.

El descenso (catabasis) viene acompaiiado del movimiento contrario, el del ascenso
(andbasis), que consiste, en el caso de esa primera ensofiacion, en un desplazamiento en ascensor por
lo alto de una torre, tras el cual, y gracias al sonido del tranvia, Ivan recobra el sentido en el mismo
lugar en que habia iniciado su periplo, junto a la estatua.

Por lo que respecta a la metafora de la ciudad-texto, también este escenario serd determinante,
ya que, en el momento en que Ivan desciende hacia él, se afima: “el relato en el que bajaba la escalera
de estribos estaba ya escrito y existia para la eternidad”” (Cartarescu, 2019, p. 186). El espacio se
revela, por tanto, como un elemento ficcional, un marco necesario para el desarrollo de la accion
narrativa del que Ivan, como personaje principal de la misma, no podra escapar: “estaba atrapado para
siempre en la pepita de &mbar que era su vida en el espacio, el tiempo y el relato”® (Cartarescu, 2019,
p. 186).

En este episodio, la ciudad o, al menos, algunos de sus elementos parecen cobrar vida. La
estatua del célebre poeta, que levita varios centrimetros por encima de su base, se convierte en un
personaje mas del relato: lo encontrara oficiando el extrafio rito que acabara con su propia mutilacion,
infringida por el coledptero ante la mirada, perpleja, de Ivan, y del resto de los asistentes: los poetas
salidos de sus tumbas. Asimismo, al final de la narracion vemos coémo Singuratate, “el gran
mutilado”, asido del brazo por el adolescente, camina a su lado, algo que, segun se afirma, hara el
resto de su vida.

La animacion de las estatuas tampoco es una novedad en la narrativa del escritor. En Orbitor,
son varios los episodios en los que las estatuas cobran vida y participan de la accion. Lo mas
destacado, a este respecto, es la tropa de estatuas redivivas que, en el tercer volumen de la trilogia,
Aripa dreaptad, intenta hacerse con el control del proceso revolucionario, liderada por la gran estatua
de Lenin que presidia Casa Scanteii; y la Revolucién rumana, una enorme muchacha de piedra que
intenta ayudar a la poblacion que se manifiesta en las calles.

En relacion con estas metaforas, hay otro espacio de Pieile que resulta de interés: la casa de
Dora. En ella reencontramos un motivo frecuente en los textos del autor, cuyo significado alerta ya al
lector avezado del caracter nuclear de este espacio y del tipo de acontecimientos que se desarrollan en
¢él: la puerta de color escarlata (stacojie). En Orbitor, por ejemplo, la encontramos en reiteradas
ocasiones: en la casa de la primera infancia de Mircea en Colentina, en el gabinete de electroterapia
en el hospital donde es ingresado, en la casa de sus abuelos maternos en Tantava, o en los suefios: “la
puerta escarlata de mis pesadillas presente como un sello de sangre en todo lo que he escrito y en todo
lo que mi mente ha dibujado en las tardes de insomnio™®! (Cirtirescu, 2014, p. 114). Este elemento
estaba ya presente en Nostalgia, tanto en REM (la puerta del almacén que las nifias eligen como
escenario de su tltimo juego —alli se erige el altar ante el que se celebrara la boda— y que da entrada
a ese espacio ambiguo, conocido como “REM” que Nana debe alcanzar a través de los suefios), como

79 “Povestea-n care cobora scara de scoabe era deja scrisd si exista-n eternitate” (Cartrescu, 2019, p. 186).

80 “Era prins pentru totdeauna in boaba de chihlimbar care era viata lui in spatiu, timp si poveste” (Cartarescu, 2019, p. 186).
81 “Usa stacojie din cosmarele mele, prezentd ca un sigiliu de singe in tot ce am scris si in tot ce mintea mea a schitat in
dupé-amiezile fara somn” (Cartarescu, 2014, p. 114).
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en Gemenii (la puerta de la casa de Gina, con la que Andrei habia sofiado previamente, por la que los
adolescentes penetran en el tinel subterraneo que los conduce hasta el Museo Antipa) y en
Mendebilul, donde una puerta de metal escarlata custodia la entrada a la sala del fogonero, “la mas
escondida en el vientre del bloque™®* (Cartdrescu, 2013, p. 73) y existente Unicamente en la ciudad-
sueflo, en episodios onirico-alucinatorios (pues, como se afirma al final de relato, el bloque nunca
tuvo calderas de calefaccion en el s6tano). También reaparece en Solenoid, en la fabrica donde se
retinen los alumnos de los altimos cursos y donde al profesor protagonista, tras la superacion de una
serie de pruebas, se le revelara un misterio.

Se trata, por lo general, de un umbral que comunica distintas dimensiones, que marca el paso
de la ciudad que podriamos denominar como real o cotidiana a la ciudad-suefio y la iniciacion de los
personajes que la atraviesan. En Pieile, la casa de Dora se le presenta a Ivan como un territorio
prohibido y, hasta cierto punto, amenazante. Ello no solo por haber pensado que no podia penetrar en
su interior sino porque es consciente de que hacerlo implica internarse en los misterios femeninos y en
el descubrimiento de su propia sexualidad. Asi, la primera vez que es invitado a entrar en la casa
recuerda la unica ocasion anterior en que habia estado en la habitacion de una chica, hija de unos
amigos de sus padres: le habia provocado, en suefios, una gran excitaciéon sexual y un “encuentro”
erdtico infructuoso, por imposible desde el punto de vista anatdémico, con una mufieca del tamafio de
una nifia (Cartdrescu, 2019, 172)%. En efecto, esa primera experiencia en casa de Dora supone dar un
paso mas en la intimidad que se establece entre ambos, lo que culminard en la contemplacion del
proceso metamorfico que experimenta la chica.

La casa, ya antes de este episodio, se le representa a Ivan como un organismo vivo, del que
Dora no seria sino uno de sus organos: “para ¢l ella era una especie de 6rgano vital de la casa. No
podrias ver un cuerpo sin corazon, ni un corazon vivo fuerza del cuerpo en el que latia”®* (Cartarescu,
2019, p. 214).

La casa participa del misterio que envuelve la feminidad. En cada vivienda en la que habitaba
una chica habia una habitacion secreta y la de Dora no representa una excepcion: “era un espacio de
otro mundo excavado en el cuerpo de la casa, como un craneo o como un utero preparado para recibir
al extrafio llegado de lejos. La chica entraba alli [...], pero lo hacia solo una vez en la vida. Salia,
después, tras un tiempo, cambiada”® (Cartdrescu, 2019, p. 227). Més tarde, cuando Ivan consigue
finalmente acceder a este espacio misterioso, a través de una puerta que en anteriores ocasiones no
habia podido abrir, ve, en las paredes, un tatuaje organico, conformado por las venas, arterias y vasos
capilares que se podian vislimbrar las la piel, himeda, del revocado. Por otra parte, las dimensiones
que adquiere este escenario son incongruentes con la altura exterior de la casa. El espacio
metamorfosea como lo hace el personaje de Dora.

La mutacion de los espacios y su corporalizacion, dentro del modelo de la ciudad-suefio, es
una constante en la narrativa cartaresquiana. La importancia del cuerpo en la escritura del autor no ha
pasado desapercibida por parte de la critica. El universo de sus textos se percibe y se construye desde
el propio cuerpo Musat (2008, p. 192) y resulta en un cosmos corporalizado (Otoiu, 2000).

3.2. El tiempo

82 “Cea mai adanc ascunsi in burta blocului” (Cartarescu, 2013, p. 73).
83 Este episodio recuerda a una de las infructuosas tentativas sexuales de Mircea en Orbitor. En el primer tomo de la trilogia
se narra un intento frustrado de copular con una de las enfermeras durante una de sus estancias en el hospital, que no sabe si
atribuir a una alucinacion: “Pero la enfermera, si tenia un sol interior, inter urinas et faeces, no tenia, en cualquier caso,
ninguna via de acceso hacia €l. Su palacio uterino estaba escondido y era inexpugnable [...]. Entre las piernas, la mujer [...]
tenia un boceto de vulva mas pudico que el de los maniquies de los escaparates. Nada por penetrar, nada por conquistar” /
“Dar sora, daca avea un soare interior, acolo, inter urinas et faeces, n-avea, oricum, nici o cale de acces catre el. Palatul ei
uterin era ascuns si inexpugnabil [...]. Intre picioare, femeia [...] avea o schitd vulvard mai pudica decat a manechinelor din
vitrine. Nimic de patruns, nimic de cucerit” (Cartarescu, 2014, p. 246).
84 “Pentru el ea era un fel de organ vital al casei. Nu puteai vedea un corp fird inimd, nici o inima vie in afara trupului in
miezul caruia batea” (Cartarescu, 2019, p. 214).
85 “Era un spatiu din altd lume adancit in trupul casei, ca o teastd sau ca un uter pregitite si-1 iIntAmpine pe strdinul venit de
departe. Fata intra acolo [...], dar o facea doar o datd-n viatd. Iesea apoi, dupd o vreme, schimbata” (Cartarescu, 2019, p.
227).
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Estos modelos metaféricos de la ciudad, especialmente en la ciudad-suefio, implican por lo
general una temporalidad distinta a la hegemonica®®. Durante esos estados oniricos, de ensofiacion o
de alucinacion, la percepcion del tiempo, como el espacio, se ve alterada. Asi sucede, por ejemplo, en
el caso de Ivan en casa de Dora: aunque el proceso metamorfico de la chica se percibe como dilatado
en el tiempo, cuando el adolescente vuelve a salir a la calle la luz que encuentra en el exterior (y, por
tanto, la hora del dia) es practicamente la misma que habia cuando entr6. Este fenémeno, que
encuentra su correlato en otros episodios de tinte onirico de la trilogia Orbitor y de otros textos,
evidencia que el tiempo, como el espacio, resulta subjetivizado. Asi, podria aplicarse a este escenario
y, mas concretamente, a la habitacion de Dora lo que Popa (2018, p. 743) afirma a propésito de la
habitacion de Gina en Gemenii: “es atemporal, fuera del tiempo y del espacio, se convierte en un
santuario del comienzo del mundo, lugar en el que el cambio identitario y su fusion empiezan. Todo
lo que sucede en el exterior no repercute en este lugar™®’.

La vivencia del tiempo por parte del nifio protagonista del primer relato es asimismo
altamente subjetiva. El narrador incide en el paso del tiempo, en como se suceden, una tras otra, las
distintas estaciones; presenta las acciones del nifio como una rutina que se repite desde hace mucho,
sin que parezca experimentar ningin cambio fisico y sin que se vea en la necesidad de satisfacer,
durante ese extenso e indeterminado periodo, lo mas basico: ha olvidado para qué sirve el inodoro
porque no lo usa, no se alimenta. La primera noche después de que su madre se fuese a la compra esta
ya perdida en la noche de los tiempos (Cartarescu, 2019, p. 23). Solo en el apartamento, pierde la
nocion objetiva del tiempo, que es “infinito”, lo que vienen a reforzar la idea de desamparo, de
abandono, de desolacion, como ha sefialado Popovici (2019, p. 9).

Siguiendo con este primer relato, en una direccion similar apunta la espacializacion del
tiempo que se produce, aunque de manera hipotética. Hacia el final del relato, cuando el protagonista
descubre como podria tomar ese tercer y misterioso puente vertical de luz, se narran, en condicional,
los efectos que tendria, sobre su fisonomia y su estilo de vida, recorrerlo, aunque nunca llega a
hacerlo de facto. Este recorrido no ya a través del espacio sino del tiempo (avanzar por el puente
implicaria crecer, envejecer) guarda indudables similitudes con un episodio de REM, en el que la
protagonista Nana y el resto de sus compaiieras de juego atraviesan un sendero con siete rayas blancas
que ellas mismas trazan para representar lapsos de diez afios y, a medida que lo hacen, adquieren los
rasgos propios de la edad que marca cada tramo, hasta la muerte. Este fenomeno, potencial en Puntile,
efectivo en REM, pone de manifiesto una caracteristica de esa atmosfera onirica en que se inscriben
ambos fragmentos: la reduccion de la nocion de tiempo a una interpretacion del espacio (Iparraguirre
y Ardenghi, 2011, p. 255-256).

Pero lo mas llamativo desde el punto de vista temporal es la total ausencia de datos relativos
al contexto socio-politico o de otra indole que permitan establecer en qué época sucede la accion de
los tres relatos que conforman Melancolia, como ha puesto de relieve Ciotlos (2019). Es justamente
aqui donde, desde nuestro punto de vista, radica la mayor diferencia de este volumen con respecto a
sus antecedentes narrativos. Si Nostalgia, Travesti, Orbitor o Solenoid se ambientaban en la etapa
comunista, desde finales de la década de los 50 hasta finales de los 80, y se hacian eco de las
repercusiones que las politicas emprendidas por las autoridades tenian en la sociedad rumana, en la
economia y sobre el propio espacio fisico del pais, este volumen carece de referencias a la coyuntura
historica.

Solo intratextualmente, es decir, tomando como base los textos anteriores, seria posible
aventurar una hipotesis, en virtud de todos los paralelismos hasta ahora analizados, especialmente los
referidos al espacio. Si, de acuerdo con lo sostenido en el subapartado anterior, la ciudad del primer y
tercer relato es Bucarest y el apartamento familiar, el del bulevar Stefan cel Mare, la descripcion de la
fachada del edificio y de las zonas comunes, de los andamios que todavia pueden verse en el patio, de
la(s) fabrica(s) de la parte de atras del bloque o de la calle nos estarian situando, de acuerdo a la

86 La temporalidad hegemonica es aquella que “se impone a otras buscando naturalizar su concepcion como la tnica
posible”, como la oficial, producto de una “conceptualizacion del tiempo lineal concebida por occidente en distintos
procesos de oficializacion con el caracter de nocion de tiempo univoca” (Iparraguirre y Ardenghi, 2011, p. 253).

87 “Este atemporald, iesitd din timp si spatiu, devine un sanctuar al inceputului de lume, loc in care schimbul identitar si
contopirea lor incepe. Tot ceea ce se intdmpla in exterior nu se rasfrange in acest loc” (Popa, 2018, p. 743).
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evolucion que todos estos lugares siguen en aquellos textos, en la década de los 60-70 del pasado
siglo.

Aunque es cierto que la mencion a algunos elementos con (posibles) referentes
extratextuales® podrian constituir pistas en este sentido, hay una voluntad expresa de hacer
atemporales los relatos, de privarlos de ese anclaje en una época concreta, de prescindir de todo ese
contenido politico e histérico que tanta importancia ostentaba en algunas de sus anteriores obras,
especialmente Orbitor. En aquella, con voluntad a un tiempo critica y parodica, Cartarescu recreaba
por extenso la época comunista, desde el final de la Segunda Guerra Mundial hasta la Revolucion de
1989, oscilando entre el realismo y la imaginacion desbordante. Aqui, en cambio, la dimension
politica, historica, no interesa: la literatura, la poesia, es el centro.

4. Conclusiones

“Ahora todo es poesia™® (Cartirescu, 2019, p. 235), la afirmacion del coledptero en la
segunda catabasis de Ivan es, en realidad, una declaracion de intenciones por parte del propio
Cartarescu, que en este volumen ha conseguido reformular su imaginario, manteniendo la esencia
(tematica y estilistica) de buena parte de sus ficciones anteriores, pero desligandola del acostumbrado
marco, espacial, pero, sobre todo, temporal, historico. El trasfondo del mundo comunista se elimina
por completo; las referencias contextuales se reducen al minimo cuasi imperceptible; el juego
autoficcional se camufla... Lo que predomina es la ficcion, toda vez que se prescinde de la recreacion
de las circunstancias sociales, econdmicas y politicas que en textos anteriores podian, si no
ensombrecerla, al menos competir con ella.

En esta descontextualizacion hay probablemente una voluntad universalizadora. Los
sentimientos transmitidos, en esa infancia y adolescencia que distan de ser una edad dorada y que se
caracterizan por el sufrimiento, el trauma y la soledad; la iniciacion en el mundo adulto, en la
sexualidad y sus misterios; el viaje interior, a través de los recovecos de la mente; el viaje onirico y
demas elementos que vertebran este volumen no necesitan circunscribirse a un espacio ni a un
momento determinados. El escritor, en esta ocasion, ha querido ponerlos en primer plano.

Frente al Bucarest de sus textos anteriores, en los que era un personaje mas, laboriosamente
construido —pero también, como en Orbitor o Solenoid destruido y deconstruido—, la ciudad (o
ciudades) de Melancolia es una abstraccion de aquel. Se lo ha desprovisto, con la excepcion de la
mencion concreta a la fabrica Quadrat, de referencias identificables. Asi, de un espacio “semi-real,
semi-ficcional”, como lo ha definido el autor (Rasuceanu, 2016, p. 89), pasamos a otro, anonimo,
donde predomina el componente ficcional.

No obstante, como el resto de los elementos caracteristicos del universo literario
cartaresquiano, la ciudad, en una hipdstasis distinta, sigue estando. Mas importante que todas esas
similitudes que conserva con el Bucarest de sus escritos precedentes y que todas esas pistas que, como
hemos argumentado, apuntan hacia él, es su valor literario, su potencial metaforico.

Melancolia es, también, la reafirmacion de su universo: Cartarescu apela a €l constantemente
sin necesidad de nombrarlo. Esta obra contiene buena parte de las anteriores, desde la poesia hasta
escritos autobiograficos, pasando por los diarios o sus grandes novelas y relatos, en la formulacion de
los temas y en el estilo, como ya hemos expuesto, y a través del juego intratextual. Es un volumen que
puede leerse de manera independiente, pero que gana cuando se interpreta a la luz de lo anterior.

En nuestra opinién, la melancolia que se deja notar en este volumen es la del escritor maduro
que revisita toda su produccion anterior, quiza para despedirse, al menos en parte, de ella. Theodoros,
su ultima novela (2022), parece alejarse definitivamente de este contexto que aqui se desdibuja, para
retomar el mundo oriental y exodtico mas proximo a Levantul. Pero, como sucede siempre con
Cartarescu, nada es univoco: esta melancolia esconde la sonrisa del que, como Vasile Singuratate, se
va con su libro de piedra —inmortal, eterno— en las manos.

8 Por ejemplo, la fecha de publicacion de los libros de la estanteria del apartamento del primer relato nos da ya un limite
temporal; la pelicula que se menciona en Pieile y la noticia sobre la no concesion de un premio, de tener una base en la
realidad, podrian incluso permitirnos situar de manera bastante ajustada la accion del relato.
89 “Acum totul e poezie” (Cartdrescu, 2019, p. 235).
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Abstract

Romanian children’s literature has always been situated at the crossways of cultural ideologies. The
Romanian texts for children lack innocence due to the implicit level of cultural, social, and historical
knowledge they mirror at different epochs. In this paper I investigate how literary texts for children
written in Romanian communities living abroad present the idea of homeland. I examine literary works
written by three contemporary Romanian writers living in Romanian communities in Serbia: Ana Niculina
Ursuleanu, Radu Flora and Slavco Almajan. My selection includes books published in between 1970 and
2010: Cu Soarele-n Crestet [With the sun on the head], (2006); Soare, Bund Dimineata! [Sun, good
morning!], (1998); Cararile Nilului [The paths of the Nile], (2008); Piticii au Uitat sa Creasca [The
dwarfs forgot to grow up], (1987); Pianul cu Pdaienjeni [The piano with spiders], (1991);, Cdnd Vine
Primavara [When spring comes], (1970). In my analysis, I focus upon the role of settings in building the
image of an eternal Romanian homeland that transcends the national borders. Thus, I discuss three main
types of settings that shape the fiction imagined by the proposed authors, related to the following
environments. landscape, family, and school. My analysis considers the theory of landscape proposed by
Mitchell (2002, p. 5) in Landscape and Power. According to it, landscape implies the interaction between
the human, the natural, the self and the other. For each novel, I analyse the role of settings within the
literary texts. I explore Radu Flora’s novel in connection with two elements of setting, landscape and
school, respectively. In Ana Niculina Ursulescu’s books I look at the bond between family and landscape,
while in Slavco Almdjan’s literary work I highlight the importance of landscape in building the image of
childhood. These functions are classified according to a sophisticated range, from the purpose of
clarifying the conflict or its function as a symbol (in When Spring Comes by Radu Flora), to the task of
mood intensifier attributed to setting (in Balul Strugurilor [The party of grapes] by Slavco Almajan,).

My conclusions validate the idea that literary texts constantly build and convey an image of the
Romanian identity and a sense of belonging to the Romanian homeland as marked by borders. I focus on
nostalgia and irony as the main feelings the authors transmit about the image of homeland. On the one
hand, the image of homeland in the literary works written by these three writers implies nostalgia, a
feeling conveyed through an adult’s perspective of childhood. On the other hand, sometimes, as it happens
in the case of the novel When Spring Comes, the narrator adopts a humorous perspective on history and
human interactions among characters. As a final remark, I show that the selection of these three settings
(landscape, family and school) creates the image of homeland in connection with a nationalist ideology.
More precisely, children’s books reinforce the idea of unity between the two Romanian speaking
communities (in Romania and Vojvodina) that share common cultural values. The representation of
homeland reiterates a history-oriented ideology and legitimates the assimilation of nation to childhood.

Keywords: childhood; ideology; idealised image; patriotic feelings; nationalism.

1. Introduction
Artists mirror the cultural trends of the epoch they live in. While surrealistic artists as
Salvator Dali are preoccupied by the horror installed by war in artworks like Guernica,
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contemporary artists such as Marina Abramovich question today’s topics related to gender,
feminism, body, sexual orientation, or boundaries between public and artist during a
performance. Literature is also open to the spiritual voice of the era it belongs to. In this
context, writing for children cannot remain an innocent gesture. It always has a purpose, and
it is always the result of an aesthetic wish. Therefore, children’s literature has always been
situated at the crossways of cultural ideologies. Creating the image of a peculiar space or
time implies the author’s desire to convey a message. For instance, the main character in
Fram — The Polar Bear, the novel written by Cezar Petrescu, is still regarded as a very
beloved hero of Romanian literature for children. But he also stands also for a voice of the
alienation, the core feeling that the cultural trend of Samdandatorism theorizes. The Novel The
Dance of the Bear masterfully discusses the question of liberty and childhood against the
background of the Second World War. At the same time, the novel for children written by 1.
D. Sirbu skilfully suggests a criticism against the politics of the Soviet Union. In my paper I
will look at literary ways of representing the homeland, and their possible effects upon the
children intended as audience. My selection includes literary texts written by authors
belonging to the Romanian speaking community living in Vojvodina (Serbia): Radu Flora,
Ana Niculina Ursulescu and Slavco Alméajan. These books, published between 1970 and
2010, are the following: When Spring Comes by Radu Flora, With the Sun on its Head and
Christmas is Coming by Ana Niculina Ursulescu, as well as Pianul cu Pdienjeni [The piano
with spiders] and Piticii au Uitat sa Creasca [The dwarfs forgot to grow up] by Slavco
Almajan.

In what regards the literary space and its significance in Romanian children’s
literature written outside the borders of Romania, several important topics need to be
considered: a possible national ideology disclosed within the texts, the authors’ intention to
preserve or to construct a national identity with the help of literature, especially by means of
the story’s settings, and, last, but not least, a feeling of nostalgia that dominates the
stories/literary texts. There are three main settings that build up the image of homeland:
family, school and landscape. Settings matter because they are the core cultural instruments
for constructing a story with meaning. Choosing the settings for a story is never an arbitrary
operation. Settings could be related to nationalistic feelings the characters express, or they
could refer to imaginary or exotic places where the protagonist lives. At the same time,
settings could connect the protagonist to the memory of the place where he/she was born or
educated, and in this way become an agent of creation of the image of childhood.
Additionally, meaning in children’s literature is a cultural construct. The literary texts
discussed here reflect a sustained message of devotion for the Romanian cultural heritage.

For my analysis, I employ several theories regarding the status of children’s literature,
and the importance of choosing the settings in a literary text for children. Stephens (1992, p.
8) argues that “A narrative [for children] without an ideology is unthinkable.”” He further
assumes that both authors and child readers share a set of social and cultural values:

Writing for children is usually purposeful, its intention being to foster in the child reader
a positive apperception of some social-cultural values which, it is assumed, are shared by
author and audience. These values include contemporary morality and ethics, a sense of
what is valuable in the culture’s past (what a particular contemporary social formation
regards as the culture’s centrally important traditions) and aspirations about the present
and future (Stephens, 1992, p. 3).

The children’s literature texts convey a message for the readers of all ages, no matter
the country they live in. The role of the children’s literature created by the writers belonging
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to the Romanian community in Vojvodina mainly consist of the storage of several landmarks
of Romanian culture (religious rituals for Easter and Christmas, together with various cultural
elements incorporated within the mainstream culture). The stories and the poems written in
Romanian by writers of diaspora in Vojvodina help the children readers integrate themselves
within the Romanian mainstream culture and develop a sense of belonging to a cultural space
outside the geographical borders.

In a story, landscape used as a setting is crucial. For Mitchell (2002, p. 5), landscape
lays on the crossway between the human, the natural, the self and the other: “Landscape is a
medium of exchange between the human and the natural, the self and the other.” The
relationship between humans and the external world begins in childhood. It is the culture that
mediates this meeting: “Landscape is a natural scene mediated by culture” (Mitchell, 2002, p.
5). It is by culture that land changes itself into landscape: “Landscapes are at once
geographical and historical, natural and cultural, experienced and represented, and present a
spatial interface between human culture and physical terrain (...). The interaction between
geography and human culture transforms land into landscape” (Carroll, 2012, p. 2). The
relationship between humans and the external world begins in childhood. In this respect, the
literary texts in my selection create a cultural representation of childhood as a defensible
space and time. The literary imagery also links the idea of a secure and ideal childhood and
the creation of Romanian identity.

In a literary text written for children, Lukens (1999, pp. 159-169) identifies five types
of settings, and, with them, five functions of settings: setting that clarifies the conflict;
setting as antagonist; setting that illuminates the character; setting as mood and setting as
symbol. The first type of setting may refer to time, and space of the action. In other cases,
setting acts as an antagonist that opposes the protagonist and makes the conflict believable.
The third function of the settings in the list above implies the example when the character is
overwhelmed by the environment. Settings can be described in a sentimental way, giving too
much importance to emotions, and thus having an influence upon the mood of the character.
Finally, once the settings in a story or a poem are repeated and emphasized, they become
symbols, and they can act both at the literal and the figurative level of meaning.

2. Landscape and School in When Spring Comes

When Spring Comes is a novel published by Radu Flora in 1970 at Libertatea
Publishing House'. The author is a prominent personality of Romanian culture in Vojvodina,
and, probably the most popular amongst the writers mentioned here. He is both a writer and
an academic figure. He taught Romanian language and literature at the universities of
Belgrade and Novi Sad, and he made an important contribution to Dialectology by studying
the Romanian language spoken in ex-Yugoslavia. He also founded (in 1962) the Association
of Romanian Language in Vojvodina, the most important organisation for promoting
Romanian language and culture in Serbia. Radu Flora published several books at Libertatea
Publishing House: Capcana [The trap] (1978), Virtejul [The vortex] (1980), Zidul [The wall]
(1983), Copilaria din Amintiri [The childhood from memories] (1983).

The novel When Spring Comes reconstructs the life in a boarding-school in
Vojvodina. The main character is Bujor Bogdan, a young boy whose father dies when he is in
the 4th grade in high school. There is not much information about the place and the time of
the action. Still, the reader finds out the birthplace of the main character (Bujor Bogdan is

! Several books I include in my article are published by Libertatea Publishing House. This is a publishing house established
by the Romanian community in Vojvoidina. Libertatea Publishing House proves the high interest of the community (writers,
intelectuals and audience) in publishing books written in Romanian.
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born in the village called Vileni) and is given suggestions about the time of action
probably the interwar period.?

Radu Flora’s story insists upon two settings: school and landscape. School is a
prominent institution in a child’s evolution. It should be understood as an outdoor space,
opposed to the inner space of home. Life of the young Bujor Bogdan in the boarding-school
goes according to certain rules concerning the religious habits. Describing the whole school
ritual, Radu Flora builds up a religious identity, which demands the pupil to be a good
Christian practitioner. In the morning, when having breakfast time, Bogdan and his
colleagues must thank to the Lord for the food, make the sign of a cross in the name of the
Father, of the Son and of the Holy Spirit, and say the prayer: “Multumim, Tie, Doamne, ca
ne-ai sdturat de toate bundtatile Tale, ceresti si pamantesti, acum si pururea si In vecii
vecilor’” (Flora, 1970, p. 16)°. The same prayer is repeated after lunch time (Flora, 1970, p.
148). The author also recalls the ritual of Lent and Confession. For example, both teachers
and pupils observe Lent and make their confession (Flora, 1970, p. 213). For the young
adolescent in high school, Lent is an incentive to understand the meaning of life. He goes
through changing moods. In high school, Bujor Bogdan lives the Lent days as ordinary days,
with no feelings of guilt, but, instead, with a strong desire to become a forgiving person
(Flora, 1970, p. 212). While being a child, on the contrary, he relates the idea of sin to the
ordinary facts: fighting the other boys, eating the forbidden jam or sausages, or quarrelling
with his cousin, Neli.

The rituals observed in school shape the religious identity of the main character.
However, school life influences the adolescent by other means, too. The official curriculum
builds up the cultural identity and a sense of belonging to the other country (Romania). In the
high school where Bujor Bogdan studies, reading the book Romdnia pitoreasca is mandatory.
The book authored by Alexandru Vlahuta is listed in the catalogue of the high school’s
Romanian library, which contains 2000 titles. The main purpose of selecting the bibliography
for children and adolescents is to construct the image of an ideal country, Romania:
“Romania a devenit pentru copii, de fapt, o Romanie pitoreasca. O tara in flori, unde curge,
cum s-ar zice, lapte si miere’” (Flora, 1970, p. 98)*. The image of Romania is far away from
being neutral. The country is evoked as an idealised land, or, even more, as the promised
land. Mentioning this book creates the perception of Romania as a biblical paradise, where all
individuals can have the life and the fulfilment they desire. By introducing this religious
element (the land of Canaan that God promises to Abraham) the description assumes the idea
that the Romanian children living outside the Romanian borders build up a relationship of
noble descendance with the inhabitants living inside the Romania’s borders.

The second important setting in Radu Flora’s novel is that of the landscape. The
author mentions three elements in connection to landscape: a river, a town, and an island.
Several place names are mentioned in the story: Vileni, Belgrade and Cladova. Cladova
suggests duplicity. This is because Cladova names both a place in Romania and another in
Serbia. Additionally, in the novel, Cladova, the Serbian place, is the destination for the pupils
in Bujor Bogdan’s class. They decide to take a two-day trip on the Danube River to Cladova
and to have a stop in Belgrade. This journey is a pretext to revisit a cultural, nation-related
leitmotif: the idea of a national and cultural limit, which is both material, or visible, and

2 Mozor (2020: 40) argues in favor of the interwar period as the time settlement for the novel’s action. He also notices that
there is no place named Valeni in Serbia and that Radu Flora probably creates the name by taking Valenii de Munte, the
place in Romania, as reference.
3 “We thank you, Lord, for you have fed us with all the spiritual and earthly goods, now and forever, Amen’ (Translation
mine).
4 “In fact, for children, Romania became a picturesque country. A country in blossom, where milk and honey flow’
(Translation mine).
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invisible. The description of the town reveals a poor place, resembling more a village than a
town, and preserving an oriental atmosphere (Flora, 1970, p. 275) Cladova connects with the
Romanian town situated on the other side of the Danube River, Turnu-Severin. The Serbian
town mirrors the Romanian place and stands as a symbol for the material and visible border.
In this way, a physical journey to a Serbian destination turns into an imaginary visit to a
Romanian place: “De altfel Cladova era aproape. Pe malul celalalt se ardtau in zarea stravezie
formele orasului Turnu-Severin” (Flora, 1970, p. 275)°.

During the trip, the ship named Sava goes to the Ada-Kaleh island. The island situated
on the Danube, whose name means the fortress of the island, was situated between Drobeta
Turnu-Severin (15 km downstream) and Orsova (9 km downstream). In 1970, when the Iron
Gates 1 hydroelectric plant started to function, the island disappeared under the waters of the
Danube. The island was inhabited by a Turkish population, and it seemed to have the
appearance of a town with a small power plant, textile and cigarettes factories, a school
where pupils were taught up to the fourth grade, and a cinema for watching the newest films.
A part of its heritage was moved to the inhabited island of Simian, 14 miles downstream. The
plan of the relocation was led by Professor Constantin Nicolaescu-Plopsor, a well-known
archaeologist and ethnographer. In 1968, when he died, the plan was abandoned, and the
survivors of the island moved to Turkey or to Romania. The island was always the border for
two civilisations. It has been claimed by the Ottoman Empire and the Austrian Empire. The
latter built a fortress on the island in 1689, but the island was controlled by the Turks until the
First World War. In 1923, the island became part of the Romanian territory.

The teachers that accompany the group of pupils evoke the topic of the island in their
debate. Mister lovan Bumbici, the teacher in history, and Mister lon Plesoianu, the teacher in
natural sciences, argue over the possession of the island. It is the teacher in Romanian
language, Miss Sofia Plesoianu, who resolves the historical matter, by saying that the island
belongs to the Turkish heritage:

Inspre stanga se profila o insuli. Domnul Bumbici a iesit iarisi din mutenia sa: Ada-
cale!Tu su bile beogradske dahije. Aici erau dahii. Domnul Plesoianu a inteles aluzia:
—Spune-i, te rog, Sofia, ¢ acu insula este a noastra. (Flora, 1970, p. 274).6

The island of Ada-Kaleh stands for the idea of intercultural exchange. When evoking
the image of the island that does not exist anymore, the novel (published in 1970, the same
year when the island disappeared) supports the idea of a cultural bridge between nations. It is
only the cultural heritage that makes the communication possible between different
civilisations. Radu Flora uses the image of the lost Ada-Kaleh also for arguing in favour of
the cultural dialogue of the communities that share the same origin, but are located in
different territories. The island, the home of a Turkish population separated from their native
country, becomes the symbol of a duplicity-based existence: distinct territories, united due to
sharing the same culture. The teacher’s debate over the Ada-Kaleh hints at an allegorical
discussion about the relationship between centre and periphery, and between the Romanian
community in Vojvodina and the Romanian community in the country of origin, Romania,
respectively.

> ‘However, Cladova was close. On the other riverside, within the transparent horizon, the silhouette of Turnu-Severin was
visible’ (Translation mine).

¢ “There was an island to the left. Mister Bumbici interrupted his silence again - Ada-cale! Tu su bile beogradske dahije.
There were the Dacians. Mister Plesoianu understood the allusion: -Tell him, please, Sofia, that the island is ours nowadays’
(Translation mine).
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The study trip includes another key landmark: the Danube River and the Danube’s
Cauldrons. The third element of landscape is the Danube River, which is evoked twice, in
contexts related to the scenery. First, the river is mentioned at the beginning of the travels,
when describing the specific wind that whistles at the place where the river Sava joins the
river Danube. The Danube is but a pretext to suggest the idea of union. The confluence of the
two bodies of water is an allegorical one, recalling the idea of another meeting, both cultural
and national, between the two Romanian communities, which are separated by being placed
in distinct countries.

Secondly, the Danube functions as a decorative element in the landscape design. It
acts as a character that interferes with the scenery. The author uses personification to create a
dramatic moment of the encounter between the river and the natural obstacle — the
Carpathians Mountains, at the entry of the Danube’s Cauldrons. The sequence preceeds the
evocation of the island Ada-Kaleh and reveals the image of the river as a hostage, caught by
the natural gutter formed by the cliffs. The image of the Danube as a captive also has an
allegorical function. It recalls, through implication, a different image of captivity — that of the
Romanian speaking communities living abroad:

Si iardsi vaporul si-a reluat lunecatul usor deasupra apei linistite a fluviului care venea
din departe, grabit, dar nu agitat. Intrarea in Cazane a fost acompaniatd de uralele
elevilor. Dundrea s-a strimtat dintrodatd, iar malurile inverzite si sesurile s-au
transformat brusc in ripe prapastioase. Abrupte. Canioanele danubiene inchideau fluviul
intr-un jgiab enorm (Flora, 1970, p. 275).”

In Radu Flora’s novels, the two predominant settings play different functions in
constructing the image of an idealized Romania, and a sense of belonging to it. The landscape
elements clarify the main conflict. The mention of the two towns (Cladova and Turnu
Severin) in the sequence of the trip mirrors the idea of their relationship and clarifies the main
topic of the pupils’ visit: that of their becoming aware of the existence of the two Romanian
communities and construction of a common heritage.

In the same sequence, evoking the island of Ada-Kaleh underlines the novel’s main
purpose: the construction of a cultural heritage that could be shared by the two Romanian
speaking communities. The Danube River has the function of scenery, and it stands for the
idea of border. It represents the background of this trip. The description of the river is neutral
from the point of view of the narrator, but it requires the attention of the reader, who is
invited to contemplate it. The sequence requires more than contemplation from the part of the
readers. It demands a high degree of active emotional participation of the readers who could
manifest it through patriotic feelings.

3. Family and the Sun in Ana Niculina Ursulescu’s Literary Works

Ana Niculina Ursulescu is a very talented writer, actress and editor. She was born in
1957 in Urzin. Since 1985, she has been working for Radio Novi Sad, where she prepares the
Romanian broadcasting for children and youth. In her books, the most important settings for
constructing the image of homeland are family and landscape. Cu Soarele-n Crestet [With the
sun on the head] is an autobiographical short-stories book. The story Washing the Fleece
rememorates a sad event in the main character’s childhood — the day when Ana was almost

7 *And again the boat easily slipped over the calm waters of the river, which arrived calmly from far away, fast, but not
exactly in a hurry. Its entry in the Danube’s Cauldrons was met with cheers by the pupils. The Danube suddenly got tight,
and the green sides and the plains suddenly turned into steep cliffs. Abrupt cliffs. The canyons of the Danube enclosed the
river into a gutter’ (Translation mine).
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about to drown. All the peasants in the village are gathered on the Timis riverside to wash the
fleece. It is very hot and the heat creates an optical illusion: the child sees the dwarfs at the
root of the suspended trees on the riverside. The child (Ana) tries to cross the river, but she
falls, tripping over the roots. She is about to drown in the fleece surrounding the trees. The
child is saved by Cea Ghita to the great joy of Nana, the child’s grandmother.

The story underlines the presence of a landscape element — the Timis river. The river
stands as a symbol for the border. It rises in the Cernei Mountains and joins the Danube River
in Serbia. In the story, Timis acts as a character that opposes the main character (Ana the
child). The name of the river is used as a metaphor for sadness and relief. It describes the
feeling of relief the grandmother Nana experiences when Ana is saved from drawing to the
deep waters of Timis: “un Timis de lacrimi” (Ursulescu, 2006, p. 21).%

The story Misterul din Soba Mare [The mystery from the big stove] reveals a malefic
side of the Timis river. This time the river acts as an evil force that influences the life of the
village’s inhabitants. On Easter Day, the child crosses the Valley together with her friend,
Viorica, in order to visit her aunt. This is the moment when she remembers the Valley, and
she associates crossing the river with a feeling of pleasure: “In Vale, pe timpuri venea de
inundau apele Timisului. Atunci si vezi veselie!”.® Finally, the inhabitants build up the fence
to protect themselves against the flooding river.

The story about the Timis River in Cardrile Nilului [The paths of the Nile] reveals an
opposite dimension. The Timis river is revealed as a protective character that helps the
community, but also as a wise instructor that teaches the child to free herself of the fear of
water. The book is a diary type of journey, and develops a river mythology that is explicitly
linked to birthplace and personal identity:

Noroc in Timisul 1anga care ma nascusem si care, cu toate ca avea treaba pana peste cap
cand spila lana femeilor din sat, ba chiar si picioarele vacilor pe care Mos Sima Viacariu
le mai l&sa, cu dinadinsul, scapate in valuri, mai gasea vreme, acest Timis al meu, sa-mi
legene verile incd destula vreme si sd ma dezbare, saracul, cét de cat, de frica bezmetica
ce ma cuprindea dacad ma lua, in vreo barca prapadita, vreun pescar...

Noroc in Timis, cd se daduse de ceasul mortii s ma faca sa prind drag de apa, taman
atat cat sa ma pregiteascd pentru captivanta, seducatoarea, fascinanta Intalnire de
neuitat cu sufletul Nilului...

Se prea poate ci ma amageam, cu buni stiintd!”’(Ursulescu, 2008, p. 68).1°

The very deep relationship between the child (that is the author and at the same time the
character) and the river Timis is created by the use of personification (the river as instructor)
and of words related to possession (possessive adjectives — my Timis).

The second important landscape element in the design of homeland representation is
the sun. The celestial body is evoked in the title of the eponymous story. The setting element
is portrayed as a positive and powerful character that is invoked by the child Ana during hard
times. It is the sun that the child Ana in De la Oaie se Trag Toate [Sheep causes everything]
(a story included in Cu Soarele-n Crestet [With the sun on the head]) invokes when she is
almost about to get drowned and cannot breathe:

8 “one Timis river of tears’ (Translation mine).

° ‘Long time ago, the Timis river flooded the Valey. What a joy!’ (Translation mine).

10 ‘Tt was a chance that the river Timis- where I had been born, even if it was very busy washing the fleece/ wool of the
village women and even the foot of the cows that Mos Sima the Cattleman allowed on purpose to bath- my river Timis had
time to cradle me during summer and to free me of the terrible fear I was experiencing when a fisherman took me in his
humble boat. I had the chance with Timis that desperately tried to make me love water so that I could be prepared for the
charming, captivating, exciting, and unforgettable meeting with the soul of the Nile’ (Translation mine).
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O ultima viziune (...) Nu pot sa respir. Miroase a oaie, a umezeala, a ploaie...Si incerc din
rasputeri sa ajung cu nasul la aerul rece din camera. Ceva greu, strdin, ma apasd. Ceva
care face sa doara pldmanii. Ma doare cd nici macar soarele pe care mi-l inchipui nu
poate sa-mi ajute” (Ursulescu, 2006, p. 18).11

In Cu Soarele-n Crestet [With the sun on the head], the sun is the symbol of both the
natural and cultural family. The description of the cousin Marinicd (the main character’s
cousin) incorporates a mythology of the sun. First, the sun is mentioned in order to highlight
the small physical size of the child — Ana’s cousin is small in height: ‘“Verisorul meu cel cu
soarele-n crestet era mic de tot, asa de mic cd nu aveam ce face cu el’’(Ursulescu, 2006, p.
48).!2 Secondly, the sun acts as a mythical deity that has supernatural powers and causes the
freckles: ‘‘Soarele, pentru cé e soare, ca sa nu se dea batut, lasa sulitele lui lucitoare sa cada
usor, pe obrajii acestui pui de om. Din fiecare varf de sulita, se naste un pistrui” (Ursulescu,
2006, p. 48)."

The image of Ana’s cousin bathing in the sun creates the perfect opportunity for a
retrospective moment. Watching the sunny portrait, the child Ana remembers the main
character in Ion Creangd’s stories and the figure of her mother - the storyteller. The sun
illuminates the past and coagulates the cultural heritage via a reference to the eternal fame of
the national storyteller, [on Creanga:

Rédea soarele in crestetul Iui si mie Tmi amintea de copilul din povestile lui Ion Creanga,
pe care mamei ii era permis sa mi le povesteasca de mai multe ori. De cate ori voia. Avea
privilegiu mare, mosul Creangd, dar asta pentru ca il iubeam nespus. '

The book Soare, Buna Dimineata! [Sun, good morning!] concentrates upon the sun as
a sacred topos as well. Ana Niculina Ursuleanu clearly associates the sun to the image of
childhood. The childhood is made of sunpieces:

In zilele copilariei desprindem mari cioburi de soare si le randuim frumos, langi noi.
Cum de putem? Si cum se tin, oare, ele de noi? Si cum ne tinem noi de ele, pana la
adanci batraneti? Simplu! Ne uitdm in apele copildriei, ape ce se zamislesc in palme de
copil si se preling pe cioburile noastre de soare. (Ursulescu, 1998, p. 48)1°

Within the Romanian culture the image of childhood is associated (at least for the period of
classics) to the idea of perfect time and space, the gold epoch of human development. The
representative book for this approach is the autobiographical volume of short stories Memory
of My Boyhood, written by lon Creanga.

11 <A Tast vision (...). I cannot breathe. It smells like sheep, like moisture, like rain. And I do all my best to reach the cold air
in the room with my nose. Something hard, strange, puts a pressure on me. Something that make my lungs hurt. It hurts me
that not even the sun that I imagine cannot help me’ (Translation mine).

12 “My cousin, the boy with the sun on his head, was very small. He was so small that I could not do anything with him’
(Translation mine).

13 *The sun, because it is the sun, in order not to give up, leaves his spears to fall step by step on the cheeks of this small
creature. A freckle is born in every spear’ (Translation mine).

14 “The sun was laughing on his head and this reminded me of the child in the stories of Ion Creangi, stories that were
allowed to be told many times by my mother. As much as she wanted. Father Creanga had a great priviledge, that is why 1
loved him so much’ (Translation mine).

15 “During childhood, we take pieces of glass and we arrange them next to us. How is that possible? And how do they follow
us? And how do we follow them until we grow old? Easy! We look at the waters of childhood, waters that are born in the
hands of children and trickle down on our pieces of sun’ (Translation mine).
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4. Childhood and Landscape

Slavco Almajan’s books deal also with the image of homeland. His biography is
similar to that of Ana Niculina Ursulescu. He was born in 1940 in Varset and he is a radio
editor for Radio Novi Sad. He has an impressive collection of books and literary prizes. He is
a translator and a filmmaker, too. His two children’s books, Pianul cu Pdienjeni [The piano
with spiders] and Balul Strugurilor [The party of grapes], imagine a possible home /
homeland by underlining the importance of landscape.

There are two elements of landscape that recurrently appear in his books: the river and
the town. The story Afion [Opium] recalls the image of the Caras River. Originating in the
Anina Mountains, the Caras River runs through Banat for 50 km and marks the Romanian-
Serbian border. In Slavco Almajan’s story, the Caras river shapes the author’s childhood and
stands for a cultural bridge between the two Romanian communities:

Nimeni nu stie unde si cand dispare copilaria himerica! (...) Apele Carasului au lasat
amprenta lor precum fosilul in argila. Aci mi-am revazut fata in apa si nu o datd m-am
identificat cu scurgerea neoprita a raului: aici am cunoscut misterul celuilalt mal
(Almdjan, 1991, p. 9).1¢

In the story Gheata [The ice], the river is frozen and becomes the place where
children of the village skate: “In iarna aceea a inghetat Carasul. Era o mare bucurie pentru
viscolul de dimineatd. Carasul a inghetat noaptea, pe liniste si pe furis si pe neauzite” !’
(Almgjan, 1991, p. 9). The river acts as a fabulous creature whose powers can predict the
future: “Carasul era inghetat si sub geana lui am gasit o potcoava de cal si o margea. Va fi o
vari lungi si caldi, a spus bunicul” (Almdjan, 1991, p. 25).'8

In the story Exercitiul Imperfect [Imperfect exercise], the river functions as an agent
to illumination. The Carag river is the instrument of desire. It helps the child to imagine a
moment of unity between the people populating the two Romanian communities, separated
by the Caras river.

Era duminicd; era cald si era vard. Lumea se ducea la Caras. Eu incd nu vazusem
Carasul, dar mi-l Inchipuisem ca pe un desen pe nisip. La noi in curte era o movila de
nisip iar eu eram cel mai mare desenator in nisip dintre toti copiii din strada noastra.
‘“Trebuie ca riul este un desen’, zisesem de mai multe ori. ‘Nu poate fi altceva decat
desen.’

Imi inchipuisem ci existd multe mese si scaune, de o parte si de alta a malurilor si ca
femeile, oamenii si copiii beau sucuri din paharele facute din scoici. (Almdjan, 1991, p.
17)19

The second landscape element is the town. The book Piticii au Uitat sa Creasca [The
dwarfs forgot to grow up] the town as an incentive for fantasy. In Balul Strugurilor [The

16 “Nobody knows where and when the chimeric childhood disappears (...) The Caras River made its mark as the fossil on
argil. Here I saw my face on water and more than one time I identified myself to the eternal tickling of the river: here I knew
the mystery of the other riverside’ (Translation mine).
17 “During that winter, the Caras river got frozen. It was a great joy for the morning snowstorm. The Caras river got frozen
during nighttime, quietly, secretly, and silently’ (Translation mine).
18 “The Caras river was frozen and under its waters I found a horseshoe and a bead. ‘It will be a long and hot summer’, my
grandfather said’ (Translation mine).
19 ‘It was Sunday. It was hot and summertime. People went to Caras (to take a bath), but I imagined it like a painting on
sand. In our garden there was a sand heap, and I was the greatest painter on sand amongst all the children in our street. The
river must be a painting, I was telling myself many times. It can be nothing but a painting. I imagined that there were a lot of
chairs and tables, on both sides of the river, and that women, people and children drank juice in shell glasses’ (Translation
mine).
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party of grapes], the town creates the mood for non-rational side of life. It gets asleep and, in
this way, it opens itself to a non-rational experience. The town is also associated with the idea
of celebration. The grapes take the power over the town and turn the ordinary day to a
celebration. Life in the town becomes similar to life in a circus:

Intr-o zi-n Varsetul beat/Adormird toate drumurile din Banat/Strugurii iesiti la
plimbare/Facuserd din ziud sarbatoare/Deasupra de oras o parasutd/Se facu vazutd apoi
nevazutd/In acest oras cu vis modern/Ginditor se-naltd un munte cu joben?® (Almdjan,
1987, p. 22).

