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Exploiting Reading Texts

Cristina Maria ANDREI
University of Craiova,
Department of Applied Foreign Languages

ABSTRACT

Reading a text and grasping its real meaning are very important steps in the
acquisition of a foreign language. Making sure that students understand what
a lesson is about and its purpose in using the language freely in the future
may be a difficult task for the teacher. He/she has to try and find each time
the best ways to help students identify the main ideas, or the basic sense of
the reading material despite the possible misunderstanding or simply the lack
of knowledge of certain vocabulary items. There are many ways of
approaching a written text and make it meaningful to students so, the present
paper focuses on some of them suggesting activities which come with the
exploitation of English texts.

KEYWORDS: reading, students, meaning

Reading is an important skill in the methodology of any foreign language.
Listening and speaking are closely connected to it, since reading implies an
improvement of the vocabulary, which is an essential task that language learners
have to face. As a consequence, each and every class must be accompanied by a
reading comprehension text closely connected in most cases to a common
situational context. Moreover, the selected text should be neither difficult (since
students can become frustrated by the difficulty to cope with certain grammatical
or vocabulary structures) nor easy (because it doesn’t help students extend their
knowledge) but graded in accordance with the students’ level of the English
language.

Written texts are often used in classes as a great way of presenting language
in context or as the basis for further discussions or debates. Yet, in the old teaching
methodology, teachers used the texts only for the students to read and translate
them in order to acquire vocabulary. Nowadays, texts are used for different reasons
and teachers use them to further create both useful and interactive activities.

Comprehension, in all forms, is now widely recognised as a key process in acquiring
language. Learners who read widely achieve greater fluency in English and gain
confidence and pleasure in learning the language.'
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Reading generally tends to be a less stressful activity than any other
methodological skill since students do no longer have to cope with the fast
perception of the ideas as it usually happens in a listening activity when various
speakers impose different rhythms of speech, intonation, stress, etc. Thus the
difficulty in grasping the real meaning of a conversation is higher in an oral
communication task. Jeremy Harmer underlines the static feature of reading
materials as compared to the rapidity of comprehension needed in a spoken text:

Unlike a listening text, a reading text moves at the speed of the reader (except where
the reader is trying to read an advertisement that flashes past a train window). In
other words, it is up to the reader to decide how fast he or she wants to (or can) read
a text, whereas listeners often have to do their best with a text whose speed is chosen
by the speaker. The fact that reading texts are stationary is clearly a huge
advantage.’

Thus, reading appears to be, at least at first sight, an easy task performed in
accordance with the student’s own comprehension rhythm. However, reading may
be tricky since having enough time to process each and every word may lead to a
difficulty in the perception of the significance of certain unknown vocabulary items
that may appear in a text. Instead of focussing on the extraction of the main ideas
in the material, the student may begin to worry about not being able to properly
translate all the sentences and, as a consequence, he/she will not be able to work
out the real meaning of the entire content. As a result, the time devoted to the
reading material is extended, in the detriment of other activities usually engaged in
the teaching process. In order for the teacher not to end up being confronted with
such a situation, Harmer suggests a “restriction” of the reading task. He considers
the reading activity to be static, and because of that,

students are often tempted to read slowly, worrying about the meaning of each
particular word. And yet if they do this they will never achieve the ability to read
texts in English in anything but a slow and ponderous way. Certainly they will
continue to have difficulty in quickly scanning or skimming unless the teacher
insists on these skills being performed rapidly. In other words the teacher should
insist on the comprehension task being performed in a limited amount of time [...].”

Reading has evolved a lot lately. Modern teaching books do no longer
recommend the classical method of sharing the information in a text with all the
other classmates by focussing on the oral pronunciation and translation of each and
every word helped by the teacher’s correction and guidance. That is because
reading aloud doesn’t allow the student to focus on the core of the reading material
but rather on the pronunciation of certain words. It means that the text is a familiar
one in which the content and the grammar problems are known by the student.

Students need to get accustomed to different ways of working with a written
text. What the teacher should always bear in mind is the level of the class he/she is
bringing materials to. For example, one way of working with texts is turning a
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paragraph from the 1% person singular into the 3 person singular. It is useful for
elementary students who still need to get accustomed to Present Simple Tense. Yet,
this type of activity is rather simple for the intermediate and upper-intermediate
students. If the teacher wants students work on their own with texts at this level,
then a change of a text from active into passive would be more suitable.

Dawson, in his Teacher’s Guide to Using Graded Readers offers some
advice concerning the level of the questions and activities used in class:

At elementary levels, ask straightforward questions, or questions which will reveal
whether the class has understood the general meaning of the text. [...] From
intermediate level upwards, ask questions which will make learners think behind the
action to the causes of events and the reasons for behaviour. As the level of the class
progresses, questions beginning with why and how should replace those beginning
with what. In the early stages, ask questions which do not require elaborate
responses; later, as the ability and confidence of learners increases, use more open-
ended questions™.*

Reading in class may be used for different purposes. Teachers may use
written texts for understanding tasks, learning tasks as well as for testing. All these
may be used together during one class or separately depending on the purpose of
the lesson.

Reading for understanding is one relaxed way of working with written texts.
Before reading, the teacher might bring into class photos related to the topic of the
text. Based on the description of the photos, the students start guessing how they
can be related to the topic of the text. This activity is fun and challenging since
students usually like guessing the subject of a certain text and they become eager to
find out its content. Another way of making the students read to confirm
expectations is simply to write the title of the text on the blackboard and ask
students think of variants of continuing the text.

One characteristic of good readers that has been noted in the literature on reading is
that they are able to make predictions about the text they are reading while they are
reading it (Cohen & Hosenfeld, 1981; Weaver, 1980). As we read, our eyes do not
sweep in a steady movement across the print. Rather, we move our eyes in jumps
called eye fixation movements. We scan a line, fixate at a point to permit eye focus.
We pick up graphic cues and make a guess, a prediction about what appears on the
printed page. While the guess is partly based on graphic cues, it is also subject to our
knowledge about the language and what we have read up to that point.’

There are different activities that can be used in order to read a text for
understanding. After reading the text, students are asked to answer questions based
on the text. For this reading comprehension activity, it is better to let students read
by themselves and not just ask some students to read aloud. When reading on their
own, students are more focused on the text, while, if only one student reads, they
may pay attention only to pronunciation or even lose interest in the text. Thus,
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silent reading may be more appropriate to this type of activity. Set a time limit for
reading the text. Ask students to check their answers in pairs.
On the other hand,

listening to the teacher reading aloud is very important for the learner’s development
of reading skills. Research has demonstrated that, in children, the successful
development of reading is determined largely by their early, regular experience of
listening to someone else reading aloud. However, it should be stressed that we do
not recommend that learners are asked to read aloud. [...] Comprehension is often
sacrificed because learners concentrate on the pronunciation of words rather than the
meaning. Asking learners to read aloud reduces their confidence and makes them

slower, less efficient readers — even when they are reading silently”.®

Before dealing with a reading text, the teacher should try generate interest in
the topic. It is usually better to make this stage student-centred, for example ask
them to work in pairs or offer direct answers. The teacher should also make sure
the students will face no difficult problems of vocabulary. Therefore, he/she should
think in advance of the words that are to be pre-taught, yet leave a part of them to
be inferred from the context.

Learners must learn to guess the meaning of new words, but they can only do this if
the density of new words is kept low. Language structures can similarly be
controlled so that learners are exposed only to those structures with which they are
likely to be familiar at their stage of language learning.”

Don’t try to pre-teach all new vocabulary — students need to practice getting
the meaning from the context. Yet, pre-teach essential vocabulary, vocabulary
which would block students while reading.

Word — association tasks generally involve eliciting from the students as many ideas
as they can offer regarding the announced subject of the text. Normally, their
suggestions are written on the board and sometimes arranged into a semantic map or
graphic organizer, which indicates how the concepts are related to each other.
Because such brainstorming is a random process, it may sometimes be necessary for
the teacher to supplement the students’ contributions with new vocabulary and
concepts critical to an understanding of the reading.®

Nowadays, it is more common to discover the meaning of some vocabulary
items or grammar structures alone, stimulated by the teacher’s effective planning
of the exercises, by his/her encouragement strategy of making all the students in
the class interact in a dynamic way. Recent methodology focuses on the learner’s
ability to be a dynamic speaker, who, by engaging in communication with the
people around him/her practices the new skills spotted in the reading material (in
our case) and repeats them until they become familiar and well retained.
Hutchinson and Waters, in their book entitled English for Specific Purposes, bring
into discussion the behaviourist theory which says that
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learning is a mechanical process of habit formation and proceeds by means of the
frequent reinforcement of a stimulus-response sequence. [...] This method, [...] laid
down a set of guiding methodological principles, based [...] on the assumption that
second language learning should reflect and imitate the perceived processes of
mother tongue learning. Some of these precepts were:

Never translate

New language should always be dealt with in the sequence: hear, speak, read, write
Frequent repetition is essential to effective learning

All errors must be immediately corrected.’

The idea is that the comprehension of the unknown vocabulary or the
language issues is better done by silent reading than by reading aloud. Once
discovered and properly understood, these elements should be inserted in all kinds
of exercises so that by repeating them frequently they become familiar and ready to
be used in various contexts. However, before proceeding to their practice, the
teacher should also pay attention to the rapidity the student uses in reading a text. It
has been frequently offered as a solution for determining students to become
efficient readers, to understand the essence of a text in a relatively short period of
time the use of certain questions that would stimulate students to focus on the most
important parts of the reading material. In Teaching English as a Foreign
Language, the authors point out that:

The simplest technique for improving reading speed is basically to use a series of
texts, understanding of which is then tested in some way, most often by multiple-

choice questions”.'

The same authors bring into attention the distinctions between questions for
teaching and questions for testing. The first type of questions is most often
designed to get deeper and deeper into the meaning of text. They are generally
formulated verbally and aim at the amount of information students remember from
the reading material after the book is closed. For a better and quicker
understanding of the essence of the text, the teacher should guide the students
towards skimming, I mean to try and find spot sentences that contain a particular
word or phrase.

Unlike questions for teaching, questions for testing have as a main goal the
development of the student’s writing skills by focussing on his/her abilities to
extract the main ideas of the text, to analyse the text from a different perspective or
to summarize it. These tasks tend to develop the writing skills not the reading ones,
therefore they are not normally used when the teacher’s main target is to enrich
student’s comprehension abilities.

Thus, the teacher’s questions should be mainly oral and they could enhance
students in making up their own questions based on the reading text. This can be
also a great way of discovering the core of the text and improving the
communication abilities.
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Students may be asked to read a certain text for learning purposes. It’s been
shown that presenting language in context is the best way of acquiring a foreign
language. After reading a text, students may be asked to explain what the
underlined parts of a text refer to. For elementary level, underlying pronouns (them,
us, we, etc.) is a great way of getting the students accustomed to different cases of
personal pronouns. For intermediate or upper-intermediate students, the teacher
may ask students to explain the uses of certain prepositions or articles from the text.

Reading may also be used for testing. One way is to ask students arrange
paragraphs in a text. This type of activity is sometimes difficult since students not
only need to pay attention to the meaning of the paragraphs but also to the link
words that offer tips for their ordering. Topic sentences are also difficult to match
to paragraphs but they represent a great way of further practicing writing skills.

The teacher has the role of monitoring the students; he/she sees how well
they did and helps them with possible difficulties. An open-class feedback would
be a good idea to be used at the end of the reading activity, since now both students
and teacher have the chance of seeing where problems lie.

At the same time, reading texts are a great opportunity to develop further
speaking practice based on their topic. The students have the chance of expressing
their own opinion on the topic, speak freely and discuss matters with one another.

In all lessons, variation is highly important. The teacher should be
resourceful, changing activities and avoiding forming a certain pattern of the class.

The key principle to observe is one of flexibility; teachers should avoid using the
same exercise types or mechanically following the same lesson plan each time, for
to do so will only diminish students’ interest and consequently their desire to learn."”

In conclusion, there are several ways of exploiting reading texts, but the
focus should always be on the student or the group the teacher has to deal with.
The teacher should always have as main goal the forming of successful readers by
identifying and using reading strategies specific to each group. Reading is a
multifaceted process that goes beyond the description of any single activity or
strategy.

NOTES

! Nick Dawson, Penguin Readers Teacher’s Guide to Using Graded Readers, Longman, 2000, p. 2.

2 Jeremy Harmer, The Practice of English Language Teaching, London: Longman, 1994, p. 190.

3 Ibid., p. 191.

4 Nick Dawson, op.cit., p. 7.

> Gabriela Grigoroiu, An English Language Teaching Reader, Vol. 1, Craiova: Reprografia
Universitatii din Craiova, 2000, p. 187.

® Nick Dawson, op.cit., p. 4.

7 Ibid., p. 2.

¥ Gabriela Grigoroiu, ibid., p. 196.

? Tom Hutchinson & Andrews Waters, English for Specific Purposes, Cambridge: CUP, 1994, p. 40.

1% Geoffrey Broughton, Christopher Brumfit, Roger Flavell, Peter Hill, Anita Pincas, Teaching
English as a Foreign Language, Routledge, 1980, p. 99.
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Comunitatea romanilor din Bruxelles.
Valuri de migratie, generatii de migranti, categorii sociale

Carmen BANTA
Universitatea din Craiova,
Facultatea de Litere

RESUME : La communauté des Roumains de Bruxelles. Vagues de
migration, générations de migrants, catégories sociales

La présente étude essaie de contourner la communauté des Roumains de
Bruxelles. Ainsi, de ’enquéte de terrain nous avons pu constater que les
Roumains de Belgique forment, en fait, une communauté ethnique.

Nous pouvons considérer que le principal flux migrateur roumain peut étre
classifi¢ en deux grandes étapes : avant la révolution anticommuniste de
décembre 1989 et aprés 1989, bien qu’on enregistre aussi des cas isolés
d’¢éléments migrateurs dans d’autres périodes historiques.

Nous essayons de contourner les quatre générations de migration roumaine
en Belgique et, en méme temps, nous réalisons une radiographie des
principales catégories sociales des migrants (intellectuels, travailleurs,
clandestins, étudiants).

MOTS-CLEFS : communauté, Roumains, migration, catégories sociales

Migratia este un fenomen ce ramane 1n actualitate, indiferent de perioadele istorice.
Astfel, Europa secolului al XX-lea a cunoscut o permanentd miscare de populatii,
cauzele ei fiind complexe. Desigur, aceasta realitate se perpetueaza si in secolul al
XXl-lea. Din Romania se emigreaza catre toate tarile Europei, iar Belgia este o
destinatie preferata.

Pe fondul general al problemelor cu care se confrunta statele bogate — rata
scazuta a natalitatii, durata medie de viatd in crestere (deci numar mai mare de
pensionari) —, se ajunge la nevoia unui influx de forta de munca din exterior, de
muncitori, in industrie, dar i de oameni -calificati: doctori, cercetatori,
informaticieni, oameni de afaceri etc. Acest fenomen se intalneste i in Belgia, fapt
ce i-a determinat pe unii romani sd o aleaga ca destinatie. Dupa polonezi, suntem
aici, ca numar, principala comunitate provenind din fostul ,,lagar comunist”.

Studiul de fatd incearcd, Intr-o scurtd prezentare, sd contureze comunitatea
romanilor din Bruxelles.

Conform datelor Oficiului pentru Straini, la 4 octombrie 2007, dintr-un total
de 1.031.780 de emigranti, aflati in Belgia, 15.064 erau roméni', dintre care 57
persoane au fost declarate si recunoscute ca refugiati politic.
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Astfel, din ancheta de teren Intreprinsa in anul 2007, timp de 6 luni, am aflat
ca romanii din Belgia alcdtuiesc, de fapt, o comunitate etnica (care isi poate
schimba o mare parte a membrilor sai fara a-si modifica sentimentul de apartenenta
etnicd), din care fac parte mai multe tipuri de comunitati: comunitate religioasa
(Comunitatea Ortodoxa din Belgia, Comunitatea Bisericii Neoprotestante ,,Elim”
etc.), comunitate socio-culturala (Casa Culturala Belgo-Romana ,,Arthis”, Alianta
Belgo-Roména sau Comunitatea Romanilor din Belgia), comunitate virtuala (site-
ul www.rombel.com) care, la randul lor, sunt impartite pe grupuri formale sau
informale, cu sau fara personalitate juridica.

In prezent, comunitatea romanilor nu este recunoscuti ca minoritate etnica
de catre statul belgian cu toate cd, de-a lungul timpului, aceasta a Inceput sa-si
contureze un profil, pastrandu-si insi identitatea nationala. intr-o tara ,.destul de
tolerantd”, a carei capitald cosmopolitd creeazd multe oportunititi, romanii, prin
numarul destul de mare si prin actiunile pe care le intreprind in toate forurile si pe
toate palierele sociale, ar putea sd devina, statutar, minoritate etnicd.

Fenomenologic, putem considera ca principalul flux migrator romanesc in
Belgia poate fi impartit in doud mari etape: inainte si dupa revolutia anticomunista
din decembrie 1989, desi cazuri izolate de elemente migratoare se inregistreaza si
in alte perioade istorice.

inainte de decembrie 1989. Emigratie in mare parte politici (insa au fost si
motive etnice, economice), determinatd de opresiunea ideologicd comunista, de
nesuportat, mai ales pentru intelectualitate.

Migratia romanilor catre Belgia a inceput in anii "50, cand parasesc tara cei
din familiile foarte bogate, ale caror proprietati fusesera nationalizate ori confiscate,
sau cei care si-au Intemeiat familii mixte (casatoriile cu specialisti belgieni).

Procesul migrator s-a intensificat in anii '70-’80, urmare a radicalizarii
regimului Ceausescu, cei plecati fiind in cea mai mare parte intelectuali.

Dupa Revolutia din decembrie 1989. Emigratia romanilor in Belgiaare loc
in patru valuri: 1990-1995; 1995-2000; 2000-2006; 1 ianuarie 2007 panda in
prezent.

Fiecare val prezintd anumite particularitati, ce rezultd dintr-o diferentd la
nivel de cauze ale migratiei, de metode de regularizare pe teritoriul belgian, dar si
de profilul indivizilor implicati in acest proces.

1. Anii 1990-1995. Urmare a dificultatii de a célatori in afara granitelor tarii,
in vremea dictaturii comuniste, multi romani isi vor cauta, acum, echilibrul
psihologic in Occident. Imediat dupa 1989, Romania va fi marcata de un puternic
scepticism, nu fara fundament, data fiind suspiciunea ca revolutia ar fi fost, de fapt,
o loviturd de stat a catorva dintre fostii lideri comunisti. In acest context,
deceptionati de lentoarea schimbarilor atat de mult asteptate, dar si de confuziile si
tulburarile ideologice, multi intelectuali au plecat din Romania catre toate tarile
Europei Occidentale.

Nu in ultimul rand, trebuie amintit ¢d au avut loc, in aceeasi perioada, patru
mineriade (ianuarie 1990, februarie 1990, iunie 1990, septembrie 1992),
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evenimente sociale cu o influentd deosebitd asupra intensificarii procesului
migrator.

Occidentul nu a ramas insensibil la aceste evenimente si nici la gravele
conflicte, percepute in tarile capitaliste ca niste micro-razboaie civile intre doud
clase sociale: minerii si intelectualii. Asa se explicd, din perspectiva care ne
intereseaza, cd numarul cererilor de azil politic, venite din partea romanilor, a fost,
potrivit statisticilor, cel mai ridicat, in mare parte acestea fiind aprobate.

2. Anii 1995-1999. Se inregistreazd o importantd emigratie romaneasca, de
astd-datd una exclusiv economicd. Cum procedura de azil politic nu mai dadea
niciun rezultat, cea mai mare parte dintre emigranti au trecut direct la
clandestinitate, muncind ,,la negru”.

Un alt val migrator al acestei perioade este reprezentat de persoanele venite
din tari ale Europei Occidentale (Olanda, Franta, Germania), care nu au gasit un
loc de munca ori li s-a refuzat cererea de rezidenta si au fost expulzati.

Se constatd preferinta pentru Belgia ca destinatie finala a romanilor
emigranti. Fenomenul ar putea fi explicat prin diversitatea etnica si culturala a
acestei tari, precum si prin posibilitatile reale de a lucra clandestin, dar si toleranta
si generozitatea de suflet a belgienilor, permisivitatea autorittilor, facilitatea
accesului la locuinta. Inca de pe vremea lui Cezar, belgienii erau considerati ca ,,cei
mai viteji §i mai nobili dintre gali”. Un alt element de atractivitate il reprezinta si
accesibilitatea limbii. Ne referim, desigur, la limba franceza, majoritara in regiunea
Bruxelles si aproape complet predominantad in Valonia. Asa se explicd de ce
principalele comunititi de roméni sunt grupate in aceste arii francofone. In aceasti
perioadad imediat dupa revolutia anticomunistd din decembrie 1989, romanii au fost
primiti cu ,,bratele deschise”, beneficiind si de reabilitarea lor datorita revolutiei,
belgienii punandu-si mai sperante in ei, mai ales cé aveau nevoie de fortd de munca.

O parte dintre emigranti au fost regularizati in urma procedurii antamate in
anul 2 000 de statul belgian. Din pacate nu toti au avut curajul sa introduca cererea
de regularizare, de teama expulzarii, in cazul in care nu ar indeplini conditiile
cerute.

3. Anii 2000-2006. in aceastd perioada, statul belgian se confrunti cu o
emigratic esential economicd a romanilor, datoratd in special unei degradari
continue a conditiilor de viata in tara de origine.

Prin suprimarea obligativitatii vizelor pentru roméani, in anul 2002 s-a permis
unei populatii din ce in ce mai diverse sa ajunga pe teritoriul Belgiei, implicit in
Bruxelles. Cea mai mare parte a emigrantilor se intorc in Romania dupa cele trei
luni legale, pentru a nu-si pierde dreptul la libera circulatie in spatiul Schengen. In
timpul sejurului, vor lucra clandestin, dar necunoasterea limbii si a mediului socio-
economic 1i va descuraja treptat.

4. 1 ianuarie 2007 (integrarea Romaniei in Uniunea Europeand) — pdna in
prezent. Migratia devine mai accesibild. Posibilitatea liberei circulatii a cetatenilor
romani in spatiul european a insemnat o sansa pentru a obtine locuri de munca mai
bine platite. Categoriile sociale sunt diverse, de la persoane cu studii superioare
pana la muncitori calificati.
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Cele patru valuri migratoare au contribuit la formarea unei comunitati etnice
romanesti in Belgia.

Cele douda modalitati de migratie (directa $i indirectd) au contribuit, 1n
perioada anilor 1950, la formarea primei generatii de migratie a romanilor din
Belgia. Este asa-zisa ,,generatie pierduta”, intre fosta si actuala patrie. Ea lupta sa
fie acceptata, sd se impund, dar este sfasiata de ,,dorul de casa”, fie ca vrea sau nu
sd recunoasca acest lucru. Romanii primei generatii de emigranti sunt inca atasati
atat sentimental, cat si mental de ideea de a fi ,,acasd”, de a avea o ,,tard”, o ,,patrie”,
de a se regisi pe sine. In acelasi timp, riméan marcati de traumele care li s-au
sedimentat Tn memorie. Emigrand, in mare parte, din cauza regimului politic (in
timpul comunismului au fost $i migratii economice, etnice, religioase), povestesc
cu atata pasiune si dezinvolturd, retrdind fiecare moment din trecut la intensitate
maxima, ca $i cum evenimentele s-au petrecut intr-un timp foarte apropiat. Este
vorba, in general, de persoane erudite, care nu au aderat la idealurile comuniste si,
prin urmare, au fost persecutate de regim.

Din cercetdrile pe teren, am constatat cd o parte dintre emigranti nu au
revenit In Romania nici dupd anul 1989. Media de varstd a acestei categorii este
foarte ridicata (70 de ani si peste). Tot ce este legat de tara de origine le trezeste
emotii puternice, din cauza durerii resimtite cdnd au fost obligati s-o paraseasca.

Emigrantii primei generatii povestesc de acel ,,cogmar al emigrantului”, care
se repetd destul de des, timp de cativa ani, incadrat in asa-zisa ,dramd a
emigrantului”, ce face parte din ,,sindromul dezradacinarii®.

Asimilarea lor 1n tara de adoptie a imbracat, Insd, o formd mai nuantata. Pe
de o parte, avand pregatire superioard, au fost capabili sid inteleagd si sa-si
insuseasca valorile culturii si civilizatiei autohtone, inclusiv la nivelul mentalitatii
sociale, iar pe de alta, devenind cetateni belgieni loiali si utili nu si-au uitat nici tara
de obérsie, fatd de care au pastrat un devotament nealterat.

Generatia a doua, cea a copiilor de emigranti, se simte ,,acasa”. in functie
de educatia parintilor si de mediul familial (familie mixta sau ambii parinti roméani),
pentru ei Romania este sau nu atrdgatoare. Tara de origine a parintilor poate fi
chiar idealizata, fata de realitatea cotidiana a tranzitiei si a integrarii.

Media de varstd este in jur de 50 de ani, sunt incd activi in societate, 1n
sectorul public, dar mai ales privat §i practica meserii dintre cele mai diverse
(medici, ingineri, informaticieni, profesori, dar si muncitori calificati, In special in
constructii). Pastreaza legéturi cu tara de origine a parintilor, fie facand afaceri cu
societati romanesti, fie Incercind si-si recupereze sau sd-si pastreze proprietitile;
isi conserva si 1si consolideaza relatiile de prietenie pe care le-au stabilit cand au
vizitat tara, deseori ca turisti.

A treia generatie este fie cea care a uitat de unde a venit, fie cea care
incearca sa-si gaseasca originile si sd reinnoade firul catre tard. Aceastd generatie
priveste detasat Romania, fird a se implica sentimental sau de alti naturi. In
general, cei care provin din familii de roméni nu se considera belgieni, ci doar
cetdteni belgieni.
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A patra generatie este destul de tanara, copiii vorbesc roméaneste, in casa,
cu parintii, numai daca doresc, limba materna fiind optionala.

Aceasta ,radiografie” a generatiilor de emigranti romani care traiesc de zeci
de ani in Belgia ne ajutd sa intelegem cad tara de adoptie i-a asimilat. Prima
generatie este de sacrificiu, insd, uneori, timpul vindecd anumite rani sufletesti.

Dupa ce am trecut In revistd generatiile de migranti romani care traiesc in
Belgia, incercam sa-i clasificam, pe categorii sociale, dar si in functie de valurile
de migratie din anii de dupa 1989.

Potrivit datelor cercetdrii noastre, se pot identifica urmétoarele categorii
principale: intelectuali, lucratori, clandestini, studenti

1. Intelectualii. Se Tmpart in doud grupe:

a) Stabiliti inainte de anul 1989 (media de varsta, 65-70 de ani). S-au
adaptat, in timp, foarte bine regulilor impuse de statul belgian, si nu isi doresc sa se
intoarcd definitiv in Romania (apartin primelor generatii de migratie). Sunt, in cea
mai mare parte, artisti, medici sau ingineri, care au trecut prin perioade dificile,
facand eforturi de a supravietui, tindnd cont cd, oficial, o mare parte, au cerut azil
politic. Cu toate acestea, Belgia a acordat refugiatilor ajutor social destul de
consistent, fapt ceea ce a determinat, ulterior, ingrosarea randurilor azilantilor.

b) Stabiliti dupa anul 1989 (media de varsta, 40-50 de ani). Majoritatea,
orientandu-se profesional, lucreaza la mari companii cu contracte de munca de
maximum 4 ani, pe care si le innoiesc, ori au propria afacere. O mare parte au venit
impreund cu familia. Contactele din tard le dau o oarecare stabilitate emotionala,
sunt mai optimisti si incercd sd se adapteze la locul de muncd cit mai repede
posibil.

2. Lucratorii. Fac parte din acea categorie de emigranti, in general, cu studii
medii; au parasit tara din dorinta de a castiga mai multi bani. Ajungand in Belgia,
sperd sa obtina un contract de munca care sd-i ajute s ramana pentru mai mult
timp, sau chiar sd se regularizeze, la un moment dat; media de varstd variaza.
Pentru romanii lucrdtori, insd, emigratia devine exclusiv economica. Sectoarele in
care activeaza, de obicei, sunt: constructiile, transporturile, domeniul hotelier si al
restaurantelor, curdtenia. O mare parte dintre lucritori, pentru a raméane pe
teritoriul belgian, Incearca sa obtina statutul de independent.

Lucratorii, o datd ce devin independenti si situatia lor financiard se
stabilizeaza, vor demara procedura de regrupare familiala, pentru a-si aduce rudele
de gradul I si a se stabili definitiv. Roméania va ramane astfel, doar destinatia
obignuitd pentru vacante.

3. Clandestinii. De regula, ajung in Belgia prin intermediari si lucreaza ,,la
negru”. Fiind, in general, necalificati, necunoscand limba si legislatia belgiand sunt
exploatati de catre angajatori.

Conditiile de munca, de viata, salariul §i asigurarea in caz de accident de
muncd nu corespund cel mai adesea normelor conventionale. Starea lor psihica este
destul de fragila si suferinta interioara este greu de stapanit. incearca si depaseasca
momentele critice, umilinta la care sunt supusi, gandindu-se la viitor, la faptul ca
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vor castiga banii necesari schimbarii statutului social si planurile lor vor deveni
realitate.

Zonele din Bruxelles cele mai frecventate de romani clandestini®, a ciror
situatie financiard este adesea precara, sunt:

— Biserica Ste-Catherine’. Este un licas de cult unde intdlnim nu numai
enoriasii, dar si pe cei care au nevoie de informatii (clandestinii) pentru a gasi un
nou loc de munca, o locuinta sau alte nevoi,

— Piata Abatorului de la Anderlecht, zona marginalda a Bruxelles-ului (in
limbajul neoficial si cotidian, romanii o numesc ,,La Doi boi” de la statuia ce
domind piata, la intrare). Poate cea mai mare §i mai ieftina piata de week-end din
Bruxelles, locul unde auzi vorbindu-se romaneste aproape la fiecare pas, in special
in fata magazinului Chez Georges, in care se vand produse roménesti. O mare parte
dintre clandestini s-au stabilit In aceastd zona datoritd proximitatii pietei si starii
avansate a degradarii imobilelor, ceea ce Tnseamna bineinteles o chirie redusa;

— Cartierul Madou §i o parte din comuna Mollenbeek (zona de ldnga Canal),
doua zone ieftine din Bruxelles, cartiere de emigranti, caracterizate de o salubritate
si o securitate indoielnice;

— Petit Chdteau® din jurul cladirii reprezintd si astizi locul de asteptare
pentru a gasi de lucru ,,la negru”, grupurile fiind bine delimitate, in functie de tara
de origine: romanii din Bucovina de Nord sau din Ucraina, basarabeni, romani;

— Metroul din Bruxelles. Aici ai cele mai mari sanse de a intdlni clandestini
romani. Este vorba de cersetorii din statii, pasaje subterane sau vagoane, valizi sau
cu handicap fizic (real sau fals).

In afard de metrou, ii putem intdlni si in cele trei giri principale din
Bruxelles (Gara de Nord, Centrala si de Sud), dar si in parcarile hipermarket-urilor.
Aproximativ in aceleasi zone intalnim si muzicantii strazii care practica tot o forma
de cersetorie deghizata, mai bine acceptatd de populatia autohtona.

in Bruxelles, migrantii romani clandestini locuiesc in toate zonele orasului,
mai putin in cele rezidentiale. O concentrare mai mare in zona Bockstael (aici
bisericile neoprotestante, Biserica Evanghelici Romana ,Elim™, Biserica Baptisté(’,
au un rol esential), Gara de Nord, Gara Centrala, Scharbeek, Piata Abatorului de la
Anderlecht, unde chiriile sunt mai reduse. In general, dupa un anumit timp, cand
castigd mai bine, iar nivelul de viatd creste, migrantii schimba -cartierele,
considerate a fi mai nesigure §i rau famate.

O parte dintre emigranti locuiesc in cartiere mici, de la periferia orasului,
intrucét in zonele rezidentiale chiria pentru un apartament ajunge la 1.000 de euro
pe luna, in timp ce aici sau in zonele amintite nu poate depasi 5-600 de euro.
Neavand niciun act doveditor, clandestinii apeleaza la intermediari, in general
emigranti legali, pentru a obtine un spatiu de locuit. Acestia inchiriazd pe numele
lor, dupa care subinchiriaza clandestinilor.

O mica parte dintre emigrantii clandestini au studii superioare. Negasindu-si
un loc de munca in tard sau fiind foarte prost platiti, au renuntat la statutul ce il
conferd diploma detinuta si au emigrat pentru a castiga mai bine.
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Cand 1isi Insusesc limba, o mare parte dintre clandestini isi doresc sa intre in
regularitate. Contactand personalul Asociatiei Culturale Belgo-Romane ,,Arthis”, care
se ocupa si de aspectele sociale ale emigrantilor romani din Belgia, afld care sunt actele
necesare pentru a putea intra in regularitate.

Asemenea celorlalte categorii de imigranti (intelectuali, lucratori, studenti),
clandestinii incearcd sa se integreze pentru a fi asimilati, adaptdndu-se regulilor si
culturii societatii care incerca sa-i adopte.

4. Studentii. Veniti in Belgia cu burse de studiu, ar trebui sa se intoarca in
tard dupd absolvire. Unii, 1nsd, vor ramane in Bruxelles, in urma semnérii unui
contract de munca sau in cazul in care se hotardsc sa devind independenti. Sunt
competenti si dornici de afirmare sociald. In general, aceastid categorie refuzi
clandestinitatea, dar sunt si exceptii.

Studentii sunt grupati, in general, in Bruxelles’ si in alte centre universitare
ale Belgiei: Louvain/Leuven®si Liége’.

Alaturi de principalele categorii de migranti care au, in principiu, un statut
bine definit, amintim si de figani (cetdteni roméni, minoritate etnicd in tara de
origine) si delincventi (care pot proveni din diverse clase sociale).

Tiganii — care au venit In mare parte la cersit (scop declarat expres) dar
invocand uneori in mod exagerat ca motiv al venirii lor, ca sa se justifice, faptul ca
sunt persecutati de autorititile roméne, ca nu li se respectd drepturile sociale,
economice, dreptul la cultura, scoald etc. Ei considerd Belgia ,,ca tara laptelui si a
mierii” deoarece sunt foarte multe facilitati si ceea ce intreprind ei nu este interzis
prin lege.

Delincventii — O mare parte de raufacatori au invadat Occidentul, in general,
dupa Revolutia anticomunistd din decembrie 1989, si Belgia, in particular, acestia
venind sa pradeze (,,predatori” dupd expresia autoritatilor!), sa fure, sa jefuiasca,
organizati in bande sau actionand singuri. Ei activeaza fie pe teritoriul Belgiei
exclusiv, fie transfrontalier, actionand 1n echipe mobile, ce se deplaseaza rapid din
Belgia in Luxemburg sau in Franta pentru a nu fi prinsi'’. Infractionalitatea
romanilor este un fenomen de necontestat pundnd multe probleme statului belgian
si care arunca o umbrad asupra imaginii celorlalti romani care au venit cu scopuri
cinstite dar si asupra Romaniei, autoritatile incercand adeseori ,,sd-1 bage in acelasi
sac pe toti romanii”, de unde si o indsprire a atitudinii autoritatilor vizavi de romani.

Belgia, fiind o tara bogata, este o destinatie preferatd de acesti infractori si cu
toate ca, dupd ce au fost prinsi, multi sunt expulzati, revin dupa catva timp sau isi
ispasesc pedepsele in inchisorile belgiene. La acestia se mai pot adauga si
proxenetii, organizati piramidal, dupa modelul ,,mafiot” si care exploateaza tinere
fete, pe care le-au Incantat cu ,,mirajul Occidentului” sau cu ,,gasirea marii iubiri”.
Acestea sunt tratate de patroni cu silbaticie si cruzime.

Stratificarea roménilor in Bruxelles, dupa aderarea la Uniunea Europeana,
s-a schimbat subtil. Daca nu demult puteam vorbi despre doua mari categorii de
imigranti, cei cu acte si cei fard acte, (legali si ilegali), astdzi este mai greu sa
facem o distinctie.
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Exista imigranti ,,vechi” (peste 10 ani de cand au plecat de acasd), care sunt
integrati social, insd mai putin afectiv. Acestia tind sa copieze modelul populatiei
care i-a asimilat si au, de multe ori, o mentalitate identica acesteia, avand o
atitudine rece, distanta fata de ,,noii” imigranti.

Concluzii

Asa cum se poate constata din cele prezentate de noi, comunitatea
emigrantilor romani este relativ segmentata, intre migranti legali si ilegali. Exista
incd multi migranti legali care au relatii cu migrantii ilegali, pentru ca pot obtine un
castig prin subinchirierea spatiilor de locuit sau din intermedierea (constanta sau
intdmplatoare) a locurilor de munca.

Din enumerarea si caracterizarea principalelor categorii sociale ale
emigrantilor romani din Bruxelles, rezultd cd procesul de emigratie poate fi
structurat pe doua nivele:

1. Integrarea — locul care este acordat migrantului, eventual functia sa in
ansamblul mai larg al societatii care il primeste;

2. Asimilarea — prin care se contureazd mecanismele de identificare culturala
ce apar 1n experienta emigrantului, respectiv apropierea sau distantarea in relatiile
dintre grupurile de emigranti si cele autohtone, relativa desconsiderare a culturii de
origine, renuntarea la propriile valori si asimilarea regulilor si culturii societatii de
adoptie.

Altfel spus, emigrantul roman in Belgia nu numai cd este determinat sa-si
schimbe, in general statutul social (locul de muncd, pozitia ierarhica), dar este
nevoit sa-si transforme si modelul cultural (religios, familial, alimentar).

La inceputul existentei sale, emigrantul are ca reper sistemul de coordonate ale
tarii in care s-a nascut. Schimband locul 1si schimba reperele si intra la un moment
dat, din fericire pentru putin timp, intr-un vid afectiv. Acesta este generat de ruperea
legaturilor cu familia, neamurile, prietenii, de abandonarea patrimoniului cultural in
care a trdit si s-a format ca individ cat si de impactul cu noile concepte culturale si
sociale ale tarii de adoptie.

Asa-zisa experienta belgiana se invatd In timp si cu multa rabdare, dar lasa
deseori amprente in mentalul emigrantului, ceea ce dovedeste ca schimbarile prin
care trece si situatiile limita la care este supus il maturizeaza, 1i schimba optica de
viata, si din mirajul occidental pe care l-a visat rimane doar cu rdceala lumii care
l-a adoptat.

Astfel, de-a lungul timpului, in Bruxelles s-a conturat o comunitate
romaneasca ce are un trecut de citeva generatii, din care fac parte toate categoriile
sociale ce incearca sa-si contureze un profil identitar intr-o tard cu o capitald
cosmopolita.

NOTE

! Din surse neoficiale, confirmate de citre Ambasada Romaniei, numiarul romanilor aflati, legal sau
ilegal, In Belgia ar fi de peste 40.000.
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2 Am ales aceasti categorie sociald, deoarece numarul acestora, statistic vorbind, este mult mai mare
fata de ceilalti si pot fi mai usor reperati.

3 Veche biserici catolici in stil gotic, amplasata in centrul istoric al Bruxelles-ului. O parte din cladire
este inchiriata Bisericii Ortodoxe Romane, unde au loc slujbele religioase.

*Centrul de primire al persoanelor care cereau azil in Belgia.

> Rue Stéphanie, nr. 107, Bruxelles 1020.

%Rue Victoire, nr. 66, Bruxelles 1060.
7 Universitatea Libera din Bruxelles, cu predare in limba franceza si varianta flamandé/engleza.

¥ Universitatea Catolici din Louvain/Leuven, cu predare in flamandd/englezi, dar si citeva sectii in

franceza.
? Universitatea din Liége, cu predare exclusiv in francezi.
' Informator Aurelia Dima, din experienta sa de interpret la politie.
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La « tyrannie » des chiffres

Laurentiu BALA
Université de Craiova,
Département de Langues Etrangeéres Appliquées

ABSTRACT: The “Tyranny” of the Numbers

From birth till death, our life goes on in the rthythm of numbers. We are
invaded by the numbers of polls published everyday, by the statistics that our
rulers present us in the moments of summing up, by the price index, the
unemployment rate, the stock exchange quotes, the temperatures our weather
forecast show us daily on our TV’s, by the number of the car accidents, the
sports’ results, etc.

Could we live without numbers? What would happen if numbers did not
exist? How would we express, for instance, the birth date? Or how would we
estimate the passing of time, if not for knowing our age, at least for finding
out the hour of the live broadcast of our favourite TV show?

Without trying to answer these difficult questions, despite the appearances,
we want to show in what measure the numbers are part of our life, through
their presence in a huge number of expressions used in common language
and how plastic our language becomes due to their use.

KEYWORDS: french language, numbers, idiomatic expressions

Introduction

Sans avoir la prétention de pouvoir répondre a toutes les questions liées a ce que
pourrait étre notre existence sans les chiffres, nous allons essayer une incursion
dans le monde de ceux-ci reflété dans certaines expressions de la langue frangaise,
en prolongeant parfois cette incursion aussi dans le domaine de la langue roumaine.

Tout d’abord, il faut faire la différence entre ‘chiffre’, ‘nombre’ et ‘numéro’,
en francais. Le ‘chiffre’ c’est juste le signe graphique, ¢’est pourquoi on parle de
chiffres romains, on écrit un nombre en chiffres (ou en lettres)... Les dix chiffres
utilisés sont 0, 1, 2, 3, 4, 5, 6, 7, 8, 9. Le systtme de numération décimale nous
permet d’écrire une infinité de nombres a1’aide de ces dix symboles appelés
‘chiffres’.

Dix ‘nombres’ naturels s’écrivent avec un seul chiffre: le nombre ‘zéro’
s’écrit ‘0’, le nombre ‘un’ s’écrit ‘1°, le nombre ‘deux’ s’écrit ‘2°, ..., le nombre
‘neuf” s’écrit ‘9°.

Le ‘numéro’ indique un nombre attribué a un objet et qui sert a indiquer sa
place dans une série, a le classer, a le reconnaitre.
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En roumain, on a ‘cifrd’ pour ‘chiffre’, et ‘numar’ qui traduit aussi bien
‘nombre’, que ‘numéro’ du francais.

L’emploi des chiffres (nombres) dans des expressions de la langue frangaise
étant trés fréquent, nous ne nous sommes arrétés que sur les expressions que nous
avons considérées plus intéressantes, en faisant parfois des parallélismes entre le
frangais et le roumain.

Nous allons commencer notre incursion par les expressions contenant des
chiffres (0, 1, 2, 3, 4, 5, 6, 7, 8, 9), et puis par celles qui contiennent divers
nombres.

0 (zéro) — En tant qu’adjectif numéral : a zéro, au triple zéro signifie
‘complétement’.

Avoir la boule a zéro, étre tondu a zéro, c’est ‘avoir les cheveux coupés
trés ras’. L expression existe aussi en roumain : ‘a fi tuns / a se tunde la zero’.

Les avoir a zéro (on sous entend...’les boules’, ’les couilles’, ‘les
testicules’) c’est ‘avoir peur’.

Robert Edouard n’est pas d’accord avec cette explication et en donne une
autre qui lui semble plus plausible. Cette expression, affirme-t-il,

pourrait bien remonter a 1’époque ou [...] les jeunes recrues vivaient dans la hantise
d’étre passées a la tondeuse ; punition qui sanctionnait alors les fautes les plus
vénielles. Or, comme on le sait, il existe plusieurs types de tondeuses, numérotées
selon la finesse de leur coupe (00000 pour 1/20 de millimétre, 0000 pour 1/10, 000
pou 2/10, 00 pour 5/10, 0 pour 1 mm, 1 pour 2 mm, etc.).

(Edouard, 2004 : s.v.)

Mais alors, comment expliquer un emploi tel : « Garney est rest¢ aux
voitures avec un copain. Je crois bien qu’il les a a zéro, ton pote. » ? (apud Collin
et alii, 2002 : s.v.)

Mettre qqn a zéro, le tuer.

Zéro pour la question, marque le refus.

En tant que nom masculin, zéro signifie ‘nullité’, ‘éléve nul’, ‘individu sans
valeur’, ces sens étant rencontrés aussi en roumain. Il nous semble intéressant de
mentionner qu’en roumain, de par le désir de souligner une fois de plus le manque
de valeur de quelqu’un ou de quelque chose on emploie I’expression ‘zero taiat’,
qui traduit en mots le signe graphique d’une notion mathématique, celle de
I’ensemble vide () :

Cea atribuitda nefericitului Galilei (E pur si muove !, adica «Si totusi se
invarteste ! ») ar avea de trei ori zero, fiind totodatd neverosimild si confectionata,
cum un zero tdiat ar obtine si faimosul « Soldati, din naltul acestor piramide va
privesc patruzeci de veacuri ! ». (Bluche, 2009 : 6)
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1 (un) — adjectif numéral, dans I’expression sans un : complétement démuni
d’argent (il s’agit d’un tour elliptique pour sans un sou / radis, etc. En roumain, il
existe une construction qui ressemble d’une certaine maniére a sans un : ‘a nu avea
niciun chior / nicio o chioard’ (on sous-entend ‘ban’ dans le premier cas, et ‘para’
dans le deuxiéme, tous les deux termes roumains signifiant ‘sou’, ‘radis’) :

oricum iti doresc spor la vanzare, si pe mine ma bate gandul la asa ceva, dar numa in

rate, ca nu am nici un chior. poate dupa ce dau ijul sa mai am ceva bani...

(<http://www.pro-bike.ro/forums/lofiversion/index.php/t3258.html>)

Un parallélisme intéressant a notre avis peut étre fait entre c’est tout un
(‘c’est égal’), et a-i fi (cuiva) totuna (‘étre égal a qqn, lui étre égal’), du
roumain, ‘totuna’ étant composé de ‘tot’+ ‘una’ (le féminin de ‘un’)...

Un sans-un, ¢’est un miséreux.

(une), nom féminin. Et d’une, d’abord, pour commencer.

Ne faire ni une ni deux, agir sans tarder, sans aucune hésitation. En
roumain aussi on rencontre une construction pareille, *nici una, nici doud’ :

Nici una nici doua mai bagi cate un comentariu despre Romania!!!
(<http://www.hotnews.ro/stiri-diaspora-6005914-vladimir-voronin-vom-scoate-
vizele-pentru-romani-atunci-cand-elimina-cele-pentru-moldoveni.htm>)

N’en pas bonir une, se taire (une représente parole).

Y aller d’une, payer a boire (une représente bouteille). Une expression
semblable existe en roumain : ‘a merge la / a bea / a da una micad’, la différence
étant faite par la quantité : “‘una micd’ peut signifier aussi bien un verre de boisson,
une bouteille ou, le plus souvent... plusieurs (verres ou bouteilles) !

2 (deux) — Ca fait deux, il existe une différence importante (entre deux
choses ou bien entre deux personnes).

En moins de deux, trés rapidement.

En deux temps trois mouvements (‘en vitesse’), c’est une expression qui
existe aussi en roumain, dans une construction semblable (‘in doi timpi §i trei
miscari’).

De mes deux, épithéte méprisante : « Il faut comprendre de mes deux fesses
ou testicules, sorte de particule nobiliaire dérisoire. » (Colin et alii, 2002 : s.v.).
Chez Frangois Caradec on rencontre cette expression dans la construction : « La
concierge de mes deux » (Caradec, 2006 : s.v.) dont la traduction roumaine pourrait
étre « Portareasa lu’ peste », en employant un terme qui suggere un certain degré
ironique de parenté. ..

Il existe aussi, avec le méme sens, 1’expression comme mes deux (de rien,
sans valeur, mal fait, ridicule, mauvais, stupide) (Bauche, 1928 : 217).

Robert Edouard mentionne la formule Fils de mes deux, employée rarement
dans le sens de « Fruit de mes entrailles » (Edouard, 2004 : s.v.)

Deux sur dix !, attention au filou! C’est-a-dire, « Garde tes deux yeux sur
ses dix doigts ! » (Colin ef alii, 2002 : s.v.)
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Deux-pattes (une), voiture 2 CV Citroén, lancée en 1949, appelée aussi,
familiérement, une deuch’.

Deusio, deuzio ou deuxio, adverbe : deuxiémement. « Primo, je le connais
pas ; deuxio, je m’en fous. » (Caradec, 2006 : s.v.)

Deuxiéme degré, « Expression échappée et survivante des années soixante-
dix. C’est I’art et la maniére de saisir les choses au-dela de leur apparence pour en
sentir la substantifique dérision. Les chansons réalistes sont souvent hilarantes
quand on les prend au deuxieme degre. » (Merle, 1986 : s.v.)

Nager entre deux eaux, « c’est naviguer entre deux courants en prenant
soin de ne pas se laisser entrainer par I’un ou par 1’autre ; par analogie, c’est aussi
suivre sa route sans se laisser influencer par les emprises ou les pressions
extérieures. » (Pouget, 2006 : 16)

Avoir le cul entre deux chaises (au temps de La Fontaine on disait « entre
deux selles », mais avec la disparition du cheval en tant que moyen de transport on
a remplacé « selles » par « chaises »), signifie «se trouver sans assise, dans
I’incertitude » (Lair, 1990 : 201). En roumain, il existe 1’expression ‘cu fundul
(curul) in doud luntri’, utilisée pour décrire une personne indécise, mais aussi
hypocrite :

Golescu-Negru umbla sovdind, cu curu-n doui luntri. (Ghica)
(apud Dobrescu (coord.), 1997 : 68)

Deux c’est un chiffre important en ce qui concerne les diverses parties de
I’anatomie humaine. Ainsi, les deux toupies sont ‘les seins’ d’une femme, sans
aucune information liée a leur taille... Mais s’ils ont petits, alors on peut dire :
« (Eufs sur le plat. La femme qui a des petits seins a des ceufs sur le plat,
quelquefois méme des ceufs sur le plat dont on a retiré le jaune. » (Rossignol,
1901 : 79) ou bien « Avoir deux médailles de sauvetage. Une femme qui a peu de
poitrine a des médailles de sauvetage en place de seins. » (Idem : 7)

Les deux sceurs sont ‘les cuisses’ (ou ‘les fesses’), tandis que les deux
frangines représentent ‘les fesses’. Ca fait pas les deux sceurs signifie ‘pas
pareil’, ‘différent’.

Une cruche a deux anses c’est un homme qui a une femme a chaque bras.
Dans une expression qui date du XVlIle siécle, les ‘deux anses’ représentent les
deux bras d’une femme : faire le pot a deux anses. Cette expression est expliquée
par Lacotte (2005 : 204) d’une maniére trés plastique :

Imaginez la scéne suivante en contre-jour. Une femme un peu ronde avec un
chignon haut perché sur le crane porte une robe de drap légérement bouffante a
partir de la taille. Bras écartés en forme d’arceaux, elle plante fermement ses poings
sur les hanches. Vous avez devant les yeux un pot & deux anses d’une remarquable
facture. La femme qui adopte une telle attitude revéche manifeste a I’évidence une
vive colére. Généralement a 1’adresse de ses enfants, voire de son époux. En
définitive, mieux vaut jamais pousser sa mere ou sa femme a faire le pot a deux
anses.
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Les deux jambes a ma tante c’est le numéro ‘11’ au loto, tandis que les
deux bossus représentent le numéro ‘33’. Ces images liées a la représentation
graphique des nombres rappellent les constructions semblables du roumain,
rencontrées dans le langage des éléves : ‘un scaun/scaunel’ [“une (petite) chaise’]
c’est la note ‘4, ‘o bicicletd’ (‘une bicyclette’) représente la note ‘3’, etc.

Etre entre deux verres/deux vins c’est ‘étre un peu ivre’. Liée a la méme
réalité, ’expression rentrer a deux signifie ‘rentrer chez soi ivre’ (c’est-a-dire
avec son ivresse, avec sa cuite !)

Dormir sur ses deux oreilles, position techniquement impossible, signifie
‘dormir sans crainte’, ‘ne pas se faire de souci’. C’est « une marque de désintérét
total : le dormeur est tellement profondément et acrobatiquement enfoncé dans le
sommeil qu’aucun bruit ne peut plus 1’atteindre. » (Lair, 1990 : 81)

Une remarque a moitié misogyne dit que ’homme a deux bons jours,
quand il prend sa femme et quand il ’enterre...

Avoir deux cigues et un peu de mornifle signifie ‘avoir un peu plus de 40
ans’ (‘cigue’ signifie en argot non seulement ‘vingt francs’, mais aussi ‘vingt ans
d’age’, tandis que I'un des sens de ‘mornifle’ c’est ‘menue monnaie’).

Un deux fois neuf c’est un ‘soulier raccommodé’ (par 1’opération de
raccommodage il devient encore une fois ... neuf'!).

Une expression vieillie mais plastique, faire la béte a deux dos, c’est-a-dire
‘faire I’amour’, ce serait, selon Patricia Vigerie (2004 : 18), une « allusion a
I’animalité de la vie sexuelle » ! Selon nous, il s’agit plutoét d’une certaine position
sexuelle...

Une expression aussi plastique et renvoyant toujours a une position sexuelle
c’est prendre son café entre deux colonnes, c’est-a-dire ‘pratiquer le
cunnilingus’...

Donner deux jambons pour une andouille, encore une expression vieille,
datant du XVlle siécle, est expliquée par Lacotte :

Cette affaire ne fait pas vraiment dans la dentelle. La merciere n’a donc rien a se
reprocher. Pas plus que le charcutier. Quand vous saurez que les deux jambons
évoquent les cuisses d’une accorte demoiselle, vous aurez facilement deviné que
I’andouille peine a cacher une fine allusion au membre viril du male. Celle qui
donne deux jambons pour une andouille se livre donc a la prostitution.

(Lacotte, 2005 : 97)

Deux du ou trois, quatre, cinq du c’est une « abréviation de deux (trois,
quatre, cing, etc.) du mat’, cette derniére expression étant bien évidemment une
traduction argotique de deux heures du matin. » (Merle, 1989 : 172)

3 (trois) — Un trois-six (terme vieilli) signifie une eau-de-vie forte et de
mauvaise qualité (« alcool dont trois mesures ajoutées a trois mesures d’eau
faisaient six mesures d’esprit a 19° » (Colin et alii, 2002 : s.v.). Il nous semble
intéressant le nom d’une boisson de la méme... qualité, employé dans 1’argot
roumain : ‘6/49’ (‘sase din patruzecisinoud’ ; en francais, ‘six sur quarante-neuf’),
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le nom du trés connu jeu loto, et dont le sens en argot serait ‘six personnes sur
quarante-neuf qui consomment cette boisson échappent sains et saufs’ !

Service (ou couvert) trois pieéces c’est une expression argotique qui désigne
les organes sexuels masculins.

Fusil a trois coups, « Femme a qui I’on fait savoir qu’on la soupgonne
d’étre toujours préte a tirer de toutes les maniéres possibles, lesdits trois coups
étant : un dans le parlant, un dans le muet, un dans le sonore. » (Merle, 2004 : 201)

Trois ponts (casquette a ~) signifie « Casquette trés haute, casquette
typique du voyou, du souteneur, casquette de souteneur (aprés 1855)»
(Dictionnaire d’argot...). Le terme figure aussi chez Vallés (2007 : 197). Les
messieurs a trois ponts sont les souteneurs (Dictionnaire d’argot...)

Menage a trois, c’est-a-dire le mari, la femme, ’amant... Et le plus heureux
des trois c’est ‘le mari trompé, le cocu’ ! Evidemment, c’est I’amant, la femme ou
le reste du monde qui le considére comme ¢a...

Un vin de trois c’est un ‘vin qu’il faut boire a trois : le buveur et deux
acolytes pour le tenir’.

Trois pelés (et) un tondu désigne « un groupe de gens tres clairsemé et sans
intérét ». (Colin et alii, 2002 : 596). Caradec aussi enregistre 1’expression (2006 :
158).

Trois points c’est un tatouage (surtout sur la main) qui marque
I’appartenance du possesseur au monde des voyous, et dont la signification est
‘mort aux vaches’ (la haine de la police). Evidemment, le sens des ‘trois points’
peut varier selon I’ethnie du détenteur, pour les latino-américains (de Honduras)
ceux-ci signifiant plutdt la triade « femmes, argent, vice », la plus importante dans
la vie d’un membre de bande. A propos de ces ‘trois points’, un autre tatouage mais
qui contient ‘cinq points’ (un carré composé de quatre points, ayant un point au
centre), a un caractére international et signifie ‘enfermer entre quatre murs’, le
point au centre étant le prisonnier et les quatre autres points autour représentant les
coins des murs, donc la cellule du condamné.

Le chiffre 3 entre aussi dans quelques syntagmes... sexuels : service trois
piéces c’est le ‘sexe masculin’ (le pénis et les deux testicules). Toujours avec le
sens de ‘sexe masculin’ on emploie la troisieme jambe, tandis que le troisiéme
sexe c’est un ‘homosexuel’. Enfin, le troisiéme ciel signifie ‘orgasme’, ‘jouissance
sexuelle’.

En ce qui concerne la taille d’une personne, on emploie haut comme trois
pommes, c’est-a-dire ‘petit’, tandis qu’une armoire a trois portes représente une
‘personne large, imposante de carrure’.

Trois B ou 3 B c’est un syntagme que Pierre Merle explique ainsi :

Employé pour Belleville-Beaubourg-Bastille : on nous promet le premier comme
futur lieu a la mode, on cherche a nous convaincre que le deuxiéme ne 1’est plus
vraiment (mais encore un peu) et on nous dit que le troisi¢éme a déja pris la reléve de
la ‘branchette’ depuis 1987. Trois B, comme d’ailleurs I’affirme le Journal du
dimanche du 5 juillet 1987, signifie donc ‘super-codé-néo-branché-classe’ et tout et
tout. »

26



Laurentiu Bala: La « tyrannie » des chiffres

(1989 : s.v.)

4 (quatre) — Dans ’expression se tenir a quatre on a affaire a un emploi
elliptique de I’adjectif numéral, une « allusion aux quatre personnes nécessaires
pour maitriser un dément » (Colin et alii, 2002 : s.v.)

Paumé des quatre Univers, c’est une « imprécation célinienne figurant
dans Guignol’s Band : « Paumés des quatre Univers ! noirs, blancs, jaunes et
cacaos !... » (apud Merle, 2004 : 205)

Dans I’argot des musiciens un quatre-mains c’est une « oeuvre écrite pour
piano joué a quatre mains. On dit également faire un quatre-mains. » (Bouchaux et
alii, 2002 : s.v.).

Faire un quatre-quatre « se dit quand les solistes d’un groupe improvisent
a tour de rdle sur un théme dont ils se sont partagé la structure a raison de quatre
mesures chacun. Un beau quatre-quatre. Faire un quatre-quatre. » (Idem).

Un suce-quatre : il s’agit de « Sus 4, signe indiquant le rajout du quatriéme
degré aux notes initiales d’un accord. » (Bouchaux et alii, 2002 : 185)

Un quatre et trois font sept c’est un ‘bancal’ (voir ‘cinq et trois font huit’ et
aussi ‘six et trois font neuf”).

Tiré a quatre épingles (‘¢légant’, ‘étre habillé avec rigueur’, ‘habillé
impeccablement’) c’est une expression assez ancienne qui existe aussi en roumain,
traduite, probablement, tout simplement du frangais : ‘(Imbracat) la patru ace’ !
Mais I’explication des « épingles » de cette expression est un peu controversée...
Ainsi, le site L 'Internaute donne I’explication suivante :

Autrefois, on disait d’une personne bien habillée qu’elle était « bien tirée ».
Parallelement, vers le XVe siecle, les « épingles » étaient I’argent de poche que les
femmes pouvaient mettre de coté lorsque leur mari leur donnait une petite somme
pour leurs courses, ou qu’elles gagnaient d’elles-mémes de diverses maniéres. Ainsi,
il s’agit certainement d’un rapprochement entre ces deux expressions, comme si on
pouvait s’acheter de beaux vétements et donc étre bien habillé grice aux

« épingles » que I’on avait mis de coté.
(<http://www linternaute.com/expression/langue-francaise/ 1 84/ctre-tire-a-quatre-
epingles>)

Selon Jean Claude Bologne (2004 : 129), I’expression a le méme sens (« étre
bien habillé »), mais il ajoute : « avec des vétements dans leurs plis comme s’ils
étaient tendus par des épingles ».

Claude Duneton parle lui aussi des ‘épingles’ comme d’un «trait de
civilisation occidentale car 1’anglais connait aussi 1’expression pin-money qui
désigne DI’argent de poche des femmes et des jeunes filles ». Donc, remarque
Duneton, « on comprend dés lors que 1’on puisse étre tiré a quatre épingles —
ajusté sans aucun faux pli. » (1990 : 189)

Se mettre en quatre, c’est une expression qui

date du XVlIle siécle. Elle se disait autrefois ‘se mettre en quatre quartiers’ (a
rapprocher de ‘se décarcasser’) et se dit aussi ‘se couper en quatre’. L’image est trés
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explicite. Pour rendre service a quelqu’un ou abattre une lourde tiche, quatre
personnes sont en général bien plus efficaces et productives qu’une seule. Si chaque
personne soucieuse d’aider son prochain avait une formule magique pour faire
apparaitre trois clones, elle se mettrait aisément en quatre.
(http://www.expressio.fr/expressions/se-mettre-en-quatre.php)

Lacotte parle lui aussi de cette vieille expression et donne, parmi d’autres
expressions synonymiques, une autre contenant elle aussi le chiffre quatre : se
saigner aux quatre veines. (2005 : 159)

Se mettre en quatre peut étre rapprochée aussi d’une autre, faire le diable
a quatre, dont I’équivalent en roumain est ‘a face pe dracu-n patru’ ou ‘a face si pe
dracul’ (¢’est-a-dire, ‘faire tout le possible’, ‘essayer tous les moyens’).

Encore une similitude entre le frangais et le roumain peut étre rencontrée
dans I’expression s’habiller de quatre planches (‘mourir’), les quatre planches
signifiant le ‘cercueil’. En roumain il existe aussi le syntagme ‘patru scanduri’,
ayant le méme sens qu’en frangais, dans une construction telle ‘el s-a Intors acasa
intre patru scanduri’ (‘il est rentré chez soi entre quatre planches’). Pour ce qui est
du verbe ‘s’habiller’, dans un tel contexte, les Roumains I’emploient eux aussi,
mais ils remplacent les ‘quatre planches’ par un plus plastique ‘pardesiu de
scanduri’ (“pardessus de planches’), qui signifie, évidemment, ‘cercueil’ !

Une construction identique dans les deux langues : couper les cheveux en
quatre, respectivement ‘a taia/despica firul in patru’), c’est a dire « étre méticuleux
au point d’indisposer ses interlocuteurs [...] retardant la conclusion d’un accord, la
prise d’une décision. » (Lair, 1990 : 47)

Fait comme les quatre chats, c’est une expression vieille qui signifie
« avec une toilette tout en desordre » (Vigerie, 2004 : 34).

5 (cinq) — S’emploie encore, dans certains milieux, comme euphémisme de
« merde ». On précise parfois : « Cing lettres ! » (Edouard, 2004 : s.v.)

La construction cinq contre un évoque la masturbation, dans les locutions
se battre, se mettre a cinq contre un (il s’agit des cinq doigts de la main « ligués
contre un sixiéme doigt ! ») (Colin et alii, 2002 : s.v.)

Les mémes cinq doigts de la main sont évoqués aussi dans une expression
enregistrée par Robert Edouard qui note :

A quelqu’un qui déclare qu’on I’a couvert de fleurs, on demande perfidement :
- De giroflées a cing feuilles ?
Ce qui n’est drdle, bien siir, que si I’intéressé ignore qu’on appelle ainsi une gréle de
gifles bien appliquées.
(Edouard, 2004 : s.v.)

Treéfle a cinq feuilles signifie ‘gifle’, tandis qu’en vouloir cinq représente
une ‘menace de gifle’...
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La main est sous-entendue aussi dans des expressions telles que faire cinq
dans cing, en serrer cinq, ou bien y aller de cinq, toutes les trois expressions
ayant le sens de ‘serrer la main’

Un emploi pareil du chiffre 5, renvoyant aux doigts de la main, existe en
roumain, dans la construction argotique ‘a pune bila pe cinci’ (‘mettre la bille sur
cing’, dormir) :

Si sa canti din caterinci cand iti pui bila pe cinci.
(Astalos, 2001 : 223)

Une autre analogie intéressante du chiffre 5 avec les doigts de la main existe
dans une expression datant du XIXe siecle, préter cinq sous a quelqu’un, qui
signifie « qu’on lui balance une gifle 1égére (un soufflet) avec le plat de la main. »
(Lacotte, 2005 : 207).

Cinq et trois font huit, c’est le sobriquet d’un boiteux (Colin et alii, 2002 :
s.v.). Vallés aussi mentionne cette construction (2007 : 207)

Cinq morts au premier rang. C’est une expression qui « Résume 1’énergie
et la puissance de jeu d’un soliste ou d’un orchestre ! » (Bouchaux et alii, 2002 :
60) :

Si ¢’est Carl qui prend I’chorus de ténor, ¢’est cinq morts au premier rang !...
(Ibidem)

Cinq sur cinq, c’est une locution adverbiale qui signifie « parfaitement »
(télécommunications, armée) : « Je vous rec¢ois cinq sur cing » (Caradec, 2006 :
S.V.).

Etre la cinquiéme roue du carrosse, vieille expression datant du XVIIle
siecle, trouve son équivalent parfait en roumain (‘a fi a cincea roatd la caruta’). Elle
signifie, évidemment, ‘ce qui est inutile’, homme inutile’, ‘un personnage inutile,
insignifiant’. Il nous semble trés intéressant le fait que si une roue de plus est
inutile, alors une de moins n’est pas du tout désirable, car en roumain ‘a fi cu trei
roate la car’, ¢’est ‘étre fou, cinglé’ !

