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CUVINT INAINTE

Termenul de spatiu literar a aparut la Maurice Blanchot, in
anul 1955 si ideea de spatiu in literaturd inca ridicd semne de
intrebare. Spatiul literar, diferit de spatiul textului care il
contine, se relevd prin intermediul lecturii.Legdtura dintre
spatiul textului si personaje a avut de-a lungul timpului mai
multe denumiri, ,topologia personajului”’, ,microspatiu al
intalnirilor interpersonale”, ,oriologie sau studiul frontierelor”,
sau ,spatiu social ca biocomunicare”, sau ,proxemicd”.
Proxemica defineste, cum spuneam, legdtura spatiului cu
personajul, investigheaza modul in care un individ structureaza
inconstient spatiul, isi stabileste distantele interpersonale in
tranzactiile sale zilnice, isi organizeaza spatiul in case si cladiri
si nu in ultimul rdnd configureazd orasele. Mai mult, in cadrul
textului, personajele se autoconstruiesc in functie de spatiul lor
de joc si spatiul are caracteristici specifice, este simbolic doar in
mdsura in care este perceput ca atare de acelasi personaj.

Spatiul in sine oferd individului experiente fundamentale, in
primul rind interactiunea cu celalalt, atit in viata privatd, cit si
in cea sociala.

In functie de organizarea si utilizarea sa, proxemica imparte
spatiul in trei tipuri, si anume ,spatiile cu organizare fixa”, in
care intrd, de exemplu, casa; ,spatiile cu organizare semi-fixd”,
unde avem scaunele din restaurante sau bancile din sdlile de
asteptare etc.; si ,spatiile informale”, adica ale distantelor
personale.

Edward T. Hall, plecand de la studiile unor oameni de stiinta
pe animale, propune o scara de distante interpersonale. Astfel,
avem patru bule de baza, determinate de distanta internd,
distanta personald, distanta sociald si distanta publica, care
constituie patru teritorii.

Spatiul intim presupune si posibilitatea atingerii, aici avem
posibilitatea de a vedea ochii, de a simti si auzi respiratia
celuilalt, soptitul la ureche, imbrdtisarea, fiind o zond afectiva,
emotionald, dar si una a abandonului si a unei securitdti
relative, cdci nu existd suficient spatiu pentru a putea avea loc
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un act agresiv. Distanta personald este limita noastrd psihica
asupra lumii si tine cat lungimea bratului nostru intins in fata si
este folosit intre prieteni sau membrii familiei, sau la
distantarea oamenilor care stau in rand. Distanta sociald
madsoara cat doua distante personale, este folositd in cadrul
partenerilor de afaceri, dar si la separarea, in locurile publice, de
strdini, iar distanta publicd se situeazd dincolo de cea sociald, de
exemplu, distanta dintre un vorbitor si publicul sau.

Gabriela CHICIUDEAN
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INTERFACES OF HYBRID SPACES IN THE ART
AND FICTION OF THE PRESENT

Maria-Ana TUPAN

Abstract: A discussion of space in works of art categorized as fantastic
has to start from a revision of this subgenre of non-factual literature at
a time when concepts previsously used, such as violation of the physical
laws, estrangement, intrusion of the otherworldy, hesitation between
explanations, experience of limits, etc. were rendered inoperative by the
new physics and polyvalent logic. By assuming that ontological écart
can still be defended as valid ground for generic identification, we
examine the representation of the clash between worlds or ontological
levels defined by distinct properties, the list including the physical
universe, the imaginary, the order of artefacts and the 3D model of
generation, which builds three-dimensional entities out of two-
dimensional images, the reverse also being possible. None of these four
levels can be said to emerge out of the other three, which legitimates
their distinct position in a system of levels. In works of the fantastic,
there is a loop or a feedback between two or more such levels. Setting
out from the pioneering art of Magritte, who juxtaposes images of
disrupted ontological continuity, and Borges who does the same in
works of fiction, postmodernity’s artists - such as novelists Christine
Brooke-Rose, Kate Wilhelm, William Gibson, and painters Mariusz
Lewandowski, Tullius Heuer, and Conrad Jon Godly - offer counter
examples, where the issue of distinct ontogenesis is thematized.

Keywords: proxemics, hybrid spaces, ontological écart, holism

Introduction

How amazing it is to search into differences of form and
function, observation and interpretation, surface likeness and
deep anatgonism! The picture drawn by proxemics - a word
coined by Edward T. Hall in an article published in American
Anthropologist. 65 (5) in 1963 (“a system for the notation of
proxemic behaviour”) looks amazingly similar to the one
configured by Cicero in De officiis § 50-58 (44 b.c). Both draw
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circles around the individual which map out his space in relation
to himself and to social others.

Launched into the public sphere of discourse in the 50s and
60’s, Edward T. Hall stands inbetween pragmatist William James,
with his philosophy of the interested character of perception (the
subject only perceives what falls within his sphere of interest, the
rest being dispelled outside his field of vision), and philosophers
of culture such as Pierre Bourdieu or Jean Baudrillard, who
reduce space to the one chartered by man’s signifying practices.
Hall continues to use words of high modernism, such as
“immediate receptors in proxemic perception”, however, they no
longer refer to psychological phenomena and conditions but to
the senses whose processes are the result of cultural encoding:

“It has long been believed that experience is what men
share and that it is possible to bypass language by
referring back to experience in order to reach another
human being. This implicit (and often explicit) belief
concerning man's relation to experience is based on the
assumption that when two human beings are subjected to
the same "experience", virtually the same data is being fed
to the two nervous systems and the two brains respond
similarly. Proxemic research casts serious doubts on the
validity of this assumption, particularly when the cultures
are different. People from different cultures inhabit
different sensory worlds.” (see Hall 1966: chaps. 10, 11).

They not only structure spaces differently, but experience it
differently, because the sensorium is differently “programmed”.
There is a selective screening or filtering that admits some types
of data while rejecting others. Sometimes this is accomplished
by individuals “tuning out” one or more of the senses or a
portion of perception (Hall 1968: 84).

Hall distinguishes four schemes of an individual’s
organization of space: intimate (which occurs during intimate
contact such as hugging, whispering, or touching), personal
(45-120cm, occurring between people who are family members
or close friends), social (1,20m-3,50, establishing among
acquaintances at workplaces), and public (3,50-7,50m,

14
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expirienced on public occasions, such as conferences, lectures,
etc.).

Distances are perceived in a similar way by Cicero, but their
symbolic mapping is radically different. Cicero considers that
the boundaries are natural: “the principles of fellowship and
society that nature has established among men”. That means
that they have universal applicability, that there are no
culturally generating boundaries among the races on Earth:
Then, too, there are a great many degrees of closeness or
remoteness in human society. To proceed beyond the universal
bond of our common humanity, there is the closer one of
belonging to the same people, tribe, and tongue, by which men
are very closely bound togethers; it is a still closer relation to be
citizens of the same city-state; for fellow-citizens have much in
common--forum, temples, colonnades, streets, statutes, laws,
courts, rights of suffrage, to say nothing of social and friendly
circles and diverse business relations with many. But a still
closer social union exists between kindred. Starting with that
infinite bond of union of the human race in general, the
conception is now confined to a small and narrow circle. For
since the reproductive instinct is by nature's gift the common
possession of all living creatures, the first bond of union is that
between husband and wife; the next, that between parents and
children; then we find one home, with everything in common.
and this is the foundation of civil government, the nursery, as it
were, of the state. Then follow the bonds between brothers and
sisters, and next those of first and then of second cousins; and
when they can no longer be sheltered under one roof, they go
out into other homes, as into colonies. Then follow between
these, in turn, marriages and connections by marriage, and
from these again anew stock of relations; and from this
propagation and after-growth states have their beginnings. The
bonds of common blood hold men fast through good-will and
affection; for it means much to share in common the same
family traditions, the same forms of domestic worship, and the
same ancestral tombs.” Cicero 44B.C.: 53.XVII-55)

Ancient syncretism
What was familiar to Cicero also appeared to be natural to
him, although, to us, nowadays, it is not clear at all why one
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should favour a cousin in court but help a neighbor rather than
kindred in harvesting... The ancient/ modern binary is born out
of this difference between the syncretic character of ancient
thought and the schizoid character of modernity elaborating on
the nature/culture divide.

In Plato, it is all one: the physical universe, the music of the
spheres that brought it into being, the myth in which are both
grounded. In The Republic, The Statesman’s Manual, or
Timaeus, the three ontological levels are found in perfect
harmony - actually, consubstantial. The musical scale (Fig.1) is
the world soul. The music of the spheres (Fig. 2) was at the
origin of the universe, the other generating principle being
number - the derivation of multiplicity from the one (Nous, the
divine godhead). The ontogenesis of the universe follows a
geometric order (of numbers) and a mythical one: divine music
created by the demiurge - father and poet - but also craftsman
and bricoleur. Plato's demiurge creates a soul of the world that
mediates between the noetic and universally sensible, the
phenomenal paradigm. He is therefore guided by three
principles: similarity, difference, and a combination of the two.
Harmony is a musical scale, and intervals are the energy that
connects upward, to the hierarchy of angelic intelligences, and
downwards to the multiplicity of things. The demiurge operates
with two rows of numbers, odd and even, each consisting of
four numbers corresponding to the four elements or the four
seasons, and which doubles the first term (leaving the original
unit). The first string generated in this way will consist of 1 (x2)
=2 (x2) = 4 (x2) = 8, and the second one of triplets of the
previous term: 1 (x3) = 3 (x3) = 9 (x3) The two progressions,
arithmetic and geometric, display a regularity which proves the
harmony of creation: the last term is the sum of the previous
terms (8 and, 27, respectively).The first string reflects the
number of planets known back then and corresponds to the
seven strings of the lyre.The scalein the dialogue Timaeus
consists of four octaves - actually tetrachords, where the final
note provides the beginning of the next, plus two added notes,
one symbolizing the moon (A ), and the other the earth (G=
Gea), as well as the musical scale.The Pythagorian Tetractys
(Fig. 3) had served as a model of Creation, as the number ten
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results from the sum of 1+2+3+4, that is, of the four elements
(earth, water, air, fire).

[114

e/
). e '_"l’tﬁ‘ewf,

1 2 3 4 b5 6 T 8 9 10 11 12
Fig. The scale of Greek music

Fig. 2: The universe born Fig. 3: The geometry of
of music the musical scale within a
Pythagorean Tetractys

Modernity’s dissociation of vision

Via naturae and via artis no longer overlap in Ars Nova and
in the art of the Renaissance. A secularized vision of the world
sets Don Quixote in a ridiculous perspective. The modern self is
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summoned to the trial of reason and to the dissociation of the
principle of desire from the principle of reality. The interface of
realistic observation and fantastic imagination which had
nourished medieval romanticism makes room for a new
polarity: empiricism and epistemology. For Newton, space is
absolute, objective, self-similar and immobile. For Leibniz,
space is the totality of spatial relationships among material
objects. It is not absolute but relativistic, as the concept
designates the order of things in relation to one another.

It is this sharp distinction between the geography of the
perceived empirical space and the charted or mapped out space
generated by science that provided the ground for the rise of a
new genre: the fantastic. The privileged position of heuristics
explains the prestige of this new literary kind, as well as the
oblique character of the plot which vacillates between a realistic
and a supernatural explanation. The explained supernatural
reduces the contradictory space of the encounter between the
this-worldly and the other-worldly to an ontological
continuum.

In Herbartian manner, Edgar Allan Poe’s detective applies
the inductions and deductions of the unfailing mind to the
exploded myth of supernatural intrusions into the empirical
landscape.

Not much estranged from fantastic plots are the double
spaces of the physiological psychology of the century, actually,
the two types of discourses exchanging motifs and
representations, such as the “doppel Ich” (Max Dessoir) released
during hypnosis when the patient moves about on the
psychiatrist’s command, without remembering anything when
restored to waheful state. Wilhelm Wundt’s “physikalisches
Bild” nullified by the psychological landscape of the mind
offered the fictional space of impressionistic novels and later of
stream-of-consciousness novels.

The quantum crisis

In The New Scientific Spirit (Bachelard 1968 [1934]: 18), the
poetician of the elements who, along with Cassirer, dominated
the theory of the imaginary in the last century intuited the
radical change in the epistemology of art brought about by the
rise of the New Physics. The dilemma of opting either for

18
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external profusion or internal unity was solved in the quantum
notion of the wave function, which satisfied the desire of inner
coherence (entanglement, the interference of all possible states
of a system), and the realized states of the system, or Eigen
states. Bachelard highlighted the fundamental changes made by
quantum physics in the epistemology of classical physics: the
principle of complementarity or the overlapping of opposite
states that contradicted the logic of identity already
destabilized by the birth of non-Euclidean geometry. Space was
no longer the Newtonian passive container but a variable of the
observer’s experience of it. Bachelard was fascinated by the
Copernican turn that made knowledge of reality dependent on
experimental methods and on the equipment which interfered
with the system while measuring its condition, changing the
way it was: “l'expérience fait donc corps avec définition de
‘étre”. The difference between the ancient juxtaposition of
matter, myth and art and the quantum superposition consists in
the logic of the overlap. Platonic syncretism is grounded in a
logic of identity, whereas the complementarity of opposite
states, far from ascertaining the unity of being, replaced the
logic of identity with polyvalent logic: “une ontologie du
complémentaire moins dprement dialectique que la
métaphysique du contradictoire” (17).

The hybrid spaces of postmodernity

Complementarity made away with what Lacan, in his essay
on Poe’s Purloined Letter, calls reality which is always “a sa
place”. The sense of being in the world is replaced with the feel
of being on perpetual exile from some unique and stable origin,
for each realized state of the wave function is the alternative to
its opposite, similar to the way bodies born of a double
fertilized ovule sometimes incorporate the other twin. Spaces
are always, as Foucault says, “des espaces autres’- other spaces,
utopias or heterotopias. Heterotopias are the sites of
complementarity:

“The heterotopia has the power of juxtaposing in a single
real place different spaces and locations that are
incompatible with each other. Thus on the rectangle of its
stage, the theater alternates as a series of places that are
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alien to each other; thus the cinema appears as a very
curious rectangular hall, at the back of which a three-
dimensional space is projected onto a two-dimensional
screen.” (Foucault 1997: 334).

It is to be noticed that the opposition does not disappear in
the quantum superposition or in the art works grounded in
quantum epistemology, as is the case with the dialectical,
sublimated opposition of romantic irony or with the mythical
coincidentia oppositorum. The difference is preserved, and
actually it is the very principle of articulation, an irreducible,
Derridean trace.

e The ontological spaces in Plato’s universe born of music
(mythical signifiers - Apollo and the nine muses, natural
signifiers - the physical universe, and codes - the language of
music, the musical scale) were conceived of as sharing in the
same ontological substratum, like the Christian Trinity. On the
contrary, the three ontological levels in Magritte’s picture below
are not connected by any unified narrative, the tension of the
superposition of physical landscape, anthropomorphic figure
and artefact remaining unresolved (Fig. 4). The relations are
beautiful indeed, but they are informed by an aesthetics of the
contradictory inspired by the New Physics.

Fig. 4: René Magritte, Les belles relations, 1967
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e Postmodernist digital artists delight in the play with
dimensions, 3D manipulations allowing them to establish third
degree encounters, not between earthmen and aliens, however,
but between lovers imitating Romeo and Juliet in reaching out
to each other from distinct geometrical spaces: two-
dimensional and three-dimensional (Fig. 5)

Fig. 5. Tullius Heuer - Digital paintings, 2017

e Whereas Hall's proxemics of non-identity remains
within the horizon of a semiotically encoded perception that
differs from one culture to another, there are also theories of
ontologically hybridized spaces. Such is textual space which,
according to Maurice Blanchot (L'espace littéraire, 1955), is a
haunted one, as each new text is a space of encounter with
previous ones in the memory of the writer or of the reader. Each
text emerges like Lazarus out of the grave, each text is the locus
of the resurrection of other texts:

21


https://www.google.ro/url?sa=i&rct=j&q=&esrc=s&source=images&cd=&cad=rja&uact=8&ved=2ahUKEwiakvOFtaLeAhVEIlAKHSQEB0sQjRx6BAgBEAU&url=https://designyoutrust.com/2017/12/brazilian-illustrator-tullius-heuer-brings-images-life/&psig=AOvVaw2daD6B9Xb7m4Md_OL6WfSf&ust=1540584979167571

Proxemicain literaturd

“The poem -- literature -- seems to be linked to a spoken
word which cannot be interrupted because it does not
speak; it is. [...] Perhaps this word is the source of the
poem, but it is a source that must somehow be dried up in
order to become a spring. For the poet -- the one who
writes, the "creator" -- could never derive the work from
the essential lack of work. Never could he, by himself,
cause the pure opening words to spring forth from what is
at the origin. That is why the work is a work only when it
becomes the intimacy shared by someone who writes it
and someone who reads it, a space violently opened up by
the contest between the power to speak and the power to
hear.” (Blanchot 1982: 36)

Both in his essayistic writings (Répertoire littéraire, 1960) and
in his fiction (La modification, 1957) Michel Butor interprets the
urban space as a text to be read on journeying across it: la ville
comme texte. Visiting and revisting cities, in France or in Italy,
the novelist produces palimpsests of old and new texts in an
effort to uncover the “urban grammar”. In L'aventure
sémiologique, Roland Barthes, the champion of semiotics with
his 1957 Mythologies, uses the same textual trope for
representing the city:

“la ville est une écriture ; celui qui se déplace dans la ville,
C'est-a-dire 'usager de la ville (ce que nous sommes tous),
est une sorte de lecteur qui, selon ses obligations et ses
déplacements, préleve des fragments de I'énoncé pour les
actualiser en secret.” (Barthes 1985: 268).

What is the difference between Plato’s universe generated by
musical sounds and this city written over by travellers?
Precisely this: in Plato, music has ontogenetic power, it gives
birth to the universe like the strings of some contemporary
cosmological theories, whereas Butor’s or Barthes’s city is a
Deleuzian body without organs, without determinations which
only acquires identity through the narratives superimposed on
it by the reader/ writer/ pilgrim.

e Hybridity can also be generated by the intrusion of
virtual reality into real spaces. We carry a GPS to get us to a
destination, being guided by it while driving or walking,
following its instructions. At the same time we get into the
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viewing field of surveillance cameras which transmit to others
information about us. We play games which occur
simultaneously in digital and in physical spaces, we are inserted
into a superposition of the real and the digital.

The paradox of the real in the digital era: Pattern
Recognition by William Gibson

In William Gibson’s novel inspired by recent history (the fall
of the twin towers in New York), characters are the victims of
confusion and depersonalization induced by the deceiving show
of virtual civilization. Proxemics is redefined in a radical way, as
people’s intimate or personal space is invaded and estranged by
digital devices. Proximity is deceitful, as by searching someone
in the net, or on Facebook, we may get access to someone’s
mask, fabricated identity, which has no connection with his real
character or status. Sometimes it is easier to get first-hand
knowledge about someone by addressing public space (books
he has written, music he has composed, documents about civil
status, family, location, employment, etc.). The relationship
between personal and public space has been simply turned on
its head.

By borrowing something from the devastating spectacle of
the world's last conflagration, post-war books and films discard
the idyllic aspects of the former man / robot proxemics. The
protagonist, Cayce Pollard, has an international career thanks
to the intuition that allows her to identify models that will be
successful in the fashion industry or commercials. Neither
fictional embroidery on the margins of real events, such as
computer history, nor the story of Nora, the originator of some
viral sequences on the Internet, serve a logic of what we call
reality, but the volatile spaces of supermodernity can be
identified in this novel.

Cayce is a cool hunter capable to identify in the single and
passing image a successful logo on the global exchange market,
which brings substantial profit because nowadays “there is
more need for creativity in marketing than for the creation of
those products”. She read the text of the city correctly or, better
said, its space conceived, perceived and lived - Henri Lefebvre's
classification of spaces in his Production of Space(1974),
superimposed as if in a hyper-realistic fantasy magazine. The
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real identities are replaced by Google sites: “Google Cayce and
you will find<coolhunter>". Interposed between mother and
daughter are decades of technological consumption, which is
the new source of conflict between generations: tape recorders,
first microwave oven, etc. are pitied against digital technology.
Cayce belongs to the space of the intercontinental flight era, its
community is virtual (the forum partners), the geographical
distances being cancelled by the globalization of all activities
that create hybrid identities. She herself is carried to Russia by
the curiosity of knowing personally the author of a mysterious
series of movies broadcast in the net. It is very interesting to see
how members of the global community of interfaced computers
react in a group, in response to the challenges of the digital
society.

Victim of a terrorist attack, Russian Nora Volkova remains
with the T-shaped fragment of a mine implanted in a portion of
the brain wherefrom it cannot be extracted. Are her name and
that of her sister, Stella, Russian? Cayce wants to know. No, the
names are no longer associated with a people’s racial filiation,
but with affiliations, tastes and cultural consumption (their
mother had chosen the name out of passion for the American
writer Tennessee Williams). Nora had studied cinema in Paris,
had been remarked at Cannes, but her invalidity had limited
her forms of manifestation to editing frames and sequencing.
While in hospital, nothing in the surrounding world attracted
her attention except for the monitor above the hospital reserve
door and the images captured by the camera. Cayce says the
internet is her mirror, but Nora’s world lacks depth, its reality is
reduced to the computer screen, while the mysterious
sequences that attract the attention of internet users are
nothing but chance images captured by surveillance cameras in
which they believe they can decipher a meaningful message,
even if they miss it. The total absurdity of Cayce's father's
disappearance in the obscure events surrounding the collapse of
the New York towers and the assassination of the parents of the
Volkov twins in Russia draw together the three women who
come to know one another through the internet. Stella, Nora's
sister, assigns to her virtual reality the chance for her sister to
communicate through her work as editor rather than creator, of
the filmed material, with a huge mass of net consumers, a
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chance that censored artists of genius had not enjoyed in the
past totalitarian regime. Immaterial and non-localized, like the
universe of contemporary physics, virtual reality remains the
space of a constructed imaginary identity, of work as
production and exchange of information, and of free
communication, free from the surveillance of networks of
power. These daughters at the antipodes, deprived of father or
of both parents, represent another type of connectivity.

Cayce’s distancing from her mother is not caused by an
improper word or gesture but by technology ... Biological family
ties break down, generations get alienated from each other,
intimate space is no longer desired, nor is it any longer existent.
It has lost its charm, attractiveness, being replaced with the
public one, shared and “liked” in the net. As in Graham Swift’s
Out of this World, there is a general feeling that nothing really
exists unless posted in the worldwide net of interfaced
computers: “I wish the world to know her work. Something you
could not know: how it was, here, for artists. Whole universes of
blood and imagination, built over lifetimes in rooms like these,
never to be seen. To die with their creators, and be swept out.
Now, Nora, what she does, it joins the sea”. She smiles. “It has
brought you to us”.

“Are they your parents, Stella? The couple?”

“Perhaps, when they are young. They resemble them, yes.
But if what she is doing tells a story, it seems not to be our
parents' story. Not their world. It is another world. It is always
another world+.

It's a genuine mystery, Nora's art, something hidden at the
heart of the world, and more and more people follow it, all over
the world”.

In his excellent book, An Introduction to Supermodernity
(1992), Marc Augé speaks of non-places, which are the global
networks of trafficking, consumption, academic exchanges,
social networks, where individuals lose their association with an
identity, geography, with a history of race or family, uniting on
the basis of ephemeral relationships for temporary activities,
without realizing organic social communities. Imagine, the
author says, a Durkheimian analysis of a Passenger Salon in an
airport ....
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Family members get alienated from one another, while
public space is all the space there is. In it, however, individuals
lose their identity becoming temporary role players in a show
that finishes at the gate to the next flight, or on exiting the
Facebook account. In the public space of the editing of a review,
with contributors from all continents, they can get on more
familiar terms than neighbours living on the same floor of a
residential block, but their relationships ends the moment the
issue is out. The proximity provided by the internet is neither
physical nor affective. It is a matter of non-locality and of
instantaneous connectivity/ communication. The connection is
not grounded in personal/ family/ national history, and it has
no standard of authenticity.

Supermodernity, though, makes the old (history) into a
specific spectacle, as it does with all exoticism and all local
particularity. History and exoticism play the same role in it as
the 'quotations’ in a written text: a status superbly expressed in
travel agency catalogues. In the non-places of supermodernity,
there is always a specific position (in the window, on a poster,
to the right of the aircraft, on the left of the motorway) for
'curiosities' presented as such: pineapples from the ivory coast;
Venice - city of the doges; the Tangier Kasbah; the site of Alesia.
Butthey play no part in any synthesis, they are not integrated
with anything; they simply bear witness, during a journey, to
the coexistence of distinct individualities, perceived as
equivalent and unconnected. since nonplaces are the space of
supermodernity, supermodernity cannot aspire to the same
ambitions as modernity. When individuals come together, they
engender the social and organize places. But the space of
supermodernity is inhabited by this contradiction: it deals only
with individuals (customers, passengers, users, listeners), but
they are identified (name, occupation, place of birth, address)
only on entering or leaving (Augé 1995:110-111).

Proxemics, as the symbolization process whereby space
becomes place as site of cultural differentiation, is now being
deconstructed by an anthropology of the near which can only
take notice of our personalized environment breaking apart
into atomistic fragments of indifferent and utilitarian
performativity.
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A TOURISTIC APPROACH OF A LITERARY
AND GEOGRAPHICAL SPACE:
TRANSYLVANIA

Cosmin PORUMB-GHIURCO

Abstract. Studying Transylvania as a literary and geographical space
or as a geo-literary space also involves an approach from the field of
cultural tourism studies. As a geographical and historical region of
Romania, Transylvania is one of the most notorious tourist destinations
in the world. Its literary notoriety plays an important role in attracting
tourists and building the region’s touristic image(ry) often considered
as a social and cultural construct due to its West-East antithesis. In this
paper, we study the interconnectivity between works of fiction as
created cultural forms and their impact on tourism industry and
consumer society. The tourist is thus perceived both as a consumer
and homo ludens in the postmodern contemporary context. Therefore,
the focus is on the acknowledgement that fictional is employed in the
non-fictional framework so as to produce anthropic tourist attractions.
In the present study, we took into account the fictional profile of
Transylvania as a framework for the phenomenon of escapism, which
involves the traveller-reader binomial. Thus, studying the ways and
means through which the illusion of the fictional is nowadays
perpetuated into these places and used to attract avid readers and
cinephiles is one of the main research targets.