The similitude relies especially on the fact that both circus and town imply the idea of
living in a chaotic style. But the chaotic style of living is only a superficial characteristic.
Actually, both living in a town, or a circus requires discipline and a set of daily routine
operations. It is this regular procedure that the fantasy imagined by Slavco Almajan desires to
break.

In Slavco Almadjan’s literary works, the settings representing the homeland have
specific functions. For instance, the Caras river, that marks the border between the two
countries Romania and Serbia, plays distinct roles in the stories. In Exercitiul Imperfect
[Imperfect exercise], the river illuminates the character. For the child, the Caras river is a
drawing, and it thus becomes an instrument of desire. It helps the child to imagine a joyful
moment of union/unity between the people populating the two Romanian communities
separated by the river. Secondly, the river is a symbol for both memory and homeland. It
stores the childhood of the character and the whole knowledge about the existence of the
other riverside. Thirdly, the river is a sanctuary, where village people can make predictions
about the summer.

As far as the second element of landscape, the town, is concerned, representing the
urban space has a particular role. This role refers to the mood it calls forth. The image of the
town of origin, Varset, in Balul Strugurilor [The party of grapes], is associated with the idea
of escaping the real world. The town is the land of fantastic experiences.

In his literary texts, Slavco Almdjan creates an idealized image of Romania. The
common element of this representation in Exercitiul Imperfect [Imperfect exercise] and
Petrecerea Strugurilor [The party of grapes] is imagination. The child imagines a moment of
union between the two Romanian communities, while the poem reinforces the idea of
breaking the rules of the visible world by sleep and alcohol. In addition, the image of an ideal
Romania also appears as the result of the recall of the child’s memories in Afion [Opium].

5. Conclusions

Radu Flora, Ana Niculina Ursulescu, and Slavco Almajan emerge from the Romanian
speaking community in Vojvodina. Their works have an intrinsic value due to the cultural
context they belong to. The books in my selection are autobiographies, except for Piticii au
Uitat sa Creasca [ The dwarfs forgot to grow up] and Cardrile Nilului [The paths of the Nile].
Therefore, the representation of homeland is based on books that deal with autobiography,
not with fantasy. The three authors attempt to link the image of childhood to the image of
homeland. In this process settings are important. The most important recurrency in creating
the image of homeland is that of landscape, family, and school.

20 One day in the drunken Virset / All the ways in Banat got asleep / The grapes walking turned the day to a celebration / A
parachute over the town / Became seen and then unseen / In this town with a modern dream / A mountain with top hat is
rising in meditation’ (Translation mine).
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The literary landscape supports the idea of belonging to a homeland both by
horizontal and vertical elements: rivers (Timis and Caras), islands (Ada-Kaleh), and towns
(Varset), respectively, as well as a solar system component (the sun). Elements of landscape
that focus on the idea of border are privileged, which is the case of the two rivers, Timis and
Caras.

The family is the representation of homeland on the smallest scale. The stories depict
characters in their relationship to family members. Ana Niculina Ursulescu even uses
photographs of her family to document the stories and to create a feeling of authenticity.
Radu Flora imagines a character that experiences the saddest moment of a family crisis — the
death of his father. The novel can be regarded as a bildungsroman that mirrors the growth of
Bogdan Bujor, the main character. Family is also the smallest social unit to preserve the
tradition. Some stories recall traditions related to Christmas and Easter (Ana Niculina
Ursulescu) or the death ceremony (in Radu Flora’s novel, the scene of the death of the father
with the cry of mourners).

In his school life, the character in Radu Flora’s novel experiences an important marker
of religious and cultural identity of homeland. This setting creates a bridge for the individual
to connect to eternal values of the national heritage: religious values (faith, obedience to
religious habits) that create an ideal religious practitioner, as well as cultural values (history,
literature) that ask for an ideal supporter. In the novel the setting of school shapes the
relationship of the individual with the major culture (in Romania). This relationship is
depicted in terms of power between a minor and a major culture, respectively.

The literary image of homeland reveals two main traits as far as the historical time is
concerned. First, it created by memories. The stories are remembered from the adult
perspective. Thus, the image of the homeland is associated with the idea of a past life which
the communities shared at a certain moment in their history. Secondly, the image of
homeland is a stable one. Surprisingly, the texts have no reference to the future. The stories
create an immobile picture of homeland, that focuses on the past.

The writers reinforce the idea of belonging to a major culture (Romanian culture in
Romania). Nation is assimilated to childhood. Describing childhood becomes a way/a tool to
imagine a national identity. Constructing the image of homeland implies both nostalgia
(conveyed by an adult perspective of childhood events) and irony (the humorous perspective
of the narrator when it comes about talking about the Ada-Kaleh island and possession in
Radu Flora’s novel). By using elements of landscape as settings, the stories construct a reader
that is aware of the importance of the national heritage.

Given the selection of settings (landscape, school, family) in these works, it results
that these literary texts do not imagine a possible country but describe a real one. The
depiction of this real and unique country (Romania) highlights two main traits. The first
major trait is associated to the idea that the Romanian cultural communities are separated
and, at the same time, united. The other characteristic deals with a center-periphery
relationship within the same culture (Romanian culture). Children’s literature written by these
three authors living in the Vojvodina community strongly assumes a history-oriented
ideology. The core element of this ideology consists of the nostalgic idea of the existence of a
possible moment of union between the Romanian community in Vojvodina and the origin
country, Romania.

Their books stand for a testimony about the cultural values that the two Romanian-
speaking communities share: religious and cultural rituals for the Christmas and Easter, the
perception of childhood as the golden age of human development, the importance of
imagination and fantasy for breaking the daily routine, a sense of communion between human
beings and nature.
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Abstract

N. Steinhardt, the author of Jurnalul fericirii [The Diary of Happiness], was not only an exquisite
intellectual colporteur, but also an erudite essayist of astonishing spontaneity, who gave his
intellectual discourse a remarkable cultural breadth, which places him in the same spiritual family as
Alexandru Odobescu, Paul Zarifopol, Mihail Ralea, Alexandru Paleologu or Andrei Plesu. In spite of
the diversity of the themes addressed, the essays of the later monk of Rohia preserve a basic unity,
revealed in a coherent modus cogitandi and a defensive ethos, intended to protect individual freedom
through recourse to modesty and to what Paleologu called common sense as paradox. Reading
Steinhardt’s essays is also a powerful antidote to laziness of thought, offering the reader the chance to
escape from the narrow horizon of commonplaces. Leaving aside the prison memorial and the texts
on religious subjects, which are permeated by the same essayistic vein, we highlighted the fact that
Steinhardt understood literary criticism as an ingenious creative activity, polemically anti-positivist,
susceptible to new and surprising cultural analogies, incessantly pleading for the rehabilitation of
subjectivity, emotion and feeling as essential factors in the process of knowledge, from the perspective
of a fundamental humanism drawing from Montaigne’s tradition.

Keywords: essay; liberalism; Judaism; Orthodox; discreteness; sentimental; freedom; prison.

1. Introduction
Gaining fame only after the publication of his testamentary book, Jurnalul fericirii [The
diary of happiness], which he never saw in print, N. Steinhardt (1912-1989) remained in the
public consciousness not so much for his remarkable work as an essayist, but for his
testimony of his years in prison, where he found salvation in faith and converted from
Judaism to Christianity. Uncompromising in every way, but understanding and tolerant of
human weaknesses, the monk of Rohia would later preach Christian forgiveness in his
sermons and in everything he wrote, refusing to answer evil with evil and to react according
to the primitive law of the Talion. Christian benevolence left a deep mark onto his style of
writing, which reads as a singular form of literary criticism that is closer to both the essay and
epistle, every comment or review being directed — continuing the dialogic spirit of classical
colloquies between Montaigne and his dead friend, Etienne de la Boéthie, but also the
precepts of Aristotle’s The Nicomachean Ethics — toward an epitome friend, who represents,
as Giorgio Agamben suggests, a heteros-autos (Agamben, 2012, p. 18). When used, the
essayist’s monologue is not a symptom of self-centeredness, but a subtle dialogue, which is
carried further even in the absence of the discursive partner.
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Numerous passages in the Diary of Happiness refer to Christ’s Boyar-ism (that is, to
His aristocratic manner), a formulation which makes Steinhardt’s attitude so singular, so
utterly contrastive to the mordant attitude of writers - from Paul Goma to Herta Miiller - who
have experienced totalitarian repression, condemning communism outright. For the monk of
Rohia, however, man remains an improvable being, which explains his defensive strategy of
taming and cauterizing evil, without vindictive intentions. Revenge only perpetuates evil,
without destroying it, hence the Romanian essayist’s need for care (as an antidote of
violence), his need for consolation (offered by immersion into language), and ultimately his
need for forgiveness, understood by N. Steinhardt not so much as a Christian virtue stricto
sensu, but as an ethical conduct that expresses the need for freedom, as George Ardeleanu has
eloquently shown in the most substantial monographic study devoted to the writer so far (N.
Steinhardt si paradoxurile libertatii [N. Steinhardt and the paradoxes of freedom], 2009).

According to Steinhardt’s exegete and editor, the theme of freedom is, in fact the very
center of his existential project, built in the spirit of conservative liberalism that the young
Jewish intellectual had theoretically appropriated from the writings of French doctrinaires,! as
well as from his assiduous attendance of Anglo-Saxon culture in general (in addition to
numerous references throughout his work, he also translated from English writers such as
Kipling and David Storey), whose spirit reflects the harmonious relationship between the
individual and the community. The preference for the contested space of the essay-forms
should thus be interpreted neither as a reflection of an egotistic, self-centered personality nor
as the emanation of an individualist dogma, but primarily as a tactic of dissidence, of
profound resistance (Wittman, 2022, pp. 101-105), used in a totalitarian regime, whose
primary target is the very sense of selfhood.

Steinhardt’s essayism also encourages us to rethink - in line with Mario Aquilina’s
chapter in the Edinburgh Companion to the Essay — the I of the essay as still ineluctable, but
as an entity or, better, as a voice

fluid, fragmented and marked by the inevitable trace of ‘the other’ in a way that
questions our thinking of the essay as primarily self-centered. The ‘I ’of the essay is not
an absolute singularity or a self-contained unity but depends on relations of contestation
and affinity with others that simultaneously establish and problematize — without erasing
— its insistence on individuality and singularity (Aquilina, 2022, p. 21).

One of the premises for opening the essayist’s selfish / toward an integrative we comes
from the so-called two-ness, that is, the I that is marked by a double-consciousness, endowing
it with ‘a sense of always looking at one’s self through the eyes of others’. (Du Bois cited in
Aquilina, 2022, p. 21). Such considerations, as well as Steinhardt’s assumed two-ness — a Jew
converted to Christianism; a supporter of liberal conservatism and of conservative liberalism;
a professor of freedom within the totalitarian daily-life confines; a lover of what Barthes calls
the neutral — , lead us straight to the profoundly explicit title Prin altii spre sine [Through
others towards one’s self] (1987) as well as to its resonances into other titles chosen by the
monk of Rohia for his collections of essays such as Criticd la persoana I [Critique in the first
person] or Daruind vei doddndi [By giving you’ll be given].

Based on the conviction that ‘traditions and customs not only did not hinder progress
but strengthened the sense of human dignity’? (Steinhardt, 2008, p. 73, our translation),
Steinhardt then became involved (together with his friend Emanuel Neumann, whose

! Steinhardt’s doctoral thesis was published in 1936 and was entitled Classical Principles and New Trends in Constitutional
Law. A Critique of the Work of Léon Duguit.
2 “traditiile si obiceiurile nu numai ca n-au impiedicat progresul, ci au intérit simful demnitatii omenesti’.
96
Vol. 7 No 2 (2024)
ISSN: 2003-0924



convictions would later turn to agnosticism) also in religious issues, especially those of
Jewish spirituality (see the volumes Essay on a Catholic Conception of Judaism, 1935, and
Jewish Illusions and Realities, 1937, reprinted by Polirom), in an attempt to identify on
rational grounds, beyond any form of mysticism, the sociological and legal foundations of
religious life. As George Ardeleanu (2009, p. 202) points out, the later conversion would not
contradict the Jewish roots of the writer’s faith (the monk of Rohia used to say that his
conversion was ‘not to something, but toward something’?, our translation); it is rather the
consequence of a genuine vocation of assimilation, which the entire Steinhardt family
manifested in various circumstances, mentioned time and again by commentators: for
instance, the writer’s father, Oscar Steinhardt, was decorated by the king for his heroism in
the First World War; then, the author of The Diary of Happiness recalls that his family
attended both the synagogue service on Saturdays and the Orthodox church service on
Sundays; then, N. Steinhardt had also learnt how to keep an exemplary ethical conduct from
his father, preferring to go to prison so as not to become, like so many others, a collaborator
of the Securitate (Secret Police) and a traitor of his close friends.

Speaking from the angle of classical liberalism, the essayist was skeptical about the
bounty of democracy, but he was, in harsh times of socialism, a defender of democracy to. By
this nuanced attitude, the young Steinhardt resembles in many ways E. Lovinescu, the
theorist of Romanian modernity, whom he praises on several occasions, considering him to
be the greatest Romanian critic, a critic of bourgeois culture par excellence (Steinhardt, 2008,
pp- 107-112). Steinhardt paid frequent visits to Lovinescu’s famous house on Campineanu
Street, and, as attested by Lovinescu’s literary agendas edited by Gabriela Omat after 1989,
he also enthusiastically participated in the meetings of the Shurdtorul circle (Lovinescu,
2001, p. 83), more as a witness and observer of the literary phenomena, without playing a
leading role in Lovinescu’s entourage. The great critic, who expressed dissatisfaction with the
excessive manifestations of the ‘cowardly’ Eugen Ionescu and of other writers with ‘foolish
genius claims’ (such as Ion Barbu and Camil Petrescu), sympathized with the young
Steinhardt, appreciating his serious culture and, above all, his good manners, so rare in others
(Lovinescu, 2000, p. 328). In fact, the key of Steinhardt’s personality is discretion, that is the
avoidance of dogmatic affirmation of any particular belief; therefore, the author never
occupied a leading position, contenting himself with participating in the cultural life of his
time as an ideal interlocutor gifted with the discrete genius of receptivity. Monica Pillat’s
testimony is emblematic of this personality trait:

On those enchanted evenings with my father, Sergiu Al.-George, Theodor Enescu,
Alecu Paleologu, Sebi Muntenu, I used to watch Nicu Steinhardt listening. He
avoided speaking, but the exaltation with which he participated in the discussions of
the others was so immense that, although he did not utter a word, it seemed to me that
he had not been silent for a moment* (Pillat, 2001, pp. 108-109, our translation).

2. Good-sense® as Paradox. Beyond Commonplaces

3 Original text: “nu de la ceva, ci spre ceva”.

4 Original text: “In vrajitele seri impreuni cu tata, cu Sergiu Al.-George, Theodor Enescu, Alecu Paleologu, Sebi Muntenu, il
urmaream pe Nicu Steinhardt cum asculta. Se ferea sd vorbeascd, dar exaltarea cu care participa la discutiile celorlalti era
atat de imensa, incat, desi nu scotea niciun cuvant, imi parea cé nu tacuse niciun moment”.

3 The English common sense would only partially convey the meaning of the Romanian ‘bun-simt’ as it also indicates a type
of retractile politeness. Alexandru Paleologu, one of the most gifted Romanian essayists, has made the distinction between
the general phrase common sense and the French bon sens [good sense], the latter being considered a unique and quite rare
feature of humankind: “Descartes nu are dreptate cand afirma ca bunul-simt este la chose du monde la mieux partageé. Din
contra, mie mi-a aparut Intotdeauna ca o insusire de exceptie; intdlnirea cu superiorul bun-simt, care iti deschide ochii in fata
vastelor si profundelor evidente, ma zguduie ca prezenta geniului. Bunul simt nu e, cum crede lumea, o forma primara a
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It is precisely from this perspective, of good manners and good-sense [the French bon
sens and the Romanian bun-simt] - as a paradox, according to the formula coined by
Alexandru Paleologu (Paleologu, 1972, pp. 10-12) -, that Steinhardt criticizes his
contemporaries (The Criterion Association, the Avangarde, etc.) in the pages of Revista
burgheza [The Bourgeois review]. He points at extremism of any kind, in the line of a healthy
and enlightened rationalism, inspired by the Junimea Circle and Titu Maiorescu. It was not
by chance that the future monk’s debut volume, In Genul Tinerilor: Exercitiu de Stil Asupra
Unei Generatii Neortodoxe [Imitating the young generation: An exercise in style concerning
an unorthodox generation] (1934) resonates and synchronizes with Eugen lonescu’s debut
with the volume Nu [No] that was awarded a prestigious jury prize. Steinhardt’s contribution
is explicitly placed under the cultural aegis of Titu Maiorescu fand his Criticism, in which
negative examples erred because of banality, while the writings targeted by Antisthius’s
parodies are ‘guilty’ not only of ‘word drunkenness’, but also of the most elementary lack of
common sense. For instance, in one place, ‘the non-commonsensicality of the young
generation’® is bluntly indexed. The comparison is clearly to the disadvantage of his
contemporaries, Steinhardt identifying precisely the symptoms of a disease and then
prescribing a remedy - a return to the classical tradition:

Nowadays, stylistic impudence is far surpassed by the sickening audacity of thought.
What is more, the sick used to be pitied, the uneducated despised and kept in their
place, the mad locked up. Today the normal man is looked down upon, madness
proclaims its right to rule, intelligence is a thing of shame’ (Antisthius, 1934, p. 8, our
translation).

The young writer’s parodies, read at Lovinescu’s literary circle, were well received,
although the book did not acquire the critical reception it deserved, being overshadowed by
the polemical brilliance of Eugen lonescu’s debut volume.

What distinguishes Steinhardt-the essayist from almost all his contemporaries is his
tolerant, lucid and common-sensical attitude, his centrist extremism (to use a paradoxical
ideological formula, in the wake of Adorno’s ‘radical non-radicalism’ or ‘methodical non-
methodical-ity’), the ideas of a conservative liberal, which protected him from the
temptations of utopia and from the fascination of any ideologies promising ‘salvation’. What
still keeps him in the company of the interbellum intellectuals might be - as Arleen Ionescu
points out in a very consistent contribution on Cioran’s essay-ism - the shared option for a
discontinuous, fragmentary and incomplete literary form so as to signal

the dramatic changes that occurred in the aftermath of World War II, when thinkers such
as Maurice Blanchot, Emmanuel Levinas and Adorno, among many others, attested de

inteligentei, un succedaneu inferior al acesteia [...]. Se confunda mai intotdeauna bunul-simt cu simtul comun; e adevarat ca
merg o bund parte de drum impreuna, pornind de la constatari elementare. Dar simtul comun cade repede in aporii sau
platitudini, in vreme ce bunul-simt isi urmeaza fara greseala drumul ajungand la descoperiri senzationale ca postulatul lui
Euclid sau teoria lui Copernic” [Descartes is not right when he says that good sense is la chose du monde la mieux partagée’.
On the contrary, it has always seemed to me to be an exceptional asset; the encounter with superior good sense, which opens
your eyes to the vast and profound evidence, shakes me like the presence of genius. Good sense is not, as people think, a
primary form of intelligence, an inferior successor to it (...) Good sense is more often than not confused with common sense;
it is true that they go a good part of the way together, starting from elementary observations. But common sense quickly falls
into aporias or platitudes, while good sense follows its own path without error, arriving at sensational discoveries like
Euclid’s postulate or Copernicus’ theory].

¢ Original text: “nonbunsimtismul tinerei generatii”.

7 Original text: “Or, astizi neobrazarea stilisticd e intrecutd cu mult de indrizneala bolndvicioasd a cugetdrii. Mai mult:
inainte bolnavul era compatimit, incultul disprefuit si finut la locul lui, nebunul inchis. Astazi omul normal e privit de sus,
nebunia isi proclama dreptul la conducere, inteligenta e lucru de rusine”.
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facto to the failure of the Enlightenment project and ushered in a new historical era in
which morality, ethics, forgiveness and representation changed meanings completely
(Tonescu, 2022, p. 344).

So, beyond the dramatic episode of his conversion, beyond the heroism shown in the
communist prisons, even beyond his astonishing intellectual performances, Steinhardt’s
humbleness remains remarkable - a discrete virtue assumed not only from the posture of a
monk (practicing daily humility), but also as a sui generis form of affirmation of the
bourgeois ethos, polemically exalted since his youth, in contrast to the iconoclastic trairism —
‘a radical passion’ (Tismaneanu in Bejan, 2019, pp. ix-xii), a form of Romanian vitalism® - of
his fellow writers. I believe that it is precisely because he has adopted the spirit of bourgeois
morality, which values work, family and friendship (as an expression of sociability par
excellence), that the author of The Diary of Happiness managed to choose the right path,
resolutely, avoiding despicable compromise and betrayal of his fellows. Steinhardt’s
exemplary behavior during his imprisonment should not be justified, as it happened in the
past, exclusively on religious or supernatural grounds, since it is not due to a factor added to
the essayist’s personality, to a sudden enlightenment that led to his conversion. On the
contrary, the conversion seems to us to be only a secondary consequence, a mere
epiphenomenon in relation to the dramatic experience of the bourgeois ethos, radicalised in
the terrible conditions of prison. Such process would better account for Steinhardt’s
humanity, for his tolerance, and explain why the monk is much more /iberal than the Jewish
debutant, and why he writes with equal pathos about everything, praising the writers he
parodied in his youth and enthusing, often childishly, about the Romanian literature of the
eighties. It also resonates with his forgiving attitude towards all those who have done him
wrong, towards weak or spineless people who have lost their honor here on earth and were
grieving the good Lord in heaven.

The entire biography of N. Steinhardt, whose work faithfully reflects his personality as
a Montaignean essayist, free of any kind of prejudice (in The Diary of Happiness, the monk
of Rohia comments eloquently on the rock opera Jesus Christ superstar), opens towards all
fields of knowledge, and it is based on ethical coordinates such as tolerance and common
sense. This is why, in an interview, he would recommend reading as a way of life; he made
this recommendation in a different way than Noica, in the posture of ‘the Cathar of Paltinis’,
pleaded for specialist and disciplined reading: ‘Read indiscriminately, catalogues,
advertisements, dictionaries, fiat books, treatises, zodiacs and books of every time and
place... Wander, roam, enter the vital circuit’ (Steinhardt, 2010 a, p. 154). The interest in
concrete life and the assumption that writing is a complex activity with a psycho-moral
purpose thus brings the monk of Rohia closer to Montaigne. In this way, Steinhardt’s
thinking implicitly draws from the Goethean model, in a way that makes him resonate with
Alexandru Paleologu’s attitude in his polemical article Amicus Plato... sau Despartirea de
Noica [Amicus Plato... or parting with Noica] (Paleologu, 1981, pp. 7-68), but also with the
higher dilettantism and the humanism celebrated by Virgil Nemoianu in his studies, from
Micro-Armonia to Triumph of Imperfection. The generation of authenticist writers of the
interwar period has in common #rdirism, that is to say, ‘the affirmation of the indissolubility
of the life-culture couple,” because for the young scholars of the past, regardless of their
ideological choices, ‘there was no hiatus between culture and life, but a symbiosis that almost

8 While the concept of ‘trairism’, formed from the Romanian verb a #rdi [to lead one’s life] + the suffix -ism, might suggest
the sheepish emulation of philosopher Nae Ionescu (1890-1940) as well as the nationalist ground, Cristina A. Bejan suggests
that scholars should always take into consideration the nuances added by the members of the Criterion Association and the
preference, in some cases, for the more translatable concept of experienta (2019, pp. 25-57).

99
Vol. 7 No 2 (2024)
ISSN: 2003-0924



went as far as to merge the two’ (Steinhardt and Pintea, 2009, p. 47). He continues in the
same spirit:

None of them ever imagined that one could conceive of culture as anything other than
another aspect of life. Or, possibly, as a perspective from which life can be seen,
analysed and observed as a natural phenomenon in full effervescence’ (Steinhardt &
Pintea, 2009, p. 48, our translation).

This explains why Steinhardt repeatedly states, in opposition to structuralist theories,
that the life of great writers is always the source of their work, that there are no great writers,
only great people, and that discretion is appropriate to unimportant authors. With such
statements, the essayist implicitly sanctioned the immoralism of some of the stars of the
modern literary scene, such as Wilde and Gide, but also the simplifying manner in which
Proustian theorizations of Saint-Beauvian biographism were subsequently popularized. Out
of the prison in 1964 and returning to literary life in 1976, with the volume Between Life and
Books (dedicated to Vladimir Streinu, also a victim of totalitarian repression), the essayist
showed a polemic-subversive attitude towards fashionable theories, and explicitly claimed to
be part of the tradition of interwar essayism and humanism, presenting himself as ‘a
dilettante’ (Steinhardt & Pintea, 2009, p. 59), who comments only on books he likes, with an
undisguised accomplice-like receptivity. The exegetes have also stressed the ethical
dimension of his admiration exercises, which transforms the analytical-interpretative labor
into an occasion for perpetual euphoria. His choice of essayism and fragmentary writing then
reflects the intention to remain authentic, which calls for the practice of paradox as
‘gymnastics of the mind’ and a therapy designed to unravel the ankylosed langue de bois.

Placing himself, in a polemical spirit, similarly to Alexandru Paleologu, at the antipode
of the intransigent elitism of the ‘Cathars of Paltinis,” Steinhardt deliberately assumes a
marginal and subversive position, since he chooses to do so in the midst of communism. In
Noica’s words, his is ‘the work of a hooligan [derbedeu]’!?, that is, an eminently subjective
criticism - Critica la persoana I [Critique in the First Person] is the title of a volume of essays
from 1983 -, consisting of ‘wandering freely among ideas, images, books, memories and
dreams’!! (Steinhardt, 2011, p. 47, our translation). All these are genuine essayist gestures:
looking for ‘the thingness’ that resists and then fighting against the kind of objectivity that
sees ‘bare things’ (Plunkett, 2022, p. 70). In his most recent Steinhardtian exegesis - an
exhaustive study that rounds up the monographic perspective of the George Ardeleanu’s
contribution and that builds up on the critical edition of the works recently published by
Polirom - , the critic Adrian Muresan comprehensively integrates the writer’s essays in line
with a type of cultural criticism ‘with elements from the history of ideas, which works
polyphonically and as a whole’!? (Muresan, 2020, p. 28, our translation), while revealing the
‘strategies of subversion’ that shape Steinhardt’s entire oeuvre in a particular way. This basic
anti-dogmatism becomes a working method appropriated as such by the author in the
preamble to the volume Incertitudini literare [Literary Uncertainties] (1980), in which
Steinhardt sanctions reductionist thinking, ‘the demon of theory’: ‘I have chosen a title
intended to mark a reaction, a protest (very modest, of course) against a tendency towards

% Original text: “Niciunul dintre ei nu si-a imaginat vreodatd cd s-ar putea concepe cultura altfel decat ca o altd ipostazi a
vietii. Sau, eventual, ca o perspectiva din care viata poate fi privitd, analizata si constatata drept fenomen natural in plina
efervescenta”.

19 Original text: “operd de derbedeu”.

! Original text: “a hoindri liber printre idei, imagini, car{i, amintiri si vise”.

12 Original text: “cu elemente de istoria ideilor, care functioneaza polifonic si integrator”.
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dogmatism, arrogance and towards what Jean Paulhan has called ‘literary terrorism’!3

(Steinhardt, 2012 a, p. 55, our translation).

The explicit reference to Jean Paulhan’s book Les Fleurs de Tarbes ou La Terreur dans
Les Lettres [The flowers of Tarbes or the terror in literature] (1936) is by no means
coincidental, the reflection on the relationship between cliché and authenticity, as well as the
principled anti-dogmatic attitude equally defining the works of both writers. In both one can
identify the humanist ethos of forgiveness: Paulhan, who fought in both World War I and
World War 1II (as part of the French Resistance), publicly spoke out in favor of absolving the
guilty collaborators (Paulhan, 2015, p. 25); Georges Duhamel, the well-known novelist, who
served as a medic in both wars, was praised by Steinhardt for his moderation (Steinhardt,
2012 b, p. 83). The difficulty of such a conciliatory, irenic attitude is always difficult to
metabolize, and exegetes have rightly emphasized the praise of imperfection as a form of
humanising essayistic discourse and, by implication, as a form of opening the critique of
abstract-utopian thinking. It is worth mentioning Adrian Muresan’s incisive and nuanced
critical approach, which places Steinhardt’s writing under the sign of subversion and
‘deconstruction of utopias,” while placing the author of The Diary of Happiness in the family
of anti-modernists (Compagnon, 2008, p. 16).

3. A Lover’s Reading. The Ethics of Melodrama

A writer with a serious legal training and an impressive literary culture, Steinhardt was
an outspoken Anglophile, but he read French books with equal competence, at one point
establishing himself as a professional theater chronicler. A confirmed individualist, he
defiantly went against mainstream opinions both in the interwar period (when he decried the
anarchist tendencies and political radicalism of his peers from the positions of conservative
liberalism, criticising avant-garde of all kinds and advocating classical values) and in
communism (when he was actually much more in touch with contemporary literary events,
writing enthusiastic comments on young writers’s books). In this respect, we found relevant
Steinhardt’s reassessment of Geo Bogza’s youthful writings (Geo Bogza — un poet al
Efectelor, Exaltarii, Grandiosului, Solemnitatii, Exuberantei §i Patetismului [Geo Bogza - a
poet of effects, exaltation, grandiosity, solemnity, exuberance and pathos] 1982) and the
avant-garde phenomenon in general, in which the essayist deciphers a posteriori the ‘thirst
for events and the joy of living’ characteristic of the crazy years after the First World War. In
this way, emphasizing the author’s osmosis with his youth’s age (Steinhardt, 2012 b, p. 300),
Steinhardt was indirectly paying homage to the interwar period, seen as a period of creative
freedom and vital exuberance, in a context where freedoms of all kinds were drastically
curtailed by the communist regime.

While removing the avant-garde from the umbrella of any ideology, Steinhardt was
able to identify in all its representatives a ‘robust optimism’, for ‘they all showed longevity,
success in life, creative power to the depths of their youth, skill and solid common sense’!*
(Steinhardt, 2012 b, p. 301, our translaiton). In exactly the same terms, Jean Paulhan
interprets the phenomenon of terror in literature, perceived in an ambivalent key, both as an
expression of a negative attitude towards tradition and towards literature as a rhetorical
system, and as a manifestation of vitality and creative freedom, which implicitly calls for the
critical sanction of cliché, of the commonplace (Paulhan, 2015). In the end, however,
authenticity becomes a clich¢ like any other, terror proving to be a transitory moment in the

13 Original text: “Am ales un titlu menit sd marcheze o reactie, un protest (foarte modest, desigur) impotriva unei tendinte
spre dogmatism, trufie si ceea ce Jean Paulhan a numit terorismul literar”.
14 Original text: “au dat mai toti pilda de longevitate, reusitd in viatd, putere de creatie pana la adanci ciruntete, indemanare
si solid bun-simt”.
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dynamics of the literary phenomenon, just as madness has a very close relationship with
wisdom (Erasmus speaks of this very thing in the Laus Stultitiae, showing how the wise man
should relate to life). In his recent critical synthesis, Scurta istorie: Panorama alternativa a
literaturii romdne [Short history: An alternative panorama of Romanian literature], Mihai
Zamfir also regards the avant-garde as a picturesque phenomenon, specific to our bourgeois
culture, fully configured during the interwar period (Zamfir, 2017, pp. 189-210) - rightfully
labeled as the golden age of Romanian literature.

Dedicating to Al. O. Teodoreanu (‘The Cheerful Pastorel”) in one of his last volumes of
essays (Escale in Timp si Spatiu [Breaks in time and space], 1987), Steinhardt was in fact
claiming an illustrious but subversive ancestry. Like Alain (Emile Chartier), whom he
translated into Romanian, he styles himself as an aristocratic and epicurean scholar (‘author-
lover’, he writes in a Barthesian vein), who considers culture a form of happiness, the direct
expression of livelihood. Hence, the monk of Rohia does not preach for a frowning and
austere morality — ‘I have never been indifferent, nor has my anger ever turned into
acrimony’!® (Steinhardt, 2012 b, p. 37, our translation), looking indulgently at the small joys
made to relieve the poor people’s daily bitterness. This pinpoints Steinhardt’s surprising
appreciation of melodrama, a species discredited in modernity on the grounds that it would
easily satisfy the modest demands of an uneducated public in search of easy thrills.
Contrariwise, the monk of Rohia sanctions the elitism of modern art, which has dehumanized
itself (in his famous study, The Dehumanization of Art, Ortega y Gasset promptly pointed out
the phenomenon) and has taken refuge in the austere cult of pure forms, turning its back on
life, with all its so-called trivial emotions and feelings.!® Nowadays, with the revival of
interest in melodrama, the essayist’s humanist position of is worth exploring; indeed, he does
not interpret literature from a purely aesthetic angle, separating the work from biography, but
from a broad cultural perspective, as an existential document with multiple relevance, of
interest to philosophers and sociologists, historians, psychologists and so on.

At a time when Romanian criticism was dominated either by historical positivism
ideologically directed by censorship, or by the theoretical paradigm of structuralism, which
allowed doctrinal evasionism (by the use of close reading or by the affirmation of the
autonomy of aesthetic values), the polemical rehabilitation of melodrama has the significance
of a recuperative gesture, of re-evaluation in a humanist spirit of emotions and feelings.
Obliquely, the essayist also signals the process of the social devaluation of literature, also
hinted at by William Marx in the volume L’adieu a la Littérature: Histoire d’une
Dévalorisation XVIlle-XXe Siécle [Farewell to literature: History of a devaluation 18®-20™
centuries] (2005). Since Balzac and Hugo, literature gradually parted with life, turning into an
elitist feast of the intellect (as Paul Valéry coined it) celebrated in a cryptic and obscure
language, accessible only to the initiated ones. Steinhardt’s plea for ‘a noble and sentimental
literature’ once again confirms Peter Brooks’s considerations in The Melodramatic
Imagination: Balzac, Henry James, Melodrama, and the Mode of Excess (1992), in which the
critic convincingly demonstrates the viability of the genre, which by no means ended with the
nineteenth century, but continued to survive in specific forms and modes (as an experimental
genre) to this day.

Sensing that the aesthetics of melodrama satisfies a deep human need to dream and live,
by compensation, in an ideal world (Patras, 2013, pp. 51-95), Steinhardt actually draws
attention to the aesthetic relevance of the ethic core of literature, in line with the ancient ideal
of kalocagathia. Feeling is thus understood as the intellectual processing of emotion, in a

59

15 Original text: “indiferent n-am fost niciodata si nici supdrarea nu mi s-a transformat cAndva in acreald”.
16 Radu Vancu's study, Elegy for the Human (2018) is based on the same premises.
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circuit that harmoniously connects soul, spirit and body, instinct and reason, culture and
nature and so on. Melodrama would express, says Steinhardt (2012 b, p. 238), ‘the long-
standing dream of mankind, that evil - perhaps - is not true, and that troubles - in the end -
will end in good; the hope, the desire, the conviction that the bad guys have only played some
roles and that in the end everything will be cleared up and reconciled’!’ (our translation). The
Olympian Maiorescu, who admired Charles Dickens and refused to read the naturalists, and
the cynical sentimentalist loan Luca Caragiale, who confessed somewhere that he always
preferred ‘a good, warm melodrama’ to modernist creations (considered ‘insipid’), were
prone to melodrama. It is interesting that Steinhardt reveals in the works of the two Romanian
classics a happy conjunction between local and European culture and a synthesis of
liberalism and conservatism (both are, says the essayist, ‘aristocratic bourgeois’), despite the
profoundly different personality structure of each of them, Caragiale being close, according
to the author of The Diary of Happiness, to Nietzsche, and Maiorescu - to Mozart.

4. Rehabilitating Naivety: Why Crying for Ridiculous Liberal Ideas?

Steinhardt’s interpretation of Caragiale’s work, as an expression of ‘bun-simt’ [common
sense or, even better through the French ‘bon sens’, good sense], was otherwise received with
great reservations by most critics. Our great playwright remains in the consciousness of
posterity, whatever one may say, rather as a cynic than a sentimentalist, since it has become a
commonplace of exegesis to characterise him as a satirical, anti-romantic, radically
conservative writer, who ridiculed liberal values, showing an acute misanthropy and an irony
amplified to the point of cruelty towards the most tender aspects of existence (love,
childhood, etc.). To give an eloquent example, appreciating his exceptional talent, Negoitescu
held Caragiale responsible for the deplorable moral state of the nation, on the grounds that the
mixture of cynicism and aestheticism in his work had influenced Romanians for the worse
(Negoitescu, 1991, p. 119). Caragiale’s work has been evaluated in this negative grid of
radical criticism and extremely caricaturing stylization, with the socialist Dobrogeanu-Gherea
reproachfully pointing out the absence of ethical and social ideals in the playwright’s
writings, a deficiency that can also be seen in his minimalist aesthetics, which models a
humanity that is far too schematic and elementary, reduced to a set of automatisms and
stereotypes and, as such, lacking psychological depth (Gherea, 1956, pp. 66-91). Even the
playwright’s most ardent admirers (Zarifopol, Eugen Ionescu) later drew attention to the
pessimism and grotesque visionary-ism (considered the dominant feature of his talent,
reducible only superficially to irony), which robbed Caragiale’s characters of any shadow of
humanity (Mironescu, 2014, pp. 38-40).

In contrast to such reductionist interpretations, the monk of Rohia offers us a
sentimental and even tender view on Caragiale, a hypostasis that would be traceable even in
his most representative comic creations, whose ‘secret’ the author of The Diary of Happiness
seems to have uncovered since childhood, if we are to take his word for it. Steinhardt
confessed that both his mother and he burst into tears at the end of the performances of the
play 4 Lost Letter. Republished in Articole Burgheze [Bourgeois essays], the essay entitled
Secretul ‘Scrisorii Pierdute’ [The secret of The Lost Letter] first saw the light of print in
1945, in a historical context that was to seal the end of the democratic regime, while
provoking nostalgia for liberal ideas and a world in which the rights of the individual were
not empty words. Steinhardt broadly recalibrates the characters of Caragiale’s comedy in a
positive light and, with them, the exalted romantic rhetoric of the 48 Revolution liberals,

17 Original text: “visul dintotdeauna al omenirii, dupa care rdul — poate — nu este adevirat, si necazurile — pand la urma — se
vor termina cu bine; speranta, dorinta, convingerea ca cei rai n-au jucat decat roluri si ca la sfarsit se vor lamuri si impaca
toate”.
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vehemently discredited by Maiorescu’s Critice [Pieces of criticism] and by the Junimea
members. Exaggerations should not be deemed as undesirable by default; they should be
banned only if they serve a bad idea. Instead, if it is meant for a good purpose, even the
exaggerated melodrama reveals ‘a noble face.’

From this perspective, discussing Caragiale’s emblematic character Catavencu, an
epitome of hypocrisy, Steinhardt notes that ‘Catavencu’s ideals, nebulous and deformed, start
from the great principles of freedom, rights and progress which, much as they may be
mocked, forced and pushed beyond the limits of right reason, they are still noble things’'®
(Steinhardt, 2008, p. 732, our translation). Opposed to the theories that Catavencu so patently
and incoherently advocates (with the caveat that liberal ideas ‘remain human and express an
aspiration’!?), the critic places the ‘brutal and terrorist theories that were extolled by the
previous years’? that is, by the extremist ideologies of the interwar period, and that ‘will
never leave the tender-hearted impression that liberal ideas, corrupted and minimized as they
are, can produce’?! (Steinhardt, 2008, p. 732, our translation). If we apply this reading grid to
Caragiale’s comedy, with the contextualization associated (the end of the Second World War
and so on), we can easily understand the tears of the spectators at the end of the play, whose
conflict is sorted out not by the extermination of the adversary, but by a general reconciliation
intended to illustrate the characters’ deep humanity, their capacity to forgive or at least to
reconcile and accept compromise. In times of war or of totalitarianism, this is a sign of
tolerance and wisdom. As George Ardeleanu states, the commentary boils down to ‘the
misery of utopia’?? (Ardeleanu, 2009, p. 351, our translation) and, no less, to the benefits of
imperfection; the playwright imagines a world dominated by a ‘cheerful relativism,” which
makes Caragiale’s heroes ethically superior to, for instance, the blackened Hamlet, the prince
who, by taking revenge, ‘returns to the fullest normality of inferiority’** (Ardeleanu, 2009, p.
351, our translation).

No doubt this is also a typical Steinhardtian twist, as exegetes have morally sanctioned
Catavencu’s versatility, blaming it on the character’s incapacity to evolve. Moreover, the
final reconciliation has also generally been seen as a petty barter in which the characters,
going through different experiences, eventually cheerfully accept their villainy as a matter of
course. Perhaps it was precisely from this observation, which highlights the circularity of
comedy, that Eugen lonescu came to see the radically tragic, grim fatality of comedy. It is
worth noting that, only a year after the publication of Steinhardt’s article, Calinescu revises in
Steinhardtian vein (see Domina bona), his chapter on Caragiale from Istoria Literaturii
Romane de la Origini Pana in Prezent [History of Romanian literature from origins to
present], and judges the characters’ verbal incontinence as ‘the pathos of the idea,’ that is, an
attitude which might be considered ethically superior to any instance of argumentative
lucidity or sophistry (Calinescu, 1990, pp. 137-184).

In fact, a correlation between Steinhardt and Calinescu should be established not only
by bringing closer their comments on Caragiale, but by discussing their contributions as parts
of a broader (and perhaps unconsciously brought to the fore) critical project aiming to
rehabilitate the emotion, the passion, in order to rethink literary history from the perspective
of what Aby Warburg called Pathosformel (pathetic form). Incidentally, the ‘nameless

18 Original text: “idealurile lui Catavencu, nebuloase si deformate, pornesc de la marile principii de libertate, drepturi si
progres care, oricat ar fi luate n rés, siluite i impinse dincolo de limitele dreptei ratiuni, tot lucruri nobile raman”.

19 Original text: “riman omenesti si exprima un elan”.

20 Original text: “teoriile brutale si teroriste pe care le-au preamdrit anii din urma”.

21 Original text: “nu vor putea da niciodatd impresia duioasd pe care o produc, corupte si minimalizate cum sunt, ideile
liberale”.

22 Original text: “mizeria utopiei”.

23 Original text: “reintrd in cea mai deplind normalitate a inferioritatii”.
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science’ that Agamben spoke of in one of his 2012 studies, referring to Warburg’s pioneering
work, refers strikingly to Calinescu’s definition of literary history as an ‘ineffable science’
(Calinescu, 2008, pp. 430-470), with at least two beaconing principles: the anti-positivist
attitude and the wide interdisciplinary opening. In this vein, the rehabilitation of emotion and
feeling, to which Steinhardt also contributed significantly, acquired for Calinescu the
significance of a theoretical presupposition consistently illustrated throughout his work in
various forms and nuances. Cilinescu’s generally overlooked theoretical attempt in Poezia
‘Realelor’ [Poetry of Real Things] to classify writers into two distinct categories (‘realists’
versus ‘idealists’) according to their gender (Célinescu, 1971, pp. 263-302) is also significant
in this framework, albeit the multitude of details related to life and everyday practices
(clothing, food, reading, etc.), invoked as determining factors in the creative process.
Calinescu is also one of the realist writers who sees Petrarca’s indirect influence on Conachi
and on the Vacaresti poets, but also on Caragiale’s character Trahanache, that is, on those
who believe in the mystical, noumenal reality of love, thus ignoring its concrete-phenomenal
incarnations. Admirably, Steinhardt seems to have perceived with extraordinary intuition - as
Negoitescu (1991, p. 188) did later - this sensualist-vitalist, naive-elemental, refractory to any
kind of ideology, side of the personality of Calinescu, appreciating (see the monk’s
commentary on The Wedding Book)

this feeling of participation in the external reality, of euphoria, of Goethean
acceptance of the world, of merging into entanglements, of anticipatory fulfilment, ...
which is particularly intense and is one of the least researched aspects of a writer who
has otherwise been so thoroughly analyzed (Steinhardt, 2012 b, p. 280, our
translation).

Moreover, Steinhardt deliberately ignores the much-touted canonical stance of the
divine critic in order to highlight his personality as an artist stricfo sensu, a creator whose
work ‘is nothing but joy, love of life and peace’®* (Steinhardt, 2012 b, p. 282, our translation).
Consequently, as in the case of Caragiale’s characters, Calinescu’s emphasis on pathos and
emotion actually overshadows this idea. The predominant note of his personality is -
Steinhardt concludes in line with his own humanist creed — ‘an attitude devoid of criticism,
reservations and malice towards life’? (Steinhardt, 2012 b, p. 280, our translation).

This explains why Steinhardt is so vehemently against criticism and especially against
dissolving irony (deemed as ‘a second-rate quality,” derived from lack of soul involvement,
and excessive rationalism) designed to nip any mobilizing impulse, and all the more so
because discretion does not suit it and because it is often used ‘with ostentation and system’
and is usually confused ‘with contemptuous intelligence’?® (Steinhardt, 2010 b, p. 358, our
translation). Stressing instead that ‘art particularly rewards the creators who add a warm
substance [sentimental, inspired, etc.] and those who do not know the dilemma of soul or
spirit” (Steinhardt, 2010 b, p. 358, our translation), the monk of Rohia pleads strongly for ‘a
noble and sentimental literature’?’, deeply rooted in life, in which the ethic core acquires a
spectacular aesthetic brilliance. If modern literature has evolved from melodrama to irony,
from Balzac’s visionary realism to Flaubert’s critical realism, the resurrection of melodrama
is in fact a wise reconnection of literature to its most fertile source, namely life. This is why
Steinhardt is always keen on sanctioning the modern heresy of segregating the work from the

24 Original text: “nu-i decat bucurie, dragoste de viatd si pace”.

23 Original text: “atitudinea lipsitd de criticd, rezerve si malitiozitate fatd de viafa”.
26 Original text: “cu inteligenta dispretuitoare”.

27 Original text: “o literaturd nobila si sentimentald”.
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writer’s biography, as we have previously demonstrated, without exalting, nonetheless,
vulgar biographism, that is, an approach that ignores the aesthetic specificity of literature and
art.

5. The Writer and his Shadow. From Life to Oeuvre

There are authors, however, in whom the links between life and work do not illustrate a
harmonious unity, but rather the most serious distortions, betraying the desire for celebrity at
all costs. The most illustrious examples cited by Steinhardt are the ‘uncertain’ Oscar Wilde -
about whom he conjectures: ‘he misunderstood the undeniable truth: the artist’s task is to
scandalize. He believed that the artist can and must scandalize by his life. Which shows a
childish conception and is completely false’?® (Steinhardt, 2012 b, p. 406, our translation) -
and the sterile André Gide, a bourgeois spirit and failure as a novelist, as the essayist decrees
mercilessly. Like Wilde, Gide theorized scandal, exaggeration with method:

as a child, he simulated nervous attacks. ‘I’m suffering!’, he cried, and he was
writhing. Uncle Charles didn’t believe him, shrugged his shoulders, read his diary
further. André remained the same today. He wants to frighten, to enrage, to conquer
in this way, indirectly. Let’s not believe him when he wants to be worse than he is*
(Steinhardt, 2012 b, p. 133, our translation).

Compared to Gide and Wilde, Dickens was deemed as more valuable, because he
neither sought to scandalize nor to theorize unnecessarily, preferring instead to try to make
people better, to write for the many and the oppressed. Melodramatic in the fullest sense of
the word, the English writer’s work appears to the monk-essayist as a literary analogue of
Origen’s theology (Steinhardt, 2012b, p. 239), who advocated through the idea of
apocatastasis (a key concept of his doctrine), the salvation of the whole universe, including
the Devil and the wicked and sinful. Calling for compassion for the afflicted, but also for
forgiveness, for the forgetting of evil, Dickens’s melodramatic literature surpasses in
importance the work of any other modern writer, and is appreciated by Steinhardt as the gold
standard in relation to the series illustrated by those authors ‘who make a method and a creed
out of goodwill®® (Steinhardt, 2012b, p. 238, our translation), such as Alphonse Daudet,
Jules Romains, Thomas Mann, Mihail Sadoveanu, Ionel and Pastorel Teodoreanu, Calistrat
Hogas and D.D. Patrdscanu and many others. In our literature, Steinhardt opinions, ‘the
culmination of art’s aspirations toward goodwill and endearment’ is represented by the work
of Bratescu-Voinesti, the essayist considering that the novel Calatorului ii Sade Bine cu
Drumul [The traveler fits the road] would have a ‘formidable significance for the
characterology of the Romanian people,” because here the concept of comesenie, sitting
together at the table - an autochthonous variant of conviviality - is exemplarily illustrated’>!
(Steinhardt, 2012 b, p. 236, our translation).