Les cinq lettres, expression qui représente un euphémisme pour ‘merde’.

6 (six) — Un cabaret de six fesses était jadis une ‘auberge tenue par trois
femmes’.

Six et trois font neuf c’est un ‘boiteux’ (Cf. quatre et trois font huit et
cinq et trois font huit).

Faire a la six-quatre-deux ou faire quelque chose a la six-quatre-deux
ou tout simplement a la six-quatre-deux signifie ‘mal’ : faire avec insouciance,
sans soin, négligemment, travailler mal. On a une « locution composée de chiffres
de valeur décroissante (idée de ‘négligence, déclin’) ». (Colin et alii, 2002 : s.v.).
Jean Claude Bologne mentionne comme « origine de 1’expression le profil de la
téte humaine approximativement formé par les trois chiffres superposés :
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Dessiner a la six-quatre-deux aurait signifié faire un portrait d’un trait
rapide. Mais il peut s’agir d’une progression décroissante qui améne
I’idée du zéro. » (2004 : 154)

Avoir les lévres en 6/8 signifie « Avoir les lévres fatiguées, pour un
musicien jouant d’un instrument & embouchure. A noter, pour les non-musiciens,
que 6/8 fait référence a une mesure musicale. » (Bouchaux et alii, 2002 : 120)

Six-vingts signifie ‘cent vingt’ et c’est un « vestige d’une ancienne fagon de
compter par vingtaines dont il ne nous reste plus que quatre-vingts. » (Bologne,
2004 : 154).

7 (sept) — Sept membres dans la reine signifie dans I’argot des musiciens
September in the Rain, « Chanson écrite par Harry Warren et Al Dubin en 1937,
devenue un standard de jazz. » (Bouchaux et alii, 2002 : 179)

Avoir sept pouces moins la téte signifie ‘étre dou¢ d’une forte virilité’
(Caradec, 2006 : 194)

8 (huit) — Huit ou huit-six c’est une « biére a bon marché titrant 8,6°
d’alcool (Bavaria) » (Caradec, 2006 : s.v.). Il donne aussi I’expression faire des
huit, qui signifie ‘zigzaguer’. En roumain aussi il existe I’expression ‘a face opturi’
ayant plusieurs sens, parmi lesquels : ‘a executa migcari circulare in timpul actului
sexual’ (‘exécuter des mouvements circulaires pendant I’acte sexuel’) et ‘joacad de
copii care fac pipi Impreuna si se intrec Tn manevre cu ,,jetul” (‘jeu d’enfants
qui pissent ensemble et qui font des manceuvres avec le jet’).

La méme expression figure aussi chez Bologne, mais celui-ci 1’explique par
« dessiner des boucles en forme de 8, au patin a glace. » (2004 : 199).

9 (neuf) — Neuf deux, c’est ‘92°, le département de Hauts-de-Seine, Neuf
trois, c’est ‘93°, le département Seine-Saint-Denis, dans la région Ile-de-France,
I’agglomération urbaine qui se trouve autour de Paris.

10 (dix) — Dix c’est I’anus en argot [« par allusion a la pi¢ce de dix sous, ou
comme la dixiéme ouverture du corps. » (Bologne, 2004 : 221)] et a comme
synonymes dix sous, dix ronds (Caradec, 2006 : s.v.). Caradec mentionne aussi
I’expression sortir dans les dix pour cent, signifiant ‘devenir fou’, dans I’argot de
1’Ecole polytechnique.

11 (onze) — Le train onze, les jambes. Prendre le train onze, aller a pied.
(Bauche, 1928 : 236). Caradec aussi enregistre cette expression (2006 : s.v.).
L’analogie avec les deux jambes est évidente et nous fait aussitot penser aux deux
jambes de ma tante (le chiffre...11, dans le langage des joueurs de loto) !
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12 (douze) — Douze signifie « bévue, erreur, gaffe : Faire un douze »
(Caradec, 2006 : s.v.)

13 (treize) — Dans le monde occidental 13 représente la mort et c¢’est un
nombre qui porte malheur. Il existe une explication conventionnelle de cette
réputation qui vient du Christianisme : a la Sainte Céne ont été présentes 13
personnes. En France 13 est connu aussi comme « le point de Judas » et cela porte
non seulement sur la trahison de Judas, mais aussi sur le fait qu’il a été¢ le premier
qui ait quitté la table, mais aussi le premier qui soit mort.

Treize signifie ‘trésor’ (Valles, 2007 : s.v.). Mais treize marches c’est une
« désignation de 1’échafaud, auquel on accédait par un escalier de 13 marches »,
tandis qu'un treize c’est « une condamnation & une peine de prison dépassant un
an, et se faisant obligatoirement en centrale ». On a dans ces deux derniers
exemples des « emplois spécialisés du chiffre 13, maudit ». (Colin et alii, 2002 :
S.v.)

Faire rougir le treize, c’est ‘pédaler vigoureusement (cyclisme)’ (Caradec,
2006 : 208).

14 (quatorze) — Quinte et quatorze, dans des constructions comme
attraper, avoir quinte et quatorze : attraper, avoir la syphilis ou plusieurs
maladies vénériennes a la fois (Bauche, 1928 : 243). Chez Vallés quinte et
quatorze signifie ‘syphilis’ (2007 : s.v.). Dans I’expression avoir quinte et
quatorze et le point, «étre atteint de plusieurs MST », on a un «emploi
métaphorique et ironique d’une locution de joueurs de carte qui signifiait [...]
‘avoir toutes les chances de succeés’ » (Colin et alii, 2002 : 672)

15 (quinze) — Quinze broquilles signifie ‘quinze minutes, quart d’heure’
(Vallés, 2007 : s.v.)

16 (seize) — Seize k « Vient de I’expression ‘seize k de mémoire vive’, ¢’est-
a-dire vraiment pas grand-chose. S’est démod¢ a peu pres a la vitesse a laquelle se
démode le matériel informatique. » (Merle, 2004 : 191)

Seize signifie aussi la biére ‘1664’ (Caradec, 2006 : s.v)

18 (dix-huit) — Dix-huit représente des « souliers ressemelés (deux foix
neufs). » (Valles, 2007 : s.v.)

20 (vingt) — Pet a vingt ongles c’est un « enfant se présentant au terme
d’une grossesse dont dire qu’elle n’était pas désirée reléve encore de la plus douce
litote. » (Merle, 2004 : 206)

Vingt Dieux !, c’est un juron « Bon Dieu! Nom de Dieu ! » enregistré par
Bauche (1928 : 255).

22 (vingt-deux) — Un vingt-deux c’est un ‘poignard’, un ‘couteau’ (Valles,
2007 : s.v.)
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L’interjection vingt-deux ! signifie « Attention! (Signale I’arrivée de la
police ou d’un supérieur.) » (Caradec, 2006 : s.v.). Robert Edouard le mentionne
lui aussi (2004 : s.v.). L’interjection figurait déja avec ce sens chez Bauche (1928 :
255).

Cette interjection était utilisée autrefois par les linotypistes (imprimeurs
responsables de I’arrangement des caractéres pour former le texte & imprimer) et
avait le sens de « Voila le chef!», car le transcodage du mot ‘chef” selon les
numéros des lettres de I’alphabet donne : ¢ (3) +h (8) +e (5) + f(6) =22 !

Tous ces sens figuraient déja chez Virmaitre (1894 : s.v.) :

Vingt-deux : couteau. Jouer la vingt-deux, donner des coups de couteau. Vingt-
deux : les deux cocottes. Vingt-deux : quand le compagnon placé le plus prés de la
porte voit entrer le prote dans 1’atelier il crie : — Vingt-deux ! Synonyme d’attention.
Quand c’est le patron il crie : — Quarante-quatre ! En raison de 1’importance du
singe, le chiffre est doublé. (Argot d’imprimerie).

Il est intéressant que, 7 ans apres 1’apparition du dictionnaire de Virmaitre,
Rossignol ne mentionne dans son ouvrage que le sens de ‘couteau’ ! (1901 : s.v.)

En roumain, dans le but d’attirer 1’attention — non seulement en ce qui
concerne 1’arrivée de la police ou d’un chef quelconque, mais aussi I’apparition
d’un prof, a I’école —, on emploie le chiffre ‘6’ et on dit ‘sase !’

28 (vingt-huit) — Le 28 : « C’est ainsi que les filles et les habitués désignent
le 28 de la rue Blondel, un des immeubles de prostitution les plus connus et les plus
fréquentés du quartier chaud de Paris. Complément d’information : ’autre grand
immeuble spécialisé de la rue, c’est « Le 17 ». (Merle, 2005 : s.v.)

31 (trente et un) — Se mettre sur son trente-et-un signifie ‘mettre ses plus
beaux habits’. C’est encore une expression dont 1’étymologie reste mystérieuse :

Les interprétations sont variées, depuis une déformation du mot ‘tremtain’ qui
désignait un tissu de qualité supéricure (mais les dates d’usage de ce mot — jusqu’au
XVe siécle — et d’apparition de 1’expression — XIXe siécle — ne concordent pas), en
passant par un numéro oubli¢ d’un uniforme militaire de cérémonie, ou une
réduction inexpliquée de trente-six (quatre fois ‘neuf’, donc forcément trés beau —
on disait aussi se mettre sur son trente-six) jusqu’a un jeu de cartes ou le fait
d’atteindre le chiffre trente-et-un était ce qu’il y avait de plus beau.
(<http://www.expressio.fr/expressions/se-mettre-sur-son-trente-et-un-31.php>)

Claude Duneton passe en revue toutes les explications possibles de cette
expression (1990 : 394-396).

33 (trente-trois) — Nombre dont la prononciation provoque des vibrations
qui facilitent I’auscultation. (Edouard, 2004 : s.v.). Pour cette qualité, le méme
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nombre est employé dans le méme but par les médecins roumains (sous la forme
‘treizecigitrei’...), italiens (‘trentatre’), espagnols (‘treinta y tres’).

36 (trente-six) — Le 36 : « I1 s’agit sans ambigiiité du 36, quai des Orfévres,
a Paris, autrement dit la P.J. ou police judiciaire. » (Merle, 2005 : s.v.)
Un trente-six cotes c’est une expression datant du XVlle siécle :

Os plats qui s’articulent sur la colonne vertébrale et le sternum, les cotes du
squelette humain délimitent la cage thoracique. Et chaque individu normalement
constitué en posséde douze paires. Imaginez ce qui arriverait & quelqu’un pourvu de
trente-six cotes. Sans nul doute, sa taille colossale lui permettrait de faire fortune
dans le basket américain. [...]

(Lacotte, 2005 : 247)

41 (quarante-et-un) — Quarante-et-un sur les panards, c’est « I’ordre
donné par le bonneteur ou le camelot a un complice de marcher sur les pieds des
badauds pour les écarter / Signal d’alerte a 1’arrivée de la police. » (Caradec, 2006 :
S.v.)

44 (quarante-quatre) — Etant le double de ‘vingt-deux’, signifie un ‘danger
plus important’. (Voir ‘22°).

50 (cinquante) — La baguette a 50 centimes c’est « un trés mauvais chef
d’orchestre ». (Bouchaux et alii, 2002 : 113)

55 (cinquante-cinq) — Se dit familiérement en parlant d’un médecin légiste
(33 +22). (Edouard, 2004 : 462).

66 (soixante-six) — Un soixante-six est un ‘soutencur’ (Valles, 2007 : s.v.)

68 (soixante-huit) — Un soixante-dix-huit tours, c’est un ‘vieillard’.
(Caradec, 2006 : 196).

Un soixante-huitard, c’est « aujourd’hui une fagon de traiter quelqu’un de
préretraité, voire de retraité, mais certains, encore verts bien que toujours un peu
rouges, s’obstinent a le prendre comme un compliment. On s’accroche a ce qu’on
peut, apres tout ». (Merle, 2004 : 224)

69 (soixante-neuf) — Soixante-neuf, c’est la position érotique téte-béche
(Caradec, 2006 : s.v.). Bauche (1928 : 250) ne 1’explique pas du tout, il mentionne
tout simplement entre parenthéses ‘obs.” (évidemment de ‘obscéne) !

89 (quatre-vingt-neuf) c’est une allusion a la Révolution francaise de 1789.

Ce nombre est employé aussi en roumain, toujours comme allusion a une
révolution, celle de décembre 1989...
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100 (cent) — Cavalier du cent a I’heure c’est un « terme, assez plaisant au
demeurant, qu’affectionnait 1’ex-vedette du porno Sylvia Bourdon (auteur de
L’amour est une féte, Belfond, 1976) pour designer les messieurs visiblement
pressés d’en finir au plus vite lorsqu’il leur arrive de rendre hommage aux dames ».
(Merle, 2007 : 214)

340 (Trois-Quat’-Zéro) — C’est le Trocadéro, a Paris. (Caradec, 2006 : s.v.)

1000 (mille) — Ils ont mille écus ensemble c’est une expression datant du
XVlle siécle :

Les amateurs de calembours se régaleront avec cette réplique grivoise, mais
toutefois dépourvue de vulgarité tant elle ne fait qu’entériner la réalité concréte
d’une situation banale. La tournure désigne un couple qui vient de convoler en juste
noces. Certes, ils disposent probablement de mille écus en ayant rassemblé leurs
biens respectifs. Mais, au-dela de cette vision purement financiére de 1’hymen, ce
qui intéresse surtout les tourtereaux et les salaces villageois se situe a un tout autre
niveau. Car les jeunes mariés qui dorment enfin dans le méme lit on mis les culs
ensemble.

(Lacotte, 2005 : 162)

Conclusions

Nous ne nous sommes pas proposé¢ d’épuiser un sujet (I’emploi de chiffres
dans des expressions) qui s’avére bien évidemment trés ardu. Notre intention a été
de mettre en évidence la richesse, la beauté et parfois le mystére qui accompagne
I’existence de certaines expressions, dont [’explication n’est pas du tout
satisfaisante, et cela en dépit des recherches étymologiques plus ou moins récentes.

Les expressions que nous avons recensées appartiennent pratiquement a tous
les registres de la langue, de 1’argot (aveir deux cigues et un peu de mornifle,
vingt-deux !, etc.) et du langage populaire (donner deux jambons pour une
andouille, fait comme les quatre chats, etc.), jusqu’au francais branche
d’aujourd’hui (deuxiéme degré, Trois-Quat’-Zéro, ctc.).

Chaque fois que cela a été possible, nous avons fait des rapprochements
entre le francais et le roumain (et non seulement), entre les maniéres identiques
d’interpréter un chiffre dans de divers contextes (par exemple, 1’analogie entre le
chiffre 5 et les doigts de la main, dans des expressions comme en serrer cinq
(‘serrer la main’) du frangais et a pune bila pe cinci (‘dormir’) du roumain.
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ABSTRACT

Romance has generally been dismissed by mainstream literary theory as
being a genre written for women, a fact which has led critics to speak about
the feminisation of popular romance. Critics point out that, although the
medieval chivalric romances were powerful masculine narratives of heroic
quest, the contemporary versions of romance resemble more a female
Bildungsroman, and argue that there are many similarities between genre and
gender emerging at the junction of text and context. In this light, romance
provides the means of promoting, consolidating and reinforcing the relations
of power at work in a particular context, at a particular moment in time, thus
becoming a politically conservative narrative which speaks the language of
ideology. Starting from Foucault’s argument that where there is power, there
is also resistance to power, the aim of this paper is to reveal the strategies that
contemporary women writers use in order to turn the conventional genre of
romance into a literature of resistance. It all started, once upon a time, in the
fairy tale romance...

KEYWORDS: romance, fairy tale, desire, gende, vampire

When discussing feminine literature, one must turn, in one way or another, to the
rhetoric of love as an intimate ingredient of what is generally and perhaps too
easily labelled ‘romance’. The impetus behind this attempt of bringing love to the
fore lies partly in the topic’s prominence in much contemporary women’s fiction,
and partly in a paradox outlined by Roland Barthes, who argues that the lover’s
discourse, although spoken by innumerable subjects, is characterised today by ‘an
extreme solitude’' being largely ignored, derided, belittled by the more ‘serious’
types of discourse, such as sciences. Luce Irigaray makes a similar observation
when she comments with regret that: ‘love in our culture has been poorly cultivated
and not very happy, individual feeling and the approach of the other harmonize
with difficulty to collective imperatives coming from the outside.””

The nowadays infamous status of the discourse on love is shared by romance
on the whole, since this genre is often equated solely with a love affair. Yet,
because of its long history romance remains a slippery concept, difficult to define
or inscribe in any neat, generic category. In what follows, I intend to unveil the
politics behind this apparently conformist genre, arguing that, in spite of its
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marginalisation, it can provide women writers with useful strategies of dismantling
patriarchal assumptions about femininity.

Literary theory and criticism have tended to identify romance with texts
generally denigrated as genre literature — romance fiction, detective fiction, fantasy
fiction — which most often falls into the category of mass/popular culture. In spite
of the fact that romance novels have enjoyed a fabulous success, or perhaps
precisely because of this, romance has generally been disregarded as ‘an unworthy
form of literature’®, sold cheap in supermarkets or railway stations and addressing a
public of ‘infantile’ female readers. Such considerations have thus given rise to two
interrelated debates concerning the ‘low’ status of romance and its implied
‘feminisation’.

The first ‘accusation’ has largely been overcome by the advent of
postmodernism, which proposes to abolish the division between high and low
culture, the public and the private. Barbara Fuchs underlines the artificiality of any
strict hierarchies of value, pointing out that: ‘Although critics might not have much
respect for contemporary avatars of romance, certain highly regarded novelists, for
example, have found them fruitful material. Popular, mass-market versions of
romance often furnish content or ironic form for novelists interested precisely in
the undying appeal of their formulas.’*

Romance has also been dismissed by mainstream literary theory as being a
genre written for women, a fact which has led critics to speak about the
feminisation of popular romance. Stephen Benson points out that, although the
medieval chivalric romances were powerful masculine narratives of heroic quest,
the contemporary versions of romance resemble more ‘a female Bildungsroman’,
and argues that there are many similarities between genre and gender emerging at
the junction of text and context.

Generic characterisations often stem from the allocation of roles according to gender,
and the exploration of these roles and the norms by which they function is
particularly fruitful. The study of a particular genre reveals the manner in which
norms and expectations function within a textual world, one which works by rules
and not by nature. It is the intersection of the biology of gender and the textuality of
genre that provides a window on the construction of roles within society...°

In this light, romance provides the means of promoting, consolidating and
reinforcing the relations of power at work in a particular context, at a particular
moment in time, thus becoming a politically conservative narrative which speaks
the language of ideology. The prohibitions of contemporary culture often find a
voice in romance fiction with an aim of achieving didactic and moral goals. As
Northrop Frye argued in The Secular Scripture: A Study of the Structure of
Romance, the archetypes on which romance is constructed serve as a vehicle for
spreading and popularising the social ideals and normative values of the dominant
hegemonic groups. Therefore, Frye believes that romance is a mode of literature
that has been ‘kidnapped’ by the ideological ambitions of the ruling classes.” He
mounts his argument starting from the medieval romances that emerged and
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gravitated around the royal courts, as the most powerful political centres at that
time. The function of the archetypes, however, has endured over time, and romance
fiction continues to be ‘kidnapped’ and updated by the dominant groups in
societies in order to uphold traditional values, such as heterosexual patterns or the
hierarchical division of gender roles.

How can contemporary romance then accommodate such social and cultural
codes, and acquire effective political values at the same time? Following
Foucault’s argument that where there is power, there is also resistance to power®, it
comes as no surprise that the ‘conventional’ genre of romance serves a double
function, as both a form of legitimating, and a strategy of resistance to the main
discourse of power. In contemporary women’s fiction, the revolutionary potential
of romance manifests itself in various forms, all stemming from what Diane Elam
identifies as the common ground of feminism’s politics, namely ‘an exceeding of
boundaries, a refusal to contain the political within the public sphere of discussions
between men”’.

Although romance seems at first sight engaged with the ideologies of the
dominant classes, as Frye has suggested, it nevertheless offers a liberating opening
that is opposed to conservative realism. Romance writing blows genre categories
wide open by its inability to be confined to historical and generic boundaries. This
excess, which cannot be contained or regulated, represents for Elam the main
characteristic of romance, and also, I should argue, an expression of its
revolutionary potential. It is to this very quality of excess, of abundance, of
uncertainty, that women writers turn in order to re-write old stories in new,
disquieting, even aggressive ways, as envisaged for instance by Angela Carter in
The Bloody Chamber. This revisionary collection of fairy tales, as we shall see,
departs from the traditional formulae of genre by placing the focus on the sexual
quest of atypical, unconventional heroines. Their active sexuality is manifested
with such ironic defiance, naturalness and nonchalance that it becomes a true
revolutionary force, embodying critics’ idea that the disruptive potential of
romance lies in its capacity to articulate marginalised desire'’.

The formulaic romance and the fairy tale share a number of similarities that
have made several critics argue that romance has best endured as children’s
literature. Benson traces the history of popular romance as far as the fairy tale and
peasant novella, underlying their common grounds as popular forms: ‘the status of
the romance as a representative of popular culture is vindicated by its association
with the communal, peasant tradition of the fairy tale’'!. Nevertheless, both genres
have undergone major changes; thus romance no longer features a male quest, but
an increasingly feminised story, while the folk tale’s function has been reduced to a
primary step in the process of any child’s socialisation. Such metamorphoses have
served to reinforce the didactic content that both genres are expected to furnish by
creating models of ‘acceptable’ behaviour for tender intellects, such as children
and young ladies. At the same time, a successful romance narrative should be as
appealing as a folk tale, comforting the reader with the fulfilled promise of an
enlightening love story that ends up in marriage.
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The story however does not end here for, as we have already seen, romance
transmits the conventions of culture while contesting them at the same time, a
feature that it generously shares with folk literature. Fredric Jameson, for instance,
sees fairy tales as ‘the irrepressible voice and expression of the under-classes of the
great systems of domination’'?. This is one reason that has drawn Angela Carter
towards rewriting fairy tales in her famous collection The Bloody Chamber. Since
fairy tales, far from being universal, respond to the prevailing ideology of a
particular historical time, and since ideological discourses are predominantly male
constructions, it comes as no surprise that women writers such as Carter consider
the revision of folk stories a necessary point on their feminist agenda.

The Bloody Chamber comprises a series of seductive transfigurations of
some classic tales of the genre: Beauty and the Beast, Bluebeard, Red Riding Hood
which impress by the mocking presentation of ‘familiar ingredients in an
unfamiliar manner’". Several feminist critics have denounced Carter’s strategy as
compromised from the start, because to rewrite the tales within the mould of their
original structures means to recognise and validate the whole patriarchal system
which designs those structures. Conversely, critics such as Merja Makinen, Lucie
Armitt or Lorna Sage have not only defended, but also enthusiastically welcomed
the way in which Carter draws the tales from their traditional form into the world
of change. Thus, as Susan Sellers suggests: ‘One of the strengths of reworking
fairy tale... is precisely the interplay between the old and the new: like the good
fairy, the presence of customary elements reassures and underpins our daring to
defy prohibition and go to the ball.”**

Carter herself stressed that she was in favour of ‘putting new wine in old
bottles, especially if the pressure of the new wine makes the old bottles explode’
(Carter, Notes 69). The overlapping of old patterns and new inscriptions gives rise
to a double discourse, which enables readers to handle two stories at the same time,
and also to deconstruct the old story in the light of a different perspective, provided
by the new retelling. Thus ‘The Lady of the House of Love’ features the vampire
not as a ruthless, corrupt beast, but as a beautiful queen of the dark, who resents her
destiny, which condemns her to a perpetual repetition of her ancestors’ crimes.
‘Everything about this beautiful and ghastly lady is as it should be, queen of night,
queen of terror — except her horrible reluctance for the role’ (Carter, Chamber 118).
She kills when hungry, and the blood of her victims mingles with her sorrowful
tears.

She loathes the food she eats; she would have liked to take the rabbits home with her,
feed them on lettuce, pet them and make them a nest in her red-and-black
chinoiserie escritoire, but hunger always overcomes her. She sinks her teeth into the
neck where an artery throbs with fear; she will drop the deflated skin from which
she has extracted all the nourishment with a small cry of both pain and disgust. And
it is the same with the shepherd boys and gipsy lads... She would like to caress their
lean brown cheeks and stroke their ragged hair. (Carter, Chamber 119)
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The only comfort comes from the magic whispers of the Tarot cards, which
she shuffles restlessly, awaiting a sign of change in her irreversible future. ‘The
Tarot always shows the same configuration: always she turns up La Papesse, La
Mort, La Tour Abolie, wisdom, death, dissolution’ (Carter, Chamber 117) until one
night, when the cards reveal Les Amoureux, a premonition of love and death.
Longing for mortality, for the pain and bliss of the human, the Countess wonders if
love can free her from the cave of dark shadows: ‘Can a bird sing only the song it
knows, or can it learn a new song?’ (Carter, Chamber 127).

The prince supposed to wake up the Sleeping Beauty materialises in a young
British officer, a precursor of Jack Walser in his rational thinking and utter
disbelief in miracles or ghost stories. As later on in Nights at the Circus, Carter
ironically contrasts the feminine discourse of magic, the fairy and the supernatural
with the masculine fixation on the implementation of pure reason:

Although so young, he [the officer] is also rational. He has chosen the most rational
mode of transport in the world for his trip round the Carpathians. To ride a bicycle is
in itself some protection against superstitious fears, since the bicycle is the product
of pure reason applied to motion. Geometry at the service of man! Give me two
spheres and a straight line and I will show you how far I can take them. Voltaire
himself might have invented the bicycle, since it contributes so much to man’s
welfare and nothing at all to his bane. (Carter, Chamber 120)

The Countess is thoroughly scrutinised through the magnifying glass of the
same rationality which reveals the female vampire as nothing more than a fragile
child, pitiably suspended in her mother’s clothes ‘like a ghost in a machine’ (Carter,
Chamber 124). Therefore, he fails to grasp her true story, the tragedy of living on
the threshold of life and death, not alive but not dead yet. However Carter, a
declared enemy of the idea of women perceived as helpless victims, uses the cliché
of the ‘Sleeping Beauty in the Wood’ (Carter, Chamber 120) as an allusion to the
traditional female passivity, which she cunningly debunks by portraying the
Countess as a figure of voracious appetite. Lucie Armitt reveals how the title of the
collection has semantic connotations that send to female sexuality: the chamber is a
room, a boudoir suggestive of erotic activities, while ‘bloody’ renders these
activities violent and excessive. The comparison with female sexual appetites
becomes even clearer if ‘chamber’ is further read as a vessel containing liquid. The
image however is not one of containment but of overspill, since the liquid consists
of flowing blood". In ‘The Lady of the House of Love’, the woman vampire is
herself ‘a haunted house’ (Carter, Chamber 125), sheltering beastly desires which
defy the taboos related to female sexuality. The decay of the house looks repelling
to the young man: ‘He was surprised to find how ruinous the interior of the house
was — cobwebs, worm-eaten beams, crumbling plaster...down endless corridors, up
winding staircases, through the galleries where the painted eyes of family portraits
briefly flickered as they passed, eyes that belonged, he noticed, to faces, one and
all, of a quite memorable beastliness.” (Carter, Chamber 123)
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The Countess herself matches the shipwrecked interior, displaying her decay
in the stained, out of fashion wedding dress that she wears, and the dazzling
spectacle of her depravity. Once more it is the young British officer who is startled,
this time by the disquieting appearance of the lady:

Her huge dark eyes almost broke his heart with their waiflike, lost look; yet he was
disturbed, almost repelled, by her extraordinarily fleshy mouth, a mouth with wide,
full, prominent lips of a vibrant purplish-crimson, a morbid mouth. Even...a whore’s
mouth... He thought she must be only sixteen or seventeen years old, no more, with
the hectic, unhealthy beauty of a consumptive. She was the chatelaine of all this
decay. (Carter, Chamber 125)

This open assertion of female sexual appetites crosses the line of socially
permitted manifestations of femininity and announces the exuberant deconstruction
of gender stereotypes in Carter’s later work. ‘The Lady of the House of Love’, like
the entire collection of fairy tales, is yet another assault on myths which constituted
the author’s favoured weapon against patriarchal confinement. Critics have
repeatedly drawn attention to the common roots that folk and fairy tale share with
myth. They all provide ways of understanding human experience and function as
vehicles of children’s successful integration into the symbolic order of a specific
historical time. As Roland Barthes states, ‘myth has the task of giving an historical
intention a natural justification, and making contingency appear eternal’'®. The
character of myth, as of fairy tales, is nevertheless neither constant nor immutable:
‘there is no fixity in mythical concepts: they can come into being, alter, disintegrate,
disappear completely. And it is precisely because they are historical that history
can very easily suppress them’'’. This idea, coupled with Barthes’s argumentation
that anything can be turned into a myth, has propelled feminist critics and writers
to investigate a wide spectrum of myths that have encoded women’s existence and
then find the space to spin other possible meanings.

In ‘The Lady of the House of Love’ the reader can see the demythologising
process at work not solely in the positive assertion of women'’s terrible desires, but
also in the way the story negotiates with the famous ‘Bluebeard’ tale-type. In
Carter’s version the aggressor is the woman, while the man appears as the innocent
victim. The lady vampire is a connoisseur of seduction, who invites her victims
with fastidious gestures and smiles of love and death, because ‘she is a woman, she
must have men’ (Carter, Chamber 118). By contrast, the young officer, in his youth
and blond beauty, features the passive pray of the woman’s murderous intentions.

He has the special quality of virginity, most and least ambiguous of states: ignorance,
yet at the same time, power in potential, and, furthermore, unknowingness, which is
not the same as ignorance... This being, rooted in change and time, is about to
collide with the timeless Gothic eternity of the vampires, for whom all is as it has
always been and will be, whose cards always fall in the same pattern. (Carter,
Chamber 120)

42



Olivia Bélanescu: The Fairy Tale Romance

The ‘Bluebeard’ tale figures the necessary death of the aggressor, thus the
lady vampire must die as all vampires do, for the order to be successfully
reinstalled at the end of the story. The death of the Countess, nevertheless, bears
the signs of resurrection; we do not witness a bloody execution, but the end of an
exile, which is the end of being or the culmination of a quest which leads the
heroine out of the fallen world of murderous sin and tyranny. As it is frequently the
case in heroic quests, the image of the dark labyrinth appears as the natural and
necessary stage or step in the protagonist’s personal becoming, and at the same
time, it functions as a main ingredient of fictional romance on different levels of
sophistication. Carter’s female vampire matches Frye’s description of heroes who
travel ‘perilously through a dark labyrinthine underworld full of monsters between
sunset and sunrise’'®. In death, the queen of the night is freed from the solitary
captivity of her secular destiny, and restored to humanity in the brilliance of an
early morning light: ‘In death, she looked far older, less beautiful and so, for the
first time, fully human’ (Carter, Chamber 132). The vampire may die, but the
female desire does not vanish; on the contrary it mocks extinction by bursting alive
in the form of the red rose (plucked from between the lady’s thighs) that the young
man keeps as a souvenir.

Curiously enough, although he had brought it so far away from Romania, the flower
did not seem to be quite dead and...he decided to try and resurrect her rose... When
he returned from the mess that evening, the heavy fragrance of Count Nosferatu’s
roses drifted down the stone corridor of the barracks to greet him, and his spartan
quarters brimmed with the reeling odour of a glowing, velvet, monstrous flower
whose petals had regained all their former bloom and elasticity, their corrupt,
brilliant, baleful splendour. (Carter, Chamber 133)

In her collection of rewritten fairy tales, Carter manifests a keen interest in
the ‘Bluebeard’ story, which functions as an intertextual strand meant to undermine
the utopia of ideal fictional romance. In his analysis of intertextuality in popular
romance, Benson shows how ‘Bluebeard’ is perceived as ‘very much the dark
offspring of the literary fairy-tale tradition’"’, the paradigm of a failed romance
narrative in comparison with the more didactic and therefore successful ‘Beauty
and the Beast’. Both tales focus upon man’s metamorphosis under the spell of a
woman, but with different consequences. In ‘Bluebeard’ the male protagonist is
transformed into a beast by the heroine’s determination to discover his secret, and
the result is death and the scattering of the original gathering of the protagonists.
By contrast, ‘Beauty and the Beast’ is far more popular and has a long narrative
history, since it teaches women — heroines and readers — that patience and sacrifice
can tame a man, help him uncover his real, good nature and win him over in true
love and marriage. Hence this fairy tale provides the perfect recipe for the ideal
modern romance as revealed by Radway.

Benson also suggests that ‘Bluebeard’ fails to be popular not so much
because of its tragic ending, but because the male and female roles do not match
the requirements of the existing social order: far from being obedient, the woman is
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intelligent, cunning, inquisitive, whereas the man’s actions are dictated by bloody
instincts instead of wisdom, reason and a sense of right judgement. Oddly enough,
the tale has received different interpretations, which bring it closer to the
ideological interests of various institutions of power. In the light of such readings,
the heroine’s curiosity becomes a sign of sexual infidelity and moral corruption,
and all the female victims in the story are the result of fair, though too cruel, male
punishment®. It is therefore not surprising that Carter turns towards this tale, trying
to use its marginal status, its gothic atmosphere, its beastly male protagonist, for
clear feminist purposes.

The title story of Carter’s collection, ‘The Bloody Chamber’, is a detailed
retelling of ‘Bluebeard’, in which the sado-masochistic structure of fictional
romance is emphasised. Traditionally, the desire that surfaces in narrative romance
‘is exclusively heterosexual, patriarchal, sado-masochistic’, and the sexual pleasure
is granted by a passive woman to a sexually active man®'. In her story Carter
reiterates the formula of the original tale: a young, innocent girl is fascinated by a
wealthy, elegant widower and regards his marriage proposal as an honour, too
expensive a gift for a poor child: ‘Married three times within my own brief lifetime
to three different graces, now, as if to demonstrate the eclecticism of his taste, he
had invited me to join this gallery of beautiful women, I, the poor widow’s child
with my mouse-coloured hair that still bore the kinks of the plaits from which it
had so recently been freed, my bony hips, my nervous, pianist’s fingers.” (Carter,
Chamber 11)

Even though she willingly marries the richest man in France, the heroine
perceives her marriage, from the very beginning, as an exile from her mother, from
girlhood, from what she really is. Her husband’s wedding gift, an exquisite choker,
is symbolically clasped tightly round her throat; ‘A choker of rubies, two inches
wide, like an extraordinarily precious slit throat’ (Carter, Chamber 12), reminding
one of Margaret’s silver choker in The Magic Toyshop, Carter’s earlier retelling of
‘Bluebeard’. The same as in The Magic Toyshop, the heterosexual marriage is
regarded as the institution which legitimises the sexual objectification of woman,
who thus loses any sense of agency or free will. Carter emphasises the role of the
male gaze in this process with such ‘obstinacy’ that ‘The Bloody Chamber’ has
been criticised for constructing not an active female sexuality, but ‘a reproduction
of male pornography’*.

One can conversely argue that Carter’s use of violence and the erotic
constitutes the pivot of her feminist strategy, in so far as women too can choose to
be violent and perverse, rather than rest content with their stereotype role of
passive dolls. In the Bluebeard story, the girl may be innocent but not naive, and
the reader sees her sexual appetites arising from the very pressure of the male gaze:

I saw him watching me in the gilded mirrors with the assessing eye of a connoisseur
inspecting horseflesh, or even of a housewife in the market, inspecting cuts on the
slab. I’d never seen, or else had never acknowledged, that regard of his before, the
sheer carnal avarice of it; and it was strangely magnified by the monocle lodged in
his left eye. When I saw him look at me with lust, I dropped my eyes but, in
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glancing away from him, I caught sight of myself in the mirror. And I saw myself,
suddenly, as he saw me, my pale face, the way the muscles in my neck stuck out like
thin wire. I saw how much that cruel necklace became me. And, for the first time in
my innocent and confined life, I sensed in myself a potentiality for corruption that
took my breath away. The next day, we were married. (Carter, Chamber 12)

The formal disrobing of the bride bears nothing of the romantic ritual that
such an encounter is supposed to display; it is a pornographic stripping of clothes,
coarsely performed under the close scrutiny of the mirror and the man’s greedy
eyes. The fragment introduces some of the central motifs of Carter’s collection of
revised fairy tales, namely the motif of flesh and skin as symbolising pleasure, and
that of meat as indicating the woman’s economic objectification. Both motifs
correlate with another of Carter’s favourite themes: the masculine huge appetites
and the related ideas of power and figurative consumption.

He stripped me, gourmand that he was, as if he were stripping the leaves off an
artichoke — but do not imagine much finesse about it... And when nothing but my
scarlet, palpitating core remained, I saw, in the mirror, the living image of an etching
by Rops from the collection he had shown me...the child with her sticklike limbs,
naked but for her button boots, her gloves, shielding her face...and the old,
monocled lecher who examined her, limb by limb. He, in his London tailoring; she,
bare as a lamb chop. Most pornographic of all confrontations. And so my purchaser
unwrapped his bargain. And, as at the opera,...I was aghast to feel myself stirring.
(Carter, Chamber 17)

As in The Magic Toyshop, the woman figures as both a cultural
representation meant to fit into particular images of femininity and an object of
exchange, a gift in marriage, offered to a male connoisseur. But while Melanie is
fooled into believing that she alone invents her images, the girl in the Bluebeard
tale is permanently aware of her objectification, which she minutely registers in her
first person narrative. What Carter introduces in ‘The Bloody Chamber’ is the
disturbing manifestation of female masochism, which is never contained within the
paradigm of accepted sexual relationships. Benson, like Radway and Modleski,
regards this construction of masochism in the romance narrative as ‘a symptom of
discontent, an adaptation that seeks, once again, to benignly reinterpret events in
order to retrospectively diffuse the situation’*. In the Bluebeard tale, the discontent
manifests itself in the female protagonist’s frustrations: she acknowledges the
perversity of her own hidden appetites, but knows she cannot freely express them
since she has to slot herself into the prescribed role of female passivity. The feeling
of discontent is also born from an apprehension of fear: the girl is afraid of herself,
of that newly born potentiality for corruption. Not only the woman has to match
particular representations; the man, too, is pitiably caught within the construction
of masculinity: ‘Yet, when he raised his head and stared at me with his blind,
shuttered eyes as though he did not recognize me, I felt a terrified pity for him...
The atrocious loneliness of that monster’ (Carter, Chamber 43).
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The feeling of discontent is also born from an apprehension of fear: the girl
is afraid of herself, of that recently discovered potentiality for perversion:

I was afraid, not so much of him, of his monstrous presence...but of myself. I
seemed reborn in his unreflective eyes, reborn in unfamiliar shapes. I hardly
recognized myself from his descriptions of me and yet, and yet — might there not be
a grain of beastly truth in them? And, in the red firelight, I blushed again, unnoticed,
to think he might have chosen me because, in my innocence, he sensed a rare talent
for corruption. (Carter, Chamber 24)

The female masochism however is manifested only halfway through the
narrative, until the moment when the heroine understands that she is the next
victim of Bluebeard’s bloody violence. In other words, just like the carnival,
masochism must stop. The young girl begins to realise the danger to which she is
exposing herself when she enters her husband’s library and squints in anticipation
of horror at a few titles: The Initiation, The Key of Mysteries, The Adventures of
Eulalie at the Harem of the Grand Turk, etc. As a passionate reader of romance
fiction — ‘I should have liked, best of all, a novel in yellow paper; I wanted
to...lose myself in a cheap novel’ (Carter, Chamber 19) — the heroine tends to read
her life and experiences through the norms of the genre, but all her dreams of bliss
and happy marriage are blown up once she enters Bluebeard’s fairy castle which
carries the threat of beastly violence and female confinement.

The dark atmosphere of the castle, whose rooms and corridors ‘rustle with
the sound of the sea’ (Carter, Chamber 15), suggests links with the tradition of the
female Gothic romance, in which space is read in terms of enclosure,
foregrounding an antithesis between an inside and an outside. In an analysis of
frames in The Bloody Chamber, Lucie Armitt interprets the Gothic mansion as a
symbol of an interior space of nightmare, as opposed to the outer world beyond,
which signifies the daylight order. It is only when such demarcations are
interrogated by a character’s intruding curiosity, that ‘a Gothic text becomes a
Gothic text’”. In Carter’s version of ‘Bluebeard’, the girl’s queasy curiosity opens
up all locked spaces down to the last, bloodiest one: the torturous coffin of her
husband’s latest victim, the Romanian countess. The Bluebeard story is thus linked
with the Dracula myth and the other story, ‘The Lady of the House of Love’,
hinting towards a reading of the entire collection as a single, rounded narrative,
with two central characters: the female vampire and the male beast. This is
precisely Armitt’s point when she comments on the intertextuality of Carter’s text
in terms of the characters, motifs and images which do not remain contained within
the boundaries of a single story, but reoccur in various disguises in other tales,
creating a ‘multiplicity of interconnecting frames...only precariously encased
within the larger frame of the whole’®. As a result of these multiple
metamorphoses, the text creates its own inner intertextuality, problematising, in the
folk tale tradition, any attempt at narrative fixity.

In the Bluebeard tale, the fixed formula of men’s victimisation of women is
broken by Carter’s feminist rewriting of the ending, which interrupts the series of
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Bluebeard’s bloody murders through the deadly intervention of a woman. Like the
mythological Medusa, the heroine’s mother petrifies the beast who lies vanquished
before his enlivened puppets. ‘The puppet master, open-mouthed, wide-eyed,
impotent at the last, saw his dolls break free of their strings, abandon the rituals he
had ordained for them since time began and start to live for themselves; the king,
aghast, witnesses the revolt of his pawns.” (Carter, Chamber 48)

This opening fairy tale of the collection ends on the optimistic note of
women’s victory over men’s ordeals, and announces the possibility of balanced
relationships between lovers in the romance which unites the young girl and the
blind piano-tuner. Merja Makinen comments on this aspect of ‘The Bloody
Chamber’, pointing out that: ‘In all of the tales, not only is femininity constructed
as active, sensual, desiring and unruly — but successful sexual transactions are
founded on an equality and the transforming powers of recognising the reciprocal
claims of the other.”*’

Reading Carter’s fairy tales as an assault on myths, conventions and taboos,
one witnesses a rebirth of the genre in the light of robust feminist politics.
Nevertheless, what guarantees the success of this daring, at times violent and
uncomfortable rewriting of canonised stories, is the author’s capacity to connect
with the anonymous authors of folk tales, with all the unknown persons whose
imagination and experience are used to shape characters both in fiction and in real
life. Carter acknowledges this crucial connection with past narrators, pointing out
that

the term “fairy tale” is a figure of speech and we use it loosely, to describe the great
mass of infinitely various narrative that was once upon a time and still is, sometimes,
passed on and disseminated through the world by word of mouth — stories without
known originators that can be remade again and again by every person who tells
them... fairy tales, stories from the oral tradition, are all of them the most vital
connection we have with the imaginations of the ordinary men and women whose
labour created our world. (Carter, Virago ix)

As a writer of fairy tales, Carter gained a reputation of story teller, and
critics have often emphasised this role of ‘fairy godmother and/or witch’ that
Carter herself cultivated in the memory of her maternal grandmother, who had
safely guarded her grandchildren away from London during the war. Under the
circumstances, the grandmother became for the young writer the symbol of
independent women, world-wise and self-confident, who helped Carter displace
her own mother as an indicative of an older, victimised generation of women that
she tried to skip. Lorna Sage recounts Carter’s childhood, and stresses the young
girl’s dissatisfaction with her exigent yet fragile mother, a dissatisfaction which
fuelled the desire of turning back in time to the powerful figure of Granny?®.

Apart from her feminist goal of dismantling patriarchal paradigms of thought
and conduct, Carter found in the story-teller’s voice, in its genderless and
anonymous character, a way of expressing her adherence to the ‘Death of the
Author’ trend of the 1960s. As Sage explains, ‘If you renounced and denied the
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author’s power over the text, the author’s traditional authority, you were
symbolically defying too the patriarchal power that decreed your place in the book
of the world’®. The Bloody Chamber thus voices Carter’s disbelief in the work of
art as an original, unique creation of a god-like author, emphasising that ‘fairy tales
are not like that, nor are their makers. Who first invented meatballs? In what
country? Is there a definitive recipe for potato soup?’ (Carter, Virago x). Certainly
not, and Carter shows us how she makes her potato soup from a series of well-
known, easily recognisable ingredients, spiced up with her dash of irony, mockery
and wit.
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ABSTRACT: Bilingual Dictionary (Romanian-English) of Antonyms. Overview

The article proposes a brief survey of a dictionary in course of elaboration giving
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entries, grammar descriptions of the entries, stress marks, entries presented in
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1. De ce un dictionar de antonime pentru straini?

Dictionarul bilingv de antonime, In curs de redactare, este prima lucrare
lexicografica de la noi ce 1i vizeaza in primul rand pe striinii interesati de studiul
limbii roméane ca limba strdind §i care este axatd pe raporturile semantice de
antonimie dintre cuvinte.

De ce am optat pentru un dictionar de antonime pentru strdini?

a) Materialele lexicografice roménesti — dictionare explicative, de sinonime,
analogie, de paronime, de omonime, de antonime etc. — 1i au In vedere mai ales pe
utilizatorii romani. Aceste lucrdri sunt mai putin accesibile strdinilor, avind un
inventar lexical largit uneori mult peste nevoile de comunicare cotidiene
(dictionarele explicative, dictionarele academice sau unele dictionare de sinonime
ori de antonime), ample dezvoltari semantice, exemplificari de preferinta din texte
literare, paremiologice, filosofice sau chiar stiintifice, dar si alte inconveniente.

b) Relevarea opozitiilor antonimice descrierea sensurilor din dictionarele
explicative curente are un caracter sporadic si incomplet 1n lexicografia
romaneasca (Richard Sirbu, 1977: 5)
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¢) Dictionarele de antonime disponibile pentru limba romana, concepute
pentru vorbitori nativi, prezenta o serie de caracteristici care pot ingreuna accesul
strainilor la aceste instrumente de studiu, intre care se retin:

— abundenta exemplelor literare sau paremiologice;

— numar mare de intrari, depasind mult cuantumul cuvintelor din vocabularul
minimal al roménei (Marin Buca, O.Vinteler, Dicfionar de antonime, 1996: 2.000
de perechi antonimice; O. Vinteler, Dictionar de antonime, 2002, vol. 1 (A-G), vol.
II (H-Z): 5.200 de perechi);

d) Strainii care invatd romana, romanii care studiazd limbi strdine sau
traducdtorii In §i din limba romana au nevoie in primul rand de cunoasterea
perechilor antonimice frecvent folosite in limba proprie sau In cea pe care tocmai
si-o Insusesc ;

e) Stapanirea aspectelor semantice ale antonimiei si sinonimiei reprezintd o
etapa esentiald in constituirea competentelor textuale (Halliday & Hasan, 1976).

Avand in vedere cele de mai sus, am pornit de la principiul ca o lucrare
lexicografica destintd celor care invatd romana ca LS trebuie sa se supund unor
restrictii, dintre care mai importante sunt: numar minimal de cuvinte si de sensuri,
selectionate dupa criterii riguroase, cum ar fi uzul si frecventa.

Antonimele fiind, aldturi de sinonimie, o cale uzuald de acumulare a
vocabularului unei limbi strdine, am decis ca dictionarul si fie de antonime si,
deoarece este adresat strdinilor, am crezut util ca, In paralel, sa fie traduse in
engleza anumite paragrafe din cadrul fiecarui cuvant-titlu.

2. Ce sunt antonimele?

In mod curent, antonimele sunt definite ca fiind cuvinte care au sensuri
diametral opuse, de obicei simetrice (tdnar vs. batran, mare vs. mic, cald vs. rece,
harnic vs. lenes), dar opozitia poate fi si asimetrica (mic vs. urias, gigantic, harnic
vs. indolent) (DSL, 2001, s.v.). De obicei, relatia de antonimie are la bazd una sau
mai multe trasaturi semantice comune §i o trasdturd semanticd diferentiatoare,
evidentiatd prin marcarea pozitiva / negativa a acesteia [+/- viatd, +/- cald, +/- inalt
etc.]

In dictionarul nostru am inclus toate categoriile de antonime definite si
clasificate dupa diferite criterii (logic, ontologic, psiholingvistic): contradictorii
(mort vs. viu), comparative (graduale sau directionale (mare vs. mic, cald vs.
rece, drept vs. stang), corelative (frate vs. sord), reciproce — reversibile (a
cumpara vs. a vinde) si ireversibile (sof # sotie) (Maria Iliescu, 1977: 51; Gh.
Barlea, 1999:34)

3. Inventarul lexical al dictionarului
Avand in vedere cdse adreseaza prioritar strdinilor interesati de limba

romand, lista intrdrilor din dictionar are la bazd doud lucrdri concepute ca
instrumente de invitare a roménei ca LS sau ca instrumente de traducere:
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Vocabularul minimal al limbii romdne curente cu indicatii gramaticale complete
tradus in germand, franceza, italiand, spaniola (Demiurg, 1994) — cu peste 3.000
de cuvinte — si Dictionarul esential inclus in Dictionar poliglot (Teora, 2001) — cu
peste 4.000 de cuvinte (traduse in engleza, franceza, germana, italiand, spaniold).
Ambele lucrari opereaza cu conceptul de vocabular minimal sau cu cel de
vocabular esential al romanei citadine (Maria Iliescu, 1996: 7; cf. Flora Suteu,
1998: 180-181), util din punct de vedere pedagogic pentru delimitarea unui numar
minim de cuvinte necesare nvatarii limbii romane de catre straini.

Operand eliminari succesive (participii care preiau sensul verbelor de la care
s-au format, cuvinte cu sensuri vechi, neuzuale, arhaice sau populare, adverbe care
nu aduc informatii semantice suplimentare fatd de adjectivele din care provin s. a.),
ne-am limitat la un nucleu lexical de circa 650, majoritatea polisemantice, avand,
unele dintre ele, un numar destul de mare de antonime.

Centrarea pe polisemia cuvintelor a avut ca rezultat o lista minimald de
intrari cu un numar mare de perechi antonimice, fiecirui sens al unui cuvant
corespunzandu-i un alt antonim. De exemplu, dupa contextele in care este folosit,
adjectivul bun formeaza mai multe perechi antonimice: bun # crud — despre
persoane si despre alimente sau fructe; bun # defect sau stricat — despre aparate,
mecanisme; bun # fals — despre persoane, documente, bijuterii sau despre teorii,
idei etc.; bun # gresit — despre teorii, ipoteze, rezultate etc.; bun # incapabil —
sfaturi, Invataminte etc.; bun # nepldacut — despre vesti; bun # prost — despre vreme,
produse sau despre dotarea intelectuald a cuiva; bun # rau — despre fiinte sau
despre vreme; bun # slab — despre calitatile profesionale ale cuiva; bun # stricat —
despre alimente).

Precizam ca omonimele gramaticale de tipul relativ, adj. si adv., alb adj. si
subst. constituie intrari separate.

4. Noutatea dictionarului

Dictionarul nostru de antonime se deosebeste prin cel putin trei aspecte de
lucrdrile similare existente: a) caracterul bilingv: romana-engleza (sunt traduse
in engleza cuvintele-titlu si antonimul sau antonimele sale, domeniile de referinta
sau contextele antonimelor, de exemplu: obiecte / oameni / fiinte / plante /
actiuni etc., definitia de dictionar a cuvintelor, sinonimele — daca traducerea
acestora poate ajuta la identificarea celui mai bun corespondent in engleza pentru o
anumitd pereche antonimicd); b) descrierea gramaticald a cuvintelor-titlu si a
perechilor antonimice ale acestora (dupa ultimele norme din DOOM;. parte de
vorbire si flexiune); c) prezenta casetelor (care delimiteaza mai pregnant diferitele
intrdri §i permit o organizare mai judicioasd a paragrafelor; d) — marcarea
consecventi a accentului, inclusiv la monosilabe (deoarece in romana nu exista
reguli de accentuare generale, aplicabile fara exceptii si pentru ci literele e, i, o, u
noteaza fie vocale, fie semivocale, de aceea este nevoie ca Intr-un grup si fie
evidentiatd vocala purtatoare de accent); e)indicarea 1n toate cazurile a unui
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domeniu de referinta, un fel de hiperlexem sau supraordinata (Barlea, 1999: 41)
(de exemplu: despre obiecte, despre oameni, despre fiinte, despre plante, despre
actiuni etc.); f) indicare subiectului actiunii la verbe (cineva ~, ceva ~, cu
detalierea acestuia in paranteza dreapta ori de cate ori a fost nevoie: de exemplu:
cineva [sportiv; persoana juridica etc.] ~ ; ceva [vehicul; aparat de zbor; armata etc.]
~); g) tratarea in casete separate a omonimelor gramaticale (ele avand descrieri
gramaticale diferite: absolut’' # relativ' adj.; absolut’ # relativ’ adv.; alb’ # negru’
adj.; alb’ # negru’ subst.)

5. Tipuri de casete

— intrari unice cu antonime unice:

ADORMIT # TREAZ

— intréri unice (cuvinte polisemantice) cu antonime multiple:

AJUTA # FRANA, IMPIEDICA, iNCURCA

— intrari multiple (sinonime) cu antonime unice:

HARNIC, MUNCITOR, VREDNIC # LENES

— intrari multiple (sinonime) cu antonime multiple (sinonime):

DEZVOLTARE, PROGRES # DECLIN, REGRES

OBSERVATIE. In caseta principala intririle sunt ordonate alfabetic, ceea ce
usureaza consultarea dictionarului — deci un motiv practic, dar ordinea alfabetica a
fost preferatd si din cauza dificultatii de a stabili in toate situatiile ierarhii ale
antonimelor (ca In cazul adevarat # artificial, fals, falsificat, gresit, inventat, ireal,
inchipuit, mincinos, neadevarat, prefacut sau pentru frumos # cumplit, inchis,
intunecat, neplacut, oribil, prost, urdt etc.), dar, in redactare, nu se tine seama
ordinea alfabetica, ci de :

— sensurile uzuale, mai frecvente, ca in caseta: pace # ceartd, furtund,
neliniste, lupta, razboi,

— gradatia semanticd in cazul antonimelor gradabile, mai putin pusd in
evidentd de dictionarele existente; gradatia se referd, de exemplu: la crestere /
scidere (atemperaturii, a vintensitatii, a valorii etc.): cald # racoare, frig, ger

sau la frecventa unei actiuni: adesea, adeseori # rar, rareori / deloc,
niciodata

6. Cuvinte-problema

Exista cateva categorii de cuvinte a caror prezenta intr-un dictionar antonime
destinat strainilor ni se pare extrem de utild, dar al caror statut de antonime este
discutabil pentru un vorbitor nativ de limba roména. Sunt cuvinte care se refera la:

6.1. parti ale corpului uman — cap # coada, picior, fatd # ceafd, dos, spate;
gura # fund, folosite cu sens anatomic, dar si / sau exclusiv cu sensuri neanatomice,
ca n caseta urmatoare de la seria fata # ceafd, dos, spate.

— Sensuri anatomice
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a) (d. cap / of the head)
* fata * ceafd

»partea anterioara / the fore part” »partea posterioara / the hinder part”

Sin: chip, figura

face nape
b) (d. corpul uman / of human body)
* fata * spate

,partea anterioara, de la umeri pana »partea dorsala, de la umeri pana in
la abdomen / the fore part, from the talie / the hinder part, from the shoulders to
shoulders to the stomach” the waist”

Sin: dos, spinare
front back, backside

— Sensuri neanatomice

¢) (d. haine / of clothes)

* fata * spate
»partea care acopera fata corpului / ,partea care acopera spatele corpului
the part thar covers the front” / the part thar covers the back”
face back
* fata e dos
»partea exterioara, care se vede / the ,partea interioard, care nu se vede /
outer part, exposed to open view” the inner part, not exposed to open view”
Sin: captuseala, dublura
front, face lining, backing
d) (d. constructii, cladiri etc. / of constructions, buildings, etc.)
* fata * dos ° spate
»partea finisata atent, expusa vederii ,partea mai putin aratoasa
/ attentively finished part, exposed to view” | (neimpodobita si neexpusa vederii) / less
attractive part (unfinished and not exposed
to view)”
Sin: fatada
front, face, facade back

6.2. opozitii pe verticala ( [+/- inalt], [+/- jos]):

addnc # inalt; cer # pamdnt; adanc (subst.) # culme, inalt (subst.), inaltime,
suprafatd; fund # culme, varf, mare (subst.) # munte; vale # creasta, culme, deal,
munte, ses; baza # varf sau raddcina + varf, parter # etaj, subsol; pivnita # pod
sau podea # plafon, tavan;

6.3. opozitii de sex la animale [+/- mascul] sau la oameni [+/- masculin]:

berbec #+ oaie; bou + vacad, cocos # gaina,

baiat # fata; barbat # femeie; domn # doamna, domnisoara; frate # sora; sot
# nevastd, sotie; tata + mama; unchi # matusa;

6.4. opozitii de varsta sau de generatie [+/- batran]:
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batrdn # copil, tanar; bunic, bunica # nepot, nepoata; bdatrana # tdnarda,
parinte # fiu

6.5. generice din domeniul regnului animal si mineral:

om # animal;, fiinta # lucru, obiect ;

6.6. punctele cardinale:

est # vest; orient # occident §i adj. oriental # occidental; rasarit # apus; sud
# nord,

6.7. anotimpurile: iarna / iarna # varda / vara; primavara / primavara #
toamnd / toamna,

6.8. grade de rudenie: socru, soacra # ginere, nora,

6.9. forme pronominale: acelasi (adj.) # alt; acelasi (pron.) # altul; acest
(adj.),

acesta (adj., pron.) # acela, celalalt; ceva # nimic; cineva # nimeni etc.;

6.10. astre: soare # luna.

OBSERVATIE. Au existat numeroase dubii in privinta criteriilor de
selectie a antonimelor din categoriile de mai sus. Normal, antonimele clasice de
tipul bine # rau, aproape # departe, a veni # a pleca nu au ridicat probleme. Am
vrut Tnsd ca in dictionar sa intre §i antonime din seria corelativelor, pe care le
consideram foarte utile pentru straini. Termenul e utilizat in lingvistica romaneasca
pentru relatii lexicale de Maria Iliescu, 1977: 52 si Gh. Bérlea, 1999 : 41-42, dar nu
a fost preluat, de exemplu in Dictionarul de stiinte ale limbajului (2001), unde
termenul figureaza doar cu sensul din sintaxa frazei sau cu cel din fonologie.

7. Concluzii

Dictionarul bilingv (romdnd-engleza) de antonime reprezinta o incercare
originald de descriere a relatiei antonimice din perspectiva roméanei ca LS. In
lucrare s-a pus accent mai mult pe relatia dintre polisemantism, sinonimie si
antonimie. Cuvintele descrise in dictionar sunt atat anonime in sens strict, cat si
antonime 1n sens larg.

ANEXA: Model de casete

CRU/D (aj. m., -da f.; pl. -zi, -de)
DEFEC/T (aj. m., -ta f; pl. -ti, -te)
FAL/S (aj. m., -sa f.; pl. -si, -se)
GRESI/T (aj. m., -ta f.; pl. -ti, -te)
INCAPABIL (aj. m., -a f.; pl. -i, -e)
BUN (aj. m., -a f;; pl. -i, -e) # INUTIL (aj. m., -a f; pl. -i, -e)
NEPLACU/T (aj. m., -td f; pl. -ti, -te)
PR/OST (aj. m., -oasta f.; pl. -osti, -oaste)
RAU (aj. m., rea f.; pl. rai, rele)
SLAB (aj. m., -a f;; pl. i, -e)
STRICA/T (aj. m., -ta f; pl. -ti, -te)

a) (d. fiinte / of beings)
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* bun
,»CU Insusiri pozitive / with positive features”
Sin: bldnd
good, mild

o rau'
,,Cu Insusiri negative / with negative features”
Sin: agresiv, violent
bad, aggressive, violent

b) (d. persoane / of people)

,.plin de bunavointa / showing kindness”
Sin: amabil, binevoitor, prietenos
good, benevolent, friendly, kind

,,lipsit de bunavointa / lacking in kindness”
Sin: dusmanos, neprietenos, rauvoitor
bad, malevolent, unfriendly, unkind,

hostile

¢) (d. persoane si faptele lor / of people and their deeds)

* bun
,,care aratd mila, care exprima blandete /
showing mercy, expressing kindness”
Sin: bland, caritabil, cumsecade, milos
good, compassionate, charitable, kind

e crud
,,care simte placere cand vede suferinta /
which delights in seeing sufferance”
Sin: brutal, nemilos, sdngeros, violent
cruel, uncompassionate, brutal,

d) (d. persoane si sentimentele 1

* bun
,,care exprima sinceritate, onestitate /
expressing sincerity, honesty”
Sin: adevarat, neprefacut, sincer
true, sincere, honest

e) (d. scriitori, oameni de arta si creatiile

* bun
,,de valoare / of great value”
Sin: inzestrat, talentat, valoros
good, talented, gifted

f) (d. elevi, studenti sau d. calitatile lor intelectual

* bun

deosebite / which learns a lot, with special
intellectual abilities”
Sin:  capabil, competent,
inteligent, pregatit
good, intelligent, clever, capable, well-

destept,

violent, ruthless
or / of people and their feelings)

« fals’
,»care exprima nesinceritate, ipocrizie /
expressing insincerity, hypocrisy”
Sin: fatarnic, ipocrit, nesincer
false, hypocritical, guileful, insincere

lor / of writers, artists and their creations)

. prgst1 « slab
,,lipsit de valoare / of no value”
Sin: neinzestrat, netalentat, nevaloros
bad, untalented, ungifted

e / of pupils, students or their intellectual abilities)
« incapabil * prost' « slab
,,care nu invata sau nu poate invata /
which does not or cannot learn”
Sin: incapabil, incompetent, nepregatit
bad, stupid,

incapable, untrained,

trained, competent, skilled

incompetent, unskilled

g) (d. profesionisti $i mestesugari sau meseriagi / of professionals, artisans or craftspersons)

* bun
,care stie si poate sa facd ceva /
knowing and being able to do sth”
Sin: competent, eficient, priceput

« prost' « slab
,,care nu stie sau nu poate sa faca ceva /
not knowing or not being able to do sth”
Sin: incompetent, nepriceput, stangaci

good, capable, competent, skilled,

bad, poor, incapable, incompetent,
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efficient

unskilled, clumsy, inefficient

h) (d. documente, opere de arta, bijuterii, bani etc. /

of documents, objects of

* bun
,,care are originalitate, autenticitate sau valoare,
care nu este copiat, imitat sau contrafacut /
having originality, authenticity, value, not copied
or imitated”

art, jewellry, money, etc.)

« fals’
»care nu are originalitate, autenticitate sau
valoare, care este copiat sau imitat /
which is not original or authentic, which is
copied or imitated”
Sin: contrafacut, falsificat, neautentic,
neveritabil
inauthentic, forged, counterfeit, fake,

Sin: autentic, nefalsificat, original,
valabil, veritabil

authentic, genuine, valid, original,
passable

falsified

i) (d. teorii, ipoteze, metode, solutii, rezultate etc. /
of theories, methods, hypotheses, solutions, results, etc.)

