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Editorial

In the first volume of Swedish Journal of Romanian Studies we are
happy to welcome ten articles and two book reviews on Romanian language,
literature, culture and film, written either in English or Romanian, by
academics from various established universities. Literature section is well
represented by authors with affiliation to University of Bucharest, Bucharest
University of Economic Studies, The “A. Philippide” Institute of Romanian
Philology, lasi, West University of Timisoara and “1 Decembrie 1918
University of Alba lulia. The articles explore alluring and sensitive issues
such as censorship, identity, marginality, prophetism, adaptation or escape,
casting innovative visions on the works of canonical Romanian writers
(Mihail Sadoveanu, lonel Teodorenu, Mircea Eliade, Gabriel Liiceanu) and
on the creations of less explored artists (Tia Serbanescu, Liliana Corobca,
Henriette Yvonne Stahl, Catalin Dorian Florescu). Film section benefits from
the original insights of academics from Technical University of Civil
Engineering, Bucharest and Alexandru Ioan Cuza University of lasi, centring
mostly on contemporaneity, in interdisciplinary approaches: a documentary
by Sorin Iliesiu turns out a perfect ground for social semiotics and the
Romanian New Wave is decoded through the psychological and social
symbolism of colours. Thanks to “1 Decembrie 1918 University of Alba
lulia Cultural studies depict the realm of ethnology and sacred folk literature,
dissecting the metamorphosis of a deity from a prehistoric totem, due to the
masculine Dacian cults, into a demon with Semite elements, finally corrected
by Christian syncretism by its transformation into a legend. The same
university offers in the Linguistics section an interdisciplinary approach
which combines historical linguistics, semantics, pragmatics, lexicology,
lexicography, history and cultural studies in a suggestion for an alternate
etymological approach to a few words used to depict the realm of the
Dacians in a contemporary novel, a stylistic endeavour which may have
actually voiced the little-known substratum idiom. Owing to University of
Craiova and Lund University the Book reviews section approaches a Polish
exegesis to the philosophical anthropology of Mircea Eliade and a
presentation of a literary theory tome (comprising translation studies and
semiotic tackling) by Romulus Bucur.

Swedish Journal of Romanian Studies is published in collaboration
with “1 Decembrie 1918 University of Alba lulia, Romania and welcomes
contributions from scholars all over the world.
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Introduction for contributors to
Swedish Journal of Romanian Studies

Focus and Scope

Swedish Journal of Romanian Studies (Centre for Languages and
Literature, Lund University) publishes studies about Romanian language,
literature and film, as well as reviews of works within these fields. It
welcomes articles that focus on case studies, as well as methodological
and/or theoretical issues.

Swedish Journal of Romanian Studies is a new forum for scholars of
Romanian language, literature and film that sets and requires international
high quality standards. The journal accepts papers written in Romanian or
English, as well as in French and Italian.

Peer Review Process

SJRS has a two stage reviewing process. In the first stage, the articles
and studies submitted for publication need to pass the scrutiny of the
members of the editorial committee. The studies accepted in this stage are
then undergoing a double blind review procedure. The editorial committee
removes all information concerning the author and invites external scholars
(whose comments are paramount for the decision of accepting for
publication or not) to act as anonymous reviewers of the material. Neither
the identity of the author, nor that of the reviewer is disclosed. The
comments and recommendations of the anonymous reviewers are transmitted
to the authors.

Open Access Policy

This journal provides immediate open access to its content on the
principle that making research freely available to the public supports a
greater global exchange of knowledge.

Editors
Dr. Petra Bernardini, Director of Romanian Studies, Centre for Languages
and Literature, Lund University
Dr. Felix Nicolau, Centre for Languages and Literature, Lund University,
Sweden
Dr. Lucian Vasile Bagiu, “1 Decembrie 1918” University, Alba lulia,
Romania
Dr. Liviu Lutas, School of Languages, Linnaeus University
Dr. Gabriela Chiciudean, “1 Decembrie 1918 University, Alba lulia,
Romania
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Literature

TO WRITE OR NOT TO WRITE: CENSORSHIP
IN THE WOMAN IN THE PHOTO BY TIA SERBANESCU
AND A4 CENSOR’S NOTEBOOK BY LILIANA COROBCA

Monica MANOLACHI
University of Bucharest, Romania

e-mail: monicamanolachi@yahoo.com

Abstract: Censorship as a literary subject has sometimes been necessary in times
of change, as it may show how power imbalances influence, often very dramatically,
the production of and the access to knowledge. The woman in the photo: a diary,
1987-1989 by Tia Serbdanescu and A censor’s notebook by Liliana Corobca are two
books that deal with the issue of censorship in the 1980s (the former) and the 1970s
(the latter). Both writers tackle the problem from inside the ruling system, aiming at
authenticity in different ways. On the one hand, instead of writing a novel,
Tia Serbanescu kept a diary in which she contemplated the oppression and the
corruption of the time and their consequences on the freedom of thought, of
expression and of speech. She thoroughly described what she felt and thought about
her family, friends and other people she met, about books and their authors, in a
time when keeping a diary was hard and often perilous. On the other hand, using
the technique of the mise en abyme, Liliana Corobca begins from a fictitious
exchange of emails to eventually enter and explore the mind of a censor and reveal
what she thought and felt about the system, her co-workers, her boss, the books she
proofread and edited, their authors and the boundaries of her own identity.
Detailed examinations and performances of the relationship between writing and
censorship, the two books provide engaging, often tragi-comical, insights into the
psychological process of producing literary texts. The intention of this article is to
compare and contrast the two author’s perspectives on the act of writing and some
of its functions from four points of view: literary, cultural, social and political.

Key words: contemporary Romanian prose; censorship; life writing; Tia
Serbanescu; Liliana Corobca.

The Online Etymology Dictionary explains that censor comes from
Latin: “a severe judge, a rigid moralist, a censurer”, from censere “to assess,
appraise, value, judge, consider, recommend”, from PIE root *kens- “speak
solemnly, proclaim”. If a censor is someone who decides the way knowledge
circulates, a series of delicate questions appear, especially today when the
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internet has radically changed our approach to knowledge: Who can be a
censor and what qualities are needed? How objective or subjective is
censorship and what purposes does it serve?

Post-1989 research on the regime of censorship during Communism in
Romania has covered a series of its characteristics. The initiators Marian
Petcu and Adrian Marino were followed by a new generation of researchers
such as Mihaela Teodor, Liliana Corobca, Emilia Sercan, as well as others
who approach the existing vast archives from various perspectives. For
example, in his history of Romanian propaganda and censorship, Tiberiu
Troncota offers a concise chronology and a historical analysis of the
mechanisms that restricted basic freedoms between 1944 and 1989:

,,All these historical intervals had in common the same methods of
imposing the communist ideology: censorship, propaganda, the
manipulation of public opinion with the purpose of creating feelings of
culpability, repression and terror through the unique party and the
security services”. (Troncota 2006: 208)

Drawing on previous research published in Romanian, but also in
English or French, the historian explains the legal, administrative and the
political tools, including the 1965 Constitution, that deeply affected the
freedom of speech, freedom of expression and freedom of the press.

However, although the corpus related to the Romanian history of
communist censorship is quite large, little research has been published on
how women experienced censorship from within the system. Even though
there are several notable cases of women writers’ resistance and female
intellectuals’ opposition to the system, such as Ana Blandiana or Doina
Cornea or Nobel Prize winner Herta Mdiller, they represent rather exceptions
than parts of an open discussion. In an online interview given to writer
Laurentiu Ungureanu, novelist Gabriela Adamesteanu confirms the general
silence about how books used to be accepted for publication before 1989,
when she was both a writer and an editor:

,ZAuthors often complain that authors used to be censored, but not
many have talked about the pressure editors felt at the time. [...] They
moan about having pages and paragraphs edited out, but never
approach the stress of those who made the publication of the book,
however slashed, possible”. (Ungureanu 2013: para 23)

Her broad point of view reminds us that the relationship between

writers and editors is not always perfect, and that the phenomenon is not
specific to the epoch of 1945-1989 Romania.

Vol. 1 No 1 (2018)



The goal of this article is to familiarize the Anglophone readers with
literary topics connected with censorship, covered by two contemporary
women writers who write only in Romanian. The two works deal mainly
with the censorship of literature and have not been available in other
languages so far. Quoting, translating and commenting on fragments of these
books is part of the larger attempt to connect a national literature to the body
of world literature, because, “in order to become a true literature for the
world, Romanian literature should first learn to see itself as a literature of the
world” (Terian 2015: 11). Moreover, on the background of post-communist
literature, my proposal is part of what can be called an avant-garde
translational critique: literary criticism and literary history that partially
translates a corpus which has not yet been fully published in widely spoken
languages, with the purpose of presenting it to a wider audience.

From a historical point of view, the two decades invoked by Tia
Serbanescu’s and Liliana Corobca’s books represent the most totalitarian
parts of the communist regime, characterized by generalized state censorship
and intense propaganda. Although the institution of censorship, DGPT (the
General Directorate for Press and Prints), set up in 1949 and transformed
into the Committee for Press and Prints in 1975, was officially closed down
by Nicolae Ceausescu in 1977, the practice of control seemingly worsened
because its specialists continued to be active in other institutions: what used
to be administrative censorship performed by publishing houses became
invisible political suppression supervised by the leaders of the time through
CCES (the Council for Socialist Culture and Education), where many
censors had been transferred.

Writers experienced the phenomenon first-hand. For example, in an
interview given to Lidia Vianu, poet Maria Banus shared her impressions
about the moment when censorship was “closed down”: “The heads of the
dragon multiplied. The monster grew out of all proportion, diffuse, hard to
detect.” (Vianu 1998: 9) Two decades later, poet Ana Blandiana confirmed it
once again: “censorship was no longer an institution, it was a definition of
the epoch, unavoidable and hard to spot” (Blandiana 2017: 80). According to
mass media researcher Ilie Rad, “[Ceausescu] became popular abroad, as he
dissolved the institution of censorship, whereas every single written line,
every single film and every single radio program were actually rigorously
controlled.” (Rad 2005: 271) Undoubtedly, such measures had considerable
effects on the freedom of expression and, therefore, on the creative process,
with international consequences, as llie Rad (2005) further explains:

,» The production of cryptic and Aesopic literature led to the isolation of
the Romanian literature. The Western reader did not have the time and
the patience to beat their brains about deciphering the Aesopic

10
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language and the parables of the East, and the practice of reading
between the lines was not an exercise they could manage.” (277)

Moreover, Troncotd (2006) called attention to the fact that censorship
under Ceausescu had a “social filter” (183) which significantly worsened the
literary language itself, turning it into a language that did not and could not
take risks. In such conditions, writers apparently had two choices: to
collaborate or not to collaborate. However, as Lidia Vianu (1998) mentioned
in the introduction to her collection of interviews on literary censorship,
some writers were able to find the third path, ways out of the trapping
labyrinth: “And yet, slowly but surely, creative minds found ways to outwit
censorship. It required unusual energy, acquaintances in the right places, and
savoir faire.” (viii) Therefore, good literature of and about the epoch exists,
and it is the responsibility of the future generations of literary critics and
historians to revisit these authors who refrained from making compromises,
struggling to maintain that sheer authenticity, essential for any artistic
activity, or who approached the subject from new interesting angles. The
woman in the photo and A censor’s notebook are remarkable examples for
these two perspectives. Whereas the former was written before 1989 and
published only in 2002, offering the perspective of a woman journalist and
writer who experienced the restrictions of the regime first-hand, the latter is
mainly a work of fiction, based on extensive documentation and research,
made possible after the DGPT archive was declassified in the 2000s.

*

* %

Tia Serbanescu has been a journalist for most of her life. Her column
entitled Bref has become one of the most read pieces of news, in whichever
central paper it has been issued. Before 1989, she published four novels,
Balada celor rau iubiti (1973), Mai multe inele (1979), Muntele de pietate
(1983) and Cumparatorii (1985). After 1989, her autobiographical writings
came out as The woman in the photo: a diary, 1987-1989 (2002) and
Slamming the door (2016), a dialogue with journalist Cristian Patrasconiu.
The woman in the photo offers a glimpse into a married woman writer’s
struggle for projecting her own worldview, conceived at the border between
a native communicative inborn subjectivity and an oppressive socio-political
life.

When her diary was published, more than a decade after it had been
written, Tia Serbanescu (the pseudonym of Ecaterina Iftimie) wrote a half-
page introduction entitled “Instead of a novel”, in which she expressed her
constant wish of having published another novel — “the novel of an elderly
woman, who has died in a hotel room, in front of her roommates that came
for treatment too” (Serbanescu 2002: 29) — and some of the reasons why it

11
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had not happened. In fact, her endeavour resulted in a type of writing that
better reflects some of the problems of the time. Instead of fictionalizing
aspects that were already over-fictionalized by the state propaganda, her
book offers a type of autofiction that is more authentic because it dares to
expose uncomfortable truths.

The original book cover includes a blurred photo with the writer in the
foreground and a truck in a winter background. The truck, produced by the
ROMAN factory in Brasov, suggestively bears the brand name on its front
grill — a moniker which means ‘novel’ in Romanian. The picture illustrates
the journalist’s crisp sense of humour, which contrasts with the depth of the
accounts she chronicles: it is a subtle intersemiotic pun, based on the double
meaning of the word “industry” — on the one hand, a writer’s energy and
hard work, needed to create a new piece of writing; on the other hand, a type
of material production, car manufacturing in this case. The displacement
implied by the collage renders problematic the type of writing that The
woman in the photo is. Is it a diary, as the subtitle reads? Is it a novel, as a
detail on the cover photo indicates?

Some critics noticed “its common sense” and the fact that it is “an
alternative” (Cristea-Enache, 2002: 5). Others argued that Serbanescu’s diary
is “literature based on the declared impossibility of believing in literature”
(Luta 2002: 8). Moreover, instead of reading Serbanescu’s diary as such,
other critics considered it:

,,a very special novel, in which the author gives up dissimulation, to
appear on the stage and give clear directions, and to use the art of the
fragment, of the apparently disordered mosaic, hazardous as life itself,
which serves her as a very useful instrument.” (Petras 2002: 6)

Other reasons for which The woman in the photo has been appreciated
are the absence of resentment, the abundance of epiphanies, its black
humour, discretion and modesty, the portraits of numerous family members,
writers and critics, leaders and people of the time, and, last but not least,
subtle reflections on literature and the act of writing. Published at the
insistence of its editor, Adina Keneres, Serbanescu’s diary made critics ask:
“Where does the seduction of this book, in which her writer does not believe,
come from?”” (Marcu 2002: 7) Marcu suggests it is important to differentiate
between a diary and a non-fictional novel, because this is a sign that marks
the maturity of a literature. Although the critic prefers to call it a “non-
fictional novel”, Serbanescu’s constant play upon the difference between
writing a novel and writing a diary flags a shifting realm where the rapport
between reality and fiction is permanently and closely examined. The sign of
maturity Marcu identifies resides in the fact that Serbanescu proposes a

12
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literary category that better suits her spiritual and personal needs and is also
a broken mirror of the society. The writer’s reflective approach echoes the
introspective interwar literature, which she was familiar with, but goes
beyond it, given that she adapts it to the new social, cultural, political and
economic context, marked by total censorship and grinding poverty, and
later, when she publishes it, to the metamorphic decade of transition.

The volta of the book is the story of a “big error” she made during her
visit to East Germany in 1988, when she accompanied her son on a school
trip. In her bag she took one of her notebooks in which she had made notes
for a future novel, but which also contained commentaries about Ceausescu
and life under the communist regime. Obviously, she could not write
patriotic poetry as others did and could hardly go on with writing novels in
the same way as she used to. Her “big error” cost her the fact that the airport
security officers confiscated her agenda. After she returned to Bucharest, she
was accused of attempting to betray the country and was soon relocated to
the Documentation Department, which meant she could no longer publish
anything. The last section of the book, “Life as proofreading” — a nod to the
novel Viata ca o prada / Life as a prey by Marin Preda, one of her favourite
writers — describes her job as a proofreader for the 13 Decembrie printing
house, where she was relocated once again, because she had been disclosed
as being part of a group of journalists who wanted to print an illegal
newspaper, which actually was not true. Her diary ends with the grim setting
of the printing house, where she, however, finds inner strength to portray
many of her colleagues and describe their working conditions. Employed as
a proofreader among others, most of them apparently not really interested in
the books they proofread, she acted as an undercover writer, even though
Serbanescu keeps mentioning that she is not able to write “literature”.
Doubting about the kind of writing she does functions both as a form of
resistance, in a time when one could lose their job for using certain words or
for tackling subjects forbidden by the regime, and as a quest for other
possibilities, new forms of writing that can legitimate a suppressed
subjectivity.

After she describes the hard life of the family in which she was born,
compassionately portraying every family member in a realistic light,
Serbanescu makes a series of reflections on the mix of reality and fiction:
“These impure biographies my biography mingles with, on and off paper,
constitute an uncomfortable baggage. | have tried to get rid of it, but my
writing has inflated it so that it has become impossible to carry across the
pages.” (Serbanescu 2002: 29). Although the author confesses she has been
working on a novel that she has given up writing, she does not renounce
fiction when she states with a bit of irony: | would like to see a life free from
any lie in our contemporary world.” (30). What initially appears as modesty
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— since she admits she will probably not write a novel in the fashion novels
were written at the time — turns into an astute move that is closer to
autofiction. She is writing a diary when diaries are not allowed to be
published. She is aware that publishing it will not be possible. Therefore, it is
the result of an assumed marginality where authenticity, opinions of all
kinds, free thought, criticism and even self-reproach or self-mockery are
possible without severe consequences. For example, in November 1987, she
writes: “In fact, we are now going through the absence of literature.” (47) or:
“Everything is so strange that literature itself seems to have lost its tongue. It
is almost as if you don’t have anything to read in magazines and in books.”
(61). However, writing in solitude can still be freely performed, to test not
only the margins and the substance of the self, but also aesthetic boundaries
and what one can do with words. For a graduate of the Faculty of Letters,
University of Bucharest, and a professional journalist, such musings and
aspirations come naturally in a world that cultivates the freedom of thought
and speech, but 1987-1989 was a time when these were heavily regulated by
the state.

Keeping a diary, which she initially does not want to publish, allows
Tia Serbanescu to reflect without restrictions on the meaning of writing, on
the oppressive phenomenon of censorship and its effects, while still being
part of the system:

,,There isn’t only one form of censorship, but more: firstly, the inner
one, which forbids me to have access to my own intimacy; the second
forces me to keep silent about the others’ intimacy; eventually, the
third doesn’t give me a free hand to speak about what is happening
around us. If these repressive layers miraculously disappeared,
everybody would describe only atrocities.” (73).

She prefers to deal with censorship as a phenomenon, instead of
explaining what precisely is censored. Although she gives examples of
forbidden words, what makes her reflections appealing is how she tackles
such a sensitive subject. She is not among those who believe that censorship
is simply an undesirable condition that any writer abhors. Her reaction is not
to protest furiously, but to explore many other paths that others cannot see,
an attitude she clearly explains in the following fragment:

.| still believe that a genius, no matter how capricious or vicious,
performs a necessary intellectual censorship, which will almost always
keep vulgarity at bay or ignore it altogether. A genius — or at least a
real personality — will be expressive in their ‘falls’, but never
thoroughly mediocre, vulgar or ridiculous.” (138).

14
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Her point of view is very much in line with the metaphysical theory of
the “transcendent censorship” that Romanian philosopher and writer Lucian
Blaga published before the Second World War. According to Blaga (whose
work was censored in the 1950s), what he calls the “Great Anonymous” — a
metaphor of the creator of the world — accepts the act of censorship not
simply as an aspect of confidentiality, but as an act that occurs because of
“the unfathomable concern for the existential balance and growth” (Blaga
2003: 89). Blaga’s approach points out the necessary sense of responsibility
concerning the modality in which knowledge — he calls it “existential
mystery” — circulates on the relationship between the Great Anonymous and
the cognitive subject. The socio-political and editorial conditions in which
Tia Serbanescu wrote and published her diary determined this sense of
responsibility. The wisdom of her position resides in a leap of faith, in the
belief that language can still save the world, despite that the majority is blind
to its power:

,Words possess a purity which absorbs coarse meanings and they
become rather touching, as touching as the naked bodies of toddlers
who run freely on the beach, as naturally — and it is indeed natural — as
possible. [...] These naked toddlers are the words themselves.”
(Serbanescu 2002: 106-107)

She often explores self-censorship and its influence on how she
represents reality. She is especially concerned with the level of authenticity:

,,1 notice how many things I don’t deal with here, I feel my hesitations
when other aspects are at stake, | am trying to avoid all types of
‘troublesome’ stuff, although I know very well that this prevents any
confession from being true.” (63).

This is one of her recurrent concerns, which eventually leads her to
probe more deeply, to identify some of its underlying reasons:

»While writing these lines, | figure out how many things | shy away
from writing about. | am always careful to avoid certain subjects,
certain episodes and even certain words. | know that the phenomenon
has been analysed and psychoanalysed, and I don’t feel like lending my
name to it at all. As far as [ am concerned, there are things [ don’t write
about because | feel ashamed or superstitious; and there is another
category I don’t write about because I am afraid. Too many times, |
find out — sometimes from my own experience, sometimes from
others’ experience — that ‘you reap what you sow’ more often than
not.” (52)

15
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Therefore, writing a diary functions as a personal psychological
strategy of dealing with negative emotions brought about by surrounding
repressive factors. It is known that the 1980s was a time when public debates
and the voices of the civil society, as we understand them today, were almost
absent. Most intentions towards this aim, whenever they existed, were part of
the underground cultural movements. Taking a stand in public was
equivalent to social exclusion. One of the safest forms of literary expression
described as “drawer literature”, a diary was a solution that worked for Tia
Serbanescu, whose maternal instinct motivated her to stay away from
conflictual situations. She admits that showing heroism and adopting a
stance are far from the traits that describe her character:

,1 don’t feel the slightest prompt to become a martyr, all the more
because | have noticed that nothing is more prone to oblivion than
martyrs and that almost always there are lots of people who consider
them stupid. That’s why I have all the reasons to beware of anything
related to what is called attitude. I’'m afraid there is nobody to
appreciate something like that.” (78)

In these circumstances, self-censorship operates as a way of escaping
oblivion and of contributing to a type of cultural memory that germinates in
small autonomous private circles, rather than in the public space (already
overwhelmed by the state propaganda of the time). Although this process
occurred unofficially and was not even tolerated as an alternative, it
ultimately proved to be remarkable and substantial over the subsequent
decades.

Serbanescu sometimes wonders about the scope of her thoughts,
exploring dilemmas that open new windows:

,»1 suddenly ask myself what’s the meaning of these jottings. Is it only
a year in a woman’s life? But do all women live this way? I don’t
know anything about them except several things that we all know, but
this is not enough. Everyone has her own way of suffering. What for
one is vital means nothing for ten others.” (128)

The result is an increased consciousness of performing an important
act of hope and faith, an act that is out of the ordinary, exceptional, as is the
case with scapegoats. She questions the unilateral meanings of writing and
life, addressing thus the condition of women writers among other women
during Communism. Although the memoirist is not a declared feminist, her
attitude could be circumscribed to the second-wave feminism, preoccupied
with gender equality, as implied in the following fragment, in which the
publication of a book is associated with giving birth:
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,,Nobody listens to a young mother’s stories about the pains of giving
birth. Everybody wants to see if babies are alive, healthy and who they
take after. Everybody kisses the baby! Long live the baby! A mother
should keep quiet. Let the pains be and remain her secret. It’s no big
deal she had them. If it were up to her, she would have said no, of
course. Readers are curious neither about how you wrote the book nor
about how many years and what you sacrificed for that; at best, they
are interested only in the book. Birth stories are fascinating to other
writers in the same way as, in a maternity hospital, only mothers are
keen on knowing how other mothers gave birth. Out of solidarity, not
to gain experience, because, as there are no two births the same, there
are no all-purpose recipes for writing.” (176)

With this view, ground-breaking in Romania at the time, Serbanescu
makes a difference in how literature is produced, as she appropriates the
function of censorship as a strategy to protect her own worldview and
literary style. Her position on censorship is a far cry from the 2012 debate on
censorship between Nobel Prize winners Mo Yan and Herta Miller. The
former argued for the necessity of censorship, by comparing it with the
checks at airport security, whereas Herta Miller found his view “extremely
upsetting”. On the one hand, as we have seen, the check at airport security in
Bucharest was disastrous for Serbanescu, as she was downgraded soon after
she returned from Berlin, but it is also a key element of her diary. On the
other hand, her healthy sense of humour saves her in the bleakest situations.
“My capacity to enjoy what happens around me has reduced” (200), she
writes soon after she starts working as a documentarist in her new office, but
she begins the next paragraph with fabulous poetic black humour that
prefaces the description of the Kafkaesque atmosphere of 1988 Bucharest:
“I’m spending hours in an icy décor, like a packet of butter — ‘keep in a dark
cold place’...” (201) Therefore, administrative censorship at the airport is
one thing, which has to do with international affairs and migration, whereas
systemic censorship that makes one hate their mother tongue, their work
colleagues or the culture they are born into is something else. Whereas Herta
Miiller wrote about such issues as an exile, drawing on her own experience
of being censored, Serbanescu and others have had the ability to deal with
them from within the system, by diligently practising the exercise of
introspection inherited from the interwar Romanian writers such as Camil
Petrescu or Cella Serghi. Moreover, her reticence regarding a writer’s
success qualifies her as an intellectual oriented towards long-term inter-
generational cultural survival, subtly indicated by the dedication “to my
mother”: born in the countryside, she was adopted at the age of four,
therefore, she had two mothers. This ambivalence is essential to her book,
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which draws both on social realities and intellectual concerns, dealing both
with the thicket of politics and the healing force of literature.

*

* *

Published 30 years after Serbanescu wrote the first draft of her diary,
Liliana Corobca’s novel offers the other perspective: Filofteia Moldovean, a
woman censor who worked for DGPT in the 1970s. We are told that her
notebook is the only one that has survived, because the person responsible
for burning all these notebooks (considered classified information), Emilia
Codrescu, left for Germany in 1974 and managed to take it with her.
Apparently, the latter has the initiative of donating it more than two decades
later to the future Museum of Communism that is to be established
somewhere in Romania. For this goal, she exchanges several emails with
Liliana Corobca, who has turned into a character just for the metaliterary
beginning of the book. The subsequent chapters constitute Filofteia
Moldoveanu’s notebook: a reader’s notebook.

Liliana Corobca, a Romanian novelist born in the Republic of
Moldova, has previously published several studies about the communist
censorship, such as The book control: literary censorship during communist
Romania (2014), The institution of censorship in Romania (1949-1977)
(2014) and The expurgation of books in Romania. Documents (1944-1964)
(2011). All titles draw mainly on local archives, but also on international
research, aiming to place a national phenomenon in a larger context and to
reveal its depth, gravity and forms of manifestation in a comparative fashion.

In parallel with her research work, A censor’s notebook emerged as a
way to break new ground in addressing the difficult and sensitive subject of
brainwashing from a woman’s point of view. In an interview with Constantin
Pistea published on his blog, the author explains:

After all, with A censor’s notebook | wanted to fictionalize my desire
(obsession) to find such a real historical document. Such notebooks
existed, but they were destroyed. | hoped that not all of them had been
destroyed and that | would find at least one. The first reports about the
destruction of these notebooks date back from the 1960s. | went
through documents published over a span of 17 years, until 1977,
looking for something that could resemble a censor’s notebook, but I
couldn’t find anything of the sort. It is then when I decided to turn my
quest into fiction.” (Pistea 2017 : para 7)

Indeed, her novel is mainly a work of fiction from the beginning to the
end, although the text refers to some real names and historical events. Adrian
G. Romila (2017) describes it as “a story about the communist institution of
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censorship, during 1970s Romania, but it is also a novel about the
mechanisms that make literature possible, literature as a public discourse,
when free speech is impossible.” (7) Musing over the balance between
fiction and reality, critic Tudorel Urian (2017) invokes a series of real notes
and reports made by DGPT employees in the 1960s and 1970s, collected and
edited by researcher Dumitru Radu Mocanu, an aspect which, in fact,
supports the fictional character of Corobca’s novel: these notes and reports
are very dry, whereas the novelist offers significant insights into the
psychology of those who worked in the field. Undoubtedly, as Oana Purice
suggests,

,what Liliana Corobca does is to humanize an institution and to tone
down the way in which it functioned and which the archive documents
could only represent in broad strokes, without showing the people
behind them, those who eventually created the epoch that ended not
long ago.” (Purice 2017: 20)

Purice’s approach is in line with the view that censors became
“symbolic scarecrows” (Corobca 2014b: 17), an observation about the roles
of censors and editors in the system: sometimes editors and proofreaders
played more important roles for the final content of a book, but they were not
as responsible as the censors in case of errors.

Corobca’s imaginative and often ironic perspective is a step forward on
the path of seeing beyond the opacity of what many historians have been
entitled to call an oppressive system. In a culture that has demonized any
form of censorship over the past decades, her intra-diegetic narrative with a
homo-diegetic narrator — to follow the theory proposed by Gérard Genette
(1993) — is meant to cast light on the circulation of knowledge between
authors and censors and vice versa. With the choice of telling the story from
a censor’s point of view, Corobca charts “the strange progress of an
indoctrinated reader” (Romila 2017: 7), a view that is subtly dismantled
throughout the novel, given the combination of tongue-in-cheek wooden and
hybrid language, behaviorist descriptions, caricatural portrayals, metaphors
of writing, dramatic episodes, significant biographical details or extensive
monologues, which eventually reveals the interpretable fluidity of human
consciousness.

When the protagonist, Filofteia Moldovean, was an orphan student in
the third year at the Faculty of Philology in Bucharest, she was recruited to
work as a censor. Although everybody calls her Dina or Diana, her boss likes
to call her Filofteia, the name from her ID. She mocks at her given name by
turning it into a verb or by pluralizing it: “A symbolic name for a censor. All
our women censors should filofty. What kind of censors are these: Dorina,
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Ioana, Cristina, Stela, Carmen? No! We want only Filofteias!” (Corobca
2017: 108) The name choice is not arbitrary, as it has at least two opposing
meanings for the Romanian reader. On the one hand, Saint Filofteia,
celebrated by the Orthodox Church, lived in the thirteenth century on what is
now the territory of Bulgaria, died when she was only 12 years old and was
buried at the Royal Court in Curtea de Arges, Romania. Her name comes
from the Greek words @ilia (philia, ‘love’) and 0g6¢ (theos, ‘God’), the same
as Theophilus. On the other hand, the name (Saint) Filofteia has been used
pejoratively before and after 1989 to designate someone that has too
idealistic and purist moral standards. Her family name, Moldovean, may be
an allusion to the writer’s country of origin. Therefore, the protagonist’s
name is intended to inform on moral dilemmas, to spur debates about
cultural purity and hybridity among those who are involved in the process of
knowledge production, but also to subtly parody the act of writing and
editing literature.

At first, as shown in the chapter “Justified interventions”, Filofteia
makes notes related more or less to her specific job: forbidden words,
themes, motifs and attitudes; whole fragments she needs to correct and is not
sure how; anecdotes about people who work in the system; hesitations, angry
commentaries, humorous irony, disgust; reflections on the roles of censors,
political censors, proofreaders, authors, writers, critics and their tense
relationships; her two colleagues (one sexier, the other shyer) and Zuki (from
Zukermann), her boss etc. At some point, she concludes: “I feel I can express
myself better and better.” (47) Thus, the author reminds us that working with
texts extensively is a condition to become a better writer. However, the
author and the narrator may have different opinions regarding, for example,
the legitimacy of the narrative subject, as Filofteia’s reflection shows:
“Writers as characters should be forbidden. When the great novelist does not
have what (who) to write about, he fills his book with writers. The working
people do not need writers.” (67) The radical disjunction between author and
narrator/character, which goes together with the opposition between writer
and worker, points out the ideological mindset of the time related to what
and who was allowed to be represented in literature and the arts, when the
political directives exaggerated the role of the working class.

In contrast with Filofteia, Rosa is the sexy censor who works on poets’
manuscripts and is the shrewd courtesan of the institution. In fact, she
represents what censorship is not: excessive freedom, permission and
encouragement. Bawdy and up to all the fiddles, she explains what good and
bad poets mean to her:

,»The best writers don’t need the best censors (she pronounces it softly,
using flattery, like a fox that wants to get the raven’s cheese). Good
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poets are as good as — if not better than — us (sometimes); otherwise
they wouldn’t be where they are, and they wouldn’t enjoy what they
enjoy. The party offers a chance to the stupid, because it’s generous
with the literates. Censors are needed only in the latter’s case, to save
parts of their works...” (116)

On the one hand, what is significant here is that the narrator sees in
censorship an essential skill which both censors and poets share
“(sometimes)”, that both poetry and morality are shaped by rules and laws,
and that those who fail to perceive them or are not strong enough to be the
ones who set them might fall under the censoring pressure. In this sense,
Lidia Vianu reached a similar conclusion:

,,Censorship brought one good thing to literature: as Paul Valéry used
to say, any obstacle in front of creation is a true sun. Not being able to
say what you think was an excellent school of poetic indirectness,
creating its devious writers and its eager readers who were always
ready to probe between the lines.” (Vianu 1998: x)

Unfortunately, not all those whose work was published at the time
were real creative spirits. On the other hand, Filofteia’s sly counterpart
symbolizes the exclusivist approach to censorship that eventually resulted in
anomalous self-censorship (uninspired authors who wanted to publish books
at any cost) and Aesopic language (which meant both the courage to say it,
but also the fear of saying it).

At the end of chapter “Office Number Two: Literature”, Zuki gives
Filofteia an informal lecture about the history of censorship in Europe, while
she is making notes. When he illustrates it with the cases of Flaubert and
Baudelaire, he notices she has misspelled their names: “Is this how you spell
them? Flober and Bodler? And you told me you studied French. | was sure,
comrade Moldovean, that you couldn’t spell them correctly. F-l-a-u-b-e-r-t
and B-a-u-d-e-l-a-i-r-e...” (Corobca 2017: 141) At this point in the novel, the
gap between author and narrator is huge and only a comic and dangerously
narrow suspension bridge, concealed in the clouds of imagination, can
connect them. The episode incriminates linguistic hybridization, while siding
with a type of cultural purity that Filofteia finds foreign. The novice censor
has her own understanding of purity, backed by an ideology that defends
work and rejects destruction: “Of course, it’s easier to burn the book and its
author than correct its mistakes and impurities! Savage!” (142) However, her
ironic outlook aims at nuancing the meaning of work and its purpose. The
work-life balance is further inflected with the concept of gender, when the
narrator makes a comparison between the situation of male and female
censors, in terms of marital status:
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,»For many, our institution is a kind of hell, a criminal and despicable
activity. Lots of men hate our institution and are afraid of us. As a
matter of fact, they are educated men, graduates with a job, good men
in general, but they hate us for the sake of principle, without really
knowing what we do, as they are not curious about it at all. It’s hard to
find engineers or physicians who wouldn’t know or care about it, when
we tell them that we work at the Directorate for Press. In general, we
don’t meet suitable men because we don’t have the time to go farther
than Casa Scénteii, where our offices are. Whereas we are dying of
solitude, being more than 25 years old and getting tragically closer to
30, our men find women in a second, I mean, very quickly. Even
though their darlings find out who their husbands are and where they
work, they don’t run away from our colleagues, they don’t leave them,
they are not afraid that they are censors. It’s not fair...” (159)

Filofteia’s complaint, meant to remain unspoken, might resemble
Bridget Jones’s Diary, given that she often fantasizes about her boss and
worries about being single. However, Corobca’s book is not chick lit,
because it has more social, economic, political and historical implications.
Filofteia may also be seen as a Rosie the Riveter of the publishing industry
during Communism, considering that she takes a job usually performed by
men, in a field that becomes more productive than before, and more and
more important for the state propaganda. She is a cultural riveter, who
performs her tasks following a political ideology intended to cultivate a
working-class audience. She is so much engrossed in the manuscripts, that
she cannot figure out to what extent she is partly responsible for the gender
imbalance she mentions in her notebook.

After years of initiation, training and assiduous work, she becomes an
expert in censoring novels and is moved to the import-export department.
Although her horizon widens, she has also access to a list of themes that are
not recommended to be imported. One of her new colleagues informs her
about the rules applied in the new department: “In fact, no book corresponds
to our socialist standard.” (199). She writes extensive reports about imported
titles, which she invariably does not recommend. “Who is this
Solzhenitsyn?” (221) she wonders in despair. The import-export department
is where she learns how censorship functions in African countries and in
Latin America, and where she reads obscene literature that she always
rejects. Her international experience of reading foreign books that are to be
translated — she has improved her knowledge of foreign languages
meanwhile — makes her call her boss from Zaharescu and Zucherescu to
Zaharov, Zukerberg and Zukerstern, ethnic variations that allude to the sugar
daddies of any political regime. It also functions as a psychological threshold
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and a form of resistance, a way to “remain dignified, all your values intact”
(228), after reading literature emerged in societies with another matrix.
When Zuki moves to the Council for Socialist Culture and Education and
promises to promote her as the boss of the department, her perception of
censorship reaches another level. She views it not merely as a duty, but as a
transformative process of purification:

At first, censorship smells bad, it stinks, if your stomach is too
sensitive, you may get into trouble, then the miasmas calm down, the
niff fades away, disappears slowly, censorship becomes inodorous, as
it goes higher and farther, becomes more seraphic and aerial, subtle,
ethereal, almost transparent, until its twinkling shadow starts to smell
of roses. It’s a long way down the road. Wild rose.” (245)

Nonetheless, what exactly the object of purification is becomes
concealed, mysterious: besides being the shadow of a text, censorship can
also be a purpose in itself. Censorship for the sake of censorship unusually
competes with art for the sake of art. The metaphor of the wild rose recalls
the old controversial relationship between beauty, morality and freedom,
with the consequence that beauty requires some sort of censorship. “We are
the biggest secret. A secret in a secret in a secret in a secret, like
matryoshkas, one hidden within the other...” (245). Such reflections are
interpretable in many ways, they do not simply refer to political or literary
censorship, as a first reading would suggest. In this way, the author gradually
intervenes and changes the protagonist’s destiny, until she becomes aware
that, when censoring others, she also censors herself. Eventually, she
imposes restrictions not only on her freedom of speech and expression, but
also on her own existence.

The moment when she begins to contemplate the condition of gifted
people — “Geniuses are unhappy by definition. That’s how we can bear them.
Gifted, but an alcoholic. Beautiful, but not married. A talented girl, but ugly
and hunched. Then, yes, we can love them!” (171) — or when she becomes
aware of the restrictions censors must cope with — “officially, we are not
allowed to publish anything, not even under a pen name, not even a book
review” (192) — or when she explores the condition of writing — “The
intention to write a novel already contains in itself a certain subversive
potential.” (202) — the narrator finds herself on the path of becoming an
author. “I cannot find any book that resembles my life, I cannot find any
poem that expresses my feelings. Why then so much literature?” (278) — this
is the dilemma that motivates her to switch to writing about her rural family
background and the circumstances that caused her to become an orphan and
eventually a divorced woman and a mother that had to give up her child to
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complete her education and have a job in the city. Loss is so heavy that it
haunts her life in different forms. She dreams she is reading a book about her
life, written by her ex-husband’s second wife, a hint about the loss of a
normal, traditional social existence. She dreams that her dead mother
embraces her, one of the most troubling experiences of loss most people may
feel. She enters an empty church where all saints, tearing pages from holy
books, look like censors, an allusion to the totalitarian character of the
communist regime that meant the decline of the religious faith and the rise of
political manipulation. She even has a vision about the future of her
notebook: “the only reader of this notebook will be the fire from the paper
factory or the shredder” (320). With these examples, loss operates
throughout the novel as a function that shows what a censor is not rather than
what a censor is, a strategy that seems to have absorbed the demonization of
the censoring subject. After gradually exorcizing the censoring subject, the
narrator explores the boundaries of her consciousness and her own madness,
to eventually put forward statements that reveal a powerful position: “What
is censorship? What does censorship mean? A privileged reading, when you
can change whatever you don’t like. [...] I, the censor, am the referee of all
battles, sentimental or ideological, strategic or contextual.” (337). In this
point, author and narrator are very close to each other, but they are, of
course, not identical, generating a tension that is one of the keys to
Corobca’s novel.

Ultimately, Filofteia seems to be a tragi-comic character, a victim of
the regime. She writes a notebook that nobody will read. She is an unusual
writer, whose will is totally dominated by the institution she works for, a
narrator who must not become an author. She conforms to the rules of the
regime, but she also defies them or tries to escape them by making
digressions in her notebook. Self-censorship is maximum. However, the fact
that Corobca presents her intellectual adventures in an ironic key is in line
with the view put forward by researcher loana Macrea-Toma (2009) in
Privilighentsia..., a study which demonstrates the Romanian writers’
tendency to adapt to the Communist regime rather than to become its
victims, especially due to economic reasons, a piece of truth that might be
hard to accept. Corobca’s carnivalesque approach is meant to smash the
binomial to collaborate versus to rebel, as the author is always on the
narrator’s shoulder, now empathizing with her, now mocking at her
condition. After all, the mysterious international perspective she proposes at
the beginning is more suitable to the contemporary readership, marked by
migration and diasporic subjectivities. Corobca’s metaliterary experiment is
based on her previous research collected in The character of the Romanian
interwar novel (2003), in which she focused on topics such as: character and
language, what characters read, and what characters write. Her novel
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combines the introspective nature of the interwar literature with the
internalization of interdictions specific to the post-war decades, to reveal the
transgressive energy of a censor’s consciousness and suppressed creativity.

In conclusion, although the two books are grounded in the same
phenomenon, they offer stories from different historical decades of the
communist era. The two protagonists propose first-person accounts of similar
chronotopes: both work in Bucharest, one as a journalist and writer, the other
as a literary censor, and their career paths are marked by dramatic changes.
Their personal stories see the public light of day decades after they wrote
their first impressions in their notebooks. However, whereas Tia
Serbanescu’s diary still had some remote chances to be published in an
indefinite future, Filofteia Moldovean’s notebook was practically meant to
be burnt. In both cases, the temporal factor plays significant roles: the
content of each book refers to past events and reflections, with indirect
implications for the present. Their retrospective character facilitates the
contemporary dialogue on a timeless topic, given that the conflictual charge
of their contents is softer in the present than it would have been when they
were laid down on paper. Whereas Serbanescu offers a slightly rewritten
account of her experience, in which the author, the narrator and the
protagonist coincide, using a style that aims at authenticity, Corobca
puppeteers these categories, using contrapuntal techniques, to create interest
in and balance about a sensitive topic. Both writers remind readers that
censorship is inherent to any form of written composition, to art in general,
that there are rules, which yet may change from one epoch to another, so that
they can better express its ethos, conflicts and resolutions. They also show
how censorship risks to become oppressive when political rulers fail to serve
the society, in both quantitative and qualitative terms.

Each book represents a woman’s postmodern perspective on the
surrounding world, on the Romanian communist society in particular, and on
women’s role in producing knowledge, in mediating between centres of
power and the civil society, in an epoch when the economy and culture were
strictly regulated by the state. Moreover, the use of the first-person singular
narrative — “The truth is what [ am creating and in which I believe, here and
now” (301) — functions both as a reaction to the uniform state policy of the
time and as a reminder to the future readers that the reconfiguration of key
individual subjectivities is necessary in times of massive manipulation.

The essential aspect of this article has been to convey the idea that
there should be a balance as to how literary censorship is conceived. Neither
abusing it nor abolishing it works. On the one hand, if writers complain
about it, the causes might be more complex than it seems: political,
economic, social, religious, educational, aesthetic etc. Censors are human
beings and they work following established rules, which depend on certain

25
Vol. 1 No 1 (2018)



criteria selected by a limited number of individuals. On the other hand, we
have seen that censorship can function as an incentive, it can be a source of
motivation. Instead of fearing it altogether, a better approach would be to
study it from different perspectives and in different contexts. For example,
Corobca (2014a) lists a series of possible approaches such as legal,
ecclesiastic, historical, political, linguistic, sociologic, literary and
psychoanalytical. If the two selected women writers have found the way to
the reader’s heart with such a topic, then censorship, like freedom, may not
be such a deadly instrument if used wisely.
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Abstract. Remarked from her very first book, Voica (published in 1924), and up to
her last novel Le Téemoin de [’éternité, printed first in France in 1975 and translated
into Romanian in 1995, Henriette Yvonne Stahl turned from a promising female
writer into a unique voice in the inter-and post-war literary life in Romania.

Starting from Rimbaud’s illuminating pensée “Love has to be reinvented”
(Felman 2007: 5), this paper aims to explore the identity of females in My Brother,
the Man, drawing on identity and trauma as devised by Penny Brown (1992), Cathy
Caruth (1995 and 1996), Shoshana Felman and Dori Laub (1992). In addition, the
mixture of memory and narrative covers types of talk fiction (Kakandes 2005), the
shift of focus from the subject of remembrance to the mode it takes place (Anne
Whitehead 2009), and Beata Pigtek who looks at how narratives impact readers
(2014).

Are the main characters engulfed in a dense life texture able to explore their
personal dilemmas, difficult choices and detach from the flux of their own passions
and desires? Or are they going to fall victims to their own inability of
understanding the meaning of life, paralleled by the lack of vision and humanity
manifested by secondary characters? Both male and female characters display a
dominant profile, their actions and inner voices are marked by subtle or abrupt
shifts, meant to stimulate a noticeable response from those they love or hate. The
omniscient narrator employs a vast repertoire of techniques, meant to nuance egos
and changes, moving from a classically-structured narrative to a detective story
supporting inner monologues and deepened psychological impasses, occasionally
bringing fictional personae closer to realist and existentialist fiction.

Key-words: Henriette Yvonne Stahl, identity, womanhood, trauma, love, death.
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Introduction

Born in France into a family with German and French roots, a drastic
medical verdict of a “non-viable” child (Cristea 1996: 211)! will mark
Henriette Yvonne Stahl’s (1900-1984) fragile constitution all her life.
Educated at home in Romania where her family settles in 1901, Stahl studies
drama in Bucharest (1925), meets prominent Romanian intellectuals before
and while married to poet lon Vinea and starts publishing her own volumes.
In the 60s, she experiences the persecution of the communist system when
her second husband, novelist Petru Dumitriu, flees the regime, but she later
continues to write and translate. In the 70s and the 80s she becomes
interested in Indian spirituality, as her unusual volume of confessions Le
témoin de [’éternité (Stahl 1975) shows.

In Romanian fiction, feminine voices emerged slowly and quite rarely
in the decades preceding World War 1l. Recent contributions examining the
first half of the twentieth century and works by Henriette Yvonne Stahl
appear in Nachescu (2008) and Filote (Panait) (2014), who look at female
writers who stepped outside conventional, patriarchal views and themes.
Balaj (2009; 2013) endorses the novelist’s presence as a ‘case’ in Romanian
literature, by comparing Stahl’s fiction to her autobiographical confession,
triggered and published by Mihaela Cristea (1996). Other contributors
explore instances of femininity in her writing (Nagy 2014) or reflect on
Stahl’s place in the literary arena, as well as her focus on a person’s life
journey, and the inter-war literary celebrities’ interest for her personality, to
the point that she is taken as a model for other writers (Mihdilda 2013).
Mihaila (2004) also discusses Stahl’s interest in Oriental spirituality. The
fluctuating political, social and literary environment of the epoch was
carefully researched by Burta-Cernat, who, drawing on Julia Kristeva,
believes that the inter-war decades allowed a certain ‘feminization’ (2011:
35). Cretu (2013) covers in detail Stahl’s prose on drug-addiction versus
elements extracted from her autobiography, including her first marriage, and
continues his critical reflections on the influence of narcotics on femininity
and imagination. In her article about George Calinescu’s contribution to
literary criticism, Wachter presents the critic’s view as a major contribution
to the analysis and discussion of Stahl’s fiction (2011: 177).

In About the Reality of Illusion: Talking to Henriette Yvonne Stahl,
Cristea decodes Stahl’s style of framing events and characters, taken from
the historical reality of her youth and adulthood, for a new complex

L All quotations from references in Romanian were translated into English by the author of
the article.
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imaginary canvas. The result depends on her intense effort to grasp new
meanings of life, to the extent that Stahl admitted her own bewilderment
about her prose, distanced from the initial reality: “The mixture between
reality and fiction is so amalgamated in everything | have authored that, after
completing a novel, | happened not to realize how things really occurred.
Fantasy became real and | saw reality through an absolutely personal prism
of sensitivity and power of understanding” (1996: 22). The way Stahl leads
her characters to delve into unthinkable possibilities, to occasionally feel the
depth of an emotional abyss, and to struggle with their own nature was
unique in the inter-war literary arena. In an article from 2009, Balaj
compares Stahl’s memoir (Le Témoin de [’Eternité) and her fictional
universe, covering Voica (1924), Aunt Matilda (1931), The Star of Slaves
(1934), Between Day and Night (1941), My Brother, the Man (1965), and
The Pontiff (1972). Balaj analyzes Stahl’s testimony against her rapport with
literary critics of the time, her early formation and experience on stage, as
well as her expression in fiction, highlighting the reading of her life based on
memories and consuming personal relationships. In addition, Brown sees “a
strongly autobiographical strain in female-authored novels” (1992: 8), which
validates the writer’s own vision and testimony presented in About the
Reality of Illusion (Cristea 1996).

To understand the connections between Stahl’s works and the cultural
concepts embedded in her writing, this analysis starts from a view on
memory expressed by Dori Laub: memory as a process and a struggle, based
on witnessing events and reporting them in an oral or written format. Such a
testimony validates, for an outsider, the reality of that experience and
supports the struggle of the witness “to tell and to be heard” (1995: 63). In
Stahl’s case, fiction helps detailing intense psychological, sometimes
traumatic, conflicts, in which both female and male characters move along or
against their individual wishes and where their thoughts intertwine with
actions in an either favourable or dispiriting sequence. According to Rudman
and Glick, such emotional convulsions, impasses and indecisions are
substantially attributable to one’s “gender scheme” (2008: 9), which shapes
close relationships and supports or obstructs actions undertaken by the main
characters.

Considering memory as an imprint, a fragile screen on which its holder
activates, deletes and resuscitates immaterial bodies, Anne Whitehead (2009)
continues the debate on memory as a particular type of narrative, a
psychological genre allowing an ongoing transformation. Drawing on her
ideas, Richard Terdiman refers to “individual subjectivity” as the point that
“is overwhelmed by the presence of the past and comes to seem dominated,
indeed possessed by it” (1993: 84). Based on this perspective, the impact of
memories and how perceptions shape one’s actions towards the others is
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applicable to the four main characters in the novel under analysis: Olimpia
(Pia), Adina Anestin, Gabriel and Matei Ventura.

The conceptual frame of this exploration benefits from the distinction
made by Irene Kakandes between four main forms of talk fiction
(storytelling, testimony, apostrophe and interactivity), when she inspects
how narratives influence readers (2001: 1-2). According to Piagtek, Kakandes
thus widens the debate around oral versus written types of expression and
interaction and her study acknowledges “that the recovery of the victim
involves overcoming silence and withdrawal to witness to what happened”
(2014: 42), which is the case of Matei Ventura’s change. This perspective is
complemented by the way Caruth deals with the “wound” as a condition that
contributes to building a narrative, an idea that supports the examination of
Stahl’s novel, which could be read as “a breach in the mind’s experience of
time, self and the world” (1996: 4), further detailed below.

Waiting, Longing and Failing: Attributes of Femininity

Women’s fiction has a tumultuous and rather uneven history, both in
(post)colonial and (post)communist studies. In her research dedicated to
understanding the role of women in contemporary fiction written by women,
Brown notes that the expectations and behaviour of individuals of one’s
social group strongly impacts “the internalising of these expectations [which]
are often seen as a far greater obstacle than mere lack of opportunity” (1992:
6). For Brown, dilemmas familiar to a middle-class social background
inevitably express the obsessions “with respectability and status” (6).

Represented through the actions and words of her heroes, Stahl’s voice
as a promising writer is accentuated by the revelation of Sandra Ventura’s
constant waiting in My Brother, the Man (1989), first published in 1965. The
upper-class heroine continues to wait for her friend, Camil Tomescu, once a
lover, to visit and boost her constantly low morale. The status of her inner
life and unfulfilled expectations is suggestively explained by Stahl’s glimpse
into her relationship with her first husband (the writer lon Vinea) in the
interview taken by Cristea:

“From the first chapter of this novel, what Sandra Ventura does is to
wait. She waits for Camil Tomescu. She is dying waiting for him. | do
admit that with Sandra’s waiting I described my own waiting. Camil
Tomescu, that talentless and failed poet, sexually obsessed, is a minor
revenge for my waiting. It is a fact-driven rather than hate-driven
revenge. | am glad to provide this example, because it clarifies the
occasions one author has to transfigure, minimize or exalt one’s
experience” (1996: 181).
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Two sets of conflicting personalities dominate the narrative. One is the
pair Matei Ventura and Gabriel Ventura, Sandra’s two sons. The former is
the dark masculine incarnation of will, consistency of actions and dedication
to others’ well-being as a physician, whereas the latter, his younger brother,
blonde, chaotic, apparently angelic, actually spoiled, is unable to control his
impulses and discipline his life. However, Gabriel appears to have inherited
from his mother a certain inability to manage his actions and find meaning in
his life. This masculine binomial has a feminine counterpart in Adina
Anestin and Pia Anestin, their relatives and childhood friends: the beautiful,
sensitive and musical Adina thinks that Pia, her sister and protector, really
cares for her, supporting her career as a singer. In fact, Pia’s jealousy of her
sister, whom she thinks is infatuated with Gabriel, eventually makes her
poison Adina, while Matei and Gabriel are both suspects and accused of
murder. Gabriel’s temporary stand as a criminal before the judicial
authorities switches from suspicion to guilt, after Matei declares that he had
committed the murder. Hospitalised for her hallucinations, Pia later thinks
that she can pursue her happiness with Gabriel and recovers from delirium.
Her failure to find fulfilment in a close relationship with the young fair-
haired man leads to her late confession of how her hate against Adina
resulted in her act of poisoning her eternally rivaling sister and in her
subsequent suicide. Drawing on the perspective put forward by Brown
(1992), the structure of the novel indicates that Stahl joins the group of
female writers increasingly concerned with the development of their
protagonists, their inner conflicts and the conflicts with members of their
social groups and the wider community.

Waiting for the other is a permanent status quo for the main characters:
Sandra Ventura waits for Camil Tomescu all her life; she divides her energy
between waiting for him and taking care of Gabriel. Sandra’s personality is
far from the energy embodied by her disciplined elder son. Pia is also a quiet,
solitary figure, criticized by Mira for her inability to lead her life
independently. Although aware of her longing, Sandra feels resigned to her
fate: “Still, it is better to have somebody rather than nobody to wait for”
(Stahl 1989: 80). For Pia, waiting is not an issue about time. Her devotion to
Adina is a means to fulfil her life, and when she discovers Gabriel, she sees a
new opening, away from her permanent assistance to Adina. After the
funeral, when the Venturas and the Anestin sisters are invited to the
Tomescus’, Pia’s inner and quiet reflection casts light over her growing
anxiety: “Pia suddenly understood that since the previous day, when she had
fallen in love with Gabriel, she had done nothing else but chase him, look for
him, wait in vain, that she had been in a state of mind that could not last
longer” (85). Waiting thus relates to promising anticipation, a certain moral
obligation to re-inspect the past (Whitehead 2009: 72) and the way
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protagonists plan or fail to unite their life with another being. Matei refers to
this expectation in his desolate reflection, when the beloved other has a
different agenda:

“Camil was together with Mira, but who was ‘together’ with him? (...)
That very morning, this girl was in his arms, he had kissed her, she had
told him that it was easy to be happy. Had he wished, she would have
been his. Trust? Frivolity? Anyway, they could have been ‘together’!
But how to be ‘together’ with someone, when you’re yourself a fraud,
when you don’t stand yourself?

On her side, Pia, intoxicated with wine, thought: ‘together’, hear,
what a word! ‘Together’, Oh! But I must by no means be ‘together’
with Adina! If | could separate from Adina! If | could stop seeing her!
Stop bringing her in front of my eyes! | know that she is no more! And
then... to be ‘together’ with Gabriel! Together... Together with him!”
(Stahl 1989: 88).

The feminine figures of the story stand for variations of femininity and
identity marked by trauma and self-(dis)illusionment. Sandra Ventura is the
loving, yet inactive, wife and mother, extremely subjective about her two
sons. Adina and Pia display a high temperamental opposition: a highly
talented singer, longing for authentic love, versus a silent, dark, often sinister
female presence. Mira Tomescu represents the mignone, the constantly
hyperactive woman, lacking durable relationships with those around her, as
she is too centred on acting as the silent owner and apparently imposante
patron of her brother’s domestic and romantic affairs. Guided by
conventionalism, she has no interest or willingness to engage with others, in
line with similar female protagonists in Mary Sinclair’s prose about whom
Brown remarks: “the absurdity of the pretensions which are to become the
mainstay of [their] existence” (1992: 41). Despite her typical gloves,
ridiculous hats and conventional small talk, Mira claims to hold the secret of
Adina’s murder. Unlike other characters, she has a unique intuition which
escapes the police and the interrogation of magistrates. She is the only
character that combines a detective’s flair with sheer misjudgement. Mira
makes this hunch known to her brother only: “Listen to me, Camil dear, Pia
is the murderer. Pia killed Adina. And I knew she would do it!” and
continues: “But obviously, Pia is evil, evil, daft and now stone mad” (Stahl
1989: 163). However, she also voices a series of false deductions, which,
despite their absurdity, strongly influence other characters’ emotions and
actions. At first, she tells Adina that Pia has fallen in love with Matei. Then,
she informs Camil that Pia is after Matei, justifying it by an apparently moral
resemblance based on strong will and detectable obstinacy: “Yes, dear! The
two monsters have met each other” (122). She presents the quartet amoureux
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as follows: “Both girls, namely Adina and Pia, have fallen in love with
Matei, and both boys, namely Matei and Gabriel, are in love with Adina. As
far as I know them, this will end up in drama” (122). Mira’s intention to
please Gabriel and Adina, when observing a certain resemblance between
Matei and Pia in terms of isolation and inflexibility, turns her into a gaffeuse:
“Let’s get them married” (110) she tells Gabriel, referring to Matei and Pia.
She thus implies that a marriage between Matei and Pia could support the
younger brother’s independence.