The re-evaluation of Bratescu-Voinesti from this unusual angle deserves Steinhardt’s
attention, the novelist enjoying the appreciation of the critics of his time (at the time, H.
Sanielevici considered the novelist’s work a model of classicism, and Ibraileanu dedicated an

28 Original text: “a inteles gresit incontestabilul adevir: menirea artistului e sa scandalizeze. El a crezut cd artistul poate si
trebuie sa scandalizeze prin viata sa. Ceea ce vadeste o conceptie copildroasa si e cu totul fals”.
2 Original text: “Copil, simula atacuri de nervi. Sufir, striga el, si se zvarcolea. Unchiul Charles nu-1 credea, didea din
umeri, isi citea jurnalul mai departe. André a ramas acelasi si astazi. Vrea sa sperie, sa infioare, sa cucereasca astfel, indirect.
Sa nu-i dam crezare cand vrea sa fie mai rau decat e”.
30 Original text: “care-si fac din bundvoin{d o metoda si un crez”.
31 Original text: “o formidabild insemnitate pentru caracterologia poporului roman”, deoarece aici e ilustrat exemplar
conceptul de comesenie - varianta autohtona, s-a spus, a englezescului conviviality.
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applied study to him, published in a booklet), only to be excluded from the canon later on
thanks to the minimizing opinion of G. Calinescu (Calinescu, 1982, pp. 575-581), who places
him in the category of minor prose writers, who practised literature occasionally, as a work of
leisure. Remarkable and surprising are also the connections that Steinhardt makes between
the literature of the ‘anti-absurd’ Eugen Ionescu (placed within an autochthonous tradition, as
a descendant of Creangd, Caragiale and Anton Pann) and popular literature, dominated by the
common sense of the Romanian peasant, which is also evident in the work of the great
playwright. In fact, all of them seem to share ‘the right thinking... that which breaks the
veils, inspires the steady utterance of truths and puts things in their place’? (Steinhardt,
2012b, p. 351). Steinhardt finds Alexandru Odobescu’s literature to be ‘noble and
sentimental,” and he also discovers deep popular roots in it, ignored by exegetes who have
stubbornly tried to highlight the author’s erudition and who have discredited, for example, the
Bisocean’s tale on the grounds that it is an irrelevant addition to the subject matter of the
‘false hunting treatise.” In reality, Steinhardt remarks with exceptional acuity,
Pseudokynegetikos presents itself as ‘a genuine treatise on culture and distinction’** mainly
because it succeeds in ‘the somatic taming and mixing of refinement and folk inspiration’*
(Steinhardt, 2012b, p. 186, our translation), the writer’s performance being similar to George
Enescu’s Third Sonata (for violin and piano) in Romanian style, or Nicolae Grigorescu’s self-
portrait. Unlike contemporary critics, therefore, who have removed Odobescu’s essays from
textbooks because they read as too complicated, Steinhardt exalts the highly pedagogical
value of reading this difficult text; he deems this reading as a necessary propaedeutic for
unravelling the relationship between low-brow and high-brow literatures:

I for one - the essayist comments - , if [ were a Romanian teacher, would have
my students read and comment on Pseudokynegeticos before others;
[Pseudokynegetikos is] the cultural response to the memories and stories of the
popular Creangi®® (Steinhardt, 2012b, p. 188, our translation).

The same harmonious confluence between the popular and the cultured background can
be noticed, says the essayist, in the version of Miorita rephrased by Vasile Alecsandri, where
we are dealing with an ‘essentialist stylization’*® that projects the text of the ballad ‘from a
miscellaneous fact to splendor’®’, straight into Mihai Eminescu’s or Lucian Blaga’s poetry
(Steinhardt, 2012b, p. 175, our translation).

At the opposite end of the spectrum is the way Steinhardt interprets psychoanalysis, the
hermeneutic reductionism of the new science (which had the indisputable merit of having
emphasized the importance of the subconscious in psychic processes) placing it, along with
Marxism, in the category of secular religions, i.e. discursive practices of a fundamentalist
type. The monk of Rohia therefore attributes Freud’s discovery to the spiritual climate of
Belle Epoque, marked by the vogue of occultism, theosophy and all those mundane practices
with which ordinary people spent their time — ‘a world of well-being, tranquility and a sense

32 Original text: “dreapta socotin{d este aceea care rupe valurile, inspird statornic rostirea adevirurilor si pune lucrurile la
locul lor”.

33 Original text: “autentic tratat de cultura si distinctie”.

3 Original text: “Imblanzirea somatica dintre rafinament si popular”.

35 Original text: “Eu unul, dacd as fi profesor de limba roménd, le-as da elevilor mei si citeascd si sd comenteze
Pseudokynegeticos mai 1nainte de altele; [Pseudokynegeticos este] raspunsul dat de culturali amintirilor si povestilor
popularului Creanga”.

36 Original text: “stilizare esentialista”.
37 Original text: “de la fapt divers la splendoare”.
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of security’®® (Steinhardt, 2012 b, p. 409, our translation). Ignoring the dogmatic
presuppositions of psychoanalysis, Steinhardt makes original considerations about the erotic
behavior of Emil Codrescu (see the article Cinci Cazuri se Seniorie [Five Cases of Senior-
Like Behavior]), a character who belongs to the illustrious category of literary heroes such as
the Princess of Cléves, Dominique, Adolphe or Tatiana Larina, characterized by ‘self-
control’, ‘nobility’ and ‘sense of honor’ (Steinhardt, 2012 b, pp. 289-296). The essayist also
places the work of Marcel Proust (Steinhardt, 2012 b, pp. 154-171), admired for its ‘finesse
of social analysis’* and for its classicism, which takes it beyond the horizon of reductionist
interpretations (along the lines of Freud-Bergson). Steinhardt’s observations are in line with
those of Garabet Ibrdileanu in Creatie si analiza [Creation and Analysis] and confirm once
again the opinions of the most learned Proust exegetes, who have emphasized the geometric-
architectural vision of the narrative construction of 4 la Recherche du Temps Perdu [In
search of lost time], as well as the overcoming of Bergsonism in the spirit of the postulates of
Husserl’s phenomenology. After noting that time is Marcel’s ‘source of sadness and
unhappiness’, Steinhardt asserts: ‘Glorification of the absence of time, glorification of
eternity, could anything be more anti-Bergsonian, a more faithful literary affirmation of the
classical metaphysics of the static?’*’ (Steinhardt, 2012 b, p. 167, our translation).

6. Conclusion

From all the examples presented in this article, it is clear that the author of The Diary of
Happiness was not only ‘an elite intellectual colporteur’*! (Negoitescu, 1994, p. 416, our
translation), but also an erudite essayist of astonishing spontaneity, whose intellectual
discourse was embedded within a remarkable cultural breadth. This places him in the same
spiritual family as Alexandru Odobescu, Paul Zarifopol, Mihail Ralea, Alexandru Paleologu
or Andrei Plesu. In spite of the diversity of the themes addressed, the essays of the monk of
Rohia preserve a basic unity, revealed in a coherent modus cogitandi and a defensive ethos,
intended to protect individual freedom through recourse to modesty and to what Paleologu
called bunul simt — the good sense as paradox (Paleologu, 1972, p. 10).

Reading Steinhardt’s essays is also a powerful antidote to laziness of thought, offering
the reader the chance to escape from the narrow horizon of commonplaces and to see the
harmonious way in which the author’s life is mirrored in his work. This outstanding sample
of humanity provides for Romanians a strong symbol of anti-totalitarian resistance. Leaving
aside the prison memorial and the texts on religious subjects, which are permeated by the
same essayistic vein, we highlighted the fact that Steinhardt understood literary criticism as
an ingenious creative activity, polemically anti-positivist, susceptible to new and surprising
cultural analogies, incessantly pleading for the rehabilitation of subjectivity, emotion and
feeling as essential factors in the process of knowledge, from the perspective of a
fundamental humanism drawing from Montaigne’s tradition.
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Abstract

Folklorists, ethnographers and anthropologists have dedicated few studies to the night, and they
especially emphasized its negative representations: an interval of darkness, of anxiety and fear, a time
of intensified activities of evil supernatural forces. By favoring imaginary and mythical components,

night was taken into consideration as an exceptional and extraordinary time, as a negative counterpart to
the day, and not as a natural reverse of it. For a long time, the night did not draw the attention of
historians, being perceived as a time when nothing happens, a time for rest and sleep. Starting with Jean
Verdon’s pioneering book (“La Nuit au Moyen Age”, 1994), historians have become increasingly
interested in night habits, and explored the nightlife of people in ancient societies, bedtimes and waking
times, sleep duration. The history of sleep has become a new field of research, opened by the American
historian Roger Ekirch (2001, 2005), who advanced the theory that people in pre-industrial societies used
to sleep differently. During the night, the sleep was biphasic (or segmented), divided into two moments and
separated by a period of wakefulness (watch) at around midnight (between the first sleep and the second
one). In our study we intend to verify if the results of Ekirch’s research are also applicable to the realities
of the Romanian society in the 18th-20th centuries. We must recognize the difficulties of a history of
nocturnal time, the fragmentary nature of the sources, the lack of direct and explicit testimonies (few
people have been able to subjectivize their experience of sleep and transmit written testimonies).

Therefore, we investigated sources such as chronicles, judiciary documents and literary texts, in search of
the segmented sleep pattern. We have identified direct or indirect references to the two periods of sleep,

and the intervening period of wakefulness. These references allow us to cautiously advance the hypothesis
that this sleep pattern also existed in pre-modern Romanian society, in rural and urban environments. The
future researches, based on teamwork, will more accurately determine the validity of this hypothesis.

Keywords: Night Studies; night-time activities; sleep habits; segmented sleep; monophasic sleep.

L L’anthropologie de la nuit

La problematique de la nuit est un sujet relativement récent dans les sciences sociales
et humaines. Les sociologues ont été les premiers a ouvrir ce champ de recherche.
L’Américain Murray Malbin, dans son étude Night as Frontier (1986), s’interroge pour la
premiére fois sur les spécificités des comportements sociaux nocturnes et constate la «
colonisation de la nuit » dans les sociétés industrialisées, celle-ci devenant une extension
temporelle des activités diurnes, avec leurs propres spécificités. Ces derniéres années, un
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champ d’investigation transdisciplinaire a émergé : les Night Studies, qui étudient la
temporalité nocturne sous un angle historique, anthropologique, économique, urbanistique,
biologique, écologique, etc. Ainsi, les multiples implications sociales de la nuit, les
comportements, les pratiques et les représentations qui structurent les relations de ’homme
avec la nuit sont pris en compte.! Pendant longtemps, la nuit n’a pas retenu 1’attention des
chercheurs dans les domaines des sciences socio-humaines, étant per¢ue comme une
parenthese, un hiatus dans la vie des gens, une absence de lumiére, un temps ou rien ne se
passe, celui du repos et du sommeil. Les folkloristes, les ethnographes et les anthropologues
accordent plus d’attention au moment de la nuit, mais ils insistent surtout sur ses
représentations négatives dans la sensibilité collective : un intervalle d’obscurité, un moment
peu propice, d’anxiété et de peur, un moment d’intensification des activités des forces
surnaturelles maléfiques. En privilégiant les composantes imaginaires et mythiques, la nuit a
¢été envisagée comme un temps exceptionnel et extraordinaire, comme un pendant négatif du
jour et non comme un revers naturel de celui-ci.

La nuit est avant tout une forme de temps, plus qu’une unité temporelle comme le
jour. Personne ne le dit avec cette clarté comptable : une année compte 365 nuits. Dans toutes
les sociétés, la nuit a toujours été vécue comme une forme de temps, qualitativement
différente, I’obscurité dense et sans fin qui la définit étant la représentation la plus évidente
de I’inconnu, le siege privilégié de la peur. La triade obscurité — inconnu — peur ne pouvait
constituer qu’un décor idéal, un vivier d’un imaginaire peuplé de représentations de forces
surnaturelles aux pouvoirs incommensurables. Leur pouvoir est formidable précisément parce
qu’il est incommensurable dans un régime ou le visible est aboli, ’espace se dissout en
I’absence de repéres et la matérialit¢ du monde diurne semble disparaitre.

Les recherches des folkloristes et ethnologues roumains enregistrent un grand nombre
de représentations mythiques, d’interdits, de pratiques magiques et d’actes rituels nocturnes.
L’intervalle entre minuit et le premier chant des cogs est un moment dangereux, peu propice,
un mauvais moment, dit Ernest Bernea : « C’est alors que se proménent les morts-vivants, les
loups-garous, les apparitions, les esprits et les fantdmes de toutes sortes, et alors aussi les
sorciers ont un plus grand pouvoir parce qu’ils travaillent avec eux. »> (Bernea, 1985, p. 176).
Pendant I’entre-deux-guerres, Bernea a enregistré les remarques de certains paysans roumains
: « Je pense que I’heure du mal est & minuit. Ce n’est pas bon de marcher & ce moment-la.
C’est une période tellement malsaine, voyez-vous, vous le ressentez dans I’air, dans votre
corps. »* (Bernea, 1985, p. 193). « La nuit est profonde aprés minuit. Alors les mauvais
esprits se déplacent, ils se déplacent jusqu’a ce que les cogs se mettent a chanter ; il est
environ trois heures et demie. La profondeur de la nuit, c’est I’obscurité, c’est le Diable. »*
(Bernea, 1985, p. 193).

Si pendant la nuit les puissances maléfiques sont a leur maximum, des pratiques
apotropaiques avaient également lieu a nuit. Les collections ethnographiques de la fin du
XIXe siecle mentionnent des pratiques nocturnes de protection des animaux domestiques.
Pendant la nuit de la Saint-Georges, il y avait une véritable guerre contre les sorcicres : les
bergers soufflaeint les cors pour les empécher de voler le lait des vaches par des méthodes

! Nous rappelons quelques études : Joachim Schldr (1998) ; Catherine Espinasse, Luc Gwiazdzinski et Edith Heurgon,
(2005) ; Luc Gwiazdzinski (2005) ; Jacques Galinier, et.al (2010) ; Susane Bach, Folkert Degenring (2015).

2 ,Atunci umbla strigoii, priculicii, aratarile, duhurile si stafiile de tot felul si tot atunci vrajitorii au puterea mai mare pentru
ca conlucreaza cu ele.” (La traduction du roumain en frangais pour les auteurs dont ’original figure en bas de page nous
appartient.)

3 Eu asa gndesc, ca ceasu rau e la miezul noptii. Nu e bine sd umbli atunci pe afara. E asa un timp nesdnatos, vezi bine, il
simti in aer, in curte, in trupu tau.”

4 ,Adancu noptii e dupa ceasul 12. Atunci umbla duhurile rele, umbld pana cand incep si cante cocosii ; asta-i asa pe la trei
si jumatate. Adancul noptii e intunericul, e Necuratul.”
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magiques : « un homme se promeéne la nuit dans le village pendant environ deux heures avec
un cor, pour détourner ceux qui viennent nus la nuit et empéchent la vache de donner du lait.
» (Fochi, 1976, p. 296). Une autre activité nocturne a caractére rituel était la cueillette des
plantes médicinales, leur efficacité thérapeutique et magique étant assurée si le processus se
déroulait a des moments spécifiques (jours de féte) et uniquement pendant la nuit. La nuit de
la Féte de Saint Jean d’Eté « certaines femmes lavent tout leur corps, puis vont toutes nues
aux champs, ramassent les mauvaises herbes, qu’elles utilisent pour soigner les maladies tout
au long de I’année. »° (Fochi, 1976, p. 318).

On pourrait multiplier ces exemples de nombreuses croyances et pratiques rituelles
avec un substrat mythologique et imaginaire, mais pour 1’instant nous nous contenteorns de
souligner que les ethnographes qui ont décrit ces activités nocturnes n’ont pas prété attention
a leur relation exacte avec les périodes de sommeil ou d’éveil, précisant seulement que celles-
ci avaient lieu a « minuit » ou « jusqu’ a 1’aube ». Cependant, a ce stade de notre démarche,
nous pouvons affirmer que ces pratiques suggerent déja I’existence d’une culture nocturne a
part, avec ses rituels et ses habitudes.

Le temps de la nuit, la maniére dont il était approprié¢ et vécu, n’a pas fait I’objet
d’observations directes des ethnographes et ethnologues roumains, plus préoccupés par
I’imaginaire nocturne, par les mythologies de la nuit et nullement par 1’expérience
individuelle ou sociale du temps nocturne. On éprouve la nécessité d’une étude approfondie
qui n’insiste plus sur les représentations négatives de la nuit, considérée comme un temps
diabolique, de la peur et des ténébres, et qui nécessite de multiples mesures défensives,
individuelles et collectives.

II. La « culture du sommeil »

Sans nier I’importance de la mythologie existante autour du temps de la nuit, il faut
¢galement reconstruire la « culture du sommeil » dans la société roumaine traditionnelle : les
habitudes, les heures du coucher et du réveil, la durée du sommeil, la vie nocturne des
peuples des sociétés anciennes, les contextes spécifiques, les activités nocturnes concrétes et
leurs rythmes en fonction des saisons. En ce qui concerne les activités nocturnes autres que
celles liées au sommeil, nous avons tout un ensemble de situations a considérer : les activités
rituelles et magiques, les occupations lucratives (péche de nuit par exemple), 1’organisation
vespérale des réunions, les pratiques religieuses (la priére du crépuscule, la priére de minuit ;
la nuit comme temps de méditation, le manque de sommeil comme forme de pénitence, etc.),
les voyages nocturnes (les paysans avaient I’habitude de voyager de nuit). Afin de capter
I’expérience individuelle et sociale du sommeil, des sources indirectes peuvent également
étre mobilisées, comme des ¢léments de culture matérielle : éclairage, meubles de couchage,
linge de lit, etc.

Pendant longtemps, les historiens ne se sont pas préoccupés de la temporalité
nocturne. L’historien frangais Jean Verdon a été le premier a comprendre I’importance de la
nuit comme objet de recherche historique, dans sa monographie La Nuit au Moyen Age
(1994), dans laquelle il reconstitue la vie de ’homme médiéval dans la France rurale et
urbaine aprés la tombée de la nuit. Dans 1’historiographie roumaine, une premiére étude
appartient a ’historien Sorin Mitu : Sleep in Traditional Romanian Mentality (2014), qui
utilise des recueils folkloriques (la lyrique érotique principalement) pour découvrir les
endroits ou dormaient les paysans roumains (dans la maison, sur le porche, en plein air, etc.).

5 ,umbld un om prin sat, vreo doud ceasuri din noapte cu un bucium, pentru a indeparta pe ce vin noaptea in pielea goald
pentru a face ca vaca sa nu mai dea lapte.”

¢ ,unele femei se spald pe tot corpul, apoi se duc in pielea goald pe cimp, culeg buruieni, cu care se servesc pentru a se
vindeca de boale pe tot cursul anului”
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Plus récemment, nous soulignons I’apport d’un autre historien, Dragos Lucian Tigau, qui
analyse les indices du corpus de documents et chroniques médiévales pour dresser un
inventaire des pratiques nocturnes dans la province du Banat (réunions et fétes, infractions,
missions de garde, opérations militaires, etc.) (Tigau, 2020).

Les recherches de I’historien américain Roger Ekirch ont joué un réle pionnier dans
I’histoire du sommeil, notamment son livre de 2005 : At Day’s Close : Night in Times Past,’
— une histoire culturelle et sociale de la nuit - le livre qui suscitera des débats intenses dans
I’historiographie anglo-saxonne et francaise.

La these d’Ekirch est que la révolution industrielle du XVIlle si¢cle a irrévocablement
transformé la fagon dont les gens vivent la nuit, principalement le sommeil. Le sommeil,
activité physiologique et psychique intrinséque a la nature humaine, est loin d’avoir la méme
forme, inchangée, immuable et intemporelle. Au contraire, le sommeil est protéiforme,
répondant non seulement a des conditionnements naturels, mais aussi culturels et historiques.
Ainsi, affirme Ekirch, dans la période préindustrielle, dans I’espace occidental, on pratiquait
le « sommeil segmenté » ou « biphasique », divisé en deux moments et séparé par une
période d’éveil. Plus précisément, les gens se couchaient entre 21h et 22h en été et entre 19h
et 20h en hiver, se réveillaient a minuit, puis suivaient cette période d’éveil d’une heure ou
deux entre minuit et 2h du matin, puis se recouchaient et dormaient jusqu’a 1’aube.

I1 faut préciser que la thése d’Ekirch a également été reprise par d’autres historiens
qui, traitant de la « nocturnalisation » des sociétés occidentales, ont avancé des arguments
supplémentaires concernant 1’existence de ce mode¢le traditionnel et préindustriel du sommeil.
Nous rappelons ici Alain Cabantous (2009) ; Guillaume Garnier (2013) ; Craig Klosovsiki
(2011) ; Sasha Handley (2016) ; Nikolaos Barkas (2016) ; Nancy Gonlin, Aprill Nowell
(2018). Non sans intérét sont les observations d’un spécialiste des ¢tudes bibliques, William
L. Holladay (2007) - qui reléve des allusions au « sommeil segmenté¢ » dans les textes
bibliques.

La révolution industrielle aurait rendu possible « 1’abolition de la nuit », résultat de
multiples transformations historiques : la généralisation de 1’éclairage artificiel et du temps
mécanique précis et discipliné de 1’horloge (au détriment du temps naturel), I’urbanisation, la
nouvelle organisation industrielle du travail (la standardisation de la journée de travail, le
travail de nuit, etc.). Tout cela aurait aussi conduit a 1’émergence d’une nouvelle fagon de
dormir : le « sommeil consolidé », « monophasique ». Vers 1700, le sommeil biphasique
disparait d’abord dans les milieux urbains riches, puis vers 1830 il disparait complétement, ne
survivant, par endroits, qu’a la campagne, jusqu’a la fin du XIXe si¢cle. L’éclairage public et
domestique, le noctambulisme urbain et les nouvelles sociabilités nocturnes ont modifié
I’horaire du coucher, de sorte que la premiére période de sommeil disparait, entrainant un
rythme différent de celui-ci, sans I’intervalle intermédiaire d’éveil.

Que faisaient les gens pendant cette période d’éveil a minuit ? Le temps était consacré
a diverses activités, en fonction de la condition sociale, de 1’occupation professionnelle, du
niveau d’éducation, du milieu rural/urbain, etc. Par exemple : ils inspectaient leurs animaux
ou effectuaient d’autres activités ménageres qui ne nécessitaient pas d’éclairage, mangeaient,
entretenaient des relations intimes ou surveillaient le sommeil de leurs enfants, discutaient ou

7 New York, W.W. Norton & Company, 2005 ; on rappelle son premier article également, qui a eu un grand impact : Ekirch,
R. (2001). The Sleep We Have Lost : Pre-industrial Slumber in the British Isles, American Historical Review, 106.; Un fait
intéressant, méme si les recherches d’Ekirch sur le « temps traditionnel », préindustriel de la nuit sont connues par les
représentants de la nouvelle histoire culturelle francaise (le dernier avatar de I’Ecole des Annales), son livre n’a été que
récemment traduit en frangais, en 2021, sous le titre La grande transformation du sommeil : Comment la révolution
industrielle a bouleversé nos nuits. Le contexte n'est pas fortuit, compte tenu des nouvelles réalités pandémiques : la « dé-
nocturnisation » - le fort rebond des activités nocturnes en raison des interdits sanitaires, de I'isolement domestique et des
troubles du sommeil.
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rendaient visite a leurs voisins. Mais le plus souvent, ils restaient au lit et priaient ou lisaient.
La priere crépusculaire, celle par laquelle le croyant se place sous la protection de la divinité
avant de s’endormir, peut étre suivie des prieres de minuit, selon le modele monastique. Ce
temps de léthargie nocturne était propice aux états méditatifs, a I’introspection (ils
réfléchissaient sur les événements de la journée — « la nuit porte conseil »). Ou bien ils
réfléchissaient sur les réves de la premicre partie du sommeil qu’ils réussissaient — semble-t-il
—a mémoriser et a structurer mieux que nous, ceux qui dormons de maniére monophasique et
perturbés par la pollution lumineuse et sonore nocturne.

Pour soutenir sa thése, aprés deux décennies de travail, Roger Ekirch a réuni diverses
sources : des documents judiciaires et 1égislatifs, des écrits religieux et médicaux, des sources
littéraires, des journaux intimes, des lettres, du matériel iconographique. Outre des
témoignages indirects, Ekirch invoque 1’apparition de formules : « le premier sommeil » et «
le deuxieme sommeil ». Dans 1’Antiquité, ces expressions apparaissent aussi bien chez les
auteurs grecs que latins : primus somnus (ou prima sopor) et secundus somnus. Ici, chez
Virgile, dans I’Enéide, les Grecs sortent du cheval de Troie 4 ce moment-ci : « C’était le
moment ou le premier sommeil commence pour les hommes aux durs soucis et, par un
bienfait divin, insinue en eux son extréme douceur. » (Virgile, 2014, p. 34). Ou encore chez
Virgile, une autre référence : « Il avait devant les yeux, se battant autour de Pergame, d’un
coté les Grecs qui fuyaient pressés par la jeunesse de Troie, de 1’autre les Phrygiens en fuite
devant le char et 1’aigrette d’Achille. Tout prés, il reconnait en pleurant les tentes de Rhésus
d’une blancheur de neige : la trahison les a livrées dans le premier sommeil. » (Virgilw, 2014,
p. 17-18). Un autre témoignage se trouve chez Apulée, dans 1’Ane d’Or : « Attends qu’il soit
¢tendu tout de son long, et que tu I’entendes respirer pesamment, comme il arrive dans
I’engourdissement du premier sommeil. » (Apulée, 1975, p. 86).

Ekirch trouve des preuves solides dans I’ceuvre de Cervantes, Don Quichotte : « Don
Quichotte paya tribut a la nature en dormant le premier sommeil ; mais il ne se permit pas le
second, bien au rebours de Sancho, qui n’en eut jamais de second ; car le méme sommeil lui
durait du soir jusqu’au matin, preuve qu’il avait bonne complexion et fort peu de soucis. »
(Cervantes, 1863, p. 679).

Aucune de ces références présentes dans diverses sources, de I’ Antiquité a la fin du
XIXe siecle, n’est commentée ou expliquée, puisque le sommeil biphasique apparait comme
quelque chose de normal, de banal, d’évident, une pratique générale qui ne nécessitait aucune
mention supplémentaire.

Arrivé a ce point de notre étude, nous ne pouvons nous empécher de nous demander si
les résultats des recherches d’Ekirch sur le « sommeil segmenté » dans les sociétés
européennes préindustrielles s’appliquent également aux réalités roumaines. Il faut
reconnaitre les difficultés d’une histoire du temps nocturne, 1’absence de témoignages directs
et explicites (peu de personnes ont pu subjectiver leur expérience du sommeil et nous laisser
des témoignages €écrits).

Sans prétendre a 1’exhaustivité, nous proposons dans cette étude de suggérer des
pistes de recherche et de proposer quelques exemples, résultats de quelques enquétes dans le
corpus de documents écrits, qui constituent la base documentaire de notre argumentation sur
I’hypothese de la pratique du « sommeil segmenté » dans la société roumaine prémoderne.

Les récits des chroniques roumaines — rédigés sous le signe du canon assumé par ce
type d’écriture — ne fournissent pas beaucoup d’informations sur le temps nocturne. On sait
que la nuit s’est révélée €étre un moment propice aux offensives militaires, aux attaques
surprises. Par exemple, les chroniques moldaves décrivent succinctement 1’attaque nocturne
de décembre 1467 contre la ville de Baia, menée par le voivode de Moldavie, Etienne le
Grand, contre I’armée de Matthias Corvin, roi de Hongrie. Chez le chroniqueur Nicolae

116
Vol. 7 No 2 (2024)
ISSN: 2003-0924



Costin (1660-1712), dans la Letopisetul Tarii Moldovei de la Zidirea Lumii pina la 1601
[Chronique du Pays de Moldavie depuis la création du monde jusqu’a 1601], on trouve
I’affirmation selon laquelle cette attaque a eu lieu pendant le « premier sommeil » des
adversaires :

« au coucher du soleil partit la cavalerie, et le voivode Etienne seul avec toute
I’infanterie, partirent, aprés la cavalerie, de Suceava jusqu’a Baia, ou ils trouvérent les
Hongrois endormis, insouciants, ivres, dans le premier sommeil ; faisait sombre, quand
tout semble plus terrible et plus effrayant. »® (Costin, 1942, p. 246)

Voici un autre exemple, issu d’une autre catégorie de documents, les documents
judiciaires qui sont des sources indirectes qui capables de fournir des informations
précieuses, des détails qui peuvent passer inapercus, sur les rythmes du sommeil. Dans
I’enquéte judiciaire sur les petites ou grandes criminalités nocturnes (vols de maisons,
braquages, meurtres, etc.), les victimes et les témoins déclarent soit qu’ils ne dormaient pas,
soit qu’ils étaient dans leur premier ou leur deuxiéme sommeil au moment du délit.

Le 21 mars 1780, le prince Alexandre Ypsilanti ordonne aux intendants du comté
d’enquéter sur la plainte de Marin, un tailleur d’Oltenita, qui poursuivait en justice son voisin
Stancu, 1’accusant d’avoir eu I’intention de voler de sa maison. Les serviteurs princiers, apres
I’enquéte, écrivent :

« Cette nuit-1a, vers deux heures, étant réveillés aprés le premier sommeil, avec sa
femme, dans la maison, ils entendirent un homme marcher devant leur porte et il (le
mari) dit qu’il y avait un tonneau de farine sous un belvédére qu’il avait devant sa
maison, il dit qu’il pensait que quelqu’un essayait de voler sa farine et, sortant de la
maison avec sa femme, il dit qu’ils ont vu Stancu courir sous la rive d’Arges, avec une
ceinture attachée autour de la téte et portant des bottes. »° (Cront, 1973, p. 882)

Dans un testament de 1786, Cozma, évéque de Buzau, fait don de tous ses biens
immobiliers de Bucarest au Monastére d’Arges, afin que ceux-ci soient bien protégés,
comparant sa mesure de prévention a 1’état d’éveil nocturne du propriétaire :

« Et le maitre de maison, prudent, lors de son premier sommeil, quand tout le monde
dans la maison dort, il veille encore avec plus de vigilance et il ne s’assoupit pas, car

c’est a ce temps-1a que les voleurs pénétrent dans les maisons des autres et les volent. »'°
(Andreescu, 2005, p. 198)

On peut supposer que les voleurs avaient agissaient dans les intervalles de temps
pendant lesquels ils étaient stirs que les propriétaires dormaient.

Le réveil inattendu du « premier sommeil » pourrait étre une raison pour s’adresser a la
presse, comme le fait un cordonnier roumain de Brasov. Le journal Tara Noastra [Notre
pays] de Sibiu publie sa plainte dans le numéro du 2 aott 1908 :

8 ... in apusul soarelui, au pornit toatd oastea caldrimea si singur Stefan voda cu toatd pedestrimea s-au pornit den Suceava

dupa calarime la Bae, unde afland pre unguri adormiti, fara de grije, beti, in somnul dintai, fiind intunerec, cand toate se vad
mai stragnice si mai infricosate.”
9 Intr-acea noapte, pe la doaud ceasuri treji fiind dupa intdiul somn cu sotia lui in casd, au auzit om umbland denainte usii
lui si fiidca zice ca avea o bute de faina supt un foisoras ce-1 avea dinaintea casei lui, zice cé i s-a parut cd umbla sa ii fure
faina si, esindu din casd afara dimpreuna cu sotiia lui zice ca l-au vazut pe acel Stancu fugind pe sub malul Argesului, legat
fiind cu brau la cap si cu cizmele incéltate.”
10 Si casnecul cel bine chibzuit, in somnul dintaiu cand toti ai casei dorm, el atuncea mai cu trezire privegheazi si nu
atipeste ca intr-acea vreme mai vartos au obiceiu furii a s@pa case streine si a le fura.”
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« J’ai été sur le point d’envoyer au diable un client et de lui frapper la téte avec la chaise.
C’était une nuit d’hiver. Le vent hurlait aux fenétres, Monsieur. Et quand je dormais le
premier sommeil, — le doux premier sommeil ! — toc-toc-toc, quelqu’un a la fenétre. ‘Qui
est-ce’ ? je demande. ‘“Toc-toc-toc’ on répond de I’extérieur. J’ouvre et voici un de ces
jeunes hommes : il revenait du bal, ou sa botte s était fendue en haut. »!!

Beaucoup plus ¢éloquentes se révelent étre les sources littéraires, qui mettent 1’accent
sur le temps de la nuit et du sommeil et parlent, de manicre directe ou indirecte, de 1’ancien
modele du sommeil biphasique. Ainsi, dans un livre populaire largement diffusé dans le
monde occidental mais aussi en Roumanie, La Vie du Bertoldo (traduit de I’italien et adapté a
Sibiu en 1799), on apprend que le héros parvient a s’échapper du palais de I’'impératrice en
volant la clé qui était sous son oreiller :

« ils ont mis leur oreille plusieurs fois pour écouter quelque chose a entendre et n’ont
entendu personne dans ces chambres, parce que tous dormaient leur premier sommeil ;
ils ont ouvert la porte, lentement. »'? (Georgescu, 1999, p. 222)

Dans un livre populaire du XVllle si¢cle, Halima (titre sous lequel le recueil de contes
orientaux Les Mille et Une Nuits s’est répandu dans 1’espace roumain), on trouve I’histoire du
sultan Schazenan qui rentre chez lui a I’improviste et découvre I’adultére de sa femme :

« Et il rentra seul dans son palais et se rendit directement dans les appartements de sa
femme. Celle-ci, ne se doutant pas qu’elle pouvait étre attrapée, avait emmené au lit, a
coté d’elle, I’esclave le plus bas de la maison. Et ils étaient tous deux plongés dans les
filets du premier sommeil. »'* (Chitimia & Simonescu, 1962, p. 32)

Dans le roman de 1’écrivain Nicolae Filimon, Ciocoii Vechi si Noi [Parvenus anciens et
nouveaux] (1862), ’hetman Cérabus est surpris par le mari cocu, tout nu, oint de mazout et
doté d’une paire de cornes fixées par des chaines sur la téte. Laissé ainsi dans la rue de nuit, il
doit traverser les taudis pour rejoindre son vignoble et demander de 1’aide. Ici :

« 1l se mit a frapper fort a la porte du vigneron, qui, étant dans son premier sommeil et ne

voulant pas se lever, envoya un domestique voir qui frappait a la porte. »'* (Filimon,
1971, p. 197)

Un moment nocturne, rendu avec des reperes temporels, dans lequel le « premier
sommeil » est illustré dans la nouvelle La Crucea din Sat [ Aupres de la croix du village] de
Ioan Slavici (1876) :

11" Era sd dau dracului pe un musteriu si si-1 trdsnesc in cap cu scaunul. Era o noapte de iarnd. Urla vantul pe la ferestri,
Domnule. $i cand durmeam somnul dintai, - dulcele somn dintai! - poc, poc, poc cineva in fereastra. «Cine-i»? intreb eu de
colo. «Poc-poc-pocy, raspunde el de-afard. Deschid si iatd un domnisor de acestia: venise de la bal, unde-i crepase ghiata in
varf.”

12 au pus urechea de multe ori ascultindu de se va auzi ceva si neauzind pe niminea intr-acele cimari, pentru ci si afla tot
dormindu intru somnul cel dintaiu, au deschisu usa incet.”

13 ,Si s-a Intors singur acasd, la palatul sdu, si s-a dus de-a dreptul spre incaperile femeii sale. Aceasta, nebanuind ci ar putea
fi prinsa, 1si luase 1anga ea, in pat, pe cel mai de jos rob al casei. Si amandoi erau adanciti in mrejele celui dintai somn.”

14 _incepu a bate cu tirie in usa vierului, care, aflandu-se tocmai in somnul dintai si nevoind sa se scoale, trimise pe un argat
sa vada cine bate la usa.”
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« Quand il est rentré a la maison, les enfants dormaient, Stan les a regardés, a écouté leur
respiration, puis il s’est déshabillé, il a éteint la lumiere et il s’est couché a son tour.
Quand Bujor est arrivé, il I’a réveillé de son premier sommeil. »'3 (Slavici, 1967, p. 39)

Dans la nouvelle du méme auteur, Moara cu Noroc [Le Moulin de la chance] (1881), le
meunier Ghitd s’était endormi immédiatement apres la tombée de la nuit, mais il est réveillé
par les chiens qui jappaient comme s’ils avaient rencontré un homme qu’ils connaissaient. Le
meunier ne voit rien par la fenétre dans la nuit noire. Sa femme se réveille, elle aussi, puis les
deux se rassurent sur le fait qu’il n’y a aucun danger et décident de continuer leur sommeil : «
Mais elle n’arrivait pas a dormir. Elle avait été réveillée de son premier sommeil. » (Slavici
1967 : 312-313). On retrouve également dans ce fragment le paysage sonore nocturne de la
campagne, ou les gens pouvaient immédiatement repérer tout son qui pourrait étre suspect.

Un autre auteur, Nicolae M. Condiescu, dans la nouvelle nsemndarile lui Safirim [Les
notes de Safirim] évoque une possible hypothése du sommeil segmenté :

« Dans les yeux de Madame Profi il lisait plus que I’indifférence méprisante a laquelle il
était habitué, quand, tard dans la soirée, rompant avec I’atmosphére de la vie sociale du
salon (...) il entra dans la chambre pour dormir. Son regard se posa sur le Maitre, qui,
apres avoir longtemps dormi, se réveillait, pour ensuite aller vers son deuxiéme sommeil.

»16 (Condiescu, 1935, p. 41)

Dans le roman de Sandu Teleajen, Porunca Inimii [Le commandement du ceeur], qui
é¢voque le monde rural roumain en Munténie au début du XIXe siecle, on décrit le drame
d’une jeune femme, dégue par son mari et sa famille, et contrainte de prendre la décision de
s’enfuir trois jours apres le mariage :

« Quand elle pense que tout le monde dans la maison est plongé dans son premier
sommeil, elle se 1éve doucement du lit, prend ses vétements a la main et, pieds nus,
uniquement en chemise — parce que c’est 1’été et sa belle-meére dort dans le belvédére —
elle se faufile par I’arriére du hall du véranda. »'7 (Teleajen, 1933, pp. 30-31)

En arrivant au portail, elle est surprise de voir sa belle-meére assise sur le banc, en
compagnie d’un inconnu, ces deux contrariant sa fuite. Dans ce cas, la premiére partie de la
nuit peut étre pour certains 1’occasion d’une sociabilit¢ nocturne, et pour d’autres une
opportunité d’approfondir le premier sommeil. Dans ce modéle segmenté, les individus
n’avaient pas le méme rythme de séquences du sommeil.

Des indices du sommeil biphasique existent dans les mémoires également. Eusebiu
Camilar dans ses souvenirs (Cordun, 1942), décrit son enfance passée dans un village de
Bucovine. Son pére, malade, mourant, lisait a haute voix 1’Apocalypse de Jean, pendant la
nuit, dans la piéce ou dormaient également d’autres membres de la famille :

« Je me couvrais la téte avec le tissu. J’ai fermé les paupiéres et les visions de
I’apocalypse apparaissaient quelque part en moi. J’avais peur et je m’accrochais a Alecu,

15 Cand a venit acasi, copiii erau culcati, Stan a privit la ei, a ascultat risuflarea lor, apoi s-a dezbricat, a stins lumina si s-a
culcat si el. Cand a venit Bujor, 1-a trezit din cel dintai somn.”

16 _Tn ochii coanei Profi, cetea mai mult decét indiferenta dispretuitoare cu care se obisnuise cand, seara tarziu, rupandu-se
din atmosfera sindrofiei de salon (...) intra in iatac sa se culce. Privirea i se oprea asupra Jupanului, care, culcat de mult, se
trezea, pentru ca apoi sa treaca la al doilea somn.”

17 ,Cand socoteste ci toti ai casei sunt adanciti in somnul dint4i, se ridica binisor din pat, isi ia hainele in mana si, descultd,
numai in camase - fiindca e vara si soacra-sa doarme in foisor - se furiseaza prin dos pe salita cerdacului.”
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qui ronflait doucement dans son deuxiéme sommeil vers I’aube. »'® (Camilar, 1942, p.
89)

Dans la nouvelle Alcyon sau Diavolul alb [Alcyon ou le diable blanc] (1949) de Vasile
Voiculescu — un écrivain qui allie le mythique au réalisme dans ses textes — plusieurs éléments
constitutifs du sommeil biphasique sont suggérés. Amoasei, un célébre voleur de chevaux, vient
de nuit voler I’étalon arabe blanc du manoir du boyard Marghiloman. L’étalon le sent et
commence a s’agiter violemment dans 1’écurie :

« Réveillé par tant de bruit, tout le monde, tiré du premier sommeil, courait avec des
lanternes et des armes pour voir ce qui se passait. » Les gardes et les domestiques pensent que
I’étalon a été effrayé par une souris et se couchent. Mais < vers minuit, une autre alarme, plus
importante, les réveille a nouveau. Le voleur aiguillonnait sans cesse I’étalon qui courait
agiteé¢ dans I’écurie. > Encore une fois, les gardes pensent que quelque chose est arrivé par
hasard a I’étalon et ils se couchent. Enfin : < Les gens de la cour dormaient leur plus doux
sommeil, celui de la troisiéme ronde de garde », lorsque le voleur parvint a attirer 1’étalon
avec un poil imbibé de 1’odeur d’une jument en chaleur et & sortir avec lui, tranquillement,
par la porte. »'° (Voiculescu, 1998, pp. 260-261)

Nous avons ici trois marqueurs temporels nocturnes : « premier sommeil » — la premiére
alarme, « minuit » — la deuxiéme alarme et le doux sommeil de la « troisiéme ronde de garde ».
Le systéme militaire roumain de surveillance de nuit a I’époque médiévale était 1’ancien systéme
romain consistant a mesurer ’heure de la nuit en quatre rondes de garde. La premicre
commengait au coucher du soleil et durait jusqu’a neuf heures du soir, la seconde se poursuivait
jusqu’a minuit, la troisiéme durait jusqu’a trois heures du matin et la quatriéme se poursuivait
jusqu’au lever du soleil. On peut donc supposer que le voleur de chevaux atteint son but pendant
le « deuxiéme sommeil », a trois heures du matin.

Il est intéressant de noter que cette habitude du sommeil segmenté semble avoir été
pratiquée non seulement par le peuple, mais aussi par les membres de 1’¢lite. Carmen Sylva, le
pseudonyme littéraire de la reine Elisabeth de Roumanie (1843-1916), décrit les précautions
qu’elle prenait pour ne pas perturber 1’horaire de travail de son mari, le roi Charles I* : « Chaque
fois que je rentre tard le soir, je dors sur le canapé de ’atelier, afin de ne pas troubler le premier
sommeil du Roi, qui travaille chaque jour jusqu’aprés minuit. »*° (Sylva, 1913, p. 782).

Dans sa jeunesse, le futur linguiste roumain Sextil Puscariu avait été recruté comme officier
pendant la Premiére Guerre mondiale, car il était né a Brasov et donc citoyen de I’Empire austro-
hongrois. Ainsi, il connaissait les rigueurs de la vie militaire et notait quotidiennement ses
impressions dans un journal. Il €crit, le 28 octobre 1915, dans une caserne de Vienne : « Il va
falloir que je m’habitue a dormir sans interruption. Mais je pense que je le supporterai facilement.
»?! (Puscariu, 1978, p. 96, notre traduction). Un an plus tard, dans la nuit du 27 aofit 1916, la
Roumanie entre en guerre contre I’ Autriche-Hongrie, I’armée roumaine attaquant par surprise en
Transylvanie. Sextil Puscariu était chez lui, en permission. Avant de se coucher, il a lu quelques
pages d’un roman : « A 1 heure du matin, j’ai éteint la lampe électrique. Alors que je dormais le

18 _Eu imi acopeream capul cu folul. Stringeam pleoapele si vedeniile apocalipsului apdreau undeva in mine. Mi-era frica si
ma stringeam linga Alecu, care sfordia linistit in somnul al doilea dinspre ziua.”

19 Sculatd de atta larma, toatd lumea, trezitd din somnul dintai, alega cu felinare si cu arme sd vada ce se petrece.” (...) ,,pe
la miezul noptii, altd alarma si mai mare ii desteptd iar. Hotul imboldea fara astdmpar armasarul, care alerga involburat in
grajd.”(...) ,,Oamenii curtii dormeau cel mai dulce somn, al strdjii a treia.”

20 De cateori ma intorc, seara tirziu, dorm pe canapeaua atelierului, pentru a nu turbura somnul dintai al Regelui, care
munceste fiecare zi pand dupa miezul noptii.”

21 Va trebui sd ma deprind cu somnul fard de intreruperi. Dar cred c-am si-1 suport usor.”
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mieux mon premier sommeil, j’ai soudain cru entendre des trompettes d’alarme. »*? (Puscariu,
1978, p. 148).

En conclusion, seule une étude plus approfondie, mobilisant toutes les catégories de sources
disponibles  (historiques, anthropologiques, ethnographiques, folkloriques, littéraires,
mémorielles, etc.) — interprétées avec prudence, avec une méthode critique — peut apporter la
réponse a la question si la fragmentation de la nuit était une réalité vécue également dans la
société rurale et urbaine roumaine du pass€. Une telle recherche implique un effort documentaire
remarquable, aussi bien qu’un travail d’équipe.

L’histoire et 1’anthropologie de la nuit, voila un théme que l’on retrouve dans
I’historiographie roumaine uniquement au... crépuscule. Autrement dit, en termes de Night
Studies, au début.
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Abstract

Intellectuals and artists have been crafting an image of the Romanian peasant as the building block of
the nation since the second half of the 19th century. The process went hand in hand with the
modernization of the elites, and the peasant was thus mainly ‘discovered’ within the cultural
framework of Romanticism,—as the ‘eternal autochthon’ (Mihdilescu,2017, p.173), creator of the
specific Kultur of the Romanian people. However, dramatic social transformations such as the
difficult transition period of the "90s have shifted the focus from a complimentary representation of
the peasant as the national foundation — and all the positive characteristics of his/her habitus in terms
of material, spiritual and aesthetic values— to a rather alienated and anachronistic figure coming
across as a burden that has to be carried into modernity by the enlightened social strata. This paper
uses visual analysis, grounded in Barthesian semiotics, to explore the changes in modes of
representation of the peasant in popular media from the depository of national values to a marginal
lower class, striving to keep up with the urban lifestyle. Various portrayals of peasants in TV series
and sketches, movies and memes point to the degradation of the peasant figure in the public
imagination. Images of poverty, bad taste and a lack of hygiene seem to pollute the bodies, garments
and home environments of the rural characters, with a toxic effect on their language and behaviour as
well. Although there have always been derogatory images of the peasants in the discourse of the elites
(Mihdilescu also coined the term ‘domestic primitive’ for the representation associated with the
historical tendency to portray the peasants as a backward population incapable of progress), in
recent times this tendency has prevailed, especially with the rural-themed successful TV series Las
Fierbinti, for mainly ideological reasons which will be discussed. Thus, apart from deconstructing a
national myth, I argue that the representation of contemporary peasants and their degenerating
habitus also contributes to the polarization in the Romanian society.

Keywords: peasant; popular media; representations; stereotypes; polarization.

1. Introduction

A team of first responders has been called to the village of Fierbinti after a local man
fell motionless in the dirt. One of the paramedics lifts an empty bottle from the ground and
sighs: ‘Alcoholic coma, the local specialty...’!. There is bitter resignation to the
professional’s attitude in this scene from the TV series Las Fierbinti. The message is clear:
expensive resources are spent each time a drunkard loses consciousness by the side of a
village road. This is how intelligent, modern structures like the emergency services are
wasted on the mess the rural world has become. The villagers are lazy and thus poor, they
don’t contribute taxes to maintain the modern structures, and they are too uncivilized to

! Original text: “Coma alcoolicd, specialitatea local...”
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refrain from drinking and too ignorant to vote the correct way — to vote for the complete
Westernization of Romania. In a nutshell, this is the portrait of the villager put forward by the
most viewed TV show in the recent history of Romania.

This essay analyzes elements of visual rhetoric (Barthes, 1964; Danesi, 2017) to argue
that post-socialist media have contributed to the mainstreaming of a derogatory image of the
Romanian peasant. This iconographic slide towards the pejorative has played a role in the
advancement of a specific form of social polarization. Studies spanning the last decade have
shown polarization to be a general social and political phenomenon with an acute
manifestation in the United States, where it has been framed generally as a recent pathology
of the democratic process (Iyengar & Westwood, 2015; Abramowitz, 2010). Europe has its
own forms of political polarization, but what they have in common is a shift from ideological
to affective messaging (Iyengar et al., 2012; Bettarelli et al., 2022). Recent scholarship has
tended to investigate the polarizing effects of social media and internet culture (Lelkes et al.,
2017, among many others), while others (Gill, 2022; Taibbi, 2019), have associated negative
feelings towards social and political outgroups with exposure to televised media discourse.
Social and political polarization in Romania has been the focus of several studies in recent
years, either correlated with cultural patterns (Grecu, 2021), the urban-rural educational gap
(Zamfir, 2017), or geographically distributed inequality of opportunity (Pop, 2023). This
essay takes a different approach, inquiring how media representations build on historical
negative perceptions of the rural population and on the complex cultural and economic
consequences of the chaotic 1990s in order to present the Romanian public imagination with
an image of the peasant heavy with ‘blemishes of character’ (Goffman, 1963, p.7), thus
adding another representational layer to the already growing multiple forms of polarization.
The examples used here will be mainly drawn from the series Las Fierbinti, but occasionally
other media content will be used to illustrate important points. The portrayals in the show will
be analyzed as visual texts, meaning ‘composite semiotic forms’ (Danesi, 2017) combining
smaller signifiers into more complex constructions (Sebeok & Danesi, 2000) conveying an
ideological message that can be decoded and interpreted.