Keywords: Transylvania, geoliteraryspace, tourist image(ry), traveller-
reader binomial, chronotope

"To read and to journey are one and the same act.”
Michel Serres (quoted in Soja, 1996)

1. Argument

This paper gives a short overview of some general features of
a notorious literary site or a geoliterary place - Transylvania.
Merely stating the European and international fame
Transylvania enjoys has become a truism. The historical and
geographical province of Transylvania has long turned into a
quasi-universally renown tourist brand.
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There is an intricate connection between literature and
tourism which has had a long history, most likely beginning
with the notorious and successful story of Penguin paperback
editions which started in 1934, when Sir Allan Lane, standing on
a platform in Exeter after paying a visit to Agatha Christie,
discovered there were no good titles to offer for the journey.
Since then, many studies have shown that travellers at airports,
railway stations and bus terminals tend to buy newspapers but
also novels, or bring books from home on their journey. In
addition, tourists most often consult guide books and maps to
discover more facts about the city they will visit.

As Michel de Certeaustates, "What the map cuts up, the
story cuts across. In Greek, narration means «diegesis»: it
establishes an itinerary (it «guides») and it passes through (it
«transgresses»)” (1984: 129). The ultimate way to fully
comprehend a place is to know it also through the literature
that is set there and, by imagining characters and events in that
same place, the reader constructs a place as well.

The dialectics of space is explained by Henri Lefebvre in his
seminal study The Production of Space (1991), where he
differentiates thefollowing: espace percu (perceived space),
espace cong¢u (conceived space) and espace vécu (lived space).
The espace vécu is the most relevant as the space of
representation that can contain all real and imagined spaces
simultaneously, where the imagination overlays the physical
space. Thus, when visiting an historical and geographical region
as Transylvania after reading about it in the Dracula novel,
readers can merge the mindscape they based on the book and
the real “regions cape” right before their eyes into one unique
experience, the literary tourism.

The urge to get away, to travel, blends the phenomenon of
escapism into the world of fiction. For literary tourists the
primal source of escapism comes from the novels they read,
inciting the desire to visit the place(s) mentioned in the books.
Thus, the so-called “derived escapism” transcends from
literature into tourism. The illusion of the fictional world is
perpetuated into the real locations used to attract avid readers
and cinema buffs alike. Their escapism is based on the
chronotope (Bakhtin, 1981) used in the book and films, when
they visit cities or other places and spaces described in the
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fictional worlds. After having read a book, the reader is inspired
to visit the locations of the city described in the works of
literature, they thus acquire palimpsestic features. The so-called
flaneur experiences the city, its streets and inhabitants, wanders
aimlessly and translates afterwards all this into words in the
urban narrative (Benjamin, 1968). Furthermore, the reader acts
as a flaneur, while he/she walks through the city and observes it
in search of the places portrayed in his/her favourite works of
literature. The literary tourists can be considered as fldneurs
renversés since they wish to perceive the city they are visiting in
the way it was described in the text.

2. Delimiting and characterising Transylvania as a

geographical and historical region

2.1. Etymology

The regionym “Transylvania” is a composite of trans (“over”,
“across”) and silva (“forest”), which, if translated, would result
in the phrase “across the forest”. It was first mentioned in 1075
in the form Ultra Silvam, followed by Ultrasilvanus, in
Anonymus’s Gesta Hungarorum of 1mm. A new placename
surfaces in the 13th century, that of Septem Castra, translated by
the Saxons as Siebenbiirgen, meaning “the Seven Citadels”
(Kronstadt, Schassburg, Mediasch, Hermannstadt, Miihlbach,
Bistritz and Klausenburg).

2.2.  Establishing  Transylvania’s  frameworkand

delimiting it spacially

Transylvania is a historical and geographical province of
Romania, which borders the following historical regions:
Bucovina to the north-east, Moldavia to the east, Wallachia
(“Muntenia”) and Oltenia to the south, Banat and Crisana to the
west, Satmar and Maramures to the north. Delimiting this
geographical region has been and still is a very complicated
undertaking, as one could deduce from the specialised
literature, the various works that deal with this region
containing very different points of view in this regard.

However, if one were to consult the literature on this topic,
one would notice a certain convergence of opinions towards
classifying the central part of the country (the Transylvanian
Plateau and the Carpathian slopes leaning towards it) as
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inherently belonging to the Transylvanian area. Thus, the
territory of Transylvania - considering its narrowest meaning,
which will be used throughout this paper - covers the counties
of Alba, Bihor, Bistrita-Nasdud, Brasov, Cluj, Covasna, Harghita,
Hunedoara, Mures, 24 local units in the county of Sdlaj and
Lapus Country in the county of Maramures. For pragmatic
reasons and for the improvement of the degree of functionality
of the concepts and of the research methodology, the county of
Sdlaj was included in the study in its entirety.

2.3. DefiningTransylvaniaspacially

The first variant of the regionym Transylvania refers to the
macroregion which, during the Middle Ages, was branded as
“The Voivodeship of Transylvania” or “The Transylvanian
Voivodeship” (etymologically speaking, “the land across the
forests”), its surface adding up to approximately 57,000 km?,
with a population of ca 4,300,000 inhabitants. Closely related to
this opinion is the view that the term Transylvania can also
convey a narrower meaning, pertaining strictly to the area
flanked by the Carpathians (i.e. the similarly named
Transylvanian Plateau), thus delimited by the Eastern
Carpathians (“Orientali”), the Southern ones (“Meridionali”)
and the Western ones (“Apuseni”).

The second variant of the term is a more widely
encompassing one, also including, at a much greater extent,
Crigana, Sitmar and Maramures, i.e. the “Western Lands” or
“Partium”, which were added to the historical inner Carpathian
nucleus after mid 1s5th century, constitutingtogether the
Principality of Transylvania.

Sometimes the name “Transylvania” is postulated with an
even wider meaning, being equated with those parts of
Romania west of the Eastern Carpathians and north of the
Southern Carpathians, thus including Banat as well.

3. Transylvania’s tourist attractions

The ensemble of tourist attractions of this area shows an
exceptional variety and complementarity, endowing
Transylvania with the privileged status of a complex, yet unitary
tourist region, conferred with an indisputable individuality
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concerning imagery and representation, profoundly inoculated
in the collective conscience of tourists.

3.1. The natural tourist attractions

The attractions of this typology are associated with the
natural tourism potential, including the natural frame and all
the components belonging to it, in a territory. The natural
frame assembly, including elements circumscribed by it, is
attracting a segment of real or potential tourists (Ciangd, N.,
2007).

As a short overview, we shall enumerate the most significant
categories of natural and anthropic attractions in Transylvania.
We can thus identify the following natural tourist
attractions:

As a short overview, we shall enumerate the most significant
categories of natural tourism attractions in Transylvania, as
follows:

e landscape with a scenic value: glacial or volcanic
landscapes, landscapes based on limestone or conglomerates,
Carpathian valleys, salt karst;

e climatic and bioclimatic resources: bioclimatic indices,
aeroionisation as a physiotherapy factor, climatotherapy, the
biological effect of climate, bioclimate;

e hydrogeographical resources: hydrochemical types
(carbonated water, salty or chlorosodic water, alkaline water,
alkaline earth water, iodinated water, thermomineral water,
hydromineral ores), peloids, surface waters, the hydrographical
network;

e  biogeographical resources: phytogeographical
(Veget)ation) and zoogeographical (fauna, including game and
fishes).

3.2. The anthropic tourist attractions

The anthropic heritage tourism function is complementary
to that of the natural heritage or derived from this, and it may
become dominant in order of capitalization, with multiple
beneficial effects for transylvanian communities and
environment. As a defining identity attribute, which marks the
studied area, multiculturalism is highly visible in the multiple
cultural and ethnographic interferences.
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The most noteworthy anthropic tourism resources are the
cultural/historical attractions, of which we briefly mention
further.

The most noteworthy anthropic attractionsare the
cultural/historical resources, of which we briefly mention
further:

e archaeological vestiges pertaining to prehistory and the
Dacian and Roman civilisations;

e mediaeval historical/cultural sights;

e  cultural sights with tourism functions;

e economic sights dating from the modern and
contemporary age, with tourism functions;

e resources belonging to traditional rural culture and
civilisation.

4. Literary tourism

Literarytourismis a kind of tourism where tourists visit either
places associated with an author or locations featured in literary
work (Hoppen, 2014: 1). Literary tourism can thus be regarded
as a form of cultural or heritage tourism (Herbert, 2001: 313,
Hoppen, 2014: 3).

Within the definition of cultural tourism as “forms of
tourism that highlight the cultural, heritage or artistic aspects
of a destination or experiences and activities for a tourist”
(Douglas, N. et al, 2001: 114), literary tourism and fiction induced
tourism can be regarded as a part of cultural tourism since the
tourists base their visits on literature as a cultural product. It
should be underlined that both literary tourism and fiction
induced tourism represent a relatively recent field of research in
thematic tourism. Nevertheless the definitions vary and there
are still views denying the very phenomenon of literary tourism
such as Jafari’s explanation from the Encyclopedia of Tourism,
because he rightly incorporates in his interpretation the idea of
travelling through space and time, a fusion of mythical,
historical and fictional aspects.

“Literary tourism is a form of tourism in which the
primary motivation for visiting specific locations is related
to an interest in literature. This may include visiting past
and present homes of authors (living and dead), real and
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mithical places described in literature, and locations
affiliated with characters and events in literature. Regions
strongly associated with an author may be marketed in
that vein, such as «Shakespeare Country»”. (Jafari, 2000:
360).

However, the term

“literary tourism” includes ambiguity in itself, as Nicole
Watson remarked: “The embarrassment of the literary
tourism is encapsuleted in the very phrase, which yokes
«literature» - with its longstanding claims to high,
national culture, and its current aura of high-brow
difficulty and professionalism - with «tourism», trailing its
pejorative connotations of mass popular culture, mass
travel, unthinking and unrefined consumption debased
consumables, amateurishness and inauthenticity”
(Watson, 2009: 5).

Literary tourism is an important form of thematic tourism in
many countries. The literary sites attract a large number of both
domestic and foreign visitors. This paper gives a brief
introduction in literary tourism, literary tours and qualities of a
literary place, focusing on Transylvania.

Any place associated with a writer or his work may be turned
into a tourist attraction, which forms the basis of literary
tourism.There are two major types of literary places: those
oriented towards a fictional character or setting and those
focusing on an author. Literary places may vary in their
appearance and grandeur ranging from plaques on the houses
associated with authors or statues in public places to writers’
house museums or houses associated with the fictional life of
characters. Most literary places are considered cultural heritage
and are open to public in the form of museums or places of
interest included in cultural tours. Some of these places are
accomodation points which tourists may rent at various prices.
Sometimes the literary places are not buildings, but may be
anything from a railway line associated with a writer or
character to a landmark that may have served as an inspiration
for a masterpiece. The writers’ graves may also be places of
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literary pilgrimage for tourists and most of them are located
within churches or graveyards.

5. Literarytourism as a form of thematic tourism

As already stated, literarytourismcan be considered a specific
form of thematic tourism referring to the tourists who visit
places described in literature or used as locations in films that
are based on novels. Regarding the chronotope, literary tourists
tend to visit places that were accurately portrayed in books, and
those that were used as an inspiration for fantastical settings in
literature (Smith, 2012: 12).

When it comes to places that exist but could not have been
used by the characters due to anachronism, the reader-
touristwill take them as real in a special way. Thus, the castle
described in Dracula (Bran Castle?) is still regarded as a
fortification but also associated with the novel. Therefore, it can
be said that places in literary tourism have a twofold function:
one the one hand there are real places available to all tourists
and, on the other hand, there are imagined places attracting
reader-tourists.Fictional places may be based on real locations,
but they are not necessarily accurate reconstructions of existing
places, they are “disguised places” (Robinson, 2002), imaginary
locationshaving real ones as a model, to a certain extent the
framework and scenery are re-invented and recreated in the
work of fiction.

There are many theories analysing the tourists’ expectations.
Some authors claim that tourists prefer staying in the
“environmental bubble” and choosing “pseudo-events”, whereas
others hold that tourists would rather go for “staged
authenticity” (Smith, 2012: 15). In accordance with this division,
it can be assumed that literary tourists are content to visit
places described in novels and plays, even though they are fully
aware of the fact that the chronotope used in the works of
literature does not always have a real support. Smith states that
“the conditions of inventiveness and believability also extend to
the settings in which a writer places a story or poem, thereby
figuratively transporting the reader to these places, whether real
or fictitious” (Smith, 2013: 26).

The literary tourists may be further divided into two
categories. The first one includes those who visit places related

36



Proxemicain literaturd

to their favourite writers, such as birthplaces, monuments,
writers’ memorial houses where they wrote their oeuvre, or
cemeteries where they were buried. The second category of
literary tourists would include those who visit places - villages,
towns, cities, regions, countries — linked to the chronotope
itself, such as the location used as the backdrop of events
described in novels. The last ones are thus seen as lieux
d’imagination (places in the imagination), used as tourist
attractions or landmarks (Smith, 2013: 31).

As mentioned above, literary tourism has not yet received its
due attention, and it might be said that literary tourists are
theflaneurs wandering aimlessly in bookshops, searching for
references in vain. Apart from city guide books that may
occasionally include descriptions of recommended places of
interest for book-lovers, there are just few guide books available
that target literary tourists exclusively such asNovel
Destinations:Literary Landmarks from Jane Austen’s Bath to
Ernest Hemingway’s KeyWest by Shannon McKenna Schmidt.
Another fine example is The Oxford Guide to Literary Britain
and Ireland by Daniel Hahn and Nicolas Robins. More
information is to be found on the web pages that offer guided
trails for the literati, for example: https://britmovietours.com/.

6. Literary tourists
Literary tourists in the narrower sense may be considered as
people with particular interest in literature who

“are prepared to travel long distances to experience places
linked with writers of prose, drama or poetry (...). Literary
pilgrims in this sense are well educated tourists, versed in
the classics and with the cultural capital to appreciate and
understand this form of heritage” (Herbert, 2001: 313).

The majority of visitors to literary places are not “literary
pilgrims” in the narrow sense. Most of them are people
generally interested in the cultural heritage of a place who visit
other landmarks of cultural interest along with literary heritage
sites. Very often they are holidaymakers in the area who wish to
complement their visit with an outstanding experience that is
both educational and entertaining (Herbert, 2001: 325, 326).

37



Proxemicain literaturd

General interest in cultural heritage sites in a particular area,
spending a holiday nearby, school trips and excursions or event
tourism are thus the more significant driving force behind visits
to places of literary interest than in-depth knowledge of
appreciation of the author, which would be a characteristic of
“real” fans. It is worth noticing that the main reasons for visiting
a particular literary heritage location may vary from site to site
as well as the perception of the visitors.

7. Features of a literary place as a tourist attraction

There are many facets of a literary place that must be taken
into account while assessing it as a tourist attraction (Herbert,
2001).

The value of a literary place certainly depends on the
importance and fame of the author, so marketing the author
can increase the number of visitors to the place which explains
why films popularize a particular writer matter so much for the
rise in popularity of the literary site.

The attractiveness of the framework, comprising the features
of natural scenery (mountains, rivers, lakes etc.) as well as a lay-
out created by the tourism developers (thematic hotels, parks,
festivals, etc.) is also really important for the visitors’ perception
and evaluation of a literary place.

The role of the tour guide is also indispensable. His skills,
enthusiasm and in-depth knowledge are crucial at literary sites.
Relatively short quotations are also a must in a tour guide’s
speech on literary sites. In this context, the quality of the
presentation of an author is also an issue of great importance
especially because certain trivialization and simplification of the
writer and his work may happen in the course of popularization
of a literary place. This is particularly obvious in case of festivals
and souvenirs, meaning that the current rising number of
visitors attending an event or the quantity of souvenirs sold
may not correspond to the level of quality and authenticity of
the presentation of authors and their work (Curtis, 2008: 10, 23).

The positioning of a literary place in the media, including
availability and quality of information and the way it is
presented on websites can determine the attractiveness of the
literary place to potential tourists, especially independent
travelers (post-tourists).
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8. Literary tours

The literarytourismcan refer either to independent travel to
literary places or to diferent kinds of organized tours. These
tours can be divided into several categories, some of which may
partially overlap. Literary tours can be focused on the life of an
author, where the author’s house(s) along with its surroundings
is(are) of particular interest to visitors (Lucian Blaga’s memorial
house from Lancrdm, Ion Creangd’s memorial house -
surnamed bojdeuca’ - from lasi). The same kind of tours can be
broadened in the way of linking towns or villages connected
with several authors who used to live there (area-based tours).
These kind of thematic tours can show the versatility or
richness of literary heritage of a place, yet they may be
overloaded with information and thus affect the experience of
visitors who may prefer to focus on a single author. If a village,
town, city (lasi, Botosani) or region (Transylvania) are
particularly rich in famous authors, there is a good option to
organize several tours dedicated to groups of authors belonging
to the same period or literary style (period-based tours). These
tours are especially suitable for capital cities or regional centers
where a number of authors used to live in different periods or
epochs. Another type of very popular literary tours is the one
oriented towards fictional characters or settings types of
writing, mainly novels and stories.

Roughly speaking, visiting writers’ memorial houses belongs
to the category of bio(biblio)graphical tours, but at a closer
look, it is very evident that it can easily merge with setting-
oriented tours, as a writer’s travels and his or her house and its
surroundings may have inspired some of his or her literary
work. Therefore, a part of the appeal of the literary places and
landmarks to visitors may be ascribed to the visitors’ need to
perceive a parallel between a real and fictional world in whichit
was mirrored. Sometimes, however, there is no plausible
connection between the author’s birthplace, his place of living
and his life and travel experience and the purpose and
framework of his fictional work, but the very discrepancy

'In Romanian.
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between these two may be exactly what tourists find
particularly interesting, as in the case of Bram Stoker’s Dracula.

The literary tourism takes different forms and it can be
analyzed in a differentiated way, from even-based tourism,
creative writing courses or “pilgrimage” to places where writers
lived or died. In this paper, we would like to give an overview
and focus on the role of the fictional in creating tourist
attractions through the example of one tour related to a famous
literary work, namely Bram Stoker’s Dracula. This example is
employed to look into more intangible aspects of heritage
tourism and the ways these aspects play the role in attracting
the increasing number of tourists/readers. Thus, themed trails
in Transylvania blend the region featured in books and films
with guides’ commentaries that include quotations from literary
texts, all together into one tourist product and one example of a
literary tour will be examined in what follows.

9. Bram Stoker and the Dracula Tour: We seem to be

drifting into unknown places and unknown ways>

The Dracula Tour to Transylvania and the mysterious
Carpathian Mountains became increasingly popular. The
itinerary entails visiting several different notorious places of
tourist interest, i.e. Sighisoara, the most preserved medieval
place in Romania and the only inhabited one, where Viad
Tepes®, alleged Dracula mostly by a non-historical error, was
born in 1431, then the Brasov centre and the Bran Castle where
Vlad Tepes was imprisoned. Thematically, Transylvania tours
are mostly organized during the fall and the time of Halloween,
which is interestingly enough and it was examined within the
scope of dark tourism. All these facts once again indicate a
complete postmodernist reconstruction/deconstruction of
existing places, they are “disguised places” (Robinson, 2002),
where again and again the factual and fictional intertwine. Most
probably, the real geography and the fantastical geographies -

2Stoker, B. Dracula, Oxford: Oxford University Press (1998), p. 357.
3Vlad Tepes, Vlad Dracul (in Romanian) or Vlad the Impaler (1431-
1476)was a Prince of Wallachia, well-known in Romania’s national
history as very cruel and bloody but the most righteous. See
http://www.bran-castle.com/history.html
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combined -, of Transylvania, as a remote, wild and exotic place
with bizarre characters spur the imagination of the avid
travelers.

In Places of the Imagination, Reijnders (2011: 243) stated that
many Dracula tourists were drawn to the story “because of its
dark-romantic mix of eroticism and violence” - reminding their
“inner experience”. Naturally, the feeling has been evoked ever
since Romanticism, when the idea that ugliness and beauty
create one perfect wholewas stated. It is also associated with the
Gothic, characterized by twilight, horror, haunted castles,
decay, strange creatures and overpowering landscape.
Therefore, the inspiration for modern-day travelers to
Transylvania can be traced back to the romantic work of
Abraham “Bram” Stoker - Dracula. His Gothic novel itself is a
perfect example of reinventing spaces, because even though the
author travelled immensely, he never visited Eastern Europe,
the framework for his masterpiece.

Consequently, Romanticism is characterized through
another important trait, Western perception and imagery of the
East as exotic, wild, irrational and unrestraint.* Additionally,
the Romanticism introduced legends, myths and folkloristic
elements into the tales despite the fact that frequently these
elements were not necessarily authentic, but rather invented
and false. Such is the story created by Stoker who relied on
Armin Vambéry’ss knowledge on Transylvanian culture and
studied European folklore, mythological stories of vampires, as
well as the Romanian history where he encountered the name
and figure of Viad Tepes, wrongfully associated with the
character of Dracula. This fact only emphasized the problem of
reconciling the fictional with the factual as well as links
between time and spaces/places, Vlad the Impaler being the
prince of Wallachia and the fictional Dracula entirely associated
with Transylvania.

4For example, detailed references to the idea of Western
fictionalization of the East can be found in Vesna Goldsworthy’s
Inventing Ruritania: The Imperialism of the Imagination.

SHungarian writer and traveller, there are a few allusions to him
throughout the novel in a character of Professor Van Helsing. He is
depicted as a mysterious expert in Transylvania’s culture.
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Furthermore, the character that suffers from the the curse of
immortality and sucks human blood was not only built on
legends and Stoker’s novel it was again recreated in popular
culture®, one of the most famous ones in undoubtedly Francis
Coppola’s adaptation of Dracula in 1992.

Regarding mass tourism, it can be clearly perceived that that
prevailing atmosphere around the rudimental Bran Castle is far
from creating the effect of creepy and horror. Contrary to the
ingrained idea, the atmosphere is rather Disneylandesque.” In
the foothills of the castle, there is a market selling kitschy
souvenirs and products, all inspired by the legend about count
Dracula, i.e. exquisite wines are better sold as Trueblood,
Vampire, Dracula, Chateau du Vampire Midnight Rendezvous,
etc. Along with all this, there were governamental initiatives to
create a Dracula Park® hoping to stimulate inbound mass
tourism in Romania.

10. Conclusion

The reconstruction of spaces through time and literary
imagination is evidently reflected in tourist experience and
various tourist practices and products. Literary tourism as such
can be differentiated at so many levels, in terms of links with
the authors and their works of fiction, as a cultural pilgrimage,
as event-based tourism or educational tourism. The basic
reason for travelling beyond pages can be explained through a
desire for escapism or simply a frivolous materialistic and
consumerist pleasure. The postmodern traveler/reader flocks to
the places of interest that were first imaginatively constructed
as archetypes of love, life, death, wisdom, good and evil. These
places, these chronotopes, are consequently sought and found
in reality independently from the factual or historical truth.

%There were and are numerous film and stage adaptations, short
stories, cartoons for children, comics, video games, TV series all
associated with the legend on Dracula.

7See http://www.tripadvisor.com/ShowUserReviews-g295394-d318167-
r131504102-Bran_Castle_Dracula_s_Castle-
Brasov_Brasov_County_Central_Romania_Transylvania.html.

8The Dracula (theme) Park was a project of the Romanian
government, initiated in 2001 by Dan Matei Agathon, ex-Minister of
Tourism. The project was a notorious failure.
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In the above analysis, we exemplified the paradigm of
perceived, conceived and lived spaces, as well as the dialectic
relations between high-brow and popular culture. Herbert
rightly suggested “there is a merging of the real and the
imagined that gives such places special meaning” (Herbert,
2001: 314) and that can be employed to instill the impulse to
pursue our fantasies. So, we wanted to emphasize the fact that
spaces should be regarded as unfixed, extended and
transformed.

Transylvania most probably does need its legendary and
phantasmagorical aura to flourish as a tourist destination. The
panoply of cultural tourist attractions may certify its vocation
for tourism, independently of the all too frequent association
with condemnable make-believe which is parallel to the
territorial reality. Of course, we do not deny the great
importance of the fictional, mythical/legendary component in
attracting tourists, not only in Transylvania, but anywhere else
in the world. For that purpose, we consider that a viable
alternative likely to be offered in opposition to the improbable
and vain attempts at dissociating the “despotic” image of
Dracula, the Transylvanian vampire - who often even coincides
with the imagery of the region - from the external tourism-
oriented imagery of Transylvania, would be to recover it from
the point of view of folklore, a step that would legitimize it,
would fortify the autochthonous element in it, identifying
Dracula with characters acknowledged by the Romanian rural
collective mind-set.
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FOTOGRAFIA CA APROPIERE SI

DISTANTARE LA ANDREI CODRESCU

Photography as distance and proximity in Andrei
Codrescu’s prose

Cristina Matilda VANOAGA

Abstract: The present study is part of a PhD thesis titled “Space in
Andrei Codrescu’s prose — between reality and imaginary”, analysing the
religious space, the virtual space, the photo studio, the American space
and the library, as reflected in the above mentioned writer’s prose. The
chapter dedicated to the photo studio depicts the manner in which the
professional environment of the writer’s parents and close relatives
influence the perception of the Self and of the Other, passing from the
hypostasis of photographed subject to that of photographer “with the eyes”,
starting from the postmodern statement: “l am a camera’.

Our study presents the travel literature of the author, “Ay, Cuba!” and
“Prof pe drum” (Road Scholar), the last one also an autobiographical
volume, illustrated by photos as a completion of the text. We also discuss
the transformation of Road Scholar into a documentary, well received by
the critics. The second part of our study presents the text written by Andrei
Codrescu for several photo books, as Walker Evans’ “Cuba” and “Signs”,
David Graham’s “Land of the free: What makes Americans different” and
others. If, in the first part of the study, Andrei Codrescu needs the
production of a photo camera to deepen the understanding of the words, we
discover him in the second part as a verbalising agent helping the rounding
and the guiding of a Weltanschauung for other viewers, the public of the
images from the photo books.

Key-words: Andrei Codrescu, literature and photography, travel
literature, movie.