She does not keep her suppositions only to herself and her brother. In a
constant effort to prove her bright intellect, she tells Adina that Pia is after
Matei, but Adina is, in this respect, as inert as Sandra, and takes no further
action. Moreover, Mira tells the judges, after Adina is murdered, that she
thinks Sandra Ventura was but “an unnatural mother”, claiming that she
loved her sons “too much” (167), and that she, Sandra, is the moral author of
the murder. Therefore, Mira joins the set of female characters, including
Sandra and Pia, who are torn between the desire to tell what they hold as
their truths, and the impossibility of telling them, because of what Laub calls
a “self-inflicted emotional imprisonment [where] she found herself
surrounded by hatred and disdain” (1995: 64). In reality, the environment
Mira creates for Camil and her complicity to her brother’s affaires express
her long-term frustration generated by her fiasco of her wedding night:
“Shall I be like all your stupid women and let myself be disdained by other
men? One was more than enough!” (Stahl 1989: 82) she exclaims in one of
their confidences to Camil. Later, however, she finally discloses her
vindictive attitude to men: years before, after her wedding, she had initially
faithfully waited for her husband to come to her bed. Her waiting turned into
utter bitterness and hatred when she realized that her husband was at that
moment more interested in a game of billiards than in her. At that moment,
Mira expressed her rejection of masculine superiority by actually pouring
gasoline on herself and denying her husband the belated yet legal access to
the consummation of their marriage. With a conclusive statement, “he had
married my fortune, not myself” (123), Mira places herself in opposition to
Sandra and decides to fight back against all males except Camil, who feeds
her ambition for la vie mondaine and her financial comfort. Later, after
Adina dies, Mira fights her own ambition to reject male intellectual
superiority at the court hearing, when she almost succumbs to her self-
assumed intellectual ability. This is the moment when she can demonstrate
her brilliance in front of the judges, the ultimate male authority. During her
testimony, the narrator suggestively points to her temporary hesitation: “At
that moment, Mira Tomescu’s temptation to impress these men was
incredibly high” (168). During the hearing, the amount of details presented
to the magistrates fails to support their understanding of the key murder
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suspects’ actions. Mira thus misses the opportunity to act as a responsible
and honest witness. Yet, her combination of intuition and failed inference is
what makes her fully human. Emotions and logic do not work well together
in her case, and the prevalence of one over the other emerges as a recurrent
psychological expression.

The supporting motive hinting at hope, perception or insanity is the
looking glass located in the main room at the Venturas: it is a silent yet
powerful witness of the thoughts that the main characters reveal. Sandra
Ventura’s last moments occur in a dark atmosphere: “The light in the room
was dim. A somewhat sweet smell of faded violets floated in the air” (1).
The mirror reflects Sandra’s passage from material existence to another
unknown level. In the same way, the beginning of the novel suggests the idea
of transition reflected in such a familiar item, the mirror. Reflections
multiply further, depending on the vision of others, for example, Gabriel’s
reflection in the glass, which points out his immature personality:

“Reflected in the mirror, he [Matei] also saw Gabriel, his younger
brother who was behind Matei, on an armchair. Gabriel had wished to
stay awake, but, tired, he had fallen asleep in the armchair and had
remained there for the whole night; ‘as everything Gabriel does, well
or bad, Matei told himself, accidentally and unintentionally’” (1).

The narrative places the three protagonists on a dominant trajectory as
passive or active actors in their lives, but the events that take place shatter
their perspectives, resulting in a transformation unthinkable at the beginning.

From Inability to Action: the Self and the Other

Compared to the dark subjectivity of her sister, Adina Anestin’s
positive presence upsets the less gifted and generous women, Mira and Pia.
Adina feels she has a life mission to fulfil, a feeling which surprisingly she
does not share with Matei, but with Gabriel:

“I want to sing so beautifully, with such love, that at least for the time
| sing, the minutes | sing, people who listen to me should become
better, should forget they are mean, their intrigues, and evil and hatred
should fall asleep, and they should think of beautiful things” (135).

Adina is constantly afraid of Pia, as the latter does not understand her sister
and cannot see that her beauty and talent dissolve animosity and resentment.
Her communication with Matei is sporadic, based on rumours rather than on
solid facts, both being unable to abandon worries and eliminate obstacles.
Pia’s character is built on a straightforward dominant chord: the plain,
unsympathetic female, eager to leave her sister and find an individual she

35
Vol. 1 No 1 (2018)



can dominate and possess. Soon after Sandra Ventura’s death, the two sisters
arrive at the funeral. Without naming them, the narrator describes a beautiful,
graceful and lively young woman, closely seconded by a paler presence:
“The other girl, not so tall, looked like her, but she completely lacked grace,
had a short neck, was stout, and her ankles, rather too thin for the rest of her
body, were imperceptibly crooked” (28). Mira Tomescu introduces them to
the Ventura brothers. The narrator adds another distinction, suggesting a
personality gap between the two: while Adina gives her hand to Matei, being
pleased to see him despite the tragic circumstance, Olimpia takes one step
forward, but does not say anything, nor does she shake hands with anyone:
“Her face was immobile, as a mask. Her eyes, unusually sunken in their
sockets, had the colour of heavy oil, black with greenish lights. A darkness
through which one could not see anything” (28-29). A rather uncanny silence
is enhanced by her incomprehension vis-a-vis her own life, briefly suggested
by an interior monologue:

“Pia felt like a person struggling to remember a word, a familiar name
temporarily forgotten. This time she seemed to have lost her very name
or identity. Yes, who was she? What was she looking for in this room
and why was there such an intense pain next to her heart, seeing these
people fussing around and admiringly whispering round Adina? Why
would she feel like shrieking and dying when seeing how Adina moves
and responds gracefully? Jealousy? Yes, certainly yes, undeniably, but
even more than that...” (29).

Pia’s personality appears from the outset as dominated by illusion: she
perceives the other fully against the perception of most protagonists. She
takes Gabriel’s kindness for genuine affection or Adina’s talent for music as
the unique reason of her social exclusion. While reflecting upon her
existence and rivalry with Adina, Pia lets herself indulge in a rather
comforting memory: the wish to see her sister dead turns into an interior
invocation, “the same pain and the same longing for death, for her death, for
everybody’s death, for Adina’s death, to see Adina dead!” (29) Thus, Pia
projects her hysterical desires upon Gabriel, who practically embodies sexual
and personal fulfilment in her relationship with the outer world, while she
hallucinates about Adina, who eventually turns into a real ghost, according to
the psychoanalytical reading suggested by Felman (2007).

The frustrated sister has an illuminating flashback when, in a group
gathering, she perceives the mental abyss created by jealousy for the first
time. She understands her own physical plainness, and the darkness covers
her reason and heart. Pia’s strain lies in a differentiation she grasps between
herself and her sister, which inflicts increasing and reprimanded distrust and
anxiety, rooted in their early childhood. This is in line with the observations
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made by Laub about the participant to a shocking experience as the first
witness and “co-owner of a traumatic event” (1992: 57) and the
interpretation made by Caruth of an individual possessed by a traumatic
episode (1995: 4-5). However, it is the first time that Pia visualizes Adina as
being dead while still young, and she thinks that this will dismay and anger
people (equivalent to an involuntary “success”), while the thought of an aged
Adina truly delights her: “But if she lives on, old, faded, wrinkled, lacking
teeth, bald, people will run away from her and, alone, dead and abandoned,
she would know...” (Stahl 1989: 30) Such emotions are interrupted by
Gabriel’s arrival: surprised at first, Pia recognizes him, and his ivory and
candid appearance fills her heart with unexpected warmth. Pia’s fierceness
fades away and she silently follows Gabriel, absent-minded yet full of
restrained anger. She prepares food and serves him, aware of their age
difference: she is five years older than him, which explains her maternal and
caring attitude. Feeling full and comforted, Gabriel gratefully raises his eyes
and smiles at her. This small gesture will impact all Pia’s further actions, as
her instant reaction shows:

“Look, this man gave me, perhaps, the most joyful moment of my life.
Such a joy, meaningful happiness, unknown to me. What an
extraordinary smile! He smiled like this at me. And in the years to
come | will remember this moment, and his smile. | felt that, if happy,
I could even be good!” (34).

She reframes this memory before she poisons her sister:

“That moment, in the kitchen, when she gave him food and he smiled,
was so real that Pia felt that warmth in her stomach again, and then her
heart had its own twitch, a pain, as if it were alive and on its own. A
moment of disgust, sacrilege, breaching the laws of life, the hell of sin,
fulfilled here on earth, in her own body” (149).

She thus places herself on the fragile border between sanity and
psychosis where her twisted thinking “can only occur in a world in conflict,
within a conflict of thoughts” (Felman 2007: 51). Pia stands out not only
because of her isolation and permanent frustration, but because her obsession
with Gabriel communicates her sense of crisis to the reader. Can one feel any
sympathy for her, or is she rather repulsive? How is it possible that only
Mira Tomescu correctly reads her ambition and concludes that she is Adina’s
assassin?

Throughout the novel, identity depends to a great extent on one’s
reflection in the other, protagonists and readers, and their ability to react. The
feminine couple (Adina and Pia) and the masculine one (Matei and Gabriel)
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relate to the other, the lover, but also to their gender counterpart (Adina
versus Matei, Pia versus Gabriel). Such a reflection is sometimes interrupted
by sounds, indicators of a violent breach. What Pigtek observes about the
reader turning into “a witness of trauma” is hence fully applicable to the
narrative: a trauma and the reaction it creates in witnesses or readers is an
“experience stuck in the mind” (2014: 33), turning into an ultimate
expression of terror. The first instance occurs when Matei remembers his
mother receiving the news of her husband’s death. Matei, the witness,
undergoes a traumatic revelation, which is passed on to the reader: “It was
like an excruciating shriek heard at night during a deep sleep” (Stahl 1989:
3).

While Pia sees a way out of anonymity only by plotting her sister’s
death, Matei has a violent confrontation with his brother. The former returns
to his intellectual isolation and plans his dutiful life, for the benefit of other
human beings. However, he commits one involuntary error, telling Pia that
he found Adina and Gabriel ‘together’. His words induce Pia to seal her
initial plan of killing Adina. To silence her own conscience, she first thinks
about taking the poison herself, but in reality she hands the warm tea
containing strychnine to her sister. Once Pia sees her sister dying, her lunacy
reaches a climax:

“But Pia, standing still in front of her, suddenly started shrieking. An
inhuman shriek. Pia heard herself shrieking. Pia felt the first shriek in
her heart, as sharp as a dagger. Then, as if the first shriek had killed her
heart, she felt shrieks in her brain, fast, as a whirl of mixed-up thoughts.
Her shrieks were clear, knife blade-like, playing above her head. Then

she thought she had an angry hidden animal inside, howling wildly”
(151).

In between painful shrieks, characters fall silent or numb, and the
narrative abruptly turns into a visual canvas focused on “the oval and
greenish mirror” (20). The looking glass further acts as an immaterial
witness, the physical gateway allowing transcendental encounters: “He
[Camil] saw himself hoary, aged, and there too, in the greenish water-like
mirror. He saw Sandra too, her deliriously close head, laying down, young,
severe, dead. In the mirror, they were shoulder to shoulder” (24-25). Soft or
warm voices occasionally turn into a different kind of reverberation, able to
sustain the intellect and to help the soul find peace, as well as into a
reflection upon personal choices. Silence wraps moments of tension or
covers them in a thick, substantial coating, supporting self-transformation or
deepening confusion or anxiety. For Pia, the motivation for taking action
after years of silent jealousy and discomfort is Gabriel’s quiet and radiant
smile, which determines her pursuit of happiness: “She was taken in by
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action. She was feverish. She had made up her mind about what to do next,
she had decided each one’s fate and there was no more time left for
thinking...” (46) For Whitehead, memory allows humans to absorb the past
and enable them to understand outer and inner changes (2009: 76). In My
Brother, the Man, all female protagonists, Sandra, Mira, Adina and Pia,
display the contrary: they lack the ability to reflect on their past and move
forward in their lives without disruptions that affect themselves and the
others around them.

However, Pia attempts to emulate Gabriel’s smile, but her face appears
as a twisted, disagreeable repetition of the young man’s gesture:

“A smile mirrored her cramped cheek and Pia involuntarily saw
herself in the window, herself, her ugly face and that smile, and thus
knew the weakness of her heart for Gabriel, her passion, her
infatuation. In the window reflection, she also saw Adina’s face, and
once again knew the force of her charm” (Stahl 1989: 40-41).

On the contrary, silence brings back childhood memories to Matei,
reminiscences of the day after Sandra’s funeral when, before waking up, he
intently listens to it: “From the other rooms of the house lively whispers
came to him” (54). Later, noticing the placidity of people around him in a
cafeteria, he suddenly feels overwhelmed by the meanness and futility of
human life, which he instantly rejects in a brief monologue: “What about the
obvious placidity on their faces? This world isn’t my world. I can’t accept it.
And I don’t accept myself, I despise myself too...” (66). Before meeting
Adina, Matei had been guided in his life by the idea of pursuing a goal, of
testing himself, as well as others. The emotions which the young woman
musician instilled in his being stir an unbearable flux. He attempts to
distance himself from a futile existence, but does not find the means to
combine self-discipline and a high sense of duty with love. He is
overwhelmed by the dilemma to which he needs to find the key on his own:
“He felt lonely, sealed by loneliness and crushed by an unintelligible
responsibility, wrapped into himself. He carried the immense sadness of his
destiny” (66-67).

Activating Altruism: a Lever to Sublimating Desire

While Camil considers himself a genuine benefactor, he actually shifts
from narcissism-oriented encounters with Sandra, who silently confirms his
masculinity, to opportunistic plans towards her sons. He aims to extend his
role as a legal tutor after Ion Ventura’s death. Thus, Camil comes into direct
conflict with Pia, who remains silent but has no intention to share Gabriel’s
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presence or wealth. Pia’s reaction shows that she is fully aware of the
benefits resulting from her anticipated affair: “How could he think that I
would let him deal with Gabriel’s wealth! I will deal with it! I (99). Later,
Pia wants to settle in the Ventura estate as a protector, to manage the
practically abandoned menage of the two men, Matei and Gabriel. As this
cannot happen without Matei’s consent, she hides her plan under a generous
proposal: to take care of their house means to support Adina, or even to
protect her from falling in love with Gabriel. Matei unintentionally helps Pia
get one step closer by giving her a key to their house. Pia is thrilled, planning
to make this space hers too, and notes her resemblance to Matei’s dark
nature:

““This man resembles me. Not in terms of looks. His heart, his heart is
like mine... we share something...” Here Pia made an effort, and then
kept on thinking: ‘His pain corresponds to mine. He is as bad as I am...
as thirsty as I am, but of something impossible...”” (103).

She rejoices at the idea that Adina will suffer because of Matei, or that
she will wait or weep for him. Unaware of her plan, Adina remains at the
Tomescus, and when Gabriel finally arrives, Mira notices a particular trait
they share: “...look, Adina and you [Gabriel] don’t look alike, and yet... you
do.” Gabriel also notes: “Pia and Matei resemble as well, even if... they do
not look alike!” (110).

After Adina’s death, magistrates collect evidence and take testimonies
from the two main suspects, Gabriel and Matei, since an upper-class female
criminal was practically excluded at the time. The narrator then reveals one
detail to the external witness, the reader: the red lipstick found on Gabriel’s
night gown is, based on physical evidence, believed to be Adina’s; in fact,
both sisters used the same lipstick. During the criminological inquiry, Matei
temporarily echoes Pia’s earlier emotions: “Jealousy — increasingly higher —
tormented his soul.” (179) Although initially denied a chance to read the last
letter Adina wrote to him, Matei has access to it as legal evidence later, and
understands that she had truly loved him, considering the document “a will
and a verdict” (179). The young physician then goes through a second
metamorphosis: for him, taking his life parallels Sandra’s camouflaged
suicide, her ongoing apathy. His decisive statement “I will punish myself for
being human” is followed by the omniscient narrator’s comment: “He did
not realize that the decision he did make was yet but cold intoxication, a
narcosis, self-satisfaction, which did not ground anything positive.” (183)

In fact, Matei’s decision to accept imprisonment accelerates the pace of
events, whereas Gabriel can hardly believe that he would be released. Once
free, the young brother cannot enjoy life, as his former friends shunned him.
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His visit to Pia, hospitalized for insanity, causes a reverse reaction. Pia
abandons her immobile look and then, when Gabriel leaves her room, she
voices her longing: “[he] heard his name desperately shouted, a groan,
almost a howl” (199). Her abrupt recovery in the coming days has no
substantial impact on her inner life. Pia’s impulsive nature inspires Gabriel to
tell the hospital management that she is well, suggesting she should be taken
to his home, not hers. Gabriel aims to show his compassion and agrees on
her plan. They immediately announce their engagement to hospital officials
— Pia’s idea — and she regains her self-control, while looking at him with
growing “ardour” (206). She dreams of herself as a fiancé or a wife. Pia
hesitantly looks in the oval mirror, in its greenish light, and sees her image
superimposed on Adina’s. For her, the border between a depriving reality
and her fantasy of being loved by Gabriel is reflected in the looking glass,
enhancing the edge between sanity and madness in the context of private and
public trauma, as discussed by Pigtek (2014). In an almost catatonic state,
she fantasises about Gabriel returning home, accompanied by Adina,
visualising them embraced over her body, a dream-like conceptualization
similar to what Whitehead proposed, according to which “the past is relieved
with an overwhelming intensity and immediacy” (2009: 118). In fact, Adina
continues to haunt Pia, even more than she was alive.

When Pia inspects her image in the mirror, she notes the similitude
Mira once remarked between herself and Matei. At the same time, the
imprisoned young physician becomes aware of his empty heart, a timeless
abyss he fights with, trying to achieve a sense of inner freedom. On the third
day, he realizes the futility of his decision, that his mind is not the key to a
life journey. His previous life only appears as a “thorough farce” (Stahl
1989: 239). Matei’s plan is to escape that role, to devote himself to others as
a doctor. In a symbolic episode which interrupts the narrative, he helps a
self-mutilated prisoner, a female communist dissident, confined on political
grounds. Thus, the story continues with a section referring to political
activism, since the novel was written in the 1960s, under harsh communist
censorship and strict cultural control.

Matei then turns from an inflexible, rather egotistic upper-class
individual into an altruist: he helps the young female prisoner, leaving
behind psychological dilemmas with no benefit for the wider society. His
resemblance to Pia, in terms of detachment and strong will, stops at this
point when his character is marked by real empathy for any suffering human
being. This episode shows a quality he was incapable of before his
imprisonment. During his days spent in the public hospital, he felt no
sympathy for another patient’s death, regarding it as a mere unsuccessful
medical case. Comparing the initial resemblance noted by Mira between
Matei and Pia with his developing moral profile, Matei’s role is both a
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“statement” and a “reply” to Pia’s reactions, if we consider the terms
proposed by Kakandes (2001). Matei surpasses his jealousy of Gabriel and
feels the imperative to work for the benefit of others. His lucidity does not
diminish after caring for the young woman who had mutilated herself for a
political cause. However, he realizes that social progress depends on each
individual’s contribution.

From an aesthetic point of view, this episode actually dilutes the
narrative, despite Stahl’s effort to make it credible with a well-contrived plot.
However, the end of the episode presents Matei’s illumination with distinct
accuracy. In spite of his initial harshness, visible to all the other protagonists
until Adina’s death, Matei suddenly emerges as a highly sensitive and
sensible human being. He resonates with the unnamed young woman’s pain,
and bandages her wounds with infinite care. The narrator’s indirect statement
related to the female — “She had thus lived the great measure of loneliness”
(Stahl 1989: 256) — mirrors Matei’s earlier thinking, when he acutely
perceived how loneliness sealed his fate. What could be the factor behind his
profound yet clearly dramatic change? Although it appears that the young
woman’s suffering triggers his unexpected revelation, the narrator’s effort to
follow his thoughts highlights two elements absent in the first part of the
story. Firstly, it is Matei’s switch in social status: the young and respected
physician, part of the Bucharest bourgeoisie, becomes an apparently vicious
criminal, rejected by the whole society. His name only causes concern, if not
disgust, among the guardians and the other prisoners. Secondly, the loss of
his social and professional status affects his previous unstoppable drive.
From an individual constantly preoccupied with achieving a rational
outcome, revolted by the lethargy of his upper-class elite fellows, Matei
abandons his own intransigence and mental status quo. Freed from the initial
simplistic opposition against his mother, his brother and Camil, actually
against almost everyone around him, the young man focuses on survival, the
wish to live on despite most depressing circumstances. In such a state, he
feels inexplicable empathy towards the young woman. He needs to do
something useful for another individual, even more so when he understands
her intense pain. In terms of psychology, he becomes aware of a state of
mind he had waited for all his life. As part of his life journey, his attitude
towards the young dissident equals an epiphany: “The elevating certainty
that, at last, he is in front of a human being as he expected to meet, as he
wished to find, filled his heart” (255). By leaving behind his hostility and
inflexibility, Matei sees himself as part of a wider mechanism, not only in
terms of space and number of individuals in society, but also in terms of
generations to come.
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In contrast, feeling more and more isolated, Pia can hardly benefit from
her recently gained freedom and finally decides to take her own life. The end
finds her confessing her obsession with Gabriel:

“T didn’t love him with my heart, Pia ardently whispered, as if these
words were her prayer before death — I didn’t love him with my blood,
or my nerves — It was as if | loved him with my very bones — my
bones ache when I think of him” (269).

She goes to say good-bye to Gabriel, but he has a violent outburst, blaming
her for begging for compassion. “There was a while when, loving you and
your angelic soul, I thought I would save myself from the horror of my own
self”, she says, eventually disclosing her plan and accusing him of being “a
brutish angel” (271), before she drinks the strychnine. Before she dies, she
confesses it was she who murdered Adina, whereas Gabriel, anxious but
lucid, feels sympathy for her for the first time. Pia’s testimony validates the
hypothesis put forward by Radstone that “[a]n act of confession may have as
its subject a murder committed and could lead, and in some cases still might
lead, to the judicial killing of the confessant” (2007: 67). By taking her life
before the judicial authorities make any decision regarding her crime, Pia
completes two acts: firstly, she escapes the public opprobrium; secondly, she
implicitly denies her access to eventual forgiveness or the support of the
Orthodox Church. In this way, she takes the facile route of avoiding any
higher instance, be it private or public.

Gabriel overcomes his revulsion towards Pia, who has never inspired
in him any affection before, and comforts her while she delivers her
confession. Listening to her is like a moral duty, a proof of brotherly love, a
way to take all the guilt on himself. It mirrors the beginning of the novel, the
shift from Adina’s and Pia’s images to Sandra as Pia, two women willing to
possess a man-child (Gabriel). By witnessing Pia’s death, Gabriel undergoes
a process of purification: he abandons his selfish plans and hectic pursuits,
looking for a moral condition he has seemed incapable of. In this process,
Gabriel changes from a witness of human life and death to an actor of his
own existence and moral growth: “I have awakened to a new reality, now,
this very moment. I have awakened and will act in consequence” (Stahl
1989: 274). He finds within himself the power to help Matei regain his
freedom by supporting Pia to deliver her testimony. His unexpected spiritual
progress transforms him from a “fallen” angel into a genuine hero, able to
play a constructive social role. Gabriel can be now identified with the
archangel, a prototype of grace, whom he has been disconnected from.

The meandering journey of the protagonists from My Brother, the Man
indicates that their route connects to the similarly sinuous existence of the
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author herself, who was constantly concerned to select real or
autobiographical elements and reconfigure them through her writing.
Moreover, Stahl’s vocation for introspection and confession — her last book,
Le Témoin de [ ’Eternité, proves it very well — emerges here as a projection of
a strong authorial voice. In contrast, the route of the main characters follows
a fragmented psychological pattern, despite the classical structure of the
novel: they are part of what Radstone calls “a deconstruction of the
‘individual’” whose coherence and perspective constituted the essence of the
realist mode of representation, positing that individual’s coherence, unity and
autonomy as fundamentally illusory” (2007: 30). It is more than a symptom,
it turns into an obsession of contemporary fiction, which is the case in
Stahl’s subsequent novels as well.

Conclusion

For the central characters of My Brother, the Man, love is about
waiting and suffering, which emerges in monologues, dialogues and brief
descriptions where protagonists disclose and hide thoughts, emotions and
intentions rendering their journeys to their own selves: more often than not
far from clear to themselves. Both male and female characters are subtly and
unexpectedly attracted to each other and their performance in complex social
groups determines fluctuations of reason and emotion. Short calm
intermezzos alternate with climactic moments, while the main actors visit
and re-visit their worries, build apparently accurate plans, follow
opportunistic or altruist goals, and interact with others in ways they cannot
entirely foresee.

The protagonists continuously test the ground, attempt to or actually do
influence others, act upon or react to external factors and often surprise
others and themselves. They often act as prompted by others, which connects
to the mirror as a symbolic presence throughout the story. The mirror either
relates to the strength of crossing material boundaries, or to surpassing
unbridled drives with the aim to authentically support the others’ well-being.
If both Matei and Gabriel accomplish such objectives, Adina and Pia cannot
escape their personality frame, which is true for Mira and Camil as well.

The narrative often strikes a realistic note, especially when the feelings
concern the death of close family members, when wills and desires are
projected in a bleak realm, which the writer controls until the end. The result
is a fabric comprising what Caruth calls “the complex ways that knowing
and not knowing are entangled in the language of trauma and in the stories
associated with it” (1996: 4).

In her novel, Stahl presents voices of both male and female characters,
but the author’s position, closer to that of a detached analyst, places her
prose at the crossroads of femininity and masculinity, rather distanced from
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the mainstream fiction by women and the cultural pattern of her time. If this
helps illuminate the fact that, according to Wachter, there is but limited
constructive criticism of her writing (2011: 177), criticism still heavily
impregnated by male authoritarian personalities who gave her partial credit
for her themes and style, her novel is now usefully opened up to necessary
further debates on memory, gender and trauma, as well as to nuances and
connections with other areas of cultural studies.
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Abstract: This paper states out that marginality is not always the space of radical
difference as a range of spatial theories underline, but also a hostile space that
transforms the difference into a mechanism of exclusion. The spatial
representations of Moldova, a conservative space with a particular mythology,
expose a limitative oppressive space that alienates the people that fall out its canon.
The borough in Mihail Sadoveanu’s work or the provincial city in Ionel
Teodoreanu’s literature are examples of this hostile space which is marginality. The
myths of periphery such as the glorious past, the social idyll or the organic
community operate with mechanisms of power that constrain and fix according to a
pre-existing image of space. Therefore, the periphery becomes the space of radical
closure, excluding the difference in name of a marginal identity. | examine two
realities of this radical space: the place stereotype and the spaces of collection.
While the first one forces the diversity of spatial practices to fit a unitary ideal
image of space, the second type accumulates the variety of spatial representations
but deprives them of any functionality.

Key words: Marginality, radical provincialism, place stereotype, spaces of
collection, Moldavia, Mihail Sadoveanu, lonel Teodoreanu

Marginalitatea este privita, de obicei, in studiile dedicate spatialitatii,
ca punct strategic de diferentiere prin care sunt chestionate discursurile ce
apartin spatiilor dominante. Astfel, Michel Foucault intrevede in notiunea de
periferie un ,,altfel de spatiu” sau un ,,contra-spatiu” (contre-emplacement),
care este o juxtapunere de spatii reale si imaginare, presupune un sistem
simultan de deschidere si inchidere, si detine o ,,functie” practica in raport cu
,»spatiul restant”, dominant, fie ca spatiu al iluziei (espace d’illusion), fie ca
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spatiu al compensatiei (heterotopie de compensation), pentru a inventa un
spatiu mai bine organizat?>. Homi Bhabha inlocuieste, in schimb, ideea unui
multiculturalism international cu notiunea de ,hibriditate culturala”, prin
care Intelege marginalitatea ca ,,interstitiu”, zond conflictuala, heterogena, ce
se sustrage unei identitatii pre-existente, impuse, fie aceasta chiar si o
identitate marginala (Bhabha 1994). Edward Soja defineste marginalitatea ca
Thirdspace, prin care se detaseaza de binarismul spatiu dominant/spatiu
dominat, pentru a articula diferenta marginala ca rezistenta fatd discursurile
de putere ale Centrului (Soja 1996). Cu toate acestea, strategiile de rezistenta
prin diferentiere ale periferiei fatd de Centru se pot transforma, uneori, in
mecanisme opresive, care suspecteaza orice forma exterioarda, de unde
nasterea unui spatiu ostil, Incremenit in propriile structuri. Dacad Edward Soja
considera, pe urmele lui Bell Hooks, marginea ca radical openness, propun,
ca termen alternativ pentru analizarea acestui spatiu ostil, notiunea de radical
closure, prin care voi intelege un spatiu opresiv, organizat tiranic, care
constrange si exclude alte forme sociale si culturale, prin chiar structurile
care creeaza un sentiment al apartenentei. In studiul sau dedicat spatialitatii,
Robert T. Tally Jr. considera ca demersul cartografic reprezinta o dorinta de
a depasi anxietatea spatiala generatd de nefamiliar (Unheimlich), de
necunoscut, de acea transcendental homelessness de care vorbeste Georg
Lukécs®, de unde necesitatea omului de a crea harti reale si imaginare care s
genereze un sentiment al apartenentei, sense of place. Cu toate acestea, in
extremis, harta poate constrange?, fiind ea insisi o imagine simplificatid a
spatiului, prin care caracteristicile acestuia sunt selectionate si clasificate in
vederea obtinerii unui anumit efect, in acelasi fel in care cautarea unui ,,sens
al locului” ajunge sd excludad sau sa includa in chip fortat ceea ce nu este
familiar, in conformitate cu proiectul cartografic. In fond, apartenenta la un
anumit spatiu care se pretinde a fi cunoscut in mod absolut, familiaritatea
spatiala prin excelentd, ucide proiectul cartografic, avand in vedere ca totul

2 Pentru lucrarea de fatd am revizut atat textul in original, Des espaces autres, care poate fi
consultat la adresa https://foucault.info/doc/documents/heterotopia/foucault-heterotopia-en-
html, vizualizat la 9 martie 2017, cét si traducerea in limba englezd: Michel Foucault, Of
Other Spaces, trad. Jay Miskowiec, Diacritics, 16:1, 1986, pp. 22-27.

3 Robert T. Tally Jr. preia conceptul de transcendental homelessness de la filosoful Georg
Lukacs, pentru a marca ruptura dintre forma epicd si cea romanescd, ca indicator al
fragmentarismului lumii moderne. Astfel, daca epicul este forma unei viziuni integratoare a
lumii, romanul vorbeste despre necesitatea cartografierii unei lumi disparate, pentru a putea
conferi un sens al locului (sense of place) (Tally Jr. 2013: 62-64).

4 Benedict Anderson vorbeste despre trei institutii create de colonisti pentru a cultiva un
sentiment al nationalismului in spatiile alipite: recensdmantul, harta si muzeul. Harta are
dublul rol de a construi un sens al traditiei istorice, prin marcarea legaturilor dintre spatiul
dominant si spatiul dominat, si de emblema transferabild (de la stampile oficiale la timbre,
reviste si fete de masa) (Anderson 2000: 158-165).
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este dispus deja pe o hartd. Voi numi aceastd noud anxietate cartografica
provincialismul radical, prin care periferia va fi inteleasa ca fortareata, spatiu
arhiplin, cu ierarhii care sugruma orice tentativa de diferentiere, spatiu al
excluderii, care 1si impune formele asupra relatiilor sociale intens intime.

Moldova reprezintd un spatiu cu o identitate aparte, este un centru
politic si cultural depeizat de centralitate, periferizat din cauza unor
circumstante istorice particulare (mutarea capitalei de la lasi la Bucuresti,
unirea Principatelor, Marea Unire etc.), de unde necesitatea de a crea supape
de rezistentd fatd de centru, fie prin construirea unor situri ale memoriei, fie
prin accentuarea locurilor intime si familiale in defavoarea unei viziuni
macroscopice, fie prin inventarea unor mituri locale, precum idila
provinciald sau comunitatea organicd. Adeseori, insa, structurile sociale si
spatiale ale idilismului provincial, precum familia, casa, orasul de
provenienta devin locurile unor conflicte mocnite, ascunse de aparenta pace
patriarhala cu care este investitd provincia, ca mit al comunitatii organice.
Acceptia comuna este de a considera aceste locuri pe care le putem numi cu
termenul generic de ,,acasd”, fie c este vorba de spatiul privat, de locul natal
sau de patrie, ca imagini ale refugiului, securitdtii si libertatii. Examinand
spatiile excluderii (spaces of exclusion), David Sibley redefineste casa si,
prin extensie, orice loc familiar (numit locality) ca exercitiu al puterii, prin
care ceea ce este neconform, diferit si strdin se transforma in amenintare si
trebuie extirpat. Asadar, aceastd ancorare spatiala poate fi tradusa nu doar ca
sentiment al apartenentei identitare la un anumit spatiu (belonging), dar si ca
sentiment exagerat de proprietate (ownership) (Sibley 1995). Pe de alta parte,
acest spatiu-refugiu constrange chiar pe cei din interior sa se conformeze
unui anumit ideal, fie ca este vorba de reprezentarile familiei ca unitate, de
legile comunititii sau de miturile regionale. in acest caz, asa cum arati
Michel Foucault, puterea nu este atribuita unei figuri autoritare, ci se exercita
ca principiu automat si dezindividualizat, care supune prin distributia
spatiald®. Targul provincial ilustrat de Sadoveanu sau orasul cu pretentii de
capitala descris de Ionel Teodoreanu ingrddesc nu prin pozitia autoritara a
unor persoane sau entitati, ci prin tirania spatiald, care ii tine pe protagonisti
fixati 1n acelasi loc.

Scriitorii moldoveni isi demoleaza idolii: ,,casa-refugiu”, familia ca
accesare a comunitatii organice sau mitul provincial al idilei societale

5 In studiul sau despre panopticum, Michel Foucault atrage atentia ca relatiile de putere nu
tin atdt de un principiu al autoritatii, cdt de un mecanism de disciplinare sociala, ce
determina o distributie spatiald care, la randul ei, organizeaza formatiunile sociale. Astfel,
spatiul, redefinit ca harta a relatiilor de putere, poate genera violenta sociala.
(https://foucault.info/doc/documents/disciplineandpunish/foucault-disciplineandpunish-
panopticism-html, vizualizat la 9 martie 2017).
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dezvaluie, dincolo de ruine, un spatiu sufocant, locuitorii caruia sunt damnati
fie sd se adapteze intru provincialism pentru a putea supravietui, fie sa poarte
stigmatul inadaptatului ratat.

1. Dezradacinati si inadaptati

Targul moldovenesc de secolul al XIX-lea apare frecvent in scrierile
lui Mihail Sadoveanu, fiind reprezentat ca spatiu care exclude si constrange
in conformitate cu un anumit canon social, istoric si cultural. Satul rimane in
continuare spatiul idealizat, al linistii patriarhale, in care domind, de obicei,
figurile bunicilor, pastratori ai bunelor traditii batranesti, in timp ce noile
generatii, Tn contact cu viata urband, sunt reprezentate de renegati,
dezradacinati si inadaptati. In tangentd cu directivele simanitoriste, orasul
este locul pierzaniei care 1i inghite pe bietii tdrani nevinovati, insd nu aceasta
acceptie a orasului ca loc al pierzaniei ne intereseazd in analiza
provincialismului radical pe care I-am propus mai sus. La Sadoveanu, targul
are caracteristici specifice care il diferentiazd de spatiul urban propriu-zis
precum metropola, the big city, fiind un spatiu limitrof, la confluenta dintre
lumea rurala si furnicarul citadin (chiar geografic, targul este pozitionat intre
metropold si sat, ca loc strategic ce face conexiunea dintre cele doua spatii,
cu rol, mai ales, economic). Rapiditatea schimbarilor de la sfarsitul secolului
al XIX-lea a condus la un soi de hibridizare a relatiilor economice si sociale:
inainte ca vechile structuri sé fie Inldturate, isi fac aparitia unele noi; relatiile
de tip feudal ce se stabiliserd Intre boierii pdmanteni si tarani coexistd cu
infiltrarea unor fenomene de tip capitalist, vizibile, in special, in configurarea
unei noi paturi sociale, sa-i spunem tiers état, a negustorilor, functionarilor si
noilor Tmbogatiti, vechii proprietari sunt inlocuiti de o burghezie rurald
(arendasi, negustori), care, intre paranteze fie spus, va fi Inlocuitd de o
burghezie industriala prin conditiile create de Primul Razboi Mondial. Targul
se prezinta ca un astfel de spatiu hibrid, care isi pastreaza vechile structuri
precum familia, comunitatea, apartenenta la o traditie, dar contactul cu
obiceiurile oragenilor le modifica continutul, transformandu-le din oaze ale
securitdtii s1 confortului in mecanisme de ingradire a libertatii. Targul
Vascanilor din romanul Floare ofilita este tipic pentru configurarea acestui
spatiu metisat, pe jumadtate sat, pe jumatate oras. Targul are trei ulite dispuse
in lung, cu nume ce amintesc valul modernitatii: a Economului, a Ovreilor si
Ulita Mare. Pe Ulita Mare se pot citi firme cu pretentii occidentale precum
,La tigrul sdlbatic”, ,,La doud cizmi rosie”, ,,Golzol cordonier”, ridiculizate
prin stridentele lingvistice ale denumirilor. In acelasi timp, insa, casele au
ferestre cu flori, apa se scoate de la fantanile cu roata si este turnata in cofe,
iar plimbarea boierilor prin centrul targului este urmaritd ca un spectacol de
la geamuri. Traiul targovetilor se desfasoara ritmic, monoton, fard mari
abateri de la rutina zilnica. Spatiul este parcelat in zone cu atributii sociale
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specifice, delimitand cu precizie sfera publica de viata privata, actiunile si
relatiile oamenilor sunt distribuite spatial, intre granite ce nu pot fi depasite.
Locul de intalnire a reprezentantilor vechilor clase sociale, precum Alecu
Negrea, mos Grigore si Andries Lunceanu, cu ,,magistratii noi” este piata
targului, ,,politicalele” si stirile din gazetele bucurestene se discutd mereu
,intre baratca macelarului si gramezile de leguma ale bulgarilor” (Sadoveanu
1955a: 155), functionarii, In schimb, se intalnesc in pravalia lui Trifanov, o
alternativa la casinoul ordgenesc, unde cei de fatd discutd subiectele zilei,
beau si flirteazd cu madam Trifanov, in special pentru a iesi din monotonia
vietii. Spatiul intim este si el bine oranduit: batranii si impart timpul intre
cafele, preferans si amintiri din tinerete, in timp ce Tinca gospodareste si
coase la horbotd. ,,O functie bunisoard” si ,,0 Insurdtoare potrivitd”
(Sadoveanu 1955a: 168) ilustreaza idealul acestor targoveti, in conformitate
cu viata molcoma si lineara a spatiului. Nunta lui Vasile Negrea, proaspat
sosit din armatd, cu Tinca, nepoata lui Andries Lunceanu, vechi mosier
scapatat, capata semnificatia unui ritual de integrare in comunitatea targului,
in armonie cu spatiul tihnit si conformist, topos al comunitatii organice si al
caminului-refugiu:

oin adevar, in cele vreo treizeci de case curate, cu gradini, nu
salasluiau decat slujbasi ai comunei ori ai Statului. Aveau copii putini
si trdiau cu economie si cu randuiald cei mai multi, fard galagie, fara
chefuri. Biserica, cladire batrana si Tnalta de piatra, se indlta in mijloc,
raspandind peste coltul acesta un aer de evlavie si pace.” (Sadoveanu
1955a: 220-221).

Noii veniti cauta sa se conformeze regulilor nescrise impuse de acest
spatiu uniformizant, a fi in rand cu lumea pare a fi canonul dupa care se
ghideaza tanarul cuplu, pentru a fi acceptat de aceastd comunitate ideald. De
fapt, in fiecare dintre aceste case ,fericite” se ascund secrete si conflicte
teribile: unul este un parvenit care si-a ruinat boierul si 1si bate taranii de pe
mosie, altul isi asupreste nevasta si copiii, iar altul isi ineaca zilele in
bautura. Treptat, mariajul celor doi tineri se destrama, Vasile intarzie din ce
n ce mai mult la carciuma lui Trifanov in cautare de distractii care sa-1 abata
de la viata monotona, iar Tinca se resemneaza urmand exemplul celorlalte
femei din vecinatate. Finalul romanului std sub semnul acestei uniformizari
spatiale:

»linca stia ca intorcand ochii, va gasi pe Vasile aproape — si, intr-un
vis de o clipa, vazu desfasurandu-se Thainte-i o viata cu care incepea
sd se impace, o campie fard lumind multd si fard flori, prin care
trebuia sa treacd numaidecat, alaturi de cel care-i fusese odata drag.”
(Sadoveanu 1955a: 339).
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Desigur, nu se poate nega afinitatea cu ideologia samanatorista in
Floare ofilita, Sadoveanu Incercand sa explice comportamentul lui Vasile
Negrea prin influenta mediului social corupt cu care acesta avusese contact
in cadrul armatei. In orice caz, spatialitatea, asa cum aratd Soja, nu neagi
componenta sociala, ci, dimpotriva, se afld intr-o relatie de interdependenta
cu aceasta, deoarece spatiul organizeaza formatiunile sociale, in aceeasi
misurd in care corpul social produce spatiul. Tn plus, dincolo de laitmotivul
samanatorist al orasului decdzut si corupt, targul reprezentat de Sadoveanu se
infatiseaza ca spatiu al excluderii, locus al exercitarii puterii prin prisma unor
structuri prestabilite si rigide care fixeaza un canon social si uniformizeaza
elanurile fiintelor idealiste.

O altd problemd pe care targul moldovenesc ca spatiu ostil o ridica
constd in configurarea imaginii intelectualului ca inadaptat. Aceasta
inadaptare a intelectualului la mediul pe jumatate urbanizat de la sfarsitului
secolului al XIX-lea este un loc comun al literaturii sdmanatoriste, care
condamnad progresul si exalta viata rurala, ca patrie a idilei societale. Nicolae
Manolescu aratd, in monografia dedicata lui Mihail Sadoveanu, ca, in ciuda
pretentieci de document social, romanul roménesc de dinainte de 1920
deformeaza, de fapt, realitatea, devenind astfel idealist si sentimental,
romanul Tanase Scatiu al lui Duiliu Zamfirescu fiind reprezentativ in acest
Sens:

,Remarcam aceeasi tentativa de falsificare a realului prin compensare
morald, numai cd in Tanase Scatiu falsul se bazeaza pe o ideologie ce
va culmina in literatura sdmandtorista: oroare de burghezul spoliator
brutal si incult; simpatie fatd de clasa boiereasca deposedata, obosita,
insd rafinatd; identificarea poporului cu tiranimea, socotitd clasa
fundamentald si pastritoarea vechii culturi materiale si spirituale.”
(Manolescu 2002: 127-128).

Si intr-adevar: finalul romanului std sub semnul deznodamantului etic,
contravenind si reparand totodatd documentul social, cdci rascoala taranilor
care 1l linseaza pe ciocoi pentru a apara pamanturile boierului nu este decat o
idealizare a rebours. Plecand de aici, romanul sdmanatorist va transforma
aceastd iluzie Intr-o veritabila utopie regresiva: in primul rand, asa cum arata
Nicolae Manolescu, eroii momentului, Tnvingdtorii sunt chiar cei pe care
autorii sadmandtoristi 11 condamna; In al doilea rand, acest cult al unei
microarmonii pierdute are un continut puternic intelectualizat. Utopia
regresiva a intelectualului este un construct cultural, prin care trecutul se
ilumineaza ca spatiu ideal, Tn timp ce prezentul este resimtit ca spatiu
destructurat. Valorile la care se raporteaza locuitorii targului sunt atribuite
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unei societdti idilice trecute, precum familia sau comunitatea organica, Tnsa
incremenirea in aceste structuri bine definite, 1n contextul infiltrarii
urbanismului in societatea rurald, le denatureaza. Spatiul patriarhal, odata
pierdut, ramane irecuperabil, iar intransigenta de a raporta noile valori la
trecut creeaza spatii opresive. Se intrevede 1n aceastd utopie a intelectualului
un paradox. Pe de o parte, spirit conservator, el se simte inadaptat la noile
forme aduse de tranzitia catre modernitate a spatiului romanesc, condamnand
nu atat moralitatea precara a noilor clase sociale, cat mai ales inlocuirea unor
valori afective si culturale prin altele. In lupta de a pastra aceste valori,
intelectualul cauta sa le circumscrie un spatiu material, pe care 1l gaseste in
lumea satului, o lume, desigur, imaginata, si nu descrisa ca atare. Pe de alta
parte, nu reuseste sd rezoneze deplin cu spatiul rural, de unde rezultd un
sentiment al dezradacinatului, caruia i este imposibil sa renunte la achizitiile
si reflexele sale culturale pentru a reveni la patriarhalitatea ideala pe care si-0
doreste.

Imaginea intelectualului inadaptat si dezradacinat apare, pentru prima
datd la Sadoveanu, in romanul Insemndrile lui Neculai Manea. Romanul
debuteazd cu necesitatea unei evadari din Bucuresti, conceput ca un oras
infern, catre un targ moldovenesc, care are toate atributele unui spatiu ideal,
izolat, aproape de naturd, cu un trai tihnit, compensator pentru nenorocirile
indurate in capitala corupta:

,»Ca Intotdeauna, m-am gandit cd s-ar putea, si am visat, cum ar visa
cineva la o calatorie spre piramidele Egiptului, am visat la un colt de
tard, la o casuta alba si linistita, la lucruri putine si dragi, la o viata de
sihastru, mica si senind, cum se cuvine unui om care a indurat atatea
nenorociri.” (Sadoveanu 1955b: 311).

Bucurestiul se infatiseaza, asadar, ca loc al pierzaniei, in care
protagonistul, descendent dintr-o familie saraca de tarani din Moldova,
incepe sd se familiarizeze cu un mediu zgomotos si acaparator, improriu
pentru visatori si idealisti fard simt practic si abilitatea disimuldrii (romanul
se afla in rezonantd cu schema sdmanatoristd). Dupa o serie de nenorociri, se
hotaraste sd revind in Moldova, spatiul copilariei pierdute, unde spera sa
gaseasca traiul tihnit pe care il viseaza. Dealul Marului, unde se stabileste
Neculai Manea, are toate calitdtile unui spatiu idilic: mahalaua, departe de
strazile infecte ale targului, este marginitd de o dumbrava de mesteceni
(cadrul natural este intrinsec idilei), cu locuinte curate si albe in ,,livezi aurite
de soare”, cu ,,iarba ca matasea” si ,,liniste desavarsita” (Sadoveanu 1955b:
353-356). David Sibley discuta conceptul de place stereotype prin care
spatiul este incorporat reprezentarilor stereotipe ale minoritatilor. Desigur, in
cazul de fatd, nu poate fi vorba de tensiunea dintre grupuri dominante si
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grupuri minoritare pe care o analizeaza Sibley, dar notiunea de place
stereotype meritd a fi retinutd, urmand a fi inteleasa ca spatiu real care este
reprezentat in conformitate cu un spatiu ideatic stereotip, in cazul de fatd
Moldova patriarhald, si care, spre deosebire de mit, genereaza spatii ostile.
La fel ca in Floare ofilita, spatiul stereotip este deconspirat de povestile din
spatele caselor albe cu flori la ferestre, puse in vedere lui Neculai Manea de
catre Ion Radianu, un razvratit inadaptat, care, spre deosebire de Neculai
Manea, nu vede in oras elementul care corupe fiinta umana in opozitie cu
linistea sufleteasca oferita de lumea sateasca, ci considera ca ceea ce pune in
migcare lumea este ,,fluviul rautitii omenesti” (Sadoveanu 1955b: 372). Ion
Radianu nu este nici un visator deziluzionat precum amicul sdu, ci un ins
lucid, care bea din cauza unui exces de rationalitate: ,,Chiar de aceea poate
beau, ca sa nu ma mai gandesc la nimic!” (Sadoveanu 1955b: 371). Ba chiar
mai mult, nici macar utopia unei Moldove ideale, insuld a fericitilor, nu
poate intretine sperantele acestui cerebral. Dimpotriva, spatiul claustreaza,
inghite orice pasiune, orice dinamica interioard, anemizand simturile:

,Nimic! N-am simtit nimic in jurul meu, n-am putut face nimic in
lumea asta, nu m-am simtit indemnat sa fac nimic, si incet-incet mi-au
amortit simtirile; tot ce-aveam bun Tn mine s-a dus, repede s-a mistuit,
repede s-a risipit, ca si inceputul acela de dragoste.” (Sadoveanu
1955h: 373).

Inca de la acest roman din 1908, Mihail Sadoveanu intuieste un spatiu
al plictisului existential, in acord cu imaginea intelectualului autoratat, pe
care 0 va surprinde excelent in Locul unde nu s-a intamplat nimic. Mai jos,
insd, blazarea intelectuald este explicatd de Ion Radianu ca apartenenta la o
comunitate bolnava, care uniformizeaza diferentele:

,»91 stii ca urasc pe toti cati mad impresura, ii urdsc pentru cd am ajuns
si eu ca ei. De aceea am cazut, pentru ca trebuia sd ma prefac si eu, sa
intru 1n apa tuturor, sub luciu, Tn mocirla.” (Sadoveanu 1955b: 374).

Targul ca place stereotype deconstruieste utopia patriarhalismului
provincial, reflex al ideologiei saimanatoriste, prin configurarea unui spatiu
ostil, in care dramele se consuma fara ecou, iar conflictele sunt nivelate de
imaginea unui univers idealizat. Deziluzionat, Neculai Manea va descoperi
treptat meschindria lumii pe care o considerase pand atunci un refugiu din
fata nenorocirilor trecute, se razvrateste cateva clipe impotriva intrigilor si
ticalosiei acestei lumi, dar, in cele din urma va accepta un trai conformist si
»fericit”, n ipostaza clandestind de amant al unei femei casatorite si de tata
nestiut a doi copii. Spatiul linistii regasite pare sa se suprapuna reprezentarii
spatiale pe care si-o facuse initial despre acest ,,colt de lume”, dar, in
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realitate, tihna lui Neculai Manea nu este decat o coalizare cu legile locului,
0 acceptare a constrangerilor impuse de acest spatiu transformat in simbol al
refugiului si sigurantei. La Sadoveanu, reprezentarile targului pun in vedere
o tiranie a spatiului prin care visatori si ambitiosi precum lon Radianu sau
Neculai Manea sunt nevoiti fie sa accepte un statut de paria al comunitétii,
fie sa se integreze spatiului, renuntand la personalitatea lor distincta.

2. Targul moldovenesc fin de siécle

Tn Locul unde nu s-a Tntdmplat nimic, Sadoveanu configureazi doui
ipostaze ale targului moldovenesc din a doua jumatate a secolului al XIX-lea.
In acord cu reprezentirile anterioare, se contureazi un spatiu stratificat,
dispus in formatiuni sociale specifice, subimpartit conform unui canon
spatial prestabilit, place stereotype. Este reluata imaginea locului refugiu,
care ar trebui sa asigure siguranta celor care il locuiesc, dar care, in realitate,
nu este decat o iluzie care constrange. Pe de alta parte, targul capata aspectul
unui spatiu al plictisului existential inrudit cu figura printului decadent Lai
Cantacuzin, un spatiu mai curdnd inventat, care 1isi pierde treptat
referentialitatea, geografia devine monografie, adica scriere, Insd o scriere
inutild, mereu amanatd, care esueazd, de fapt, sd surprindd specificul
spatiului. Astfel, romanul se prezintd ca o scriere de o ,,modernitate atipica”,
cum spune Paul Cernat, in sensul cd propune o revizitare a temelor
samanatoriste (orasul corupt, patriarhalitatea pierdutd, nostalgia pentru
vechile clase sociale) dintr-o perspectiva detasat-ironica, sentimentalismul si
idilismul fiind trecute printr-un filtru livresc (Cernat 2009). Angelo
Mitchievici arata ca exista chiar o intretdiere tematica intre invocarea unei
lumi rurale dezabuzate de penetrarea formelor moderne si tonalitatea
elegiaca a cetdtii in ruine:

»Deplangerea decadentei aristocratiei este o temd comund atat
economiei rusticizante a spatiului rural, cat si dinamicii «progresiste»
a spatiului citadin, ceea ce face posibild intdlnirea sdmanatorismului
cu decadentismul.” (Mitchievici 2011: 502-503).

Tn Locul unde nu s-a intamplat nimic, targul nu mai este doar spatiul
uniformizator care suprima energia fiintelor rafinate precum Daria Mazu, dar
si un spatiu ratat, la fel cum ratatd este monografia lui Lai Cantacuzin, un
spatiu condamnat istoric, imposibil de a fi cartografiat.

Monografia proiectatd de Lai Cantacuzin urmareste sd creioneze
realitatile sociale ale unui ,,targ moldovenesc din 1890” (nu intamplator asa
este subintitulat romanul), menit disparitiei. Geografia sa cautd sa surprinda
esentialul acestui spatiu heterogen, sa 1i pund ,,diagnoza”, impdartindu-1 si
subimpartindu-l Th regiuni bine catalogate in conformitate cu formatiunile
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sociale care le ocupa. Pe drumurile principale si la barierele targului se ingira
pravaliile si maghernitele evreilor care se ocupd cu negotul de amanunt,
punct strategic al relatiilor economice cu lumea rurali. In preajma
institutiilor de stat si de cultura precum Prefectura, Primaria, Gimnaziul si
Biserica sunt locuintele boierimii in declin si ale urmasilor acestora, in
dusmanie cu patura noilor Tmbogatiti, evrei scdpatati, educati in spiritul
acumuldrii de capital. Spre miazd-noapte si asfintit se afld mahalale
autohtonilor, ,,copii ai propriului pamant” (Sadoveanu 1933: 12), ,,vechii
plugari marginasi de odinioard” (Sadoveanu 1933: 33), care au uitat de
obiceiurile pamantului si 1si reneaga originea din dorinta de a parveni. Harta
astfel trasatd configureaza un spatiu heteroclit, o ,,aglomeratie urbana”
(Sadoveanu 1933: 11), care exista la confluenta dintre sat si oras, mereu
amenintat sd dispard si totusi, in geografia printului Cantacuzin, spatiul este
parcelat in categorii sociale bine definite, delimitat in zone pure si impure,
sfidarea granitelor conducand fie la coruperea taranului, cum se Intampla in
cazul lui Vasile Mazu, fie la inadaptabilitate, ca in cazul Dariei Mazu.
Simpatia lui Lai Cantacuzin pentru oamenii locului si suspinul dupa
patriarhalitatea pierdutd nu trebuie confundate cu dorinta de a restaura
vechea oranduire sociald, fiind mai curand un capriciu nostalgic, o fictiune a
intelectualului excedat de civilizatie, asemanatoare cu gustul colectionarului
pentru piesele de muzeu. Drept dovada std lamentatia printului in ceea ce
priveste claustrarea sa intr-un oras ,,fard forma, fara plan si fard caracter”
(Sadoveanu 1933: 30), oras de o urbanitate precard, neiluminat pentru ca
»scrie luna la calendar” (Sadoveanu 1933: 39), cu strazi nepavate, fara teatru,
concerte si biblioteci, In care orice miscare nu este decét iluzie, iar plictisul
devine o fatalitate de neinldturat. Nostalgia pentru o lume in destramare
produce un spatiu limitat de reprezentarea sa ideaticad, de acel place
stereotype despre care am vorbit mai sus, doar ca acesta nu mai vizeaza
imaginile ciminului refugiu ca in Floare ofilita sau n Insemndrile lui
Neculai Manea, transformandu-se in fictiune a personajului, ,.geografia
plictisului sau” (Sadoveanu 1933: 32). Inadaptabilitatea afisata a printului nu
este decat o nostalgie cosmetizata, spatiul monoton pe care il condamna nu
este decdt o plasmuire estetica, in acord cu traiul a la légere in care se
complace. De fapt, in capitala de provincie ,,nu se intampla nimic” deoarece
Lai Cantacuzin interpune intre dramele care se consumd in tacere si
comoditatea sa aristocratd imaginea spatiald care ii convine cel mai mult:

,Deci, voi conchide, aici trdieste o lume fericita, pentru cd n-are nici
0 preocupare. Singur nefericit sunt eu, care-mi propun probleme de
rezolvat. Toti isi duc viata cu usurinta si fara aritmetica; eu singur Tmi
scornesc tot felul de rautati.” (Sadoveanu 1933: 46).

56
Vol. 1 No 1 (2018)



Povestea Dariei Mazu va destrama aceasta imagine ,,fericitd”, doar ca
aceasta nu va fi niciodatd consemnata, targul devenind, astfel, un spatiu fara
repere topografice.