2. Context

Ever since the creation of the modern Romanian state, the persistence of a ‘peasant
issue’ (chestiunea tardaneascad) in the public consciousness has carried with it a perception of
a fundamental gap between the modernizing urban classes and the rural masses. A paradox
was haunting Romanian nation-building: the bulk of the population had to be moulded into a
‘foundation of the nation’ by urban intellectuals who felt they were already part of a different
nation. Garabet Ibraileanu makes this clear in 1909, noting that no other people has taken
such a
distance from itself (1979, p. 128). The nation-building project functioned as the rhetorical
pretext for such distancing, as Verdery remarked:

The ideological process also constructed through discourse a relation to the lower
classes, especially the peasants, that perpetuated their subjection, setting the masses
squarely in another camp from those who spoke for them and precluding a new
political relationship among groups. (Verdery, 1995, p.71)

More recent work has argued in the same direction (see Borza, 2022 for the distance
between the rural world and the elites as expressed in interwar novels). Efforts to close the
gap were unsuccessful throughout the 20™ century. In 2017 anthropologists would still
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identify a “discourse of two Romanias™? (Mihiilescu, 2017, p. 172, our translation), often
predicated upon the metaphor of the ant and the grasshopper: the backward Romania of the
countryside is poorer than the dynamic urban Romania simply because it is lazier. Sometimes
the other-mirroring narrative becomes almost farcical: “He wasn’t a shepherd because he
didn’t smell of sheep’, denounced a senator during a sheepmen’s protest. ‘He smelled of
perfume, like us. A shepherd smells like sheep and doesn’t wash.”® (Mihiilescu, 2017, p.
172, our translation). This essay contends that current media portrayals of peasants contribute
to the deepening of this social chasm, but this time by abandoning any luster of Kultur as
described by Norbert Elias in The Civilizing Process. For Elias, “Kultur refers essentially to
intellectual, artistic and religious facts” rather than economic and political or social realities;
it is in Kultur that “the individuality of a people expresses itself” (Elias, 1939-2013, p. 6-7);
Zivilisation on the other hand is in the German acceptance a much more dynamic process, by
which modern European societies have pacified themselves through the refinement of mores.
Romantic and post-Romantic intellectuals have tended to stress the Kul/tur of Romanian
peasants as the legitimizing force in the process of nation-building. But throughout the 19™
and early 20" century the cultural specificity of the peasants as “eternal autochthons*
(Mihailescu, 2017, p. 173, our translation) also functioned as a justifying shield for the
preservation of material conditions perpetuating the gap between the peasants and the elites,
keeping the rural masses in a subaltern position. Without its Romantic distinction in terms of
Kultur, the rural population’s lack of Zivilisation lays bare. I follow this transformation in our
social representation of the peasant as an alteration of the represented habitus mainly in TV
productions. The argument cannot be fully sustained without a brief historical overview of
the representation of the peasant in the Romanian political imagination.

3. The Birth of an Icon

The Herderian idealization of peasants was an ideological import by young Romanian
intellectuals from German universities, applied to the rural population they were discovering,
in some cases not unlike European travellers who would discover natives in the Americas.
Alecu Russo’s Moldavian travel essays clearly illustrate the transfer of the Noble Savage
trope from the Western cultural tradition to the local intellectual discourse about peasants.
This discovery of the local population (also framed as efforts to “conquer the peasantness”,
Cosma, 2022) provided the opportunity for developing the nationalist political project. The
‘eternal autochthon’ needed a face, and the icon of the peasant was born before the actual
sociological knowledge of rural communities. As Sdrobis puts it, “until the beginning of the
20th century, the Romanian peasant was rather portrayed than analyzed” (2021, p. 220). Two
examples would suffice to show how the image of the peasant became an emblem of
nationhood. An engraving from 1881 pictures the young prince Carol being crowned by two
young girls clad in approximate peasant attire. There is visible artistic license to the depiction
of the girls: they wear shoes and puffy skirts, European bourgeois style. At this point, Kultur
informed a relatively simple political idea and was yet to be explored. On the other hand,
liberal-minded elites had to negotiate a Western trajectory for the recently formed country®.

2 “Discursul celor doud Romanii”
3 "Nu era cioban pentru ¢ nu mirosea a oi', denun{a o senatoare in timpul unui protest al pastorilor. 'Mirosea a parfum, ca
noi. Un cioban miroase a oi §i nu se spala".
4 “Autohtoni eterni”.
3 One disheartening experience for the young nation’s efforts to present its Ku/tur on the European stage was the rejection of
Romanian peasant costumes by the director of the Paris Exhibition of 1867: the objects were considered “an almost savage
display, rude furs, straw-packed specimens of the fauna of the forests and mountains, men’s clothes in embroidered leather,
wool in various colours, a few women’s dresses in which already the Orient is manifest” (D. Kaempfen in Paris-Guide, 632,
cited by A. Drace-Francis, 2013, p. 57).

126

Vol. 7 No 2 (2024)
ISSN: 2003-0924



The German-born Carol needed to be symbolically adopted into Romanianness, but at the
same time Romanianness needed to be upgraded — for the moment only visually — to
Zivilisation. The peasant girls in the engraving have a charmingly rustic appearance that
places them in the vicinity of David Teniers the Younger’s idyllic characters rather than in a
Wallachian village.

The second example is the 500 lei banknote issued in 1924, where the reigning digit
in its glorious rationality is flanked — again — by two young peasant women. Years of facing
the harsh rural realities (meaning a more expert knowledge of the social, economic, and
cultural realities in the villages) had tilted the iconographic representation of the peasant
women toward realism. The women are barefoot, and there’s ethnographic detail in their
clothes and the distaff that one of them holds up. However, their physiognomies and posture
(including the distaff) are firmly placed in the Western academic pictorial tradition: their
features are Greco-Roman, hinting at the Romanians’ Latin origin, a perceived historical fact
vital for the elites’ aspiration to being part of Europe. One of the women nurtures a baby,
both a vision of the future and an iconographic reference to the Virgin Mary.

The role of the icon was to underline the narrative about the political, economic, and
social possibilities of a nation founded upon the peasantry. As in other countries in the
Balkans (see Daskalov & Mishkova, 2014), parts of the intellectual elite were proponents of
the Third Way, agrarian ideologies centered on the potential of the peasant household as an
economic unit to sustain a type of development carefully suited to the needs of the people.
Both the needs and the people would be defined by the same elites; since, as Bourdieu
noticed, the discourse on the identity of the peasants has always been the monopoly of other
social classes (1977). Reality was visible through the cracks, however: in a parliamentary
speech from 1907, historian Nicolae lorga (himself an advocate of the Third Way) bitterly
admitted the Romanian peasantry was the ‘most backward’ of all European peasantries
(2016, p. 26).

4. An Ambiguous Icon

lIorga’s remark points to the awareness within intellectual circles of the gap between
the idealized image of the peasant and the reality of downtrodden rural masses. Based on the
ideological option, many intellectuals chose to blame this silent majority for the country’s
inability to keep up with advanced Western societies. Disputes such as this were common
throughout the end of the 19'" century and the first half of the 20" century.

Mr. Pogor, returning to his favourite theme, began to shout: (...) ‘A people with no
literature, no art, no past civilization, is not worth the time of historians. (...) While
France had produced Moliére and Racine, the Romanians were in complete barbarity’(...).
Then Eminescu, sitting in a corner, rose and said uncharacteristically violently: ‘What
you call barbarity, I call the wisdom of a people developing according to its own genius,
sheltered from the influence of foreigners’ (Panu, 1942, p. 99-100, our translation)®

Baérbulescu (2015) has shown the contradiction at work in the reports of country
doctors responsible for the praxis of ‘civilizing’ the rural masses. Believers in the cultural and
even racial uniqueness of the Romanian people, they had to account for the harrowing state of
its health and hygiene and for widespread alcohol addiction. Medical reports present “a social

¢ Original text: “DI Pogor, revenind la tema sa favoritd, a inceput sa strige : (...) Un popor care nu are o literaturd, arti, o
civilizatiei trecutd, acela nu meritd ca istoricii sa se ocupe de el. (...) Pe cdnd Franta produsese pe Moli¢re si pe Racine,
Romanii erau intr-o barbariecomplectd. (...) Atunci Eminescu, care sedea intr-un colt, se ridica si, cu un ton violent,
neobisnuit lui, zise : ‘Ceea ce numesti d-ta barbarie, eu numesc asezarea si cumintenia unui popor, care se dezvolta conform
propriului sau geniu, ferindu-se de amestecul strainului’”’.
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hell” — physical wretchedness transformed inevitably into moral wretchedness, disease, and
suffering on a large scale. These reports became an important vehicle for propagating
negative stereotypes about the peasants. The doctors had to resort to the motif of the
‘degenerated race’, already used by other observers of the countryside in the 19" century
(M.Eminescu, A.D. Xenopol) to make sense of the daunting gap between the idealized
representation of the village and what they perceived as its reality. Barbulescu himself
confesses he had perceived the countryside as an idyllic world with peasants dressed in clean
and beautifully adorned clothes, whom he interpreted as the “quintessence” of Romanianness
(Barbulescu 2015, p.77).

The real peasant should be somewhere halfway between the despondent ‘domestic
primitive’ and the Romanticized autochthon. However, these two antagonistic but often
coexistent conceptions clearly account for the culturally imported imagological dichotomy of
noble savage/barbarian. The interplay of these two angles in the conception of the peasant has
underlined the othering process of the rural population throughout Romanian modern history.

Overcoming prejudice in both directions was at the heart of Dimitrie Gusti’s
sociological inquiries into rural life. However, his students, with various ideological
backgrounds, had trouble situating the urban subjectivity in relation to peasantness,
conceived as sameness but felt as otherness, and the village as ‘terra incognita’ (Stahl, 1946).
Many of them, such as Ernest Bernea, Traian Herseni, H.H. Stahl or Mircea Vulcanescu,
explored this unknown terrain clearly rooting for the noble savage, or rather the eternal
autochthon.

Sociology was thus put to work for the ‘regeneration’ of the nation (Golopentia,
2021). The monographers tended to see their work as a bulwark against social processes they
believed were destroying the Romanian social fiber. Degeneration was conceived as an
alteration of habitus. In the 1930s, Anton Golopentia complained about the slow degradation
of traditional clothing in the villages of Runcu and Goicea Mare, as women were gradually
giving up weaving and tended to dress more and more in brightly colored urban knitwear.
(Golopentia, 2021, p.16).

This attitude is relevant to what was to happen once popular media took over the
representation of peasantness, particularly in light of another of Golopentia’s remarks
concerning generational transformations in the rural space. He saw a ‘cultural interregnum’ in
the discarding of patriarchal values by younger generations. Golopentia identified a ‘danger
of nihilism’ in rural communities where ‘elements of the modern civilization concerning the
economy, health, the understanding of the world’ (quoted in Butoi, 2015, p.193) would still
be missing. Thus, the ‘greening of the iron cage’ (Costinescu, 2018) of modernity, which
was the programmatic basis for Gusti and his teams’ efforts, would turn out to be illusory, as
many of the sociologists attached to the project, such as H.H Stahl and Mihai Pop, seemed to
be convinced that pristine traditional culture was on its way to extinction. Gustian scholars
were joined by proponents of the Third Way in distrusting the civilizational potential of the
peasantry. lonut Butoi thus wonders what could be expected from the detractors of the
peasantry if its ideological supporters
conceived of it in such condescending ways (2015, p.191). The liberal Stefan Zeletin would
dismiss the peasantry as ‘an inferior people’ dominated by fear, a young Emil Cioran would
complain about the rural masses’ lack of vitality and sense of historical defeat and so on.
These intellectual discussions were interwoven into the complexities of the nation building
process.

The Romantic iconography of the peasant however never ran out of vitality, surviving
successive political regimes despite the gloomy perspective of intellectual elites. The othering
of the peasant and distancing from the rural space were conveniently obscured by the
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idealizing discourse about the peasant. The peasantry was not framed in popular discourse as
a lower class; but, at most, as a waning aristocracy of sorts; in need of technical help in order
to play its part in the economic and social advancement of the nation. The peasant was
usually, and more so in popular culture, imagined as the inexhaustible fountain of the national
spirit. Rural habitus and material culture, more or less faithful to locality, were increasingly
commodified for cultural consumption throughout the interwar period and then again from
the 1960s on, with what is usually considered Ceausescu’s return to a form of nationalism.
The only hiatus in this continuity was the 1950s, when the regime change had important
effects on the image of the rural population in popular media, at the time mainly propaganda
posters, magazines and films. The representation of the peasants became de-folklorized, as
they were expected to leave their old ways behind and join the international proletariat.
Portrayals of peasant men and women in the 1950s, increasingly influenced by socialist
realism and Soviet esthetics, leave aside visual elements of cultural specificity to the point
where it becomes impossible to distinguish between posters from Romania and Hungary or
any other socialist country. This period of valued indistinctiveness, premised on the “unique
Soviet impulse to transform society” (Haber, 2014), was, however, brief and left a bitter taste,
particularly to the intellectuals of Gusti’s school, many of whom had been politically
persecuted.

5. The Role of Television

The national television was instrumental to the regime’s recycling of the peasant icon
under the socialist regime (Urdea, 2018; Matei, 2013). Under strict ideological control until
1989, television programs would broadcast the official edulcorated image of the rural world,
mainly in a celebratory vein. As Radulescu (2020) points out, as a fresh locum of cultural
activism, from 1956 on television took over from the radio the mission of shaping the ‘old
man’ into the ‘new man’ of the communist regime, reframing tradition with input from
academic folklorists, government officials, local activists and, not least, TV editors. As both
the Army and the Securitate were endowed by the end of the 50s with musical-choreographic
folklore ensembles, the stereotypical image of the peasant was suddenly becoming more rigid
and predictable than ever. A campaign to ‘depollute’ popular party music of Gypsy and other
Balkan influences in the 1980s also contributed to a sense of malaise experienced by
segments of the audiences towards officially approved folklore and the aseptic portrait of the
peasant that came along with it. After 1989, these feelings of saturation were already fully
expressed:

In January 1990, when the national television channel dared to resume its folklore
shows, some viewers were outraged. They perceived folklore as a fake in the service
of communist propaganda and took advantage of the momentary confusion of the
national television (the only one existing then) to publicly express their indignation:
that was not what freedom looked and sounded like! (Radulescu, 2020, p. 253)

No one was sure what freedom looked and sounded like. In terms of representations,
the 1990s were times of ‘chaos’ (Catherine Durandin, quoted in Banica, 2014). And it is in
the 1990s that the most disturbing representations of the peasant found their way onto TV
screens and comedy stages. Throughout the consumerist boom that followed, as multiple
television channels were recovering, this time for profit, the still festive, but less politicized
folkloric peasant, deprecatory comedic images of the rural poor were gradually being
mainstreamed into the Romanian public consciousness.
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6. A Shift in Subjectivity: the 1990s, Leana and Costel

The first to popularize derogatory images of visibly rural characters was the comedy
group named Vacanta Mare. In the 1990s, they created the stage (soon turned into a TV) duo
Leana and Costel, a married couple from the village of Sadova, Dolj district, home to one of
the group members. This aspect needs to be stressed: this isn’t the kind of distancing
performed by the intellectual elite, who switches easily from showing interest and
benevolence to surgical lucidity as to what the peasant has become. It’s ‘waterfall contempt’
(Todd, 2020) from cultural creators recently separated from the peasant way of life and eager
to signal this newly created gap as a form of socio-cultural evolution. Leana and Costel, both
played by men, are poor and unemployed. They are situated in the space of transition from
subsistence agriculture to employment in capitalist agricultural enterprises, following the
collapse of the perceived inefficient collectivized farming system. This space of transition
seems to be empty’.

The couple is poor, but poverty is a consequence of their laziness rather than of
structural inequalities and bad public policy. They’re both heavy drunkards, quasi-illiterate
and domestic violence is a daily occurrence. They’re particularly ignorant and gullible,
victims — especially Leana — to various quackeries. Behavioural flaws like alcohol
consumption, a lack of hygiene, ignorance and violence have led to their child growing up
with very visible physical and cognitive impairments (which might also be genetic, a trace of
the race degeneration motif). This sordid rural fresco employs all the blemishes of character
that country doctors would identify in the peasantry in the 19™ century: idleness, an
unsanitary lifestyle, alcohol addiction and so on. This time, however, it is descendants of the
actual peasants who take over the denigrating discourse, while at the same time hinting
ironically at the eternal autochthon iconic image: Leana and Costel’s everyday surroundings
contain visual cues referring the viewer to the Romanticized peasantry and its material
culture. However, the pure aesthetic forms claimed by promoters of the eternal autochthon
have vanished. Their surroundings are a hybrid of low-quality peasant objects and post-
communist kitsch, unsavoury to the taste of Westernized audiences.

With Leana and Costel, the 1990s had become a slippery slope in terms of the
representation of the peasant. Modernization was happening fast, and the rural population
seemed to be left behind. In the official nationalist vein, the comedy TV representation of the
peasant had been an instrument of measuring what was deemed fit for Romanian society from
everything that was going on outside the cultural and political borders of Romania. The
classic character was Nea Marin, created and played in the 1970s and ‘80s by actor Amza
Pellea. Originating from the same geographic and cultural area of Romania as Leana and
Costel, Nea Marin was neither dirty, nor stupid, although he was obviously not a product of
formal schooling. His peasantness was in many ways harlequinesque (see Bottini, 2015),
serving as a device to showcase other characters’ obtuseness; his peasantness was thus
equated with a specific type of common sense, predicated on local patterns of speech.

7An article on a news website from 26 February 2016 correlated two pieces of information under the headline Backward
Romania: two thirds of the village houses have toilets outside the house (the famous ‘backyard toilet”) and 80 per cent of the
people on social welfare live in rural areas (Zamfir, 2016). Another piece of news, also from 2016, provides welfare statistics
for Southern Romania; Sadova, Leana’s village, has the highest number of welfare recipients, but the mayor’s explanation
was ignored by Vacanta Mare: ‘There are no employers, the Administration of State Property has leased 2500 hectares on
which they grow nothing now. This used to be the main employer in the region. There were peach and plum orchards, there
were vineyards where my fellow citizens would work and earn a salary’ (Original text: “Obiective economice unde sa
munceascd oamenii nu sunt. in plus, Admnistratia Domeniilor Statului a arendat o suprafati de 2.500 de hectare pe care nu
se lucreazi nimic. Inainte, acolo era principala unitate care absorbea forta de munci. Erau plantatii de piersici, de pruni,
podgorie, unde oamenii desfasurau activitate si castigau un ban, Danescu”, 2016).
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Leana and Costel appealed to a different audience with a different message. It’s the
peasants who are obtuse and rather inarticulate; they no longer possess a valid worldview like
Nea Marin. The audience doesn’t laugh with Leana and Costel (Nea Marin’s sketches were
collectively titled Let’s laugh with Nea Marin), they laugh at them. These transformations
obviously didn’t happen all of a sudden, and certainly not without criticism. Vacanta Mare’s
portrayal of the peasant was bitterly contested, but it didn’t die. Instead, it spilt over in
mainstream media, especially starting in 2012, when the first Las Fierbinti episodes aired.

It is also important to remember that the various TV channels specialized in consumer
folkloric music have also proposed their own representations of the peasant, recycling the
simplified and idealized image of the generic regional peasant (Moldavian, Dobrudjan,
Transylvanian, from Maramures, Oltenia etc.) together with their respective musical styles.
Cosma and Constantiniu (2022) have delved into the origins and appeal of muzica populara,
a form of entertainment consumed by the masses, but frowned upon by educated strata. The
same folklorized material, be it music or visual imagery related to the rural world, shifted
from cultural state propaganda to capitalist consumption in the post socialist decades, losing
some of the concern for authenticity, but maintaining the sense of pride and national identity.
Thus, characters such as Etno TV’s Varu’ Sandel, played by Sandu Pop, would extend some
of Nea Marin’s features for consumption by nostalgic, mostly elderly audiences. Carefully
avoiding the blemishes of character associated with the anti-Romantic view of the peasant,
Sandu Pop’s character strived to be witty and endearing, inviting the audience to identify
rather than distance itself from him. However, as ratings have repeatedly shown over the
years, the rural figures in Las Fierbinti, akin in many ways to Leana and Costel, seem to have
won the battle for cultural significance.

7. Characters in Las Fierbinti as Representations of Altered Peasant Habitus

The show premiered on March 1% 2012 on the private television channel ProTV and
has constantly enjoyed the most extensive national viewership, with only slight variations,
throughout its 22 seasons. Episodes are watched on average by 1.2, sometimes reaching 2
million viewers (Rdducanu, 2023). A comedy of manners set in a rural community about 45
km from Bucharest, Las Fierbinti satirizes the behavior of contemporary villagers as they try
to keep up with the modernizing processes sweeping through the almost adjacent urban
environment. As a postmodernist cultural product, the series attempts to deconstruct the
idealized representation of the countryside and presents a “postrural’ space (Murdoch, 1993)
where various trends and ideas compete for the villagers’ (and consequently the viewers’)
attention. However, as the next pages will show, this view of the village entails a different set
of stereotypes under the guise of a ‘realist’ or rather a ‘disenchanted’ gaze. Far from being an
attempt to represent the peasants as they work through processes of redefining themselves
(Kearney, 1996), it’s an exercise in othering the rural population by depicting it once again as
backward and barbaric.

Laziness

According to classic anthropological definitions, and to the typical imagined peasant,
we might add, peasantries everywhere are characterized by attachment to the soil, the local
community, and to tradition (see Redfield, 1955) —and it’s precisely these important elements
of habitus that break apart in post socialist media images. Peasants work the land for
subsistence. This is why, in the idealized representation, they would be hard-working and in
tune with natural cycles. This characteristic of the peasantry was historically considered at
odds with the macroeconomic development of the Romanian principalities, which saw
specific forms of agro-capitalism destroy the pre-existing communitarian peasant structures
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(Stahl, 1946, Chirot, 1976). Well-known characters in Romanian novels would embody these
economic shifts by emphasizing the almost pathological desire to own land. Rural literary
characters such as Ion (from Liviu Rebreanu’s homonymous novel of 1920) or Petre Petre
(from the same author’s The Revolt) are dominated by a longing for land (which in Petre
Petre’s case turns into lust and the rape of a woman from the oppressing boyar class). These
novels are part of the Romanian literary canon, and the two characters are widely known.
They are represented with strictly peasant dispositions, “perhaps coarse, but dignified and
sure” (Banton, 1964, quoted in Halpern and Brode 1967, p. 50). It’s thus telling that Firicel,
one of the characters in Las Fierbinti, has been visually constructed to resemble the film
versions of lon and Petre Petre. Played by actor Cuzin Toma, Firicel is one of the most rural-
looking figures in the series: tall, muscled, wearing a moustache and always a little straw hat,
the epitome of imagined Romanian peasantness in its healthy and rough masculine form. His
dark hair, black eyes and prominent cheekbones concur with this idealized; but rather
ambivalent image: both Ion and Petre Petre are dangerous young alpha males and the cultural
iconographic tradition in which they have been created arguably goes back to Ovid’s
Scythian barbarians looming at city gates. It’s a-significant aspect, because Firicel is only
visually related to Ion and Petre Petre. Their most important moral feature, the desire to
possess and work the land, and their active disposition, are completely absent in Firicel. He is
irredeemably lazy.

What Firicel still has from these peasant figures is the frustration of living in poverty.
However, this poverty isn’t presented to the viewer as deeply unjust — or perceived by the
character as deeply unjust, as in the case of Ion and Petre Petre or Stan Tugurlan from Marin
Preda’s novel Morometii, who have a sense of the historical injustice done to poor peasants.
Firicel wakes up at after 10 a.m., whenever he works, he does a sloppy job, but instead of
work he prefers to drink, straight from the bottle, sitting against fences like a vagabond and
letting his large family struggle with daily insecurities. This message attached to his attitude,
in conjunction with his wasted physical robustness, carefully constructed to look as pleasant
as possible, is thoroughly ideological in substance.

Recent social and economic developments have tended to create the perception that
the rural masses are free-riding on the capitalist industriousness of the urban educated class,
the real producers of wealth in post-communist Romanian society. They have to pay taxes for
the state to provide welfare to all the unemployed ex-peasants like Firicel. To the current
economic ethos, ‘poverty is not a misfortune to be pitied and relieved, but a moral failing to
be condemned’ (Tawney 1937, p.116), so economic success is due to individual character
rather than social circumstances. If the urban classes used to have at least some dim
awareness of living off the hard agricultural work of the peasant (see the dialogue about the
‘peasant question’ at the beginning of Rebreanu’s The Revolf)— in post-communism it’s the
rural poor that are framed as parasites. This change in perception is traceable in current media
visual rhetoric. Former Labour Minister Raluca Turcan ‘sent to work” almost 10.000 welfare
recipients, according to an article from January 2021 (Adevarul). The Minister wrote on
Facebook: “I’ve assured the Romanians that those who don’t want to work will no longer
take advantage of hardworking people®”. The text is visually supported by a photograph
showing a group of villagers, men and women, sitting at an improvised table by the side of
the road. The urban-rural divide has never before been so clearly associated with the moral
divide as conceived by the Protestant thinking underlying the current economic ideology, as
Max Weber described it.

8 https://www.facebook.com/RalucaTurcan/posts/3773618189369173
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Drinking Too Much

Alcohol addiction is an extremely widespread stereotype associated with peasants.
Although it’s been proven to be unfair (see Barbulescu, 2015, also INSSE statistics for 2022),
in recent years, it has become one of the main meme subjects in Romanian internet culture
and in Las Fierbinti it’s constitutive to the villagers’ everyday life. The two taverns in the
village are presented as the only spaces for socialization, but people drink everywhere: at
home, when they go fishing or just simply by the side of the road. Celentano (Adrian
Vancica), the village drunkard in the series, personifies the whole community. Alcohol seems
to open the way to liminality, making Celentano the poet, the philosopher and the prophet of
the community, albeit in the most defective ways; a possible indication that such a wretched
community only has access to the workings of the spirit through intoxication.

As is the case for Native Americans or the Irish following the English conquest, as
well as many other autochthons faced with a technologically superior dominant group, the
stereotype of alcohol addiction fits into an ancient cultural trope that can be traced back to
Tacitus. The Germans, the archetypal barbarians, were drinking copiously and knew no
measure. In this perspective, the problem isn’t alcohol per se, but the lack of self-restraint,
attributed to the primitive mind, which hasn’t risen to maturity (associated with Zivilisation).
It’s worth remembering that many promoters of the positive eternal autochthon would attach
to the peasant the adjective cuminte, meaning wise in the sense of obedient and quiet, but also
in the sense of master of one’s own affect, of one’s urges, akin to stoicism. In the domestic
primitive guise, the peasant is plagued by addiction, meaning he’s unable to control himself
(or herself, as women in Las Fierbinti drink almost as much as men). The drunken stereotype
thus works as one of the mechanisms in intergroup relations, as a means to define the peasant
as a ‘repugnant other’, to employ Harding’s (1991) concept, used in a rather different context
(Harding was referring to the framing of Christian fundamentalists by anthropologists). It can
be argued that characters in Las Fierbinti are simply comedic figures; in the tradition of the
carnival or commedia dell’arte, but it wouldn’t, 1 argue, reveal the whole meaning and
function of these particular representations of (post)peasants. Besides, Bakhtin (1965)
emphasized that today’s satirists have little in common with the traditional carnival, as they
position themselves above or in opposition to the object of their satire, rather than on the
same level or in the same community.

8. Decline of the Little Community: Promiscuous Women

In Redfield’s description, peasants are also highly attached to the community - the
‘little community’. The village has survived by clinging to conservative social structures, and
its idealized representation has always put forward motherly or virginal feminine images,
conveying purity of all sorts: blood, custom, language etc. The feminine icon had legitimizing
power in this ideological perspective (as illustrated by the two emblematic peasant feminine
figures crowning Prince Carol) as the collective urban imagination would juxtapose the body
politic with the feminine birthing body. Rather unsurprisingly, the opposite image of the
woman prevails in the domestic primitive ideological stance: one that becomes distorted
towards promiscuity. Vacanta Mare’s Leana was particularly lustful, in ways that would
surpass whatever remnants of carnivalesque rituals still surviving in the Romanian
countryside could account for (see Hedesan 2005 and Stiucd 2015). In Las Fierbinti, all
women are promiscuous, no matter the age, with the single exception of the young ex-
mayor’s daughter Gianina (Anca Dumitra), who’s visually derived from contemporary
pornographic images (hence the teasing aspect of her sexuality) and has no elements of
peasant habitus. The actual peasant women in the show either sell themselves for very little,
sometimes just for alcohol, or fall prey to uncontrolled lust. In one episode, the character
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Rapidoaica (Maia Morgenstern) sleeps with a whole group of bikers passing through the
village. In another, a villager tells another that it’s best to visit her in the evening, when she’s
already drunk, so that he wouldn’t have to go through the trouble of making her drunk before
having sex. This rather sleazy representation of rural women may be rooted in the
postmodernist intent to demystify the positive virginal image, with the awareness that the
iconic message (Barthes, 1964) has reached a point of saturation. But the derogatory
representation might also assume a descriptive role: traditional social structures have been
destroyed- the Kultur that kept things together, the cultural content that informed all the
dispositions in the traditional peasant habitus has disappeared.

Another argument for the latter point comes from a series of visual cues in the
production design of the show. In Firicel’s front yard, for example, the most archaic-looking
and the poorest of homes on the set, multiple saucepans and cooking pots are hanging on
pillars and outer walls (the family’s everyday living space is outdoors or in the liminal places
between inside and outside, as peasants usually live when the weather allows it). The
Romanian viewer has been well trained by the national visual discourse (and commercial
representation of folklore in recent decades) to expect any type of dishes hanging on rural
walls to be richly decorated and colorful, another iconic image messaging the plenty of
Romanian culture. But Firicel’s dishes are all bare and old, at times rusty, communicating
nothing except poverty and maybe a archaic instinct to display the objects of private life to
the outer world. In the background of other scenes, plain white plates are hanging on walls,
and the message there is clear: there might still be a reflex of traditional patterns of behavior,
but it’s devoid of content and meaning. The village has no more Kultur, but it has never had
Zivilisation. Its barbarity is now plain to see.

9. From Tradition to Bad Taste

The esthetic dimension is particularly relevant to the Las Fierbinti pop deconstruction
project. Romanticizing intellectuals used to admire the esthetic of the autochthon’s material
culture and celebrated the peasant as a poet and an artist, while the peasant woman was an
exquisite designer (Xenopol,1967). As mentioned above, the Romantic representational
convention was resurrected as a political and then a commercial tool. The muzica populara
was the main vehicle for the reproduction of the stereotypical esthetic forms associated with
tradition. Cosma and Constantiniu show that this particular genre is consumed mainly by the
rural and urban lower class, and that Romanian ethnomusicologists have generally dismissed
it as “a falsification of the genuine peasant music that has no worth” (2022, p.58). For
decades, the refined urban subjectivity has been associating rural preferences in terms of
entertainment with both political ignorance and poor taste.

As a consequence, perceived bad taste has become pervasive in media representations
of village life. In Las Fierbinti, the village is drowning in kitsch, which isn’t framed as the
glorious burst of human creativity in dire socio-economic conditions as is the case of Emir
Kusturica’s films (Gocic, 2001). Although Kusturica’s influence is easily recognizable at
least in the first episodes of Las Fierbinti, the dominant attitude in the Romanian show seems
to be pedagogic mockery rather than playful nostalgia. A plaster putto painted dark bronze in
the otherwise austere village setting, dreams of gates guarded by lions ‘as large as Branzoi’s
horse’ would have the potential to convey a celebratory third-worldist view. However,
associated with the didactic tendencies in many episodes, where the peasants are literally
scolded or shamed by urban intellectual figures for being lazy, ignorant and dirty, the kitsch
elements take up a ole in what the media perceives as its ‘civilizing’ role. One of the main
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writers of the show said it plainly: ‘In my opinion, Las Fierbinti should work as an example
of Don’t do this”’.

10. Represented Ignorance as Othering

Don’t indulge in kitsch, but also don’t be so ignorant, one might add. Las Fierbinti
makes a spectacle of the characters’ grammar mistakes, lexical confusion and general
ignorance. In this respect, its precursors weren’t only the fictional duo Leana and Costel, but
also a popular TV show segment called Vax populi. As part of the satirical show Starea natiei
[State of the Nation], Vax populi consists of a simple edited series of voces which in
television jargon are short street interviews of passers-by, usually the answer to one or two
questions. Here, the voces are shot almost exclusively on village streets, and only the most
ignorant or conspicuous answers survive the editing process. Questions range from “How
often do you brush your teeth?” (“now and then” or “never”) to “What planet are we on?” (“I
don’t know, I’'m not from around here”) and the respondents are usually extremely poor,
drunk, toothless. As an inevitable effect of selecting and then isolating these characteristics
by means of a complete lack of context, the viewer finds the rural population in a state of
utter abasement, almost dehumanized. Vax Populi is a classic illustration of the process
described by Champagne (1993/1999):

When marginal or disadvantaged groups attract journalistic attention, the effects of
mediatization are far from being what these social groups could expect since the
journalists in this case have a particularly significant power of construction so that the
production of the event is almost totally out of the control of the people concerned
(Champagne, p. 49).

It’s the logic of media representation in general, but in the Romanian case, Champagne’s
insight points to a development that may have dire social consequences, as groups with no
autonomous voice — such as peasants — “are spoken of more than they speak, and when they
speak to the dominant group, they tend to use a borrowed discourse, the very one the
dominant offer about them” (1993/1999, p. 51). This might be one explanation for the
denigrating image of rural folk put forward by Vacanta Mare.

11. A Danger to Democracy

Ignorance favours a tendency to support conspiracy theories and suspicious political
figures. This is the most problematic aspect of this essay;—because it touches the core of
current Romanian social discontent. Social polarization is most visible in political choice, and
the blame that the urban educated class lays on the rural, uneducated class is widely visible in
the representation of peasants on TV. According to theories put forward by agrarian idealists
such as Nicolac lorga, proto-democratic institutions were embedded in the egalitarian
structures of the peasant community (Iorga, 1985). Reality would put this conception to the
test, as in 1907, a bloody peasant revolt swept through the country and faced the apologists of
the eternal autochthon with the fury and violence of masses fed up with poverty and
exploitation (more so than in neighbouring states, see Marin, 2018). The spectre of angry
peasant mobs has been haunting the Romanian public imagination ever since. In the very first
episode of Las Fierbinti, an irate mob of villagers threatens to disrupt the local elections.
They’re brandishing pitchforks and scythes — classic signs of rural barbarity, as well as a
direct reference to the memory of the 1907 events - and are easily manipulated by one party

° https://cristinastanciulescu.ro/interviuri/mimi-branescu-dupa-parerea-mea-serialul-las-fierbinti-ar-trebui-sa-functioneze-ca-
un-exemplu-de-asa-nu/
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who offers them free alcohol and pushes them to frighten the incumbent mayor. Manipulation
has often been associated with angry half-illiterate mobs in post-socialist media
representations, particularly after the traumatic events of 1990 and 1991 known as the
‘mineriads’, when large numbers of miners from the Jiu Valley poured into Bucharest and
entered into violent altercations with demonstrators. The societal conflicts of the 1990s have
ramified into the present and are represented in recent media, reflecting the urban-rural divide
in the perception of polarization. There are echoes of the same peasant revolts (particularly
the 1907 revolt, seen as ‘the last major peasant revolt of Europe’, as one article put it) in a
journalistic film from 2017, when social tensions reached particular intensity again. Subtitled
‘Hatred divides Romania’, the film portrays the contemporary Romanian ‘repugnant other’:
elderly, poor, uneducated and visibly rural or small-town folk, presented as ‘hateful’
precisely because they are ignorant and thus easily manipulable.

12. Conclusion

I have given an array of examples for how current media representations tend to use
increasingly negative stereotypes in their portrayal of peasants, long considered the
foundation of the Romanian nation. One explanation for this slip towards a derogatory type
of humor directed at peasants may be akin to what Radulescu has identified as the
‘dynamisation, desacralization and fragilisation’ of traditional musical repertoires, leading to
their eventual decline. In the case of Leana and Costel, the process of dissolution of
traditional structures, already somewhat advanced by the 1990s and early 2000s, becomes
embedded in the subjectivity of the rural population itself, especially as it transitions to urban
lifestyles. Although this still awaits research, it is generally known that Vacanta Mare audiences
mainly consisted of male less educated youth. This peripheral masculinity fell victim to the
‘chaos of representations’ of the 90s, as it happily discarded what they perceived as invalid forms
of material culture and habitus by making fun of them. However, this does not account for the
vehemence of the depreciatory portrayals of peasants in these stage and TV sketches. The lack of
nostalgia for modes of living associated with an oppressing regime seemed justified in an
ideological context in which freedom was equated with consumption and accumulation of wealth.
However, the stigmatization of the peasant seemed excessive for this type of ‘goodbye to the
past” comedy. There might be other systemic explanations that account for it. The first would be
the very logic of media discourse. Champagne shows how the media contributes to the
downgrading of certain social elements, not necessarily because of any political project, but
because of distortions that are intrinsic to media functioning. Stigmatization happens partly
because of the journalists’ or content creators’ bias, partly because stimulating and agitating, thus
keeping the audience hooked on the channel, works with emotionalized polarities. Media “creates
content that reinforces your pre-existing opinions, and, after analysis of your consumer habits,
sends it to you”. (Taibbi, 2019, p. 25). The pre-existing is however important. It isn’t television
per se that engenders such attitudes, it has just been shown to exacerbate current attitudes (Taibbi,
2019; Richards, 2007), not necessarily towards polarization, but also towards creating a sense of
shared identity (see Abu Lughod, 2005 for the role of TV dramas in creating a sense of national
identity in Egypt).

But the logic of comedy and mass communication doesn’t fully account for the vicious
reflections of the peasantry in popular media. Recent ideological transformations and class
dynamics might also be responsible, as has already been suggested. Reifova (2021) has shown
how Czech TV productions have been creating neoliberal sensitivities via shaming the working
class, in a process of ‘doing class’ (Scharff, 2008) that sustains the emergence of a new class
structure. TV productions such as Las Fierbinti might be doing or rather downgrading class by
downgrading within the structures of social imaginaries the main elements that used to define the
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eternal autochthon. These programs perform iconographic shifts in a pop-deconstructive vein,
demolishing a Romanticized conception of the peasant-based on Kultur. By eliminating the
ideological representation of peasants, these images of rural characters contribute to making them
second-class citizens. The village, as depicted in Las Fierbinti, is no longer a cultural unit living
according to its legitimate values in its own space and time, as per the official discourse. The
destruction of this Romantic vision, however, didn’t make way for genuine concern and proper
contextualization of the rural world, but rather for a set of negative stereotypes concurring to the
general perception that Romanian urban modernity is surrounded and trapped by Third World
wretchedness.
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Abstract

Multiculturalism implies social acceptance: it does not involve consensus, but social awareness. As
witnesses of diversity, we identify change itself, as a continuous process, relativised by aspects of
heterochromy and socioeconomic heterochrony. The dichotomy of differentiated development does
not follow a particular pattern. Simultaneously, it seems dual: it seduces through a certain degree of
freedom (discernible, perceptible, or apparent), but it also makes itself guilty through the reticence
that singles it out. In the end, differentiation brings advantages and requires sacrifices, but it is as
much a part of the spirit of the individual as it is of the way economic entities act.

Keywords: heterochromy; heterochrony; multiculturalism; differentiated development.

1. Contraste: heterocromie si heterocronie economico-sociala

,Evolutia umanitatii este singurul garant onest al acceptarii diversitatii” (Bodea, 2023,
p- 289). Afirmand acest lucru, ne gandim la faptul ca identitatea noastrd ca entitati
economico-sociale se construieste continuu, nefiind vreodata un ,,produs finit”. Vorbim aici
despre relevanta interculturalismului si a multiculturalismului, concepte supreme care permit
eterogenitatea valorilor umane. Ele ne ajutd sa privim mai sincer realitatea si s-o ,,corijam”
prin acceptantd, pe care-o demonstrim sub forma heterocromiei socio-economice'. Fird
indoiala, o asemenea expresie nu este neaparat o mostra de consens, dar reprezintd o dovada
de generozitate individuala si/sau publica. In fond, ea are un precedent ,,de moda veche”:
altruismul — care ne Invatd ceea ce ar fi nevoie sa evitam: ,indiferenta, dispretul absolut”
(Eliade, 1990, p. 63) fata de alte valori decat cele cumnoscute sau decat ale noastre.

! Sintagma (in formula completd) ne apartine. Conceptul heterocromie impune creionarea cétorva repere comparative: (i)
Din punct de vedere medical, el presupune persoane avand fie ochii de culoare diferita, fie un iris bi- sau multicolor. (ii) Din
cele mai vechi timpuri, ochiul a constituit unul dintre marile simboluri ale existentei umane. El a reprezentat si continua sa
acopere un mister, fiind privit cu un respect nedisimulat sau cu teama. Ezoteric, ochiul releva o sursd a puterii unei entitati, o
manifestare a constiintei superioare sau o ,,0glinda a sufletului”.
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Completam acest context civilizational prin apelul la constiinta sociala, care atrage
reciprocitate, obligatii morale, respectiv incredere. In acest spirit, capitalismul — ca simbol
inter-generational al institutionalismului — Invata societatile sa accepte ca viitorul de tip post-
industrial are virtuti, dar si multe limite. Tocmai de aceea, standardele majoritatii nu sunt
cotate neaparat drept cele mai potrivite repere ale evolutiei.

Traim Intr-o lume a contrastelor, care ne invata (greu, dar o face) sa respectam i alte
comunitati decat cea din care facem parte, sa pretuim i alte contributii decat cele cunoscute
(clasice). ,,Capitalul spiritual” (cultural-religios), ,,addugat” celui valorificat in economie, i
autentifica acestuia amprenta. Uneori, privit izolat — caz in care ne referim la considerente
legate de condamnarea simbolului ,,impur” al banilor — el tinde s& se distanteze de aspectele
financiare, pur economice (Ford, 2018, p. 1). Insi trebuie si recunoastem cd acesta este un
punct de vedere nedrept: nu putem exclude reperul monetar din existenta entitatilor
economico-sociale. Nici macar institutia Bisericii nu poate contesta necesitatea banilor in
societatea civild, deoarece: (i) ea insdsi trebuie sd-si asigure perenitatea (propria sa
,biografie”); (ii) fundamentul sdu este binefacerea, iar un asemenea deziderat pretinde
contributii monetare pentru scopurile propuse. In consecintd, chiar dacid banii si
spiritualitatea par a fi notiuni contradictorii, ele sunt dependente una de cealaltd. Exemplu:
Un tablou considerat valoros va fi vandut in decursul timpului cu sume din ce in ce mai mari
(iatd o proba de acceptabilitate si de responsabilitate colectiva asupra valorii). in schimb, este
posibil ca un produs sofisticat, avangardist, catalogat in prezent drept o mostra de
deconstructie (filndcd nu este inteles), sd depaseascd in viitor acest stadiu aparent
,compromis”. Cu alte cuvinte, frumosul nu apartine dialecticii. El este un termen discutabil —
desi nu neaparat superficial — care face trimitere spre indemnul lui Umberto Eco: ,,sa judecam
Frumosul ca pe un mod de explorare, iar Binele ca pe un sentiment” (Eco, 2005, p. 237).

Diversitatea economico-sociald antreneaza heterocromia companiilor si statelor lumii.
Ele inteleg tot mai clar cd standardele, desi nu se estompeaza, lasa loc individualitatii si
particularismului (Bodea, 2023, pp. 289-290). Ca este asa, ne-o dovedeste Gary S. Becker,
laureat in 1992 al Premiului Nobel in stiinte economice, gratie meritului de a fi extins analiza
(micro)economicd la noi domenii ale comportamentului uman. El socoteste ca valoarea
intrinsecd a lumii materiale o regasim in capitalul uman, care prezumd ca educatia si
pregatirea profesionald sunt ,,cele mai importante investitii” (Becker, 1997, p. 17). Doar ca
trebuie sd fim constienti de o realitate: dacd vorbim despre castiguri concrete (monetare si
spirituale) de pe urma acestui ,,plasament” de capital, comensurdm si riscurile operatiunii
(prin rata marginala de recuperare a investitiei). De asemenea, adresam o intrebare poate
retorica: aptitudinile individului determina educatia sau invers? Raspunsul il oferd corelatia
dintre pozitia educationald a individului, coeficientul lui de inteligenta si locul de munca
ocupat de persoana respectiva. Legatura amintita se traduce printr-o abordare a relatiei multi-
secventiale dintre efort si efect In economie, din perspectiva celui care considera ca investitia
in om echivaleaza cu una in valoare.

Recunoastem heterocromia in aspecte relevand diferentele dintre gradele de libertate
pe care le prezuma: (i) doctrinele si/sau ideologiile cunoscute; (ii) realitatea. Constatim ca in
secolul XXI, in contrast cu regimurile democratice, pe mapamond persistd accente de
incédlcare a principiilor libertatii. Vorbim, in asemenea cazuri, despre o povard a
heterocromiei. Exemplificarea pe care am ales s-o ilustram vizeaza autoritarismul — care
inglobeazd maniere conflictuale de ingridire a libertitii?, remarcandu-se prin distantarea
abuziva si/sau arbitrard fati de democratie. Intr-un asemenea sistem economico-social,
puterea politicd si economica acumuleaza unilateral interesele unui individ / grup aflat la

=

2 Dacd un astfel de regim se indreapta spre reprimarea libertatii, ,,migreaza” spre totalitarism.
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conducere. Elita politico-economicd este sustinutdi de catre oponentii regimurilor
democratice, alegand sa guverneze autoritar, cu influente mai mult sau mai putin apropiate de
totalitarism. In acest sens, ea alege si se manifeste defensiv (intentionand sa pastreze statu-
quo-ul structurilor sociale) sau ofensiv (dorind destramarea statu-quo si impunerea unor
modificari radicale n organizarea sociald). Dar ,,afisarea” propagandista (uneori agresivd) a
,meritelor” celor care conduc un astfel de regim devine ,legitate”, simultan cu negarea
capacitatilor celor ,,condusi”. Despre fenomenele din aceastd ,,gama”, Friedrich Nietzsche
indraznea sd-si exprime o opinie durd, vizand asocierea lor cu unele boli mintale. Concret,
nebunia, Intdlnitd accidental in mod individual, se pare ca se transforma (inclusiv azi) intr-o
»reguld in cazul grupurilor, al partidelor, al popoarelor si epocilor” (Nietzsche, 2015, p. 98).
Socant sau nu, in multe zone ale lumii, tendinta spre autoritarism a crescut ca intensitate in
ultimele decenii. Din anul 2006 pana in 2021, numarul tarilor care au incurajat si/sau au
amplificat libertatile cetatenesti a rimas in urma numarului de state care au restrans aspectele
democratice. Altfel spus, in Figura 1 observim ca tarile cu un scor agregat inalt al
predispozitiei pentru libertate sunt, cert, mai putine la numar decat cele cu tendintad spre
autoritarism (Repucci & Slipowitz, 2022, p. 2). Multi cetateni ai statelor care comprima /
suprima libertétile individuale (facand parte predominant din Asia, Africa si America
Centrald) si-ar dori sa traiasca in alte regimuri, dar suportd regimul opresiv pentru ca n-au
puterea de a-i riposta (Repucci & Slipowitz, 2022, pp. 15-16).

Figura 1.

Numdavrul tarilor in care scorul agregat al libertdtii s-a imbundtdtit (partea superioard a graficului),
respectiv a scazut (partea inferioard a graficului), in perioada 2005-2021

83
Numar tari care .

si-au Imbunatatit . 50

scorul agregat al B e 3 43 =

Py | I i i I | I i ] i i I i1

2005 2006 2007 2008 2000 2010 201 2012 2013 2014 2015 2016 2017 2018 2019 2020 2021

Numar tari care
si-au inrautatit
scorul agregat al
libertatii 52 Gl ¢ R
59 59 6o 4 63 62 b pARS 60
72 Fi 73

Sursa: dupa Repucci, S. & Slipowitz, A. (2022). The Global Expansion of Authoritarian Rule.
In Freedom House, Freedom in the World 2022. Washington.
https:/freedomhouse.org/sites/default/files/2022-
02/FIW_2022 PDF_Booklet Digital Final Web.pdf, p. 2.

Nota: Freedom in the World 2022 evalueaza 195 tari si 15 teritorii, dar graficul ia in calcul doar
statele / zonele al caror scor agregat al libertatii s-a schimbat.
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Aspectele de heterocromie abordate anterior se pozitioneaza in preajma altei notiuni
interesante si comprehensive: heterocronia crizelor®. Despre ce este vorba? Heterocronia
identifica fenomene si procese economico-sociale sau doar etape ale acestora, privite in
evolutia lor temporald, reald (supusd miscarii economico-sociale). Ea presupune schimbare,
deci inevitabile diferentieri, dezacorduri, discontinuitati (rupturi de ritm), decalaje si chiar
deconstructii (Bodea, 2023, pp. 290-298). La fel precum organismele biologice care
evolueaza inter-generational (avand descendenti semnificativ diferiti comparativ cu
stramosii), economiile lumii se pot transforma in timp, ca urmare a factorilor care le
potenteaza sau le franeazd dezvoltarea. Astdzi, conceptul heterocronie valorificd sansele
globalizarii de a depasi limitele temporale ,.clasice”, presupuse de catre activitatile
economice. El vizeaza, asadar, fie punti, fie segmentari intre timp si spatiu. Concret, entitatile
se confruntd cu una din doud intentii: suportarea tranzitiilor sau adaptarea entititilor la
interesele lor interconectate; ajustarea propriilor prioritati, conform necesitatilor momentului
— inclusiv capacitatea diferita de acumulare la nivel macro-. In caz contrar, consecintele
crizelor care afecteazd economia vor fi resimtite tot mai grav si tot mai inegal (ca durata, ca
ritm si ca extensie).