Introducere

Prezentul studiu este parte a unui teze de doctorat intitulate
Spatii in proza lui Andrei Codrescu - intre realitate si imaginar,
care analizeaza spatiul religios, mediul virtual, atelierul
fotografic, spatiul american si biblioteca, asa cum sunt reflectate
in scrierile in proza ale lui Andrei Codrescu. In capitolul dedicat
atelierului fotografic analizam felul in care mediul profesional al
parintilor si al rudelor apropiate ale scriitorului isi pun
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amprenta asupra perceptiei sale a Sinelui si a Celuilalt, trecand
de la ipostaza de subiect fotografiat la ipostaza de fotograf ,cu
ochii”, pornind de la afirmatia postmodernd ,I am a camera”.

In cele ce urmeazd prezentam, pe de o parte, literatura de
cdldtorie si autobiograficd a lui Andrei Codrescu, completata cu
imagini fotografice, partial transpusd in film documentar, si, pe
de altd parte, volume de fotografie care beneficiaza de texte si
comentarii scrise de Andrei Codrescu.

I. Calatorie, carte, fotografie

Cartile de cadlatorie ale lui Andrei Codrescu sunt insotite de
fotografii, ca o completare necesara a cuvintelor. Desi se declard
,2impotriva fotografiei’in eseul care deschide volumul The muse
is always half-dressed in New Orleans and other essays,
fotografia vine in mod natural spre intregirea expresiei ideii pe
care scriitorul o transmite, chiar daca fotografiile nu sunt
realizate de Andrei Codrescu, ci in colaborare cu prietenul si
colaboratorul sdu indelungat, David Graham.

Bineinteles, nu e prima datd in istoria tipdriturilor de natura
literard cand ilustratia insoteste textul, dar se poate vorbi si in
prezent, asa cum Brian McHale aratd, de o revigorare a
includerii imaginii langa text: ,Odata cu perioada modernista,
ilustratia de carte fusese deja retrogradatd din romanele
serioase, dislocatd in afara sau in josul ierarhiei sistemului
literar, pand cand ultimul sdu bastion a ajuns sa fie reprezentat
de revistele de popularizare a culturii si literatura pentru copii.
Cand ilustratia a reapdrut, pe la sfarsitul perioadei moderniste, a
fdcut-o intr-o forma noud si fara precedent: ca romane-colgj
suprarealiste si ca ilustratie fotografica™. Tot McHale aratd ca in
textele postmoderniste ilustratia apare pentru a elimina
descrieri care s-ar fi putut dovedi sdrace verbal, sau ca
,antiilustratii”, pentru a evidentia o structurd ontologicd, fard
vreo conexiune cu textul.

Ilustratiile fotografice lui David Graham pentru cartile lui
Andrei Codrescu nu par a se incadra in niciuna din categoriile
pe care McHale le aminteste, ci mai degrabda oferd si o
perspectivda vizuald unor portrete foarte bine si complet

'Brian McHale, Fictiunea postmodernistd, traducere de Dan H. Popescu,
lasi, Polirom, 2009, p. 288.
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construite verbal de scriitor sau unor stdri de fapt care sunt la
fel de detaliat prezentate. Putem spune cad ilustratia fotografica
sporeste savoarea textului prin abordarea altor simturi.Intalnim
o marturisire a necesitatii de a spori prin fotografie ceea ce
cuvintele ar transmite la un alt scriitor, Gheorghe Crdciun:
,Propozitia e ca un schelet cu oase lucitoare expus intr-o vitrina
didactica. Pe ciand fotografia absoarbe concretul, momentul,
starea, miscarea, pozitia, nuanta, misterul™.La nivel de discurs,
fotografia aduce o descriere care ,este de fapt un alt fel de
naratiune”. Simuland comparatia pe care Gheorghe Crdciun o
face, am spune ca textele lui Andrei Codrescu sunt mai mult
decdt un schelet lucios, sunt un corp bine incdrnat, in miscare,
imbrdcat chiar in haine elegante, in timp ce fotografia
dezgoleste cate o bucatd de piele, lasand la iveald nuante si
straluciri ascunse de cuvinte si capabile a se dezvdlui doar prin
formad directd.

Ambele cdrti prezentate de noi din punct de vedere al
relatiei cu fotografia sunt carti de cdlatorie. Astfel, Andrei
Codrescu se substituie turistului, in dezacord cu ceea ce scrie in
Against photography, unde asimileazd turistul unui terorist si
aparatul fotografic unei arme, pornind de la sensurile verbului
to shoot, insemnand ,a face o fotografie” in primul caz si ,a
impusca”in al doilea. ,... diferenta dintre turism si terorism?
Turistii sunt teroristi cu aparate foto, in timp ce teroristii sunt
turisti cu arme. Turismul este un aspect civil al imperialismului.
Dupd ce nativii au fost pacificati fortat cu ajutorul armelor,
termindm treaba cu ajutorul aparatelor fotografice™.
Substantivul ,turist” are o acceptiune negativd in interpretarea
fotograficd, asa cum aratd Ashley laGrange: ,termenul are

>Gheorge Crdciun, Mecanica fluidului. Culegere de lectii introductive, cu
exemple, definitii, intrebdri si 36 de figuri incluse in text, editie ingrijitd de
Carmen Musat si Oana Crdciun, prefatd de Carmen Musat, Bucuresti,
Editura Cartea Romaneascd, 2014, p. 168.

3Ibidem.

4Andrei Codrescu, Against photography, p.10: ,,...the difference between
tourism and terrorism? Tourists are terrorists with cameras, while
terrorist are tourists with guns, tourism ist eh civilian aspect of
imperialism. After the natives has been pacified by force of arms, we
finish the job with the cameras”.
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adesea conotatii negative, sugerand un interes superficial sau
exploatator in ceva la care cineva nu este parte”.

Pentru a nu se transforma in teroristi, fotografilor amatori li
se indicd doud lucruri de care sd tind cont: iubirea pentru
obiectul fotografiat si atentia la ceea ce se fotografiaza®. Acestea
par a fi si coordonatele pe care fotografiile vin in completarea
textului in volumele de cdlatorii ale lui Andrei Codrescu. La fel
de bine ca fotografia, si cuvintele pot fi arme. Titlul volumului
de poezii Licence to carry a gun il transformd pe poet in armd, in
incercarea de a intelege dreptul legal al americanilor de a avea o
armd.

Dupd Radu Enescu, omul contemporan si-a pierdut talentul
de a cdldtori, deoarece nu mai tinteste spre ,imbogdtirea
intelectuald, moral3 sau estetica””, acumuland doar , 0 cantitate
de imagini sporitd, dar o pierdere de calitate™. Felul in care
cartile prezentate in acest subcapitol folosesc fotografia
urmadreste imbogdtirea, cresterea calitdtii a ceea ce cuvintele
livreaza.

Calatoria beatnikului -Prof pe drum

Primul volum la care facem referire in prezentarea noastra
esteProf pe drum, Road scholarin original. Aceasta carte isi are
modelul in cdldtoriile pentru care sunt cunoscuti beatnicii, de
care Andrei Codrescu a fost apropiat si care i-au influentat
devenirea poeticd in primii sdi ani pe taram american. Modelul
clar este romanul lui Jack Kerouac, On the Road, o descriere a
Americii de dupd 1950, in care personajele ascund persoane
reale, reprezentanti ai generatiei beat. Dincolo de referinta din
titlu, cartea lui Andrei Codrescu descopera la randul sdau
America, in alta decadd, dar prezinta o serie de persoane reale,
de aceasta datd nedeghizate, incluzind o intalnire cu Allen

5Ashley laGrange, Basic critical theory for photographers, Oxford, Focal

Press, 2005, p. 246: ,..the term often has negative connotations
suggesting a shallow and exploitative interest in something they are not
gart of”.

'Andrei Codrescu, Against photography, p.13.

7Radu Enescu, Homo - animal peripateticus, in volumul Ab urbe condita.
Eseuri despre valoarea omului si umanismul valorilor, Timisoara, Editura
Facla, 1985, p. 6.

8Ibidemn.
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Ginsberg in prima parte a cdldtoriei, si o alta cu Lawrence
Ferlinghetti, la capdt de drum, o circularitate care ramane in
sfera beat, dublata de o frazd din romanul lui Kerouac, repetatd
de Ginsberg la inceputul cdrtii si de Codrescu la finalul ei.
Cadldtoria lui Andrei Codrescu este cdldtoria oricdrui beatnik
care pleaca ,in sdlbaticie”, intelegandu-se prin aceasta ruperea
de mediul confortabil, o calatorie pe care scriitorul de origine
romdand o concretizeazad literar si prin antagonismul ,,induntru”-
yafara”in The Disappearance of Outside, asa cum remarca si
Lawrence Ferlinghetti, subliniind ruperea noilor generatii de
cdldtoria exploratorie pe pamant, prin adoptarea avionului si a
imaginilor gata livrate de televiziune®.

Fotografiile care apar in carte sunt in majoritatea lor
fotografii de tip portret individual sau de grup, Andrei Codrescu
lasand lui David Graham misiunea descrierii fizice si descriind
personajele sale mai mult prin prisma activitatilor acestora, care
le fac emblematice pentru societatea americana, fiecare dintre
acestea reprezentdind un segment anume din marele tot
spiritual sau material al Americii, despre care in finalul cdrtii se
concluzioneazi: ,In mod paradoxal cea mai materialistd tard
din lume este, in acelasi timp, si cea mai spirituald™. Astfel,
portretele fotografice care intregesc portretele literare {i
infdtiseazd pe: Carney, instructorul auto; Allen Ginsberg; Robert
Friedman si Betty Whelan, fondatori ai comunitdtii Oneida;
Sam Mackey, bunicul lui Tyree Guyton, care a folosit gunoiul si
obiectele abandonate pentru a crea opere de artd; Primarul
Kozaren din Hamtramck; pretins artistul Themis Klotz; Gene
Weise, impdratul spermei de taur; Dan Iuga, roman devemit
antrenor al echipei olimpice a SUA la tir cu pistolul; Bo, o
instructoare de tir seminudad; poetii Al Simmons si Peter Rabbit;
Lama Dorge; Yogy Bajan al sikhsilor; Lisa Law, o cunoscutd
adeptd a miscdrii hippie care ficea translatia cdtre miscarea
New Age; Beth Pierson, promotoare a ideei de comunicare cu
viata extraterestrd, mediumul Foster Perry, Chris Griscom,
adepta a teoriei reincarndrilor si a cdlatoriilor in vieti anterioare;
Cherokkee, o vindecatoare cu cristale; Lawrence Ferlinghetti si
altii. In capitolul anterior, dedicat spatiului religios, am abordat

9 Cf. Andrei Codrescu, Prof pe drum, pp. 216-217.
Jbidem, p. 224.
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portretizarea literard a unora dintre acestia, astfel incit nu
insistdm asupra personajelor din Prof pe drum, subliniind doar
drept concluzie cd prezenta lor este importantad ca diversitate
creatoare de unitate.

De la road book la road movie si viceversa

Filmele de calatorie sunt traditionale deja pentru cultura
americand, de cele mai multe ori prilejuind personajelor
cdldtorii initiatice sau posibilitatea de a scoate in evidentd
contexte social-politice frecvent conflictuale. Existd cateva
tipologii ale acestor filme in literatura dedicatd cinematografiei,
care pleaca de la tipul westernului, filme de gen si gender, iubiri
cdldtoare, evadari si evadati pe fuga, initieri de toate felurile,
distopii, curse de automobile etc.”

Cultura hollywoodiana a transformat intreaga Americd intr-
un imens ecran. Jean Baudrillard scrie despre cultura
cinematograficd americand: ,Deci nu trebuie sd pornim de la
oras la ecran, ci dinspre ecran spre oras, pentru a-i patrunde
secretele. Acolo unde cinematograful nu ia forme exceptionale,
ci investeste strada, intreg orasul, cu 0 ambiantd miticd e locul
unde el devine cu adevdrat pasionant™2

Este filmul ,lui Andrei Codrescu” un road movie tipic? Cu
sigurantd nu, deoarece lasa deoparte conventiile cdlatoriilor
initiatice si cu sigurantd nu se incadreaza in vreuna din
categoriile mai sus mentionate. Documentarul produs si regizat
de Roger Weinsberg materializeaza un scenariu de Andrei
Codrescu, dezvoltat in paginile volumului Road Scholar (Prof pe
drum), ambele apdarute in 1993. Sub forma documentarului,
Road Scholar - the movie expune America prin ochii unui
imigrant evreu de origine romdnd, naturalizat american si
integrat serios in viata cultural-sociald a tdrii de adoptie, nu
doar ca scriitor si profesor, dar si ca jurnalist si comentator la
National Public Radio.

1z, Steven Cohan, Ina Rae Hark (ed.), The Road movie book, London,
Routledge, 1997.
2Jean Baudrillard, America, traducere din limba franceza de Alina Beiu-
Deglium editia a II-a, revazutd, Bucuresti, Editura Paralela 45, 2008, pp.
78-79.
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Cdlatoria acestuia incepe in New Orleans si se incheie la Las
Vegas, trecand prin New York, Chicago, Denver, Santa Fe si
Tucson. Oprirea la New York il aduce in prim plan pe Allen
Ginsberg care citeaza din Pe drum al lui Jack Kerouac: ,Pamantul
este un lucru indian”, fragment care va fi rostit si de Andrei
Codrescu in finalul filmului, dind o circularitate care exclude
parcursul initiatic prin sosirea in acelasi punct discursiv si ideatic
al inceputului. Totusi documentarul nu contine nicio oprire
geograficd in zone sau rezervatii ale culturii indiene native.
Oarecum, textul cartii omonime tangenteazd ideea prin debutul
capitolului Tdrdna Sfantd.

Concluzia peliculei arata cd unitatea teritoriului american nu
tine de similaritatea celor care o locuiesc, ci de diferentele dintre
acestia, cei care au preluat pamantul nativilor indieni. Faptul ca nu
existd nicio referire directd prin imagine la teritoriile nativilor care
le mai apartin expres doar in rezervatii, coroborat cu citatul din
Kerouac, care transformd cdlatoria intr-un cerc, sugereaza ca
intreg teritoriul strabdtut este de fapt al nativilor, dar locuit de
ceilalti, sositi in America de la originile ei si pana in prezent, cu
toate diferentele lor specifice.

Scena discursului tinut in fata unor noi locuitori ai Americii, la
sediul Serviciului de Imigrari si Naturalizare, trimite la neuitarea
originilor, la tristetea lucrurilor ldsate in urma, contragreutatea
bucuriei unei noi vieti intr-o tara despre care Codrescu spune:
,2America este o idee in mintea noastrd. Fiecare generatie de noi
imigranti reface America dupd chipul si asemanarea imaginatiei
ei...Acum e randul nostru”s.

Daca inceputul documentarului are ca pretext lectiile de sofat,
o simbolistica a stilului de viata american pe care o analizam in
Capitolul 4 al lucrdrii noastre, scena finald ne aduce un Andrei
Codrescu sofer al unei masini clasice americane, un Cadillac
decapotabil, de un rosu care nu poate trece neobservat. S-ar putea
trage concluzia unei naturalizari perfecte in spatiul american, dar
felul in care completeazd citatul din Jack Kerouac aratda cd nu
America a apropriat emigrantul, ci emigrantul a apropriat

BAndrei Codrescu, Prof pe drum, p. 223.
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America: ,,Pdmantul e ceva indian, Cred asta, dar este si ceva
romanesc’.

Filmul s-a bucurat de o criticd pozitiva, fiind castigdtor al
premiului CINE Golden Eagle la CINE Competition in 1992, la
categoria Feature Documentary, si al premiului Golden Space
Needle Award, pentru cel mai bun film documentar, la Seattle
International Film Festival in 1993, fiind de asemenea nominalizat
pentru Premiul Marelui Juriu la Sundance Film Festival in acelasi
an.

Cuba - cadavre exquis

Nu vom insista asupra descrierii cdlatoriei cubaneze a lui
Andrei Codrescu si ne vom limita la a nota in ceea ce priveste
continutul fotografiilor ca acesta este menit a ilustra ori portrete
ale unor personaje reale descrise de scriitor, ori aspecte din viata
zilnicd a locuitorilor, lupta lor pentru supravietuire intr-o
economie caracterizatd de sdrdcia populatiei si de speranta lor la o
viatd mai buna prin legaturile cu turistii americani, care ori plateau
pentru aventurile erotice cu frumoasele cubaneze, ori se
indrdgosteau si stabileau relatii oficiale cu acestea.

Ceea ce vrem sd scoatem in evidenta este legdtura dintre text si
fotografie de tip cadavre exquis, o tehnicd inventatd de
suprarealisti si care constd in addugarea de elemente unei
compozitii, pentru a oferi in final o imagine complexd. Tehnica nu
este strdina lui Andrei Codrescu, care, asa cum aratam in capitolul
precedent, a numit astfel o revistd in stil dada pe care a condus-o.
Descrierea celor 12 zile pe tardm cubanez se deschide fiecare literar
cu un poem intitulat Cadavre Exquis, la care contribuie in principal
Art Silverman, Ariel Pena si David Graham, din echipa care l-a
insotit pe scriitor in Cuba, pentru a documenta realitatea cubaneza
pentru National Public Radio. Credem cd inserarea fotografiilor in
text este menitd a aduce propria contributie la o0 compozitie finalg,
un joc simulat al fotografului si scriitorului, deoarece coeziunea
textului cu fotografia este intentionatd, nefiind intdmpldtoare.

“4Road Scholar, min. 79:40: ,, The Earth is an Indian thing. I believe that.
But it’s also a Romanian thing”.
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II. Cuvinte pentru imaginea altor instante fotografice

Andrei Codrescu nu se multumeste sa foloseasca fotografia
pentru ilustrarea completiva a cdrtilor sale de tip road book, ci
contribuie in numeroase randuri la volume de fotografie prin
eseuri introductive sau texte care sa aducd un plus verbal ideii
transmise vizual. Si astfel de texte, la fel ca si acelea din categoria
prezentatd in subcapitolul 3.2. subliniazd legatura dintre cuvant si
fotografie care este necesara in multe randuri scriitorului pentru a
formula o perceptie asupra unei lumi intrupate din instantanee.
Daca in subcapitolul precedent, Andrei Codrescu era un aparat de
fotografiat, construind o lume cu ajutorul imaginilor, in acest caz
el este un agent verbalizator care ajutd la completarea si ghidarea
unui Weltanschauung pentru alti privitori, publicul imaginilor din
cartile de fotografie.

Cuba lui Walker Evans; Semne

Andrei Codrescu contribuie cu eseuri la volumele reeditate ale
unuia dintre cei mai cunoscuti fotografi americani - Walker Evans
(1903-1975). Cunoscut in mod special pentru documentarea
fotograficd a perioadei Depresiei in Statele Unite Ale Americii,
Walker Evans este numit uneori un deschizator de drumuri pentru
fotografia documentard, mai ales datoritd faptului ca arta
fotograficd devenise ,rarefiatd™> in primele decenii ale secolului al
doudzecelea, pe teritoriul american. Bazdndu-si lucrdrile pe
portrete ale muncitorilor in afara orelor de muncd, Walker Evans
reuseste sa aduca publicului aspecte inedite, aproape ,domestice”
ale perioadei crizei economice. Multe din lucrdrile sale se afld in
colectiile Metropolitan Museum of Art, insd periodic sunt reeditate
datorita valorii lor documentare si, nu in ultimul rand, artistice.
Andrei Codrescu contribuie prin text/comentarii la volumele
Cuba'® si Signs" ale fotografului care-si dorise la un moment dat sa

SJessica Lee May, Off the clock: Walker Evans and the Crisis of the
American Capital, 1933-1938, disertatie nepublicatd, 2010 disponibild
online la adresa
http://digitalassets.lib.berkeley.edu/etd/ucb/text/May berkeley 0028E 1
029.pdf, consultatd la 02.10.2017.

6Andrei Codrescu, Walker Evans, Cuba, s.l., J. Paul Getty Museum. 2001.
7Andrei Codrescu (author), Walker Evans (photographer), Signs, s.l., J.
Paul Getty Museum, 1998.
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devind scriitor’® si care considera cd ,fotografile nu sunt
ilustrative. Ele si textul sunt egale, mutual independente si pe
deplin colaborative™®.

In 2001 sunt publicate o parte din fotografiile lui Evans aflate in
colectia J. Paul Getty Museum, fotografii care fac parte dintr-o
serie de instantanee pe care fotograful le face in 1933 in urma unei
cdlatorii in Cuba, pentru a ilustra volumul lui Carleton Beals, The
Crime of Cuba, avand ca principald tematica o expunere a
contributiei nefericite a guvernului american la problemele sociale,
economice si politice ale Cubei. Beals acuza in 1933: ,America a
ajutat ca Machado sa fie mentinut in functie impotriva dorintei
cubanezilor, a ajutat la pdstrarea unui regim criminal™.
Fotografiile lui Evans sunt portrete ale locuitorilor, surprinsi in
diverse ipostaze ale trajului zilnic, de multe ori in lupta pentru
hrand.

Andrei Codrescu, asa cum observam in subcapitolul precedent,
cdlcase pe urmele lui Carleton Beals in Cuba, decenii mai tarziu,
ajungdnd intr-un spatiu ale cdrui probleme nu se schimbaserd prea
mult. Astfel incat felul in care concepe textul pentru volumul lui
Evans nu este departe de problematica pe care o abordase in Ay,
Cuba!. Diferenta este insa cd, de aceastd data se inverseaza raportul
de forte intre fotografie si text. Daca in Ay, Cuba! fotografiile lui
David Graham insotesc spre completare textul lui Andrei
Codrescu, in Cuba lui Walker Evans, ponderea in volum apartine
fotografiei, Andrei Codrescu preluand rolul de ghid al celui care
vizioneazd imaginile. Andrei Codrescu vede in volumul lui Beals
un oarecare conflict intre stilul textului si stilul fotografiilor lui
Evans, care se afla la inceputul dezvoltarii fotografiei sale cu rol de
reflectie asupra conditiei si problematicii sociale.

18Yz. James R. Mellow, Walker Evans, New York, Basic Books, 1999.
“Walker Evans, Let us now praise famous men: The American classic, in
words and photographs, of three tenant families in the Deep South, s.l.,
Mariner Books, 1st Mariner Books Edition, 2001, p. 19: , The photographs
are not illustrative. They, and the text, are coequal, mutually
independent, and fully collaborative”.

2°Carleton Beals, The Crime of Cuba, with 31 aquatone illustrations from
photographs by Walker Evans, Philadelphia&london, ].B. Lippincott
Company, 1933, p. 7: »...America helped keep Machado in office against
the wishes of the Cuban people, helped maintain his murderous regime”.
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Un al doilea volum cu fotografii ale lui Walker Evans la care
Andrei Codrescu contribuie cu un eseu esential pentru intelegerea
fotografiilor este Signs. Volumul este intdmpinat printr-o recenzie
in New York Times astfel: ,Fotografiile lui Walker Evans, alb-
negruy, de firme de magazine, panouri, postere carnavalesti, graffiti
si marchize cu lumini electrice sunt fotografii de fotografii in care
artistul de renume aduce un omagiu lucrarilor notabile ale
celorlalti anonimi. Recunoasterea artizanilor necunoscuti este
posibil sd nu fi fost intentia sa originald, dar Evans, care a creat
paginatie pentru revista ,Fortune” si a predat grafica la
Universitatea Yale a fost fascinat atat de designul profesional, cat si
de cel scrijelit primitiv al formelor literelor comunicate public si
care au lasat o amprentd unicd asupra peisajului”.”

Andrei Codrescu insd considera in eseul sau cd alegerile
fotografice ale lui Evans sunt o caracteristici a generatiei
postbelice, ,0 cdutare inalt intelectuald, frivold si cabalisticd in
acelasi timp™. Evans este descris ca fiind pasionat in anii 30 de
natura auto-referentiald a semnului®. Aceastd pasiune este
identificata pe cale autobiografica, deoarece tatal fotografului
lucrase in publicitate, o explicatie care probabil ar fi fost respinsa
de autorul fotografiilor, din doua motive: pe de o parte, ,puritatea
esteticd a modernismului cerea o tabula rasa din partea
artistului™4, iar pe de alta parte, in verticalitatea sa sociald, care nu
era strict comunista, considera cd opresiunea sociald provenea din

zSteven Heller, Letter perfect, in New York Times on the web, 13
septembrie 1998, articol disponibil la adresa
https://archive.nytimes.com/www.nytimes.com/books/98/09/13/bib/g80
g13.viog713.html, consultat la 12.02. 2017: ,Walker Evans's black-and-
white photographs of shop signs, billboards, carnival posters, graffiti and
electric light marquees are pictures of pictures in which an artist of
stature pays homage to the work of scores of anonymous others.
Recognizing unknown artisans may not have been his original intent, but
Evans, who designed layouts for Fortune magazine and taught graphic
design at Yale University, was fascinated by the way both professionally
designed and primitively scrawled letter forms communicated”.

2Andrei Codrescu, Signs, p. 11 ,a high-minded quest that was
simultaneously frivolous and cabalistic”.

3BCf. Ibidem, p.5.

24]bidem, p.11: ,the aestetic purity of modernism demanded a tabula rasa
from the artist”.
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conditiile economice®. Descriind legdtura dintre limbaj si
fotografie in lucrdrile lui Walker Evans, Andrei Codrescu reuseste
sd sublinieze intr-un fel o legaturd care este caracteristicd si
propriei sale abordari a legdturii text-fotografie: ,In timp de chiar
limbajul e transformat in imagine, alte fragmente de peisaj sunt
transformate in limbaj™°.

Andrei Codrescu reuseste prin eseurile sale care completeaza
volumele lui Walker Evans sa contribuie la redarea cdtre public a
unor lucrari considerate ,pasi importanti pe calea spre stilul
documentar matur al fotografului™”.

Alte volume de fotografii cu texte semnate de Andrei
Codrescu

In general, volumele de fotografii care cuprind texte de Andrei
Codrescu urmdresc spatii care pentru acesta sunt interesante
autobiografic. Am observat deja doua volume dedicate Cubei,
probabil datorita conexiunilor pe care le face cu spatiul romanesc
comunist in care a crescut. Tot un spatiu al comunismului, de data
aceasta fostul bloc soviet, este ilustrat de Bruce Haley in Sunder®® si
beneficiaza de un comentariu al lui Andrei Codrescu. Fotografiile
lui Haley e posibil sa ii fi parut familiare scriitorului de origine
romand deoarece ilustreazd lupta si provocdrile natiunilor nou
eliberate de dominatia comunistd si scinddrile apdrute rapid in
peisajul economic si social.