Targul, asadar, se infatiseaza ca spatiu ratat, Lai Cantacuzin esuand in
ipostaza sa de mapmaker. Pentru Tally Jr. (2013), metafora scriitorului ca
fauritor al spatiului nu se rezuma doar la o analogie intre actul scrierii si
migcarea In spatiu, ca in teoria spatiald a lui Michel de Certeau, spre
spatiului, prin trasarea unor traiectorii care, eventual, ar putea fi recunoscute
si utile cititorului dezorientat. A gasi sensul spatiului, acesta este directivul
central al teoriei lui Tally Jr, eficientizarea literaturii in vederea obtinerii
unor imageable places (termenul este preluat din studiile urbane ale lui
Kevin Lynch). Or, geografiei printului Cantacuzin {i lipseste tocmai sensul
spatial, specificul locului nu va fi nicicdnd consemnat, nu din cauza ca i-ar
lipsi reperele (drama Dariei Mazu ar fi suficientd pentru acest demers), ci
pentru ca Lai Cantacuzin va esua in demersul cartografic. De altfel, fiecare
actiune intreprinsa este menitd esecului, amanarea fiind calitatea de baza a
acestui ,,cavaler fard nerv”. Intre vanitoare, iubire si scris, triadd care se
regaseste si la Alexandru Odobescu in Pseudokynegetikos, se stabileste o
relatie de interdependenta, fiind pretuite nu pentru finalitatea lor, ci de dragul
ceremonialului, artificial si teatralizat, filtrat prin ,,ochiul estetului” care
stilizeaza existenta In forme ale imaginatiei. Nu Intdmplator romanul lui
Sadoveanu se deschide cu scena vandtorii, contindndu-le subsidiar pe
celelalte doua (iubirea si scrisul). Dacd maiorul Ortac si capitanul Catarama
sunt oameni practici, interesati de rezultat, Lai Cantacuzin isi indreapta
atentia catre protocolul vanatorii, punand accent pe eleganta disimulata si
teatralitatea gesturilor: cainele sdu se sperie de zgomotul pustii, dar, in
schimb, este de o ,disciplind savantd” (Sadoveanu 1933: 10), stiind sa
execute un down excelent, asteptarea si panda vanatului invita la
contemplatie si divagatie, caci printul nu se avanta sa impuste iepurii precum
cei doi insotitori, oameni ancorati in realitate, fiind prins, In expeditia sa
cinegetica, de ,,micd problema de sociologie” (Sadoveanu 1933: 11) in
legdtura cu proiectata si mereu amanata monografie a targului. Tot
vindtoarea este cea care prilejuieste intdlnirea cu Daria Mazu, in timpul
careia Lai Cantacuzin se lauda cu trofeul sdu, dar trofeul nu este doar
iepurele impuscat, ci si fata pe care printul o initiazd in ale spiritului,
»educand-o Intru inadaptare”, cum spune Paul Cernat (2009), prin cultura
elevatd, educatie muzicald si conversatie francezd, in contrast cu mediul
primitiv originar din care provine tanara. Educatia intelectuald este insotita,
insd, de o educatie sentimentald, intrucat Daria Mazu intrevede in figura
printului posibilitatea unei iubiri compensatorii, care sa o scoatd din mizeria
vietii de familie si sd o scape de abuzurile tatalui ei, Vasilica Mazu. Cu toate
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acestea, Lai Cantacuzin se va feri de orice angajament si responsabilitate,
mai putin din cauza diferentei de varstd si a diferentei de clasd, cat mai
curand din oroarea fati de un spatiu care ucide pasiunea. In acest tirg
prozaic, ,in care nu se Intdmpld niciodatd nimic”, iubirea se dizolva
devenind imposibild, ar fi nevoie de Venetia sau de insula Capri, unde
,simtesti in tine toatd poezia de dragoste a veacurilor” (Sadoveanu 1933: 56),
pentru a putea transforma pasiunea rudimentara in experientd estetica. lata
episodul in care Lai Cantacuzin este pe punctul de a o siruta pe Daria: ,,in
clipa cand trebuia sd-si Imbratiseze eleva, domnul Lai constatd ca e deosebit
de emotionat si cd, desigur, viata lui dobandeste o complicatie delicioasa.”
(Sadoveanu 1933: 237). Este evident ca pentru printul bizantin nu emotia in
sine conteazd, ci estetizarea ei, impresia pe care reuseste sd o imprime
ratiunii (verbul ,,a constata” tine, pana la urma, de o deductie logica, traduce
aproape un calcul matematic). Acum, cand posibilitatea casatoriei este
inlaturata, Cantacuzin se poate bucura de gratuitea si subtilitatea rafinatd a
jocului amoros, aceastd ,,complicatie delicioasd”. De aceea se va sinucide
Daria Mazu: pentru a evita sa devind o noud Aglae Argintar prin acceptarea
unei relatii extraconjugale.

La fel ca in vandtoare si iubire, Lai Cantacuzin recurge la o tehnica a
amanarii si in scris, introducand o noud tema ce contribuie la modernitatea
romanului, aceea a literaturii ratate. Inca din primele pagini aflam de intentia
printului de a scrie un studiu monografic care sd surprindd caracteristicile
unui targ de la sfarsitul veacului, supus unui ritm rapid al schimbarilor: ,,Ce
este un asememnea targ moldovenesc e necesar neaparat sa se stie, caci mani
nu va mai fi; in orice caz nu va mai fi ce este astazi.” (Sadoveanu 1933: 11).
Literatura ar fi, asadar, un instrument al memoriei, capabil sd fixexe adevarul
in forme durabile. Totusi monografia nu va fi niciodatd scrisd, singurele
consideratii ,,sociologice” limitandu-se la peregrindrile si expeditiile
cinegetice ale printului. Paul Cernat pune in legaturd améanarea scrisului cu
intretinerea unei iluzii a spatiului, care trece sub tacere si uitare dramele si
povestile personale, taind, astfel, accesul catre istoricitate:

,Daca istoria presupune, prin excelentd, consemnare, absenta
consemnarii (si absenta unei traditii a consemndrii) reprezintd o
marca a neparticiparii la Istorie.” (Cernat 2009: 192).

In acelasi timp, tema literaturii ratate trebuie asociati cu filosofia
decadentd a personajului, care priveste lucrurile a la Iégére, considerand
lenea o placere, un privilegiu al aristocratului care recuza dogmaticul cult al
muncii in favoarea contemplatiei. Lai Cantacuzin preferd placerea divagatiei,
este un diletant, care prizeaza procesul gandirii, inteligenta in actu, fatd de
rezultatele riguroase ale studiului. De aceea, Tn locul monografii proiectate,
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va tine un jurnal, dar nici mécar acesta nu va constitui o indeletnicire zilnica,
fiind aménat sine die. Totusi, atunci cand scrie, Lai Cantacuzin alege sa
consemneze doar faptele care 1i convin, transfigurand realitatea:

,Domnul Lai Cantacuzin avea un jurnal pe care 1l scria foarte corect in
limba franceza, nsd nu-l tinea in prea buni randuiald. Dupa naravul
autohton, n-avea in toate zilele dispozitia sa-1 scoatd din saltarul lui
secret; si chiar cand se Intdmpla sa-1 scoatd, nu era tocmai dispus sa
scrie; iar cand ar fi avut timp si dispozitie, nu gisea material prea
interesant in legdturd cu coltul lumii in care se resemnase a-si purta
crucea vietii. [...] In general, era dispus si-si noteze mai ales acele
lucruri care mai puteau dovedi incad o datd Insusirile nobile ale
personalitatii sale. Cand aceastd operatie devenea intrucatva penibila,
domnul Lai, fard si-si dea sama, desigur, era dispus la tranzactii si la
lene.” (Sadoveanu 1933: 132).

Notatiile diaristice sunt filtrate prin amorul-propriu, dar nu despre un
egoism marunt este vorba aici, ci despre posibilitatea de a-ti stiliza sinele,
crednd un univers alternativ, sub semnul lui als ob: fictiunea compenseaza si,
chiar mai mult, depaseste realitatea, devenind ,,mai adevarata” decat istoria
insasi. Daca Lai Cantacuzin face parte dintr-o clasd sociald anacronica,
menitd disparitiei, iesirea din istorie este compensatd prin imaginatie (iata
utopia regresivd a intelectualului!). Desigur, autorul nu isi scuzd, prin
aceasta, personajul, ironizandu-1 de céte ori are prilejul. Finalul romanului
deconstruieste chiar mitul fictiunii compensatorii (Paul Cernat (2009)
vorbeste de o inversare a conventiilor si retoricii basmului): ,,lar printul
imbatrani mai curdnd decdt se cuvenea, convins cd in geografia lui e
imposibil sd se intample vreodatd ceva de sama” (Sadoveanu 1933:240).
,,Locul unde nu s-a intdmplat nimic” este simbolul unui spatiu autosuficient,
claustrant, care oculteaza istoria si voaleaza tragediile si povestile
particulare, dar fictiunea nu vindeca ranile, ci doar le escamoteaza, la fel cum
bulboana ascunde, dincolo de portile ei fatasmagorice, moartea. Spre
deosebire de romanele de inceput, in care targul se prezenta ca un spatiu ostil
din cauza incadrarii intr-un place stereotype, aici, spatiul este ingradit de
intretinerea unei iluzii estetice. In viziunea printului, Daria Mazu trebuie si-
si accepte destinul, sd se conformeze legilor impuse de spatiul in care
traieste, pentru a nu perturba ,,armonia lucrurilor din lumea aceasta”
(Sadoveanu 1933: 105) si a se conforma tiparului spatial imaginat. Astfel,
targul este un spatiu ratat, o plasmuire fantastica fara aderenta la realitate,
fara acel ,,sens spatial” necesar proiectdrii cartografice, menit extinctiei nu
din cauza demitizarii prin intrarea sa in istorie cum crede initial Lai
Cantacuzin, ci, dimpotriva, din cauza re-idilizarii sale intr-un nou mit
regional, cel al spatiului nemiscat, monoton, fara drame si pasiuni.
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3. Capitala de provincie

Deconstructia mitului local apare si la Ionel Teodoreanu, in Bal
mascat, prin punerea sub semnul intrebarii a celor doi topoi care zugravesc
visul patriarhal, anume familia unitara si orasul provincial ca manifestare a
comunititii organice. In conturarea celor doud spatii intervine mereu o
imagine ideald care, asa cum am spus, ingradeste spatiul intr-un place
stereotype, din care sunt izgoniti inadaptatii si non-conformistii. La Ionel
Teodoreanu, aceastd reprezentare ideatica a spatiului se inrudeste cu toposul
muzeal, despre care André Malraux remarca ca este o amputare a functiei
operei de arta si o abstractizare a ei In forme:

»~muzeul nu mai stie de statuia zeitei Pallas Athena, nici de sfinti, nici
de Hristos, nu mai stie de obiecte de veneratie, de asemanare, de
imaginatie, de decor, de posesie; ci, de imagini ale lucrurilor, diferite
de lucrurile insesi, si extrdgand din insasi aceasta diferentd specifica
ratiunea lor de a fi. Muzeul este o confruntare a unor metamorfoze.”
(Malraux 2008: 8).

Paradoxal, desi menit sa creeze legaturi cu istoria, muzeul simplifica si
selecteaza din trecut doar acele obiecte sa le numim ,eficiente” pentru
privitorul din prezent. Muzeul este o astfel de medialitate intre trecut si
prezent; Tn muzeu, obiectele sunt extrase din mediul lor istoric si amplasate
impreund, pentru a configura, asa cum spune Malraux, ,,cea mai inaltd idee
despre om” (Malraux 2008: 9), punand la dispozitia privitorului doar obiecte
prestigioase (plasarea acestora intr-un muzeu fiind suficientd pentru
legitimarea in fata vizitatorului a prestigiului lor), In camere care insceneaza
spectaculosul, aranjate in asa fel incat sd atragd atentia si sa imprime pe
retina privitorului o impresie care sa dureze. Asadar, daca muzeul ca
ansamblu are cel putin o functie, aceea de a eficientiza trecutul in vederea
prezentului, obiectele pe care acest construct cultural le contine sunt private
de orice functie. Ganditi-va, spre exemplu, la un muzeu al instrumentelor de
torturd medievala (cum este cel din Praga), care nu afecteaza in sens negativ
psihicul privitorului, ci, dimpotriva, procura placere. Despre aceastd privare
de functie, de data aceasta a obiectelor de colectie, vorbeste si Jean
Baudrillard, in Sistemul obiectelor. Filosoful francez distinge intre obiectul
utilitar, investit cu o functie practica precisa si obiectul-pasiune, care afiseaza
caracteristici inesentiale, transcendand ideea de practicabilitate. Daca
obiectul functional este un ustensil menit sa asigure confort, obiectul de
colectie este ,,trait” de cel care il detine ca obiect intrat cu adevdarat in posesia
sa. A poseda obiectele, dorintd narcisiacd in fond, reprezinta motivul
nscrierii lor intr-o colectie:
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,Cand obiectul nu mai e specificat de functie, e calificat de subiect;
atunci insa toate obiectele sunt echivalente prin posesie, care ¢ un fel
de abstractie pasionatd. Unul nu mai e de ajuns: e nevoie de o
succesiune, pana la urma de o serie totald ce rezuma proiectul implinit.
Tocmai de aceea posedarea unui obiect, oricare ar fi acesta, e
intotdeauna motiv de multumire si de deceptie laolalta: seria
prelungeste posesia si o insufleteste.” (Baudrillard 1996: 58).

Colectia contine, in acelasi timp, obiectul unic si seria: fiecare element
al colectiei le contine 1n esenta sa pe celelalte si, implicit, imaginea celui care
colectioneaza, iar seria face ca unicitatea sa se reproduca in mod cantitativ si
odatd cu aceasta si imaginea colectionarului, multiplicata si infinitd. Muzeul
si colectia structureaza spatiul din romanul lui Ionel Teodoreanu, model al
mentalitatii provinciale iesene. Trei sunt colectiile care locuiesc ,,muzeul
imaginar” al lui Andi: galeria de portrete ale membrilor familiei, crampeiele
de feminitate si stampele imaginare ale orasului lasi.

Inca din copilarie Andi, insomniac, incepe si descifreze zgomotele
care vin dinspre celelalte camere ale casei, construind in jurul lor povesti
teribile: auditia unui act sexual se transformd freudian In imaginea tatalui
omorand-o pe mama, mamita, colectionara de papusi, este victima bunicului
cu ,,aspect de patriarh si suflet de porc” (Teodorenu 1970: 236), tatal sau,
,»apostolul neamului”, povesteste picanterii despre eroii pe care 1i admira in
public. Dar nu astfel de detalii ale unei imaginatii excesive conteaza aici, ci
felul in care se raporteazd Andi la familia lui, comportandu-se exact ca un
colectionar care, in loc de obiecte, adund gesturi si secrete care sa-l
intareascd in ura lui pentru parinti:

,Cu aceeasi pasiune, aproape istericd, a celor care dupd ce n-au putut
dormi intr-o odaie straina din pricina plosnitelor incep sa le pandeasca,
asasinandu-le cu voluptoasa scarba, vanandu-le mereu, fericiti cu cat
descopera mai multe si dezamagiti cand nu mai gasesc niciuna, Andi
culegea, descoperea toate micimile si meschinariile casei parintesti,
precum si cele aflate la dejun si masd din gura parintilor despre
celelalte case, aducandu-le-n odaia lui, unde incepea sa le complice, sa
le invenineze si sa le generalizeze.” (Teodoreanu 1970: 261-262).

Privirea inchizitoriala si statutul clandestin al personajului, voluptatea
de a da de urma unor noi secrete, dublata de deceptia esecului, indexarea,
clasificarea si abstractizarea celor gdasite sunt similare demersului
colectionarului de a inseria obiectele pentru propria placere si fard nici un
scop in realitatea practicd. Membrii familiei sunt demascati nu din nevoia de
a gasi adevarul sau din curajul unui gest civil de a dezvalui imposturile lor in
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fata lumii, ci pentru a intretine iritabilitatea si dezgustul lui Andi. In
repertorierea gesturilor meschine, Andi, de fapt, se autocolectioneaza pe
sine, in fotografiile mamitei si cea a tatalui, el intrezareste viitoarea persoana.
Nu intdmplator finalul romanului il va surprinde pe Andi Tn ipostaza unui
nou Iustin Danielescu, ,apostolul neamului”’. Ionel Teodoreanu
deconstruieste mitul familiei burgheze, pe care il avusese in vedere in La
Medeleni, prin introducerea unui nou topos si anume spatiu de colectie.
Nimic nu il Tmpiedicd pe Andi sd-si paraseasca familia si orasul, chiar
dimpotriva, tentativele de evadare nu lipsesc si dacd alege sa ramana in casa
parinteascd, aceasta se Intdmpld in urma unei identificdri cu spatiul, nu in
urma unei fugi esuate, ca In cazul unor personaje sadoveniene. Desi similar
cu spatiul stereotip, spatiul de colectie se deosebeste de acesta prin faptul ca
departe de a asigura o imagine unitard la care sa se raporteze toate
reprezentdrile spatiale, oferd o imagine discontinua, care admite orice
ipostazd spatiala, atdta timp cat aceasta se conformeazd pasiunii
colectionarului. Daca spatiul stereotip are In vedere un ideal, spatiul de
colectie se raporteazd la dorinta. Jean Baudrillard compara obiectul de
colectie cu o oglinda perfecta, deoarece nu reflectd imagini reale, ci imagini
dorite. De aceea 1n ,,colectia” lui Andi pot intra iubirea si ura fatd de parinti,
femei dintre cele mai diverse, imagini ale orasului patriarhal Tmpreuna cu
imagini ale orasului decadzut, toate deopotrivd de valoroase. Spatiul de
colectie este un spatiu disfunctional din punct de vedere social, deoarece, asa
cum aratd Baudrillard, spre deosebire de interesul real, ,,motivatia seriald”,
desi aparent se deschide catre relatiile sociale prin valoarea de schimb a
obiectului de colectie, ,,de pastrare, de traficare, de ritual social si de
exhibare” (Baudrillard 1996: 69), rateaza, de fapt, comunicarea, caci
raportarea la lumea exterioara se face tot In vederea colectiei, a reperarii
obiectelor absente. lata de ce Stefana este inlaturata de Andi din perimetrul
sau, cdci in pofida faptului ca 1i Tmpartaseste aversiunea fata de ceea ce ea
numeste ,,bovarismul provincial”, ea ramane elementul strdin, amenintator
pentru colectia sa de imagini spatiale, in care critica iesenismului nu este o
contestare, ci o intregire a acesteia prin elementul absent.

O altd problema pe care o ridicd sistemul colectiei este legata de
autenticitatea obiectelor din serie. La Teodoreanu, figurile feminine sunt
simboluri ale autenticitatii, ale energetismului si elanului vital, pe céand
barbatii par deposedati tocmai de calitatile virile, infatisandu-se versatili,
disimulatori si pasivi. Personajul din Bal mascat are constiinta trucarii
existentei sale, dar in loc de a se angrena in tumultul vietii, alege sa-si creeze
o colectie care contine fragmente de feminitate pura, construindu-si, astfel, o
imagine virild (este interesant ca, pe plan simbolic, personajul pare castrat
dupa fiecare intdlnire cu o femeie). Femeile intalnite sunt dorite de Andi nu
in plenitudinea fiintei lor, ci doar ca fiinte discontinue, parcelate si
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repertoriate Tn gesturi expresive, chipuri gingase sau exotice, aproape lipsite
de sexualitate si transformate in ,,obiecte” ale pasiunii colectionarului.
Cunoasterea Intregului l-ar scoate pe colectionar de sub fascinatia colectiei
sale, Tndreptandu-1 spre lumea exterioara (apropierea de una dintre femeile
de colectie pune in lumina o fiintd vulgara), de unde preocuparea doar pentru
fragmentele de feminitate autentica:

sIncolo, din aspectele feminitatii aducea franturi. Cate-un obraz de
fatd, zarit in treacat la fereastra unei case, il tinea minte si uneori il
evoca, obrazul, nu mai mult, rumeneala lui, fragezimea lui, ca pe-0
rodie la care te uiti, din care nu musti. Odatd, noaptea, zarise la
fereastra luminatd a unei case miscarea unui brat gol, ridicat, se vede,
ca mana sd Tnnoade parul la ceafd; zarise totodata si inceputul gales al
sanului desteptat din somn de miscarea bratului. Pastrase-n el scurta
aratare, ca un fragment luminos de marmura antica.

Altadata zarise o ceafd de fatd care se spdla pe cap, cu parul
clabucit de apa.

Se multumea cu aceste cioburi, cu aceste bucati desprinse din
truoul femeii, pe care trup nu-1 cunoscuse si se ferea sa-1 doreasca.”
(Teodoreanu 1970: 249).

Nici un suflu de erotism nu transpare din aceste randuri. Este evident
ca, pentru Andi, fragmentele de feminitate sunt ca niste piese de muzeu de
valoare si prestigiu incontestabile, de unde si perversitatea colectiei, caci
dorinta nu vizeaza relatia cu alteritatea, ci o relatie cu subiectul, indragostit,
prin colectia sa, de propria fiintd. Pe de altd parte, autenticitatea obiectelor
din serie survine si ca amplasare a acestora intr-un cadru pe masura.
Personajul lui Teodoreanu 1si imagineaza aceste existente feminine in locuri
supraincarcate de vechime, fie in hulubaria unde se retrage alaturi de cele
doud fosile iesene, fie in case batranesti in care el are rolul de bunic, si
intotdeauna in lasul de odinioard, orasul-muzeu: ,,De altfel, aceste clipe
sufletesti, In care feminitatea aparea, el le situa in trecut, nu In prezent sau
viitor, ca si cum, cu sangele pacificat de mult, si-ar fi amintit aceste clipe, si
nu le-ar fi trdit in prezent cu presimtiri de infaptuire in viitor. Astfel, si aceste
visari premergatoare dragostii nu aveau parfumul de iarba cruda al sangelui
care se desteaptd, ci mirosul de colb al muzeelor.” (Teodoreanu 1970: 250).
Aparitia Stefanei Velisar, figura incerta intre fetitd si femeie, este perceputa
de Andi tot pe fundalul cerului iesean, creandu-si in spatiu un ,,alibi” pentru
iubirea sa. Andi este sigur cd aceasta iubeste lasul, ba chiar mai mult, este
continutd de ,,orasul lui”, aproape ca se confunda cu ,,albastrele zari” si prin
aceasta incadrare, 11 apartine si lui. La Bucuresti, unde fuge pentru a cere
mana fetei, regretd plimbarile cu pas molatec de pe aleile singuratice ale
lasului, inchipuind-o pe Stefana in decorul vetust si desuet al casei parintesti,
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pe strazile laturalnice si familiare ale lasului, printre biserici arhaice sau
proiectata pe zarea Copoului. Capitala cu zgomotul infernal, cu furnicarul
omenesc si tumultul tramvaielor brutalizeaza simtirile delicate ale ieseanului,
distanta de orasul natal sporind nostalgia in detrimentul criticii
moldovenismului pe care Andi o afisase pand atunci. Orasul-muzeu
actioneaza ca o hartie de turnesol pentru obiecte, gesturi, persoane si
sentimente, toate fiind reduse la imaginea lor prestigioasa, farda o
functionalitate individuala. Spatiul de colectie uniformizeaza la fel ca spatiul
stereotip, numai ca reprezentdrile spatiale sunt filtrate, de data aceasta, prin
prisma acelei oglinzi ce reflectd imagini dorite despre care vorbeste
Baudrillard.

Spatiul de colectie este eminamente spatiul dorintei. Chiar daca este
posibil ca imaginea doritd sd se confunde cu imaginea ideala (lasul
patriarhal, comunitatea organicd), specificul spatiului de colectie constda in
dorinta oarba de a-1 poseda. Nu este deloc intdmplatoare frecventa ridicata cu
care Andi se refera la lasi ca la ,,orasul meu”, posesia fiind atat de ravnita,
ncat personajul este amprentat cu trasaturile spatiului: ,,0! Si era iesean! Nu
iesean: lasul intreg era el. Minciuna lui, neantul lui erau minciuna si neantul
lasului.” (Teodoreanu 1970: 375). Teoria spatiului de colectie ca spatiu al
dorintei poate fi pusd 1n legiturd cu reflectiile lui René Girard despre
»dorinta  triunghiulard”. Pentru filosoful francez, individualismul,
autenticismul sau libertatea de optiune nu sunt decat fantasme ale miscarilor
,heo-romantice”, precum moralismul nietzschean sau umanismul
existentialist sartrian, considerand cd dorintele noastre reprezinta doar
rezultatul autosugestiei si imitatiei. Girard pleaca de la ideea ca intre subiect
si obiectul dorit se interpune un mediator, care concureaza cu subiectul in
privinta dorintei. Astfel, ,,dorinta triunghiulard” este o absentd a reactiei
imediate, spontane, ea se iveste ca urmare a imitatiel unui model care, in
aceeasi masurd, este admirat si pizmuit. Obiectul dorit capdtd o valoare
iluzorie care suscitd cu atdt mai mult dorinta de posesie a subiectului, cu cat
acesta din urmd considera ca este rivalizat de mediator in procurarea
obiectului. Mediatorul este, in acelasi timp, ,,model” si ,,obstacol”, fiind
deopotrivd admirat si urat, ceea ce il anima cu adevarat pe subiect nefiind
aspiratia catre obiect, ci teama exasperatd ca acesta sd nu fie luat in posesie
de un altul. ,,Dorinta tringhiulara”, aratd Girard, nu poate fi depasita prin
posesia obiectului, caci infaptuirea idealului produce deceptie (similara
deceptiei colectionarului de a gasi obiectul absent), triumful subiectului fiind
urmat fie de schimbarea obiectului dorit, fie de schimbarea mediatorului
(Girard 1972). lasul ca spatiu de colectie se Iinrudeste cu ,dorinta
triunghiulard”, prezentandu-se ca obiect marcat de dorinta posesiei,
indiferenta fatd de ipostaza in care apare, oras patriarhal sau spatiu ostil,
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mereu la distantd de subiect prin impunerea unui mediator fictiv, fie ca este
vorba de familia Danielescu, de Stefana sau de opinia publica.

Prima reactie a lui Andi fata de lasi survine in timpul razboiului, cand
percepe o coliziune a vechii orandurii, inlocuite de trepidatia provocata de
refugiati: Lapusneanu se transforma in Calea Victoriei, pe care se plimba
bucurestenii, Pacurarii si Sararia sunt animate de ofiterii rusi, patriarhalitatea
asezata a traiului burghez din familia Danielescu este inlocuitd de agitatia si
activismul celor doi soti (doamna Danielescu, director de spital, domnul
Danielescu, om politic). In acest context, Andi se insoteste cu ultimii
reprezentanti ai protipendadei iesene, Kuparencu si Ivanescu, alaturi de care
se retrage in ,hulubarie”, pentru a evoca vremurile fericite de altadata, pe
care le cunoaste din spusele celor doi insotitori, si nu ca rezultat al propriei
experiente:

»Irdia cu ei intr-un trecut si printre amintiri cunoscute nu din
experienta lui, ci numai din vorbele lor, familiarizandu-se atat de tare
cu acel trecut si cu acele amintiri, incat dac-ar fi fost transpus, printr-
un miracol, cu patruzeci de ani in urma, ar fi putut participa la
seratele coanei Catinca Chiunoaia.” (Teodoreanu 1970:243).

lasul de odinioarad capdtd un farmec aparte pentru Andi, deoarece are
calitatea vechimii si legitimatia autenticitatii. Spatiul nu este ,trdit” de
personaj prin implicarea in viata activa prilejuita de interventia razboiului, de
unde si disfunctionalitatea sa, ci ca ,,obiect-pasiune”, demn de a fi admirat si
colectionat. Trecutul devine lentila prin care Andi percepe spatiul, lasul cu
care rezoneazd este un construct fictional, dorit atita timp cat poate fi
mentinut la distantd, ca obiect accesibil doar imaginatiei. Dorintd imitata,
nostalgia personajului este un sentiment Imprumutat de la ceilalti ieseni, care
identificd in trecut imaginea unui oras glorios. lasul de odinioara detine,
pentru Andi, o functie seminald, generativa, dand iluzia elanului vital cat
timp se izbeste de anumite obstacole precum agitatia rdzboiului, contactul cu
Bucurestiul sau iubirea pentru Stefana. Andi se raporteaza la realitate prin
prisma unui oras-fantasma, dorintele sale sunt modelate de o imagine
distorsionatd zugravind un oras ideal. Atunci cand imaginea doritad prinde
contur In lumea reald, intervine deceptia pasiunii implinite, iar lasul este
perceput, deodata, ca spatiu himera, desigur nu pentru mult timp.

Abia contactul cu Bucurestiul conduce la destramarea iluziei,
descoperind in mediul viril, exuberant si progresist, debilitatea sa sufleteasca.
Acum, Tasul 1i apare ca un vid enorm, flasc, o plasmuire provinciala, care isi
face din trecut o manie. Dar critica iesenismului este tot o forma de emulatie,
o trasaturd a mentalititii provinciale, Intrucat provincialul se simte
nedreptatit de statutul sdu de marginal al societatii si atunci isi construieste o
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masca bovarica, de om superior care constientizeaza limitele si neajunsurile
lumii in care trdieste. Singularizat astfel, el are totusi nevoie sd se raporteze
la opinia publicd, ca etalon al criticismului sau. Stefana Velisar accentueaza
asupra acestei naturi duale a provincialului:

,»Toatd drama ta iesand, Andi, nu-i decét rezultatul unui dezechilibru
provocat de fiinta ta reald in lupta cu cea imaginara. Fiinta ta reald e
iesand ca toti iesenii. Fiinta ta imaginara, insa, se vede trdind intr-un
lasi olimpic, pe care l-ar merita. Si toate iritarile tale fata de ceea ce
numesti iesenism nu-s decat constiinta fiintei tale imaginare ca-i
nedreptatita traind intr-un astfel de lasi — cel real — cu gusturi si
apucaturi de om normal.” (Teodoreanu 1970: 526)

Critica iesenismului nu este, pentru Andi, decat o modalitate de a fi
admirat de publicul iesean, fie cd este vorba de studentii din aula universitatii
sau de intelectualii care impartasesc idei pe strada Lapusneanu, fie de
societatea ,,englezeascd” din casa Duduiei. Discursul lui Andi se adapteaza
in functie de mediul in care este rostit, este, de fapt, o mise en scene a
propriului eu, o (im)posturd cu gesturi studiate, decorative, cu idei
imprumutate (Stefana este cea care 1i livreazd opiniile), cosmetizate de
retorism. Comportamentul lui Andi este intotdeauna mimat, maleabil in
functie de interlocutor, ,,dorinta potrivit Altuia”, conform lui Girard, tot ce
conteaza este pastrarea prestigiului n ochii celorlalti: ,,

»NU-l interesa calitatea acestei distractii, calitatea persoanelor de
acolo, calitatea concertului de drambe feminine, pe care-l auzea

mereu, fiindcd nu se ocupa decit de el, de satisfactia lui.”
(Teodoreanu 1970: 550).

Magda Boldur, femeia hieratica, sentimentald, care-si pleacd sfioasa
genele, este dezirabild nu datoritd sentimentelor de iubire, ci pentru ca se
prezinta in conformitate cu opinia publicd, ca pur element de decor, spre
deosebire de Stefana Velisar, care este cochetd doar in intimitatea conjugala
si stearsd in societate. Provincialismul, asadar, este o formad gregara de
colectivism, o perpetud nevoie de raportare la celalalt in luarea deciziilor si
modelarea comportamentelor, o forma de mediere, opusd spontaneitatii, in
care nu finalitatea actiunii conteazd, ci doar concertul inscenat celorlalti.
Modelul acestei mentalitdti colective este strada Lapusneanu, asemanat de
Teodoreanu cu un ,,salon urban”, pe care provincialul alege sa se plimbe cu
dublul scop de a vedea si de a se ldsa vazut de ceilalti membri ai comunitatii,
un du-te-vino de masti care creeaza iluzia unei microarmonii societale, cand,
de fapt, nu este decat o manifestare a unei megalomanii colective. La polul
opus, Stefana Velisar se infatiseazd ca o personalitate energica, non-
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conformista, cu gesturi spontane si idei personale, un spirit liber, care prefera
plimbarile lungi, in singuratate, dincolo de frontierele orasului. Dispretuieste
nu atat succesul, cat ostentatia acestuia, nu descalificd nevoia lui Andi de a
se plimba pe strada Lapusneanu (,,dorul de oameni”), ci cultul meschin al
publicitatii. Treptat, cele doua directii ale dorintei lui Andi (iubirea pentru
Stefana si iubirea pentru lasi) se polarizeaza, excluzandu-se reciproc. Stefana
devine obstacolul care se interpune intre Andi si societatea ieseana:

,Parca prin toate cele, indirect, Stefana 1l izola de lasi. Vecinatatea ei
n lume si la teatru ii interzicea elanul care l-ar fi putut face sa
straluceascd nu numai pentru ca Stefana se abtinea voluntar sa
«apard» in fata celorlalti, dar si pentru ca luciditatea ei paraliza in
Andi volubilitatea de causeur, banalitatea vorbelor si dezinvoltura lor
sigurd.” (Teodoreanu 1970: 542).

Opinia publicd mediaza optiunea lui Andi intre cele doua obiecte
dorite, femeia iubita si spatiul de colectie in favoarea celui din urma. Astfel,
epilogul romanului 1l surprinde pe Alexandru Danielescu, recasatorit cu
Magda Boldur, personalitate emerita a lasului, care a cucerit Parlamentul cu
discursurile lui, pregitindu-se sd le serveascd intelectualilor ieseni o noua
expunere care mimeaza emotia sincera:

,»Andi mai trecu o datd cu privirea prin vastul birou, aruncand o
privire recapitulativi asupra notelor discursului pregatit pentru
banchet. Le lasa acasd. Vorbea fara note, fiindcd marile emotii
trebuie sa apard spontane ca si lacrimile, nedand impresia
premeditarii. [...] Privi lasul de sus, recapitulativ, cum privise si
notele discursului inchinat lasului si iesenilor.” (Teodoreanu 1970:
580).

lasul devine, asadar, oratorie fatarnica si goald, la rindul lui, un discurs
insignifiant, menit sd stoarca lacrimi, un obiect de colectie autentificat de
minciuna colectiva.

As atrage atentia, in finalul acestei lucrari, asupra unui paradox pe care
ajunge sa-l1 comporte reprezentarea marginalitdtii ca spatiu al diferentelor
radicale. Cautand diferenta fatd de Centru, resimtit ca spatiu opresiv,
periferia isi creeaza strategii de rezistentd, pe care le transforma, ulterior, in
mituri locale. Pe de o parte, aceste utopii ale marginalitatii sunt eficiente intr-
un sens pozitiv, ca zona conflictuala, ce frizeaza heterogenitatea in dauna
omogenitatii impuse de spatiul dominant. Pe de altd parte, insa, mitul
eficientizat ca diferenta ajunge sd constrdngd chiar in numele diferentei pe
care o proclamad, generand, asa cum am incercat sa arat cu ajutorul literaturii
lui Sadoveanu si Ionel Teodoreanu, spatii ale excluderii. Comunitatea
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organica, societatea idilica sau trecutul glorios, toate aceste mitologii ale
literaturii din Moldova, sunt deconspirate de scriitori ca discursuri ale puterii,
fie aceasta o putere a perifericului.
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Abstract: The unprecedented experience of Gavrilescu, the main character in the
La Tiganci short story, continues to arise various interpretations, proving the
viability of this eliadesc writing. For some literary critics, he is the anti-hero by
definition, which lives what Eliade understands by "level break”, but without
understanding anything of it. The ordinary man, with a banal existence, routinely in
the profane becomes the Chosen One uselessly claimed by sacred, for ignorance
prevents him from seeing beyond the Illusion. In the hut of the gypsies, he crosses a
rite of passage, from life to death, proof being the shrouded curtain that will wrap
his naked body, the terrible thirst for unpopularity, and the surprising encounter
with the always young Hildegard, the beloved of his youth.

In this article, I try to reveal another dimension of this eliadesc short story,
linked to the name of the main character, which, in my opinion, refers to the name
of the archangel Gabriel, the "pair" of the other, Michael. As it is known, the name
of the archangel Michael is directly related to the Romanian legionary movement in
the inter-war_period, a nationalistic, violent and criminal political-ideological
movement that has successfully manipulated local religious and cultural elements to
gain followers and become strong. Up to a point, the Romanian legionary
movement stood under the sign of both archangels, synthesizing both the
intellectual and the political dimensions.

In time, the two directions have broken apart, and the legion has remained
exclusively under the warlike sign of the warrior archangel. The Romanian
intellectuals, who originally sympathized with the nationalist ideals of the legionary
movement, distanced themselves from it and remained under the soteriological
mark of Archangel Gabriel. This is, in my opinion, the message hidden by Eliade in
this unusual short story. Also, using allegory and symbol, the Romanian author
turns out to be a man of vision and prophesies the future of Romania, which has
been culturally and historically marked, in time, by Germany. The present does not
contradict Eliade, because Germany is the engine of the European Union, of which
Romania wants to be part.

Key-words: archangel, allegory, symbol, confession, prophetism.

69
Vol. 1 No 1 (2018)



Doi arhangheli — o directie culturali si una ideologica

S-a afirmat despre romanul Noaptea de Sanziene ca ar transpune in
cheie miticad un scenariu ocult al reinvierii Legiunii in spatiul romanesc, idee
intarita si de referiri ale unor ,,apropiati” ai lui Eliade cu privire la asa-zise
actiuni de finantare din strainatate a unei miscari neo-legionare in ilegalitate.
Tot apropiati ai savantului roman scriu peste timp marturii si confesiuni —
care se vand bine, caci Eliade continuad sa fie un nume ,,fanic” din acest
punct de vedere — cu privire la nestinsa dragoste a acestuia pentru Garda de
Fier, implicit pronuntate conceptii antisemite, expuse in exclusivitate intr-un
cerc restrans de cunostinte. Aceste speculatii interpretative cu privire la
substratul ,,gardist” al ultimului mare roman al lui Eliade este fondat pe
insusi simbolismul titlului, care ar trimite in mod direct la momentul istoric,
valorizat simbolic, al nasterii miscarii — 27 iunie 1927. In aceeasi directie
interpretativa, nunta lui Codreanu cu Elena Ilioni ar fi devenit in romanul lui
Eliade nunta cosmica dintre Stefan si Ileana, sau, conform idealului legionar,
adaugam noi, salvarea Romaniei-Ileana Sanziana de catre un nou Mesia-
Stefan, care sd impace tara cu Dumnezeu. Toate aceste ipotetice scenarii
gardiste camuflate voit de Eliade Tn miezul narativ mitico-simbolic al Noptii
de S&nziene imi par reductioniste si ar limita strict ideologic aria interpretarii
critice a acestui ultim roman al scriitorului roméan, un adevarat cantec de
lebdda, mult mai complex decét un cimitir fictional al trecutului personal sau
un mesaj criptic ,,camaraderesc”, de coloraturd ,,verde”, adresat peste timp.

Nuvela La tiganci, datata Paris, iunie 1959, reprezinta o scriere
alegoricd, in care se ascunde cu adevarat ,,confesiunea” indirecta a lui Eliade
in ceea ce priveste alegerile cultural-ideologice personale si ale generatiei
sale din zbuciumata perioadi interbelica. In egald masurd, aceasta nuveld
contine elemente de profetism eliadesc national, care mplineste asteptarile
lui Cioran de a depasi ,limitele si problemele etnicului”, printr-un
»profetism pe evenimente, iar nu pe dimensiuni intemporale” (Cioran 1990:
15). Eliade promoveaza vizionar ideea unei ,,re-nasteri mistice” a Romaniei
prin armonizarea contrariilor aparente, arhaicul si modernul. Neimplicarea in
actiunile Legiunii, afirmata initial prin vocea lui Stefan Viziru in intriga
istorica a romanului publicat de Eliade in 1955, este reluata in aceastd nuvela
si nuantata prin apel la simbol si la scenariul initiatic al unui rit de trecere. In
sprijinul acestei afirmatii se profileaza mai multe elemente de continut ale
scrierii, care devin tot atatea argumente pentru probarea acestei teorii critice
de interpretare in cheie confesiva a nuvelei amintite.

Din acest punct de vedere, dintru inceput frapeaza numele personajului
principal, Gavrilescu, format prin derivare cu sufixul specific romanesc ,,-
escu” de la substantivul propriu Gavril, forma populard a antroponimului
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Gabriel. Este limpede ca Gavril/ Gabriel este unul dintre cei doi arhangheli
ce compun cuplul sacru, sarbatorit in calendarul ortodox crestin, in fiecare
an, la 8 noiembrie, sub denumirea de Arhanghelii Mihail si Gavril. Se stie ca
miscarea gardistd romaneasca a fost infiintatd sub denumirea de Legiunea
Arhanghelului Mihail, legionarismul romanesc plasandu-se sub semnul
razboinic si punitiv al acestui arhanghel, care 1-ar fi alungat din rai chiar pe
intaiul inger cazut. Dimensiunea antisemitd a miscarii legionare este conotata
subtil si prin alegerea patronajului acestui arhanghel, despre care traditia
crestind spune ca ar fi fost aparatorul poporului evreu pana la crucificarea lui
lisus, cand acesta l-ar fi parasit pentru a servi crestindtatea. Pentru cel care
cunoaste limbajul virulent al ideologiei si actiunile violente ale Garzii de Fier
atat sub conducerea lui Corneliu Zelea Codreanu, dar mai ales sub aceea a lui
Horia Sima, devine evident ca miscarea extremista legionara si-a asumat un
mesianism razboinic articulat pe distrugere si crima, in scopul de a detine
puterea politicd. Membrii Legiunii Arhanghelului Mihail adoptd tinuta
militard si structura ierarhicd militarizatd, in care liderul miscarii devine
conducatorul suprem, militarism conjugat cu elemente de spiritualitate
crestin-ortodoxa, care-i transforma in niste ,,calugari”, razboinici-asceti cu
arma in mand, de tipul cavalerilor templieri, aflati, Tnsa, In apararea
romanismului autentic, ortodox si arhaic (de aici, sentimentul intoarcerii la
origini, certitudine a unui roméanism mitologic autentic, in afara oricarei
segregari etnice).

Dar, daca Legiunea 1-a adoptat drept patron spiritual pe arhanghelul
razboinic, pazitor al Raiului pand la asaltul final al demonilor (cf.
Apocalipsa, 12, 7-9) — a se intelege, prin extensie, al Romaniei aflata la
indeména puterilor obscure antiromanesti ale timpului, ne intrebam ce s-a
intamplat cu acelilalt arhanghel al cuplului angelic, Gavril? In primul rand,
trebuie afirmat ca Biblia nu-1 numeste nicaieri pe Gavril drept arhanghel si
doar In dogma crestind si in traditia populard cei doi sunt celebrati laolalta.
Mai mult, calitatea etimologica a cuvantului ,,arhanghel”, format din ,,arche”,
desemnand in greacd notiunea filosoficd si mitologica de ,origine”,
»inceput”, ,.principiu”, ,,sursd” si ,,anghelos” = ,,Mesager, Sol, Tnger”, devine
aceea de Tntai Mesager. De vreme ce primordialitatea acestui mesager divin
it conferd implicit unicitatea statutului, functia de Mesager Suprem si
Comandant al Ingerilor nu este atribuita decat lui Mihail si, in Apocalipsa lui
loan, lui lisus Hristos insusi. Numele Iui Mihail — ,,Cine e ca Dumnezeu?” —
contine o 1intrebare retoricd care opune din start unicitatea divinitatii
manifestatd in Marele sau Mesager pretentiei lui Satana de a fi deasupra
Creatorului unic.

Spre deosebire de Mihail, care castiga un loc privilegiat in scriptura pe
baza calitatilor sale rdzboinice, prezenta ciclicd, a inceputurilor celeste si a
sfarsitului apocaliptic, Gavril patroneaza taumaturgia si dezvaluie sensuri ale
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hermeneuticii divine, Tn calitate de mesager discret al divinititii®, un adevirat
Hermes al credintei iudeo-crestine. Dacd Mihail este martor activ al faptelor
si intdmplarilor din ceruri, Gavril este un inger profund ancorat in
evenimentele terestre, caci el vindeca, invata, vesteste si reveleaza oamenilor
mesajul divin, mijlocind comunicarea dintre cer si pamant. In textele
apocrife deopotriva, numele celor doi ingeri apar In majoritatea scenariilor
religioase: in capitolul enohian al pedepsirii veghetorilor, care au coboréat pe
pamant si au dat nastere uriasilor, Gabriel 1i pune pe nefilimi s se ucida intre
ei, iar Mihail 1l leagd pe Semihaza, liderul ingerilor razvratiti, si ajutd la
curitarea pamantului de fiii ingerilor. In traditia greac, din cei sapte
veghetori, Mihail este ,,rdspunzdtor de cei buni si de popor”, iar Gabriel
,»stapaneste gradina Edenului, serpii (dragonii) si heruvimii” (Mihaild 2011:
62). Alaturi de alti patru ingeri, Mihail si Gabriel pregatesc si participd la
Tnmormantarea lui Moise, iar in Pildele (XXXVII-LXXI) din Cartea lui Enoh,

»primul este Mihail, ingerul cel milostiv si rabdator, al doilea, care
vegheaza asupra bolilor si tuturor vatdmarilor copiilor oamenilor, este
Rafael, al treilea, care vegheaza peste toate puterile este Gabriel si al
patrulea, care vegheaza cdinta si nadejdea celor care mostenesc viata
vesnica, se numeste Phanuel” (Cartea lui Enoch 2006: 78-79).

Pornind de la aceste observatii de ordin religios, simbolismul celor doi
ingeri devine polarizant in dimensiunea interpretativd a nuvelei La tiganci,
parabold-confesiune a lui Eliade ramificata in doud directii divergente — pe
de o parte, disocierea de dimensiunea belicoasd si violentd a Legiunii
Arhanghelului Mihail, iar pe de alta parte, aderarea la cea taumaturgica,
revelatoare, educativa a miscdrii culturale a generatiei sale. Pe masura ce
Legiunea se ideologizeaza si se radicalizeaza, atinsa de ambitiile politice
personale ale unor lideri ai sdi, ea se indeparteaza de idealurile sincere si
drepte ale generatiei tinere care a nascut-o si din sperantele cdreia s-a hranit.

6 fn cartea profetului Daniel, Gavril este numele ingerului care interpreteazi vedenia
(Daniel, 8, 16). Gavril arata lui Daniil intelesul celor saptezeci de saptimani de ani pana la
venirea lui Mesia Hristos (Daniel, 9, 21-27). Dupa traditie, acelasi inger vesteste lui loachim
si Anei ci vor deveni parintii Mariei, viitoarea mama a lui Mesia. In Noul Testament, Gavril
descopera preotului Zaharia, nasterea lui loan Botezatorul, considerat inainte mergatorul Iui
Mesia (Luca, 1, 19). Tot Gavril reveleaza Fecioarei din Nazaret cd-1 va naste pe Fiul lui
Dumnezeu (Luca, 1, 28). Arhanghelul Gavril pare sa fi fost identificat de traditie drept
ingerul invesmantat in alb, care, pogordndu-se din cer, a rasturnat piatra de pe usa
mormantului lui lisus si s-a asezat deasupra ei, fiind cel dintdi care a dat Mironositelor
vestea Invierii. Daca Mihail se afld in ceruri de la inceputuri pani la sfarsit In lupta de
aparare a raiului divin, Gavril este ingerul care se afla in prim-planul nasterii/ invierii lui
lisus, de la Inceput si pana la sfarsitul sau terestru. De aceea, Gavril si-a castigat un loc
binemeritat in iconografia crestind alaturi de Mihail, cépatand dreptul de a fi numit
arhanghel.
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Apeland la termenii discursului despre autoritate utilizati de Andrei Plesu
pentru a comenta Parabola lucratorilor nevrednici ai viei — ,,Ai autoritatea
de la care te impartasesti” (Plesu 2003: 18) —, se pot distinge doua tipuri de
autoritate asimilata si promovata implicit de doua directii distincte bifurcate
in cadrul miscarii initiate de tinerii intelectuali interbelici: directia
logocratica a intelectualilor, aflata sub semnul autoritatii mesajului
taumaturgului inger Gavril, céreia ii apartine si Eliade, si directia belicoasa a
razboinicilor, aflatd sub semnul autoritatii violente a arhanghelului Mihail.
Prin renuntarea la autoritatea care impune cu forta celorlalti o directie, cea
dintdi se impartaseste de cea mai puternica autoritate, cea a logosului, a
discursului literar si stiintific, unica autoritate perena. Adoptind logosul
politic golit de sens si adevdr, directia legionard s-a impartasit doar de
comportamentul martial, combatant, razboinic si a cdzut In gratuitatea
propriului demers.

Mai mult, daca pornim de la functia de baza a ingerilor, aceea de a fi
mesageri ai divinitatii in relatia acestuia cu omul, aceasta poate fi translata in
acea capacitate de ,,a converti abisul dintre Dumnezeu si om intr-un spatiu al
comunicirii” (Plesu 2003: 260). In spiritul acestei observatii, se profileazi
implicit o iIntrebare al cérei raspuns adanceste o datd in plus demarcatia
simbolicd dintre cele doud puteri angelice si, implicit, dintre cele doua
directii cultural-politice interbelice. Asadar, care dintre cele doud, Legiunea
patronatd de arhanghelul Tnarmat, Mihail, sau intelectualii generatiei 27
aflati sub semnul lui Gavril/ Gabriel, a convertit in comunicare reala abisul
dintre elitele societatii romanesti si omul de rand? Raspunsul este oferit de
Mircea Eliade in varianta literara mitico-simbolica a nuvelei La tiganci, unde
Gavril(escu) traverseaza un rit initiatic de trecere dinspre profanul unei
existente istorice liniare inspre dimensiunea sacrd a unei post-existente
mitice nemuritoare. Daca Miscarea Legionard a esuat in politic si ideologie
demagogica, intr-un extremism violent si criminal, intelectualii au datoria de
a perpetua adevdarata functie a mesajului si sd asigure comunicarea pe
verticald intre straturile profunde ale societatii romanesti, iar singura
comunicare reald si inalterabilda in timp se construieste pe arhitectura
limbajului mitic. Falia dintre religios si politic, dintre dimensiunea culturala
si cea ideologica capata valente de-a dreptul antagonice, fapt subliniat de
multi cercetdtori avizati ai respectivei perioade istorice, precum Sorin
Alexandrescu, Zigu Ornea, Marta Petreu, Andrei Oisteanu, Mihaela Gligor.

Cadere in profan si reintoarcere in sacru

Revenind la nuveld, spre deosebire de celelalte personaje, Gavrilescu
nu are un prenume, ci doar acest nume articulat pe numele fanic al
arhanghelului. Sufixul apare drept consecinta a caderii sacrului in profan, a
extra-ordinarului in banal, pacat extrem de grav despre care vorbeste obsesiv
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si personajul nuvelei cand constata ratarea conditiei de artist in defavoarea
celei de umil profesor de pian, ce da lectii in particular:

»Eu, cum va spuneam, reincepu Gavrilescu, trec regulat cu tramvaiul
asta de trei ori pe saptamana. Pentru pacatele mele, sunt profesor de
pian. Zic pacatele mele, adduga incercand sa zambeasca, pentru ca n-
am fost facut pentru asta. Eu am o fire de artist...” (Eliade 1993c: 6).

Asemeni Leanei din nuvela Tn curte la Dionis, Gavrilescu este
constient de cauzele neimplinirii destinului sdu, numite deloc eufemistic
»pacate”, cdci cele mai adanci si de neiertat pacate sunt cele impotriva
spiritului. A trdi mpotriva datelor ,firii” oferite ca dar de la divinitate
reprezintd pacatul suprem, in opinia lui Eliade, care considera ca orice
existentd umand are un Sens nu doar terestru, ci mai ales cosmic. Dar, chiar si
»pedeapsa” de a parcurge drumul spre eleva sa de trei ori pe sdptdmana
devine calea de acces spre o altfel de implinire, pe care o va gasi in locul
camuflat pana atunci al tigancilor. Desi parcurge regulat drumul si aude
vorbindu-se despre tiganci, avand curiozitati mici burgheze in privinta lor,
manifestd o fascinatie neimpartdsitd de ceilalti calatori cu privire la gradina
umbroasa si casa frumoasa. Atractia lui Gavrilescu pentru locul umbros al
curtii tigdncilor are doud resorturi interioare: cel constient, al omului
prezentului atins de nevoia ,fizicd” de a evada din iadul canicular al
Bucurestiului si cel inconstient al omului mitic, atras de nevoia ,,metafizica”
de implinire sufleteasca in dimensiunea originara a existentei. Nu doar auzul
i1 este atins, ci si vazul, caci din locul confortabil de la fereastra vagonului de
tramvai admird gradinile paradisiace, fard a trdi totusi curiozitatea de a le
strabate — un contemplativ viciat de dimensiunea actiunii creatoare, adica un
artist lipsit de curajul creativitdtii, ce sucomba in inactivitate sterila. Semnele
prezentei sacrului sunt pretutindeni, dar el e captiv in propriul scenariu
lamentabil existential, lipsit de capacitatea de a le percepe. El este un ,,mort”
in viata, din nefericire, nu in sens initiatic yoghin, ci in acceptiunea gandirii
arhaice cu privire la omul devenit prizonier al iluziei proiectate de propria
ratiune. Calatoriile cu tramvaiul intr-o directie si apoi in cealaltd, de trei ori
pe saptdmana, sunt analoage mersului ascendent si descendent cu ascensorul
hotelului ale lui Adrian, poetul amnezic, sugerdnd prizonieratul in
repetabilitate si ciclicitate, fara posibilitatea strapungerii ,,valului” si
eliberarii. Aceeasi senzatie o are Stefan Viziru, cu sentimentul acut al
istoric, ca in pantecul unei creaturi fabuloase, care ar dori astfel sa-I mistuie
si sa-1 anuleze libertatea de a trdi autentic.

In opera literara eliadescd, raportul lumini/ intuneric nu cunoaste
polarizarea conform atributelor moralei religioase iudeo-crestine, bine/ rau,
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Dumnezeu/ Satan, ci trebuie privit strict prin prisma simbolismului arhaic
ritualic samanic — una dintre cele mai vechi forme de religiozitate ritualica.
Conform acestuia, lumina caracterizeaza lumea creata, reald, solara, yang, a
spiritului, in timp ce Intunericul caracterizeaza ,,lumea de dincolo”, ireala si
imateriala, lunard si nocturna, yin, a sufletului. Mai mult, Tn orice scenariu
mitologic cosmogonic, intunericul este anterior luminii, el este principiul
primordial, originar, ,,abisalul” din pantecul cdruia a luat nastere creatia.
Cand neofitul este trimis din sdnul comunitatii ,,solare” in padure sau in
coliba Intunecoasa a lumii lunare, el face trecerea din universul creat material
in cel primordial increat, din lumea celor vii in lumea celor morti, caci el
trebuie sd moara din ipostaza de om obisnuit pentru a se naste din nou in
ipostaza samanului. Ca orice nastere, si cea misticad este pregdtira de o
»gestatie” in pantecul intunecos al unei colibe/ pesteri, unde aspirantul este
sfasiat si recompus de demonii pe care ulterior 1i va stdpani in actele sale
taumaturgice.

Gavrilescu este nducit si coplesit de lumina orbitoare, toropitoare a
lumii solare a spiritului, fiind atras inconstient de umbra ricoritoare a
nucilor, de spatiul Inchis si intim al universului lunar al sufletului:

,»Dupa o traditie, omul care si-a vandut sufletul diavolului isi pierde si
umbra. Ceea ce inseamnd cd, nemaiapartindndu-si, nu mai exista ca
fiinta spirituala, sub forma de suflet. Demonul nu se mai manifesta ca
umbra in fiinta lui: nu mai are umbra pentru cd nu mai are fiinta”
(Chevalier, Gheerbrant 1995: 404).

El este Alesul, samanul care nu are nevoie de initierea didactica a unui
batran, si patrunde in lumea spiritelor, chemat de acestea. Umbra gradinii
este nsotita de ,,mirosul amarui al frunzelor de nuc” (Eliade 1993c: 8), care a
luat locul parfumului florilor teilor, ale caror crengi se revarsd deasupra
trotuarului. Simbolismul gradinii surprinde aceeasi tranzitie dinspre periferia
solara a teilor varateci si casa impundtoare din prim-planul curtii inspre nucii
tomnateci din mijlocul acesteia si bordeiul, aflat ,,intr-o gradina neingrijita,
cu trandafiri si crini, pierduti printre balarii si tufe de maces” (Eliade 1993c:
8) — imagine concentrica a unui microunivers reconstituit in spirala, de la
realitatea profana a mintii inspre cea sacrd a sufletului. Interesantd devine
imaginea unor flori ,,regale” pierdute intre tufele salbatice de flori de maces,
ca sl cum acea geografie sacra s-ar reaseza conform vechilor sale legitati, iar
natura primordialda ar incerca sa se reinstaleze in detrimentul celei
,.civilizate” de om. Intr-o naturd sdlbatica, floarea zeitei frumusetii, Afrodita/
Venus, simbol al iubirii — trandafirul si floarea zeitelor-mame, Hera — crinul,
sunt ndpadite de o floare sdlbaticd hermafrodita, capabild sa dea ,,fruct” prin
sine nsdsi. Directia este evidenta, un fel de regresie in arhaicitate, de la
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epoca religiozitatii ,,istorice” a zeitelor fertilizate de elementul masculin la
primordialul cult al Marii Zeite, ce-l naste fard ajutorul vreunui zeu pe fiul
devenit ulterior sot. Din acest punct de vedere, Gavrilescu patrunde Intr-un
spatiu sacru aflat sub semnul feminitatii absolute primordiale. Sub aspectul
simbolismului heraldic, crinul si trandafirul reprezintd cele mai Insemnate
case ale regalitatii occidentale, cea franceza si cea engleza, iar ,,sufocarea”
acestora Tn vegetatia salbaticd sugereaza renasterea acelor credinte arhaice
originare, care reprezintd izvorul sacru al tuturor credintelor si religiilor
lumii moderne. Simbolismul cromatic al celor trei flori trimite la ideea unei
androginii exemplare, pe o cale alchimicd, naturala insa, prin care albul pur
al crinului si rosul aprins al trandafirului se ingemaneaza in ceea ce poarta
numele de lapis philosophorum, adica trandafirul alb-rosu sélbatic, macesul.