Ne reamintim de ,,cdutarea timpului pierdut”, invaluitad in memoria lui Marcel Proust.
Individul se poate intoarce Intr-un trecut mai mult sau mai putin indepartat, prin amintirea
retrditd altfel, in momente distincte ale vietii. Comparativ, realititile economice pot fi
percepute diferit, uneori chiar divergent, in functie de perspectiva din care sunt analizate sau
comparate. De aceea, aspectul timp poate transforma factualitatea intr-un alt tip de output, cu
ajutorul privirii multidimensionale si/sau reversibile asupra lucrurilor. Daca existad un timp
cunoscut, obiectiv (pe deplin coerent si natural), de ce n-ar exista si un ,,rdgaz” — pe care
indraznim sa-1 numim timp subiectiv — necesar cautarii echilibrului? Scopul sau poate fi pe
deplin onorabil: re-armonizarea intereselor economico-sociale ale entitdtilor micro- si
macroeconomice, respectiv cuantificarea realitatii dintr-o alta perspectiva decat cea ,,clasica”.
Totusi, sa nu uitdm esenta economicad a schimbarii (inclusiv a celei diacronice): orice input
utilizat inseamna sacrificarea altei sanse de valorificare a resursei prin output — deci entitatile
trebuie sa reconsidere amploarea costului de oportunitate al fiecarui demers urmat.

In optica lui Nicholas Georgescu-Roegen, economia in ansamblul siu trebuie sa
respecte limitele ecologice globale legate de capacitatea de incércare a ecosistemelor, de
stabilitatea ciclurilor biologice si geodinamice, de echilibrul sistemului climatic. In acest
context, cum ar putea stiinta ,,sa refuze iIn mod dogmatic” (Georgescu-Roegen, 1979, p. 514)
sd cerceteze procesul in urma caruia pot aparea noi resurse? Dimpotriva, considerdm ca
tocmai aceste eforturi (finalizate prin efecte pe masura) trebuie sa diferentieze economiile
lumii.

Mircea Eliade a inteles cd disciplina spiritului si intelepciunea ajutd entitatile sa
distingd faptul ca deosebirile dintre ele nu conteaza atit de mult, precum elementele care le
apropie. Discordanta reald era pentru el cea dintre individul dependent de tentatiile
modernismului (,,reziduuri” sau ,latente”) si omul care-si permite libertatea spirituala
(Eliade, 1990, p. 58). In lumea mileniului III, ,,deconectarea” in raport cu acest crez o impune
dilema identitara a globalizarii (Bodea, 2023, p. 291), anticipatd atit de frumos de cétre
Eliade, intr-un eclaborat permanent, desi asincron. Riscul unei asemenea ,,decupldri” de
interesele globale este ca valoarea (spirituala si/sau economicad) ,,sa fie dispretuita, ignorata si
chiar distrusa” (Eliade, 1990, p. 62).

3 Sintagma (in formula completd) ne apartine.
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Interdependentele din economia mondiala fac dovada unei relatii necesare (dar nu
neaparat realizate) intre trei repere: actiunile entitatilor de pe piatd, puterea (economica)
manifestatd de ele si temporalitatea cultural-istoricd. De fapt, relatia amintitd construieste un
viitor, pe seama acumularilor trecute. Nu putem nega nici istoria, nici timpul, dar — asa cum
in lume existd locatii ale sacrului si locatii ale profanului — cunoastem demersuri uneori
benefice, iar alteori distructive ale actorilor economici. Nu identificam sisteme social-
economice desdvarsite, In schimb existd suficiente utopii. Nu pretindem sa remarcam
activitati complet transparente (asa cum prevede teoria pietei cu concurentd pura si perfecta),
dar recunoastem variate moduri de oglindire a teoriei in practica. Cele mai elevate tipare ale
heterocroniei raman, asadar: bibliotecile, muzeele, pinacotecile si colectiile (artistice, literare,
filatelistice s.a.), alituri de arhive. Acceptim, asadar, jocul heterotopiei®, ca ,alunecare”
(ne)fireascd a unei realitdti cunoscute, catre limite mai putin abordabile: stereotipuri,
incompatibilitati, abateri. Michel Foucault a folosit acest termen (Foucault, 1986, p. 22-27)
pentru a surprinde ,spatii” culturale si discursive cu caractere aparte: controversate si
incompatibile — deci tulburand lumea cunoscuta. Insi noi considerim remarcabila exprimarea
lui Walter Russell Mead, in sensul c&°: utopia ne trimite spre locuri in care totul pare bun;
distopia ne impregneazd viata cu consonante ale raului; heterotopia favorizeaza viziuni
diferite asupra aceluiasi ,,ceva”. Ca exemplificare a heterotopiei in sensul temei noastre de
studiu, oferim cazul polarizarii social-economice a puterii intre doud ,,reflexii” ale adevarului:

=9

una pro- si alta contra- (in sensul cliseului ,,cine nu e cu noi e Impotriva noastra”).

2. Diversitate vs. diferentiere: Marcaje ale heterocromiei $i heterocroniei

economico-sociale

Chipul (ne)articulat al diversitatii economiilor lumii are in vedere trei aspecte: unul
economic, unul spiritual si unul care ingemaneaza influenta lor pe palierul social. Fiecare dintre
ele se detaseaza atat prin repere de modernitate (proprii ,,noilor vremuri”), cat si prin elemente
ramase clasice (,.traditionale”). Rareori, cele doua categorii se imbina, sprijinindu-se reciproc; de
cele mai multe ori, ele provoacd o dezorientare care condamna economiile la conflictualitate
si/sau la trairea unor ,,spaime” mereu in schimbare. Cert este ca nu se poate vorbi despre o
uniformizare a criteriilor privind dezvoltarea, desi toate societdtile par avide de succes.
Prezentul — fascinat de noul capitalism — dovedeste rescrierea permanentd a realitatii,
osciland intre nihilismul fata de trecut si absorbirea uneori simulati a unui viitor prea grabit.
Pericolul si aroganta post-capitalismului (cauzatoare de rupturi economico-sociale) se
ingemaneaza cu atractia incd magnetica a acestui concept. Astfel, discordanta dintre ele
(uneori mascata, alteori nu) naste constrangere si apoi revolta.

Si totusi, diversitatea este vizibil afectatd de diferentiere. Paradoxurile acestui concept
nu inceteaza sa captiveze mapamondul, n cautarea factorilor care separa /umile. Daca privim
o astfel de realitate iIn mod obiectiv, delimitarile dintre sistemele economice sunt inevitabile.
Dar exista entitati care le cautd, deci le accentueaza avatarurile. Este vorba despre o
terminologie oscildnd intre imperialism, ,,aplatizare sociala” si radicalism — care, inevitabil,
lasd in urma doar ruine. In consecinti, comunititile pot alege sd creadd sau nu ca traim in
,,cea mai buni dintre lumile posibile®, fiindcd sansele lor la dezvoltare se pot estompa rapid.

4 In sens medical, indica deplasarea anormali a unui organ.
5 [n original: ,,Utopia is a place where everything is good; dystopia is a place where everything is bad; heterotopia is where
things are different — that is, a collection whose members have few or no intelligible connections with one another.” (Mead,
1995/1996, p. 13)
¢ Aluzie la teoria lui Leibniz, conform cdreia Dumnezeu a creat cea mai buni lume posibild. In original: ,,among all possible
creatures he [God] chooses the best and creates it” (Leibniz, 1998, p. 31). Desi criticabila, replica lui Leibniz ilustreaza o
alegere din infinitul Creatiei. Cu alte cuvinte, aceastd lume (mai mult sau mai putin nedreapta) ar fi fost cea aleasa de catre
o divinitate atotstiutoare, care existd atata timp cat nu este demonstrata nasterea unui opus / oponent al sau.
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Iata cel putin cateva argumente ale afirmatiei noastre, care ne determina sa apreciem ca, desi
pretutindeni constatam forme (invelisuri), lor nu li se adauga mereu fond (structurd):

- Hegemonia si/sau aroganta nu pot disparea din perimetrul realitatii prezente si
viitoare (Duroselle & Kaspi, 2006, pp. 384-393); chiar daca exponentii puterii se schimba
pentru perioade mai lungi sau mai scurte de timp, prejudiciile si oportunismul cu care ei
impregneaza sistemele economice dominate au o inevitabild continuitate.

,,Orice imperiu va pieri” (Duroselle & Kaspi, 2006, p. 274), asa precum a aratat
dintotdeauna istoria omenirii.

- Estimam ca si de acum inainte, raporturile subiective de tip ,,eu — eu” le vor
domina sau chiar ostraciza pe cele de tip ,,eu — noi”, desi, in sensul afirmatiei creative a lui
Arthur Rimbaud, ,,eu este altcineva” (Rimbaud, 1968, p. 208).

- Inegalitatea face parte din circumstantele ,,naturale” ale oamenilor, fie alocandu-le
,»doze” de armonie (Boild, 1923, p. 4), fie separdndu-i artificial (dar definitoriu), din
perspectiva economica si politica (Boila, 1923, pp. 5-6, 30-35).

- ,Revarsarea” conspiratiilor (miliare, politice, economice) riscd sd depdseasca
orice limita cunoscuta. Ea naste crize — dar, simultan, este efect al crizelor, peste tot in lume.

- In final, doar catharsis-ul poate purifica ,,spatiul” conflictual generat de sistemele
economico-sociale si politice moderne (prin vindecarea ,ranilor” numite razboi, criza,
potential distructiv, incalzire globala, nedreptate, consumerism s.a.).

Diferentierea implica, inevitabil, conflictualitate. Pe de o parte, orice dezacord care se
amplifica devine tot mai costisitor in termeni monetari, iar identificarea unor variante
comune de lucru ar putea fi o solutie pentru toate partile implicate. Pe de alta parte,
complexitatea dezvoltarii diferentiate este recunoscutd, dar, in timp ce unii specialisti o
accepta (reinterpretand-o in raport cu prioritatile perioadei traversate), altii o contestd. Totusi,
chiar si intr-o asemenea ,,confruntare” care schimba conturul lumii economice, identificim un
folos. Cu alte cuvinte, polemica tratand diferentierea tipurilor de dezvoltare pe plan mondial
ne face sa intelegem vectorii de influentd ai evolutiei societatii. Modelati dupd principii
economice (utilitariste sau nu), ei reflectd multi-stratificarea intereselor urmarite de actorii
pietei — deci reculul ipoteticului egalitarism la care poate mai sperda omul de rand. Scalarea lor
demonstreaza convergentd, divergentd sau instabilitate (dupa caz), ajutandu-ne sd sesizam
atat nuante de heterocromie economico-sociald, cat si secvente de heterocronie aferente
aceleiasi sfere de interes. Impreuna, acesti factori (contestatari unii fata de altii) provoaca
echilibre vulnerabile, alternative, determinate de realitati neuniforme, fragmentate de diverse
crize. Ca purtdtori ai schimbarii societitii, vectorii dezvoltarii diferentiate ,balanseaza”
realitatea intre trecut, prezent si viitor, pe un filon care le evidentiaza impactul. Vom adnota
cativa dintre ei:

1) Know-how-ul ofera, probabil, cea mai spectaculoasa combinare a heterocromiei
cu heterocronia.

(1a) Unele studii (Maradana et al., 2017, pp. 1-23) evidentiaza legaturi de cauzalitate
(uni- sau bidirectionale) intre procesul de inovare si indicatori relevanti pentru cresterea
economica per capita. Alte cercetari (Hulten & Isaksson, 2007, pp. 1-44) demonstreaza
importanta diferentierii a doua concepte, concomitent cu conjugarea rezultatelor obtinute din
cercetarea lor. Este vorba despre ratele cresterii (care, in sine, nu oferd o cuantificare
comprehensiva a dinamicii economice) si nivelurile dezvoltarii (care, evaluate izolat in raport
cu ratele amintite, nu sunt suficient de relevante). Desigur, este de dorit ca punctul-forte al
avansului tehnologic — amintitul know-how — sa aiba implicatii pozitive pentru omenire. Dar,
de exemplu, cresterea productiei de energie (obtinutd in urma utilizérii complexe a resurselor)
— atat de necesara economiei — antreneaza si poluare. latd de ce inventica trebuie sa sprijine
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(prin idei si solutii) nu doar aplicarea celor mai noi cuceriri stiintifice, ci mai ales adaptarea
lor la principii de durabilitate.

(1b) Si tehnologia poarta razboaie, ,,motivate” prin reculul excesului de a o aplica. Ea
nu semnificd o ,salvare universald” si nici o rezolvare desavarsitd a diferendelor pietei
(Crafts, 2004, pp. 521-535), ci propune solutii evaludnd raspunsul unor intrebari-cheie, de
tipul ,,cum si cat contribuie noua tehnologie la rezultatele economice?”” Analizate in mod just
de catre entitatile responsabile, aceste ,,exit”-uri pot deveni sanse utile sistemelor economico-
sociale. In caz contrar, ,,razboaicle” concurentiale raman doar afaceri de tip ,,win or lose”.
Oferim doar cateva exemple: Apple contra Windows si (simultan) contra Chrome; Internet
Explorer contra Chrome; Windows contra Chrome; Bing contra Google. Ce fac toti acesti
»Hluptdtori” pe scena avantajelor know-kow? Fiecare dintre ei aplica strategii pentru binele
propriu, expresie presupunand trei considerente: cdstig, piatd si notorietate. lar omenirea
asistda, compara si alege, asemeni lui Hamlet: ,,Cu-adevarat maret nu-i s te zbati / Doar din
motive stragnice, ci, cdnd / Onoarea ti-e in joc, s iesi la luptd / Starnit de-un fir de pai”
(Shakespeare, 2010, p. 282).

2) Cercetarea cauzelor diversitdtii la nivel macro- stimuleaza sau provoaca (dupa
caz) statele lumii, spre a particulariza heterocromia si heterocronia. Devin importante
»detalii” cum sunt: diferentele de dezvoltare (potentialul economic al tarilor; discordantele
dintre input-urile necesare si cele disponibile; detinerea de resurse naturale si priceperea cu
care sunt utilizate ele); stadiul in care poate fi incadratd fiecare economie: baza de la care
porneste sistemul in sine (,,borna zero” a timpului); eforturile facute in scopul dezvoltarii;
aliantele geostrategice sau lipsa lor. lata cateva concretizari:

(2a) Avantajul comparativ justifica tot mai mult gruparea tarilor in prospere si sarace.
El este un indicator al unei ,rupturi asimetrice” la nivel global — atdt valorice (de
heterocromie), cat si temporale (de heterocronie) — deoarece ,,nu toate tarile pot fi bogate”
(Matsuyama, 1996, pp. 3-4). In final, suprematia nu se primeste ca dar, ci se cucereste cu
fiecare dovada de autenticitate si/sau profesionism.

(2b) Diversificarea economicad a activitatilor (pastrand, de aceasta data, avantajul
competitiv) este o strategie urmatd de catre statele ale caror politici sustin cresterea
economici. In general, tirile care mizeaza pe diversificarea productiei (asociind aspecte de
heterocromie si de heterocronie) realizeaza un Produs Intern Brut semnificativ mai mare
decat cele care nu urmaresc un atare scop (Freire, 2017, pp. 1-30). In consecinta, statele care
urmeaza o asemenea politicd economica isi vor spori bogatia (Hidalgo & Hausmann, 2009,
pp- 10570-10575). Ele ar trebui sd preia pattern-ul dat pe de o parte de utilizarea optima a
input-ului, iar pe de altd parte de varietatea output-ului (mai ales pentru export). Finalitatea
unei asemenea actiuni este observabila prin: atragerea de investitii; crearea de locuri de
munca; obtinerea valorii addugate prin diversificare industriala (Hausmann & Hidalgo, 2011,
pp. 309-342). In consecintd, tirile cu capacitati crescute de productie vor beneficia de
numeroase stimulente pentru a acumula capacititi suplimentare de fabricatie — si invers —
bivalenta care reflectd o reald capcand a inactivitatii: ,the quiescence trap” (Hausmann &
Hidalgo, 2011, pp. 313-314). Heterocromia sprijina, asadar, diversificarea activitatilor, iar
heterocronia face observabile ,,salturile” economiilor lumii: spre dezvoltare sau dimpotriva.
De aceea, este recunoscuta dificultatea trecerii de la un mod de organizare a productiei
predominant monocromatic, spre altul diversificat si avansat (inclusiv prin varietatea output-
ului). Cu atdt mai meritorie este schimbarea unei asemenea directii de actiune, prin
intermediul modernizarii capacitatilor de productie. Exemplu: Indicele complexitatii
economice (The Economic Complexity Index, ECI) are ca reper capacitatea unui stat de a
realiza produse si servicii, verificand masura in care un bun este fabricat sau nu si de alte tari.
Economiile generatoare de bunuri si servicii care nu se regasesc in productia altor state obtin
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scoruri mari de complexitate. Comparativ, tarile care manufactureaza produse identificate pe
scard largd in lume obtin scoruri mai mici. La nivelul anului 2020, primele sase economii
clasate la scara mondiald din aceasta perspectiva sunt (OEC): Japonia (ECI = 2,185), Elvetia
(ECI = 1,989), Taiwan (ECI = 1,974), Germania (ECI = 1,881), Coreea de Sud (ECI = 1,875)
si Singapore (ECI = 1,838). Exemplificativ, Romania ocupa locul 26 (ECI = 1,005) din cele
136 state luate in considerare la alcituirea ECIL. In esentd, este evident ca a realiza exporturi
complexe (din punct de vedere structural) si semnificative (din perspectiva cantitativa)
inseamnd sanse mai mari pentru cresterea economica. Firesc, heterocromia si heterocronia
apar ca rezultate ale capacitatilor de productie diferite, demonstrate de fiecare stat. Ambele
procese constituie, de fapt, argumente palpabile ale desfasurarii acelor activitati dovedite
eficiente pe arena mondiala. Ele implica diferente inerente de performantd economica, dar
cristalizeazd si importanta studierii modelelor de consum care favorizeaza aparitia noilor
produse.

(2¢) Ca reflectare a afirmatiilor anterioare, principalele teorii care sprijind modelul
specializarii macroeconomice aratd ca (Hidalgo et al., 2007, pp. 482-487): (i) Tarile
dezvoltate (bogate) pornesc de la premisa ca trebuie sa se specializeze in structuri intensive,
corelate cu fabricarea de bunuri care incorporeazd tehnicd inaltd. (ii) Téarile mai putin
dezvoltate (sdrace) Incearca sa se specializeze in utilizarea unor factori de productie presupunand
capital si fortd de munca, dar, Intrucat nu dispun de capacitati tehnologice avansate, contureaza
mai ales repere extensive. Exemplu: La nivelul EU se stie cd In Europa continua sa existe regiuni
mai putin dezvoltate, dar ,,segmentate” in doud categorii distincte: (A) unele cu venituri scazute
(Low-Income Regions); (B) altele cu crestere lentd (Low-Growth Regions; Lagging Regions)
(European Commission, 2017, pp. 1-56). Desi poate ne-am astepta la alte rezultate decat cele
concrete (European Commission, 2017, pp. 1-56; Farole & Goga, 2017), regiunile (A) se pot
incadra de multe ori pe traiectoria de convergenta, indicand o crestere economica superioara
mediei EU. In acest timp, regiunile (B) — nefiind sirace — ajung ca in anumite perioade si
inregistreze rezultate care dezamagesc: crestere economica zero (in termeni de PIB per
capita); productivitate redusa fata de alte regiuni; o ratd modesta a ocuparii. Heterocromia si
heterocronia sunt, deci, vizibile in efortul fiecarei regiuni / tari de a se dezvolta.

(2d) In acest context, teoria cercului vicios al sdrdciei, conturati de citre Ragnar
Nurske, oglindeste relatia ,,in bucld” dintre trei indicatori macroeconomici: venitul national
mic, capacitatea redusd de investitie (urmare a economisirii modeste), respectiv
productivitatea diminuatd. Toate realititile semnalate sunt insemne ale heterocromiei si
heterocroniei, deoarece constituie factori in schimbare ai scaderii nivelului de trai. La randul
sdu, acest considerent antreneaza reluarea pe mereu alte paliere a ,,ciclului” amintit. ,,Cheia”
iesirii din cercul vicios al siriciei’ poate fi doar influxul de investitii (strdine) (Nurske. In
Kattel et al. (eds), 2009, pp. 85-97, 102-103). Teama de saracie se alatura, asadar, angoasei
induse de stagnarea economica.

(2e) Dupa Aristotel, sistemele economico-sociale trebuie sa aleagd varianta cea mai
potrivitd / cea mai utila pentru ca natiunile sa traiasca in baza propriilor necesititi. De aceea,
»diferentele specifice” particularizeaza — valoric si cantitativ — ceea ce poate oferi o tara,
pentru ca propriul regim sa fie adecvat perioadei traversate si dreptatii sociale (Aristotel,
2001, pp. 75, 77, 341-370). In esenti, fiecare comunitate ar trebui sa profite de vechi si de
nou deopotriva: cunoastere stiintifica, idei, tehnologii, management — elemente care
personalizeazi entitatea. Altfel spus, aparenta ,,luptd” dintre catch-up growth® si cutting edge

7 In original: ,,A country is poor because it is poor” (Nurske. In Kattel et al. (eds), 2009, p. 85).

8 Conceptul (cunoscut si drept catch-up effect) delimiteazd cresterea economica valorificAnd solutii deja existente. El
ilustreaza teoria convergentei, in spiritul faptului ca la un moment dat, economiile mai putin dezvoltate le vor ajunge din
urma pe cele dezvoltate ca niveluri per capita ale Venitului National sau Produsului Intern Brut. Explicatia are in vedere
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growth’ se poate transforma in alianta strategic, prin apelul la dezvoltare diversificati. In
anul 2021, pe grupe de venituri, clasamentul inovativ al lumii arata ca (Dutta et al. (eds),
2021, pp. 3-5): in grupa High-Income a tarilor conduceau Elvetia, Suedia si U.S.A.; in grupa
Upper Middle-Income a tarilor conduceau China, Bulgaria si Malaysia; in grupa Lower
Middle-Income a tarilor conduceau Vietnam, India si Ucraina; in grupa Low-Income
conduceau Rwanda, Tadjikistan si Malawi. Insd, la nivelul economiei mondiale, diferentele
inovative dintre tari erau edificatoare: Elvetia (indice 65,5 / 100), Suedia (indice 63,1 / 100) si
U.S.A (indice 61,3 / 100) — primele ca amprentd inovativa — erau sever distantate fatd de
Guineea, Yemen si Angola, aflate la finalul listei de 132 state incluse in cercetare (avand un
scor cuprins intre 15,0 — 16,7 / 100). Pe de altd parte, in 2020, bugetul pentru cercetare-
dezvoltare (R&D) a crescut in relativ putine tari (in general, dezvoltate) (Dutta et al. (eds),
2021, p. 12).

3) Alura comportamentald destdinuie marcajul denotat de optiunea entitatilor
economico-sociale pentru optimism sau dimpotriva. Aceasta alegere va fi dificild, fiindca
traversdm o epocad durd, ,una a darwinismului social, In care vor castiga cei adaptati la
schimbare”!°. Deci ne oprim o clipd din parcursul nostru, intrebaAndu-ne ,,cat de sinuoasi va fi
ascensiunea dragonului chinezesc sau cat de suple se vor dovedi miscarile tigrului indian, in
raport cu cele ale uriasului grizzly american?”!!

(3a) Iata, ilustrativ, o situatie decurgdnd din urmarile procesului de creditare. Ea
demonstreaza ca in domeniul bancar, preventia este singura sursa rationald a optimismului.
Concret, lipsa unor prevederilor legale complexe, respectiv insuficienta respectare a celor
existente, au avut urmari tragice pe mapamond, incepand cu anul 2007. Ele s-au regasit in
criza creditelor ,,subprime”, debutatd in U.S.A. si ,translatatd” cu usurintd spre celelalte
continente. Criza financiara a bulversat ani de zile economiile lumii, dovedind ca riscurile ar
fi putut fi diminuate, daca bancile prevedeau conditii restrictive de acordare a creditelor si/sau
daca ar fi avut un cadru coerent de gestionare a dificultatilor in restituirea creditelor scadente.
Criza a fost, deci, o tarzie constientizare a faptului ca nicio prevedere nu este excesiv de dura
in domeniul financiar-bancar, pentru a oferi o protectie sporita atat creditorilor, cat si
debitorilor. Heterocromia si heterocronia indica, in situatia datd, modul si momentul
(diferite) In care institutiile creditoare si entitdtile economico-sociale percep: coerenta si
exigenta reglementarilor financiar-bancare; seriozitatea aplicarii lor; solvabilitatea si rigoarea
debitorilor.

(3b) Nivelurile supra-indatorarii private denotd — temporal — fenomenul de
maturizare a reglementarilor financiar-bancare. Abordam, exemplificativ, translatarea pe plan
mondial a intelesului asa-numitei ,,culture of indebtedness” (Braucher, 2006, pp. 2-4). Avand

legea randamentelor non-proportionale, potrivit careia pe masurd ce o tard investeste tot mai mult, castigurile rezultate se
amplific, dar tot mai lent (sporesc cu o rata descrescitoare). In final, economiile dezvoltate beneficiaza tot mai putin de pe
urma operatiunii respective, iar randamentul investitiei lor de capital devine inferior celui obtinut in state mai putin
dezvoltate. Concret, este posibil ca economiile dezvoltate sa creascd cu o ratd mai lenta decat cele slab dezvoltate. Acestea
din urma ar putea experimenta rezultate neasteptate, intrucat reproduc / utilizeazd tehnologii si metode de productie
existente, verificate in statele dezvoltate (cotate drept second-mover advantage). Totusi, ele nu inoveaza, deci nu atrag
capital si nu au un aport major la piata globald — iar lipsa de capital franeaza capacitatea lor de a recupera avansul tarilor
dezvoltate (care au si atuul unei productivitati semnificative). Putem semnala, exemplificativ, cazul tigrilor asiatici, mobil al
cresterii tarilor asiatice in urma cu cateva decenii.

® Conceptul face trimitere la cresterea economicd dezvoltand solutii noi. in acest sens, inci din deceniul 6 al secolului XX,
modelul lui Solow ofera sansa considerdrii progresului tehnic ca parghie a monitorizarii Produsului Intern Brut. Oricand in
evolutia ultimului secol, economia U.S.A. poate constitui un exemplu ilustrativ pentru cutting edge growth. Totusi, in anul
2021, ea a fost devansata de catre Elvetia si Suedia, cu scoruri de 65,5 / 100, respectiv 63,1 / 100, fata de U.S.A., pentru care
scorul a fost 61,3 / 100 (Dutta et al. (eds), 2021, p. 4).

19 fn original: ,,one of social Darwinism, in which those adapted to change will win” (Bodea et al., 2020, p. 152).

! [n original: ,How sinuous will the ascent of the Chinese dragon be, or how supple will the movements of the Indian tiger
prove, in comparison with those of the giant American grizzly bear?” (Bodea et al., 2020, p. 152)
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initial o topica ,,clasica” a preludrii si returnarii creditelor de consum, expresia amintita si-a
schimbat coordonatele pe parcursul timpului. Ca oglindire a heterocromiei si a heterocroniei
deopotriva, ea a ,,migrat” spre ,new culture of indebtedness” (Mau, 2015, pp. 65-72).
Evolutia conceptului are doud cauze: pe de o parte, lipsa de fermitate in reglementarile
financiar-bancare anterioare crizei debutate in 2007 in U.S.A.; pe de altd parte, cresterea —
artificiald sau nu — a consumului. Nu suntem surprinsi sa descoperim legaturi intre ,,culture of
indebtedness” si ,,consumer culture”, Tnsd remarcdm reticenta manifestatd (cel putin in
U.S.A.) asupra duratei schimbarilor culturale cu care se confrunta societatea: ,,a generation or
more” (Braucher, 2006, p. 4).

4) Mediul de provenienta si mediul de lucru au un impact considerabil asupra
diferentierii si a stratificirii economico-sociale. In acest sens, schimbdrile petrecute la nivelul
societatii impun modele de dezvoltare armonizate cu perioada traversata. Ele sunt percepute
la reala lor valoare atunci cand modificarile pe care le presupun sunt observabile, chiar daca
nu sunt acceptate de la inceput. Adaptarea entitatilor (de la individ la comunitate, de la micii
producatori la corporatii si la state) este vizibild prin evolutia procesului de modernizare
economica. Spre exemplu, industrializarea n-a fost doar un simplu prag intre vechi si nou: ea
a prospectat si a promovat unitatea economica primara — fabrica — drept o mare familie.
Dintr-un asemenea motiv, acea ,,ramurd” a diviziunii sociale axatd pe ocupatie a determinat
inclusiv o diviziune de clasd. Concret, in varianta incipientd a industrializarii, muncitorii
englezi trdiau in anumite cartiere ale oragelor, impartasind preocupéri de aceeasi natura.
Intimpinand probleme similare, foloseau o terminologie oarecum apropiati, frecventau
cercuri de cunoscuti asemandtoare si aveau sindicate care reprezentau clasa muncitoare.
Heterocromia era cea care permitea ajustarea diferentierilor de statut social, iar heterocronia
arata secventialitatea temporala a profesiilor si a ocupatiilor cdutate in anumite perioade.

5) Atitudinea statului este decisiva in diferentierea politicilor economice urmate de
economiile nationale. Sprijinul statului este onorant dacd se dovedeste onest si dezinteresat,
desi — in multe situatii — el este privit drept degradant. Este adevarat cd tentatia ,,anuldrii”
importantei statului in economie isi are originile in repetatele esecuri ale implicarii sale la
nivel macro-, dar ignorarea aportului statului la dezvoltare este o eroare capitald. Contextul
istoric si politic international a cauzat deseori neincrederea in maniera de actiune a statului,
ducand la erodarea functiilor indubitabile ale unui actor al pietei interesat de bunastarea
populatiei. De aceea, competenta statului — priceperea sa de a guverna si de a genera politici
economice viabile — este pusd la incercare pe toate continentele lumii. Din ea deriva atat
heterocromie economico-sociald (sanse diferite la progres), cat si heterocronie (politici
moderne vs. anacronice).

6) Spiritualitatea participa ca agent direct la avansul sistemelor economico-sociale
(UNEP, 2016; Council of Europe, 2020). Lumea va arata diferit maine fata de azi, iar factorii
cultural-religiosi vor avea sansa de a crea valori intrinseci: incredere, respect, onestitate. in
speta, ele constituie tot atitea elemente compensatorii / alternative pentru posibilele pierderi
suferite de entitatile economico-sociale. Dominanta acaparatoare, egolatria si birocratia ar
trebui sa dispard din peisajul culturii economice, in favoarea unei mai mari doze de altruism.
In acest sens, Friedrich Nietzsche afirma: ,,Lucrurile de maxima valoare trebuie sa aiba o altd
origine, una proprie — ele nu pot proveni din aceastd lume meschind, plind de amagiri,
ademenitoare si efemerd, din acest haos de iluzii si pofte” (Nietzsche, 2015, p. 14).
Reconfigurarea unei economii mondiale generoase nu este facila, dar heterocromia si
heterocronia pot fi de ajutor — in sensul ca exemplul pozitiv al unei tari poate fi preluat, dupa
validarea lui intr-o perioada data, de catre alte state.

3. Concluzii
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Diversificarea productiei are motivatii predominant economice (vorbim, in fond,
despre ,,a well diversified economy”). Dar ea are si un substrat politic, deoarece urmareste
reducerea dependentei tarilor de anumite resurse si/sau ramuri industriale (de exemplu, titeiul
si derivatele sale). Arhitectura noii economii are ca obiectiv comensurarea modului si
gradului 1n care o tard sau o regiune combind activitatile pe care le realizeazd ca intr-un
,portofoliu de active”, in folosul propriei bunastari. Dintr-o anumita perspectiva, acest lucru
imprima flexibilitate in structurarea deciziilor de afaceri la nivel macro-, respectiv protectie
impotriva crizelor si a socurilor din sfera economica si social-politica. Detaliul, pe deplin
inteles, este cuantificabil (in fond, vizeaza rezultate), dar insuficient. De ce? Privita din alt
unghi, realitatea anterioard aratd necesitatea conturdrii unui sistem economic pe care este
necesar sa-1 privim ca pe o personalitate distinctd, nu doar ca pe un creator de output care
deserveste nevoile sociale. Contrastele sale inerente trebuie sd devina tot atatea avantaje
coerente, pe care temporalitatea sd nu le perimeze, ci sd le remodeleze (in ciuda oricaror
adversitati posibile). Cumuldnd asemenea termeni si/sau conditii, putem vorbi despre o
economie nationala evoluatd ca despre un subiect pe care sa-1 remarcam cu adevarat. Numai
astfel vom sesiza proeminenta unui sistem de valori incluziv, ravnit ca po! al cosmopolitului
economic. Paradoxal sau nu, ceea ce pare interesul restrans al unei comunititi se poate
transforma in inferes national, devenind adevar legitim, viabil si relevant la scara extinsa.

Heterocromia ajutd indivizii, comunitatile si economiile nationale sa priveasca atat
inainte, cat si inapoi, sincron sau asincron. Ea poate soca, dar tot ea este cea care creioneaza
specificitate. Cheia acestui ,,joc” consta in influentarea reciproca (e adevarat, neuniforma) a
actorilor implicati in schimbul de idei, de comportamente si/sau de politici. Intr-un anume fel,
ea conspira in sensul bun al termenului (genereaza interesantul util), socotind ca ,,plus” si
,minus” se atrag mereu. Pe de altd parte, tot ea, heterocromia, deconspird: critica, ridica
intrebiri, cauzeaza aderente nedorite si — poate — adanceste dogma. In ambele maniere de a
privi lucrurile, avem de-a face cu un scop indubitabil: afirmarea capacitatii entitatilor
economice de a actiona responsabil.

Heterocronia mediaza dihotomia dintre ,.finit” si ,,nelimitat”. Lentila sa ,,priveste” un
arbore decizional: porneste de la ideea care creeaza (uneori — cea mai costisitoare etapa),
continud cu ciclul realizarii ,,a ceva” si capata stralucire prin rezultat. Doar ca acesta din
urma nu apare neaparat instantaneu: el apropie si (simultan) indepérteaza actorii economici
de prototipul homo oeconomicus. Cu alte cuvinte, 1i invatd cd pot urmari maximizarea
satisfactiei doar daca ,,intra in pielea personajului” amintit: fara ,,a aprecia”, ci calculdnd
riscuri si profituri, in conditiile si ipotezele date. Astfel, uneori, nu timpul, ci omul ajunge sa
abuzeze de relativism (nu de relativitate!). Si, tocmai de aceea, el nu se va putea transpune cu
adevarat in tiparul homo oeconomicus. Va ramane Intr-o oarecare postura a lui homo sapiens,
aratand sau nu ca beneficiaza de capacitate cognitiva.

Sesizdm sau nu o forma de alteritate in razboiul curent al globalismului? Vorbim,
desigur, despre o dubla confruntare a structurilor economice: pe de o parte cu societatea, pe
de altd parte cu propriile rdzboaie. Pentru a raspunde intrebarii anterioare, facem apel la
cunoscuta gdlceavi a Inteleptului cu Lumea, a lui Dimitrie Cantemir. Constatim c, deloc
intdmplator, ratiunea si morala n-au fost suficiente niciodata entitatilor economice — iar astazi cu
atat mai putin. Atrase excesiv de tentatia heterocromiei si/sau de echivocul heterocroniei, actorii
pietei cautd hedonismul, inclusiv In formula castigului. Doar ca un atare concept n-are nimic de-a
face cu optimul atat de iubit 1n teoria economica, respectiv cu obtinerea efectului maxim, prin
minim de efort. Hedonismul este inselator pentru entititile economice (privindu-le de la
individ spre comunitate si apoi spre natiune). Stralucirea lui aparentd poate discrimina, in
incercarea fortatd de a echivala cu ceva palpabil. Motivul este izbitor de simplu: deseori,
chiar daca presupune efort substantial (resurse importante), efectul inregistrat este insesizabil.
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Si atunci, deziluzia se impleteste cu monocroma invidie. In egald misura, ea atinge un alt
insemn al segregdrii noastre de cdatre si prin noi ingine: cel temporal. Da, activitatea
economica este cronofagd. Nu doar cd individul a devenit un ,ambasador” al
consumerismului, ci 1si exerseaza aceasta calitate din ce In ce mai sofisticat. De fapt, ajunge
sa se laude cu un soi de time-consuming activity, al carei gabarit devasteaza si poate ruina
diversitatea prietenoasa a heterocroniei.

Evitand victimizarea, sesizam rivalitatea dintre asimilarea heterocroma a unei realitati
si adaptarea ei fortatd, heterocrond, la scala schimbarilor materiale si atitudinale ale
Universului. Evident, entitatea economica nu ,,gazduieste” darul antropologic (empatic si/sau
cooperant) al lui ~omo donator, ci il priveste cu suspiciune. Mizand pe ratiune, chiar si hulitul
homo appetens (avarul) simte cd un comportament asertiv ii poate fi de folos, deci
conformatia sa oportunistd nu-i anuleaza respectul pentru varietate, pluralism si acceptanta
(sociald).

Contrastele presupun atractie reciprocd. Ilustrativ, se prea poate sd ne formam o
impresie falsd, inchipuindu-ne cd o structura clasica pare obstructionatd de modernism. De
fapt, nu este vorba despre vreo obliterare, ci despre a accepta ca lumea noastra asimetrica are
nevoie de balans: dezacord si concordantd, luptd si capitulare, toti si unul. Motivul nu este
secret: Sabia lui Damocles nu atdrnd deasupra unui om, a unei rase sau a unei natiuni: firul de
par care o sustine presupune coagularea intereselor personale cu cele social-economice.
Intelegem, deci, spiritul multiculturalismului, afiliat heterocromiei si heterocroniei? Nu
suntem convinsi ca raspunsul este unanim si afirmativ, desi ne-am dori sa fie asa. In fond,
chiar neparticipand activ la schimbarea globalista pe care o traim, individul ramane cel putin
martor al acesteia: (i) este nevoit sd contextualizeze fluxuri informative tot mai diverse,
incercand sa le faca permeabile; (ii) invatd sa creadd in ceea ce creeaza; (iii) genereaza
intelesuri noi. Extinzand repertoriul actiunilor care-l recomanda ca entitate economico-
sociala si nu ca maginarie, obisnuitul homo sapiens incearcad sa devina homo sociologicus si
sd indeplineascd un rol policrom in comunitate (Bodea, 2023, pp. 313-314). El nu se va
substitui lui homo oeconomicus, dar — guvernat de interese personale — va decide daca se lasa
dominat de prudentd sau de indraznealda, de privilegii sau de modestie. Si, in marsul lui
triumfal spre capitalismul ultramodern (,,transhumanist”), va trebui sa inteleagd ca propria
optiune este o dovada a heterocromiei si a heterocroniei deopotriva.

Cu alte cuvinte, nasterea capitalismului n-a ajutat neapdrat agregatul economico-
social sa evolueze in directia buna. Dar, ca ,,avocat al diavolului”, ne permitem sa formulam
o interogatie retorica: stim cu adevarat care este directia pe care o poate urma lumea?
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Abstract

The present analysis represents a novel approach to the issue of Romanian-Swedish bilateral
relations in the second half of the 19" century. This time, the focus is on the dimension of contacts
between Romanian and Swedish Freemasonry. This was conducted in the second half of the 19th
century by King Oscar Il himself. In 1885 he made an official visit to Bucharest with Queen Sofia. On
this occasion, he was made an honorary member of the Grand National Lodge of Romania
(M.L.N.R.). Far from being merely a protocol award, it held a special significance. This visit
underlined the desire of Constantin Moroiu, Grand Master of the Grand National Lodge of Romania,
to gain international recognition for this Romanian Masonic powerlt was a very turbulent period in
the history of Romanian Freemasonry, marked by a series of interventions by the Grand Orient of
Italy in its internal affairs. With the award of this distinction, Romanian Freemasons sought to
strengthen their internal unity through external recognition from all Masonic powers. To this end, the
help of the Grand Lodge of Sweden was essential. The desire to consolidate the unity of Romanian
Freemasonry was a natural reality, given the fact that Romania was proclaimed a Kingdom in 1881
and became a base of stability in this part of the continent.

Keywords: King Oscar Il of Sweden; Freemasonry; elites; National Grand Lodge of Romania
(M.L.N.R); Swedish Grand Lodge.

A convincing analysis has already been written about the visit of the Swedish King
Oscar II (1829-1907) to Romania in 1885 (Cristea, 2007, pp. 189-201). Three years earlier,
however, in 1882 there was another very important moment that revealed, firstly, the
important links between Sweden and the Kingdom of Romania and, secondly, the
Freemasonry of the Sovereign of Northern Europe!. Oscar II was Grand Master of the Grand
Lodge of Sweden, and during his time, the connections between Romanian and Swedish
Freemasonry were also exceptionally strong.

This analysis is based on an unpublished document from the archives of the Swedish
Grand Lodge [Marea Loja a Suediei]. It sheds light on the frequent contacts between
Romanian and Swedish freemasons. It is a letter from the National Grand Lodge of Romania
[Marea Loja Nationald din Romania], respectively from the Supreme Council of Romanian
Freemasonry [Consiliul Suprem al Francmasoneriei Romane], dated 5 February 1882. The

! Archive of the Grand Lodge of Sweden-Stockholm. External documents. Correspondence 1875-1900. In this collection of
documents, after research, I was able to find no less than 400 pages of documents. They reflect the direct link between the
Romanian freemasons and the Grand Lodge in Northern Europe during this period.
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letter was signed by Grand Master [Mare Maestru] Costache Moroiu and Secretary Dr. N.
Theodorescu.

This act states that His Majesty Oscar II, Grand Master of the Grand Lodge of
Sweden, has been elected an honorary member of the Romanian Masonic Order, following a
vote given by the high dignitaries of the National Grand Lodge of Romania.

Certainly, it is a piece of information that emphasizes something ‘ordinary’: the
awarding of an honorary distinction to an important Freemason from the Northern European
area, as a sign of appreciation and respect. Especially considering that the two royal houses,
the Romanian and the Swedish, were already closely related.

Queen Sofia of Sweden, wife of King Oscar II, was the aunt of Queen Elizabeth of
Romania (Cristea, 2007, pp. 193). But this was not the main reason why, in 1882, the
Romanian Freemasonry decided to honour King Oscar II with the dignity of a honorary
member of the National Grand Lodge of Romania. The reality goes much deeper. This
decision was taken one year after a very important event in the modern history of the
Romanians: the proclamation of Romania as a Kingdom.

This significant moment in 1881 came after a long process. It illustrates the
complicated situation that the Romanians were going through in an external and internal
context marked by manifold tensions. Externally, Romania was recognised as an independent
state after the War of Independence in 1877-1878. In 1878, Prince Charles I of Hohenzollern
was given the title of ‘Royal Highness’. Subsequently, in 1881, to specify, among other
things, that the head of state would be the King, and that Romania would be designated as a
Kingdom or constitutional monarchy.

On the other hand, the need for internal and external stability and the 15-year reign
of Prince Charles argued for a joint effort to proclaim the Kingdom. At that time, the Liberal
Party had been in power since 1876, and the government was headed by 1.C. Britianu?

He and Prince Charles would have liked a coalition government to bring about the
Proclamation of the Kingdom, but disagreements between the Liberals and Conservatives
initially prevented this. An agreement was eventually reached, but in an extremely turbulent
context. The Liberals were accused by the Conservatives, represented by Titu Maiorescu®, of
their alleged intention to establish a republic while abroad, Tsar Alexander II of Russia was
assassinated on 1 March 1881 (Royal House Fund. Officials, file 18/1881, f. 1).

In addition, groups of Russians, accused of nihilism, entered Romania, and the
government handled their presence leniently. Although Vasile Boerescu had informed King
Charles that the government intended to proclaim the Kingdom on 8/20 April, the monarch’s

21.C. Britianu (1821 - 1891) was a Romanian politician and statesman, minister with various portfolios in different
governments, the fourteenth Prime Minister of Romania, brother of politicians Dumitru C. Bratianu and father of Ion 1.C.
Bratianu. He was an honorary member of the Romanian Academy (since 1888). He was initiated into Freemasonry, like his
brother Dumitru Bratianu, in 1846 in Paris, in the Lodge of the Athenaeum of Foreigners, and then he joined the Lodge of
the Rose of Perfect Tranquillity, in which he received the rank of Master on 14 July 1847. In 1848 he joined the Bucharest
Lodge of the Brotherhood, then returned to Paris, where a few years later he was arrested for participating in the plot against
Napoleon III. He returned to Bucharest and founded the Danube Star Lodge in 1857 with other brothers who had also
returned from exile. During the reign of Alexandru loan Cuza (1859-1866), Britianu was a prominent liberal leader. In 1866
he witnessed the dismissal of Cuza as one of the leaders of the Monstrous Coalition and the election of Prince Charles I of
Romania, under whose reign he held several ministerial posts for the next four years. He was arrested for complicity in the
1870 revolution of the so-called ,,Republic of Ploiesti”, but released shortly afterwards. In 1876, with the help of Constantin
A. Rosetti, he formed a Liberal cabinet that remained in power until 1888, serving as minister during the Russo-Turkish War
of 1877. After 1883, Bratianu was the sole leader of the Liberals, with the help of C.A. Rosetti, his friend and political ally
for almost forty years.

3Titu Maiorescu (1840-1917) was an academician, lawyer, literary critic, essayist, aesthete, philosopher, teacher, politician
and Romanian writer, Freemason, 23" Prime Minister of Romania between 1912 and 1914, Minister of the Interior, founding
member of the Romanian Academy, outstanding personality of late 19" century Romania. Maiorescu is the author of the
famous sociological theory of Bottomless Forms, forming the basis of political Junimism (around the revue of Junimea and
the “foundation stone” on which the works of Mihai Eminescu, lon Creangd, lon Luca Caragiale and Ioan Slavici were built.
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birthday, this was done much earlier, on 14/26 March 1881. General Lecca* then proposed
the following motion to the Chamber of Deputies: ‘In order to fulfil an old wish of the nation,
to strengthen stability and order in the country, and to guarantee that the dynasty in Romania
will live under the same conditions as in the other European states, and that it will inspire the
same confidence, the Chamber of Deputies, by the power of the sovereign right of the nation,
proclaims as King of Romania His Royal Highness Prince Carol 1. He receives the title of
King of Romania for himself and his descendants’®. (Proclamation of Romania as a
Kingdom, 1881, our translation)

The proclamation of the Romanian Kingdom set off a flurry of diplomatic activity in
the capitals of the great powers. According to the ‘Protocol on the Titles of Sovereigns’
[Protocolul referitor la titlurile suveranilor], signed by Austria, France, Great Britain, Prussia
and Russia at Aachen (Aix-la-Chapelle) on 11 October 1818, none of these powers could

recognise a change of title without prior agreement.
Thus, on 23 March and 4 April 1881, Count Tornielli, Minister for Italy, then Minister for Great Britain, White and Ducros

Albert, Extraordinary Ambassador of France, sent their congratulations to King Charles I. Two days later, Count Hoyos, Minister for

Austria-Hungary, Prince Urusov, Minister for Russia and Count Wesdehlen, Minister for Germany, did the same (Cre';u 2016 Pp
9 b .

78-80)

The proclamation of the Kingdom was widely discussed not only in diplomatic
circles but also in the European press. Commenting on the event, the Austrian newspaper
‘Die Deutsche Zeitung’ welcomed the fact that the Romanians had regained their place in the
family of European states and that the Romanian ruler was ‘rightly on an equal footing with
the rulers of the other Central European states’® (Cretu, 2016, pp. 78-80, our translation).

Another daily newspaper, the ‘Neue Freie Presse’ in Vienna, also stressed the
strategic importance of the new Romanian state against Russian expansion in the Balkans. It
saw this strengthening of Romania as a contribution to maintaining peace in the East (Cretu,
2016, pp. 78-80).

By transforming the Romanian Principalities into a Kingdom, Romanians, as the
French daily ‘La Republique Frangaise’ noted, the Romanians reaffirmed their intention to
resist any attempt at enslavement, just as the Italian press emphasised the civilising role
played by their Latin brothers in the East (Cretu, 2016, pp. 78-80).

The Kingdom of Sweden showed its support and sympathy for the proclamation of
Romania as a Kingdom, especially after Charles I sent a special message to Oscar II. He
informed him that the Romanian nation, through its elected representatives, had decided that
sovereign power could be best expressed in the frame of the royal dignity, in accordance with
the interests and needs of the country (Cristea, 2007, pp. 189-190). Also on this occasion,
King Charles I assured King Oscar II that he would strengthen the bonds of friendship
between the Kingdoms of Sweden, Norway and Romania, and that he would also promote the
esteem and attachment between the Romanian and Swedish sides (Cristea, 2007, pp. 189-
190).