* bun
»care corespunde adevarului, corectitudinii,
exactitatii / which is consistent with the truth,
rightness, accuracy”
Sin: corect, exact
correct, accurate

« fals' » gresit
,»care nu corespunde adevarului, corectitudinii,
exactitatii / contrary to the truth, rightness,
accuracy”
Sin: eronat, incorect, inexact
incorrect, inaccurate, erroneous

j) (d. sfaturi, invataminte, lucruri / of advice, morals, things)

* bun
,,care are utilitate, care serveste la ceva /
being of use, serving some purpose”
Sin: folositor, util
useful, worthwhile

* inutijl
,care nu serveste la nimic /
being of no use or service”
Sin: nefolositor
useless, futile

k) (d. alimente / of food)

* bun
»care este patruns suficient de foc /
sufficiently cooked by fire”
Sin: fiert, fript, prajit, copt
boiled, roasted, fried, baked
* bun
,care nu s-a alterat /
which has not spoilt, fit for use”
Sin: comestibil, proaspat, sandtos

e crud
,care nu este suficient patruns de foc /
insufficiently cooked by fire”
Sin: necopt, nefiert, nefript, neprdjit
raw, uncooked, rare, half-baked
e stricat
,care s-a alterat /

which has become bad, unfit for use”

edible, eatable, fresh, healthy
D) (d. fruct

* bun
,care a ajuns la maturitate /
which has reached maturity”
Sin: copt, dulce, parguit, zemos

Sin: alterat, necomestibil, nesandatos,
vechi
inedible, tainted, spoiled, stale, putrid
e / of fruit)

e crud
»care nu a ajuns la maturitate /
which has not reached maturity”
Sin: acru, necopt, verde

ripe, mellow, juicy

unripe, green, immature
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m) (d. aparate, masini / of devices, machines)

* bun
,.in stare de functionare /
which functions, works”
Sin: nestricat
good, functioning

« defect!
,,care are o defectiune / which has a malfunction,
out of working order”
Sin: stricat
broken, inoperative

n) (d. obiecte, produse / of objects, products)

* bun
satisfacator calitativ sau functional /
qualitatively or functionally satisfying”
Sin: satisfacator, superior
good, superior

. prgst1
,-nesatisfacator calitativ sau functional /
qualitatively or functionally unsatisfying”
Sin: inferior, nesatisfacator
bad, inferior

0) (d. vreme / of weather)

* bun
,,care place / which pleases sb”
Sin: favorabil, frumos, placut
good, favourable, beautiful

o prost'  riu'
,care nu place / which does not please sb”
Sin: nefavorabil, urdt
bad, unsuitable, unfavourable

p) (d. vesti / of news)

* bun
»care anuntd o bucurie /
announcing joy or happiness”
Sin: agreabil, benefic, placut
good, favourable, fortunate, pleasant

* neplicut « prost' « riu’
,~care anuntd un necaz /
announcing sorrow or grief”
Sin: dezagreabil
bad, unfavourable,
disturbing

unfortunate,

CUMPARA (a ~) (vb I, ind. prez. 2
cumperi, 3, 6 cumpara; conj. prez.
3, 6 s cumpere) #

VINDE (a ~) (vb III, ind. prez. 1, 6 vand, 4
vindem; conj. prez. 3, 6 sa vanda; part.
vandut; ger. vinzind)

(cineva ~/sb ~
* a cumpara
,,a intra in posesia unui bun, platind
contravaloarea lui / obtain sth by giving
money”

Sin: a achizitiona, a lua, a procura
buy, purchase

e avinde
,,a ceda cuiva un bun in schimbul unei sume
de bani / give goods, etc. to sb who
becomes their owner after paying one
money”’
Sin: a comercializa, a desface
sell

PACE (s. f; fara; pl.) #

CEARTA (s. f; pl. certuri)
FURTUN/A (s. ; pl. -i)
LUPT/A (s. f; pl. -e)
NELINIST/E (s. f; pl. -i)
RAZB/OI (s. n.; pl. -oaie)
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a) (relatii intre oameni / human relations)

* pace * cearta
,,buna intelegere / state of friendship” »discutie aprinsd / angry argument”
Sin: armonie, intelegere Sin: altercatie, conflict, confruntare,
disputa, galceava
peace quarrel

b) (d. vreme / of weather)

* pace * furtuna
,lipsa de zgomot si de miscare / ,perturbare atmosferica violenta /
lack of noise or movement” violent storm”
Sin: acalmie, calm, liniste Sin: vijelie
calm tempest

c) (stari sufletesti / emotions)

* pace * neliniste
,liniste sufleteasca, stare de calm sufletesc, »stare de agitatie, de framantare, de
lipsé de framantari / state of tranquillity, neastdmpar / state of anguish or torment”
calmness, lack of anguish”
Sin: calm, liniste, tihnd Sin: framantare, ingrijorare, panica,
tulburare
peace, calmness anguish
e furtuna
,,lipsd de framantari / »tulburare sufleteasca puternica /
lack of anguish or torment” severe emotional suffering”
Sin: calm, liniste, seninatate, tihna Sin: agitatie, neliniste, zbucium
calmness, serenity torment

d) (relatii intre oameni, intre popoare / human relations or relations between nations)

* pace * lupta
,stare de liniste, de buna intelegere, de ,,bataie, in care se folosesc sau nu armele,
armonie / state of harmony and friendship” ciocnire, razboi / fight, esp between armed
forces, conflict, war”
Sin: armonie, calm Sin: bataie, conflict, confruntare
peace, harmony struggle, conflict, confrontation

e) (‘relatii Intre state, popoare / relations between nations, states)

* pace * razboi
,,buna intelegere, fara conflicte armate sau ,conflict armat, intre natiuni, de durata /
rdzboaie / period of freedom from war or fighting between nations using military
conflict” force”
Sin: acalmie, armonie, liniste Sin: conflict, batalie, lupta
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peace | war
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ABSTRACT

This paper is an attempt to discuss the nature of the semantic interpretations
of English modals in relation to contextual coordinates. The paper tackles
epistemic modality from the perspective of cognitive linguistics which
regards epistemic modal instances as a process of internalization of reality on
a mental level followed by the externalization of perception through language.
The focus is on the methods by means of which epistemic utterances are
generated and the paper also doscusses the visual and spatial model
parallelled with the epistemic perception of reality.

KEYWORDS: modal force, modal value, conversational background

Speakers of any language can operate the distinction between what is said (dictum)
and the way it is said (modus) and modality poses the widest range of problems as
far as this is concerned. For instance, for the dictum ‘She is a good student’ we
have an entire gallery of ways (modi) to say it. Modality allows speakers to refine
their beliefs about and perceptions of reality under the form of language in a way
so as to obtain a desired action on the part of the interlocutor or simply to commit
to the truth of a statement to a greater or to a lesser extent.

Firstly, we can express opinions, knowledge, expectations about the
statement we make with the help of epistemic phrases:

I think / believe / imagine / presume / gather / guess / understand [that] she is a good
student.

Epistemic phrases are used to clarify “the speaker’s stance in relation to
what is being said [...]whether or to what extent the speaker is claiming knowledge
(I know)” (Wierzbicka, 2006: 204)

Also, we can infer or suggest various degrees of knowledge or opinion about
a state of affairs by using a modal verb in epistemic reading:

She must be a good student.

She has to be a good student.
She might be a good student.
She could be a good student.
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She may be a good student.
She should a good student.

Sometimes we choose to atone, to soften or to strengthen an assertion with
the help of modal adverbs:

She is probably a good student.
Perhaps she is a good student.
Presumably, she is a good student.

It is possible that she is a good student.
It is certain that she is a good student.
It is probable that she is a good student.
It is likely that a good student.

Syntactic artifices (such as passive constructions) are employed when one
cannot or will not provide proof for the truth of the statement or to even deny
liability:

She is said/ believed/ rumored to be a good student.
Some say she is a good student.

Epistemic modality indicates the level of implication of the speaker in what
he/she is saying. Etymologically, epistemic means ‘“understanding” or
“knowledge”; a modal epistemic element then expresses the understanding or the
knowledge of the speaker in relation to the terms of his/her utterance, and the
assessment of the predicative relation is done in the tense of the utterance

Epistemic modality is supposed to measure the status of the speaker’s
understanding or knowledge of the reality around. Epistemic statements, however,
encompass not only the speaker’s own judgements but also “the kind of warrant he
has for what he says” (Palmer, 1986: 51). Epistemic modality is used to qualify
assertions, to indicate what is known/believed/supposed, to indicate what results
can be expected in a particular situation and to discuss alternatives.

Epistemic modals indicate the possibility or necessity of some piece of
knowledge and modals can be interpreted as indicating some process of reasoning
involved in coming to the conclusion stated in the sentence containing the modal.
And yet, epistemic modals do not necessarily require inference, reasoning, or
evidence because one effect of using an epistemic modal (as opposed to not using
one) is a general weakening of the speaker's commitment to the truth of the
sentence containing the modal.

There are three basic stages in the production of an epistemically charged
utterance:

- the speaker would have to be able to perceive a certain state of affairs
noticeable in the world surrounding him/her;

- to be able to internalize it, i.e. to interpret it on a mental level as belonging
to genuine reality or project it mentally it as a mere possibility, certainty etc;

62



Irina Janina Boncea: The Semantic Content of Epistemic Modal Verbs

- to be able to externalize his perception of that fact under the form of an
utterance, i.e through language and more precisely, by embedding his interpretation
of reality in epistemic modal elements.

According to Papafragou (1997: 6) from the early stages of first language
acquisition one “needs to acquire both the semantic aspects of modal meaning
(including the notions of possibility and necessity) and the pragmatic inferences
associated with modal expressions.” In other words, knowing what a modal
element means is not equivalent to knowing how to use it because modal elements
fully reveal their semantic complexities only after being used or heard in a wide
range of contexts. She also acknowledges a link between epistemic modality and
higher-order meta-representational cognitive abilities and explains the development
of epistemic interpretations mainly in that “epistemic uses of modals mark
operations on mental representations: what the speaker engages in is conscious
reflection on the content of his/her own mental states” (1997: 35). In other words,
appropriate use of epistemic modals requires the speaker to perform deductive
operations on abstract propositions (i.e. on the content of her beliefs as such) and to
arrive at a warranted conclusion.

On the semantic level, epistemic modal operators encode modal force
(necessity or possibility) and get interpreted against a conversational background
which is a function from possible worlds into sets of propositions. In the case of
epistemic modality, the conversational background is given by the speaker’s beliefs
or the available evidence. Necessity in a given world encodes truth in all
alternative possible worlds, whereas possibility encodes truth in at least one
alternative possible world (Kratzer, 1981, 1991; Sweetser, 1988, 1990).

Kratzer (1981) suggested 3 parameters for the analysis of modal verbs, the
instantiation of which demonstrates the semantic content of the modal:

- the modal force, i.e. whether the modal expresses possibility or necessity;

- the possible conversational backgrounds, against which a modal verb
acquires meaning;

- the ordering source that induces an ordering/a relation of the possible
worlds. This explains why certain worlds do not represent a viable conversational
background. For example, can expresses epistemic possibility in a limited number
of conversational backgrounds (Anything can happen.) and has a deontic modal
force in a far greater number of contexts.

Sweetser (1990:37) argues that modal verbs display a similar, motivated
polysemy, thus rejecting the view that they are ambiguous between unrelated
senses and places her discussion of modality within a more general approach to
polysemy in language that is often motivated by a metaphorical mapping from the
concrete, external world of socio-physical experience to the abstract, internal world
of reasoning and of mental processes in general.

According to this view, modals are considered to engulf and express notions,
relations, clashes and dynamics noticeable in the world around us. Thus, a possible
interpretation in their epistemic readings is that

- may: encodes the existence of a potential but absent barrier
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- must: a positive compulsion

- will: absence of a barrier which makes the scenario plausible

- can: absence of barriers is conditioned by subject’s abilities — it makes the
scenario epistemically possible

- should/ought to: absence of barriers based on speaker’s previous
knowledge of the situation — epistemically necessary

(1)  John may be in his office — uncertain — speculative — epistemically possible

(2)  John must be in his office — firm judgement based on evidence — deductive —
epistemically necessary

(3)  John’ll be in his office — judgement based on what is known about John and not
contradicted by any other evidence — reasonable conclusion — assumptive

(4)  Everyone can win — if the conditions are met, it is possible for everyone to win —
epistemically possible.

(5)  The play should/ought to start soon. It’s almost 7 o’clock. — weak necessity inferred
from knowledge of the conditions that generate the situation.

These notions are extended metaphorically into the internal, 'mental' domain
and give rise to epistemic meanings: may and must thus come to denote barriers or
forces operating in the domain of reasoning. In Sweetser's view, the semantic
competence of speakers includes the process of metaphorical projection between
the concrete and abstract domains, thereby synchronically representing motivated
polysemy. One of the arguments which are taken to support the polysemy position
is that root meanings emerge earlier in language acquisition than epistemic ones
(Sweetser, 1990: 50).

According to Bach (2008: 2) epistemic possibilities arise whenever we ask
wh-questions for instance when searching for a lost item or when trying to solve a
murder case. We also employ epistemic possibilities in contemplating a course of
action or when considering the risks involved because this is the case when you
take your umbrella since it may rain. Finally, epistemic uses are generated in
connection with knowledge claims when we are tempted to assert or conclude
something but then a counter-possibility makes us reconsider our utterance of
certainty and restrict our commitment to its truthfulness by employing an epistemic
modal.

The main semantic controversy on epistemic modals arises from their
relativity in connection to chunks of information or perspectives. According to the
relativist theory of epistemic modals a single utterance can be true relative to one
evaluator and false relative to another. The most obvious semantic constraint in
acquiring or learning modal verbs lies in the fact that modals are “systematically
polysemous items, interpretable by reference to either circumstantial, epistemic or
evidential discourse backgrounds” (Ehrich, 2004: 3). Another source of dissention
arises from the question whether epistemic uses of the modal verbs should be
treated as resulting from their morpho-syntactic behaviour or if their semantic
content should be attributed to their reflecting a developing Language Faculty.
Recent generative research points out that modals fulfill a full verb function in
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deontic readings but they behave as auxiliaries in epistemic and evidential
occurrences.

In the quest of pinning down some semantic traits of epistemic modals,
Lapaire (2006: 5) brings toghether some reasonable assumptions:

e The existence of “a set of modal verbs that can be formally defined”
(Palmer, 1986: 33). Basically there are some morpho-syntactic behaviour
criteria that apply to the members of this category which include the
modal auxiliaries may / might, can / could, must, will / would and shall /
should. All display the so called “NICE properties”: they occur with
negation, inversion, code, emphatic assertion.

e The subjectivity of modal constructions. Modality has a prominent
attitudinal feature, i.e. it involves making judgments about and expressing
personal perceptions of propositions. Moreover, modals are considered
formal markers of subjectivity: “Modality in language, especially when
marked grammatically, seems to be essentially subjective. (...) Modality in
language is (...) concerned with subjective characteristics of an utterance,
and it could be even further argued that subjectivity is an essential
criterion  for modality. Modality could be defined as the
grammaticalization of speakers’ (subjective) attitudes and opinions.”
(Palmer, 1986: 16);

¢ The types of modal judgements. “Certainty”, “possibility”, “probability”
and “necessity” have come to be considered “core concepts in modality”
(Huddleston & Pullum, 2002: 173). The so-called modal values in
traditional grammar attempt to unify the possible array of judgements one
is making when uttering a modalized statement. Modal values propose a
simplified essential semantic clue to the interpretation of a modal sentence.

For instance, in “People who are prone to anxiety and pessimism may have
drawn a short stick, genetically speaking” (International Herald Tribune), may
codes “epistemic possibility”.

“Knowledge and belief” — and more specifically “necessity, probability, or
possibility in reasoning”— are expressed by the speaker who “is committed to the
truth of the proposition.” Such open “commitment” is usually regarded as a marked
case of subjective involvement.

Most epistemic occurrences are based on the “universal” categories of modal
logic and some modal concepts that include “certainty”, “necessity”, “possibility”
and “truth” as its most prominent representatives. Sweetser’s hypothesis (1990)
proposes that some deep “semantic linkage” unifies root an epistemic meanings,
placing special emphasis on the “extension” of conceptual mechanisms from “the
sociophysical domain to the epistemic domain” (1990: 51). “Root meanings,” seem
to act as cognitive primaries analysable in terms of “socio-physical forces, barriers
and paths of different kinds.” Once entrenched, the force-dynamic logic of root
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modality naturally “extends” to the “epistemic domain” (p. 56). Such “extension”
is made possible by the fact that “the epistemic world is understood in terms of the
socio-physical world” (p. 59).

My proposal is that root-modal meanings are extended to the epistemic domain
precisely because we generally use the language of the external world to apply to the
internal world, which is metaphorically structured as parallel to that external world.
Thus we view our reasoning processes as being subject to compulsions, obligations
and other modalities, just as our real-world actions are subject to modalities of the
same sort. (...) Modal verbs do not have two separate unrelated senses, but rather
show an extension of the basic root-sense to the epistemic domain — an extension
which is strongly motivated by the surrounding linguistic system. (Sweetser, 1990:
50)

Sweetser’s proposal of a permanent interaction between “real-world actions”
and “reasoning processes” is considered a major breakthrough in the treatment of
epistemic modal semantics because not only does it solve the controversy of
whether root readings or modal readings should be considered most prominent, but
it also allows and authorizes the /inkage of epistemic modality with the sensory
modalities.

Another important template for the semantic interpretation of epistemic
modals is Langacker’s “basic epistemic model” (1991: 242-43). The model
considers the speaker to be a “conceptualizer (C)” accepting certain “situations” or
“states of affairs” as “real”. The conceptualizer’s judgment is oriented not so much
towards the “absolute truth” but rather to what he or she “knows” or “think they
know” (242). The quality and reliability of the judgement depend on the kind of
“reality” that is dealt with and the “modes of access” employed to explore that
reality. According to Langacker’s epistemic model, degrees of certainty are
interestingly translated in terms of spatial distance from known reality:

(The) modals can be described as contrasting with one another because they situate
the process at varying distances from the speaker’s position at immediate known
reality. Must, for example, places it very close to known reality — the speaker had
deduced that accepting it as real seems warranted (though he has not yet taken that
final step) - whereas may implies that only that he regards the situation as
compatible with what he knows. (Langacker 1991: 246)

Sweetser’s and Langacker’s cognitive models for the semantic interpretation
of epistemic modality have represented the starting point for a great number of
theories put forward in recent years. The basic contribution of these two proposals
is best summarised by Lapaire (2006: 9):

epistemic modal judgements are grammatically explicit cognitive events that most
clearly cast speakers in the role of cognizers [...], since the “beliefs” and
“intellectual judgements” arrived at through “observation”, “speculation” or
“reasoning” necessarily involve some form of cognitive processing on the part of the

66



Irina Janina Boncea: The Semantic Content of Epistemic Modal Verbs

speaker. Epistemic modality is proof that language truly opens a “window on
thought” (Jackendoff 1993: 184).

It is rather obvious that the way we use epistemic modality and refer to it as
a semantic category is inextricably linked to the way we cognize events and to our
conceptions of truth and knowledge. Propositions conveyed by means of epistemic
modal judgments do not represent structures of interpretation subject to dynamic
mental processing. The processing of information becomes more and more active
when the utterance does not contain a fact but rather a form of speculation,
deduction, inference or “appearance, based on the evidence of (possibly fallible)
senses” (Palmer, 1986: 51).

Apart from the cognitive model of interpreting epistemic modality as mental
processing of the information residing in the world around, there is also a visual
approach to epistemic interpretation which is based on the metaphor
UNDERSTANDING IS SEEING, originally studied by Lakoff and Johnson (1980: 48).
Thus, “Numerous aspects of construal that are quite important linguistically can
reasonably be interpreted as general conceptual analogues of phenomena well
known in visual perception.” (Langacker, 2000: 206). In the epistemic visual
model, objects of conceptions have a visibly perceivable outline or shape, and
cognizers are viewers. The visual analogs of certainty would thus be clarity and
sharpness as opposed to uncertainty represented as a blur:

The parameter of clarity is a gradient at the high end of which an entity is
experienced as being clear, distinct, and definite. At the low end, an entity is
experienced as being vague, indistinct, indefinite, or murky. (Talmy: 2000: 141)

Therefore, possessing certain knowledge of a situation is synonymous to
getting a clear or sharp picture of the scene. The sense of clarity and specificity is
enhanced if the picture is “fine-grained” or has a “high definition.” Conversely, a
lower degree of epistemic certainty has a “blurring effect” preventing sharp
intellectual vision. Epistemic modals seem to produce different viewing
arrangements or they encode different visual experiences. The sharpness of will
and must can thus be contrasted with the “haziness”, “fogginess” or “blurredness”
of may or might:

(1)  The weather will / may improve over the next few days

(2)  You are / may be wrong; she is / may be a very good actress.

(3)  That must/ will / may be John’s sister waiting in front of the cinema.
(4)  She’ll love it / may not like it.

According to the epistemic viewing model, the “epistemic certainty gradient”
(Givon, 2001: 314) has the following visual analogues:

¢ Subjective Certainty As Sharp Mental Image
o Absolute Certainty As Clarity and / or Transparency
e Low Certainty As Poor Visibility / Fuzzy Picture
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¢ High Certainty As Clear View / Sharp Picture

Thus, the visual format proposed for epistemic modal semantics is clear
proof of the existence of a true phenomenology of modality.

Lyons (1977: 799) further refines the semantics of epistemic modals
differentiating objective from subjective epistemic modality in the sense that
objective epistemic utterances have an unqualified categorical “I-say-so”/ ‘it-is-so’
component that makes the utterance prone to be contradicted (as being false,
contrary to reality) but which lacks in the case of subjective epistemic utterances in
which the speaker clearly states personal opinion or hearsay without claiming it to
be necessarily true. Thus, in objective epistemic modality the speaker is performing
an act of telling, which can be denied or questioned. With Subjective epistemic
modality, the speaker has reservations about assigning the “I-say-so” to the
factuality of the utterance but instead makes statements of opinion, inference,
hearsay rather than statements of fact. The clearest evidence is in the way they are
reported.

a) It may be raining in London.

This statement is construed as objective when uttered by a meteorologist and
is reported as b)He said it might be raining in London and is construed as
subjective epistemic if reported as c¢)He said he thought it might be raining in
London. The opinion marker is absent in the b) reporting, making one believe that
the person uttering a) is an authority in the field, which s not the case in c).

Objective epistemic modality is quantifiable on a scale operating within the
necessity and impossibility extremes. Lyons notices that these two notions are
definable one in terms of the other with the help of external negation and
demonstrates the affinity epistemic utterances of the English language toward
possibility-based interpretations:

It may be raining. — It is possible that it is raining

It may not be raining. — It is possible that it is not raining

It can’t be raining. — It is not possible that it is raining = It mustn’t be raining.

It can’t not be raining. — It is not possible that it is not raining = It must be raining.

Lyons (1977:802) observes that, in English, the notion of epistemic
possibility is more often invoked than that of epistemic necessity when assigning
modal meanings to utterances containing a modal verb and postulates that
“possibility, rather than necessity, should be taken as primitive in the analysis of
epistemic modality”. Also, deriving from this salient preference, subjective
epistemic modality appears to be more basic than objective epistemic modality
since epistemic modality conveys nothing more that the speaker’s attitude
towards the proposition contained in the utterance, which can only be subjective
and reserved as any personal opinion.
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Also of great importance is the distinction between modally harmonic and
non-harmonic combinations between a modal verb and a modal adverb. Harmonic
combinations refer to combining two such elements that express a similar
epistemic function or “degree of modality” (Lyons: 807), i.e. they operate on the
same frequency of modality enhancing one another in their epistemic function. For
example possibly and may compliment one another in reinforcing the idea of
epistemic possibility: He may possibly have forgotten.

By contrast, non-harmonic combinations like certainly and may, express two
distinct epistemic meanings creating confusion and incompatibility.

*He may certainly have forgotten.

The modal verb and the modal adverb work one against the other and only
become operative when used separately:

He may have forgotten/He certainly has forgotten.

In English, however, modalized utterances raise serious semantic questions
since there is no unified semantic account of modal meanings and sometimes
semantic complexities may elude even the most experienced language theorists.
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RESUME: Culture et civilisation — une dichotomie historique : « les trois
couronnes » du « trecento » littéraire dans la musique et dans les arts

figuratifs

La premiere partie de notre ouvrage veut établir le rapport de la dichotomie
existante entre les notions de culture et de civilisation, grace a leur caractére
complémentaire, mais notamment au fait qu’elles appartiennent I'une (la
culture) a I’autre et ’on y mentionne les contextes ou elles sont employées
comme synonymes.

La deuxiéme partie constitue un plaidoyer en faveur du facteur cultural et
civilisateur de quelques ceuvres immortelles, comme celles des poétes du
« trecento » : Dante, Pétrarque, Boccace, sources d’inspiration pour beaucoup
de musiciens, peintres et sculpteurs.

MOTS-CLEFS : civilisation, culture, dichotomie historique, progres,
interférences artistiques

I. Cultura e civilta — una dicotomia storica

La parola “civilta” viene molte volte percepita come sinonimo di “cultura”. In
realta quest’ultima fa parte dalla civilta e il fatto che le due nozioni costituiscono la
base dello scibile e del progresso dell’'umanita, potrebbe far credere che si tratti di
forme espressive diverse per lo stesso contenuto e non di una dicotomia.

Definita come “complesso delle strutture e degli sviluppi sociali, politici,
economici, culturali che caratterizzano la societa umana” ', la “Civilt” (oppure
“la civilita, civilitade, civilitate) ¢ una parola dotta, nata dal lat. “civilitate(m)”,
che deriva dal “civis” — civile). Riferitasi alla “cultura” essa comprende “le sue
strutture che caratterizzano una data societa o un dato periodo nella storia della
societa: antica, medievale, moderna, contemporanea, atomica, egiziana, assira,
romana, rinascimentale”?, rinviando anche all’idea di “progresso”, in un contesto
in cui: “il mondo moderno ha raggiunto un elevato grado di civilta”. Se il suo
antonimo “barbarie” indica “la condizione sociale e culturale non progredita di un
popolo, di un individuo, “essere civile” significa “una persona gentile, con una
buon’educazione”; da qui il richiamo alla cittadinanza, quando si tratta delle aree
urbane in cui si ¢ sviluppata la civilta.
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La forma verbale “civilizzare” (dal fr. “civiliser”, formatosi dall’aggettivo
“civile”) ha come sinonimo il verbo “incivilire”, che significa “l’azione
individuale o comune mirante a trasformare una persona rozza o un popolo
primitivo, in persona o popolo civile”, educata cio¢ nello spirito di rispettare le
regole morali, sociali, educazioni, vale a dire di tutte le strutture di una societa
evoluta.

Nell’ambito della civilizzazione si creano ed evolvono certi costumi sui
quali viene statutariamente fondata la vita sociale, governata e controllata sin
dall’antichita dalle leggi contenute nei codici giuridici che proprio per questo sono
chiamati “civili”. La storia dell’'umanita diventa in questo contesto la registrazione
degli avvenimenti che hanno portato al progresso delle nazioni.

La Cultura (o raramente, “coltura”) ¢ un vocabolo dotto nato dal lat.
“cultura(m)”, forma sviluppata da “cultus” (culto), definito come “complesso di
cognizioni, tradizioni, procedimenti tecnici, tipi di comportamento e simili,
trasmessi e sistematicamente usati, caratteristico di un dato gruppo sociale, di un
popolo, o di un gruppo di popoli, od addirittura dell’intera umanita”. Una
definizione piu appropriata rivela anche “il complesso delle tradizioni scientifiche,
storiche, filosofiche, artistiche, letterari, ed altre ..” di un’entita etnica’, individuato
come cultura orientale, europea, francese, italiana, ecc.

I dizionari francesi fanno riferimento alle funzioni cognitive dei soggetti che
la produssero spiegandola per: “développement de certaines facultés de [’esprit par
des exercices intellectuels appropriés ™, “ensemble des connaissances acquises” o
meglio, “ensemble des aspects intellectuels d’une civilisation”.

Caratterizzata come “filosofica, scientifica; occidentale, orientale, antica,
rinascimentale, essa appartiene, come la civilta, dalla quale ne fa parte, sia ad una
determinata nazione, ad un determinato momento storico umano, sia a tutta
I’umanita da sempre. Se la “cultura generale” costituisce la base delle conoscenze
spirituali acquisite dall’individuo durante la sua esistenza nell’ambito sociale e
civile, perché (sempre come definito dal Petit Robert), essa rappresenta ‘“Jes
connaissances fournies par les domaines considérés comme nécessaires a tous (en
dehors des spécialités, des métiers)”, le nozioni di “educazione”, “formazione”
diventano sinonimi della parola “cultura”.

Prendendo in considerazione alcuni dei primi gran passi con i quali 1’uomo
ha tracciato la sua storia scoprendo i segreti della natura e riuscendo in questo
modo a sottomettersela, una possibile distinzione tra i due elementi dicotomici
(cultura e civilta) potrebbe essere questa:

Civilta: I’apparizione sulla terra delle prime tracce dell’essere biologico
superiore (intorno all’anno 6.000.000 a.C.), dei primi arnesi dell’Homo habilis (nel
2.500.000 a.C.), e la scoperta del fuoco (nel 600.000 a.C.). La prima dimora umana
¢ stata una capanna costruita intorno all’anno 130.000 a.C. e le prime sepolture
fatte dall’Homo sapiens (o I’'uomo di Neandertal) datano dall’80.000 a.C.>

Cultura: Con i primi utensili — armi da caccia in ossi e avorio degli animali
— si ebbe, intorno all’anno 30.000 a.C., la “nascita dell’arte”; le prime sculture di
Venere del 25.000 a.C. furono seguite dalle pitture di Lascaux.
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Civilta: I piu importanti avvenimenti del Neolitico (tra gli anni 11.000 -
3.000 a.C.) sono: i primi insediamenti umani in forma di villaggi e la coltivazione
dei primi cereali in Syria-Palestina; 1’invenzione della ceramica in Giappone;
I’inizio della metallurgia in Anatolia; I’invenzione della ruota in Mesopotamia
(4.000) e del mestiere del vasaio in diverse aree dell’Asia; la coltura del riso in
Cina ¢ la lavorazione del rame in Grecia; I’addomesticamento del cavallo, seguito
dopo parecchi secoli da quello del montone e della capra.

Cultura: con la nascita della prima scrittura sumerica intorno all’anno 3.000
a.C., si considera 1’inizio della storia umana; ¢ lo stesso periodo in cui Europa ed
Asia passano, progressivamente, verso 1’eta di bronzo.

Civilta: la scoperta del ferro in Anatolia nel 3.000 a.C. segna anche la fine
della preistoria e 1’inizio dell’antichita.

Cultura: il politeismo e I’animismo sumerico, aprono insieme al culto
dedicato in Egitto al primo faraone, visto come figlio del Sole, alle prime
manifestazioni religiose, dunque segno di cultura e anche di civilta. I primi testi
religiosi conosciuti sono sempre quelli sumerici, del 2.600 a.C;

Civilta: [D’insediamento degli ittiti (controverso popolo indoeuropeo
stabilitosi nell’ Asia minore), insieme ad altri popoli indoeuropei; la costruzione del
primo canale del Nilo scavato per arrivare al Mar Rosso (I’anno 2.065 a.C.)

Cultura: si scrivono i poemi delle grandi letterature antiche indiana (le
Vede del 2.000-1.000 a.C.), e messopotamica (la storia di Ghilgames del 1.700
a.C.); si costruiscono e si affrescano le piramidi egiziane (Khéops, Képhren e
Mykérinos di Gaza) s’innalza la famosa Sfinge, tutta quest’epoca essendo ritenuta
fertile anche per I’arte cretese e micenea.

Civilta: il dominio della marina cretese sul Mediterraneo nel 1750 a.C.
(conformemente alla leggenda di Minos e ai successivi documenti). Nel 1100 a.C.
in Grecia si lavorano la prima ceramica e i primi oggetti di ferro.

Cultura: nella stessa epoca in Siria comincia ad usarsi la scrittura alfabetica
(che verra poi diffusa dai fenici a tutti i popoli. Appaiono il “Poema della
creazione” (prima lirica religiosa babilonese) e 1 salmi di Davide (I’anno 1000 a.C.)

Civilta: le costruzioni civili degli etruschi, la fondazione della Cartagine, la
fondazione di Roma nel 753 a.C. dai due fratelli Romolo e Remo.

Cultura: tra 700-600 a.C., Omero scrive I’Iliade e 1’Odissea, € Alceo e
Saffo compongono le loro liriche giambiche; Tales di Milet fa le prime
dimostrazioni d’astronomia, separandola, in base alla geometria, dall’astrologia. Il
primo libro della legge viene scritto nella Gerusalemme in un periodo (600 a.C.)
quando in Persia nasceva il culto religioso dualistico di Zoroastro (o Zarathoustra).
L’insegnamento di Pitagora, e la predicazione di Buddha in India e la filosofia
cinese (Lao Tseu e Confucius) (intorno a 500 a.C.)

Civilta e Cultura: nell’architettura, i giardini sospesi della Semiramide,
diventano una delle sette meraviglie del mondo, significando per 1’architettura, una
conquista della cultura e della civilta. Un altro elemento culturale e civile lo
rappresenta |’apparizione dal 500 a.C. agli ordini dorico e corinzio in Grecia; lo
ionico esisteva gia e I’ultimo verra prelevato dai romani. ®
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Conservando fino ad un determinato punto aspetti comuni da punto di vista
contenutistico, la cultura e la civilta assumono aspetti specifici, come elementi di
una dicotomia’ (o divaricazione) dello stesso concetto iniziale, che sarebbe il
progresso catalizzatore.

Incentrate sulla rappresentazione in diverse forme scientifiche, filosofiche (la
filosofia essendo considerata “la madre delle scienze™), religiose, artistiche (di
letteratura, musica, ballo, pittura, scultura, architettura, teatro, cinema), le attivita
culturali saranno svolte per creare opere a funzionalitd essenzialmente etica ed
estetica.

I1. Dante, Petrarca e Boccaccio nella musica e nelle arti figurative

“Complesse sono le componenti del processo di una civilta e quindi
temeraria [intenzione di trattare un simile argomento” — accennava
nell’Introduzione di suo libro il professor George Lazarescu.® “La civilta italiana,
specialmente, abbraccia epoche le quali potrebbero costituire — ciascuna in parte
— una civilta compiuta: dell’Antichita, del medioevo, del Rinascimento, Barocco,
Risorgimento e del periodo attuale.”’

In ogni epoca la cultura si esprime in modo differente, nel complesso socio-
politico ed economico dell’ambiente in cui nasce e riflette il pensiero e la
sensibilita sia dell’artista o dello scienziato che ha creato una certa opera, sia del
pubblico al quale questa ¢ stata destinata.

L’Italia ¢ forse il primo paese del mondo in cui il pensiero filosofico e
scientifico abbia trovato, accanto alla letteratura ed alle belle arti, lo spazio storico
e geografico ideale per manifestarsi compitamente. Le arti plastiche —
I’architettura, la scultura e la pittura — modellarono forme d’espressione
diversissime, “dall’aspetto il pin serafico, fino al piu realista, dal piu conforme
alla realta quotidiana, fino a quell astratto e difficilmente comprensibile.” "

Nessuna di queste manifestazioni culturali e artistiche — comprese la musica,
il ballo, il teatro e negli ultimi secoli, il cinema — non fu straniera all’Italia, lungo i
secoli, dall’antichita ai nostri giorni. Il loro ruolo civilizzatore ha avuto echi nel
vecchio continente e in tutto il mondo. “Si é giustamente affermato che il numero
di geni, innovatori, eroi, é stato in questo paese, in ogni tempo, notoriamente
superiore alle necessita nazionali.” "' Non ¢& possibile scrivere una storia delle idee,
delle arti figurative, delle lettere, di quasi tutte le scienze, delle tecniche e di molte
altre discipline (basta pensare solo alla prolissitda del pensiero di Leonardo da
Vinci), senza nominare un gran numero d’italiani. E il diffondersi delle loro
scoperte, nel campo delle lettere, come in quello delle aperture verso nuovi spazi
geografici ha rappresentato uno dei piu forti esempi di benefica fusione tra gli
elementi di questa cultura e civilta italiana e quelle delle altre nazioni.

Uno di questi ¢ da rintracciare tra le opere artistiche prodotte da artisti di
varie scuole e correnti nelle arti figurative e nella musica ispirate alle vite ed alle
opere dei tre sommi poeti italiani del Trecento: Dante Alighieri, Francesco Petrarca
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e Giovanni Boccaccio, chiamati comunemente “le Tre Corone della letteratura
italiana”.

Essi godettero la piu autentica interpretazione delle loro opere nella musica e
nelle arti figurative, in una grandiosa confluenza di linguaggi artistici, in chiave
classica, ma anche romantica o moderna. Il viaggio straordinario compiuto da
Dante, guidato da Virgilio, Beatrice e San Bernardo, nel mondo dell’aldila, ¢ stato
raffigurato da moltissimi pittori dal Quattrocento. Il primo a dipingere le storie
della Divina Commedia fu Sandro Botticelli, che per iniziativa di Cosimo
de’Medici ha disegnato quasi tutti i canti del poema.

Nel sec. XVII, Heinrich Fiissli (1755-1829) ha descritto in immagini vive le
scene dei Canti XXIV-XXV, dove il poeta fiorentino si trovava “tra i ladri”. Nel sec.
XIX, William Blake (1757-1827) ha immortalato il momento in cui Dante arrivava
nella bolgia “dei falsari” (Canto XXX).

Lo stesso argomento fu trattato da Gustave Doré (1832-1883), che colloco
Dante “tra i giganti” (Canto XXXI), mentre Eugéne Delacroix (1798-1863) trovo
immagini commuoventi per “le anime parve” che il poeta fiorentino ci faceva
vedere mentre passavano 1’Acheronte (motivo del Canto II).'* Tutti i passi
dell’Inferno sono stati presentati su tele celebri; Dante appare, assecondato dalla
sua guida, che ¢ il simbolo della ragione, tra “i suicidi” (Canto XIII), tra “i
traditori” (Canto XXXII), tra “i consiglieri fraudolenti” (Canto XXVI), tra “i
simoniaci” (Canto XIX), tra “i violenti” (Canto XIV), o tra “i golosi” (Canto VI).
Nel sec. XX, Salvador Dali (1904-1989) presentd in una maniera moderna
I’incontro del poeta con “gli eretici” (Canto X)."

Dalle tantissime edizioni della Divina Commedia, quella stampata a Venezia
da Pietro da Fino nel 1568 sembra essere la piu espressiva, rendendo con le
incisioni dei tre regni, I’architettura perfetta del mondo costruito dal poeta. Dante ¢
dipinto con il suo poema in mano, in un affresco di Domenico di Michelino (1417-
1491), nel Duomo di Firenze, poi in una miniatura quattrocentesca nella Biblioteca
Riccardiana e in un’altra, sempre del sec. XV, nella Libreria Laurenziana. Sempre
a Firenze, nel Convento di Sant’Apolonia si trova un suo ritratto, opera di Andrea
del Castagno (1423-1457). Molti altri si trovano in diversi palazzi e chiese d’Italia,
come nella Cappella della Madonna di San Brizio (del Duomo d’Orvieto), dove le
pitture incompiute di Beato Angelico (1400-1455) furono continuate da Lucca
Signorelli (1445-1523), o nelle Stanze del Vaticano, dove in quella dedicata al
Trionfo della Poesia, Dante fu dipinto da Raffaello Sanzio (1483-1520), insieme ai
grandi poeti nati prima e dopo di lui — Omero e Petrarca — ed alle “pudiche e
incantevoli muse..”"*

Nel Convento di Sant’Apolonia si trovano poi i ritratti delle altre “due
corone”, dipinte da Andrea del Castagno: Petrarca e Boccaccio. Il primo fu dipinto
dall’artista pure al Palazzo Uffizi. Molte immagini presentano in colori momenti e
stati d’animo descritti poeticamente dall’autore del Canzoniere. In un codice del
sec. XV, per I’esordio della canzone Voi ch’ascoltate in rime sparse il suono,
Laura appare offrendo la corona della gloria al poeta che le aveva dedicato i suoi
versi, mentre viene trafitto da una freccia d’Amore. In una litografia nell’edizione
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del Canzoniere del 1942, Carlo Carra espresse con tre protagonisti (I’'uomo, il
santo e la Madonna al bambino) il disio interiore del poeta.

Anche [ Trionfi del poeta godettero un’ampia trattazione nell’arte del
disegno, come in un codice miniato del sec. XV, dove la pagina iniziale presenta
un corteo reale, che fa pensare all’affresco simile di Benozzo Gozzoli. Il famoso
pittore trecentesco immortalo il poeta in un affresco della Chiesa di San Francesco,
a Montefalco, con la corona d’alloro.

La stessa fortuna godette anche Boccaccio, al cui capolavoro s’ispirarono gli
autori di tantissime edizioni “illustrate”. Le piu antiche sono quelle su un
manoscritto italiano del sec. X1V, riferite alle piu conosciute novelle; poi, su uno
flammingo del sec. XV, nell’edizione popolare francese di Lione, sec. XV,
nell’edizione d’Etienne Roffet, uscita nel 1545 a Parigi. Le piu recenti, dopo di
quella di Londra (in realta stampata da Perault, a Parigi, nel 1757-61) sono le
edizioni Verve, Parigi, 1950, illustrate da Marc Chagall (1887-1985), le Editions
Michéle Brutta e Pamela Verlag, uscite a Parigi nel 1972-73, con disegni di Dali e,
infine, quella di Teodorani Editore, Milano, 1975, illustrata da Minguzzi.

A Vienna, nella Biblioteca Nazionale, si trova un codice francese del sec.
X1V del Decameron, con le illustrazioni miniate della novella “Chichibio e le gru”.

In gran parte con allusioni alla Bibbia, la tematica del capolavoro dantesco ¢
stata trattata anche da autori di opere scultoree; basta pensare alla Porta
dell’Inferno di Auguste Rodin (1840-1917), lavorata in bronzo tra il 1880 e il 1917,
come una vera “cavalcata del sangue, un’enorme baccanale, ... esplosione di
suprema e dolente volutta”", o alle commuoventi statue: il Conte Ugolino e i suoi
figli (bronzo, 1882) e Paolo e Francesca, simbolo — accanto a Romeo e Giulietta —
dell’amore sopravvissuto dopo la morte.

Da tutte le storie dantesche, quella dell’amore infelice di Francesca da
Rimini e Paolo Malatesta (protagonisti del Canfo V dell’Inferno) trovo le piu
frequenti trattazioni nel linguaggio musicale e specialmente in quello dell’opera, la
prova la conservazione dello stesso titolo:

Francesca da Rimini — di Pietro Generali, compositore italiano (1773-1832)
—un’“Opera seria”, con libretto di Paolo Pola, e con la prima a Venezia, al Teatro
La Fenice, i1 26.X11.1828;

Francesca da Rimini — di Serghei Vasilievici Rachmaninof, compositore
russo (1873-1943) — con Prologo, due atti ed Epilogo, il libretto di Modest Ilyici
Ceaikovski; la prima fu a Mosca, Bolchoi Teatro, il 24.1.1906;

Francesca da Rimini — di Riccardo Zandonai, compositore italiano (1883-
1944) —, in quattro atti, libretto di Tito Ricordi, tratto dalla tragedia omonima di
Gabriele D’ Annunzio e dalla Divina Commedia di Dante Alighieri; ebbe la prima a
Torino, Teatro Regio, il 19.11.1914;

Francesca da Rimini — di Franco Leoni, compositore italiano (1864-1959) —
con il libretto scritto da M. Crawford, venne messa in scena per la prima volta a
Parigi, all’Opéra Comique, nel 1914;

Francoise de Rimini (Francesca da Rimini) — d’Ambroise Thomas,
compositore francese (1811-1896) — con Prologo, quattro atti ed Epilogo, il libretto
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di Jules Barbier ¢ Michel Carré — ebbe la prima sempre a Parigi, all’Opéra, il
14.1V.1882;

In Gianni Schicchi, Giacomo Puccini (1870 — 1909) musico nella terza parte
del Trittico (un atto, libretto di Gioacchino Forzano), la storia L ’Anonyme florentin
(“L’anonimo fiorentino”) di Guido Cavalcanti, basata su un episodio reale
accennato dal Dante Alighieri nell’Inferno; la prima avvenne a New York, alla
Metropolitan Opera, il 14.XI1.1918.

Laborintus Il di Luciano Berio — compositore italiano (1925-2003) — fu
presentato al “Teatro musicale”; il libretto fu tratto da T.S. Eliot, dalla Divina
Commedia di Dante e dalla Bibbia; venne presentato nel 1968 al Festival di
Spoleto.

Paolo e Francesca di Luigi Mancinelli — compositore italiano (1848-1921) —
¢ un “dramma lirico” di un atto, con libretto d’Arturo Collutti; la prima fu a
Bologna, al Teatro Comunale, il 11.X1.1907.

Alla vita ed alla creazione dantesca sono state dedicate le opere:

Pia de’Tolomei di Gaetano Donizetti — compositore italiano (1797-1848) —
una “tragedia lirica”, in due atti, con il libretto scritto da Salvatore Cammarano; fu
rappresentata per la prima volta a Venezia, nel 1837.

La Storia d’Ugolino, di Karl Ditters von Dittersdorf — compositore austriaco
(1739-1799) — fu composta sotto 1’influsso del Canto XXXIII..

La tragedia del beso di Conrado del Campo (y Zabaleta) — compositore
spagnolo (1879-1953), ha un solo atto, op. 22, con il libretto scritto da Carlos
Fernandez Shaw; parla della vita di Dante; godette un gran successo a Madrid, al
Teatro Real, nel 1911 (1915?).

Dante e Beatrice di Pavlos Carter — compositore greco (1829-1896) — con il
libretto scritto da S. Torelli, ebbe la prima a Milano, al Teatro Carcano, il
24.VIIL.1852."°

Il destino d’esule e il viaggio immaginario di Dante impressiond anche
compositori di musica da camera:

Franz Liszt, il famoso compositore ungherese (1920-1869), compose per il
pianoforte Gli anni di pellegrinaggio (quaderno II) — Apres la lecture de Dante;
Fantasia quasi una Sonata (ispirata all’Inferno), nel 1858 e la Sinfonia Dante
(evocando 1’Inferno ed il Purgatorio), nel 1856.

Pyotr Ilyich Ceaikovski (1840-1893) dedico a Francesca da Rimini una
“fantasia sinfonica”."’

Legando la fama alla vita dell’autore, i compositori dedicarono molto spazio
all’amore del poeta fiorentino per la sua donna angelicata: Carer: Dante e Beatrice
del 1852; Philpot, Dante and Beatrice del 1889, Benjamin Louis Paul Godard
(1849-1895), Dante, dramma lirico del 1890, Stanislao Gastaldon, un compositore
italiano (1861-1939) con 1l Sonetto di Dante, (“Tanto gentile e tanto onesta pare”
del 1909) ed altri.

A differenza dell’opera dantesca, i versi di Francesco Petrarca hanno trovato
meno spazio nell’opera lirica; una di queste essendo la “pastorale eroica” in tre atti,
Laure et Petrarque (Laura e Petrarca) di Pierre Jospeh Candeille — compositore
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francese (1744-1827), con un libretto di Moline; la prima ebbe luogo a Marly, al
Théatre Royal, nel 1778.

Gia dai periodi umanistico e rinascimentale molti compositori, autori di
mottetti e madrigali, musicarono le poesie del Petrarca; tra questi, il belga
Guillaume Duffay (1397-1474), il fiammingo Adrian Willaert (1490-1562), il
franco-fiamingo Orlando di Lassus (1530-1594), I’italiano Giulio Caccini (1551-
1618), T’italiano Luca Marenzio (1553-1299) ed il famosissimo Claudio
Monteverdi (1567-1643), ed altri, trasmettendo questa tradizione fino al sec.
XVIL. "

In Années de pelerinage (Anni di pellegrinaggio) — Quaderno II, Franz Liszt
compose la musica di pianoforte per Tre sonetti (47, 104 e 123), mentre il celebre
compositore austriaco Franz Schubert (1797-1828) musico nel 1818 altri Tre
sonetti (1, 2, 3), tradotti in tedesco; con Iz Petrarki di Alexander Glazunov (1865-
1936) si ebbe una versione russa dell’opera. Anche Hans Pfizner (1869-1949)
compose la musica per 92 Sonetti di Petrarca), ¢ Arnold Schoenberg, compositore
austriaco (1874-1951), musico i Sonetti 217, 116, 256, 82, impressionati dalla
meravigliosa lirica del Canzoniere."

L’opera e la personalita di Giovanni Boccaccio — destd ugualmente un
grande interesse da parte dei musicisti. Cosi vennero tratte dal suo Decameron:

Fiery tales (Racconti appassionati) di Larry Sitski — compositore australiano
d’origine russa), di 1 atto, e con il libretto scritto da H. Harwood, ispirati alla prosa
di Chaucer e di Boccaccio; la prima ebbe luogo ad Adelaide, il 23.111.1976;

Ginevra (Genoveva) del compositore francese Marcel Delannoy, (1898-
1961), un’opera comica in tre atti, su libretto di Julien Luchaine; la prima fu a
Parigi, all’Opéra Comique, il 25.VII1.1942;

Panfilo and Lauretta (“The tuscan players”) (Pamfilo e Lauretta) di Carlos
Chavez (compositore messicano vissuto tra 1899-1978), a tre atti, su libretto di
Chester Kalmann, fu presentata per la prima volta in lingua inglese a New York, il
9.V.1957; I’opera ¢ conosciuta anche sotto i titoli Love propitiated/El amor
propiciado, Los visitantes/The visitors.*’

La virtu al cimento del compositore italiano Ferdinando Paér (1771-1839),
in due atti, con il libretto scritto da Angelo Anelli, ebbe la prima a Parma, nel 1798.
A queste si deve aggiungere un’operetta di Franz von Suppé (1819-1895) ispirata
ad alcuni aneddoti dalla raccolta boccaccesca.

L’attuale musica d’opera si ¢ arricchita ultimamente con una felice
esperienza componistica: ,,La Divina Commedia dopo Dante”, un’opera in tre atti
di Silvia Macovei, una compositrice romena, che ¢ riuscita a musicare in 640
pagine (scritte tra il 1997 e il 2000), la storia del viaggio del poeta nel mondo
dell’aldila, usando tecniche e procedimenti artistici molto moderni (polifonia,
balletto, pantomima, ecc.). L’opera che la compositrice regald in copia alla
Biblioteca Apostolica Vaticana — ¢ stata dedicata al gran Giubileo dell’anno 2000 e
al passare nel terzo millennio.”’ L’adattamento musicale dei 14.215 versi del
poema ha fatto possibile 1’apparizione del piu lungo testo operistico del mondo e
con il piu gran numero di canti gregoriani citati (104), come venne accennato
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all’Unione dei Critici e dei Musicologi di Romania, M. Jora.* In questo modo, la
nazione romena si pud vantare di avere non solo pregiatissime traduzioni dei
capolavori della letteratura italiana, ma anche 1’unica opera in musica tratta dalla
Divina Commedia.

L’Inferno, tradotto in romeno da Gorge Cosbuc e tutta la Divina Commedia,
tradotta prima da Alexandru Marcu (in prosa) e poi da Eta Boeriu (in versi), o il
Decameron — la cui versione romena si deve sempre ad Eta Boeriu — dimostrano,
insieme con altre produzioni letterarie, tra le quali le Epistole di Petrarca, tradotte
da George Lazarescu, come i romeni hanno saputo riconoscere i gran valori della
cultura e civilta italiana.

Le interferenze estetiche tra opere di vario genere, appartenenti a piu epoche,
scuole e stili, usando mezzi espressivi di una varieta a volte sorprendente, dal
sonetto e madrigale, all’opera e al poema sinfonico, dalla novella scritta, alla statua
o all’affresco di uno scrittore o di un suo personaggio, spiegano il fenomeno
dell’accomunamento delle arti che ha sempre sfidato le temporali frontiere spazio-
temporali, la moda e certi gusti. Perché da quasi duemila anni in modo diretto o
mediato non si fa altro che imitare la natura circondate, alla quale apparteniamo noi
tutti.

NOTE

"'Nocola Zingarelli, Vocabolario della lingua italiana — decima edizione, rielaborata a cura di 109
specialisti diretti e coordinati da Miro Dogliotti, Luigi Rosiello, Paolo Valesio, Zanichelli,
Bologna — Milano, 1974.

2 Idem 1.

3 Idem 1.

* Le Micro Robert — langue frangaise Plus — noms propres — chronologie — cartes, rédaction dirigée
par Alain Rey, Paris, 1988.

> Idem 4.

® Jdem 4.

7 “suddivisione di un concetto in due sole parti generalmente contrapposte, che ne esauriscono
I’estensione”, dal gr. dicotomia (dichoe e —tomia), cfr. Il Grande Dizionario Garzanti della
lingua italiana, Italia, 1981.

8 Jtalia — Cultura e civilta, Editura Pro Universitaria, Bucarest 2007, p- 5.

® Idem 8.

1% Idem 8.

" Idem 8.

12 Enciclopedia della letteratura Garzanti, Italia, 1997.

" Idem 12.

' George Lizirescu, op. cit., p. 140.

'3 George Popa, Rodin, Bucuresti: Editura Meridiane, 1977, p. 7.

' Enciclopedia dello spettacolo fondata da Silvio d’ Amico, UNEDI — Unione editoriale, Roma, 1975.

'7 Mihai Cosma, Catalog de opere, Bucuresti: Editura Muzicala, 2006.

18 Grigore Constantinescu, Madrigal sau magia sunetelor, Bucuresti: Editura didactica, 1995.

1 Mihai Cosma, op. cit.

>0 Idem 20.

2 Grigore Constantinescu, Splendorile operei, Bucuresti: Editura Noul Orfeu, 2005.

Idem 21.
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ABSTRACT: Genus irritabile vatum (The Irritable Race of Poets)

In 1881 Eminescu’s fame surpassed the literary society he was a part of. He
became well known all over the country and Convorbiri literare proudly
published his poems.

Maiorescu placed Eminescu in second position following Alecsandri, in the
classification of the most important poets. Yet, in 1883, following an
imprudence we can hardly understand, Macedonski published in ‘Literatorul’
an epigram which would seal his literary fate for over half a century. This
epigram was aimed at Eminescu’s mental and physical condition.

Later on, because of the public campaigns, he would deny that the victim of
the epigram had been Eminescu.

KEYWORDS: epigrama mizerabila, panica spirituala, portret aluziv, genus
irritabile vatum, orgoliu

Incd din 1881, Eminescu nu mai era un poet pretuit doar de cercul literar din care
facea parte. Numele lui ajunsese cunoscut in tara si reviste din toate provinciile
romanesti 1i reproduceau din poeziile aparute in Convorbiri literare. Un ziarist din
alta grupare decat cea conservatoare, Grigore Ventura, a publicat in
L’indépendance roumaine din 1/13 februarie 1881 articolul Question du jour,
repede reprodus 1n traducere si de Literatorul, in care se recunoaste cd Eminescu
era ,,aproape celebru”. Inainte incd de imbolnavirea tragica din 1883, poetul a fost
continuu pe primul plan pentru cei initiati In ceea ce Insemna adevirata si inalta
arta.

Atitudinea in special a lui Maiorescu, care-l mentioneaza elogios, imediat
dupa Alecsandri, in 1872, si-i pune 1n evidenta sumar trasaturile ca poet in prefata
la Poezii din decembrie 1883, a fost hotaratoare in fixarea locului lui Eminescu in
dezvoltarea literaturii noastre.

Imbolnavirea poetului a fost prilejul iesirii la ivealdi a ceea ce
intelectualitatea noastra credea in adancul ei, dar nu simtise inca trebuinta s-o arate
ca manifestare mai largd si mai cu ecou. Citeva penibile versuri cu facut sa se
dezlantuie stihiile.

Macedonski, cu o imprudenta pe care cei de azi n-o intelegem, a publicat in
Literatorul din 7 iunie 1883 epigrama care i-a pecetluit soarta literara mai bine de
jumatate de secol.
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In anul 1883, acela care urmeazi iesirilor impotriva lui Alecsandri,
culmineaza lupta care se desfasura de o bucatd de vreme intre Macedonski, pe o
parte, si Convorbirile literare si Eminescu, de alta. Solutia acestei crize este una
din cele mai neasteptate reactii ale opiniei publice, dezlantuite Impotriva lui
Macedonski cu o rard vehementa si un zdrobitor efect. lata aceastd epigrama:

Un X... pretins poet acum

S-a dus pe cel mai jalnic drum...
L-ag plange daca-n balamuc
Destinul sau n-ar fi mai bun,
Céci pana ieri a fost nduc

Si nu e azi decat nebun.

Macedonski nu-si dadea seama ce insemna atunci Eminescu pentru noi.
Intelectualitatea tarii se simtise atinsd in cel mai de valoare creator literar al ei. in
acele momente de adevirata panica spirituald, un poet a compus acel mediocru joc
de cuvinte, o epigrama mizerabila, si a putut, pe drept cuvant, sd fie socotit ca
insultator al durerii unui neam.

In L indépendance roumaine, Grigore Ventura, in nota O infamie, a aratat ca
epigrama 1l viza pe Eminescu. Timpul a reprodus de indatd nota in numarul din 5
august 1883. Macedonski a luat lucrurile in usor si a recurs la bravada. In
septembrie 1883, publica in Literatorul poezia Epoca, in care primele versuri erau
0 provocare:

Unui om 1n toata firea e moral sa-i zici smintit,
Da’ nebunului pe nume dacé-i zici — e necinstit.

Alte epigrame ale lui Macedonski vizeaza pe Grigore Ventura.

Si felul de disculpare al lui Macedonski a fost imprudent. A scris Romdnului
ca afirmatia lui Ventura era calomnioasa, dar adauga totodata: ,,Nu sunt tinut sa
dau seama nimanui cui adresez epigrame, atunci cand desemnez pe adresanti cu
necunoscutul X.”'

Duiliu Zamfirescu, laudat pe vremuri in Literatorul, condamna manifestarea
literara a lui Macedonski® si-si atrage insulte si divulgari care urmireau si-l
compromiti.” Acum Macedonski mirturiseste un lucru pe care mai tarziu il va nega
de multe ori, ¢ vizase intr-adevir pe Eminescu in epigrama sa.’

Adversarii lui Macedonski sunt tot mai multi, pretutindeni el este primit cu
ostilitate, cade chiar victima unei agresiuni, cand a intrat in cafencaua Fialkovski’.
Campania contra lui se organizeaza in capitala si in provincie.

Pentru a judeca cu nepartinire se cuvine a cunoaste cat mai bine elementele
procesului. La inceput Macedonski n-a fost nefavorabil lui Eminescu, desi felurile
lor de a fi erau sortite si se opuna. In conferinta pe care o pronunta in 1878 asupra
noii miscari literare, Macedonski citeaza intre tinerii poeti si pe Mihai Eminescu cu
Epigonii, ,,0 poezie ce va ramdne”.
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Totusi, in primul an al Literatorului, Eminescu devine obiectul observatiilor
incisive al revistei in articolul Frunze gdsite prin volume, iscilit cu pseudonimul
Rienzi, in numarul din 24 februarie 1880, unde se vorbeste deopotriva despre
,ideile bolnave” si cuvintele ,pocite” ale poetului care tocmai publicase in
Convorbiri literare unele din productiile sale cele mai frumoase. Rienzi este Duiliu
Zamfirescu, potrivit afirmatiei lui Tudor Vianu®. Asadar, primul atac indreptat
impotriva lui Eminescu in Literatorul nu i se datoreaza lui Macedonski. Se pare
totusi cd acesta a devenit tinta atacurilor lui Eminescu in 1882. Pe la inceputul
acestui an, Macedonski este invitat la una din seratele literare ale Junimii. Poetul
tocmai scrisese Noapte de noiembrie, pe care o citeste In acea seara asistentei, care
cuprindea printre altii pe Hasdeu si Alecsandri, pe Baritiu, A. T. Demetrian si M.
Eminescu.

Intr-o merituoasd monografie consacrati lui Alexandru Macedonski, Eugen
Pahontu a recunoscut portretul aluziv al acestuia in articolul pe care Eminescu 1l
publica in Timpul din 8 aprilie 1882 sub titlul Materialuri etnologice:

Actele acestea de flagelare le voi repeta de céte ori voi avea sa lovesc in instinctele
bastarde ale acelor strdini romanizati de ieri, de alaltdieri, care privesc toate in tara
asta cu susul in jos. Unul abia sfarseste liceul, vine sd vanda maruntisuri si
sulimanuri la Bucuresti, 1i merge rdu o negustorie si s-apucd de alta: de negustorie
literara. $i acea fizionomie de frizor nu s-apuca doar sa critice ceva de-o seama cu el
nu, de Alecsandri se leaga.

Macedonski vorbise tocmai in prefata volumului de Poezii despre
dezinteresarea pe care poetul nu trebuie sa o pardseascd niciodatd, respingand
veniturile literare si premiile academice.

Principiul se putea discuta, dar aplicatia lui era certd. Atacul impotriva lui
Alecsandri atrage contraatacul lui Eminescu, care nu putea fi multumit de
aprecierile care-1 priveau, apdrute intre timp in Literatorul. La randul lui,
Macedonski raspunde pe masurd. Reproduce articolul insultator pe care N.
Xenopol il publicase la adresa lui Eminescu in Telegraful si, dupa catva timp, o
notitd din Razboiul romdn in care era contestata insdsi calitatea nationald a familiei
Eminescu. in sfarsit, in notele Vietii de apoi, o satird care continui Noaptea de
noiembrie in stil de actualitati rimate, randurile privitoare la Eminescu trezesc in
cititorul de azi cea mai addnca mahnire. Peste un an vine §i faimoasa epigrama. ..

Citirea intregului dosar poate amenda judecata cam pripita in condamnarea
fara apel a lui Macedonski. Dupéd cat rezultd din textele mentionate, inifiativa
atacurilor nu este sigur ca-i revine lui Macedonski. Vina acestuia este de a fi
reactionat totdeauna ntr-un chip disproportionat. Irascibilitatea sa este hotarat prea
mare. Prea tipicd rubricarea sa in neamul iritabil al poetilor: genus irritabile vatum.

Cine a pus iesirile lui Macedonski pe seama invidiei s-a ingelat, desigur,
vazand caracterul mandru si sentimentul de sine care la Macedonski era departe de
a fi deficitar. Omul care simte si gandeste despre sine in felul in care Macedonski
ne-a dat atatea dovezi nu poate fi un invidios. Invidia este aliata slabiciunii interne,
nu a orgoliului, care la Macedonski urca peste limite ingaduite.
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Ceea ce infatiseaza textele cercetate cu obiectivitate este mai mult ciuda
decat invidia. In fata tigaduirii sau a sfidarii, firea lui Macedonski se otriveste
pand in fund si in adancurile ei tulburi tagnesc coloane care ne incremenesc.
Macedonski n-a cunoscut niciodatd resemnarea si rabdarea. Este in natura lui o
iuteald, o sensibilitate exagerata a orgoliului care il face sa treaca la gesturi violente
si radicale, cum au facut-o de mai multe ori tatil si bunicul sau.

Cu toate acestea, considerdm hazardatd afirmatia cd Macedonski a fost un
om rdu. Dovada mpotriva unei asemenea asertiuni o constituie, pe langa altele,
cele cateva strofe scrise in 1920, pe patul de suferintd, marturii finale care nu
cuprind strigite ale dezniadejdii sau suspine ale amaraciunii, ci cantecul simplu si
armonios al vietii Intr-o lume plina de frumuseti.

NOTE

! Vezi revista Romdnul, numirul din 1 august 1883.

2 Vezi articolul ,,Nebunii” in revista Romdnia liberd, din 30 octombrie 1883.

3 in Literatorul din 1883, pp. 634 si 673.

* Idem, pp. 672 §i 673.

S Al Obedeanu, ,,Bitilia din cafeneaua literara de la 1883”, in Adevarul din 24 octombrie 1933.
® Tudor Vianu, Scriitori roméni, vol. 11, 1970, Bucuresti: Editura Minerva, p. 355.
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Considerazioni sull’atto del tradurre
nelle traduzioni letterarie

Nicoleta CALINA
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ABSTRACT: Considerations on the Translating Act in Literary Translations

The latest tendencies in traductology establish four communication
competences in order to translate: the grammatical competence — to know the
rules of the code, of the vocabulary, of word formation, the sociolinguistic
competence — the awareness and the ability to produce and understand the
enunciation from the context, to understand the real meaning, the discursive
competence — the ability to combine the form and the meaning in order to
obtain texts from different genres, with an unitary character. Cohesion and
coherence are indispensable for this competence. Cohesion refers to the form,
while coherence refers to the meaning: the literal meaning, given by the
communication functions or the meaning that results from the social context.

The last competence is the strategic one and refers to the control of
communication strategies that can make communication more efficient or
compensate what is “lost”.

Translation shares some metalinguistic experiences or procedures of
transformation and textual transposition whose existence is possible thanks to
the structure of the already existing writing, to which we should refer.

KEYWORDS: traductology, communication competences, literary translation

Una delle questioni rimaste aperte nei secoli riguardo la traduzione dei testi (degli
aspetti principali della traduzione che attraversa i secoli), a dispetto della diversita
dei campi in cui possiamo metterne in pratica i diversi metodi ¢ malgrado 1’ampio
spettro dei linguaggi settoriali, rimane il modo in cui la affrontiamo: ¢ I’atto della
traduzione una scienza o un’arte?

Se la traduzione letterale fosse realizzabile e la si potesse eseguire parola per
parola o frase dopo frase, il testo si tradurrebbe immediatamente, poiché esso non
include nessuna agrammaticalitd. Ad ogni modo, la traduzione ¢ piu complessa
della ricerca linguistica che riguarda una corrispondenza tra parametri sintattici. Il
traduttore dovrebbe essere consapevole non solo dei significati cognitivi e delle
strutture sintattiche di base del testo , ma anche della dinamica delle informazioni
in esso contenute.

Si ¢ sempre pensato che la méta di ciascuna traduzione fosse “la sostituzione
del materiale testuale in una lingua, che € nel testo di partenza (o il prototesto) con
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il materiale testuale equivalente in altra lingua, che ¢ nel festo di arrivo (o
metatesto)'. E’ un problema di sostituzione di lessico, con I’aiuto del dizionario, da
un prototesto a un metatesto? Le lingue differiscono; alcune difficolta potrebbero
riscontrarsi a livello di capacita di costruzione delle parole, dei modelli di ordine
della frase, tecniche per collegare le proposizioni nelle frasi.

La traduzione rende il significato di un testo in un’altra lingua nel modo in
cui il traduttore ha deciso, cambiando la forma linguistica. La traduzione rimane
collegata alle considerazioni sintattiche e prammatiche e consiste nello studio del
lessico, della struttura grammaticale, della situazione comunicativa e del contesto
culturale del testo di partenza, analizzandolo per conoscerne il significato per poi
ristrutturarlo nello stesso modo, usando il lessico e la struttura grammaticale adatta
nel metatesto.

Secondo Chomsky, la teoria della Grammatica Universale deve soddisfare
due condizioni. Deve essere compatibile con la diversita delle grammatiche
esistenti e deve essere sufficientemente costretta e restrittiva nelle opzioni per poter
giustificare il fatto che ciascuna di queste grammatiche si manifesta (trasforma)
nella mente sulla base di una prova proprio limitata.

La Grammatica Universale include un set di Principi che sono invariabili dal
punto di vista linguistico perché sono la proprieta della mente umana e di un set di
lingue — proprieta specifiche, conosciute come Parametri. Per analogia con
I’acquisto della seconda lingua, si deve dire che la traduzione ¢ decisa attraverso i
parametri.

Conoscere una lingua ¢ un problema di principi e parametri. I primi sono
fissi, mentre gli ultimi acquistano valore attraverso le lingue. Acquisendo una
seconda lingua, vi ¢ il problema di attribuire un valore ad un parametro, i principi
gia essendo nella mente come parte della Grammatica Universale. La differenza tra
le due acquisizioni sta nello stato iniziale (So). Con 1’acquisizione della prima
lingua, il prototesto include la Grammatica Universale con una forma rudimentale
di grammatica che segue ad essere modellata nell’ambiente socio-fisico, mentre
con la seconda lingua, la mente ha gia incluso una parte essenziale di grammatica.