Artistul a pacatuit in tinerete si, din lasitate si slabiciune, si-a tradat
sufletul, atat in iubire, cat si in vocatie, pentru a alege calea inselatoare a
prizonieratului ratiunii. Mai mult, nuca este un fruct imbricat intr-o coaja
durd, iar accesul la miezul dulce se face prin spargerea invelisului, la fel ca in
cazul oului cosmic, simbol al originii tuturor universurilor cosmice si umane.
Tn Noaptea de Sanziene, Stefan apeleazd la imaginea sferei de metal ca
simbol al oului cosmic, pentru a-i explica lui Biris iesirea din existenta
profana labirintica:

,»(...) am sfaramat coaja si am iesit asa cum ai iesi dintr-un imens ou, a
carui coaja ti se parea inaccesibild, invulnerabild, ca o lespede si pe
care, abia atingand-o, s-a sfaramat. Si am iesit din nou la lumina, am
iesit din labirint” (Eliade 1991a: 254).

Inconstient, Gavrilescu patrunde sub umbra nucilor, trecand de sub
semnul solar al lui Apollo sub cel ascuns al zeitei Artemis Caryatis, ,,iubita a
lui Dionysos, zeita inzestratd cu darul clarviziunii si preschimbata in nuc, cu
roade bogate” (Chevalier, Gheerbrant 1995: 352). El abandoneaza
cunoasterea diurna, accesibild tuturor, pentru a o imbrdtisa pe cea ocultata,
care se lasa revelata doar sufletului celui ales. Experienta apolinicului creator
(1luminarea) nu este accesibilda decat dupa experienta betiei simturilor si a
sfasierii dionisiace, printr-o moarte-inceput intru renastere, caci intunericul
este anterior luminii.

Pentru Adrian, poetul amnezic, uitarea este consecinta ,,accidentului”,
prin intermediul caruia sacrul intervine pentru a declansa ,,criza” artistica a
poetului-saman, aflati sub semnul pierderii muzei. Inceputul raticirii
labirintice in abisul interioritatii se afla sub puterea luminii fals stralucitoare
a gloriei profane, cu efect prelungit pand in momentul revelatiei sensului
ascuns si arhaic al menirii sale, echivalent cu regasirea inspiratiei (Leana) si
atingerea adevaratei iluminari apolinice. Pentru Gavrilescu, uitarea servietei
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simbolizeaza aceeasi interventie a sacrului in planul existential al unui artist
ramas fard muza, captiv intr-o dimensiune profana fara orizont. Muzicianul-
saman intdlneste in universul umbrei o babd si trei fete, in lumina unor
interpretari critice, Cerberul si cele trei Parce/ ursitoare/ iele, temuta zeitd a
destinului, Ananke, si cele trei fiice ale ei, Clotho, Lachesis si Atropos. Nu
trebuie uitata fata-daimon care, inainte de a trece pragul bordeiului, il
sfatuieste pe Gavrilescu sa nu bea prea multd cafea/ apa. Daca in mitologia
greacd, Clotho torcea, a doua depana, iar a treia tdia firul vietii muritorilor,
prin analogie simbolica, tiganca, prin originea ei ariand, incarneaza originea
straveche a practicilor religioase de pretutindeni, samanismul, grecoaica,
acea continuitate mitico-religioasa a samanismului prin orfism, iar evreica,
proliferarea monoteismului drept ultimd etapda in procesul secularizarii
religiilor. Prin vocea babei, Destinul il intreaba pe Gavrilescu: ,,Ce-ti doreste
inima pe ziua de azi? (...) O tiganca, o grecoaicd, o nemtoaica...” (Eliade
1993c¢: 9), iar ordinea nu este deloc intimplatoare, céaci trebuie sa-si intrebe
sufletul nemuritor dacd acea caldtorie initiatici se va indrepta spre
inceputurile universului sau spre cele personale. Pentru ca este inca
deconectat de Centrul sau, nemtoaica, proiectul existential ratat al tineretii,
este respins de neofit si inlocuit de batrana cu evreica. Prin acest refuz
rational, Timpul circular regenerator, ce i-ar fi permis reintalnirea cu propriul
timp mitic marcat de iubirea muzei, Hildegard, este nlocuit de ordinea
cronologica a religiilor umanitatii, credintele arhaice (tiganca), orfismul

(grecoaica), ,religia cirtii”’ (ovreica). Aceastd primi alegere il va indeparta

" Apeland la termenii filosofiei lui Nietzsche, pe care Eliade o cunostea foarte bine, cele trei
fete simbolizeaza cele trei ipostaze ale unui zeu unic, care armonizeaza tenebrele naturii si
lumina ratiunii. In triada Dionysos, Orfeu, Apollo, Orfeu se ambiguizeazi, pe de o parte
datorita activitatii sale de discipol al zeului trac, pe de alta parte, prin imprumutarea unor
caracteristici ale zeului grec. Nietzsche considera ca esenta tragediei antice si in consecinta a
conditiei umane insesi ia nastere din ,,tensiunea” dintre apolinic si dionisiac, cd marele merit
al culturii grecesti ar fi fost acela de a fi reusit convertirea cultului asiatic dionisiac, irational
si abisal, la o dimensiune rationala si in ,lanturile frumosului” apolinic: "Greek rationality
(Geist) is a sublimation of the driving force of the Dionysian melting with nature; the Greeks
had cast their emotions into the form of the tragedy, which would become the highest refi
nement of the conditio humana. What started as a threat had developed into an enormous
cultural power because it was dialectically turned into art" (Kocku von Stuckrad, Utopian
Landscapes and Ecstatic Journeys: Friedrich Nietzsche, Hermann Hesse, and Mircea
Eliade on the Terror of Modernity, in ,,Numen”, no. 57/ 2010, pp. 78-102, disponibil pe

https://www.jstor.org/stable/27793830?seq=1#page_scan_tab_contents, accesat 18.06.2015,
ora 19). Pentru Nietzsche, esenta apolinica a artei este tragedia, cea dionisiaca este muzica,
iar orficul este acea dimensiune in care arta, muzica si capacitatea de ,,a vedea” dincolo de
aparentd. Acolo unde filosoful german constatd tensiunea, Eliade identifica ,,armonia
contrariilor”, astfel incat artistul-Orfeu reconciliaza, in actul artistic si samanic deopotriva,
cele doua stari, dionisiacul si apolinicul. Poetul Adrian trebuie sa auda si sa se lase ,,sfasiat”
de céntecul dionisiac al muzei pentru a atinge idealul apolinic al artei poetice; pianistul
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din nou pe Gavrilescu de Tmplinirea Destinului, ca om si artist, In
dimensiunea acestei existente, iar ratarea ,,ghicirii” tigancii, in calitate de
izvor sacru al tuturor credintelor, 1i va deschide calea spre singura eliberare
ramasa posibila, prin moarte, spre o alta existenta, tot alaturi de Hildegard.
Tributar prejudecatilor lumii profane, Gavrilescu rateaza conexiunea la sacru
atat 1n exercitarea vointei prin alegere, cat si prin actiunea magica a
ghicitului, In continuare prizonier al iluziilor, preconceptiilor si adevarurilor
altora.

Gavrilescu intrd in curtea tigancilor aflata sub semnul profetiei, iar in
bordei patrunde sub semnul destinului si al implacabilei Ananke. Lipsit de
harul ghicitului, barbatul e manipulat dintru inceput de cele trei fete sa
apeleze la imagine, ,,cum arata”, si nu la esenta, ,,cum este””: una dintre fete

,»pe de-a-ntregul goala, foarte neagra, cu parul si ochi negrii, era fara
indoiala tigancad. A doua, si ea goala, dar acoperita cu un voal verde-
pal, avea un trup nefiresc de alb si stralucitor ca sideful, iar in picioare
purta papuci aurii. Asta nu putea fi decat grecoaica. A treia era fara
indoiald ovreica: avea o fustd lunga de catifea visinie, care-i strangea
trupul pand la mijloc, lasandu-i pieptul si umerii goi, iar parul bogat
rosu-aprins, era adunat si Impletit savant In crestetul capului” (Eliade
1993c: 13-14).

Gavrilescu rateaza operatiunea magica a ghicitului, caci el apeleaza la
conventiile sociale si judeca dupa aparentele imaginii, fara a trece dincolo de
aceasta, iar logica profanului este rasturnata in dimensiunea sacrului. Negru,
alb, rosu sunt etapele alchimice ale metamorfozarii mercurului unit cu sulful
in péntecul creuzetului, sub actiunea focului (Berechet 2003: 123), iar
Gavrilescu, in mod inconstient, reface etapele metamorfozei alchimice de la
nigredo (grecoaica), prin albedo (evreica) la rubedo (tiganca). Rosul este
asociat cromatic tigancii, intrucat este culoarea aramei, metalul care se
gaseste in adancul pamantului, evidentiind legatura intima cu arhaicele culte
ale pamantului-mama, primele forme de religiozitate umand si de proto-
alchimie (v. Eliade 1996; Eliade 1991c).

Fiecare ratare a conectarii la sacru printr-o Iluminare directa
prilejuieste eroului regresia si adancirea tot mai profundd si dureroasa in
amintirea tineretii si a iubirii ratate pentru Hildegard si constientizarea
propriei sldbiciuni si lasitdti. Pacatul major al tineretii sale a fost
abandonarea iubirii in favoarea milei, renuntarea la harul artistic pentru
castigul banesc temporar, abandonul ,,jocului secund, mai pur” al muzicii in
favoarea rationamentului. Chiar si in spatiul miraculos al tigancilor, invitat sa

Gavrilescu trebuie sd ghiceasca ,radacinile” artei (tiganca) si sd audd céntecul tobei
samanice pentru a putea sa redobandeasca accesul la beatitudinea creatoare.
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se lase purtat de jocul ghicitului, Gavrilescu respinge gratuitatea gestului
ludic, replicand sugestiv ,,mie nu-mi st capul la joc” (Eliade 1993c: 17).
Chiar daca rosteste aceste cuvinte, el nu le patrunde sensul ascuns, caci, intr-
adevar, nu mintea trebuie sa participe la joc, ci sufletul, a carui realitate ii
este striind in aceastd fazi a initierii. In aceeasi ordine de idei, el triieste
eminamente in trecut, in acea secventa care tocmai i-a trecut pe dinaintea
ochilor, fard a se putea bucura de acel prezent continuu al eonului sacru, In
care a patruns. Asemeni d-nei Viorica Porumbache, a profesorului Antim din
Noaptea de Sanziene, Gavrilescu are trasaturile unui personaj-cascada, care
imprumuta caracteristicile timpului-cascada spenglerian. Aceasta e ,,tragedia
vietii lui”, de fapt, incapacitatea de racordare la ingerintele prezentului: la
tigdnci intelege ce trebuia sa faca si nu a facut in tinerete, iar dupa ce rateaza
ghicirea tigancii, exclama folosind perfectul conditionalului optativ ,,ar fi
trebuit sa inteleg” (Eliade 1993c: 19), fara a fi pregatit sa patrunda in
urmatoarea etapa a samanizarii — portarea in altd dimensiune cu ajutorul
spiritelor-prietene, prin intermediul transei induse de sunetul pasilor tigancii
pe care-i aude ,,ca si cum ar fi dantuit pe o toba uriasa de bronz” (Eliade
1993c: 19). De teama, se repede la pian, iar transa extatica se transforma intr-
o transa enstatica, atingand propriul abis fiintial, devenind una cu muzica si
pianul. Urmeaza proba labirintului, ratacirea printre paravanele bordeiului,
gol, intr-o cildurd insuportabild, cursa infricosatoare printre paravane si
oglinzi, finalizati cu nasterea samanica. In aceastd nuveld, labirintul este
incarcat de simbolismul mandalei, al unei

»~aparari magice a unui centru, a unei bogitii, a unui inteles.
Patrunderea in el poate fi un ritual initiatic, dupd cum se vede din
mitul Iui Tezeu. Acest simbolism este modelul oricarei existente,
care, trecand prin numeroase incercari, nainteaza spre propriul sau
centru, spre sine insusi” (Eliade 1990: 179).

Cu cét Gavrilescu este mai aproape de sensul mitic al existentei sale,
cu atat spaima este mai adanca si ratacirea mai dureroasd, fard a impiedica
insa nasterea lui ritualica.

Ceea ce critica literara a identificat in trupul gol infdsurat in draperia
de la fereastra drept un mort invaluit in giulgiu pare, mai degraba, a fi in plan
simbolic trupul unui nou-nascut, proaspat invelit de moasa:

,In acea clipa se vizu gol, mai slab decit se stia, cu oasele iesindu-i
prin piele, si totusi cu pantecul umflat si cazut, asa cum nu se mai
vazuse vreodatd. (...) se simti infagurat strans din toate partile ca si
cum ar fi fost legat si impins intr-un sac. Era din nou intuneric si
foarte cald (...)” (Eliade 1993c: 23).
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In aceastd lumina interpretativi, baba atemporald este ,,mestera”,
moasa initiatd, care asistd nasterea, iar cele trei fete tinere sunt zeitele
destinului viitorului nou-nascut, cunoscute de toatd lumea drept ursitoare, dar
numite de tigani Ourme si Kekhali (Questin 2009: 74-77), invizibile pentru
oamenii de rand, dar vizibile pentru initiati. In conceptia arhaica romaneasca,
ele locuiesc departe de comunitdtile umane, in zone sdlbatice — gradina
napadita de vegetatie salbatica din mijlocul Bucurestiului, in centrul spatiului
profan al existentei, dar atat de izolat de acesta — si se crede ca doua ar fi
romance, iar a treia tiganca. Moasa-saman locuieste intotdeauna la marginea
comunitdtilor umane si este celibatard, caci singuratatea asigurd intimitatea
actului magic si sporeste puterea acestuia. Bordeiul, unde-l conduce fata-
daimon pazitor, cea care-1 sfatuieste sa atinga stadiul larvar propice viitoarei
renasteri prin abstinenta alimentara, este analog pantecului, iar patrunderea
lui Gavrilescu in acel spatiu este echivalent simbolic unui regressus ad
uterum. Tn lumina acestei interpretari, dulceata, cafeaua si apa trimise de
baba-mesteroaie nu erau destinate lui Gavrilescu, ci, conform datinii,
ursitoarelor, pentru a fi imbunate, daruri menite a manipula destinul in
favoarea nou-nascutului (v. Fochi 1976: 349-351; Bernea 1986: 169-170).

Asadar, La figanci nu este nici ,,alegorie a mortii” (Alexandrescu
1969: XXXVII), nici ,,mitologie a mortii” (Calinescu 2002: 142), ci o
poveste exemplard despre o re-nastere, in sensul eliadesc al ,,fundrii”® unui
altfel de om, atent la semne, reconectat la origini, viu, rupt de existenta
rutinierd, in care era mort. Prin Gavrilescu este surprinsa evolutia lui homo
animal rationale la homo symbolicus, printr-o experienta totalizanta, ,,dar nu
intr-un Tot abstract, ci intr-un corp viu, care sa uneasca toate nivelurile

8 In doud consemniri de jurnal, datate 5 martie, respectiv 10 martie 1968, Eliade
consemneaza cateva reflectii cu privire la simbolismul nuvelei La figanci: ,Nuvela fundeaza
o lume, un univers independent de geografia si sociologia Bucurestiului de prin anii 1930-
1940. (...) Este prezentarea unui univers nou, inedit, cu legile lui proprii — si aceastd
prezentare constituie un act de creatie, nu numai in intelesul estetic al expresiei. Patrunzand
in acest univers, invatand sa-1 cunosti — ti se reveleaza ceva. Problema care se pune criticului
nu este: cum sa descifrez «simbolismul» povestirii? Ci: admitdnd cd povestirea m-a
«fermecat», m-a convins, cum sa interpretez mesajul pe care-l ascunde realitatea ei (mai
precis aceasta noud specie de realitate care mi se dezvaluie citind «aventuray lui Gavrilescu?
(...) O asemenea literaturd fundeaza propriul ei univers, intocmai cum miturile ne dezvaluie
fundarea Lumilor, a modurilor de a fi (animal, planti, om, etc.), a institutiilor, a
comportamentelor etc. (...) Tn acest sens se poate vorbi despre prelungirea mitului in
literaturd: nu numai pentru cd anumite structuri si figuri mitologice se regasesc in
universurile imaginare ale literaturii, ci mai ales pentru ¢ in amandoud cazurile e vorba de
creatie, adica de «crearea» (=revelarea) unor lumi paralele Universului cotidian in care ne
miscdm. La tiganci, ca si un mit polinezian sau nord-american, este si nu este o lume reala, o
lume, adica, in care traieste, sau poate trai omul de toate zilele. Dar, intocmai ca si mitul, La
tiganci (si 1n alte nuvele de acest fel) reveleaza semnificatii nebanuite, da sens vietii «de
toate zilele»” (Eliade, 1991b: 585-586).
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realitatii fara sa le anihileze” (Eliade 2008: 65). Acest biet profesor de pian,
mort timp de 49 de ani, devorat de timpul istoric cu fiecare clipa care trece,
are sansa de a ,,cunoaste fara sa «devina»” (Eliade 2008: 17) in bordeiul-
insuld al tigancilor. Nu poate fi o simpla coincidenta faptul cd in Cartea
tibetana a mortilor, in vederea asigurarii renasterii in cealalta dimensiune in
starea de bardo, dupa ce a fost scos mortul din odaie si incinerat, timp de 49
de zile se ofera hrana efigiei sale (Eliade 1993a: 45). Timp de 49 de ani,
Gavrilescu a fost in ipostaza post-mortem de bardo, de mort ratacit intr-un
univers, unde trebuie sd depaseasca iluziile mintii sale pentru a atinge
Nirvana, adevarata beatitudine si eliberare. Asemeni lui leronim si Cezarei
din nuvela lui Eminescu, urmand interpretarea simbolicd a lui Eliade cu
privire la textul eminescian, Gavrilescu nu traieste ,,experienta” nasterii $i
drept urmare aboleste ,, istoria ”, Ci starea paradisiaca a nasterii ca arhetip, iar
goliciunea trupului invelit simplu in asa-zisa draperie simbolizeaza nuditatea
perfecta, lipsita de ,, forma” (Eliade 2008: 17).

Pentru el, timpul-devenire a fost abolit si de aceea cele trei ore
petrecute in atemporalitatea stazica sunt in planul temporalitatii-experienta
doisprezece ani. ,,Mort” pentru lume si ,rendscut” intr-o altd ipostaza,
Gavrilescu revine intr-o dimensiune spatio-temporald complet straina, peste
12 ani, intr-un Bucuresti lipsit de prezenta unor figuri familiare, precum Elsa,
Otilia Voitinovici si orele de pian, vecinii. ,,Legaturile” profanului care
tineau in ,,lesd” acest novice au cazut, Iluzia cosmicd nu mai are putere
asupra lui, dar el nu stie ce sa facd cu aceasta libertate. Cum se explica logic
si nu fantastic dilatarea timpului istoric simultana contractarii celui petrecut
in coliba-uter? Prin controlarea nervului Sushumna, supranumit de yoghini
,devoratorul timpului”, prin intermediul caruia Gavrilescu a atins o pseudo-
nemurire, la care va dori Stefan Viziru sa acceada, pe care doar Anisie 0 va
cunoaste plenar.

Gavrilescu se intoarce la tiganci, locul care brusc a devenit cel mai
familiar din lume pentru omul fard trecut si fard viitor, caruia nu i-a rdmas
decat prezentul continuu. Aici plateste babei incd o suta de lei pentru a trece
din nou pragul si a o intdlni, de data asta, pe nemtoaica, singura care ,,nu
doarme niciodata” (Eliade 1993c: 34), la cea de-a saptea usa din ,,casa cea
mare”, trimis de Destinul Tnsusi. Greseste si de data aceasta ,,intrarea”/
»esirea”, dar Hildegard il asteaptd si pornesc Impreund intr-o céldtorie
simbolica inspre padure, o altd imagine sacra a primordialitdtii anistorice.
Spiritul neimplinit Tn aceastd existenta isi intdlneste Eul, dar, sub influenta
legii de fier a karmei, il constrange la 0 noua reincarnare, daca tinem cont de
faptul ca padurea simbolizeaza in Upanishade corpul uman (Eliade 1993b:
237). Aceasta reintalnire este posibila tot in dimensiunea postmortem, caci
doar aici, trecutul, prezentul si viitorul sunt totuna, intr-0 unitate paradisiaca
indestructibila:
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,Functia principala a unui simbol este aceea de a uni, totaliza, de a
construi centre. Tot ceea ce se gaseste in centru este consacrat, se
afld dincolo de fenomenele lumesti, eterogene, intr-un spatiu si un
timp ritual, sacru care participa la eternitate si la vid pentru ca spatiul
ritual este calitativ diferit de lume si de materie. Simbolul conduce
omul dincolo de viata, adica dincolo de istorie, de multiplicitate si
drama si il reintegreaza in Totul absolut spre care tinde cu intreaga sa
fiinta” (Danca 1998: 230-231).

Confesiune si profetism eliadesc

Cine sunt Hildegard si Elsa si ce rol au ele in destinul lui Gavrilescu?
In planul imediat si ofertant al tramei nuvelei, cele doud sunt ipostazieri ale
iubirii, cea autentica si pasionald a tineretii, respectiv, cea conjugala,
incarcata de compasiune si sentimente de culpabilitate. Hildegard este
imaginea eroticii pure, a perechii androgine, este muza, in absenta céreia
Gavrilescu cunoaste nu doar neimplinirea sentimentald, ci si ratarea artistica,
adicd moartea lentd a spiritului despartit de sufletul-pereche. Asa cum
sugereaza semnificatia numelui ei, Hildegard este cea care-l intareste, care-i
conferd putere, iar absenta ei il subrezeste pana la identificarea totald cu un
obscur profesor de pian. El devine un viu-mort, intr-o lume a formelor si a
imaginilor inselatoare, asemeni unui personaj intr-o peliculd filmata sau mai
degrabd asemeni spiritului bulversat de proiectiile reductive si subiective,
prietenoase sau dusmanoase, ale propriei minti. Elsa este prescurtarea
numelui de origine ebraicd FElisabeta si Inseamnd ,promisiunea lui
Dumnezeu”, de unde ideea cd si aceastd ipostaza feminind a apartinut
destinului lui Gavrilescu, omul cu doua ursite conform mentalitatii arhaice,
asemeni lui Stefan Viziru din Noaptea de Sanziene. Anagramarea numelui
sotiei duce la formarea cuvantului LESA, simbol al legirii lui Gavrilescu pe
coordonatele liniare ale unui fals destin; el este ,,orb” si nu vede adevarul de
dincolo de iluzia tesuta abil de Zeul legétor, caci nu cauta Eliberarea.

Dintr-o perspectiva interpretativa simbolica, Gavrilescu a primit in
tinerete toate elementele unui destin de creator exceptional — talent, spirit,
iubire unicd — dar nu a facut fatd testului acestuia, dovedind slabiciune si
lagitate. Cand a fost lipsit de ,,Iintdritura” sa (Hildegard inseamnd in germana
veche ,,intaritura de razboi”), el a confundat iubirea cu mila, pasiunea cu
compasiunea, creativitatea cu activitatea didactica. Toatda viata viseaza la
ceea ce ar fi putut deventi, in loc sa iubeasca, sa creeze si sa traiasca propriu-
zis, trecand cu tramvaiul de trei ori pe sdptdmana pe acelasi drum, admirand
peisajul, auzind de tigdnci, fard sd sparga rutina zilnicd, fara sa strdpungd
vélul acestei existente iluzorii. Pentru cd in tinerete a ratat marea initiere a
artistului In comuniune cu muza, despartit fiind de aceasta, sacrul isi cheama
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Alesul si produce accidentul, intrerupand rutina zilnica, pentru ca Alesul sa
atingd marea initiere si inceputul unei noi existente, superioare,
transcendente, ancorata in realitatea eterna a Sufletului Suprem.

In plan imagologic, Gavrilescu simbolizeazi intreaga miscare artistica,
culturald, creatoare a tinerilor generatiei lui Eliade, care au ales sa se
distanteze de spiritualitatea franceza si englezd a Occidentului, catolica,
respectiv protestanta, identificand 1n cultura germana acea autenticitate care
izvoraste din gandirea religioasa arhaica, la fel cum crestinismul romanesc a
asimilat fara sd ucida formele arhaice de religiozitate traco-dacica autohtona.
Alegerea Elsei de catre Gavrilescu poate fi identificatd simbolic cu greseala
generatiei 27 de a se fi lasat sedusa temporar de o forma facila si superficiala
a unei ideologii, care se va dovedi criminald si nefavorabila Romaniei.
Originea numelui Hildegard in germana veche sugereaza trimiterea
simbolicd evidentd cd Romania trebuia sa se fi insotit cu stravechiul spirit
teuton, de la care sda fi imprumutat curajul, pasiunea, abnegatia. Saraca,
tanara, singura in timpul marilor decizii istorice, Roméania (Gavrilescu) a ales
calea facila — astdmpararea foamei cu pretul pierderii propriei libertati si
obligatia morala de a continua o alianta catastrofala — alaturi de Germania
hitlerista (Elsa). Pentru a renaste intr-o deplina unitate si totalitate culturala si
spirituald, natiunea romana trebuie sa se redefineasca, sa se elibereze de
iluziile promitatoare si amenintatoare ce o Inconjoarda si sa-si regaseasca
radicinile anistorice. Intr-un veritabil spirit filosofic heideggerian, Eliade
propune natiunii romane (re)conectarea spiritualitatii sale esentiale la
modelul cultural arhaic german. In raport cu limbajul actual ,,contaminat de
paraziti pseudo-metafizici si de cuvinte-instrument” (Buse 2014: 83),
Heidegger constatase ca esenta limbajului mai persista in resturile actuale ale
limbilor vechi, greaca si germana. Influenta cultural-istorica greacd nu a fost
intotdeauna benefica spiritualitatii romanesti, daca ne gandim la cea fanariota
din secolul al XVIllI-lea, un timp steril, cdnd tara a stat repliatd, precum
arborii iarna. Intalnirea cu spiritul autentic german (Hildegard) nu este ratati
pentru totdeauna si, dupd initierea, adicd maturizarea natiunii romane
(Gavrilescu), aceasta va fi posibila candva.

Tn concluzie, nuvela La tiganci ascunde in cheie simbolica atat
confesiunea mult asteptatd de contemporanii si posteritatea criticd a lui
Eliade cu privire la non-apartenenta acestuia la miscarea legionara, cat si
profetia sa cu privire la viitorul Romaniei. Eliade nu a facut parte din
Legiunea Sfantului Mihail, ci a fost un Gavrilescu, alaturi de alti tineri ai
timpului, care s-au disociat de actiunile violente si razboinice ale Garzii,
crezand, insa, 1n aportul favorabil al spiritualitatii germane in renasterea unei
natiuni romanesti puternice. Intr-o consemnare de jurnal, Eliade povesteste
una din reveriile sale, care se repetd constant, unde pare sa fi fost un inginer
de origine baltica, lucrand la caile ferate, ,,in prima jumatate a secolului al
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X1X-lea, intr-un oras german” (Eliade 1991b: 233) ca traise in Germania si o
iubise foarte mult. Acest ,,«réve éveillé»” povestit la 30 august 1952 este
definitoriu pentru a ilustra personalitatea totalizanta a lui Eliade, ale carei
extreme se topeau armonizéndu-se — un baltic in Germania, un rasaritean
indragostit de occidentul teuton.

Citatul amplu din jurnalul eliadesc cu privire la reflectiile autorului pe
marginea nuvelei La figanci contrazice oarecum interpretarea ,,in cheie”
simbolici® si sociologici oferiti in acest articol, dar Eliade este 0
personalitate atat de nonconformista, incat armonizarea contrariilor este
vizibila chiar si la nivelul confesiunilor sale. Astfel, referindu-se la alta
nuvela a sa, Sarpele, eruditul constatd ca imaginatia scriitorului merge intr-0
directie independentd de cunostintele istoricului religiilor, cici imaginatia
creatoare patrunde inconstient in zonele abisale ale unei cunoasteri
neguvernate de vreo legitate rationala:

»Faptul care mi se pare interesant e urmatorul: ca, desi «atacam» un
subiect atat de scump istoricului religiilor care eram, scriitorul din
mine a refuzat orice colaborare constienta cu eruditul si interpretul
simbolurilor; a tinut cu orice pret sa fie liber, si aleagd ceea ce 1i
place si s refuze simbolurile si interpretarile pe care le ofereau, de-a
gata, eruditul si filosoful” (Eliade 2003: 230).

Daca asa ceva este posibil, de ce n-am crede ca scriitorul ar fi refuzat
in nuvela La tiganci, deopotriva, o colaborare constientd cu omul istoric si
social, incercand sa exploreze liber anumite zone obscure ale trecutului
personal, profetizand simbolic asupra unei alchimii nationale. Limbajul este
,»codat” intr-o formula estetizanta, intrucat cosmarul totalitarismului hitlerist
inceputului de secol XXI confirma, Insd, realismul profetic al lui Eliade, care
vedea posibila salvarea Romaniei de sub influenta nefastd a bolsevismului
romanesti cu spiritul lucid si rational german. Influenta tot mai evidenta a
Germaniei in aceastd noud Europa unitd este privitd in prezent ca un factor
de stabilitate si progres, fara ca spectrul totalitarismului nationalist antisemit
de odinioard sa fie luat in considerare, caci Europa si-a vindecat ranile, chiar
dacd amintirea lor este Tncd dureroasa.

® Despre simbolismul folcloric al unor scene si elemente ale nuvelei La figdnci, care insd
argumenteaza teoria lui Sorin Alexandrescu in ceea ce priveste prezenta ,,alegoriei mortii”,
vezi Marco Cugno, ,,La tiganci” — 0 interpretare, in ,,Apostrof”, anul XIX, 2008, nr. 4 (215)
disponibil pe http://www.revista-apostrof.ro/articole.php?id=577 (accesat 11.10.2016, ora
16.35).
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Abstract: In a series of lectures in 1994, Nadine Gordimer remarks the different
status of Africa which is no longer at the edge of the empire, but on the contrary, in
the center of it. In this respect, post-apartheid Africa has rebuilt its national identity
on the background of global events that write universal history, offering citizens the
chance to escape their country's constraints and bring important key elements in the
globalization process.

Thus, replacing apartheid themes in a new country is an extreme task by the
applicant. Some of the favourite subjects of the “old guard” are the following: the
importance of multiculturalism in post-apartheid South Africa, the writer's status,
vulgarisation of violence due to mass-media, reconciliation with a violent past and
their economic and cultural implications, the fight against AIDS, sexual
emancipation, globalization and loss of cultural and national identity, uprooting,
migration and economic exile which replaced major pre-existing concerns about
violence, racial and gender discrimination, the relationship between literature and
politics, or the role of ethics in literature.

The same situation can be applied to eastern countries. Even though they
were not “postcolonial” in the classical sense of the term, applicable to the former
British, French, Spanish, Portuguese or Dutch colonies, the “post-communist
transition “through which they passed included the disarmament of a certain
political and economic “occupation”.

People had to adapt to the new order, to the new reality, which was a
complex process, a difficult one that implied, many times, exile.

Therefore, the purpose of my argument is to present what consequences can
occur at the psychological level because of the attempt of adaptation of the
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characters to the new social and political order, by imitation, postcolonial and
post-communist context. And here comes the question: does imitation facilitate
adaptation? Although the logical answer would be yes, we will notice, by discussing
the two texts, exactly the opposite.

Keywords: South Africa, adaptation, imitation, violence, relocation.

Africa postcoloniala si-a reconstruit identitatea nationala pe fondul
evenimentelor globale, oferind cetatenilor sansa sa scape de constrangerile
tarii lor si sd aduca elemente esentiale importante in procesul globalizarii.

Astfel, apare necesitatea inlocuirii temelor ce privesc apartheid-ul cu
altele: importanta multiculturalismului in Africa de Sud post-Apartheid,
usurinta cu care mass-media trateaza violenta, reconcilierea cu un trecut
violent si implicatiile economice si culturale ale globalizarii, lupta impotriva
SIDA, emanciparea sexuald, globalizarea si pierderea identitatii culturale si
nationale, dezrddacinarea, migratia si exilul economic.

Acelasi fenomen s-a Intamplat si in Europa de Est, in cazul fostelor tari
comuniste, datorat, intr-o anumita masura si inclinatiei postmodernitatii catre
,recuperarea tuturor diversitatilor, a tuturor marginalitatilor” (Lefter 2001:
118), cand ,,provinciile au sansa unei pana acum nesperate puneri in valoare”
(Lefter 2001: 118).

Aceste teme le intalnim la Nadine Gordimer, scriitoarea africana care
prezintd in romanele sale opinia personald asupra unei Africi de Sud de
tranzitie, dar si la Catdlin Dorian Florescu, daca ne referim la spatiul est-
european, acesta din urma povestind despre imprejurarile legate de plecarea
definitivd a familiei sale din Romania, despre realitdtile dintr-o tara
scufundata in bezna ceausismului si despre sperantele si temerile oamenilor
tracasati de un sistem care a produs cele mai incredibile strategii de
supravietuire.

Nadine Gordimer, in No time like the present si Catalin Dorian
Florescu, in Vremea minunilor scot in evidentd consecintele la nivel
psihologic ale incercarii de adaptare a personajelor la noua ordine sociald si
politica, prin imitatie, in context postcolonial si postcomunist. Adaptarea (cf.
Bhabha 1994) se afla in relatie cu incercdrile personajelor de a avea o viata
mai bund, ce ar presupune, prin prisma celor doud romane in discutie, o
schimbare majord de mentalitate, in primul rdnd. Protagonistii provin dintr-
un sistem opresiv, ce le-a afectat modul de a gandi si ei trebuie sa gaseasca
solutii pentru a se adapta in noua societate, fiind un proces complex si
indelungat, caci ,,mintea poate fi colonizatd mai eficient si de duratd decat
teritoriile” (Stefanescu 2012: 38). Si de aici se ridica intrebarea: imitatia
faciliteazd adaptarea? Desi raspunsul logic ar fi cd da, vom observa,
discutand cele doua texte, exact contrariul.
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Romanul No time like the present prezinta viata unui cuplu: Steve, fiul
alb al unei evreice si al unui tata crestin, ce predd chimia la o universitate si
Jabulile (Jabu), fiica iubitd a unui preot metodist Zulu, care a infruntat
traditia oamenilor sdi pentru a o trimite in altd tard sa studieze. Acolo, in
Swaziland, l-a cunoscut pe Steve si s-a casatorit cu el, amandoi luptand
Tmpotriva Apartheid-ului. Acum trebuie sd decidd unde sa traiasca si sa
calatoreasca, ce slujba sa aleaga, unde sa-si trimitd copiii la scoald. Steve nu
mai lucreazd ca si chimist industrial in gherila, ci ca lector universitar la
departamentul de chimie al unei universitati locale. Jabu devine avocat cu o
firma care reprezinta negrii in disputele de proprietate. Steve si Jabu refuza
sa devind lacomi si corupti ca fostii lor tovarasi. Dupa ce au muncit atit de
mult pentru a instaura democratia, ei considera stabilitatea fragila amenintata
de sdracie, somaj, SIDA, scandal guvernamental, loialitdti tribale, alegeri
contestate si afluxul de refugiati din alte tari africane.

Firul narativ al cartii 1i prezintad pe cei doi Intr-o Africa de Sud libera,
cand iau decizia de a se muta ntr-o casa din suburbii, impreuna cu fiica lor,
Sindiswe, ,,primul descendent al unei noi ere” (Gordimer 2013: 19). La
inceput, legatura lor era interzisa, ea fiind de culoare, iar el alb, insa, acum,
casatoria lor este legala. Lupta pentru libertate s-a incheiat, insa acum incepe
lupta pentru a gisi cum sa se adapteze libertatii. Este o lume noua si
adaptarea nu este usoard, caci tara are probleme, toate incercarile lor
transformandu-se intr-un proces de imitatie (cf. Bhabha 1994) a vechilor
structuri. Imitatia a existat Tncd din perioada coloniald, la nivel politic si
social, mai ales dacd ne referim la celalalt (cf. Bhabha 1994), un celilalt
diferit, care atrage si care a dus la existenta unei societati sud-africane
hibride.

Romanul este despre incercarea de adaptare a lui Steve si Jabu, precum
si a fostilor lor tovardsi la aceastd libertate, la noua lor viata in suburbii,
precum si despre transformarea lor din revolutionari dedicati Tn oameni care
acceptd sistemul. Cei doi au renuntat la statutul de proscrisi pentru cel de
membri respectabili ai societdtii si se confruntd cu alte probleme, mai putin
critice, ale noii existente de clasd de mijloc: unde sd locuiascd si unde sa
caldtoreascad, ce loc de munca sd aleaga, cati copii sa aiba si la ce scoala sa ii
trimita, cum ar trebui sa se imbrace Jabu la ceremonia de bar mitzvah a
nepotului sdu. Aceastd comunitate a suburbiilor — veteranii din lupta,
prietenii gay — reprezintd un microcosmos al acelei natiuni in tranzitie.

Jabu si Steve mereu au pus pe primul plan datoria fatd de societate, in
detrimentul vietii personale, fiind supravietuitorii unor vremuri in care
,familia nucleard nu era, nu putea fi, unitatea umana definitorie” (Gordimer
2013: 99 — traducerea noastrd). Insa acum se intreabd dacd meritd si
aibd,,viata normald, cea care n-a fost niciodatd” (Gordimer 2013: 41 —
traducerea noastra), in care latura personala sa aiba intdietate (Gordimer

89
Vol. 1 No 1 (2018)



2013: 216), ce presupune libertatea de a-ti urma visurile, de a trai mai bine,
de a fi fericit.

In perioada luptei, Steve si Jabu stiau exact cine sunt si ce fac; dar,
acum ca batalia s-a terminat, identitatea si motivele alegerilor lor sunt mult
mai putin clare. Steve si Jabu cunosc fosti camarazi care, sub noul regim, au
devenit exact genul de oameni pe care mereu i-au dispretuit: lacomi, corupti
si se Intreaba cum de acesti oameni au uitat pentru ce au luptat, devenind
imitatorii celor dinainte. Dupd ce au luptat pentru a instala democratia, ei 1i
vad stabilitatea fragild amenintata de saracie, somaj, SIDA, scandal la nivel
guvernamental, alegeri contestate si un flux de refugiati din alte téri africane.
Toate acestea 1l determind pe Steve sd ia in considerare plecarea in
Australia, perspectiva ce ii face pe cei din familie si din comunitate ,,sa re
gandeascd ceea ce Tnseamna sa vind dintr-un loc, sa aiba radacini, sa aiba o
miza in viitorul unei natiuni* (Prose2012 — traducerea noastra).

Pseudo-exilatii sunt sud-africani care sunt fortati sa gaseasca refugiu in
interiorul tarii lor. Lumea lor este definitd prin relocare, singuratate si
nostalgie, pe masurd ce ,.tara lor imaginata” este plasatd in afara contextului
realitatii. Comunicarea este Tmpiedicatd fie de incapacitatea lor de a vorbi
aceeasi limbd, fie de incapacitatea lor de a intelege regulile a ceea ce
considera altii marginali si de a se adapta la lumea lor. Dupa cum observa
Homi Bhabha (1994: 82), pielea este ,,principalul semn al corpului”,
indicatorul celuilalt considerat ,,aproape acelasi, dar nu destul” (Bhabha
1994: 89) si se coreleaza cu aspectul social, identitatea rasiala si culturald a
Sinele s1 a Celuilalt.

Tara a devenit independentd, insd nu are resursele si cunostintele
necesare pentru a gestiona situatia, perpetuand aceleasi structuri de putere.
Politicianul postcolonial este un politician corupt, ipocrit, care isi urmareste
propriile interese, care nu poate sd scape de procesul de imitatie, ceea ce
genereaza frustrare in randul celor care au luptat pentru dreptate. De aceea se
naste si dorinta de a pleca, de a parasi acel spatiu, Steve, crezand ca vor avea
o viatd mai buna In Australia, imitind stilul de viatd al acelor oameni. Cei
doi se intreabd cat mai pot sta intr-o tard in care presedintele cheltuie
milioane de dolari pentru alegeri si petreceri, in timp ce oamenii nu au unde
locui, aducand 1n discutie, astfel, intrebarea postcoloniald despre
ntransferabilitatea lui acasa”. Conceptele de ,loc” si ,acasd” (Caraivan
2017) sunt, de asemenea, analizate de Nadine Gordimer in legiturd cu
subiecte legate de exil si relocare, boala si violentd. Johannesburg si
suburbiile sale, localitatile si salbaticia veld-ului sunt prezentate ca situri
fructuoase in fictiunea post-apartheid pentru a studia si intelege cultura
oraselor si conservarea mediului natural. Violenta in procesul de tranzitie de
la apartheid la perioada post-apartheid si procesul de reconciliere cu trecutul
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violent al societatii sud-africane este una dintre temele favorite Tn scrierile lui
Gordimer.

Decizia celor doi de a se muta este insotitd de vind si de indoiala: este
bine sa isi doreascd o viatd mai bund acum, cand lupta s-a incheiat si
conditiile de viatd Incep sd se imbunatiteasca, cel putin pentru cei cu o
educatie buna? Dar ce se va intdmpla cu cei pe care 1i lasd in urma? Nu ar
vrea sa isi abandoneze tovarasii, dar nu toatd lumea este capabild sa tind
pasul cu cerintele vietii economice moderne si multi nu primesc o sansa
reald; tara e departe de a obtine egalitatea de sanse, existd rasism.

Dar asta nu este totul. Dificultétile au de-a face si cu lipsa teribila de
infrastructuri fizice si sociale. Steve, un chimist industrial, obtine pozitia de
profesor asistent si se confrunta cu realitatea tristd ca, in ciuda accesului la
educatia universitard, majoritatea studentilor negri nu fac fatd, din cauza
standardelor scazute ale scolilor din timpul apartheid-ului. Cauta solutii, ce
ar trebui si facd — sa coboare standardele sau si imbunititeasca predarea? in
cele din urma, solutiile se afld undeva la mijloc si se fac, mai degraba, pe
motive pragmatice, decat pe principiu, tinand cont ca in Africa de Sud post-
apartheid, profesorii sunt putini.

Procesul de adaptare, respectiv imitatie, este unul complex si de durata,
incepand cu mutarea. Decizia de a parasi Glengrove Place nu a fost usoara,
caci acela a fost locul care i-a primit atunci cand nu li s-a permis sa fie
impreund (Gordimer 2013: 15).Gordimer se axeaza pe observarea casniciei
lor, pentru a examina modul 1n care o relatie care a depasit pericolele
revolutiei se va ridica la provocarile libertatii, deoarece, in lumea plina de
principii a fostilor revolutionari, o viatd noud, in alt loc, e considerata o
promisiune pentru ceva mai bun, dar si o tradare.

Desi se vad venind la scoald si elevi negri, ,,fiii unei noi clase de
mijloc” (Gordimer 2013: 199 — traducerea noastra), noua ordine aduce cu
ea, din nou, discriminarea, de parca a fost uitata lupta dusa, cei care au o
apare ideea de Celalalt (cf. Bhabha 1994), asta fiind posibil tot prin
Tncercarea de a se adapta, prin imitatia, constienta sau nu, a colonizatorilor:
,,Ei nu sunt Fratii acum, ei sunt Strdinii” (Gordimer 2013: 203 — traducerea
noastrd), spune un coleg de-al lui Steve despre refugiati.

Influenta occidentald se manifesta pe toate palierele, chiar si in viata
cotidiand: Sindi ascultd Michael Jackson, vrea telefon mobil, merge cu
colegii la McDonalds, bea Coca-Cola,la scoala copiii joaca rugby, Jabu
adoptd o altd tinuta vestimentara, pana si Wethu, femeia traditionald, intrd in
acest cerc vicios al imitatiei (se uitd la televizor, foloseste masina de spalat
vase); un barbat din satul lor este imbracat in costum si are pantofi la moda.
La acestea se adauga dorinta de aliniere la standardele occidentale si in ceea
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ce priveste educatia: Jabu a fost trimisa sd studieze in altd tard, fiul lui
Jonathan studiaza si el in Londra, unde se va si stabili, in cele din urma.

Insa punctul maxim al acestui proces de imitatie il reprezinta faptul ca
Jabu, tatal ei, chiar si Wethu vorbesc limba engleza, chiar si atunci cand sunt
doar ei, desi Baba considera cd ,este regretabil faptul ca folosim limba
opresorului pentru a vorbi pentru libertatea noastra”, folosind vorbele lui
Gandhi (Gordimer 2013: 37 — traducerea noastra). Steve preda in limba
engleza, copiii lor vorbesc limba engleza si, Intr-una din discutiile lor, se
ridica intrebarea: ,,este oare limba englezd ca intrarea noastrda in lume
supravietuirea colonialismului? Multi dintre noi, negrii, asa o vad”
(Gordimer 2013: 336 — traducerea noastra).

AU ajuns chiar sa se simta ei insisi strdini - ,,El si ea sunt straini acolo.
Chiar si ea. Pielea neagrd nu este indeajuns” (Gordimer 2013: 194 —
traducerea noastra) — ceea ce a usurat decizia de a pleca, deoarece ei si-au
dorit o tara libera si prezentul nu este asa cum il vedeau ei. Pe zi ce trece, ei
observa cum clasa sociala se schimba, veteranii luptei vor fi inlocuiti, totul se
va schimba, caci ,,prezentul nu dureaza” (Gordimer, 2013: 319 — traducerea
noastra) si ,,este o consecinta a trecutului” (Gordimer, 2013:411 - traducerea
noastra). Pana si copiii 11 par lui Steve copii ,,in a caror conceptie a existat
credintd intr-un prezent care nu a venit” (Gordimer 2013: 381 — traducerea
noastra). Exista provocari peste tot, la fiecare pas, la fiecare decizie. Dar
Steve si Jabu incep sa se afle de cealaltd parte a chestiunilor care au fost
odatd atat de clare, sunt ei dispusi sa Intoarca privirea in timp ce politicianul
pe care l-au sustinut este acuzat de viol? Un compromis conduce la altul.

In final, dupa ce a oferit adapost unui imigrant ilegal si dupi ce fiica lui
si-a exprimat decizia de a nu pleca fara doica, Steve isi da seama ca
emigrarea nu este o solutie. Desi nu este negru si, pentru el,acasa nu are o
insemndtate asa mare cum are pentru Jabu, asta nu il face mai putin sud-
african, simte ca apartine acelui loc, impartdsind, parcd, opinia lui Wethu ca
»flecare trebuie sa ramana in tara lui pentru a indrepta lucrurile, nu sa fuga”
(Gordimer 2013: 205 — traducerea noastra).

Intr-unul dintre interviurile date la aparitia cartii, Nadine Gordimer
explica titlul romanului, No time like the present, care are o dubla
semnificatie: pe de o parte, ludnd in considerare vorbele tatdlui lui Jabu
spuse ei si elevilor sai, se refera la faptul cd ,,nu putem astepta la nesfarsit o
viata mai bund; nu existd timp mai bun decat cel prezent pentru a face ceva”,
iar pe de altd parte, ,,nu exista timp mai bun decat prezentul, pentru ca nu am
mai trait niciodata asa” (cf. Sankaree Govender 2014— traducerea noastra).

Bazéndu-se pe acelasi concept, cel al adaptarii, al sperantei intr-o viata
mai buna, romanul lui Catalin Dorian Florescu, Vremea minunilor, incepe in
aceeasl nota: ,,mai devreme sau mai tarziu, plecdm noi din balamucul asta”
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(Florescu 2013: 8), cu o coordonatd spatiald, granita, asociatd ideii de
libertate. Personajele, tatdl, mama si fiul, sunt pe punctul de a fugi din tara,
traind cu teama ca nu vor reusi. Apoi, firul narativ ne duce 1n anii anteriori
acestui episod, in plin comunism vazut prin prisma unui baiat de zece ani,
Alin, ce sufera de o boald rara. Personajul principal al romanului este, de
fapt, tatal copilului, care reuseste, in cele din urma, sd scape de restrictiile
regimului si sd ajunga 1n Italia si mai apoi In America, motivand célatoria cu
tratarea bolii copilului. In realitate, insi, tatil cauta o viati in libertate.
Florescu povesteste despre imprejurarile legate de plecarea definitiva a
familiei sale din Romania, despre realitatile dintr-o tard scufundatd in bezna
ceausismului si despre sperantele si temerile oamenilor tracasati de un sistem
care a produs cele mai incredibile strategii de supravietuire.

Romanul Vremea minunilor s-a nascut dintr-0 mare sete de
reintoarcere. Pasajele cele mai calde si mai frumoase ale cartii sunt cele in
care vorbeste de Europa de Est si de Romania.

,In termeni de cald si rece, de energie, de dinamica, apropierea lui este
evidentd fatd de Europa de Est, in general, si fatd de Romania, 1n
particular. Sufleteste este in parte format intr-un spirit vest european,
modern. Este insa ceva mult mai profund care il atinge, este un
fenomen care se produce la nivelul simturilor, auditiv, vizual, al
mirosului, cu fiecare metru cu care se apropie de tara natald, Roméania
— cea din care cu ani inainte baiatul asteptase plecarea cu frica de
uniforme, de soldati, de a fi delivrat puterii statului” (Cioban 2011:
184.).

Cartea trateaza un subiect biografic intr-un mod anecdotic; viata in
comunism a unui bdiat, Tmbolndvirea de o maladie musculara si plecarea
pentru operatie in 1977 in America, intoarcerea si adolescenta in Romania.

Carmen Musat considera cd, asa cum In postcolonialism, identitatea
devine multipla, sub presiunea colonizatorilor, la fel se intampla si in
postcomunism, sub influenta ideologiei politice (cf. Musat, 2001: 221-223).
Regimul comunist a exercitat dorinta de a tine sub control populatia,
considerand ci ei stiu ce e mai bine pentru oameni. In romanul lui Florescu,
aceastd atitudine socialista reiese inca din primele pagini, cand ni se prezinta
franturi din modul de viata al oamenilor: ,,In general, in tara asta a noastra,
locuiam cu totii inghesuiti unii intr-altii. Inghesuiala avea darul si ne
intdreasca atitudinea socialista fata de viatd” (Florescu 2013: 9).In descrierea
realitdfii cenusii §i triste, caracteristice pentru Romania ceausista, autorul
acorda o atentie deosebitd strategiilor de supravietuire demna a oamenilor
chinuiti de greutati materiale, de fricd si de politizarea excesivd a
cotidianului.
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Atractia fatd de Vest se manifesta la toate categoriile de oameni: se uita
la Teleenciclopedia, la serialul Dallas, care le arata o alta lume, o alta viata,
mult mai bund, iar faptul ca sunt aproape de granitd denota apropierea de
promisiunea libertatii. Inca de la acest nivel incepe procesul de imitatie (cf.
Bhabha 1994), prin urmarirea unor posturi straine, prin practicarea bisnitei
cu produse ,,de-afara” (Florescu 2013: 22).

In aceasta tard, dominatd de comunism, de privatiuni duse la extrem,
oamenii incercau sd se adapteze, cdci nu aveau alta solutie — vorbeau Tn
soaptd, dadeau radioul mai tare, sa nu se auda ce discutau, la telefon vorbeau
codificat, fiindca le erau ascultate convorbirile; tatal lui Alin era obligat sa
primeasca vizita sectoristului, care dorea sa afle informatii despre vecini si sa
duca bagajele pe ascuns la masina, pentru a nu-| vedea cineva.

La fel ca in romanul lui Gordimer, conducétorul tarii era un om corupt,
care cheltuia multi bani pentru tot felul de festivitati, in timp ce in tara era
foamete, insa mereu declara ca se preocupa de bunistarea locuitorilor.

Insa familia lui Alin avea, totusi, o pozitie privilegiata fata de altii, cici
erau intelectuali. Astfel, ei aveau televizor color, pe care il adusese mama,
care, datoritd ocupatiei, cdlatorea si in alte tari. Nu i-a fost confiscat la vama,
pentru cad aveau ,relatii” - ,,0 formd de administrare a banilor” (Florescu
2013: 36), un lucru extrem de important n acea perioada, pentru ca obtineai
anumite beneficii, dar care facea parte din acelasi sistem imitativ. In aceasta
categorie intrd si mita, ca mijloc de imitatie a unui sistem corupt; dau mita
pentru a primi pasapoartele,la vama, mama ofera ,,cafea, ciocolatd si putere
de convingere” (Florescu 2013: 140) directorului scolii, fiind constienti ca
aceasta este solutia pentru a se adapta sistemului.

Si aici apare ideea de orientalism, de colonizare (cf. Said 2001), daca
ne referim la faptul ca bunicul din partea mamei era un om instarit, care avea
servitori, dar cand au aparut comunistii, i-au luat totul, comportandu-se
precum colonizatorii. Aceasta colonizare s-a manifestat nu doar la nivel
financiar, ci, mai ales, la nivel intelectual, deoarece comunistii si-au impus
ideologia, un tip de gandire care, In opinia lor, era mult mai bun, ,,de lumea
mai bund se ocupau la noi comunistii” (Florescu 2013: 91), dupa cum spune
Marius, evident ironic. Desi a trdit Tn Romania comunista si a suferit din
cauza regimului, Toni Sanowsky 1si Insuseste ideea coloniala conform céreia
spalatul vaselor este ,,0 treaba pentru americanii lenesi si pentru negri”
(Florescu 2013: 152), nerealizand ca, astfel, imita exact ceea ce dispretuise
candva.

O prima intrezarire a libertatii a fost cdldtoria in Italia, cu trenul, pentru
a duce baiatul la medic, care, insa, se spera a fi o portitd spre America.
Acolo, cei doi au descoperit o viatd mai bund decat in Romania, din toate
punctele de vedere—mirajul magazinelor cu electrocasnice, haine, produse
alimentare despre care doar auzise (diverse iaurturi, hamburgeri, prajituri).
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Comunismul si-a pus amprenta si asupra copilariei, chiar daca parintii
au facut tot posibilul ca fiul lor sd nu simtd asa puternic lipsurile, acest lucru
observandu-se din diferenta dintre copilaria lui Alin si cea a Annei, asa cum
explicad bunicul acesteia: ,,Anna e un copil al lumii libere, [...] a primit totul
de-a gata” (Florescu 2013: 66). Tot acesta da glas parerii multora despre acea
perioada din tara noastra, despre comunism, care nu au trdit pe pielea lor un
regim dictatorial si care considerd cd a fost o ideologie buna: ,,tara noastra
era o tara grozava, iar tovarasul un barbat demn de lauda, [...] socialismul e
un lucru bun, in socialism cu siguranta ca tinerii au ceva in cap cind termina
scoala” (Florescu 2013: 66).

Fara sa-si dea seama, copilul intra si el Tn acest proces de imitatie,
dorindu-si sa procedeze precum eroii din filmele americane pe care le
urmirea. Isi inchipuie ci, atunci cand vor ajunge in America, isi va lsa parul
lung, va deveni un rebel, deoarece ,,acolo asa stau lucrurile” (Florescu 2013:
86), mai ales ca in Romania ,nimeni n-avea nevoie sa fie rebel, adica
razvratit contra altora. Cu totii eram contra dusmanului de clasd” (Florescu
2013: 86), ceea ce demonstreaza inca o data impactul comunismului si faptul
ca multi oameni s-au adaptat ideologiei, ba chiar au inceput sa fie de acord
cu ea. Populatiei i se inoculase acest concept, al ,,dusmanului de clasa”
(Florescu 2013: 106), adica cel care avea ceva mai mult decat altii si acestia
erau arestati, deoarece comunistii stiau foarte bine ca, pentru a tine sub
control oamenii, nu trebuie sa le dai putere, trebuie sa fie tematori, exact asa
cum procedau colonizatorii cu popoarele colonizate.

La Roma, cei doi descoperd lumea Vestului si trebuie sd se descurce ca
emigranti, insd au noroc si gisesc o familie de italieni care ii ajuta. Dar tinta
lor era America si reusesc sa ajunga acolo, unde fiul este operat. Chiar si
Alin 1si doreste sa ajunga acolo, atat pentru a se vindeca, cat si pentru faptul
ca America era o tentatie pentru copiii, adolescentii romani, care urmareau
seriale americane, ascultau muzica americana, ceea ce implica si dorinta de
imitatie (cf. Bhabha 1994: 86). In America totul e posibil, esti liber, nu esti
spionat, America e sperantd, stabilitate financiard. Alin constatd ca
americanii traiau bine, aveau de toate si chiar isi imagineaza cd este adoptat
de o familie de americani bogati si, astfel, ar putea sa-si salveze familia de
saracie.

Familia Sanowsky, cea care i-a gazduit pe perioada sederii in America,
s-a adaptat foarte bine acolo, reusind sa imite atat de bine stilul de viata
american, incat au ajuns sd se considere americani: ,,pe noi, americanii, un
singur lucru ne pasioneaza mai mult ca masinile, si anume banii” (Florescu
2013: 119); ,,la noi totul e asa mare” (Florescu 2013: 120).

Insa visul american de a avea o viatd mai buni nu se implineste — tatil
e nevoit sd fure, ceea ce 1i cauzeaza o criza psihologica puternicd si constata
ca ,,in America nu e mai bine decat acasd” (Florescu 2013: 150), ,,America
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nu e ce Tmi imaginasem” (Florescu 2013: 151), nereusind sd se adapteze
acolo, cu toate incercarile sale de a imita. Decide sa se intoarca acasa, in
Romania, o decizie grea, ce ii adanceste criza identitard. ,,Nimic nu e mai
greu decét o reintoarcere”, spunea Homer (Homer apud Ricoeur 2001: 610),
incercand sd regdseasca drumul spre Itaca si prefigurdnd problematica
exilului, care ,,conjugd deplasarea si reamplasarea in spatiu cu distantarea
fatd de sine si de radacinile culturale ale identitdtii individului. Exilul
presupune o calatorie si o cautare” (Cioban 2011: 186). Catalin D. Florescu
este convins cd ,,acasd” nu este numai locul unde sunt prietenii si unde te
simt{i bine pe moment. ,,Acasd” are un nivel, mult mai senzual decat in
aparentd, el se nutreste din simtiri care au loc pe moment, un spatiu unde te
simti bine, cunosti codurile sociale, ti se povestesc lucruri, esti acompaniat
de persoane care intr-un fel sau altul te oglindesc pe tine insuti.