King Oscar II’s reply was significant:

‘I have received the letters in which Your Majesty has kindly informed me that, in
response to the appeal of the representatives of the Romanian nation, you have taken for
yourself and your successors the title of King of Romania. Your Majesty was right not to doubt

4 General Dimitrie Lecca (1832-1888) was a Romanian politician, minister and general, one of the main conspirators who
overthrew the government of Alexandru Ioan Cuza on the night of 22" to 23 February 1866.
3 Original text: ,,Pentru a implini o veche dorintd a natiunii, pentru a intdri stabilitatea si ordinea in tard si pentru a garanta ca
dinastia din Roméania va trai in aceleasi conditii ca si in celelalte state europene si cd va inspira aceeasi Incredere, Camera
Deputatilor, prin puterea dreptului suveran al natiunii, proclama ca Rege al Romaniei pe Alteta Sa Regala Principele Carol I.
Acesta primeste titlul de Rege al Romaniei pentru sine si pentru urmasii sai.”
¢ Original text: ,,pe bund dreptate pe picior de egalitate cu conducdtorii celorlalte state din Europa Centrald”.
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the lively and sincere satisfaction that this happy event inspires in me, the importance of which
is increased in my eyes by the close ties of kinship that unite our families. I am pleased to take
this opportunity to renew the assurances of my high esteem and unfailing friendship’’.
(Cristea, 2007, pp. 190 our translation).

In April 1881, all the major European powers officially recognised the Kingdom of
Romania. This strengthened the dynasty in the country, gave stability to the constitutional
monarchical institutions of the state and increased the cohesion of the population around the
throne.

Externally, the accession of Charles I and the securing of the dynastic succession at
the expense of the House of Hohenzollern guaranteed German dominance in Romania for a
long time. From this point of view, the years 1877-1881 meant for the Romanian people the
exit from the area of influence and rivalry of the Ottoman and Russian Empires, but also the
firm placement on the path of “integration” in the area of Central and Western European
political life (Cretu, 2016, pp. 78-80).

Despite this important political achievement, which strengthened the internal unity of
the country, Romania remained divided. Its elites continued to fight for supremacy and
international recognition.

The correspondence between a section of the Romanian Freemasonry and the Grand
Lodge of Sweden illustrates this this point quite effectively. The appointment of King Oscar
IT as an honorary member of the Grand National Lodge of Romania was intended not only as
a rapprochement, but also to strengthen the unity of this Romanian obedience.

The Grand National Lodge of Romania was founded on 8 September 1880 by uniting
several lodges under different obediences and functioned under the Grand Orient of Italy.
Subsequently, on December 5, 1881, the Supreme Romanian Council for High Ranks (from 4
to 33) was established (Stefanescu, 2009, pp. 123). It was Constantin Moroiu (1837-1916),
with the help of Reserve Colonel Ioan T. Ulic (1856-1925) and Prince George Valentin
Bibescu (1880-1941), who managed to achieve such a union. Constantin Moroiu is
considered one of the fathers of modern Romanian Freemasonry. His life story is truly
fascinating.

He was the grandson of Professor Costache Moroiu, who taught at ‘Sfantul Sava’
National College in Bucharest, then a pioneer of national education, an officer of the Royal
Army with the rank of captain. He took part in the Russo-Turkish War against the Ottoman
Empire, after which he distinguished himself as one of the most important and influential
Freemasons in Romania, with a great passion for the art of philately (Florian & Moroiu,
2022).

But beyond his personal interests, Constantin Moroiu left a lasting impact on the
modern history of Romania and national Freemasonry. He is remembered as the father and
founder of the first Grand Lodge in Romania. His brother, George Moroiu, was also a well-
known Freemason. Maria and Elena Moroiu, his daughters, were initiated into the Southern
Star Lodge in Mangalia in 1883, becoming the first women in Romania to be initiated into
Freemasonry. (Florian & Moroiu, 2022).

Constantin Moroiu’s first official contact with Freemasonry took place on 1 June
1859 in the ‘Danube Star’ [Steaua Dundrii] Lodge in Bucharest. In June 1875 he received the
degree of Master Mason and on 1 February 1877 he decided to leave the ‘Heliopolis’ Lodge

7 Original text: ,,Am primit scrisorile prin care Majestatea Voastrd a binevoit si ma informeze cd, raspunzand apelului
reprezentantilor natiunii romane, ati luat pentru dumneavoastra si succesorii dumneavoastra titlul de Rege al Romaniei.
Majestatea Voastra a avut dreptate sa nu se indoiascé de satisfactia vie si sincera pe care mi-o inspira acest fericit eveniment,
a carui importantd este sporitd In ochii mei de stransele legdturi de rudenie care unesc familiile noastre. Am plicerea de a
profita de aceasta ocazie pentru a va reinnoi asigurarile inaltei mele consideratii si ale prieteniei mele de nezdruncinat.”
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in Bucharest. On 11 October 1878, after reactivating the Danube Star Lodge, he resumed his
intense Masonic life. From 1878 to 1880, he was the Worshipful Master [Maestru Venerabil]
of the Danube Star Lodge (Florian & Moroiu, 2022).

He received the 31st degree in 1880 and was elected Grand Sapient of the ‘Danube
Star’ Chapter [Mare Sapient al Capitolului Steaua Dunarii] in May of that year. His notable
achievement, as previously mentioned, was the consolidation of the numerous Romanian
lodges that had previously been affiliated with foreign obediences: French, Italian, German,
Portuguese (Florian & Moroiu, 2022).

From 1880 to 1911, he was active in Romanian Freemasonry as Grand Master and
Sovereign Grand Commander [Mare Maestru si Suveran Mare Comandor]. On 5 July 1882,
he was elected an honorary member of the Lodge of the Universal Brotherhood of Pisa [Loja
Fratia Universala din Pisa], Italy. On 22 November 1882, he founded the Grand Chapter
Royal Arch [Marele Capitlu Royal Arch].

He traveled to Belgium and France, where he established connections with their
Supreme Councils. In 1883 he was appointed Honorary Grand Master of the Supreme Grand
General Council of Misraim of the United States of America [Mare Maestru Onorific al
Supremului Mare Consiliu General de Misraim din Statele Unite ale Americii]. In 1883 and
1905 he was appointed Guarantor of the Sovereign Sanctuary of Great Britain and Ireland in
the Sovereign Sanctuary of Romania [Garant al Sanctuarului Suveran al Marii Britanii si
Irlandei in Sanctuarul Suveran al Romaniei]. (Florian & Moroiu, 2022).

During the same period, he received the mission to be the Guarantor of Friendship of
the Supreme Council of the Northern Jurisdiction of the United States of America and of the
Supreme Council for Mexico in Romania [Garantul de prietenie al Consiliului Suprem al
Jurisdictiei de Nord a Statelor Unite ale Americii si al Consiliului Suprem pentru Mexic in
Romania). In 1883, he became a Guarantor of Friendship for the Grand Lodge of France and
the Grand Orient of Spain in Romania [Garant al Prieteniei pentru Marea Loja a Frantei si
Marele Orient al Spaniei in Romania]. In the same year, he also received the title of honorary
member of ‘La Verita’ Lodge in Luca, Italy (under the jurisdiction of the Supreme Council of
Italy). (Florian & Moroiu, 2022).

In 1886 he founded the Constantin Moroiu Lodge in Cairo, Egypt. In January 1899 he
promulgated the new Masonic Constitution and in 1904 he attended the Masonic Congress in
Brussels. In 1905, he became the Guarantor of Friendship of the Supreme Council of
Scotland in Romania [Garantul de prietenie al Consiliului Suprem al Scotiei din Romania]. In
1905 and 1914, he was elected Guarantor of Friendship of the Grand Lodges of British
Columbia, Canada, Peru and France in Romania [Garant al Prieteniei Marilor Loji din British
Columbia, Canada, Peru si Franta in Romania] (Florian & Moroiu, 2022).

In 1914, Constantin Moroiu received the mission to be the Guarantor of Friendship in
Romania for the Grand Lodge of France, the Grand Lodge of Jawa, the Grand Lodge of
Venezuela, the Grand Orient of Spain, the Supreme Council of Belgium and the Supreme
Council of Cuba [Garantul Prieteniei in Romania pentru Marea Loja a Frantei, Marea Loja a
Jawa, Marea Loja a Venezuelei, Marele Orient al Spaniei, Consiliul Suprem al Belgiei si
Consiliul Suprem al Cubei]. In recognition of his services, he was made an honorary member
of the Egyptian Lodge No. 2 (Manchester, UK), Perseverenza Lodge (Masso, Italy), Ciro
Mentoli Lodge (Borgo, Italy) and Il Leone di Caprera (Rio dell'Elba, Italy) (Florian &
Moroiu, 2022).

The path toward the unity of Freemasonry that he sought was exceedingly
challenging. Initially, in 1879, Constantin Moroiu attempted to join the Grand Orient of
Romania. Subsequently, he secured approval from the Grand Orient Lusitano Unit of
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Portugal to establish the lodge known as ‘The Star of the Danube’ [Steaua Dunarii)
(Stefanescu, 2009, pp. 125).

Due to serious mistakes, Constantin Moroiu was expelled from the United Lusitanian
Grand Orient and then decided to establish his own Masonic obedience: the National Grand
Lodge of Romania. With the decision to create a Grand Lodge, he envisaged the organisation
of the Romanian Order of Freemasons on the national territory, a plan that involved several
stages:

1. The Grand National Lodge of Romania, which, according to the Constitution of

5" November 1880, should work and form the Masonic power for the
administration of degrees 1-3 (Stefanescu, 2009, pp. 125).

2. The following lodges were to work under him: Steaua Dunarii, Hyram, Cuza
Voda, Progresul, Aurora, Armonia, Traian, Farul, Steaua Sudului, Concordia,
Carpatina, Unire & Fraternitate, Concordia-Roman (Stefanescu, 2009, pp. 125).

3. The Constitution of the Supreme Council of 33 of the Scottish Rite (created on 8
September 1881), was to operate on the basis of the Constitution of 2 September
1884 and the Grand French Constitution of 1 May 1766 (Stefanescu, 2009, pp.
126).

4. The constitution of the Sovereign Sanctuary of the Ancient Primitive Rite of
Memphis [Sanctuarul Suveran al Ritului Primitiv Antic din Memphis] (founded
on 5" December 1881), with the approval of the Sovereign Sanctuary of Italy
[Sanctuarul Suveran al Italiei] on 24" June 1881 was to operate according to the
Constitution promulgated by L.LE. Marconiu in 1839. He was to be subordinate to:
The Grand Mystical General Council [Marele Consiliu General Mistic], the Grand
Tribunal [Marele Tribunal], the Council of Sublime Masters [Consiliul Maestrilor
Sublimi], the Knights of Aquileia [Cavalerii din Aquileia], the Senate [Senatul],
the Chapter of the Knights of the Rosa Croce [Capitolul Cavalerilor de la Rosa
Croce], the Chapter Lodges [Lojile Capitulare] (Stefanescu, 2009, pp. 126).

5. The Supreme Chapter of the Royal Rite Arch was to be established.

Constantin Moroiu also began publishing the monthly magazine ‘Triunghiul’. On 15
January 1881, the National Grand Lodge promulgated the General Regulations for Lodges,
Chapters and Areopagus [Regulamentul general al lojilor, capitolelor si areopagurilor]. It
replaced the Portuguese Lottery Rules that were still in force at the time. The new regulation
was applied from the 1 of March 1881 and the decree was signed by Constantin Moroiu -
Grand Master Commander, N. Theodorescu - Grand Secretary and V.A. Nestor - Grand
Orator (Balcesti, 1993, pp. 105).

The issues facing the Grand National Lodge founded by Constantin Moroiu also
began to materialize in 1881, when the Grand Orient of Italy recognised the Grand Orient of
Moldavia and Wallachia. It was challenged by the Grand National Lodge of Romania as
being anti-national because it did not recognise the actual name of the Romanian state
(Romania). This newly created Masonic power subordinated several Masonic lodges in
Moldavia, which Constantin Moroiu described as ‘a factory of Jewish Freemasons who were
not accepted in the lodges of Rome, Piatra and Bacau’® (Bilcesti, 1993, pp. 104-105, our
translation).

Confronted with such external interference, in September 1882, Grand Master
Constantin Moroiu dispatched a circular to all Masonic authorities worldwide. In this
circular, the Grand National Lodge of Romania (M.L.N.R.) protested against the involvement
of the Grand Orient of Italy in the Romanian Freemasonry. This was particularly true in the

8 Original text: ,,0 fabricd de francmasoni evrei care nu au fost acceptati in lojile de la Roman, Piatra si Bacdu.”
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context of new lodges appearing on Romanian territory that did not operate in the M.L.N.R.
subline (Balcesti, 1993, pp.111) Such lodges were: Dochia (Petro-Dava), Traian (Adjud),
Speranta (Rusciuk), Alexandru cel Bun (Bacau), Lucia (Roman).

These approaches to the major European Masonic powers did not go unnoticed. Two
years after its foundation, the Grand National Lodge of Romania was recognised by the
Grand Orient of Argentina, the Grand Orient of Belgium, the Grand Orient of Greece, the
Grand Orient of Mexico, the Grand Orient of Spain, the Grand Lodge of England — ‘Mother
of the World’, the Grand Lodge of Chile, the Grand Lodge of Cuba, the Grand Lodge of
Ireland, the Grand Lodge of Liberia, the Alpine Grand Lodge, the Symbolic Grand Lodge of
Seville, the Supreme Council of Belgium, the Supreme Council of Italy (Balcesti, 1993,
pp-114)

The Supreme Sanctuary of the 33™ Ancient Primitive in Romania was recognised by:
the Sovereign Sanctuary of America, the Sovereign Sanctuary of Italy, the Sovereign
Sanctuary of Great Britain and Ireland, the Supreme General Council of the Misraim Rite of
France, the Supreme Council of Greece, the Supreme Council of Italy, the Supreme Council
of Mexico, the Supreme Council of Scotland, the Supreme Council of Hungary, the Supreme
Council of the USA (Charleston), the Supreme Council of the Northern Jurisdiction (New
Jersey). (Balcesti, 1993, pp.114)

Among these European Masonic powers that recognised the unity of the Grand
National Lodge of Romania (M.L.N.R.), the Swedish Grand Lodge was absent. Given the
very close family ties between the Royal House of Romania and the Royal House of Sweden,
Grand Master Constantin Moroiu took steps towards the Swedish Freemasonry. He was so
confident of success that he decided to bestow the esteemed honor of honorary membership
upon King Oscar II

That fact that such an approach was successful in 1882 is proven by a later fact. Three
years later, on 29 May 1885, the Brethren of the ‘Hiram Lodge’ of Orient from Botosani
enthusiastically proclaimed His Highness Gustav Adolf an honorary member of their Lodge.
(Archive of the Grand Lodge of Sweden. External Documents 29 May 1885).

Gustaf Adolf was none other than the future King of Sweden, Gustaf V Adolf, son of
King Oscar IT and Queen Sofia of Nassau. He ascended the throne of the Kingdom of Sweden
in 1907 and demonstrated himself as an active monarch, deeply attuned to the realities and
requirements of his era. He was the last king of Sweden to intervene directly in the politics of
the kingdom and also the last ruler to be supreme commander of the armed forces.

Grand Master Costache Moroiu’s strategy of paving the way to the Grand Lodge of
Sweden through honors has produced long-awaited results. The Grand National Lodge of
Romania (M.L.N.R.) also needed the recognition and support of Swedish Freemasonry. This
was especially true at a time when internal rivalries, as well as those with the Italian Grand
Orient due to the latter’s interference in the M.L.N.R.’s sphere of influence, were frequent.

On 15 January 1883, Constantin Moroiu sent a circular to all Romanian lodges under
foreign obedience, in which he reaffirmed his desire to achieve a unified national
Freemasonry. He also expressed his willingness to relinquish all honors, as requested by the
Moldavian lodges obedient to the Grand Orient of Rome, as soon as the union was
established.

To this end, he proposed holding a convention of all the lodges in the country to
proclaim the union and to elect new dignitaries (Balcesti, 1993, pp. 118). For a while, his
efforts to consolidate the internal unity of the Romanian Freemasonry remained in a state of
uncertainty. On 15 September 1883, two years before the visit of King Oscar II to Bucharest,
Grand Master Constantin Moroiu summoned all the lodges to the headquarters of the Grand
Lodge at Calea Plevnei to determine the destiny of Romanian Freemasonry. Due to a military

162
Vol. 7 No 2 (2024)
ISSN: 2003-0924



inspection in Mangalia, where Constantin Moroiu worked, the meeting was postponed to
another day.

Externally, the efforts made have not gone unnoticed. His Highness Gustaf Adolf,
Crown Prince of the Kingdom of Sweden, was made an honorary member of the Hiram
Lodge of Botosani. This was a strong signal that Romanian Freemasonry could count on the
support and sympathy of the Grand Lodge of Sweden.

With these two distinctions, the one awarded to King Oscar II in 1882 and the one
awarded to Gustav Adolf in 1885, the Romanian Freemasons sought to consolidate their
internal unity through external recognition by all the Masonic powers. To this end, the help of
the Grand Lodge of Sweden was essential. The aspiration to strengthen the unity of
Romanian Freemasonry became a natural reality when Romania was declared a Kingdom in
1881, emerging as a stabilizing force in this part of the continent.
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Abstract

The Romanian and Bulgarian languages share common features stemming from the Balkan linguistic
aria. Among the distinctive grammatical constructions in Balkan languages is the new-type analytic
subjunctive, a replacement for the infinitive in various languages such as Romanian, Bulgarian,
Macedonian, Albanian, and Greek. The subjunctive can manifest in present, imperfect, perfect, and
pluperfect tenses in most languages. However, Romanian has more limited combinations, employing
only the present and perfect tenses. Despite these differences, the subjunctive shares structural,
semantic, and usage similarities across Balkan languages. The use of the subjunctive in optative
sentences is a common feature in Balkan languages, conveying achievable desires in the present and
strong but unrealizable wishes in the past. This paper aims to broaden the research on the Balkan-
type subjunctive by illustrating parallels in the modal values of this mood in Romanian and Bulgarian
in independent optative sentences. The research underscores numerous correspondences in the use of
the subjunctive in optative sentences in Romanian and Bulgarian. In both languages, within the
optative context, the subjunctive expresses various sentiments such as desire, wishes, regret, protest,
and indignation. The expression of both factual and counterfactual desires using present and past
subjunctive forms is also similar in both languages. The present forms of the subjunctive express a
factual desire, meaning an achievable wish that could be fulfilled in the future. The present
subjunctive forms are very often encountered in idiomatic expressions that convey wishes and
imprecations. Many similarities are noted between expressions in the two languages, both in terms of
structure and in semantics and lexical means. The use of present subjunctive forms is not typical for
expressing counterfactual wishes (unrealizable or difficult to achieve) but occurs in specific contexts.
Wishes expressed through past subjunctive forms are counterfactual because the circumstances in
which they could have been realized are omitted. Such statements convey the speaker's regret
regarding an unfulfilled desire. In Romanian grammar, detailed treatment of the uses of the perfect
subjunctive is lacking, but it is noted to have optative value. In Bulgarian, counterfactual wishes are
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expressed using three past tenses of the subjunctive — pluperfect, imperfect, and perfect. In this
regard, the capabilities of the perfect subjunctive in Romanian stand out for expressing multiple
meanings. With the exception of some meanings of the imperfect subjunctive in Bulgarian, the perfect
subjunctive in Romanian can convey nearly all the meanings of the three past tenses in Bulgarian.
The study highlights numerous similarities in the use of the subjunctive in Romanian and Bulgarian in
optative sentences, offering observations that contribute to a deeper understanding of this mood
within the field of Romanian, Bulgarian, and Balkan linguistics.

Keywords: subjunctive; optative value; Romanian; Bulgarian; Balkan Sprachbund.

Limbile bulgard si romana au o serie de trasaturi comune care au aparut in cadrul
uniunii lingvistice balcanice (Steinke & Vraciu, 1999; Emiliyanova & Mihdilescu, 2020).
Una dintre cele mai reprezentative constructii gramaticale pentru limbile balcanice este
conjunctivul analitic de tip nou, care a substituit infinitivul. Infinitivul a fost inlocuit complet
in macedoneand si 1n dialectul tosc al albanezei; aproape complet in aroméand, bulgara,
neogreaca si in dialectele sudice ale limbii sarbe; partial in dialectul gheg al albanezei,
romand, sarba literard si croatd literard, Tn meglenoromana infinitivul aparand in unele
expresii (Tomi¢, 2004, p. 31). In istroromani se folosesc deopotriva infinitivul si conjunctivul
(Corbeanu, 2022, pp. 214-217).

In limbile balcanice, conjunctivul se formeaza cu ajutorul conjunctiilor-morfem alb. ¢,
ngr. na, rom. sd, si in limbile sud-slave da.' Dupi aceste conjunctii, mirci ale conjunctivului,
verbul poate fi la timpurile prezent, imperfect, perfect si mai-mult-ca-perfect in majoritatea
limbilor (albaneza, bulgara, iar in greaca se poate folosi si perfectul simplu) (Asenova, 2002,
pp. 182-183). In aromana, conjunctivul are, de asemenea, patru timpuri: prezent, imperfect,
perfect si mai-mult-ca-perfect, la fel ca in alte limbi romanice (franceza, spaniold) (Nevaci &
Geand, 2016, p. 157) si ca in majoritatea limbilor balcanice. In dacoroméni, aceste

Conjunctivul are aceeasi structurd, semnificatie si utilizare in limbile balcanice.
Formele conjunctivului intrd in alcatuirea timpului viitor si a viitorului in trecut (Tomic,
2004, pp. 31-42; Asenova, 2002, pp. 152-178).

Conjunctivul reprezinta o tema de cercetare care a atras mereu atentia atat in lingvistica
balcanica, cat si in lingvistica romanica si slava (Krapova, 2001; Hill & Tomic, 2009; Bilbiie
& Mardale, 2015; Gadzheva, 2015). Utilizarea conjunctivului in romana si in bulgara a fost
studiatd contrastiv mai pe larg de Stoianova (1988).

Scopul prezentei lucrari este de a extinde cercetérile referitoare la tipul balcanic de
conjunctiv prin ilustrarea paralelelor existente intre valorile modale ale acestui mod 1n limbile
romand si bulgara (asa-numitele forme da). Punctul de plecare al demersului nostru il va
constitui analiza problematicii complexe a utilizarii formelor da cu valoare optativd in
propozitii independente, in comparatie cu utilizarile conjunctivului in limba romana.

1. Conjunctivul in limba roména

Modul conjunctiv in limba roména are doud forme — prezent si perfect, in structura lor
fiind prezenta conjunctia-morfem sad. Formele verbale din componenta conjunctivului prezent
sunt identice cu prezentul indicativului, mai putin la persoana a treia singular si plural. Doar
verbul a fi are o paradigma proprie la conjunctiv prezent, diferitd de cea a indicativului
prezent — sd fiu, sa fii, sa fie etc. Conjunctivul perfect are forma invariabild, alcdtuita din
marca conjunctivului + auxiliarul a fi + participiul verbului conjugat. in timp ce forma de

! Transliterarea caracterelor chirilice este in conformitate cu Legea transliteratiei din 2009 (Ivanov et al., 2010).
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prezent a conjunctivului este foarte frecventa si prezintd multe valori, conjunctivul perfect se
foloseste mai rar (GBLR, p. 260; Avram, 1986, p. 161).

In ceea ce priveste valorile conjunctivului, in propozitii principale imperative, acesta
poate indica o propunere, un ordin, o urare sau o imprecatie, iar in propozitii interogative
aratd o intentie, subliniind dubiul asupra acesteia, sau poate marca supozitia, atat cu privire la
o situatie din prezent, cat si din trecut (GBLR, p. 236). Astfel, in propozitii imperative,
conjunctivul are valoare modala de imperativ, hortativ si optativ, pe cand in propozitii
interogative de dubitativ si prezumtiv (Zafiu, 2013, pp. 45-47). In diferite contexte, se pot
defini mai multe valori modale ale conjunctivului: /necesar/, /non-necesar/, /posibil/,
/imposibil/, /iminent/, /capacitate/, /incapacitate/, /cert/, /incert/, /probabil/, /exclus/,
/concesie/, /obligatoriu/, /facultativ/, /permis/, /interzis/, /recomandabil/, /nerecomandabil/,
/convenientd/, /apreciere pozitivd/, /apreciere negativa/, /intentie/, /dorintd/ etc. (Borchin,
2007).

2. Problema controversata a conjunctivului in limba bulgara

In lingvistica bulgarad existi doud puncte de vedere opuse cu privire la existenta
conjunctivului.?

Teza care sustine existenta conjunctivului in limba bulgarad, conceputd de lingvisti
balcanologi, este acceptata de putini autori bulgari (Deyanova, 1979; Maldzhieva, 1990;
Georgiev, 1991, pp. 341-342) si de unii cercetatori straini ai limbii bulgare (Maslov, 1982,
pp- 287-291; Fielder, 1993, pp. 65, 69-71). Precizam ca in studiul de fatd impartasim aceasta
opinie, conform céreia in limba bulgard existda modul conjunctiv, care are o structurda
morfologicd alcituitd din particula da ‘sd’® + forma de indicativ a verbului, la timpurile
prezent, imperfect, perfect, mai-mult-ca-perfect, in unele cazuri, si aorist. Prezenta acestui tip
de conjunctiv diferentiazd limbile slave de sud de celelalte limbi slave.

Utilizarea conjunctiei da alaturi de un verb la indicativ are in gramaticile bulgare
urmatoarele denumiri: forme da, constructia da sau propozitia da. In propozitii subordonate,
formele da sunt considerate constructii sintactice, formate cu conjunctia subordonatoare da,
iar In propozitii independente — forme compuse ale imperativului (GSBKE 11, pp. 367-369)
sau forme da speciale, formate cu particula da, care pot avea valori modale de imperativ,
optativ, potential, prezumtiv (Nitsolova, 2008/2023, pp. 327-329, 409-429).

Aceastd teorie este justificatd prin lipsa unor forme verbale sintetice caracteristice
conjunctivului, prin polifunctionalitatea conjunctiei / particulei da, care are conjunctii si
particule sinonime (Nitsolova, 2008/2023, p. 327), ca si prin unele concepte teoretice
referitoare la categoria modului verbal si la sintaxa verbului (Chakarova, 2008). Pe de alta
parte, in utilizérile tipice ale conjunctivului, conjunctia da nu poate fi inlocuitd printr-un
sinonim, de exemplu: tryabva da cheta ‘trebuie si citesc’. In opinia noastrd, neacceptarea
existentei conjunctivului in limba bulgard se datoreazd, pe de o parte, definirii categoriei
modalitatii, iar pe de altd parte, studiului bulgarei in cadrul lingvisticii slave, fard a se tine
cont de contextul balcanic, precum si de paralelele cu alte limbi europene, de exemplu, cu
alte limbi romanice decdt romana. Astfel, cercetand conjunctivul in uniunea lingvistica
balcanicd, Asenova (2002) observa ca ,,indiferent de modul in care vor fi calificate formele
da din bulgara, ele au o valoare identica cu constructiile lor corespunzatoare (de conjunctiv)
din celelalte limbi balcanice, adici valoare de conjunctiv” (p. 152).*

2 Referitor la aceastd problemd, vezi Sasheva 2015: 43-61.

3 Bg. da poate avea statut de conjunctie sau de particuld, conform definitiei din Dictionarul limbii bulgare (RBE, n.d., “da”).
Pentru comparatia cu marcile conjunctivului din celelalte limbi balcanice, vezi Gadzheva, 2015, pp. 71-73.

4 Traducerile citatelor apartin autoarelor lucrarii de fata.
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Conjunctivul (asa-numitele forme da) din limba bulgara reprezinta o categorie foarte
bogatd in forme si semnificatii. Se obtine de la verbe de aspect perfectiv si imperfectiv la
timpul prezent, perfect, mai-mult-ca-perfect si, in unele cazuri speciale, la aorist (Nitsolova,
2008/2023, pp. 427).

Utilizarea independenta a formelor da a fost studiata in detaliu de cétre Sasheva (2015,
2016 s.a.). Lucrarile acesteia au ca fundament ideile consacrate din lingvistica bulgara,
privind formele da, in special cele ale autoarei Nitsolova (2008/2023).°

Nitsolova distinge patru grupe mari de forme da in propozitii independente, conform
semnificatiei lor modale: 1) cu valoare de imperativ; 2) cu valoare optativa; 3) referitoare la
actiuni posibile sau necesare; 4) referitoare la o actiune trecutd reald (transpozitie).® Fiecare
dintre aceste categorii de forme are o serie de subcategorii (Nitsolova, 2008/2023, p. 409).

In ciuda rolului siu deosebit de important, conjunctivul (sau asa-numitele forme da) nu
se bucura de o caracterizare exacti si completd in gramaticile bulgiresti. In acestea nu exista
o descriere sistematizatd a formelor, a raporturilor sale cu categoria de timp si cu categoria de
aspect verbal, a semnificatiilor si utilizarilor sale. Descrierea traditionala a structurii formelor
prin prezenta conjunctiei/particulei da si a verbului la indicativ nu este suficientd, intrucat
paradigma verbului este defectuoasa din punct de vedere temporal, existand si multe restrictii
legate de aspectul verbal (Nitsolova, 2008/2023, pp. 409-410; Markou, 2010, pp. 115-117).

3. Utilizarile conjunctivului in limbile bulgara si roména in plan contrastiv

Cele mai multe studii contrastive asupra conjunctivului in cele doud limbi sunt cele din
cadrul lingvisticii balcanice si includ cateva limbi balcanice sau pe toate acestea.

In propozitii subordonate, formele conjunctivului din toate limbile balcanice au aceleasi
utilizari, atunci cand formeaza predicatul unor propozitii completive, atributive, predicative,
subiective, finale, conditionale, concesive si consecutive (Asenova, 2002, pp. 152-178).

In limbile balcanice, formele conjunctivului din propozitii independente pot prezenta
diferite valori modale: imperativ, hortativ, optativ, dubitativ, prezumtiv. Unele dintre aceste
semnificatii se regasesc in cadrul modalitatii volitive (Amman & van der Auwera, 2004).

Bilbiie si Mardale (2018) realizeaza o analiza a conjunctivului romanesc in comparatie
cu cel din bulgara si greacd. Autorii demonstreaza paralelele existente in structura si
semantica propozitiilor interogative cu conjunctiv din cele trei limbi si remarca necesitatea
aprofundarii cercetarii in aceasta directie.

Studiile contrastive ale conjunctivului din limbile bulgara si romana indica asemanari
semnificative. Kaldieva-Zaharieva (2005) subliniazd ca ,,in ceea ce priveste modul
conjunctiv, nu exista nicio diferentd semanticd intre cele doud limbi, ci doar una formal-
gramaticala (si terminologica)” (pp. 113-114).

Stoianova (1988) ajunge la urmaitoarea concluzie: ,.Din analiza contrastiva a
ocurentelor conjunctivului si ale constructiei da + verb rezulta ca existd numeroase puncte de
convergentd atdt cu privire la functiile modale, cat si cu privire la cele de subordonare.
Deosebirile dintre conjunctivul roménesc si constructia da + verb nu se rezuma la functiile
lor, ci la posibilitétile de substituire cu alte moduri si la variatiile de ordin stilistic pe care le
prezintd ocurentele lor contextuale.” (p. 457).

3 Nitsolova (2008/2023) analizeaza diferitele valori ale asa-numitelor forme da, forme neka si forme neka-da (bg. neka ‘fie
(ca)’, neka da ‘fie sa’) (pp. 327-329, 409-429). Formele cu neka (da) sunt constructii gramaticale similare, pe care nu le
includem in studiul de fata, ele fiind asociate cu valoarea de imperativ a conjunctivului. Utilizarile lui neka din bulgara pot fi
comparate cu conjunctivul din istroromana, care are in structura sa marca neca (Corbeanu 2022). Este interesanta si situatia
din macedoneand, unde in propozitii independente se pot folosi da si neka, dar, spre deosebire de bulgard, nu este permisa
combinatia neka + da (Friedman, 2001, p. 43).

¢ Asenova defineste cazurile de transpozitie a conjunctivului drept constructii optativ-imperative (Asenova, 2002, p. 191).
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In urma studiului contrastiv al conjunctivului din cele doud limbi, Stoianova (1988)
observa ca formele sale apar in toate tipurile de subordonate, adaugand la tipurile de
propozitii subordonate indicate de Asenova circumstantialele de timp, de mod si de scop (pp.
452-457). Lingvista bulgara mai remarca si ca in propozitii independente, conjunctivul are
valoarea altor moduri verbale — imperativ, optativ si prezumtiv (Stoianova, pp. 449-450).

Avand in vedere cele de mai sus, in bulgard si romdnd se pot observa mai multe
corespondente si in privinta intrebuintirii valorilor conjunctivului, de exemplu:’

rom. Sd ne intdlnim mdine!; bg. Da se sreshtnem utre! (hortativ);

rom. Sd citesti cartea!; bg. Da prochetesh knigata! (imperativ);

rom. Sd fim sanatosi!; bg. Da sme zdravi! (optativ);

rom. Sd fie azi sarbdtoare?; bg. Dnes da e praznik? (dubitativ);

rom. Sa fi venit musafirii?; bg. Da sa doshli gostite? (prezumtiv).®

4. Conjunctivul cu valoare de optativ in propozitii independente in limbile
bulgara si roméana

In limba bulgara, propozitiile optative cu un verb la conjunctiv sunt considerate
propozitii modale — asa-numitele propozifii da optative. In plan modal, dorinta exprimati
printr-o forma de conjunctiv poate fi posibila sau contrafactivd (imposibila sau dificil de
indeplinit) (Sasheva, 2015, pp. 132, 133).

In ceea ce priveste conjunctivul in romana si bulgara, Stoianova remarci, pe scurt, ci in
ambele limbi, in contextul optativului, conjunctivul exprima: dorinta, urare, regret, protest,
indignare (Stoianova, 1988, p. 450).

Utilizarea conjunctivului in propozitii optative este o caracteristica comuna a limbilor
balcanice.’ Prin intermediul prezentului se exprimi dorinte realizabile, raportate la viitor. Cu
ajutorul timpurilor trecute se redd o dorintd puternica, dar irealizabild: prin perfectul
conjunctivului in romand si prin imperfect si mai-mult-ca-perfect in bulgara,'® albanezi si
greaca (Asenova, 2002, p. 185).

In gramaticile romanesti nu se trateazi detaliat utilizarile conjunctivului perfect in
propozitii independente (GBLR, p. 260; GALR, pp. 387, 393; Zafiu, 2013, pp. 45-50). In
limba roména contemporand acesta are multe intrebuintari cu valoare optativa. Se observa ca
formele sale apar de obicei in monologuri interioare, exprimand o dorintd intarziata, de
nerealizarea careia vorbitorului 1i pare rau, un regret si un sentiment de necesitate a actiunii
dorite (Railean, 1998, p. 279).

4. 1. Exprimarea unei dorinte factive

In ambele limbi, formele de prezent ale conjunctivului exprima o dorinta factiva, adica
o dorinta realizabild care ar putea fi indeplinitd in viitor. Verbul este de obicei la forma
pozitiva:

(1) rom. Sa vina mai repede vara!; bg. Da doyde po-barzo lyatoto!

(2) rom. Sa treaca si anul acesta!; bg. Da mine i tazi godina!

(3) rom. Sa avem si noi noroc de data aceasta!; bg. Da imame i nie kasmet tozi pat!

7 Exemplele de mai jos ne apartin, ca si alte exemple din studiul de fatd, care nu au indicatd sursa citarii.
8 Pentru mai multe exemple de utilizdri similare ale conjunctivului in bulgard si roméana, precum si in greacd si albaneza,
vezi Asenova, 2002, pp. 182-193.
° Pentru exprimarea optativului prin formele conjunctivului in limbile bulgara si greacid modernd, vezi Markou, 2019, pp.
157-161.
10 Tn bulgara si prin perfect, vezi § 4.2.
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Adesea, 1In propozitii similare, in limba roméana se folosesc semiadverbele doar si
numai, iar in bulgard — particula samo, care are acelasi sens. Pozitia semiadverbelor din
romana si a particulei din bulgara este la inceputul propozitiei:

(4) bg. Samo kompyutarat da restartira. (Gadzheva, 2015, p. 74); rom. Doar sd se
reporneascd computerul!

(5) rom. Doar sd nu ploud in weekend!; bg. Samo da ne zavali prez uikenda!

(6) rom. Numai sa ajungem la timp!; bg. Samo da stignem navreme!

In ambele limbi, formele de prezent ale conjunctivului exprima o dorinti de bine:

(7) rom. Sa ai bafta la examen!; bg. Da imash kasmet na izpita!

(8) rom. Sa iei primul loc!; bg. Da spechelish parvo myasto!

(9) rom. Sa va simtiti bine la mare!; bg. Da si prekarate priyatno na moreto!

Formele de conjunctiv la timpul prezent se intdlnesc foarte des in expresii frazeologice
care exprimd urari (10-12), blesteme si imprecatii (13-15). Propozitiile optative de acest tip,
conform lui Sasheva, reprezintd formule de etichetd ce cuprind un anumit inventar lexical
(Dumnezeu, sandtate, fericit, naiba, a crapa etc.) (Sasheva, 2015, p. 131). Se remarca multe
asemanari intre expresiile din cele doua limbi, atdt ca structurd, cit si ca semantica si
mijloace lexicale:

(10) rom. Sd fie intr-un ceas bun!; bg. Da e na dobar chas!

(11) rom. Sa-ti dea Dumnezeu sandtate!; bg. Gospod zdrave da ti dava!

(12) rom. Sa-fi traiasca copiii!; bg. Da sa ti zhivi i zdravi detsata!

(13) rom. Sa-/ trazneasca Dumnezeu!; bg. Gospod da go porazi!

(14) rom. Sd crapi!; bg. Da puknesh!

(15) rom. Sa arzi in iad!; bg. Da gorish v ada!

In unele cazuri, in propozitii optative care exprima dorinte sau invective, la persoana a
doua, conjunctivul (16, 17) se foloseste in paralel cu formele imperativului (18, 19):

(16) rom. Sa fii sandtos!; bg. Da si zdrav!

(17) rom. Sa te duci la naiba!; bg. Da varvish po dyavolite!

(18) rom. Fii sanatos!; bg. Badi zdrav!

(19) rom. Du-te la naiba!; bg. Varvi po dyavolite!

La persoana intdi si a treia se folosesc doar formele de conjunctiv:

(20) rom. Sa fim sandtosi!; bg. Da sme zdravi!

(21) rom. Sa se ducd la naiba!; bg. Da varvi po dyavolite!

In limba roméni, unde verbul are o desinentd de conjunctiv speciald, in unele formule
de acest tip, la persoana a treia, conjunctia sd poate fi omisa. In limba bulgara, in aceste
cazuri, nu este posibild omiterea particulei da, care este singura marca a conjunctivului:

(22) rom. Traiasca libertatea!; bg. Da zhivee svobodata!

(23) rom. Facd-se voia ta!; bg. Da bade volyata ti!

(24) rom. Arda-I focul!; bg. Ogan da go gori!

4. 2. Exprimarea unei dorinte contrafactive

In plan modal, dorinta exprimati in propozitia optativi poate fi factiva (4.1.) sau
contrafactiva, adica contrazice realitatea (Nitsolova, 2008/2023, p. 421), irealizabila sau greu
de realizat (Sasheva, 2015, p. 133). In bulgari si in romana, o dorinti contrafactiva poate fi
exprimata atat prin formele de prezent, cat si prin cele de trecut ale conjunctivului.

4. 2. 1. Exprimarea unei dorinte contrafactive prin formele de conjunctiv prezent

Utilizarea formelor de conjunctiv prezent nu este tipicd pentru exprimarea dorintelor
contrafactive, dar apare in anumite contexte (Nitsolova, 2008/2023, p. 421). O utilizare
similara a conjunctivului se poate gési si in limba romana:
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(25) bg. Eh, da imam sega shapka-nevidimka! (Nitsolova, 2008/2023, p. 421); rom. Eh,
sa am acum o sapcd fermecata!

(26) bg. Peyzazhat e mnogo krasiv — samo da ne e tozi dyavolski stud! (Nitsolova,
2008/2023, p. 421); rom. Peisajul e foarte frumos — doar sd nu fie frigul dsta drdcesc!

4.2.2. Exprimarea unei dorinte contrafactive prin formele de trecut ale
conjunctivului

In limbile balcanice, spre deosebire de formele de prezent, cele de trecut sunt frecvent
folosite la exprimarea dorintelor contrafactive (Asenova, 2002, p. 185). In limba bulgara se
foloseste cel mai des mai-mult-ca-perfectul (27-30), dar se poate folosi atat imperfectul (31-
37), cat si perfectul (38-46). In limba romani, in acest scop se foloseste singura forma de
trecut a conjunctivului — perfectul. Datoritd faptului ca acesta are o forma invariabila,
subiectul verbului este mai des exprimat, comparativ cu limba bulgara, unde formele verbului
sunt variabile (27-30, 31-32, 35).

Dorintele exprimate prin formele de trecut ale conjunctivului sunt irealizabile, deoarece
sunt omise imprejurarile n care s-ar fi putut realiza. Astfel de afirmatii transmit regretul
vorbitorului fatd de o dorintd neimplinitd, sunt incércate emotional si includ adesea elemente
lexicale suplimentare (Sasheva, 2015, pp. 134, 135): interjectii (eh!/, ah! etc.), particule,
adverbe si semiadverbe (bg. samo ‘numai’, pone ‘cel putin’, rom. doar, numai, cel putin etc.).
In analiza noastrd contrastivi, putem remarca aceleasi semnificatii si elemente si in limba
romana.

4.2.2.1. Mai-mult-ca-perfect

In limba bulgard, o dorinti nerealizatd este mai puternic accentuati prin formele de
mai-mult-ca-perfect (27-30), in comparatie cu imperfectul (31-37) si perfectul (38-46),
exprimandu-se astfel regretul profund pentru o oportunitate ratata din trecut (Sasheva, 2015,
p. 135). Aceste forme sunt perfect echivalente din punct de vedere semantic cu formele de
conjunctiv perfect din limba romana:

(27) bg. Eh, da byah nauchil angliyski! (Nitsolova, 2008/2023, p. 422); rom. Ah, sd fi
invatat eu engleza!

(28) bg. Samo (toy) da beshe kazal istinata!; rom. Doar sd fi spus el adevarul!

La persoana a doua, afirmatia poate fi interpretata si ca un repros adresat destinatarului,
pentru faptul ca dorinta nu a fost indeplinita (Sasheva, 2015, p. 135):

(29) bg. (Vie) da byahte pochakali pet minuti...; rom. Sd fi asteptat si voi cinci minute...

(30) bg. Pone ti da beshe kazal istinata!; rom. Mdcar tu sa fi spus adevirul!'!

4.2.2.2. Imperfect

In limba bulgara, formele de imperfect ale conjunctivului redau cel mai adesea o
dorintd contrafactiva in prezent (31), mai putin In trecut (32) si rareori in viitor (33). Aici
oferim exemplele Iui Nitsolova (2008/2023, p. 422) pentru limba bulgara si echivalentele lor
in limba roméana:

(31) bg. Eh, da imah sega tezi pari!, rom. Ehe, sd fi avut eu acum acesti bani!

(32) bg. Eh, da imah vchera tezi pari!; rom. Ehe, sa fi avut eu ieri acesti bani!

(33) bg. Eh, da imah utre tezi pari!; rom. *Ehe, sd fi avut eu mdine acesti bani!

Cand o dorinta contrafactiva, exprimata prin conjunctivul imperfect in limba bulgara, se
referd la planul prezentului (31) sau al trecutului (32), vorbitorul este constient de realitatea

! La pers. intai si a doua, formele de mai-mult-ca-perfect ale conjunctivului din bulgard au si un sens permisiv, enuntul
putand fi interpretat ca o cerere delicatd sau un indemn (Nitsolova, 2008/2023, pp. 418-419; Markou, 2019, p. 160).
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care este opusa dorintei. Cand o dorintd contrafactivd se afld in planul viitorului (33), se
exprimd doar presupunerea ca nu este indeplinitd, adicd existd o presupozitie de non-
factivitate (Nitsolova, 2008/2023, p. 422). In acest caz, imperfectul indicd contrafactivitatea
dorintei.

Spre deosebire de conjunctivul imperfect din bulgard, se pare ca in romana formele de
perfect ale conjunctivului nu exprimd dorinte contrafactive care se refera la viitor. Cu
exceptia acestui caz (33), formele de imperfect din bulgara pot corespunde formelor de
perfect din romana, exprimand o dorinta contrafactiva in prezent (31, 34) si in trecut (32, 35):

(34) rom. Sa fi avut acum anii tineretii! [eu]; bg. Eh, da byah sega mlad!

(35) rom. Ah, sd fi stiut si eu atunci cdt el!; bg. Eh, da znaeh togava i az kolkoto nego!

Prin imperfect se pot exprima dorinte contrafactive referitoare la actiuni iterative intr-
un interval de timp nedeterminat cu exactitate, care poate cuprinde trecutul si prezentul:

(36) bg. Samo da idvashe v chasovete i tazi godina!; rom. Doar sd fi venit la ore si anul
acesta! [el]

In acest caz se pot observa doui diferente intre bulgara si roméana. In primul rand, astfel
de enunturi nu sunt caracteristice limbii romane, ele putand fi artificiale sau fortate:

(37) bg. Samo da ne zakasnyavashe vseki pat!; rom. *Numai sa nu fi intdrziat de fiecare
data! [el]

In al doilea rand, in limba bulgara, spre deosebire de romana, enunturile de acest tip pot
contine §i o presupozitie de contrafactivitate in viitor, la fel ca in enuntul (33).

4.2.2. 3. Perfect

Formele de conjunctiv cu un verb la timpul perfect din limba bulgara pot exprima si o
dorinta contrafactiva. Potrivit lui Nitsolova (2008/2023), ele sunt folosite mai ales la persoana
intai si diferd de formele imperfectului si mai-mult-ca-perfectului prin faptul cd timpul de
referintd include momentul vorbirii (p. 423), adica sunt folosite pentru a exprima dorinte din
trecut, pe care vorbitorul le-ar dori indeplinite Tn momentul vorbirii:

(38) bg. I to pone da sme go vizhdali nyakoga, da sme hodili tam! (Chudomir in
Nitsolova 2008/2023: 423); rom. Si cel putin sd-l fi vazut vreodatd, sd fi mers acolo! [noi]

Exista si un alt tip de enunturi optative cu forme de conjunctiv perfect in limba bulgara,
care sunt folosite poate cel mai des la persoana Intai si a treia. Acestea sunt enunturi in care
vorbitorul nu stie dacd o anumitd actiune din trecut a fost finalizatd sau nu si isi exprima
dorinta ca aceasta si fie finalizatd in momentul vorbirii.'> Conjunctivul perfect are aceeasi
intrebuintare si semnificatie in limba roména. De exemplu:

(39) bg. Samo da sam reshil zadachite ot testa pravilno!; rom. Doar sa fi rezolvat
corect problemele de la test! [eu]

(40) bg. Samo da e stignal navreme!; rom. Doar sd fi ajuns la timp! [el]

Enunturile de acest tip, care contin o forma negativd a verbului, sunt des intalnite. in
aceste cazuri, vorbitorul isi exprimad dorinta si speranta cd o actiune din trecut nu s-a
intamplat:

(41) bg. Samo da ne si e schupil kraka!; rom. Doar sd nu-si fi rupt piciorul! [el]

(42) bg. Samo da ne sam zabravil klyucha!; rom. Doar sa nu fi uitat cheia! [eu]

Adeseori, in limba bulgard, in astfel de propozitii optative cu o forma de conjunctiv
perfect, se foloseste particula dano ‘numai sa; fie ca; sa’, formata din conjunctiile da ‘sa’ si
no ‘dar’. Prin utilizarea acestei particule se accentueazi dorinta exprimati. In propozitiile cu
dano, valoarea principald de optativ este oferitd de formele de conjunctiv, desi marca
conjunctivului, da, se poate omite (Nitsolova, 2008/2023, pp. 420, 421):

12 Vezi Nitsolova 2023, p. 421, unde aceastd valoare este analizata in cadrul propozitiilor cu particula dano.
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(43) bg. Dano (da) sam izdarzhal izpita! (Nitsolova, 2008/2023, p. 421); rom. Numai sa
fi luat examenul!, ‘Sper sa fi luat examenul!’ [eu]

(44) Dano (da) e pristignala veche! (Nitsolova, 2008/2023, p. 421); rom. Numai sa fi
sosit deja!, ‘Sper si fi sosit deja!” [ea] '

In limba bulgari, propozitille independente construite cu forma de perfect a
conjunctivului functioneaza cel mai adesea ca ,,enunturi imperative post factum”, mai ales la
persoana a doua (Nitsolova, 2008/2023, p. 423). Astfel de afirmatii exprima o nemultumire
puternica (din cauza dorintei neimplinite a vorbitorului) si un repros adresat destinatarului sau
unei alte persoane:

(45) bg. Da si slushal v chas!; rom. Sa fi ascultat la ore! [tu]

(46) bg. Da e doshal navreme!; rom. Sa fi venit la timp! [el]

4. 2. 2. 4. Diferentele dintre semnificatiile timpurilor trecute ale conjunctivului

In exemplele urmitoare, vom incerca sa ilustrim corespondentele si diferentele dintre
diferitele utilizari ale timpurilor trecute ale conjunctivului din bulgara si roména in propozitii
optative:

a) Mai-mult-ca perfect:

(47) bg. Samo da byah vzel pravilnoto reshenie togava!; rom. Numai sd fi luat decizia
corecta atunci! [eu]

In acest enunt, in ambele limbi, vorbitorul stie ci dorinta nu a fost indeplinita in trecut
si 1si exprima regretul pentru aceasta Tn momentul vorbirii.

b) Imperfect:

(48) bg. Samo da vzemah vinagi pravilnoto reshenie!; rom. *Numai sa fi luat
Intotdeauna decizia corecta! [eu]

In aceasti utilizare a conjunctivului, specificd doar bulgarei, vorbitorul stie ci dorinta
nu a fost indeplinitd de mai multe ori in trecut si in prezent. Dorinta ar putea fi proiectata si
spre viitor, intrucat vorbitorul presupune cd nu se va mai implini (presupozitiec de
contrafactivitate).

c) Perfect:

(49) bg. Samo da sam vzel pravilnoto reshenie dnes!; rom. Numai sd fi luat decizia
corecta astazi! [eu]

In acest caz, vorbitorul nu stie in momentul vorbirii daci dorinta a fost realizati in
trecut si 151 exprima speranta ca a fost realizata.