Spatiul american este de departe spatiul preferat in eseurile
dedicate fotografiilor de cdtre Andrei Codrescu. De semnatura sa
beneficiaza volume ca Land of the free* si Reframing America®,

3Cf. Ibidem.

*6]bidem, p. 7: ,,While language itself is turned into an image, other pieces
of landscapes are turned into language”.

*’Benjamin Lima, Review: The Evans File, in ,Art Journal, vol.63, nr.6
(Autumn), 2004, p. 102:,important steps on the path of teh photographers
mature documentary style”.

*8Bruce Haley, Sunder, foreword by Dina and Clint Eastwood, essay by
Andrei Codrescu, s.1., Daylight Books, 20m.

»David Graham, Land of the free: What makes Americans different, s.1.,
Aperture, 1999.

3°Alexander Alland, Andrei Codrescu, Reframing America, Tucson, Center
for Creative Photography, 1995.
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dar si Over America®. Land of the free contine fotografii semnate
de David Graham, acelasi fotograf care a documentat cdlatoria lui
Andrei Codrescu in Ay, Cuba!, dar si pe aceea prin America in Prof
pe drum. Cartea contine portrete ale americanilor de rand in
activitdtile lor zilnice sau in mediul familial, dar si fotografii ale
imitatorilor celebritdtilor care si-au lasat amprenta in cultura
populara americand, cum ar fi Elvis Presley sau Marylin
Monroe.Despre colaborarea cu David Graham, Andrei Codrescu
declara: ,Fu cred cd David Graham este un Walker Evans
contemporan, maestru al culorii - Evans a fotografiat numai in alb
si negru”>,

Reframing America este in schimb dedicat felului in care
emigrantii au influentat societatea americana sau, cum scria Jean
Baudrillard, au transformat-o intr-o ,utopie realizata”3. Andrei
Codrescu prezintd in eseu si contributia sa la aceastd utopie, prin
nota distinctivd pe care o aduce scenei social-culturale, ca orice alt
imigrant care nu s-a topit in marele creuzet multicultural si a iesit
in evidenta: ,Ce am simtit eu ca era datoria mea era de a fabrica o
diferenta, sd md fac pe mine cat mai distinct si neasimilabil cu
putintd. S& imi cresc strdindtatea, dacd vreti. Aceasta a fost
contributia mea la America: nu dorinta de a md topi in ea ci
dorinta de a intrupa o diferentd instructiva”+.

Referinte (selectiv):

Pitts, Terence, Codrescu, Andrei, Reframing America, Tucson, Center for
Creative Photography, 1995.

Baudrillard, Jean, America, Bucuresti, Editura Paralela 45, 2008.
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32Andrei Codrescu, Miracol si catastrofd, p. 198.

3Jean Baudrillard, op.cit., p. 107.

34 Andrei Codrescu in Alexander Alland, Andrei Codrescu, op.cit., p. 13:
,What I felt was that it was incumbent upon me to manufacture
difference, to make myself as distinct and unassimilable as possible. To
increase my foreigness, if you will. That was my contribution to America:
not the desire to melt in but the desire to embody an instructive
difference”.
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RECONSTITUIREA SPATIULUI SOCIAL

PRIN PROZA ROMANEASCA

Reshaping the Geographical Space through
Romanian Prose Writings

Alina BAKO

Abstract: This paper’s aim is to outline the development of the novel in
the Romanian culture at the beginning of the 20th century, prompted by
the socio-political circumstances influenced by a constant relationship
to the European cultural space and to a native mental spatial model
which led to a unique narrative experience. The dated binomial of
tradition and modernity, under which the Romanian novel developed
from the beginning, also included an opposition that cannot be ignored
in the Romanian space, mostly due to the specific sociological
characteristics.

Keywords: fiction, literary space, novel, Romanian prose

Dincolo de multiplele studii care au fost consacrate spatiului
in literaturd, avand criterii de la cele mai diverse, plecand de la
teorii ale lecturii spatiale, la puncte de vedere estetice,
regionale, de tip periferie-centru, Mitteleuropa ori spatial turn,
se contureazad intrebarea daca un spatiu literar poate servi drept
imagine in configurarea spatiului geografic. Studiile intreprinse
panad acum aveau ca punct origo spatiul geografic care naste
spatiul literar, cu implicatiile profunde ale unor domenii de
actiune adiacente, precum istoria, politica, socialul etc.
Interogatia e menitd sa nasca posibile raspunsuri care sa reiasa
din analiza legdturii dintre personaj si spatiu, precum si modul
in care aceasta legaturd poate sd reconstituie o imagine de
ansamblu asupra unui fenomen literar.

Fara indoiala, discutia trebuie sa inceapd de la ceea ce Pierre
Bourdieu numea ,spatiul social” constituit din ansamblul
relatiilor dintre indivizi, membri ai unui grup, ai unei
comunitati, posedand fiecare un  anumit capital
(,responsabilitate si recunoastere civicd”) si imprumutandu-si-1

' Pierre Bourdieu, Spatiu social si spatiu simbolic, Bucuresti, Meridiane,
1999, p. 12.
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reciproc, pentru a se distinge de celelalte grupuri. Pozitia in
spatiul social este influentata de capitalul cultural si cel
economic, persoana/personajul devenind cu atat mai important
cu cat creste un acumularea unui anume tip de capital. Este
bine cunoscutd clasificarea tipurilor de capital cultural, iar cel
care duce la augmentarea acestuia fiind capitalul economic. In
contextul discutiei proxemicii constatdim transferul de capital
care se genereazd i1n cazul unor personaje din romanele
romdnesti. Ne vom referi, asadar, in prima parte, la fragmente
din proza lui Liviu Rebreanu, unde discutia se contureazd pe de
o parte in jurul claselor sociale si a capitalului pe care fiecare
dintre acestea le acumuleaza (in Ciuleandra si Rdscoala), pe de
alta parte prin recursul la factorii etnici si tensiunile din
comunitdtile din Transilvania (Pddurea spdnzuratilor). Vom
face referire si la unele idei din romanul Cel mai iubit dintre
pdmdnteni de Marin Preda in care spatiul social construieste
personajul, mai mult chiar decat spatiul intim.

In Ciuleandra spatiul social exerciti o presiune asupra
personajelor, evidentda la nivelul discursului personajelor.
Puterea se manifesta si se identifica de fiecare datd cu un grup
care poseda si capital economic. Raspunsul doctorului care il
trateazd pe Puiu Faranga este menit sa concentreze o schimbare
a fortelor, cdci ,dreptatea sociald” nu se poate face prin recursul
la ideea apartenentei la o anumita clasa sociald. Viziunea se
schimbad, cdci spatiul social actioneazd constrangdtor, pentru
pastrarea coerentei functiondrii sale. Regulile sunt, de data
aceasta, mai importante decat acumularea capitalului
economic. ,,Dar nu pot scdpa din vedere cd un tribunal mi-a
incredintat o insdrcinare deosebit de gingasd si cd de raspunsul
meu deplnde aplicarea dreptdtii sociale. In astfel de 1 imprejurdri
impresiile mele subiective trebuie sd amuteasca. Oricdt ar vrea
ele sd fie de simpatice, nu se poate sd influenteze catusi de
putin obiectivitatea absoluta a rezultatului observatiilor mele!

Batranului ii placeau oamenii cu demnitate, de asta datd insd
se simtea putin jignit. Ii multumi totusi, ii strdnse mana
barbateste si-l felicita pentru seriozitatea ce o pune in
implinirea datoriei.”

2Liviu Rebreanu, Ciuleandra, Editura pentru Literaturd, Bucuresti, 1976,
P-90
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Aceeasi idee se regdseste pe parcursul mai multor intalniri la
care se manifestd explicit, prin intermediul comentariului lui
Policarp Faranga, ceea ce acesta identificd drept adversitate fatd
de clasa sociala din care face parte. Este introdus astfel un alt
tip de vinovatie, generatd si de capitalul economic, cel care, de
data aceasta, nu se mai poate constitui intr-un scut, ci devine
inutil, in contextul spatiului social in care domind un alt
individ, provenind dintr-un alt grup, in care capitalul simbolic
este mai important.

Atitudinea personajului este pusd sub semnul fatalitatii.
,Totusi Puiu rdmase neclintit in bunele-i pareri despre doctorul
Ursu si nici nu voia sd audd despre mutarea in alt sanatoriu.

- Bine, Puiule - il ddscdli Faranga - dar sa nu uiti ca de el
depinde viata ta! De referatul luil... Nu e prudent sa-ti lasi
viitorul in madinile unui om care e adversar declarat al clasei
sociale din care faci parte! Apoi, dupda multe zadarnice
staruinte, batranul ii destainui cd, in contra vointei lui de-a face
vreo interventie, el, Policarp Faranga, a fost aproape in fiecare zi
la Ursu si, cu toate aluziile lui, discrete, fireste, n-a reusit sa-i
scoatd mdcar un cuvant linistitor, necum binevoitor.” Rolurile
se inverseazad, iar salvarea personajului care ar fi fost, in viziunea
tatdlui, din exterior, de la un om aparent apartindnd aceluiasi
grup, nu se produce, Rebreanu neldsiand nicio deschidere in
iertarea personajului, acesta incadrandu-se in tragicul ce
inoculeaza ecouri de piese antice grecesti. Spatiul fizic in care se
afla personajul, spitalul de boli mintale, nu reprezintd o
inchisoare, ci un purgatoriu inainte de judecata sociala. Relatiile
cu ceilalti sunt scurtcircuitate pentru cd individul se detaseazd
de lumea care functiona dupd anumite reguli si deviaza.

In Pddurea spanzuratilor Rebreanu pune in gura personajului
Gross ideile despre clasele sociale si modul in care acestea
functioneazd. Este clard aluzia la cele doud categorii sociale
propovaduite de socialism si care determind aceeasi functionare
reglementatd a spatiului social si a relatiilor generate de acesta:
»- Bine, Gross, credeam ca esti socialist si cd...

- Ca sub eticheta mea se piteste tot un fel de fatarnicie? zise
Gross, ludndu-i vorba din gurd, cu vocea iar aspra si nepldcuta.
Dar meritul cel mare al socialismului in istoria omenirii este

3 Ibidem, p. 117
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tocmai indrazneala de a propovadui pe fatd ura, de-a imparti pe
oameni in doud tabere, care s3 se urasca in veci! Pe cand
diversele forme ale crestinismului mdceldresc omenirea in
numele iubirii, noi am declarat fara ipocrizie cd urdm pe cei
puternici si pe cei mincinosi, cd vom lupta impotriva lor fara
crutare pand i vom dobori. Voi vorbiti de iubire si Dumnezeu,
dar numai ca, sub scutul lor, sd puteti urmdri mai lesne alte
scopuri, nemarturisite! Tu insuti esti o pildd vie, de aceea te-am
si observat de cand te-am cunoscut. Pentru mine esti un caz
interesant, Bologa, sa nu te superil...”*

Sunt formulate astfel ideile care tin de cea de-a doua
componentd a capitalului cultural, cea care se referd la teorii
care sa fixeze cunoasterea lumii, care sd sistematizeze creatiile
culturale valoroase. Socialismul si crestinismul sunt vdzute
drept forme de propovaduire a urii si crimei, false doctrine de
ajutorare a fiintei umane, forme simbolice distructive.

Cu aceeasi componenta simbolica, Apostol Bologa este
acuzat de sovinism, de data aceasta spatiul social fiind generat
de componenta etnicd. Asa cum stim, personajul hotdrdste sd
dezerteze atunci cand afld c3, inrolat fiind in armata austro-
ungard, urma sa lupte impotriva romdnilor de peste Carpati.
Ideea de datorie se multiplica astfel, caci se produce o scindare
intre capitalul generat de cetdtenia pe care o detinea si cel
generat de apartenenta la un spatiu geografic concret romanesc.
Drama se naste cand cele doud intra in conflict, iar Gross
identificd fraimantarile personajului.

,Tu, in strafundul sufletului tau, esti un mare sovinist roman,
nu protesta, c-asa e cum zicl... Imprejurarile te-au aruncat in
razboi, ca si pe altii, si sovinismul tdu a fost nevoit sa pund, rand
pe rand, diferite mdsti ca sd poatd scdpa de primejdie. Ai fost
erou, te-ai distins prin vorbe si fapte... pind cand razboiul sau
soarta sau dracul, dorind sd-si batda joc de tine, te-a trimis
deodatd in fata romanilor tai... N-am sa uit niciodata disperarea
ta cand te-am intdlnit in curtea generalului, pe frontul rusesc,
iti aduci aminte... Bietul tau sovinism te chinuia, iti sfasia inima
si cduta ceval... Ai fi ucis bucuros si cu entuziasm o mie de
muscali sau italieni, numai sd nu fii silit a trage in ai tdi... Aici ti

4Liviu Rebreanu, Pddurea Spdnzuratilor, Editura Ion Creangd, Bucuresti,
1976, p- 45
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s-ar pdrea o crimd sd omori, pe cand aiurea, oriunde, ti-ar fi
indiferent sau ai socoti cd ai facut o vitejie... Ei, si acuma ai
ndscocit iubirea si pe Dumnezeu, in dosul cdrora sd poatd
dainui sovinismul, linistit... pana se va ivi un prilej bun sa-ti iei
talpdsital... Si toate acestea, in numele iubirii, Bologa!... Apoi nu
vezi ca e... e oribil?... Si nu atdta sovinismul tdu, ci tocmai
ipocrizia, poate inconstientd, in care se cocoloseste!”.
Personajul acuzat de sovinism si ipocrizie identificd spatiul
social drept locul in care nu se poate manifesta, libertatea
fiindu-i ingrddita de ansamblul obligatiilor pe care le are catre
stat. Renuntarea la sine echivaleazd cu o moarte mult mai
dureroasd decat pericolul spdnzurdrii la care se supune
constient. Capitalul social determind astfel o scindare a
individului si o incursiune intr-o constiinta turmentatd de
indecizii si nelinisti. Grupul cdruia ii apartine Apostol Bologa il
respinge, neintelegdindu-i motivele neaderdrii la aceeasi
doctrina.

Sunt enuntate astfel elemente care ar fi putut elucida
misterul deciziei, cdci totul se reduce la indeplinirea unei
datorii. Promisiunea de a juca ,un rol de seama in societate”
este astfel anihilatd, cdci personajul renunta de bundvoie la
capitalul simbolic pe care l-ar fi putut avea, prin apartenenta la
o comunitate ,om cu studii inalte”, in care educatia era una
dintre componentele capitalului cultural.,Motivele?... Hm...
Sper cd vom descoperi si motivele, incetul cu incetul... D-ta te
rog sd-mi dai lucruri concrete, nu...echilibre sufletesti! In orice
caz, numirea in juriul unei Curti Martiale, recunoaste si d-ta, nu
poate fi un motiv de dezertare la inamic, nu-i asa? Daca
constiinta d-tale nu gdsea nici o vind acuzatilor, rimanea liberd
s3 facd opinie separatd... A impdrti dreptate sau a pedepsi pe cei
vinovati nu-i o crimd, ci o datorie pentru orice om! In prlvmta
aceasta d-ta, om cu studii inalte, care maine-poimdine aveai sd
joci un rol de seamd in societate, tocmai d-ta trebuia sa...—
Uneori e mai ingrozitor sd judeci pe altii decat sa fii judecat!
zise Apostol, parcd i s-ar fi aprins lumind mare in suflet.”
Raportarea la ceilalti se face prin puterea pe care o are cel care
poseda capitalul simbolic al grupului, dar care renuntda la

sIbidem, p. 89.
¢Ibidem, p. 134.
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responsabilitati, la asumari, la a deveni cdldaul celuilalt,
preferand aproape foucauldian rolul de victima.

Aceeasi rupere de grupul cdruia ii datorase ascensiunea
sociald se face si in momentul in care personajul rupe logodna
cu Marta. Personajele reprezentdnd autoritatea, precum
solgdbirdul, notarul apdra interesele clasei, fiind convinsi cd
ordinea trebuia respectati. ,Intr-adevar, Palaglesu ingrijorat de
valva starnita, se crezu dator sd raporteze solgdbiraului, care de
altfel era in curent si deopotriva de alarmat. Se sfdtuird cum sa «
pastreze ordinea » periclitatd. Constatara ca afacerea e foarte
delicatd, intdi pentru cd e vorba de o neintelegere de naturd
intimd, in care statul n-are nici o chemare sa se amestece, apoi
pentru cd in cauzd se afld un ofiter, asupra caruia autoritatea
civila nu-si poate exercita puterlle 7. In momentul in care
interesele ,castei” fusesera deran]ate, personajul trebuia
pedepsit si se incearca gasirea unei solutii alternative. ,Ordinea
publicd” este periclitata prin precedentul pe care tinde sa il
creeze incidentul, ostasul fiind incadrat in categoria celor care
ar avea ,sfanta obligatie de-a ridica moralul cetdtenilor”.
Tendinta este aceea de a eradica orice actiune menitd sa creeze
incertitudine, indoiald in sufletul celorlalti. De aici se manifestd
predilectia lui Rebreanu in a cerceta psihologia colectivd, a
grupului si a initierii unor revolte. Problema tratatda cu simtul
detaliului nu se rezolva, cdci trebuia inldturatda ,credinta
condamnabild cd n-ar putea fi roman onorabil cel ce
intrebuinteazd limba statului cu predilectie”. Constatam
recursul la integrarea problemei romanilor din Transilvania in
contextul administratiei austro-ungare si insertia discretd a
discutiei privind limba comunitatii majoritare. Astfel de
membrii ai grupului care ies din rand trebuiau inlaturati,
precum protopopul Groza. Modalitatile de a-l sunt diferite:
,Paldgiesu ar fi dorit o reclamatie la superiorii lui Bologa,
cerand, in interesul ordinii si al linistii, rechemarea lui pe front.
Solgabiraul s-a gandit la aceasta, ba a si vorbit cu comandantul
batalionului ce se mai afla in Parva. Cdpitanul, betiv si
dispretuitor fata cu civilii, i-a spus cd n-are vreme sd se tina de
mofturi.Vasdzica militarii considerd drept mofturi tot ce nu e
inarmat cu puscd sau cu tunuri! Mai recomandabil ar fi sd se

7Ibidem, p. 102.
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incerce, barem deocamdatd, o aplanare pasnicd, printr-o
interventie amicald.” Recursul la o strategie de aplanare a
conflictului situeaza totul sub zodia unei ipocrizii generalizate.

,Dreptatea nu costa nimic si de aceea n-are circulatie in
comert!”

Rdscoala este romanul oferd o multitudine de deschideri in
privinta receptdrii personajelor si ca modului cum fsi
gestioneaza capitalul obtinut in spatiul social. Sunt enuntate
mai multe probleme reale, sociale ale tdrii, preponderent agrare,
de la inceputul secolului al XX-lea. Aceeasi idee, a pedepsei care
ar trebui aplicate celor care gresesc, in cazul acesta celor care
,s-au instrdinat de mosiile lor” reiese din discursul personajelor
precum Grigore, care intr-un dialog isi expune opiniile cu
privire la situatia taranimii si a proprietarilor, care fisi lasau
mosiile pe mana arendasilor. Dispretul pentru cei care
reprezentau parvenitii, o clasa sociald in formare si cdreia fi
lipsea educatia, reiese din modul de caracterizare a acestuia:
»2Locul lor l-a luat arendasul, care stoarce arenda pentru boier si
alta, mai bund, pentru el insusi. Atunci evident cd tdranul geme,
si se zvarcoleste, si amenintd, cadnd in surding, cand fatis. In
vreme ce eu, proprietar, muncind si economisind, de- abia scot
din mosia mea cat sa pot trai onorabil, arendasul, vecinul meu,
plateste zeci de mii de galbeni proprietarului si isi umple si el
desagii. De unde diferenta? Din buzunarul arendasului sau din
mizeria taranului?”®. Lui Grlgore i se alaturd alte dous figuri ale
proprletarllor de mosii, Miron luga si Nadina. Insa, ceea ce ne
intereseazd in acest caz este mai ales aspectul social integrat
literaturii. Urmand observatia pe care o face Lucian Raicu in
bine cunoscutul lui studiu: ,,Socialul nu numai ca primeaza aici,
dar copleseste, literalmente, totul in jur cu o forta teribild, care
aminteste caracterul necesar si implacabil al proceselor naturii.
(...) studiu sociologic de valoare unica si neintrecut ca putere de
sondaj a constiintei sociale, colective™. Starea de asteptare
menitd sa acumuleze tensiunea se extinde si asupra
personajelor. Amintirile se deruleaza intr-un ritm incet, cu o

8Liviu Rebreanu, Rdscoala, Editura Eminescu, Bucuresti, 1981, p.23
9Lucian Raicu, Liviu Rebreanu, Editura pentru Literaturd, Bucuresti, 1967,
p-227
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rabdare care contrasteaza cu evenimentul final al rdscoalei:
,Prin piata Palatului regal i se paru totusi ca tdcerea a fost prea
lungd. Cumpanind despre ce i-ar putea vorbi, isi aminti cu cat
interes a discutat Grigore despre nevoile taranesti. li zise deci,
ezitand, parcd i-ar fi pipdit sufletul:— Nici n-am pomenit, atata
ce se vorbeste pe aici despre tdrani si mereu despre tarani.
Toata lumea, pretutindeni, fintruna: chestia tdrdneascd,
problema tdrdneascd, sd facem asa, sa facem altfel...De ce atata
discutie? Pana si la mine in curte, toti chiriasii, cum se aduna la
taifas, repede ajung la tdrani, s-apoi da-i si da-i cu problema si
cu chestia... Barem un cizmar jidov si mai ales feciorul lui, care-i
mare socialist, nu ma intdlnesc o datd sd nu-mi batd capul cu fel
de fel de solutii si cu proorocirea cd, de nu se rezolva chestia
tdranilor, are sd vie revolutia sa faca praf si cenusa Bucurestii!”

In Rdscoala personajele graviteaza in jurul unor forte menite
sa atragd grupuri diferite din spatiul social, asa cum a fost
definit de Bourdieu. Pentru ele, capitalul se construieste din
acumuldri economice, pe cdnd pentru tdrdnime acesta se
transforma fintr-unul simbolic. Trecerea dinspre starea de
asuprire spre revolta se face prin replici scurte, introduse ca
niste elemente surpriza in dialog. ,Tdndsescu era iesit numai de
un an la pensie si avea o nevastd cu doudzeci si cinci de ani mai
tandra ca dansul. Cum Misu nu spuse nici da, nici ba, continua
aproape manios:

- Sd nu mad silesti dumneata pe mine, care ti-am muncit pand
m-ai stors ca pe o ldmdie, sa md injosesc la batranete, ca nu sade
frumos si nu-i drept!

Mendelson, socialist infocat, fost de citeva ori arestat si
batut prin beciurile politiei, rdspunse fard sa ridice ochii de la
lucru:

- Dreptatea nu costd nimic si de aceea n-are circulatie in
comert!”.”®

Este identificat astfel conceptul de dreptate unei monede
fard valoare, iar de aici putem extrage modul de functionare a
capitalului simbolic, care se sprijind pe cel economic. Se
produce astfel un transfer, dinspre cunoastere spre forta
economicd, pentru cd stiinta de a ingriji mosia este inlocuitd de
stiinta de a se imbogati, deci capitalul cultural este treptat

°Liviu Rebreanu, Rdscoala, Editura Eminescu, Bucuresti, 1981, p.209.
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inlocuit cu cel economic. Inci din 1919 Paul Valery constata
despre utilitatea cunoasterii transformarea prin care
»cunoasterea, care era o valoare de consum, devine o valoare de
schimb.”™ In acelasi sens constatam ipostazele unor personaje
care emit pdreri despre fenomenul social pe care sd se produca:
,Doua zile Titu Herdelea avu sd povesteasca ce-a patit si cum a
petrecut la tard. L-a descusut intdi doamna Alexandrescu,
proprietareasa lui, care, caind nu vorbea de Jenicd sau de Mimi,
murea sd afle toate despre toti si sd cleveteascd. O seard intreagd
a trebuit sa refere familiei Gavrilas, iar fiul cizmarului
Mendelson, acuma civil, a venit anume s3 se intereseze de
suferintele tdranilor si sd-i explice, fierbind de revolta, ca
nelegiuirile sociale sunt atat de provocatoare, incit multimea
exasperata va fi silita sa-si facd singurd dreptate si atunci se va
prabusi in foc si singe toatd baraca.” Insertiile textuale sunt
numeroase si sunt menite sa adune dovezi de necontestat, ale
mai multor grupuri sociale pentru punerea in evidenta a unor
elemente adiacente revoltei. Gabriel Liiceanu scria intr-o carte
recentd despre identificare unei istorii a umanitatii,
una,sangeroasd a triburilor multiplicate la nesfarsit”3, deci a
unor grupdri care recurg la violenta, care se revoltd. Revolta
devine astfel o modalitate de rezolvare a conflictelor mocnite.
Concepte precum dreptate/nedreptate, a plati/a pedepsi apar
peste tot in romanul lui Rebreanu. Ele sunt menite sa contureze
doua lumi diferite, cea care contine mai degrabd un capital
simbolic si economic, prin sugerarea unor indicii despre
rezolvarea unui conflict si un capital social, creat de relatiile
dintre indivizii unui grup si care va determina o rasturnare a
raporturilor de forte. Merita discutat aici capitalul de putere,
care, constatam pe parcursul romanului se concentreaza pe
forta pe care o da unitatea de grup, multimea prin sinergia ce
izvoraste din sanul ei: ,Da ce, eu md bucur? protestd tandrul
atat de vehement, cd intond cuvintele cu un accent ovreiesc
aproape comic. Cine ti-a spus dumitale cd md bucur?... Mai intai
eu, ca socialist, sunt contra violentelor si deci nu pot sa ma

"Paul Valery, Criza spiritului si alte eseuri, lasi, Polirom, 2016, p. 28
2Ljviu Rebreanu, Rédscoala, Editura Eminescu, Bucuresti, 1981, p.67.
BGabriel Liiceanu, Asteptdnd o altd omenire, Bucuresti, Humanitas, 2018,
p-32.
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bucur. Pe urmd eu stiu cd bietii tdrani vor pldti cu mult sange
curajul lor de a se ridica impotriva boierilor...Un sfert de ceas i
facu teoria nedreptatilor sociale, sd-i dovedeascd de ce pe el il
dor mai mult miscarile actuale decat pe altii™.