Intors in tard, este intAmpinat de dezaprobarea mamei, care spera ci in
curand 1i va urma si ea si vor incepe o viata noua. Vazand uimirea tuturor,
tatil le spune: ,,in America domneste un haos de nedescris. N-a fost zi cand
sd ma simt cu adevdarat in sigurantd” (Florescu 2013: 158), ceea ce scoate in
evidenta nelinistea, teama prin care trece emigrantul care constata ca ceea ce
cauta nu existd. Acesta preferd sa revind in tard, sd suporte restrictiile
regimului decat sa traiasca in acel loc; ,,in America nu se traieste ca in filme”
(Florescu 2013: 162), constatand ca si-a creat o imagine falsa asupra acelui
spatiu si cd a te adapta acolo nu era usor.

Fuga, evadarea, emigrarea nu e o solutie in opinia multora, Insd pentru
multi a fost solutia care era la Indemana.

,in fond, comunismul a fost un fel de neofeudalism, care ne-a
reactualizat comportamente premoderne: teama de stapan, sentimentul
de turma, ideea ca singura scapare este sd fugi in munti, in codru”, e
de parere Sorin Alexandrescu (Alexandrescu 2000: 43).

Asa cum declara Catalin Dorian Florescu intr-un interviu, vorbind
despre cartile sale, ,,toti protagonistii din toate romanele sunt pe drum si
cautd o viatd mai buna. O viata fara fricd, fard dictaturd, fara foamete. Ei toti
se afld oarecum intre lumi, ca si mine, intre estul si vestul european” (Chebac
2014). Opozitia aceasta, est-vest se reflectd si in cele doud romane discutate,
reflectdnd dorinta de libertate a personajelor.

Astfel, personajele celor doua romane au apelat la diverse modalitati de
adaptare la noua ordine politica, chiar dacd asta a Insemnat o serie de
concesii, de compromisuri, toate acestea avand un singur scop: sa isi asigure
un trai mai bun pentru ei si pentru copiii lor. Insa ei nu au luat in calcul
faptul cd adaptarea presupune imitarea celor cu care nu au fost de acord,
carora li s-au impotrivit. In concluzie, imitatia nu faciliteaza adaptarea, acest
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proces a adus cu el si esecul, caci ei nu au fost pregatiti pentru implicatiile
acestuia, iar consecintele au fost de nivel psihologic.

In concluzie, se poate constata cid problema adaptirii, ce presupune
imitatie ramane deschisa, ridica multe intrebari, mai ales in ceea ce priveste
identitatea individului. Din acest punct de vedere, daca citim studiul lui
Bogdan Stefanescu referitor la cele doud paradigme — postcolonialism si
postcomunism — vom observa ca exista puncte comune intre ele:

»Postcomunismul si postcolonialismul (precum si studiul acestor
fenomene) sunt compatibile nu doar pentru ca impart ceea ce pare a fi
aceeasi situatie istoricd generald, cea a culturilor recuperate dupa
traumele cauzate de asupritorii imperiali, dar si prin prisma
contextelor aparitiei lor” (Stefanescu 2012: 41- traducerea noastra).

Referinte bibliografice:

Alexandrescu, S. (2000). Identitate in ruptura. Mentalitati romdnesti postbelice |
Identity in breach. Post-war Romanian Mentalities, Bucuresti: Editura
Univers.

Bhabha, H. K. (1994). The location of culture. London and New York: Routledege.

Caraivan, M.-L. (2017). Nadine Gordimer and the Rhetoric of Otherness in Post-
Apartheid South  Africa. Cambridge ScholarsPublishing. accesibil
lahttps://books.google.ro/books?id=eTiZDQAAQBAJ&pg=PR7&Ipg=PR7&
dg=Caraivan,+MarialLuiza+Nadine+Gordimer+and+the+Rhetoric+of+Othern
ess+in+PostApartheid+South+Africa&source=bl&ots=CfQAnu3caM&sig=t4
H2EVCI7WsNYabPGbmKABKTf0 k&hl=ro&sa=X&ved=0ahUKEwjg3 _gM
urzZAhVGbFAKHfbSCtkQ6AEIPzAD#v=0onepage&g=Caraivan%2C%20M
arialLuiza%20Nadine%20Gordimer%20and%20the%20Rhetoric%200f%200
therness%20in%20PostApartheid%20South%20Africa&f=false, vizualizat la
25 august 2017.

Chebac, A. (2014). Interviu cu Catalin Dorian Florescu | Interview with Catalin
Dorian Florescu [Online] Available: http://www.
bookblog.ro/interviu/catalin-dorian-florescu-uneori-sunt-invitat-sa-citesc-la-
aeroportul-din-zurich-de-ca_tre -grupuri-de-elvetieni-care-apoi-iau-avionul-
spre-bucuresti/[Accesat 09 lanuarie 2017]

Cioban, F. (2011). Catalin Dorian Florescu-scriitor elvetiano-romano-german /
Catalin  Dorian Florescu - a  Swiss-Romanian-German  writer,
[Online]Available:http://www.philippide.ro/Metafore%20ale%20devenirii_2
011/17.9%20F.%20Cioban.pdf, [Accesat 09lanuarie 2017]

Florescu, C. D. (2013). Vremea minunilor / Time of Wonders, trad. din limba
germand de Adriana Rotaru. Bucuresti: Ed. Polirom.

Gordimer, N. (2013). No time like the present. London: BloomsburyPublishingPIc.

97
Vol. 1 No 1 (2018)


https://books.google.ro/books?id=eTjZDQAAQBAJ&pg=PR7&lpg=PR7&dq=Caraivan,+MariaLuiza+Nadine+Gordimer+and+the+Rhetoric+of+Otherness+in+PostApartheid+South+Africa&source=bl&ots=CfQAnu3caM&sig=t4H2EVCI7WsNYabPGbmKABKf0_k&hl=ro&sa=X&ved=0ahUKEwjq3_qMurzZAhVGbFAKHfbSCtkQ6AEIPzAD#v=onepage&q=Caraivan%2C%20MariaLuiza%20Nadine%20Gordimer%20and%20the%20Rhetoric%20of%20Otherness%20in%20PostApartheid%20South%20Africa&f=false
https://books.google.ro/books?id=eTjZDQAAQBAJ&pg=PR7&lpg=PR7&dq=Caraivan,+MariaLuiza+Nadine+Gordimer+and+the+Rhetoric+of+Otherness+in+PostApartheid+South+Africa&source=bl&ots=CfQAnu3caM&sig=t4H2EVCI7WsNYabPGbmKABKf0_k&hl=ro&sa=X&ved=0ahUKEwjq3_qMurzZAhVGbFAKHfbSCtkQ6AEIPzAD#v=onepage&q=Caraivan%2C%20MariaLuiza%20Nadine%20Gordimer%20and%20the%20Rhetoric%20of%20Otherness%20in%20PostApartheid%20South%20Africa&f=false
https://books.google.ro/books?id=eTjZDQAAQBAJ&pg=PR7&lpg=PR7&dq=Caraivan,+MariaLuiza+Nadine+Gordimer+and+the+Rhetoric+of+Otherness+in+PostApartheid+South+Africa&source=bl&ots=CfQAnu3caM&sig=t4H2EVCI7WsNYabPGbmKABKf0_k&hl=ro&sa=X&ved=0ahUKEwjq3_qMurzZAhVGbFAKHfbSCtkQ6AEIPzAD#v=onepage&q=Caraivan%2C%20MariaLuiza%20Nadine%20Gordimer%20and%20the%20Rhetoric%20of%20Otherness%20in%20PostApartheid%20South%20Africa&f=false
https://books.google.ro/books?id=eTjZDQAAQBAJ&pg=PR7&lpg=PR7&dq=Caraivan,+MariaLuiza+Nadine+Gordimer+and+the+Rhetoric+of+Otherness+in+PostApartheid+South+Africa&source=bl&ots=CfQAnu3caM&sig=t4H2EVCI7WsNYabPGbmKABKf0_k&hl=ro&sa=X&ved=0ahUKEwjq3_qMurzZAhVGbFAKHfbSCtkQ6AEIPzAD#v=onepage&q=Caraivan%2C%20MariaLuiza%20Nadine%20Gordimer%20and%20the%20Rhetoric%20of%20Otherness%20in%20PostApartheid%20South%20Africa&f=false
https://books.google.ro/books?id=eTjZDQAAQBAJ&pg=PR7&lpg=PR7&dq=Caraivan,+MariaLuiza+Nadine+Gordimer+and+the+Rhetoric+of+Otherness+in+PostApartheid+South+Africa&source=bl&ots=CfQAnu3caM&sig=t4H2EVCI7WsNYabPGbmKABKf0_k&hl=ro&sa=X&ved=0ahUKEwjq3_qMurzZAhVGbFAKHfbSCtkQ6AEIPzAD#v=onepage&q=Caraivan%2C%20MariaLuiza%20Nadine%20Gordimer%20and%20the%20Rhetoric%20of%20Otherness%20in%20PostApartheid%20South%20Africa&f=false
https://books.google.ro/books?id=eTjZDQAAQBAJ&pg=PR7&lpg=PR7&dq=Caraivan,+MariaLuiza+Nadine+Gordimer+and+the+Rhetoric+of+Otherness+in+PostApartheid+South+Africa&source=bl&ots=CfQAnu3caM&sig=t4H2EVCI7WsNYabPGbmKABKf0_k&hl=ro&sa=X&ved=0ahUKEwjq3_qMurzZAhVGbFAKHfbSCtkQ6AEIPzAD#v=onepage&q=Caraivan%2C%20MariaLuiza%20Nadine%20Gordimer%20and%20the%20Rhetoric%20of%20Otherness%20in%20PostApartheid%20South%20Africa&f=false
https://books.google.ro/books?id=eTjZDQAAQBAJ&pg=PR7&lpg=PR7&dq=Caraivan,+MariaLuiza+Nadine+Gordimer+and+the+Rhetoric+of+Otherness+in+PostApartheid+South+Africa&source=bl&ots=CfQAnu3caM&sig=t4H2EVCI7WsNYabPGbmKABKf0_k&hl=ro&sa=X&ved=0ahUKEwjq3_qMurzZAhVGbFAKHfbSCtkQ6AEIPzAD#v=onepage&q=Caraivan%2C%20MariaLuiza%20Nadine%20Gordimer%20and%20the%20Rhetoric%20of%20Otherness%20in%20PostApartheid%20South%20Africa&f=false
http://www.philippide.ro/Metafore%20ale%20devenirii_2011/17.%20F.%20Cioban.pdf
http://www.philippide.ro/Metafore%20ale%20devenirii_2011/17.%20F.%20Cioban.pdf

Lefter, I. B. (2001). Poate fi considerat postcomunismul un post-colonialism? / Can
Postcommunism be considered a kind of Postcolonialism? ., Caietele
Echinox”.issue: 1/2001, p. 117-119, on www.ceeol.com.

Musat, C. (2001). Identitati alternative. Variatiile identitatii in spatiul public
postcomunist / Alternative Identities. Variatons of Identity in the
Postcommunist Public Space, ,,Caietele Echinox”, issue: 1 / 2001, p. 221-
223, on www.ceeol.com.

Ricoeur, P.I (2001). Memoria, istoria, uitarea / The Memory, the History, the
Obliteration, Trad. de Ilie Gyurcsiksi Margareta Gyurcsik. Timisoara: Ed.
Amarcord.

Said, E. W. (2001). Orientalism: conceptiile orientale despre Orient [ Orientalism:
the Oriental Conceptions about Orient, trad. de Ana Andreescu, Doina Lica.
Timisoara: Ed. Amarcord.

Stefanescu, B. (2012). Postcommunism, Postcolonialism: Siblings of Subalternity.
Bucuresti: Editura Universitatii Bucuresti.

Prose, F. (2012). Future Imperfect, “No Time Like the Present”, by Nadine

Gordimer, accesibil la http://www.nytimes.com/2012/04/08/
books/review/no-time-like-the-present-by-nadine-gordimer.html - April, 6,
2012.

Sankaree Govender, D. (2014). Nadine Gordimer: No Time Like the Present,
accesibil la https://carteblanche.dstv.com/nadine-gordimer-time-like-present/,
accesat la 1 august, 2017.

98
Vol. 1 No 1 (2018)


http://www.ceeol.com/
http://www.ceeol.com/
http://www.nytimes.com/2012/04/08/%20books/review/no-time-like-the-present-by-nadine-gordimer.html
http://www.nytimes.com/2012/04/08/%20books/review/no-time-like-the-present-by-nadine-gordimer.html
https://carteblanche.dstv.com/nadine-gordimer-time-like-present/

LECTURILE PERSONAJELOR DIN CARTILE-REFUGIU
STUDIU DE CAZ: JURNALUL DE LA PALTINIS DE
GABRIEL LIICEANU

THE READINGS OF THE CHARACTERS
IN ESCAPE-BOOKS
CASE STUDY: THE JOURNAL FROM PALTINIS
(JURNALUL DE LA PALTINIS) BY GABRIEL LIICEANU

Silviana Ruxandra CHIRA (MURESAN)
Universitatea ,,1 Decembrie 1918” din Alba lulia
“1 Decembrie 1918 University of Alba lulia

e-mail: silviana_chira@yahoo.com

Abstract: The present paper deals with the topic of reading and how it appears in
books that function as an escape (journals). It focuses on different aims that readers
might have and how the reading habits of literary characters depict a social and
cultural image. The study case on the work of Gabriel Liiceanu brings forth the
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Lecturile personajelor ascund mult mai multe informatii decat s-ar
crede. Ele ofera acces la trasaturile de caracter ale personajelor (prin
caracterizarea indirectd a acestora), situatia sociala, politica si academica din
perioada surprinsa Tn text, dar si la evolutia literaturii si a interesului pentru
lectura. ,,A trage cu ochiul” in biblioteca cuiva poate fi intrigant si incitant,
fiind totodata 0 experienta analitica si revelatoare. Asemenea gesturilor,
vestimentatiei, atitudinii, si cartile si lecturile spun foarte multe despre
proprietarul/cititorul lor. Asa cum spunea Alexandru Paleologu, ,.esentiala
finalitate a literaturii, a artei in genere [...], este Tn ultimd instanta O
ofinalitate fara scop”, adicd una de cunoastere, de contemplare, de
aprehendare a adevarului.” (Paleologu 2011: 7)

In vederea definirii unei tipologii de lecturd este esentiald si 0
clasificare a tipologiei cititorilor. O asemenea clasificare, in functie de
varsta, este preluata de catre Matei Calinescu de la J.A. Appleyard si atribuie
cititorilor cinci roluri, astfel: ,,(1) cititorul ca jucator [...] corespunzand
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varstei prescolare, cand experientele de a asculta povesti citite de altii, de a
fantaza si de a participa in diferite jocuri Tn care pretinzi ca esti altcineva sunt
continue si se sustin reciproc; (2) cititorul ca erou sau eroina [...] 7-11 ani,
cand copilul citeste de bunavoie mai ales povesti de aventuri si tinde sa se
identifice cu eroii functionali; (3) cititorul ca ganditor — corespunzénd
adolescentei, cand lectorul tanar incepe sa reflecteze asupra caracterelor
fictionale, motivatiilor si sentimentelor ce difera de ale sale, straduindu-se sa
stabileasca 0 constiintd mai puternica a identitatii sale proprii; (4) cititorul ca
interpret — corespunzand anilor de facultate si de dupa facultate, cand
cititorul educat, avand constiinta interpretabilitatii textului literar, se sileste
sa-l inteleaga si sa articuleze o interpretare valabila, printre multele posibile;
(5) cititorul adult, ,,pragmatic”, adica persoana ajunsa la maturitate deplina,
capabila sda deosebeasca finalitatile multiple ale lecturii” (Calinescu 2007:
107).

Cititorii se deosebesc si in functie de alte criterii, nu doar cele
enumerate mai sus. Astfel, conform lui Wayne Booth, interesele cititorului si
scopul lecturii sunt definitorii atunci cand se face o ierarhizare a lecturii in
functie de scopurile acesteia: ,intelectuale, calitative si practice”
(Conceptul... 2012). Interesele intelectuale isi gasesc raspunsul in operele cu
caracter misterios, filosofic sau politist. Interesele calitative includ dorinta
unei finalitati si urmarirea stilului operei respective. Interesele practice sunt
cauzate de implicarea afectiva a cititorului in actiunea operei si de interesul
cu privire la soarta personajelor. Operele complexe (s-ar putea numi chiar
valoroase) mizeaza pe un interes comun, care cuprinde toate cele trei paliere
enumerate mai sus, atentia cititorului fiind astfel starnitd si pastrata de
aceasta kalokagathia, o0 comuniune a valorilor.

Intentiile lecturii au fost clasificate Tn multe alte feluri, printre acestea
aflandu-se si ierarhizarea facuta de semioticianul Umberto Eco Tn Limitele
interpretarii, care sustine ca actul lecturii poate urmari descifrarea intentiei
autorului (intentio auctoris), descifrarea textului ca atare (intentio operis) sau
urmareste doar dorintele si trairile cititorului (intentio lectoris) (Eco 1996).

Cititorului i-au fost atribuite diverse calitati, fiind numit ,cititor
model”, ,.cititor empiric” sau ,,cititor ideal”. Acesta din urma este ,,simbol al
eficientei, Tn urma lecturilor sale, este coautorul operelor altora insa este si
autorul edificarii personale.” (Popescu 2016).

Literatura reprezintda 0 varietate de texte scrise cu scopuri diverse, iar
pe langa alte tipuri de valori, ea are si 0 valoare teoretica care ,,se dezvolta, la
randul ei, din nevoia de a organiza experienta” (Vianu 1982: 167). Astfel au
aparut diverse tipuri de carti care au menirea ca, prin experienta autorului, sa
devina terapie, refugiu, ghid cititorului. Totul devine mult mai interesant
atunci cand experientei scriitorului se adauga cea a personajelor sale.
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O opera reprezentativa in acest sens este Jurnalul de la Paltinis, un
jurnal de calatorie interioara si descoperire. Calatoria capata valente
profunde si este vazuta ca 0 metafora a descoperirii de sine, a transformarii, a
devenirii. Toate acestea se intampla prin culturd si cunoastere. Textul lui
Gabriel Liiceanu aduce Tn prim plan perioada petrecuta de el si Andrei Plesu
alaturi de filosoful Constantin Noica.

Interesul practic al cititorului este foarte bine transpus in opera lui
Gabriel Liiceanu, atunci cand se vorbeste despre intelectualii romani din
perioada respectiva: ,,Priviti-ma, va spune acest intelectual, pot citi, uneori
chiar vorbi, n trei-patru limbi moderne; am studiat singur latina si greaca,
pentru a avea acces in original la textele filozofiei antice. Pot discuta cu
dumneavoastra despre Homer, Platon, Sf. Augustin, Shakespeare sau
Goethe, sau despre Flaubert, Thomas Mann, Kafka, Yourcenar sau Umberto
Eco. Sau despre Derrida.” (Liiceanu 1991: 5-6).

Un alt aspect foarte important tratat Tn Jurnalul de la Paltinis este cel
al accesului sau, mai degraba, al lipsei accesului la anumite opere. n
perioada comunismului lecturile erau restrictionate, asemenea gandurilor, iar
tinerii intelectuali erau privati de anumite texte. Apare, astfel, cititorul
ingradit, limitat, care, din cauza circumstantelor politice si sociale, nu isi
poate exersa pe deplin actul lecturii. Atunci cand este descrisa programa de
la Facultatea de Filosofie din Bucuresti, aflam ca: ,,Bibliografia cursurilor si
seminarelor era alcatuita in principal din fragmente din operele lui Marx,
Engels si Lenin, urcand uneori catre sursele acestora, materialistii francezi,
Feuerbach, uneori chiar Hegel. Lucrarile fundamentale ale filozofiei erau
depozitate la un «fond special», la care studentii nu aveau acces decét cu un
aviz special. Tn cei cinci ani cat dura facultatea, studentii nu aveau sub ochi
nici macar o singurd data un text de Platon. Un student surprins la camin
citind Kant a fost exmatriculat din facultate. Literatura filozofica secundara
se rezuma la traducerile existente din filozofii sovietici. [...] Va imaginati
care putea fi orizontul cultural si mental al absolventului unei asemenea
facultati. Manuitor perfect al limbii de lemn, el era pregatit sa devina un
,,propagandist”, un functionar de partid.” (Liiceanu 1991: 7).

Interesul intelectual al cititorului este adus in plan principal atunci cand
naratorul rememoreaza momentele cand Noica ,tuturor ne-a facut un
program de lecturi filozofice pe cativa ani de zile, care presupunea
parcurgerea lucrarilor fundamentale ale primelor 10-12 nume ale filozofiei
europene.” (Liiceanu 1991: 9).

Puterea vindecatoare a lecturii si abilitatea acesteia de a ajuta cititorul
sa evadeze din lumea cotidiana si anosta si sa acceada la o lume diferita sunt
lucruri cunoscute universal, iar fragmentul din opera lui Liiceanu vine in
sprijinul acestei idei: ,Lumea aceea de cosmar devenea dintr-o data
suportabild; cu putina greaca, CU putina germana, cu lectura pioasa a cartilor
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mari ale omenirii” (Liiceanu 1991: 11). Lectura este si o modalitate
exceptionald de hranire a curiozitatii si de dezvoltare a imaginatiei, acest
lucru fiind enuntat si de catre Noica, care le spune lui Liiceanu si Plesu ca
,,dimineata are in el o curiozitate si 0 aviditate culturala care 1l indeamna la
citit si rasfoit” (Liiceanu 1991: 98).

Cititorii detin cheile multor probleme si inadvertente, iar lectura nu
este numai o modalitate de petrecere a timpului liber, ci si un foarte util
instrument social si factor de dezvoltare. Indiferent de scopul lecturii, bagajul
cultural si intelectual pe care un cititor 1l primeste nu poate fi tagaduit. Din
acest motiv, lectura nu este doar o optiune, ci devine o obligatie, ceva de la
sine inteles. Astfel, lipsa lecturii ajunge sa fie privitd ca 0 dauna adusa
societatii, ,,cei mai multi dintre noi, prinsi in caruselul evenimentelor sau
deveniti functionari culturali, n-au mai gasit timp, de opt luni de zile, sa
citeasca 0 carte. Si poate ca aceasta demisie culturala este tot atat de vinovata
pe cat de vinovata ar fi inchiderea ochilor si recaderea in tacere.” (Liiceanu
1991: 15).

Personajele jurnalului trateaza lectura intr-un mod foarte serios si
sistematic, facandu-si un plan bine definit pentru finalizarea lecturilor care
ajuta la desavarsirea lor culturala si spirituala: ,,Raman cu Andrei si facem un
plan de lectura a primelor cincisprezece momente mari din istoria filozofiei,
timp de un an si jumatate-doi.” (Liiceanu 1991: 45). Tn acest caz, lectura
devine etapa esentiala si Tn formarea profesionald a acestora, indeplinind un
rol concret si practic.

In Jurnalul de la Paltinis lecturile devin si o cale de a opri timpul, de a
retrai momente speciale si de a reinvia clipe din trecut, avand astfel si un rol
de vindecare sufleteasca. Atunci cand naratorul Tncepe sa 1i citeasca
mentorului Noica, lectura devine terapie pentru suflet: ,Ii citesc scena
aprinderii focului din prima seara si, cum totul se petrecuse in acelasi loc, cu
zece zile Tn urma, am senzatia ca prind timpul de coada.” (Liiceanu 1991:
47).

Ritualul de lectura, starea de spirit din acel moment si sentimentele
cititorilor si ale ascultatorilor sunt elemente esentiale in analiza lecturii.
Atmosfera generatd de un anumit text este revelatoare pentru calitatea si
profunzimea respectivului text. Descrierea detaliata a infatisarii lui
Constantin Noica, pe care 0 regasim Tn opera lui Gabriel Liiceanu,
demonstreaza efectul lecturii asupra sufletului omului: ,,in timp ce Andrei
citeste, ma uit piezis la chipul lui Noica. Vreau sa-l vad cum asculta. Capul e
putin rasturnat pe spate, fruntea s-a asezat intr-un plan oblic si apare si mai
intinsa ca de obicei, frumos-netedd si incovoiatd spre crestet” (Liiceanu
1991.: 47).

Jurnalul de la Paltinis aduce n plan principal notiunea de ,,bulevardele
culturii”, facand referire la marile opere ale literaturii, la textele consacrate,
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considerate valoroase. Autorii mai putin cunoscuti sunt numiti ,,marii
secunzi”, insa valoarea lor nu este tagaduita, ci din dimpotriva, personajul
recunoaste ca si din operele acestora a invatat multe.

Intentio auctoris (intentia autorului) este deseori urmarita de catre
cititori si critici, cautand raspuns la intrebarea: ,,Ce a vrut sa spuna autorul?”.
Jurnalul de la Paltinis ofera o0 perspectiva si asupra gandurilor si temerilor
autorului atunci cand scrie: ,,Scriu despre fiinta fara sa-mi pese catusi de
putin ce-ar gandi Heidegger daca ar citi paginile mele. Tn timp ce, in urma cu
35 de ani, cand am scris Doua introduceri...,unde ma refeream amplu la
lucrarea lui despre Kant si problema metafizicii, eram obsedat de parerea pe
care si-ar fi facut-o despre lucrarea mea.” (Liiceanu 1991: 55). Aceasta
dezvaluire scoate la iveala procesul de maturizare a autorului, de schimbare,
de transformare. La fel cum cititorul percepe un text in moduri diverse Tn
functie de momentul Tn care recepteaza opera, la fel si scriitorul are asteptari
diferite de la propria opera.

Una dintre zilele notate in jurnal incepe cu 0 morala, cu o lectie
esentiala de viatd (culturald) pe care Noica le-o da discipolilor sai: ,,Nu e
bine sa lasati lucrurile sa va treaca prin mana fara sa luati din ele esentialul.
Daca nu ai citit o carte si trebuie sa o restitui, rasfoieste-0 macar, citeste-i
primele randuri si concluzia.” (Liiceanu 1991: 49). Acest indemn era foarte
valabil in perioada in care se petrece actiunea din jurnal, insa Tn societatea de
astazi acest lucru a devenit starea de fapt a lucrurilor, atitudinea constanta.
Marea majoritate a tinerilor cititori parcurg primele si ultimele randuri si
extrag esentialul unui text din rezumatele atat de accesibile Tn mediul virtual.
Pe de alta parte, atunci cand vine vorba de cititorul experimentat, care
doreste sa si foloseasca lectura ca baza pentru propriile texte, Noica devine
mai exigent si le spune discipolilor sai: ,,Nu zic sa faci ca lorga, care trecea
prin 30 de carti pe zi, dar trebuie sa lasi Tn Spate macar cate o carte zilnic.”
(Liiceanu 1991: 113).

Noica este 0 sursa inepuizabila si inegalabild de experiente si trimiteri
literare, fiecare clipa aducandu-i Tn minte secvente si pasaje, facandu-l sa
mediteze asupra intentiei autorului si impartasind discipolilor sai diverse
pareri. El poate fi considerat o biblioteca vie, un izvor nesecat de literatura.
Nu se fereste sd aiba pareri critice la adresa ,,bulevardelor” literaturii, dar
nici sa laude opere considerate poate neinsemnate. Aceasta capacitate de a
analiza i este accesibila numai unui cititor avid, cum este Noica, intrucét nu
pot exista termene de comparatie decét atunci cand interpretarea se bazeaza
pe un numar impresionant de texte citite. O astfel de parere critica survine
intr-o discutie cu privire la textele lui Mircea Eliade: ,,Ce ma uimeste la
Eliade este capacitatea lui de a lua Tn serios lucrurile comune ale religiilor,
lucru pe care 1l vezi cand 1i citesti literatura. Stii cat de mult Tmi place ideea
lui ca orice realitate profana are in spatele ei 0 concentrare de sacru. [...] Dar
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existd aici si dezavantajul de a vedea in orice maruntis o revelare a sacrului,
riscand n felul acesta sa dezintegrezi sacrul insusi.” (Liiceanu 1991: 59).
Aceeasi abordare se poate adopta si cu privire la literatura si analiza literara
ntrucat, uneori, cititorii (avizati sau amatori) cauta mult prea mult un simbol
ascuns, o interpretare subterana a textului, pierzand din vedere esentialul.
Efectul benefic al lui Noica asupra discipolilor sai este cu atat mai valoros,
cu cét el le-a oferit ocazia de a invata si descoperi prin intermediul
experientei. Asa cum marturiseste si Gabriel Liiceanu, ,,[...] pedagogia lui
Noica nu s-a rezumat niciodata la patetismul unui simplu indemn. Fiind un
antrenor extraordinar, el a stiut sa ne ia din punctul in care ne aflam si sa ne
propuna idealurile performantei culturale fara sa ne striveasca sub ele, dar si
fara sa ne lase iluzia ca le-am putea atinge trisand.” (Liiceanu 1991: 89).

Constantin Noica le impartaseste lui Andrei Plesu si Gabriel Liiceanu
parte din tehnicile sale de lectura, tehnici care Ti pot ajuta pe cei doi sa isi
dezvolte abordarea multiplelor texte viitoare: ,,Cu literatura trebuie sa fii
mereu Tn avans; ea trebuie sa fie asemenea unui prisos caruia sa te adresezi
de cate ori ai nevoie. Autorii mari se recitesc periodic; n rest ma ncred Tn
recomandarile prietenilor si obtin astfel o selectie pe care singur nu as avea
ragazul si energia s-o0 fac.” (Liiceanu 1991: 77). Aceasta discutie este extrem
de utila cititorilor amatori, celor care nu fac din lectura si hermeneutica 0
meserie, insa aleg lectura ca modalitate de petrecere a timpului liber. Primul
lucru care poate fi sesizat aici este sinceritatea lui Noica si imbarbatarea
indirecta pe care le-0 ofera cititorilor care se tem mereu ca nu au suficient
timp pentru lectura. Faptul ca si Noica, erudit si cititor avid, admite ca timpul
nu este suficient pentru a face o selectie a operelor citite, este un impuls
pentru cititorii de pretutindeni. Al doilea aspect adus in discutie este faptul
cd, Tn perioadele in care accesul la literatura era restrictionat, cei cu adevarat
dedicati lecturii isi gaseau modalitati de a {isi impartasi impresii si
recomandari literare. Tn societatea actuala recomandarile nu mai vin doar de
la prieteni si cunoscuti, Ci Se gasesc deschise publicului larg pe blog-uri si
diverse pagini web, oricine avand acces la parerea oriculi.

Una dintre intentiile cititorului mentionate la inceputul prezentei
lucrari este cea de a descifra textul ca atare (intentio operis), iar aceasta
descifrare poate fi destul de problematica atunci cand lectura nu este una de
plicere, ci una cu o finalitate bine definita, si anume traducerea textului. Tn
aceasta ipostaza apare Gabriel Liiceanu, care marturiseste ca traducerea
unuia dintre multele texte pe care le transpunea dintr-o limba n alta au
generat un proces de lectura complicat: ,leri si astazi am stat 12 ore
traducand, Tngrozit, din mica scriere a lui Heidegger, Die Kunst und der
Raum. Senzatia continua de text principial intraductibil, de hatis care se
limpezeste uneori pentru a se incurca pe urma mai rau. Disperare.” (Liiceanu
1991: 68).
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Intentia de a descifra opera este din nou adusa in atentie atunci cand se
discuta despre interpretarea operelor literare, interpretare care uneori poate fi
dusa prea departe. Asa cum afirma si Liiceanu, este nevoie de hermeneutica,
insa aceasta nu trebuie sa fie purtatoarea unui adevar absolut, ci doar sa ajute
la mai buna intelegere a textului: ,,vreau sa va spun ca o interpretare nu
trebuie sa fixeze niciodata faptul respectiv in exactitatea unei explicatii, Ci
doar sa-l ridice la infelegere. Hermeneutica proasta are ambitia explicatiei,
care ca explicatie vrea sa ramana singura, ratdnd adevarul in favoarea
exactitatii. Hermeneutica buna se multumeste cu intelegerea si lasa astfel
faptul deschis unei interpretari care se multiplicd prin varietatea acelor
intelegeri. Coerenta lecturii respective conteaza, 0 lectura care nu limiteaza
categoric, ci doar propune.” (Liiceanu 1991: 75).

Jurnalul de la Paltinis prezinta un proces al descoperirii de sine, al
transformarii prin lectura intr-o perioada istoricd 1n care lectura era
conditionata de situatia politica din Roméania, anumite carti fiind interzise
sau greu accesibile. Cu toate aceste obstacole, cei trei protagonisti ai cartii
reusesc sa se izoleze ntr-un spatiu in care lecturile devin lectii de viata si le
ofera acces la trairi si idei din multe alte culturi.
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Abstract: In 2018 Romania will celebrate the centenary of the Union of 1918, or
the Great Union, when all Romanian provinces united into one state, Great
Romania, a national ideal Romanians strove for and achieved on the battlefield, an
ideal confirmed by the Trianon Treaty of 1920. For such a time as this hundredth
anniversary, it is only natural to call to mind people who made this ideal come true.
Queen Marie is rightly considered one of the artisans of the Great Union, being
regarded at the time and afterwards as “the living consciousness of Romanian
unity, the symbol of confidence in final victory” (Boia 2001: 208). This article aims
to investigate the manner in which the queen’s memory is kept alive and draws on
two distinct attempts to portray the queen: Sorin lliesiu’s documentary Queen
Marie — The Last Romantic, the First Modern Woman and the Golden Room in
Pelisor Castle, Queen Marie’s official residence in Sinaia, the royal resort in the
Carpathians. These two attempts illustrate how present-day Romanian society tries
to regain parts of a common memory that was purposefully obliterated by the
communist regime, and strives to rediscover and remap places of their shared
memory. My analysis of Iliesiu’s portrayal of the queen is circumscribed to the field
of social semiotics, mainly to the concepts of “distance”, “angle” and “gaze”
which Theo van Leeuwen uses in the visual representation of social actors. In my
investigation of memory remapping, I draw on Pierre Nora’s concept “lieu de
mémoire” and aim to prove that the Golden Room in Pelisor Castle, a place that
reflects the personality of the chatelaine and where the queen symbolically
reconnected with her origins, has turned into a realm where Romanians have
access to a part of their memory which communism did its best to extirpate.

Key words: Queen Marie of Romania; historical documentary; visual
representation; lieu de mémoire; social semiotics.
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Introduction: The historical film in communist and post-communist
Romania

Since the fall of communism in 1989, Romanian cinematography was
able to investigate the historical past free from the restrictions and censorship
of the totalitarian regime. The age of constitutional monarchy, which
overlaps the development of Romania from a pre-capitalist country into a
modern European state, is one of the periods in the country’s history that the
communist regime falsified in order to legitimize its hold on power. After
1990, Romanian filmmakers were able to focus their lenses on the more
recent past and highlight key moments in Romania’s modern history as well
as portray powerful personalities and inspiring and visionary leaders that left
their mark on the country’s evolution and growth. In spite of the benefits
democracy has brought to society at large, such as freedom of choice and
freedom of expression, the production of historical films in post-communist
Romanian society has decreased. The reasons for such a change are both
political and financial. During the communist regime, the historical film was
intensively used as an appealing, bewitching means of ideologizing an entire
nation, especially beginning with the 1970s. Thus, the year 1971 is generally
seen as a mark of the outbreak of the Romanian “cultural revolution” when
the relative (and closely monitored) openness of the regime towards the
Western world abruptly ceased to manifest. The communist power switched
towards an excessive nationalist discourse in order to justify its move and
started to instill in the minds of people “the vocation of unity”, understood as

“the subordination of the individual in the face of the national
organism and, at the same time, a strict delimitation of their own
nation in relation to others” (Boia 2001: 77).

The last two decades of Ceausescu’s regime were marked by “a
notable shift from the contemporary towards origins” (Boia 2001: 78) while
communist nationalism was articulated in a peculiar form, that of
protochronism (Boia 2001: 79), which became a powerful tool for self-
legitimation. Coming from the ancient Greek terms “protos” and “chronos”,
meaning “first in time” (Verdery 1991: 167), the term “protochronism” was
coined by the Romanian literary critic Edgar Papu, who used it in an article
entitled Protocronismul Roméanesc (Romanian Protochronism) published in
the Romanian review Secolul XX (The 20th Century) in 1974 (Papu 1974: 8-
11). Papu’s protochronism criticised and broadly opposed FEugen
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Lovinescu’s synchronism'®, a theory according to which modern Romania’s
development was brought about by an integration of Western European
values into the Romanian ethos, which allowed Romania to catch up with
Europe. Unlike Lovinescu, Papu, for instance, claimed that Romanian
literary tradition “was highly original” and that “Romanian literary creations
had often anticipated creative developments in the West”, for instance
surrealism or Dadaism (Verdery 1991: 174). Protochronism gave expression
to “a concern with Romania’s self-image and with the relation of Romanian
values to the rest of the world” (Verdery 1991: 176) and reflected “a reaction
against cultural contempt and cultural domination from the West” (Verdery
1991: 177). Aiming to present Romania as a leading cultural actor on the
world’s stage, protochronism instinctively appealed to the country’s political
elite, much interested in raising “Romania’s image in the esteem of the
world” (Verdery 1991: 168) in an attempt to legitimize themselves and their
political decisions in the eyes of the people.

Against this political background, it was not surprising for Romanian
cinematography to turn towards emblems of the past. A series of historical
films followed, depicting famed Romanian voivodes and heroes, acclaimed
for their courage on the battlefield and fortitude in times of distress: Mihai
Viteazul (1971, directed by Sergiu Nicolaescu) was meant to mark the three
hundredth anniversary of the first attempt to unite the three Romanian
provinces (Wallachia, Moldavia and Transylvania) in one state, by the
Wallachian Prince Mihai Viteazul (Michael the Brave) in 1601; Stefan cel
Mare — Vaslui 1475 (1975, directed by Mircea Dragan) marked the five
hundredth anniversary of the victory of the Moldavian Prince Stefan cel
Mare (Stephen the Great) against Sultan Mohamed II; Pentru Patrie (“For
the Fatherland”, 1978, directed by Sergiu Nicolaescu) was produced to
celebrate the centenary of the Romanian Independence; Burebista (1980,
directed by Gheorghe Vitanidis) depicts the life of the ancient Dacian king
Burebista and his efforts to unify his people and reject the attacks of the
Roman army; Horea (1984, directed by Mircea Muresan) aimed to celebrate
two hundred years since the Transylvanian Peasants’ Uprising of 1784 led by
Horea, Closca and Crisan, the leaders of the Romanian and Hungarian
peasants that were fighting against feudal oppression in Transylvania;
Mircea (1989, directed by Sergiu Nicolaescu) is another historical film that
portrays the life and reign of Prince Mircea of Wallachia, who managed to
block the expansion of the Ottoman Empire in Europe in the fourteenth and
fifteenth centuries. These are just a few of the films that are part of a series

10 Eugen Lovinescu is a Romanian literary historian and critic and theoretician of culture,
the author of the theory of synchronism, according to which the development of the
Romanian society was triggered by a synchronization with the European models.
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of national celebrations organized by state propaganda (Hentea 2014: 175-
177) that served the communist party’s national and protochronist politics.
These movies highlight the role of the masses, rallied around the voivode
(the embodiment of the state and of people’s ideals) in the achievement of
national desiderata. The theme of unity present in numerous political
speeches of Nicolae Ceausescu is echoed by the films Mihai Viteazul,
Mircea, Stefan cel Mare — Vaslui 1475 and Burebista. Moreover, Burebista
is a clear example of the protochronist nationalism used by the communist
party for self-legitimation. The ideological manipulation and indoctrination
manifest in the movie turn into ridicule when the Institute of Party History of
the Central Committee of the Romanian Communist Party claimed that 1980,
the year of the release of Burebista, marked the two thousand and fiftieth
anniversary of the establishment of the “unitary and centralized” Dacian state
under Burebista. Hence, the Dacian king provided Ceausescu “the supreme
legitimacy” since Burebista’s state (“unitary, centralized, authoritarian,
respected by the ‘others™) “prefigured” the type of state which the
Romanian dictator had in mind (Boia 2001: 78).

Ideological manipulation is also manifest in Pentru Patrie, a film
celebrating the hundredth anniversary of Romanian independence. The major
contribution made by Prince Carol of Hohenzollern-Sigmaringen, the
reigning prince of the Romanian Principalities of Wallachia and Moldavia, to
gaining independence is opacified, prominence being given to the Romanian
troops as embodiment of the masses, the key-players in the communist
discourse of the development of the Romanian state. Thus, Prince Carol’s
crucial position as supreme commander of the Romanian and Russian armies
at Plevna is intentionally underestimated (Marcu, n.d., para 1). Similar
political intrusions are manifested in Horea, the film depicting the uprising
of Transylvanian peasants (both Romanian and Hungarian) against the feudal
lords in 1784. Focusing on the social aspect of class clashes between
Romanian serfs and Hungarian landlords, the movie tackles the events in
protochronist fashion and turns Horea into more than just the leader of a
peasants’ revolt. He becomes the head of a revolutionary movement which
preceded the French Revolution of 1789 (Hentea, n.d., para 14). The
mystification of the past, manifest in Romanian films, was initially promoted
by school books, which are usually taken for granted by young pupils and
thus become ideal means for ideological manipulation. Hence, both
education and films as a form of leisure were wickedly exploited for
ideological purposes by the communist regime.

Financially speaking, some of these films were particularly expensive
for those times. Mihai Viteazul is considered to be the most expensive
project of the Romanian cinematography during the communist regime.
Aware of the propagandistic power of the moving image, the State was
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willing to provide financial support to such historical films that were
particularly suited to serve the party’s political aims. Filmmakers and film
studios were also helped in getting the necessary number of personnel on the
set, the army providing the extras for many historical films.

Naturally, after the antinational phase of Romanian communism which
overlapped the end of the 1940s and last throughout the 1950s, the historical
film, with its portrayal of emblematic Romanian personalities and
representation of key moments in national history could not have displeased
the large public. On the contrary, such films appealed to audiences in spite of
the fact that the scripts did not always and entirely approach the subject in
accordance with historical documents. What seemed to be “a recuperation”
of Romanian past was, in fact, “a manipulation” (Boia 2001: 77) many
Romanians, already ideologically indoctrinated through the education they
had received in schools, were not fully aware of. Consequences of this
“exacerbation of nationalism” (Boia 2002: 77) acclaimed by the communist
party are still visible today.

After 1990, the production of historical films decreased, the new
political and economic realities making it more difficult for filmmakers to
gather the necessary financial resources. In addition, after having replaced
the communist propaganda apparatus, the new political power was incapable
of, or, perhaps, disinterested in using Romania’s cultural capital as a means
of promoting the country and its potential abroad. The state lacked coherent
cultural policies and the Ministry of Culture was one of the least financed
departments in the government. Against this background, post-revolutionary
Romanian cinematography proved unable and unequipped to remain as
prolific as it was before the fall of the communist regime. However, a new
generation of young and talented directors and script writers has managed to
find its way and overcome the hardships of a capitalist economy, making
films that were acclaimed and praised abroad. But the historical film has
been shown less interest than before in spite of the fact that Romanian
history does not lack in characters that would turn films into intriguing,
instantly absorbing experiences. King Carol | — the founder of modern
Romania —, King Ferdinand and Queen Marie — two of the architects of
Great Romania —, leading politicians of the Bratianu family, who greatly
contributed to the modernization of the country, are just a few of the
Romanian historical personalities that could certainly become vigorous film
characters, adding value and substance to the cinematic experiment.
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The paucity of historical films that characterizes the post-revolutionary
period in Romanian cinematography*! was slightly challenged by the same
Sergiu Nicolaescu who managed to make a few: Oglinda (The Mirror) also
known as Inceputul Adevirului (The Beginning of Truth) in 1994,
Triunghiul Mortii (The Triangle of Death) in 1999, Carol I — Un Destin
pentru Romania (Carol | — A Destiny for Romania) in 2009. In spite of the
intriguing and captivating historical facts on which the movies are based, the
director could not break away from that nationalistic ideology that
characterizes his previous films. In general, the reviews were, if not scathing,
at least poor.

A case in point is Oglinda, which depicts a significant act in Romanian
contemporary history: the Act of 23 August 1944, also known as the Coup
d’Etat of 23 August 1944, when King Michael I of Romania, supported by a
small group of political leaders and army representatives, broke the alliance
with Nazi Germany forged by the de facto head of State at the time, Marshall
lon Antonescu, arrested the marshall and sided with the Allies. The movie
represents Sergiu Nicolaescu’s biased attitude towards Marshall Antonescu
and King Michael. While the marshall is depicted as a national martyr, the
monarch is described as having “the traditional profile of a young
revolutionary head who gives orders”!? (Caranfil 2008: 650). After the fall of
the communist regime in Romania in December 1989, director Nicolaescu
continued to establish influential relationships with the new political power
in Bucharest and became a senator and a member of lon Iliescu’s party, a
former member of the Romanian Communist Party and the first president of
Romania after 1989. The early 1990s where characterized by the new
power’s extreme hostility towards King Michael, who was trying to return to
his country. In October the same year the monarch tried again to return to
Romania in order to take part in an academic event marking fifty years since
Romania had sided with the Allies, in 1944. He was forced to re-embark on
the plane that had taken him to Bucharest only minutes after he had stepped
off the telescopic ladder of the aircraft. The film Oglinda is considered to be,
by some voices in the public “an undisguised propagandistic support”®
(Hentea, n.d., para 23) from senator Nicolaescu to president lon lliescu.

The manner in which history has been approached by Romanian
historical films is, in a way, counterbalanced by the documentary film. Take,
for example, the history of constitutional monarchy, manipulated and re-

Aferim, a 2015 film, is one of the few Romanian historical dramas made after 1990 that
were not signed by Sergiu Nicolaescu. The story is set in Wallachia in the nineteenth
century and depicts the life of gipsy slaves in the Romanian principality at the time.

My translation (In the original: “traditionala figurd a unui tinidr sef revolutionar care
distribuie indicatii).

1My translation (In the original: “un sprijin propagandistic fatis”).

111
Vol. 1 No 1 (2018)



written in accordance with the precepts of Soviet ideology. Many
documentaries produced after 1990 attempt to make the general public aware
of the massive mystification of history and invite people to reconsider what
they had been taught in schools, during the communist regime, about the
history of their country. As far as the age of constitutional monarchy is
concerned, two documentary makers stand out: Sorin Iliesiu, a Romanian
director, and John Florescu, an American-born producer of Romanian
descent®,

Sorin Iliesiu has signed documentaries about the political turmoil that
marked Romanian society in the early 1990s: Te iubesc, libertate (I Love
You, Freedom) in 1990, Piata Universitatii — Romania (University Square —
Romania) in 1991; about famous personalities of the Romanian exile: Petre
Tutea — Emil Cioran in 1991, a film about two renowned Romanian
philosophers, for which he signed the script, Apocalipsa dupa Cioran (The
Apocalypse according to Cioran) in 1995, a film-interview with the
Romanian philosopher Emil Cioran and one of his disciples, Gabriel
Liiceanu. Sorin Iliesiu has also focused on Romania’s monarchic history and
its personalities. In 1992, he made Monarhia salveaza Romdnia (Monarchy
Saves Romania), a documentary about King Michael’s historic Easter visit to
Romania in 1992, when approximately one million people (according to
CNN) gathered in the streets of Bucharest to witness the event and welcome
the king. Then, Iliesiu continued with a few well-received and award-
winning short reel and full length documentaries about Queen Marie of
Romania: the fifteen-minute documentary Pasiunea pentru frumos. Jurnalul
Mariei, Regina Romaniei (Passion for Beauty. Queen Marie’s Diary), made
in 2002, was awarded the Special Prize at Dakino International Film Festival
of Bucharest in 2008. In 2006, he made a twenty-three-minute documentary
about the queen, entitled Cate ceva despre Regina Maria (A Few Things
about Queen Marie). The queen’s part was played by the distinguished
Romanian actress Maia Morgenstern®®, and was awarded the prize “Made in
Romania” the same year, at the Astra Film Festival, by the Romanian
Cultural Institute. In 2011, Iliesiu transformed this short reel film into a full
length documentary and entitled it Regina Maria: Ultima Romanticd, Prima
Femeie Moderna (Queen Marie: The Last Romantic, the First Modern

14 John Florescu focuses on the image of King Michael of Romania and the role the monarch
played in breaking the alliance with Nazi Germany and joining the Allied forces, and
dismantles myths about the king and his contribution to the events, myths that the Soviet-
supported communist power created and cultivated in order to falsify and manipulate the
monarch’s identity and legitimize their political leadership.

15 Maia Morgenstern is a celebrated Romanian actress, who received international acclaim
for her role in Mel Gibson’s drama, The Passion of the Christ (2004), in which Morgenstern
played Mary, Mother of Jesus.
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Woman), keeping Maia Morgenstern in the role of the queen. The same year
the film was presented, hors concours, at Astra Film Festival of Sibiu, the
leading documentary film festival in Central and Eastern Europe. Although
Iliesiu’s films about Queen Marie are presented as documentaries, they are
not documentaries in the strict sense of the word. A documentary is a
“factual film [...] whose materials are selected and arranged from what
already exists (rather than being made up); and whose methods involve
filming ‘real people’ as themselves in actual locations, using natural light
and ambient sound” (Kuhn, Westwell 2012: 126). Iliesiu’s films dedicated to
the queen, especially Regina Maria: Ultima Romantica, Prima Femeie
Moderna, are rather a hybrid genre, a peculiar type of documentary where
the boundaries between documentary and other types of cinematic forms are
overstepped and where the filmmaker can explore and develop his creativity
in original ways. I maintain that Iliesiu’s film, Regina Maria: Ultima
Romantica, Prima Femeie Moderna, is a mix of a compilation movie (a form
of documentary) and a few elements of a feature film. The compilation
elements are represented by a combination of previously recorded footage,
most of it archive footage, but rearranged in order to reflect the intention of
the director, and new video materials and commentary. Iliesiu’s production
comprises archive video footage with the queen or archive pictures of the
queen in various moments of her life as well as lliesiu’s own additions to the
movie, such as the filming of the queen’s private diaries where her
handwriting is very clear and decipherable. Although Iliesiu cast Maia
Morgenstern in the role of the queen, the only role in the movie,
Morgenstern’s distribution does not turn this film into a feature film. The
meaning of Morgenstern’s presence is circumscribed and equally shaped by
the script: fragments from Queen Marie’s own diaries and autobiographical
writings, selected by Iliesiu, which the actress recites. Morgenstern does not
play a role in a feature film, but rather a monologue, rendering the queen’s
words and revealing the sovereign to the audience.

Queen Marie: The Last Romantic, the First Modern Woman

Sorin Iliesiu’s fifty-two-minute documentary is a portrayal of the
personality of Queen Marie. The film is based on a selection of fragments
from Marie’s diary, which she conscientiously kept from 1916, when
Romania entered the First World War, siding with the Entente, until her
death, in 1938, and on the queen’s autobiography, Povestea Vietii Mele (The
Story of My Life).

British-born Princess Marie of Edinburgh, granddaughter of Queen
Victoria of Great Britain and of Tsar Alexander Il of Russia, was married to
the German Prince Ferdinand of Hohenzollern-Sigmaringen, heir to the
Romanian throne. Thus, Princess Marie became Crown Princess of Romania
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and settled in her country of adoption. Through this matrimonial alliance,
King Carol 1, the Romanian sovereign (himself a Hohenzollern-
Sigmaringen), hoped that the young Romanian dynasty would be secured
and become related to the leading reigning houses of Europe and that the
relationship between his kingdom and the neighboring powers would be
improved. By the time Marie became Queen Marie of Romania, she had
already turned into a much loved and admired figure while her courage and
efforts to help the Romanian army and her people during the First World
War, and her commitment to and identification with the Romanian ideals
won her the nation’s affection and loyalty.

The film introduces both the queen and the woman to the Romanian
public in a sort of confessional manner as if Marie had been talking directly
to her people. The queen discloses her self-awareness related to the public
belief that she was one of the most beautiful queens of her age, and
maintains that it is simply an exaggeration because there were neither too
many, nor too beautiful queens in her time. It is a remark that reveals not
only her feminine coquetry, but also her intelligence and sense of humour.
She goes on with thoughts about her hobbies such as horse-riding and
gardening, her passion for building houses as cozy retreats, her residences in
Balchik, on the Silver Coast of the Black Sea, or Bran, her royal residence in
the Carpathians, or Pelisor Castle, her official residence in Sinaia. Then, the
queen shares her thoughts about her husband, King Ferdinand, and the
moment they became sovereigns, Romania’s entrance into the war in 1916
and the king’s sacrifice to side with the Entente in spite of the fact that he
was a German. Marie talks about her contribution to the war effort, her
constant presence among the Romanian troops, boosting their morale and
bringing comfort to the wounded. She also mentions her presence at the 1919
Paris Conference, lobbying for her country and convincingly pleading the
cause of Great Romania. She expresses clear opinions about the revolution in
Russia, the murdering of the Tsar and his family. She also proudly reveals
her thoughts about the social and political reforms her husband had promised
to implement after the war: the land reform and the universal vote. Her
opinions about the Bolsheviks and the Hungarian communists led by Béla
Kun are well-argued and instantly absorbing, revealing a level-headed
woman, capable of understanding politics and aware of the dangers that
rising communism may bring about to her country.

One of the remarks that highlight the queen’s attachment to her country
of adoption, Romania, makes reference to an art society called Tinerimea
Artistica (Artistic Youth), founded in 1901, whose royal patron Crown
Princess Marie, later Queen Marie, became. The aim of the society was to
develop fine arts in Romania and give original expression to the Romanian
ethos. In the queen’s words, the artistic movement hailed by the society
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aimed at reinventing an authentic national style that would put a stop to the
slavish imitation of Western styles. The queen indirectly makes reference to
Titu Maiorescu’s theory, known as the theory of forms without substance.
Maiorescu, a nineteenth-century Romanian literary critic and member of the
Conservative Party, with valuable contributions to the development of
Romanian culture, criticized the country’s ceaseless imitation of foreign
models in its rush towards modernization. Queen Marie’s reference to this
amaranthine imitation may indicate that she was aware of Maiorescu’s
theory of forms without substance and that she understood the damage that
poor imitation may cause to a young nation, in search of its own identity.
One of the eye-catching features of Iliesiu’s documentary is the fact
that Queen Marie’s part is played by Maia Morgenstern. It was not the first
time she embodied the queen. In 1999, Morgenstern as Queen Marie had the
supporting role in Sergiu Nicolaescu’s film, Triunghiul Mortii, a story about
the courage of the Romanian troops in the First World War. Unlike Iliesiu’s
documentaries dedicated to Queen Marie, Triunghiul Mortii is a feature film
(based on a true story, the actors embody real people, with a narrative line
circumscribed to a particular time frame and space). In 2006, Sorin Iliesiu
chose Morgenstern to play the queen in his short reel documentary Cate ceva
despre Regina Maria. Hence, the decision to cast her in the full length
documentary Queen Marie — The Last Romantic, the First Modern Woman
came naturally. By distributing Maia Morgenstern in the role of the queen,
Iliesiu borrowed an element from the feature film (an actress interpreting a
character) and combined it with traditional documentary materials (previous
video footage and archive documents). Iliesiu’s aim was not to use
Morgenstern to reenact certain historical moments although the queen makes
reference to many of them. The director’s aim was to depict the queen and
offer the audience a captivating portrait of the sovereign in her own words.
Morgenstern’s role is thus, a static one, so to speak, but not a monotonous
one. The particular blend of elements from different genres allows the on-
looker to discover the queen at various levels of intensity and profoundness.
Iliesiu stated that Maia Morgenstern’s countenance and voice were able to
reflect the queen’s personality: that of a forty-year-old woman in her prime,
romantic and modern at the same time and a beautiful, energetic, seductive
and determined queen (Fulger, Iliesiu 2011). Morgenstern’s curly hair and
short haircut feature the queen’s look as captured in official photographs. In
the film, Maia Morgenstern wears black, a colour which the queen often used
for artistic photos in order to add a dramatic touch to her appearance and
create striking effects, thus revealing the romantic side of her personality.
Throughout the documentary, Morgenstern as Queen Marie is shown from
the right side, a small and fine detail that will be analyzed below and that
contributes to the articulation of the relationship between the queen and her
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people in a convincing and captivating manner. Morgenstern’s scenes are
combined with vintage pictures and video footage of the queen, having a
peculiar visual impact on on-lookers and stirring their interest in discovering
and understanding Marie’s personality. In addition, the overlapping of
Morgenstern’s voice and photographs of the queen makes the character more
real and seems to diminish the temporal distance between the queen and the
present-day Romanians. It draws the queen’s life into our times and renders
her more approachable to present-day people, allowing them to hear her
thoughts and understand her, her personality and her out-of-the-ordinary
destiny that was inexorably linked to that of the Romanian people.

The fact that Iliesiu uses authentic pictures and video footage of the
queen is natural in a documentary. They are part of those constituents that
make a documentary film true to life due to their powerful “‘denotative’
message” (Barthes 1977: 17). But lliesiu’s aim for and achievement of a
professional work, though enough to justify his deep concern for
authenticity, reveal other aspects of the director’s commitment to historical
accuracy. Through authentic pictures of the queen, Iliesiu challenges our
memory of the sovereign and of her deeds. He positions us face-to-face with
the queen and compels us to search our mind archive for those pieces of
memory that, when stimulated, may bring back reminiscences of the queen’s
life.