Intrebuintarea celor trei timpuri trecute ale conjunctivului din bulgara in acelasi context
pune in evidenta valorile distincte ale acestora. Conjunctivul perfect din limba roména poate
exprima deopotrivd semnificatiile mai-mult-ca-perfectului si ale perfectului din bulgara.
Semnificatia imperfectului conjunctivului din bulgard in acest exemplu (48) raméane fara
echivalent, desi in alte cazuri existd corespondente (31, 32, 34, 35, 36).

5. Concluzii

Aceastd lucrare ofera o analizd contrastivd a utilizarii formelor conjunctivului cu
valoare de optativ 1n propozitii independente in limbile bulgara si romana.

In limbile romand si bulgard intalnim o serie de valori comune ale conjunctivului,
reprezentand diferite nuantiri semantice ale valorii optative. In ciuda asimetriei prezente in
structura modului verbal — forme specifice in romana si mai multe timpuri in bulgard — in

13 Tn limba bulgari, constructiile cu particula dano (da) + un verb la timpul prezent, perfect si imperfect, intotdeauna cu
valoare de optativ, sunt considerate de unii lingvisti forme analitice ale imperativului, ca si formele conjunctivului
(Chakarova, 2002). Aceste constructii meritd o atentie deosebitd, putand fi cercetate ca forme ale conjunctivului, asa cum
considera si Georgiev (1991, p. 341).
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ambele limbi gdsim un spectru bogat de semnificatii precum dorinta, regretul, speranta,
nemultumirea, dezamagirea si reprosul.

O trasatura distinctiva pentru cele doud limbi este, de asemenea, utilizarea tipica a
conjunctivului 1n urdri, imprecatii si invective, unde observam multe asemanari semantice si
structurale.

In ambele limbi, este similar modul de exprimare a dorintelor factive si contrafactive
prin intermediul formelor de prezent si de trecut ale conjunctivului. In acest sens, ies in
Cu exceptia unora dintre semnificatiile conjunctivului imperfect din bulgard, conjunctivul
perfect din limba romana poate reda aproape toate semnificatiile celor trei timpuri trecute din
bulgara, care pot exprima dorinte contrafactive: perfect, imperfect si mai-mult-ca-perfect.

In concluzie, lucrarea de fatd evidentiazi numeroase similitudini in utilizarea
conjunctivului roménesc si bulgdresc in propozitii optative, oferind fapte de limba si
observatii care pot fi relevante pentru studiul acestui mod verbal in ambele limbi si in cadrul
lingvisticii balcanice.
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Abstract

The present work is composed of two parts: a theoretical part, in which some critical and personal
considerations on the incident constructions are exposed, and the second part represents a
qualitative-quantitative approach to the moments and sketches of I.L. Caragiale. In the theoretical
part, the aim is to present incident constructions, especially in relation to GALR, where a complex
and up-to-date classification of them is made from a semantic-functional point of view, into:
allocutive incident constructions, direct speech reporting constructions, metadiscursive incident
constructions, incident constructions with the role of pragmatic connectors, incident constructions
with expressive function, with conative function, and verbal automatisms. However, according to the
three basic features of incidents, namely the representation of an additional syntactic structure, the
lack of syntactic links to the underlying utterance, and the provision of information of the type
comment, explanation or direct speech reporting, it can be seen that not all the categories listed
above fall into the narrow class of incidents, which is why we hypothesised that those categories that
do not exhibit all three defining features of incidents belong to paranthetic constructions, a superclass
of incidents. After this theoretical presentation, I carried out a quantitative and qualitative analysis of
the incident constructions with expressive function in Caragiale’s moments and sketches. The analysis
was carried out manually and with the software Voyant Tool. From the category of incident
expressive constructions, we first considered interjections and imprecations, as these are the most
representatives for Caragiale’s work. As far as interjections are concerned, we made an inventory of
them according to the number of occurrences, which showed that the most frequent interjections in
Caragiale’s work are the interjections: a!, as!, ei! and uf!, followed by ah!, ei as! o! aoleu! and ehei!
Taking contexts and representative examples from Caragiale’s moments and sketches, we have
analysed their semantic valences, highlighting the fact that interjections known positively in
Caragiale’s work receive many more semantic nuances than those known negatively. Using concrete
examples, the main semantic nuances identified were admiration, determination, disappointment,
disapproval, dissimulation, exaltation, hesitation, anger, irritation, irony, melancholy, satisfaction,
puzzlement, dissatisfaction, disbelief, fear, hope, surprise, suspicion, confusion, disappointment,
indifference, irony, joy, boldness or even suffering. The semantic analysis of the interjections
identified in Caragiale’s work was followed by a quantitative and qualitative analysis of the
imprecations, which produced an impressive list of imprecations that suggest the linguistic
inventiveness of the Romanian prose writer and support the orality of his style. Interestingly, most of
the imprecations are found in the texts "Intarziere” and "Un pedagog de scoald noud", in the speech
of a female character and a teacher, characters often associated with elevated language. Taken as a
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whole, all these incident expressive constructions, whether interjections or imprecations, are intended
not only to emphasise the characters’ feelings, but are also evidence of their attitude and relationship
to the world, to other characters and to society in general. Through the variety of semantic nuances
they update and the multitude of forms identified in Caragiale’s texts, they acquire a central role in
the articulation of the message and meanings.

Keywords: parentheticals; Caragiale; interjections; imprecations; quantitative analysis.

1. Delimitari teoretice

Relatia de incidentd, denumitd si relatie zero de unii lingvisti, reprezintd o
componenta structurald a discursului. Desi adesea neglijata si foarte succint abordatd in
lucrarile de specialitate sau in articolele stiintifice, poate si din cauza caracterului parantetic
ce i-a fost atribuit!, nu trebuie omis faptul cd, alituri de relatia de coordonare, cea de
subordonare si de apozitionare, si relatia de incidenta este un constituent de baza al enuntului.

S-au impus de-a lungul timpului diferite opinii intre lingvistii romani in ceea ce priveste
clasele lexico-gramaticale incluse in categoria incidentei. In timp ce unii restring sfera constructiilor
incidente, altii o largesc, patrunzind in aria extinsd a paranteticului. in vederea stabilirii unor
coordonate clare pentru analiza aplicatd pe momentele si schitele lui Caragiale, se cere o delimitare a
claselor pe care le includem in planul incident. Pentru aceasta, vom considera drept trasaturi
definitorii pentru incidente urmatoarele trei aspecte prezente si in definitia din GALR II

e reprezintd o structurd sintactica suplimentara;

e nu au legaturi sintactice cu enuntul de baza;

e oferd informatii de tipul comentariului, al explicatiei sau al raportarii vorbirii

directe.

Nu am luat 1n considerare nivelul prozodic, pentru cé acesta diferd de la un caz la altul si nu poate fi
notat drept trasaturd definitorie, constanta.

Astfel, vom analiza prezenta acestor trasaturi la nivelul tipurilor de constructii incidente din
GALR, luand in considerare clasificarea semantico-functionald, aceasta continand cel mai recent si
cuprinzator studiu despre incidente:

Tabel 1

Privire critici asupra claselor lexico-semantice ale constructiilor incidente si caracteristicile
associate acestora (conform GALR II)

Tipul de Exprimarea Lipsa Rolul indeplinit in comunicare
constructie unei structuri legaturilor
incidenta sintactice sintactice cu Exprimarea | Oferirea unei Asigurarea
suplimentare restul unui explicatii raportarii
enuntului comentariu vorbirii directe
Constructii X \ X N X
incidente alocutive
Constructiile N N X X N

incidente de
raportare a vorbirii
directe

Constructii N N N X X
incidente
metadiscursive

! Informatii in acest sens gdsim in D.D. Drasoveanu, Teze si antiteze in sintaxa limbii romdne, Cluj-Napoca, Editura
Clusium, 1997 si Angela Bidu-Vranceanu, Cristina Calarasu, Liliana Ionescu-Ruxandoiu, Mihaela Mancas, Gabriela Pana
Dindelegan, Dictionar de stiinte ale limbii, Bucuresti, Editura Nemira&Co, 2005.
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Constructii N N X X X

incidente cu rol de
conectori
pragmatici

Constructii N N N X X

incidente cu
functie expresiva

Constructii X X X X X

incidente cu
functie conativa

Constructii N N N X X

incidente fara rol

semantic de tipul

automatismelor
verbale

Dupa cum se poate observa, constructiile incidente de raportare a vorbirii directe,
constructiile incidente metadiscursive, cele cu functie expresiva si cele fara rol semantic respectd in
totalitate cele trei criterii definitorii ale incidentelor: reprezintd o comunicare suplimentard, nu au
legdturi sintactice cu enuntul de baza si indeplinesc unul dintre rolurile enuntate mai sus, dupa cum

urmeaza:
[ )

constructiile incidente de raportare a vorbirii directe aduc in mod evident o
explicatie suplimentard cu privire la comunicarea de baza si asigurda cel de-al
treilea scop al incidentelor;

constructiile incidente metadiscursive evidentiaza atitudinea vorbitorului si ofera
un comentariu sau o explicatie suplimentara cu privire la faptele expuse, asa cum
sunt modalizatorii adverbiali apreciativi. Din aceastd clasd vom exclude
interjectiile prezentative (de tipul iatd, uite, iacd, iacdtd) care, asemenea celor cu
functie conativd, pot deveni regente pentru un termen subordonat din enuntul de
baza si nu se incadreaza in functiile enuntate anterior;

constructiile incidente cu functie expresiva, cum ar fi interjectiile sau structurile
exclamative, aduc un comentariu referitor la faptele expuse, scotdnd in evidenta
atitudinea vorbitorului si reprezinta informatii suplimentare;

automatisemele verbale reprezintd si ele un comentariu indirect al vorbitorului cu
privire la faptele expuse, fara de care comunicarea ar putea exista In mod
independent.

Totusi, exista trei categorii ce ridica probleme de incadrare in clasa incidentelor: constructiile
incidente alocutive, constructiile incidente cu rol de conectori pragmatici si cele cu functie conativa. Astfel:

constructiile incidente alocutive ofera indirect explicatii referitoare la natura, functia
sau statutul interlocutorului si pot indica atitudinea locutorului fata de partenerul la
dialog, nu intra in relatie sintacticd cu enuntul de baza, dar nu reprezinta o informatie
suplimentara, fara de care comunicarea ar putea exista in mod independent. In absenta
vocativelor, enunturile ar fi adesea vagi, iar adresarea, incerta;

constructiile incidente cu rol de conectori pragmatici sunt independente sintactic de
restul enuntului, au doar rol discursiv si reprezintd o comunicare suplimentara, dar nu
se Incadreaza la functiile reprezentative ale incidentelor, prin urmare nu le vom
analiza in capitolele urmatoare;

constructiile incidente cu functie conativa cum sunt interjectiile ai sau haide, oferite
ca exemplu in GALR II nu sunt nici independente sintactic de restul comunicarii,
deoarece pot fi regente pentru o subordonata (cum ar fi in exemplul simplu Hai sa
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mergem!, unde subordonata ,,s4 mergem” are ca regenta principala ,,hai””) si nici nu au
functiile incidentelor. Astfel, le vom exclude din analizd si pe acestea.

Pornind de la aceastd panoramare a principalelor clase de constructii incidente, in cele ce urmeaza
ne propunem sa analizdm constructiile incidente cu functie expresiva la nivelul momentelor si al schitelor
lui LL. Caragiale. Metodologia de lucru vizeaza analiza cantitativa, realizatd manual si prin intermediul
software-ului Voyant Tools, cu ajutorul caruia am extras toate ocurentele constructiilor incidente incluse in
aceasta categorie, realizand ulterior o analiza calitativa, pe niveluri de semnificatie.

2. Constructiile incidente cu functie expresiva

La nivel parantetic, se pot aduce 1n discutie si constructiile expresive care au rolul de comunicare a
unei informatii suplimentare, din sfera interioritatii emotive. Incepand cu interjectiile, cele mai frecvente
forme de exprimare a trairilor launtrice, si ajungand la structuri exclamative, formule de invocare sau de
imprecatie, toate acestea contribuie la conturarea unui plan secundar fatd de comunicarea de baza, dar cu
multiple valente interpretative. In cele ce urmeazi, ne propunem si analizim nuantele semantice ale
acestor constructii expresive si rolul lor in articularea mesajului. Din ratiuni pragmatice, avand cel mai
mare numar de ocurente si un nivel ridicat de expresivitate, vom analiza doar interjectiile si imprecatiile,
celelalte doud categorii (structurile exclamative si formulele de invocare) avand un rol secundar in
transmiterea nuantelor expresive.

2.1. Interjectiile

Conform GALR I, ,jnterjectiile sunt un fel de semnale lingvistice care nu denotd, ci exprimad
diverse senzatii, sentimente, impulsuri volitionale sau imita (ori sugereaza) diverse sunete si zgomote. (...)
Interjectiile pot avea diverse valori comunicative — emotiva, faticd, injonctiva, prezentativa, sugestiva etc.”
(Gutu Romalo (coord), 2008, p. 657) si pot fi impartite in mai multe categorii, dupa cum urmeaza (Croitor
Balaciu, 2008, pp. 657-685):

e in functie de natura semnificatiei, se identifica interjectii propriu-zise si onomatopee;

e in functie de numarul si tipul componentelor, existd interjectii simple, repetate sau
Compuse;

e in functie de valorile contextuale, interjectiile pot fi impartite in expresive, injonctive,
apelative, fatice, prezentative, dialogale, onomatopee, cu rol eufonic sau folosite drept
formule de politete.

Ramanand in sfera paranteticului expresiv, vom analiza doar interjectiile propriu-zise simple si
locutiunile interjectionale cu valoare emotiva, deoarece acestea sunt cele care se suprapun peste trasaturile
constructiilor incidente, fiind omisibile in cadrul comunicarii si ramanand independente fatd de
comunicarea de baza. Numarul interjectiilor expresive identificate in momentele si schitele lui Caragiale se
ridica la 23 de forme diferite, dintre care cel mai des intalnite sunt a/, as! si ei!, dupa cum se poate observa
si in graficul atasat:

Figura 1
Inventarul interjectiilor prezente in momentele si schitele lui
Caragiale
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Unele dintre aceste interjectii pot indeplini mai multe roluri in opera lui Caragiale, cum ar fi,

spre exemplu, interjectia ei/, care are nu doar rol expresiv, ci si pe cel de marca discursiva sau chiar
de automatism verbal, motiv pentru care nu am luat in calcul toate formele prezente in textele
analizate, ci doar pe cele care au rolul expresiv. Pe celelalte le vom aborda intr-o altd lucrare
stiintifica.

Avand 1n vedere multitudinea de interjectii identificate in textele analizate si faptul ca

majoritatea au doud sau mai multe semnificatii contextuale, in cele ce urmeaza vom prezenta valentele
acestora, sustinute de exemple.

2.1.1. Interjectia a/ este asociata, de cele mai multe ori, cu entuziasmul sustinut de un moment de
rememorare sau comprehensiune a faptelor expuse. Totusi, aceasta poate fi utilizatad si pentru a reda:

admiratia: ,,4/... este incantatoarea sotie a amicului meu, madam Aglae Verigopolu.”
(Caragiale, 2011, p. 406);
determinarea: ,,fiindca tacem toti, si eu si dumneata si dumnealor (aratd pe cei de la
mesele apropiate) ca niste lagi, fard nimica sacru, ma-ntelegi! fireste ca are sa-si bata
joc de poporul intreg... A/ dar nu mai merge! Poti dumneatale, ma-ntelegi, sa zambesti
si sa ridici din umeri, parc-ai fi strdin, nu...” (Caragiale, 2011, pp. 356-357);
dezamagirea: ,— A/ asta e Costicd Arion? zic eu; 1l credeam mai tanar.” (Caragiale,
2011, p. 283);
dezaprobarea: ,,— A/ asta nu e bine, domnule maior, zic eu; tutunul este o otrava...”
(Caragiale, 2011, p. 315);
disimularea: ,,a/ simte pe cine-l iubeste... vrea sa ne-mprietenim?...” (Caragiale, 2011,
p. 486);
exaltarea — gradul suprem al intensitatii sufletesti, sustinute de repetarea emfatica a
interjectiei: ,,4! a!/ si batadi in palme din toate partile. Se ardtase sus pe movila vestitul
cantaret, gatit cu un valdrap de matase cusut numa-n fireturi, si decoratii atdrnate de
gat, si fel de fel de zorzoane, si-n frunte, la coama si la coadad, funde de panglici in trei
fete.” (Caragiale, 2011, p. 628);
ezitarea: ,,— A/ domnisoara...” (Caragiale, 2011, p. 369);
furia: ,,— 4/ nu ma supara! Da’ si-si bata joc de pasajeri asa!... Uite ce incet umbla!...
Asta e mare dobitocie!” (Caragiale, 2011, p. 326);
iritarea: ,,4/ asta e prea mult!” (Caragiale, 2011, p. 444);
ironia: ,,4! irezistibild gratie, cum stii de frumos sa poruncesti!” (Caragiale, 2011, p.
336);
melancolia: ,, A/ e grozav sa ai fiinte iubite, ratacite departe de tine, si sd nu stii la un
moment dat in ce loc se afld, ce fac, ce li se-ntdmpla, ce vorbesc, ce simt, ce gandesc
despre tine...” (Caragiale, 2011, p. 351);
multumirea: 4/ sunt sublime momentele cand un popor martir sfarma obedele si
catusele tiraniei (...).” (Caragiale, 2011, p. 448);
nemultumirea launtrica: ,,4!/ de ce nu poate si pana mea, alergand féar-a se poticni,
strabate intinsele albe campii?...” (Caragiale, 2011, p. 567);
neincrederea: ,,4/... stii ce? nu-i spune nimic, fiindcd poate nu tii minte exact
persoanele.” (Caragiale, 2011, p. 478);
nelinistea: ,,4! daca asi fi fost eu barbat!” (Caragiale, 2011, p. 164);
speranta: ,,4/ dar nu e totul sfarsit! zice Leonida, si se suie in expresul numarul 6.”
(Caragiale, 2011, p. 445);
surpriza: ,.— 4! zic eu, si dumnealui?” (Caragiale, 2011, p. 315);
suspiciunea: ,,4! care va sa zica vreti sa-mi... astupati gura? foarte bine...” (Caragiale,
2011, p. 122);
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Acestea sunt principalele valori asociate celei mai frecvente interjectii identificate in
momentele si schitele lui Caragiale. Totusi, trebuie s3 mentionam faptul cd adesea valentele semantice
se Intrepatrund, acelasi context putand fi interpretat dintr-o multitudine de perspective, dar ceea ce am
incercat si vom incerca sd reddm sunt nuantele asociate fiecdrei structuri in parte, in functie de
context.

2.1.2. Cea de-a doua interjectie ca numar de ocurente in textele lui Caragiale este interjectia as/,
asociata, de reguld, cu o stare de iritare si nemultumire, dar, contextual, aceasta poate primi si alte
valori, cum ar fi:
e confuzia: ,, As! ovreiul cade jos, se tavaleste, batandu-se cu fruntea de tarana si urland
mai tare, parca-i iesit din minti.” (Caragiale, 2011, p. 540);

e dezamaigirea: ,,— As/ nu mi-a scris azi Potropopescu al meu?” (Caragiale, 2011, p.
385);

e epatarea: ,,— As/ poza e moft! s-o vezi in naturd, dom’le...” (Caragiale, 2011, p. 491);

e furia: ,—...As/.. Asta, nu! sd ma ierti! Asta, trebuie pedeapsa cu moarte!” (Caragiale,
2011, p. 366);

e indiferenta: ,,4s/ rdpus!... i-am ciupit numa o tard din vaca a mai frumoasa, sa-i
intarce si ea cum a-ntarcat Ancuta cand cu focul patulului.” (Caragiale, 2011, p. 146);

e iritarea: ,,Tandrul s-a culcat de-a binele... As! E vreme de dormit acuma?” (Caragiale,
2011, p. 239);

e ironia: ,,— As/ un om asa de Indraznet ca Sarafoff are sd se teamd de ploaie! vezi
bine!” (Caragiale, 2011, p. 265);

e incantarea: ,— As/ nu e rau, zice cocoana; pand se-nvatd cu omul; dar nu stiti ce
cuminte si fidel este, si destept!” (Caragiale, 2011, p. 483);

e indrazneala: ,,— As! a raspuns femeia. M-as fi mirat, Dumnezeu sa-l ierte, sa-1 gasesc
la loc... Sfintia-ta nu l-ai cunoscut pe raposatul Canuta... om sucit!” (Caragiale, 2011,
p- 219);

e nemultumirea: ,,— As/ asta e teribil... cd le-a scapat!” (Caragiale, 2011, p. 254);

e supararea: ,,— Soarta numai a chiriasilor? zic eu in gandul meu. A4s/...” (Caragiale,
2011, p. 291);

2.1.3. In aceeasi tonalitate este si locutiunea interjectionald ei as!/, care indic, in majoritatea
cazurilor uimirea sau surpriza, dar poate fi asociata si urmatoarelor valente semantice:
e indoiala: ,— E7 ag/ am zis eu./ — Era dracul, ascultd-ma pe mine.” (Caragiale, 2011, p.
209);
e negatia: ,.— Fi as?... nici de treizeci de ani...” (Caragiale, 2011, p. 492);
e ignoranta: ,,Atunci, la urechea stanga auzii, calduros: Pe tine te cauta!; iar la urechea
dreapta, batjocoritor: Ei as!/. Aceasta replica rautacioasd m-a ofensat...” (Caragiale,
2011, p. 180);
e indiferenta: ,— Iti pare rdu cd ti-ai pierdut somnul pentru plimbare?/ — Ei as!”
(Caragiale, 2011, p. 641).
De cele mai multe ori, aceste constructii formeaza enunturi nestructurate, invocand o stare
meditativa, dar si ignoranta personajelor, care prefera sa lase loc interpretdrilor si sd nu se implice
activ 1n dialog, sugerand mai mult decat comunicand.

2.1.4. Cea de-a treia interjectie ca numar de ocurente este interjectia ei?/, care sugereaza o
multitudine de stari contradictorii, pornind de la suspiciune si ajungand la repros sau entuziasm, dupa
cum se poate observa in exemplele de mai jos:

e curiozitatea: ,,— Fi? intreb eu.” (Caragiale, 2011, p. 249);

182
Vol. 7 No 2 (2024)
ISSN: 2003-0924



e surpriza: ,,Acrivitii i da un inel cu un brilantel de toatd frumusetea.../ — Ei!”
(Caragiale, 2011, pp. 393, 394);

e admiratia: ,,Cu Anghelache vreau sa incep méne... tocmai pentru ca stiu cé la el

merge lucrul mai usor... Ei/ dacd ar fi toti manuitorii de bani publici ca

Anghelache...” (Caragiale, 2011, p. 412);

eschivarea: ,,— Ei! asta e!... Ce-ti pasa?” (Caragiale, 2011, p. 426);

admiratia: ,,Ei, da! asa te-nvata... Zaharidina...” (Caragiale, 2011, p. 462);

indiferenta: ,,— Ei! si daca-i propitar?” (Caragiale, 2011, p. 478);

iritarea: ,— Ei!/ cum!... iac-aga, cum se-nsoard toti flacaii.” (Caragiale, 2011, p.

534);

e entuziasmul: ,— Ei/ zice lusuf, pastrama ce-am avut eu pe corabie, de la noi, de la
Kavala! aia pastrama!...” (Caragiale, 2011, p. 539);

e mandria: ,— Fi! pastrama, daca vreti, sa poftiti la noi, la Kavala! — acolo
pastrama!...” (Caragiale, 2011, p. 540).

2.1.5. Cu destul de multe ocurente este si interjectia uf!, care in majoritatea cazurilor este asociata
unor stari negative, specifice nemultumirii sufletesti, dupd cum se poate observa si din exemplele
urmatoare:

e . — Uf! zice amicul meu; grozava caldura azi!” (Caragiale, 2011, p. 281);

e .~ Uf! cand ma gandesc, sa plec iar cu troacele, sa le mai hodorogesc iar! sa mai pat
iar ca-n randul trecut, cand s-a rasturnat cdruta cu mobila si era sd ma calce
tramvaiul!” (Caragiale, 2011, p. 290);

e _— Uf! numaipoci! zice cocoana Anica.” (Caragiale, 2011, p. 347).

Totusi, existd doua situatii in textele lui Caragiale in care aceasta interjectie primeste alte
valori specifice, si anume ironia (,,Uf!... Niciodata n-am sa uit ce bine m-am odihnit o noapte in orasul
meu natal, la nr. 9, ,,Grand-Hoétel Victoria Romana”!” - Caragiale, 2011, p. 81), respectiv multumirea
sufleteasca (,,Uf! am scapat de pustiul lumii!” — Caragiale, 2011, p. 567).

Aceasta forma interjectionald poate fi intdlnita, cu aceleasi intelesuri, si sub forma of!, dar,
surprinzitor, in textul Iui Caragiale nu regisim conotatiile negative ale acesteia, ci pe cele ironice si
nepasatoare, dupa cum o demonstreaza cele doud contexte in care se regéseste structura:

o (..) canta de rasuna lacul: Frunzulita loboda, of! tato, gura lumii sloboda! iar
parintele lucra din lopeti si-i tinea isonul pe glas al optulea...” (Caragiale, 2011, p.
511);

e .~ Of! Ca multe mai stii!” (Caragiale, 2011, p. 637).

2.1.6. Descrescator pe scard numericd ajungem si la interjectia ah/, care exprima atitudini
contradictorii, atat de surpriza, cat si de dezamagire, dupa cum reiese si din exemplele atasate:

e incantare: ,,4h!/ a fost o placere ce va raménea neuitata...” (Caragiale, 2011, p. 354);

e admiratie: ,— AA! mamito! menuetul lui Pederaski..., ma-nnebunesc!” (Caragiale,
2011, p. 354);

e dezgust: ,,Ah! suspin eu 1n adanc;” (Caragiale, 2011, p. 484);

e disimulare: ,,44! Bubico — zic eu in sine-mi, mangdindu-l frumos (...)” (Caragiale,
2011, p. 487);

e surpriza: ,,— Ah!/ Dumnezeu te-a adus, boierule! Poftim!” (Caragiale, 2011, p. 524);

e spaima: ,Doica, infierbantata grozav, a tipat o data, ah! si a lesinat.” (Caragiale, 2011,
p. 535).

2.1.7. Desi avand vaste posibilitati interpretative, interjectia o/ surprinde in contextul operei lui
Caragiale prin faptul ca toate situatiile o prezintd cu valente admirative, apreciative, laudative. Acest
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lucru poate fi explicat prin faptul ca cele mai multe ocurente ale interjectiei se regdsesc in schita
Noaptea Invierii. Noveld, in cadrul unei descrieri de naturd, exagerate prin intermediul repetitiilor
care, pe de altd parte, scot in evidenta si calitatea de novice al naratorului-personaj care se lauda cu
talentul sdu inndscut si sustine ideea ca arta scrisului nu se invata:

,»O! primdvard, junetea anului!”;

,»O! junete, primavara vietii!”;

,O! noua si sublima antiteza!”;

,»O! junete, primavara anului!”;

,»O! primavard, junetea vietii!”;

,,O! sublima si mai ales noua antiteza!”.

2.1.8. In final, ne ramén de abordat interjectiile cu cele mai putine ocurente, care, desi Intalnite
destul de des in alte creatii literare, in momentele si schitele lui Caragiale indeplinesc un rol secundar.
Acestea sunt:

aha! — cu doua ocurente, aceasta interjectie indica, pe de o parte, compasiunea (,,4ha!
a venit stdpana catelului. Alerg la fereastra.” — Caragiale, 2011, p. 80), iar pe de alta
parte naturaletea si epatarea (,,— Aha! zice amicul meu. A venit si el... Azi-mane, se
ispraveste cu formarea cabinetului.” — Caragiale, 2011, p. 283);
aoleu! — aceasta forma primeste o nuanta ironica in textul Calul dracului: ,,— Aoleu! la
buna gazda avusei noroc sa pic!...” (Caragiale, 2011, p. 635), dar, in cele mai multe
cazuri, este asociatd cu valentele intrinseci, cum ar fi ingrijorarea, lamentarea si
spaima: ,— Ce, nene? Aoleu! vai de biata tara asta.” (Caragiale, 2011, p. 356), ,,Aoleu!
oftd nevasta clatinand din cap... Da el... ce-o s ne facd...” (Caragiale, 2011, p. 146),
»— A rapus-o pe mama-doical... Aoleu!... nu mai ¢ de rand!” (Caragiale, 2011, p.
535);
dec! — o formé interjectionald mai putin intalnita, fiind preferata varianta echivalenta
de!, care indica, in textul Reformad, mahnirea, reprosul si indignarea: ,,— Dec!/ da eu
nu-s om? eu sd nu ma hodinesc? Le-oi sterge amu!” (Caragiale, 2011, p. 113);
ehei! — prin cele 4 ocurente, sugereaza superioritatea asociata diferentei de varsta intre
locutori (,,Vorba aia: uita-te la fatd si ma-ntreaba de viata... Ehei! fatu-meu; cand as
sta sa-ti spui cine sunt eu...” — Caragiale, 2011, p. 635), surpriza (,,Ehei! sabalaerosu,
taica parinte!” — Caragiale, 2011, p. 474), ironia (,,— Téanara?... cu chibriturile? m-a
intrebat unul, apasand ironic pe fiecare vorba... Ehei/ dumneata sa fii sanatos!” —
Caragiale, 2011, p. 273) si certitudinea (,,— Ehei! la pocovnicu lordache.” — Caragiale,
2011, p. 208);
hahaha! — considerata ,la limita dintre onomatopee si interjectiile propriu-zise” (Guti
Romalo, 2008, p. 664), in situatia de fatd vom incadra structura la interjectii propriu-
zise prin nota expresiv-afectiva pe care o contine, profund ironica (,,— Hahaha! si
stii, nene Turturene, ca le gdsim tocma a doua zi dupa termen...” — Caragiale, 2011, p.
229);
hait! — interjectie folositd in contextul unei surprize nepldcute, a indispozitiei
domnului Lefter, care nu isi gaseste starea necesara pentru a merge la serviciu: ,,D.
Lefter sare sa deschida, banuind in gand: ,,Hait! iar ne cheama deseara la serviciu
extraordinar turbatul (...).” (Caragiale, 2011, p. 221);
hehei! — constructie asociatd unui demers retrospectiv-ironic, in contextul
neintelegerilor dintre cucoana si sotul acesteia: ,,Hehei! cate! de cand trata amor.”
(Caragiale, 2011, p. 467);
hm! — un indice al suspiciunii, al neincrederii in ideile expuse: ,,— Economii? Hm/
Zice ca face economii... mofturi! si cu budgetul incarcat cu treizeci si sase de
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milioane, care ma prinz cu dumneata pe ce poftesti cad nu poate pentru ca sa fie o

realitate...” (Caragiale, 2011, p. 374)

e maa! — interjectie care poate fi Intdlnitd si cu functie conativa, dar in cazul de fata
exprimd surpriza si uimirea preotului din textul Canuta om sucit, in urma unei
interactiuni atipice cu acest copil: ,,— Maa! zice popa; multi copii am botezat de cand
sunt preot... sd va traiasca! dar asa copil sucit n-am mai vazut!” (Caragiale, 2011, p.
211);

e oleo! — marca a dispretului prevenitului din textul Justitie, interventie menitd si
distraga atentia;

e olio! — semn al negarii ideilor expuse de interlocutor in Art. 214: ,— Olio! ce spui,
tato? nu zici cinci?...ba inca sase!” (Caragiale, 2011, p. 465)

e 1t/ — marcd a dispretului si a nedumeririi, venitd tot in sfera juridicd din textul
mentionat anterior: ,,7¢/... Ce-are a face acuma politica?” (Caragiale, 2011, p. 465)

e u!/—interventie ironic-afectiva, care induce ideea unei simpatii fata de interlocutor sau
de personajele mentionate in discutie: ,,U! Anghelica, bat-o focu!” (Caragiale, 2011, p.
463), ,,U! Bata-te norocul! uitasem!” (Caragiale, 2011, p. 475)

e vai! — interjectie asociatd, de regula, cu stari superficiale, lipsite de profunzime; in
schita Partea poetului devine, mai degraba, un lamento vadit exagerat din partea
poetului care isi plange de mila: ,,— Vai! eu singur, strigd el cu mahnire, eu singur
fusei uitat, eu, cel mai supus copil al tdu!” (Caragiale, 2011, p. 544)

e valeu! — interjectie venitd din sfera negativd, care desemneazd descurajarea,
resemnarea si mahnirea: ,,— Valeu, fata, ca tare neroada te-am mai facut!” (Caragiale,
2011, p. 645)

Pe langa aceste interjectii propriu-zise identificate in textele Iui Caragiale, de remarcat sunt si
o serie de contexte in care interjectiile sunt suprimate, preferindu-se folosirea simpla a semnelor de
punctuatie, semnul exclamdrii si semnul intrebarii, care au valoarea intrinsecd de a reda stirile
asociate unor interjectii. Astfel de situatii Intalnim in textele Amicul X... (,,— ...Zeflemist... Am ras
alaltderi cu el la Continental!..../ — //...” Caragiale, 2011, p. 282), Situatiunea (,,— O apucase aseara
durerile./ — !...” Caragiale, 2011, p. 374), Mici economii (,— Dar ce ¢ mai frumos, e ca n-am sfant,
monser!.../ — !/...” Caragiale, 2011, p. 404), Inspectiune (,— Fireste ca nu este el de vind, zice d.
Anghelache. El este o victimd a neglijentii altora!/ — /?” Caragiale, 2011, p. 409) etc. Acestor
structuri li s-ar putea substitui si onomatopeele, nu doar interjectiile propriu-zise, dar tinand cont de
faptul cd, in majoritatea cazurilor, sunt asociate si unor stari sufletesti, de uimire, nedumerire,
incantare, surpriza, le-am adus in discutie in acest punct, considerandu-le parte a incidentelor
expresive.

Prezentand exhaustiv interjectiile cu functie expresiva in momentele si schitele lui Caragiale,
am urmdrit sd largim sfera interpretativd a acestora, sd oferim noi directii de analizd a grupului
interjectional si sd demonstram faptul ca opera lui Caragiale reprezinta o sursa bogatd de semnificatii.
Adesea ironice, pe alocuri ludice sau dramatice, interjectiile oferd un substrat expresiv consistent
replicilor personajelor si faciliteaza transmiterea mesajului si a substraturilor semantice.

2.2. Formulele de imprecatie
Poate chiar mai expresive decat interjectiile, formulele de imprecatie reprezintd o dominanta
in opera lui Caragiale si oferda o viziune de ansamblu asupra limbajului personajelor, asupra starilor
contradictorii pe care le resimt si asupra situatiilor conflictuale si tensionante adesea prezente in
paginile textelor. Inventarul lor este destul de vast si divers, dar se poate observa faptul cé repetitiva
este expresia Sa hie al dracului!, cu variantele Sa fie ai dracului!, Fir-ar ai dracului!, Fir-ati ai
dracului, sa fiti!, Fir-ar ai dracului, sa fie! si forma elipticd Al dracului!, urmata de numele
personajului asupra cdruia se orienteaza imprecatia. Pe langa aceste forme des intdlnite de-a lungul
operei lui Caragiale, se mai pot enumera urmatoarele variante particulare:
o Ucigd-te toaca, duce-te-ai pe pustii! (La hanul lui Mdnjoala)
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Trasnite-ar Dumnezeu sa te trasneasca! (De inchiriat...)

Luate-ar hengherul, soangherita dracului! (De inchiriat)

Lasa-le focului de gogosi! (La Mosi)

Trasni-i-ar Maica Domnului!!! (Ultima emisiune)

Dracu sa-i stie! (Baioneta inteligenta)

Bat-o focu! (Art. 214)

Bata-te mama! (Art. 214)

Bata-te norocul! (Art. 214)

Lovite-ar jigodia! (Bubico)

Luate-ar hengherul! (Bubico)

Vedea-te-as manugi! (Bubico)

Manca-i-ai coada! (Bubico)

Ei, pe dracu! (Un pedagog de scoald noua)

O! calca-te-ar! (O cronica de Craciun...)

Loi-te-ar!... (O cronica de Craciun)

Du-te la dracul cu prostiile tale! (Ion...)

Batd-te vina sd te batd!... (Calul dracului)

Si imprecatia reprodusa in limba maghiara din textul Un pedagog de scoald noua:
Hoghi o fene eghemek! (echivalentd expresiei lua-te-ar naiba!)

Cele mai multe imprecatii se regasesc in textele Intdrziere si Un pedagog de scoald noud, in
discursul unui personaj feminin, respectiv al unui profesor. In primul text enuntat, sirul de imprecatii
este cauzat de intarzierea trenului i graba cucoanei de a ajunge in timp util la Bucuresti, unde urma sa
il Intalneasca pe locotenentul Pandele Vasilescu, asa-zisul frate al doamnei, desi naratorul isi afirma
retinerile cu privire la veridicitatea acestui fapt. Repetarea obsesiva a structurilor Fir-ar ai dracului!,
cu toate variantele flexionare adresate personalului cdilor ferate, scoate in evidentd nerdbdarea
cucoanei, nervozitatea si evidentiazd foarte bine diferenta dintre esenta si aparenta, deoarece o dama
elevata, asa cum se vrea a fi célatoarea anonima intdlnitd in tren, ar trebui sa aibd un limbaj adecvat
statutului pe care si-l arogd, lucru ce nu se intdmpla. De asemenea, imprecatiile des folosite pot fi si un
indiciu al faptului cd acel locotenent nu este, de fapt, fratele ei, ci un posibil amant, pentru ca altfel
nerabdarea si agitatia ei ar fi nejustificate. Pe de altd parte, in textul Urn pedagog de scoald noud se repeta
cu insistentd structura ei, pe dracu!, dupd fiecare raspuns al elevilor. Aceasta forma de imprecatie, mai
putin tdioasd decat cea enuntatd anterior, are un caracter puternic ironic si subliniazd nemultumirea
pedagogului, insotitd adesea de dispret. Interesante si diverse sunt si imprecatiile din textul Bubico, unde
naratorul isi manifest repulsia fati de cinele din compartiment prin toate mijloacele. In mod special,
atrag atentia cele doud formule Lovi-te-ar jigodia! $i lua-te-ar hengherul! care nu reprezinta altceva decét
adaptéri ale invectivelor adresate oamenilor la universul animalier, jigodia si hengherul reprezentand cele
mai Tnalte forme de suferintd pentru acestea. O formula analogd acesteia din urma se poate regasi si in
textul De inchiriat..., unde formula lua-te-ar hengerul, soangherita dracului! este adresata unei servitoare,
ceea ce reprezintd o echivalare a acestui statut social cu cea mai josnicd forma de existentd, ceea ce
subliniaza totodata dispretul si ignoranta personajelor principale.

3. Concluzii

La finalul acestui demers descriptiv — analitic, se poate afirma importanta reconsiderarii
structurilor incidente la nivelul discursului literar. Desi adesea puse intre paranteze, constructiile incidente
se dovedesc a fi bogate surse de analiza a stilului lui Caragiale, prin sugestia oralitatii, a conciziei si a
expresivitatii colocviale. Desi sunt structuri suplimentare, omisibile in context, analiza de fatd
demonstreaza faptul ca rolul lor nu este neglijabil, ci, dimpotriva, este unul esential in articularea mesajului
prin substraturile interpretative pe care le dezvolta.

Dintre acestea, toate constructiile incidente expresive aduse in discutie, fie cd vorbim de interjectii
sau de imprecatii, au rolul nu doar de a scoate in evidenta tréirile personajelor, ci sunt niste dovezi ale
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atitudinii si ale raportarii lor la lume, la celelalte personaje si la societate In general. Prin varietatea
nuantelor semantice pe care le actualizeaza si prin multitudinea formelor identificate in textele lui
Caragiale, ele dobandesc un rol central In conturarea semnificatiilor.
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Abstract

The foreign reader and viewer can find nothing better -or faster, given the exigencies of modern life-
than the film as an introduction to the character, history, identity of a nation. With the awards
garnered by directors like Cristian Mungiu and Nae Caranfil, new interest has been focused on
Romania’s film, community, and history. That is why, an investigation regarding the Romanian early
cinema would be necessary in the field of improving education from abroad. The purpose of this
paper is to analyze a number of aspects, such as the importance of incorporating a course on
cinema in foreign language teaching, one of the major goals being the opportunity to educate the
students in the field of movies and thus offering them distinct cultural perspectives. However, this
article does not plea for the need of a pedagogy of media studies in higher education, given the
complexity of the topic. It rather aims to focus on the history of two Romanian movies: The
Independence of Romania (1912) and The Rest is Silence (2007) and highlight the reasons why an
urban icon of the city of Tampere is called “Plevna”. This paper sets out to analyze the two
mentioned Romanian films who proved to be interesting for Finnish students since they depict an
episode of our common history, the 1877 War of Independence (The Russo-Turkish War). At the same
time, the paper aims to familiarize them with the allure of the event when Romanian and Finnish
soldiers fought shoulder to shoulder on the same front, at Plevna. The Romanian film, The
Independence of Romania shot in 1911-1912, was the first feature film to be kept almost entirely in
the Romanian National Film Archive; the other one, The Rest Is Silence directed by Nae Caranfil
(and representing Romania’s first entry into the 2009 Oscars) and inspired by The Independence of
Romania wanted to show the real story of our first full-length filmmaking. Therefore, this latter film
contains like a palimpsest an older mute movie, discovered in Romanian Movie Archive. The current
article draws upon the insights provided by the Finnish students after watching the two films and
summarizes their conclusions. In other words, these lines provide a behind-the-scenes glimpse of what
they learned and discovered. The films were met with positive reviews, and we tried to follow the
students’ spontaneous reactions and emotions. An important part of our work was to put in
perspective the two inspiring patriotic marches which are commemorating the departure of the
Romanian and Finnish soldiers at Plevna in the Balkan’s theater of War: Drum bun! (farewell song
composed by Stefan Nosievich to the lyrics of Romanian patriot Vasile Alecsandri) and Kauan on
Kdrsitty / Long have suffered, a well-known patriotic song of the Finnish Guard (Suomen kaarti). This
article tangentially discusses the role of perception in educational activity, which is presented under
two correlated aspects, namely: the activity carried out in this sense by the teacher and by the
students and the role of cinema in creating cultural memory from a general perspective, in a way that
transforms the manner we think of film and its social importance.

This article starts from a very particular point of view, as we discovered by pure chance the
name of Plevna building in Tampere, and goes to a more general aspect, which is the battle of Plevna,
one of the most important episodes from Romania’s modern history.
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Keywords: Plevna Building in Tampere; Romanian War of Independence (1877-78); reception of
film; film as pedagogy; film as cultural memory.

Motto:
“There is no such thing as the ideal spectator. It is ideal to have spectators. Everyone is welcome,
please have a seat in the room!” Nae Caranfil

Introduction

In the second semester of the 2015-2016 academic year, we held a course on Romanian
cinema at Tampere University. This was the fulfilment of an older wish to make and present
a course on cinematic history and culture at a foreign university, the one in Finland being
renowned for its welcoming educational system. During our first days after arrival in this
city, we were rather surprised to find that one of the largest buildings in the town’s central
market is called Plevna. On the ground floor of this building there is a very popular restaurant
and a brewery frequented by the students as well, called The Plevna Restaurant. The
Romanian public is very aware of the fact that Plevna marks a very important landmark in the
modern history of Romania. But how does this name —Plevna— resonate with the public
conscience in Finland? What relations are there with Finland’s history? The discovery of this
connection persisted a very long time in our heads until it finally received a definitive form
on paper.

To signal the fact that this building has a series of interesting stories behind it, we did
investigations with the students and discovered a web-like social context related to this
architectural landmark that shaped the industrial landscape of the city and played a key role
in the evolution of the Finnish society. What is extremely interesting is that its name refers to
a page of history which is known to the Romanian people, but, maybe, less known to the
others. In our classes we turned to film to bring this 19" century history and society closer to
our souls.

1. Scandinavian cinema. A brief history on the beginnings

At the brink of the 20™ century, the first films were in the making throughout Europe.
The representatives of the so-called “Swedish”, “Northern” or “Scandinavian” cinema tend to
be mentioned as part of this early age. Denmark was the first country to reach a prominent
position in film production and distribution in the early 1910s, followed by Sweden a few
years later. Norway witnessed regular film production only in the 1920s. Neither Finland nor
Iceland were independent countries in the early silent cinema era. Finnish film production
was relatively modest before the country gained independence from Russia in 1917, and it
was only in the 1920s that film producing became a profitable business. Iceland gained
significant independence from Denmark in 1918, but it would take until the end of 1970s
until regular film production could be upheld. What the Nordic countries do share, especially
since the latter part of the 1900s, is the strong role of the welfare society in relation to
cinema. Danish cinema pioneer Peter Elfelt (1 January 1866 - 18 February 1931), a
photographer, was the first Dane to make a film. Between the years of 1896 and 1912, he
produced around 200 documentary films on life in Denmark. His first film was Korsel med
Gronlandske Hunde (Traveling with Greenlandic Dogs), a silent movie in 1897. Furthermore,
he produced the first Danish feature film: Henrettelsen (Capital Execution, 1903). The first
film shot in Denmark took place in the Panorama cinema on the Town Hall square

190
Vol. 7 No 2 (2024)
ISSN: 2003-0924



in Copenhagen, in June 1896. However, the selection of films had been made and produced
abroad.

Cinema in Finland got a flying start with a visit of the Lumiére company in 1896 and in
1907 when fiction and nonfiction film productions were launched almost at the same time.
Case in point, Mauritz Stiller (17 July 1883 - 18 November 1928), a Swedish-Finnish director
and discoverer of great actress Greta Garbo, and Jorn Johan Donner (5 February 1933 - 30
January 2020) a Finnish writer, film director, actor, producer, politician and founder of
Finnish Film Archive. His first movie was shot in 1963: 4 Sunday in September. Other
illustrative examples are those related to the Danish director Benjamin Christensen (28
September 1879 - 2 April 1959) who continued his career in Sweden, and to the Finnish film
director Nyrki Tapiovaara, (10 September 1911 - 29 February 1940), both being active in the
interwar era. Benjamin Christensen and Nyrki Tapiovaara belonged to the Tulenkantajat
group which promoted highly modernist ideas in Finnish culture and media. The
contributions of contemporary directors, such as Aki Kaurismiki (born on the 4™ of April,
1957, in Orimatilla, Finland), known to the Romanian public due to films such as The Man
Without a Past/ Omul fara trecut (2002) and Fallen Leaves [Frunze cazatoare] (2023) is also
worth mentioning. We have also attempted to tackle, from this angle, several remarks of a
theoretical connection with aspects of the beginning of film making in Romania. We have
pondered particularly on the reflections regarding “the childhood of European film” (Bagh,
1998, p. 12), on talking pictures or “talkies” in the late 1920, on the beginnings of Nordic
cinema, but also on the Romanian context of a filmmaking, especially on the most ambitious
project among the early ones: Independenta Romdniei [The Independence of Romania], shot
in 1912, directed by Aristide Demetriade ( 10 July 1872 - 21 February 1930) and by the
meteoric Grigore Brezeanu (1 August 1891 - 23 May 1918), a man that died in his prime.!
This film was not at all known to Finnish students; therefore, it was a real pleasure for us to
familiarize them with the world of this silent, historical film from the beginning of the 20"
century.

2. First Romanian feature film

Film, like literary text, is a space of remembering, an instrument of collective cultural
memory which stores and gives new meaning to data from an unforgettable past. A true
memory space that legitimizes the historical identity of a people, film, particularly the
historical one, is centered on commemorative memory or remembering. Without doubt,
cinema has become central to the mediation of memory in modern cultural life. We thought
that in line with this tradition, the same concept of the triad of memory (Assmann, 2013, p.
19) establishing or confirming a sense of an individual, collective, and cultural unity through
a shared past can be found in the seventh art. According to this German professor, the film
represents an information storage medium (Assmann, 2013, p. 19), which preserves language,

! Film critic Tudor Caranfil wrote in his book In Search of the Lost Film that the script of Independenta Romaniei [The
independence of Romania] is treated as work of joint authorship of great actors and producers like Aristide Demetriade,
Petre Liciu and Constantin Nottara. The initial assumption that the true director of this movie was the young Grigore
Brezeanu was gradually replaced with the idea of an active collaboration between him and the more experienced Aristide
Demetriade. We mention that there is still a debate according to which the true director was, actually, Aristide Demetriade,
but we did not insist upon it because it would have taken us into a completely different direction. “Could Grig Brezeanu, the
recent graduate from the National Music Academy be the soul of such a large project? — Tudor Caranfil asked himself. The
hypothesis is so attractive because of its ingenuity and novelty, that is hard for us to give it up” (Caranfil, 1988, p. 12, our
translation). Grigore Brezeanu, the son of Iancu Brezeanu, a famous actor of the Romanian National Theatre, was also the
author of the lost film Amor Fatal [Fatal love] a play filmed with two famous actors of the time: Tony Bulandra and Lucia
Sturdza and premiered on September 18, 1911 at Cinema Pathé Palace in Bucharest.
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images, voices and sounds, a fopos that transforms a communicative memory into a truly
cultural one. Thus, so far, The Independence of Romania remains a film of reference in the
history of Romanian cinema, and also a moment of powerful reminder; it reflects the history
of the last two centuries in which layers of the history, as well as layers of memory —
subjective and collective — intersect. The story of this movie has been reassembled from
living fragments which cannot be ignored, and which essentially contribute to the
transformation of an abstract idea, that of a war from 19 century into a living and emotional
one.