Revolutia, prin capitalul social si simbolic pe care il poseda,
este fundamentul evolutiei oricdrei societdti, fie ca vorbim de
revolta unui grup sau despre inovatii in diferite domenii de
activitate. Este important sd subliniem cd a schimba implica un
soi de violentd, care judecd trecutul si priveste spre viitor.
Personajele rebreniene se contureaza si ca indivizi, dar mai ales
ca grup care actioneazd nu neapdrat in numele unui ideal, ci
sub asediul unei presiuni puternice, generate de conditiile
economice si sociale.

Tipurile de capital identificate si in proza lui Rebreanu
determind o clasificare care se sustine prin recursul la
personajele care alcdtuiesc un bestiar al indivizilor din lumea
taranilor. Grupul cdruia ii apartin, precum si relatiile care
stabilesc intre acestia sunt elementele care le determind
existenta, tragismul lor provenind din incapacitatea de a fi la fel
ca cellaltl devenind cazuri. Intr-adevir, romanele lui Rebreanu
posedd ,0 sistematizare extremd a datelor realitdtii, o
esentializare a concretului, urmdrind sd scoata pretutindeni la
iveald principiul generic, fenomenul primordial.””s Ideea expusd
de Raicu trimite la o trdsdtura fundamentald a romanelor lui
Liviu Rebreanu, cdci esentiald este asadar prezentarea
personajului ca exponent al unor elemente fundamentale ale
vietii. Puiu Faranga ucide nu in numele iubirii, ci ca urmare a
unei deregldri psihice care iese la iveala sub presiune, Ion
aproape siluieste nu in numele iubirii, ci al posesiei materiale,
Apostol Bologa decide spanzurarea unui soldat, nu in numele
iubirii, ci al datoriei. Apartenenta la un grup, cdruia trebuie sa ii
respecte regulile, determind anumite comportamente, uneori
deviante, care fac din personaje cazuri.
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,MAHALAUA DECAZUTILOR”-
RECONFIGURAREA SPATIULUI LITERAR IN
»~DIPLOMATUL, TABACARUL SI ACTRITA”

“The Slum of the Decayed” Reconf'gurmg the
Literary Space in “Diplomatul, tdbdcarul si actrita”)

Aritina MICU

Abstract: Within the interview space, in an exercise of self-reflexive
sincerity, Carol Ardeleanu shapes his literary belief, the "inner principle”
which laid the foundations of his entire creation, regardless of the value
fluctuations, anchoring it into the sphere of realism which so much
relies on veracity. He denies the tough realism that slips into the
artificial, able only "to give us hideous mannequins" while "striving to
copy the truth" and promotes a selection principle by which the writer
actually retains from reality only those elements required to capture
"the essence of the characters/personages”, the risk being otherwise to
build "hybrid characters entangled in unnecessary details". Vital in the
literary formula that he adopts is the "foundation of truth, of real life”,
an inner imperative to which the creator submits and which facilitates
"safe and direct contact between the writer and the lecturer.” Originality
remains untouched and is based on distorting, changing and recreating
the characters, the reality by sophisticated and "careful chemical
combinations”.

Beyond the limitations of the method of truth, signaled in time by
the literary criticism, the first novel of Carol Ardeleanu, published in
1926, has the merit of approaching itself to the "poetry of reality” of one
of the slums of Bucharest, but it survives in value by illustrating the
declassification of a character of Dostoievskian origin, the Consul
Barbu Salceanu. In the slum world, personal distances reconfigure by a
redefinition of the steps, of the space bubbles, the main cause being the
compression of the physical space. Crowding tenants in poor,
suffocating rooms generate undesirable approaches, perceived on one
hand as an invasion of the intimate space, and on the other hand as
manifestations of friendship and human solidarity.

Keywords: slum, realism, literary space, the space bubbles
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Carol Ardeleanu - ,apetenta realului™

»Marele mestesug este, fireste, acela de a te transpune,
pornind de la un element real, in neverosimilitate, dacd vrei,
situatii, pe care le trdiesti insd atdt de puternic scriiind, cd de la
sine ele iau aerul neverosimilitdtii si infloresc inalte, invoalte™

»Romancierul realist este amplificarea unui ochi si a unei
urechi atasate de real printr-o pasiune organicd, fatald, incdt
izbuteste prin cele mai neinteresante lucruri sd intereseze. DI. C.
Ardeleanu este un astfel de romancier™

In spatiul interviului, intr-un exercitiu de sinceritate
autoreflexivd, Carol Ardeleanu fisi contureaza crezul literar,
,principiul interior”* care a stat la baza intregii sale creatii,
indiferent de fluctuatiile valorice, ancordndu-l in sfera
realismului care mizeazd pe verosimiliate. Se dezice de
realismul dur care aluneca in artificial, nereusind ,decat sa ne
dea manechine hidoase™ desi ,se trudeste sd copieze adevarul”®
si promoveazd un principiu al selectiei, prin care scriitorul sa
pastreze din realitate doar elementele necesare pentru a prinde
,esenta personagiilor”’, in caz contrar riscul fiind acela de a
construi ,personaje hibride, incurcate in detalii inutile”. Vitala
in formula literard pe care o adoptd este ,temelia de adevdr, de
viatd reald”, un imperativ interior cdruia creatorul i se supune

'Henri Zalis, Prefatd la Carol Ardeleanu, Diplomatul, tdbdcarul si actrita,
Bucuresti, Editura ROMCART, 1997, p. 27.

2Cicerone Theodorescu, De vorbd cu d-1 C. Ardeleanu, in ,Vremea”, anul
IV, nr. 176, 15 martie 1931, pp. 4-5, apudvol. Romanul romdnesc in
interviuri. O istorie autobiograficd. Antologie, text ingrijit, sinteze
bibliografice si indici de Aurel Sasu si Mariana Vartic, vol. I, partea I,
Bucuresti, Editura Minerva, 1991, p. 133.

3Serban Cioculescu, Un erou de roman in ,,Adevarul”, 44, nr.14 (641), 6 oct.
1931, p. 2 apud Henri Zalis, loc.cit., p. 27.

4Henri Zalis, loc. cit., p. 15.

51. Valerian, De vorbd cu Carol Ardeleanu, in , Viata literard”, anul II, nr. 39,
26 februarie 1927, apud Romanul romdnesc in interviuri, vol. I, partea I, p.
127

SIbidem.

7Ibidem.

8Ibidem.

9Cicerone Theodorescu, De vorbd cu d-I C. Ardeleanu, in ,Vremea”, anul
IV, nr. 176, 15 martie 1931, pp. 4-5, apud Romanul romdnesc in interviuri,
vol. I, partea I, p. 132.
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si prin care se faciliteazd ,contactul sigur si direct intre scriitor
si lector”. Originalitatea nu este stirbitd si rezida in
denaturarea, schimbarea si recrearea personajelor, a realitatii
prin sofisticate si ,migdloase combinatii chimice™.

Ov.S. Crohmadlniceanu, raportindu-se la opera lui Carol
Ardeleanu identifica elementul care ,impiedica notatia crudd sa
se organizeze intr-o viziune riguros realistd”?, contaminarea cu
,un soi de umanitarism vag™ 1in care se topesc ,critica
nedreptdtii sociale si simpatia pentru oropsitii vietii cu mila
crestind™. Aceeasi insuficienta a viziunii adoptate, lipsa
echilibrului dintre sinsertiile in real™ si latura mai blindd a
existentei, este reclamatd si de Henri Zalis din perspectiva
cdruia ,autorul isi permitea happy-end-uri neconvingdtoare, in
afara ideii de bazd a scrierii™® si strecura personaje de o
neverosimila caritate care confereau textului o notd de
artificialitate, alterdnd formula veristd. De asemenea, criticul
opera o disociere intre vechiul naturalism si un naturalism mai
suplu sustindnd cd autorul in discutie isi adjudeca ambele fatete
ale curentului: ,Dacd Ardeleanu pliteste prea greu tribut
vechiului naturalism, de vind este si insistenta cu care el a cules
abaterile de la conduita normald. Insi el apartine si orientirii
mai suple a naturalismului, cand iveste din pI‘lV€11$t1 de viata
mediocre si monotone, intelesuri care lasd sd se intrevada,
dincolo de vdlul deziluziilor, increderea si, dincolo de gesturi
injositoare, respectul si omenia”™’.

In studiul Un romancier al mediilor dedicat in Conferinte
literare lui Carol Ardeleanu, Costantin Cublesan identifica in
romanele acestuia influenta naturalistd care nu exclude ,o
anumitd compasiune, pretutindeni simtindu-se afectiunea

©Jbidem.
UTbidem.
20y, S. Crohmalniceanu, Literatura romdnd intre cele doud rdzboaie
mondiale, vol I, Bucuresti, Editura Minerva, 1972, p. 303.
Blbidem.
“]bidem.
SHenri Zalis, loc. cit., p.14.
°Ibidem,p. 12.
7Ibidem, pp. 12-13.
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autorului pentru personajele sale™, aceastd coordonatd
sentimentald dand o notd particulard naturalismului romdnesc
in general ,atins de reminiscentele unui romantism in decddere,
pand la melodrama™. O deficientd a metodei o reclama si
George Calinescu care traseazd concis cateva linii ale ,spiritului
sdu, modest informat” *°, configurand ,un realism exterior,
profesional, geografic, propriu-zis pitoresc, dar fara capacitate
artistica trebuitoare iluziei optice™".

Rdmas un scriitor de raftul al doilea ,in lipsa unei discipline
estetice a compozitiei, mai mult decat a stilului”*, Carol
Ardeleanu nu poate fi ignorat datorita atentiei deosebite pe care
o acordd mediilor sociale, ,pentru cateva dintre ele oferind, fara
tagadd, primele esantioane romanesti remarcabile, de ilustrare a
vietii unor colectivitdti specifice, in scara sociala”. Chiar din
schitele si nuvelele de inceput, confirmata si in textele ample de
mai tdrziu, se constatd intentia scriitorului de a conduce
,descriptia unor medii supuse conditiondrilor brutale
economice (lumea tdbdcarilor, prostituatelor, minerilor,
lipovenilor din Deltd, vagabonzilor etc.), catre drame sufletesti
obscure cu rasuciri dostoievskiene™.

Astfel, primul roman al lui Carol Ardeleanu, Diplomatul,
tdbdcarul si actrita,publicat in anul 1926, are meritul de a se
apropia de ,poezia intunecatd a realitatii”> dintr-o mahala
bucuresteand, locuitd de muncitorii din tabdcdrii, dar
supravietuieste valoric prin ilustrarea declasdrii unui personaj
de sorginte dostoievskiand, consulul Barbu Sélceanu.

BConstantin Cublesan, Un romancier al medilor, in vol. Conferinte literare,
Targu-Ldapus, Editura galaxia Gutenberg, 2009, p. 183.
]bidem.
20George Calinescu, Istoria literaturii romdne de la origini pdnd in prezent,
Editia a Il-a, revdzutd si addugita. Editie si prefata de Al. Piru, Bucuresti,
Editura Minerva, 1982, p. 774.
2Jbidem.
2(Constantin Cublesan, Op. cit., p. 183.
3BJbidem.
240v. S. Crohmadlniceanu, Op. cit., pp. 299-300.
*Henri Zalis., loc. cit., pp. 14-15.
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Cdderea in mahala si recompartimentarea spatiului

Dincolo de limitele scriiturii, romanele lui Carol Ardeleanu
se apropie de ,sectoarele intunecate ale societdtii”*®, oferind pe
langa configurarea unui mediu, cazuri individuale care meritd
radiografiate. O primd variantd de titlu, Cdderea oamenilor,
concentreazd ideea asocierii acestui univers uman cu o zond in
care marele oras isi impinge elementele reziduale, indezirabile,
intr-o incercare de epurare a centrului. Cdderea in mahala
ascunde o dramd, exilarea fostului privilegiat presupundnd o
miscare centrifugd de respingere, iar recuperarea atuurilor
pierdute este imposibild in planul realitatii alimentiand o
treptatd refugiere in spatiul iluzoriului sau o resemnare lipsitd
de promisiunea revenirii. Se profileazda o mahala a decazutilor,
ca ultimd treaptd a miscdrii descendente, a regresiei sociale pe
care o suferd personaje ce anterior erau parte a zonei
privilegiate. Iluzia resurectiei se pierde treptat, fiind inlocuita
de o stare de abulie, de refuzare a realitdtii sau esueaza in viciu.
Uneori tendintd de evadare este transmisa noilor generatii care
prin forte individuale incearca o formd de a depdsi aceastd
conditie trasatd tdios si definitiv. Romanele lui Carol Ardeleanu
nu marseaza pe ideea salvdrii, ridicarii din mahala, destinele
personajelor fiind dependente de aceastda lume din care nu se
pot desprinde decat sporadic: ,Mahalaua inteleasa ca loc comun
al drojdiei sociale, isi devoreazd nemiloasd, ca intr-o plasma
morbidd, propriile produse™.

Asociatd cu motivul orasului tentacular, linia romanesca
concentratd asupra sonddrii universului uman din periferiile
rudimentare cdreia fi este arondat si romanul Diplomatul,
tdbdcarul si actrita, se dezvaluie in latura sa tragica. In lumea
mahalalei, distantele personale se reconfigureazd printr-o
redefinire a treptelor, a bulelor spatiale, principala cauza fiind
comprimarea spatiului fizic. Inghesuirea chiriasilor in camere
insalubre, sufocante, genereazd apropieri nedorite, percepute pe
de o parte ca forme de invadare a spatiului intim, iar pe de alta
parte, ca manifestari de prietenie si solidaritate umanad.
Descrierea care deschide romanul se bazeaza pe o o delimitare a
spatiului prin trasarea granitelor. Mai intdi, se fixeaza ca reper

6Qv.S. Crohmdlniceanu, Op. cit., p. 302.
*’Constantin Cublesan, Op. cit., p.187.
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bulevardul Landriei ,0 stradd lungd si dreapta ca o sfoara
intinsd, strdjuita de pomi mici, piperniciti, de zidurile inalte si
rosii ale unei fabrici de conserve (...)", unde casele ,mdrunte,
sdrace, boite in toate nuantele de galben si albastru”? aglutinate
sub acelasi acoperamant inghesuie o umanitatechinuitd,
sinchisd in cercul nevoilor si necazurilor ei™°. Tabdcariile
amprenteazd locul vizual si mai ales olfactiv: ,Aici incep
tabacariile cu cosurile inalte, afumate si curtile mari, intinse, in
mijlocul carora zac gramezi de scoartd umedad, pe care salahori,
cu greblele de lemn, le rascolesc cdt i ziua de mare, sd se usuce
in bataia soarelui.

Lucratorii, cu cizme grele, pline de var si de zoaie, forfotesc
ca intr-un viermar, trdgand cu clesti uriasi de fier, din zacatorile
ingropate in pamant, talpa pregdtita tabacitului, in vreme ce altii,
cu manecile camesilor suflecate, avand in fatd sorturi mici,
galbene, imbdacsite de mirosul seului si al unturii de peste,
vldguiesc pieile pe mesele cu fata de tinichea sau de marmora.

Toate curtile la fel, invecinate intre ele, par una si aceeasi, cu
acelasi miros greu, taninos, ce pluteste in aer ca miasmele
mortdciunilor”,

In vecinatate, campul in care orasul isi deverseazd murddriile
yhrdneste” o alta categorie sociala, ,scurmadtorii de gunoaie”, care
»plecati de mijloc, cu capul in pamant, cu ochii mari, de parca ar fi
cdutatori de aur, bagatori de seamad rascolesc cu mainile gunoaiele,
fdrd nicio alta preocupare decit aceea de a gdsi cdrbuni, carpe,
oase, fiare, nasturi si orice alt lucru pe care sad-1 poata folosi pentru
ei sau sd castige ceva vanzandu-1"3. Dictat de mugetul sirenelor
din fabrici, pulsul mahalalei se accelereazda seara cind ,strada
hduie, lumea toatd e bucuroasd, de parcd robotul de peste zi ar fi
fost joc de nunta™+. Fard distictii sociale, fard motive de disputd,
lumea muncitorilor saraci se articuleazd ca o ,,familie uriasa™s.

B]bidem, p. 35.

>9]bidem.

3°Henri Zalis, loc. cit., p. 17.

3'Carol Ardeleanu, Actrita, tdbdcarul si actrita, Bucuresti, Editura
ROMCART, 1997, p. 36.

32[bidem, p. 37.

3]bidem.

34]bidem, p. 38.

35]bidem.
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Scriitorul opereaza o noud delimitare spatiald, prin
diferentierea strazii Brosteni ,care se deschide, la inceput larga,
apoi ingustandu-se si serpuind ca o scurgere de apa”3 si ulterior, a
caselor pe care le detin si le inchiriaza Nitd Mdturaru si cucoana
Sanda: ,Varuite in toate culorile si lipite cu pamant, (...)pareau o
colivd stricatd, aruncata in marginea campului de gunoaie”’.
Prezentarea umanitatii inghesuite in jurul curtii mici si noroioase
Hiesitd mai la iveald, ca pecingenea pe obrazul unui copil”® incepe
cu descrierea cuplului de proprietari, a caror cdsnicie seamdna mai
mult cu un parteneriat de afaceri. Seria chiriasilor se deschide cu
prezentarea lui Mezzano, un violonist italian, care dupa ce
cdldtorise in toate orasele Europei interpretind pe Beethoven
esuase in ,bolgiile cartierului Tabdcari™9. Scriitorul prefigureaza
seria ratatilor care culmineaza cu imaginea consulului, dar
opereazd si o diferentd majord intre diplomat si artist: dacd
italianul viseazd la o revenire glorioasd, considerand aceastd
declinul sau profesional doar o etapd tranzitorie, pe de altd parte,
consulul constientizeazd imposibilitatea recastigarii statutului
anterior si se aruncd in betie ca intr-un refugiu. Galeria de
personaje se intregeste cu prezentarea unui cizmar ofticos
Petrache, a lui Gheorghe, un strungar tandr poreclit de cucoana
Sanda ,,cocosul dracului” din cauza veseliei pe care o afiseaza de
fiecare datd, un cantdret si paracliser la bisericd, care visase sa
devina preot, iar acum se multumea sd strangd bani pentru o
cdlatorie la sfantul munte.

Prezentarea familiei consulului se face sub semnul
senzationalului, venirea acestora in mahala alimentand imaginatia
si curiozitatea flimandd a oamenilor: ,Mai curdnd sau mai tarziu
iscodind pe unul sau pe altul, mahalagiul tot va afla ceva despre
noul venit, ca sd poatd vorbi la poartd sau peste gard cu vecinul’#.
Se incalca ceea ce Edward T. Hall numeste spatiul personal prin
aceasta privire iscoditoare a comunitatii, care vaneazd avid orice
detaliu in legdtura cu familia fostului consul nevoitd sd se
inghesuie intr-o cdmdruta improprie pentru a addposti trei adulti:

3°Ibidem.

37]bidem.

3B]bidem.

39Henri Zalis, loc. cit.,pp. 18-19.
4°Carol Ardeleanu, Op.cit., p. 42.
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»A treia incapere din cele din fund, asezata colt cu o trecere mica
de trei pasi si latd cat abia se putea strecura un om spre magazii,
fusese goala si abia de doua zile se inchiriase unei familii destul de
numeroase, de se minunau vecinii, pand si proprietdreasa, care,
desi spunea cd oddile sunt destul de incdpatoare, nu se putea
dumiri de cum puteau sa doarmad trei oameni mari acolo unde abia
se putea face loc unui pat, 0 mdsutd, unei masini in timpul iernii,
si, haide, hai, sd zicem, unui duldpior, atit si nimic mai mult™.
Aceastd comprimare a spatiului necesar pentru convietuirea
membrilor unei familii trddeaza o sardcie impinsa la limita de jos a
acceptdrii, chiar si pentru standardele destul de permisive ale
mahalalei. Barbu Salceanu poartd amprentate pe chip semnele
viciului care il devoreaza: ,,Noul chirias era un om ca la cincizeci si
cinci de ani, adus de spate, cu ochii bulbucati si fata buhaita si
aprinsa de betie. O barbd rosie, indlbitd, tdiatd rotund, ii acoperea
jumadtate de fata. Privea mereu in pamdnt, rusinat parca de patima
si, cum era inalt si slab, mainile-i lungi ii atarnau pe langa poalele
redingotei invechite, ca doud bete prinse in carlige, inchipuind -
nu se putea mai bine - un manechin automat, cu miscdrile,
aceleasi, masurate™>. Ipostaza omului fantosd indicd o inaderenta
la realitate ca formd de conservare a ceea ce se pdstreazd din
vechea personalitate, ,contrastul tragic dintre ruina materiald si
constiinta inca prezentd a onorabilitdtii de odinioara™3. Sotia
fostului consul, Elisa, se abrutizase din cauza mizeriei in care
fusese nevoitd sd trdiascd si care contrasta cu viata de lux pe care o
dusese inainte ca Sslceanu si- si plarda pr1v11eg111e politice si
sociale. Inecatd intr-un fel de visare intr-o lume dispdrutd, ,cu
ochii impaienjeniti de ceata trecutului”* si lipsiti de viatd, este
doar o umbrd a ceea ce fusese inainte, o pdpusd de ceara cu fata de
,hartie mototolita”5. Explicatia pentru aceastd atitudine a femeii o
ofera chiar consulul atunci cand {i destainuie tandrului sdu prieten,
Alexandru Gangu, ca Elisa incercase sd se sinucidd: ,nevastd-mea e
moartal... Stail... Nu te sperial...E moartd de mult... viata ei s-a stins
de cand a incercat sd se omoare, dar ce vorbesc eu, poate si mai de

4]bidem.
4[bidem.
“Henri Zalis, loc. cit., pp. 18-19.
44Carol Ardeleanu, Op.cit., p.. 43
45]bidem, p. 44.
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mult incd, de pe cand...”*® Desi diferentele dintre ea si celelalte
femei care populeaza mahalaua par sa se estompeze si uneori, fiica
marelui mosier Arghiropol este chiar mai prost imbrdcatd decat
ele, gesturile 1i tradeaza originea nobild. Dorinta de a pastra in
spatiul intim ceea ce are legaturd cu viciul consulului, consumarea
dramelor in spatele usilor indicd un anumit fel de educatie: ,De
cdte ori barbatu-sdu venea beat acasd il dojenea ca pe un copil,
incet, sa n-auza nimeni, aproape in soapta (subl. ns.—M.A.)"¥7.
Agata inchide acest triunghi reprezentind generatie tandrd,
increzatoare in propriile puteri de a-si controla destinul.
Descrierea de la inceputul romanului vine in sprijinul acestei iluzii
si evidentiazd ereditatea stirpei alese: ,,Ochii mari, pielita obrazului
albd de se vedeau vinisoarele albastrui pe langd tdmple, mainile
mici, buzele rosii si picioarele subtiri si fine ca la caii de curse”®.
Refuzul de a comunica, de a relationa cu vecinii, indicd o forma de
conservare a unei zone de tampon si scoaterea celorlalti din spatiul
personal si chiar social prin ignorare. Desi nu cunoscuse perioada
de glorie a familie, ,nu apucase sd stie nimic sau aproape nimic din
bogdtia vremurilor de altadatd”™?®, cu ingamfarea specifica varstei
visa la o carierd stralucita de actritd, in care prin rolurile jucate sa
trdiascd viata care credea cd i fusese furata.

Ultimul personaj din galeria celor prezentate este Alexandru
Gangu, ,o figurd complet neverosimild, pe jumdtate sfint, pe
jumatate idiot si dispus necontenit sd-si dovedeasca marinimia”°.
,Copil lepadat, gasit intr-un gang”, origine concentratd si in
numele pe care il primeste, este un liant intre personajele
romanului prin gesturile sale de bunatate: plateste nu numai
cheltuielile familiei consulului (gest explicabil pand la un punct
prin dragostea pe care i-o poarta Agatei), dar ii imprumuta bani si
lui Mezzano, plateste cheltuielile de inmormantare ale cizmarului
ofticos si drumul vaduvei acestuia si al celor doi copii spre satul
natal. In finalul romanului o salveaza si pe Agata, cerand-o de sotie
dupd ce aceasta cunoscuse neimplinirea in plan profesional si

4]bidem, p. 221.

47]bidem, p. 43.

“lbidem, p. 45.

49]bidem, p. 44.

5°Qv. S. Crohmadlniceanu, Op.cit., pp. 300-301
5'Carol Ardeleanu, Op.cit., p. 44-
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sentimental, ,neimplinire care 1i destrama personalitatea, {i
devalorizeaza visele si o aduce la nivelul cufunddrii in
mediocritate™>.

Intrarea mahalalei in spatiul personal al familiei Sdlceanu se
face la inceput protocolar prin invitatii adresate doamnei Eliza, pe
care aceasta le refuzda sub diferite pretexte. Dar refuzulnu
descurajeaza femeile care ,de dimineata pand seara dadeau buzna,
cand una, cand alta aducand, ca la copii, cite bundtati, toate>.
Apropierea se inregistreaza si la nivelul limbajului, al apelativelor
pe care le folosesc in realatia cu sotia fostului consul: ,la inceput
«cucoand dragd», apoi «dragd», iar mai apoi «sorol».. ca sd
ispraveasca, in chip de si mai vadita apropiere, cu:

- Mdi femeie!”>*

In cazul consulului, apropierea de tabdcari, oameni simpli, dar
buni care apreciaza ce fusese odatd, reprezintd o forma de a-si
intretine viciul. Scena in care, intr-o duminicd seara, familia
Sdlceanu primeste vizita a trei dintre vecini, ilustreaza o incalcare a
spatiului personal, chiar intim. La inceput Didina, Gheorghe si
Matei sunt primiti cu bucurie, pentru cd venirea lor inseamnd
pentru cei ai casei potolirea foamei: ,,Cand intrard musafirii in casd,
ochii consulului se luminara. (...) Si, cu furculita si cutitul desfacu
o bucata de friptura pe care o intinse Agatei, apoi servi pe doamna
Salceanu, pe domnul Consul si pe ceilalti, iar in vreme ce femeile
mancau, lacome, sd-si potoleasca foamea, bdrbatii turnau vin pe
tdcute, iar cucoana Didina, varata in sufletul Agatei, povestea
lucruri fard nicio insemnatate, ce credea ca poate sa intereseze si
pe altii”>>. Dupa potolirea foamei, prezenta vecinilor inghesuiti pe
pat, in lipsa scaunelor (expresie a incalcdrii grave a spatiului intim)
devine agasanta pentru familia Sdlceanu, in special pentru Agata.
Sub influenta bduturii, barierele dintre gazde si musafiri cad, iar
,rezerva, infratitda umilintei, fatd de cei in casa cdrora erau”®
dispare, ficind loc adresdrii de la egal la egal. Senzatia de
derealizare pe care o trdieste Agata este o forma de evadare din
aceastd scend degradanta: ,Agata simtea cum incepe sd o doara

5*Henri Zalis, loc.cit., pp. 18-19.
33Carol Ardeleanu, Op.cit., p. 47.
54lbidem, p. 47
55]bidem, . 50.
5°Ibidem, p. 51
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capul. Catd vreme mancase, gustul bucatelor si preocuparea
animald de a-si potoli stomacul o facurd sd nu ia seama la nimic;
acum, insda, cand trebuia sd asculte vorbele fara inteles ale lui
Gheorghe sau ale nevesti-si, vazind cum Matei std gata sd dea cu
fruntea de marginea mesei, sau privindu-i cum se leagand pe
scaune, ca niste carpe suflate de vant, stramba gura intr-un gest de
sild, inchipuindu-si pentru un moment cd a fost o scend jucata si ca
rolul ei, rol de figuratie intr-unmediu de degradare, era pe
sfarsite™’.