La traduzione ¢, di solito, una forma di transizione fra i parametri di un
prototesto e di un metatesto che consiste nell’armonizzare i1 parametri del testo di
partenza con quelli del testo di arrivo.” Se i due testi in contatto assegnano lo
stesso valore a un principio dato, la traduzione trovera il parametro gia attivato
nella sua mente. Ma se il prototesto e il metatesto hanno valori diversi per lo stesso
principio, allora uno dei parametri come ’ordine delle parole diventa necessario.
Se tradurre fosse una semplice ricerca di parole, la traduzione potrebbe essere fatta
anche da una macchina. Tradurre ¢ piu che sovrapporre un parametro del prototesto
a uno del metatesto. I parametri devono essere accompagnati da altri fattori che si
riferiscono al senso e all’equivalenza.

Il problema del senso ¢ centrale per qualsiasi investigazione di una lingua
naturale. Il senso non ¢ un’entita omogenea subito accessibile attraverso la struttura
sintattica. Una teoria pedagogica dei tipi del senso ¢ data da Geoffrey Leech, che
classifica il senso in: concettuale, associativo e tematico.* Il senso concettuale non
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pone dei problemi per la traduzione perché & accessibile nei dizionari. I senso
associativo ¢ diviso in altri cinque tipi e il piu importante per il traduttore ¢ quello
connotativo. Una traduzione dovrebbe mantenere il senso logico e, il pit possibile,
il modo in cui il senso ¢ stato costruito come composizione.

I computer trovano la loro utilitd in testi non letterari, come notizie,
telegiornali, articoli scientifici. E’ chiaro che in questo tipo di testi I’interpretazione
del testo viene all’ultimo posto. La traduzione non dovrebbe essere, dunque, né
scienza, né arte, ma qualcosa di complementare che include e implica 1’una
nell’altra e che ha i suoi propri codici che possono essere concretizzati anche in
semplici regole da seguire.

Ora ci fermeremo su qualche aspetto dell’atto del tradurre nelle traduzioni
letterarie e su qualche competenza del traduttore di tali tipi di testo. Le ultime
tendenze nella traduttologia stabiliscono quattro competenze di comunicazione per
tradurre: la competenza grammaticale — la conoscenza delle regole di codice, di
vocabolario, di formazione delle parole, la competenza sociolinguistica — le
cognizioni e la capacita di produrre e capire gli enunci nel contesto, di capire il
senso reale, la competenza di discorso — la capacita di combinare la forma e il
senso per ottenere testi di diversi generi, con carattere unitario. La coesione ¢ la
coerenza sono indispensabili per questa competenza. La coesione si riferisce alla
forma, e la coerenza si riferisce al senso: il senso letterale, quel dato dalle funzioni
di comunicazione o il senso che risulta dal contesto sociale.” L’ultima competenza
¢ quella strategica e si riferisce alla padronanza delle strategie di comunicazione
che possono rendere efficace la comunicazione o compensare cio che si “perde”.

La traduzione condivide certe pratiche metalinguistiche o altri procedimenti
di trasformazione e trasposizione testuale la cui esistenza ¢ possibile grazie
all’innesto su di una scrittura che esisteva prima, a cui si fa riferimento. Questi testi
— perché qui ci fermeremo solo a delle traduzioni in un sistema degli stessi segni,
da lingua a lingua — scritti e letti due volte, si possono interpretare in due modi: per
primo, si puo pensare ad una deformazione del testo originale che non si puo
spiegare senza un’attenta considerazione nei suoi confronti il nuovo testo cresce sul
vecchio, e nel secondo caso, questo ultimo sopravvive grazie alla sua
trasformazione®. Ogni testo letterario si costruisce la sua leggibilita ¢ la sua
originalita su questa reciprocitd e nessun testo si pud permettere l’unicita:
organizzate in “catene di trasmissione e di trasformazione™ che ne permettono la
circolazione e la sopravvivenza, le opere letterarie si perpetuano tramite il
rinnovarsi di adattamenti tematici e stilistici e i continui aggiustamenti nelle
modalita della loro ricezione.

Le traduzioni assumono una particolare rilevanza in questa prospettiva
dinamica dei testi, rientrando nell’ambito delle pratiche con cui la comunicazione
letteraria garantisce la continuita ai suoi prodotti. Visto che non possiamo palare
piu di una concezione statica del testo originale, anche le sue traduzioni
appariranno come diverse forme della sua vitalita, dunque di mettere il testo in
relazione con una traduzione, in cui il confronto con il testo originale non ¢
esclusivo, ma ¢ affiancato e guidato dal confronto con altre strutture di riferimento
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che forniscono al traduttore varianti di scrittura della sua trasposizione.

Parecchie volte la “novita” del libro tradotto consiste nella sua riscrittura, e il
testo originale ¢ al servizio della sua traduzione e non viceversa. A sua volta, la
traduzione ¢ intesa come interpretazione, ricostruzione parziale che non esaurisce il
significato del testo, ma esemplifica una sua esplicazione. Per alcuni traduttori, il
gran tema della “fedelta” all’originale diventa un implicito problema di
deontologia professionale, una meta obbligata quanto irraggiungibile, una illusione,
una fata morgana. C’¢ sempre il dilemma tra una versione letterale, che porti il
lettore verso il testo originale, e una libera, che porti I’originale verso il lettore.

Secondo Irina Mavrodin, grande traduttrice romena, che ha tradotto dei
capolavori sia in romeno che in francese, “una buona traduzione, non pud essere
mai il risultato dell’applicazione meccanica di una teoria, per quanto adeguata
parrebbe, perché cio serve solo come generalita, mentre una traduzione, accanto
alla creazione letteraria, esiste solo come una somma di soluzioni particolari. La
traduzione ¢, innanzi tutto, una pratica, valoricamente determinata dall’ orizzonte
culturale del traduttore, dalla competenza e dalla sua performanza linguistica, ma
anche da quella intuizione corretta delle soluzioni concrete che, di solito, definiamo
come vocazione, ispirazione o, semplicemente, buon gusto.”®

11 traduttore dev’essere un fedele interprete dell’opera originale, ma questa
fedelta, ad un certo punto ci puo apparire anche come una infedelta verso il testo da
tradurre, per il fatto che una buona traduzione viene considerata quella che implica
la soggettivita. Questa fedelta verso il testo si puo realizzare solo se il traduttore &
fedele a se stesso, in una traduzione ben fatta si puo rintracciare tanto 1’autore
tradotto, quanto quello che I’ha tradotto. Comunque, ’attivita di tradurre come
attivita creatrice e 1’opera creata attraverso questa attivita hanno il loro speciale
statuto che le differenzia in cio che chiamiamo attivita di creazione artistica e opera
artistica.’

Secondo Georgiana Lungu Badea, il concetto di fedelta si pud esprimere
attraverso varie forme: si tratta di fedelta verso il prototesto opposto a fedelta verso
il metatesto, fedelta verso 1’autore opposto a fedelta verso il destinatario della
traduzione e fedelta verso I’epoca di creazione, oppure la situazione di comunicare
o produrre il senso opposto a fedelta verso 1’epoca, la situazione di ricezione. La
critica della traduzione dovrebbe tener conto anche della soggettivita del traduttore,
della semiotica della lettura e della semiotica della traduzione, delle strategie di
traduzione della storicita e degli effetti della distanza temporale e culturale tra il
testo di partenza e il testo di arrivo. Il traduttore, come ogni altra persona implicata
nel processso di comunicazione, vive in un mondo di sensi, attraverso cui le
percezioni sono assimilate sotto forma di concetti, ¢ le esperienze posono essere
“evocate” e “rivissute”'’ nella memoria tramite i suoi sistemi.

E molto importante fare la distinzione tra la sensazione, cioé recepire degli
stimoli dal mondo esterno attraverso i sensi e la percezione, cio¢ 1’organizzazzione
di queste impressioni in un mondo diverso, ma stabile in cui lo spazio e il tempo
hanno delle dimensioni generalmente accettate. La riuscita di una buona traduzione
risiede nel trovare la giusta misura delle cose, del rapporto tra I’attivita creatrice
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che sollecita il traduttore a trasformare 1’opera da tradurre in un semplice pretesto
per le sue orgogliose esibizioni che vanno al di 1a del testo di partenza e quella di
devozione verso 1’opera originale e verso il lettore. Il traduttore deve sapere come
sono strutturate le affermazioni a livello semantico, come sono sintetizzate le
proposizioni per trasmettere un enuncio, a livello della sintassi, come si realizza,
con ’aiuto delle proposizioni un testo che contiene delle informazioni e come si
decompone un testo in proposizioni, a livello prammatico.

Nella modellazione del processo della traduzione, ¢’¢ sempre bisogno di due
tipi di spiegazioni, una psicolinguistica, che si riferisce specialmente alla
codificazione e alla decodificazione, e una spiegazione sociolinguistica, che si
riferisce soprattutto alla natura del messaggio e ai modi in cui quelli che usano il
codice rincorrono alle sue risorse per creare segnali che trasmettono un senso.

Quando ci troviamo davanti un testo in una lingua che conosciamo,
possiamo capire non solo il senso semantico di ogni parola e di ogni frase, ma
anche il suo valore comunicativo, il suo posto nello spazio e nel tempo,
informazioni sui partecipanti che sono stati implicati nella produzione e ricezione
del testo.'" Le analisi contrastive che confrontano le equivalenze al livello del
sistema della lingua non offrono delle soluzioni pertinenti per le equivalenze
testuali, perché compilare una elenco completo dell’equivalenza tra due lingue ¢
impossibile.

L’esperienza della traduzione non ¢ completa se cid che viene compreso nel
testo di partenza non ¢ esplicitato, comunicato in una interpretazione, che certe
volte rappresenta la sua restituzione in un testo scritto nella nuova lingua. A questo
punto si ricorre a delle scelte stilistiche, cio che ¢ stato preso deve essere restituito
e cio che ¢ stato perso nello scambio linguistico, dato il fatto che si tratta di due
lingue diverse, con un numero diverso di vocaboli ed espressioni, in una in piu ed
in altra in meno, deve essere compensato.'

Gli impedimenti piu difficili per una traduzione rimangono quelli che
tengono al dialogo interculturale. Certe volte il limite tra la traduzione ¢ la
riduzione € molto stretto, perché tra le culture delle due lingue ci sono anche delle
zone che non si sovrappongono per aiutare il traduttore a rendere un universo
linguistico e culturale molto vicino alla realta.

Quando si parla di distanza tra culture, si deve assolutamente pensare al fatto
che una cultura puo evolvere, e dunque, assistiamo all’ingresso di nuovi elementi e
all’abbandono di altri. Quando si tratta di traduzioni letterarie, ci sono dei generi e
delle correnti nella cultura di partenza che mancano nella cultura di arrivo. Si deve,
percio, rinunciare all’equivalenza quando incontriamo delle differenze culturali in
un testo da tradurre e le scelte traduttive di solito gravitano sull’asse della dialettica
tra la cultura del prototesto ¢ la cultura del metatesto.

Le tendenze nella ricerca traduttologica europea convergono verso il punto
che anche il traduttore ¢ un autore. Bruno Osimo, noto specialista italiano nel
campo della traduttologia, ¢ dell’opinione che il traduttore deve conoscere molto
bene la storia e la cultura del paese in cui un testo € nato, deve avere un’ottima
padronanza della cultura e della lingua emittente che faccia si che il traduttore
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possa ricorre a vari artifici retorici e stilistici. Riferendosi sempre al traduttore,
Osimo sostiene che questi deve sapere scrivere molto bene nel contesto della
cultura ricevente e che sappia padroneggiare le tecniche di scrittura, riconoscere i
registri linguistici della cultura emittente e trovare delle soluzioni nelle cultura
ricevente.”

I modelli probabilistici sono piu adeguati e piu realistici che quelli
deterministici. Le spiegazioni dinamiche delle operazioni di costruzione delle
strutture sono piu produttive che le descrizioni statiche delle rispettive strutture. Si
dovrebbero cercare strategie, motivazioni, preferenze e lacune, invece di regole. Le
dominanti possono offrire delle classificazioni, che sono piu realistiche delle
categorie. L’accettabilita e I’adeguamento sono degli standard piu importanti della
grammaticalita. I processi del ragionamento umano sono essenziali nell’uso e nella
trasmissione delle conoscenze nei testi, includendo i meccanismi fisiologici della
sensazione e quegli psicologici della percezione."

Per Roger T. Bell, I’ideale di ottenere un’equivalenza completa ¢ ,,una
chimera”. Le lingue sono diverse come struttura, con codici e regole distinte che
controllano 1’organizzazione delle costruzioni grammaticali nella rispettiva lingua,
e queste forme hanno dei significati diversi. Passare da una lingua all’altra vuol
dire automaticamente modificare le strutture. Queste forme, che sono diverse,
esprimono dei sensi che non possono coincidere totalmente. Non esiste sinonimia
perfetta all’interno della stessa lingua, dunque, come potrebbe esistere tra due
lingue?

In ogni caso, qualcosa si perde, perché si arriva a riprodurre solo
parzialmente 1’originale e, allora, il traduttore ha sia la possibilita di trovare delle
equivalenze formali che mantengano il senso semantico del testo,
indipendentemente del contesto, sia di trovare delle equivalenze funzionali che
mantengano il valore comunicativo che il contesto da’, a detrimento del senso
semantico indipendentemente del contesto.

Quando si preferisce la prima variante, il traduttore puo essere 1’autore di
una traduzione “leale”'’, ma insipida, scipita. Quando si sceglie, invece, la seconda,
questa sara una traduzione a cui manca l’accuratezza, ma ci si trova di fronte ad
una traduzione piu espressiva.
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Influenta byroniana in preromantism si romantism
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ABSTRACT: The Byronic Influence in Pre-Romanticism and Romanticism

The preromantic man brakes away from classic narrowness which imposed the
description of a patterned reality and dares feel and communicate this to
inspire a similar feeling in others, giving voice to chaotic philosophical
statements, unsought of until then, showing that the need to feel is before the
need to think. The long for loneliness is severely described in this context,
more then it has ever been before; alone in nature, admiring the dust on the
graves and ruins of lost civilizations the preromantic hero hesitates; he is
described as a simple dreamer, with usual dreams, while the romantic — the
creator of utopia and presenter of difficult humanity problems — is gifted with
problematic hallucinations, being a outcast, a solitary architect in the midst of
the eternal solitude. The preomantic-romantic antagonism shows significant
differences of heroic prototype or of the way of writing poetry, thus, the
preromantic’s motifs are found identic to the romantic ones, mentioning only
that the preromantic individual will never emphasise a demonic or titan
behaviour or a philosophical way of thinking, as the romantic does.

KEYWORDS: preromantic, romantic, titans, graves, genius

Asezat in cea de-a doua generatie de romantici englezi, nonconformist §i razvratit,
nesimpatizat de titanii contemporani lui:

De la prigoana pin’la intepaturi,
Am cunoscut, intreaga, ura lor.
Ici calomnii si colo-njuraturi,

Ici doar un glas, soptit, clevetitor,
Si dincolo venin otravitor.

Ca Ianus, altii ochii si-i rotesc

Si, cu-o clipire, c-un oftat usor
Firi-a deschide gura, clevetesc'

dar cu un ecou care inca se aude, din ce In ce mai acut, daca asculti cu sufletul si
incerci sd cuprinzi cu ochiul opera sa, Lord George Gordon Byron (1824-1924)
simtea cd poezia trebuie sa fie doar adevar si etica, sa redea lucurile In adevarata
lor dimensiune ,,vorbesc de lucruri cunoscute pe pamint...”” si si nu necesite
scorneli farad sens cand penelul creatorului poate undui scrieri superioare si morale.
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Mai mult discutatul, intr-o anumitd masurd, pozitivd sau negativa, decat cititul
Lord Byron, criticat de exegetii sii si uitat, temporar, de suflarea ,, clevetitoare de
netoti””, ,, Inchide-1 pe Byron, deschide-I pe Goethe”*, potrivnic lui Keats, apreciat
ca un demon intunecat, ametit de o melancolie imbatatoare, a empatat cu
romantismul, devenind una cu acesta, un singur trup, reusind si transpuna in
tangibilitate ,,realitati culturale complexe care nu accepta o sistematizare
riguroasd’”. ,In intreaga lui operd se deslusesete o congtiintd febrild care
recepteaza faptele existentei umane, ale istoriei contemporane §i dd sens unei
meditatii tragice asupra destinului individului si a spetei.””

Amprentat de un trecut zbuciumat, de lipsa tatilui si a afectiunii parintilor,
complexat de infirmitatea pe care o avea, ingrijit si instruit necorespunzator de
dadaca sa, sunt stigmate ce-i vor locui sufletul pretutindeni vor curge si strabate,
mai apoi, canturile poeziilor sale, in care zbuciumul si razvratirea eroului byronian,
,,erou cu o mie de chipuri "7, vor fi amestecate si identificate cu romantismul insusi.
Cu primele poezii, Piese fugare, 1806, Byron, cel neromantic, incearcd sa
transpund pe foaie dorintele si sentimentele care 1l incercau la vremea respectiva
impletite cu scene din natura calma, intr-un stil mai mult clasic — nebanuind atunci
forta creatoare care avea sa-l arunce in curentul romantic — pana la a expune idei
filosofice subtile cu privire la soarta omului supus providentei, in poemele
definitorii de mai tirziu. John Galt, spunea ca:

Posteritatea, in timp ce 1i va recunoaste distinctia geniului sau si va plange metodele
pe care circumstantele nefericite le-au adus asupra sa, va privi acest lucru ca pe un
fenomen curios in destinul individului, anume ca progresul faimei sale, ca poet
trebuie s fi fost atat de asemdnitor cu istoria sa ca om.®

Pentru a intelege, intr-un sens profund, poemele lui Byron si influenta sa in
cimpul literar, trebuie sa facem o radiografie a elementelor si surselor care i-au
marcat starile perioadelor de creatie absolutd si care l-au Indemnat la amintiri
placute; el nsusi afirma ca astfel de locuri iti dau senzatia cd omul e altfel,
subliniind pozitivismul care curge din acele locuri Inspre natura umana, creativa.

Am continuat sd vorbim despre Byron, si Goethe a admirat talentul sau extraordinar.

»Asta numesc eu spirit creator”, a spus el, ,,Nu l-am vazut in nimeni din lumea asta
. A 9

la un asa nivel ca in el.

Recurenta pulsatiei byroniene in poemele roméanesti

Reiterarea evidenta si constantd a lui Byron in cultura roména a secolului 20
nu poate fi ignorata. Interpretarile tipice gresite si abuziv-politice ale ,, spiritului
revolutionar exista in anii postbelici, cu eradicarea evidentd a notelor intime in
lirismul byronic.”" Intaiul sensibilizat la spiritul byronic, ,, precursor al meditatiei
eminesciene”'' — chiar Eminescu il mentiona in Epigonii, sub forma unui portret
zidit subtil, Grigore Alexandrescu, ,,un spirit bipolar, un spirit cu o dubld

. . . .. . 12
articulare gsi, prin aceasta, profund caracteristic pentru generatia sa..” ",
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oscileazd intre tonul zeflemitor si spiritul augustan, cu impulsuri eruptive
definitorii pentru tipologia poetului romantic, care, in Mormintele. La Dragasani il
strigd pe Byron in spirit Haroldian, aratandu-si astfel admiratia si, intr-un fel,
apartenenta la curentul byronic:

A! dac-a ta viata de lume admirata,

Cand natiei geméande venisesi ajutor,

De asprele ursite nu ar fi fost curmata,
De-ai fi vazut tu ziua in ceruri insemnata,
Arold al deznadejdii salbatic calator...

Setea de repaos sau alinarea prin moarte cu interferente din naturd — care
pulseaza in concordantd cu sentimentul poetului sau alteori e linistitd §i senina,
constrastind cu melancolia interioara — §i total potrivnicd imaginii clasicizate,
redatd asemeni unui dusman care rapune fiinta umana, este o tema complexa acum,
0 nazuintd a eului poetic, o dorintd de a-si cduta un mormant, apare la
Alexandrescu sub pulsatie byroniana de factura linistitoare a mortii:

Putind vreme incé si glasu-mi se va stinge,
Si inima de-a bate in pieptu-mi va-nceta!
Atunci fara-ndoiala eu soarta voi invinge,
Si a vietii taind In moarte voi afla.
(Miezul noptii)

respirand crezul lui Childe Harold:

Si cum gandesc, asa cred ca mi-¢ viata:
Pustiul lumii, misunul imi pare

Un loc de chin, unde te-apuca greata
Si-n care am ispasit vreo crima mare.
Dar aripi parc-mi cresc la subtioare,
Mai iuti ca uraganul neintrecut,

Si astfe prinde sufletul sd-mi zboare,
Rupand incatusarea astui lut

in care s-a trezit inchis dintru-nceput."

sau pe cel al lui Manfred:

Multi ani trait-am omule, omule, ani multi
Si indelungi, dar care nu-s un nimic

Pe langa veacurile ce m-asteapta.
Eternitate, spatiu, constiinta,

Si pe deasupra apriga-nsetare

Dupi odihna mortii."*

Manifestarea primordiald a spiritului byronian se gaseste in speta, la poetii
pasoptisti, Asachi, C.A Rosetti, sau Heliade, efervescent, atins si de bucuria de a fi
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trist a lui Lamartine, (a tradus Meditatiile, 1830), ,,un autodidact prin forta
lucrurilor si un mare devorator de carti”", cum il numea George Cilinescu, care a
tradus enorm pe Byron, se gisesc sdgetati de tiparele sociale si revolutionare ale
timpului, carora Byron le transmite o noud vibratie, un ecou ce se plasmuieste in
operele lor meditative: Serafimul si Heruvimul”, 1833, Visul, 1836, unde poetul
ceremoniazd influenta si mijloceste patrunderea tiparului byronian-romantic in
poezia romaneasca cu tenta religioasa, facand risipd de imagini, ca in Serafimul si
Heruvimul:

Cand viforul se scoala, cand cerul se manie,
Cand negura se-ntinde, cand norii se-mpletesc,
Cand focul serpuieste d-a lungul in tarie

Cu fulgerul, atuncea cu groaza te privesc.

dar unde ,,poetul nu reuseste sa faca sa vibreze de poezie, lumea aceasta a
abstractiunilor de ordin moral §i poezia ramdne o incercare de a da ceva
asemdndtor meditatiilor lamartiniene, ce se hranesc din contemplarea divinului”"®,
0 osmozd de lamartinism §i byronism se poate spune ca pulseazd poeziile lui
Heliade-Rédulescu.

Heaven and Earth se regiseste ca tema — incercarea de a depasi conditia
umana — si in poemul eminescian Fata in gradina de aur, unde dragostea dintre un
nemuritor §i 0 muritoare pune serioase probleme unirii acestora, §i are
materializare diferitd la cei doi mari poeti romantici; la Byron este posibild o
apropiere a celor doua incompatibilitati, pe cand la Eminescu, zmeul, simbol al
superioritdtii omului pe pamant, luceafar tenebros, nu permite aldturarea dragostei
de o simpla muritoare:

Si acest drum al pulberei, pieirei,
Ce ca pe-un plan l-am zugravit cu mana,
Nimic fiind, 1-am inchinat murirei
in van s-acopard oprind ruina,
Nimic etern in tremurul sclipirei;
in van adun si-si grimadesc lumina
In carti si scrisuri, si in van s-acata
De vis etern sarmana lor viata...
(Fata in gradina de aur)

Fata reprezintd esecul depasirii conditiei umane, ea nu are puterea de a se
ridica deasupra acesteia §i nu pot aspira la geniu, la Byron aceasta depasire nu
implicd neaparat un motiv de geniu, iar autoritatea suprema este portretizatd si ea
diferit: la Byron miresmele ingamfarii absolutiste nu au nimic in comun cu indoiala
si cerebralitatea Divinitatii eminesciene.

Si C.D. Aricescu are tonuri din The Prophecy of Dante, unde Byron
sdlaguieste in , strimta lume-a celor vii” (Byron, Poeme, traducere Virgil
Teodorescu, Bucuresti: Editura Minerva, 1983, p. 126), in care sunt reflectate
ideile romanticilor incurabili, suflul sdu sdlasuind intre melancolia lui Lamartine si
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spleen-ul byronian cu fascinatia trecutului istoric si a soartei schimbatoare.
Redarea lunii — ca amadnunt compozitional si laitmotiv — 1n poeziile lui Grigore
Alexandrescu, de facturd augustan-byroniana, care isi odihneste fruntea latd pe
morminte si ruine, sufland colb de taind pe fantasmele ivite din strafundurile
timpului eroic, face trimiteri la ruinele descrise in Pelerinajul lui Childe Harold:
,,coloane frante, ziduri vechi contemplu (...)” (Byron, Opere. Poezia, Traduceri de
Aurel Covaci, Petre Solomon si Virgil Teodorescu, Cantul al II-lea, Bucuresti:
Editura Univers, 1985, p. 267).

Ion Catina face si el, risipa, pana la refuz, de ruine, lumina selenara a lunii,
un Childe Harold care sta pe creste, sus — byronizat, el sta ,, pe stdnci” si canta cu
mari gesturi zgomotoase (Poesii, 1846) noaptea:

O! noapte! noapte! noapte! tu esti ca o femeie
Ce am iubit odata; si mica-acea scanteie
De vulg necunoscuta prin tine-am dobandit,

zadarnicia:

Ha! ha! ha! ha! iaca un nume!... iaca inc-o vanitate!?
Omer, Dante, Byron, Hugo! Un cintec desert in toate,
Un accent, intre morminte, un sarcasm in sarbatori.!”

evidentiind, incd din adolescentd, o contaminare byroniana pana la extaz, chiar
periculoasa, in poezia Spartu-s-au coardele inimei mele, unde umbla in Melodiile
ebraice ale bardului englez, din care Catina absoarbe doar picaturi uscate In masura
sd-gi anuleze si sd-si degradeze poemul. Mai degraba Catina devine chinuit de
intrebarile filosofice pe care si le adreseaza eroii byronieni Manfred si Cain, §i este
transfigurat de fascinatia mortii si pofta neimblanzitd a cunoasterii universale;
amortit de spleen-ul care-1 incearca, (care poate fi redat printr-o multitudine de
sinonime: iritarea, rautatea, plictisul), el rescrie parghiile calatoriei astrale a lui
Cain si prevesteste declinul cosmogonic, intocmai ca in poemul Intuneric, al lui
Byron: ,, Era un vis si parca nu era.../ Pe bolta neagra, soarele murea.” (Byron,
Opere. Poezia, Traduceri de Aurel Covaci, Petre Solomon si Virgil Teodorescu,
Bucuresti: Editura Univers, 1985, p. 182).

Tot un Conrad, o epopee de inspiratie byroniand, in mult uzata si roasa
manierd a lui Childe Harold (si Duiliu Zamfirescu 1l va canta pe Childe Harold in
poezia Mai), intins pe patru canturi bine dezvoltate — lonienele, Sirienele si Egiptul,
cu impunsaturi meditative etice si filozofice, este si poemul lui D. Bolintineanu, un
adevarat jurnal de calatorie, impregnat de meditatii melancolice cu contemplare si
aceeasi vadita predilectie spre ruine si palate, asemeni Lordului Gordon Byron, de
care nu se lipseste nici un preromantic:

Dar colo este sala cea mare din palat.

Amantul lunii pare pe caru-i aurat
Si varsa oceane de raze pe ruina.
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O sutd de columne gigantici o sprijina.
(Conrad, Cantul 3)

si care isi intinde radacinile adanc in romantism:

Printre ruini, din care ti-ai durat
Altar si templu, sa primesti in dar,
In vastul solitudinii palat,
Si-al vietii mele scurte fruct amar.
(Byron, Poeme, traducere Virgil Teodorescu, Pelerinajul lui Childe Harold,
Bucuresti: Editura Minerva, p. 50)

Harold si Conrad, cavaleri picaresti fara odihna, care preconizeaza tipologia
eroului byronian, sunt reprezentativi pentru fauritorii lor, in care si-au turnat tot eul,
toatd simtirea, pand la o osmoza superioara, distinctia facand-o poate nuantarea
politico-antrenanta care i se da lui Conrad al nostru, acel imbold care-l separa de
Harold — un pelerin sub stanta spenseriana, afectat de zeflemisire, si de un
nestavilit memento mori, blazat §i cinic — §i 0 oarecare aurd de tristete cauzata de
congtiinta sa, tot mai treazd §i receptivd la motive ca fortuna labilis si fugit
irreparabile tempus, aga cum se reflecta si in poemul Mazeppa: ,, O, timp ce iute
treci!” (Byron, Poeme, traducere Virgil Teodorescu, Mazeppa, Bucuresti: Editura
Minerva, 1983, p. 171), lucruri ce-l plaseazd pe Conrad 1in sferele
contemporaneitatii lui Bolintineanu. Drumul prestabilit care urmeaza a fi parcurs
de Conrad / Bolintineanu, asemeni lui Childe Harold, readuce in memorie istoria
incércatda de semnificatii grele — asa cum exacerbase si colonizarea Daciei in toate
cele sapte canturi ale poemei Traianida, — Insa principiile epopeii nu sunt tocmai
relevante, iar addugirea poeziilor lirice taie, la tot pasul, unitatea poemului.

Cilatoria In Europa, 1n special in Anglia, este plind de semnificatii si tonuri
inflacarate care denuntd asuprirea popoarelor si desfraul conducatorilor, Conrad
etaland indeaproape atribute pe care le impartasea si poema Don Juan:

Iluzia expansiva si patetica si-a atins forma extrema in Don Juan, in care Byron a
cautat sa-si stabileascd personalitatea §i puterea printr-o panorama comicd a
stupiditatii lumii, a raului si a deceptiilor. Ultima sa cale de scapare din propriile
iluzii a fost declaratia ca el a fost cel mai dezamagit dintre muritori — fiinta suprema
a detagarii umane, care putea, in sfarsit, si-i abata rasul Domnului de la Milton.'®

Nici in Memento mori, Eminescu nu se indeparteaza prea mult de byronianul
Harold, si, asemeni acestuia, urmeaza un intinerariu filosofic unde se infrupteaza
meditativ din imaginile civilizatiilor Ingropate in nisip, ale caror urme sunt inca
prezente, pentru a fi cantate si evocate, desi deosebiri in imaginatia poeticd apar in
alte circumstante la Eminescu, aceasta nu mai este determinata de timp, ci ia forme
mitice:

In zadar trimit prin secoli de-ntrebari o vijelie,
Sa te cate-n hieroglife din Arabia pustie,
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Unde Samum {si zideste vise-n aer, din nisip.
Ele trec pustiul mandru s-apoi se coboara-n mare,
Unde mitele cu-albastre valuri lungi, stralucitoare,
Inecand a mele ganduri de lungi maluri le risip.
(Memento mori)

pe cand Byron foloseste poetica cu nuante istorice, de facturd paméanteana.
Amandoi il descriu pe Napoleon, unul vazandu-l ca pe un Prometeu ,, exilat intre
stancile sure §i in gandirea lui titanica si al carui mormdnt din stanci era scaldat
de valurile indurerate ale marii.”"

Un devorator al operei lui Bolintineanu, si ,,nepot al lui Byron” (George
Cilinescu, Istoria literaturii romane. Compendiu, Bucuresti: Editura Litera
International, 2001, p. 140), Grigore Haralamb Grandea nu a ramas nici el surd la
pulsatia byroniand, pe care o avea model de la predecesorul sau, si scrie, in 1883,
Aniversarea nascerii, care este o rezonantd a poemului byronian Astazi implinesc
treizeci §i sase de ani (,,On This Day I Complete My Thirty-Sixth Year”), poem
scris pe cand lupta impotriva turcilor, la Missolonghi, In mult iubita lui Grecie a
anului 1824. ,, Dar Shelly, Keats, Byron, sint greci? Aici incepe indoiala si
distinctia. Citesitrei fac citatii si aluzii clasice si se-ndreaptd ideal si chiar
geografic catre solul Eladei.”™, cum avea si se intrebe retoric si George Cilinescu.
Poemul lui Haralamb este o introspectie, pe fondul maturizarii complete — desi, in
cealalta poezie, cu acelasi nume, scrisd cu aproape doudzeci de ani in urma, este
puerila si marcata de exaltarea primelor varste — la care este supus, in timp, pe cand
Byron isi pune intrebari capitale: ,,La ce bun sa traiesti?” si are presimtirea
intunecatd a mortii — el moare la 36 de ani —, care 1i da tarcoale si se lasa trambitata
la imperativ, pe langa ,, caznele” si ,,viermii” care 1i vor fi singurii ,, insotitori” in
mormantul atat de dorit:

Sau cauta-ti, céci ti s-ar potrivi,
Mormantul unui luptator — priveste
in jurul tau, alege-ti locul, si

Te odihneste!

In Andrei Muresanu, tablou dramatic intr-un act, 1872, Eminescu se
byronizeaza si isi plaseaza eroul intocmai ca Manfred, in decoruri sélbatice:

Pe de-o parte stanci crapate, unele tepene, altele rasturnate, de alta brazi agatati de
varfuri de stanci, unii franti si rasturnati de vijelii si torente. In fund se vad ruinele
inca fumegande a [unui] sat de colibe, risipite ca cuiburi mari in dosul stancelor.

patronate de aceeasi luna: ,, Asupra intregului plan se revarsa o galbend lumina de
lund.” in care Muresanu sta si mediteaza infuzat de Satan, ,, geniu al desperarii!”:

O, Satan! geniu mandru, etern, al desperarii,
Cu gemetul tdu aspru ca murmurele marii...
Pricep acum zambirea ta tristd, vorb-amara:
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Ci tot ce e in lume e vrednic ca sa piara.

Tu ai smuncit infernul ca sa-1 arunci in stele,

Cu carduri uriase te-ai inaltat, rebele,

Ai scos din radacine marea s-o-mprosti in soare,
Al vrut s-arunci in caos sistemele solare...,

Satan pe care acum pare sa-1 inteleagd, deoarece zbuciumul luciferic il poarta in el,
si eroul, desteptandu-si constiinta si intrebandu-se: ,, £ scop in viata noastra — vun
scop al mantuirei ?”

Byron a largit orizonturile inguste romanesti ale secolului 18, mai ales prin
masivitatea cu care a fost tradus si, intr-un anumit fel, imitat, stabilind astfel un
canal de emisie-receptie in sfera romaneascd, si, odatd cu acesta, nu putem sa nu
amintim rolul avut in Tmbogatirea limbii noastre prin cizelarea limbajului folosit in
poezie. In sinea sa, romantismul roménesc este un produs al influentelor si al
asimilarii surselor externe de catre anumiti poeti ai epocii, care au trudit opere
semnificative sub acest stindard al receptérii, creand astfel o poezie romaneasca
concomitentd cu formarea poeziei in sferele literaturii universale prin insusirea
tiparelor, motivelor si ideilor aferente, unii oprindu-se in sferele preromantismului
european, altii strabatandu-le prin absorbtia mitologiilor si gandirilor universale si
antice.

NOTE

" Virgil Teodorescu, Byron Poeme, Pelerinajul lui Childe Harold, p. 52 Editura Minerva, Bucuresti
1983

2 Idem, p. 48.

® Idem, p. 53.

dHleanaysereq, Byron §i byronismul in literatura romand, Bucuresti: Editura Univers, 1977, p. 13.

5 Virgil Teodorescu, Byron Poeme, Prefatd de Dan Grigorescu, p.7 Editura Minerva, Bucuresti 1983

® Idem, p- 8.

7 Idem, p. 10.

8 Posterity, while acknowledging the eminence of his endowments, and lamenting the habits which
his unhappy circumstances induced, will regard it as a curious phenomenon in the fortunes of
the individual, that the progress of his fame as a poet should have been so similar to his
history as a man.”, John Galt, Life of Lord Byron, New York: J. Harper’s Stereotype Edition,
1830, p. 15.

® “We continued to converse about Byron and Goethe admired his extraordinary talent. “That which [
call invention” said he, “I never saw in any one in the world to a grater degree than in
him.””, Johann Wolfgang Von Goethe; Wallace Wood, Conversations with Eckermann:
Being Appreciations and Criticisms on Many Subjects, Kessinger Publishing, 2005, p. 95.

19 “Consistent and overtresuscitation of Byron in romanian culture in the twentieth century cannot be
ignored. Typical misreadings and abusive political interpretations of the “revolutionary
spirit” are there in the post- war years with the expected obliteration of the intimate notes in
Byronic lyricism.”, Richard Andrew Cardwell, The Reception of Byron in Europe, 2nd
edition, Continuum International Publishing Group, 2004, p. 198.

"'D. Popovici, Romantismul romdnesc, Bucuresti: Editura Albatros, 1972, p. 240.

12 Idem, p. 284.

'3 Byron, Opere. Poezia, Traduceri de Aurel Covaci, Petre Solomon si Virgil Teodorescu, Childe
Harold, Cantul al I1I-lea, Bucuresti: Editura Univers, 1985, p. 329.
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4 George Gordon Byron, Poeme, traducere de Virgil Teodorescu, Manfied, Bucuresti: Editura
Minerva, Biblioteca pentru toti, 1983, p. 223.

15 George Calinescu, Istoria literaturii romdne, compendiu, Bucuresti: Editura Litera International,
2001, p. 66.

6p, Popovici, Romantismul romdnesc, Bucuresti: Editura Albatros, 1972, p. 183.

17 George Calinescu, Istoria literaturii romane, compendiu, Bucuresti: Editura Litera International,
2001, p. 107.

'8 “The grand and pitiful illusion reached its most extreme form in Don Juan, where Byron sought to
establish his self —sufficiency and power through a comic panorama of the world’s folly, evil,
and self-deceptions. His last resort from his own illusions was to declare that he was the most
disillusioned of mortals- the etre supreme of human detachment, who could at last, take
God’s laughter over from Milton.*, Jerome McGann, The Romantic Ideology: A Critical
Investigation, University of Chicago Press, 1985, p. 138.

¥ p. Popovici, Poezia lui Mihai Eminescu, Primele afirmari, Bucuresti: Editura Albatros, 1972, p.
228.

20 George Calinescu, Scriitori strdini, ,,Elenismul britilor”, Bucuresti: Editura pentru Literatura
Universald, Bucuresti, 1967, p. 708.
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Less Central Types of Processes: Behavioural and Existential
Processes. Semantic and Grammatical Criteria used in their
Identification
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ABSTRACT

Within the systemic-functional framework, clauses can be analysed
according to three metafunctions they embody: textual, interpersonal and
experiential, realized by the transitivity system. The term “transitivity” is
used in a broad sense, referring to a system for describing the whole clause,
rather than just the verb and its Object. Transitivity construes our experience
in terms of configurations of a process, participants and circumstances. Such
configurations are determined by two major systems: process type and
circumstantiation.

According to the Process itself and to the number and kind of participants
involved, the system displays four major types: material, mental, verbal and
relation, each with a small set of subtypes. Besides these, there are two
further types: behavioural and existential. The aim of this paper is to present
the difficulties that may arise in identifying these two types according to
semantic and grammatical criteria.

KEYWORDS: transitivity system, behavioural, existential clauses

Within the systemic-functional framework, clauses can be analysed according to
three meta-functions they embody: textual, interpersonal and experiential, realized
by the transitivity system. The term “transitivity” is used in a broad sense, referring
to the whole clause, rather than just the verb and its Objects. The elements that
construe our experience through transitivity are: process, participants and
circumstances.

According to the Process itself and to the number and type of participants
involved, there are four major types of clauses: material, mental, verbal and
relation, each with a small set of subtypes. They represent the majority of clauses
in a text although their number is quite different. There are two more types of
clauses which embody characteristics from one or more four main types:
behavioural and existential.'

The behavioural type has both characteristics from mental clauses because
they display processes of psychological behaviour, and the participant that is
labelled BEHAVER is similar to the SENSER from mental clauses. At the same
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time, the process is more like a ‘doing” which is the kind of process the material
clauses express.

The existential type has both characteristics from relational clauses because
the verb that is used is the same: the verb fo be. On the other hand, the existential
clauses share characteristics with material clauses due to the fact that any kind of
phenomenon can be construed as ‘thing’. For example:

There was a misunderstanding. Existential
A misunderstanding occurred. Material

I. Behavioural Clauses: between mental/verbal and material

Behavioural clauses represent physiological processes as well as mental or
verbal activities. Most behavioural clauses have only one participant which is
essential to the realization of the Process and which is called, as we stated above,
the Behaver. They construe human behaviour as an active version of verbal and
mental processes, meaning that saying and sensing are construed as activities.

The mental clauses that share characteristics with the behavioural clauses are
of: perception, cognition and affection. The verbal clauses that share characteristics
with the behavioural clauses are those which express forms of behaviour.

Nevertheless, there are two grammatical differences between mental and
verbal clauses on the one hand and the behavioural clauses on the other hand.

(i) Behavioural clauses can not project, i.e. they can not occur with a
reported clause.

e.g.  They thought it.

They thought he had left. Mental
They mediated the conflict.

*They mediated he had left. Behavioural

Jamie explained everything.

Jamie explained that he was coming. Verbal
Jamie laughed.

*Jamie laughed that he was coming. Behavioural

(i1) Another difference between behavioural clauses and mental clauses of
perception is that in the former ones we can not use the present continuous, while
in the latter ones this thing is possible.

e.g. I'mlooking at him. Behavioural
I see him/ I can see him. Mental: perception
I’'m listening to John. Behavioural
I hear/ can hear the child playing. Mental: perception
I'm tasting the soup. Behavioural
1 taste/can taste salt in the soup. Mental: perception

Similar verbs used in mental clauses of perception are: to see, to observe,
and in behavioural clauses: fo look at, to view, to stare, to observe, to look over.
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Alongside the mental clauses of perception, behavioural clauses include
categories reflecting mental clauses of cognition and affection, as well as verbal
ones.

e.g.  Bequite! I'm thinking. Mental: cognition
1 think he is smart. Behavioural

Similar verbs used in mental clauses of cognition are: to know, to believe,
and in behavioural clauses: fo puzzle, to solve, to work out, to think, to mediate.

e.g.  The children were enjoying themselves. Mental: affection
They smiled with happiness. Behavioural

Similar verbs used in mental clauses of affection are: to fear, to like, to
frighten, to scare, to alarm, to disgust, to please, to amuse, to upset, and in
behavioural clauses: to frown, to grin, to gasp, to tremble, to shake.

e.g.  She told me she was coming by plane. Verbal
They all talked at once. Behavioural

Similar verbs used in verbal clauses are: to say, to talk, to tell, to ask, and in
behavioural clauses: to moan, to mutter, to chatter, to gossip, to talk, to speak, to
sing, to praise, to cough.

Behavioural clauses also include more material-like subtypes. “The border
area between material processes and behavioural ones is covered by two main
types, physiological processes, such as to twinch, to shiver, to tremble, to sweat,
and social processes — fo kiss, to hug, to embrace, to dance, to play, etc.””. Both
these subtypes share some characteristics with verbal clauses from different angles:

- physiologically: fo cough, to gasp

- socially: to dance, to sing, to talk.

II. Existential Clauses: between material and relational clauses

Existential processes have only one participant: the Existent. This type of
processes has two main forms of grammatical realization:
(1) with a copula verb and an empty there as Subject:

e.g.  There were four cars in front of our house.
There were twenty people in the party.

The word there in such clauses is neither a participant nor a circumstance, it
has no function in the transitivity structure of the clause. We can observe this by
making the question Where are? Which can not be the answer to There were
twenty people in the party, and we can not say it is there that were twenty people at
the party.
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(i1) with a copula verb, the Existent functioning as Subject and usually with a
circumstantial Adjunct of time or place:

e.g. There will be a fight at the next meeting.
Process: Existential Existent Location: Temporal
Process Circumstance
A fight will be at the next meeting.
Existent/ Subject ~ Process: Existential Location: Temporal
Circumstance
Twenty people were at the party.
Existence Process: Existential Location: place
Circumstance

In an existential clause the there signals the process type but does not
function as a Location circumstance, nor does it represent a participant. However,
existential clauses frequently have a circumstance of Location and if it occurs in
thematic (initial) position, the existential there may be absent:

e.g. All around them was a deep silence.
Location Process: Existential Existent

Another common way of locating an existential process in time and space is
to add a non-finite clause to the Existent:

e.g.  There is someone waiting at the door.
There is a man to see you in the hall.

The Existent and the non-finite clause form a clause complex.

Existential clauses are typically formed with the verb to be. This is why they
are similar to relational clauses. The same sentence can function as a relational
clause in a different context. Let’s use the example above:

e.g.  Twenty people were in the party.

In a relational clause twenty people functions as Carrier, and in the party as
Attribute. Compare with:

Twenty people were apolitical.
The other verbs that can appear in existential clauses can not be interpreted
as relational, being different from either ‘atrributive’ or ‘identifying’. According to

their grammatical features, Halliday and Matthienssen® divided the verbs serving as
Process in existential clauses:
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Type Verbs
neutral exist to exist, to remain

happen to occur, to come about, to happen, to take place
+ circumstantial time to follow

place to sit, to stand, to lie, to hang, to emerge, to grow
abstract to erupt, to prevail, to flourish

Existent clauses also resemble material clauses due to the fact that any kind
of phenomenon can be construed as a thing, namely person, object, abstract notions,
but also any kind of action or event.

e.g. Is there going to be elections next year?
There was building reparation last week.

These sentences can be rephrased as material clauses:

The elections are going to take place next year.
The building was repaired last week.

Meteorological clauses

A special attention should be paid to meteorological clauses which are a
special case between existential clauses and the material ones. Some
meteorological processes are construed as existential clauses,

e.g.  There was a storm/ a gale/ a shower.
and some are construed as material clauses,

e.g.  The wind is blowing.
The sun is shinning.

There is also a special category which is unique in English, the clauses made
up of it + present continuous:

e.g.  Itisraining. It is snowing.

This type does not have any participant in it. /t serves the interpersonal
function of Subject, like there in existential clauses, but it has no function in
transitivity.

This is the reason for which we can not ask the question: What is?, can not
function as Theme (we can not say It is what is raining).

These clauses can be analysed as consisting of a single element, the Process,
they are the case between material and existential clauses.
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Conclusion

We can conclude that although behavioural and existential clauses are
considered to be minor types of clauses, they share characteristics with the major
types of processes: material, mental, verbal and relative, being sometimes difficult
to be identified. Behavioural processes remind us that transitivity categories are not
always very definite and sometimes they overlap. Existential processes can be
defined in negative terms, expressing the simple existence of an entity without
predicating anything else of it.

NOTES

" Halliday adds a third type, the verbal one which share characteristics of mental and relational
clauses (Halliday, 1994: 138), but we consider the verbal clause as a main type.

? Martin, Matthienssen, Painter (1994), Working with Functional Grammar, London: Arnold, p. 109.

? Halliday & Matthienssen (2004), Introduction to Functional Grammar, London: Arnold, p. 258.
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RESUME : Le langage métaphorique — une dominante de la poésie populaire

Le présent travail se propose de mettre en évidence la maniére dont on réalise le
langage métaphorique au niveau de la création orale. L’écart du degré zéro du
langage (selon les rhétoriciens de Liege) est plus évident dans 1’utilisation de la
métaphore, de la métonymie, de la synecdoque. En ce qui concerne la
métaphore, il faut souligner le fait qu’elle représente la source a laquelle
s’abreuvent les especes littéraires orales. Un exemple ¢loquent est constitué par
la poésie énigmistique, considérée I’expression d’un systéme métaphorique par
excellence.

MOTS-CLEFS : langage métaphorique, procédés stylistiques, spiritualité

in folcloristica roméaneasca, dupa o cercetare atenta a textelor orale, s-a constatat ca
autorii anonimi manifestd o deosebita placere in a se exprima sub haina multicolora
a limbajului figurat. Articolul de fatd isi propune sa evidentieze intr-o maniera
teoreticd, avand ca suport atat cercetiri mai vechi, cét si altele mai recente, cum
limbajul metaforic predomina in literatura orald romaneasca.

Trebuie precizat ca patrunzand in domeniul semanticii liricii orale, atentia
specialistilor este Indreptatd cu precddere spre acele procese ,,complicate” care
conduc la comunicarea liricad. Ca atare, interesul acestora este indreptat spre acea
parte delicatd a semanticii, si anume semnificatia semnificatiei, denumire data de
retoricienii de la Liége. Cat priveste limbajul poetic, redus la procedee si tropi, se
poate afirma ca acesta nu trebuie socotit o inventie, mai mult el poate fi o
organizare in sisteme retorice firesti. Inscriindu-se pe aceeasi directie a cercetarii,
Ch. Bally vorbeste despre originea populard a limbajului figurat. Cercetand
fenomenul in toatd complexitatea lui, autorul subliniazd accentuat, scotind in
evidentd ideea eronata cum ca vorbirea figurata ar fi produsul ,, unui instinct estetic
al spiritului uman” (Vrabie, 1978: 43). De asemenea, s-a precizat ca limbajul
poetic, gandit ca o insumare a insusirilor dobandite prin folosirea limbii materne in
scopuri artistice ,,capdta trasaturile unui concept cu valoare operationala”
(Olteanu, 1985: 62).

In acest sens se poate vorbi de un anumit mod de organizare a materialului
poetic, de un limbaj metaforic al folclorului, chiar daca tropii, figurile de stil,
celelalte mijloace ale expresiei artistice vor avea denumiri cunoscute, ele reprezinta
forme de manifestare, suport textual cu totul specifice. Cercetarile stiintifice
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urmdresc sd ldmureascd mecanismul investirii cu semnificatie liricad a discursului
poetic. Asadar, tropii — in terminologia modernd, metasememele —, liricii orale sunt
descrisi tinandu-se seama de particularitatile procesului de creatie in folclor, de
relatia transmititor — destinatar, de relatia dintre performanta si competenta.

Trebuie subliniat in descrierea actuald ca abaterea de la gradul zero al
limbajului, terminologie folosita de retoricienii grupului p, devine mai profunda
prin folosirea tropilor: metaford, sinecdocd, metonimie. Aceste nu reprezintd
altceva decat acele figuri ale vorbirii, care declangeaza un autentic proces metaforic,
specific liricii populare. Nu de putine ori au fost voci care au afirmat, pe buna
dreptate, ca poezia folclorica, prin originea si functiunile de viata este predominata
de sisteme tropologice. Continudnd demersul teoretic, trebuie subliniat cd In
legaturd cu geneza metaforei s-au emis foarte multe ipoteze, printre care si
folclorice. In consecintd, oricat de mult s-ar complica teoria figurilor retorice
., metafora ramdne, dincolo de toate speculatiile, o figura a substituirii de sens, in
urma analizei din perspectiva asemanarilor §i deosebirilor a doua realitati”
(Ibidem).

Intorcandu-ne la Retorica antica, se poate constata cd metafora a fost definita
drept ,,comparatie prescurtata” (brevoir similitudo). Numai in acest fel se poate
justifica acea trecere ,,pe nesimtite” de la comparatia dezvoltata in termeni proprii,
la comparatia eliptica si apoi la metafora. Aceastd explicatie a fenomenului nu i-a
satisfacut pe cercetatorii de facturd moderna. Trebuie facutd precizarea, aflandu-ne
in miezul problemei, ca retoricienii de la Liége definesc metafora ca fiind rezultatul
intersectarii si cuplarii a doud sinecdoci, ,, de vreme ce in competitia substituirii
metaforice intra doud serii de semne apartindnd la doud cuvinte, datd fiind
polisemia celor mai multe dintre cuvinte” (Idem).

In directia moderna de cercetare ar trebui si se evidentieze urmatorul aspect;
retoricienii din dorinta de a detalia calea spre metaford, omit acele procedee
psihologice pe care le sublinia Tudor Vianu in descrierea procesului metaforic:
,,metafora este sustinuta psihologic de perceptia unei unitati a lucrurilor prin valul
deosebirilor dintre ele” (1968: 307).

Acelasi lucru se intdmpla si-n cazul descifrarii metaforei. Studiind
indeaproape fenomenul, autorul evidentia fenomenele sensibilititii umane cand
scrie ca aria de actiune a procesului psihic — intelectual declansat de metafora se
delimiteaza intre ,,pldcerea conciziunii” $i aceea a implinirii unui fragment de
gandire exprimat in parte , cdta vreme fragmentul nu este completat, spiritul se
gaseste intr-o stare de tensiune, cand fragmentul este completat si intelesul, ramas
obscur pana la un moment dat, se lamureste, spiritul trdieste o stare de destindere,
placuta ca toate sfortarile izbutite” (Ibidem).

Cercetari anterioare au precizat ca particularitatea fenomenului metaforic
prezent in poezia populara se defineste prin urmatoarele: coalescenta, tendinta spre
tipizare, frecventa simbolului si metafore cliseu. Tot la nivelul cercetarii artistice,
retoricienii grupului p au specificat ca ,, metafora extrapoleaza, ea se bazeaza pe o
identitate reald, manifestatd prin intersectarea a doi termeni in scopul afirmarii
identitatii termenilor intregi” (Retorica generala: 157). Plecind, asadar de la
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premisa cd metafora populard este ea insadsi analiticd s-a constatat cd operatia
retorica va fi doar una de adjonctie. Ca atare, corectarea metaforei nu poate
reprezenta o dificultate, iar decodarea corecta a mesajului este asigurata.

Teoretic vorbind, metafora se circumscrie generic unei analogii care
reprezintd ea insasi ,,un proces mintal ca urmeaza a se organiza expresiv fie intr-o
comparatie, fie daca procesul analogic este epuizat, intr-o metafora” (Olteanu, 1985:
132). Debarasandu-ne putin de abordarea teoretica a limbajului figurat, si mai ales
lasand la o parte viziunea modernd a retoricienilor, este util a se observa cum
metafora reprezintd izvorul din care se adapad speciile literaturii orale. Demn de
semnalat este in acest context poezia enigmisticd, consideratd expresie a unui
sistem metaforic prin excelentd. Mai fecunda s-a dovedit definirea ghicitorii prin
., prisma modului poetic” ce caracterizeaza procesul de elaborare a ei ca forma de
artd in cadrele oralitatii folclorice: ,,modul nu priveste nici actantul, nici genul in
exclusivitate, ci constructia poetica prin care intelegem un fenomen aflat in
miscare diacronicad. El vizeaza specificul organizarii §i existenta textelor literare in
viata traditiei” (Ursache, 1976: 17). Metafora in ghicitoare a constituit obiectul
unei vii cercetdri. Asadar, s-a ajuns la identificarea unor tipuri metaforice cu
pondere speciala, precum: , metafora de relatie, metafora contradictorie sau
metafora obscena” (Bratulescu, 1966: 81-92).

In descrierea tipologici a metaforei in folclor, Lidia Sfarlea in studiul
consacrat acestei figuri afirma ca termenii ghicitoare si metaford sunt
. intervertibili”’: ,, intr-adevar, ghicitoarea nu este o forma metaforica oarecare, ci
o adevarata lume a metaforei; o lume din care orice termen A (referentul) este
exclus, iar termenii B se intrec in performante formale, menite a-l deruta cdt mai
mult pe cititor” (1974: 182). Dupa o cercetare amanuntitd, autoarea a ajuns la
concluzia ca ,cel putin pentru literatura populard — in mai mare masurda este
ghicitoarea o metafora, decat metafora o ghicitoare” (/bidem). Trebuie precizat ca,
,in structura de profunzime, prezenta metaforelor in ghicitori se explica prin
originea §i functia metaforei in genere, puse pe seama tabu-urilor primitive §i a
analogiei ca posibilitate de expresie la nivelul limbii” (Wellek, Warren, 1967: 254).

Privitor la relatia cu metaforele generice, ,,se poate observa ca termenii
onomastici intra in corelatie cu metaforele generice, participdnd la seria
sinonimicd a unui motiv sau altul” (Rujan, 1998: 54). Cel mai frecvent mod de
integrare semantica si stilistica a termenului onomastic este introducerea lui in rima:
La llie/ Palarie/ Si pe vatra/ Si pe iarna — streagina casei.

Facandu-se o clasificare a tipurilor de metafore existente in folcloristica
romaneasca, trebuie mentionat ca pot fi identificate si altele, cum ar fi: catachreza,
apozitia si definitia poeticd. Rdméanand in aceeasi sferd de idei, mentionam la
inceputul articolului sintagma sistem tropologic. Astfel, este necesar a se evidentia,
chiar si in céteva cuvinte cum, analiza cimiliturii, cu multiplele-i ipostaze, cateva
identificate pe parcursul expunerii, se impleteste cu sinecdoca ori metonimia.

Colportorii  propun cimilituri  plurimetaforice, plurimetonimice ori
plurisinecdocice. Alteori, ca s& distragd atentia propun cimilituri metaforico-
metonimice. Ca de exemplu: lemn tine balta si balta tine lemn. O asemenea
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situatie Tmbracd forme dintre cele mei variate, propundtorii oferind spre ghicit nu
numai efect pentru cauza, ci si parte pentru intreg, dar in toate este implicat
procesul metaforic. Sistemul plurifigurativ prezinta si un alt aspect, acelasi subiect
fiind exprimat cand ca metaford, cand ca sinecdoca ori metonimie. Astfel, despre
,»ac”, in antologia Mohanu sunt multe cimilituri: Mic, mititel, cu coada carpeste, cu
capul drege, cu coada impleteste. Metaforele verbale au sens metonimic, sugerand
obiectul de ghicit. Cimilitura despre ,,ac” inclind si catre personificare fiind
prezentata drept gdnganie fara suflet. S-a precizat ca ,,in domeniul cimiliturilor de
diferite nuante se afld anumite forme modelatoare, in virtutea cdrora se constituie
intrebarea figurativd ce urmeaza a fi dezlegatd” (Rujan, 1998: 64). Dupa cum s-a
constatat, analiza cimiliturii ca fenomen de limba, materializat in ceea ce s-a numit
complex sistem metaforic, devine singura cale de percepere a sensului ei artistic. S-
a afirmat, de asemenea, ca , ghicitoarea, specie de mare concizie semanticd §i
formala, duce mai departe acest proces de abstragere, nu numai utilizand liber si
cuprinzand la maximum diversele procedee, ci §i aplicandu-le la un nivel abstract”
(Ibidem).

Daca metafora ocupa un spatiu vast in creatiile populare, nu acelasi lucru am
putea afirma atunci cind este vorba de sinecdocd si metonimie. In opinia
retoricienilor, sinecdoca conferd discursului ,,0 alura abstracta, filozofica”
(Retorica generala: 150). Multi dintre cercetatori au studiat impreuna sinecdoca si
metonimia. Exceptia vine din partea membrilor grupului p, care concep studiul cu
totul diferit, adica studiaza sinecdoca inaintea metaforei si metonimia. Justificarea
se gaseste in noua teorie a metaforei, elaboratd de ei, care nu mai este rezultatul
unei simple analogii, ci ea reprezintd finalizarea unui complicat proces de
intersectare semica, care ,, presupune un raport sinecdocic” (Ibidem).

Dovada a stransei relatii dintre metonimie §i sinecdoca, in lirica populara
intalnim cazuri de impletire a celor doua figuri retorice:

De candu-s la maica-ta
Batuta-s de Precista:

De cand sunt la blidul tau
Batuta-s de Dumnezeu.

In concluzie, lucririle existente in literatura de specialitate vin si ne
convinga ca limbajul metaforic atat de prezent in creatia populard intruchipeaza
icoane de viatd de o rard plasticitate. Ca atare, acesta nu reprezinta altceva decét o
forma de viata a unei intregi comunitati, afirmatie valabild atita timp cat poezia
populard este comunicata oral, declamata si insotitd de moduri cantabile.
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Manuel Machado y el modernismo de la primera ola
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ABSTRACT: Manuel Machado and First-Wave Modernism

Manuel Machado, the elder brother of the famous Spanish poet, Antonio
Machado, was also a great poet, an enthusiast of Spanish modernism, since
the very beginning of its creation. Travelling through a popular way to the
music, colourism, sensuality, epicureism and melancholy of the poetry
published in the volume A/ma (1901), that is, by getting to know the deep
song of his childhood in Sevilla, Manuel Machado provides softness, grace,
refinement and sonority to all his further creation. We highlight the verses in
the volumes E! mal poema (1909) where he evokes the bohemian world of
Madrid at the beginning of the 20th century, Sevilla y otros poemas (1918)
and Ars moriendi (1921). Even though he did not have the echo of Valle-
Inclan or Juan Ramoén Jiménez, his modern poetry colleagues, Manuel
Machado is regarded as an original voice in the history of this Spanish
literary trend.

KEYWORDS: modernism, bohemianism, symbolism, preraphaelism

Manuel Machado (1874-1947), el hermano mayor de Antonio (1874-1939), queda
en la historia de la literatura espafiola como un poeta declarado modernista,
promovedor tedrico de esta corriente, discipulo y, un tiempo, secretario del
nicaraguense Rubén Dario, el poeta que enraizo esta estética en la tierra espafiola.

Al mismo tiempo, uno de los pilares de la bohemia espafiola del inicio del
siglo XX, Manuel Machado, contribuy6 al desarrollo de la nueva expresion poética,
creando una obra original en el espiritu del simbolismo y del parnasianismo
europeo.

Como sefialé Federico de Onis, el Modernismo es la expresion de la “crisis
universal de las letras y del espiritu, que inicia hacia 1885 la disolucion del XIX”.
El nace en los paises industrializados europeos teniendo como predecesores al
Simbolismo francés y el Prerrafaelismo inglés. Todo ello supone la reaccion frente
al pragmatismo positivista, el rechazo a la burguesia conservadora, el desencanto
ante el fracaso moral de la industrializacion, la aversion a las vulgaridades del arte
realista...

Traslada el interés al interior del hombre, al mundo del subconsciente, al
irracionalismo filosofico, a la preocupacion existencial... Se crea una nueva forma
de expresion que niega las estructuras logicas del lenguaje comtn y repudia los
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intentos de trasladar a la obra de arte una realidad, presente, pero, segun ellos, sin
esencias humanas. Se crea una estética impresionista que representa no la realidad,
sino las sensaciones que ofrece ésta en el receptor. Se crea una experimentacion
métrica sin cesar, persiguiendo las modificaciones de la frase, la adjetivacion, la
sorpresa final en los poemas. Tiene como antecesores a los simbolistas franceses:
Jean Moréas, Georges Rodenbach, Emile Verhaeren, Maurice Maeterlink, Paul
Fort, Gabrielle D’Anunzio. En América Latina tiene continuadores: José Marti,
Asuncion Silva, Julian del Casal, Manuel Gutierrez Najera. Ellos se proclaman
herederos de Verlaine y Baudelaire, irracionalistas, impresionistas, decadentes y
amantes del misterio.

El Modernismo fue un movimiento renovador en la forma y en espiritu, en la
preocupacioén por la intimidad y en le proyeccion social, en el verso y en la prosa.
Sus creaciones son la respuesta a la crisis de la sociedad burguesa del XIX, en su
filosofia, en su organizacion social, en sus creencias morales y su expresion
artistica.

Tuvo una voluntad artistica clara, por encima de otras consideraciones
(valores morales, patriotismo, hondura de los sentimientos, como ocurrié con los
continuadores del postromanticismo, es decir, los escritores de la Generacion del
98).

Del Parnasianismo hereda el movimiento de la forma bella, impecable,
marmorea, la concepcion del arte por el arte.

Del Simbolismo conserva la interiorizacion de la poesia, la descripcion de
los ecos en la conciencia de la realidad circundante. En esta linea recordamos a
Antonio Machado, Juan Ramon Jiménez. Continia del Romanticismo el
misticismo y el erotismo. Como herencia de esta corriente, pero con otra meta,
cultiva el exotismo, las alusiones histéricas, mitologicas etc.

El debut de Manuel Machado es representado por el volumen A/ma (1902),
en el cual aparecen los motivos basicos de su creacion de mas tarde: notas
decadenes y eréticas, sensualismo, epicureismo y melancolia, como, también, su
tipica abulia, que sintetiza el estado del animo del hombre del inicio del siglo XX.

Delante de estos motivos de moda en aquellos tiempos, el poeta llega con su
gran cargo genético andaluz (el poeta naci6 en Sevilla):

Yo soy como las gentes que a mi tierra vinieron
- soy de la raza mora, vieja amiga del sol -

que todo lo ganaron y todo lo perdieron.

Tengo el alma de nardo del 4rabe espanol.

(Afelfos)

La gente que le did la vida de aristocrata del espiritu, la gente de su linaje,
fue también una gente exotica, aventurera, que conocia las bellezas del infinito, no
las limitaciones de la gente establecida en los lugares comunes, llevando una vida
convencional, prosaica. Sus antecesores tampoco vendieron su fuerza de trabajo y
otros valores para ganar bienes y comodidades como los demas con alma esclava.
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Su vision de la vida como una obra de arte se compagina con el modo de vivir de la
gente del sur.
Continua ¢l el poema:

Mi voluntad se ha muerto una noche de luna

en que era muy hermoso no pensar ni querer...

Mi ideal es tenderme, sin ilusion ninguna...

De cuendo en cuando, un beso y un nombre de mujer.

Este tipo de gente no tiene como rasgo la voluntad, como ciego deseo de
vivir (Schopenhauer) sino la bisqueda eterna de la belleza, representada aqui por el
sintagma “una noche de Iuna”. Su eterno disfrutar es el estado de gracia del
hombre espiritual. Su entrega al amor (“un beso y un nombre de mujer’’) es como
algo natural, sin esfuerzos e inquietudes, con la abulia estética del aristocrata.

De mi alta aristocracia dudar jamas se pudo,
No se ganan, se heredan, elegancia y blason. ..
Pero el lema de casa, el mote del escudo

es una nube vaga que eclipsa un vano sol.