Since 1990 books about the queen have been published or re-edited
regularly. The queen’s autobiography, The Story of My Life, her daily notes
as well as Hannah Pakula’s biography of the queen, the only biography so
far, have quickly become bestsellers, underlining the public’s genuine and
robust interest in the sovereign’s life. Such attitude is not at all surprising.
Under communist rule, people had to, if not fully repress their own memories
of the queen, at least vigilantly censor them in order to avoid being
interrogated by the regime’s police. In spite of serious risks they exposed
themselves to, Romanians did manage to save pieces of memorabilia, such
as stamps and postcards with the queen, that could be hidden in safe places.
Facts of the queen’s life which the elders told to their children and
grandchildren as family stories in a cautious and succinct manner, revealing,
on the one hand, the elders’ desire to mention and remember the queen and,
on the other hand, their need to protect themselves and their families, worked
like seeds which need first to germinate before they can sprout when time
comes. Once the communist regime collapsed, the young people’s curiosity
about the queen, provoked by their parents’s genuine, yet deliberately
hushed-up affection for her, has turned into interest.

Through his documentaries about Queen Marie, Iliesiu creates lieux de
mémoire, a concept that will be enlarged upon later. Archive photographs
and video footage, which are tangible, real things, help circumscribe lieux de
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meémoire since memory “takes root in the concrete, in spaces, gestures,
images and objects” (Nora, 1989: 7). The boosting interest into the life of the
queen, and the need to build lieux de mémoire are the logical and inevitable
outcomes of what had happened to the Romanian ethos before the fall of the
communist regime. According to Nora, lieux de mémoire do not appear
randomly in history, but at

“a turning point where consciousness of a break with the past is bound
up with the sense that memory has been torn — but torn in such a way
as to pose the problem of the embodiment of memory in certain sites
where a sense of historical continuity persists” (Nora, 1989: 7).

The year 1989 in Romania’s history may be held to represent the
moment when Romanians’ consciousness of a break with the past and
awareness that their memory had been manipulated manifested itself.
Memories of the monarchic past were intentionally removed from our
collective memory, but some, such as personal pieces of memorabilia, have
managed to survive surreptitiously. They now contribute to building lieux de
mémoire, habitats where “memory crystallizes and secretes itself” (Nora,
1989: 7).

Representing the queen

When representing social actors, three factors converge: distance,
angle and gaze (Van Leeuwen 2008: 141). Social semiotics helps us
understand the role these elements play in establishing a relationship
between on-lookers and characters captured in paintings, photographs or on
film. The distance from which we see people, the angle from which we look
at them as well as the gaze the people portrayed fix on on-lookers help
establish a particular relationship between the former and the latter.

The distance captured in pictures “becomes symbolic” and “indicates
the closeness, literally and figuratively, of our relationship”. Hence, people
portrayed from a “‘long shot’, from far away, are shown as if they are
strangers, people shown from ‘a close-up’ are shown as if they are ‘one of
us’” (Van Leeuwen 2008: 138). In Iliesiu’s documentary, Queen Marie is
shown from a close-up. On the one hand, the short distance established
between the on-looker and the queen underlines the closeness that Marie had
built with her people all her life; on the other hand, this little distance
emphasizes the manner Romanians regarded her: as belonging to them, as
being one of them. In addition, for present-day audiences, the close-up
invites people to consider the queen as ‘one of us’ and rediscover her
personality.
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The second element of social representation is the angle from which
we look, which establishes the social relation between the people shown in
pictures and the on-lookers. The vertical axis of the angle places on-lookers
in a position from which they can see the person portrayed “from above, at
eye level, or from below” (Van Leeuwen 2008: 139). The horizontal axis
allows the on-looker to see the person depicted “frontally or from the side, or
perhaps from somewhere in between” (Van Leeuwen 2008: 139). The two
axes reveal “two aspects of the represented social relation between the
viewer and the people in the picture: power and involvement” (Van Leeuwen
2008: 139). The vertical angle underlines “power differences”:

To look down on someone is to exert imaginary symbolic power over
that person, to occupy with regard to that person, the kind of “high position”
which, in real life would be created by stages, pulpits, balconies, and other
devices for literally elevating people in order to show their social elevation.
To look up at someone signifies that the someone has symbolic power over
the viewer, whether as an authority, a role model or something else. To look
at someone from eye level signals equality (Van Leeuwen 2008: 139).

As far as the vertical line is concerned, Maia Morgenstern as Queen
Marie is portrayed from the eye level. The equality thus suggested does not
imply that the social relation established between the queen and the people is
one of class equality. It is a different equality, that equality of membership,
of a sense of identity that the queen and her people shared. They were
Romanians and she was the Queen of Romania, sharing their fate and
embracing and fighting for their national ideals.

The horizontal line, on the other hand, “realizes symbolic involvement
or detachment” (Van Leeuwen 2008: 139). In real-life, the horizontal angle
marks “the difference between coming ‘face to face’ with people, literally
and figuratively ‘confronting’ them, and occupying a ‘sideline’ position”
(Van Leeuwen 2008: 139). The sideline position may often be ambiguous,
leaving the decision to the on-looker:

What in one context may be “ignoring each other” (e.g. sitting next to a
stranger in a train) may, in another, be “experiencing something together”
(e.g. listening to a concert with a loved one) (Van Leeuwen 2008: 139).

In the documentary, the queen is portrayed from one side. But the
position does not signal royal detachment (Van Leeuwen 2008: 139). She is
not represented as ignoring us. The queen invites us to experience something
together: she reveals her thoughts to us, making us witnesses of her hopes
and fears, of her joys and sorrows. While listening to her, we are invited into
her world and are given the possibility to know her and understand her
better, thus developing strong emotional bonds with the sovereign.

The third constitutive element of social representation is the gaze,
which creates a particular social interaction. The gaze reveals whether or not
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“the depicted people look at the viewer” (Van Leeuwen 2008: 140). In case
the people shown ignore us, “they are, as it were, offered to our gaze [...]”
and we are made to look at them “as we would look at people who are not
aware we are looking at them, as ‘voyeurs’, rather than interactants” (Van
Leeuwen 2008: 140-141). In case the people in the picture fix their attention
on us, “the picture articulates a kind of visual ‘you’, a symbolic demand”
(Van Leeuwen 2008: 141). What they demand is

“signified by other elements of the picture: by facial expressions, by
gestures, and also by angles, e.g. by whether they look down at us or
not, and whether their bodies are angled towards us or not” (Van
Leeuwen 2008: 141).

The queen does not look at us. We see her from one side. Thus, the
director offers the queen to our gaze for scrutiny and encourages us to
engage in a sort of almost mutual experience with the sovereign. Iliesiu’s
approach is meant perhaps to stimulate our curiosity about and interest in the
queen much as the queen herself had done when publishing her
autobiography, The Story of My Life, revealing some of her private self to the
public.

In spite of the ingenuity of Van Leeuwen’s approach to photographs,
the scope of his investigation is somehow restricted by the fact that, in
establishing a relationship with a character in an image, the on-looker is, in
some way, left alone in making sense of the background of the image. Van
Leeuwen’s taxonomy offers us a potential explanation of Iliesiu’s choice of
filming Maia Morgenstern, personifying Queen Marie, from one side. How
about the background? Wouldn’t it enrich the message of the shot? The
queen’s profile is projected against an empty, black background, which is
intriguing. What would the on-looker make of such a detail? Relying on
some of Morgenstern’s physiognomy features, Iliesiu aimed at representing
the queen in a true to life fashion. But what is the meaning behind Iliesiu’s
choice for black background? Paradoxically, Iliesiu’s simple, unsophisticated
background reveals its meaning through controlled lighting and exposure.
Allowing no other detail on the screen, the queen’s profile is framed against
the black background, and light falls on her face in such a way as to outline
the clear, elegant features of her countenance. The director wants to capture
our attention and channel it entirely on the queen’s face (symbolically
creating physical proximity) and on her message (thus reinforcing the bonds
that the queen herself wants to build with her people). Black, therefore, does
not manifest here as a veil, aiming to cover something or mask feelings. On
the contrary, it potentiates Iliesiu’s intention of rendering the queen as true to
life as possible. The queen’s robust personality and unwavering
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determination (rendered convincingly by Maia Morgenstern’s appearance
and voice) are suggestively and ingeniously foregrounded by the black
background.

Pelisor Castle — a mirror of Queen Marie’s personality

When people leave the parental home and settle elsewhere, it is not
uncommon to take with them pieces of memorabilia such as a photograph, a
painting, a childhood toy or a book. Such objects help connect people with
their places of origins, with their roots and keep alive part of their identity
which they do not want to lose. “Exported” from Britain to Romania,
Princess Maria nourished the bond with her native country, ties which gave
her strength to carry on in her struggle to adapt to the new milieu. Numerous
decorative elements in Pelisor Castle (the queen’s residence in the Romanian
Carpathians) reflect this bond and they are given a highly original expression
in Princess Marie’s quarters such as the Bedroom, the Drawing Room and
the Chapel, the Sitting Room, the Boudoir and the Golden Room. The most
frequent motifs are the Celtic crosses and the interlaced rings and loops, the
griffin, the four-legged beast with its head turned towards its tail, the serpent
and the lily, all beautifully decorating or carved into pieces of furniture:
beds, chairs, armchairs, tables. The interior design and ornamentation of
these rooms, combining Celtic, Scandinavian, Byzantine and traditional
Romanian motifs illustrate Princess Marie’s own and unique version of Art
Nouveau.

Numerous Art Nouveau decorative elements in Pelisor Castle reflect
the influence of the Arts and Crafts Movement with its particular interest in
the vernacular. British archaeologist John Romilly Allen underlined the
concern manifested by the Arts and Crafts movement in reviving the artisan
crafts:

“[...] in seeking for models [...] it is far better to seek inspiration from
the works of art produced either by our ancestors, or by those peoples
in Europe who are nearest akin to ourselves [...]” (Allen, 1897: 11).

The old symbols of the early inhabitants of the British Isles, the Celts,
the Saxons and the Scandinavians, revived by the Arts and Crafts movement,
found distinctive expression in the royal residence of a former British
princess through the medium of the Art Nouveau decorative style.

The distinct feature of Queen Marie’s style, a hybrid style, is the
harmonious blending of foreign elements and the traditional motifs of the
Romanian Renaissance style also known as the Brancovan style, typical to
the Principality of Wallachia during the late seventeenth century and early
eighteenth century. The Drawing Room, the Chapel or the Sitting Room
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display architectural elements of the Brancovan style: archways, vaults in the
form of arches, columns carved in stone, small niches in the white-painted
walls or the traditional Romanian fireplace situated in the Sitting Room.
These Romanian architectural elements reflect the princess’s growing
interest in the traditional artistic forms of the people whose queen she would
become.

Mapping her territory: the Symbols of the Golden Room

Perhaps the room with the richest symbolism, a unique example of Art
Nouveau decoration, is the Golden Room, situated at the top floor of the
castle. The decorative elements are entirely designed by Queen Marie and
illustrate her ecclectic taste and complex personality. The walls are coated in
gilded stucco from floor to ceiling and moulded in the form of thistle leaves.
At the centre of the vaulted ceiling there is a large skylight in the shape of a
Celtic cross overlapping a solar disc. The pieces of furniture are carved in
linden wood, ornated with gold sheets and decorated with Celtic and
Scandinavian symbols and mythological creatures. One may experience a
sense of awe upon entering the room, enhanced by an almost mystical
atmosphere created by the glitter of the gilded stucco and the dim light
filtered by stained glass windows. The function of the room, apparently
related to that of the Chapel, is quite distinct. I claim that it is not so much a
room for religious meditation strictly speaking, as the Chapel suggests
through its very name, but rather a place for a particular type of recolletion
directly linked to the British dimension of the princess’s identity. It is a
mysterious space, like those mentioned in the old legends, which allows
access to another world if the tresspasser is able to read the signs, to decode
the symbols. Drawing on Pierre Nora, it can be reasonably argued that the
Golden Room is a particular space where the memory of Marie as a British
princess “is crystallized, in which it finds refuge” (Nora 1996: 1). Having
come of age, Princess Marie must have understood that, although she was a
British princess by birth, her new status and future role in the life of the
country require a particular type of sacrifice from her: a difficult and often
painful metamorphosis into the queen her new country needed, a queen
willing and ready to identify with and reflect her people’s ideals. This
transformation did not necessarily require a total abandonment of her British
nature. However, Marie may have guessed that in the process of
metamorphosis, some degree of abandonment is inevitable. Having left her
native country at the age of seventeen, the age when one’s personality starts
to take a firmer shape and one becomes more aware of their self, Marie
probably understood that the bonds with her native country may break under
the unforgiving forces of time. She must have known that she could no
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longer return to Britain as often as she would have wanted, that Britain was
no longer her home. She may well have feared that time and distance would
turn her into a stranger in the eyes of her British relatives. In fact, in her
memoirs, she mentions the feeling of discomfort when, visiting her
grandmother, Queen Victoria, she felt she was an alien to the British royal
family (Maria, Regina Romaniei 1990: 242).

Her design of the Golden Room may have originated at a time when “a
sense of rupture with the past” (Nora 1996: 1) — marked by her identification
with the country of adoption — became “bound with a sense that a rift [had]
occurred in memory” (Nora 1996: 1) — a rift probably produced by time
irreversible and by the imperatives of her new life. But, as Nora underlines,
the fact of becoming aware of the rift stimulates “memory sufficiently to
raise the question of its embodiment: there are sites, lieux de mémoire, in
which a residual sense of continuity remains” (Nora 1996: 1). Thus, the
Golden Room turns into a lieu de mémoire, which Nora defines as

“any significant entity, whether material or nonmaterial in nature,
which by dint of human will or the work of time has become a
symbolic element of the memorial heritage of any community” (Nora
1996: xvii).

The Golden Room becomes a particular realm where a particle of the
queen’s British identity survives and manifests itself in artistic forms. It is a
place of recollection where Marie may have come to reconnect symbolically
with her British roots, origins which she never denied, ancestry she wanted
other people to be aware of, a particular heritage from which she always
drew the strength to carry on.

An interpretation of various decorative elements of the Golden Room
may help sustain this point of view. Once into the room, the on-looker’s
attention is captured by the large skylight in the form of a Celtic cross. The
symbolism of the cross is twofold. On the one hand, the cross is the most
important Christian symbol, “a sign both of Christ himself and of the faith of
Christians” (The New Encyclopaedia Britannica, Micropaedia, Vol. 3 2003:
753). At the same time, the middle of the cross represents an ancient Celtic
motif, the so-called shield knot. Traditionally used to decorate shields, as its
name suggests, it is an early symbol of protection, guarding people against
evil spirits and warriors in battles (Castleden 2013). The Celtic symbol must
have struck a chord with the queen, a fighter at heart as she would later prove
in the First World War. The solar disc, against which the Celtic cross is set,
is harmoniously integrated into the symbolism of the skylight. The sun
stands for “the divine eye, the active principle and the source of life and
energy” (J.E. Cirlot 2001: 320). Looking down from the ceiling towards the
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floor, one’s gaze rests on the gilded thistle leaves which completely cover
the walls. The thistle leaf, the traditional symbol of Scotland, makes
reference to a particular component of the queen’s former identity: that of
princess of Edinburgh, her father, Prince Alfred, having inherited the royal
title of Duke of Edinburgh.

Two pairs of gilded chairs contribute to the unique character of the
room. They reproduce a medieval Scandinavian piece of furniture, the
Tyldalens chair, the carved wooden chair from Tyldalens Church in
@sterdalen, Norway. The original represents a fine example of the
Scandinavian woodworking of the early Christian Age, combining Christian
and Pagan motifs. The Scandinavian chairs in the Golden Room very much
resemble, in form and structure, the Tyldalens chair. As far as the carved
motifs are concerned, Queen Marie adapted the original elements to her own
vision. The main figure of the Tyldalens chair, carved on the centre of the
Celtic cross forming the front side of the back of the chair is that of a man
“contending with two beasts and grasping them with both hands”, his feet
“fettered with serpents intertwined” (Allen 1897: 17). In Queen Marie’s
version of the Tyldalens chair, the central part of the Celtic cross which
forms the front side of the back of the chair represents a dragon with its head
turned towards its back, a universal mythological beast and a creature
emblematic to the Celtic and Scandinavian legends, too. Although in many
cultures it is seen as “the primordial enemy with whom combat is the
supreme test”, a symbolism manifest in the well-known Christian icon of
Saint George slaying the dragon (Cirlot 2001: 86), the beast is equally
endowed with positive attributes: it is a “strong and vigilant” creature, with
“exceptionally keen eyesight”. Consequently, the dragon “was given the
function [...] of guarding temples and treasures (like the griffin), as well as
being turned into an allegory of prophecy and wisdom” (Cirlot 2001: 87).
The vigilance and the role of guardian attributed to the dragon seem to be a
fitting reflection of Queen Marie’s wish to protect and nurture her British
roots.

The mystical character of the room is intensified by the dim light
filtered by the stained glass windows and the skylight. The interest in this
form of art and craft, characteristic of the twelfth and thirteenth centuries in
Western Europe, was stimulated in the nineteenth century by the Gothic
Revival movement and the representatives of subsequent artistic movements
such as William Morris, the ideologist of the Arts and Crafts Movement, or
Louis Comfort Tiffany, one of the leading artists of Art Nouveau, attracted
by the effect produced by the light filtered by coloured glass (The New
Encyclopaedia Britannica, Micropaedia, Vol. 11 2003: 203). The stained
glass windows in the Golden Room represent floral or solar motifs, popular
Art Nouveau designs. In addition, what appealed to Morris and Tiffany,
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namely the spectacular effect of light upon colour, may have appealed to
Queen Marie, too, interested in creating a particular atmosphere that would
invite the soul-searching individual to recollection.

Another decorative piece which contributes to the mystical atmosphere
of the room is the Tiffany lamp known as the Wisteria table lamp (Baal-
Teshuva 2001: 153), which Queen Marie received as a gift from Pauline
Astor, a friend of hers (Constantin 2007: 192). The Favrile glass of which
Wisteria lamp is made makes it a fitting source of light for the Golden
Room. This special type of glass invented by Louis Comfort Tiffany, also
known as opalescent glass, is characterized by “glowing colours and an
exciting iridescence” (Baal-Teshuva 2001: 28) which causes surfaces to
shine softly. It creates “a muted, mysterious light that symbolizes the essence
of art nouveau” (Sterner 1982: 162). The symbolism of the lamp in general
also helps integrate the Wisteria lamp into the coherent whole of the Golden
Room: as a source of light, the lamp can be a metaphor for “wisdom and the
dissemination of knowledge”. Furthermore, the very fact that the lamp spreads
light, thus making darkness disappear, underlines its protective and guiding
functions (Evseev 2001: 96).

Another highly significant piece of furniture of the Golden Room is its
access door. The design of the interior side of the door completes the artistic
composition of the place. It is an arched top door somehow resembling the
medieval arched doors. Painted in bronze green, it is decorated with a white lily,
stylized in Art Nouveau fashion. It was one of Queen Marie’s favourite flowers,
carved into or painted on numerous pieces of furniture in her apartments, its rich
symbolism appealing to the queen’s eclectic style. In medieval Christian
iconography, the lily is associated with Virgin Mary (Cirlot 2001: 188). For the
Christian world, the lily also symbolizes “the surrender to God’s will”
(Chevalier, Gheerbrand 2009: 295), an abandonment of people’s earthly worries
in the hands of the Divine Providence, as illustrated by two verses in Saint
Matthew’s Gospel in the New Testament referring to the Sermon on the Mount:
“Consider the lilies of the field, how they grow. They don’t toil, neither do they
spin” (The Gospel of Matthew, Chapter 6, Verse 28). An earlier symbolism of
the lily must also have appealed to the queen: it was “a sign of royalty” in the
Byzantine culture and for the Christianized Franks (Cirlot 2001: 189). This
symbolism could not have escaped Queen Marie, a woman with a strong self-
consciousness, well aware of her royal pedigree and of her future role.

But a door is more than just a piece of wood that fills an opening into a
wall. Its symbolism goes deeper. Allegorically speaking, the door marks a
passage between two worlds (Chevalier, Gheerbrand 2009: 744). In its most
common symbolic sense, the door represents a transition from an unconsacrated
to a consacrated area as symbolized by the gates of cathedrals or temples
(Chevalier, Gheerbrand 2009: 745). As far as the Golden Room is concerned, its
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door does not only separate the open areas of the house or the rooms used for
entertaining other family members and guests from the more private places.
Depending on whether it was left open or not, the door allowed or blocked
access to a unique place where the queen’s personality revealed itself, a place
that needed to be protected, a place that was not for everyone. The morphology
of the room reduces its visibility and permeability.

The concepts of visibility and permeability, which illustrate how
accessible the interior of a house can be, may help understand the peculiar
significance this room had for Queen Marie. Visibility points to “whether or not
the interior of the dwelling can be seen from the street, or to whether it is
possible to see clearly from one part of the domestic interior into another”
(Hanson 1998: 123). Given that the room is situated at the top floor of the castle
and the presence of stained glass windows, the interior could not be seen from
the outside. It is difficult to claim with certainty that the inside of the room could
have been seen from the interior of the castle because it is unlikely that there is
anyone today able to say whether the door of the Golden Room was always kept
open or shut or sometimes left ajar. However, small details may indicate that the
door was designed to be kept shut. First of all, the shape, the look and the
thickness of the door, resembling the medieval doors that protected the royal
apartments in the old castle suggest that the door of the Golden Room was also
meant to protect the interior and to bar an easy access. Moreover, the brass tacks
which decorate the door of the Golden Room point symbolically to the medieval
iron nails used to make doors more solid and fitter for protection. Visibility also
refers to “whether space is used to manifest objects and behaviours or to conceal
them”, and underlines “the relative transparency or opacity of the domestic
setting” (Hanson 1998: 123). The objects present in the room point to its central
function, that of recollection. But the act of recollection, by its nature, is a very
private one which is not always illustrated explicitly, by particular and easily
recognizable gestures and behaviours. If the interior of the Golden room were
compared to the interior of other rooms in Pelisor Castle used by Queen Marie,
such as her bedroom, her drawing room and chapel, her sitting room, her
boudoir or the breakfast room, the transparancy of the rooms is evident even in
the denomination of these interiors. The Golden Room, however, has quite an
opaque denomination. You may infer that it has something to do with gold, but
little prepares the on-looker to what he is about to see upon entering the room.
Therefore, it may not be far-fetched to conclude that unlike the above-
mentioned rooms, the Golden Room displays a low degree of visibility.

The other variable of a domestic interior, permeability,

“refers to the amount of control exercised over the way in which it is
possible to move from one space to another” and it may be illustrated by
whether “doors are kept shut or locked” (Hanson 1998: 123).
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Taking into consideration the shape of the door of the Golden Room, its
width and some of its decorative elements (the brass tacks), which underline that
the door may well have been meant to be kept shut, one can reasonably maintain
that in this case permeability has a low score. Therefore, these two
characteristics, visibility minus and permeability minus, underline that the
Golden Room was not a room where access was granted easily. As a place
where the queen probably used to recollect herself and symbolically strengthen
the invisible bonds with her origins, the Golden Room needed some sort of
defense against the outside forces in order to protect its quasi sacredness.

A resting place for the queen’s heart: our lieu de mémoire

According to the queen’s will, after her death, the heart was removed
from the body and sealed inside a silver box which was then placed inside the
small Orthodox Chapel “Stella Maris” on the queen’s royal estate of Balchik in
Southern Dobrudja. In September 1940, when Romania lost this southern
territory because of the Ribbentrop-Molotov Agreement, Princess lleana, Quen
Marie’s youngest daughter, took her mother’s heart from Balchik and
brought it to Bran Castle, in Transylvania, where it was laid to rest inside a
cliff overlooking the castle. As video archives show, each year until the
abdication of King Michael, a requiem mass would be celebrated for the
queen in the presence of members of the royal family and local people
coming from the neighbouring villages. Soon people would make
pilgrimages to the queen’s heart. But the cliff near Bran Castle was not to
remain the resting place for the queen’s heart. In the late 1960s, communist
authorities were determined to remove the heart from the cliff in order to
prevent “possible manifestations of mysticism”*® (Niculescu Bran 2015:
143). Thirty years after her death, people’s memories of Queen Marie still
manifest, a fact that the communist leaders could not afford to take lightly.
Hence, the queen’s heart was temporarily kept in a safe in the Museum of
Bran Castle. Then, in 1974, the heart was taken to Bucharest and kept in one
of the warehouses of the National History Museum until 2010 when, after
being subjected to conservation treatment, was sealed in a vacuum box
(Niculescu Bran 2015: 144).

After lengthy negotiations between the Romanian royal family and the
representatives of the National History Museum in Bucharest, a settlement
was reached. The royal communiqué informed that, by King Michael’s
decision, Queen Marie’s heart would be laid to rest in the Golden Room of
Pelisor Castle where it had beaten for the last time seventy-seven years
before, when the queen died. On 3 November 2015, in a military procession,

®My translation (In the original: “eventuale manifestiri de misticism”).
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Queen Marie’s heart left the National History Museum and travelled to
Pelisor Castle. Interestingly, in the royal communiqués, the queen’s heart
was written in capitals (in Romanian: Inima Reginei). The detail was not
meant to suggest an overblown attitude of the royal family. It simply
indicated the status which the royal family ascribed to the queen’s heart: that
of symbol of the queen’s genuine and abiding love for and firm commitment
to the country she adopted.

What turns Pelisor Castle and the Golden Room from lieux d’histoire
(places associated with notable events in one’s history) into lieux de mémoire
is, according to Nora, “a will to remember” (Nora 1996: 14). This will was
first manifested in 1993 when Pelisor Castle became a museum and was
open to the public. The curators of the museum, with the help of documents
from the archives, tried to recreate interiors as accurate as the original rooms.
The second time the will to remember was manifested publicly was in 2015
when King Michael decided that the queen’s heart should be sheltered in the
Golden Room. What further contributes to the transformation of the Golden
Room into our lieu de mémoire is the strong personality of the queen: an
authentic leader who, when called upon to assume the responsibilities of
sovereignty, answered promptly and courageously. She was the image of the
Romanian people during the Paris Peace Conference of 1919. Her total
identification with the needs and ideals of her nation made the people
consider her one of their own. Hence, she became “a symbolic element of the
memorial heritage” (Nora 1996: xvii) of the Romanian people. In addition,
the rich symbolism attached to heart burial in the Western European
tradition, a symbolism Marie may have been aware of, reinforces the
emblematic dimension of the Golden Room. Unprecedented in Romanian
history, the queen’s decision to have her heart interred apart from her body
may have been triggered by “the Western mystique of the heart of Christ”’
and the funeral tradition of the Templar knights (Niculescu Bran 2015: 47).
The Bible attaches various values to the heart. It is, for instance, “the seat of
wisdom, of loyalty and of selfless love”® (Niculescu Bran 2015: 48). In the
Gospels, the heart is the seat of emotions, intelligence and memory
(Niculescu Bran 2015: 49). It is also the seat of the faith in God (Niculescu
Bran 2015: 50). Queen Marie was not a non-catechized churchgoer. Born in
the British royal family, she must have been acquainted with the teachings of
the Protestant Church. Then, the years spent at the royal court of Coburg
made her familiar with the Lutheran culture, which completed her spiritual
make-up. With an Orthodox mother, a Catholic husband and all of her

17 My translation (In the original: “mistica occidental a inimii lui Cristos”).
18 My translation (In the original: “sediul intelepciunii, al loialititii si al dragostei
dezinteresate™).
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children baptized in the Orthodox Church, Queen Marie, a soul searching
individual, must have become receptive to Christian symbolism and diverse
Christian traditions. Moreover, for her romantic personality, the Crusaders’
custom to bury their heart in the Holy land, the land they fought for, must
have appealed to the queen.

Hence, the queen’s heart represents more than an anatomical organ. It
has become “by dint of human will or the work of time” (Nora 1996: xvii) a
symbol of the queen’s love for her country, of her outstanding courage in
troubled times and of her crusader-like devotion to the land she fought for, Great
Romania. It is this dimension of the queen’s heart that the capital “I”’ of “Inima
Reginei” (the Queen’s Heart”) used in the royal communiqué points at. The
Queen’s Heart itself has become our lieu de mémoire, a realm of memory that
needs to be treasured. The Golden Room, minutely designed by the queen
herself, and decorated with thistle leaves, allegorical protectors of the heart
(Chevalier, Gheerbrant 2009: 245), becomes a symbolically fitting place for the
Queen’s Heart.

Present-day Romanian society is in search of its own identity, which can
only be regained and maintained through access to memory. The struggle
against communist brainwashing results in the birth of lieux de mémoire. Pierre
Nora notices that realms of memory “exist because there are no longer any
milieux de mémoire, settings in which memory is a real part of everyday
experience” (Nora 1996: 1). The generation of Romanians that fought against
communism, a generation represented by people from all social classes, of
various faiths and ethnic origins, represented a milieu de mémoire. Physically
exterminated in communist prisons and labour camps, it became a generation
we lost. Its extermination meant the disappearance of a milieu de mémoire. To
honour their memory, Ana Blandiana and other leaders of the civic society
helped create the Sighet Memorial, a lieu de mémoire.

The fact that Pelisor Castle shelters the Queen’s Heart invests it with a
powerful spiritual dimension. Those who visit it and who are aware of the
presence of the Heart are no longer simple tourists. They become pilgrim-
tourists and the castle changes into a place of pilgrimage. A visit to the Golden
Room is transformed into a symbolical rite of passage, which reveals truths
people were unaware of. Hence, the Queen’s Heart, the seat of memory,
metamorphoses the Golden Room into our lieu de mémoire.

Lieux de mémoire, as Pierre Nora underlines, do not appear at random
and without reason. They are born when people become aware of “a break with
the past” accompanied by “the sense that memory has been torn” in such a way
as to raise the question of “the embodiment of memory in certain sites where a
sense of historical continuity persists” (Nora, 1989: 7). After the fall of the
communist regime, Romanians have become aware of the fact that, throughout
the decades of communist rule, the historical continuity of their state had been
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broken and that the memory of their nation had been manipulated in order to
alienate the nation from itself. The manipulation of collective memory was
conducted systematically and affected the whole society since the new regime
aimed at inventing a new man, with no memory of his own and with an identity
commanded from the ideological laboratories of the new political power. In
spite of the communists’ efforts to eradicate the nation’s memory completely, in
certain places, a feeling of historical continuity survived even though it was not
visible. The manner in which Queen Marie’s memory survived is a case in
point. Her castle, Pelisor, although closed to the public during the communist
regime, was not demolished, but turned into a retreat house for artists and
writers. In addition, the pieces of memorabilia depicting the queen, which
numerous Romanians kept in photograph albums or old shoe boxes hidden
carefully in the attics or basements of their houses, may be said to represent
those sites of memory mentioned by Nora where a feeling of continuity, even if
faint and suppressed, endured. The queen’s heart, though closely guarded and
secretly kept by the communist regime, survived total destruction by a striking
twist of fate. These secluded places of memory avoided being crushed by the
regime’s repressive system. Once the communist rule was overthrown, these
sites of continuity could reveal themselves and turn into lieux de mémoire. The
cinema and the power of the moving image contribute to the crystallization
of lieux de mémoire and help revive collective memory if historical fact is
respected and not manipulated as it had happened during the communist
regime. The film is able to bring back to life historical characters and
reconnect people with them in ways which can make audiences vibrate. The
British drama “The King’s Speech” and the television series “The Crown”
are just a few examples of the manner in which the moving image helps
memory survive time through the creation of lieux de mémoire. The
documentary film, too, tries to keep memories alive through its use of
authentic materials such as archive video footage or photographs, costumes
or filming in actual locations. Focusing on the facts of an event,
documentaries give birth to a type of environment where memory, something
immaterial, can take a solid shape and generate itself. New cinematic
productions and the very survival of Pelisor Castle, coupled with the fact that
the Queen’s Heart rests there allows lieux de mémoire to be born and give
substance to our collective memory, violently manipulated by a cruel regime.
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Abstract: Recent Romanian films continue to be appreciated by critics and to
receive important international awards. This, along with a series of common
techniques and themes, led to the emergence of the term "the Romanian New
Wave", a term assumed by some critics and directors and rejected by others. In this
article, I aim to check if the use of colors is a technique that characterizes the films
reunited under this umbrella term. In order to do so, | analyzed five films from
different years but overall accepted as part of the New Wave. These are Marilena
from P7, 4 months, 3 weeks and 2 days, Best intentions, Child’s Pose and Self-
Portrait of a Dutiful Daughter. | was interested in discovering the symbols
associated with each color, while also emphasizing their psychological meaning.
Another goal was to check if and how the chromatic aspects were related to the
social reality presented in each movie. Finally, | presented the common features of
the films and the differences between them.

Keywords: Romanian cinema, color analysis, color psychology, color
symbolism, Romanian New Wave

Din punct de vedere psihologic, culorile capata importanta pentru ca ne
induc anumite stdri, ne ajutd sd facem asocieri intre experienta subiectiva si
observatiile de moment si sd intelegem mai bine realitatea inconjurdtoare
(Terwogt, & Hoeksma 1995: 5; Wei, Dimitrova, & Chang 2004: 831). Cu
alte cuvinte, culorile ne ajutd sd oferim sens experientelor actuale dar si sa
reactionam diferit in functie de situatia in care intdlnim o anumita culoare.

Din acest motiv, utilizarea culorilor devine un important instrument
artistic pentru pictori, regizori sau chiar scriitori si muzicieni'®. Scopul
acestui articol este acela de a investiga modul in care culorile sunt folosite de
o anumita categorie de artisti vizuali, mai exact cea a regizorilor reuniti sub

9 In ultimele doud cazuri, prin intermediul sinesteziei.
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umbrela generald a Noului Val Romanesc. Pentru aceasta, am analizat cinci
filme apartindnd acestei miscari cinematografice, cromatica lor si
simbolistica pe care o putem deduce din folosirea culorilor.

1. Culorile ca mecanism declansator al emotiilor

Pentru a putea trezi anumite emotii, regizorii au la dispozitie o serie
variatd de tehnici cinematografice, printre care regasim si utilizarea culorilor.
In principal, obtinerea acestor efecte tine de folosirea costumelor, a
decorurilor, a luminii si a filtrelor de imagine in timpul etapei de filmare
(Magrin-Chagnolleau 2013: 1481). Mai nou, odatd cu dezvoltarea efectelor
digitale, culorile pot fi manipulate si in etapa de post-productie.

Dar chiar daca scopul principal al regizorilor este de a trezi emotii,
modul in care acestia 1si aleg tehnicile difera. De aceea, nu putem vorbi
despre o utilizare unitara a culorilor, fiecare artist alegand cromatica creatiei
sale in functie de modul in care simte sau gandeste. Conform lui Magrin-
Chagnolleau (2013: 1482): ,,Pot exista niste reguli care tin de estetica
utilizarii culorilor si acestea pot fi utilizate de unii regizori ca elemente de
ghidaj, pot fi nerespectate de alti regizori sau chiar urmate cu
scrupulozitate”.

Aceasta variatie 1n utilizarea culorilor poate sa fie explicatd de o serie
de factori care tin fie de spectator, fie de creatia cinematografica in sine. Spre
exemplu, atunci cand vad culori simple in fotografii, oamenilor le este mai
usor sa le asocieze cu anumite concepte (spre exemplu, rosu ca fiind culoarea
sangelui sau albastru cea a marii). Insa cu cét continutul fotografiilor devine
mai complex, cu atat asocierile devin mai variate (Kuzinas 2013: 1400). Cu
alte cuvinte, chiar daca regizorii ar folosi mereu aceleasi culori (cu aceeasi
nuantd, saturatie si luminozitate), emotiile declansate de acestea tot ar fi
dependente de continutul filmului.

De asemenea, pe langa influentarea emotiilor, culorile pot capata si un
rol narativ (Bellantoni 2005: 38). Ele ne pot indica starea psihologica in care
se afla un personaj, legaturile dintre personaje sau chiar pot reprezenta
metafore pentru lumea in care se desfisoara actiunea®.

2. Noul Val Roménesc - tehnici comune sau actiuni dispersate

Dupa cum rezulta din cele prezentate anterior, simbolistica cromatica
ar putea fi diferita la fel de mult de la spectator la spectator pe cat difera de la
regizor la regizor. Cu toate acestea, multi creatori de artd si implicit de film

20 Spre exemplu, in Suspiria (Dario Argento, 1977), diferentele dintre lumea exterioard si

realitatea oculta in care are loc filmul este marcatd de schimbari cromatice intense (Giusti
2013: 154).
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nu actioneaza independent ci o fac in interiorul unui gen sau, in mod mai
extins, in interiorul unei miscari cinematografice.

Noul Val Romanesc, desi este privit ca fiind ,,cea mai semnificativa
evolutie din cinematografia mondiala a ultimilor ani” (,,15 Essential Films
For An Introduction To The Romanian New Wave” 2014), raimane un curent
cinematografic foarte greu de definit. Chiar Alex Leo Serban, cel considerat
a fi printre primii critici care au prezentat Noul VVal Roméanesc (Lutas 2015:
89) diferentiazda doar temporal filmele reprezentative de creatiile
cinematografie mai vechi. Intr-adevir, parerea cvasi unanimi este ca Noul
Val s-a nascut odata cu Marfa si Banii (Cristi Puiu, 2001) (Serban, Uritescu-
Lombard, Ieta, & lonita 2010: 3). Pe de alta parte, alti critici considera ca
Noul Val incepe de la Filantropica (Nae Caranfil, 2001), (Fulger 2006, apud.
Pop 2010: 21), in timp ce Cristi Puiu neagad atat existenta acestuia cat si a
unui Val Vechi, precedent Revolutiei din 1989.

Pop (2010: 26-27) prezinta patru caracteristici principale care definesc
filmele atribuite Noului Val. Acestea sunt in principal creatii ale unui singur
autor (regizorul este, de cele mai multe ori, scenarist dar si producétor), care
au ca temd sau context istoria nationald recentd, resping normele
cinematografice americane, bazandu-se astfel mai mult pe valorile estetice,
nu pe cele populare si, in final, au avut succes la festivalurile internationale.

Elementele comune ale acestor filme pot fi identificate cu relativa
usurintd. In primul rind, majoritatea creatiilor Noului Val au in centru
anumite teme sociale. De multe ori, ele se Tnvart in jurul unui aspect
particular al realitdtii comuniste (avorturile ilegale, in 4 [uni, 3 saptamani si
2 zile) sau post comuniste (sistemul medical din Moartea Domnului
Lazarescu). De asemenea, lumea este prezentata intr-un mod realist (locatiile
de filmare sunt ,,naturale”, la fel ca lumina), in care subiectivismul este de
multe ori ocolit. Filmele Noului Val au loc in cadre urbane, banale,
desensibilizante (Pop 2010: 33), iar personajele sunt prezentate in timpul
activitatilor obisnuite, de zi cu zi (numeroasele scene cu mese si mancare)
(Pop 2012: 60).

De asemenea, unii critici prezintd Noul Val ca fiind prin excelenta
minimalist. Fulop (2015) descrie minimalismul Noului Val facand referire la
cadrele obiective, de tip documentar, la minima utilizare a prim-planurilor si,
la nivel de poveste, la aparenta monotonie a vietii si a mortii. In mod contrar,
alti critici au identificat si un substrat metaforic al cinematografiei romanesti
recente. Lutas (2015: 91) descrie adaptarea dificila la capitalism ca fiind
substratul alegoric al filmelor Noului Val, in timp ce Pop (2010: 36) vorbeste
despre aspectele iconografice ale unor scene, dar si despre influentele
teatrale prezente.

Prin urmare, Noul Val Romanesc, desi este o curent cinematografic
fard un manifest sau un intemeietor clar (Ieta 2010: 26), dispune de o serie de
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caracteristici comune, fie ele realiste sau, mai rar, formale. Este insa si
utilizarea culorilor ca generatoare de emotii una dintre ele? In plus, regizorii
Noului Val folosesc culorile si din alte motive, cum ar fi sublinierea unor
aspecte sociale sau evidentierea unor particularitati psihologice ale
personajelor?

Marilena de la P7

Marilena de la P7 (2006) este un exponent atipic al Noul Val. Nu doar
ca filmul se regdseste la granita dintre scurt si lung metraj (cu o duratd de
aproximativ 45 de minute, acesta se incadreazd In categoria restransd a
mediu-metrajelor), dar realitatea prezentata de acesta este una bizara, in care
intélnim scurte izbucniri de suprarealism.

Asadar, incadrarea sa in curentul cinematograf prezentat nu poate sa fie
discutatd. Regizorul Cristian Nemescu ne prezintd o mahala a Bucurestiului
adanc afectatd de problemele financiare si de tranzitie pe care adesea le
intalnim in filmele noului val. Cadrul este asemanat de Pascual (2016: 28)
celui regasit in cinema-ul suburbiei franceze (avand ca exponent La Haine,
1995, a lui Mathieu Kassovitz) si chiar daca tehnica de a zugravi cartierul ca
pe un personaj este comund, Nemescu nu cautd sd faca nicio remarcd de
naturd politica.

De fapt, povestea lui Andrei (Gabriel Huian) este una comuna tuturor
culturilor si chiar regizorul afirma ca a fost interesat sa dezvolte tema iubirii
adolescentine si nu pe cea a ,,mizeriei sociale” (,,;Marilena de la P7’ - un film
despre sentimente si nu despre realitati sociale” 2006). Personajul central
evolueaza de-a lungul celor 45 de minute, trecand de la statutul de copil la
cel de adult prin descoperirea aspectelor intunecate ale vietii. Cu toate
acestea, lumea din jurul sau pare sa ramand neschimbatd, vesnic prinsd in
aceleasi obiceiuri si conflicte minore. Acest fapt este ilustrat de constanta
tinutelor purtate de personaje de-a lungul povestii, de multe ori haine de
proasta calitate, dar si de prost gust, menite sa evidentieze problemele
financiare ale zonei. O altd scena ilustrativd pentru viata repetitivd a
locuitorilor este cea a suprapunerii intalnirilor dintre prostituate si clienti cu
reactiile bdietilor la acestea. Din cele opt cadre, patru sunt filmate in
intuneric si patru in lumind. Asadar, nu doar ca sexul este una dintre
componentele cele mai active ale vietilor personajelor, dar diferentele de
iluminare ne pot indica si normalitatea pe care o capata activitatea sexuala.

Tn cele din urma insi, acesta este doar cadrul in care Andrei ajunge sa
se maturizeze inainte de vreme. Inci de la inceput, el ne este prezentat ca
fiind un lider printre cei de aceeasi varstd, mai violent dar si mai istet. Toate
acestea pot fi usor reprezentate prin culoarea pe care Andrei o imbraca
aproape In fiecare scend. Rosul este culoarea care simbolizeaza puterea,
curajul si sandtatea, dar in acelasi timp indicd si sexualitate sau dorinta. De
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fapt, rosul?! este elementul comun care leagi trei dintre personajele centrale
ale filmului, pe Andrei, Marilena (Madalina Ghitescu) si Giani (Catélin
Paraschiv).

Andrei este eroul care trebuie sia sufere pentru a ajunge sd se
maturizeze?2. La capitul opus se afli Giani, poate un avatar a ceea ce Andrei
ar fi putut ajunge peste ani. Acesta are 0 masina care simbolizeaza putere si
potentd financiard (rosie, cum altfel) si chiar se imbraca in rosu in unele
scene. Giani este insd unul dintre personajele care isi schimba costumele,
lucru care indica duplicitate. Intre cele doud personaje o regisim pe
Marilena. Rosul este de reguld o culoare asociatd prostituatelor (Morton
1997: 23), dar in cazul ei, semnificd dorinta starnitd celor din jur, cat si
dragostea pe care ea o poartd lui Giani. Cu toate acestea, nuanta difera de cea
a hanoracului purtat de Andrei, la fel cum si experientele lor de viata difera.

Dragostea purd purtatd de Marilena lui Giani este regasita in albul
purtat in scena sinuciderii. Astfel, Nemescu creeazd un contrast intre
sentimentele ei inocente, oarecum credule si grotescul adus de culoarea
sangelui. Actul fetei pare sa fie unul venit de nicaieri si are consecinte tragice
nu doar pentru ea, ci si pentru Andrei. In cazul siu, cele doua culori nu
reprezintd finalul vietii, ci finalul copilariei, pierderea inocentei si trecerea in
aceeasi lume repetitiv in care se regisesc toti adultii din film?.

Din punct de vedere psihologic, repetitia culorilor ne indica tiparele de
interactiune in care se regasesc personajele. Certurile din familie sunt la
ordinea zilei, adultii poartd un dialog al surzilor in care fiecare receptioneaza
doar bucdti de mesaj si nu sunt atenti la ceea ce exprimd cu adevarat
interlocutorul (ilustrativa e cearta dintre parintii lui Andrei, in care tatal
refuzi si spuni ceva). In aceasti lume, dragostea lasi loc dezamagirii si
depresiei, iar magia infantild este transformata de trauma in nesigurantd si
izolare (la final, Andrei sta singur pe bloc si incearcd sa steargd rosul
sangelui de pe maini). Nu in ultimul rand, utilizarea rosului ca un laitmotiv al
filmului ofera spectatorului o serie de indicii cu privire la un posibil final.
Cum insa culoarea poate cadpdta diferite semnificatii, la fel si emotii
spectatorului se pot schimba pe parcursul viziondrii. Abia atunci cand
contextul este complet ne putem da seama ca povestea este una tragica si ca
rosul este un simbol al sdngelui varsat, nu unul al 1ubirii si al pasiunii.

2l Asa cum indicd Bellantoni (2005: 96), in cinematografie rosu a fost folosit pentru a
evidentia, printre altele, personaje rebele, dorinta sexuald, violentd sau putere. Toate aceste
intelesuri se regasesc si in filmul de fata.

22 Conform lui Conroy (1921: 6), copiii sunt de multe ori imbricati in rosu pentru a fi feriti
de probleme, ceea ce Tn cazul lui Andrei capata o tenta ironica la final.

2 De altfel, toate intAmpldrile suprarealiste indici gindirea magicd specifici in cazul
copiilor, 1nsa pierduta de baiat odata cu evenimentele tragice care au loc.
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4 Luni, 3 saptamani si 2 zile

4 Luni, 3 saptamani si 2 zile (2007) a castigat trofeul Palme D’Or al
Festivalului de Film de la Cannes si a fost nominalizat la Globul de Aur
pentru Cel mai bun film strdin. Astfel, desi prezinta unul dintre cele mai
socante subiecte abordate de regizorii Noului Val, filmul este si unul dintre
cele mai premiate si apreciate. Ca tematicd, acesta prezintd viata durd din
perioada comunismului, problematica avortului, dar si prietenia, loialitatea si
sacrificiul, uneori duse pana la extrem.

Filmul se distinge printr-o imagine foarte intunecata, in special in cea
de-a doua jumatate a sa, prin culorile desaturate si prin utilizarea filmarilor
de mana. In ceea ce priveste aspectul cromatic, culorile sterse sunt utilizate
pentru a sublinia situatia sociald si economica prin care trecea tara in acele
momente, dar si lipsa de speranta si pesimismul personajelor. De asemenea,
multe dintre locatiile de filmare sunt gri, ceea ce ne duce cu gandul la o lume
indiferenta, rece, aflata in descompunere. Pe de-o parte, paleta cromatica este
utilizatd pentru a ne releva dificultatea perioadei istorice. De cealalta parte,
inca mai vedem astfel de cladiri si interioare in ziua de astdzi, lucru care ne
indica stabilitatea anumitor elemente negative din comunism.

Aceleasi culori desaturate sunt intdlnite si In cazul personajelor. Atat
Gabita (Laura Vasiliu) cat si domnul Bebe (Vlad Ivanov) sunt imbracati in
culori neutre, o reamintire a opresiunii comunismului. Pe de alta parte, Otilia
(Anamaria Marinca) este imbracatd cu bluze verzi sau albastre. Aceasta
diferentiere ne-o prezintd ca pe un personaj puternic, de incredere si plin de
resurse, un ,,om nou” de care ceilalti, mai apropiati de sistemul existent in
aceea perioada, tind sd profite. Gabita preferd fusta lungd si haine crem
(pastrand astfel un aspect mai traditional), dar constituie un personaj care isi
indeplineste obiectivele folosindu-i pe toti cei din jur. Nu este foarte diferita
de domnul Bebe si nici de autoritatile comuniste ale vremii.

Culorile calde, puternice sunt rar utilizate si cand apar ele capata un rol
de premonitie. Masina domnului Bebe este rosie si se distanteazd usor de
culorile gri din cadrul in care apare prima datd. De asemenea, in holul
camerei de hotel in care are loc avortul observdm canapele rosii. Toate
acestea pun spectatorul in garda, il pregatesc pentru secventele mai socante
care urmeaza sa aibd loc si capdtd noi intelesuri prin similaritatea cu sangele
din jurul fatului. Filmul lui Mungiu nu se sfieste s socheze si sa determine
spectatorul sa 1si punad o serie de intrebdri incomode, dar nu o face gratuit, ci
ii induce aceastd stare prin utilizarea unor indicii vizuale subtile (asa cum
este si acvariul cu pesti din primul cadru).

Pe langa evidentierea tematicii sociale, imaginile intunecate au si rolul
de a sublinia trauma prin care trece personajul Otilia. Inci de la inceput,
camera este de multe ori pozitionatd in spatele ei, spectatorul devenind un
martor al intdmpldrilor. Desi aceastd tehnicd este caracteristica stilului
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minimalist utilizat de regizorii romani, aici ea poate sa fie interpretata si intr-
un mod diferit. Modul de filmare devine si mai evident dupd scena avortului,
cand Otilia trece prin cadre foarte slab luminate, menite sa sporeasca
disconfortul spectatorului si sd il duca la un nivel apropiat de cel al
personajului. De asemenea, ea este vazutd prin oglinzi, atdt in camera de
hotel cat si acasa la Adi. Toate acestea pot indica o disociere din partea
personajului ca raspuns la trauma suferitd. Disocierea este un proces
psihologic care constd in alterdri ale perceptiei asupra realitdtii si poate sa
apara si in urma unui eveniment traumatic. Astfel, prezenta oglinzilor poate
sa indice o dedublare, o Incercare a psihicului de a se distanta de trauma
violului, de a privi totul ca un martor neimplicat si nu ca o victima.

Din dragoste cu cele mai bune intentii

Din dragoste cu cele mai bune intentii (2011) prezinta o tematica
reluatd ulterior si de Pozitia copilului, mai exact relatia dintre o mama si fiul
ei, totul pe fondul unei povesti unde Intalnim si trimiteri catre diferentele de
clasd si situatia sociald din Romania. Alex (Bogdan Dumitrache) afld ca
mama sa (Natasa Raab) a suferit un atac cerebral, ceea ce 1l determina sa se
intoarca in orasul natal pentru a avea grija de aceasta. Chiar si cand situatia
se Tmbunatateste vizibil, barbatul tot nu se poate adapta in fata temerilor
legate de iminenta mortii, temeri accentuate si de toti cei din jurul sau.

Adrian Sitaru utilizeaza o structurd ciclicd atat din punct de vedere
narativ cat si din punctul de vedere al paletei cromatice. Filmul debuteaza in
apartamentul lui Alex iar imaginile de inceput sunt caracterizate de o paleta
portocalie si rosie. Portocaliul poate simboliza sigurantd, lucru de inteles
dacd ludm in considerare faptul ca, in general, oamenii se simt cel mai siguri
la ei acasd. Cu toate acestea, in cazul lui Alex culoarea pare sa fie folositd in
mod ironic, deoarece inca de la inceput personajul are tendinte nevrotice care
accentueazd o stare de continud nesiguranta (pierderea chilotilor din armata
determind o reactie exagerata din partea sa). Imediat dupa ce Alex afld de
starea mamei sale, paleta se schimba in albastru-galben si imaginile devin
mai intunecate, in special atunci cand barbatul se afla in tren. In acelasi timp,
din punct de vedere psihologic, nelinistea acestuia creste deoarece el nu
detine informatiile necesare despre starea mamei.

Scenele din orasul natal, in special cele din spital, sunt prezentate in
nuante de albastru. Albastrul poate sd simbolizeze neputinta, pasivitatea.
Dupa cum spune Bellantoni (2005: 81), albastrul inseamna ,,sa gandesti, dar
sa nu poti actiona”, adicd exact starea in care este surprins Alex. Acesta este
complet Ingrijorat de starea mamei (uneori chiar fara motiv), primeste sfaturi
inutile de la toti cunoscutii si nu poate hotari ce vrea sd facd. Pendularea de
la ideea mutarii la cea a rdmanerii si de la un doctor la altul ii accentueaza
nevrotismul si nelinistea.
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Dupa ce situatia de crizd isi gaseste o rezolvare simpla, atat Alex cét si
paleta cromatica se Intorc la nelinistea din tren (de aceasta datd cauzata de o
posibild decizie gresita care i-ar fi facut rau mamei sale) pentru ca la final sa
ajungd 1n apartamentul portocaliu-rosu din Bucuresti. Personajul revine 1in
locul din care a plecat, dar antiteza dintre starea sa psihologica si aparentul
confort al apartamentului este si mai frapanta. Acum barbatul are de raspuns
la noi iIntrebdri existentiale, iar episodul cu mama sa doar l-a facut sd se
gandeasca si mai mult la mortalitatea sa si a celor din jur. Chiar daca Sitaru
lasa finalul deschis in privinta rezolvarii acestei noi situatii dificile pentru
Alex, ultimul cadru ne Indreapta spre lumina, lucru care ofera totusi sperante.

Paleta cromatica folosita poate sa evidentieze lipsa oricarei dezvoltari
reale ale personajului, iar alegerea culorilor oferd o serie de intelesuri
psihologice pentru relatia dintre Alex si mama lui. De-a lungul filmului,
acestia au o serie de reactii foarte asemanatoare, ceea ce ne indica o relatie
simbioticd puternici si o slaba diferentiere a sinelui din partea fiului®*. Ambii
dau dovada de acelasi nivel de nevrozism, mama de fata cu Alex si el de fata
cu restul personajelor. Desi Incearca sd pard calm atunci cand este cu ea,
adevaratele sale nelinisti apar 1n relatie cu ceilalti, dar si in vizitele dese la
spital, chiar si noaptea. Din punct de vedere cromatic, similaritatea dintre ei
este evidentiata de preferinta pentru culori calde, deschise pe care o regasim
in hainele ambelor personaje (roz, galben sau rosu). Chiar mai mult decat
atat, pijamaua roz se transforma intr-un motiv de absurdad ingrijorare din
partea lui Alex, care proiecteazd asupra acestei alegeri farda importanta
intreaga sa neliniste ajunsd aproape la nivelul unei obsesii.

Pozitia copilului

Pozitia copilului (2013) se distanteaza si el destul de mult de tematica
des utilizatd in filmele noului val. Filmului lui Netzer se concentreaza asupra
a trei teme principale, trecand de la o importanta societald la una personala.
La suprafatd putem remarca tema coruptiei din societatea romaneasca a
secolului XXI, dar si tema diferentelor dintre clase. In profunzime insi,
filmul ne prezintd o viziune pesimista asupra relatiilor de familie, in special
asupra celei dintre 0 mama autoritard (Luminita Gheorghiu) si fiul (Bogdan
Dumitrache) care incearci si iasi de sub controlul ei?°.

In aceste conditii, putem identifica o serie de motive coloristice care se
repetd pe tot parcursul filmului. In primul rand se poate remarca cromatica

24 Conform teoriilor referitoare la familie ale lui Murray Bowen, persoanele cu sinele slab
diferentiat sunt usor de influentat, in special de alti membri ai familiei. De asemenea, astfel
de caracteristici ale relatiilor tind sa fie transmise cu usurintd de la parinti la copii (Kerr, &
Bowen 1988: 96).

% De asemenea, deasa utilizare a prim-planurilor distanteazd filmul de minimalismul
prezentat de Fulop (2015).
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utilizatd in cazul Corneliei. Culorile dominante in cazul ei sunt negrul si
auriul, ambele reprezentand puterea si bogatia de care da dovada personajul.
Inca din prima scend, Cornelia, blonda, este imbracatd in negru si are o serie
de bijuterii de aur. Tinuta se repetd atat in scena petrecerii, cat si in cele
ulterioare accidentului fiului ei.

Singura ocazie 1n care aceasta apeleaza la o tinuta diferitd n societate
este scena lungd in care ea afla de accidentul fiului. Chiar si aici putem
remarca anumite deosebiri intre ea si restul personajelor care apar in
diferitele momente. In timpul repetitiilor, singurele personaje imbricate in
rosu sunt femeile, In timp ce barbatii apeleaza la tinute mai sterse, mai putin
evidente. De altfel, in intreg filmul ne este evidentiatd o clasd superioara
unde femeia este cea mai importantd. Daca mama pastreaza, Tn majoritatea
momentelor, o0 imagine care sa 1i intareasca statutul, tatil (Florin
Zamfirescu) este mai putin personalizat de alegerile sale vestimentare si
prezintd un statut mai modest in raport cu aceasta (lucru scos in evidenta si
de replica in care este numit carpa de catre fiul sdu). Diferenta si mai
evidenta de statut in familie este prezentatd de Olga Cerchez si sotul nenumit
al acesteia. In prima scena o vedem pe Olga imbricati in violet, culoare
preluatd de sotul ei la petrecere. Astfel, regizorul ne aratd un barbat care nu
poate iesi din umbra sotiei sale, unul ale carui alegeri sunt bazate in totalitate
pe preferintele acesteia (este o probabilitate mare ca ea sa 1i fi ales cu intentie
costumul, dupa propriile gusturi).