O altd scena care scoate in evidenta specificul mahalalei prin
condensarea spatiului pand la spargerea bulelor personale este
moartea cizmarului Petre. Desi toti oamenii mahalalei se asteaptd
la aceasta veste ,totusi, sldbiciunea sufletului omenesc ndscu in ei
pareri de rdu, poate gandindu-se mai putin la cel ce se ducea si mai
mult la ei”>®. Pelerinajul la patul bolnavului intrd intr-un ritual ce
ilustreazd in termenii lui Philippe Ariés, moartea imblanzit,
domesticitd. Exceptie face doar consulul, care nu suporta sa vada
imagine unui om suferind. Purificarea trupului slab al barbatului
este doar partial realizata din cauza fragilitdtii acestuia: ,Lina nu
mai scdldd mortul, dupd cum e obiceiul, de fricd sd nu se desire,
atdt era de slab. Ceru proprietdresei o cand cu otet, sa-i steargd
trupul de pdcatele cele pamantesti, il imbrdca cum putu, mangaie
copiii somnorosi amandoi, si, pentru cd nu avea unde sa-i
culce, ii asezd, unul langa altul la picioarele mortului, (subl.
ns.—M.A.) acoperindu-i cu coltul macatului (...)”s°. Detaliul socant
pentru cititorul de astdzi ilustreaza o incdlcare a spatiului intim
prin vecindtatea mortii, chiar dacd trupul neinsufletit apartine unei
persoane apropiate, tatal.

Asadar, spatiul mahalalei se configureazd printr-o redistribuire
a distantelor personale, incdlcarea bulelor fiind o caracteristicd a
unor modalitati de relationare specifice care se construiesc diferit
in zona perifericd a orasului, spre deosebire de partea privilegiata a
centrului.
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57Ibidem, p. 53
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59]bidem, pp. 63-64.
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VALENTELE PROXIMITATII EROTICE:
SPIRITUALIZARE SI REPUDIERE A
CARNALULUI

Valences of Erotic Proximity: Spiritualisation and
Repudiation of the Flesh

Liliana DANCIU

Abstract: In this article I was not concerned with describing the
spiritual tribulations experimented by the male character of the short
novel “De la noi, la Cladova”, by Gala Galaction, but in highlighting the
beauty of the feminine soul, totally in love until death. In contrast with
the pathetic wrath between the love for a woman and the love for God,
between the passion and duty of the priest, appears the unique love of a
woman dying in the absence of love. Although the short distance
between them in the profane terrestrial geography, the two lovers are
separated from the prejudices of the world in which they live, from the
deep and dark waters of the Danube and God himself. On the profane
horizon of existence in their families and communities, but also on the
sacred vertical of moral and spiritual reporting to the superior plan of
the absolute, the intimate proximity of the two is forbidden. As Agape or
Eros, love remains purely selfish: God does not share his priest with a
woman, and the woman, according to Christian precepts, can
spiritualise her flesh by the desires of Eros only through Thanatos. Like
the lovers of the biblical chapter “Song of Songs”, Tonea and Borivoje
sublimate the sensual eroticism of the body in a metaphysical love.
Keywords: tragic, passion, eroticism, death, love, Platonism.

Gala Galaction (1879-1961) este traducdtor, scriitor,
memorialist si teolog romdn de origine aromdana, a cdrui
activitate culturald se desfdsoara cu predilectie in perioada
interbelica. In operele literare, el abordeaza cu maiestrie
fantasticul de inspiratie folcloricd si analiza de profunzime a
sufletului uman, captiv al eternului conflict tragic, generator de
hybris, dintre pasiune si datorie, dintre irational si rational.
Elementele de filosofie crestind legate de liberul arbitru, de
necesitatea imbogatirii spirituale in existenta terestrd in vederea
recdstigdrii locului din Raiul pierdut sunt valorificate de catre
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scriitorul roman pentru a spori tensiunea dramatica a
conflictului interior dintre a simti si a gandi.

In alta ordine de idei, dualismul platonician specific mai ales
ultimei perioade de creatie' a filosofului antic al dialogurilor
evidentiazd fdrd echivoc antagonismul categorial pur/ impur,
prelungit in plan ontologic in raportul dintre trupul-carcerd,
perisabil si suspus devenirii, si spiritul, care trebuie eliberat din
starea de confuzie sinonimd cu somnul in care vegeteazd, spre a
se indlta in lumea Ideilor si a Frumosului Absolut. In plan
transcendental, perechilor pur/ impur, spirit/ trup le
corespunde perechea polarizatd a principiilor bine/ rau. Pentru
Platon, sufletul (psyche) nemuritor si etern este principiul care
intermediaza iesirea spiritului (nous) din iluzia in care trupul
(physis) l-a azvarlit, prin trezirea unei nevoi permanente de a
cunoaste, de a intreba si de a analiza. Aceasta trezire-eliberare
spirituald prin cunoastere este prezenta si in filosofia
gnosticilor, unde binele si rdul sunt ipostaziate de Lumind si
Intuneric, iar omul, in calitate de Fiu al Luminii trebuie sa se
desprindd prin gnozd din Intunericul ignorantei provocate de
cdderea sufletului in hylic.

Tandra religie cresting, influentatd atdt de platonism, cat si
de gnosticismul primelor secole de dupd Hristos, a adancit
irevocabil tragismul conditiei umane si a promovat ideea
necesitatii mortificdrii trupului in vederea purificarii lui, a
eliberarii sufletului captiv si a indltarii spirituale. Promovatd de
Sfintii Pdrinti ai pustiei, rugdciunea inimii este dovada cea mai
elocventa a necesitatii conectdrii mintii cu inima pentru a potoli
patimile trupului. Cand Psyche si Nous nu se completeazd intru
desavarsirea spirituald a omului, ci intra in conflict din pricina
lui Physis, locul tuturor pornirilor inferioare ale firii, ia nastere
nefericirea. In viatd, omul este incercat de tot felul de ispite ivite
din tenebrele simturilor, care trebuie contrabalansate de opusul
lor spiritual: iubirea-pasiune, ce implicd sexualitatea rea a
femeii, care l-a facut sa cadd pe Adam, poate fi neutralizata de
iubirea-credintd intru si pentru Dumnezeu. Antagonismul pur/

! Cf. Simone Pétrement, Eseu asupra dualismului la Platon, la gnostici si la
maniheeni (Essay on dualism in Plato, Gnostics and Maniheans).
Traducere de Ioana Munteanu si Daria Octavia Murgu, Bucuresti, Editura
Symposion, 1996, pp. 10-14.
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impur se oglindeste, asadar, si in termenii unei alte polarizari
conceptuale: iubire spirituald superioard/ iubire carnald
inferioard, respectiv, agape/ eros. Pentru a se elibera din
marasmul dualitatii conditiei sale, eroul crestin al lui Gala
Galaction, adica personajul masculin, este obligat sd respecte
poruncile divine, sd-si inabuse dorinta de implinire terestrd si sa
aleagd datoria pentru a-si merita statutul de creatura superioara
facutd ,,dupa chipul si asemdnarea” lui Dumnezeu.

In nuvela De la noi, la Cladova, popa Tonea inabuse iubirea-
pasiune pentru Borivoje si neutralizeazd efectele ei toxice prin
repetarea constantd a rugdciunilor, adevdrate mantre
purificatoare. Slujitor al sacrului, investit cu puteri speciale in
receptarea si interpretarea hierofaniilor, preotul are o tripld
responsabilitate: sa propage invatdturile credintei in randul
comunitatii lui; sa participe activ la administrarea ritualicd a
sacrului, in calitate de trimis, loctiitor sau intermediar; sd
garanteze, prin calitdtile ireprosabile ale persoanei sale,
oficierea corectd a ritualului si respectarea dreptei credinte, in
vederea unei legaturi bune intre divinitate si comunitatea de
credinciosi>. Tandra si frumoasa Borivoje este agentul
perturbator al sacrului, a cdrei feminitate este marcata in mod
nefericit de ambivalenta specifica si incdrcata de stereotipiile
negative addugate de religiozitatea iudeo-crestind. Ea este tabu
in ochii parintelui Tonea, care incalcd - sau e pe punctul de a
incdlca - mai multe legi ale sacrului, in slujba caruia se afla:
iubeste o femeie mai mult decat pe Dumnezeul sdau; imaginea
Frumusetii Absolute a divinitatii oglindita in sufletul sau este
inlocuitd in mod nepermis de o alta, a frumusetii terestre a unei
femei; ravneste la bunul (femeia) altui barbat; se afld pe
pericolul de a-si necinsti sotia si copiii; comunitatea de
credinciosi se afla in pericol de ,a se rdtdci” de la cardrile
ortodoxiei prin exemplul sdu prost. Pentru biata fatd, singurd si
instrdinata, frumosul sacerdot atins de sacru este, in egald
masura, tabu, iar iubirea lor, Incarcata de interdict.

Retrospectiv, naratorul omniscient evoca metamorfoza
interioara a preotului, petrecuta in cele zece luni scurse intre

2 Cf. Jean-Jacques Wunenburger, Sacrul (Le sacré). Traducere, note si
studiu introductiv de Mihaela Calut. Postfatd de Aurel Codoban, Clyj-
Napoca, Editura Dacia, 2000, pp. 71-73.
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fatidica Duminicd a Tomii (a Necredinciosului) si otelita luna de
noiembrie de dinaintea lui decembrie, luna Nasterii Domnului
(a reinnoirii legdturii omului cu Dumnezeu). Interogatiile
retorice surprind pierderea unei anume stdri de gratie,
caracterizatd de cucernicie, vrednicie, neprihdnire, liniste,
dobandita odata cu maturitatea. Din nou, Gala Galaction pare a
impartdsi conceptia platoniciana despre suflet, de data aceasta
cea din Phaidros’, atunci cand popa Tonea constata cu
ingrijorare: ,credeam cd am legat de mult, la gard, telegarii
tineresti”. Intdlnirea cu popa Tonea provoacd si pentru Borivoje
pierderea stdrii de gratie a inocentei copildriei prin trezirea
feminitdtii erotice. Preotul spera sd-si redobandeasca echilibrul
interior citind, nu intdmplator, Psalmul 50 al lui David, scris de
prooroc in dorinta de a fi iertat de Dumnezeu pentru cd, orbit
de iubire, a incalcat a zecea poruncd divina si s-a cdsdtorit cu
femeia altui barbat. Daca la cele mentionate anterior, adaugam
faptul cd aparitia tulburdtoare a lui Borivoje a intervenit dupa
zece ani de trai linistit si netulburat in comunitatea romaneasca
a Cladovei, observam valorificarea unui simbolism al cifrei zece.
Din perspectivd crestind, intalnirea celor doi nefericiti std sub
semnul vointei divine, care, printr-o iubire imposibild, testeazd
fidelitatea slujitorului sdu si o elibereaza pe tanara de o viata
neimplinitd. Popa Tonea se lamenteazd pe un ton patetic,
numindu-se ,crestin plin de lepra iubirii stricacioase si preot
prins in lat de cdtre diavol™. Polaritatile si antinomiile abunda
in spatiul narativ al nuvelei, in scop vddit moralizator: pe de o
parte, bdrbatul crestin, preotul, slujitorul curat al lui
Dumnezeu, de cealaltd parte, femeia-diavol, care aduce boala
mutilantd a ,iubirii stricdcioase”. Suferinta spirituald a preotului
este localizatda mai degraba in plan cognitiv, la nivelul
constiintei, nu la nivelul afectelor, al emotiilor si al

3 Sufletul este un atelaj de luptd tras de doi cai, unul nardvas, dar puternic
si impetuos, celdlalt mai incet, lenes, ezitant. Depinde de mdiestria celui
ce conduce trdsura sa-l struneascd pec el nardvas si sa-l incurajeze pe
celdlalat (Platon, Phaidros. Editia a IlI-a. Traducere de Gabriel Liiceanu,
Bucuresti, Editura Humanitas, 2011, pp. 88-90.
4Gala Galaction, De la noi, la Cladova (From us, at Cladova), in Nuvele,
povestiri (Short stories), Bucuresti, Editura Minerva, 1979, p. 57.
5Ibidem, p. 51.
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sentimentelor, citd vreme el reuseste o autoanalizd atit de
lucida a trairilor sale.

In incercarea de a amplifica tensiunea dintre cei doi poli etici
si ontologici ce ar sfasia fiinta preotului, naratorul omniscient
conoteaza negativ simbolismul focului ,ascuns si groaznic” ce-l
mistuie pe popa Tonea, sugerand cd iubirea-pasiune e iad
interior pustiitor. Barbatul trdieste, asadar, iadul aici pe pamant
prin femeie, adevdratd ,poartd a Infernului”, dupd Tertulian.
Aceeasi semnlﬁcatle negativa este data Valurllor Dunadrii -
frontierd naturala si divind ridicata de Dumnezeu intre preot si
ispita feminind - prin impletirea izomorfismului acvatic cu cel
ofidian monstruos pentru a evidentia aceeasi valorizare negativa
a femininului si, implicit, a iubirii pentru o femeie.

Cu toate acestea, simbolismul femininului rdamane
amprentat de ambivalenta sacrului: deopotriva sublim si
monstruos, delicat si puternic, pur si impur, inocent si
seducdtor. De aici, dubla reprezentare a femininului in aceastd
nuveld: femeia-ispitd carnald, rdtdcire si pierdere de sine, si
fecioara-ispita spirituald, cdutare si regdsire a sinelui. Pentru
bietul slujitor al Binelui si Frumosului absolut, Borivoje este cu
atdt mai ispititoare, cu cat forta feminitdtii se pdstreazd
inconstientd, inocent camuflatd, dar atat de evidentd, in
gesturlle s1mple si sincere llpSlte de cochetarie. In splrltul
invdtaturilor pauhne, inima preotului nu trebuie sd cunoasca
iubirea-pasiune, ci sa ramand ,vas curat” plin de iubire hristica.
Cu toate acestea, prin privire, popa Tonea este fermecat sub
imperiul unei ,puteri superioare” care-i infloreste sufletul intr-o
primdvard crezutd demult pierdutd. Nu numai ‘barbatul rdmane
profund marcat de aparitia feminitdatii feciorelnice, dar si
Borivoje se lasa definitiv vrdjitd de imaginea aureolata mistic de
lumina lumanarilor si de stralucirea de aur a straielor preotului.
In epopeea medievald Tristan si Isolda, iubirea-pasiune nu
apartine spatiului domestic, ci este extraconjugald si adulterd,
ndscutd din actiunea magica a filtrului si alimentatd constant
atat de placerea pericolului rezultat de incdlcarea interdictului,
cat si de piedicile ridicate de societate si, uneori, de ei insisi.
Intre Borivoje si popa Tonea, iubirea-foc mistuitor se aprinde
prin magnetismul magic al privirilor care fixeaza 1in
interioritatea lor sensibila imaginea celuilalt ca proiectie a
Frumosului insusi. Astfel, Borivoje nu l-ar fi putut iubi pe Tonea
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decdt aureolat de lumina splendorii divine a interdictului, iar
preotul nu s-ar fi lasat vrdjit de imaginea unei copile frumoase
decadt in bisericd, in preajma icoanelor si a prezentei divine.
Prezentd exoticd, ,rumend ca o cireasd’, purd si ineditg,
ofrumusete subjugdtoare”, originard din ,Negotin, unde se coc
cei mai frumosi struguri”®, Borivoje pare intruchiparea
arhetipului fecioarei indragostite din Cantarea Cdntdrilor. Astfel
o descoperd popa Tonea pe tandra si frumoasa femeie, in casa
cu cerdac inundat de vita de vie din mijlocul gradinii
paradlslace inundata de vegetatie proaspdtd, cu ,feluriti arbusti
si arbori”. In anotimpul preaplinului vietii, al rodului si
apogeului fertilitatii, natura este incdrcata de chemdri si ispite
vizuale si cromatice, olfactive si auditive, pentru a reface, parcad,
scenariul cdderii primilor oameni. Este luna cireselor parguite si
a caiselor cu pulpa coaptd si crdpatd, izomorfisme care
sugereazd frumusetea ispititoare a corpului feminin. In acest
Paradis terestru al femlmtam si al iubirii, turla stralucitoare a
bisericii sale de pe celdlalt mal si sdrbdtoarea crestind a
Apostolilor Petru si Pavel se constituie in adevdrate repere ale
credintei care ,vegheazd”, discret si sever, sufletul bietului popa.
Din interioritatea grddinii luxuriante scdldate in lumina
soarelui, preotul pdtrunde in spatiul intim, intunecos si rdcoros,
al unei camere exotice turcesti, animatd de o prezentd nu mai
putin exoticd. Invdluita in transparente ispititoare, impodobita
ca o regind de salba bogata de aur de la gat, cu miscari feline
acompaniate de clinchetul brdtdrilor de argint, fata incearca sa-1
tina captlv pe iubitul ei interzis in yhoaptea dulce - mirositoare
si pagana™ a parului ei de abanos. Intre Duminica Tomii si luna
lui Ciresar, odatd cu natura, Borivoje a inflorit, copila s-a
transformat in femeie si, implicit, dimineata aurorala a iubirii
inocente a devenit amiaza fierbinte a erosului, iar rumeneala
purd a obrajilor s-a convertit in imaginea unor ,trandafiri
insangerati si smulsi™. Asemeni frumoasei din Cdntarea
cantdrilor, pdtimasa sarboaicd isi cheama iubitul si isi afirma

SIbidem, p. 55.
7’Ibidem, p. 57.
8Ibidem, p. 54.
9Ibidem, p. 62.
Jbidem, p. 62.

92



Proxemicain literaturd

fard rusine iubirea sincerd si curatda, finecata in jalea
constientizarii imposibilitatii implinirii ei.

In antitezd, este conturat portretul femeii sotie si mamad,
desexualizatd dupa modelul Fecioarei Maria, ,ajutor pe potriva”
(Geneza,...) in gospodarie, stearsd din toate punctele de vedere,
umila si supusd, adevdrat ideal feminin in iudeo-crestinism.
Aldturi de sotia sa ,plina de frica lui Dumnezeu, cuminte,
simpla, harnicdsi mai presus in cinste femeiascd decdt toate
celelalte femei de prin prejur — asa cum se cuvine sa fie sotia
unui preot™, viata conjugala a preotului este linistita si
prosperd, iar in plan social este implinita de respectul satenilor.
Casatoria este, asadar, o conventie in cadrul cdreia preotul isi
face doar datoria de sot impusa de porunca divind , Cresteti si vd
inmultiti, umpleti pamantul si-l stdpaniti” (Geneza 1, 28).
Conform mentalitdtii socio-religioase iudaice, femeia are
valoarea unui bun material preluat de sot de la tatal acesteia,
drept pentru care a comite adulter cu femeia altui barbat
insemna sa atentezi la bunul acestuia. Evul Mediu european
crestin, profund misogin, a preluat aceste idei si le-a promovat
atat din ratiuni economice, cat si pentru a tine sub control
femeia, considerata inferioara barbatului, simpld natura, lipsita
de inteligenta, irationald si instinctuald™. In mediul traditional
romanesc, aceste conceptii devin idei-ancord, iar cdsdtoria este
un contract social si religios incheiat intre barbati, fara a cere
consimtamantul femeii. Borivoje pare a fi victima acestei
societdti androcrate, cdci la 16 ani e nevoitd sa se cdsdtoreascd
cu un bdrbat mai batran decat ea cu 40 de ani, care sperad sd aibd
cel putin trei urmasi care sd-i mosteneasca pravaliile. Copila,
devenitd fird voia ei femeie, trebuie sa-si pardseascd locurile
natale si familia, ca sd trdiascd printre necunoscuti, aldturi de
un strdin care o iubeste cu sentimente amestecate de barbat si
tatd. Fard sd patrunda sensul profund al cuvintelor sale, jupan
Traico are dreptate cand afirma ca Borivoje ,nu e de primprejur,
ci mai de departe”, cdci se va dovedi ca apartine unei alte lumi.
Nu doar la nivel simbolic, ci si in plan social, Borivoje este

"Jbidem, p. 52.

2Cf. Georges Duby, Evul Mediu masculin. Despre dragoste si alte eseuri
(Mdle Moyen Age. De I'amour et autres essais). Traducere de Constanta si
Stelian Oancea, Bucuresti, Editura Meridiane, 1992.
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Straina prin excelentd: exoticd si proaspdtd, ea pare o balcanicd
regina din Saba venita peste timp spre a tulbura visele unui alt
slujitor al lui Dumnezeu. In mod neasteptat si nefericit, ea se
indrdgosteste total si fatidic de frumosul, dar interzisul popd
Tonea. Cu sufletul sfasiat de legile implacabile ale acestei lumi
faramitate intre extreme, Borivoje moare pentru a cunoaste
intalnirea ultima cu pricina absoluta a nefericirii sale terestre,
Dumnezeu.

Viata femeii-ispitd, ,nor trimis de la cel-viclean™ pentru a
intuneca viata senind a preotului, va fi seceratd de iubirea-
boald* fard leac, care nu poate fi vindecata decat prin moarte. In
mentalitatea populard romdaneascd, mai ales in cazul tinerelor
fete, iubirea-pasiune este o boald cumplitd, care le afecteazd
deopotrivda corpul si sufletul, purtatd de o fiintd demonica,
Zburdtorul. Dar, in cazul acestei fete nu putem vorbi de o
posesie demonicd, ci de una... daimonicd, pentru cd, asemeni
tanarului Werther, personajul goethean amintit anterior,
Borivoje se lasd stapanitd de imaginea ideald a parintelui Tonea,
devenitd icoand sacra a iubirii insesi. Tribulatiile sentimentale
ale celebrului personaj romantic al lui Goethe, Werther, stau, de
asemenea, sub semnul iubirii-boald si al aceluiasi nefericit
fatalism. Destinul insusi se opune fericirii si implinirii eroilor lui
Gala Galaction incd din clipa cand s-au intalnit si il condamna
la moarte pe cel mai putin echilibrat din punct de vedere
emotional (femeia). Werther tese si fixeazd definitiv in itele
unei sensibilitdti bolndvicioase imaginea angelica a Lottei spre a
o contempla in suflet. El este geniul romantic, indragostit
platonic de Frumos, in planul superior al Ideilor, dar profund
nefericit in planul vietii. Cand afld cd fata este logoditd, se
instaureaza conflictul interior care-i va paraliza orice actiune si-
1 va conduce spre singurul final posibil, sinuciderea: ,In el se
gdseau pasiunea sa indestructibild si respectul pentru legea

BGala Galaction, op. cit., p. 52.

“Despre jubirea-boald, vezi Mihaela Ursa, Eroticon. Tratat de fictiune
amoroasd (Eroticon. Treated of the amorous fiction), Bucuresti, Editura
Cartea Romadneascd, 2012, pp. 138-141; Liliana Danciu, About an failed
erotic initiation. The illness and the morbid love - in The Forest Girl, by
Ioan Slavici, in ,Literature, Discourse and Multicultural Dialogue”
(LDMD 2), Targu Mures, Editura Arhipelag XXI Press, 2014, pp.162-17.
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morala. Cele doud intra in conflict. Si nu din cauze formale, ca
si cum doud absoluturi nu pot coexista intr-unul si acelasi
subiect, ci pur si simplu pentru ca exigentele lor devin contrarii.
Pasiunea lui Werther o cerea pe Lotte, legea morald i-o
interzicea. Cele doud nu pot fi conciliate, ambele isi sunt egale
in recunoasterea sufletului frumos™. In nuvela lui Gala
Galaction, ,pagana” femeie se indrdgosteste prin contemplatie
de un ideal, pe cand cucernicul popd Tonea, atras exclusiv de
frumusetea corpului ei, stie cd pdcdtuieste tocmai din acest
motiv. La tandrul romantic german, moartea vine sub forma
sinuciderii, singura posibilitate de rezolvare a unui conflict
interior, dar la tdndra Borivoje moartea survine firesc ca unicd
»iesire” din captivitatea vietii. Pentru ca focul pasiunii arde in
valvataie in interior, intreaga-i fiintd se va mistui ca o tragica
Pasdre Phoenix. Pe de altd parte, Werther nu vrea sa iubeascd
decdt sublim si total, iar viata nu-i poate oferi decdt un trai
anodin in cadre sociale limitate. Borivoje nu poate sa traiasca o
viatd fard iubire si preferd sd se stingd pentru a iubi plenar si
absolut ,fara restrangeri, fara obstacole si fara lanturile acestui
trup intunecat™® intr-o metarealitate, unde ,somnambulismul
firii”7 este abolit.