La aristocracia del espiritu no se gana gracias a el aprendizaje de una técnica
o del ejercicio de unas virtudes, sino es innata: “no se ganan, se heredan,
elegancia y blason”. También, “el lema de la casa” no es algo buscado en su
alrededor, dentro de las cosas comunes de la naturaleza, sino es algo extrafio como
“una nube vaga que eclipsa un vano sol”. Es decir, algo que se parece como un
suefio, es decir, una otra naturaleza, la del espiritu.

En el mismo volumen, La mariposa negra es el poema dedicado a la muerte
de un tal caballero. Reproducimos los versos:

Una negra mariposa
revolotea en el cuarto.

La hora cardena... La tarde
los velos se va quitando...

El velo de oro, el velo de plata...,
el de celajes violados.

... Y el sol a caer alla lejos,
guerrero herido en el campo.

Se trata de un duelo universal sugerido cromaticamente por los epitetos:
“negra mariposa”, “hora cardena”, “celajes violados”. La tarde se ha quitado “el/
velo de oro, el de plata”, es decir los colores de la vida. El sol mismo va hacia el
ocaso como ‘“‘un guerrero herido en el campo”.

En la Andalucia de su infancia, de sus antecesores llegados por los mares, en
este espacio del sol y del mar vinieron todos los pueblos antiguos del Mediterraneo
y encontraron, como €l, el canto popular andaluz y los ritmos del baile flamenco.
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El poeta tomara estos cantos y los escribira e el volumen Cante hondo. Cantares,
canciones 'y coplas compuestas al estilo popular de Andalucia (1912), que gozaré
de una gran popularidad en su tiempo (la primera edicion de mil ejemplares se
vendio en el primer dia).

Como consecuencia, el modernismo del poeta encuentra en la explosion de
ritmos y colores de Andalucia la expresion genuina. En esto queda no so6lo su
originalidad, sino también la profundidad de su creacion. A través de Cante
hondo... su poesia modernista queda enraizada a esta tierra.

Vino, sentimiento, guitarra y poesia
hacen los cantares de la patria mia...
Cantares. ..

Quien dice cantares, dice Andalucia.

Su talento personal en los ejercicios de los ritmos y la versificacion popular
aparece obvio:

Tengo una copla en la mano
y en los labios un cantar,
y en mi corazoén mas penas
que gotas de agua en el mar
y en los desiertos arena
(Tonias y livianas)

Este tipo de evaluaciéon de los motivos y del estilo popular lo vamos a
encontrar mas de un decenio y medio més tarde en el volumen Poema del cante
jondo, escrito por un otro andaluz, Federico Garcia Lorca.

Todo esto comprueba la gran personalidad de los dos poetas, quienes,
representando dos momentos distintos en la evolucion del modernismo espaiol, es
decir, dos generaciones literarias distintas, tomaron lo que era eterno en la tradicion
espaiiola y le dieron una nueva forma, una nueva expresion.

Los motivos de la vida y de la muerte son representativos por el canto
andaluz. En su poesia, Manuel Machado y Federico Garcia Lorca expresaron el
estado de animo de los andaluces de las coplas, el mal de su ser, sin encontrar la
posibilidad del cumplimiento del amor. Sin el amor, el hombre erra, vive una
tristeza absoluta y no encuentra el camino del mero sobrevivir. Dice Manuel
Machado:

Tu calle ya no es tu calle,
que es una calle cualquiera,
camino de cualquier parte.
(Soleares)

En Ars moriendi, que es como una conclusion de las busquedas encontradas
en los volumenes publicados antes, el poeta dice que la falta del amor significa la
muerte:
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El cuerpo joven, pero el alma helada,
sé que voy a morir, porque no amo
ya nada.

El amor y la muerte son los valores de siempre del hombre. El espiritu
andaluz los conocid y los did su propia expresion en los versos, en la musica y el
baile. Aqui lo encontraron los demas poetas. Pero Manuel Machado es un hombre
de su tiempo: el que desespera en una sociedad del conformismo y del
sometimiento delante de los valores burgueses; el de la biisqueda de lo nuevo en un
mundo de las formas envejecidas; el de la expresion de estas busquedas cuando el
mundo no hace esfuerzos para entenderlas. El rechazé la condicion humana del
conformismo. Abrazé la vida bohemia de Madrid y de Paris (en sus dos estancias
en 1899 y en 1902). Como dandy, quiso mostrar a sus coetaneos que el espiritu es
el verdadero valor del hombre. Con el atuendo estridente, con amistades y amorios
extravagantes, juergas sin fin ha dicho que no acepta la vida gris y autosuficiente
del burgués.

En la obra, expreso lo inefable de la musica de Verlaine, buscé la inspiracion
en la pintura impresionista y la eternidad en el ejercicio de los amores de un
instante. En el poema Otorio encontramos la misma atmoésfera citadina de Verlaine:

la hoja seca,
vagamente,
indolente,
roza el suelo...
Nada sé,

nada quiero,
nada espero.
Nada...

En este mundo de la mortificacion por la adaptacion y la resignacion frente a
unos valores ajenas al espiritu, el poeta no pide el amor a una mujer “honesta”,
sino a una demimondena:

Asi, los dos: t, amores, yo poesia,
damos por oro a u mundo que despreciamos. ..
i T, tu cuerpo de diosa; yo, el alma mia!

El amor de la esposa como sefial del conformismo de la institucion burguesa,
familia, pierde el encanto de la gratuidad estética, llega a ser prosa cotidiana. En la
vision del poeta la belleza de la mujer que se ofrece por un instante tiene algo de la
belleza eterna que ¢l, también, busca siempre. Continua el poeta:

yo no te ofrezco amores que t no quieres;
conozco tu secreto, virgen impura;
Amor es enemigo de los placeres

en que los dos ahogamos nuestra amargura.
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El amor suyo no es la enfermedad romantica, la de un yo que se vierte y
muere en el ser de la amada, tampoco, el amor ofrecido para los bienes de una
familia burguesa, enajenado, sino es voluptuosidad, deleite, placer. La amargura de
la fealdad y de los males de este mundo se ahoga s6lo en este placer estético, en la
belleza de un instante. Dice el poeta al final del poema:

Ven tu conmigo reina de la hermosura
Heitaras y poetas somos hermanos.

El amor de la demimondena y el verso del poeta modernista logran lo mismo:
alcanzan algo de la belleza eterna de este mundo.

A continuacion, el poeta busca la belleza pura en el pasado de la Espafia
legendaria (Castilia):

El ciego sol se estrella

en las duras aristas de las armas,
llaga de luz los petos y espaldares

y flamea en las puntas de las lanzas.

Vemos como elementos de la narrativa de los romances se convierten en
descripciones pintorescas y sugerentes del otro nivel. Son simbolos de la eternidad
heroica de unos hombres y de una tierra sin par. Aqui se nota también el influjo de
la ideologia de los escritores de la Generacion del 98, pero todo estd inmortalizado
en el sello de la belleza... En el Oriente lleno de colores (Flores) el poeta
encuentra el amor de Antonio y Cleopatra mas alla de las trampas del poder y de la
historia, de las copas de venenos, de las traiciones y de la muerte omnipresente.
Cleopatra se entrega al amor mientras “da la copa a un siervo, que la bebe y
expira...”

En la reunion de los versos intitulado Museo, el poeta no persigue las huellas
de las hazanas que edificaron la historia, sino las de los amores que construyeron
su belleza eterna y su fuerza vital:

Venid - le dice quedo -; seguidme... a donde sea!
Sélo deciros puedo que es hermosa la dama.

El guerrero se entrega al amor, lo que es lo sublime de aquella época.

Pero no soélo alli, se encuentra la belleza que busca el poeta... En el canto
popular andaluz, como ya hemos afirmado, y, también, en el canto canalla de la
calle: el de los amores engafados, de las embridgueles desesperadas, como medio
de evasion de lo cotidiano aplastante:

De un cantar canalla

tengo el alma llena,

de un cantar con notas monotonas, tristes,
de horror y verguenza.
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Por consiguiente, Manuel Machado, como hombre de su tiempo, es un poeta
de gran valor. El busca la belleza pura en una multitud de ambientes y le da
expresion en una poesia de vastos registros tematicos. Con una sensibilidad mas
bien posromantica, con una expresion refinada, y con muchos influjos populares,
Manuel Machado recoge todos los motivos que llevan a esta belleza.
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RESUME : La nécessité du plurilinguisme

Il parait qu’aujourd’hui la langue est plus importante que jamais dans ce
monde globalisé¢ dans lequel la communication au-dela des frontieres de la
langue est vitale. Si, jadis, la capacité de parler une langue étrangere était
considérée comme un signe de noblesse, aujourd’hui, elle est indispensable a
ceux qui veulent réussir personnellement et professionnellement. Dans ce but,
nous devons nous adapter continuellement & ce monde changeant par
I’acquisition des perspectives globales. Apprendre une langue étrangére va de
paire avec I’apprentissage de la culture et de la civilisation du pays ; le choix
de les apprendre témoigne du respect et de la considération pour ce pays et
son peuple. De nos jours, dans ce climat de changements économiques et
politiques, la communication joue un role significatif vers la promotion du
développement global.

MOTS-CLEFS : globalisation, langue, développement

The present paper aims to deal with people’s increasing need for plurilingualism.
Without denying the universal character of this phenomenon, we shall restrict our
approach to our country because of its having been witness to great and somewhat
unexpected changes as far as the process of learning—teaching foreign languages is
concerned. Somehow marginalized three or even two decades ago, they have
received more and more attention lately.

People’s need and desire not to confine themselves to their native language is
not at all a consequence of the modern society we live in. Looking back at the
ancient times, we can very easily notice the manifestation of the same need. Thus,
we shall start our approach from a very old theory which was formulated by
Aristotle and according to which all the people think alike in spite of their speaking
different languages. Starting with the 16™ century, the diversity of the languages
has been seen as an accidental phenomenon.

The same author writes about the old linguists’ strong suggestion of inventing
a universal language, backing their suggestion up with their belief that the
differences between two languages are superficial. In spite of the five centuries
which have elapsed since those times, things are not different now. People still
display the same need for a universal language, which would make life a lot easier
in many respects. Since this ideal of a so-called universal language has never

119



Analele Universitatii din Craiova, Stiinte Filologice, Limbi Straine Aplicate, nr. 1-2, 2009

materialized, this need has assumed another form, namely people’s need for
plurilingualism, which is more and more conspicuous in almost every part of the
world.

The issue now is which criteria should be taken into consideration when
choosing to study a foreign language. Thus, we arrive at a matter intensely
discussed and still of much interest though it drew linguists’ attention centuries ago.
Can we speak of inferior and superior languages? Can differences of mentality,
degree of culture and civilization be put in connection with linguistic superiority or
inferiority? It is well-known that Greek and Latin are thought to be superior to the
modern languages. During the Renaissance, linguists strove to prove that modern
languages as well deserved to be considered superior languages, going as far as
stating that all languages, without any exception at all, were equal. Today’s
linguists adopt the same point of view. The fact that more and more people of all
nationalities choose to study English, French, German, Italian, Spanish, etc, has
nothing to do with their being more beautiful, melodious or just easier to learn than,
say, Hungarian, Polish or any other language.

Born as a means of communication, language has very rapidly become a
phenomenon which has drawn people’s interest and attention. If, in the past, people
used to think that the only correct way to speak was their own, nowadays they are
not at all reluctant to become fluent in as many foreign languages as possible. As
far as the Romanians are concerned, things have become more apparent since our
country’s adherence to NATO. Two terms are now more important than ever:
linguistic diversity and development. The former will be understood in the sense of
multiple competences in several foreign languages. In the past, being able to speak
a foreign language was seen as a sign of nobility. Nowadays, it is no longer used
for educational purposes, but rather for practical ones in a globalized world. Since
we want our young generation to become effective citizens of the European
Union’s cultural diversity, we should do our best to put them in touch and help
them keep in touch constantly with the European linguistic diversity.

We need to establish the importance of linguistic diversity for the process of
European integration and development. Yet, we do not want to reject the social
dimension saying that the human behaviour is only imposed by some general laws.
We cannot minimalise the importance of the political and economic framework in
which the ordinary citizen of a country evolves for his/her disposition to learn a
foreign language.

We will mention over and over again the concept of plurilingualism. Thanks
to the very early introduction of English in most schools in Romania, the young
generation is provided with the best chances of getting the best results ever. But,
since there are fewer and fewer people who are satisfied with being able to speak
only one foreign language, a second and even a third foreign language are also paid
a lot of attention.

Nowadays we live in an ever-changing, interdependent world in which
different cultural and linguistic groups converge. Therefore, the idea of seeing
Romania as nothing more than an isolated country is outdated. On the contrary, the
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Romanians seem to have finally understood and willingly accepted the undeniable
connections between our country and the rest of the world. Worldwide economic
development and political cohesion between the countries of the world are
unconceivable in the absence of constant and solid cooperation which, in its turn,
cannot be accomplished in the absence of connecting bridges whose key secret is
the extraordinary chance of speaking the same language. There should be no
national frontiers when it comes to keeping up with the other countries’
breakthroughs in the field of medicine, technology, etc and, as we have already
mentioned, a successful cooperation between two countries is unimaginable if the
two sides involved do not possess some solid knowledge of a common language or
if, in extreme cases, they do not resort to an interpreter. If, in the past, mastering a
foreign language used to be regarded as a great accomplishment, nowadays it is
thought to be a necessary, but insufficient step towards success.

When speaking of international unity, we do not wish to deny the economic
or political autonomy of every country in the world. We only want to emphasize
the vital importance of the unbreakable connections between all the countries of
the world.

Resuming the criteria which govern our choice of studying one foreign
language or another, we can say that economic as well as historical reasons have
imposed English as the first foreign language in the Romanian educational system.
The early introduction of English as a compulsory subject in most schools (in the
urban areas as well as in the rural ones) has led to visible consequences, namely
students’ real chances of acquiring solid knowledge and fluency in English. This
tendency has become more and more obvious among adults and, what is even more
astounding, among uneducated people of all ages. Thus, if highly-educated people,
whose professional progress is unconceivable in the absence of constant and
thorough cooperation with their foreign colleagues, have deeply understood the
necessity, but not the sufficiency of mastering a foreign language, other categories
of people have also come to become aware of the disadvantage of not being able to
handle a conversation in English.

The English language had become very popular among our fellow
countrymen with the widespread use of computers and of the latest electronic
equipment. Access to a wide range of technology gives people of all ages a great,
unparalleled opportunity to interact directly with native speakers, which allows
them not only to reinforce their knowledge, but also to enrich it in the most
pleasant and accessible way.

People’s need to effectively communicate in a multilingual world is more and
more acute. Besides acquiring these skills, they are also taught to appreciate other
countries’ traditions and culture. Mastery of more than one foreign language is
indispensable to those who want to follow a career in teaching, science, research,
social work, etc. The academic, personal, business and practical benefits of
mastering foreign languages are huge, but the utmost benefit is people’s capacity of
getting involved in genuine interaction with other people, whether they are on the
same continent or on another one.
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The same types of reasons led originally to the introduction of French in our
schools and, later on, to maintaining it in our educational institutions. If in the past,
most people were asked to choose between two languages, today people are
encouraged to learn more than one foreign language since one is far from being
enough in their future careers.

The English language ceased belonging only to the Americans, the British,
the Canadians or the Australians. There are as many people around the world who
speak it as the second language as there are native speakers. People of all ages
studying it thoroughly will have every chance to get to master it, but few will be
able to say that they can speak it as naturally as the native speakers. They may not
have the best possible accent or they may not be as fluent as the native speakers.
Yet, this does not prevent them from learning it and trying to speak it as naturally
as they can. However, in most practical situations, their main aim is to be able to
understand their interlocutor and to make themselves understood by their
interlocutor. We will rarely see a native speaker mock at a non-native speaker’s
mistakes of any kind during a conversation. Most of them are more often than not
willing to help.

We cannot overlook some very important factors involved in people’s
disposition to learn a foreign language. The complex of inferiority still plays havoc
among many of our fellow countrymen. Some of us still wonder: “What’s the use
of learning English when we are Romanians and the only language we’ll ever have
a chance to speak is Romanian?” The opposite situation is also noticeable among
them. In other words, some other people — often very educated ones — seem to feel
threatened by the invasion of the English language, seeing it as an attack to our
intellectual independence.

They somehow believe that giving so much prominence to the English
language will sooner or later end up by prejudicing our national identity.
Fortunately, most of us have deeply understood that choosing to learn a foreign
language is not synonymous with rejecting our native language. It is part of our
integration into the rest of the world and collaboration with the other countries.
This concept has made inroads upon the mentality of the most conservative and
traditionalist people who have understood that somebody’s decision to remain
monolingual is equivalent to the decision to stunt one’s educational development,
to restrict one’s communicative abilities, to reject the ability to fully appreciate and
understand the world.

To sum it up, we can say that the phenomenon of globalization gives birth to
special needs in the language learning and teaching areas, but what everybody
should bear in mind is that by acquiring a foreign language we manage to broaden
our horizons and to develop new forms of expression as well as new ways of
thinking and being. Those who are able to speak at least one foreign language
enjoy a lot of advantages. From a business perspective, mastery of a foreign
language will enable people to connect and network with other people from all
over the world. From a cultural perspective, it will help them become familiar with
other cultures in an intimate way. We will conclude this paper by underlining the

122



Mirela Costeleanu: The Need for Plurilingualism

importance of starting the study of a foreign language at an early stage when
children are very curious and very open to new experiences.
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RESUME : Valeurs lexico-sémantiques du verbe latin facere dans les
comédies de Plaute

La différence entre les textes de langue écrite et les textes de langue parlée
suppose des traits d’expression qui associent la complétude a la premiére,
tandis que la seconde se caractérise par I'utilisation de mots qui détiennent
une précision propre réduite, mais qui couvrent une variété de spheres
sémantiques, dans plusieurs champs.

A partir des textes plautiniens, nous nous proposons la classification du
verbe facere, en renfor¢ant ses valeurs multiples de verbe lexicalement
autonome, verbe auxiliaire d’aspect dans des constructions causatives
(synonyme a obliger a agir : fac uacent) et verbe-support dans des
constructions complexes (formées d’adverbe + facere : sic facere, nom +
facere : silentium facere, ludos facere).

Du point de vue lexico-grammatical, le verbe facere est défini comme
« modalisateur », c’est-a-dire comme facteur dont dépend I’intention que le
discours transmet. La méthode d’étude employée dans cette communication
est ’analyse contextuelle des verbes et locutions verbales (la fagon dont le
verbe facere reprend d’autres verbes : iubere, cogitare ; I’opposition dicere-
facere ; les locutions comme nihili / nauci facere).

MOTS-CLEFS : langue parlée / langue écrite, pragmatique du latin, factitif

Un enunt poate fi interpretat dupa criterii variate, comprehensiune literala, sens
traductibil din punct de vedere lingvistic si mesajul pe care il transmite, care
determina o reactie activa, un raspuns in conduita celuilalt, care ascultd. Notiunea
de ,.forta ilocutionard” reprezinta actul de limbaj indeplinit, tendinta aplicata intr-
un enunt.

J. Moeschler si A. Reboul (1999: 56) considera ca:

Pornind de la aceastd distictie Intre propozitia exprimatid si actul ilocutionar
indeplinit, Searle propune sd distingem doud elemente ale structurii sintactice a
frazei: marca de continut propozitional si marca de fortd ilocutionara, prima
indicand propozitia exprimata, a doua indicand actul ilocutionar indeplinit.
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Din punct de vedere argumentativ, un enunt contine combinarea a doud
componente absolut necesare in decodarea sensului si a orientarii sale discursive:
un factor material, orizontal §i concret al enuntarii propriu-zise si un factor
supraadaugat, impus prin mijloace lingvistice sau extralingvistice, mai mult sau
mai putin explicite, cu un rol obligatoriu in procesul de interpretare (componenta
ilocutionara a enunfului). Cel dintdi reprezintd conditia naturala, de
comprehensiune logicd a mesajului si de decodare a sensului acestuia; celalalt
factor este obligatoriu 1n interpretarea si aprecierea corectd a textului, acesta fiind o
marca subtild a fortei ilocutionare, la care contribuie categorii gramaticale, cuvinte
speciale, intonatia, etc.

Valorile lexico-gramaticale ale acestui verb latin facere vor fi interpretate cu
ajutorul unui fenomen lingvistic de data recenta: modalizarea si modalizatorul, care
sunt responsabili de atitudinea, parerea, reactia locutorului cu privire la enuntul sau.
Aparitia sa in discurs reprezintd una dintre trasaturile specifice ale limbii vorbite,
care raspandeste utilizarea acestor cuvinte neprecizate semantic, dar care in context
pot cdpata sensuri multiple; ele detin intensiune §i exactitate semanticd minima, dar
o clasa mare de denotati, adica pot substitui In discurs numeroase expresii, oferind
un corp fonetic redus si neutralitate stilisticd. Autorii care se ocupa de specificul
limbii vorbite i limbii scrise includ intre diferentele constatate intre aceste doud
categorii de limbaj aparitia lexemelor pe care, singure sau in expresii perifrastice,
locutiuni, locutorul le utilizeaza cand se confruntd cu un flux abundent al vorbirii
(Koch/Osterreicher, 1990: 104).

Criteriile de prezentare a contextelor in care apare verbul facere provin din
lingvistica franceza, lingvistica germanica si lingvistica romanica. Marcilor lexico-
semantice din lingvistica francezd 1i se adauga criterii de semnificatie
(intentionalitate, autoritate, eficientd, cauzalitate, permisivitate, fortd perlocutiva)
(Iliescu, 1997).

Principalele trasaturi gramaticale ale verbului facere sunt:

1. verb autonom din punct de vedere lexical

2. verb suport intr-o constructie nominald complexa echivalentd cu un alt

verb simplu.

3. verb auxiliar de aspect in constructii cauzative

Potrivit datelor etimologice despre verbul facere (a face) in limba latina, 1i
mentionam originea din radacina ‘a ageza’, ‘a dispune’, fiind 1n aceasta situatie un
verb autonom din punct de vedere lexical, cu sensuri concrete si materiale
[+concret] ‘a realiza’, ‘a crea’. Semantismul sdu este, in contexte, definit prin
adverbele si adjectivele cu care formeaza Impreuna locutiuni, expresii:

Spre exemplu, determinanti adverbiali:

bene n
Asv. 136-138: ingrata atque inrita esse omnia intellego

Quae dedi et quod bene feci, at posthac tibi
Male quod potero facere faciam, meritoque id faciam tuo.

125



Analele Universitatii din Craiova, Stiinte Filologice, Limbi Straine Aplicate, nr. 1-2, 2009

‘Inteleg ca toate cate le-am dat si le-am facut bine
Sunt nerecunoscatoare si nepotrivite,

Dar, dupi aceea, ceea ce voi putea face rau,

Voi face, si o voi face dupa meritul tau’.

In acest pasaj se constati relatia de antonimie lexicala intre bene si male si
aspectuala, intre temele de perfectum si tema de infectum, feci si faciam, intre
modul personal, indicativ (feci) si modul impersonal infinitiv (facere).

Intr-un alt exemplu, locutiunea bene facere se traduce ca ‘a binecuvanta, a
favoriza’, turnura lingvistici de aceeasi naturd cu bene uelle (adesea utilizatd in
poezia lirica latind).

Ps vv. 271-272: <Ps> Di te deaeque ament uel huius arbitratu uel meo,
Vel, si dignu’s alio pacto, neque ament nec faciant bene.

(Zeii si zeitele sa te iubeasca, fie dupa placul acestuia, fie dupa al meu,
Sau, daca esti demn de un alt pact, sa nu te iubeasca si s nu-ti faca bine).

Aceeasi constructie apare la forma negativa, in acest enunt ambiguu, in care
verbul amare este conjugat atat la forma afirmativa, cit si la forma negativa.

Sic facere: adverbul are valoare deicticd, intr-o constructie cu valoare
cataforica, care anticipeaza frazele urmitoare din sfatul personajului; verbul facere
are valoare de a prevedea si de a introduce replica urmatoare, desigur neavand
precizia si coloratura lexicala a verbelor agere, incipere, instituere etc.

As v. 820-823: <Par> Ego sic faciundum censeo: me honestiust,
Quam te palam hanc rem facere, nec illa existimet

Amoris causa percitum id fecisse te

Magis quam sua causa.

(Astfel consider eu ca trebuie facut:
Este mai cinstit sd rezolv eu acest lucru, ca ea sa nu creada
Ca tu ai actionat astfel, mai mult tulburat de dragoste, decat din cauza ei).

Este de remarcat cu aceastd ocazie utilizarea adverbului palam in locutiunea
palam facere, ‘a da pe fata’.

O alta valoare, opusd celei cataforice, este anafora, care se defineste in
termeni lingvistici ca reluarea unei actiuni verbale prin verbul facere. Mecanismul
cognitiv care determind aceastd substitutie este abstractizarea actiunii, pentru
economie mentala si rapiditatea exprimarii (id facies, caue feceris):

Mil v. 1364-1370: <Pal> Cogitato identidem, tibi quam fidelis fuerim.

Si id facies, tum demum scibis, tibi qui bonus sit, qui malus.

<Pyrg> Scio et perspexi saepe. <Pal> Verum cum antehac, hodie maxume
Scies: immo hodie me uerum factum faxo post dices magis.
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<Pyrg> Vix reprimor quia te manere iubeam. <Pal> Caue istuc feceris:

Dicent te mendacem nec uerum esse, fide nulla esse te,

Dicent seruorum praeter me esse <hic> fidelem neminem.

(<Pal> Sa te gandesti mereu, cat de fidel ti-am fost.

Daca o voi face, numai atunci vei sti, cine a fost bun pentru tine, cine a fost rau.
<Pyrg> Stiu si am simtit-o adesea. <Pal> Chiar astazi voi face sa spui mai mult
Ca a fost un fapt adevirat.

<Pyrg> Cu greu ma stapénesc sa iti poruncesc

Sa ramai. <Pal> Stapaneste-te sa faci asta.

Vor spune ca esti mincinos si nu esti adevarat, ca nu esti de nicio incredere,
Vor spune ca, in afard de mine, nu exista niciun sclav credincios.

Este de datoria noastra sa remarcam ca verbul faxo este utilizat ca un cuvant
parentetic, nu un verb care domina o altd propozitie.

Adesea este exprimata distinctia Intre ceea ce se spune §i ceea ce se
indeplineste, la nivel mental se reflectd diferenta intre judecatd si manifestare chiar
in cazul in care ordinele sunt de naturd divina, fiind enuntate din partea zeului
Iuppiter 1n persoana.

Amph v. 22-24: Tam etsi, pro imperio uobis quod dictum foret
Scibat facturos, quippe qui intellexerat
Vereri uos se et metuere, ita ut aequom est louem.

(Desi stia ca veti face ca tot ceea ce s-a spus pentru comanda voastrd si se
indeplineasca,
Fiindca intelesese ca voi il respectati i va temeti de el, cum i se cuvine lui [uppiter).

In textele lui Plaut este utilizat foarte adesea verbul facere la modul optativ,
mod care va disparea din conjugarea latind, dar de la care se mentin anumite forme
precum faxis; urme a lasat si modul deziderativ, format cu sufixul -s (faxo), tradus
prin viitor indicativ (Cretia, 1999: 42-43). Aceste forme sigmatice sunt purtitoare
ale unui continut afectiv i stilizat.

As v. 611-613 <Phil> Cur ergo minitaris mihi, te uitam esse amissurum?
Nam quid me facturam putas, si istuc quod dicis faxis?

Mihi certum est facere in me omnia eadem quae tu in te faxis.

(Asadar de ce ma ameninti ca iti vei pierde viata?

Cici ce consideri ca voi face eu, daca vei face ceea ce spui?

Este sigur pentru mine cé voi face ceea ce tu vei face pentru tine).

In limba vorbita, foarte frecvent verbul facere prezinta valoare axiologica, in
situatii de apreciere subiectiva, pentru care se formeaza locutiuni verbale precum:

nihili facere:
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Cas v. 801-803: <Lys> Quid agis, mea salus? <OI> Esurio hercle, atque adeo hau
salubriter.

<Lys> At ego amo. <OI> At ego hercle nihili facio. Tibi amor pro cibost,

Mihi ieiunitate iam dudum intestina murumrant.

Cas 801-803: <Lys> Ce faci, salvarea mea? <OI> Flamanzesc si nu in chip sanétos.
<Lys> Iar eu iubesc. <OI> lar eu nu valorez nimic. Tie iubirea iti tine loc de hrana,
mie de foame imi murmura intestinele.

nauci facere

Bal102-1103: Perii, hoc serum meum non nauci facere esse ausum!
Atque ego, si alibi plus perdiderim, minus aegre habeam minusqueid mihi damno
ducam.

Dupa cum s-a demonstrat deja, ca verb suport facere renunta la autonomia sa
lexicald, pentru a se combina cu substantive, adjective, cu care va echivala unui
verb (similar ca provenienta denominativelor).

Alte verbe pot substitui aceste constructii substantiv/adjective+verb.
Caracterul limbii vorbite din dialogul teatral prolifereaza acest tip de exprimare
perifrastici. Pozitia elementului nominal este indiferentd, fie nainte, fie dupa
verbul facere.

silentium facere:

Amph v. 15-16: Ita huius facietis fabulae silentium
Itaque aequi et iusti hic eritis omne arbitri.

(Asa veti face liniste pentru aceasta piesa
Si astfel veti fi cu toti arbitri drepti si corecti).

ludos facere, in combinatie cu forme la diateza pasiva:

Amph v.594-574: <Sos> Profecto ut loquor res ita est. <Amph> Iuppiter te
Perdat. <Sos>Quid mali sum, ere, tua ex re promeritus?

<Amph> Rogasne, improbe, etiam ,quid ludos facis me?

<Sos> Merito maledicas mihi, si id ita factum est.

Verum haud mentior, resque uti facta dico.

<Sos> Lucrurile stau aga cum vorbesc eu. <Amph> Iuppiter si te piarda.
<Sos> Stapane, ce rau am meritat eu in serviciul tau?
<Amph>Ma intrebi, nefericitule chiar tu, care iti bati joc de mine?

<Sos> Pe drept ma blestemi, daca aceasta s-a Intamplat.
Nu mint deloc, s-a petrecut cum spun.

nunciam facere:

As v. 4: Face nunciam tu, praeco, omne auritum poplum.
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(Crainic, anunta pentru ca tot poporul si te audd).
iniuriam facerei:

Ba v. 58-59: <Ba> Quia, cum tu aderis, huic mihique haud faciet quisquam iniuriam:
Tu prohibebis, et eadem opera tuo sodali operam dabis;
Et ille adueniens tuam med esse amicam suspicabitur.

(Fiindca, atunci cand vei veni aici, nimeni nu imi va face rau lui si mie.
O vei interzice si astfel te vei ocupa de tovarasul tau,
Iar el, sosind, va banui ca eu sunt prietena ta).

fidem facere:

Cas v. 1-2: Saluere iubeo spectatores optumos
Fidem qui facitis maximi, et uos Fides.

(Porunesc ca cei mai buni spectatori
Care inspirati cea mai mare incredere, si zeita Fides).

in Cas v. 372-373: <Lys> Dicam enim, mea mulsa: de istac Casina huic nostro
uilico
Gratiam facis. <Clost> At pol ego neque facio neque censeo.

<Cys>Caci iti voi spune, dulceata mea: de la aceastd Casina i vei face cadou
Acestui Ingrijitor de fermd. <Cleost> Dar eu nici nu-I fac si nici macar nu ma
gandesc.

apar doua ipostaze ale verbului facere: gratiam facere si facio in opozitia
intre [+material] si [+mental].
Sintactic, frecvente sunt constructiile verbului facere cu dublu Acuzativ:

Ps v. 10-11: <Ps> Gestas tabellas tecum, eas lacrumis lauis,
Neque tui participem consili quemquam facis?

(Porti tablitele cu tine, le speli cu lacrimi,
Si nu faci pe nimeni partasi la decizia ta?)

Ps v. 18-19: <Cal> Idem animus nunc est.
Tuuabo aut re aut consilio bono.

(Am aceleasi sentimente acum.
Te voi ajuta, sau cu bani, sau cu un sfat bun).

Mil v. 108-109: Vino, ornamentis opiparisque obsoniis,
Itaque intimum ibi se miles apud lenam facit.

(Cu vin, cu podoabe, cu alimente alese,
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Astfel s-a instalat soldatul la codoasa).

Aceste exemple fac tranzitia spre valoarea lui facere ca auxiliar de aspect in
constructii cauzative; pierzandu-si autonomia semantica si devenind referential vid,
verbul facere indeplineste rolul unui modalizator in realizarea modalitatii deontice;
cel mai frecvent este Intrebuintat la imperativ prezent si viitor, In hipotaxd sau
parataxd (oscilatia inconsecventa fiind o altd marca a latinei vorbite), la diateza
activa sau pasiva:

Amph v. 976-983:nunc tu diuine huc fac adsis Sosia
(audis quae dico, tam etsi praesens non ades),

Fac Amphitruonem aduenientem ab aedibus

Ut abigas; quouis pacto fac commentus sis.

Volo deludi illunc, dum cum hac usuraria

Uxore nunc mihi morigero, haec curata sint

Fac sis, proinde adeo ut uelle med intellegis,

Atque ut ministres mihi cum sacruficem.

(Acum tu, zeesc Sosia, fii prezent langa mine!

- Auzi ce 1ti spun eu, desi nu esti prezent aici-

Izgoneste-1 pe Amphitruo din casa cand soseste,

gaseste o solutie intr-un mod sau altul.

Vreau ca el sd fie Ingelat, cat timp eu petrec cu aceastd sotie de imprumut,
Al grija sa se Indeplineasca, dupa cum intelegi tu cé vreau eu,

Si fii alaturi de mine cand ofer acest sacrificiu).

a

In

Cas v. 520-525: <Alcesimus> Miseriorem ego ex amore quam te uidi neminem.
<Lys> Fac uacent aedes. <Alc> Quin edepol seruos, ancillas domo

Certum est omnis mittere ad te. <Lys> Oh, nimium scite scitus es.

Sed facito dum merula peruorsus quos cantat colas:

Cum cibo suo quique facito ut ueniant, quasi eant Sutrium.

(<Alc> Nu am viazut pe nimeni mai nefericit din dragoste decat tine.

<Lys> Al grija sa se goleascd casa. <Lys>Ba chiar este hotarat sa trimit

Toti sclavii, servantele acasa la tine.

<Lys> O, cét esti de abil! Dar tine cont de recomandarea pe care o cantd mierla in
cantecul sau:

Cere-i fiecaruia sa vina cu alimente, ca i cum ar merge la Sutrium).

se realizeaza alte doua combinatii posibile, cu imperativ prezent si imperativ
viitor in parataxa si hipotaxa.

Modalitatea injonctiva este redatd cel mai adesea cu verbul facere, urmat, in
parataxi, de modul conjunctiv. In exemplele urmatoare este inlocuit imperativul cu
indicativul viitor pentru a produce trecerea de la modalitatea injonctiva spre
valorile viitorului de timp-mod (valori modale deci), ca asumare a actiunii i
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angajament, in care centrul de greutate revine de la persoana a Il-a asupra
persoanei 1.

Amph v. 54-61: Eandem hanc, si uoltis, faciam ex tragoedia
Comoedia ut sit omnibus isdem uorsibus.

Utrum sit an non uoltis? Sed ego stultior,

Quasi nesciam uos uelle, qui diuos siem.

Teneo quid animi uostri super hac re siet:

Faciam ut commixta sit: <sit> tragicomoedia.

Nam me perpetuo facere ut sit comoedia,

Regesque ueniant et di, non par arbitror.

(Voi face ca aceeasi piesa sa devina din tragedie
Comedie, avand aceleasi versuri.

Care vreti sa fie? Dar eu sunt prea prost,

Ca si cum eu, care sunt zeu, nu as sti ce vreti voi.
Despre aceasta situatie iti cunosc sentimentele:
Voi face sa fie mixta: sa fie tragicomedie.

Nu consider corect sa fac mereu sa fie comedie,
Unde sa vina si regi si zei).

Un enunt detine laolaltd o componentd semanticd §i una pragmaticd, in
sensul cd in orice act de vorbire se constatd o functie argumentativa, prin care il
determind pe conlocutor sd actioneze intr-o manierd sau alta. S-au evidentiat,
pentru verbul latin facere, atat valorile lexicale, cat si valori care stabilesc
orientarea frazei respective (de cele mai multe ori un ordin, o comanda).
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A quelle langue, culture, civilisation rattacher le mouvement
social des antiques Bagaudes ?

Daniel DE DECKER
Université de Bielefeld, Allemagne

ZUSAMMENFASSUNG: Welche  sprachliche, kulturelle  und
gesellschaftliche Umwelt besassen die damaligen Bagauden?

Im Rahmen von unseren Forschungen iiber die Geschichte der spatantiken
Sozialbewegungen beschiftigen uns diesmal wieder {iber die Bagauden,
dessen Thema jetzt so lautet: ,,Welche sprachliche, kulturelle und
gesellschaftliche Umwelt besassen die damaligen Bagauden?*

Im Grunde liessen diese ihre Spuren in der ganzen spiatantiken Welt, d.h.
von Gallien aus tber die spanischen, ruminischen und griechischen
Provinzen bis zum Agypten und dem Vorderen Osten. Zum Anlass von
diesem Kolloquium in Craiova haben wir uns, wie es sich geziemt, als
Anfangspunkt dieser Recherche ein altes ruménisches Sprichwort (A4-si gasi
bacaul!) ausgesucht.

SCHLUSSELWORTE: Sozialbewegungen der Spitantike, Bagauden,
Bacau, Boukoloi, Dionysos-Bacchus, Circoncellionen, Mazdakiten

Assurément, nous ne désirons pas déceler, partout', la présence de ces Gallo-
Hispano-Romains des Ille/Ve siécles de notre ére, qui passent pour rebelles aux
collecteurs d’impots et aux juges incarnant les abus de la métropole impériale, que
les sources désignent par le nom propre figurant dans le titre de la présente
contribution. Qu’ils émanent, pour I’essentiel, de la petite paysannerie, comme a
I’époque des empereurs romains, Dioclétien et Maximien, qu’ils proviennent de la
classe servile, qu’ils se recrutent parmi les déserteurs ou qu’ils sortent des milieux
aisés, bourgeois ou nobles, au temps des derniers Césars, ces « larrons » nous
n’aimons point les assimiler a tous les révoltés, brigands, bandits d’honneur de
1’ Antiquité tardive®. Nous fournirons, donc, a d’aucuns et rappellerons & d’autres,
deux exemples de notre légitime prudence : les « Varges » qu’évoque Sidoine
Apollinaire, vers 470, équivalent-ils aux Bagaudes et y a-t-il davantage qu’une
parenté linguistique évidente entre ceux-ci et I’llot Bagau(d), la composante la plus
insignifiante, du point de vue de sa superficie, parmi les iles d’Hyéres, qui passera
néanmoins dans nos livres d’histoire sous le nom d’« ile de la révolte » ? Une telle
attitude ne nous interdit pas, cependant, de soumettre, a 1’attention de nos pairs, des
témoignages que 1’absence d’arguments entierement dirimants ne nous autorise,
pas non plus, & rejeter, sans une discussion approfondie. Ainsi traiterons-nous,
aujourd’hui, d’un vieux (?) proverbe roumain dont nous parlames sucinctement
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déja ailleurs devant un autre savant aréopage’ et que vous supprimerez du dossier
consacré aux compagnons d’Aelianus, Amandus, Eudoxius, Tibatto, — tous
bagaudes notoires s’entend, a défaut de n’étre pas toujours trés distingués —, ou
que vous y maintiendrez, a I’inverse, en fin d’audition ou de lecture.

Paraphrasant le divin Moli¢re, quelques-uns se demanderont, peut-étre, dés
I’exergue : « Mais, que diable allaient-ils faire dans cette galére ! » Au féminin et
sans majuscule; ne pas confondre, de grice, le navire et le dernier ou I'un des
ultimes empereurs romains persécuteurs des chrétiens, a savoir Galére, sous le
régne duquel survécurent, sans doute, certains parmi les « premiers » Bagaudes.
Nul document antique, médiéval, aucune recherche d’érudits modernes depuis le
XVle siecle jusqu’a cet instant ou nous parlons, ne citent la Roumanie quand ils
évoquent les Bagaudes. Hormis qu’ils passent pourtant, aux yeux de certains, pour
les ancétres des haidoucs.

Or, un proverbe écrit dans la langue romane d’un pays si beau que la bétise
humaine s’acharna contre ses villages, suggére, tout de suite, un rapprochement
avec nos « héros ». Il nous plait beaucoup, des lors, d’ajouter notre étude aux
publications plus amples concernant des régions que les cinéphiles amateurs
d’impressions fortes associent aux chateaux peuplés de vampires — le fougueux
Salvien de Marseille ne comparerait-il pas, dans le courant du Ve siécle de notre
ere, ces «monstres biformes» aux fonctionnaires/magistrats buvant le sang de leurs
victimes parmi lesquelles les Bagaudes? — et a ’ombre fantasmagorique du Sieur
de... Dracula®. Car, historiens, ethnologues, folkloristes abordent tantot des
matiéres jusque il y a peu dédaignées par la science « sérieuse », telles les formes
contemporaines de la magie populaire, tantét des sujets plus classiques : la
Romdnia sous la férule latine que les occidentaux connaissent, néanmoins, assez
mal. Un peu de franchise sur ce point : quels souvenirs nous laissent 1’école
secondaire et I’université, a ce propos ? Oui, avant de nous ruer sur nos garde-fous
habituels, sur les dictionnaires, encyclopédies, revues, manuels... , remémorons-
nous nos jeunes années qui, contrairement a celles des Bagaudes et du poéte, ne
couraient pas toujours dans la campagne. Deux noms surgissent, sans trop de peine,
dans notre esprit : les Daces qui peuplaient la Roumanie, vers 107 ap.J.-C. et
Trajan, leur vainqueur. Mais que nous rappelons-nous du reste? En ce qui concerne
le précieux métal jaune trés abondant, a 1’instar de 1’argent dans ces contrées, nous
songeons davantage aux Parthes, et a la mort terrible de Crassus ; les redoutables
cavaliers capturérent 1’opulent triumvir et embrasérent sa gorge au moyen d’or
fondu. Le lucre 1égendaire d’un M. Licinius, suffisamment attesté par son sobriquet,
celui de richissime, estompe la cupidité, non moins réelle de Trajan dont la
postérité conserve, pourtant, une image flatteuse assez semblable & I’aura de
I’empereur latin modele par excellence, entendez le César Octave Auguste. En
I’occurrence, les mots occultent les maux. O clémence, 6 pacification, & patrie, 6
prestige, combien de crimes masquez-vous! Pire! L’effrayant Petit Larousse en
couleurs édulcore, superbement, la violence de Trajan, en usant du verbe
« conquérir » encore adouci, a la phrase suivante, par les expressions « excellent
administrateur et grand batisseur ».

134



Daniel De Decker: 4 quelle langue, culture, civilisation rattacher le mouvement social...

Oubliés les cinquante mille prisonniers, le pillage du trésor royal qui lui
permit de diminuer les impdts, tandis qu’il ornait la cité tibérine a Rome de
somptueux édifices. La noble statue, 1’aristocratique fagade voilent, le recul aidant,
les forfaits du maitre de I’Empire romain. Son titre ronflant de princeps, son
surnom flatteur d’Optimus annihilent, également, dix-huit siécles aprés les
événements, la brutalité du lointain successeur de Romulus auprés des Carpates et
au bord du Danube. Oui, I’homme est rarement une louve pour ’homme ; il ne le
nourrit pas, il I’affame; il ne le chérit pas, il le torture et le « bon » Trajan confirme
la régle. Son gouverneur, le « charmant » Pline le Jeune, bien avant Madame de
Sévigné, la plus abjecte pécore qu’enfantérent jamais la France, la littérature et la
noblesse, se montre parfois indigne de I’humanisme dont on le pare, & la légére’. 11
soumet a la question — bel euphémisme, a nouveau ! — deux diaconesses; il ne
« cherche » pas les chrétiens mais il les... trouve, parfois, parce qu’il n’admet pas
la « dérobade »°, I’opposition de ses sujets a son autorité.

Arrétons la, cependant, nos pontiques errances. Quittons sans tarder cette
contrée ou fleurissent et la religion nouvelle et sa répression, pour rejoindre la
Dacie. La férocité de 1’occupant romain pouvait y engendrer un mouvement de
type bagaude. A [I’égal des foréts, les montagnes favorisent, elles aussi,
I’opposition a un régime autoritaire : celle des Haidoucs de la Hongrie ancienne,
par exemple, a la fin du Moyen Age, aux Temps Modernes et contemporains.
Quoique fort plausible, I’étymologie celtique de Bacauda(e) n’en acquiert pas,
nécessairement, la force des totales certitudes et 1’origine orientale encore
soutenable, ’éventuel christianisme des Bagaudes ou, si vous préférez, le
« bagaudisme » des saints légionnaires thébains, — des membres d’une légion
bagaude ? — joints a des rapports confus avec la Gréce, permettraient de situer
I’activité de ces outlaws, ailleurs que dans les Gaules. Salvien de Marseille, au Ve
siecle de notre ére, dont, pour notre part, nous ne limitons pas les faits et gestes a la
cité phocéenne, nous conduit chez les Espagnols. Abandonnant Salvien, celui
qu’on qualifia volontiers a son époque de « maitre des évéques », — excusez du
peu —, et les Ibéres, proches des Gaulois, pour le paien auteur du Querolus, si
toutefois — il ne décline pas I’identité des personnes visées par son ironie —, oui, a
condition qu’il se gausse bien des Bagaudes, nous constatons que sa piéce de
théatre, datant elle aussi du Ve siécle de notre ére, établit un rapport entre ceux-ci
et les Hellénes, de méme que 1’énigmatique vocable grec pat(h)us (c’est-a-dire
« gras, opulent »), équivalent probable de son pendant lexical latin diues
(comprenez « riche, cossu »), qui leur furent ainsi octroyés, « orientent », peut-€tre,
notre «enquéte» vers la Gréce, avant-poste du Levant’.

Et, puis, quels pigeons voyageurs que nos aieux! Les Belges gagnent,
traversent, voire envahissent la Bulgarie, en 298 av. J.-C., I’Illyrie et la Macédoine,
trente-huit ans plus tard. Pourquoi pas la Roumanie, dés lors ? Une présence
celtique, en ce pays, n’apparait plus tellement surprenante et des influences
linguistiques — dans quel sens ? — plus tellement incongrues. Laissons la parole a
G.-H. Dumont ; il nous aidera a concevoir que, malgré les moyens de transport
rudimentaires, en comparaison de ’avion, de la voiture et du chemin de fer actuels,
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nos ancétres ne restaient pas tous attachés a la terre natale. « Leur chef », explique-
t-il, « portait le nom de Bolgios, un doublet de Belga. Par manque de sens politique
(déja), les Belges, se laisseérent progressivement absorber apres avoir été réduits a
I’impuissance par Attale ler, roi de Pergame. Des traces de leur présence
persistérent parmi les Galates d’Asie Mineure qui, s’il faut en croire Saint Jérome,
parlaient a peu prés le méme langage que les Trévires »°.

Un ¢érudit familier des Bagaudes, rapprochera, incontinent, ces quelques
lignes sur « les plus braves des Gaulois », du tumulte supposé de leurs assemblées.
Réagira-t-il de la méme fagon, face au « laconique » témoignage de la sagesse
roumaine que nous livrons, illico, & sa réflexion ? A-gi gasi bacaul ! Cette
expression idiomatique ancienne — elle ne figure pas, en effet, dans les répertoires
lexicographiques récents’ — demeure mystérieuse, en dépit des étymologies
proposées par les spécialistes, tous de bonne souche'’. En voici une traduction
allemande : seinen Meister finden"', soit « trouver son maitre » ou, de fagon plus
populaire, « tomber sur un os ». L’antiquité du mot bacdu que les chercheurs
évoqués supra alléguent, avec déférence, s’accorde mal, a notre estime, avec
I’usage courant du synonyme proposé necaz qui signifie, faut-il vous 1’apprendre,
« besoin, nécessité »'>. Notre perplexité s’accroit encore, quand ces mémes
personnes avancent que le terme bacdu tire son origine d’une ville de Moldavie,
Bacau". Et, puisqu’ils situent, obligatoirement, ses premiers développements sous
des fondateurs hongrois, ils renvoient quiconque souhaite percer le sens premier de
Bacdu au magyar baké'*, a savoir Henker, Scharfrichter, en allemand, « bourreau »,
en frangais. Une difficulté de taille surgit, alors : selon les plus avisés des
philologues hongrois, baké dériverait, a son tour, d’un autre vocable étranger'.

Nullement embarrassés devant une telle objection, ils affirment, sans
ambages, que les habitants de Bacau — des Hongrois, aux yeux des Roumains de
bonne souche — passérent, vraisemblablement, a 1’époque (laquelle ?), pour des
barbares, des sauvages, des gens au mauvais caractére notoire'® (ceci nous raméne,
évidemment, aux Bagaudes, a leur impétuosité, a leurs réunions surchauffées, ainsi
qu’au Bas-Empire ou ils s’associérent, dans certaines circonstances, a des groupes
germaniques, afin de saper les bases de I’Etat honni). « Au prix de quelles
acrobaties relier I’étymologie du terme bacdu a la Moldavie », nous interrogions-
nous déja, en 1984. Continuant sur notre lancée, nous prévoyions la fin de
semblables artifices, & une échéance que nous souhaitions trés bréve. Notre
prophétie scientifique se réalisera-t-elle ? Pour I’heure, qu’on nous permette et
qu’on nous accorde, la faveur de proposer I’alternative suivante : Bacdu et bacdu
remonteraient a un archétype identique ou il s’agirait de hasards homonymiques,
un phénomene linguistique bien connu, a savoir 1’éventualité — pour un méme mot
— d’un croisement, toujours plausible entre plusieurs langues, favorisé par le sens
ou le hasard homonymique. Par voie de conséquence, nous garderions, faute de
mieux, I’étymologie hongroise se référant a la ville moldave, ou bien nous
estimerions que le roumain, coutumier du fait'’, conserve, ici, le souvenir de la
langue de Cicéron (et des Bacaudae, également). La Dacie'® fournirait, avec
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I’insulaire et microscopique Bagau(d) de Gaule, une base, un deuxiéme point de
chute... des Bagaudes qui rappellerait ainsi directement leur empreinte.

Bis repetita placent : « A-si gasi bacaul/Bacaul » que, craignant d’irriter
notre public, nous ne rendrons point par « Tu as trouvé le bacau/Bacauy, — sous-
entendez ’adjectif possessif «ton» devant b(B)acdu — correspondrait, donc, a I’'une
des traductions suivantes : « Tu as trouvé ton maitre » ; « Tu as trouvé ton habitant
de Bacdu » ; « Tu as trouvé ton Bagaude ». La premicre d’entre elles résiste,
difficilement, a I’argument de la « source unique », puisque le vocable « bacau »
constitue, dans cette interprétation, un hapax ancien, que les Modernes, en
I’absence totale de certitudes, font correspondre a Meister. On affiche, avec
réticence, son ignorance, docte ou non ! La deuxiéme version ne différerait pas,
dans son sens dérivé et péjoratif, de la troisiéme qui nous rameénerait a la
préhistoire « indigéne », — avant la domination italienne, — ou a I’Empire. Ces
« grognons », ces incultes, ces « paysans » , parcouraient-ils la Roumanie de Trajan
ou celle d’Hadrien a Romulus Augustule, de 117 a 476 ? Mystére ! Des indices
glanés dans I’historiographie de la province nous aident-ils a le dissiper ?

Jean-Pierre Martin en sa synthese intitulée « La Rome ancienne. 753 avant
J.-C./395 ap.J.-C. » — évoque, passim, la Dacie, et séparément, les Bagaudes,
jusqu’au déces de Théodose, a I’extréme fin du IV¢ siecle de notre ére. Epinglons
ce qui aborde « I’objet de nos délices » ; complétons cette information par le « tout
venant » auquel nous ne donnons pas une nuance de mépris, — de I’ouvrage général
a la monographie spécialisée —, puisque M. Martin place, au trépas « auguste » du
fanatique partisan de Nicée'’, c’est-a-dire Constantin Ier, — surnommé pour cette
raison le Grand —, la borne entre I’ Antiquité et le Moyen Age. D’autres suspendant
le cours de I’histoire, quatre-vingt-un ans plus tard, quand le souverain ostrogoth,
Odoacre, dépose « le dernier empereur romain d’Occident », monarque de droit
divin, en théorie, fantoche politique, dans les faits, nous nous référerons a ces
publications pour les années charniéres que recouvrent mal les dates,
inopportunément précises, de 395 ou 476. Les Bagaudes hantérent, en effet, la
Gaule et ’Espagne, au minimum, entre les deux fermini proposés pour la période
historique recouvrant celle de I’ Antiquité, mais, comme leur souvenir se maintint,
entre 476 et 1453, c’est-a-dire de [Dinterruption brutale d’un systéme
gouvernemental qui, aprés 430/455, ne formait plus qu’une fiction institutionnelle,
a la prise de Constantinople a laquelle se réduisirent, a partir du Xlle siecle, les
possessions byzantines, nous renverrons a ceux qui passent outre la ponctuelle et
scolaire césure de 476 comme Ferdinand Lot, vilipendé par M. Henri-Irénée
Marrou, qui nous emmene jusqu’en 751, moment ou s’éteint le « fainéant » Thierry
IV et ou s’ouvre « I’¢re » carolingienne.

Quelle importance accordent ces auteurs a la terre auriféere et a ses
habitants ? Les empereurs romains de I’Antiquité tardive, mieux connus sous
I’appellation de « domini » accrurent I’Empire, Augusto mortuo (c’est-a-dire, « a la
mort du César ») — pour user en latin d’un ablatif aussi absolu que leur pouvoir —,
de la seule Bretagne, comprenez la « Grande-Bretagne », non « I’ Armorique » et,
« un instant », jusqu’en 274, de la Dacie. La pénétration romaine déja difficile dans
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I’ile subjuguée par Agricola s’avere donc encore moins effective, moins durable,
chez les « Roumains »*°. Vous serez, peut-8tre, étonnés en apprenant ou en vous
souvenant que Galére, « inculte » — un « paysan du Danube », comme on disait
alors, — et « bon soldat », naquit dans le pays auquel nous vouons cette recherche.
Or, le rugueux tétrarque frappa — avant de tolérer sur son lit de mort, parce qu’il
désirait agréger au nouveau systéme I’empereur chrétien Maxence —, puis tenta
d’¢éradiquer la secte des chrétiens abhorrée™, tandis que Dioclétien et Maximien
s’efforcaient de redresser la barque de I’Etat, coulant les navires de Carause, en
pourfendant les bagaudes d’Elien-Amand, et réformant 1’économie. Bref, la main
de fer dans le gant de... fer ! Résumons-nous : s’exprimaient alors des tendances
centrifuges — les souverains illyriens se sentent, d’ailleurs, mal a 1’aise, a Rome, ou
ils séjournent, avec réticence — et centripétes : ils s’opposeérent farouchement a
toutes les velléités de sécession, apreés que la Dacie eut été rayée de la zone
d’influence romaine. Disciples de Jésus, révoltés aux préoccupations plus terrestres
— qui s’associérent, vraisemblablement, a 1’occasion — usurpateurs, conspirateurs
de palais ou de masures’ quiconque donc contestait I’ordre établi, les traditions, y
compris religieuses, et leurs nouveautés, encourait leurs foudres. Inutile d’insister :
Galére auquel Dioclétien confia la surveillance des régions danubiennes s’acquitta,
scrupuleusement, de sa tache.

De basse extraction — cf. Dioclétien issu d’une couche servile —, ils régnerent
fastueusement, afin d’impressionner les rustres de Dacie, les barbares, les
Bagaudes, les Chrétiens — la mére, freudienne (?) genitrix de Galére, dressait son
fils contre ces derniers —, pour la plupart, aussi, de modeste origine. Ces gens
vécurent, en marge et aux marges de la société, dans les bois, tels Robin des bois,
aupres des cours d’eau, tels les Bagaudes qui, ancétres de Saint Louis, rendaient la
justice, a 'ombre des chénes et sur les rives de la Loire, tels les magiciens, les
sorciéres que les spécialistes de I’Antiquité ne dédaignent plus d’étudier™, tels
enfin les Brittones, les Ménapes, les gens de la petite ile « Bagau(d) » et les...
Daces, que leur insularité, leur position géographique isolent et rendent plus
difficiles a assimiler, a réprimer.

Bref, — et nous concluons ainsi notre modeste contribution — il est tout a fait
possible que le proverbe auquel nous consacrons ce travail conserve la trace d’un
passage des Bagaudes, en Roumanie/Dacie, soit a I’Est. A I’Est, rien de nouveau ?
Nous revoici, au contraire, de retour a la case de départ: les liens entre ces
Gallo/Hispano-Romains et I’Orient (la Gréce, Theébes d’Egypte, le milieu judéo-
chrétien et méme les confins de I’Arménie) ! Ainsi, a la question posée : A quelle
langue, culture, civilisation rattacher le mouvement social des antiques Bagaudes,
pouvons-nous affirmer sans hésitation qu’il s’étendit tout simplement de I’Europe a
I’Asie ! Rien de surprenant ni de neuf, & vrai dire : ni ’expression des
revendications sociales ni I’existence de mouvements sociaux ne surgissent donc
subitement, a partir de 1’époque moderne uniquement et partant, celles-ci ne
peuvent étre considérées comme issues des seules spéculations imaginatives du
philosophe Karl Marx.
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Nous nous attellerons une nouvelle fois encore, prochainement, a cette tache
délicate. Sans perdre de vue de moins « ténébreuses affaires ». Mais, dans le
domaine de I’Antiquité tardive ou précoce existe-t-il, réellement, des problémes
clairs qui ne demandent point aux érudits d’allier la réflexion du grand historien de
Rome, Théodore Mommsen aux cellules grises, mais toujours alertes d’Hercule
Poirot ? Ainsi, le rapprochement — patent, jusque dans leurs noms —, entre
BOUKoloi (Ile siecle ap.J.-C.) , ces « Bucoles » du Delta du Nil, et BAC(H)audae
(Ille-Ve s.), ne proviendrait-il pas d’une influence du culte de Dionysos, de ce
BAccHiasme égalitariste, notamment, — au charme et a la violence duquel la Dacie
succomba, elle aussi —, comme nous tendons de plus en plus a le penser et a en
établir la vraisemblance, dans nos publications ?

NOTES

" Impossible, matériellement parlant, de faire état de la bibliographie détaillée sur le sujet. Pour la
commodité de nos lectrices et lecteurs éventuels, nous nous contenterons donc de leur
suggérer ici une orientation succincte et récente en citant les publications vraiment majeures et
partant, indispensables pour qui voudrait absolument en savoir plus aujourd’hui sur cette
problématique : JUAN CARLOS SANCHEZ Leon : Les sources de [’histoire des Bagaudes.
Traduction et commentaire. Paris, 1996 ; Id., Los Bagaudas : rebeldes, demonios, martires.
Revueltas campesinas en Galia e Hispania durante el Bajo Imperio. Jaén, 1996;
WERMELINGER OTTO et alii (ED.), Mauritius und die thebdische Legion Saint Maurice et la
légion thébaine, Fribourg, 2005.

2 Soucieux d'alléger au maximum I'appareil de notes afférentes a cet article, nous nous sommes résolu
a citer ici, en bloc, les publications qui provenant de notre cru portent sur les différentes
questions abordées dans le cadre de cet article : « L’expression des revendications sociales
dans I’ Antiquité tardive », Dialogues d'Histoire ancienne, 5, 1979, pp. 255-262 ; « La naissance
du mouvement bagaude » , Klio, 74, 1992, pp. 324-370 ; « Les mouvements sociaux au
tournant de I’ Antiquité et du Moyen Age. Présentation de recherches en coursy, Les Etudes
classiques, 60, 1992, pp. 235-242 ; « Maleficium Der Ketzerhetzer Trauma », TAU, 1, 1996,
pp. 18-48 ; « Une allusion aux Bagaudes dans un adage roumain ? », Dialogues d’Histoire
ancienne, 23/2, 1997, pp. 149-156; « Les religions devant les mouvements sociaux de 1'Antiquité
tardive : L’exemple des bagaudes » , Les Etudes classiques, 66, 1998, pp. 83-94 ; « Salvien de
Marseille. Note critique », Augustinianum, 38, 1998, pp. 223-277 ; « A quelles langues, contrées,
religions rattacher le mouvement social des Bagaudes », Acta antiqua Academiae Scientiarum
Hungaricae, 45, 4, 2005, pp. 423-466.

3 Lors du VII. theologisches Siidosteuropaseminar qui se tint 2 I’Université d’Heidelberg (Faculté de
théologie protestante) en 1984, nous présentdmes cette communication sous le titre : «Gibt es
eine mogliche Beziehung zwischen den Bagauden und dem siidosteuropdischen Raum?».

4 Cf. S.-M. CATALAN, « Du nouveau au sujet de Dracula ». Histoire, mythe et pseudo-mythe», Revue
roumaine d’Histoire, 31, 1992, pp. 167-174.

5 A preuve I'épisode célébre relaté par R. DUCHENE (éd.) , Madame de Sévigné. Correspondance, T.
11, Paris, 1974, pp. 354-355.

® Cf. I’ouvrage de J. CORDELIER et M. LAROCHE (Paris, 1981) et notre étude : « Historicité et actualité
des canons disciplinaires du concile d’Elvire », Augustinianum, 27, 1997, pp. 311-325) .

7 Précisons encore et seulement, que I’onomastique orientale connait également ce patronyme
Bagad(ius), tiré de la racine sémitique « bag/bagad » que 1’on trouve porté tant par le roi
d’Arménie Achod III que par les représentants de 1’influente famille arménienne des Taronites
(cf. Byzantion. Index pour les tomes 1 (1924) a 30 (1960), établi par BL. LAGARDE, Bruxelles,
1975, p. 147) , mais également par certains prélats de langue et de confession syriaques (cf. R.
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JANIN, Dictionnaire d'histoire et de géographie ecclésiastiques, 6, 1932, p. 188, s.v.
Bagadius).

8 Cf. G.-H. DUMONT, Histoire de la Belgique, Paris, 1977, pp. 14-15.

? Pas d’occurrence de ce dicton dans V. BREBAN, Dicfionar al limbii romdne contemporane de uz
curent, Bucuresti, 1980 ; ID., Dictionar general al limbii romdne. Bucuresti, 21992; G.
MUNTEAN, Frequency Dictionary of Rumanian Words, Londres, 1965 ; M. ILIESCU,
Grundwortschatz Rumdnisch. Francfort-sur-le-Main, 1969 ; AL. GRAUR, Incercare asupra
fondului lexical al limbii romine, Bucarest, 1954 ; A. Du NAY, The Early History of the
Rumanian Language. Lake Bluff, Ill., 1977. Notre proverbe reléve, par contre, bien de la
tradition littéraire de la langue roumaine (cf. V. BREBAN et alii, Dictionar de expresii si
locutiuni romadnesti. Bucuresti, 1969, p. 33, avec citation d’auteurs a 1’appui). La mention du
mot bacau dans ce proverbe parait bien constituer, par ailleurs, un hapax legomenon de la
langue roumaine. Nous noterons toutefois, avec curiosité, qu'une forme dérivée de bacau,
Bacaiou, pourrait s’étre conservée dans 1’onomastique roumaine moderne, a en croire du
moins N.A. CONSTANTINESCU (Dictionar onomastic rominesc. Bucuresti, 1963, p. 185).

1 H. TIKTIN, Rumdnisches-deutsches Wérterbuch,Nol. 1, Bucuresti, 1903!, p. 138 ; Wiesbaden,
19852, p. 266 s’exprimait sans détours: impossible d’attribuer un sens précis a ce proverbe
roumain en 1’absence d’une étymologie plausible pour le mot « Bacdu » ! Remarquons que,
malgré pareille incertitude, cet auteur daignait reconnaitre résolument, dans cette expression,
le caractére grammatical d’un nom propre au vocable « Bacdu ». Quant a A. CIORANESCU
(Diccionario etimologico rumano. Ténériffe, 1958, N° 583, p. 54, s.v. Bacdu), il estime,
pareillement, dans ce trés précieux et volumineux répertoire, que les étymologies proposées
jusqu’a présent pour le terme Bacdu ne doivent étre regues qu’avec circonspection. L. TAMAS
(Etymologisch-historisches Worterbuch der ungarischen Elemente im Rumdnischen, Londres,
1967, p. 86) pouvait donc déclarer, a propos de 1’étymologie du mot « Bacdu » : «Zur Kldrung
der Geschichte dieser Redensarten sind weitere Untersuchungen nétig.» Dont acte. ..

' Ainsi, C. SAINEANU, Dictionnaire roumain-frangais,Bucarest, 1909, p. 39 : « trouver son diable,
son maitre » ; GH. POP, Taschenwirterbuch der rumdnischen und deutschen Sprachen,
Berlin, 19113 | p. 43: «seinen Meister an jemand finden, bei jemand {ibel ankommen.»; FR.
DAME, Nouveau dictionnaire roumain-frangais, Bucarest, 1893, p. 110 : « trouver son
maitre » ; J. Rizo, Nouveau vocabulaire contenant tous les mots usuels avec leur
prononciation figurée — roumain frangais, Paris, 1921, p. 16 : « trouver son maitre ».

12 Ou bien encore, « urgence », d’aprés R. DE PONTBRIANT (Dictionaru romdno-francesu. Bucarest,
1862, p. 60), lequel reconnait sous le vocable « Bacdu » la forme grammaticale du pluriel ! La
plupart des lexicographes, toutefois, ne se prononcent pas aussi hardiment ; ils relévent
seulement le caractére figé et populaire de 1’expression roumaine (M. BUCA et alii, Dictionar
analogic si de sinonime al limbii romdne. Bucuresti, 1978, p. 182) et accordent au terme
mystérieux de « Bacau » la valeur d’un simple synonyme aux mots roumains correspondants
d’usage plus courant (cf. Dictionarul limbii romdne. Bucuresti, 1913, p. 408, publi¢ par
I’Académie roumaine), tels que « necaz » (voir BUCA, ibidem), « bucluc », c’est-a-dire
« différend, discorde, conflit » ou « pati », signifiant proprement « souffrir quelque
désagrément » (cf. Dictionarul limbii romine moderne, Bucuresti, 1958 , p. 62, s.v. Bacau, —
¢édité sous les auspices de I’ Académie roumaine).