This film, which represents the vibrant debut of Romanian cinema in Europe’s public
conscience, has largely contributed to the consolidation of Romania’s image abroad. After the
premiere in Bucharest on September 1, 1912 at the Eforie Cinema Hall on Elisabeta Blvd.,
the film played in Budapest, Vienna and Paris and enjoyed favorable reviews in the issues of
the Parisian Journals. French productions of the time, from around 1910, were on the road to
acquire some sort of legitimacy. Through the evolution of editing and narrative techniques,
the concept of film has started to be seen as an “art-form”, trying to reproduce the theatrical
language in film. The need to bring back into discussion the first Romanian fictional feature
mainly bears on its time of conception, one could even speculate on how much of this debut
was related to the historical reconstructions which suffered from French influence. Due to the
large budget, the film was considered a super production of those times. The quality of the
editing, the complexity of the script, the fidelity of the rendering of historical figures, made of
this movie an avant-garde project of an era. It gives us a pioneering insight into “voice” as a
category continually in development, with interactions with categories of gender, race, class,
nation, and technology. The unsettling of the status quo during the silent to sound transition
allows us to denaturalize the fusion of voice and image in cinema as it currently exists, to
remember that as Assmann Aleida states, “recordings do not reproduce sound, they represent
sound.” (Assmann, 2011, p. 40). By adopting the notion of “total cinema”, the French film
critic André Bazin aimed to counter a theoretical tendency to attribute the essence of cinema
to the image alone; he repeats that cinema is more inclined with visuals rather than talking.
Movies that heavily rely on talking are usually more derivative than films that take advantage
of their medium. A movie that does not have talking alt all allows other aspects of the film to
get the spotlight (art direction and music in this case). Films with sound “dilute the image-
versus reality dichotomy”, proclaims André Bazin, it appears that the fight for authenticity is
won by the mute films.

But not only the theorists struggled with accepting sound on film: cinema itself awaited
major transformations, exemplified most clearly in the early sound films of the silent
film icon, Charlie Chaplin. Incidentally, this shift in cinema’s visual paradigm also
surfaces in Bazin’s work on Chaplin, which develops from an almost nostalgic
recollection of silent cinema via a ‘mythification’ of his famed silent film persona The
Tramp, into an ambiguous defense of talking cinema (Joret, 2019, p. 25).

This declaration is even more interesting considering the fact that the Romanian movie
was set using the first technology of that period and without benefiting of a “sound track”
(Taylor, 2009, p. 5). The first age of Romanian movies was characterized by the art of
montage which ascribes a depth to the image in a universal scenography, where filmmakers
were at their beginnings; they sought to forge a link between the New Art and the New
World. For them, the new function of the image and sound was related to an interesting and
personal pedagogy of perception considering the lack of experience and tradition.
Filmmakers were frequently insiders to the motion picture industry, they were directors,
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actors, writers and sometimes even make-up artists, like the Romanian actor Pepi Machauer
(a person that achieved mastery in all cinematic subjects). They knew that everything that
was narrated could be represented in a visual image. Jan Assmann speaks about a connective
structure which combines image, historical memory and telling along with identity formation.
“Both the normative and the narrative elements of these — mixing instruction with storytelling
— create a basis of belonging, of identity” (Assmann, 2011, pp. 3-4). The craft of telling
stories is probably as old as our species. Storytelling proceeded through millennia of oral
tradition, then much later spread through plays and then through literature, so that by the time
full-length movies came along a century ago, there was an extremely well-articulated notion
of how to tell a story. For those people of the beginnings, the power to reshape ideologies or
to challenge them was a responsibility that they managed to fulfil.

However, it also links yesterday with today by giving form and presence to influential
experiences and memories, incorporating images and tales from another time into the
background of the onward moving present, and bringing with it hope and continuity
(Assmann, 2011, p. 4).

We organized in Tampere various events including public film projections offering the
Finnish students the opportunity to get to know something from this daring cinematic experience
of the beginnings in Romania. The chosen film, The Independence of Romania, was received
without hesitation by the Finnish and by other foreign students enrolled at the Tampere
University. For many this was the first experience of viewing Romanian historic movies on the
screen, for others it was the chance to see films that they might not normally choose to see. The
Finnish students were impressed by the first artistic achievement of this Romanian film, but
where surprised to find out that the film showing the battle of the Romanian troops in Pleven
Province, offers a panorama of a wider historical context, in which the Guard of Finland
(Finnish: Suomen kaarti, Swedish: Finska gardet), part of the Imperial Russian Army was in the
action, according to historical sources (Laitila, 2016, pp. 37-48).

When attention is paid to historical authenticity, viewers are transported to a specific time
and place, fully engrossed in the story unfolding before them. As in the case of the two hundred
young Finnish soldiers who voluntarily enrolled in Tampere on September 4, 1877 for the war
(from the very front of later named Plevna building), the Romanian soldiers sent on the front, as
seen in the movie, were not aware of the effects and seriousness of the events that followed.
These very precise historic relations helped us to recreate the atmosphere of times long gone. At
that time, the first Romanian Army comprising almost 120 000 soldiers had already crossed the
Danube and had joined forces with the Russian Army. The Finnish Guard received an order to
shut down all the business and leave to the Balkan War. Immediate action was taken, which
included the recruitment of a reserve company for reinforcements. A large number of volunteers
signed up. An enthusiastic departure party was held at the free expense of the city of Helsinki in
the newly completed Guard Hall. Early in the morning of September 6, 1877 the guard
boarded the train while the theater orchestra played inspiring national tunes. They said
goodbye to their own and to the Czar” (Laitila, 2016, pp. 48-50). The journey led through St.
Petersburg, the Baltics, Poland and Ukraine, across the Danube to Bulgaria. Despite their
enthusiasm, the war was full of challenges they did not expect. The resistance of the Turks
was fierce and nature was harsh. The Russians directed their attack in the direction of Plevna,
where the Turkish military Osman Pasha was established. After many persistent attempts,
Plevna finally capitulated on 10 December 1877. During the capture of the Gorni Dubnik
fortress, hundreds have lost their lives. The Finnish branch of the Red Cross was established
for the treatment of the wounded and sick. Importantly, there are memoirs, eyewitness
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testimonies of the Guardsmen speaking of the “fearlessness” (Laitila, 2016, pp. 48-50) of the
Romanian and Finnish soldiers. Laitila brought to light the reality of the war, in which the
heroes (theatrically presented in the Romanian movies) were people who suffered and lived
in difficult conditions during the War.

3. Sensitive memories in the Balkans

The Ottoman Empire was called ironically “the sick man of Europe” by Chancellor von
Bismarck, furthermore the Chancellor appeared in a public debate on the Russo-Turkish War
of 1877/1878: “If there will ever be another war in Europe, it will be because of a damned
nonsense from the Balkans; the Balkans do not deserve a single grenadier from Pomerania to
leave his bones there” (7utui, 2008: 14) No human deserves to experience the atrocities of
war. It is just a futile attempt to solve geographical problems. However, the evolution of
historical events let us show that balkanization representing mainly the process of a
nationalist fragmentation was a characteristic of Balkan states who started to become free
from Ottoman rule.

It is symptomatic that the word <balkanization> which is most often used to denote the
process of nationalist fragmentation of former geographic and political units into new
and problematically viable small states, was not created in the course of the 100 years
when the Balkan nations gradually seceded from the Ottoman Empire. When the term
was coined, at the end of World War I, only one Balkan nation, Albania, was added to
the already existing Balkan map; all others had been nineteenth-century formations
(Todorova, 2009, p. 32).

Historical proof shows that the Ottoman Empire was known at the end of 19™ century
for its economic decline, even more, the fight at Plevna was the last card that they played. We
could see in the Romanian film the mobilization of the troops, the battles of Plevna, the tragic
situation in the Valley of Weeps and of the campaign hospitals, where the King Carol I and
Queen Elisabeta handed out medals to the injured, the fall of Plevna and the surrender of
Osman. Some aspects address issues of cultural memory arising from the use of a well-
known patriotic song on the film soundtrack: Drum bun! [Fare well!]. During the War for
Independence, the Romanian army lost more than 10 000 human lives, which demonstrates
how dearly the Romanian people paid for the realization of a national ideal. The students told
us that the battle of Plevna and as well the sacrifices of the Suomi soldiers is also
commemorated in the Finnish Guard Song: “Long have we suffered hunger and cold /
Fighting in the Balkan Mountains / Oh precious fatherland, Finland the sweet North / There is
no land dear to us.” The song stated that music was played while Finnish soldiers marched on
the walls of the fortress mentioning that after the war some still lied buried in the Balkan
sands. Impressive is the common trait, an entire philosophy of pessimism and optimism, but
also the use of interjections in both songs: “Hooray now our company is heading home / To
the sweet shores of Finland! Oh, precious Fatherland, the sweet North / There’s no land
dearest to us.” The same emotions and artistic effects can be found find in the Romanian
Marsh: “Farewell, farewell, drum is beating, farewell / With the sack tied at the back, with
weapons in the hands, hooray.” The Society for Romanian Culture and Literature in
Bukovina posthumously published this song; thanks to those people the original song was
well preserved. Both songs can be considered as “national anthems”, portraying social
attitudes and even revealing the unconscious assumptions of past societies, the tune is the
same, while the lyrics are slightly different.
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The reconstruction of the Romanian war sites was predominantly depicted with long
documentary shots so that the entire battlefield was visible — the students noticed. The film
has several symbolic sequences, but some of them especially attracted our attention, such as
the one related to the consecration of flags. The students gave comparisons to other similar
and more recently events, for example the consecration of the Finnish Jaeger flag at the Holy
Trinity Cathedral in Liepaja in 1918. There remarks proved to be invaluable in determining
not only the role of the film reception, but the intellectual and aesthetic developments
necessary in consecrating a more truthful image of the past.

The second focus was on bravery of the Finnish Guard sharpshooter battalion who
participated on the battle of the Bulgarian site, storming the fortress walls and guaranteeing
the Russo-Turkish War's success. Of course, the Romanian film does not refer to individual
aspects of Finnish history, but the context makes us think of the common struggle of these
courageous officers from both armies. Another important aspect marked by this film was the
historic gathering between Czar Alexander II (played by Pepi Machauer) and the Romanian
ruler, Carol I (played by Demetriade itself). To review the troops, the two leaders met in
Poradim, near Plevna. Framed by a flag, Carol I, the future King of Romania was entrusted
by Czar Alexander II of Russia (and Grand Duke of Finland) with the supreme command of
the two allied armies which both went to War.

The mentioned scene aroused the students’ historical sensibilities bringing identity and
continuity in context. They were invited to apply their historical insight directly to this issue and
thereby contribute to a valuable perspective of the past. Plevna is a Bulgarian town, known by
the name of Pleven.? Therefore, there is no coincidence in the fact that a building in Tampere
was named after the Bulgarian city to commemorate the Finnish soldiers and the units of the
Finnish Guard who were sent on the Balkan’s theatre of war. The red brick construction designed
by architects Georg Gunliffe and Calonius for the textile manufacturer Finlayson Oy was built
from 1876 to 1877, exactly in that period of time involved in multiple challenges: historical,
political and social.

4.Reception of film

The students have realized that between the making of the Romanian film and the great
historical event, thirty-five full years have passed and, probably, most issues from the year 1877
have already been erased from the public consciousness. Another remark was that the Romanian
film opened its gates on the same year in which the Titanic met its untimely demise. Since the
movie and the genuine filming of the Titanic were made in the same year, we could compare the
quality of the recordings between the two and see how advanced the Romanian technique was in
relation with the British Pathé recording. We have also dismantled tenacious general
misconceptions that the visual quality of the silent movies is poor and that these films are
unwatchable by modern standards. Although it uses the limited technological resources of its time
to stage the fighting that led to the sovereignty of Romania, the movie is spectacular and, without
a doubt, the best part of it is the characters. It is one of the very rare historic movies that feature
actresses and actors who look, feel and act like modern people having very strong and profound
feelings and emotions. The film boasts some of the most authentic and likeable characters, which
is what primarily hooks the viewer in. In the rather pathetic farewell scene between the namesake
hero, Penes Curcanul, and the apple of his eye, Rodica, one may notice stylistic conventions to
direct attentionto formal features that are diagnostic for their artistically salient aesthetic,

2 The name Pleven / Plevna, the English equivalent of the battle from 1877 is frequent as street name not only in Bulgaria or
Romania, but also as a town name in Kansas, in Montana, a village in Ontario, a road in Hampton, Middlesex, London,
Pleven Saddle on Livingston Island in the South Shetland Islands in Antarctica.
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expressive and semantic content. Attractive and delicate, this scene can be read as an expression
of the inexpressible: the ineffable and unfathomable suffering of going to the front, the
uncertainty that the departed will ever return home. What followed was a “tale” of astounding
honor, bravery and compassion. The idea that “the nine and with the sergeant ten” (Vasile
Alecsandri) go to war, while the women stay at home involves a range of social, psychological,
and political issues. The film provides a unique window to a specific culture, opening a brand-
new perspective on what the film theory and film criticism describe as national cinema.

Another interesting aspect of the Romanian film: it was packed with real scenes of
overwhelming historical importance, and one of them was The Royal Parade of 10™ of May
featuring images of the royal family. These recordings convinced some students to learn more
about this particular historical topic. In the Royal Parade sequence, the students remarked that
there was a teenager curiously watching the camera. Maybe this is just like when movies break
the fourth wall, individuals realizing that they are filmed. This symbolically tears down the
barrier between the people from times long gone and the people from the present. It is almost like
the person was talking to us, it also gives a sense of mortality by which we mean that everyone
must die one day, but tapes like this help to prolongate life and perspective.

A “pedagogy of cinema” based on the role of images within evolving communication and
information technologies is noted as particularly significant.®> Therefore, Romanian theatrics and
film image can affect student's motivation to think, to interact, to communicate and transmit
knowledge in Romanian. Beyond this, it is still suggesting the fact that a nation must preserve its
memory, including its cinematic one. “By introducing young people to classic cinema, we are
encouraging an appreciation of film as an artistic, cultural, and historical document, leading to an
awareness of the importance of artist’s rights and the need to protect our motion picture heritage”
(Cole & Bradley, 2016, pp. 67-70), in a world in which Al (Artificial Intelligence) rules over.

Considering the narrative thread of cinema, Nae Caranfil, the representative director of
Romanian cinematography, undertook extensive research to get as close to the real story of the
Romania’s first film making as possible. In fact, the idea of the movie was inspired to him by the
book called In Search of the Lost Film signed by his father, Tudor Caranfil. The main focus was
to recreate history and film from what we already know, through active memory. Whether you’re
a filmmaker, actor, or simply a fan of cinema, these kind of books with Proustian resonance
are offering a behind the scene glimpse and, definitely, can be very important for a
filmmaker. Tudor Caranfil tells us in his book that the painter Tanti Demetriade, descendent
of the actor Aristide Demetriade, forced by a change of residence to give up a part of her
furniture, found in an old drawer with notebooks the variants of the old film script alongside
other letters and documents. ‘There was the text of the role of Hamlet along with a sandbag
from Pyramids, boxes of Swedish matches from the beginning of the century, letters of
inestimable informative value [...]" (Caranfil, 1988, p. 9, our translation). * To those
documents were added fragments of the film discovered by researches in the Romanian
Movie Archive, in 1985. In this regard, an important role was played by the theater historian
Ionut Nicolescu who provided the necessary documents to the film critic. This story
fascinated Nae Caranfil and, as he himself stated, it was hard for him to resist the temptation

3 Cole and Bradley’s book 4 Pedagogy of Cinema is an articulated theory based upon Deleuze’s concept “cinema-thinking”
(Cinema 1: The Movement Image -1983 and Cinema 2: The Time Image -1985) The emergence and exploration of the term
“cinema-thinking” is a truly interdisciplinary venture, drawing from areas of the fine arts, cultural studies and film studies. In
terms of visual images, the work of Cole and Bradley has made a powerful contribution to an understanding of a grammar of
images within a socio-cultural and semiotic framework.

4 Original text: “Era textul rolului lui Hamlet alaturi de un saculet de nisip din Piramide, cutii cu chibrituri suedeze de la
inceputul secolului, scrisori de o valoare informativa inestimabila...
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to make a film that would have this event in its center. Finnish students were taken by
surprise by the fact that someone was considering to reboot the history of making the very
first Romanian movie and decided that the result was a beautifully done film, a sweeping and
spellbinding narrative in every sense. They understood that the film presents the mostly true
story of young Grig, the son of a star of the National Theatre of hundred years ago. As key
characters were introduced in the plot of the film, the students also became familiar with the
exciting action. Grig persuaded the millionaire Leon Popescu (alias Leon Negrescu, a rich
landlord, a financial tycoon and philanthropist from lalomita), who had never seen a movie,
to invest in the new art, the cinema. He invites him to see Sarah Bernhardt, “whose
interpretation made anyone feel chills down the spine when her voice thundered” (Skinner,
1974, p. 203) in Hamlet, at Cinema Eforie. The young director rushes to point out the “high
life” of the room but cannot calm him down. Instead of Shakespeare’s popular play, a
burlesque episode is presented, and everybody started to laugh.

The vivid scenes and images, outlined in detail, the rapid exchange of ideas, the
thorough analysis of the evidence and the speed with which the events take place, make you
think of an American action movie. Bernhardt’s first apparition is enough for the audience to
make her an icon in the industry. In that atmosphere, it seems only natural for Hamlet’s
father, returning from the dead, address Leon, commanding him to enter the dream of the
young man sitting beside him. At the subject of characters, students noticed a tendency to
romanticize the gestures and traits that place the story on a subconscious level.

From a relational point of view, there is a kind of symmetry between Grig and Leon, in
the sense that the relation is slightly affective, close to the father-son bond, but observing this
pair, we can also find a source of constant differences. Leon remains in our conscience as the
financier of the entire undertaking. In fact, Grig had an arrangement with the man projecting
the film to add an insert and Leon —an ambitious businessman-— is the obvious victim of this
mystification. ‘There is a sort of theatrical universe here, included in this Matryoshka doll of
the film’ (Bdicus, 2021, our translation).® Inter-textual allusions to Shakespeare’s later
tragedy quoted through the movie in which Hamlet’s part was played in a silent film by
Divine Sarah Bernhardt are relevant reminding us the fact that the relation between an old
book and a film is a postmodern one, and that the procedure itself, the “Matryoshka dolls”
technique, made its debut in Frangois Truffaut’s La Nuit Américaine [The American night)]
(1973). Leon’s laughter was prophetic — encouraging public to appreciate these subtle yet
significant interventions in people’s life. In fact, The Rest Is Silence, the story of two men
who fought the luminous chimera of immortality was, in the eyes of everyone, students and
the public in general, impressive.°

In an explosive beginning of the 20" century, when the magic of the new world
happens, the automobile, the airplane, the gramophone, the telephone and the cinema, Grig
and Leon consume the drama of their own existence, fascinated by dreams, chimeras and
ideals. They refuse to let this chimera go and they both die. The students appreciated this
movie and saw it as an allegory or a “continuous metaphor”. We have therefore two
“categories” in which “the object” can be placed: the object as such, namely the film and
the film camera, which are found in both movies and do not have a symbolic function,

3 Original text: “Existd un soi de univers teatral, inchis si el in aceastd papusd Matrioska a filmului.”

¢ We note that Nae Caranfil was seduced by the idea of a young director with flickering of genius. In its cinematic version,
the role of Grig was given to the Romanian actor Marius Florea Vizante. He was incredible in every scene, breathing life
into a character comparable to the grand story of which he was a part.” [...] I didn’t like this interpretation of events, because
I wanted to explore this artist-mogul opposition and I needed a strong and contrasting binomial: the artist had to be a kid and
a dreamer, not a prestigious actor of mature age; Grig’s youth is a vital element because it burns in its confrontation with
money, more precisely with Leon Popescu” Nae Caranfil, film interview (as cited in Duma, 2013, p. 26).
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and the object-symbol, the art of film itself, which contains, in addition to the intrinsic
value of a built-in object, an allusion that contributes to the allegory that is meant to be
represented. Nae Caranfil’s film implies metatextual references. Significantly, The Rest Is
Silence began with a funeral recorded on the film camera (an image that represents the death
of an art, the theatre, and the rebirth of another — the art of the film). One of the saddest
chapters of film history is the lack of preservation of films from the silent period or the
accidental destruction of some very important film sequences. Only in this particular case, the
Romanian film was to last two hours from which about twenty minutes are lost. The
Romanian actress Aristizza Romanescu was part of a group of mothers who are saying their
goodbyes to their sons taken to war. Her role was magnificently played, it is a shame that it
was not kept on tape. Because of the rain during filming, the image of the magnificent actress
was not recorded by the cameras of the time. We caught students’ attention by saying that silent
films are sometimes poorly preserved leading to their deterioration, many of them being second
or third generation copies. There are great silent films and there are great sound films from this
era, but very few have been preserved in the original version. It is also regrettable that the
gathering between Carol I and the Czar Alexander 11, as it was imagined by the great actors of the
National Theatre in Bucharest, was recorded, but not kept on the tape (we have only photos of
this scene). In the light of these observations, it is challenging to think how moviegoing will
continue to transform in the digital century, to our collective surprise and wonder.

Thus, both Romanian movies are a must-see for everyone working with visuals. The 1912
film showed the vibrant entry of Romanian cinema in public European conscience. The 2007
version revives the perfume and effervescence of those times in which the western offensive was
fighting with the heiress of the Orient, a world that has set. Both are movies with traditional
Balkan aesthetics: an abundance of elements and patterns, symmetry, grandeur, and dynamics. To
mention last, but not least, the incredible military and civil costumes of the protagonists. The
films have several symbolic sequences, but some students were impressed by a certain scene:
The gesture to burn the celluloid, to destroy a masterpiece makes Leon think so easily, who
will, in the end, become an unwilling killer. Along with the Balkan theme, the students
discovered the colour palette which, in opposition to the black and white movies, plays a
decisive role. Therefore, the films of the silent period, with their monochrome look, often
refer to “the cinema of narrative integration”, or “transitional cinema”, and are no longer
based on viewers extra-textual knowledge, “but rather employ cinematic conventions to
create internally coherent narratives” (Pearson, 1996, p. 23).

Film reviews a good way to measure contemporary reaction. Usually written between a
few weeks to sometimes one hundred years after a movie's relies, they typically contain
information about a film's plot, style, and quality of scenario, as well as the director's
biographical details.

Accounts on The Independence of Romania (1912) pile up from one generation to the
next. Otherwise, the national proto-epic about the Russo-Turkish War of 1877 also
garners consensus — herein, the reenactment of battles, which, despite benefitting from
directions provided by veterans, seem entirely out of hand. Alright, Independence of
Romania isn’t a masterpiece of the silent film, and it’s fair to say that there’s been much
protochronism all over, but far be it from me to be tempted to deny Brezeanu’s
compositional verve. A little over a decade after the <postcards> of Romanian operators
came the heyday of the tableaux vivants; it’s easy to see it in the documentary,
and Independence is the sole testament to the factual side of fiction (Boto, 2021).

What is the future of movies that have a digital recording, production, and rendering?
There is still no guarantee of digital preservation of data. This reminds us of the image from
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the end of Caranfil’s film on how frail and friable the world of cinema is. Where should we
look for this “pact with the imagination”? Should we look long time ago, when people have
experimented with various devices which will later become key elements of cinematography:
projecting images with the help of light (using the “dark chamber” and the “magic lantern™),
should we look in the present or in the future? Out of all artistic forms, cinematography is the
one that had the fastest upwards trajectory. Its transformation is taking place with the same
amazing speed digitally. In Romania, one century late — very few films from the origins of
cinema have survived. Metaphorically, the gesture to burn the celluloid, to destroy a
masterpiece so easily is representative for the entire world of cinema, a world as fragile as a
sandcastle. Leon scams his partners in Caranfil’s movie and sets a trap and then, in one of his
sentimental bursts, goes to church and prays that Grig will not touch the bait and will not sign
the disadvantageous contract. The film touches every fibre of the human being, it is the
equivalent of great Italian films from the age of neorealism.

S. Conclusions

With all the hesitations and downfalls of the beginnings, The Independence of Romania
is a cinematic jewel, it represents not only the childhood of the Romanian cinema, but also a
symbol for the collective memory which brings together, equally, the national identity, the
official memory and the living, private memory, the oral history, the written and the visual
history. In this case it is built through the media; collective memory succeeds therefore in
becoming an ideological and cultural tool. On the other hand, The Rest Is Silence belongs to
the modern Romanian cinema which, through its genuine performance, reminds us of the
world of the beginning of the filmmaking. It explores how new technologies and interpreting
scenarios can give life to “old cinema”. A world full of bravery as was that one of Federico
Fellini’s La Strada or Giuseppe Tornatore’s Cinema Paradiso keeps popping up, delivering
today a heady dose of nostalgia. The Rest Is Silence offers picturesque frescos of a charming, pre-
war Romania, as well as the unavoidable backstage of making any film. It is the film of a
memory which has almost faded away from collective mentality and of the unconcealed
melancholy which can be felt by someone thinking back to their childhood. This film seems to
have truly gone not too far from the artistic inheritance, which was left by Visconti, Vittorio De
Sica, Rossellini, Rosi, even though it preserves the most important landmarks. As in Tornatore’s
Italian Cinema Paradiso, the Romanian movie is one about memory. Remembering the past is, in
this context, a projecting gesture, which always takes place in the present. By remembering,
“societies project their self-image and perpetuate their identity through the generations.”
(Assmann, A. 2013: 18). German critics like Jan and Aleida Assmann, fundament through their
studies (which in the meantime form an impressive multidisciplinary bibliography) the idea of a
cultural memory, following the complex manners in which nations state their cultural and
political identities, making use of their own history.

Cinema is evolving today into a new pedagogy involving this new generation of students’
advanced learning needs. This systematic literature based on film pedagogy has found that
films can enhance student engagement and learning experiences, help retain subject interest,
teach crucial management skills performance, and develop community feeling. In support of
our belief in the cinematic experience, we found that venturing into the world of the
Romanian film was convenient and pertinent for the Finnish students because it arouses their
interest in finding out more details related to our shared historical past. This idea has
determined us to insert certain elements of cinematic culture into our Romanian course
emphasizing the participating of Finnish and Romanian soldiers in a specific section of our
history: The Balkan’s War of 1877. In this context, it seems that for this generation as well,
the cinema remains a privileged place that allows cultural memory to reactivate itself and to
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be proactive in a demanding and in a full change contemporary space. It turned out that
through cinema, history can be not only emotive, but also controversial, considering the
public’s own loyalties, interests and identities.
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Abstract

Professor Cousineau demonstrates an impressive original scholarly kind of comprehension of
modernist texts, submitting them under scrutiny with an archetypal critical lens and thus reveals “the
uncanny return of the Manole Complex in nine masterpieces of literary modernism”. The intellectual
spark that inspired Professor Cousineau was Mircea Eliade’s Commentaires sur la Légende de
Maitre Manole where Eliade’s claims that Manole’s wife does not actually die: “She is, rather,
transformed,; her soul leaves her body of flesh and bones and goes to live in the stone and plaster
body of the monastery”. (Eliade, 1994, p.168) In each of the chapters of the volume under discussion,
the author further elaborates on Eliade’s concept of architectural body, finding it under sundry
metamorphoses in the iconic literary modernist works from Europe and USA.

Keywords: Manole complex; architectural body; modernist literature; uncanny designs; intellectual
thriller.

Before passing on to the subject matter of the book, we believe that a few details
about the author of the book, Professor Emeritus Thomas Cousineau are necessary. Professor
Cousineau taught at Washington College and also at Université de Paris-Sorbonne as a
Visiting Professor and as a Fulbright Scholar at the University of Bucharest. He edited the
newsletter of the Samuel Beckett Society for several years and co-directed the Presénce de
Samuel Beckett conference at Le Centre Culturel International de Cerisy-La-Salle in
Normandy.

Further works penned by him are: After the Final No: Samuel Beckett Trilogy,
Waiting for Godot: Form in Movement, Ritual Unbound: Reading Sacrifice in Modernist
Fiction, Three-Part Inventions: The Novels of Thomas Bernhard, and An Unwritten Novel:
Fernando Pessoa’s The book of disquiet. To boot, Professor Cousineau is the recipient of the
“Outstanding Title” citation from the American Library Association).

Writing criticism is as good and thorough an art & craft as writing a novel. Both are
building symbolic edifices and bridges to Otherness. Criticism operates at a meta-level, but
along the same guidelines in relation to Otherness. Professor Cousineau displays an original
scholarly comprehension of the modernist texts submitting them under an archetypal critical
lens. The author loves modernist literature and shows that he holds daunting and fruitful
insights into the some of the iconic works of modernism from Europe and US. And on top of
it, the author loves mystery and loves revealing it to our eyes agog with intellectual curiosity.
Hence the adjective “uncanny”.

The following details provide an overview of the Manole Trilogy:
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Volume 1 Ritual Unbound: Reading Sacrifice in Modernist Writing. University of Delaware
Press, 2004.

Volume Il The Séance of Reading: Uncanny Designs in Modernist Writing. Editura
Universitara, 2023.

Volume 1l To Double-Business Bound: The Symmetrical Imperative of Writing (in progress)

As we have seen, the first volume deals with sacrifice and modernist literature. Under
present critical scrutiny comes the second volume from his trilogy which discusses uncanny
designs in modernist literature. Thus, we have before our eyes a maze-like series of essays
bound together under the title The Séance of Reading. The third volume, which is underway,
treats of the symmetrical imperative of writing.

The genesis of the trilogy grips us as it unfolds like an intellectual thriller. The author
owns up to the fact that “The Séance of Reading traces back its origin” to his “discovery
while teaching at the University of Bucharest several years before of the Romanian folk-
ballad The Legend of Master Manole, in which a master-builder named Manole has been
commissioned by Prince Negru Voda to build a monastery at Curtea de Arges.”

Professor Cousineau came across Mircea Eliade’s interpretation of the legend in
Commentaires sur la Légende de Maitre Manole [Commentary on the Legend of Master
Manole], (1994) and confesses his attention was drawn to Eliade’s spin on the ballad’s plot
claiming that Manole’s wife does not actually die: “She is, rather, transformed; her soul
leaves her body of flesh and bones and goes to live in the stone and plaster body of the
monastery” (Eliade, 1994, p. 168). This was the spark that set off the inward streak of
criticism that has thrust through a whole array of modernist fiction, drama, and poetry.

Eliade goes on to claim that Manole and his wife, Ana are united beyond the grave
because of their violent deaths, an end that would not otherwise have been granted to them:
“Not simply dying, but dying a violent death, permits him — now transformed into the
fountain that sprang up on the spot where he had fallen — to remain with his wife and, more
precisely, to exist at the same cosmic level as herself” (Cousineau, 2023, p. 16).

The key term that has caught the attention of the author is Eliade’s coinage. In order
to spell out this archaic symbolic ritual, Eliade introduces the concept of “architectural
body” defining an edifice into which a “fleshly body” is made over by its ritual death: “Thus,
ritual death produces a bodily change. The soul does not ‘live’ inside the building; rather, it is
incarnated into it. As a result of the sacrifice — of its violent death — it continues to live here
below in a new, architectural body much longer than it would have in its fleshly body”. (...)
“There is no important monument that does not have — whether in reality or in legend — a
victim who has been buried alive” (Cousineau, 2023, p. 15).

Another work by Eliade Forgerons et Alchimistes [Blacksmiths and Alchemists],
(1956), further elaborates on this idea connecting the Manole Legend and building-rituals,
remarking that this ritual “introduces the idea that life can be engendered from another life
that has been immolated” and that “The soul of the victim changes its fleshly envelope: it
changes its human body for a new ‘body’ — a building, an object, even an operation — which it
makes alive or animates” (Cousineau, 2023, p. 16). The return pattern used by the author may
draw on another seminal work by Mircea Eliade, Cosmos and History: Le Mythe de L’ Eternel
Retour [The myth of eternal return], (1966), or Cosmic History.

Professor Cousineau thinks of two analogous roads leading to the creation of two
complexes that involve violence and disguised forms: the Oedipus complex set forth by
Sigmund Freud and the Manole complex discussed by Mircea Eliade. Professor Cousineau
argues that: “where Freud saw Sophocles’ Oedipus the King as revealing infantile psychic
impulses, for which he coined the term the “Oedipus Complex”, Eliade found in the Manole
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legend the expression of archaic building rituals that we might, in turn, call the “Manole
Complex” (Cousineau, 2023, p. 16).

Both of these complexes involve a violent act: the killing of a rival or the offering of a
blood sacrifice in order for a desired goal, whether the fulfilment of an incestuous longing or
the construction of a building, to be achieved. Likewise, Eliade’s belief that “building rituals
return in disguised forms in the various projects that we pursue in our waking lives is
analogous to Freud’s discovery of the return in disguised form of the repressed Oedipus
Complex in our nocturnal dreams” (Cousineau, 2023, p. 16).

Following the thread of evidence left behind by the Manole complex, the author
embarked upon a journey of discovery retracing his steps towards long-familiar “literary
monuments” that he had been teaching for years, but only now did he start “thinking of them
for the first time as disguised stagings of archaic building-rituals” (Cousineau, 2023, p. 15).

In his introductory chapter, the author follows the construction of the architectural
body in the legend of Mesterul Manole (Master Manole) and retrieves it symbolically from
the novel The Loser by Thomas Bernhard. Bernhard has his three protagonists sacrificed both
as musicians and as writers and thus he smooths out the way for the “soul” of music and
writing to slide into the architectural body of The Loser (Cousineau, 2023, p. 21).

In the nine chapters Professor Cousineau pulls off a tour de force revealing “the
uncanny return of the Manole Complex in nine masterpieces of literary modernism”.

Let us dig into the link between myths and uncanniness or mystery. According to
Mircea Eliade, in his book Mythes, Réves et Mystéres [Myths, dreams and mysteries], myths
uncover structures of reality and lay bare sundry modes of existence. This proves why myths
set up models for human behaviour as they recount true stories. But there can be no myths if
there is no revelation of some mystery, i.e. of some original occurrence which should
underpin some structure of reality or some kind of human behaviour. Myths always hark back
to some collective event and appeal both to human intelligence and imagination and represent
the human being in a holistic way. Mircea Eliade remarks that, when not looked upon as a
kind of revelation, myths risk of becoming incomprehensible.

Each time there is a clue, the title chapters of the present book under scrutiny are
meant to alert the reader to the covert ways in which the “fleshly body” of a protagonist who
the author symbolically sacrifices is changed into the “architectural body” of a work that he
both “inhabits and is incarnated into” (Cousineau, 2023, p. 15).

In Scott Fitzgerald’s The Great Gatsby, Thomas Cousineau uncovers an uncanny
return pattern exactly in Jay Gatsby’s determination to “fix everything” and finds that it is
ultimately to blame for his death. The author sees this determination returning uncannily as
Fitzgerald’s determination “to fix every detail of his novel” and not shrinking back from the
painstaking description of dodgy events which lead up to Gatsby’s death and Fitzgerald’s
having Nick Carraway to utter “fixed” eulogizing words about Gatsby, all being set “to
produce a literary triumph” (Cousineau, 2023, p. 29).

As for Joyce’s short story The Sisters from The Dubliners, Professor Thomas
Cousineau spins Father Flynn’s slide into senility and his demise narrative as being brought
on by Father Flynn’s being “too scrupulous always” when going about his pursuits whose
elements Joyce changed into the obvious “writerly triumph” as he carried out this skilful
narration of events with “scrupulous meanness”, in the exact wording of Joyce (Cousineau,
2023, p. 58).

The chapter on Pessoa tackles the topic of architectural sights that Fernando Pessoa
boasts of in his early piece describing Lisbon: What Every Tourist Should See in the
“architectural body” of his later masterpiece, The Book of Disquiet (Cousineau, 2023, p. 59).
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The author ponders on an uncanny return to the archetype of the protagonist as
sacrificial victim in Samuel Beckett’s Waiting for Godot and shows how “the purposeful
ways of doing undertaken by the four principal characters”, (Cousineau, 2023, p. 75) which
fail to reach their goal, undergo a change throughout the play into the covert action of what
one dubs “purposeless doing” that is unfolded by the actors who play their roles.

In his modernist masterpiece, T. S Eliot shows J. Alfred Prufrock’s returning to
hamstrung personal reminiscences as he has them covertly doubled throughout his love song.
Here T. S. Eliot’s steps in as an author and has recourse to “the impersonal cultural past” of
mankind, lacing his poem with unforgettable echoes from Dante’s Inferno and Shakespeare’s
Hamlet.

Another Beckett play, Endgame, comes under critical scrutiny here as Professor
Cousineau finds that this work evinces an ambiguous play ‘to two forms of interdependence’
(Samuel Beckett’s word for what his play was about) and further elaborates that “on the one
hand, it designates what Beckett described as the “war” waged by Hamm and Clov and, on
the other, the “cantata for two voices” into which “it is transformed by the actors”
(Cousineau, 2023, p. 102).

Like with Fernando Pessoa, in 4 Short History of Decay, Emil Cioran has his ideas
anticipated by an early work Transfiguration de la Roumanie [The transfiguration of
Romania], and similarly, “it replaces the protagonist as the “fleshly body,” and the unattained
yearning for transfiguration in Cioran’s early work which resurfaces “in a camouflaged way
in the crafting of transfigurations in the ‘architectural body’ of Cioran’s masterpiece”
(Cousineau, 2023, p. 26).

Professor Cousineau remarks the return of the archetypal figure of the main character
as the sacrificial victim in Flannery O’Connor’s short story, 4 Good Man is Hard to Find.
The author accurately points out that the word "misfit" refers not only to the deportment of
the Misfit himself (from whose cruelty he can derive no pleasure) but this word reveals
Flannery O’Connor’s employment of misfits as a narrative technique and quotes Frederick
Asals’ opinion regarding the authoress’ ‘“aesthetics of incongruity” from which Flannery
O’Conner herself “obviously derived immense pleasure” (Cousineau, 2023, p. 139).

“La piece de resistance”, the novel Light in August by William Faulkner, allows
Professor Cousineau to discuss the concept of frame in narrations. He claims that “the telling
of stories designed to frame Joe Christmas as a “nigger”, Cousineau, 2023, p. 147) leading up
to his lynching towards the end of Light in August takes place in a novel where story framing
constitutes the staple narrative technique. And Professor Cousineau finds that this happens as
Faulkner uses comic frame tale to girdle round the tragic main story.

The critical skills of Professor Cousineau from this volume prove him to be a restless
and relentless pursuer of modernist designs across a maze of modernist writers from Europe
and USA. The nine masterpieces of literary modernism are the research fields where
Professor Cousineau uncovers archaic building rituals at the symbolic level drawing upon the
trail-blazing work of Mircea Eliade in the domain of myths and especially on the Manole
legend.
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Abstract

The novella Cind Nu mai ai pe Cine si Imbrdtisezi [When you have no one to hug], by Rdzvan
Brudiu, offers a wild and isolated image of a hamlet in the Apuseni Mountains, where old Joseph lives
in solitude, strengthened by the power of faith, waiting for the last road to eternity. In the volume we
can identify a dialogical construction on the waiting theme, under the sign of silence. If Joseph
speaks, it is to banish loneliness, as rarely does anyone cross his threshold, so that in the narrative
ego his words and gestures provoke deep meditations on existence. The profile of the central hero is
gradually built up through simplicity, modesty, and natural gestures, contrasting with the erudition of
the theologian who constantly feels the need to refer to various passages in the Bible, to church events
and services, to quotations from the writings of saints or famous writers, etc. Two different worlds
emerge from the dialogue between the two protagonists, that of the city, where life is full of daily
hassles and worries, where people judge things with a ‘correct’ mind, and the world of old Joseph,
for whom time has already become ‘eternity’. These worlds, symbolically confronted, generate
meaningful images. The 90-year-old man serenely looks towards death, aware that he does not have
much more to expect from life and wishing to be reunited with his wife. He leads a simple life, but his
prayer, uttered without worrying about tomorrow, generates in his heart love and longing for the
Creator. For him, the end of the world is, in fact, the meeting with God, and everything he does since
his wife’s death is a preparation for reaching the final goal, thus becoming an example for everyone
who believes in eternal life.

Keywords: short story; isolated village; simplicity; the power of faith; hesychast; Razvan Brudiu.

The novella Cind nu mai ai pe cine sa imbratisezi [When you have no one to hug], by
Rézvan Brudiu, published in Iasi at Doxologia Publishing House, by the end of 2023, offers a
wild and isolated image of a hamlet in the Apuseni Mountains. Although fictionalized, the
story of old Joseph, the central character, awakens pleasant memories for those who have
once, even accidentally, arrived in that part of the Apuseni Mountains. Personally, we
remembered with great pleasure our hikes, rucksacks on our backs, at a time when one could
difficultly reach the villages and hamlets around Rimet and Ponorului, with isolated people,
very difficult to relocate, for they who would have rather let their houses fall down than sell
them.

An important aspect we want to point out in this volume, without encouraging
“biographism”, is the connection between lived life and reality. This type of writing is
referred to as “histoire vécue” in French literature, as “nonfictional novel”, in English, while
in Romanian literature it has been called, in an approximate translation formula, “literatura
document” (Chira, 2023, p. 13). Although in the pages of Razvan Brudiu’s book the
connection between literature and life is obvious, although real places are mentioned and a
memorialistic inclination is sensed, we are convinced that after a sufficient distance in time
and space, only literature remains.
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Cind nu mai ai pe cine sa imbratisezi [When you have no one to hug] is the story of
the character Joseph, an old man who lives alone in his house in “the mountains forgotten by
men but not by God”! (Brudiu, 2023, p.16), who is visited from time to time by a priest. We
can identify in the volume a dialogical construction on the motif of expectation, though
permeated by much silence. As he is rarely visited, Joseph speaks to banish loneliness, but in
the narrative ego his words and gestures provoke deep meditations on existence. The profile
of the central hero is gradually built up through simplicity, modesty, and natural gestures,
contrasted with the erudition of the theologian who constantly feels the need to refer to
various passages in the Bible, to church events and services, to quotations from the writings
of saints or famous writers, etc.

The waiting motif is marked from the very beginning by the symbol of the ‘pale’ light
in the window of old Joseph’s house. As the plot of the novella unfolds, we see that the only
‘road’ remained to the hero is the one towards death. Modest, with the face graced by “an
unseen light /.../. A light that came not from the sun, but from God”? (Brudiu, 2023, p. 39),
Joseph confesses that God has given him “too much” (Brudiu, 2023, p. 12), that he is waiting
“for the hours to pass, to depart from this world. I have lived long enough™? (Brudiu, 2023, p.
11), that after his his wife’s death, with whom his life had been happy, “the fearful death
became for him the true fulfilment™ (Brudiu, 2023, p. 16). The ‘frozen’ homodiegetic
narrator, studies the character with fear and understands from his words that “I must keep
nothing for myself, that nothing of what I had not offered will ever be mine, that nothing of
myself that has not died, will ever be raised from the dead”> (Brudiu, 2023, pp. 13-14).

Two different worlds, that of the city, where life is “tormented by everyday
problems”® (Brudiu, 2023, p. 16), where people judge things with a ‘correct’ mind, and that
of old Joseph, for whom time “already became eternity”” (Brudiu, 2023, p. 15), symbolically
confronted, generate significant images. The 90-year-old man serenely looks towards death.
He knows that he does not have much more to expect from life and he longs to join his wife.
Living a simple life, his prayer was expressed “in total self-abandonment”” (Brudiu, 2023, p.
21) because “Silence, prayer, self-abandonment aroused in his heart the warmth of the Holy
Spirit, love and the longing for God™® (Brudiu, 2023, p. 21). By the way he prayed, old
Joseph died and revived with Christ.

The priest enjoys like a child the simple world he discovers around Joseph. Every
encounter with the old man is a source of delight and, above all, an occasion for meditation,
because every image glimpsed with the mind’s eye, every idea, every gesture of Joseph’s
arouses in the priest a souvenir, a thought, an association with a Gospel parable, with the
verses of a carol, or with passages from the Mass. The memory of Joseph’s brother for
example, followed by an idea linked to the episode of the resurrection of Lazarus, or the
suggestive story of the snail in Citesc pdna mi amortesc picioarele [I read till my feet go
numb] complete the story of Joseph’s cold winters as a child in his parents’ house. When
Joseph regrets that he has a lot of work in the garden and no time for more prayer, the
reference to the teachings of St Joan Russian is revealing: “the man who prays much is a

! Original text: ,,muntii uitati de oameni, dar nu si de Dumnezeu.”. Translation of quotations belongs to us

2 Original text: ,,0 lumina nevdzuta /.../. O lumind care nu venea de la soare, ci de la Dumnezeu”.

3 Original text: ,,sa treaca ceasul, s ma duc de pe lumea aceasta. Am trait destul”.

4 Original text: ,,Infricosdtoarea moarte devenea pentru el adevarata implinire”.

3 Original text: ,,Nu trebuie si pastrez nimic pentru mine, cd nimic din ceea ce nu am daruit, nu va fi vreodatd al meu, ci
nimic din mine, ce nu a murit, nu va fi vreodata ridicat din morti”.

¢ Original text: ,,frimantata de problemele cotidiene™.

7 Original text: ,,intru toatd negrija cea lumeasca”.

8 Original text: ,Linistea, rugiciunea, negrija nisteau in inima lui cildura Duhului Sfant, dragostea si dorul dupa
Dumnezeu”.
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good man and /../ in prayer, time expands™® (Brudiu, 2023, pp 70-71). Finally, even the
ordinary work of planting potatoes becomes an occasion for meditation, for “the death of the
potato was as necessary as the death of man, for if the plant or man does not die, it will not
bear fruit”!? (Brudiu, 2023, p. 71).

In the chapter Cel mai bogat om din oras [The Richest man in town], an extraordinary
idea of the old man on loneliness interweaves the image of death, which he perceives as
natural. It is only when man no longer fears death that he begins to have everything. Until
then he has nothing. Old Joseph has understood this important truth and through the way he
speaks, the homodiegetic narrator notes that “Loneliness is the most painful, indeed cynical,
way of experiencing death before its time”!! (Brudiu, 2023, p. 48).

Prayer and faith in God guide Joseph’s steps unceasingly during his remaining life.
“Without God we can do nothing” (Brudiu, 2023, p. 70), he muses in the chapter Cdnd ciresii
infloresc [When the cherry blossoms]. “The old man /.../ knew the meaning of things.
Nothing was left to chance; everything had its proper time”!? (Brudiu, 2023, p. 74) and there,
near the house of this very simple man, “Everything was sanctified, everything was imbued
with the grace of the Holy Spirit.”!* (Brudiu, 2023, p. 74). With such an overflowing
simplicity, the central hero’s faith could not be otherwise. Constantly amazed “by this man’s
philosophy of life” (Brudiu, 2023, p. 71), the narrator succeeds in conveying to us all the
feelings he goes through in front of the old man who is confident of God’s power and work in
our lives. Being confronted with this total simplicity, the narrator experiences humility and
the wonder which opens the mind to questions.

The life of Joseph, a man who lives alone somewhere in a house in the Apuseni
Mountains, weighed down by his years and the weaknesses of age, is a journey that is coming
to an end under the sign of reconciliation with himself and the world. For him, the end is the
end of the world, which in fact means meeting God. Everything he undertakes since his
wife’s death is a preparation for reaching the final goal, becoming an example for anyone
who believes in eternal life.

As the writer pr. George Remete remarks on the volume’s fourth cover, “Beyond
simplicity, the reader will find in these stories the wisdom of old age, the beauty of life, the
essential meaning of asceticism and the power of faith, which can heal, strengthen, beautify
and nourish everything”'* (Remete, in Brudiu, 2023, cover IV).
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% Original text: ,,omul care se roagd mult este om bun si /.../ la rugiciune, timpul se dilata”.
19 Original text: ,,Moartea cartofului era necesari la fel ca moartea omului, pentru cd dacd planta sau omul nu moare, nu va
aduce roade.”.

1 Original text: ,,Singuratatea este modul cel mai dureros, de-a dreptul cinic, de a trdi moartea inainte de vreme”.

120riginal text: ,,Batranul /.../ stia rostul lucrurilor. Nimic nu se ficea la voia intAmplarii; toate aveau un timp potrivit”.

13 Original text: ,,Totul era sfintit, totul era imbibat de Harul Duhului Sfant.”.

14 Original text: ,,Dincolo de simplitate, in aceste povestiri cititorul va gisi insd intelepciunea batrinetii, frumusetea vietii,
rostul esential al ascezei si puterea credintei, care pe toate le poate vindeca, intari, infrumuseta si mintui”.
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