De luat in calcul este si scena intalnirii dintre mama si domnul Dinu,
personajul lui Vlad Ivanov. In acest caz, compozitia scenei este de urmarit.
Ivanov este prezentat In cadre in care domind trei culori consecutive,
albastrul, verdele si galbenul. Primele doud cadre semnificd substratul lui
Dinu (respingator si generator de neliniste atat pentru Cornelia cat si pentru
privitor). Cel de-al treia il prezinta intr-o alta postura, cea de familist, de
altfel singura calitate care il ridica deasupra statutului de simplu santajist sau
chiar instigator la omor (prin faptul ca putea incetini, evitand astfel
accidentul). Cu toate acestea, cele trei culori sunt legate, la fel cum se
intampla si cu cele trei aspecte ale vietii sale. Familia de clasa superioard,
luminoasa, nu poate veni decat in urma unor afaceri obscure, inradacinate n
colturile albastre si verzi ale lumii’®. Dacd in cazul familiei Keneres/
Fagarasanu bogatia provine din muncd si din mici favoruri facute unor
persoane sus-puse, in cazul sau, aceasta este rezultatul unor afaceri mult mai
putin curate.

Alegerea culorilor sustine si starile psihologice prin care trec
personajele. Atunci cand Cornelia afld despre accident, culorile devin

% pentru Morton (1997: 27-29), verdele simbolizeaza invidie, in timp ce albastrul poate
semnifica raceald si distantare.
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deodatda mai intunecate, ceea ce semnifica starea de confuzie in care se afla
personajul. De asemenea, la finalul vizitei de la sectia de politie, aceasta este
pozitionata la granita dintre Intunericul de afard si lumina din sectie.
Momentul ne arata ca femeia penduleaza inca intre un trecut recent dominat
de incertitudine si o motivatie clara care se aratd in fata ei, aceea de a-si salva
fiul.

Cea mai importanta simbolistica psihologica ne este oferita de
diferentele de coloristicd dintre locuintele personajelor principale. Dincolo
de faptul ca vila Corneliei simbolizeaza o evidenta superioritate financiara,
culorile calde in care este zugravita aceasta ne poate indica si dorinta mamei
de a-si domina fiul. Casa ne poate duce cu gandul la un pantec gigant din
care acesta nu este ldsat si plece. In schimb, apartamentul lui este alb, mai
luminos si chiar daca si aici gasim dovezi ale puterii financiare (acvariul cu
pesti din baie), camerele sunt mult mai dezordonate, simbolizand astfel
dorinta fiului de a se opune cu orice pret mamei, de a face exact opusul a
ceea ce isi doreste ea. In final, aceastd diferentd de culoare si atmosferd ne
poate indica si un tipar de interactiune in totalitate nesanatos. Cu cat mama
incearcd sa 1si atraga fiul in locuinta/pantecul matern, cu atat acesta incearca

sd 0 respingd mai violent si ajunge intr-o lume diferitd, strdind femeii?’.

Autoportretul unei fete cuminti

Autoportretul unei fete cuminti (2015) este unul dintre putinele filme
asociate Noului Val si realizat de o regizoare, Ana Lungu. Acesta se
concentreaza asupra unor episoade din viata unei tinere din clasa superioara
care a ramas singurd In apartament si care trebuie sd se adapteze noii ei vieti.

Filmul este dominat de cadre statice si palete cromatice repetitive,
aspecte importante care demonstreaza slaba adaptare a personajului la
cerintele actuale, dar si blocajul in care se gaseste intelectualitatea din care
aceasta face parte. Tn primul rand, apartamentul Cristianei (Elena Popa) este
complet alb, steril si insipid. Acesta simbolizeaza foarte bine stilul ei de
viatd, prins intre discutii intelectuale, dar lipsite de substanta cu prietenii si
neintelegeri constante cu parintii. Apartamentul este o extensie a ,fetei
cuminti” care si-a dorit sd stea singurd dar care inca se afla in cautarea unei
personalitati definitorii si a unor relatii calde si multumitoare. De cealaltd
parte se situeazad apartamentul parintilor, care nu poate sa fie descris de nicio
paletd cromaticd. Acesta este o imbinare de culori si motive, de tablouri si
opere de artd scumpe din toatd lumea. Lipsa unitdtii ne poate indica

27 Conform teoriei tiparelor de tip cerere-retragere, cu cat unul dintre actori cere mai mult,
cu atat celalalt se retrage mai mult si cu cat acesta se retrage, cu atat celalalt isi intensifica
cererile (Caughlin, & Ramey 2005: 338)
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superficialitatea clasei superioare, prinsa intr-o vesnica goana dupa lucruri
lipsite de esenta si de inteles.

Revenind la Cristiana, instabilitatea si incercarile acesteia de a-si gasi
propriul drum sunt semnalate atat indirect, prin dialoguri si imagini, cat si
direct, prin propriile cuvinte. Asadar, drumurile catre batranul profesor
(probabil coordonator al tezei de doctorat la care lucreaza personajul) sunt
punctate de fiecare data de repetitia culorilor. Paleta exterioarad este dominata
de verde si galben, dar culorile sunt desaturate si prezentate pentru scurt
timp. In interior, avem parte tot de alb. Acest drum devine plictisitor si
absurd pentru personaj, dar si pentru spectator. Substratul Cristianei continua
sa fie prezentat prin discutia despre imobilele sensibile la cutremur pe care o
are cu profesorul, discutie care reflecta la fel de bine propria fragilitate.
Interesant este cd tnara pare sa fie constientd de problemele sale, dar si de
faptul ca nu poate sa se schimbe. Dependenta de parinti si relatia cu iubitul
insurat nu 11 oferd insd aceasta posibilitate si 0 mentin prizonierd in aceeasi
existenta banald (excelent simbolizata de cadrele fixe).

In final, am putut nota alte doua cazuri in care utilizarea culorile capita
o importanta sporitd. Primul este cel al lui Michelle (Iris Spiridon). Culoarea
dominanta a acesteia este rozul (atat in tinuta cat si in cazul apartamentului).
Dar acest lucru nu exprima decat superficialitate si ipocrizie. Michelle este
mereu aflatd in cautarea frumusetii perfecte, pentru cd ,,0amenii frumosi sunt
importanti si 1i place oricine”, dar in acelasi timp fura din magazine si nu are
nicio remuscare. De cealaltd parte, Cristiana crede ca ,,esti mai fericit atunci
cand iubesti decat atunci cand esti iubit”, dar realitatea din spatele acestei
credinte este relevatd de prima aparitie a iubitului, Dan (Emilian Oprea).
Acesta apare prima oard intr-un cadru dominat de culoarea galbena (galbenul
poate simboliza sperantd, bucurie si optimism), dar toate caracteristicile
acestea sunt depasite cand trece imediat in acelasi context alb si insipid. Aici
regizoarea foloseste putine miscdri ale camerei, subliniind sperantele
Cristinet, dar si realitatea care nu e conforma cu acestea.

3. Concluzii

Noul Val Roméanesc reuneste o serie de cineasti care in general se
axeazd pe aceleasi tematici si folosesc preponderent aceleasi tehnici
cinematografice. Din cele cinci filme discutate putem remarca o serie de
problematici comune atat in cadrul acestui grup restrans cat si in intregul val.
De asemenea, regizorii tind sa apeleze la tehnici similare pentru a-si exprima
ideile, desi modul in care acestea sunt implementate diferd de la caz la caz.
Printre ele se numara si utilizarea culorilor, dar si aceasta variaza in functie
de contextul prezentat.

Din punct de vedere tematic, toate cele cinci filme prezinta
realitati sociale, fie ele trecute sau prezente, specifice spatiului romanesc.
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Acestea sunt prezentate intr-o maniera realistd (mai mult sau mai putin
accentuata, realismul magic din Marilena de la P7 fiind un bun exemplu in
acest sens). Totusi, devine dificil sa gasim un sistem utilizat de toti autorii, Tn
parte pentru cd articolul de fatd analizeazd un numar redus de filme,
dar si pentru ca Noul Val Romanesc nu si-a atins inca sfarsitul.

Asadar, fiecare regizor isi creeaza propriul simbolism. Una dintre
tehnicile prin care se ajunge la acest rezultat este utilizarea culorilor. Insd in
cazul regizorilor romani culoarea nu reprezintad o tehnica formalista ci doar o
subliniere subtila a unor aspecte realiste. Pop (2010. p. 36) amintea si de
teatralitatea filmelor romanesti recente iar aceasta teatralitate este sustinuta si
de utilizarea culorilor. Fiecare dintre cei cinci regizori (si prin
extensie, toti responsabilii cu imaginea, decorurile si costumele) folosesc o
cromatica realistd, evitind simbolurile artificial create. Astfel, orice indicator
intalnit in aceste filme poate sia fie regasitsiin lumea reald, fapt care
subliniazd lardndul sau  ancorarea principaldi a acestor creatii
cinematografice.

In exemplele prezentate, culoarea are rolul de a evidentia aspecte de
natura sociald sau psihologica. In Pozitia copilului, paleta asociatd Corneliei
este dominati de galben si negru, simboluri pentru bogitie si putere. In
schimb, familia sdraca a victimei este prezentatd in culori mai sterse, mai
simple. Tn Autoportretul unei fete cuminti, familia de intelectuali nu este
caracterizatd de nicio culoare in mod special, ceea ce sugereaza stagnare si
incapacitatea acestora de a se detasa de aspectele de suprafatd ale
posesiunilor. Tn 4 luni, 3 saptamani si 2 zile utilizarea culorilor sterse capata
si mai multd importantd, facand trimitere directa la sistemul opresiv al
comunismului roménesc. Chiar si atunci cind apar culori mai intense, ele
sunt Tnconjurate, capturate de griul, cremul, verdele si albastrul desaturate
care domina scenele. Otilia se Tmbraca in alte culori, dar devine o victima a
sistemului, prinsd in masinatiunile acestuia, exact asa cum pestii colorati din
prima scena sunt prinsi Intre peretii acvariului.

Relevanta psihologica a culorilor este si ea prezentd. In acest caz,
interpretarea lor trebuie facutd in conformitate cu tema principald a filmului.
Asadar, culorile exprima relatiile dintre membrii familiei (simbioza in Din
dragoste cu cele mai bune intentii sau distantare in Pozitia copilului),
dragoste, dorinta si pasiune (Marilena de la P7), trauma, manipulare si
brutalitate (4 luni, 3 saptamdni si 2 zile) sau rutind si imaturitate
(Autoportretul unei fete cuminti). in perfecta conformitate cu stilul realist,
regizorii amintiti pe parcursul studiului prezinta situatii aparent normale, dar
care afecteaza profund psihicul personajelor si utilizeaza culorile pentru a
accentua starea in care acestea se gadsesc si schimbarile prin care trec pe
parcursul filmului.
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De asemenea, ei ofera spectatorilor indicii prin care le spun cum ar
trebui sa se simtd, manipuland astfel emotiile prin conexiuni cu trecutul
personal al fiecaruia (ambele personaje negative interpretate de Vlad Ivanov
sunt sustinute de motive cromatice puternice). Emotiile spectatorilor sunt
manipulate subtil prin utilizarea indicatorilor cromatici. Rosul mai intens din
4 luni, 3 saptamani si 2 zile pregateste privitorul pentru calvarul emotional
care urmeaza, scotandu-l din rutina pe care coloristica stearsa a vremurilor o
poate induce. Intunericul poate sa transmita nelinistea personajelor, dar poate
sa gi creeze premisele unui mister pe care spectatorul abia asteapta sa il
dezlege. Chiar daca Netzer nu isi propune in niciun moment sd transforme
Pozitia copilului intr-un thriller, pentru privitor apare totusi curiozitatea de a
descoperi cum se vor termina lucrurile, curiozitate satisfacuta doar partial la
finalul filmului, mai mult din punctul de vedere al starii psihologice a
personajelor decat din cel al rezolvarii cazului juridic.

Prin culori, spatiul social romanesc, dar si spatiul psihologic al
personajelor sunt mai bine individualizate. Cu toate acestea, culorile, chiar si
cele vii si pastelate nu au rolul de a infrumuseta filmul, ci de a transmite
mesaje catre spectator. Articolul de fata nu este si nici nu si-a propus sa fie o
trecere exhaustivd in revista a tuturor filmelor apartindnd Noului Val si a
modurilor in care regizorii folosesc culorile. In final insi, putem spune ca
regizorii filmelor prezentate utilizeaza culoarea nu pentru a crea o lume noua
si intens formalizata, ci pentru a adduga noi intelesuri si complexitate lumii
realiste pe care ne-o prezinta prin intermediul artei lor.
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Abstract: Our research follows the demonic perspective on Avestitia's activity and
life. Considered today as a demonic character, she is highlighted by an activity
defined almost exclusively against the killing of a pregnant woman or a baby,
through appearances that cause fright (the disease called samca) and the
disfigurement of the “touched” by the demon. Because her history is unknown, the
recent popular tradition has made one, Avestitia being the sister of Saint Sisoe, a
murderer of children, and hence the generation of his witchcraft activity, which is
why she is punished by her brother and by Archangel Michael. Newer theories
claim a semit origin (Lamashtu and Lilith), but we come with another, a totemic
one, generated by the demon's descriptions. Thus, by systematizing the researched
elements, we affirm that, starting from a totem (of the bear), dethroned by the
masculine cults of Dacia, deity turns into a demon and encounters the
demonological semite elements, prior to Christianity in our country. Subsequent
intervention of Christianity “corrects” the history of the character, turning her into
a legend, when Sisoe and Archangel Michael appear. This final formula is known
by Romanian ethnologists. Christian Sincretism almost immediately generates the
incantations of samca and the “Book of Avestitia”, a charm that reveals the name
and the real history of the demon, which aroused the attention of Christian
syncretism when attempting to kill baby Jesus, defrauded by Michael. Sacred folk
literature describes her as an extremely dangerous being, Satan's right wing.
Key-words: Avestitia, demonology, Sisoe, Archangel Michael, totem.

Plecand de la bogatul instrumentar demonologic de care dispunem,
putem afirma ca in magia populara romaneascd, Samca, sau Aripa Satanei
este cea mai activa fiintd demonica, mai virulentd chiar decat Zburatorul
(zmeul) sau Caii lui Sdntoader. Numita in Bucovina Samca sau Spurcata, iar
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in Tara Romaneasca Avestita ori Baba Coaja (Corpus 2001: 11), aceasta
creaturd demonica se diferentiazd de toate celelalte prin faptul ca are in
vizorul actiunilor sale sarcina si nasterea omului, producand boala numita
Samcd sau spasm (sperieturd). Din perspectiva demonologiei crestine,
diavolul {isi trimite mesagerii mor{ii, pentru a compromite, prin orice
mijloace, viata. Sincretismul crestin Tmpreuna cu ideile si credintele populare
autohtone?® vor duce la aceeasi concluzie si anume, la gisirea unei metode
viabile de protectie Tmpotriva agresiunii demonice. De aici si obiectul
cercetarii noastre.

Astfel, in constructia sincreticd, potrivnica Samca, trimisd de catre
insusi Satana, apare in apropierea momentului in care Fecioara Maria urma
sd-L. nasca pe lisus, cu scopul de a-L ucide. Prin intermediul emulatiei
sincretice cu paganismul autohton, crestinismul confirma la randul sau faptul
ca demonii care ucid copii existd, motiv pentru care, se impune o atitudine
ferma impotriva lor. Aproape lipsite de liberul arbitru (cf. Pamfile 2001: 61-
96), aceste spirite actioneaza ,,mecanic”, fiind trimise de agenti magici
spirituali (Satan) sau umani (vrajitori). Din acest ultim motiv, credem ca
legendele despre Avestita nu s-ar fi pastrat atata vreme daca nu ar fi fost
animate de practica vrdjitoreasca preocupata de uciderea pruncilor, ,,ordin”
care sa se fi pliat foarte bine peste un vechi cult totemic feminin, cel al
ursoaicei, despre care vom vorbi mai jos. Bologa a incercat sd reconstituie
istoria demonului feminin pornind de la prototipul mesopotamian Lamashtu,
,»pand la transformarea lui intr-o notiune noseologica, un nume de boald, in
credintele actuale ale poporului roméan” (Eliade 2000: 208). Asemanarile nu
ar trebui sa duca insa, de fiecare data, la identificare.

Simptomele atacului Samcei sunt deopotriva fizice si spirituale.
Spirituale, in sensul ca femeile gravide sunt speriate aievea sau in somn
(cosmaruri) de ceea ce par a fi animale, insecte sau ,,bobi” (argint viu) care
umbla. Toate apar brusc si se manifesta anormal, fug, scot sunete nefiresti,
privesc fix cu o ,,privire rea”, aparand si disparand la fel de repede. Pentru ca
scopul terorismului este frica, avem de-a face cu un demon terorist. Uneori
sperieturile sunt atdt de puternicie incét pot provoca un avort. In aceastd faza
sperietura este debutul bolii numita samca, anuntand contaminarea demonica
a victimei. Printre primele simptome sunt deformarile fizice ale corpului.
Spre exemplu, se vorbeste despre violenta ,pocire a fetei”, urmatd de
crampe, schimonosiri ciudate ale membrelor, nebunie pentru ca in final
victima (mama insarcinata sau copilul) sd-si piarda viata. Victima era slabita
spiholgic de numarul mare de ,,sperieturi”. Astfel ,,pregatitd” ea nu va face
fatd atacului decat dacd este descantata si protejatd de talismane. Pentru ca

28 Tegenda Avestitie o gisim si in ,cartile populare si in folclorul popoarelor sud-est
europene” (Ofrim 2001: 180).
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samca este o boala produsa de diavol, metodele magice de aparare nu ofera
garantia reusitei. Se spune cd unii dintre cei care au scdpat de samca au
ramas ,,marcati”’ pentru intreaga viata. Chiar daca au rezistat la chinuri, unii
dintre ei pot rdmane mutilati sau sensibili la noile atacuri, mai ales in cazul
fetelor, viitoarele mame. De obicei sensibilitatea cand nu s-a descantat la
timp, ori exorcismul actantului uman nu a dovedit suficientd putere. Legat de
exorcism, practicile crestine 1isi vor spune cuvantnul atat in textele
descantecelor cat si in paginile brosurii talisman, numita Cartea Avestitei.
Aici, aparent accidental, arhanghelul Mihail o intalneste pe Avestita pregatita
sa-L ucida pe prucul Mariei, despre care diavolul avea bauiala cd va deveni
Mantuitorul lumii. Prin chinuirea demonului cu ,mari usturimi” i
,impungeri cu sulifa”, ea recunoaste ca a fost trimisd de Satan, revelandu-si
numele secrete, In care std Intreaga sa putere/ abilitatea de a face rdu. Odata
scrise pe peretele de la interarea in casa, ori pe al camerei unde dormea
femeia, Samca nu-i va mai putea face rau, cel putin pentru moment. Dupa ce
ii descopera arhanghelului pacatele ce-i fac pe oameni vulnerabili in fata
atacurilor sale, Avestita va fi alungata. Din acest moment credinta populara
legifereaza doud formule sigure de protectie: descanteele, cu cele cateva
practici de curatire si talismanul Cartea Avestitei, 0 scriere de mici
dimensiuni, pe care o vom reporduce integral.

1. Apelativele demonice

Tn aproape toate descintecele si talismanele ajunse pani la noi ea
poartd aproximativ noudsprezece nume. In descantece de samcd mai apar
inca sase apelative considerate secundare (Iuza, Avaruza, Dezana, Nafruta,
Cadachia, Necoranda). Ele sunt nume de vrdjitoare asociate ,,panteonului”
nominal al demonului. Gasim de asemenea modificari in redactarea celor
noudsprezece apelative demonice, semn al intruziunii numelor actantilor
magici umani. Pentru a oferi o mai mare credibilitate actiunii demonice,
gasim si cateva nume de origine biblica ca Sutifir — Putifar (cf. Facere, 37,
36; 39, 1, 6) ori Berzibute — Belzebut (Collin 1992: 80-81) (cf. Matei, 12, 24,
26-27; Marcu, 3, 22; Luca, 11, 15, 18). Din perspectiva demonologiei
nominale, o fiintd ale carei apelative de putere se schimba permanent, cu
nume secundare, este mai greu de combatut, prin descantece sau talismane.
Necunoasterea lor in intregime ar duce la o scddere a reusitelor actiunilor
demonice.

Pentru a scurta discutia despre lista apelativelor acestui demon printr-
un rezumat nominal ce ar putea face trimitere la conceptul demonologic de
»legiune” oferim, in ordine alfabetica, apelativele Avestitei cu variantele lor,
precum si de cate ori apar in descantecele pentru samca descoperite de noi in
lucririle etnografilor romani citati in studiului nostru. Intre paranteze am
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ardtat incidenta acestora nume 1in textele cercetate de noi. Tot acum
evidentiem ,,formula completd” a celor mai utilizate nume de putere.

1.Abaroca (1); 2.Aspra (1); 3.(S)Atana/ Ataua (2); 4.Avaruza (1);
5.Avesa/ Sfanta Vineri (1); 6.Avestita/ Vestita/ Aripa Satanei (6);
7.Avezuha/ Avizuha/ Avezuia (3); 8.Avia (2); 9.Berzibute/
Bersibute (2); 10.Bezuiha/ Bezviha (2); 11.Cadachia (1); 12.Caldar
(1); 13.Ceipa (1); 14.Chieva (1); 15.Clicoda (1); 16.Clipina/ Glipina
(4); 17.Dezana (1); 18.Egara (2); 19.Esfor (2); 20.Feroca (1); 21.Feti
(1); 22.Fumaria (1); 23.Gara (2); 24.Gentia (1); 25.Giona/ Ghiona
(2); 26.Giropa (1); 27.Glapeca (1); 28.Glubina/ Glipina (1); 29.Goia
(1); 30.Grapa/ Gripa/ Cripa (5); 31.Haba (1); 32.Hapar (1);
33.Hamba (1); 34.Hlubic (1); 35.Hluchica (1); 36.Huliba/ Hubiba
(3); 37.Humba/ Huba (3); 38.1linca (1); 39.Isprava (1); 40.luza (1);
41.Lepiha/ Lipiha (2); 41.Licojda (1); 42.Linicoida (1); 43.Lioha (1);
44 Merana (1); 45.Miha/ Muha (4); 46.Nacara/ Nazara (2);
46.Nacatuta; 47.Naconda (1); 48Nadarca (1); 49.Nadaria/
Navodaria/ Nevodara/ Nafodoara (OLINESCU 2003: 313) (6);
50.Nafruta (1); 51.Necoranda (1); 52.Nervuza (1); 53.Nesatora (1);
54 .Nesuca (1); 55.Nevata (2); 56.Nicor(a) (3); 57.Oaleda (1);
58.0garda (1); 59.Paha (2); 60.Perti/ Persita (1); 61.Pisica (2);
62.Pliastia (1); 63.Puha/ Paha (4); 64.Salmona (1); 65.Samca/
Sanca/ Samcoiu (2); 66.Sarda (1); 67.Scarboala/ Scorboala (2);
68.Scarmila (2); 69.Scorbia (1); 70.Scornana (1); 71.Silina/ Salina
(2); 71.Slaua; 72.Solomina/ Salomia (OLINESCU 2003: 313) /
Solomia (6); 73.Stana (1); 74.Suduca (1); 75.Sutifir (2); 76.Teohola
(1); 77. Tiha/ Tihana/ Tihina/ Tiia (4); 78.Tisavia (1); 79.Verdeza
(1); 80.Vezena (1); 81.Vielftava (1); 82.Voita (1); 83.Zalina (1);
84.Zataia (1); 85.Zila/e (3); 86.Zliha (1); 87.Zoita (1); 88.Zolobina
(1); 89.Zurina (2).

Unele dintre nume indicd ,tipuri” de ,,duhuri-microb” 2 si tot atatea
boli. Momentul imbolnavirii este identificat de fiecare datd cu ceasul rau,
precum in exemplul de mai jos:

2 Dupa Antoaneta Olteanu, ,,numdrul mare al personajelor malefice intilnite in textele
descantecelor subliniazd in primul rand gravitatea bolii, produsa de o colectivitate
numeroasd de duhuri, care-si pun in comun puterile distructive pentru a-i veni de hac
omului. Sunt situatii in care enumerarea personajelor este facut din ratiuni poetice,
preferdndu-se acele personaje, mai precis acele nume care produc asonante, care sunt
caracterizate de aceeasi structurd, cuvinte derivate prin intermediul acelorasi sufixe:
vrajitoare/ fermecdatoare, strigoi/ moroi, zmeu/ zmeoaicd, strigoi/ strigoaica etc. «L-0
intampinat:/ Leul leoaica,/ Zmeul cu zmeoaica,/ Samca cu samcoaica,/ Diavolita rea...»”
(Olteanu 1997: 259-260).
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,Ceas rau cu spdriat,/ Ceas rau cu duh necurat,/ Ceas rau cu Samca
alba,/ Ceas rau cu Samcd neagra, Ceas rau cu moroi, Ceas rau cu
strigoi...” (OLTEANU 1997: 260-261).

Dupa ce Hasdeu si Gaster au incercat sa stabileascd istoria acestor
legende, Cartojan ,,a completat informatia si a scris o buna, desi succinta,
monografie despre Sfantul Sisinie” (Eliade 2000)*°. Alexandru Ofrim
stabileste ca ,,prima variantd pe care o cunoastem, dateazd de la sfarsitul
secolului al XVI-lea si apartine popii Grigore Mahaciu (Codex Sturdzamus)”
(Ofrim 2001)3L

Numele Avestita, imprumutat din vechiul slav véstica, ,,vrijitoare”3? si
il determind deci pe actantul magic uman. Cat despre apelativul Samca,
Candrea afirma ca provine din bulgarescul sénka, ,,umbra”, ,,fantoma” a unui
om, dupd cum 1l traduc si dictionarele, cu particularitatea cd aici se face
referire la un ,,duh necurat care se leagd de femeile insarcinate, le face sa
avorteze sau le imbolniveste” (Candea 1999: 189)%, Sancd, prin patrunderea
in limba romana, a devenit Samca, ,intr-0 regiune unde diftongul ea,
precedat de s, a devenit totdeauna a, ca, de pilda, cuvintele: sard, saman,
saca, in loc de seara, seaman, seaca” (Candea 1999: 189). Pamfile trimite la
Hasdeu si Marian Lupascu, atunci cand identifica pe Samca cu Baba-Coaja.
Hasdeu o pune in legaturd cu demonul Kuga, ,,cea mai teribila baba, in
mitologia sarba”, care personifica in general Ciuma (,,pestis”). O locutiune
proverbiala aratd ca Samca — Baba-Coaja — Kuga, sau Ciuma, au misiunea
speciala de a rapi si ucide copii. Atunci cand cineva castiga ceva hoteste, se
zice: ,,Kupi kao Kuga dietzu”, adica, ,,a cumpdrat-o ca Kuga pe copil”
(Pamfile 1997: 215).

2. Din cult totemic, un ordin vrajitoresc

In descrieri, Avestita apare ca ursoaici. Este semn al unei zeititi
feminine vechi, al céarei animal totemic este ursoaica, cunoscutd prin
protectia pe care o acorda puilor ei. Inaintim ideea ci acest cult a fost
detronat de unul patriarhal, zeitatea fenimina devenind demon. El va cadea in

30 Ofrim reaminteste cd B.P. Hasdeu, Moses Gaster si Nicolae Cartojan, ,,au stabilit filiatiile
acestei legende cu mitologia babiloniana” (Ibidem, p. 180. Vezi de asemenea Valeriu
Bologa, Lamashtu-Karina-Samca, Cluj, 1939; Mircea Eliade, Demonologie indiand si o
legenda romdneascd, In Revista Fundatiilor Regale, nr. 12, 1937: 644-649, apud Eliade
2000).

31 Se crede ci ,din cirtile de colportaj, legenda Avestitei a trecut in crdintele populare
romanesti” (Ibidem).

32 Bulgirescu véstica, sarbescu vestica. cf. lbidem.

33 Mai mult, ,termenul bulg. sénka nu trebuie despirtit de séniste «niluci», «nipliiali»
(Alp. Alpdriicken), iar amandoud sunt derivate din sénii «umbra», cuvant comun tuturor
limbilor slave” (Ibidem).
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dizgratie cu mult inainte de sosirea crestinismului in Dacia. Este posibil ca
formula actuala a numelor (actantilor umani) asociate zeitétii sa se fi pastrat
din aceeasi perioada pre-crestind. Fiind vorba de o serie de acte sacre la care
participau doar femeile, cultul zeitei ursoaice s-a transformat treptat, sub
presiunea celorlalte credinte, intr-un ordin vrdjitoresc, ca reactie la aceasta
presiune patriarhald, pierzand astfel, pentru a supravietui, o serie din
atributele din trecut.

Dintr-o credinta ce oferea si proteja viata, credinta in zeita ursoaica s-a
degradat Tntr-un ,,ordin” vrajitoresc de hoti de mana, aspect intarit de numele
umane adaugate ulterior zeitatii. Mai sunt strecurate cateva nume masculine,
ce fac referire directd la boala, ,bisericesti”, ca Esfor (e(s)for — epitrop,
membru in consiliul de conducere al unei efori), ori biblice ca Sutifir
(Putifar) si Avia (al doilea fiu al judecdtorului Samuel). Dupa moarte,
numele construiesc panteonul demonic, la fel ca al sfintilor pe cel divin. O
importantd dovada cu privire la existenta acestui ,,ordin” vrdjtoresc o gasim
la Tudor Pamfile. El vorbeste despre ,batiliile aeriene” intre demoni si
strigoi (vrajitori si vrdjitoare) si spune ci se fac ,,la porunca unui spirit>,
,Baba Coaja, regina tuturor spiritelor rele”, pe care unii o identifica cu
Samca sau Avestita, aripa Satanei” (Pamfile 1997: 134).

3. Descrierea demonului

In Crisana se credea ,,ca cele doud aripi ale diavolului au functii
diferite: una principala, e numita Avizuha, cealaltd — Asfodel (forma corupta
a numelui Asmodeu)” (Kernbach 2002: 245). Antropomorfismul clasifica
puterile demonice, in functie de importanta relatiei pe care o au cei doi cu
Satan. Dreapta este o functie secundard in lumea demonologiei semite,
concept inserat In credintele locale. Astfel, la ,,stdnga lui Satan” sta biblicul
Asmodeu (cf. Tobit, 3, 8, 17, talm. Ashmedai), indentificat de Manfred
Lurker cu asirianul Pazuzu (Lurker 1999: 33), dupa cum la dreapta, Avestita,
,.varianti” a demonului babilonian Lilith”( Seracu 1996: 25).

Avestita se materealizeaza in fata victimelor luand forma unei femei
mutante cu parul rar si lung panad la cdlcéie, unghii ca niste seceri la maini si
la picioare (ramasitd a totemului urs); ochii rosii de jeratic se misca in cap ca
si cand ar fi niste lampase de foc batute de vant, cu expectoratie ignica
precum a zmeoaicelor. E auzita bolborosind cuvinte (in ,,limba demonilor”)
generatoare de vraja/ boala. Pieptul i este lasat atat de mult incat e obligata
sd-si arunce sanii pe umeri pentru a putea umbla. Extrem de schimonosita nu
sta deloc pe loc, ,,ci se suceste si se stramba intruna” (Olinescu 2003: 312),

34 Bitaia intre strigoi incepe atunci cand unul zice «usturoiul rosu», si inceteazi cand altul
striga «usturoiul alby, sau cand canta cocosii pentru miezul noptii” (Pamfile 1997: 134).
35 Despre Asmodeu mai vezi Plancy 1992: 40-41.

151
Vol. 1 No 1 (2018)



ea insdsi fiind ,,muncitd” de boala pe care o ,,aruncd” asupra victimei. Se
crede despre ea ca locuieste in fundul tartarului (,.talpa iadului”) de unde este
trimisa de Satana sa faca rele. Totemul este evidentiat atunci cand, ca femeie,
apare imbricati in blani de urs®®, imitdnd mersul in patru labe la care se
adauga toate celelalte manifestari infricosatoare. E vazuta dand tarcoale casei
sau cand fuge sub forma de pisica, giind, caprd, cdine, porc, cioard, broasca,
muscd, paianjen, carabus, dar si bob de mei. Pruncul apucat de boala
primeste ,,un miros de tap, urld ca un caine, miroase ca un vultur, ca un corb,
ca un peste etc.” (Ghinoiu 2001: 199-200). Iatd cum este descrisa Avestita
ntr-un descantec romanesc de samca:

»A intdmpinat pe Avezuha,/ Aripa Satanei,/ Si era foarte grozava:/
Parul corpului/ Ii era pana-n cilcaie/ Si ochii ei/ Erau ca stelele,/ Si
mainile de fier,/ Si unghiile/ La maini si la picioare/ Erau ca secere,/
Si din gura ei,/ Iesea para de foc” (Teodorescu 1982: 458).

Se arata femeilor Insarcinate atat ziua cat si noaptea, cautand sa le
surprinda singure si sa le sperie. Cei care o descriu sunt de parere cd numai
in oaie, vitel si porumbel ea nu se poate arita, pentru cd ele reprezinta
»,hevinovatia si curatenia” (Marian 2000: 29). Este si motivul pentru care
ucide aceste animale de curte.

4. Activitate demonica

Candea vede in Avestita ,.fiinta supranaturald care chinuieste mai ales
copii si-1 Imbolnaveste greu” (I.A. Candrea, apud Kernbach 1995: 64), motiv
pentru care ajunge sd reprezinte ,fiinfa cea mai primejdioasd dintre toate
duhurile rele” (Kernbach 1995: 64). Stefania Cristescu vede in Avestita
prototipul vrajitoarei autohtone (Cristescu 2003: 21). Puterea pe care o are 0
primeste direct de la diavol, motiv pentru care ea poate fi contracaratd doar
de ,,agentii divini”: Arhanghelul Mihail si Sfantul Sisoe. Cert este ca ea e
singura fiintd demonicd de la noi specializati pe uciderea de copii. In
demonologia religiilor intdlnim asemanari cu zeita demon Hariti, celebra mai
ales Tn buddhismul chinez®’.

Ivan Evseev mentioncaza ca Samca ,se arata leuzelor ... le
inspaimanta, le «framantay», le tortureaza si le sminteste, asa cd cele mai
multe mor Tnainte de nastere” (Evseev 1997: 37). De ea se tem mai ales
femeile care in copilarie au fost atacate de Avestita iar acum sunt insarcinate.
Avem aici motivul recidivei prezentei demonice, amintit si de Evanghelii (cf.

3 Se face trimitere la vechi functii sacrale inlocuite de cele ale sirbatoririi ursului (Ghinoiu
2001: 199-200).

37 Confrm legendelor, acest demon, ca recompensa pentru o «actiune meritorie» savarsiti
ntr-o altd existentd, a primit dreptul de a manca copii” (Eliade 2000: 211).
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Matei, 12, 43-45; Luca, 11, 24-26). Este o sensibilitate spirituald care nu a
disparut dupa invingerea bolii (samca). Ea poate recidiva intr-un atac
demonic ce pune acum in pericol nu una, ci doui vieti*®®. Din cele afirmate,
rezultd doua tipuri de atac: direct — asupra mamei si indirect — asupra
pruncului®®; de unde si importanta ordondrii tehnicile de aparare.

Carte de strdnsurd (jud. Neamy).

Fig. 1. Arh. Mihail si Avestita, imagine din Cartea de stransura (jud. Neamt),
gasitd in Tudor Pamfile, Boli si leacuri la oameni, vite si pasari dupa datinile i
credintele poporului rom@n (p.171).

Daca apararea nu este totalda, femeile raman cu sechele, ,,schimonosite
si neputincioase” (Candea 1999: 188). Cat despre pruncul nendscut, se spune
ci ,,arde” fetusul in chiar pantecele mamei (Kernbach 2002: 245)*. Chiar si
dupd o nastere reusitd, atacul asupra noilor ndscuti este la fel de violent:
,,Copiii, cuprinsi de acest spirit, capatd un fel de carcei de stomac, care-i
frananta prin launtru si-i zgarcesc asa de tare, ca-i fac ghem si-i duc
picioarele la gurd” (Kernbach 2002: 245)*. Urmdrile sunt consecinta bolii
care poartd numele demonului: samaca, rau, spasma sau rautatea copiilor.
Simptomatologia e simpld, copii tresar in somn, tremurd din tot trupul,
ofteaza Intruna si sldbesc vazand cu ochii. Din perspectiva magiei populare
descoperim aici unui furt masiv si continu de mana. Intr-o formi acuta, cand

38 Acolo tot is stricat, parc-a intrat dracu-n ei. Samca sau Avizuha ie vrajmasu” (Cristescu
2003: 125).

39 Jatd ce spune Anca Poiati despre copilul ei atacat in somn de Samci: ,,Odati-ntr-o noapte,
I-o palit asa pe copchilu meu prin somn. L-am culcat sandtos si igné, nica, numai tremura s
moara! Da io de graba de-amu la Vera (descantitoarea — n.n.) ast d-islea si m-am dus si i-am
facut carticica. Da panad-n dzud putea sa fie baietu meu stricat ca si omu ista!” (ibidem, 126).
40V, Universul mitic al romanilor, p. 245.

41 Eliade vine n acest sens cu doui exemple, unul indian si unul babilonian, cf. J. Fillozat,
Etude de démonologie indienne. La Kumaratantra de Ravana et les textes paralléles indiens,

tibétains, chinois, cambodgien et arabe, Paris, 1937, pp. 4-18, apud. Eliade 2000: 209-210.
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perspectiva salvarii este din ce Tn ce mai indepartata, copiilor ,,li se sucesc
mainile sau picioarele, se incruciseaza, li se stramba falcile, si, dacd nu mor
in scurt timp, raman astfel pentru toatd viata” (Candea 1999: 188; Marian
2000: 29)*,

Candrea vine cu un element de noutate cand afirma ca Samca poate ,,fi
vazuta numai de vrajitorii care stiu sa alunge vampirii si de cei nascuti intr-0
sambiti, care au puterea si o si omoare” (Candea 1999: 189)*%. Pentru ci
este un ,,consumator de viatd”, conexiunea modernd a parapsihologiei cu
,vampirismul energetic” nu este departe. Cat despre cei ndscuti sambata,
trebuie ca cineva s-a gandit la o conexiune intre planeta Saturn, planeta
melancoliei, a celor ,,visatori”/ vazatori si deopotriva senzoriali si exorcisti
capabili deci de a o ucide si ,,Apa Sambetei”, lichid primordial ce poate duce
demoul direct 1n iad. Ca orice fiinta, ea poate muri, caci ,,pocneste” sau
,crapa” la fel ca zmeoaicele daca, in urma exorcismului, nu e alungatd in
locuri pustii.

Preventiv, sau dacd se banuiesc simptomele atacului, oamenii apeleaza
pentu inceput la descantec. Informatoarea Zoita Botnaru arata cum la strans
,Zicl tu cuvintele se spariet, da amesteci pe Samca cu Samcoiu (boala —
n.n.)... De trei ori — trei dzale” (Cristescu 2003: 177):

. Te-o-ntalnit/ Samca cu Simcoiu./ In brate te-0 luat/ Gios te-0
trantit,/ Ghem te-o facut./ Andrelele ti le-o stramutat,/ Dz1 de moarte
t-0 pus./ Du-te la Zoita/ Sa-t ieie:/ Din rarunchi,/ De sub rarunchi;/ ...
S&-i ramanea curat/ Ca ma-ta se te-o facut” (Cristescu 2003: 177-
178).

Chiar si gripa (Cristescu 2003: 178) contactatd de copii este adusa de
Avestita, motiv pentru care se descanta tot ,,de stransurd”. Se foloseste acul,
pentru a intepa boala si laptele pentru a aduce vindecare copilului®.
Descantecul se rosteste de trei ori:

,Stransu cu Stransoiu,/ Ochiu cu Ochioiu,/ Samca cu Samcoiu,/
Noodzaci si noo de-ncheieturi,/ Noodzaci si noo de ossoare,/ Piste
Marea Neagrd le-am aruncat./ S’ramai curatd,/ Luminata...”
(Cristescu 2003: 178-179).

%2 De aici si dramatismul descrierilor din descantece, cf. Olteanu 1997: 267.

43 Cand victima este ,,prinsd”/ contaminatd primeste stari de confuzie (,,in sus ridicatu-1-o,/
De pamant izbitu-1-0"), urmate de o puternica durere in piept (,,In cos intratu-i-0”).

4 Se ,,descantid cu ac de cusut — obignuit — in «tatd» (laptele mamei copilului) — daci acesta
este mic — sau in lapte obignuit daca copilul e mare” (Cristescu 2003: 178).
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Samca va chinui si femeile care cautd sd-si avorteze pruncul sau pe
acelea care se ocupa cu practici mantice de ocazie (Olinescu 2003: 313). Nu
trebuie sa cautdm aici urme de morald crestina. E clar ca imparatia diavolului
nu se surpa pe sine (cf. Marcu, 3, 24-26). Pentru ca uciderea fatului nu este o
activitate umana, doar ea poate sd o duca la indeplinire. De aici pedepsirea
acelora care-si provoaca avort, farda a face apel la actantii magici,
vrdjitoarele. La fel, ea pedepseste mantica celor care vor sa afle daca au
ramas sa nu insarcinate, o situatie ce ar duce evident la avort.

5. Exorcismul

O intreagd familie poate fi protejatad prin scrierea unei carti-amuleta. Ea
este purtatd pana la nastere de mama. Dupa nasterea copilului, e pusa intr-un
saculet la gatul acestuia, ,,in perna pe care doarme copilul sau in albia care-i
tine loc de leagan” (Candea 1999: 188). In Bucovina intalnim obiceiul ca
numele demonului si fie scrise pe peretii casei. In rest, pentru orice semn ce
indica simptomatologia demonica, se recurge si la descantec. Demonologia
populara dezvolta doud forme de lupta, descantecul si amuleta. Ambele sunt
puse in legatura cu formele mai sus amintite, de atac direct si indirect ale
demonului.

5.1.Descantecul/ stransul

La fel ca lucrarea populara Visul maicii Domnului si Avestifa aripa
Satanei a cunoscut o larga circulatie. Ea a ,,generat” formula descantecelor
ulterior folosite, de altfel utile, pentru ca poporul nu stia citi. Treptat, din
scriitura dascdlilor, calugarilor si preotilor, cartea de samca a ajuns in gura
,babelor” descantitoare®®. In acest sens, iatd reconstituirea Cartii de Samca
ntr-un singur descantec din Bucovina:

,Pogorandu-se Arhanghelul Mihail/ Din muntele Elionului®,/ A
intampinat pe Avezuha,/ Aripa Satanei,/ Si era foarte grozava:/ Parul
capului 1i era pana-n célcaie,/ Si ochii ei / Erau ca stelele/ Si mainile de
fier,/ Si unghiile/ La maini si la picioare/ Erau ca secera,/ Si din gura
ei/ lesea pard de foc.../ lar ea Incepu a spune:/ Eu ma fac/ Ogar, mata,
muscd,/ Pdianjen, cioarda,/ Fatd groaznicd,/ Si asa intru in casele
oamenilor/ De le smintesc femeile/ Si le smintesc pruncii/ S$i le aduc
pripasii,/ Si eu am 19 nume... $i unde acestea sunt scrise/ Eu acolo de

4 Alexandru Ofrim il citeazd pe Simon Florea Marian care remarcd prezenta sincretismului
in crestinism: ,,0 mulfime din cele ce numim noi astdzi descintece §i care sunt acum
raspandite in popor, au fost la inceput un fel de amulete compuse nu de pagani ... ci din
contrd, de preosi sau monahi crestini si cu tendinte crestine” (Florea 1996: 99, apud Ofrim
2001: 183). Despre descéntec, v. Candea 1999: 188-189.

4 Cu siguranti este vorba de muntele Eleon, sau Muntele Mdslinilor. Pe Eleon a rostit
Hristos proorocirile despre sfarsitul lumii si tot de aici s-a inaltat cu trupul la cer.
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casa aceea/ Nu ma pot apropia/ De trei mii de pasi...” (Ofrim 2001:
189).

Descantecul, un exorcism, este deci o sinteza a talismanului magic la
care se adaugi ,ingrediente” magice. In Tecuci (Moldova), pentru a se
descanta copilul ,luat” de samca, se foloseste vin, untdelemn, sineala
(vopsea albastri, indigo), un ac si un pai de matura*’. Vinul si untdelemnul
tin de sacralitatea crestind, acul si paiul de maturd, de sacralitatea care
patrunde obiectele casnice (cf. Pop 1976: 220).

»Pleaca (N) pe cale,/ Pe carare./ Fost-a gras si frumos./ La mijloc de
cale intalnitu-l1-a/ Samca cu sénciocul/ Séncéiesul cu sdncéiasa,/ Sanca
despletita,/ Sanca fioroasa,/ Sanca grozavoasa./ Sanca-n furci ridicatu-
l-a,/ In pamant tratu-l-a,/ Trupul zdrobitu-i-a/ Puterile luatu-i-a,/ De
rarunchi piscatu-au./ El tipa/ Si se vaicara/ Cu glas mare pana-n cer,/ ...
Numai eu l-am vazut, ... Nu te vaicara/ Ca-n graba mare descantec ti-0i
descanta,/ Stransul cel mare cu acul i 1-oi intepa,/ Cu maétura 1-Oi
matura/ Peste noud mari 1-0i arunca/ Acolo sa pieie,/ Sa raspeie,/ Ca
spuma de mare,/ Ca roua de soare!” (Pamfile 1999: 170-171).

Scopul terapeutic al descantecului este de a salva victima Tnainte ca
aceasta sa sufere efecte secundare ale atacului demonic. Prezenta Maicii
Domnului Tn descantec, trebuie pusa in legatura cu victoria aspura Avestitei.
Fecioara Maria este omniprezentd in descantecele de samca, indiferent de
spatiul geografic, precum cel cules din judetul Ramnicu-Sérat (Pamfile 1997:
213-214)*. Aici ea nu vindecd, ci trimite, bolnavul la cel care stie a
descanta, singurul capabil sa duca la bun sfarsit exorcismul. Sincretismul va
pune accentul pe puterile vraciului in slujba cdruia sta divinul. Actantul
uman descanta in trei zile de luni, de fiecare data de trei ori, cu rachiu (fuicd),
pai de matura, ac si o biciusa (briceag?) gasit. De fiecare data cu jumatate din
tuica se spala, iar cealaltd jumatate este bautd. Un alt descantec, oferit de
citre preotul V. Turtureanu®®, intireste imaginea sincretismului de care s-au
bucurat ideile demonologice populare in credinta crestina.

»Borza 1mborzata,/ Borza blastamata,/ Cu dintii ranjiti,/ Cu ochii
beliti,/ C-urechi dabalatd,/ Cu gura cascata,/ Cu maini crapacioase,/ Cu
maini flotocoase,/ Incotro ai purces/ Cu dintii ranjiti,/ Cu ochii beliti?/ -
Am purces la N./ Ca s-o-nspdimantez,/ S-o infierbintez/ Si s-0
infiorez,/ S& mi-0 ingrozesc,/ S-o farm, s-o zdrobesc,/ Sangele sa-i
beu,/ Viata sa i-o ieu,/ Carnea sa-i mananc,/ Viata sa i-0 strang!/ -Tu

47 Tehnici aseminitoare se cunosc si la babilonieni sau egipteni (cf. Eliade 2000: 210).
8 Vezi in acest sens si Olinescu 2003: 313-314; Marian 2000: 35-26.
49 Existd si momente cand preotul a fost descantat de babe (cf. Cristescu 2003: 132).
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Cosma Diamin!/ Borza imborzata,/ Borza blastamata/ Si ceasul cel rau/
Din N.N. scoateti-I/ La mine aduceti-l,/ Pe l-apus de soare,/ La marea
cea mare,/ Ca acolo este/ O mreana galbena/ Cu coaja geamana./ Pe-
aceea cdtati-o/ Si inspaimantati-o/ Si infierbantati-o/ Si infiorati-o/
Farmati-o/ Ingroziti-o/ Zdrobiti-o/ Inima scoateti-i/ Viata luati-i./ Ca
carnea (Ilinei)/ Nu e de méancat, Ca-i de cane turbat./ Mergeti in fuga
mare/ La ostrovul mare,/ Ca acolo este/ O mreana galbena,/ Cu coada
geamana./ Pe-aceea cdtati-o/ Si inspaimantati-o,/ $i infierbantati-o,/ S$i
infiorati-o,/ Farmati-o,/ Ingroziti-o,/ Zdrobiti-o,/ Inima scoateti-i,/
Sangele beti-i,/ Carnea mancati-i/ Viata luati-i./ Acolo locuiti,/ Acolo
sa pieriti/ Ca roua de soare,/ Ca spuma de mare ...” (Marian 2000: 36-
37).

Alungarea demonului in peste aminteste de exorcismul legiunii de
demoni din tinutul Gadarenilor (cf. Matei, 8, 28-34; Marcu, 5, 1-20; Luca, 8,
26-39). Practica nu este insa de origine crestind. Mreana este valva pestilor,
acel ,,peste de aur” (galben), pescuit de eroul basmelor populare romanesti.
Peste primordial, mreana e oferitd in schimbul victimei. Este un dar ritualic
care urmeaza sa duca Samca in adancul apelor necreatului, unde tot ce a fost
creat si orice dezordie a acestuia piere, prin readucere la nimic ca inactivitate
a potentelor unui pamant primordial, din care, In numele Domnului, a luat
putin, Nefartatul. Descantatoarea ia un pai din matura care a fost folosita
pentru a face curat in biserica, la care adauga un siret gasit. Amandoud sunt
legate cu atd rosie. Zoita Botnaru mai adauga: ,,pe schinare descint cu
rachiu, cu andreica (de fasi colturi)” (Cristescu 2003: 132), rostind urmatorul
descéantec:

,O purces pe cale, cilare,/ Cu glas mare./ La jumata de cale, carare,/ O-
ntalnit-o sas rau cu spariet./ Sanjili i-0 supt,/ Carnea i-o mancat-o./ la
sd nigala (vaicari)./ Nimi n-a vadzut-0./ Nimi n-o audzét-o./ Maica
Precista din Portdle Railor/ ... -Du-te la Zoita/ Si t-a loa:/ Din fata
obrazului, ... S1 tu-i ramanea/ Curatd / Luminata ...” (Cristescu 2003:
175-176).

Cea mai buna zi pentru inceputul ritualului este martea, ziua in care
Dumnezeu, cu ajutorul Nefartatului ,,a ridicat pamantul din haosul apelor
primordiale” (Cf. Danciu 2016: p. 396 (http://www.upm.ro/jrls/JRLS-
08/R15%2008%2049.pdf). Atunci ,,s’mantuie lumina”, iar bolnavul are cele
mai mari sanse de vindecare. El este ,reinnoit” prin rememorarea
momentului creatiei lumii, cand boala inca nu exista. Ritualul se repeta apoi
seara, cand ,,sa mantuie luna”, pentru protectia nocturnd a victimei, timp de
noud zile. Procesul profilactic se reia apoi peste o luna pentru a preveni
eventuala Intoarcere a samcei. Gestica magica se respecta cu strictete: ,,intai
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descant pe spinare cu maturita, s-apoi cu rachiu. S$-a treia oard iar cu
maturita” (Cristescu 2003: 176). Un alt ritual foloseste rachiu pus intr-un
pahar unde este amestecat cu o bucatica dintr-un pai de la matura si un fier
gasit, timp 1n care se spune urmatorul descantec:

,»,S-0 pornit un om negru,/ C-un cal negru,/ Cu caini negri/ Si cu hainele
lui tat negre,/ Sa bata usale la codru./ $i lupii din camp./ ST nimeni n-0
vadzut pe dansu./ Numai Santa-Maria,/ Maica lu Dumnedzau/ L-o-
ntalnit/ Si 1-o-ntrebat:/ -Un’te duci?/ -Ma duc sa bat usile codrului/ $i
bate iei sas rau cu spariet,/ Sas rau cu zburatoare./ S-au spariet de lup,
de om, de cdine, de jite ... De tate selea s-au spdriet./ De zi, de noapte./
Si-1 bate / Si-1 scoate,/ Si-l trimite sd sd duca/ Peste noo mari,/ Peste
noo tari./ Une bou nu buhdieste/ Nici porcu nu grohaieste./ Da... sa
ramaie/ Curatd,/ Luminata...” (Cristescu 2003: 176-177).

Observam conlucarea malefica intre demonul (Avestita) identificat cu
boala (Samca) si efectul simptomatic (Samcoiul, cf. Cristescu 2003: 233,
237) generat in corpul victimei. In acest caz, se descanti (Cristescu 2003:
177-178) de trei ori, timp de trei zile. Daca copilul este sugar, se descanta cu
ac de cusut in ,,t4ta” (adica in laptele mamei copilului), dacd nu, in lapte de
vaca, bivolita, capra etc. La fel ca mai sus, descantecul spune de trei ori:

,wStransul cu Stransoiu,/ Ochiul cu Ochioiu,/ Samca cu Samcoiu,/
Noodzici si noo de-ncheieturi,/, Noodzeci si noo de ossoare,/ Piste
Marea Neagra le-am aruncat./ S’rdméani curatd,/ Luminata/ Ca Mnezo
s-o lasat-o ...” (Cristescu 2003: 178-170).

Am lasat la final Cartea Avestitei pentru ca descantecul, desi contine
importante elemente crestine, este mai vechi, la fel cum, legat de importanta
sa magica, el precede prin puterea oralitdtii, cuvantul scris.

5.2. Cartea Avestitei

Numeroase manuscrise romanesti din secolele XVII-XIX contin carfi
de samcd. Ofrim aduce, in acest sens, doud exemple. In primul, un manuscris
din anul 1810, face urmatoarea precizare inaintea textului despre samca:
,Aceasta carte este pentru ca sa nu se apropie diavolul de aceasta casd, unde
se vor afla acestea scrise” (Ofrim 2001: 182). In plus, ,,deosebit de
interesantd este o insemnare de copist de la inceputul secolului al XIX-lea:
»Aceasta epistolie cu molitfele ei impreuna si cu zapisul Avestitii ce se afla
scrise intru aceasta carte este a dumnealui dascalul Costache, cantaretul
Coltii. Si am scris-o eu spre vesnicd pomenire. Dumitru Paapa”™. Cartea

0 Ms. rom. nr. 4835 (cca 1822-1826), BAR, .95, apud. OFRIM 2001: 82.
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Abvestitei este un talisman construit sub forma de brosurd. E folosita ca rit de
exorcizare atunci cand se citeste copiilor suferinzi de ,,strans”, cand incepe
sd-i doara pieptul. Conform imaginarului demonologic, originea ei este
angelica, de vreme ce a aparut ,,de pe vremea” cand Arhanghelul Mihail ,,a
oprit-o si a legat-o de a se duce sa sminteasca pe Maica Domnului la nasterea
Domnului Hristos” (Pamfile 1997: 210)>%. Avem de-a face cu o lupti mitica,
rememoratd mai apoi cu scop apotropaic, sub forma unei povestiri-exorcism.

X

R e~ ey

Fig. 2. S. FI. Marian, N;z§terecz_la romni‘.(p.3).

Traditia populard spune cé fiecare gospodind trebuie sa aibd in casa o
carte de stransura in care se vede cum Arhanghelul Mihail o strapunge cu
sabia pe Aripa Satanei, Avestita (Fig. 1-2). Talismanul apare de cele mai
multe ori sub forma unei brosuri scrise de méana. Se gaseste cu deosebire in
zona Bucovinei, iar cel care o scrie trebuie sa fie de preferinta batran pentru
ca Samca sa nu-i mai poatd aduce nici un rau. Se evitd scrierea ei de fecior
sau fatd mare®? pentru ca Samca si nu-i poceasci, ,,pe cand de mosnegi nu se
leaga atat de usor, si chiar daca se leagd, nu le poate nimic alta strica decat
decét numai ca-i face sa criste noaptea prin somn din dinti si din masele, mai
mult nimic” (Marian 2000: 30). Ritualul incepe cu luarea hartiei din mana
copilului bolnav. Langa el va scrie ,,cartea”, citind-o de trei ori, timp de trei
zile®. Pentru ci si-a asumat riscul de a o scrie si citi, ,,autorul” trebuie si fie
bine plitit®*. De altfel, nu putini preoti si cilugiri ficeau parte din categoria

51 Vezi si Ofrim 2001: 181.

52 Vera Dangi scrie astfel de carti nefiind miritata. (cf. Pamfile 1997: 179).

53 Cristescu 2003: 179. Uneori cartea e sfintitd in bisericd, la marile sirbitori (lbidem, 179-
180).

% Se credea cid descantecul nu reuseste dacd nu este bine plitit. Chiar si un batran care
descantd de strans propriului nepot spune: ,,dacd ni-i plati, apdi i s-a-ndreapta copchilu —
daca nu, nu” (Ibidem, 130).
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scriitorilor cartilor de samca®, fapt dovedit de manuscrise din secolele
XVII-XIX. Tntr-unul dintre ele citim ¢ un cirturar a copiat zapisul Avestitei
pentru Costache, un dascal al bisericii, care mai apoi, il va citi la cerere. Pe
de o parte, prin calitate de secund al preotului Tn actul liturgic, el se
pozitioneaza favorabil in relatia cu sacrul. Pe de altd parte, ca laic, el
primeste o oarecare independentd fati de canonul liturgic®®. Statutul de
»granitd” ii permite ,,pendularea” sincretica intre tipurile de sacru (popular si
crestin), fira teama de a fi acuzat de erezie/ vrijitorie. In lipsa dascalului si
dupi ce doctorul isi dovedeste neputinta de a vindeca boala®, se apela si la
un batran din sat sau din familie care, chiar dacd nu are nimic in comun cu
practica magica, va scrie brosura. Dintre cei in varsta, unii fac o obisnuinta in
a scrie talismane. Printre ei, Spiridon Saptiboi din Cornova, Basarabia,
»descantd de strans (face si carticicd), spariet, dragoste — ursit (la luna)”
(Ofrim 2001: 97). In fine, unii dintre cei care au fost afectati de samci in
copilarie, luptd acum Tmpotriva bolii descantand de ,,luatul stransului” sau
,,spariet”®®, Existi o metoda de scriere a cirtii. Scriitorul, ,,daci e deprins,
deseamni® mai intai chipil Samcei si al Arh. Mihail, batindu-o cu un bici de
foc sau strapungandu-o cu o sabie, si apoi ii scrie toate numele si rugiciunea
indreptata impotriva ei” (Marian 2000: 30). Probabil aceeasi persoana scrie
si deseneaza lupta dintre Arhanghel si Avestita pe usa sau pe unul din peretii
casei. In perioada mai recenti, daci pruncul este prins de samcd, mama

% Majoritatea informatiilor indicd drept «scriitori» ai «cartilor de samcid» pe preoti,
calugari, dieci si cantori de biserica”. Folcloristul Mihai Lupescu (Un leac contra raului
copiilor, in Sezatoarea, 1899, nr.8-10, p. 157, apud. Ofrim 2001: 182), in 1899, consemna:
,,Cel mai multi scriitori ai acestui leac 1l scriu cu litere chirilice si rar unde se mai gaseste un
asemenea odor. Ei fac negustorie cu asta cici fara un leu sau mai bine nu-l scriu” (Ofrim
2001).