13 C’est a cette solution que recourent généralement, faute de mieux, les lexicographes de la langue
roumaine; aux noms des spécialistes déja cités dans le cadre de cet article, il convient
d’ajouter ceux de V. BREBAN et alii, Dictionar explicativ al limbii romdne, Bucuresti, 1975, p.
69 ; FL. DIMITRESCU, Locutiunile verbale in limba romind. Bucuresti, 1958, p. 71; A.
PHILIPPIDE, Istoria limbii romine, Principii de istoria limbii. lasi, 1894, p. 106 ; C.C.
GIURESCU, La formation du peuple roumain et de sa langue, Bucuresti, 1972, p. 157 ; C.
GIUGLEA, in : Daco-romania (Buletinul Muzeului Limbei Romane, condus de S. Puscariu),
Cluj, 3, 1923, p. 1090 ; N.A. CONSTANINESCU, « Rapports entre toponymes et anthroponymies
dans I’onomastique roumaine », in : Contributions onomastiques publiées a I’occasion du Vie
congres international des sciences onomastiques a Munich du 24 au 28 aoiit 1958, Bucarest,
1958, p. 121.
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4 A. DE CIHAC est ici le grand responsable de cette conjecture (Dictionnaire d’étymologie daco-

romane, vol. 11 : Eléments slaves, magyars, turcs, grecs modernes et albanais, Francfort-sur-
le-Main, 1879, p. 477). Nous remarquerons, en tout cas, que les lexiques de la langue
hongroise eux-mémes ne regoivent le terme « baké » qu’avec hésitation (cf. A. ECKHARDT,
Dictionnaire francais-hongrois et hongrois-francais, Bucarest, 19827, p. 131 ou le terme
frangais « bourreau » est rendu de préférence, en hongrois, par celui de « hohér » ; quant au
vocable « bako », ce dernier n’est tout simplement pas repris | Cf. également les pp. 71-72). Et
pareillement, les spécialistes versés dans le domaine de la toponymie et de 1’onomastique
roumaines paraissent tout autant récuser 1’étymologie hongroise du mot « Bacdu » (cf. L.
TREML, Die ungarischen Lehnworter im Ruménischen 1 : , Ungarische Jahrbiicher, 8, 1928,
pp. 49-50 ; B. TECHTMEIER, Uber die Synonymie der Bezeichnungen fiir ,,dumm** und ,, klug,
gescheit* in der rumdnischen Gegenwartssprache, Berlin, 1968, pp. 85-86 ; E. JANITSEK, O
clasificare in microtoponimie: nume topice romanesti de origine maghiard, Studii si materiale
de onomasticd, Bucuresti, 1969, pp. 76-77 ; 1. IORDAN, Dictionar al numelor de familie
romdnesti. Bucuresti 1983, p. 43).

' Selon I’affirmation catégorique de L. TAMAS (Ibidem). Les auteurs (J. JUHASZ ET ALI) du

dictionnaire portatif de la langue hongroise (Magyar értelmezo kéziszotar, Budapest, 1972, p.
85) se montrent tout aussi formels : le terme « bakd » , au sens de « hohér », ¢’est-a-dire
« bourreau » — n’appartient pas au lexique hongrois d’usage courant et son étymologie
demeure inconnue (suivant 1’opinion déja soutenue anciennement par Z. GOMBOCZ et J.
MELICH, Magyar etymologiai szotar, Budapest, 1914, p. 241) ! On sait que cette thématique
des mots d’emprunts entre les langues roumaines et hongroises constitue une matiére des plus
complexes (cf. G. REICHENKRON, «Die Bedeutung des ruménischen Sprachatlas fiir die
ungarische und tiirkische Philologie», Ungarische Jahrbiicher, 20, 1940, p. 9) et, parfois
méme, des plus explosives entre ces deux communautés linguistiques (cf. S. PUSCARIU, Die
rumdnische Sprache, Leipzig, 1943, pp. 395-398).

16 Cette opinion a été soutenue vigoureusement par B.P. HASDEU, Din Etymologicum Magnum

17 Les

Romaniae, Bucuresti, 18942 p. 264 (nouvelle éd. revue par G. Brancus, vol. 3, Bucuresti,
1976, p. 70) qui prétait cette méchante humeur aux habitants de Bacau : lorsque cette ville
frontiére moldave, située aux confins de la Munténie et de la Transylvanie, usa et surtout
abusa, au cours du Moyen Age, de ses privileges fiscaux et douaniers au point que cette
réputation d’inhospitalité locale passa en proverbe dans la langue roumaine. Voila une bien
belle fable, car il s’agit ici, une fois de plus, répétons-le, que d’une simple hypothése d’auteur
en mal d’imagination, ainsi que se plaisait déja a I’écrire G. WEIGAND («Fiillsely,
Jahresbericht des Instituts fiir rumdnische Sprache, 16, 1908-1909, p. 76). Par contre, I’on ne
peut ignorer que le site de cette cité de la Moldavie subcarpatique ait livré des vestiges
archéologiques, certes modestes mais néanmoins bien réels, qui remontent, pour les plus
anciens d’entre eux, au [Ve siécle ap. J.C. (cf. I. MITREA/AL. ARTIMON, « Descoperiri
prefeudale la Curtea Domneascd — Bacau », Carpica (Muzeul de istorie Bacau), 4, 1971, pp.
225-252 et D.GH. TEODOR, in : Dictionar de istorie veche a Romaniei (Paleolitic — sec. X),
Bucuresti, 1976, p. 77, s.v. Bacdu). Par ailleurs, cette région passe également pour étre le
berceau des anciens « Carpi » (cf. GH. BICHIR, Cultura Carpica. Bucuresti, 1973 et The
Archaeology and History of the Carpi from the Second to the Fourth Century A.D., 1976).
vocables d’origine latine forment la partie la plus substantielle du lexique roumain (A.
CIORANESCU, Op. c., pp. 1110-1132). Le passé culturel et linguistique de Rome n’a eu de cesse
que d’étre mis en valeur par la science roumaine (cf., par exemple, I. SIADBEL «Arii lexicale in
Romania orientalay, Studii si cercetari lingvistice, 8, 1957, pp. 17-26; N. IORGA, op. cit., pp.
135-189). Néanmoins, de I’avis de ces mémes spécialistes (cf. H. MIHAESCU, « La langue
latine dans le Sud-Est de I’Europe », Austieg und Niedergang der romischen Welt, 11, 29, 2,
1983, p. 1134 et CH. SCHMITT, «Zur Latinitdt des Ruménischeny», in: Rumanistik in der
Diskussion. Sprache, Literatur und Geschichte (éd. G. Holtus et E. Radtke). Tiibingen, 1986,.
pp- 296-316) cette matiére constitue, en dépit des recherches entreprises, un champ
d’exploration scientifique insuffisamment exploité jusqu’ici.
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'8 Ainsi, D. TUDOR («Interfectia latronibus » in inscriptiile din Dacia» : Studii si cercetdri de istorie

19
Sur

veche, 4, 1953, pp. 583-587) ne s’autorise nullement a opérer un rapprochement entre ces
« brigands » des campagnes daces et les Bagaudes. Et pourtant, si I’on se fonde sur
I’avertissement de S. PUSCARIU (op.cit., p. 452), la vie rurale du monde romain marqua les
parlers de Roumanie d’une empreinte linguistique aussi durable que profonde. Dans le cas
particulier du mot latin «bacauda(m)», une filiation conduisant a la forme «bacau» en
roumain ne constitue pas un cas d’espece au regard des régles phonétiques appliquées a la
philologie romane. On observe, en effet, communément, dans les vocables roumains d’origine
latine les phénomeénes suivants: les dentales d et t, souvent d’ailleurs confondues entre elles,
s’effacent fort réguliérement en position finale (cf. O. DENSUNIANU, Histoire de la langue
roumaine,Vol. 1, Paris, 1909, p. 123), quant a la diphtongue « au », celle-ci s’est généralement
bien maintenue dans les deux langues (ibidem, p. 81).

cette question nos contributions : « Le concile cecuménique de Nicée I », Revue Belge de
Philologie et d’Histoire, 49, 1971, pp. 613-614 ; « L’épiscopat de ’empereur Constantin »,
Byzantion, 50, 1980, pp. 118-157 et « Eusébe de Nicomédie. Pour une réévaluation historique-
critique des avatars du premier concile de Nicée », Augustinianum, 45, fasc. 1, 2005, pp. 95-170.

20 Sur cette question fort complexe de la présence romaine en «Roumanie», cf. la mise au point,

menée avec rigueur, de VL. ILIESCU, «Die Rdumung Daciens und die Anwesenheit der
romischen Bevodlkerung nordlich der Donau im Lichte der Schriftquellen», Dacoromania, 1,
1973, pp. 5-28.

21 Cf. D. DE DECKER, « La politique religicuse de Maxence », Byzantion, 38, 1968, pp. 472-562.
22 Cf. notre contribution : «Unter welchen Umstinden entstand das Phinomen der Intoleranz in

unserer Menschheitsgeschichte? » , Pomeorium, 4-5, 2000, pp. 1-10.

3 Cf. A. BERNAND, Sorciers grecs, Paris, 1991.
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ABSTRACT

W.E.B. Du Bois’ concept of double consciousness epitomizes the effects and
threats of the greatest problem from the beginning of the twentieth century
America — the presence of a colour-line or a veil which separates the blacks
from the whites and entails thus a sheer racism destroying both races. As this
frontier separating the two worlds is more a function of the mind than of
matter, Du Bois can hope to reconcile the two opposing consciousnesses
possessed by an American Negro in a ‘third self” through a hyphenation of
the best African and Western cultural traits. To construct such a complex
concept and prove its validity Du Bois uses African (Esu Elegbara from
Yoruba mythology and its Pan-American counterpart “the Signifying
Monkey”) as well as Western' (Emerson’s transcendentalist ideas, William
James’ medical studies, Bakhtin’s theories) concepts in his construction of
“double consciousness” in an attempt to clarify the notion of race, appeal to
the reader and bring about changes for the welfare of everybody.

KEYWORDS: double consciousness, colour-line, the Veil, third self, Esu,
Signifying Monkey, transcendentalism, double-voiced narrative

At the beginning of the twentieth century, America is by no means the land of the
free. Its people are prisoners of terrible fears which they themselves keep alive and
which bring out the worst in them leading them in a continuous undeclared war
affecting the blacks as well as the whites. American society is characterized by all
kinds of inequalities between blacks and whites, by the presence of violence in
daily life, by the existence of Jim Crow Laws of segregation and by the effects of
the migration of African Americans to the North which make black people face
new forms of humility and oppression and suffer psychically and physically. All
these injustices done to African Americans by the whites entail different reactions
on the part of the injured and these reactions are almost always harmful to the
whites. Thus we can see the irony in the Americans’ confession about their life
being threatened by African Americans’ inclination to violence and to hostile
behaviour towards them. When somebody is continuously made to suffer
physically and spiritually and is so grievously wronged, their desire to fight back
comes as no surprise even if the chosen means are not always the correct ones.
Nobody denies that there can be bad blacks but it is also true that there can be bad
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whites. Every race and every country has its evil and morally corrupt people but
they can be controlled and the society can escape destruction as long as it does not
close its eyes to these people’s actions or encourage them in one way or another as
for instance American society favoured slavery for so long and now its people
agree to racism by practising it or by allowing others to do it. The racial conflict
becomes a destructive force and the African American authors see themselves
compelled to fight against it by showing resistance or by protesting through their
writings using words as weapons in a war for freedom of thought, for the
recognition of one’s own identity, for acceptance and also by trying to find ways to
eradicate it and expose these ways in their works. They speak on behalf of their
race and their aim is to awaken Americans and to inform them about the true
meaning of race relations. The twentieth century America has a problem and W. E.
B. Du Bois makes it clear for everybody that this problem is “the problem of the
colour-line.”” He goes further and writes a book with a complete explanation about
this problematic situation revealing in it the true face of America and offering an
accurate depiction of the American Negro and his life. For Du Bois “the basis for
interracial change for the better was a knowledge of the facts and the broader truth
they represented” as J. Saunders Redding affirms. So, as Arnold Rampersad puts
it, “far more powerful than other American intellectual” Du Bois explains “the
mysteries of race” for a nation that has to find solutions to “the problem of the
color-line.” The book which deals with this reality is entitled suggestively The
Souls of Black Folk and it is a thought-provoking book with a real formative
influence on the modern mind of the twentieth century. Here, he presents the
effects brought about by this “color-line” by using the concept of “double
consciousness,” the metaphor of the veil, the phenomenon of passing and by
alluding to the invisible living. Du Bois uses these expressions to describe and
explain the unspeakable, that is the condition of the blacks in American society and
gives the readers a sense of how it is to be a black person in a dominant white
world.

There is “an unasked question,” Du Bois says in The Souls of Black Folk,
“between me and the other world,” “unasked by some through feelings of delicacy;
by others through the difficulty of rightly framing it. All, nevertheless, flutter round
it. They approach me in a half-hesitant sort of way, eye me curiously or
compassionately” and fail to say directly “How does it feel to be a problem?"”.
Thus, Du Bois identifies himself with the African Americans and sees his and their
existence as a problem. He sheds light on this reality by referring to the African
American’s double consciousness, to their life within a veil and by hinting at the
act of passing or at the choice of an invisible living. Thus, besides being an
instrument of self- and cultural definition for Du Bois and his race, The Souls of
Black Folk is seen as a vital document necessary to any reader in the understanding
of African American people and their literature. This is why this book has been
celebrated by many writers and critics and even taken as a point of departure and
inspiration. If Du Bois presents the sociological and psychological ramifications of
American racism on black Americans directly through his essays about the souls of
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black folk, other twenty century African American writers reveal these
ramifications in their novels through the characters and the situations presented. To
grasp the full meaning of these works, one needs to make sense of the double
consciousness concept which is at the very basis of everything.

The concept of “double consciousness” is very complex and can thus be
interpreted in several ways. Through this term Du Bois expresses both a
pessimistic and an optimistic view on things as Mar Gallego remarks in his study
Passing Novels in the Harlem Renaissance. His pessimistic view is very obvious
because it may be easily understood given the historical and social context in
which the author lives and writes. The optimistic view becomes clear if one does
an in-depth analysis of the concept looking for possible references and influences
embedded in the text and which can entail new meanings.

The color-line, that is the invisible but undeniable barrier which separates
the world of the blacks from that of the whites, or “the veil” as Du Bois calls it,
leads to the appearance of a double consciousness in the African American people.
References to the double consciousness of African Americans and to the metaphor
of the “veil” are to be found many times in The Souls of Black Folk, but the
definition of the concept as such from which we see the connection with the
metaphor of the veil is given in the first chapter “Of Our Spiritual Strivings™:

And yet, being a problem is a strange experience (...) it dawned upon me with a
certain suddenness that I was different from the others; or like, mayhap, in heart and
life and longing, but shut out from their world by a vast veil. I had thereafter no
desire to tear down that veil, to creep through, I held all beyond it in common
contempt, and lived above it in a region of blue sky and great wandering shadows.
That sky was bluest when I could beat my mates at examination-time, or beat them
at a foot-race, or even beat their stringy heads. Alas, with the years all this fine
contempt began to fade; for the words I longed for, and all their dazzling
opportunities, were theirs, not mine. But they should not keep these prizes, 1 said,
some, all, I would wrest from them. Just how I would do it I could never decide: by
reading law, by healing the sick, by telling the wonderful tales that swam in my
head,—some way. With other black boys the strife was not so fiercely sunny: their
youth shrunk into tasteless sycophancy, or into silent hatred of the pale world about
them and mocking distrust of everything white; or wasted itself in a bitter cry, Why
did God make me an outcast and a stranger in mine own house? The shades of the
prison-house closed round about us all: walls strait and stubborn to the whitest, but
relentlessly narrow, tall, and unscalable to sons of night who must plod darkly on in
resignation, or beat unavailing palms against the stone, or steadily, half hopelessly,
watch the streak of blue above.

After the Egyptian and Indian, the Greek and Roman, the Teuton and Mongolian,
the Negro is a sort of seventh son, born with a veil, and gifted with second-sight in
this American world,—a world which yields him no true self-consciousness, but only
lets him see himself through the revelation of the other world. 1t is a peculiar
sensation, this double-consciousness, this sense of always looking at one’s self
through the eyes of others, of measuring one’s soul by the tape of a world that looks
on in amused contempt and pity. One ever feels his twoness,—an American, a Negro;
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two souls, two thoughts, two unreconciled strivings,; two warring ideals in one dark
body, whose dogged strength alone keeps it from being torn asunder.® (my emphasis)

Du Bois gives the reader, as he himself announces in The Forethought, a
view of the inner thoughts and life of the black American by lifting the veil that
separates the two worlds and allowing the reader to see the hidden reality of
African Americans’ life, its passion, its sorrow, its struggle. Leaving within the veil
means living like an outcast and being for the others anonymous and completely
invisible. This is for the African Americans a life of forced isolation, an isolation
whose intensity and repressiveness alienates them not only from the dominant
culture but possibly from their brothers as well and it nourishes the feelings of
hatred, weakens them, imprisons and suffocates them or increases their obsession
with being recognized by the other, with being acknowledged as individuals even if
this means becoming the servers of the white Americans by accepting their power
and dominance because not all blacks know how to fight against the white world’s
tendency to make everything theirs and deny the others the right to express
themselves. One of the many critics from Adolph L. Reed Jr.’s anthology of essays
expresses his worry that “the black’s double consciousness: the consciousness
enforcing white definition upon him; and the part that desired a full embrace of the
universe”’ threatens the “black selfhood” by encouraging him to live with two
totally opposed ideas which will definitely destroy him. All this negativity that
surrounds the black people — the systematic exclusion based on racial reasons and
the oppressive actions of the whites — forces them to take a stand. The best way
suggested is to oppose such behavior by using the mind and the intellect in the
fight for existence, for identity, for living not a second hand experience imposed on
them by the veil which acts as a barrier between them and direct experience, the
barrier of the white people’s perceptions and understanding. The ones that
endowed with such mind and intellect have also the responsibility of voicing the
impact of racist prejudices on the black mind and actions and of advocating the
black people’s desire to be free, that is to know everything by themselves and to
discover the true essence in all aspects of life because a life within the veil is a
meaningless life, a death-in-life, a new form of slavery. But these harmful effects
of the existence of the veil and of the double consciousness it helps develop in
black people can also extend to those living on the other side of the veil since the
veil prevents people from seeing themselves clearly without them realizing it; they
are characterized by blindness as Mar Gallego shows. They are not able to see
themselves with their good and bad qualities and consequently they cannot repair
what is bad. Moreover, because of this invisible separation, this color-line that has
been drawn to divide two races the only contact available remains an outrush of
“hideous vices of humanity — crime, lust, exploitation, race hatred, greed, contempt,
sullen revenge.” It is clear that so much tension fueled everyday is sure to make
the bomb of vices explode in both parts of the divided America.

Thus, the social, political and economic conditions which shape and create
racism have a great impact on the development of the individuals. Du Bois speaks,
as shown above, of “this sense of always looking at one’s self through the eyes of
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others, of measuring one’s soul by the tape of a world that looks on in amused
contempt and pity,” and he points out that the “blacks’ contradictory and marginal
position in American society™ gives rise to a sense of “two-ness,” of being “an
American, a Negro; two souls, two thoughts, two unreconciled strivings; two
warring ideals in one dark body, whose dogged strength alone keeps it from being
torn asunder.”'® This double consciousness, as Du Bois names it, can be viewed as
the African American’s desire on the one hand to remain faithful to the black race,
to feel the black pride and to refuse the inscribed white reality and on the other
hand to attain the ideals of American society and the American Dream (equal
opportunity, freedom, richness). Some American Negroes are too much attracted to
the richness of American life and to the materialistic dreams or are too weak to
refuse “the distorted image imposed on them”'" and so they try to live a double life:
“This waste of double aims, this seeking to satisfy two unreconciled ideals (...) has
sent them often wooing false gods and invoking false means of salvation, and at
times has seemed about to make them ashamed of themselves.”'* Other African
Americans — the “tragic mulatto/a”"> who can pass for white because of their light
skin — might consider out of desperation, out of fear of isolation and denial the act
of passing the metaphorical color-line. This is the case of “mulattos” who make use
of their light skin and encourage people to mistake them for white. Such possibility
is apparently an easier way, they think, to escape racism and enjoy life in the
American style. Still, this choice leads to a future life dominated by guilt and thus
unfulfilling.

Du Bois does not construct the phenomenon of passing as a vehicle for
rhetorical strategy as he does with the concept of double consciousness. In fact he
does not specifically refer to it. Nevertheless, the passing figure and the passing act
can be identified in some kind of form in the chapter entitled “Of the Passing of the
First-Born” when the narrator speaks passionately about past sufferings and
injustices while describing the new-born baby:

How beautiful he was, with his olive-tinted flesh and dark gold ringlets, his eyes of
mingled blue and brown, his perfect little limbs, and the soft voluptuous roll which
the blood of Africa had moulded into his features! I held him in my arms, after we
had sped far away from our Southern home,—held him, and glanced at the hot red
soil of Georgia and the breathless city of a hundred hills, and felt a vague unrest.
Why was his hair tinted with gold? An evil omen was golden hair in my life. Why
had not the brown of his eyes crushed out and killed the blue?—for brown were his
father’s eyes, and his father’s father’s. And thus in the Land of the Color-line I saw,
as it fell across my baby, the shadow of the Veil."

Juda Bennett in The Passing Figure: Racial Confusion in Modern American
Literature observes that Du Bois “imagines the child in a bodily civil war where
the ‘brown of his eyes crushed out and killed the blue’”" transforming the baby
into a symbol, for even if the baby knows no color-line “the child is made to
represent the struggle between black and white blood.”"° It is evident from his birth
that this child, being born under the sign of double consciousness, is not given the
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possibility of aspiring to a life full of hope, happiness, freedom but the possibility
to fight, kill or be killed. The author uses this terrifying idea to shock the reader
and awake him to reality and in the same time to appeal to his human heart. Du
Bois’ description of a baby’s birth received with joy and of his death received with
“awful gladness” may shock again. But given the conditions of African American
lives at the beginning of the twentieth century — the denial of social equality
between races which limits the man in every way — made many African Americans
adopt the belief that death equals escape from an imprisoned life and freedom from
all restraints: “Not dead, not dead but escaped; not bond, but free.”'” Ever since
childhood black people are so “chocked and deformed within the Veil”'® that they
grow up with an acute desire to leave forever the land that loathes their presence
for the land of eternity where there are no such differences because “God never
made one race good enough to rule another.””” The passing phenomenon is specific
to the American society and because “it is an act more than a figure, “passing’ is
defined most effectively through narrative and is present less in expository
writing.”* Its connection with the “the problem of color-line”*' lies in the idea of
an existing war between black and white blood within the body of a single person,
a mulatto. This war within one’s soul is caused by a double consciousness, a
consciousness split between an allegiance to black values and an aspiration toward
the American ideals. Guilt is always part of the passing act because such an act
requires a renunciation.

Juda Bennett identifies a few ways of expressing the passing phenomenon in
the passive narratives. The critic affirms that most passive narratives have “a style
that depicts the world primarily in ‘black’ and ‘white,” with particular attention to
skin and eye color; a polemics concerned with racial justice woven throughout the
plot of passing; a return home, almost of an atavistic nature, that actually structures
the novel; secrecy and exposure orchestrated in order to create moments of surprise
for both the characters and the readers of the novel; the death of the heroine.””
Thus, the passing theme includes a sea of black and white contrasts with a special
focus on skin and eyes as ways of reading race — a method often treated ironically,
a continuous questioning concerning the legitimacy of one’s actions taken
apparently to solve the inner racial conflict, a return to one’s roots be those
considered one’s house or one’s inherited values, actions or behavior meant to be
revelatory in some way or another, the actual or spiritual death of the passing
figure as a kind of punishment.

In conclusion, the phenomenon of passing is strongly connected to the
problem of color-line and implicitly with the metaphor of the veil as it shows us
what it is like to be considered and consider yourself a problem and in the same
time it highlights the idea of a split somewhere inside the soul that craves for the
privileges from outside the veil but cannot deny the ties with the world from within
the veil. Given such circumstances the passing figure feels trapped and troubled.
Given these conditions, Du Bois’ advice about not choosing the fulfillment of only
one desire because this choice can destroy an African American proves to have had
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some grounds. After passing the color-line, the tragic mulattos live an incomplete
life, a life of suffering entailed by guilt.

The color-line or the veil separating the black from the white world has
indeed proven to be very destructive and although Du Bois does not mention
explicitly the possibility that black people choose to live as invisible men this idea
can be inferred from the Du Bois’ pessimistic approach to double consciousness.
Many young people aware of being different from the others do not have the power
to fight the harsh realities they have to face everyday so all they do is hate “the pale
world about them” and mock “distrust of everything white.”> These people may be
among those choosing to live their life as invisible men and renounce the life in
which they are ignored by the other. The implications of such a life of invisibility
is best rendered by Ralph Ellison is his famous novel Invisible Man,

After reading Du Bois anybody can understand the danger of double
consciousness and racial passing. The Du Boisian concept shows that danger
appears if the American Negro conforms to white stereotypes on blackness without
the desire to fight or/and if he/she changes his/her identity to that of how others
perceive the person. In the case of the act of passing the danger lies in the very act
itself. Even if a light-skinned black person wants to “pass” for a white American
deep in his soul he is aware of being African and American simultaneously and
that is why he will not be able to find peace with himself and the feeling of guilt
will shadow his life. The fight going on inside between the desire to conceal or
even “imprison” one’s true identity in order to be accepted and the more and more
ardent need to reveal one’s true self to be able to live freely resembles the fight Du
Bois speaks about when he defines “double consciousness”. According to Du Bois,
double consciousness equals the awareness of the power of white stereotypes on
black life and thought; of the existing racism that excludes black Americans from
the mainstream of society; of being both American and not American; and of the
desire to reconcile the internal conflict between being African and American
simultaneously. With this awareness should come a necessity to fight against
stereotypes, against racism, against exclusion and against losing one of the two
identities. Hence, the individual possessed of double consciousness is very much
aware of one’s self as well as of how others perceive that person. This aspect of
double consciousness gives Du Bois the right to say that “the Negro” is “gifted
with second-sight in this American world** and to go on stating that:

The history of the American Negro is the history of this strife,—this longing to
attain self-conscious manhood, to merge his double self into a better and truer self.
In this merging he wishes neither of the older selves to be lost. He would not
Africanize America, for America has too much to teach the world and Africa. He
would not bleach his Negro soul in a flood of white Americanism, for he knows that
Negro blood has a message for the world. He simply wishes to make it possible for a
man to be both a Negro and an American, without being cursed and spit upon by his
fellows, without having the doors of Opportunity closed roughly in his face.
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This, then, is the end of his striving: to be a co-worker in the kingdom of culture, to

escape both death and isolation, to husband and use his best powers and his latent
25

genius.

In this way he makes it clear that a merging of the two desires, of the two
aspirations is by no means the right solution because making a choice means losing
the benefits of the other choice. That is why Du Bois does not suggest assimilation.
He seems to refer to hyphenation, as his critics remark. The idea behind his words
is that blacks want to exist as individuals keeping their loyalties toward the race
and exercising their right to live like American citizens with the doors of
opportunity open to them. Du Bois seems to have found the way to reconcile one
consciousness with the other and implicitly the solution to the problem of the veil.
Therefore it is not wrong to state that Du Bois paints here a positive approach to
things. This hyphenation between the good African inherited traditions and the
American luring possibilities can be materialized in a “third self”*® that makes
possible a co-existence of African and American culture in the same society.
According to Houston A. Baker Jr., for Du Bois and Matthew Arnold culture is
“the acquisition and diffusion” of “the best that has been taught and known in the
world ... [in order] to make all men live in an atmosphere of sweetness and light.”*’
Further on he clarifies the idea by saying that Du Bois delineates “the black man of
culture as a mediator between opposing sides of the veil.”*® He is the one that has
the advantage of being endowed with “second sight”*’ due to the fact on the one
hand that he is on the oppressed side of the veil and has the knowledge of the truth
about the American Negro in all his complexity and on the other that he knows the
flaws of the American system but also the opportunities it offers. Considering these
conditions the black man of culture is the only one capable to make a first step
towards reconciliation by taking the best from each culture and helping thus to the
progress of a nation. Moreover to make the others adopt the same attitude he must
strive to open America’s people mind in such a way as to acknowledge all this.
This man has a great responsibility — that of drawing the attention of the two races
upon these aspects. He is aware of the important changes he can make by his
African heritage — African spirituality rising from and through the songs of the
negro and through the lessons of folklore that he mentions repeatedly in his book
and which he opposes to the emptiness brought about by materialistic values “we
black man seem the sole oasis of simple faith and reverence in a dusty desert of
dollars and smartness.”® Furthermore he recognizes the obvious existence of white
men of culture with whom he wants to lead this fight of the illumination of the
ones who lack such knowledge. Du Bois considers that such man’s choice to live
with and speak about the true essence of things gives him the right to stand beside
white men of culture and not be judged by the color of his skin but by his mind and
soul. It is true that a society based on slavery in the past and on money values in
the present may easily scorn and reject the Negro American on grounds of his
biological features equaled with inferiority so Du Bois understands that a society
which values character and culture will welcome any man of culture no matter the
color of the skin because of the positive contribution he can bring to the future.
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This brilliant observation made by an anonymous writer in William L. Andrews’
book Critical Essays on W.E.B. Du Bois’' make clear and legitimate Du Bois’
words from “Of the Training of Black Men”: “I sit with Shakespeare and he winces
not. Across the color line I move arm in arm with Balzac and Dumas, where
smiling men and welcoming women glide in gilded halls. (...) I summon Aristotle
and Aurelius and what soul I will, and they come all graciously with no scorn nor
condescension. So, wed with the Truth, I dwell above the veil.”*> Moreover, in this
passage, Du Bois brings forward the idea that the Western and African cultural
traditions can co-exist in harmony in the realm of culture.

Du Bois, as a man of culture himself, acts on his ability to rise above the veil
and see both worlds for what they are and in the same time he makes use of the
wonderful workings of his mind to assume his responsibility towards a nation. First
of all his focus on the African American cultural contributions — spiritual and
intellectual — shits attention from the biological terrain to the cultural space arguing
thus that the importance of African Americans resides in these contributions and
they are to be characterized and acknowledge by them and not by biological traits
which are associated with mental and behavioral features. Somebody’s physical
characteristics are relevant neither to the characterization of his behavior nor to that
of his mind. Many critics, among which Mar Gallego and some mentioned by
Adolph L Reed Jr. in his anthology, see what Du Bois is trying to do through his
refusal to accept the significance of physical features in the black man’s
characterization and praise him for this. Furthermore, Du Bois even proofs the
validity of his idea about the co-existence of both Western and African culture in
complete harmony and as a whole for the benefit of the nation in his use of both
Western and African concepts for the construction of the meanings in the term of
double-consciousness which comprises an accurate description of the reality of his
time made available to all readers to awaken them from their sleep and cure them
of their blindness.

Mar Gallego in Passing Novels in the Harlem Renaissance makes an
extraordinarily thorough analysis of the cultural and intellectual influences,
Western and African, on Du Bois’ double consciousness, its significance and
repercussions. Another scholar, Arnold Rampersad® tackles the idea of Western
influences on the Duboisian term. Rampersad discusses these theories from all
aspects even from those not relevant for a reader interested in understanding Du
Bois. The two cultural legacies of Duboisian double-consciousness come to
emphasize the idea of doubleness, of “two-ness” that characterizes it and show the
possibility of a perfect union between the two, each preserving its attributes.
According to Mar Gallego, the origins of double-consciousness can be traced both
in the Western® ideology and in the African heritage. Through the Western
ideology he understands the influence of American transcendentalism represented
by Emerson and of the medical world of psychology in which William James
discovers the effects of the “split personality.” Mar Gallego is not the only one to
have noticed this influence of the Western theories in Du Bois’ concept. Gallego
himself sustains his observations with quotations from the illuminating article of
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Dickson D. Bruce: “W.E.B. Du Bois and the Idea of Double Consciousness.”
Actually Emersonian transcendentalist ideas are so well known that Du Bois’ use
of them as a departure point is quite evident. Emerson, as Du Bois, speaks of
double-consciousness and the division it implies: “The worst feature of this double
consciousness is, that the two lives, of understanding and of the soul, which we
lead, really show very little relation to each other, never meet and measure each
other: one prevails now (...); and the other prevails then.”*

Arold Rampersad’s comments on the differences between Emerson’s
“dilemma of double-consciousness™’ and the Duboisian concept cannot dismiss
the theory of an Emersonian influence. It is true though that the two possible lives
“of understanding and of the soul” never meet and refer to “two states of thought
which represent different spheres of existence — one superficial and the other
profound”™® whereas Du Bois’ “two thoughts™* are part of the same sphere — the
socio-political one. In addition to this Rampersad brings out another correct
difference between the two double-consciousness images: Du Bois’ image
“blocks” its victim from attaining true self-consciousness”™*’ pushing him to look at
himself through the eyes of the other world and Emerson’s is “the source of real
self knowledge” and an acceptance of the division which can even bring
“harmony” if these thoughts are lived alternatively. Alternative living of the two
states of mind seems to be Emerson’s solution at the dilemma of doubleness.
Nevertheless, this is a very close analysis of the differences between the two
concepts when in fact Du Bois only takes the idea of a dichotomy of mind and soul
or “the dialectical tension between world and spirit”™': “two lives of the
understanding and of the soul (..): one (...) all buzz and din; and another (...) all
infinitude and paradise”** and applies it to his vision of the American Negro’s dual
nature. Hence the reader can easily identify “African spirituality with the notion of
soul and American materialism with the negative effect of understanding.”* Due to
this relationship and given the fact that Emerson favors the soul over the world
desires, we infer that Du Bois “invests his theory with a positive portrait of African
spirituality, which is (...) superior to the materialistic attitude pervasive in
American society.”**

Further on, W. E. B. Du Bois’ indebtedness to the doctor William James and
his studies of double personality is recognized by many critics like Henry Louis
Gates Jr. in his introduction to The Souls, Mar Gallego in his book and Arnold
Rampersad in Reed’s anthology of essays. If Rampersad finds traces of possible
parallelism between the two thinkers, the others see a clear similarity evident in Du
Bois’ desire of the acceptance of the distinctiveness between the two races, a
distinctiveness based on equality. Gallego points out that in his medical studies
James finds that it is perfectly possible for two personalities “distinct and
independently autonomous™’ to live in harmony in the same body. Using these
medical discoveries together with American transcendentalist ideas the writer of
The Souls suggests a hyphenation of African spirituality and American materialism
and pragmatism but not in the sense of assimilation and obtains thus a single “truer
and better self.”*® Two identities are combined in a single entity and give way to
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the creation of a third identity — “better and more complete.”*’ This is obviously a
positive representation of African-Americaness as “the perfect union of the two
identities in a so-called ‘third self” whose main attribute is spirituality”*® and which
can contribute significantly to the nation’s culture. Consequently, Gallego is
extremely right in calling Du Bois’ concept a project that is a “valid alternative to

So far it has been proven that the concept of double consciousness is loaded
with meanings. Du Bois’ ability to use a concept, a sign, to refer to so many things
is a consequence of his African heritage. Mar Gallego links the multiple meanings
of double consciousness to the Yoruba tradition of Esu Elegbara and the
“Signifying Monkey” and finally to the idea of double-voicedness central to
Bakhtin’s theories of the “heteroglossia” and dialogism making in this way a new
connection between African legacies and white legacies. In The Signifying Monkey:
A Theory of African-American Literary Criticism, Gates writes explicitly on Esu —
a trickster figure of Yoruba mythology with a crucial role in the act of
interpretation. Esu is “the sole messenger of the gods (in Yoruba, iranse).” He
“interprets the will of the gods to man” and “carries the desires of man to the gods.
Esu is the guardian of the crossroads, (...) master of that elusive, mystical barrier
that separates the divine world from the profane.””' Moreover, Gates explains that
Esu not only has a mediating function between the realm of the gods and the
human world but he can also be seen as a figure of “unity of opposed forces.”* So
according to this description, Esu is obviously connected to the “third self” which
“is generated out of the dialectical struggle of two elements and their synthesis.”’
Esu’s nature as a trickster is entailed by the fact that he possesses a plethora of
characteristics among which “individuality, satire, parody, irony, (...)
indeterminacy, open-endedness, ambiguity, (...) uncertainty, disruption and
reconciliation, betrayal and loyalty, closure and disclosure.”** Now, the influence
of the Yoruba tradition of Esu on Du Bois’ development of the concept of double
consciousness is even clearer. There are many proofs in this study showing the
presence of such characteristics in the term of double consciousness through which
Du Bois analyses racism and offers solutions to it. Esu’s “power of sheer plurality
or multiplicity”> and his ruling of the interpretative process and the process of a
never-ending disclosure shed light on yet another visible connection between Esu
and the Duboisian concept and between them and Esu’s Pan-African Kinsman the
Signifying Monkey from Gate’s book with the same name. Both “the Signifying
Monkey” and “double consciousness” stand as vehicles for narration, for rhetorical
strategies present in literary texts. Roger D. Abrahams’s definition of signification
and the function of the Signifying Monkey in literary texts are considered brilliant
by Gates. The scholar, cited in The Signifying Monkey, says that “The name
‘Signifying Monkey’ shows the [hero] to be a trickster, ‘signifying’ being the
language of trickery, that set of words and gestures which arrives at ‘direction by
indirection.”® In this quotation Gallego immediately sees the relationship between
these two terms and stresses the fact that “the African American individual
possessed of double consciousness, resembles a trickster, a liminal being wavering
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between two worlds” (25). Gallego continues by saying that a parallelism between
both tropes proves the fact that “the process of ‘signifying’ is inherent in Duboisian
double consciousness.”’ Moreover, as Abrahams equates °‘signifying’ with
arriving at ‘direction by indirection’ and as Michell-Kernan views ‘signifying’ as
“an ‘encoded intention to say one thing but mean quite other,”® the reader
understands through signification that the meaning is changeable and this is why
signification becomes a way to embed in a word other meanings than those existing
in a previous discourse. These notes make possible yet another connection — that
between signification and parody as it appears in Mikhail Bakhtin.

In his book Gates himself quotes from Bakhtin to establish a link between
‘signifying’ and Bakhtin’s definition of parody. In parody “the author employs the
speech of another [and] introduces into that other speech an intention which is
directly opposed to the original one. The second voice, having lodged in the other
speech, clashes antagonistically with the original, host voice and forces it to serve
directly opposite aims.”” If “signifying’ is inherent in “double consciousness” and
parody is linked to signifying because the former makes use of the latter to repeat
and revision texts it results that the process of signifying inherent in double
consciousness is used by the African Americans to parody texts by means of a
systematic repetition with significant variation(s). Writers adopt other writers’
discourse introducing into it a new and opposed semantic intention. For example
Mar Gallego gives some passing novels as examples to illustrate this parodic
intention of some African Americans with respect to well-established previous
texts. More exactly, their authors bring changes to some of the theories of double
consciousness: contrasting views on the third self, subversion of the tragic
mulatto/a’s tradition and so on. But this dialogue between two antagonistic voices
can also appear in a discourse under a different form which is more subtle
maintaining though the same effect of new revelations on the reader. This type of
dialogue called by Bakhtin hidden polemic is used when the author of a discourse
leads a polemical attack on the discourse of another one who refers to the theme he
does. But the discourse of the author being attacked is not reproduced it is only
alluded to, fact which the reader notices because the absent voice determines the
author’s speech from within modifying the internal structure of his discourse. To
make this clear Gates cites once more from Bakhtin:

The other speech act is not reproduced with new intention, but shapes the author’s
speech while remaining outside its boundaries. (...) The author’s discourse is
oriented toward its referential object” bringing “a polemical attack to bear against
another speech act, another assertion, on the same topic [i.e. the referential object].
Here one utterance focused on its referential object clashes with another utterance on
the grounds of the referent itself. That other utterance is not reproduced; it is
understood only in its import.*’

To illustrate this trope, Gates takes as examples Ralph Ellison and Richard
Wright whose texts are known to a versed reader as well as to a beginner in
African American literature.
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This on-going African American dialogue with Bakhtin draws attention to
Dale Peterson’s idea of “biculturalism” discussed by Mar Gallego in “The
Challenge of Double Consciousness” from his book used as reference in this article.
Peterson’s definition of “biculturalism” is rendered by Gallego in his book as
follows: “the double-tongued speech of African-Americans.”®' According to
Gallego, a new meaning of double consciousness projects itself on Peterson’s term
as a result of “the verbal and written transcription of the double life imposed by
society, the ‘double words’ that Du Bois alludes to.”®* The bivocality present in
African American novels is the “expression of double consciousness and evolves
into what critics have termed a ‘double narrative,” or double-voiced narrative”
where there are elements that “signal the presence of unresolved tensions.”® In his
study on African-American novels, Bernard Bell acknowledges their double nature
which makes them a good vehicle for the expression of double consciousness and
points out that their hybrid narrative derives from the roots of African folklore and
the Western literary genres. In addition to this, Gallego affirms that a “parodic
imposition of both voices — African and Western”** makes these novels the perfect
place for the representation of the many different theories of the Du Boisian
concept and Bakhtian double-voicedness.

This double-voiced discourse — this dialogue between two voices each
signifying on each other’s texts by revisioning, by rewriting the received textual
tradition — leads us to yet another Bakhtinian term. This term is “polyphony” and
can be applied to African American novels. Bakhtin explains its use in a novel by
saying that a polyphonic novel is embedded with “a plurality of independent and
unmerged voices and consciousnesses.”® All these voices, which are all valid
according to him, are clearly the voices of the author, the characters and of the
reader who participate equally in the construction of the truth, each bringing their
views on the truth. Furthermore, “polyphony” directs the reader’s thought to a
broader Bakhtinian concept “heteroglossia” which is another way of viewing the
presence of two voices in a text. In “Discourse in the Novel” heteroglossia is
described as a complex mixture of languages and world views and attitudes, each
language being viewed from the perspective of the other.

For any individual consciousness living in it, language is not an abstract system of
normative forms but rather a concrete heteroglot conception of the world. All words
have the ‘taste’ of a profession, a genre, a tendency, a party, a particular work, a
particular person, a generation, an age group, the day and hour. Each word tastes of
the context and the contexts in which it has lived its socially charged life; all words
and forms are populated by intentions.”®

All these ideas lead to a dialogized heteroglossia, which Bakhtin says,
creates a unity. The meaning acquired by language comes neither from the
intention of the speaker nor from the text; it is to be found somewhere between
speaker or writer, listener or reader. Language “lies on the border line between
oneself and the other.”” The word of somebody becomes one’s own only when
“the speaker populates it with his own intention.”® Such dialogization is always
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occurring in the novels. So, language is always changing as a result of
hybridization, which Bakhtin defines as “a mixture of two social languages within
the limits of a single utterance, an encounter, within the arena of an utterance,
between two different linguistic consciousnesses, separated from one another by an
epoch, by social differentiation or by some other factor”. Bakhtin focuses so much
on the possible voices within a novel because he sees them as crucial to the
understanding of the novel. These voices are in a continuous dialogue in which
words acquire multiple meanings due to the social context and the conditions they
describe, conditions which can be particular to a given context or which can be
general. Many African American novels are again the ideal place where one can
look for a plethora of meanings. African American writers do not limit themselves
to expressing racial concerns and discuss about racism; their works also focus on
universal concerns unless they do not have something specific that they want to
write about. Sometimes they use race issues to refer to similar things in the world.

We have seen how overwhelmingly complex is the concept of double
consciousness and the many literary paths it makes the reader take. Nevertheless
this study would not be complete without considering double consciousness in its
relation to African American women. In order to render the idea of the co-
existence of racial as well as gender issues in the same human being, the critic
Gallego identifies Du Boisian double consciousness with Mary Helen
Washington’s term of “divided identity”® which can be viewed as a unity of two
opposing definitions of black women’s sense of the self: “one imposed by the male
world and their own.”” This feminine double consciousness is named “double
double consciousness” by many critics. African American women are interpreted
from two perspectives: of their race and of their gender. These women have to fight
against a double negation: that of springing from racism and that brought about by
the patriarchal system and they will demand racial as well as sexual equality. In
analyzing African American feminine texts one cannot separate racial from gender
discourse because “sexual politics are as real in black women’s lives as racial
polices.””" The scholar Barbara Smiths goes even further and coins another term
“simultaneity of oppressions” suitable in the literary analysis of African American
women’s novels. Deborah King, another critic Mar Gallego mentions, explains that
all the factors that oppress women — “race, gender, class, nationality, religion,
etc,””” have to be considered when looking into these women writers’ texts.
Another important point that needs to be said about African American feminist
discourse is that it involves “the subversion, inversion or variation of other
discourses that marginalize African American women” as Gallego concludes in his
study.

All these theories that Du Bois brings to public attention through his concept
of double consciousness come to sustain the illuminating and persuasive nature of
his discourse on the realities from the beginning of the twentieth century. William
H. Ferris notices that Du Bois is one of the writers capable of portraying and
revealing “the soul-life of the Negro in a way to appeal to the American mind.”” In
the same book another critic, Houston A. Baker speaks of Du Bois’ ability to see
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both faces of the coin in remarking that the color-line brings out the worst in the
people from both sides and this can only stop progress and lead to their destruction.
Even the good and strong people of the two worlds are affected by the “veil” as
they have the tendency “to see only each other’s worst aspects”* and thus “the old
myths of black inferiority and white insipidity and indifference will remain.””> Du
Bois himself says that he is not against classification or against a line to set aside
crimes, vices, incompetencies but a color-line “does not accomplish the purpose
but thwarts it.”’® Thus, through this complex concept of double consciousness he
offers clear explanations regarding the effects of racism on both blacks and whites
and the threats it brings along and suggests as an alternative, as solution to racism a
hyphenation of African cultural traits and American cultural traits into a better
“third self” for the benefit of cultural development. Du Bois proves the possibility
of a harmonious and fruitful co-existance of African tradition and American
tradition in his use — for the creation of the concept of double consciousness — of
African legacies (Esu Elegbara from Yoruba mythology and its Pan-American
counterpart “the Signifying Monkey”) and Western legacies (Emerson’s
transcendentalist ideas, William James’ medical studies, Bakhtin’s theories).
Besides these heritages, Du Bois also links his concept to the color-line or the
metaphor of the veil as he calls it, to the phenomenon of passing found only in
studies about representations of race, and to the African American choice of living
as an invisible man. The connection between Du Boisian concept and these
influences can be used in the literary analysis of twentieth century African
American novels which present the life of African Americans from slavery into
freedom and other universal concerns. Through their characters and their stories,
twentieth century African American authors relate their literary work not only to
the problem of the color-line, the concept of double consciousness, the metaphor of
the veil, and the passing phenomenon but also to other problems of a general
character. These authors prove to have a heightened awareness of both their
blackness and the whiteness around them as well as of the world. Their ability to
depict these realities is used in such a way as to rise awareness, to show resistance,
to protest but also to teach.
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ABSTRACT

When bringing up the question who holds cultural power within a modern
society, we bring up a very complex issue. That is because post-Fordism, to
some extent, flattened the structures and perceptions that used to define
western culture. Therefore, in order to answer this question we need to
analyse the current trends in our “mass customized” culture, how people
receive information, define who the key cultural intermediaries are and
discuss how their power can be measured. A major element in this analysis is
the advancement of new media, technology and new platforms of
communication; the way these have shaped how we look at our culture, and
the way in which individuals communicate with one another.

KEYWORDS: Cultural intermediaries, information, advertising, technology

A distinctive feature of the modern society is increasing changeability of the world.
For the first time in the history of humanity generations of things and ideas are
changing more quickly than human generations. Moreover, the changeability
shows itself through unprecedented diversity concerning almost all spheres of
social life. Dynamic changes are taking place in nature and society, all human
environments gave birth to different names of the society where a modern
individual lives: “post-industrial”, “post-civilization”, “technotronic society”, and
“cultural power in the media society”.

People are cultured, by default. Though the concept of culture is not new, its
differences in philosophy and exhibition have raised a great urgency of discussion
and justification, this concept may be universal, but its philosophy and exhibition
may vary from nations to nations and it may be customized and influenced by the
faith, belief, values, region, civilization, nationalism, heritages, life-expectations or
life-objectives of the particular nations.

When talking about the culture and media society an important characteristic
is the concept of “Post-Fordism” which is defined as “the mode of production and
the associated socio-economic system theorized to be found in most industrialized
countries today. It is contrasted with Fordism, the productive method and socio-
economic system typified by Henry Ford’s car plants. Post-Fordism instead, is
characterized by the marketing of ideas, branding, the information age, a service
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industry and ‘timeless time’. All emerged with the Cultural Turn, “the shift from
Fordism to post-Fordism, the aestheticisation of everyday life through advertising,
marketing, design and lifestyle imagery. In such a context, it is obvious that to
some extent cultural workers come to hold more power than previously. In addition,
what is specific about the contemporary moment is that now, for “cultural
intermediaries”, the uniqueness of the individual matters more than ever before.

According to Pierre Bourdieu the term “cultural intermediaries” includes
“groups of workers involved in the provision of symbolic goods and services”, like
Television, Radio and Print professionals. Due to the emergence of new
advancements in media, the term ‘“new cultural intermediaries” includes
professionals in marketing, advertising and PR, that set trends, norms and drive
markets. These “intermediaries” relate with commercialism and can extend beyond
the market of goods and services. Thus, “cultural intermediaries” have the power to
shape mentalities, believes and ideologies. They can include politicians, religious
leaders, journalists, celebrities and powerful talk show hosts such as Oprah
Winfrey. Extremist figures can also be considered strong cultural intermediaries
because of their influence on the people who tend to follow their preaching on
alternative lifestyle and ‘moral values’. In the opinion of Mark Andrejevic, media
“provide not only the advertising that supports consumer society but also
mechanisms for the rationalization of public opinion and portray of politics as a
public spectacle for mass consumption”.

Because of the continuous multiplication of communication platforms,
cultural intermediaries need to use a diverse range of mediums or target a core
demographic and then expand to collective or demographic groups in order to form
a bigger consumer market for particular products, services and ideas. Thanks to
technology and market research, marketers can narrow down their target groups
even according to their postal code. Apart from the traditional local newspapers
and magazines, “cultural intermediaries” now have tools such Adwords, Googles’
pay-per-click program, an example of online ‘search’ marketing. In the last few
years, online marketing became very popular, because the gathering of user data is
sophisticated and online behaviour is very measurable.

Additionally, online blogging is becoming important as though only about
25 percent of Internet users (about 32 million) currently read blogs, they tend to
influence other’s. Informal BlogAds research shows blog readers are high
consumers of expensive, well-researched content. Thus, while this cultural
revolution was made possible by the use of new technology and the lack of strong
internet regulation, technology has also provided more power to the cultural
intermediaries, who can reach out to the masses in new ways and narrow down
their campaigns in specific demographics. Furthermore, media planning agencies
are able to analyse people’s habits and sort them within different categories in
order to then effectively carry out promotional campaigns. Therefore we can see
that niche marketing has taken an unprecedented role.

The notion of niche markets/groups is crucial when dealing with Post-
Fordism, as diversity and multiculturalism are now an everyday topic and identity
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is an issue continuously questioned. There are dilemmas as to who we are as
individuals and what is defined as “nation” and “culture”. As a blogger points out,
“what makes the culture industry so pernicious is its ability to take the raw
materials of our labour, cultural production, and turn it rapidly to its own use. In
large part, this could be called the commodification of revolution”. On the same
note, to give a commercial and tangible example of how the issue of Identity is
embraced in marketing and commercialism, one can take a look at Nike Id. This
feature allows customers to personalize their athletic gear. However, besides
tangible products, in terms of journalism and ideological communications, the
internet has helped to make possible the direct unfiltered projection of ideas,
challenging the power of traditional news providers. This can be seen as the
beginning of a “new cultural turn” and the emerging of an “open source culture”.
Even though companies are trying to capitalize by providing the platforms for
communication, the essence is that people spend more time online and the most
successful sites are the ones that provide platforms for free communication
between users.

Therefore, as our culture and the world of media evolves, the term “cultural
intermediaries” constantly redefines itself and the power of ‘cultural
intermediaries” fluctuates based on changing cultures, trends, communication
channels and market places. Alternative cultural movements also play a significant
role as they are the hub of such changes. Yet as these become part of the
mainstream, people who are part of these communities depart to form new cultural
movements. But a lot of the above could change dramatically if Net Neutrality is
lost. As The New York Times reported:

Net neutrality is a concept that keeps the Internet democratic...But this democratic
internet would be in danger if the companies that deliver internet service changed
the rules so that websites that pay them money would be easily accessible and block
access to sites they do not like”. Therefore, as our world gears more and more into a
cyber community, the ones who could end up with a lot of power are the internet
service providers. If Net Neutrality is lost, people will not have a ‘true’ free voice on
the internet and the optimism highlighted in this essay will largely vanish. Just as
Andrejevic notes, “It’s one thing to be able to customize one’s choices and quite
another to expand the range within which customization can occur'.

Finally, since the internet has become an enormous arena of its own, a term
such as “cyber cultural intermediaries” can be applied to better describe the
influence of the politicians that dismiss or support net neutrality, online
gatekeepers such as search engines, telecommunication companies and ISPs,
content providers, internet users and specialized online marketers such as search
engine optimization companies.

We might ask, therefore, in a world of ‘choices’ and a society in which we
embrace the notion of ‘individuality’, above all, who really has the most power to
influence culture? Who are the true “Cultural Intermediaries”? This is a question
that has no absolute answer, as power and culture are very relative terms. We can,
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however, say that the power of the major cultural intermediaries has never been
stringer due to the ability to use great investments of capital in marketing
communications, sophisticated media planning techniques and the ability to create
lifestyles around their core products. On the other hand we see alternative lifestyles
becoming more and more popular and a growing do-it-yourself ethic expanding
while the vicious cycle of market research in many ways seeks to make alternative
lifestyles mainstream and such ‘alternative’ communities need to be reinvented
continuously.

Thus we can conclude that in our current Post-Fordist culture, the power of
“new cultural intermediaries” varies according to each target market (hence it is
within the hands of the consumer acting as the creator) and to the extent in which
cultural intermediaries can invest financial and cultural capital into building an
image.

NOTE

"Mark Andrejevic (2003), Reality TV: The work of being watched, Rowman & Littlefield.
BIBLIOGRAPHY

Couldry, Nick; Curran, James (2003) (eds.), Contesting Media Power: Alternative
Media in a Networked World, Lnaham: Rowman & Littlefield.

Du Gay, Paul (1998) (ed.), Production of Culture/Cultures of Production, London:
Sage Publications and Open University.

Hall, Stuart (1997), “The centrality of culture: notes on the cultural revolutions of
our time”, in Kenneth Thompson (ed.) Media and cultural regulation,
London: Sage.

Nixon, Sean; Du Gay, Paul (2002), “Who needs Cultural Intermediaries?”, in
Cultural Studies Journal, Vol. 16, No. 4.

Webster, Frank (2006), Theories of the Information Society, 3" Edition, London:
Routledge.

164



Las expresiones idiomaticas.
Peculiaridades de la traduccion de espaiiol a rumano

Oana-Adriana DUTA
Universidad de Craiova,
Facultad de Letras

ABSTRACT: The Idiomatic Expressions. Peculiarities of the Translation
firom Spanish into Romanian

This paper accomplishes a comparative study of idiomatic expressions,
taking Spanish as a starting point and contrasting each phraseological unit
with its corresponding translation into Romanian. The article consists of two
parts: the first is dedicated to idioms (especially verbal idioms), whereas the
second deals with proverbs. Particular translation situations will be presented
within each of these two categories, according to the type of correspondence
of semantic units (word-by-word correspondence or not). The paper includes
information on the historical and/or cultural context in which some of the
presented idioms first appeared.

KEYWORDS: idiomatic expressions, phraseology, idioms, proverbs

Utilizaremos en el presente trabajo el término de expresiones idiomaticas para
referirnos a todas aquellas secuencias de palabras cuyo significado no es
compositivo, es decir no se puede derivar del de sus componentes.
Comprenderemos, por lo tanto, que dicha denominacion de “expresiones
idiomaticas” tendra un sentido muy amplio, para los propdsitos de este articulo.
Ello engloba lo que Ruiz Gurillo (1998) denomina locuciones totalmente fijas e
idiomaticas con palabras diacriticas y/o anomalias estructurales, locuciones
totalmente fijas e idiomaticas y locuciones parcialmente fijas e idiomaticas, en
diversos grados. En la lingiiistica se emplea, ademds, una gran variedad de
designaciones para este tipo de estructuras fijas. Sevilla Mufoz (1997) enumera las
siguientes posibles alternativas: modismos, idiotismos, locuciones, timos,
muletillas, clichés, giros, frases hechas, dichos, refranes, proverbios, frases
proverbiales, mientras que otra acepcion con gran frecuencia de uso es la de
unidades fraseologicas.

Por su alta opacidad semantica, las expresiones idiomaticas muy a menudo
crean problemas a la hora de la traduccion. Tal como lo demuestran varios
lingiiistas, el procedimiento de la traduccion literal aplicada a las palabras
individuales no suele dar buenos resultados. Las expresiones idiomaticas significan
y se traducen en bloque. Mientras que Richart Marset (2006) habla de la resistencia
a la traduccion de este tipo de estructuras, Zuluaga Ospina (1980) menciona dos
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caracteristicas suyas: una formal, a la que llama fijacion fraseoldgica (la propiedad
que tienen ciertas expresiones de ser reproducidas en el hablar como
construcciones previamente hechas), y otra semantica, llamada idiomaticidad (el
que el sentido de tales expresiones no puede establecerse ni a partir del significado
de sus elementos constituyentes, ni del de su combinacion).

Segun sefiala Rakotojoelimaria (2004), la traduccion literal supondria la
traslacion de los significados, esto es, de los contenidos de lengua como tales.
Como los significados son propios de un sistema determinado, no se puede partir
de la traduccion de los significados. Tomemos como punto de partida los cuatro
planos establecidos por Coseriu (1985): la norma, el sistema, el tipo lingiiistico
(siendo éstos los tres planos sucesivos de la formalizacion de la técnica lingiiistica)
y el plano del discurso (la realizacion concreta de la técnica linglistica en el
hablar). Para traducir las unidades fraseoldgicas, hay que dejar, por lo tanto, el
plano del sistema y situarse en el plano del discurso. De esta manera se puede
lograr traducir no el significado, sino el sentido que adquiere la unidad fraseoldgica
al combinarse con otras unidades en un contexto determinado.

Se puede deducir que traducir unidades fraseologicas supone intentar
encontrar equivalentes que parezcan lo mas naturales posibles, aunque no sean
unidades fraseoldgicas, dando prioridad al sentido sobre la forma. No importa la
forma del equivalente, ya sea una unidad fraseologica, una unidad simple, una
unidad compuesta o una parafrasis definitoria. Lo que cuenta es que los dos
equivalentes coincidan en su sentido, que denominen el mismo hecho o la misma
cosa, aunque sea a través de significados diferentes, y que puedan usarse en las
mismas situaciones. Sin embargo, siempre es mejor encontrar, en la medida de lo
posible, un equivalente fraseoldgico, para conservar en la lengua meta la
idiomaticidad de la lengua fuente.

A la hora de traducir, hay que tener en cuenta que las unidades fraseologicas
estan insertadas en el discurso y adquieren relaciones Iéxicas, semanticas,
pragmaticas y discursivas con el contexto inmediato en el que aparecen. Por
consiguiente, la bisqueda de correspondencias en el plano lexicologico no es mas
que una de las etapas por las que el traductor debe pasar para encontrar un
determinado equivalente de traduccion de una unidad fraseologica que aparece en
un texto dado. En efecto, en teoria existen cuatro fases que el traductor puede
seguir en la traduccion de una unidad fraseoldgica que aparece en un texto: la
identificacion de la unidad, la interpretacion en el contexto, la busqueda de
correspondencias a nivel 1éxico y el establecimiento de correspondencias a nivel
textual. Una vez encontrado el correspondiente de la expresion idiomatica origen
en la lengua de destino (la tercera fase), s6lo queda el proceso de analisis de la
aportacion de la expresion idiomatica en el contexto original y mirar si la
correspondencia Iéxica puede funcionar en el texto meta o no.

En este trabajo se presentaran tres clases de dificultad que puede enfrentar
un traductor de espafiol a rumano al encontrarse con expresiones idiomaticas.
Desde luego, las mismas categorias de dificultad son validas para cualquier lector
de textos en castellano, s6lo que en el plano de la comprension, no de la traduccion.
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Distinguimos, por lo tanto: situaciones en las cuales la correspondencia entre
el frasema espafiol y su equivalente semantico rumano es literal (podemos hablar
de una equivalencia total a nivel morfosintactico); situaciones cuando la
correspondencia del significante no es total, pero la unidad fraseoldgica se puede
entender y traducir perfectamente si se conoce el significado de las palabras
componentes (equivalencia morfosintactica parcial); y, finalmente, situaciones en
las cuales la correspondencia en el plano de la forma es ausente (cero) y la
expresion idiomatica sélo se puede entender o traducir acudiendo a un diccionario
0 varios otros recursos bibliograficos (como se presentara después, se trata
mayormente de expresiones creadas en ciertos contextos historicos y/o culturales
especificos para una lengua particular).

El concepto de equivalencia planteado en este trabajo es diferente a la
acepcion tradicional de la equivalencia en traductologia. Si en traductologia buscar
una equivalencia significa encontrar una manera adecuada de trasladar un cierto
término o conjunto de términos de la lengua fuente, al sistema lingiiistico de la
lengua meta, en este articulo vamos a dar ya por sentada la equivalencia semantica
(puesto que estamos comparando unidades fraseologicas del espafiol y sus
respectivos correspondientes rumanos) y nos fijaremos en la congruencia del
significante.

Primero, tenemos aquellas expresiones idiomadticas que se comprenden y se
pueden traducir literalmente entre los dos idiomas. O, dicho de otra manera, en la
lengua meta existe una unidad con la misma estructura y los mismos significantes
que la unidad de la lengua fuente. En este caso, si se conoce el significado de las
palabras componentes, se puede establecer perfectamente el sentido de la unidad
fraseoldgica. Segun Navarro (2007), estas situaciones de equivalencia total se
caracterizan por sinonimia interlingual, la isomorfia de sus estructuras
morfosintacticas y la congruencia de sus elementos 1éxicos. Se puede decir que
ambas lenguas utilizan un mismo referente, una misma imagen con las mismas
connotaciones e idéntica estructura morfosintactica.

Ejemplos de este grupo son:

(1)  Como pez en el agua = ca pestele in apa
No tenerse en pie = a nu se tine pe picioare
Darle (a alguien) vueltas la cabeza = a i se invarti capul (cuiva)
Perder la cabeza = a-si pierde capul
Tener los pies en la tierra = a fi cu picioarele pe pamant
Dar rienda suelta = a da frau liber
Labrar su propio destino = a-si construi propriul destin
Matar el tiempo = a omori timpul
Hacerse el martir = a face pe victima
Estar por los suelos = a fi la pamant
Sin decir ni mu/sin decir ni pio = fara a zice pas
Poner en duda = a pune la indoialad
Tirar de la lengua = a trage de limba
Salir de apuros = a scapa de griji
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Ir de mal en peor = a merge din rau in mai rau

Subirsele a la cabeza = a i se urca la cap

Pasarsele por la cabeza = a-i trece prin cap

Estar sin un duro = a nu avea un ban

Meterse en la boca del lobo = a se baga 1n gura lupului
Estar con la soga al cuello = a fi cu funia la gat

No ahogarse en un vaso de agua = a nu se ineca intr-un pahar cu apa
Buscar una aguja en un pajar = a cauta acul in carul cu fan
Ser un arma de doble filo = a fi o arma cu doua taisuri
Echarse atras = a da inapoi

Quedarse con la boca abierta = a ramane cu gura cdscata

Como se puede ver, la correspondencia morfosintactica entre las expresiones
idiomaticas espafiolas y sus equivalentes rumanos es total. Si se recurre a la
traduccion literal de la expresion, se obtendra no solo un equivalente perfecto
desde el punto de vista del significante, sino también del significado, o sea en el
plano semantico. La dificultad de comprension y de traduccion es minima, claro, si
se considera que se conoce de antemano el sentido de los lexemas componentes.

Segundo, hay expresiones que no se traducen palabra por palabra, pero cuyo
sentido se puede deducir facilmente por el mero significado de las palabras
componentes, aunque la correspondencia morfosintactica no sea total. Se trata,
pues, ya sea de fraseologismos cuya imagen y estructura son parecidas, pero que
muestran algin tipo de variacion 1éxica, o de unidades que contienen la misma
imagen y significado, pero que presentan una ligera variacion de caracter
estructural, o bien de unidades completamente distintas en forma, mas cuyo sentido
salta a la vista de tal manera que se puede entender sin problema alguno.