In lumina lumadnadrilor mortuare, in mijlocul albului
cearceafurilor, ultima imbrdtisare a celor doi indrdgostiti
purifica iubirea lor pimadnteasca de orice urma de vinovdtie si
pdcat si n aceastd ultimd secunda a vietii ei, Borivoje trdieste o
clipd de fericire cat o eternitate, ,cdci puternicd precum
moartea este iubirea” (Cdntarea cdntdrilor). Murind in bratele
barbatului iubit, Borivoje reuseste sa nu se mai desparta de el si
sd anuleze orice distantd sau granitd terestrd, cdci ,a muri este

5lon Militaru, Iubire si lege morald. Suferintele tdndrului Werther, I, (Love
and moral law. The Young Werther's sufferings) in ,Ramuri’, editie
speciala, 2007 (disponibil pe
http://revistaramuri.ro/index.php?id=140&editie=n1, accesat 12.02.2018,
ora17).
%Gala Galaction, op. cit., p. 70.
7Florica Bodistean, Cdntarea cdntdrilor sau erosul intre senzualitate si
metafizicd (Song of Songs or the eros between sensuality and metaphysics),
in vol. Eseuri de literaturd universald (de la Cantarea cdntdrilor la Doris
Lessing) [Essays of Universal Literature (from Song of Songs to Doris
Lessing)], Cluj-Napoca, Editura Casa Cartii de Stiintd, 2013, p. 24.
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un eveniment incomparabil, si cel care «iti moare in brate» iti
este aproape parcd pentru totdeauna™®. Pentru Apostolul Pavel,
iubirea nu este viatd, cum ar pdrea la o primd si superficiald
analizd, c¢i moarte, ciata vreme moartea aduce -eliberarea
sufletului si indltarea lui la Dumnezeu. Pentru cd nu apartine
acestei lumi, iubirea lor nu poate cunoaste implinireaerotica a
trupului intr-un rai terestru, ci doar implinirea spirituald in
paradisul divin unde-si vor regdsi inocenta pierdutd. Din
perspectiva iudaica, prin credintd si teamd de Dumnezeu, popa
Tonea corecteazd greseala lui Adam, cdci nu mai asculta
chemarea ispititoare a femeii si-i salveaza sufletul nemuritor si
curat al acestei Eve si-l (re)incredinteaza lui Dumnezeu. In
oglinda finvatdturii crestine, femeia-instinct, femeia-naturd,
pacdtoasd si adulterd, este salvata si mantuitd de barbatul-
ratiune, bdrbatul-credintd, slujitorul credincios al Fiului lui
Dumnezeu.
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_ CASA SI GRADINA
IN PROZA LUI SORIN TITEL

The Home and the Garden in Sorin Titel’s Prose

Ariana COVACI

Abstract: In the novels of Sorin Titel, the house and the garden are
symbols of protection for the beings sheltered in their perimeter. Not
only does it keep the evil outside, but they also conserve time, heal
diseases, gather the symbols of life, of wealth and opulence.

The house is an extension of the mother, the most important being
in the writings of Sorin Titel. The house opens horizontally and gathers
childhood treasures, that is the time of full bliss.

The garden is an extension of the house's secure space. Arranged in
the form of a circle, it incloses in its elements shapes of Paradise. The
garden is the extension of the being, of its innner side. For the
characters, heaven is related to their childhood garden, filled with trees
of all kinds, rich in colorful fruits that bring health and vitality.
Keywords: Sorin Titel, novel, imaginary, home, garden

In proza lui Sorin Titel, casa si gradina sunt simboluri ale
protectiei, ele securizeazd intre granitele lor fiintele
dinduntru.Sunt locuri in care sacrul este camuflat in cele mai
banale obiecte.

Casa este un simbol tutelar al prozei lui Sorin Titel.
Deopotrivda inchis si deschis, interior si exterior, real si
imaginar, antropomorfizat si natural, spatiul casei reprezintd o
sintezd, un microcosmos, dupd cum se exprimd Gaston
Bachelard in Poetica spatiului. Mai mult, ea ,...este trup si
suflet. Ea e prima lume a fiintei umane. Inainte de a fi «aruncat
in lume», asa cum o profeseaza metafizicile rapide, omul este
depus in leagdanul casei. Si, totdeauna, in reveriile noastre, casa
este un mare leagan.” Aici, ,,...refugiul nu sufocad si perspectiva

'Gaston Bachelard, Poetica spatiului. Traducere de Irina Badescu. Prefatd
de Mircea Martin, Pitesti, Editura Paralela 45, 2003, p. 38.
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nu striveste, asigurand omului deopotriva addpost si libertate™
Ea este proiectie a ,centrului”’, aduce intimitate fiintei care
coboarad in sine, care reconstituie faptele cu ajutorul ,batranilor
sfatosi” care nu inceteazd sd povesteasca. Pentru Sorin Titel,
intre casd si copildrie exista un izomorfism netégéduit

Intr-un studiu dedicat spatiului traditional romanesc, Ernest
Bernea face cateva remarci extrem de utile studiului de fatd. El
considerd ca tdranul roman si-a exprimat, din cele mai vechi
timpuri, parerea despre valentele locului, pe care omul de la sat
il intelege in termeni spirituali. Astfel ca: ,Pentru tdranul
roman, locul este reprezentat intr-un mod cu totul deosebit de
al nostru. Locul este un dat concret, de o mare variatie, cu
insusiri proprii, cu neputinta de definit abstract. Locul este
definit prin calitatea lui speciﬁcé in datele lui materiale (in sens
de concret) si potentialul sdu spiritual. Prima caracterizare
cdreia putem sd-i acorddm un grad mai mare de generahzare
este aceea cd locurile sunt de doud feluri: loc bun si loc rdu.
Primul este rodnic, aducator de bine, intotdeauna cu un sens
pozitiv; cel de-al doilea este nerodnic, aducdtor de rdu,
intotdeauna cu un sens negativ. La aceste doua categorii se mai
adaugdsi ,locul ferit", e drept, fenomen mai putin definit in
caracterele si modurile sale de manifestare™. De asemenea,
»-..cu insusiri deosebite, de astd datd pozitive, este casa si
curtea, ca un complement. Curtea, ograda sau bdtdtura sunt
numiri ce variazd dupd regiuni si care nu corespund intocmai,
desi pot fi socotite ca exprimdnd acelasi lucru. In vechiul sat
romdnesc, casa este vazutd intr-un mod deosebit de cel al
populatiei urbane. Mentalitatea generalda a satelor arhaice
refuzd modul citadin de a concepe locuinta. Mai evoluat sau
mai putin evoluat, mai bogat sau mai sdrac, tandr sau bdtran,
omul vechilor noastre agezari vedea in casa un obiect nu numai
material, ci si spiritual, nu numai de intretinere a vietii
cotidiene, ci si de promovare a unor valori spirituale
traditionale. Casa este acolo o adevdratd tesaturd de legdturi
spatiale; puternice rdddcini locale fac din casd si curte un fel de

*Valeriu Cristea, Spatiul in literaturd, Bucuregti, Editura Cartea
Romaneascd, 1979, p. 46.

3Ernest Bernea,Spatiu, timp si cauzalitate la poporul romdn. Editia a Il-a,
revizuitd, Bucuresti, Editura Humanitas, 2005,p. 24.
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obdrsie si forma determinanta pentru cele mai multe activitati
umane. Pentru tdranul agezdrilor cu caracter traditional, casa
este insdsi materialitatea familiei, a acestei unitdti sociale care
pe drept cuvant poate fi socotitd celula generatoare a
colectivitdtii. Nu numai spatial, in suprafatd, dar si temporal, in
adancime, casa si locul ei sunt imbibate de un fond moral pe
care lumea noastrd ordseneascd nu-1 mai pastreazd. Casa
taraneasca este in primul rand un loc, un loc bun, generator in
sens material si spiritual. Locul acesta, fie cd priveste spatiul
interior, fie cd priveste curtea sau grddina, este vdazut ca un loc
cu calitati specifice, calitati care il fac sd existe intr-un fel
propriu.” R

Casa imaginarului titelian se deschide pe orizontald. In ea
stau comorile copildriei. Exista o dubld proprietate a casei in
proza lui Sorin Titel. Mai intdi, exista casa mamei sau locul in
care ea isi duce existenta. Apoi, ni se prezintd casa madtusii
Valeria, un loc paradisiac in care obiectele madrturisesc varsta
locatarilor, dar si grija pentru artd, pldcerea esteticd. Mai avem,
insd, in planuri secundare, imagini ale casei Anei, domnului
director, dar si ale hanului, ca extensie a intimitdtii, loc de
intdlnire, ascuns, izolat, in care oamenii pot fi ei insisi, chiar si
in preajma altor oameni, uneori necunoscuti.

Despre casa mamei se poate spune cd simbolizeazd lumea, in
totalitate. Aici se adunda ca spre un centru membrii
colectivitdtii, aici se munceste cu forfota, se vorbeste mult si
despre orice, se consumd viata. Actiunea se focalizeazd inspre
prezentarea acestui spatiu. Casa este personaj in tetralogie, mai
ales. Andrei urmadreste cu ochi admirativi vraja pe care mama,
in elementul ei, in bucatdrie, o degaja, si viseazd nostalgic la
acest spatiu in clipele in care este plecat la scoala si sta in gazda.
Are in memorie mirosul coltunasilor si al dulceturilor, al
laptelui fiert. Asa cum patul este un sarcofag, casa simbolizeazd
placenta. Ea pastreazd rdul in afara si permite fiintelor din sfera
ei sd acceadd spre mume, spre originar. Casa, scrie Bachelard,
este in directd legdturd cu Mama, retragerea acasd insemnand
retragerea spre origini. La moartea mamei, casa este pusd in
vanzare, are loc o instrainare, o moarte, o de-teritorializare.

4Ibidem, pp. 34-35.
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Casa madtusii Valeria poartd semnele trecerii spre moarte a
locatarilor. Vesela, curatd si bogatd, la inceput, asemeni unui
organism viu, ea se deterioreazd treptat, isi pierde vitalitatea.
Dacd in tineretea ei, mdtusa se ocupa sd achizitioneze obiecte
de pret, portelanuri, cristale, si sd le aseze cu gust,
infrumusetand casa, cand simte cd oboseste, mai tarziu,
instrdineaza tot, stigmatizeazd spatiul cu urme ale batranetii,
goliciunii. Semnele ordinii si ale intemeirii se pierd. Altele iau
locul.

Casa Inseamnad intimitate. Casa nelocuitd de o femeie, ca cea
a doctorului Tisu, este o casd care nu aduce nimic bun. Pdrasita,
ea devine loc demonic, al pdcatului, al initierilor erotice. Intr-o
astfel de casa se refugiaza Varutu’, iar dupa ce petrece un timp
in ea, la iesire aratd ca un altul. Casa aboleste timpul, putem
gdsi similaritdti intre acest simbol al prozei lui Titel si spatiul
tigancilor din nuvela lui Eliade.

Cuina este nucleul casei. Aceastd bucatdrie de vard revarsa
inspre toatd locuinta agitatia pregdtirilor pentru iarnd, a
dulceturilor, compoturilor, murdturilor, mirosurile care
indestuleaza locatarii si pe cei care ii traverseaza pragul, dar mai
ales e popas pentru introspectii si pentru barfa. Asezat pe un
scaun, intr-o margine a cuinei, Andrei asista la spectacolul pus
fard intentie in scend de mama si de Eva Nada. Nimeni din sat
nu scapd atentiei slujnicei. Eva Nada are cunostintd despre
secretele lui Bantu, pe care le-a aflat de la mos Poldi, despre
rochiile doamnei Binder, despre scumpirile care se anunta. Fara
sd vrea, mama devine un confident pentru nelinistile acesteia.
Mai mult, ea nu se poate sustrage de la ritualul zilnic de
informare, si atunci lasd sd-i mai scape cdte o intrebare sau
arunca tdios cate o acuzd atunci cand, din pricina barfei,
slujnica uita laptele pe foc sau sparge vreo cand sau scapd din
mand vreo oald dintre cele bune. Camerele sunt descrise foarte
putin. Atunci cdnd locuinta madrturiseste statul social al
personajului, naratorul insistda pe decoruri, cum ar fi camerele
doamnei Binder, in care se gaseste mobild luxoasd, dar, in
general, spatiul este conturat in linii mari.

Folosind termenii lui Bachelard, gradina ar insemna spatiul
yafard”.Nu cu asemenea semnificatii ne confruntam in proza lui
Sorin Titel. Aici gradina este o prelungire a spatiului securizant
al casei. Dispusa sub forma de cerc, ea inchide, in elementele ei,

101



Proxemicain literaturd

forme ale Paradisului. Grddina este prelungire a fiintei, a lui
induntru.

Pomi de toate felurile, pruni, peri, caisi, nuci, ciresi, dar si
vita de vie, pdsdri si animale domestice, toate creeaza locatarilor
senzatia de plenitudine, de intimitate, in lumea prozei lui Sorin
Titel. Domnul director din Clipa cea repede imbdtraneste intr-o
astfel de locuinta si poate cd sfargitul ar fi intarziat dacad nu ar fi
pdrasit grddina pentru a merge la Fdaget, la doctorul cu
,0glindd”, sa-si controleze plamanii. Moartea il prinde tocmai la
iesirea din spatiul casei si al gradinii, in acel afard, in care legile
timpului urmeaza alte coordonate, cronologice, firesti, pe cand
in cercul casei sale, domnul director traia subiectiv, intr-o
relativitate temporald care 1i permitea sd ii aiba prezenti si pe
Goian, tatal decedat cu mult timp in urmd, dar si pe doctorul
Bulic, un prieten, doctor din intamplare, pasionat de teatru si
de operd, la care se pricepea mai bine decat la medicina.
Imprejmuitd cu un gard care separa spatiul in dinafara si
induntru, intr-un soi de raport alteritate-identitate, gradina
adund in ea, ca o arca a lui Noe, tot ceea ce familia domnului
director are nevoie. La batranete, barbatul este viazut din ce in
ce mai des stind la umbra unui nuc ori a unui cais citind,
socotind, amintindu-si vremurile in care Desideriu era mic, iar
sotia 1i traia inca: ,Niciunde nu se simtea el mai bine, deci,
decdt in grddina asta a lui: merii si perii, vita-de-vie, tufele de
coacdze si de agrise, cele de struguri, toate erau puse de el,
ingrijite ceas cu ceas, ziud de ziud. Fala lui erau merele ranete
din fundul gradinii, precum si pergamutele din dosul grajdului
- locul nu fusese, e adevarat, prea bine ales, de mai multe ori
intentionase sd mute pdrul in altd parte, se temuse insa ca nu
cumva sd se usuce din pricina asta si ar fi fost, intr-adevar, mai
mare pdcatul, rodul era bogat in fiecare an, se aplecau crengile
de incdrcate ce erau. De obicei culegea singur, mar cu madr, pard
cu pard, sd nu se «vatame» cumva. [...] Cat putea fi de fericit
domnul director in aceste clipe de rdgaz si de odihnd, cu ce
nesat privea el cerul inalt, scdldat intr-o lumind de aur,
bucurandu-se de usoara adiere a vantului - la sfarsitul zilei se
starnea intotdeauna un fosnet de vant - de mirosul reavan al
pamantului, de cel de piele argasitd si putreda care venea din
grajd, precum si de cel dulce-acrisor al frunzei palita de caldura.

102



Proxemicain literaturd

«Nu cred sd existe alt rai mai rai decat acela in care ma aflu eu
acuma», avea obiceiul el sa spund.”

Cu aceeasi nostalgie, a clipei pline, trdite candva, povesteste
inginerul Cristea, din Tara indepdrtatd: ,Aveam o gradind mare,
doamna, isi incepuse el povestea (si in acest fel am gasit acel
lucru care ne apropia, dragostea noastrd pentru fructe) - si vara,
cand veneam in vacantd, tata md scula intotdeauna de
dimineatd. Md punea, mai intdi, sa matur curtea, aveam o
ogradd imensa, imi trebuia un ceas pand s-o termin de mdturat
- si dupd aceea, dupd ce terminam, ma astepta cea mai
minunatd indeletnicire pe care cineva mi-a oferit-o vreodata: sd
strang merele din gradina aceea despre care v-am spus (gradina
parohiei, pentru ca tata era preot). Adunam merele cizute peste
noapte, in gramezi mari, la patru-cinci meri cate o gramada. [...]
Erau dimineti, doamnd, cu un vant care abia bdtea si cu o
rdcoare minunatd! Merele cdzute straluceau in lumina soarelui,
incdrcate de roud, iar eu eram ca un mic Adam, intelegeti, mai
fericit ca el, in vreme ce adunam merele ude si placut mirositoare,
acoperite cu un fel de ciucurd alba. Cred ca niciodatd in viata mea
n-am fost atat de fericit, ma credeti, nu-i aga?”® Raiul sdu e gradina
copildriei, spre aceasta imagine a gradinii incdrcatd cu meri se
intoarce in clipele de singuratate. Fiecare personaj al acestei cdrti
isi are ,tara indepartatd”, la care revine afectiv prin povestire. In
cazul inginerului, este copildria petrecuta in gradina parohiei.

Grddina madtusii Valeria, precum casa, madrturiseste varsta
locatarilor. Desideriu isi aminteste belsugul si grandoarea ei, in
vremea cand madtusa, tandra si plind de energie, curdta locurile,
cultiva legume si ingrijea flori, se ocupa sd aiba mereu in casa
trandafiri sau crini proaspeti. Pentru ea, casa si grddina erau
expresii ale bunastdrii si implinirii sufletesti, o formd de mandrie
personald. Inaintarea in varstd o determind sa se instrdineze de
frumusetea aceasta esteticd, ea se interiorizeazd, condamndnd
spatiul exterior la semnele decrepitudinii pe care o simte in

5Sorin Titel, Opere. II. Romane. Scenarii de film. Text stabilit, cronologie,
note, comentarii, variante si repere critice de Cristina Balinte. Prefatd de
Eugen Simion, Bucuresti, Editura Fundatiei Nationale pentru Stiintd si
Artd, 2005, pp. 119-120.
Sorin Titel, Tara indepdrtatd. Pasdrea si umbra, Bucuresti, Editura
Eminescu, 1989, p. 164.
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interior: ,S3 ne intoarcem, insd, la schimbarile care au survenit de-
a lungul anilor: la inceput destul de mdrunte, incat dacd n-ar fi fost
ochiul vigilent al domnului Desideriu ele ar fi trecut, asa cum am
mai spus, neobservate; apoi odata cu trecerea timpului, din ce in
ce mai dese si mai importante. Gradina (se afla in spatele casei si
era imprejmuita de un zid inalt de cardmidd) nu fu nici ea scutita.
Prima jumadtate era rezervata zarzavatului (morcovi, salata si ceapa
verde, rosii si fasole), iar in cealalta jumdtate mdtusa Valeria isi
cultiva florile: toate soiurile, nu numai trandafiri - de lacrinii
turcesti pand la veselele tufanele sau lacrimioarele ale cdror flori,
albe si delicate, umpleau aerul de o dulce mireasmd. Gradina de
flori fu, insd, la un moment dat, micsoratd, redusa aproape la
jumdtate: crinii turcesti, cu florile de un galben intunecat,
disparurd, iar in locul lor furd plantate citeva tufe de crizanteme,
nu prea multe, care infloreau toamna tarziu. De asemenea se
imputinard soiurile de trandafiri si celor ramasi incepu sd le
meargd din ce in ce mai prost...[...] Valeria, inainte vreme, md
trimitea cel putin de doud ori sau de trei ori pe zi in grading, sa-i
aduc crini ori trandafiri, sd si-i pund in vazd. «Stau goale, zicea, si
gradina-i plind cu flori, spune si tu dacd nu-i pacat». Nu stiu ce-i cu
ea, dar a uitat parcd de ele. Nici nu se mai uitd la flori. [...] Doar
atunci cand acestea se ofileau in vaze si incepeau sd raspandeascd
un miros urat, de putreziciune, isi amintea de ele. Le arunca pe
cele ofilite in lada cu gunoi, spdla bine vaza pana cand se pierdea
mirosul nepldcut al florilor vestede si-l ruga, in sfarsit sd-i aduca
alti trandafiri ori crini proaspat culesi.”

Valeria si domnul director sunt frati si impértésesc iubirea
pentru casd si gradind. Ea locuieste in Lugo;, iar el, in Margina. Cu
aceste doua spatll ei se identifici. Imbdtranirea lor este marcat3 de
imbdtranirea casei si gradinii. Precum Ilie Moromete, care are ca
dublu vegetal salcAmul, domnul director are ca emblemad
identitara caisul. Taierea lui este sinonima trecerii spre moarte a
domnului director. Mult timp dupa disparitia acestuia din
gradind, barbatul are impresia cd 1i mai observa prezenta, ca a
unei fantasme: ,Si totusi intr-o zi, caisul uscat si pus in foc sa
arda [...] se ivi din nou, mai mare 1i fu mirarea, la locul lui, in
mijlocul gradinii, cu crengile lui gilbejite si sterpe!”® Imaginea

7Sorin Titel, Opere. II. Romane. Scenarii de film, pp. 150-151.
8Ibidem, p. 122.
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caisului uscat 1i aduce aminte de propria conditie. Boala il
fdcuse sd se retragd din viata sociala, singurele lui intdlniri cu
cei din afara acestui spatiu sunt cu ocazia plimbadrilor pe care el le
face de-a lungul aleii strajuite cu nuci. Aici, fostul director se
intdlneste cu femeile ocupate cu treburi domestice, dar care isi lasd
ragaz sd il salute, apoi sa priveasca cerul calculdnd timpul care se
scurge spre seara.

Valeria uita de grandoarea barocd a gradinii in momentul in
care, in spatiul sau, intrd un chirias. Venirea lui este aidoma bolii
care prinde un trup batut de vreme. Femeia incepe sd vanda
obiecte din casa, de frica furtului, isi sardceste locuinta si uitd de
gradind. Curtea casei se umple de urmele cdinelui adus de ofiterul
chirias, intregul spatiu pare ocupat militdreste si se degradeaza
fizic si spiritual. Grddina este si ea, treptat, datd spre folosinta altor
oameni: ,Sd ne intoarcem la acea zi cAnd unchiul Rubin o
convinsese pe mdtusa Valeria sd renunte la florile din gradina.
«Mai bine am inchiria cuiva partea cu florile - fusese el de parere —
eu si asa nu mai sunt in stare sa am grijd de ea si rdmdane grddina
nelucrata.» [...] Asa cd florile din gradind - mdtusa Valeria nu si-ar
fi putut inchipui cd ar putea trdi fard ele — dispdarurd! In partea lui,
Botocan puse varzd, ceapa verde, ridichi de toamna si arpagic.”
Instrdinarea spatiului sugereaza alterarea imaginii fiintei care il
detine. Valeria si Rubin devin ei insisi doi straini in propria
gradind, spectatori taciti la disolutia lumii lor.

Simboluri vegetale, elemente care compun spatiul gradinii, sunt
prunii, merii, caisii, ciresii. Acestia abunda in proza lui Sorin Titel,
sunt amprente ale zonei geografice descrise, Banatul. Simbolul
prunului si al prunelor e intdlnit mai des. Acest pom strajuieste
casa bunicilor in volumul Copacul, gradina domnului director, in
Clipa cea repede, spatiul de acasa al lui Andrei, din Tara
indepdrtatd, dar si satul lui Marcu, in Femeie, iatd fiul tdu. El este
pomul care daruieste licoarea iubitda de personajele acestor locuri,
marcheazad trecerea din planul constient, rational, in cel dominat
de instincte. Sub efectul acestei bauturi, femeile si barbatii isi aratd
adevaratele fete. De exemplu, sotul Sofiei din Femeie, iatd fiul tdu,
devinegelos si agitat la petreceri, dupa ce inchind cateva pahare.
Din barbat iubitor si mandru de frumusetea nevestei, el devine o
brutd, isi acuzd sotia admirata de ceilalti, o bate. Batrana din

9Ibidem, p. 156.
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povestirea Vard cu ochii inchisi, din volumul Valsuri nobile si
sentimentale, rdimane claustratd sub o cada de prune ori de cdte ori
familia pleaca la muncile cAmpului, tocmai fiindca iubea atit de
mult bautura, incat nu se mai putea ingriji de propria persoand:
,Era foarte batrand, era bunica bunicii mele, bea mult, si
intotdeauna o ldsau singurd acasd si se ducea in cdmard si se
imbdta critd. O incuiau in odaie, ea iesea pe fereastrd, iar pand la
urma fsi facuse rost de o cheie falsd. Atunci rasturnaserd cada peste
ea, si in zilele de vara, zile in care ceilalti erau plecati la lucruy,
stitea acolo singurd, sub cada mare rasturnata in mijlocul
ograzii.”® Prunele verzi potolesc setea, ele alunga dorul de
tinerete, de libertate, iar prunele coapte, si adesea putrede,
amintesc de efemeritatea vietii. In aceastd ultimd ipostazd intalnim
mai des simbolul. Fructele parguite cad pe cada bunicii,
innebunind-o cu zgomotul lor, dar, crdpandu-se la contactul cu
lemnul cazii, se sparg si mustul lor se prelinge prin lemndrie,
dulceata lor atinge gura femeii, care mediteaza la clipa propriei
stingeri.

Merele si perele sunt sursa de trai, banatenii fac negot cu ele,
de aceea oamenii acestor locuri intretin cu grijd pomii si culeg
cu atentie fiecare fruct. Ele sunt ddtatoare de sanatate. Astfel cd
tdndra mamad se reface rapid dupd sarcind avand drept hrana
roadele gradinii. Spatiul securizant in care se intoarce i da
liniste si bundstare. Niciunde nu ar fi putut primi mai bine din
vitalitatea pamantului decat acasd, in locul de origine al familiei
si al propriului ei sange. Prin picioarele care ating pamantul, ele
insele simboluri ale raddcinilor plantelor, omul extrage seva, se
incarca de energie si creste. Metamorfoza la care grddina il
supune pe acest personaj este evidenta abia atunci cand el
pdrdseste din nou acest spatiu. lesirea din spatiul protector
inseamnd azvdrlirea in lumea cea mare, cu legi nestiute.
Gradina este un centru, o prelungire a casei, ea oferd protectie
celor care o locuiesc si o ingrijesc. Dincolo de casa si grddind se
deschide necunoscutul. De la aceste granite, mai departe,
personajul poate trdi o viatd absurdd, fara legi, condamnat la o

°Sorin Titel, Opere. I. Schite si povestiri. Nuvele. Romane. Text stabilit,
cronologie, note, comentarii, variante si repere critice de Cristina Balinte.
Prefata de Eugen Simion, Bucuresti, Editura Fundatiei Nationale pentru
Stiintd si Artd, 2005, p. 105.
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lunga si istovitoare calatorie. Acesta e blestemul celui care cade
sau pdrdseste de bundvoie paradisul.
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VARIANTE ALE INITIERII IN SINGURATATE
IN JOCUL ¢ CUNOASTERII DE SINE $T A
REALITATII PREZENTE IN PROZA
PALERIANA

Versions of initiation in solitude through the game of
self-knowledge and reality in Paler’s prose

Maria HOLHOS
Andra Gabriela HOLHOS

Abstract: The long detours to reach the self mentioned in “Cordial
polemics” represented for the writer possibilities of initiation in solitude.
The alternative to the analysis of the initiation in loneliness seems to be
Philippe Lejeune's proposal in the volume “Autobiographical Pact”.
Thus, we can identify in Paler's prose instinctive, assumed, imposed or
searched pacts.