% Secundanti ai preotilor, dascilii de biserica nu erau lipsiti de o oarecare culturi livreasca,
situdndu-se la granita dintre oralitate si cultura scrisa. Totodata, ei sunt mai putin dependenti
de ierarhia bisericeascd, de rigorile dogmei crestine in comparatie cu preotii” (Ibidem, p.
182).

57 De spiriet iaca du-1 pe la doctor, ci nica nu-i fase. Da prin babi-l descanti. Sel care are
boald neagri («boald riy»), ametiste, si s’fase slut. Il tranteste-n pamant, piste foc, si
opireste. Apdi iel ii din spariet. Injie sparietu-ntr-insu. La muscali cat sunt saracii! Daca-l
descantd de spariet 1i trge. Daca-n cuvintele alea de descéntat pune pe Maica Domnului, pe
popa, apai asa-i leacu” (Cristescu 2003: 110).

%8 Cristescu 2003: 100. Aceiasi luptd si impotriva altor boli. Spre exemplu, descintitoarea
Ileana Cheptanaru, pe langa strans se mai ocupa si cu ,,descantecul de orbalt, deochi,... buba
neagrd, hudma, najit” (ibidem, pp. 78, v. si pp. 91, 92, 94-96, 98-99, 101, 122-123).

5 | Actiunea magici, protectoare a textului scris era pe deplin operantd daci i se alitura o
imagine”. ... in Moldova, la sfarsitul secolului trecut, calugarii dideau femeii ,,0 carte in care
este facut chipul dracului inconjurat de o scrisoare cu blestme bisericesti. Cartea trebuia
purtatd trei luni si se cheama carte de samca” (Gr. Grigoriu-Rigo). ,,Mai intdi se desena
chipul Samcei si al Arhanghelului Mihail care o bate cu un bici de foc §i o strapunge cu o
sabie. Sub acest desen urma textul conjuratiei” (Al. Ofrim, op.cit., p. 183).
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aprinde lumanarea si tamaiaza, apoi se apuca a citi cartea (cf. Cristescu 2003:
179).

Primul text la care vom facem trimtere, scris cu litere savone, este
preluat de Cristescu dintr-o Epistolie a Maicii Domnului nostru lisus Hristos,
de la informatoareca Vera Danga ce l-a primit ,,de la rus”. Pentru a primi
putere tamaduitoare, a sfintit-o la bisericd in sarbatoarea Sfintelor Pasti,
,can’sfintaste priotul pasca” (Cristescu 2003). Ramanand nemadritatd si dupa
ce i-a constatat utilitatea practica, s-a apucat chiar ea sa faca astfel de
brosuri®. Tn acest caz, fecioria este asociati virtutilor crestine si deci privita
ca forma de protectie. Dupa ce deseneaza chipul Avestitei pe hartia luatd de
la copil, 1 se pune carticica pe piept unde va sta timp de trei zile. Iata
fragmente din textul Cartii de strans, sau a Cartii Avestitei:

,Numele Tatalui s-al Fiului s-al Sfantului Duh, Amin.

lo, Sfantul Arhanghel Mihail, Voivodul ostirilor ceresti,
pogorand Muntele lerionului, intmpinat-a pre Avizuha (straca cheptu
copiilor) — aripa Satanei. S1 iera foarte groaznica. Parul capului iera
pand-n calcai. Si mainile iei iera de fier; si unghiile de la mana si la
picioare ca la sasere. Si ochii ca stelele /.../

Iar ieu am dzas: Sunt Fagca Avizuha, aripa Satanii. Si eu ma duc
in Vifliem unde am audzat ca vre sa nasca lisus Hristos ghin Maica
Fitioara Maria. $i marg sd o smintesc pre dansa. Atunsea Arhanghelul
Mihail o lut-o de parul capului, s-o bagarea in lat de fier. Si i-0 pus
palosul in coastili iei. /.../ Ma fac zgraiuri (o jivind) si broasca, si ciara
s porumb s musca si paianjin, sdjata groaznicd. S1 asa intra prin casile
oamenilor de-mbolnavesc barbatii si femeile; si prunsii i-omor in pripa
si ieu am noosprese nume: Intdi md cheamd Vestita, al doilea
Nafodora, a treilea Solomia, a patrulea Salina, a sanselea Locojda, a
sasdlea Avizuha, a saptilea Scarmila, a oplea Miha, noolea Lipiha,
zagelea Gripa, unsprezasilea Slaua, doisprase Nacatuta, treisprezisea
Ataua, paisprizasilea Hubiba, sinsprezislea Huba, saisprazisea
Ghiona, saptisprezase Isprava, noosprezase (sic!) Tihina

Si unde sunt acestea numi ali mele scrisa si chipul meu, de-aceea
casd nu ma pot apropia de saptizasi hotare de loc /.../”” (Cristescu 2003:
179-180).

Exista desigur mai multe variante fiecare cu elemente interesante de
particularitate, aproape toate pastrand conceptul regizoral ,,biblic” initial,
precum in exemplul de mai jos:

80 Ea declara ci ,,tit satu vine aici. Da sinsi lei, de sitit — or cat il lasd omul inima” (Cristescu
2003: 179).

161
Vol. 1 No 1 (2018)



,Ducandu-se Arhanghelul Mihai (in mss. Gavriil, evident gresti - n. editurii)
pe cale a muntelui, s-a intalnit cu Avestita, aripa Satanei. Si-i era (acesteia)
parul capului lung pana-n célcaie. Si ochii (ii) erau ca focul si din gura 1i iesa
foc. Si cu tot trupul schimonosit. Si-a intalnit-o Arhanghelul Mihail si-a
ntrebat-o:

-De unde vii tu, Satano, duh necurat? Si unde te duci tu si cum
iti este numele?

lar ea a zis:

-Eu sunt duh necurat, aripa Satanei! /.../

Si, incetand ingerul din bataie, incepu a i le spune:

-Eu am auzit de o fecioara Maria, fata lui Ioachim si a Anei, pe
care a vestit-o arhanghelul Mihail prin toate cetatile. Si cand a vrut
Maria sa nasca pe lisus Nazariteanul (am aflat si eu (si) merg cu ale
mele diavolesti mestesuguri ca s-o smintesc pe dansa si sa-l iau
copilul. /.../

-Eu méa fac musca, eu ma fac paiangen, eu ma fac magar si toate
nalucririle vazute si nevazute. Si merg de smintesc femeile si le iau
copiii si smintesc fetele lor prin somn greu dormind. Si am
nouasprezece nume ale mele: Avestita, Nevodara, Solomina, Zurina,
Nicora, Bezviha, Scarboala, Miha, Puha, Cripa, Zila, Nevata, Pisica,
Clipina, Egara, Esfor, Sutifir, Avia, Berzibute. Dar unde se vor gasi
numele mele scrise, eu num & voi apropia de robul (roaba) lui
Dumnezeu (cutare), in vecii vecilor amin!

-lar eu, Arhanghelul Mihail, te bat cu lantul de fier te leg, si cu
palos te injunghii, si te blastdm focului de veci! Si pe roaba (robul) lui
Dumnezeu (cutare) sa-1 lasi: Luminat/ Si curat/ Ca de la Dumnezeu
lasat/ Ca aurul cel curat,/ Ca argintul strecurat,/ Si de la maica-sa
nascut/ Sa ramaie luminat/ Si curat/ Ca soarele senin/ Amin!”
(Cristescu 2003: 172-173).

O variantd deosebitd este rugdciunea reprodusd de Pamfile dintr-un
manuscris din anul 1809:

,in numele Tatalui, si al Fiului si al Sfantului Duh, Amin!

Eu robul lui Dumnezeu, Sfantul Sisoi, pogorandu-mi din
muntele Elionului, vazui pe Avestita, aripa Satanei, a caruia parul
capului era pana la calcaie si cu ochii rosii de foc si cu mdinile
schimonosite, si de her, si cautatura salbatica, si cu trupul schimonosit,
si era foarte strajnicd si grozava. Si trecand mai pe urma, auzii de cétre
dansa si vidzui unde o intdmpind Arhanghelul Mihail, voivodul
ingeresc, si 1i zise:

-Stai, Satano, duh necurat, cu frica lui Dumnezeu! /.../

Eu sunt Avestita aripa Satanei, duh necurat, si viu acum din
fundul iadului, fiindca am auzit propovaduind buna vestiri Arhanghelul
Gavril, prin toate cetatile, de o preacuratd fecioard Maria, fata lui
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Ioachim si Anii, precum ca dintr-acea fecioara va sa nasca lisus Hristos
Nazarineanul, impdrat ceresc §i pamantesc, si merg cu ale mele mari
mestesuguri vazute si nevazute.

Iar Mihail Arhanghelul, o apuca de parul capului si-i infipse
palosul in coastele ei si o batu foarte strasnic, cu usturime de foc. Si o
intreba ingerul:

-Tu, duh necurat, cum si in ce chipuri te faci si intrii prin casele
oamenilor si le omori copii?

Si ea zise:

-Cand sant in somn, cu ale mele mari mestesuguri, vazute si
nevazute!

lar Ingerul se strdjnici. lard ea, de multi durere si usturime,
strigd cu mare glas ca s-o mai inceteze din bataie, si i le va spune toate
pre rand.

-Eu ma fac ogar si pisica eu ma fac; eu ma fac umbra si lacusta;
eu ma fac paianjan i musca si toate nalucirile vazute i nevazute eu ma
fac. Si asa, intru prin casele oamenilor de le smintesc maicele lor cand
sant ingreuiate, si iau si fata lor cand sunt In somn. $i mai curdnd ma
aproprii de fata care este ingreuiata si de rusinea lumii isi framanta
trupul si omoara copilul intr-nsa, si de vezevenghe (codosa — n.n.), si de
fermecatoare, si de care cauta cu ceard sau de care da cu bobii, si de
care cauta cu Sita sau cu peria, si de care nu tine in dreptate cu barbatul
sau. Si am nume: [.Avestita, 2.Nadarca, 3.Salomina, 4.Nacara,
5.Avezuha, 6.Nadaria, 7. Salmona, 8. Paha, 9. Puha, 10.Grapa,
11.Zliha, 12.Nervuza, 13.Hamba, 14.Glipina, 15.Humba, 16.Gara,
17.Glapeca, 18.Tisavia, 19.Pliastia.

Si supuindu-ma cu mare strajnicie, tu, sfinte arhanghele Mihaile,
voievodule, iatd ca-ti ... dau acest zapis al meu la mana preaputerniciei
tale, sfinte ingere, ca oriunde s-ar afla acest zapis al meu, la orice casa,
eu la acea casd (sd) nu ma poci apropia de sapte mile de loc si nici o
traba (sd) nu am la casa!” (Cristescu 2003: 210-211).

Intr-un alt text gasim deja multiple inflexiuni liturgice (formule cultice
,de putere”), dovada a faptului ca vechii copisti crestini s-au transformat
treptat Tn autori.

,Aceastd carticica este Eleonul, cdnd au intampinat Arhanghelul
Mihail Voievodul ingeresc pe Diavol Avestita aripa Satanii. Cand se au
adus Prea curatei nascétoarii de Dumnezeu bunevestiri, Arhanghelul
Gavrilu pentru nasterea Domnului nostru Is Hs, Diiavolu inca (cu
grabd) si au fost trimis aripa lui ca sd o sminteasca pre ia, ca pre alte
fecioare. Iatd milostivul Dumnezeu, cel ce a facut cu cuvantul toate si
cele gandite le stie, au trimis pre Arhanghel Mihail si au intampinat-0
pre ia ducandu-sa ingereste induntru.
De cele ce au patit Satana de Ingerul lui Dumnezeu:
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IS/HS
NI/CA

Aceasta epistolie este a lui Mihai sin Diaconu Sandu, sat
Valasanesti, si este zapisul Satanii cdnd au intdmpinat-0 Arhanghelul
Mihail pe Diavolul Avestita aripa Satanii. Care acest zapis, unde va fi,
nu si poate lipi Diavolul ca la gura Eleonului. Intimpinai pre Avestita
aripa Satanii, cdruia era paru capului lung pana la célcéie si cu ochii de
foc, si cu trupul schimonosit si cautatura salbatica, si mergea foarte
stramutata.

Si iatd o Intampind pre ia Arhanghelul Mihail Voievodul
Ingeresc si zice catra dansa:

-Stai, Satano, cu frica lui Dumnezeu. /.../

-Eu sunt Avestita, aripa Satanii, si ma duc ca am auzit de o
fecioara Mariia, fata lui Ichim si a Anii, i de aceasta fecioara au vestit
Arhanghelul 1n toate cetdtile precum cd din aceastd fecioara va sa
neasca lisus Nazariteanul, imparatul a toatd lumea, si merg cu ale mele
mari si diavolesti mestesuguri, vazute si nevazute ca sia smintesc pre
ea, precum am zmintit pana in zio de astazi pe alte fecioara cu ale mele
mari mestesuguri!

lar Arhanghelul Mihail, voievodul ingeresc zise:

-Ale tale devolesti mestesuguri s mi le spui si mie! /.../

-Eu cand me(i) voia ma fac ogaru, eu ma fac paianjan, eu ma fac
nalusitoare naluciri vazute si nevazute si merg de smintesc femeile si
le iau copii(i), si le stramut fata lor dormind in somn si cu alte
diavolesti mestesuguri smintesc maicile lor cand sunt ingreoiate cu
dangii. Si mai tare ma aproprii de care ia mana altor vite, si de care este
fermecatoare, si (de care cauta cu steao, sau cu ciara, sau cu paine, sau
cu plumb, sau cu sita, sau cu peria, sau cu boabe, sau cu care nu tine in
dreptate cu sotul sau, si de care este fata ingreoiatd si sa bate peste tot
trupul sau. De aceea ma apropii mai tare de cat de alte famei.

Si am noudsprezece nume: Cel dintdi: 1.Avestita; 2.Nadariia;
3.Solomiia; 4.Caldar; 5.Nicor; 6.Avesa; Sfanta Vineri; 7.Scornana;
8.Tiha; 9.Puha; 10.Grapa; 11.Zlie; 12.Perti (sau Persifa — n.a.),
13.Hapar; 14.Huliba; 15.Haba; 16.Gara; 17.Glipina; 18.Feti; 19.Tiia.
Cu aceste noudsprezece nume ale mele merg de smintesc fameile, dar
unde sunt numele mele scrise, eu nu ma potci apropia de peste mile de
loc si nice o treaba n-am la acea casa si la toate ale casii aceia, si unde
S-ar gdsi acestui zapis cu acest nume (muncitorule, care md muncesti,
pre mine)! /.../”” (Cristescu 2003: 212-213).

Credinta despre Samca se va raspandi si in Ardeal. Asa se face ca, intr-
o carticica tiparita la Sibiu in 1862, Epistolie a Domnului nostru Is. Hr., ce a
trimis-o Dumnezeu din cer, gasim imediat dupa Epistola Maicii Domnului si
Afuriseniile Arhanghelului Mihail asupra satanei Samca. Aici, printre
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exorcistii Samcei apare si Sfantul Sisoe, protectorul nasterilor si a copiilor
mici.

,in numele Tatalui si al Fiului si al Sfantului Duh, Amin. S.S.S.D.S.%!

Eu sunt Arhanghelul Mihail, voievodul ostirilor ceresti,
pogordndu-ma in muntii Eleonului, intAmpinai pe Avizuha, aripa
satanei, i era foarte groaznica: parul capului ei era pana la calcai, si
mainile ei erau de fier si unghiile de la maini si de la picioare ca la
secere; ochii erau ca stelele. /.../ Iar ea a zis: ,,eu sunt vasca-Avizuha,
aripa satanei, si ma duc in Vifeemul iudeei, c-am auzit ca vrea sa nasca
pe lisus Hr. din Maica fecioara Maria; si merg sa o smintesc pe ea. /.../
Eu ma fac ogar, si broascd, si cioard si porumb® si musca si paianjen,
si sdgeatd groaznicd; si asa intru In casele oamenilor si le smintesc
barbatii si le bolndvesc femeile si pruncii, §$i omor in pripa si
dobitoacele lor. Si am 19 nume: 1 ma cheama Vestita, 2.Navodaria;
3.Solnomia; 4.Silina; 5.Linicoida; 6.Avizuha; 7.Scarmila; 8.Miha;
9.Lepiha; 10.Gripa; 11.Stana; 12.Naconda; 13.Atana; 14.Hubiba;
15.Huba; 16.Giona; 17.Glubina; 18.Isprava; 19.Tihana; unde sunt
aceste nume scrise §i chipul meu, eu de acea casd nu ma pot apropia
decat de 70 de hotare de loc” (Marian 2000: 31-32).

Marian aminteste de ,,0 variantd a acestei rugiciuni, scrisd pe o
jumadtate de coalda de hartie, care mi-a comunicat-o domnul C. Soroceanu,
cantor la Biserica Sfantul Nicolae din Suceava, si care la randul sau a
capatat-o, dupa cum mi-a spus, de la un cdlugar din manastirea Dragomirna,
sund precum urmeaza” (Marian 2000: 32):

,,in numele Tatilui, si al Fiului si al sfantului Duh, Amin!

Eu, Sf. Arhangel Mihail, pogorandu-ma din muntele Elionului,
ntélnii pe acest duh necurat, cu pielea goala, ochii ca sticlele, cu tatele
pana la genunchi, cu parul capului pana la cilcai, unghiile ca secerile;
si l-am intrebat: «unde mergi tu, duh necurat?» si a raspuns: «merg, ca
am auzit cd vrea sd nasca Maria fecioara prunc dintr-insa, §i eu merg sa
0 smintesc pe eal»

Si aceasta auzind Arh. Mihail s-a méniat foarte rau, si 1-a luat de
parul capului si 1-a batut cu palosul cel de foc, si 1-a legat la grumaz cu
lant de fier, si 1-a Tntrebat cum T1i este numele. lar acel duh necurat a
raspuns cd are 19 nume, precum: Aripa Satanei, Abaroca, Ogarda,
Nesuca, Muha, Aspra, Hluchica, Sarda, Vinita, Zoita, Ilinca, Merana,
Feroca, Fumaria, Nazara, Hlubic, Nesatora, Gentia, Samca: iar unde

61 | Sfant, Sfant, Sfant, este Domnul Savaot” (Isaia, 6, 3).
62 Poate ci ar trebuie si scrie cioard porumbd, cici in porumb, dupd cum s-a ardtat mai sus,
nu se poate preface” (Marian 2000: 37, n.3).
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sunt numele mele scrise nu ma pot apropia de acea casa si de acel om
de 100 mile de loc. /.../

Si a raspuns Satana citre Sf. Arh. Mihail, cd se preface in
felurite chipuri, precum mata, musca, paiangen, pasare, umbra,
soarece, si asa intra in casele oamenilor de sminteste pruncii femeilor!”
(Marian 2000: 32-34).

La sud, in Valcea, mai mult sub forma unei superstitii, apare voalat
trimiterea la samca: ,,cand femeia nu poate sa nasca, se slobod pusti peste
casd (Gorovei 2000: 99) cu lehuza, pentru ca spiritele rele sa o intinda la
fugd” (Ciausanu 2001: 276). Ideea care a dus la aparitia acestui tip de
exorcism, este aceea cd duhurile rele sunt deranjate de pocnituri, produse
initial cu biciul, ori prin lovirea puternicad a unor obiecte (oale).

Constructul Avestita prin caracteristicile sincretice imprumutate din
credintele demonologiilor semite si liturgicul crestin, este un produs sincretic
prin intermediul caruia, imaginarul demonologic popular, a salvat formula
deja afectatd a unei credinte autohtone intr-o zeitate a fertilitatii. Fondul
semit este cel care 0 recupereazd in context precrestin, dupa cum
crestinismul 11 va oferi forma finald a constructului demonic.
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Abstract: In our essay we shall focus on the analyses (cum grano salis) of a limited
number of words from the introductory pages of the novel Barbarians (such as
gorgan, grui, crapcean, fald, sfada, etc.). Here, more than elsewhere the author
makes use of a good amount of rather strange words (old, regional or folk) in his
stylistic attempt to conceive the realm of the Dacians. We shall make an analysis of
the etymology of these rather uncommon words as designated in Vinereanu's
Etymological Dictionary of Romanian Language (2008) (unlike the traditional
Romanian dictionaries, a different vision). From the (probable) linguistic
discrepancies and stylistic preferences, findings will be drawn and novelties will be
suggested, concerned with Romanian language and culture.

Key-words: Emperor Trajan, etymology, Indo-European origin, King Decebalus,
Latin, Laurentiu Liviu Faighel's Barbarians, Romanian, Sarmizegetusa Regia,
Slavic, Thraco-Dacian substratum.

In 2008 Mihai Vinereanu, PhD published The Etymological Dictionary
of Romanian Language (936 pages) where he proved, to some extent, the
Thraco-Dacian origin of Romanian language. His main methodological
approach was to look for possible older Indo-European roots for a significant
number of Romanian words, traditionally of Latin, Slavic or other “recent”
origin. He made a comparison with many other (old) Indo-European
languages and, arguing those words already existed in the specific languages,
they might have just as well existed in the Thraco-Dacian substratum of the
Romanian language (of which little if anything is known), without necessary
having to have “imported” them from Latin, Slavic, etc. From about five
thousand words of old or traditional Romanian stock he proved that about
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13% might be of Latin origin, 8% of Slavic origin and at least 58% might
represent the Thraco-Dacian essence.

In 2010 Laurentiu Liviu Faighel published a novel called The
Barbarians (771 pages) in which he depicted the society, culture and
civilization of the Dacians at their peak, focusing on the brutal, exhausting
and complex military campaigns the Roman Empire fought against the
Dacian kingdom from 101 to 106 on the territory of nowadays Romania,
with the ultimate conquering of the capital Sarmizegetusa Regia. Though
Emperor Trajan and King Decebalus are present in the novel, the protagonist
is a simple Dacian soldier, from whose perspective and on whose experience
a more genuine image is drawn. Mention should be made that there isn't a
black and white antagonism, but an equable picture, with positive and
damnatory issues on both sides. All in all, an authentic story of what might
have really happened.

1. “In the torridity of the summer’s months the Italian
millet, the horse thistle and the couch grass were growing over the
hillocks warped by the intense heat where the herds of half-wild horses
were living their lives.”%

[“In vipia lunilor verii, dughia, palimida si pirul inibuseau
gorganele scorojite de arsita, unde isi faceau veacul tabunurile de cai
salbatici;” (Faighel 2013: 8)]

GORGAN = 1. A mound erected over a grave 2. Mound; knoll;
hillock.

Persian Gorkhanah “funeral monument” (Miklosich 1867: 103)/ gor-
khana ““a sepulcher, a tomb, a mausoleum; a cavern; an empty room without
a window; a cell” (Steingass 1963: 1102) came into Romanian through the
Turkish kurgan (Sadineanu 1900 II: 191) or through the Russian kurgan
(Hasdeu 1878 I: 282); cf. ukr., pol., kurgan. The Slavic forms are late
loanwords into these languages, due to the absence of the metathesis of the
liquid consonant.

It is an old IE root which existed in several languages; the Turks took it
from the Persians and the Slavs from certain Iranian tribes from the North of
the Black See or from other Indo-Europeans. Noteworthy that in Romanian
the initial velar stop is voiced, as it is in Persian, followed by o as in Persian,
whereas the Turkish form is a little bit different. In Romanian, the original
meaning of “funeral monument” (if that was the initial meaning in truth) was

8 All quotations herein were translated from Romanian into English by the author of the
article.

170
Vol. 1 No 1 (2018)



not retained, as the Romanian GORGAN means “a mound, an elevation of
land”. The Romanian form is likely indigenous and must originate in a
common root together with the Persian Gorkhanah.

PIE *kouko-s “round, bent/arched” (IEW 1959: 588) with the
epenthesis of the liquid r. It is obvious that the Romanian GORGAN has the
same origin as the Persian Gorkhanah and it may be indeed a loanword from
an lIranian language from the North of the Black Sea from the Pre-Roman
epoch. Thus it is not a loan from Turkish or Russian. An argument for the
idea of an Iranian loan in the case of the Romanian GORGAN may be the
fact that the Dacians were preponderantly cremating their deceased and the
ashes of the dead was deposited in the tomb along with other objects. The
funeral mound may have been used by the Dacians as well in the case of
some kings, nobles, heroes or military commanders for the Dacians were the
direct descendants of the bearers of the civilization of Kurgans. (Vinereanu
2009: 401)

Gorgan is a little used word in Romanian at present. However in the
city center of Bucharest there is a church named “Sfantul Ilie-Gorgani”. It
was erected between 1812 and 1818 on a place where an older church
existed, first attested on August, 6", 1639. The place itself always had the
name “the mound of Gorgani”. This may be for it is named as any of the tens
of artificial mounds erected in the Wallachian plane in the old times. Or it
may bear the name of a historical figure from 1630’s, Gorgan Spatarul (“the
Sword Bearer”). Anyhow, the word was common reference in the old days.
Nowadays for the meaning “hillock” the common word is movila which, in
traditional Romanian dictionaries, has a Slavonic origin. Nonetheless
according to Vinereanu, movila has, in its turn, a Thraco-lllyrian origin
(Vinereanu 2009: 550-551). For the meaning “a mound erected over a grave”
there is no specific single-word in Romanian at present. Thus one can
conclude that Faighel could have used any of the words gorgan or movila if
he intended the meaning “hillock”. For the grave underneath he had to turn
to gorgan. It is not clear which of the meaning the novelist intended, though
“hillock” is more likely. In any case, looking to express an ordinary reality of
the Dacian realm, the novelist turned to a rather uncommon Romanian word
at present, which is likely to have a Dacian origin.

2. “On a steep hillock, lined in the west by thickets of dwindling
bloody twigs interweaved with osiers and brambleberries, the Roman
camp rose.”

[“Pe un grui pieptis, marginit la soare-apune de boscheti de sangeri
pirpirii impletiti cu lozii si rugi de mure, se 1ndlta castrul.” (Faighel 2013: 6)]
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GRUI = (small) hill, hillock.

Lat. *grunnium “snout of a pig” (Candrea, Densusianu: 1907-1914;
2006; Scriban 1939/2013; Cioranescu 1958: 3907).

PIE *guer-“mountain” (IEW 1959: 477); cf. Sanskrit giri “mountain”,
Avestan gairi “mountain”, Lithuanian giria “forest”, Latvian dziria, Old
Church Slavonic gora “mountain”, Albanian gur (pl. guré) “stone”. Walde-
Pokorny find that the Greek fopéac “the north wind” originates from this
root (though it may be related rather to the Romanian BURA = “drizzle,
fog/haze/mist” a Dacian word). Furthermore Walde-Pokorny says that the
name of the Hyperboreans is Thracian “those who live beyond the North
Wind/mountains, across the mountains”. Indeed the Greek named the
Thraco-Getae - Hyperboreans, those who lived north of the Haemus Mons
(nowadays Balkan Mountains).

GRUI has a Thraco-Dacian origin.

Derivatives: gruiet (diminutive), gruios. (Vinereanu 2009: 409)

Grui is a rather little used word in Romanian at present, though not
totally obsolete. For the meaning “hill” the common word is deal and for
“hillock” there is colina. Deal is traditionally looked upon as having a
Slavonic origin, vehemently declined by Vinereanu, who notices the Semitic
similarities and, through the Nostratic Hypothesis, concludes it has a Thraco-
Dacian origin. (Vinereanu 2009: 309). Colina is a French loanword, though
Vinereanu sends us to colnic, a word with the same meaning, “hillock”, and,
of course, not of Slavonic, but of Thraco-Illyrian origin. Nonetheless, the
novelist could have used any of the (more or less) synonyms, yet he
preferred the (appreciably) more eloquent grui. As it is the very third word of
the novel, one can easily see the stylistic option. In his attempt to describe
the familiar landscape of all Dacian realms, the novelist turned toward a
more expressive word, of probable Dacian origin, at the very beginnings.

3. “They were no longer being harmed by the warriors of king
Decebalus when they were to farm their fields, to breed animals, to slake
lime, to make wine or to fish small carps and crucian with the fish spear
from the river’s ponds.”

[“Nu mai sufereau nicio sminteald din partea ostenilor regelui
Dekebalos cand era sa-si cultive ogoarele, sa creasca vite, sa arda var, sa faca
vin ori sa prinda crapceni si caracude cu ostia din baltile fluviului.” (Faighel
2013: 11)]
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CRAP (Aromanian/Macedo-Romanian/Vlach, Megleno-Romanian
crap) = carp, a freshwater fish (Cyprinus carpio).

Bulgarian, Serbo-Croatian “crap” (Miklosich 1862: 16; Cihac 1870 xii:
62); cf. Greek Kvmpivog “carp”, Albanian Krap, Russian krop, Old High
German karpo, Middle High German karpfe, Lithuanian karpa, Latvian
karpe, karpa, Swedish karp, Estonian karp. Vasmer (1953-1958 II: 334-5)
believes that the Germanic forms emerge from the Thracian etymon Kanpior
“Carpi” and “Carpathians”, respectively. Nevertheless he alleges that the
Slavic languages took the form from the Germanic languages.

Mention should be made that the name actually exists in most of the IE
languages from Europe. Thus the Latin form carpa is confirmed at
Cassiodorus, an author from the 6™ century AD, who specifies it as a fish
that grows in the Danube. Some authors find that the Latin carpa is a
loanword from Gothic (cf. Walde 1965 I: 171). The fact is that one does not
have to turn to loanwords because carpa exists in many of the IE languages
from Europe. Necessarily it must have existed in the Getae-Dacian language
as well, since this fish was breeding in the Danube. Ernout-Meillet relate it
as well to the name of the Carpi, a hypothesis that is assumed by Vasmer,
too. Barnhart (1988: 146) thinks that Latin took it from Germanics which, in
their turn, borrowed from an unknown pre-Germanic source. It is known that
prior to the arrival of the Germanic peoples from the Scandinavian
Peninsula, until V-1V centuries BC Central Europe was inhabited by the
Celts as far as the Rhine, neighboring the Dacians to the East.

“when the bold Massiliote Pytheas undertook his voyage of discovery
in the North Sea in B.C. 325, he found that on the Rhine the nation of
the Celts gradually changed into another, for which he uses the
indefinite term of Scyths” (Schrader 1890: 428).

It is a well-known fact that the Greeks used the generic term of
Scythian when they referred to Dacians as well (cf. Vinereanu 2003: 47-48).

Hence CARP is an old IE term obviously used by the peoples where
the carp bred. Thraco-Dacian origin. (Vinereanu 2009: 276)

1050 km of the length of the Danube river shores and 30% of its basin
(including the delta) are on the territory of nowadays Romania and these
figures were even larger for Dacia (a time when Danube River was looked
upon as sacred). There are 133 species of fish (still) populating its waters,
including impressive species such as great sturgeon. And yet, the novelist
chose the carp. This may be for the carp is one of the several wide-spread
species. Or for it may relate to the name of the Dacian tribe “Carpi” and even
more, to the stronghold of the Dacian people, the Carpathian mountain range.
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Though the statement is a bit far-fetched, it is too much of a coincidence not
to consider (at least) the second argument.

4, “Nevertheless, Caesar Domitianus boasted of as a Dacicus
and celebrated his triumph in great haughtiness; and few had knowledge that
much of the wealth he put on airs he had snatched by sword from the
Dacians actually reddened the chests of the treasury.”

,Cu toate acestea, Caesar Domitianus se impaunase cu titlul de
Dacicus si-si serbase cu mare pohfala triumful; si putini stiau cd multa avutie
cu care se grozavise ca ar fi smuls-0 cu sabia de la daci Tnsangerase sipetele
visteriei.” (Faighel 2013: 11)

FALA (Megleno-Romanian falbid) = 1. haughtiness, pride. 2. glory,
reputation/fame.

Old Church Slavonic chvala “praise, eulogy” < Old Church Slavonic
chvaliti “to praise” (Miklosich 1862: 51; Cihac 1870 xii II: 107; Cioranescu
1958: 3250); cf. Bulgarian fal(b)a, Serbo-Croatian fala, Russian chvala
“praise, eulogy”. Vasmer (1986-1987 1V: 228) finds the Slav forms having
an uncertain origin, yet he relates them to the Old Icelandic skvala “to call, to
shout/yell”, skvali “noisy/loud”, New High German swellan “to
swell/inflate”, English swell.

In any case, Old Church Slavonic chvala provides no explanation for
the Megleno-Romanian falba, which is an older form than the Daco-
Romanian fala. Thus one has to find another etymology for the Romanian
fala. In this case the Germanic forms should be accounted for. Barnhart
(1988: 1101) relates the English swell to the Gothic uf-swalleins “pride,
vanity/conceit”. The root exists in several Germanic languages. It is not too
clear the relation with Old Church Slavonic chvala, though it seems to be a
cognate with the forms in the Romanian language.

Lehmann (1986: U13) states that the Gothic form does not have an
established etymology and that this root is only present in the Germanic
languages. One has to keep in mind that the meaning of the Romanian fala is
identical with that in Gothic. Considering the Germanic forms and the one in
the Romanian language it can be reconstructed a PIE *(s)ielb “pride,
vanity/conceit”. The Romanian fala originates in this root through a Thraco-
Dacian *valba, *falba> Old Romanian *falba (cf. Megleno-Romanian falba)
> Romanian fala. The presence of b explains the absence of rhotacism of the
intervocalic I. From the Pre-Latin stock.

Derivatives: a se fali “to swagger”, falos “haughty”, falnic “glorious”.
(Vinereanu 2009: 346)
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There is a wide range of currently in fashion synonyms in Romanian
for (the slightly obsolete) fala. For some of these Vinereanu expressed, of
course, his option for other etymons: trufie (not Latin, but Pre-Romanic),
ingamfare (not Latin, but Thraco-Dacian), faima (not Latin, but pre-
Romanic), maretie (not Latin, but Thraco-Dacian). In some other cases,
Vinereanu did not dwell upon different etymons, such as: fudulie (Turkish),
pompa (Latin, French), orgoliu (Italian), glorie (Latin, Italian). Somewhere
in between is stralucire, which may be from the unattested Latin *lucire, or
may be related to the Hittite lak “to light”... In any case, the novelist
preferred the antiquated fala, most likely for stylistic effect. Coincidence or
not, it is, according to Vinereanu, not Old Church Slavonic, but of old pre-
Latin origin.

5. “Unlike the ill-tempered woodsmen, the lowlanders — comati,
as they called themselves — had an amicable temper and were fond of feasts.”

,,Spre deosebire de sfadnicii codreni, cAmpenii — comati, cum isi ziceau
el Ingisi — erau sotiosi din fire si iubitori de petrecere;” (Faighel 2013: 8)

SFADA = 1. Quarrel / dispute / feud. 2. Conflict / strife, disagreement /
dissension / friction.

Old Church Slavonic svada “conflict, slander” (Miklosich 1862: 47;
Cioranescu 1958: 7720). The Old Church Slavonic form svada is not
attested, instead there is a similar form, OIld Church Slavonic svar
“quarrel/dispute” (cf. Blagova 1994: 593) which cannot be the etymon of the
Romanian sfada, though the two forms are obviously cognates; cf. Russian
svara “quarrel, enmity” from the Proto-Slavic *svar, Bulgarian svara
“reproof/reprehension”. The Slavic forms are related to the Latin sermo, -nis
“dispute, conversation”, Oscan sverrunei “the one who is speaking”, Gothic
swaran “swear/vow”, Old Icelandic svara “to answer”, Old Saxon andsvara
“to answer”, English answer, English swear (cf. Vasmer 1986-1987 II: 585).
There is also the form sfara “strife/quarrel” (archaic) in Romanian.

So the Slavic forms have the liquid consonant r in word-final as the
other IE languages (Latin included). N. Densusianu (1986: 1105) relates it to
the Greek oc@edavog “violent, vehement”, but also to the Medieval Latin
faida “enmity”. Romanian language has both forms, with d and with r. The
forms with r are spread in several groups of IE languages. They both
originate in a common root. On the other hand, forms in dental (consonant)
exist in Romanian and in Germanic languages. cf. Old High German fehida
“wrangle, enmity”, Old English fahd “idem”, Middle English fede idem”,
English feud “idem”, English foe “enemy”. The Medieval Latin faida,
specified by Densusianu, must originate in Old High German fehida, with
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the elision of h, a sound that had disappeared in Late Latin. From the pre-
Latin fond. Derivatives: a (se) sfadi “to quarrel”, sfadire “reprimand”.
(Vinereanu 2009: 756)

There are plenty synonyms in Romanian used nowadays for the
obsolete sfada. For a few of these Vinereanu expressed his option for other
etymons: gdlceava (not Old Slavonic or Bulgarian, but Thraco-Dacian),
zazanie (not Medieval Greek, but uncertain). For most of the others, not:
cearta (Latin), conflict (Latin, French), neintelegere (Latin), divergenta
(French, Latin). Disputes, conflicts, or dissensions were some of the
landmark features of the Dacians, something that was noticed as early as
Herodotus in his Histories (440 BC):

“The Thracian people are, following that of the Indiana, the most
numerous in the world. If they had a single leader or if the Thracians
could get along with one another they would be unconguerable and in
my opinion stronger by far than any other peoples. But this is
impossible and shall never be achieved. Therefore are they so weak.
The Thracians have several names, according to the region inhabit, but
their customs and habits are quite the same for all of them” (Herodotus

1949: 19).

The novelist preferred the antiquated fala, and not any of the many
synonyms of Latin origin. Coincidence or not, this is, according to
Vinereanu, not Old Church Slavonic, but old pre-Latin stock. The novelist
used an old pre-Latin word to designate a defining feature of the Dacians. It
IS, once again, something more than a mere stylistic effect.

There is a large number of other words the author made use of in the
seven introductory pages of the novel for an obvious stylistic effect, trying to
depict the ancient world of the Dacians by means of early speech. Much of
these are to be found in Vinereanu’s Dictionary as having a probable Thraco-
Dacian origin (and not Slavonic or Latin as the traditional etymology
asserts). Plenty describe the Dacian landscape: bahna “marsh”, arin “alder
tree”, pir “couch grass, twitch”, cer “cerris”, gdrnita “the Hungarian or
Italian oak”, rogoz “sedge”, snger “bloody twig”, bortelit “holey, hollowed
out”, some referring to animals: boncdlui “to bell (about stags)”, ciutac
“short horned ox”, grostei “piglet, young pig”, some to domestic life: bulgur
“grinded wheat”, ostie “fish spear’, gireada “stack, rick”; some to habits:
lotru “robber”, dobdnda “loot, spoils”, smintealad “loss, damage, harm,
trouble”, and some to spiritual life: stima “daemon, spectre, spirit”, bala
“monster, dragon, wild beast”, etc.
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One cannot know whether the novelist Laurentiu Liviu Faighel was
aware of the existence of Vinereanu’s Dictionary when writing the
introductory pages of the novel. The two years interval between the
publication of the two tomes leave room for ambiguity / any option.
However, it is most likely that the author did not examine the scientific work
when writing the novel. He was probably simply making use of less known
words with an appealing sonority. If so, we have a foretaste of involuntary
adequateness. In his endeavor for authenticity when resurrecting the world of
the Dacians, the writer may have actually voiced the barbarians.
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Abstract. The Polish exegesis of Mircea Eliade's work has grown after 1989
through monographs and studies devoted entirely to hermeneutics that the historian
and phenomenologist of religions imposes on the sciences dealing with the study of
sacredness, of religious phenomena and related symbolism. The book Man in the
world of symbols. Philosophical anthropology of Mircea Eliade by Artur Rega is
among them.
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Artur Rega este filozof si antropolog polonez. Printre preocuparile lui
principale se afld antropologia filozofica, de la problematica pozitiei omului
fata de sacru, pana la aspecte filozofice ale inteligentei artificiale.

Cartea Omul n lumea simbolurilor. Antropologia filozofica a lui
Mircea Eliade a aparut in 2001, la Cracovia, la Editura Nomos. Subiectul
principal al cértii constd In expunerea si analiza ideilor lui Mircea Eliade.
Rega descrie conceptia mitului, a simbolului, a arhetipului la Eliade, precum
si functiile pe care le indeplinesc in jurul realitdtii create de Eliade. Un
element important al cartii este prezentarea antropologiei filozofice a lui
Eliade, conform careia omul religios, prin experienta sacrului, adica ceea ce
este real, devine liber de conditii istorice si creativ.

Cartea este alcatuita din introducere, patru capitole si mentiuni finale.

In introducere, Rega explica scopul acestei lucrari, care, in afara de
atragerea atentiei publicului polonez asupra operei filozofice a lui Eliade,
vrea sd demonstreze ca problematica antropologica ocupa in opera lui Eliade
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un loc foarte important si ca analiza religiozitatii de catre Eliade poate fi
consideratd ca drumul lui original in intelegerea omului. Un alt scop este
prezentarea dimensiunii filozofice a conceptiei descrise, mai ales princiipiile
de natura ontologica care se afla in sursele ei (Rega 2009: 7-8).

Rega mentioneaza ca, vorbind despre dimensiunea filozofica a operei
lui Eliade, trebuie sa tinem cont de faptul ca aceasta este ascunsa in lucrari
din domeniul literar si al stiintei religiilor, ceea ce provoaca greutati de
interpretare pentru filozofi. Mai mult decat atat, specificul limbajului lui
Eliade necesita multd rabdare si efort hermeneutic pentru a intelege mesajul
filozofic cuprins in analiza fenomenului religiozitatii. Rega are impresia ca
Eliade uneori camufleaza idei filozofice prin stilul stiintific. Totodata, lucrarile
lui par a fi cateodata in afara discursului stiintific si se amesteca in ele stratul
descriptiv si normativ (Rega 2009: 8).

Tn cartea sa, Rega a cuprins multe citate din Eliade, ceea ce, conform
filozofului polonez, permite sa atragd atentia cititorului asupra literalitatii
limbajului lui Eliade. Rega face observatia ca multe dintre ideile lui Eliade se
repeta in articolele si cartile lui. Iar in documentarea tezelor sale, Eliade nu evita
repetarea unor comparatii sau argumente.

In primul capitol, intitulat , Mijloacele de baza care folosesc la descrierea
fenomenului omului in antropologia lui Mircea Eliade”, Rega se ocupa de
analiza modului de a intelege notiunile de simbol si mit, necesare pentru
intelegerea viziunii omului, prezenta 1n reflectiile lui Eliade.

In capitolul al Il-lea intitulat ,Sacrum si profanum — drumul citre
reconstruirea antropologiei filozofice”, Rega indica cititorului polonez
consecintele antropologice ale impartirii lumii la Eliade in sfera sacrum si
profanum. Conform acestei conceptii, dorinta de a resimti sfera sacrum a fost
realizatd in societdti primitive intr-un mod natural. Orice ritualuri de initiere,
practici samanice si alte ceremonii permit oamenilor sa se regaseascd intr-0
realitate diferitd, neschimbatoare si ontologic mai durabila. Conform lui Eliade,
situatia omului contemporan in societatiile lumii vestice este diferitd. Pentru un
astfel de om o singura realitate la care are acces este prezenta desacralizatd in
lume a carei axis mundi nu este legata nici de Iad nici de Paradis. Astfel,
dimensiunea sacrului, care se exprima prin legatura intre mit si ritual, indica
specificitatea viziunii lumii prezente in trairile lui homo religiosus.

Tn al Ill-lea capitol, intitulat ,,Omul in fata istoriei”, Rega prezinta felul in
care Eliade intelege temporalitatea si istoricitatea existentei umane cuprinse in
conceptia de homo religiosus. Filozoful polonez atrage atentia asupra conditiilor
ontologice si consecventelor practice ale modului diferit de a primi functia si
importanta timpului si istoriei de catre societatile arhaice si cele contemporane.

In capitolul al IV-lea, intitulat , Esenta antropologiei filozofice a lui
Mircea Eliade”, Rega se concentreaza asupra a trei diferente intre homo
religiosus si homo historicus privind urmatoarele aspecte:
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1. Demonstrarea diferentei intre modul de a privi libertatea de catre homo
religiosus si homo historicus;
2. Indicarea diferentelor in modul de a intelege creativitatea;

Prezentarea modului 1n care perspectiva mortii are influentd asupra vietii
omului religios. (Rega 2009: 11-12)

Filozoful si antropologul polonez subliniaza faptul ca ,,Mircea Eliade este,
fara indoialda, unul dintre putinii umanisti romani care au castigat o faima
mondiala si recunoastere” (Rega 2009: 11). Numele lui Eliade este asociat cel
mai des cu istoria religiilor, dar pentru Rega mai potrivita ar fi denumirea de
»ganditor”, deoarece modul lui de a intelege religia iese dincolo de analize
tehnice si factografice ale fenomenelor care constituie obiectul cercetdrii unui
istoric al religiilor. De aceea, Rega subliniaza ca trebuie sa avem in vedere ca
Eliade, numindu-se ,,istoric al religilor”, se refera la cineva care nu doar ca stie
istoria unui anumit fenomen religios, ci mai ales il intelege sau cel putin
incearca sa-l inteleagd. Rega spune ca in opera lui Eliade nu vom gasi nicio
cotiturd atat privind subiectul cercetat, cat si metoda pe care o foloseste. Astfel
comentatorii conceptiei lui nu trebuie sa faca referire la cronologia in care au
fost scrise urmatoarele lucrari, pentru ca deja in Tratat de istorie a religiilor
(1949), Eliade a abordat majoritatea celor mai importante subiecte privind
conceptia religiei si omului (sacrum-profanum, notiunea de timp si spatiu sacru,
semnificatia si structura mitului si simbolului etc.). Urmatoarele lucrari sunt fie
monografii dedicate subiectelor abordate deja in Tratat, fie, cum este in cazul
Istoriei credintelor si ideilor religioase, dezvolta tezele deja prezentate in
Tratat.

Tratarea urmatoarelor carti ale lui Eliade ca elemente ale unei opere mari
s1 coerente este conformd sugestiilor lui Eliade insusi, care in interviul cu
Claude-Henri Rocquett a constatat urmatoarele:

,Mi laud ci sunt inca la mijlocul lucrului. imi riman multe de indeplinit.
Dar, pentru a putea judeca ceea ce am scris, cartile mele trebuie judecate
in totalitatea lor” (Eliade 1990: 157).

Rega abordeaza in cartea sa conceptia lui Eliade din punct de vedere
antropologic, totodatd mentionand faptul ca opera savantului roméan este din ce
in ce mai populara in Polonia, drept dovada traduceri noi, care apar pe piata
polona. In acelasi timp Rega observi si lipsa elaboririlor critice.

Dupa cum spune filozoful polonez, trebuie stiut faptul ca Eliade a fost si
scriitor apreciat, drept dovada nominalizarea lui de doua ori (1979, 1980) pentru
Premiul Nobel pentru Literaturd. Rega considera opera lui beletristica ca o
complementare interesanta a lucrarilor lui stiintifice, dar literatura constituie
pentru Eliade un fel de mitologie personald, ceea ce nu inseamnd ca este
independenta de aspecte mitologice universale ale caror existentd Eliade a
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ncercat s-o dovedeasca in calitate de istoric al religiilor. Conform lui Eliade,
,literatura este fiica mitologiei”, iar orice naratiune, chiar daca povesteste despre
un fapt cat mai obisnuit, continuad traditia marilor istorii povestite in mituri,
constituind explicatia inceputurilor lumii si omului.

Rega 1l vede pe Eliade prezentandu-se in Tratat ca literat, savant si om
care isi priveste viata in categorii mitice. lar in Jurnale il putem regasi pe Eliade
filozof. Totodata, metodologia lui Eliade are ca scop intelegerea fenomenului
religios si a raportului intre om si sacru.

Concluzionand, Rega spune ca putem observa ca la baza gandirii lui
Eliade se afla patru elemente:

1. Elemente biologice (inclusiv experienta lui Eliade in India);

2. Studii despre istoria religiilor, care i-au atras atentia lui Eliade asupra

problemei raportului dintre om si fenomenul religios;

3. Studii filozofice, care I-au ajutat pe Eliade sa largeasca perspectiva de
cercetare (de la istoria religiilor pdnd la antropologia filozoficd),
precum si baza metodologica;

Preocupari literare (bazate pe vizionarism si imaginatie) (Rega 2009: 23-

24).

La sfarsitul cartii sale, Rega spune ca putem trata opera lui Eliade ca unul
dintre elementele reactiei pe care o putem observa in ultimele decenii impotriva
rationalismului, care limiteaza posibilitatea cunoasterii umane numai prin
metode stiintifice, eliminand sursele de baza, precum mituri si simboluri
religioase. Eliade considera ca fiecare om nu numai ca poate trdi, dar si traieste
experienta religioasd. De aceea, Eliade vede necesitatea analizei unor
comportamente umane din perspectiva provenientei lor religioase. O astfel de
analiza, pe de o parte poate Tmbogafi cunostinfele noastre despre fenomene
religioase, pe de altd parte poate contribui la redescoperirea dimensiunii
simbolice a relitatii. Dupa cum spune Eliade, ,,the history of religious meaning
must always be regarded as forming part of the history of the human spirit”
(Eliade 1969: 9).

O astfel de privire i-a adus lui Eliade atat adepti fideli, cat si oponenti
aprigi. Au fost criticate scopurile, metodele si concluziile cercetarilor lui. I s-a
reprosat lipsa de obiectivism, electism metodologic, normativism si misticism.
Rega considera ca

,»viziunea antropologica cuprinsa 1n gindirea lui Eliade nu ar trebui privita
nici ca o incercare stiintifici de a generaliza materiale factografice culese,
nici ca «literaturd cu note de subsol», nici ca o conceptie mistica care
incearcd sia dea credibilitate tezelor sale prin plasarea lor in anturajul
stiintei academice” (Rega 2009: 212).
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Conform filozofului si antropologului polonez, conceptia lui Eliade a fost
marcatd de preocuparile lui literare, filozofice si despre stiinta religiilor, iar
majoritatea criticii impotriva acesteia reiese din receptarea unidimensionala a
operei lui Eliade, cu toate ca uneori avem impresia ca Eliade il lasa pe cititor sa
interpreteze lucrarile sale in feluri diferite. Dar, dupa cum spune Rega: ,,vie si
inspirativd poate fi doar o astfel de operd care nu da raspunsuri simple, ci
forteaza la continue cautari” (Rega 2009: 213).

La final, Rega spune ca,

mindiferent daca ne vom ldsa convinsi sau nu de argumentele autorului
Tratatului, merita si le cunoastem, avand in vedere cd, cel putin in
Polonia, interesul pentru opera lui este in continua crestere. in ceea ce
ma priveste, nutresc speranta ca aceastd carte poate fi consideratd ca
interesanta si, in sensul eliadian, creativa, ceea ce nu inseamna ca este
o singurd si adevdratd reconstructie si interpretare a conceptiei
antropologice a ganditorului roman” (Rega 2009: 214).
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Abstract. Romulus Bucur is a renowned writer and literary critic. He is also faculty
member at Transylvania University of Brasov, institution well-known for its courses
of creative writing and translation studies. “Glosses” is a nimbly written
theoretical book wherein many topics are analyzed. One of the most important is
the work of Alexandru Musina, editor, writer, professor, and mentor of the Group of
Brasov (a fertile contingent of writers still holding sway in Romanian literature).
The second part of the volume is dedicated to the Romanian translations from
the classical and contemporary Chinese culture. Mention must be made about the
semiotic approach to all literary works glossed about.
Key-words: glosses, Chinese culture, School of Bragov, semiotics, postmodernism.

Using methods specific to hermeneutics and semiotics, Romulus Bucur
analyzed ideas, books, and translations. The referred milieu was the
contemporary Romanian culture. The focus points were the School of Brasov
and the Romanian translations from classical and contemporary Chinese
authors.

When a subtle author like Romulus Bucur publishes a volume with the
title Glosses (Glose, Tracus Arte Press, Bucharest, 2017), | find it perfectly
normal that its introduction should be titled “Glosses at Glosses™. This book
is a collection of articles, chronicles, and glossing reviews, that is, focusing
on les facultés maitresses which might adjoin the (self)-ironical glossarist to
expositores (cf. Konrad Hirsau) or even to magistri (cf. Cassiodorus).

Following in the steps of Roland Barthes, we are told that the volume
is a fabric of inter-texts, that is, a text woven from others’ texts. The
impression is of an overwhelming work in progress, as Lucien Goldmann
would have put it (in French). This hint is a fillip to those obsessed with
hunting plagiarism, even after we crossed the poststructuralism— what to say
about postmodernism? — instead of chasing the lack of ideas and hypotheses.

8 Bucur, Romulus (2017). Glose / Glosses. Bucuresti: Tracus Arte.
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Romulus Bucur disparages exactly the intellectual aridity of many academic
writings.

The rigorous organization in chapters and subchapters (building up a
sort of “kata”) is enlivened by the multiple considerations referring to
semiotics or to the personal canons.

It is useful to remind that Romulus Bucur perfectly integrated into the
School of Brasov, tutored by Alexandru Musina. In a chapter titled Amicus
Plato (which is thought-fostering), the gloss-man notices that Musina either
had not progressed from the theoretical stance postulated in The Poetry of
Everyday Life (Poetica cotidianului, 1981), or was obsessed with a certain
thematic.

Already anti-postmodern, Musina was in favor of idea in literature and,
to avoid endemic seriosity, he assumed the condition (so postmodern) of a
trickster. The choice is obvious especially in his correspondence, where the
professor made use of “intellectual bricolage, constructions founded on free
associations, on analogies, on extrapolations” (Bucur: 56). To the liborgs
(the words-twisters, apud Musina), he was a populist, to N. Manolescu he
was a “Socrates of Brasov and a Pascal of Olanesti” (69).

Following a neo-Marxist line of thought, the chronicler records various
ideologies that are the fundament of Cultural Studies. While reviewing books
by Sorin Antohi, Ciprian Siulea, Sanda Golopentia and many others, Bucur
seems laid back and without obvious parti pris. Remarkably knowledgeable
of Romanian cultural trends of the last thirty years, he nurtures neither
illusions, nor despairs. The interest in semiotics opens him additionally to
theoretical books, but also to those come from other fields. Identically, the
keys of his laptop, although more sensitive to consecrated names, show no
hesitance in producing reviews to the books of those less haunted by success.

A significant part of the Glosses is dedicated to translations into
Romanian from the Chinese culture. One example is huaben prose, part of
popular literature from which Toni Radian translated. The subtlety of the
commentator’s prowess in the field becomes evident when he shows that the
term “weiq” is wrongly translated as ‘“checkers”, when it in fact targets the
Go game, under the Japanese denomination, as it is described in Meijin,
Yasumari Kawabata’s novel.

But not only literature! There are reviews of the books written by the
famous sinologists Mira and Constantin Lupeanu: Viata intimd la chinezi
(Private Life at Chinese People), Qilinul de jad (The Jade Qilin, 1992) and
Rogojina de rugad a cdarnii (The Prayer Mat of the Flesh, 1996). These are
studies of mentality that acknowledge the high degree of appreciation for the
well-educated courtesans in the ancient China.

The politology specific to this area is approached while analyzing Jean
Levi’s Functionarii divini. Politicd, despotism si mistica in China anticad,
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(The Divine Clerks. Politics, Despotism and Mysticism in Ancient China,
Amarcord Press, 1985). A characteristic of the Chinese governing system
would be hypocrisy, that is, camouflaging the repressing force with the help
of a motivational discourse. Dao principles were astutely adapted to shape a
police-state wherein control was to be interiorized. Every subject became
his/her militia officer. There are many other interesting observations which
explain the traits specific even to the postindustrial China, even if the tactics
have changed. For instance, centuries ago, there were encouraged those
activities which did not generate economic independence and ingeniosity
(agriculture and war), while crafts and trades were reckoned to be damaging
to the dictatorial system. Jean Levi describes this fundamental paradox of the
Chinese culture as “the derisory fulfilment of the Taoist ideal” (97). Shang
Yang’s destructive doctrine is condensed in this fragment: “To miserable
citizens, a powerful nation; to dignified citizens, a miserable nation” (97).
The essence of the art of governing is to debase peoples.

The closure of the book consists in a refined pirouette delivered by a
homo semioticus able to unfold an ad infinitum semiosis. Romulus Bucur’s
long-term project is connected to semiotic fiction. Fiction chooses semiotics
as character. There is also an interesting message which can be taken as an
arrow shot towards the far-fetched experiments. The reference is to Tzvetan
Todorov who inferred from One Thousand and One Nights that “the blank
page is poisonous. The book which does not tell a story simply kills. The
absence of story invokes death”.

A must read is also the gloss to Despre lautarism (On Fiddlering), an
essay by Constantin Noica, and the one to the activity of kibitzing. One can
agree or not with the author’s glosses, but one cannot deny their intelligence,
lack of meanness and, more often than not, their playfulness. Useless to
mention their interdisciplinary erudition — rather unspecific to academic
professionals.

Romulus Bucur twice replicated in his book the prose writer Pu
Songling’s famous precept: “Only those deprived of success are spared by
madness” (123). A real jimmy!
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