Ejemplos de esta categoria:

(2)  No tener ni pies ni cabeza = a nu avea nici cap nici coada
Ser un alma de Dios = a fi painea lui Dumnezeu
En un abrir y cerrar de ojos = cat ai zice peste
Calentar la cabeza a alguien = a bate la cap pe cineva
Irse de la lengua = a-$i da drumul la gura
Dar palos de ciego = a actiona orbeste
Pasar la noche en vela / pasar la noche en blanco = a nu pune geana pe geand, a
avea o noapte alba
Ser uiia y carne = a fi foarte apropiati
De la noche a la mafiana = de pe o zi pe alta
Ponérsele los pelos de punta = a i se face piclea de gaina
Sin pena ni gloria = neobservat, asa si asa
Poner patas arriba = a da cu fundul in sus
No pegar ojo = a nu dormi toatd noaptea
Como anillo al dedo = ca turnat
Caérsele la baba = a-i lasa gura apa
Importarle un higo = a nu-i pasa cat negru sub unghie
Fumarse las clases = a chiuli
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Entrar con buen pie = a intra cu dreptul

Entrar con mal pie = a intra cu stangul

Dormir como un tronco = a dormi dus

Ser mas claro que el agua = a fi limpede ca lumina zilei

Caérsele (a alguien) el alma a los pies = a se dezumfla, a-si pierde elanul
Salir como alma que lleva el diablo = a iesi ca din pusca

Tener el corazon en un puiio = a sta cu sufletul la gura

Analizando algunos ejemplos del corpus proporcionado, se puede llegar a las
siguientes conclusiones. En el caso de no temer ni pies ni cabeza y su
correspondiente traduccion al rumano se pueden distinguir dos particularidades: el
reemplazamiento de pies (picioare, en rumano) por coada en la traduccion y la
inversion de los dos componentes del objeto directo. Dichos procedimientos (el
primero léxico, el segundo sintactico) no afectan en nada la facilidad del
comprension del significado de la expresion espafiola. Procesos similares ocurren
con la unidad fraseologica ser un alma de Dios: el lexema alma (suflet, en rumano)
queda sustituido en la traduccion por pdine (variacion 1éxica), y también se nota
que mientras en espafiol el sustantivo a/ma lleva el articulo indefinido un, el
rumano pdine presenta el articulo definido enclitico —a (variacion morfologica).
Una variacion distinta, pero con el mismo resultado, se puede notar en el caso de
en un abrir y cerrar de ojos: el sentido (“muy deprisa, rapidamente”) se entiende
perfectamente, aunque la unidad fraseologica espafiola no tenga nada en comun
con su equivalente rumano, desde el punto de vista del significante.

Queda descartada, por lo tanto, en estos casos, la traduccion completamente
literal. No existen en rumano expresiones como “a nu avea picioare nici cap”, “a fi
un suflet al lui Dumnezeu”, “intr-o deschidere si inchidere de ochi”. También cabe
sefialar que, al traducir, hay que trabajar dentro de un cierto marco, o sea el sistema
léxico de la lengua meta, y no para todos los modismos espafoles existe una
expresion idiomatica equivalente en rumano; por lo tanto, hay que recurrir a
lexemas o a versiones parafrasticas.

Finalmente, hay expresiones cuyo sentido muy dificilmente se puede
entender sin un diccionario o sin mas contexto. Generalmente, estas expresiones se
han creado dentro de un cierto marco social y/o historico. Estas unidades, aunque
tienen igual significado fraseoldgico, muestran divergencia léxica total y
anisomorfia estructural.

Ejemplos:

(3)  Estar/quedarse a la luna de Valencia = a ramane in aer, cu buzele umflate
Pasar una noche toledana = a face noapte alba
Tirar la toalla = a abandona, a se da batut
No dar pie con bola = a nu nimeri, a gresi constant
Quien fue a Sevilla perdio su silla = cine pleaca la plimbare, pierde locul de onoare
Tirar la casa por la ventana = a da cu banii pe fereastra
Andar de cabeza = a fi foarte ocupat
Irse por los cerros de Ubeda = a bate campii, a divaga

169



Analele Universitatii din Craiova, Stiinte Filologice, Limbi Straine Aplicate, nr. 1-2, 2009

Por todo lo alto = cu mare fast

Ir de punta en blanco = a fi imbracat la patru ace

Estar sin blanca = a fi lefter, a-i fluiera vantul prin buzunare
Quedarse a dos velas = a ramane lefter

Estar de unias = a fi certati

Poner verde a alguien = a face cu ou si cu otet

Estar en Babia = a fi cu capul in nori

Estar como una tapia = a fi surd

Con pelos y sefiales = amanuntit

Tomarle a alguien el pelo = a-si bate joc de cineva

Beber los vientos por algo/alguien = a 1 se scurge ochii / a se topi dupd ceva/cineva
No tener dos dedos de frente = a fi fara minte/judecata
Meter la pata = a incurca borcanele, a o face de oaie

Irsele el santo al cielo = a pierde firul/sirul

No tener pelos en la lengua = a vorbi pe sleau

Bailarle a alguien el agua = a adula, a lingusi, a peria

Ser de la otra acera = a fi homosexual, a fi pe invers
Quedarse mas fresco que una lechuga = a raimane impasibil

En estos casos, no so6lo la traduccion literal resulta imposible, sino la
comprension también es dificultada sin un contexto relevante o sin la ayuda de un
diccionario. No existe en rumano algo como “a ramaéne la luna din Valencia” o “a
petrece o noapte ca in Toledo”.

Algunas de estas expresiones proceden de un cierto marco historico o
geografico. Por ejemplo, en cuanto a la primera unidad de nuestra lista, ésta hace
referencia a un suceso de la Edad Media, cuando Valencia estaba amurallada (la
muralla tenia una forma semicircular, pareciendo una media luna) y las puertas de
acceso so0lo permanecian abiertas durante unas ciertas horas. Por lo tanto, todo
aquel que llegaba a la ciudad tras el cierre de las puertas debia pasar la noche fuera
de la ciudad. La segunda ha surgido a raiz de que las mozas toledanas del primer
tercio del siglo XVII creian que el primer hombre varon que oyesen a partir de las
12 de la noche del dia de San Juan se convertiria en su marido.

Hay otras unidades de este tipo que, aun no localizadas histérica o
geograficamente, aluden a otras clases de tradiciones o costumbres. Tirar la toalla
es una expresion que proviene del mundo del boxeo: cuando el boxeador ya no
puede mas y se da por perdido, las reglas dicen que su entrenador debe arrojar una
toalla al ring, lo cual significa que abandona el combate. No dar pie con bola, a su
vez, tiene que ver con el juego de naipes. En ellos, al jugador que echa las cartas en
primer lugar se le llama mano y, por oposicion, al ultimo se le llama pie. La bola es
un lance especial de algunos juegos que consiste en dejar escapar algunas bazas
menores para llevarse otras de mas valor, misiéon que corresponde al ultimo en
jugar, es decir, al pie. Si el pie no da con la bola el juego se pierde.

Seguramente se ha notado que en los listados de arriba no se han incluido
proverbios y refranes, aunque éstos también forman parte de la categoria de las
expresiones idiomaticas, segiin la amplia acepcion que presentamos al principio.
Pues bien, en el caso de los proverbios y refranes, aunque nos enfrentemos a
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problemas de traduccion, casi no se puede hablar de dificultad de comprension,
dado su caracter paremioldgico. La intencion de estas unidades es la de transmitir
algin concepto tradicional basado en la experiencia. Teniendo esto en cuenta,
desaparece la tercera categoria tratada previamente en el caso de los modismos (las
unidades fraseoldgicas que no se pueden entender sin varios recursos) y solamente
nos enfrentamos a dos clases de paremias: las que se comprenden perfectamente y
se traducen casi literalmente de espafiol a rumano y las que se comprenden, pero
necesitan adaptacion en una traduccion.

Ejemplos dentro de la primera categoria:

(4)  No nombres la soga en casa del ahorcado = Nu vorbi de funie in casa spanzuratului
Perro ladrador, poco mordedor = Cainele care latra nu musca
Dime con quién andas y te diré quién eres = Spune-mi cu cine te insotesti, ca sa-ti
spun cine esti
Quien calla, otorga = Cine tace, primeste
A caballo regalado no se le miran los dientes = Calul de dar nu se cauta la dinti
En el pais de los ciegos, el tuerto es rey = in tara orbilor chiorul este imparat
Dinero llama dinero = Ban la ban trage
De noche todos los gatos son negros = Noaptea toate pisicile sunt negre
No hay mejor cocinero que el hambre = Foamea e cel mai bun bucatar
De buenas intenciones esta empedrado el infierno = Drumul spre iad e pavat cu bune
intentii
Por el humo se sabe donde esta el fuego = De unde nu-i foc nu iese fum
El ladron cree que todos son de su condicion = Hotul crede ca sunt toti ca el
Muda el lobo los dientes, mas no las mientes = Lupu-si schimba parul, dar naravul
ba
No hay mal que por bien no venga = Tot raul spre bine
No dejes para mariana lo que puedes hacer hoy = Nu lisa pe miine ce poti face
astdzi
No es oro todo lo que reluce = Nu tot ce straluceste e aur
Pecado confesado es medio perdonado = Pacatul marturisit e pe jumatate iertat
Nadie es profeta en su tierra = Nimeni nu e profet in tara lui
Quien siembra viento recoge tempestades = Cine seamana vant culege furtuna

Ejemplos dentro de la segunda categoria:

(5)  Ojos que no ven, corazon que no siente = Ochii care nu se vad se uita
De tal palo, tal astilla = Aschia nu sare departe de trunchi
Mas vale pajaro en mano que cien volando = Nu da vrabia din mana pe cioara de pe
gard
Hablando del rey de Roma, pronto asoma = Vorbesti de lup si lupul la usa
Quien mucho abarca, poco aprieta = Cine aleargda dupa doi iepuri, nu prinde
niciunul
Pdjaro viejo no entra en jaula = Boul batran nu se invata la jug
Por la boca muere el pez = Fiecare pasare pe limba ei moare
No se gané Zamora en una hora = Incetul cu incetul se face otetul
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Agua que no has de beber, déjala correr = Nu-ti bdga nasul unde nu-ti fierbe oala
Bicho malo nunca muere = larba rea nu piere

Tanto va el cantaro a la fuente que deja el asa o la frente = Urciorul nu merge de
multe ori la apa

Dios los cria y ellos se juntan = A tunat si i-a adunat

Al que madruga Dios le ayuda = Cine se scoald de dimineata departe ajunge

Como se puede ver, en el caso del primer grupo existe un equivalente
morfosintactico perfecto (No nombres la soga en casa del ahorcado) o casi
perfecto (A caballo regalado no se le miran los dientes — en rumano el objeto
indirecto del espafiol se convierte en sujeto, mientras que el participio regalado es
transpuesto en un sustantivo con preposicion; Perro ladrador, poco mordedor — se
mantiene la equivalencia léxica en rumano, pero los adjetivos pasan a ser
subordinadas adjetivas).

En los ejemplos del segundo grupo, no hay equivalencia 1éxica y la
equivalencia sintactica es ocasional. Sin embargo, el sentido se puede entender
facilmente, para después ser trasladado a la lengua meta. Por ejemplo, en el caso de
De tal palo tal astilla, queda claro que la expresion hace referencia a la similitud
entre padres e hijos, a la herencia genética y en la traduccion solamente hay que
buscar un proverbio rumano que mantenga el sentido.

En resumidas cuentas, en este articulo, dedicado a la traduccion de las
expresiones idiomaticas, hemos intentado destacar las principales dificultades
encontradas en la comprension y reproduccion de estas combinaciones fijas de
palabras de espafiol a rumano. Como los sistemas Iéxicos, morfologicos y
sintacticos de los dos idiomas no presentan mucha distincion, los problemas se
deben, principalmente, a la diferente manera de organizar la realidad (distintos
contextos culturales). Las dificultades en la traduccion de los fraseologismos
también se vinculan con la concepcion tradicional segin la cual la expresiones
idiomaticas representan lo mas idiosincrasico de una lengua y por lo tanto
resultarian intraducibles a otras.

La intencion de este trabajo era, en primer lugar, proponer en el ambito de
unas lenguas afines un posible conjunto de criterios ttiles para realizar un contraste
interlingual sincréonico, a nivel de significante, tomando en cuenta particularidades
léxicas y morfosintacticas de un corpus de expresiones idiomaticas espaiiolas y sus
equivalentes en rumano.
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Poezia — puternica forta contra comunismului

Lavinia-Ileana GEAMBEI
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RESUME : La poésie — force redoutable contre le communisme

Apres la deuxiéme guerre mondiale, la Roumanie est entrée, contre sa
volonté et sa vocation, dans un processus de transformation dans un pays
communiste, un pays sur la carte duquel ont apparu beaucoup de camps de
concentration, beaucoup de prisons politiques, pour les opposants (réels ou
supposés) du régime.

Mais c’est exactement dans ces espaces d’enfer qu’est née une lyrique qui a
un profil poétique distinct, un caractére de confession et documentaire, une
fonction salvatrice, c’est la lyrique de la détention politique communiste.

Cette poesie a représenté une vraie force contre le communisme.

MOTS-CLEFS : communisme, lyrique, force, salvatrice, prison

Odata intratd in cel de-al doilea rdzboi mondial, Roméania este cuprinsd de un
»vartej” in care isi pierde controlul asupra propriei sale evolutii si devine,
impotriva vointei §i, mai grav, a vocatiei sale, o tard comunistd, a carei noud
politica a fost teroarea de stat si incarcerarea poporului romén pentru a impune
dictatura proletard, o tard pe harta careia au aparut peste o sutd de puscarii, lagire
de munca, centre de domiciliu fortat si pseudo-spitale de psihiatrie pentru oponenti
(siguri sau posibili) ai acestui regim (Stefanescu, 2005: 7).

Insa tocmai din aceste spatii ale ,Infernului” s-a nascut ceea ce astizi se
numeste lirica detentiei politice, existenta acestui capitol reprezentand unul dintre
aspectele cele mai semnificative ale literaturii noastre contemporane §i o experienta
unicd 1n Intreaga istorie a creatiei literare romanesti, o liricd cu un profil poetic
distinct, cu functie salvatoare si cu un puternic caracter confesiv si documentar.

Asa cum arata si Razvan Codrescu, asemenea literaturd ,, trebuie judecatd cu
masuri diferite de productia literara curentd: ne aflam in fata unui alt raport cu
esteticul, a unei noi relatii intre creator §i operd. Spiritul critic trebuie sa devina
mai maleabil si mai nuantat, spre a nu risca posibilele confuzii de planuri sau
chiar impietdtile” (1995: 8). Aici se amesteca, in proportii nemasurabile, elemente
etice, estetice, psihologice, filozofice, politice. In cunoasterea si interpretarea liricii
detentiei, incercam o investigare rabdatoare, tutelata de spirit critic, de obiectivitate
si luciditate, pentru evitarea judecatilor partizane. Nu intereseazd optiunea politica
a celor care au devenit poeti dupa gratii, pentru ca lucrarea are in vedere acest
fenomen — al nagterii poeziei intr-un asemenea spatiu.
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In cadrul literaturii rascolitoare a detentiei, a terorii si a supliciilor, rezistenta
la apasare, la totalitarism, impotrivirea la tot ceea ce degradeaza fiinta umana detin
o pondere deosebita.

Spre deosebire de proza memorialisticd a detentiei, scrisa ulterior,
retrospectiv, adesea cu o fatald ,,detasare”, poezia reprezinta creatia ,,originard” a
inchisorilor, fiindca a fost elaboratd mintal si transmisa indeosebi pe cale orala, in
chiar toiul prigoanei si, de aceea, pastreaza intr-un chip mai viu intensitatea
trairilor care au generat-o.

Poeziile create 1n inchisoare sunt, inainte de toate, ,, expresia directd, sincerd,
curatd §i categoricd a rezistentei romdnesti anticomuniste, intr-o perioadd cdnd
flagelul rosu devenea tot mai amenintator pentru fiinta noastra nationald”
(Popescu, 2000: 5). Cu toate cd s-au nascut in conditii de chin si de suferinta,
,,aceste poezii nu sunt dovezi ale disperarii, ale renuntarii la lupta, ci, dimpotriva,
ele reprezinta o totald si convingatoare afirmare a increderii” (Ibidem) in viitor, a
triumfului demnitatii umane.

Uitarea nedreapta, sporita in vinovatie, pentru ca a fost voita, a coborat peste
creatia unor poeti romani ursiti iadului temnitei comuniste sau exilului, dar nu
definitiv, ,, nu i-a putut da afara din literatura” (lon Caraion). Mantuiti din acest
infern prin poezie, ei lasd posteritatii o operd a carei flacard purd va lumina
veacurile, marturie a capacitatii creatorului in lupta cu stihiile vietii, caci: ,, Ne
aparam de bezne cu imagini, / Din versul faurit ne facem scut, / ostasi ai gandului
incendiem Cartagini / noi insine drept torta la-nceput”. (Gheorghe Stanescu, Arta
poetica).

Din cauza credintei nalte in Dumnezeu si In Neamul Romanesc, a
nesupunerii fatd de doctrinele politice comuniste, pentru Radu Gyr, Nichifor
Crainic, lon Caraion, Vasile Voiculescu, Vasile Militaru, Stefan-Augustin Doinas,
Gabriel Tepelea, Andrei Ciurunga (acestia fiind doar o parte dintre scriitorii
cunoscuti, consacrati deja in momentul privarii lor de libertate) si pentru multi altii,
care si-au descoperit acolo aceastd vocatie, ,,poeti necunoscuti inca” (Gheorghe
Stanescu, Zaharia Pand, Stefan Vlidoianu, Virgil Mateias, Dumitru Oniga,
Demostene Andronescu, Virgil Maxim, Aurel Visovan, Dumitru Cristea,
Constantin Aurel Dragodan, Nicolae Nicolau, Petre Baicu, Valeriu Gafencu, loan
Victor Pica etc.), a existat calvarul unui drum cu trepte masurate absurd in multi
ani de inchisoare grea sau de exil. Ani de temnitd politici au mai facut si alti
scriitori mari, dar nu toti poetii care au fost inchisi in perioada comunistd, din
motive politice, pot fi considerati poeti ai detentiei. Vintild Horia, in prefata la
culegerea Poezii din inchisori, intocmita de Zahu Pana, 1i considerd cu adevarat
., poetii exilului din inchisori, creatorii unui nou gen in trista istorie a Romdniei”,
pe Radu Gyr si Nichifor Crainic. La fel, Zahu Pand, in Notd asupra editiei, 1i
numeste ,, doi mari poeti” si intituleazd prima parte a cartii, cuprinzand doar
poeziile acestora, in mod simbolic Ctitorii,

ca un omagiu adus acestor poeti, care ne-au luminat zilele negre si ne-au fost
indreptar in vremile de cumpéna: «Nu scuip pe-nfrangerile mele! / Ce-am adorat nu
stiu sd ard / i nu ridic 1n vant obiele / in locul ruptului stindard» (Radu Gyr) sau ne
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tineau treaza puterea de luptd: «Ciaci cum pleoapa se ridica / vede fiara venetica /
inger vrea, sau demon vrea, / imi implant plaseaua-n ea» (Nichifor Crainic)
(Pana, 1982: X)

Radu Gyr si Nichifor Crainic au fost cei mai populari poeti ai inchisorilor.
Ce i-a unit pe toti acestia au fost suferinta, , calea regald a mantuirii” (Petre
Tutea), credinta, revelatia.

Se pune intrebarea: cum si de ce s-au néscut astfel de poezii? Un raspuns
convingator il da Gabriel Tepelea, in Argument la niste poeme intdarziate:

Daca e adevarat ca romanul e ndscut poet, puscariasul roman a devenit poet sau — in
cele mai multe cazuri, cum se spune azi, «consumator» de poezie — si aici termenul e
intr-adevar adecvat — céci poezia, prin virtutile ei mnemotehnice, a populat celulele
cu draperia ei de vis si uitare, s-a transmis din gura in gura ca in baladele populare si
a devenit supliment mirific cu care multi si-au amagit portiile de arpacas.

(Tepelea, 1992: 5)

Poezia a insemnat o izbucnire launtrica necautata, o alegere fara alternativa,
un fel de ,Ich kann nicht anders”. Versurile acestea acoperd tot complexul
problematicii general-umane, experienta limitd a inchisorilor constituind adesea
doar un catalizator al meditatiei lirice, filosofice sau religioase, iar nu materialul ei
efectiv.

Se descoperd, intr-adevar, un univers poetic nebanuit de variat, in care,
alaturi de temnita ,, cu functii acut sinistre”” (Sav-llisie, 2000: 189), isi gasesc locul
teme si motive universale ca: Divinitatea, timpul, dragostea, natura, actul creatiei si
rolul creatorului, purificarea prin suferintd. Faptul ca, in ciuda asteptarilor de la o
poezie conceputd in spatele gratiilor, lirica detentiei nu isi defineste chipul in mod
exclusiv din conditia si existenta de ins claustrat a autorului, ci, dimpotriva, multe
dintre temele si motivele literare de predilectie ale poeziilor vin din afara
universului concentrationar §i vizeazd probleme etern umane, demonstreaza ca
poezia a fost un mod de evadare din contingent si, deci, de ,,eliberare” — fara bilet —
din penitenciar, cu alte cuvinte, un mod de superioara traire spirituald, cand sufletul
plonja in imaginar, in vis. Fiindcd, desi acesti oameni au avut o ursitd greu de
imaginat si de Inteles, strabatdnd un drum lung si anevoios, in care au sangerat
stigmatele neamului nostru intreg, pand la urma, au biruit in spirit, dovedind ca
orice ,,golgota” este urmatd intotdeauna de inviere.

Lipsiti de posibilitatea de a scrie in conditii firesti, vocile lirice din
inchisoare, care nu au renuntat la idealurile lor, au continuat sa fie constiinte active
in universul concentrationar, crednd, in ciuda tuturor interdictiilor impuse de
temniceri (Popescu, 2000). Detinutii, majoritatea intelectuali, multi dintre ei tineri,
studenti si elevi luati de pe bancile de studiu, dornici de a se instrui, de a se
desavarsi, au inventat diferite metode pentru a scrie §i citi, pentru a putea invata de
la altii sau pentru a transmite altora cunostintele acumulate in diferite domenii, dar
mai ales pentru a comunica versurile create sau memorate: ,, Fard creion, fard
hartie, / Doar cu sperantd si credintd, / In cea mai neagrd suferintd, / Asa facut-am
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poezie.” (Costin Dacus-Florescu, Fara creion, fara hdrtie). Se scria pe bucati de
sticla acoperite cu o pelicula de sidpun, pe care se zgéria cu un betigas. Aurel
Visovan, fost detinut politic, marturiseste ca el si colegii sdi de celuld, din nevoia
de a scrie, au reusit sd facd un fel de cerneala din florile de regina-noptii, care se
gaseau 1n curtea inchisorii §i, cu un betigas, sd scrie pe hartie de ambalaj. Altii au
scris pe bucati de hartie igienica, folosind o bucatd de sirma, care functiona ca o
mind de creion, lasand déare destul de vizibile. Surprinzator, in temnita, detinutii
politici au reusit chiar sa inaugureze o adevarata bibliotecd din placute de sdapun, pe
care a fost zgariat textul cu un pai sau cu un capat de sarma. Fostul detinut Viorel
Gheorghita povesteste despre ,,biblioteca” de la Aiud: carnetele facute dintr-un sac
de hartie pe care a fost scris textul Evangheliei cu cerneald preparata din funingine.

Dar alfabetul Morse a fost poate cea mai bund solutie pentru a rezista
aliendrii in astfel de inchisori, pentru a face ca timpul sd se scurgd cat mai
suportabil posibil. Prin aceste semnale simple se dialoga, se dictau balade sau
poezii apartinand, in primul rand, Iui Radu Gyr si Nichifor Crainic, sau vreunui
poet care si-a descoperit acolo vocatia. Gabriel Tepelea descrie felul in care se
nastea poezia in detentia comunistd, momentul sacru al inspiratiei fiind mai ales
noaptea, cand poetul se simtea liber si putea ,,sa dialogheze cu muza” pand cand
frigul si neputinta il cuprindeau:

Dupa o imagine, o strofa, dupa intense cautari, arma soldatului intru cuvinte cadea
alaturi, iar temerarul explorator simtea o surpare launtrica, o scufundare in marea
neputintei i se adauga sleit la acel cor dodecafonic nocturn al celulei. A doua zi, a
treia zi, peste o saptamand, imbarcarea spre vise era reluata, abandonata si tot asa,
pana cand poetul neofit ori consacrat era convins ca si-a gasit drumul.

(Tepelea, 1992: 6).

Acolo, 1n detentie, versurile erau o necesitate, chiar si cei care nu
erau ,,indragostiti” de poezie le invatau, fiind si un exercitiu prielnic pentru
memorie. ,, Versurile ne-au fost un aliat de nddejde”, marturisea fostul detinut
Remus Radina (Radina, 2006: 4), amintindu-si cuvintele lui Thérése d’Anila:
. Fara poezie, viata nu ar putea fi tolerata”.

Detinutii politici au reusit si transforme celula in veritabild scoald, in
»Universitate”. Nicolae Steinhardt, o prezentd intelectuala aparte a inchisorii
politice romanesti, isi amintea:

Din prima zi constat in toati celula o sete grozava de poezie. invitarea pe dinafara a
poeziilor este cea mai placutd si mai neostoitd distractie a vietii de Inchisoare.
Fericiti cei ce stiu poezii. Cine stie pe dinafara multe poezii e un om facut in detentie,
ale lui sunt orele care trec pe nesimtite gi-n demnitate.

(Steinhardt, 2000: 31)

In spatiul concentrationar, nevoia de culturd era comparabild cu nevoia de

hrana si de libertate, depasindu-le, insa, in conditiile unei detentii in care presa si
cartea erau interzise, iar limbajul dominant era acela al terorii, al interogatoriilor si
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depozitiilor prestate sub semnul violentei (Popescu, 2000: 8). Acolo s-a desfasurat
0 activitate intens creatoare, Liviu Branzas observand ca fiecare celula ,,avea
poetul ei”. Incercarea de a face versuri reprezenta, asadar, o metoda de a invinge in
lupta cu timpul.

Dramuind timpul vrajmas In mod creator, detinutii au demonstrat cd temnita
poate fi o scoald. Paradoxal, privilegiile pe care le-au avut in celuld: de a fi stapanii
timpului, voluptatea de a gandi nestingherit, de a purta discutii in probleme mari,
nu le-au mai avut in libertate. Viata intelectuald, dorinta de a invéta, atat de
puternice in inchisoare, sunt sterse din inventarul aspiratiilor in libertate, unde
munca §i preocupdrile zilnice le-au acaparat tot timpul. Multi dintre fostii detinuti
politici au ajuns la concluzia ca au invatat in cativa ani de inchisoare cat altii nu au
reusit intr-o viatd. Experienta concentrationara a fost, din acest punct de vedere, de
o bogatie nebanuita.

Dar in lumea inchisorilor, nu circulau doar poezii create acolo, ci si poezii
ale marilor poeti romani. Se observa insd existenta unor criterii de selectie
determinate de conditia de detinut politic. Nu intamplator, cea mai cunoscutd
poezie eminesciana era Doina, dupa cum aratd Aurelian 1. Popescu (Ibidem).

Fiind create mintal, spontan si circuland printre detinuti pe cale orala, ca si
in cazul colportdrii folclorului, s-a favorizat aparitia de variante. De aceea,
Aurelian . Popescu (/bidem) arati ca este greu de spus uneori cat de mult mai sunt
aceste poezii, create in inchisoare, opere ale autorilor lor, cu sensul de text ne
varietur, avand un singur autor. Circulatia lor in variante orale, exodul acestor
poeme spuse prin multe inchisori si pastrarea lor in memoria celor ce si le-au
insusit complicd, de multe ori, operatia de atribuire stricta a fiecarui titlu.

Convingerea ca odata, mai devreme sau mai tarziu, cenzura asupra literaturii
va cadea si aceste creatii vor putea fi recuperate si adunate intr-o carte, este
exprimata in poezii, evidentiindu-se astfel caracterul lor mesianic: ,, Poate cand vor
buciuma vremile de apoi / Au sa vina prigonitii neamului cdte unul, cdte doi, / Sa
mi le aduca inapoi. / Atunci cred ca voi avea §i eu parte / sa-mi adun cdntecele si
sa le pun intr-o carte”. (Dumitru Oniga, Cantecele mele)

Fara indoiala, au fost foarte multi detinuti care au creat versuri in inchisoarea
politica, dar nu toate poeziile au reusit sd ajunga in circulatie orald si astfel s-au
eliminat singure din procesul de selectie a valorilor, realitate ce aminteste de
studiul lui Garabet Ibriileanu referitor la poezia populari. Intocmai ca aceasta,
versurile detentiei nu s-au pastrat la inceput in carti, ci in mintea oamenilor, iar
oamenii nu sunt pasivi ca hartia. Ei nu tin minte decét ceea ce 1i impresioneaza
profund. O poezie raimane numai daca place.

Geneza acestei lirici, iesite din ,,pldnsul mut” §i ,,zbdtuta neputinta” este
poetic definita de Stefan Vladoianu in sonetul Acord final:

Logodnele acestea de cuvinte
purtandu-si leganata lor valtoare,
fantaste hore-n larga revarsare
sub ceruri nestiute mai-nainte,
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in reculese ceasuri de-ntomnare
si-or trece prin aducerea-ti aminte
suvoiul evocarilor, fierbinte,
adancurile s ti le-nfioare.

si n-ai sa stii necropolele-n scrum
din fiecare flacara si zbor
incumetandu-si aripa de drum

spre necuprinsu-n slavi Sagetator,
nici plansul mut, zbatuta neputinta
din cantecul sunand a biruinta.”

Valoarea liricii detentiei se impune pe mai multe planuri. Pe de o parte, ea
reprezintd o continuare fireascd a traditiei poeziei noastre interbelice, pe de altd
parte, are caracter de document existential si istoric, de certd valoare artistica.

Caracterul confesiv si documentar este relevat chiar de marturisirile unora
dintre cei care, In inchisoare, au compus ,,cu pana gandului minune”, aga cum a
fost Despa Olariu, arestatd si condamnatd la doudzeci si cinci de ani de munca
silnicd, pentru ,,crima de uneltire Tmpotriva ordinii sociale”, fiindca a citit poezii de
Radu Gyr si Nichifor Crainic:

le-am pastrat nemodificate, fard adaosuri sau retusuri, pietre native, zgrunturoase,
inchegate din lava arderilor mele — si dupa eliberarea din detentie. De aceea, daca nu
au valoare literard, aceste «insemnari In gand» se vor un document de traire umana
in conditii inumane §i un mesaj pentru tineret de incredere in forta si frumusetea
unui ideal si in «lumina divind» din om, care infrange duhurile raului...

(Olariu, 1997: 194)

In ceea ce priveste valoarea artistici a versurilor din detentie, aceasta
cunoagte uneori asperitati, pentru cd, victorie a spiritului, poeziile respective sunt
emanatii spontane, ele poartd amprenta conditiilor in care au fost create, fard a se
bucura de privilegiul unei operatii de slefuire, de cizelare, in vederea desavarsirii
lor.

Analizand aceasta lirica in ansamblul ei, se observa ca este frusta,
declarativa, confesiva. Realitatea pe care o transfigureaza artistic aceste poezii este
una a uratului, a absurdului chiar, a lipsei de libertate fizica si spirituald, ele sunt
astfel poezii ,,autentice”, pline de emotie, poetul isi strigd aici deznadejdea ,,din
turnul in ruind / Indragit de cucuvele” si glasul siu ,, suierd-n sparturi prin beznd”
(Nichifor Crainic, Intuneric). Rostirea adopti uneori melosul tanguirii
confidentiale si aceasta se realizeaza plenar, cu accent tragic.

Chiar unul dintre creatorii acestei lirici afirma ca valoarea literara fatd de cea
documentara este diminuata, pentru ca, in situatia in care se afla el, la fel ca multi
altii, folosindu-se doar de memorie, n-a recurs la simboluri si mijloace stilistice
calculate, ceea ce ,am cautat sa respect in structura lor a fost numai
muzicalitatea” (Giurgeca, 1995: 160). Uneori, insd, eufonia, raspunzand negresit
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unei nevoi mnemotehnice, sfargeste prin a deveni mecanica. Aceeasi cauza a impus,
probabil, si recursul masiv la trama epica. Totusi, exista printre aceste poeme unele
care sunt veritabile triumfuri poetice §i imagistice, mai ales apartinand poetului
Radu Gyr, cel ce poate fi considerat ,,maestrul metaforei” in aceasta lirica.

Vintila Horia, interpretdnd poezia ,,exilului din inchisori”, o clasifica in: ,,0
poesie epica”, cea a baladelor, inspiratda de un trecut de care poetii aveau nevoie ca
sd poata rezista chinurilor de tot felul la care erau supusi ,,in subteranele
materialismului”, readucand in actualitate haiduci razbunatori, mituri din timpul
descalecarii, codane din cronici, consoldri adanci din care ne e facut, in acelasi
timp, trecutul si viitorul, si ,,0 poesie lirica”, In care se cantd dorul de casa, lipsa
de libertate, credinta, ingemanarea cu trecutul (Horia, 1982: VII).

Poezia inchisorii, In genere, impresioneazd prin instantaneul de un efect
concentrat, cu contraste puternic luminate. Universul poetic este, de multe ori,
strabatut de romantismul unei bipolaritati spirituale, forta sa fiind datd de doi
curenti: unul ascendent si unul descendent: ,, Rasfrdng mocirla ldngd roua pura / §i
paradisu-alaturi de infern, / m-aprind de astri, intinat de zgurd, / zbor si prapastii-
n mine se astern” (Radu Gyr, Eu, lume, sunt...).

Starea poetica devine, astfel, o halucinantd pendulare intre senin si obscur,
intre credintd si indoiald, intre viata si moarte.

Lirica detentiei ilustreaza ,fapte” ce apartin istoriei individuale si,
deopotriva, istoriei colective. Aceastd istorie este transfiguratd intr-un univers
poetic, care converteste viata in opera.

Ca in poezia Testament, a lui Arghezi, unde poetul nu lasa ,, drept bunuri
dupd moarte, / Decdt un nume adunat pe-o carte”, si acesti poeti lasa viitorimii
bunul cel mai de pret al lor, opera literara, o opera cu un anumit specific, creata
intr-un anumit context:

Eu n-am viitorimii niciun surds sa-i las.
Iscalitura pusa pe fiecare carte
va aminti de neguri, primejdie si moarte.

Un lant ori o cétusa la fiecare pas
vor tresari sub versuri trezite de departe,
din tara fara soare, cu umbre fara glas.

Mereu hoinarul nume, cand eu voi fi popas,
va povesti de setea fantanilor desarte,
sortit, in universul atemporalei arte,
s-arate miezul noptii ca limbile pe ceas.
(Andrei Ciurunga, Miezul noptii)

Opera artistica se adreseaza posteritatii, pentru care se vrea un dar: ,, 4y vrea
sd fie versul meu un dar / Ca lacrima pamantului, pe care / In munti silhui cu
crestetul de var / O bea o ciutd seara din izvoare” (Virgil Mateias, Dorinta).

In acelasi timp, act autentic, incarcat de forta trairii si consistenta reflectiei,
poezia are rol educativ, este o lectie pentru generatiile viitoare:
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Cuvintele ard cu vapaie 1n noaptea de zgura,
c-am pus in amara, cumplita scriptura,

tot sangele nostru din rana fierbinte,
tot aurul strans de pe scumpe-oseminte.
S-asternem 1n stihuri rastristile toate,
neamul sa le cunoasca si sa le-nvete pe de rost.
Cu toti laolaltd vom izbuti, poate,
s-aratam a mia parte din ce-a fost.
(Constantin Aurel Dragodan, Cenaclu in inchisoare)

Fata de aceasta istorie a durerii, creatia poeticd reprezintd clipa asteptatd a
implinirii. Tragismul vietii din inchisoare a fost sublimat in elanul si madiestria
artistului. Poezia are o tulpina vie, ce vitalizeaza mesajul pe care il transmite, prin
pregnanta faptului trait. Ea absoarbe simbolic destinul unei intregi colectivitati.
Lirica detentiei este realitate a realitatii, este putere in fata suferintei: ,, Am smuls
din mine / POEZIA: / gol in fata suferintei” (Mihai Radulescu, Haiku-urile
putrezirii de viu).

Mircea Eliade compard destinul acestei generatii de scriitori cu destinul
ciobanului din Miorita:

Elitele culturale romanesti s-au recunoscut in destinul ciobanului. Nenorocul in
istorie si Incercarile deznadajduite ale creatorilor §i carturarilor romani de a rasturna
acest nenoroc in istorie, continuand sa creeze si sa creada in cultura ca si cum istoria
n-ar exista, gata sa-i sfardme si sa-i anihileze. Actul creator romanesc e comparabil
strigatului ciobanului din Miorita, care-si exaltd moartea in termeni nuptiali.

(apud Valceanu, 2006: 263)

Postum, si numai dupa 1990, in mare parte incorporate in cicluri, asa cum
unii autori ai lor le pregatiserd, vor vedea lumina tiparului, In tard, volume de
versuri din detentie. La acestea se adaugd si volume colective (5 volume Poefi
dupa gratii) sau antologii (Aurelian 1. Popescu, Poezia in catuse, loana Cistelecan,
Poezia carcerala).

Citita fard prejudecdti, aceastd poezie ramane o realitate cruda, pe care
uitarea nu si-o va putea anexa. Prin descoperirea ei, lirica detentiei isi va gasi o
pozitie privilegiata in durata culturii noastre, prin dubla sa valoare, ca document
(dosar al existentei tragice a creatorilor ei) si ca expresie poeticd superioara,
creatorii ei parand condusi toti de crezul liric carceral al lui Radu Gyr:

Trdim si suferim aici in inchisoare. Poezia noastra trebuie sa se ridice deasupra
oricarei grupari politice si sd fie mai mult decat nationald. Suferinta noastra trebuie
sd ajunga sa fie inteleasd si sd sensibilizeze intreaga lume cu puritatea ei. Mortii,
suferintele au creat eroi, martiri. Toate aceste crude realitdti trebuie transfigurate
pentru a fi poezie, si miracolul transfigurarii vine prin taina Cuvantului. imbraca
totul In metafora si ai spart tiparele normale, spre universul spiritual al infinitului.
(Cistelecan, 2000: 85)

181



Analele Universitatii din Craiova, Stiinte Filologice, Limbi Straine Aplicate, nr. 1-2, 2009

Poezia inchisorilor reprezintd, pentru acea perioada a istoriei noastre, ,,un
mod aparte de a gandi si simti romdneste, prin nonconformismul ei, prin
nesupunerea la canoanele ideologice impuse de regimul comunist totalitar din
tara” (Popescu, 2000: 5), prin libertatea de a exprima, fara cenzurd, cele mai
intense si sincere trairi, ganduri, atitudini, dar i cele mai vehemente proteste si
legitime si necrutatoare blesteme. Este triumful vocatiei perenitdtii noastre
romanesti.

Poemele detentiei pot fi considerate ,,comori de intelepciune atdt de
autentice §i de direct concepute in strans contact cu realitatea cea mai crancend,
incat par uneori scoase din strafundurile cele mai chinuite §i mai geniale ale
poeziei populare, Miorite fara sfarsit si strigaturi din hora cea mai teribild a
destinului.” (Horia, 1982: VII).
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Simbolismul — o deplasare esentiala
in sintaxa culorii si a muzicii
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ABSTRACT: Symbolism — an Essential Shifting in Colour and Music Syntax

“To feel this mysterious connection between us and the rest of the world, to
project in the outside this continuous agitation of our inner self it’s one of the
main features of the modern sensibility.” (Ovid Densusianu, Conferintele de la
Vieata Noua, seria 1, Bucuresti, 1912, p. 23)

“What characterises the poetic technique of the symbol is the isolation of the
sensations and revealing them through an image equivalent.” (Stefan Petica,
Opere, Ed. Nicolae Davidescu, Editura Fundatiilor, Bucuresti, 1938, p. 408).

In the complex and “DIZZILING” process of reflecting the reality in a symbol,
making analogies between sensations, emotions and ideas becomes inevitable.
The symbolist aesthetics took a great deal out o this “correspondences” and the
symbolist poetry made use of them intensively.

The hypertrophy of this kind of sensorial correspondences appears in a famous
sonnet Voyelles by Arthur Rimbaud in which the analogies are truly bizarre:

“A noir, E blanc, I rouge, U vert, O bleu: Voyelles,

Je dirai quelque jour vos naissances latentes ... ”

The spirit of the symbolist poet seems to be endowed with a special see
through quality designed to engulf, through symbols and beyond symbols, the
allegedly existent analogies between the hidden elements of the universe.

KEYWORDS: symbol, correspondences, the syntax of colour, analogy

Miscarea simbolistd si-a gasit expresie nu numai in literatura ci, concomitent, in
mai toate artele care s-au dezvoltat peste tot, odatd cu uneltele omului, cu modul
sdu de viata si de cugetare.

Simbolismul literar s-a manifestat sincronic cu cel pictural i muzical,
realizand un veritabil sincretism al artelor moderne. Daca sincretismul presupune
amestec de elemente ale diferitor arte, dar si sinteza a lor, nu gresim daca sustinem
ca muzica, poezia si artele plastice sunt sinonime.

Poezia poate fi, concomitent, o suitd de imagini, o suitd muzicala, o suitd de
ganduri emotionale. Nu exista poet care nu si-ar cauta replica muzicald a scrisului
sau. Céci scrisul, spune un proverb francez, e pictura vocii. lar definitia metaforica
a sincretismului poate fi sintagma: bucuria ochiului in ureche.
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In pictura, curentul simbolist a fost marcat de afirmarea impresionistilor si a
postimpresionistilor universali §i nationali precum Nicolae Grigorescu, lon
Andreescu, Theodor Aman, Mihai Grecu. Simbolismul s-a manifestat si in muzica,
impunand, alaturi de nume rasunatoare ca Johannes Brahms, Edvard Grieg, Charles
Gounod, Claude Debussy, compozitori nationali ca Gheorghe Dima si Ciprian
Porumbescu. Generatia simbolistd a incercat §i a dat un raspuns nou, prin prisma
propriilor ei convingeri si criterii de valoare, la vechile Intrebari: ,,ce sunt artele?”
si ,,ce ar trebui sa devina artele?”.

Astfel, comparatiile Intre arte sunt mereu un subiect obisnuit de discutie Intre
neosimbolistii cu preocupari artistice din diferite domenii. Parerile se impart: unii
sustin cd artele sunt total diferite, astfel incat nici o comparatie nu este posibila,
altii — ca toate artele sunt de fapt una, iar diferentele aparente nu sunt decéat
superficiale. Operele unei arte sunt adesea caracterizate prin termeni imprumutati
dintr-o alta: bundoara, o piesd muzicala este considerata ,,dramatica” sau ,,plina de
culoare”. O pictura are o ,.tonalitate joasd” sau se distinge printr-o ,,armonie de
tonuri in surdina”.

Intr-o opera literard descoperim ,,pigmenti cinematografici”. Se fac analogii
intre culoarea vizuala si ,,timbrul” muzical. Figurile lui Bach sunt asociate cu niste
catedrale gotice, pentru structura lor complexa si riguroasa.

Intuieste un mare adevar poetul si filosoful Lucian Blaga cand sustine ca
metafora este a doua emisferd prin care se rotunjeste destinul uman...La fel si
simbolul este inima vietii imaginare, care ,tradeaza” secretele inconstientului,
oferind noi perspective asupra Genezei si Apocalipsei, asupra necunoscutului si
infinitului si solicitd toate eforturile contemplative. lar simbolismul inimii tine nu
numai de literatura sau celelalte arte. Adeseori vedem si cu ,,ochii inimii”.

Un adevidrat om de culturd, creator de opere de arta, indiferent de domeniu,
tinde spre enciclopedism, spre universalitate. Aceastd tendintd il ajutd sa-si
modeleze cea mai importantd operd — cea de edificare a propriei personalitati. Si
Tudor Vianu, si George Cilinescu au fost enciclopedisti. Calinescu, bundoard, a
desenat, a facut planurile locuintei sale, si-a regizat piesele, a facut cronica plastica,
a fost interesat de arta filmului, de arta fotografiei, a fost un pasionat al muzicii,
ascultand, practicand arta sunetelor. Si George Bacovia a luat premii la desen si la
vioara. Alt precursor al simbolismului, Traian Demetrescu, sustinea in Simfonii de
toamna ca ,,nimic nu talmaceste mai bine sufletul omenesc decat muzica”. E cazul
sd ne amintim si de marii poeti francezi, precum Prévert care s-au ilustrat ca
sansonetisti. In poezia lor, se contopesc si conlucreazi emotia si gesticulatia vocala.
Eugen lonescu, spre finele vietii, a abandonat piesele de teatru in favoarea picturii
si a sansonetelor. Astfel, putem concluziona ca sincronismul este o teorie, care a
depasit istorismul si chiar protocronismul (pune accentul pe elementele nationale
la nivelul universal al culturii) si sustine metoda structuralismului (relatii externe si
interne Intr-o anumita stiinta sau artd).. Cel care a formulat teoria sincronismului,
Eugen Lovinescu, sustine cd in epoca modernd, cultura §i toate celelalte arte se
dezvolta prin imitatie si adaptare, In stransa dependenta de alte modele culturale.
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Alt domeniu de arta care trebuie explorat mereu este limbajul formelor si al
culorilor. Artistii plastici vad in culoare ceva mai mult decit o simpla metafora: un
mod de a gandi, o constiinta.

Camilian Demetrescu arata intr-o monografie despre pictura:

Arta imaginii colorate are o gramatica cu o morfologie si o sintaxd a sa proprie,
limba universala dar nu ,,materna”, ce nu se invata ,,de la sine”, odata cu articulatia
primelor cuvinte si nu poate fi inteleasd in adeviratul ei sens decét prin culturd si
meditatie. Cercetdtorilor si criticilor de artd le revine in primul rand sarcina de a
raspandi aceastd limba a imaginii plastice, de a crea privitorului dorinta si privilegiul
sa o inteleaga. In acest mod i s-ar da putinta sa citeasca in original poezia inefabild a
culorii, si nu in traducerile aproximative ale unor cronici improvizate.'

in Dictionarul de simboluri, vol. 1, 1994, Jean Chevalier mentioneaza ca
perceptia simbolului angajeaza omul in integritatea bio-fizio-psihologica a fiintei
lui, influentat de diferentieri culturale si sociale proprii mediului sau.

Simbolul are tocmai proprietatea exceptionald de a sintetiza intr-o expresie sensibila
toate aceste influente ale inconstientului si ale constiintei ca si ale fortelor instinctive

. .. A . A . A . - . 2
si spirituale, aflate In conflict sau in curs de armonizare 1n sinea fiecarui om”.

Simbolul, de altfel ca si metafora, venind din spatii poetice, anuntd un alt
plan al constiintei decat evidenta rationala,

el este cifrul unui mister, fiind singurul mod de a spune ceea ce nu poate fi exprimat
cu alte mijloace; niciodatd nu se va putea afirma ca a fost explicat o data pentru
totdeauna, intrucat trebuie descifrat iarasi si iarasi, intocmai ca o partitura muzicala,
care cere si fie interpretata in alt mod”.’

In timp simbolurile au devenit pluridimensionale, mai ales atunci cand
integreaza si o sinteza a contrariilor. De aceea una din functiile simbolului este de a
stabili legaturi intre forte antagoniste si de a armoniza contrariile, numita de C.G.
Jung ,, functie transcendenta”. lar ganditorul Mircea Eliade afirma ca simbolismul
este o calitate a constiintei totale, fiind o categorie transcendentd a naltimii, a
supraterestrului, a infinitului. Simbolul se relevd omului luat in totalitatea sa, caci 1i
vorbeste nu numai inteligentei, ci si sufletului. Plind de semnificatii este cugetarea
sincreticd a lui Emil Cioran: ,,O inima fara muzica este ca o frumusete fard
melancolie”.

Vorbind de interferenta artelor prin intermediul simbolului §i a constructiilor
metaforice, este necesar sa precizam ca fiecare artd are propriile ei limite precise si
ca exceleaza atunci cand ramane in aceste limite. Ar fi gresit sd grupam sub acelasi
titlu muzica si sculptura care au un teren mai putin comun decat literatura si filmul
sau pictura si desenul. Ori de cate ori folosim un termen ca ,,arte frumoase”, ,,arte
utile”, ,arte teatrale”, ,arte grafice” sau ,,mestesuguri”’, subintelegem o clasificare
partiald a artelor. Din aceste considerente literatura, care este cea mai cuprinzatoare
dintre arte, este Tmpartitd in subclase, adica in genuri si specii. lar orice text
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fictional indeplineste doua functii: de comunicare si de creare de noi sensuri, de noi
simboluri.

Parafrazéndu-1 pe Baudelaire, Guy Schoeller sustine si el cd trdim intr-o
lume de simboluri, dar, in acelasi timp, o lume simbolica trdieste in noi. Astfel
orice simbol se manifestd ca o asociere dintre doud unitati: simbolizantul si
simbolizatul, primul fiind suportul material prin care se manifesta simbolul. El
poate fi un obiect concret, imaginea acestuia, o culoare, un gest, un sunet (sau un
grup de sunete), adicd forma artelor. Pe cand simbolizatul este continutul psihic
care trimite la un referent (obiectul comunicirii) ce poate fi real sau imaginar. in
consecintd, simbolul, reunind doua unititi, apartine unor nivele diferite:
simbolizantul (nivelul formei) si simbolozatul (nivelul continutului). El, simbolul
are un limbaj universal si este accesibil oricarei fiinte umane. Dar, avand o forta
sugestiva enorma, simbolul, spre deosebire de alte semne conventionale, se
adreseaza nu doar inteligentei umane, ci §i simturilor.

De aici, larga raspandire a simbolurilor in toate tipurile si stilurile de arta, n
toate domeniile cunoasterii umane. El leaga intr-un tot unitar lumea reald cu cea
imaginard, 1ndltimile si adancurile, lumina si tenebrele, cerul si apa, staticul si
dinamicul. Simbolul poate fi asemuit cu un urias iceberg ce conferd semnului o
noud perspectiva si o noud dimensiune. Practic, fiecare individ poate vedea sau
interpreta un simbol in functie de sensibilitatea, inteligenta sau cultura sa.

Primatul simbolismului a fost poezia, dar modelul liricii simboliste s-a
manifestat, intr-o masurd mai mare sau mai mica, si in proza epocii, in teatru,
muzicd §i picturd, iar mai tarziu — in cinematografie, desene animate... Estetul
Thomas Munro n monografia sa Artele §i relatiile dintre ele (1981) enumera patru
sute de arte si tipuri de arte §i mestesuguri, inclusiv cizmarie, specificand: ,, Unele
sunt vechi, altele noi; unele au crescut in importantd, in timp ce altele au decazut,
unele au un mare potential de valoare culturald, altele mai limitat. Neincetat apar
altele noi, a caror valoare este inca necunoscutd...” [p. 376].

lar literatura este trecutd la categoria Arte ale compozitiei verbale care sunt
destinate sa produca un efect estetic satisfacator.

O particularitate a curentului a constituit-o dimensiunea sa europeana: raspandirea
rapidd, influenta aproape simultand asupra artelor din mai multe culturi si tari (...)
mai ales in Est (unde se dezvoltd un simbolism rus, polonez, maghiar, roman);
ajunge in America de Nord si in America Latind. Se creeaza astfel sentimentul unei
unitati spirituale — elitiste — dincolo de granitele nagionale.4

Sincretismul este propriu gnosticismului, curent filozofic-religios cu mai
multe doctrine fuzionale, care sustine ideea dualismului si a mantuirii printr-o
cunoagtere superioara a realitatii divine. De aici §i compararea poeziei simboliste
cu o gnoza. Simbolistii au preluat de la spiritualism conceptia lumii spirituale si a
lumilor imaginare care se multiplicd, manipuland visul, halucinatia, spatiul exotic
ca pe niste simboluri ale unui ,,dincolo” mereu cautat. lar filozofia existentialista
constituie o ilustrare substantiald a conceptului contemporan de metafizica —
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postulat al simbolismului. In poezia efemerului, simbolistii au puncte comune cu
filozofia francezului Henri Bergson, cu sistemul sdu antipozitivist-intuitionist.

Paralel cu poezia, curentul simbolist s-a manifestat in teatru prin belgianul
Maurice Maeterlinck, creatorul dramei simboliste — specie liricd, mizand pe
punerea 1n scend a abstractiilor, pe crearea unei atmosfere magice — §i, mai ales, in
proza lirica.

Poezia simbolista a celei de a doua etape — cunoscuta si sub denumirea de
generatia tAnara,— spre deosebire de prima, va incerca sd depaseasca subiectivitatea
si estetismul, sd gdseascd noi mijloace de imbogdtire a limbajului, de sincronizare a
poeziei cu celelalte arte. Ca si in prima parte, un loc aparte se acorda potentialului
muzical al cuvantului, o serie de stari sufletesti subtile, complexe, fiind exprimate
prin puterea de sugerare imprimata de alegerea si imbinarea sunetelor, prin ritmul
versului sau al frazei, prin ,,magia” cuvantului. Daca simbolistul rus K. Balmont,
adeptul unirii ,,simbolismului cu instrumentalismul”, incearca perfectiunea prin
orchestrarea versului, la Alexandr Blok muzica profunda a versului nu umbreste si
nu domina sensul.

Patrunderea spiritului muzicii in alte arte era vazutd de simbolisti ca un
progres. Doar prin muzica si muzicalitate poetul poate crea cititorului starea de
spirit pe care o doreste. Tin de sincretismul artelor §i agsa-numitele ,,simfonii” ale
lui Andrei Belai.

Alaturi de muzicalitate, un loc aparte il ocupa si pictura, campul semantic al
»culorilor plapande”, dupa cum le numeste acelasi K. Balmont, care erau folosite
pentru a sugera imprecizia, vizualitatea difuza.

La cumpéana veacurilor al XIX-lea si al XX-lea, alaturi de poezie si in
stransa legaturd cu ea, continud sd se dezvolte si proza realista care se Tmpleteste
strans cu simbolismul si impresionismul. Contopind in operele lor trasaturi ale mai
multor curente s§i grupari literare — realism, romantism, modernism,
existentialism —, renegati de toate si revendicati de toate in acelasi timp, prozatorii
au redat prin intermediul ideii, a procesului ei de formare, esenta transformarilor
epocii frimantate in care au trait.

Eugen Ionescu a ,,cupajat” si a bidimensionat ingenios beletristica, teatrul,
pictura si muzica. Este sfagietor refrenul imbatranirii, murmurat in franceza de
marele istovit.

La fel si pictorii simbolisti francezi refuza sa reprezinte realul ci ,,idei” si
viziuni (ale visului sau ale mitului). Paul Gauguin este cel mai important simbolist
care a depasit prin originalitate curentul, urmat de Gustave Moreau, Odilon Redon,
etc. Un creator de figuri hieratice, in culori estompate, a fost Pierre Puvis de
Chavannes.

In muzica, impresionismul, reprezentat de Claude Debussy si Maurice Ravel,
se suprapune perfect cu tehnica sugestiei simboliste. Dar interferentele cu
impresionismul in literatura simbolistd produc o rupturd intre teoria magicd a
simbolului si tehnica impresionista a sugestiei.
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Cuvintele, dupa cum preciza si George Enescu, arunca lumind vie asupra
sentimentelor, descriindu-le, iar muzica patrunde misterioasa in cele mai tacute
taine ale simtirii.

In loc de concluzie trebuie spus cd sincretismul artelor ar fi caduc fara
Simbolismul Inimii. Adevaratii artisti vad (scriu) cu ,,ochii inimii”, adicd ai
cunoasterii. lar artele, inclusiv literatura, sunt un mod de cunoastere.

NOTE

! Camilian Demetrescu (1965), Culoare, suflet si retind, Bucuresti: Editura Meridiane.
2 Jean Chevalier, Alain Gherbrant (1994), Dictionar de simboluri, Vol. 1, Bucuresti: Editura Artemis.
3
Idem.
* Thomas Munro (1981), Artele si relatiile dintre ele, Bucuresti: Editura Meridiane.
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ABSTRACT

The starting point of my article is the famous syntagm “Corsi et ricorsi”.
History repeats itself and if we want to understand the present and the future,
we will have to understand the past. The influence of Antiquity has been
overwhelming but our days it seems that we live in a new Antiquity. Certain
associations can be made: The Ancient Roman Empire can be identified as
today’s USA, European Union is the Ancient Greek and Russian can be seen
as whether Dacia or Persian Empire. In literature, the Antiquity left its mark
throughout centuries. In the second part of my article I presented Tennyson’s
dramatic monologue Ulysses as a rewriting of the Ancient Odyssey, with
Ulysses as a representative figure for bought Ancient Greek explorer but also
for English explorer.

KEYWORDS: antiquity, contemporary world, Roman Empire

The title of my paper is actually a question: “Contemporary world — a new
antiquity?” — a question that remains to be answer in the following years, and
reason of debates.

My paper has two parts. In the first part I present the similarities
(geopolitical cultural manly) between Ancient Greek and Contemporary World. In
the second part I speak about Tennyson’s reinterpretation of the Ancient myth
Ulysses.

The starting point of my paper is the famous collocation “Corsi et ricorsi”
and Gianbattista Vico’s organicist conception about history'. It is said that to know
and understand the present you must first understand the past. It seems that history
has certain patterns that regularly repeat themselves. The influence of Antiquity on
society has been overwhelming throughout centuries, but our days it seems that we
are living a déja vu’; we are dealing with a new Antiquity.

Just like contemporary readers find it very easy to identify the major
international players from the famous George Orwell’s book ,,1984”, an ancient
reader could easily identify the correspondences between major international
players from our days and from Ancient times’. Thus we can identify United States
as being the equivalent of the Roman Empire and European Union as being the
equivalent of Ancient Greece.
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The similarities are striking. On one hand we have United States — a
militarist and expansionist state the embodiment of pure pragmatism® — and on the
other hand we have European Union — an entity rather inclined to social protection,
an humanist entity.

Just like in Ancient times when Roman Empire succeeded — more or less —
to establish a so-called Pax-Romana’, nowadays we are witnessing a kind of Pax-
Americana, with United States playing the role of World security guard. In both
cases, both in Antiquity and Modern Era pragmatism won. So Ancient Greece and
Europe were finally engulfed by more pragmatic societies, like Romans and
Americans.

But, as far as the relations between the two players, both from Ancient times
and Contemporary Era, are concerned, the similarities stop here. The Romans were
fascinated by the Greek culture and they were not afraid to recognize the
superiority of the Greek culture®, which they borrowed, and then they even
perfected it, being as interested in creating a great culture as they were in territorial
expansion.

Our days, the contemporary equivalent of the Roman Empire seems to limit
itself to military and expansionist aspect of existence. The Americans are refusing
to recognize the cultural superiority of Europe’, not borrowing anything that could
be called “European”.

Moreover, the Americans are trying to challenge European culture with their
own pseudo-culture, more accessible and more appealing to the masses, that they
are trying to impose on the entire world with the help of mass-media, televisions
and computers — means that they seem to have monopolized®. We can see how,
even traditional holydays are replaced by American holydays. One example,
specific to Romania, is the replacement of Dragobete with Saint Valentine’s Day.

We can easily imagine a discussion between an American and a European in
which the European would clamed Europe’s cultural superiority. But the American
could reply that United States has 10 nuclear powered aircraft carriers patrolling
the oceans that are defending Europe’s vast culture from being destroyed by rouge-
states. This is somewhat true. Europe seems old and obsolete, unable to keep up
with the rapid changes that are in process’.

Another compartment in which we can find similarities between Antiquity
and Contemporary World is the linguistic one. It is not hard to see that English is
today’s Latin'’. English is the language of the Empire, the language of
Globalization, the language that everybody needs to know.

It is interesting to see that, just like in the case of Latin, you are not forced to
learn English, but you are “convinced” that you need to know it, because knowing
the language of the Empire makes you a privileged man''. It is very possible to see
new languages formed from English and the “local” languages. Already, English
has begun to be adapted to the phonetic system of the languages from the
“conquered territories”'”.

For example Rom-English (Rom-gleza) is now a reality, a language spoken
especially by youngsters. We can see that in everyday language'’; at least 25% of
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the vocabulary used by young people is English words or adaptations. It is well
known that interjections are not normally borrowed from another language. But
interjections like “ouch, ups, iaics” — that are specific to English language are to be
found in our vocabulary very often.

So, are we living in a process of a new language’s formation? Forming new
nations seems unlikely, because unlike the Romans, the Americans don’t seem too
anxious to “dilute” their blood with the blood of the “conquered” nations'*. And
also we don’t see vast masses of a colonist willingly to settle in other territories.
The Americans seem to be satisfied just with, more or less symbolic, a military
presence.

Having in mind the repetitive character of history, I can’t help wondering
how is our days Dacia? These weeks, with the financial crisis in USA and with the
imminent economic recession, | realized: Russia is today’s Dacia. We should
remember the words of the former US Secretary of State, Madeline Albright:
“Siberia has too many natural resources to be controlled by a single country”.

The scene is now complete: current international situation resembles with
the one from Antiquity before Dacia’s conquest by the Romans'’. USA is an
expansionist power. To exist, Empires need to expand; they need new and new
resources. USA needs Russia’s vast energy resources, as much as Roman Empire
needed Dacia’s gold.

Let’s remember that after the conquest of Dacia, the Roman Empire
transformed itself from a recessive empire into a flourishing empire'®. We can say
that Dacia saved the Roman Empire, extending its existence hundreds of years.
Having this in mind, I can’t stop thinking about the recent comments of some so-
called analysts who were concerned about the size of Russia’s power.

But, in fact, we should not be afraid of the rise of the Russia’s power, we
should be concerned if Russia becomes weak'’. A weak Russia might invite other
countries to attack it. Let’s think about the plans from 1990’s (years when Russia
was down), when other powers started to plan the shearing of Russia’s resources:
China would have taken the Far East, USA Siberia and Europe the European side
of Russia.

So, in order to avoid a war, and for its own existence'®, Russia must always
be able to destroy any aggressor, otherwise it risk to share the fate of Ancient
Dacia. And for the scene to be complete, we need the barbarians, the people
outside the Empire. Today the barbarians are the Taliban people, the terrorists,
anyone who dears to challenge the Empire.

But, Roman Empire was defeated by the barbarians in the end”. I am
wondering, who will defeat today’s Roman Empire? Of course, we have a constant.
That is China. China was a superpower in the past and now. Another constant is in
the Middle East®’. Roman expansion stopped in the Middle East, not being able to
defeat the partisans, today Roman Empire — USA — seems to stop its expansion in
the Middle East™'.

The world needs USA, because we don’t have an alternative or the
alternative is horrific”>. Let’s remember what happened after the fall of the Roman
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Empire. We don’t need another Dark Ages®. After the fall of an Empire, a void
remains. Today, if the Empire falls, who will fill that void**? — So, in conclusion,
USA is a “good evil” — an evil that we need.

The influence of antiquity on the literature of any era is obvious; manifesting
especially during the Renaissance™. Of all the writings that are based on ancient
myths most impressed me Ulysses by Tennyson’. Tennyson’s dramatic monologue
Ulysses is a rewriting of the Ancient poem Odyssey.

This myth had various interpretations from Dante’s condemnation of him to
the circles of Hell as a symbol of overreaching pride and ambition to Tennyson’s
espousal of him as a symbol of human desire for knowledge. The interpretation of
this myth varies in concordation with the Age’s mentality and stereotypes. So, in
Dante’s time, people were still very much anchored in the spiritual and mythical
part of existence with angry Gods that punished people. So, in Dante’s writing,
Ulysses is condemned for the sin of challenging the Gods.”’

By contrast, Tennyson writes in an era of enlightment, so Ulysses is
rewarded for his ambition. In my opinion, Tennyson’s writing is a continuation of
the Renaissance’s literature. Tennyson’s “Ulysses” is a late Renaissance’s writing
for two reasons:

First of all, Tennyson recuperated an Ancient myth. We know that the
recuperation of the Antiquity with all its aspects including the literary one was one
of the goals of the Renaissance.*®

Second of all, Tennyson presents us the antithesis humans - Gods and the
humans’ struggle to liberate themselves from the tyranny of the Gods. Renaissance
tried to put the humans in the centre of the Universe and to liberate mankind from
the power of Gods.”

Tennyson wrote in an era when people were still very much attracted to
Ancient writings and myths and tried to restore them into people’s mind.
Beginning with the Renaissance, people started to questioned religious believes in
damnation and in Gods power over humans. Humans always wanted to be masters
of their destiny, just like Ulysses, so it is natural to love a man like him, who dears
to challenge the Gods.

But Tennyson writes in an era when the mystical side of existence had lost
much of its importance. So, the fight against the Gods represents in fact an inner
struggle, it is part of the maturization process of the mankind. The fight against the
Gods is a fight with our own limitations. People’s greatest struggle is to out-match
our own realizations to reach new heights and to discover new things.

The Gods are here only a personification of the nature. The Gods represent
nature overwhelming power. Since the beginning of time, mankind tried to
overcome nature, our entire existence was a fight against it. Gods were only a
desire to give nature a name, to somehow humanize it, in order to understand it
better.

That’s what Gods were in fact: our own limitations and nature. Of course,
being afraid of our own limitations and of nature, we were afraid of Gods.
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But this is not the only explanation for Tennyson’s decision to write
“Ulysses”. Starting with that era, England began to build itself as a superpower and
wanted to be a Modern Greek and, finally, it succeeded, so a recuperation of a
Greek myth was normal.

There are great similarities between Ancient Greek and England. The most
obvious one is that, at their time, both of them were the masters of the seas. But the
similarities don’t stop here. In his book, Tennyson presents us two types of
characters which are, in fact, representative for the whole English people.

The first one is Ulysses. He is an explorer who wants to discover new lands
and have all good qualities like courage, dignity etc. he is in fact the British
explorer. The British Empire was built by men like Ulysses who risked their lives
in order to discover and expand the new British Empire.*

But Ulysses has a great draw-back. Being so concerned with explorations
and being such an active man, he leaves no time to contemplate his discoveries and
to implement his knowledge into everyday lives. He is a man constantly on the run.
Having men just like Ulysses, the British Empire could never become what it was.
The explorers couldn’t implement British rule and, eventually, the new territories
discovered would have been lost.

But, fortunately, England has men like Telemachus, too. Telemachus is the
exact opposite of Ulysses. He is the public functionary type, calm and ready to face
the challenge of dealing with the attempt to build a culture and civilization. Ulysses
is an unrested man, who, deliberately, puts himself in danger. Ulysses represents
man’s ancient desire to reach new heights, to pass our own limitations. Ulysses
feels no challenge is the calm of a society and ever is his old age, his spirit wants to
discover new lands and to explore new sides of human life.”!

Ulysses’ journey is also a journey within, into the spirit of human life. With
new lands, Ulysses also discovers new sides of human mentality, of human spirit.
Telemachus is the son of Ulysses, that means that first was the explorer and, than,
the settler. However, we don’t really know whatever Ulysses goes on his
adventures for reason or just for the sake of it, to feel to adrenaline in his blood.

Ulysses represents the warrior type while Telemachus represents the
politician. We can say that one is good and the other is bad. They represent a
different, but equally important role in life. Mankind needs men like Ulysses in
order to progress, to discover new things, but also needs man like Telemachus to
implement and save these discoveries. Ulysses represents the classic figure of a
hero. Telemachus seems, from a modern point of view, more suited for life, he is a
pragmatic. Without men like Ulysses, mankind can’t progress and without men like
Telemachus, we risk to become a raise of adventurers.
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studentilor straini, de la anul pregatitor
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ABSTRACT: Assessing Foreign Students from the Preparatory Year

It is common knowledge the fact that a practising teacher must be well-
prepared, professionally speaking, and he has to be aware of the duties that
correspond to him.

The same way, he must know his students and during different phases of
the process of teaching, he has to make suitable tests for the stage that
represents them so that the tests, like semiotic acts of assessment, could
express reality.

Assessing the academic knowledge of the foreign student enrolled on the
preparatory Romanian course stands for the final stage of the teaching-
learning-evaluation process. It also certifies the quality of the student’s work
during each course (included into the first semester syllabus) as well as the
value of his complete performance during a process or within a field of
professional training (comprised by the second semester syllabus), with
serious consequences on his future career.

KEYWORDS: motivation, competence, performance, vocation

Datele prezentate in cercetarea de fatd asupra achizitiondrii structurilor morfo-
sintactice si lexicale de catre studentii strdini din anul pregétitor ne-au permis sa
facem o comparatie intre profesorul-,,formator” si ,,gradinarul” care asteapta ca,
dupa atata truda, sa-si ,,culeaga recolta”.

Evaluarea cunostintelor studentului strdin, de la anul pregatitor de limba
romana reprezintd etapa finald in procesul de predare-invatare-evaluare, prin care
se atestd calitatea pregatirii acestuia, atdt in cadrul fiecdrei lectii (incluse in
Programa semestrului 1), cat si calitatea formarii integrale, intr-un proces/domeniu
de formare profesionald (incluse in Programa semestrului al II-lea), cu repercusiuni
asupra viitoarei sale cariere.

Descrierea cerintelor inaintate studentilor pentru a demonstra ca au obtinut
un anume rezultat in procesul de studii — la etapa respectivd —, impune cu
necesitate atat evaluarea curenta (verificari pe parcursul semestrelor, care au drept
scop controlul si autocontrolul in procesul de invatare si obtinerea feed-back-ului,
privind stadiul si nivelul de asimilare a cunostintelor si de dobandire a
deprinderilor, precum si a capacitatilor potrivit obiectivelor fiecirui fapt/model de
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limba predate), cat si evaluarea finald, prin examen scris/oral, care atesta
incheierea unei unititi de curriculum, specific predarii limbii romdne ca limba
strdind.

Dar, pentru a ajunge la evaluarea competentei semio-cognitive prin teste,
profesorul trebuie sa-si cunoasca studentii ca sa poata stabili ,,grila de intelegere” a
acestora, pentru a fixa ,scala de ancore motivationale”, pentru a determina
selectarea proceselor didactice, a procedeelor adecvate fiecarui caz in parte si
pentru a descoperi ,resorturile” ce pot fi stimulate spre a-i permite cursantului
»construirea® obiectului cunoasterii.

Profesorul — ,,protagonist al actului didactic” —, pastreaza rolul principal si
isi formuleaza discursul in functie de competenta si performantele pe care le-au
atins studentii sai, ,,actori-activi”, iar prin testare isi stabileste un criteriu major de
selectie a acestora si de evaluare a competentei semio-cognitive.

Asa se explicd de ce studentii supradotati manifesta interes deosebit pentru
testele saptamanale, remarcand la acestia: vocabular bogat comparativ cu cei ai
grupului de aceeasi varsta, imaginatie bogata, interes pentru o varietate de teme,
capacitatea de a se concentra, de discernamant, simt al umorului foarte dezvoltat,
usurintd Tn manevrarea cuvintelor etc.

Vorbind despre ,,nucleul original”, in jurul ciruia se articuleaza principiul
motivatiei intrinseci, Teresa M. Amabile, profesor la Brandeis University
(Waltham, Massachusetts, SUA) apreciaza:

Oamenii sunt mai creativi atunci cand sunt motivati, in primul rand de interes,
placere, satisfactie, de caracterul incitant al muncii, decat atunci cand actioneaza sub
impulsul presiunii externe.'

Abordand insd, si ceilalti factori — extrinseci —, profesoara Pilar Sarto
Martin®, de la Universidad de Salamanca afirma:

Valorile «estetice» si chiar «altruismul» ocupa pozitii moderate in scara de valori ale
studentilor de azi. Ei se orienteaza, in primul rand, spre profesiile care asigura un
mod de viatd asa cum il doresc, apoi spre profesiile care aduc «avantaje» economice.

Am prezentat aceste doua opinii ale celor doud cercetatoare cu scopul de a
evidentia performantele obtinute de noi cu studenti, care veniti din Europa de Est,
din Asia sau din Africa manifesta, si ei — la fel ca intreg tineretul contemporan — o
supraapreciere a individualismului, numai ca bulgarii, sarbii albanezii si chinezii cu
care am lucrat si lucram afiseaza aceasta atitudine ca o reactie ,,a colectivismului”
din perioada totalitarismului.

Cu toate ca, si studentii nostri sunt mult mai motivati de factorii extrinseci ai
muncii, totusi noi, ca profesori-,,formatori”’, ne-am straduit sd credm un cdmp
motivational pregnant si, prin tehnici de predare si de evaluare moderne, s reusim
sd-1 captam si sa-i convingem ca activitatea la clasa este criteriul unic de apreciere
a pregatirii lor si sd-si dea singuri seama ca intre motivatie $i performantd exista o
relatie de conditionare reciprocid. Asa se explica de ce am insistat asupra
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obligativitatii alcatuirii temelor de casa si a imbogatirii vocabularului, care se stie
catd pondere are in reusita unei conversatii fluente in limba romana si nu numai.

Tratand problema relatiei profesor — elevi in actiunea educativd, M. Cilin’
conchide:

In actiunea instructiva, sunt recunoscute doua norme: a) capacitatea profesorului de
a aprecia i masura exact performantele elevilor; b) validitatea controlului pregatirii
elevilor prin practicarea unei evaluari formative si respectarea criteriilor de evaluare.

De aceea, pe parcursul predarii, prin Intreaga activitate pe care o desfasoara,
profesorul, bun cunoscator al obligatiilor de serviciu, isi propune sa descopere
reprezentdrile studentului sdu, sa le evalueze, sa le ,,corecteze”, sa le apropie cat
mai mult de reprezentdrile sale, care — la modul ideal — sunt cele ale stiintei, ale
disciplinei pe care o preda.

Dar, la testele pe care le propune — sustinem noi — profesorul face doar
ipoteze despre reprezentirile cursantilor, pe care insd, prin natura restrinsa a
situatiei didactice, le poate verifica prin evaluarea curentd, adica prin intrebari sau
prin teste scrise §i orale. Fard acest control asupra reprezentarilor cursantilor séi,
rolul de ,.dirijor” al actului pedagogic nu poate functiona, comunicarea nu poate
progresa, ci dimpotriva, risca sa fie falsificatd, dand impresia ca totul este excelent.

Studentul motivat la randul sdu, este constient de toate acestea in cel mai
inalt grad, fiind chiar constrans de a satisface principiul eficacitatii
comunicationale si de a se achita si de alte obligatii de serviciu care 1i revin si pe
care se straduieste sa le onoreze.

Un alt aspect ar fi acela ca, la cursuri, desi profesorul si studentul se afla fata
in fata si se pot privi si asculta, totusi, dacd profesorul nu testeaza studentul, nu
poate emite decat ipoteze despre ceea ce reprezintd cursantul sdu — sau despre
celalalt de langd el, sau despre tema lectiei — s.a.m.d. De aceea, ca autor al testelor
propuse pentru evaluarea studentilor sai, profesorul este — la randul sdu — motivat
in cel mai inalt grad sa-si faca o idee despre reprezentdrile studentilor sdi, sa traga
concluzii, sa dea ,,recompense” s.a.

Cand concepe un test, profesorul alege mai mult sau mai putin constient
formele adecvate, la ceea ce crede cd vrea sd verifice si, In acelasi timp, isi
planifica testul in functie de scopul pragmatic al comunicarii. De aceea, 1n practica
indelungata la catedrd, am dedus ca testul este — din capul locului — numai
»planificare” si ,,selectare”, aga cum bine se stie ca orice proces de invatare, de
retinere a informatiei nou predate este ,.schematizare”.*

Asa se explica de ce orice test scris sau oral nu incepe, nu ,,se face™ si nu se
incheie decat cu si prin sistematizari, deoarece testul — prin insisi intentionalitatea
sa marcatd, prin aspiratia sa la eficacitate — este chemat sa recurgd mai mult decat
oricare altd activitate la acestea.

Am insistat asupra motivelor care necesita alcatuirea corectd si sistematica a
testelor, deoarece se stie cd existd profesori, care nu pot si alcituiasca teste
eficiente sau care nu stiu sd-si examineze studentii si, intentionat, sunt — unii
»extremisti” (severi sau indulgenti, in functie de diferite situatii), iar altii
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»capriciosi”, in functie de dispozitia de moment, de impresia pe care o au despre ei
ingisi si chiar de placerea lor de a-i ,stresa” pe studenti, dand dovada de
subiectivism. Acesti dascdli nu au nici cele mai elementare idei despre notarea
studentilor si, mai ales, de metoda maieutica, atit de indragitd si practicatd de
Socrate.

De aceea testele trebuie sa fie supuse in fiecare moment al alcatuirii —
adaptarii —, astfel incat scopul lor, care constd in aprecierea corectd a cursantilor,
precum si obiectul de cunoastere sa fie atinse, nu anulate din motive subiective,
generate, paradoxal, tocmai de profesorul-formator al grupei.

Testul, acest act semiotic de evaluare, prin Insasi intentionalitatea sa marcata,
prin aspiratia sa la eficacitate, este chemat sa recurgd mai mult decat oricare alta
activitate la acestea.

Testul este, in cele din urma, reprezentarea unui microunivers lingvistic sub
diferite forme si reprezentari. Verosimilitatea sa este construitd si se sprijind pe
postulatul coerentei intre itemii propusi. El ,,scoate la vedere”, propune imagini ale
realitatii lingvistice (structuri morfosintactice si lexicale, modele/tipare de limba),
adica exact ceea ce profesorul a explicat studentilor si nimic altceva.

De exemplu, la lectiile de Fonetica (Fonologie) se pot alcatui itemi pentru
intelegerea dupa auz:

a) pentru discriminarea sunetelor;

b) pentru identificarea lor;

¢) pentru intelegerea mesajului oral redat prin structuri gramaticale simple; d)

pentru corespondenta intre nivelul de scriere al limbii roméne literare

contemporane si limba romana vorbita etc.

La Morfologie putem propune itemi care sd urmareascd o alternantd
vocalicd/consonantica pe intreg parcursul predarii (mai ales la paradigma verbelor
la indicativ prezent §.a.) si sa dea exemple de substantive, adjective si de verbe care
au ,,suferit” modificarile respective. in felul acesta, studentul retine faptul ca
alternantele vocalice si consonantice (acele variatii fonetice, care apar in radacina
cuvantului sau in sufix, dacd acel cuvant este derivat) sunt, cu siguranta, extrem de
importante (,,cele mai mici buturugi care pot dardma carul mare”), in scrierea —
exprimarea corectd in limba romana.

La examenul din iarnd, la o grupa de viitori filologi se pot da 10-20-30 de
itemi lexicali din sfera semantica a terminologiei lingvistice si 1i se cere sa
alcatuiasca o compozitie de doud pagini cu acestia.

Tot aici se mai poate cere studentilor sa treacd un text din manual de la
persoana I la persoana a Ill-a, care se stie cit de multe dificultati implica, iar
»regalul de limba” il ofera studentii in clipa in care — dintr-un text dialogat, in care
abunda verbe cu pronume personale/reflexive la D./Ac., li se cere sa alcatuiasca
altul, dar in stilul indirect.

In partea a doua a cursului, cand se insista asupra Formirii cuvintelor si a
Sintaxei, putem propune itemi care vizeaza spatialitatea, temporalitatea si
modalitatea, iar dupa aceea, itemi care implica scopul, cauzalitatea etc., toate la alt
nivel decét cel predat in semestrul 1.
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Pentru Lexic, se pot alcatui itemi care s reflecte asocieri paradigmatice,
realizate pe baza similaritatii de sens si se cer ordonate ca serii sinonimice, ca
perechi antonimice etc.

In ceea ce priveste compunerile, care presupun selectia individuald a
itemilor lexicali si a structurilor morfosintactice si lexicale, pentru exprimarea
ideilor personale ale fiecarui student, se pot alcatui teste n care li se cere acestora
sd rezume materialul citit sau discutat, sa descrie, sd nareze si chiar sa explice.

Aceste obiective se pot urmari si In semestrul al doilea. Si, pentru ca la o
grupa de bulgari, cu care am lucrat — actuali studenti la Litere —, s-a ajuns, Intr-un
timp record, /a competenta (acea combinatie dinamicd de atribute, abilitati si
aptitudini, care pot fi specifice sau generice) si performantele mult dorite, ne-am
propus ca, la examenul din vara, si alcatuim teste asemanatoare celor de la
examenul de Morfologie si Sintaxa din anii al II-lea si al IlI-lea, bineinteles cu
itemi de dificultate minima sau medie.

In alcatuirea testelor, nu trebuie si uitim (mai ales, in semestrul I),
exercitiile structurale, recunoscute pentru eficienta lor in fixarea modelelor de
limba (de substitutie, de transformare, de contragere etc.).

Nu trebuie neglijata nici dictarea ca metoda complementard, la care apelam
aproape zilnic, dand testului respectiv gradul de dificultate adecvat etapei
respective. Prin testele care au ca obiectiv dictarea, se poate fixa Ortoepia-
Ortografia, adicd 1i putem familiariza pe cursanti cu pronuntia si cu grafemele
limbii roméne, cu producerea lor, insistind asupra vocalelor specifice a si ¥/a,
asupra sesizarii distinctiilor fonemice, asupra lui i scurt afonizat (soptit), a
desinentelor de plural, a substantivelor articulate sau nearticulate si, nu in ultimul
rand, asupra alternantelor vocalice/consonantice, prezente aproape la toate partile
de vorbire morfologice s.a.m.d.

Dar, Tnainte de a-i pretinde cursantului precizie si fluentd in exprimare,
inainte de a-i da testul si de a incerca evaluarea competentei semio-cognitive prin
testare, e nevoie de multa practica pentru insusirea temeinica a aspectelor mecanice
ale scrierii si ale vorbirii, iar testele concepute de profesor trebuie sa fie valide.

Vorbind despre aceastd trisiturd obligatorie, Tatiana Slama Cazacu’
subliniaza:

Validitatea standardizarii acestor teste devine aproape un miraj, deoarece intervin
multiple variabile care nu au fost inca incluse in standardul stabilit initial.

Autoarea avertizeaza, atrdgand atentia asupra faptului cad a concepe teste nu
este un lucru prea simplu:

. sau trebuie create teste, in numar extrem de mare, care sa fie adecvate pentru
diversele conditii sau trebuie facute operatii de «adaptare» a probelor, a scarilor de
evaluare etc.’

Totusi, testul rimane un instrument al cercetarii experimentale, o proba, care
permite aprecierea muncii profesorului si a unui cursant, in raport cu ceilalti.
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Testul de randament se poate da zilnic (o dictare, un exercitiu structural de
substitutie, de transformare etc.) cu scopul de a aprecia ce s-a insusit pana la lectia
respectiva sau dintr-o programa stabilita in prealabil.

Testul de aptitudini relevda indicii clare cd unii cursanti pot depasi
maximum de randament posibil. Cele mai dificile sunt testele de randament, dar nu
ca alcdtuire, ci ca finalitate, deoarece se dau cursantilor cu rezultate slabe la
invatatura si sunt necesare pentru a pune in evidenta lacunele acestora.

Vorbind despre criteriile de apreciere ale testelor, R. Lado’ sustine ci
utilitatea unui test constd in confirmarea lui in practica:

Oricat de convingétor poate parea un test, daca notele obtinute variaza foarte mult,
fara vreun motiv intemeiat inseamna ca testul nu este «fidel» si deci nu poate fi
folosit.

Dupa opinia cercetatorului, un test este fidel numai dacéd notele obtinute de
student sunt constante. R. Lado propune nota 1.00 pentru fidelitate absoluta si nota
0.00 pentru lipsa completa a fidelitatii, iar cand abordeaza eficienta testelor, prin
note brute apreciaza:

Notele brute ale unui test au un sens limitat pdnd in momentul in care vor fi
comparate cu alte note brute.”

Din experienta noastra (mai ales cea de anul acesta, cand am lucrat — pentru
prima datd —, cu studenti chinezi), putem completa, subliniind faptul ca datele
,orute”, pe care le-am obtinut in timpul semestrului 1, prin evaluarea curenta
(teste sd@ptamanale), nu ne puteau spune nimic, daca testele nu erau organizate intr-
0 maniera relevanta si, mai ales, daca nu erau comentate — dupa corectarea-notarea
lor minutioasa in fata studentului —, urmarind obiectivul de a trage ,,un semnal de
alarma”, deoarece, aga cum am mai spus, orice test este un act semiotic, capabil sa
»scoatd la vedere” greseala de limba, stiindu-se ca strdinul este, in primul rand,
,,vizual”.

Dupa examenul final, pe care l-am sustinut acum, in februarie, cu acesti
studenti chinezi, care nu cunosteau nicio limba de circulatie internationald, am
inteles, abia acum, ceea ce a afirmat, cindva, un mare OM si DASCAL - savantul
G.I. Tohaneanu: ,,Se poate face din vocatie... o stiinta!”, catd vreme dragostea de
profesie, devotiunea, studenti supermotivati si truditori, Tmpreund numai cu un
Manual ,,de o simplitate sofisticata” (apreciat de studenti si de altii), un Dictionar
Romin-Englez, incitati de verbul ,,a desena” si de... ,,pantomima”, toate acestea,
in cele din urma, te pot ajuta sa fii acel ,,gradinar”, care culege ,,roze”, nu ,,spini”,
la evaluarea finala!

Un profesor-practician, care preda limba romana la studentii strdini, din anul
pregatitor, poate fi deci ,,gradinarul” de care aminteam la inceput, caruia i-e teama
ca in loc de ,,roze” s-ar putea sa culeaga... si ,,spini”, Intr-un cuvant — s-ar putea sau
nu —, sa primeasca pe masura investitiei.
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Dupa opinia noastra, totul depinde numai de profesorul-,,formator”, cata
vreme nimic nu este ...imposibil!!! Experienta de peste 35 de ani §i cea de anul
acesta, cu studentii chinezi, in special, a confirmat cele spuse de noi, aici.

NOTE

! ,»Componentele performantei creative”, in Psihologia, nr. 4, 1994, p. 11.

2 Studentii si valorile profesionale”, in Psihologia, nr. 4, 1994, p. 26.

3 Teoria educatiei, Bucuresti: Editura ALL, 1995, p. 70.

* De fapt, orice activitate umana presupune, in prealabil, o ,,schematizare”, adica a prezenta simplu
esenta lucrurilor. Alaturi de aceasta, o stiintd modernda — taxiologia — pledeaza pentru o
activitate eficientd, bine facuta, care prevede o serie de factori de progres (intre 7 si 42/70) ce

3 Psiholingvistica. O stiinta a comunicarii, Bucuresti: Editura ALL, 1999, p. 381.

® Ibidem.

7 Predarea limbilor. O abordare stiintificd, Bucuresti: Editura Didactica si Pedagogica, p. 191.

8 Ibidem, p. 191.
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La fugacidad de lo real
en el laberinto cuentistico de Julio Cortazar

Andreea ILIESCU
Universidad de Craiova,
Departamento de Lenguas Extranjeras Aplicadas

ABSTRACT: The Transience of Reality in Julio Cortdzar’s Short Stories
Labyrinth

Through Cortazar’s short stories, the reader is enabled to cross the threshold
of a different reality which defies, contradicts and astonishes him; this space
which encourages the reader to explore the abysm of mind in a playful way,
yet a serious one; the new reality displays as a setting where everything
submerges into ambiguity. Cortazar refuses any possibility of labeling his
short stories and of defining the themes they could tackle. In his short stories,
the splitting personality, the temporal inversions and the precision of
nightmares are shaped into a disturbing echo. The thematic axes accurately
match the constructive aspects, making each action become a consequence of
the word. According to Julio Cortazar, the mystery doesn’t write with capital
letters as most narrators imagine, but it always lies in- between.

KEYWORDS: open writing, the curtain of ambiguity, the neo-fantastic

Cortazar representa uno de los momentos cumbre dentro de la narrativa argentina e
hispanoamericana. La obra literaria de Cortazar incluye mas de tres décadas, un
lapso de tiempo muy bien valorizado por el autor argentino, sobre todo en sus
colecciones de cuentos — Bestiario (1951), Final de juego (1956), Las armas
secretas (1959), Historias de cronopios y de famas (1962), Todos los fuegos, el
fuego (1966), Ultimo round (1969), Octaedro (1974), Alguien que anda por ahi
(1977), Un tal Lucas (1979), Queremos tanto a Glenda (1981) Deshoras (1982) —
y en su obramaestra, Rayuela (1963).

Cortazar define el cuento como ‘“una sintesis viviente a la vez que vida
sintetizada, algo asi como un temblor de agua dentro de un cristal, una fugacidad
en una permanencia, ya que solo con imdgenes se puede transmitir esa alquimia
secreta que explica la profunda resonancia que un gran cuento tiene en
nosotros.”' Y en otro lugar:

Un cuento es significativo cuando quiebra sus propios limites con esa explosion de

energia espiritual que ilumina bruscamente algo que va mucho mas alla de la
pequeiia y a veces miserable anécdota que cuenta (...). Todo cuento perdurable es
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como la semilla donde estd durmiendo el arbol gigantesco.Ese arbol crecera
en nosotros, dara su sombra en nuestra memoria.

El personaje de cuento esta acotado por la situacion singular a que lo obliga
su brevedad, pero de esas limitaciones el cuento genera su poderio. Cortazar ha
comparado la novela al cine y el cuento a la fotografia:

una pelicula es en principio un orden abierto, novelesco, mientras que una fotografia
lograda presupone una cefiida limitacion previa,impuesta en parte por el reducido
campo que abarca la cdmara y por la forma en que el fotégrafo utiliza estéticamente
esa limitacion.,’

Cortazar sigue sus explicaciones:

No sé si ustedes han oido hablar de su arte a un fotdgrafo profesional; a mi siempre
me ha sorprendido el que se exprese tal como podria hacerlo un cuentista en muchos
aspectos. Fotdgrafos de la calidad de un Cartier-Bresson o de un Brassai definen su
arte como una aparente paradoja: la de recortar un fragmento de la realidad,
fijandole determinados limites, pero de manera tal que ese recorte actie como una
explosion que abre de par en par una realidad mucho mas amplia, como una visién
dinamica que trasciende espiritualmente el campo abarcado por la camara. Mientras
en el cine, como en la novela, la captacion de esa realidad mas amplia y multiforme
se logra mediante el desarrollo de elementos parciales, acumulativos, que no
excluyen, por supuesto, una sintesis que dé¢ el climax de la obra; en una fotografia o
en un cuento de gran calidad se produce inversamente, es decir, que el fotdgrafo o el
cuentista se ven precisados a escoger y limitar una imagen o acaecimiento que sean
significativos, que no solamente valgan por si mismos, sino que sean capaces de
actuar en el espectador o en el lector como una especie de apertura, de fermento que
proyecta la inteligencia y la sensibilidad hacia algo que va mucho mas alla de la
anécdota visual o literaria contenidas en la foto o en el cuento.’

Estas observaciones sobre el modus operandi del cuento son también
aplicables al personaje del cuento en oposicion al personaje de la novela. Como el
cuento no dispone de la amplitud que tiene la novela, el cuentista concentra la
caracterizacion del personaje en ciertos momentos significativos de su vida, a
partir de los cuales se revela lo mas decisivo de la existencia del personaje.

Cortézar parte de circunstancias triviales en las cuales reconocemos un orden
consuetudinario para alcanzar esa apertura desde la cual se revelard toda la
complejidad del personaje. Si la complejidad del personaje de novela es, como dice
Cortézar, acumulativa, la complejidad del personaje del cuento estd obligada a
capitalizar los silencios: el texto se apoya en una informacioén no manifiesta, apenas
insinuada desde esos pliegues de oscuridad a que la brevedad obliga al cuento.

Elcuentista sabe — dice Cortazar — que no puede proceder acumulativamente, que no

tiene por aliado al tiempo; su inico recurso es trabajar en profundidad, verticalmente,
sea hacia arriba o hacia abajo del espacio literario... El tiempo del cuento y el
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espacio del cuento tienen que estar como condensados, sometidos a una alta presion
espiritual y formal para provocar esa apertura [...]°

Segun Julio Cortazar, lo que habitualmente llamos realidad no representa
mas que los umbrales superficiales de un universo, mucho mas espacioso, al que
podemos acceder eligiendo sobrepasar los limites impuestos por la realidad
convencional. El escritor logra convencer, alejandose del plano real, amorfo,
mondtono, y sobre todo previsible, casi enfermizo. Su opcion es buscar nuevas
dimensiones para cambiar una realidad que se repite hasta cansancio. Cortdzar reta
a sus lectores a ponerlo todo en tela de juicio, a huir de las certezas engafiosas y a
extraviarse por los senderos tortuosos de los sentidos que su escritura puede
proporcionar.

Cortazar cree que la continua descolocacion frente a la realidad es el
movimiento justo para acceder a nuevas aperturas del mundo laboriosamente
cerrado por los «entomologos» de la vida. El absurdo, la incongruencia estan en la
realidad. Y el extrafiamiento es la opcion que Cortdzar elige para acusar la
fragilidad y el engafio de lo aparencial. Cortazar no acepta participar en la Gran
Costumbre, que ve una finitud y perfeccion estructural en la cotidianidad que la
razon fue codificando.

La sutil ambivalencia entre la claridad descriptiva y la proyeccion de estados
interiores de los personajes sobre los sucesos exteriores propone la posibilidad de
una nueva dimension de la realidad por el camino de la imaginacion en busca de la
verdad.

Dentro de este planteamiento o desentrafiamiento de lo real-verdadero por
via de lo absurdo o lo fantastico cabe recordar una vez mas la argumentacion
basica que Cortazar acentia en repetidas oportunidades a propoésito del dilema
entre lo real y lo fantastico, esto es, que lo fantastico no es una calidad del hecho
objetivo, sino una toma de consciencia de que existe otra ordenacion de la realidad,
contrastante con la que diariamente padecemos y que de un zarpazo puede
introducirnos en su caleidoscopio haciéndonos videntes de otras tramas que no
estan construidas al azar, sino que responden a sus propios parametros, y que es el
estadio de las analogias universales. El punto de partida reside en la superacion del
miedo cotidiano y en el abandono de la concepcion positivista y cientifica de la
realidad. Entonces el hombre podra acceder en un mayor grado de luminosidad a
ese otro mundo que nos muestra Cortazar, que no es otra cosa que este mismo, pero
vivido en libertad con todos los poderes de la inteligencia y la imaginacion.

Su persistente exploracion del absurdo nos provoca a sumergirnos en el
cuestionamiento de la actividad y conducta humanas las mas obvias. Su propuesta
revolucionaria abarca al hombre como totalidad . En No se culpe a nadie Cortazar
valoriza una accion de las mas comunes, demostrando una infinita capacidad de
visualizacion junto con la abillidad de reconfigurar la dindmica de las cosas.
Ponerse un jersey puede adquirir, a través de la brecha en el plano real, la
dimensién de un factor decisivo y el caracter agobiante de una verdadera prueba.

Cortazar juega con la proyeccion de un hecho ordinario en un fondo
angustioso, donde la sucesion de los gestos se vuelve vertiginosa, trasladando al
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lector a un ambiente irreal. El tiempo atrapado en la puesta del jersey tiende a ser
suprimido; la avalancha de los obstaculos que malogran el intento de ponerse el
jersey va a neutralizar el marco normal del paso del tiempo. Cortazar enfoca una
actividad trivial desde una perspectiva surrealista, asombrando a sus lectores con
una descripcién minuciosa.

En Omnibus los dos personajes estigmatizados, que de manera inconsciente
se sustraen al ritual de llevar un ramo de flores, seran asimilados por un estado de
cosas que no acaban de entender, pero que les inculca ansiedad. El cuento de
Cortazar esta envuelto en un sinfin de palabras no dichas, pero cuya sonoridad
parece ensordecer a los dos jovenes.

En Tia en dificultades 1o absurdo se insinua en la realidad circundante sin
ocasionar grandes desplazos en la psique del lector, a quien Cortazar se deleita
sumergiéndolo en una realidad renovada y sobre todo, enriquecida con los
intersticios ilogicos. El cuento es un ejemplo convincente de la cohabitacion de los
dos planos — el de lo real previsible, bastante monotono y falto de desafios y el otro,
de lo absurdo que pulsa en lo esencial de la realidad.

A lo largo de la obra de Julio Cortdzar se nota el pensamiento de la
existencia de un doble plano; una realidad cotidiana, visible y razonable, y otra de
la imaginacion que no se explica, sino que reside en el subconsciente del ser
humano. La primera, que es de vigilia, se opone a la segunda que pertenece al
mundo de los suefios, donde el tiempo se mide de una forma diferente, donde el
contacto con el otro irrumpe en el comportamiento normal de las personas.
Cortazar afirma que tenia la idea de la presencia de otro mundo subsistente en el
real y que en su caso, la sospecha de otro orden més secreto y menos comunicable
y el fecundo descubrimiento de Alfred Jarry, para quien el verdadero estudio de la
realidad no residia en las leyes sino en las excepciones a esas leyes, han sido
algunos de los principios orietadores de su busqueda personal de una literatura al
margen de todo realismo demasiado ingenuo. Como buen surrealista valora mas el
mundo desconocido que introduce en la vida de todos los dias y crea ese
sentimiento de incomodidad, de molestia. El autor logra, a través de sus cuentos, el
rechazo del habito, de la tradicion.

Julio Cortazar, a diferencia de los autores clasicos, nos presenta el elemento
fantastico sumergido en la cotidianidad y sin intentar generar en el lector la
reaccion que antes se buscaba. Segun ¢€l, el camino hacia esa otredad no esta, en
cuanto a la forma, en los trucos literarios de los cuales depende la literatura
fantastica tradicional para su celebrado patos, que no se encuentra en la
escenografia verbal, que consiste en desorientar al lector desde el comienzo,
condicionandolo con un clima moérbido para obligarlo a acceder décilmente al
misterio y al miedo... La irrupcion de /o ofro ocurre en su caso de una manera
marcadamente trivial y prosaica, sin advertencias premonitorias, tramas ad hoc y
atmosferas apropiadas como en la literatura goética o en los cuentos fantasticos
actuales de mala calidad...

En Casa tomada, un cuento cortazariano por excelencia, una pareja de
hermanos se ve expulsada de su propiedad por unos ruidos que son una metafora
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sin identificacion, ya que el agente que produce el ruido nunca se conoce y se
presenta asi un mutismo - un mecanismo dindmico de indagar y averiguar. Los
ruidos en este caso son /o ofro, que se cuela en la realidad de una manera sutil y
aceptada por los personajes del cuento. Esta es una técnica recurrente en la obra
cortazariana, donde el elemento fantastico no choca con la logica, sino que mas
bien interactfia con ella.

Lo recordaré siempre con claridad porque fue simple y sin circunstancias inttiles.
Irene estaba tejiendo en su dormitorio, eran las ocho de la noche y de repente se me
ocurri6 poner al fuego la pavita del mate. Fui por el pasillo hasta enfrentar la
entornada puerta de roble, y daba la vuelta al codo que llevaba a la cocina cuando
escuché algo en el comedor o en la biblioteca. El sonido venia impreciso y sordo,
como un volcarse de silla sobre la alfombra o un ahogado susurro de conversacion.
También lo oi, al mismo tiempo o un segundo después, en el fondo del pasillo que
traia desde aquellas piezas hasta la puerta. Me tiré contra la puerta antes de que fuera
demasiado tarde, la cerré de golpe apoyando el cuerpo; felizmente la llave estaba
puesta de nuestro lado y ademas corri el gran cerrojo para mas seguridad.

Fui a la cocina, calenté la pavita, y cuando estuve de vuelta con la bandeja del mate
le dije a Irene:

— Tuve que cerrar la puerta del pasillo. Han tomado la parte del fondo.

Dejo caer el tejido y me mird con sus graves ojos cansados.

— (Estas seguro?

Asenti.

— Entoneces, dijo recogiendo las agujas, tendremos que vivir en este lado. ®

La aceptacion de esta inclusion de lo otro en su propia realidad es
automatica y no representa para ellos un agente externo o extrafio; es simplemente
un hecho que los dos asumen sin ningun acto de rebeldia. Esta otredad también se
podria ver como una manifestacion del despertar del inconsciente como si los
ruidos fueran algo que también viene de adentro de los personajes. Por ser un
cuento esencialmente ambiguo, cualquier lectura cerrada destruiria la riqueza del
texto.

Desde la puerta del dormitorio (ella tejia) oi ruido en la cocina; tal vez en la cocina o
tal vez en el bafio porque el codo del pasillo apagaba el sonido. A Irene le llamo la
atencion mi brusca manera de detenerme, y vino a mi lado sin decir palabra. Nos
quedamos escuchando los ruidos, notando claramente que eran de este lado de la
puerta de roble, en la cocina y el bafio, o en el pasillo mismo donde empezaba el
codo casi al lado nuestro. No nos mirabamos siquiera. Apreté el brazo de Irene y la
hice correr conmigo hasta la puerta cancel, sin volvernos hacia atras. Los ruidos se
olan mas fuertes pero siempre sordos, a espaldas nuestras. Cerré de un golpe la
cancel y nos quedamos en el zaguan. Ahora no se oia nada.

— Han tomado esta parte, dijo Irene. El tejido le colgaba de las manos y las hebras
iban hasta la cancel y se perdian debajo. Cuando vio que los ovillos habian quedado
del otro lado, solto el tejido sin mirarlo.

— Tuviste tiempo de traer alguna cosa? le pregunté intitilmente.

—No, nada. ’
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Garcia Canclini es consciente de que la diversidad de interpretaciones de
Casa tomada prueba que todas ellas son validas y que ninguna lo es:

La riqueza de este cuento desborda la simple fascinacion y sugiere varias
interpretaciones. Segiin como se mire, la invasion de los extrafios puede simbolizar
la presencia obsesiva de los antepasados, efectivamente sufrida por los protagonistas,
que les impide gozar la vida; al revés, podria ser el ingreso de las nuevas
generaciones, intolerantes con la decadencia de los hermanos. Esa decadencia (el
incesto) podria representar también la declinacion de una clase social, desplazada
por otra, como sucedia en cierto modo en la Argentina de aquel tiempo.®

Bestiario destaca por la ambigiiedad que reivindica la participacion del
lector que se encuentra en la situacion de seguir sus propias pistas, con el proposito
de hallar un sentido en medio de tanta confusion. Cortazar acude a la desconfianza
y a la curiosidad como herramientas para atrapar a los lectores; se rehusa
rotundamente a infundir miedo, terror en ellos. El proceso de creacion no acaba
con la escritura del cuento; el andamiaje escritura-lectura nos permite una
infinidad de interpretaciones.

No estaba tan inquicta, su madre e Inés miraban como mas alld de ellas, casi
toméndola como pretexto; pero la miraban.

— A mi, créeme que no me gusta que vaya-dijo Inés.-No tanto por el tigre, después
de todo cuidan bien ese aspecto. Pero la casa tan triste, y ese chico solo para jugar
con ella...

— A mi tampoco me gusta, dijo la madre, e Isabel supo como desde un tobogan que
la mandarian a lo de Funes a pasar el verano.’

El mensaje se nos revela en funcion del angulo que elegimos para leer el
texto. El espiritu ludico de Cortazar destaca en las insinuaciones esparcidas a lo
largo de su cuento, en las indicaciones engafiosas, en los gestos de los personajes,
gestos que dan pie a varios planteamientos. Al lector se le tienden innumerables
trampas; es por eso que €l tiene que emprender una exploracion del texto y no
apresurarse a asimilarlo como tal.

El baiio quedaba a dos puertas (pero internas, de modo que se podia ir sin averiguar
antes donde estaba el tigre), lleno de canillas y metales, aunque a Isabel no la
engafiaban facil y ya en el bafio se notaba bien el campo, las cosas no eran tan
perfectas como en un bafio de ciudad."

Desde el punto de vista formal, los planos se entrelazan y el escritor hace
que sus personajes suspendan el hilo de una accién sin ningtn tipo de explicacion.
De esta manera, Isabel empieza una carta dirigida a sus familiares, una carta
interrumpida varias veces por las inserciones de otros eventos:

Querida mama tomo la pluma para - Comian en el comedor de cristales, donde se

estaba mas fresco. El Nene se quejaba a cada momento del calor, Luis no decia nada
pero poco a poco se le veia brotar el agua en la frente y la barba."'
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La descripcion de la casa parece reflejar el estado de espiritu de sus
habitantes y avisar a los lectores, al mismo tiempo, de que algo malo estd por
suceder: “Solo alcanzaba a advertir la casa triste, que Rema estaba como cansada,
que apenas llovia y las cosas tenian, sin embargo, algo de humedo y
abandonado "

La presencia y la ausencia del tigre son los puntos de referencia mas
importantes del texto. El hecho de que el tigre no encaja en el conjunto del cuento
representa el factor que mas intriga a los lectores y hace que se mantengan alertas.

Manmita, antes de ir a comer es como en todos los otros momentos, hay que fijarse si
- Casi siempre era Rema la que iba a ver si se podia pasar al comedor de cristales. Al
segundo dia vino al living grande y les dijo que esperaran. Pas6 un rato largo hasta
que un pedn avisd que el tigre estaba en el jardin de los tréboles, entonces Rema
tomo a los chicos de la mano y entraron todos a comer .

Bestiario apunta de cierta forma al realismo magico, ya que el tigre, por mas
peligroso que pueda resultar, se vuelve un habitante mas de la casa, sin
desconcertar a las personas de Los Horneros. El cuento enfoca la cohabitacion
tigre (que es muy lejos de ser un animal de compaifiia) — humanos, de una manera
natural que no ocasiona ningun trastorno en la mente de los demas habitantes.

El formicario valia mas que todo Los Horneros, y a ella le encantaba pensar que las
hormigas iban y venian sin miedo a ningun tigre, a veces le daba por imaginarse un
tigrecito chico como una goma de borrar, rondando las galerias del formicario; tal
vez por eso los desbandes, las concentraciones. Y le gustaba repetir el mundo grande
en el de cristal, ahora que se sentia un poco presa, ahora que estaba prohibido bajar
al comedor hasta que Rema les avisara.'

Bestiario (1951) es un conjunto de narraciones en primera persona, donde
sobresale una intercambiabilidad que pretende subrayar la buscada ocasionalidad
de la narracion. En los cuentos de la coleccion Bestiario (1951) y también Final de
juego (1956), Cortazar deja salir intencionalmente a los monstruos, con el unico
deseo de encontrar lo que se ha perdido con el paso del tiempo y con la aceptacion
de la rutina: lo escondido dentro de cada cosa; lo otro.

El topico de la diferencia también se toca en el cuento Omnibus, donde Clara
y el muchacho representan lo diferente frente a una otredad ya concreta, como son
los pasajeros que llevan flores y se dirigen al cementerio. En este cuento, la
otredad esta representada por algo concreto, y paradojicamente, normal. Clara y el
muchaco no son de ninguna manera diferentes como seres humanos de los otros
pasajeros del bus; lo que los excluye es el desconocimiento de un formalismo.
Todos llevan flores. Clara se lo confirma al muchacho cuando hablan.

La otredad ha sido pensada siempre como una busqueda de la identidad, del
reconocimiento del Yo. La complejidad del ser no puede ser asimilada porque se
caracteriza de fugacidad, movimiento y de diferentes partes que en algin momento
han de fusionarse. Para encontrar las distintas piezas que conforman este

208



Andreea lliescu: La fugacidad de lo real en el laberinto cuentistico de Julio Cortazar

rompecabezas de la existencia del Yo, hay que establecer un plano paralelo a la
nuestra realidad donde éstas podran manifestar toda su totalidad. Tiene que
dirigirse a lo ajeno, a lo diferente; tiene que establecer la objetividad del otro.

La dualidad del ser es la base fundamental del cuento Axolotl, en el que lo
otro esta representado por estos animales de aspecto extrafio. Lo que se ve aqui no
es un intercambio de personalidades, sino mas bien un momento de division del ser,
en el que el sujeto, al enfrentarse cara a cara con la otredad, sufre un proceso de
escision en el que sigue existiendo como individuo pero al mismo tiempo pasa a
formar parte, se une a la otredad: “Hubo un tiempo en que yo pensaba mucho en
los axolotl. Iba a verlos al acuario del Jardin des Plantes y me quedaba horas
mirandolos, observando su inmovibilidad, sus oscuros movimientos. Ahora soy un
axolotl.”"® Comienza por ir a verlos todos los dias, sintiendo una extrafia
fascinacion hacia ellos como elementos externos a su realidad; lentamente se va
fusionando cada vez mas con su mirada de ojos dorados, hasta que llega un
momento en el que “Sin transicion, sin sorpresa, vi mi cara contra el vidrio, la vi
fuera del acuario, la vi del otro lado del vidrio. Entonces mi cara se aparté y yo
comprendi.”"°

La noche boca arriba se remite al rito azteca y a la tradicién primitiva y
salvaje del sacrificio humano en el tiempo de la guerra florida. Otro tema es el de
la dualidad del ser, saltando de la interioridad a la experiencia misma, de un ser al
otro, a través del suefo, de la fiebre, de la pesadilla. En La noche boca arriba, con
el transcurso de la historia se van desdibujando los limites entre lo que es real y lo
que es un suefio, y se plantea el topico de esclarecer quién es el que esta sofiando.
El autor juega mucho con invertir y entrelazar los planos de la realidad y del suefio,
permitiendo a sus lectores que vislumbren nuevas pistas para dar con la clave del
cuento:

Alcanz6 a cerrar otra vez los parpados, aunque ahora sabia que no iba a despertarse,
que estaba despierto, que el suefio maravilloso habia sido el otro, absurdo como
todos los suefios; un suefio en el que habia andado por extraias avenidas de una
ciudad asombrosa, con luces verdes y rojas que ardian sin llama ni humo, con un
enorme insecto de metal que zumbaba bajo sus piernas. En la mentira infinita de ese
suefio también lo habian alzado del suelo, también alguien se le habia acercado con
un cuchillo en la mano, a él boca arriba con los ojos cerrados entre las hogueras.'’

Cortazar parte de las situaciones cotidianas, de los esquemas basicos que
configuran tanto a una familia real como a la causalidad fantastica. El es, en todo
caso, un hombre que recrea y nos advierte la posibilidad de lo que se ha dado en
llamar el fluir de la conciencia.

La escritura de Cortazar desintegra las falsas unidades historicamente
sacralizadas. Su tematica y sus modos de indagacion son los de un implacable y
severo critico de la sociedad burguesa, en lo que ésta tiene de deshumanizadora, en
su logica materialista, su hipocresia, su inautenticidad.

El impulso liberador de todas las potencias humanas que da paso a una
violenta irrupcion de elementos que proceden de la intuicion, del suefio, de los
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instintos, asi como la enfatizacion del valor del azar y del juego en la vida, estdn
presentes en la base de la concepcion del mundo y de la literatura cortazariana.

Para llevar a cabo la voluntad ontologica que desmienta la dualidad
inconciliable del pensamiento racionalista es necesario provocar una quiebra de las
concepciones conservadoras en las que la naturaleza humana aparece fijada por
leyes inalterables. El surrealismo instaura definitivamente la biisqueda deliberada
de lo maravilloso por medio de la imaginacion. Esta exaltacion de la imaginacion,
«Unica fautora de la realidady, es la afirmacién de una nueva realidad no racional y
de los poderes del hombre por reivindicar su libertad. También Cortazar privilegia
el poder de lo fantastico y de la imaginacion, actuando sobre lo cotidiano como un
impulso liberador que conduzca a una nueva definicion del ser. Pero solamente
ejercitando este poder hasta la naturalidad podra el hombre «forzar »las apariencias
de la realidad y penetrar en la 6rbita de un nuevo orden donde las cosas ya no son
lo que sus coordenadas presentan ni el hombre es lo que parece ser, sino una
busqueda de la totalizacion en la multiplicidad de los fenémenos.

Cortazar confirma su manera revolucionaria de observar y de representar la
realidad. Ha afirmado Carlos Fuentes que el escritor lleva a cabo una revolucion
contra el mundo estatico del pasado al crear un mundo «totalmente inventado,
totalmente ficcionalizado», el Gnico que puede hacer significativo el “vacio
humano” entre los dualismos abstractos de la Argentina, y también de América
Latina en general; Cortdzar llena este vacio “con el accidente, la comedia, el error,
la banalidad; con todo lo que no existe en el rito sacralizado de la vida
latinoamericana”."®
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ABSTRACT

This paper focuses on the artistic analysis of Samuel Beckett’s second
narrator of the Trilogy, Moran. It is demonstrated that Moran acts in a
detective-like way, which at first impels him to adopt an organized writing
style, with detailed narrations and descriptions. However, he gradually
dismisses this structured approach and, the more he becomes obsessed with
Molloy, the closer he is to failure as a writer. Moran undertakes a double
quest as he is compelled to find both the Molloy outside himself and the
Molloy inside himself. Moran cannot find the Molloy outside himself, but he
definitely finds the Molloy inside himself. Undergoing a complex process of
metamorphosis, Moran takes on Molloy’s characteristics as his quest
progresses, and eventually becomes involved in the same self-destructive
artistic cycle.

KEYWORDS: character, writer, creator, report, flashbacks, metamorphosis

Samuel Beckett’s Molloy is written by two narrators, both of whom have interior
monologues in the novel. The more the story evolves, the greater is the reader’s
chance to distinguish them in terms of their names only, as the experiences and
thoughts presented are more often than not similar. The first narrator of the book,
Molloy, writes his work in two paragraphs, and the first of them finds its end on
the second page. Molloy’s second paragraph lasts for eighty pages and it is a long
monologue, sometimes written with no coherence in which he describes various
things in an intricate way, all centred upon a main quest, precisely that of finding
his mother.

The second narrator of the book, Moran, is a private detective who has the
task of pursuing and then finding Molloy. As a writer, Moran is in full awareness
of the fact that he has been chosen to perform a unique task and this makes his
style anxious. On the one hand, he has no similarities with Molloy, writing in a
detective-like manner, as an ordered, rational man. He is the writer of a report
about his investigation in a dark room. Moran-the-writer provides details from the
very beginning of his text and his messages are clearer than Molloy’s.

My name is Moran, Jacques. That is the name I am known by. [...] My son too. [...]
He’s right there. His name is Jacques, like mine. This cannot lead to confusion. [...]
I remember the day I received the order to see about Molloy. It was a Sunday in
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summer. [ was sitting in my little garden, in a wicker chair, a black book closed on
my knees. It must have been about seven o’clock, still too early to go to church.
(Beckett, 1997: 92)

On the other hand, Moran is led by a numberless chain of questions he is not
ready to answer, such as the reason of his quest for Molloy, and the
accomplishment of a mission he cannot fully grasp. Like Molloy, he encounters a
problem trying to define the purpose of life, but if Molloy surrenders his will
entirely to the absurd, Moran’s will is rationality on the verge of collapse. Moran’s
process of mental disintegration is started when he first gets in touch with the
Molloy task. This is produced because, in his sphere, people become multiple, in
the sense that Moran has to find two Molloys: the one inside himself and the one
outside. For Moran, life is turned into a stage of mirrors and his obsession becomes
the necessity to find the true reflection and to act in consequence with it.

The story of Moran is the story of a complacently extroverted bourgeois,
comfortable embedded in a world of possessions, confronted midway through his
life with the insistent demands of an inner reality to be recognized and with a
dawning realization that external possessions provide no genuine security. Moran’s
quest for Molloy is primarily Moran’s gradual discovery of the Molloy within him,
the assimilation of a bourgeois to a bum. (Webb, 1970: 88)

Moran writes accounts of his job to find Molloy in an attempt to bring some
sort of order into the chaos of his life.

Moran’s story looks like a report written under the form of a narration. He
relates his adventures as he set out in search of Molloy until the day he went back
into his house in order to write his report. This piece of literature also begins with
the end of the set of facts and discloses the inevitable request for the reader’s
patience so that he could be able to complete the entire text. “My report will be
long. Perhaps I shall not finish it”. (Beckett, 1997: 92)

Moran-the-writer has an interesting use of tenses. Only the first two
paragraphs of his report are written in the present tense: “If is raining. The rain is
beating on the windows. I am calm. All is sleeping. Nevertheless I get up and go to
my desk. /.../ My report will be long. Perhaps I shall not finish it. My name is
Moran, Jacques. /.../” (Beckett, 1997: 92)

The rest of Moran’s text is written in the past tense in order to tell his readers
what happened. “He took a notebook from his pocket and he began to read” (94),
“I got up and went to the kitchen” (97), “I went up to my room again” (102).
Moran acts as a recorder of what he sees and experiences, he merely counts what
happens to him without actually writing a diary, but mostly concentrating on
rendering facts.

Moran is a spy

who takes delight in his ability to relate: he catches his son out swapping his best
stamps into the book of duplicates for example, relating the haste of young Jacques
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in closing his books and his guilty look to a previously noted propensity to gloat
over his best stamps to arrive at this insight. (Uhlmann, 1999: 83)

Moran is very detailed in his writing; he remembers things clearly and
arranges them in a clear presentation. He sheds light on things and does not cover
anything.

My son had drawn a small glass from his pocket and was examining the inside of his
mouth, prising away his upper lip with his finger. Aaw, he said, without interrupting
his inspection. Stop messing about with your mouth! I cried. Go to the window and
tell me if it is still raining. He went to the window and told me it was still raining. Is
the sky completely overcast? I said. Yes, he said. Not the least rift? I said. No, he
said. Draw the curtains, I said. (Beckett, 1997: 104)

He also interrupts his story in order to explain things, so that he might
wonder whether his story should be better presented.

Molloy, or Mollose, was no stranger to me. If I had had colleagues, I might have
suspected I had spoken of him to them, as of one destined to occupy us, sooner or
later. But I had no colleagues and knew nothing of the circumstances in which I had
learnt of his existence. Perhaps I had invented him, I mean found him ready made in
my head (Beckett, 1997: 112)

Even if Moran has such a detailed report, Gaber, the mediator, finds it rather
difficult to understand the information written in the agenda. From this respect, it
seems as if Moran’s details served for his own perception of the events and not for
transmitting data to his superiors.

Gaber was protected in numerous ways. He used a code incomprehensible to all but
himself. Each messenger, before being appointed, had to submit his code to the
directorate. Gaber understood nothing about the messages he carried. Reflecting on
them he arrived at the most extravagantly false conclusions. Yes, it was not enough
for him to understand nothing about them, he had also to believe he understood
everything about them. This was not all. His memory was so bad that his messages
had no existence in his head, but only in his notebook. (Beckett, 1997: 106-107)

Moran often interrupts his story in order to have philosophical flashbacks:
“Sollst entbehren, that was the lesson I desired to impress upon him, while he was
still young and tender. Magic words which 1 had never dreamt, until my fifteenth
year, could be coupled together.” (110)

As a responsible writer, Moran takes into consideration the idea that his
flashbacks explain motivations, his characters’ history and life, the influences that
they might have upon the background of the entire story and the information which
cannot be offered during the sequence of his text. The key to Moran’s flashbacks is
that they are well integrated in the story and they cast light on the overall subject.
The transition in and out of the flashback is gracefully made. “He would answer in

214



Adriana Lazarescu: Samuel Beckett’s Moran-the-Writer

the negative, the first time, and resume his execrations. But the doubt would be
sown. He would go back to it. That was how I reasoned” (111). Moran writes in
the past perfect tense so that his flashbacks should be clear to his reader: “Perhaps
1 had invented him, I mean found him ready-made in my head” (112). The device
to slip back into the time of his writing is made smoothly by Moran: “But images
of this kind the will cannot revive without doing them violence. Much of what they
had it takes away, much they never had it foists upon them” (115).

Moran writes in a very organized manner; he punctually puts down
everything he has on Molloy. His style is clear, as his text has the purpose of
finding Molloy. “Moran, an investigator of some sort, leads a methodical,
patterned life” (Toyama, 1991: 32). His text here could be considered a
preparation for his future detective-like job.

I knew then about Molloy, without however knowing much about him. I shall say
briefly what little I did know about him. /.../

He had very little room. His time was limited. He hastened incessantly on /.../

He panted. /.../

He rolled his head, uttering incomprehensible words.

He was massive and hulking, to the point of misshapenness. And, without being
black, of a dark colour.

He was forever on the move. [ had never seen him rest. /.../

I had no clue to his age. /.../

I had no information as to his face. /.../ (Beckett, 1997: 113-114)

“Moran should be attracted to the silence and the void which promise a
radical solution to the whole terribly perplexing business of writing.” (Murphy,
1990: 26) Moran-the writer’s ideas are surrounded in a logical pattern which
provides specific assertion and clearly conveys his point of view. Moran’s silence
exists both in his mind and on his paper and it renders confidence for the writer and
solemnity and seriousness for the story. “The silence was absolute. Profound in
any case. All things considered it was a solemn moment.” (Beckett, 159)

Moran has a rational way of writing as a consequence of his rational life. He
concisely renders insight on the most intriguing details his anxious reader might be
interested in. Moran-the-writer can be trusted as his readers know where he stands
and where he proposes to lead them. His arguments are more often than not
inconvertible and difficult to deny. He has an honest and sincere approach even
from the very beginning and he introduces many personal comments. “Jacque
Moran begins in full and arbitrary command of his faculties. This is simply to say
that he is more confident of the rational life than he should be and is subsequently
punished by declining further than Molloy because he has a longer way to go.”
(Davis, 2000: 49)

Moran proves to be organized and careful to details while he prepares to
write his text.

That a man like me, so meticulous and calm in the main, so patiently turned towards
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the outer world as towards the lesser evil, creature of his house, of his garden, of his
few poor possessions, discharging faithfully and ably a revolting function, /.../ this
ought to have seemed strange to me and been a warning to me to have a care, in my
own interest. (114)

Moran-the-writer creates his text in a free style, with no restrictions. He
himself is free to think and interpret his adventure. He is subjective and leaves
away detached interpretation of the events he writes about. He is the writer who
sets no interest in rendering facts, but merely strives to put in his text as much of
himself as he can.

Failure has long been seen as one of the key ideas in Beckett’s work. Yet it is
possible that the failure, linked with its freedom, comes about much against the will
of the one who fails as because of that will. /.../ A type of freedom is to be found in
that being which resists (even if unintentionally) subjectification. Moran wants to be
who he is, but can only be ‘freed’ if he ceases to be a man, if he ceases to be Moran
(Foucault, 1991: 240); Molloy, on the other hand, is familiar with the sensation of
not being himself or anyone (56). (Uhlmann, 1999: 55)

Moran’s narrative involves a process of metamorphosis. Anthony Uhlmann
suggests that, in order to find Molloy, Moran should leave the plan of organization
and perception and “enter the plane of consistency, of apprehension” (84). This
could be considered a hint at the idea that Moran wants to descend into
apprehension in order to extract the necessary perception. As a writer, Moran has
to leave from declarative sentences and clear prose towards an unleashed torrent of
confusing ideas. The purpose of this transformation would be Moran’s final end,
that of finding Molloy. Moran undergoes a similar process when he adopts a style
previously seen in Molloy.

Oh the stories I could tell you if I were easy. What a rabble in my head, what a
gallery of moribunds. Murphy, Watt, Yerk, Mercier and all the others. I would
never have believed that-yes, I believe it willingly. Stories, stories. I have not been
able to tell them. I shall not be able to tell this one. (138)

This metamorphosis into Molloy’s style has a good reason mainly that of
encompassing the two worlds into one and to provide understanding upon both the
written text and the adventures of Moran-the-detective’s searching.

Moran’s narration has a sudden interruption. The report makes a brief leap
to the present time of Moran’s writing. Moran-the writer fulfils, thus, a duty that
has previously been imposed on him. He intends to obtain a good and clear text,
written with a “firm and satisfied hand”, but has no pleasure in further enjoying
his work. The writer longs for isolation and rest at the end of this given task.

Translating myself now in imagination to the present moment, I declare the

foregoing to have been written with a firm and even satisfied hand, and a mind
calmer than it has been for a long time. For I shall be far away, before these lines are
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read, in a place where no one will dream of coming to look for me. (155)

For Moran, writing seems to be a punishment more than a pleasant thing,
with tiresome conventions in style and with artificiality of the literary act. His part
of the story is ended with an obvious impatience and with words which diminish
the atmosphere created by the opening phrases of his text. Now, at the end, Moran-
the-writer prefers the truth more than using an impressive style. “I went back into
the house and wrote. It is midnight. The rain is beating on the windows. It was not
midnight. It was not raining” (176).

Moran’s writing style is the simplest and clearest of the Trilogy. His words
are not chosen, but rather used as they occur to the writer’s mind. They represent
the fair embodiment of the instruments needed in order to transmit a message.
Moran’s sentences and phrases are short and, most of the times, they bear sense.
There is a storyline here, with characters and events, which, till the end of the text,
though, lose consistency and let language be delusive and lead to the failure of
communication. At the end of his text, Moran-the-writer slowly embraces some of
Molloy’s writing style, inviting readers to imagine and create resolutions about the
subject themselves.
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ABSTRACT: Louis Hémon — an Adventurer of Observation in the Novel
Maria Chapdelaine

Our study deals with the novel Maria Chapdelaine by Louis Hémon and tries
to explain the evolution of the main character and the author’s power in
observing it. L. Hémon, a brave traveller in the French regions of the North
America, is, at the same time, a writer opened to the dialogue between people
and languages. His last novel, Maria Chapdelaine, opens his perception to
the francophone world. The novel becomes a literary myth: for the French
Canadians, it deals with their national fight, for the French people, it
symbolizes the old France, based upon family and religion. In fact, all it’s
about a great novel, the action takes part in the middle of the old Canadian
forest, dealing with a special love story near Peribonka River.

KEYWORDS: francophone, novel of the land, the voices of the ancients

Louis Hémon, I’écrivain-voyageur qui a ceuvré beaucoup pour la langue francaise
et pour le dialogue des cultures entre les peuples, peut étre considéré le précurseur
anonyme de la politique francophone actuelle. Son dernier roman, Maria
Chapdelaine, a ouvert la perception d’un espace francophone, et son ceuvre entiére
illustre le désir de vivre dans sa langue, dans un véritable dialogue entre cultures.

A travers les années, Maria Chapdelaine deviendra un mythe littéraire : pour
les Canadiens frangais, ce roman illustre leur lutte pour la survivance nationale ;
pour les Frangais, ce méme roman symbolise I’ancienne France, celle fondée sur
les principes incontestables de la famille et de la religion. Il s’agit d’un roman
exceptionnel, d’une épopée simple et grandiose, pres de la forét québécoise qui sert
de cadre a une histoire spéciale d’amour aux bords glacés de la riviere Péribonka.

Dans Maria Chapdelaine, Hémon nous fait voir la fragilit¢ de ’homme face
a la nature, la précarité de la communauté francophone qu’il a vue et vécue.

L’héroine surprend le lecteur par sa volonté de rester au pays, de se sacrifier
pour ses ancétres pour que la nation francaise continue a exister dans ces contrées,
comme véritable résistance d’'une Amérique frangaise.

Tous les personnages de Louis Hémon symbolisent un univers multilingue,
pluriculturel, en pleine mutation : 1’abandon de la terre et I’émigration aux Etats-
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Unis de I’Amérique représentée par Lorenzo Surprenant, I’immigration ratée des
trois Frangais, la vente des terres paternelles par Frangois Paradis, le coureur de
bois, mais le seul personnage digne de I’amour de Maria.

Pourtant en France, dans une vision hexagonale et coloniale, le lecteur n’a
vu que le choix de Maria pour affirmer la fidélité a la famille, a la terre de ses
ancétres ou la résistance de la communauté francophone dans un pays dominé par
les Anglophones, en prophétisant le réveil national.

Lorsque la Révolution tranquille libére le Québec du joug de I’Eglise, les
lectures féministes reprochent & Louis Hémon de vouloir enfermer la femme a la
maison. D’autres 1’ont accusé d’avoir limité la littérature au roman de la terre.

Mais on peut dire que le roman Maria Chapdelaine' présente la vie d’une
jeune femme qui vit a Péribonka au début du XXe siécle. A travers son histoire,
I’auteur nous décrit le quotidien des cultivateurs et de leur famille en période de
colonisation, leurs tiches saisonniéres ou leurs conditions de vie. Maria doit se
marier. Trois prétendants se présentent : Frangois Paradis, un brave et beau coureur
des bois, Eutrope Gagnon, un modeste cultivateur de I’endroit et Lorenzo
Surprenant, un Canadien-frangais établi aux Etats-Unis. Finalement, Maria décide,
a la suite du décés de sa meére et de 1’écoute des voix de ses ancétres, de demeurer a
Péribonka et promet sa main a Eutrope pour le printemps suivant.

1. Le roman de la terre

A T’aide d’une intrigue amoureuse simple et au rythme de la linéarité des
saisons, le roman Maria Chapdelaine célébre la beauté apre des terres canadiennes,
les premieres années du XX-e siécle.

La premiere partie du récit met en jeu la description de quelques types de
paysans : le pére Chapdelaine, le défricheur plein d’énergie, Edwige Légaré,
I’homme qui peine infatigablement pour sa terre, Frangois Paradis, I’aventurier ami
des sauvages ; Eutrope Gagnon, le cultivateur raisonneur et patient, Lorenzo
Surprenant qui a vendu sa terre a des Francais attirés par le mirage des terres
vierges et qui part travailler aux Etats-Unis.

Aprés la fin tragique de Frangois Paradis, disparu dans la forét sauvage
canadienne qui ne pardonne jamais, /a seconde partie de la narration met 1’accent
sur le point de vue de Maria. L’écriture nous fait témoins du silence, de la pudeur
tendre et muette des Chapdelaine, qui ont enfin découvert le secret de leur fille, du
trouble paisible de la simple et franche Maria, celle qui détient le secret d’étre
Canadien-francais.

Mais le roman de Louis Hémon n’est pas un récit de passion romantique : le
sentiment qui lie Maria a Frangois suggere la communion des étres qui vivent dans
ces contrées et la terre canadienne. Selon 1’opinion du prétre du village, la jeune
fille ne doit pas faire injure aux forces de vie. Méme si elle n’oublie pas ’homme
qui I’a fait briler d’une flamme sacrée, aprés la mort de celui-ci, elle doit choisir
son destin : choisir entre deux amoureux et deux facons de vivre. L’intensité
dramatique s’accroit avec l’agonie de la meére et Maria entend, comme une
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révélation, « la voix du pays de Québec, qui était a moitié un chant de femme et a
moiti¢ un sermon de prétre » (p. 150). Elle appartient & un pays, a une terre
intangible, aux hommes de sa race, en un mot au Canada et a une langue qui est le
francais.

2. Les conflits

Roman de meeurs paysannes, Maria Chapdelaine a quelque chose du sens
aigu du drame paysan au début du XXe si¢cle. Mais Maria Chapdelaine est en
méme temps un roman d’analyse ou se manifestent, dans la structure et dans la
composition mémes, de trés grandes qualités d’écriture poétique.

Sous I’apparente monotonie de la vie familiale des Chapdelaine, Hémon
distingue trois conflits qu’il suit avec une remarquable finesse dans leur phase
explosive. Mais 1’auteur introduit un personnage toujours sombre, hostile a
I’homme — la forét canadienne.

Le premier conflit prend les formes d’une lutte accrue avec cette forét, a
laquelle I’homme doit arracher, petit & petit, la terre qui sera cultivée plus tard. La
lutte des défricheurs canadiens connait des pauses, des armistices, mais elle ne finit
jamais. Chaque année, chaque saison a sa propre lutte. Comme un véritable metteur
en sceéne, Hémon décrit les épisodes de cette lutte avec les broussailles, la haine
terrible des combattants qui ne perdent pas leur courage, qui continuent a croire
dans leurs forces, dans leur destin. De ce point de vue, Maria Chapdelaine
rassemble les éléments d’un roman historique, en décrivant les conditions dans
lesque