In his descriptions, confessions or meditations, the writer recalls the
years of his childhood, always confronting the past with the present,
convinced that this is the only way towards a better understanding of
the present. By preserving his vital connection with “at home” in an
emotional manner, full of nostalgia, he actually dooms himself to
loneliness. Through the characters’ ample angle, for whom progress
means “less loneliness” (“Diary at the Seaside”) Octavian Paler finds
himself, in turns, in the three states of the solitary adventurer: the
nostalgic, disillusioned viewer, the moralist and aesthete observer, the
involved critical witness.

Keywords: autobiography, loneliness, maze, knowledge, solitary.

Preocupat de a dezbate etic si filozofic marile dileme
existentiale, Octavian Paler abordeazd in proza sa diferite
variante ale initierii in singuratate. Compozitional scriitorul
recurge la Tmbinarea discursivd, valorificand atat confesiunea,
cat si eseul autobiografic si epistola. Urmdrind tematic proza
paleriand propunem o identificare a variantelor initierii:
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I. Initierea din perspectiva unui calator prin labirinturi
reale

Autorul se mentine cu discretie in spatele comentariilor
livresti, cdldtoriile transpun in dimensiuni literare labirintul
concret al formarii in tainele scrisului. Caldtoriile in Grecia,
Egipt, Roma - perioada in care a fostcorespondent Agerpres sau
vizita in S.U.A. unde a stat o lung, cdldtoria in Mexic - perioada
unei saptdmani aztece, cdldtoria in Spania, Austria s. a. au fost
totodatd provocdri de a compara grandoarea informatiilor
livresti cu realitatea perceputa direct. Se considerd un norocos
prin sansa de a cdldtori, de exemplu, in Mexic a plecat dupa
multe ezitdri din cauza duratei zborului, dar constient cd
importanta excursiei se va confirma: ,Hazardul a vrut sd ne
numdram printre privilegiati, dindu-ne astfel o sansa pe care
abia acum o inteleg bine...””VolumeleDrumuri prin memorie.
Egipt, Grecia (1972); Drumuri prin memorie. Italia (1974);
Caminante. Jurnal (si contrajurnal) mexican (1980) par sd
ilustreze un itinerariu in mitologie, cu insistente refugii in
realitatea contemporand. Cdlatoriile coaguleazd intr-un fir al
cdutdrilor si al experientei, devenind un labirint real, cu
puternice amprente formative. Se manifestd, incd din aceasta
categorie a scrierilor, reflexii stravezii ale unei solitudini,
probabil si o amprentd a zonei natale determinanta prin
incrustarea in suflet a indrdznelii de a-si pune la incercare
priceperea, vointa, rezistenta. Mirarea in fata necunoscutului,
devine si in cazul scriitorului o conditie prin care individul are
acces la un alt plan, unde propria alteritate comunica identitatii
celuilalt, facilitdind inlocuirea celuilalt de prezenta primului,
stabilindu-se de fapt o dualitate. Titluri ale capitolelor precum
Un labirint lacustru, Singurdtatea vulcanilor, Palenque, singur
etc. semnaleazd prezenta sentimentului de solitudine,
confirmat, cu regret, de societatea moderna, chiar din realitatea
marilor metropole' »incep sd semene intre ele, in toate existd
oameni grabiti si oameni singuri”. Octavian Paler recunoaste,
cu regret, izolarea individului provocatd de marile metropole In
Los Angeles a stat doua saptdmani, dar nu si-l putea reprezenta,

! Octavian Paler, Caminante. Jurnalul (si contrajurnal) mexican, prefata de
Radu Pavel Gheo, editia a I1I-a, Iasi, Editura Polirom, 2010, p. 193.
*Jbidem,p.193.
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considerandu-se un om ,pierdut”’si mdrturisind cu amdrdciune:
»,Am prea putinad imaginatie sau prea multe inhibitii ca sd pot fi
in apele mele in asemenea orase in care nu mai esti nici mdcar
un detaliu™. Vizitand orasele New York, Boston Washington,
Los Angeles, San Francisco a rdmas cu acelasi sentiment de
tristete: ,Intre mine si lumea din jur nu exista nicio punte.
Atunci am priceput ca intr-un mare furnicar de oameni poti sa
fii mai singur decat in desert.”

Citatul folosit moto al volumului face parte din opera lui
OctavioPaz®, Labirintul singurdtdtii aflandu-se in aceeasi
tonalitate cu trdirile sufletesti transmise in mod generalizat de
proza paleriand. In paginile acestui jurnal fragmentele de
descriere, relatdrile sau meditatiile sunt intoarceri spre
mitologie, iar ,,drumul capatd, desigur, valente initiatice, cdci e
filtrat nu doar prin sensibilitatea, ci si prin intelectul si eruditia
autorului™®. Despre cdlitoriile reale sau imaginare ale
scriitorului se mentioneazd in critica de specialitate: ,ciand
caldtoreste, calatoreste insotit de Don Quijote si de Sisif (mituri
preferate). Sentimentul dominant este ca trdieste la o rdspantie
a timpurilor si civilizatiilor™”.

II. Initierea prin reflectii solitare, dialoguri, labirinturi
imaginare

O alta categorie(Mitologii subiective, Apdrarea Ilui Galilei,
Scrisori imaginare, Viata pe un peron, Polemici cordiale, Un om

3Daniel Cristea-Enache, Convorbiri cu Octavian Paler, Bucuresti, Editura
Corint, 2007, p. 122.

4Ibidemn,p. 123.

50ctavio Paz (1914-1998), poet si diplomat mexican, autorul volumului El
labirinto de la soledad (Labirintul singurdtdtii), 1950, laureant al Premiului
Nobel pentru Literatura in 1990, sursa Wikipedia, accesatd in 25.09.2017.
Fragmentul citat de Octavian Paler din proza scriitorului mexican este un
avertisment pentru cunoasterea prin intoarcerea spre sine: ,,Cine a vazut
speranta nu o mai uitd. O cautd sub toate cerurile si printre toti oamenii si
viseazd cd intr-o zi o va intdlni din nou, nu stie unde, poate intre ai sdi.” in
vol. Octavian Paler, Op. cit., p. 11.

6Radu Pavel Gheo, O sdptdmdnd aztecd, prefatd de la Octavian Paler, Op.
cit., p. 7.

7Eugen Simion (coord.). Dictionarul General al Literaturii Romdne, articol
semnat [M.L], Bucuresti, Editura Universul Enciclopedic, 2006, p. 19.
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norocos, Eul detestabil: o istorie subiectivd a autoportretului,
Viata ca o coridd, ,) devine dominata de confesiune, razbatand
un puternic sentiment al solitudinii.

Volumul Mitologii subiective(1975), care a atras de la inceput
atentia criticilor literari,afost scris, dupd cum madrturiseste
autorul, intr-un decor cu ,singurdtdti de preistorie” fiind nevoit
sa se trateze de reumatism pe litoralul romanesc, la Eforie Nord,
vazand marea in plind iarnd. Panorama hibernald a devenit un
avertisment p Capitolele volumului primesc nume mitologice
deoarece ,autorul-personaj cdldtoreste mai departe, catre Elada
lui in care realitatea istorica si fictiunea, mitul si comentariul s-
au amestecat...”® Capitolul Labirintul se poate considera o
pledoarie pentru dragoste si memorie, iar aventura lui Tezeu
ramane ca ,un efort de a scdlda in lumind misterul labirintului,
chiar dacd acest mister ramane intact™. Un alt personaj elogiat
in acest volum este Ulise, despre care autorul mdrturiseste cu
admiratie ca ,sunt lucruri ce nu se lasa cucerite decat cu infinitd
rabdare a dragostei si a singurdtatii; astfel si-a cucerit, impotriva
zeilor si a fricii de moarte, libertatea de a vorbi despre
cosecventa™. Reflectiile scriitorului se completeazd, atingand
aceleasi teme, cu rol definitoriu, abordate sub diferite masti, cu
vocea proprie diminuatd, inregistrand alteritatea, dupd cum
singur madrturiseste cd in intreg volumul ,grecii antici sunt
simple pseudonime. In fond, de fiecare datd am vrut sa zic «eu
insumi»™, exprimand in acelasi timp mai multe identitati.
Nuantele si punctele noi de vedere ale autorului, schimband
mereu perspectiva, au fost remarcate cu subtilitate si
profesionalism de criticul Daniel Cristea-Enache: ,E un
permanent si fascinant joc al madstilor alternante si al
identitatilor coincidente, o asumare a complexitatilor naturii
umane...”” Cititorul rdmane captiv dorintei de a elucida
raportul dintre framadntdri si certitudini, frecvent inproza

8Daniel Cristea-Enache, Melancolii eline, Prefatd la vol. Octavian Paler,
Mitologii subiective, prefatd de Daniel Cristea-Enache, editia a IIl-a, lasi,
Editura Polirom, 2009, p. 7.
9Q0ctavian Paler, Op. cit., p. 43.
°[bidem, pp. 305-306.
"Jbidem, p. 304.
2Daniel Cristea-Enach, Op. cit., p. 6.
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autorului, in inepuizabila dorintd de a intelege rostul vietii si al
mortii, 0 axd perceputd constant in creatia scriitorului.

Publicat in 1978, volumul Apdrarea [lui Galilei, ,este una
dintre cele mai importante cdrti ale autorului, una dintre acele
carti care-i definesc profilul, natura dilematicd; si este totodatd
un text ce da seama, in mod exemplar, de dilemele unei epoci’s.
Dintre criticii literari care s-au pronuntat asupra acestui
volum, doar Virgil Ardelean recunoaste cd este o ,o carte
deschisa multor talcuri”si faptul cd aceasta carte ,se citeste cu
gandul la altceva. Nici un moment nu l-am avut in vedere pe
celebrul invatat™s. Varianta din 1997, vizibil restructuratd, prin
reducerea numadrului de episoade si prin prezenta vizitatorului-
istoric in casa din Arcetri unde s-a retras inteleptul dupa
abjurarea din 1633. Cititorul se poate identifica in persoana
acestui vizitator, facandu-se fiecare in parte vinovat de lasitate,
contribuind astfel la deplasarea conflictului dinspre
interioritatea constiinteispre realitatea concretd, convins cd
personajul simbolizeazd ,problema fiecdrui om care se teme™®
Scriitorul, referindu-se la perioada comunista,recunoaste ca un
regim totalitar a provocat atatea dileme, iar solutiile propuse s-
au dovedit inevitabil paguboase. Varianta aleasd de el a fost
diferita de solutia (misticd) a credintei” propusa de Nicolae
Steinhardt in Jurnalul fericirii. A fost varianta rezistentei prin
culturd, o variantd solitard, folosind masca personajelor, dupd

BBianca Burta-Cernat, Spovedania unui invingdtor, prefata la volumul
Octavian Paler, Apdrarea lui Galilei, prefatd de Bianca-Burta-Cernat, editia
a [ll-a, lasi, Editura Polirom, 2009, p. 7.

“Ibidem, pp. 8-10:

5Ibidem, p. 10: se face trimitere la articolul publicat de Virgil Ardeleanu in
revista ,,Steaua”, nr.2/februarie 1979, pp. 30-31.

1®QOctavian Paler, Op. cit., p. 196.

N. Steinhard, Jurnalul fericirii, argument de P.S. Justin Hodea
Sigheteanul, editie ingrijitd, studiul introductiv, repere biobibliogragrafice
si indice de Virgil Bulat, note de Virgil Bulat si Virgil Ciomos, cu Un dosar
al memoriei arestate de George Ardeleanu, lasi, Editura Polirom, 2008, p.
43: ,Pentru a iesi dintr-un univers concentrationar - si nu e neaparat
nevoie sd fie un lagdr, o temnitd ori o alta formd de incarcerare; teoria se
aplicd oricdrui tip de produs al totalitarismului - existd solutia misticd a
credintei.”
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cum precizeaza in Convorbirile lui Daniel Cristea-Enache ca ,m-
am madrturisit, indirect, in Apdrarea lui Galilei”™.

Structurat sub forma unor scrisori adresate diferitelor
personaje, folosind un ,limbaj esopic”9volumul Scrisori
imaginare (1979) se poateidentifica printr-o dorintd apdsdtoare
de a comunica. Impresionant este eseul Despre singurdtate, o
confesiune a unei stari sufletesti pe care o madrturiseste cu
discretie pentru a nu tulbura linistea proprie si nici a celor din
jur, deoarece despre adevdrata singurdtate vorbim doar in
soaptd. Volumul confirma ceea ce anticipase Eugen Simion cu
cativa ani inainte despre vocatia de moralist a lui Octavian Paler
care se confruntd cu ,o temd mai abstractd (conditia omului
modern) si un numadr de idei legate de ea: frica, recluziunea - ca
solutie de existentd - culpabilizarea individului, represiunea,
solidaritatea umand™>°.

In scrierea romanului Viata pe un peron (1981), la fel ca in
cazul eseului Apdrarea lui Galilei, scriitorul abordeaza tehnica
parabolei, personajul ,,vorbeste in pustiu, intr-un gol devastator,
unde totul e nisip, simbol al neantului si al mortii”* Cu un fir
narativ simplu, dominat de meditatii filosofice si autoexplordri
romanul surprinde prin idei sugerate aluziv si devine o
meditatie ampld asupra destinului uman, inscriindu-se ,in
traditia literaturii existentialiste si absurde”**. Scriitorul include
in acest roman ,una din marile probleme contemporane: nevoia
de comunicare, vdazuta sub dublul aspect, moral si intelectual.
Al doilea roman al scriitorului, Un om norocos (1984), valorifica
motivul oglinzii, cu rolul de a multiplica, a generaliza cosmarul,
titlul fiind unul cu sens ironic. Personajul principal, un sculptor
fard vocatie se afld in captivitatea cosmarului, iar personajele cu
identitdti ascunse si cu nume de imprumut pot fi niste proiectii
ale unui ,eu zdruncinat”.

®Daniel Cristea-Enache, op. cit., p. 178.
Y Vezi Ibidem, p. 284.
2°Eugen Simion, Scriitori romdni de azi, 111, Bucuresti, Cartea Roméaneascd,
1984, p. 524.
#Mircea lorgulescu, Prezent, Bucuresti, Cartea Romaneascd, 1985, p. 132.
2Jon Pop (coord.), Dictionar analitic de opere literare romdnesti, (A-M),
(N-Z), coordonare si revizie stiintifica: Ion Pop, Cluj-Napoca, Casa Cartii
de Stiintd, 2007, p. 1080.
3Mircea lorgulescu, op. cit., p 133.
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Volumul in care tema singurdtdtii este reluatd intr-o maniera
mai ampld, Polemici cordiale (1983), impresioneaza prin stilul
sobru al eseurilor structurate sub forma scrisorilor, discursurilor
si convorbirilor imaginare. Interesanta este ,scrisoarea”Artistul
si arborele universului in care este delimitatd teoretic
singurdtatea voitd (care te apropie de tine insusi, ddruie si e
foarte aproape de un inceput) de singurdtatea impusa (care te
indepdrteaza de altii, frustreazd, este aproape de un sfarsit)
ajungand la concluzia cd: ,tot ce poate face cineva caruia
destinul 1i impune singuratatea e sd nu se lase domesticit de
ea”. Pledoaria sustine intentia de a intelege si aprecia
singurdtatea artistului, una contradictorie, si povara (blestem),
si ogor (loc de muncd), iar rostul singuratdtii unui artist este de
ytreapta spre o solidaritate mai adanca”.

Periplul imaginar al scriitorului din volumul Unmuzeu in
labirint (1986) a constituit o fascinanta pledoarie pentru arta.
Volumul a apdrut in 1986, iar dupa aproape douad decenii
numele i-a fost schimbat in Eul detestabil. O istorie subiectivd a
autoportretului. Picturile analizate sunt in general autoportrete,
uneori scriitorul fiind impresionat de un detaliu al decorului
sau de expresivitatea unui personaj pictural. Fascinat de
valoarea lucrdrilor de artd cu subiectul autoportret, completeaza
impresionante reflectii despre talent, creatie, curente culturale,
adaugand observatii despre starea sufleteascd a creatorului de
frumos, cu ascensiuni si cobordri in comentariile publice, doar
persoana pictorului/ artistului ramandnd numai ea (trimitere la
o parte componenta a titlului eul detestabil)cea care poate fi
detestata, care se poate situa sub asteptdri, opera fiind situata la
un alt nivel. Scriitorul este convins cd valoarea artisticd a unei
picturi rezistd in timp tocmai prin talentul creatorului de arta.
Volumul debuteazd cu un studiu despre narcisism, urmadrind
opinii in functie de marile curente ideologice din evolutia
omenirii, ajungdnd la concluzia fermd ca trebuie evitatd
prejudecata cd Narcis se iubeste ca un egolatru cu scopul de a

24Qctavian Paler, Polemici cordiale, prefata de Nicoleta Salcudeanu, editia
a II-a, lasi, Editura Polirom, 2008, p. 128.
»Ibidem, p. 132.
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feri ideea de autoportret de suspiciuni tulburi.?® Pasul spre
autoportret, dupa opinia lui Octavian Paler, a fost facut de
Albrecht Diirer discret, in timp, cu rdbdare si incredere, din
planul secund, inaintand, fard sa atragd atentia asupra sa, doar
dupa ce s-a obignuit cu provocadrile oglinzii. Amintind de primul
autoportret al pictorului e convins cd reprezintd: ,un moment
de raspantie in istoria artei acum. Viata interioard triumfd, in
sfarsit, in picturd™”.La Pontormo (Jacopo Carruci sau Jacopo da
Pontormo, pictor italian, 1494-1557) remarcd izolarea voitd,
sugerata in autoportretul sau: ,sta in singurdtatea lui ca pe o
insuld™®. Iar pentru unul dintre autoportretele lui Rembrandt
remarcd: ,E singur si in viatd, si in picturd. Ce mai poate spera?
Poate ca nimic nu-l mai sperie acum, de aceea e pregdtit sda
accepte noaptea pe care a invocat-o mereu...”*constient cd
singurdtatea impusd sau voitd isi lasa puternice amprente
asupra personalitatii omului de artd, dar si asupra creatiei sale,
Octavian Paler traieste personal nenumarate astfel de experiente,
iar solitudinea din viata personald se resimte uneori mai voalat,
alteori mai pregnant in scrierile sale.

Considerat unbildungsroman, potrivit criticii de specialitate:
,Din evocdrile «marturisitorului» se contureazd portretul sintetic
al unui «om de rdspantie» care, cu fiecare noud scriere, se
indeparteazd de orizontul-matcd, tradand «discretia arhaica» a
universului copildriei”°, volumul Viata ca o coridd (1987) face
trimitere prin titlu si prin tematicd la romanul lui Marin Preda,
Viata ca o pradd. Titlul include cuvantul coridd, iar acest
concept este ,tratat cdnd in registru metaforic, cdnd in termeni
de evidenta mentalitard™'. Eseul debuteazd cu rememorarea
unor momente petrecute la mare, intr-o notda de tristete,
constient cd trecerea iremediabild a timpului a redus mult

26 Idem, Eul detestabil. O istorie subiectivd a autoportretului, editia a 1l-a,
lasi, Editura Polirom, 2010, p. 12.

*7[bidem, p. 15.

8]bidem, p. 69.

29]bidemn, p. 113.

3° Mircea Zaciu, Marian Papahagi, Aurel Sasu (coordonatori). Dictionarul
Scriitorilor Romdni (M-Q), Bucuresti, Editura Albatros, 2001, p. 563.

3t Cosmin Ciotlos, Regulamentul Organic, prefatd la Octavian Paler, Viata
ca o coridd, prefata de Cosmin Ciotlos, editia a II-a, lasi, Editura Polirom,
2009, p. 10.
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stramtul cerc al prietenilor. Tot mai acuta este resimtita astfel
singurdtatea, solutia salvatoare fiind inventarea un interlocutor,
facand astfel analogie la cugetdri populare.>* Motivul invocarii
unui interlocutor este, dupa cum madrturiseste autorul, dorinta
de a evita o apasare sufleteasca: ,,Cdci nimeni nu e, se pare, atat
de singur incat sd stea de vorbd cu sine, despre sine, fara sa
resimtd asta ca o suferintd™3. Varianta aleasda este de a-si
imagina un interlocutor, un profesor de limbi clasice, intalnit la
anticariatul de la care isi cumpdrase brosura cu regulamentul
comentat al coridelor si ,deghizat subnobilul cognomen Cicero ii
va deveni nu numai prieten, dar si, de la un moment incolo, un
foarte docil rezoner3*. Impresionantul eseu cu puternica
amprentd memorialistica cuprinde in paginile sale reflectii asupra
singurdtdtii eroului luptei in arend, dar si asupra destinului
autorului. Matadorii descrisi in ritualuri traditionale infrunta
individual provocarile impuse printr-o coridd, dovedind curaj pe
care scriitorul il numeste in alte imprejurdri ,arta de a-ti fi fricd
fdrd ca asta sa se vadd™s. Intdmpinat cu urarea sansd, toreadorul
cu buzele stranse,e singur, intruchipand in costumul sdu tesut
cu fire de argint si curajul, si teama’%Momentele de maximd
tensiune traite de toreador nu-i dau rdgaz sa se analizeze, nu
are timp de amintiri, deoarece traieste cu intensitate prezentul,
,<fdmas singur cu_primejdia, cu amenintdrile, cu norocul sau
nenorocul sdu”. In acest eseu scriitorul identifica singurdtatea
manifestatd in sufletul toreadorului, singurdtatea taurului
impotriva cdruia s-au unit spectatorii, toreadorul, picadorii si
banderilierii, iar ,in mijlocul celor care 1i doresc moartea, el e
singur, ingrozitor de singur®. Dominantd este in eseu
singurdtatea scriitorului (cel care scrie despre confruntarea

32 QOctavian Paler, Op. cit., p. 23:,,0 vorba veche pretinde cd Dumnezeu a
creat omul pentru ca omul sd ii spund povesti. Banuiesc cd aceastd vorba
cu talc a fost ndscocitd de un solitar care, dindu-i, aparent, lui Dumnezeu
o justificare, si-a creat siesi un alibi. Fiindcd n-avea cui sd-i spund
povestile sale, s-a hotdrat sd-si imagineze un interlocutor. ”
33]bidem.
34]bidem, p. 6.
35[bidem, p. 519.
3%Ibidem, p. 472.
37Ibidem, p. 101.
38]bidem, p. 89.
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dintre cei doi in spectacolul de coridd) prezentata cu o altd
durata, desi la fel de chinuitoare. Scriitorul isi studiazd si
analizeazd singurdtatea, vorbeste singur, se instrdineazd de
propiul chip. Urmdrind firul epic se poate constata ca
prezentarea detaliilor despre coridd ramane doar un pretext
pentru scriitor pentru a detalia dimensiunile singurdtatii, care
prin alteritate devin dimensiunile singuratdtii omului modern.
Initierea in singuratate pare sa-si contureze premisele incd
din copilarie. Firea tacutd a mamei ii dau prilejul familiarizdrii
cu spiritul introvertit: ,Mama priveste graul in tdcere. Poartd o
paldrie de pai, innegritd de ploi, cu snurul trecut sub bdrbie, si
are obisnuita ei expresie gravd, pe care nimeni n-o tulbura si
nimic n-o indulceste. Isi acoperd gura cu palma, simbolic parca.
Mama a tdcut mai mult decat a vorbit. De cite ori ma gandesc
la ea, i aud intdi tdcerea, abia apoi ii revdd chipul. Nu cred ca
mi-a dat mai mult de trei sfaturi in toatd viata. Si toate aveau
acelasi inteles: sd fac numai ce se cuvine.Tatdl scriitorului,
desi era ,un om care glumea fdrd rdutate, fird sd ofenseze, care
nu se amesteca In nici o ceartd si rdmdnea 1in toate
imprejurarile, cald si ingdduitor”™° a ramas tdcutla publicarea
primei poezii a fiului si la audierea primului reportaj al acestuia
transmis pe postul radio. Copildria, dupa cum marturiseste
scriitorul, s-a manifestat in singurulparadis de pe lumea aceasta,
deoarece ,eu am copildrit intr-un mit”#. Simplitatea decorului
sporeste farmecul mirificului univers rural si constituie premise
ale manifestdrilor solitare: ,Dimineata, pand ce soarele se ridica
deasupra marului de langa fantdnd si deasupra portii inalte,
curtea era intunecata. Atunci, pdrea plind de pericole. Md
temeamsa ies si s-o vdd asa. Dar dupd ce trecea momentul
zgomotos al redesteptariisatului din linisteanoptii si se asternea
linistea mai addncd, de dupd plecarea oamenilor in camp, iar
soarele ndvalea orbitor peste coroana marului, intreaga noastrd
curte se umplea de lumind. Md asezam pe treptesi stiteam
acolo, convins cd nimeni nu-mi putea face nici un rdu catda
vreme mad bdtea soarele.”# Curiozitatea copilului pentru ceea ce

39]bidem, p. 491.
4°Jbidem, p. 484.
4]bidem, p. 145.
4]bidem.
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era dincolo se concretiza prin evadarea in linistea insoritd a
cimitirului, fara a-1 percepe ca pe un loc al tristetii, fara a sti
nimic despre moarte. Mai tarziu scriitorul intelegea semnificatia
rasdritului de soare in satul natal: ,pe ulita pe care m-am ndscut
soarele rasdrea parcd anume deasupra unui cimitir pentru a
lumina intdi memoria”3. Anii de scoald au favorizat izolarea
copilului desprins timpuriu din mediul familial: ,Puteam foarte
bine sd explic singuratatea prin situatia in care md gaseam.
Eram intr-o clasd cu bdieti aflati, in general mult peste nivelul
meu social. Asta nu md putea ldsa nepdsdtor. Practic, atunci am
inteles cd eu md nascusem in partea de jos a inegalitdtii. De aici
au apdrut doud sentimente contradictorii. Pe de o parte, invidia,
pe de alta, mandria de a fi ceea ce sunt numai prin puterile
mele”*. Adolescenta, dupa cum madrturiseste scriitorul, este
marcatd de conturarea unui portret solitar, pasionat de lectura,
inrobit de dorinta de a citi cat mai repede cdrtile imprumutate
de la biblioteci: ,Atunci a inceput acea bizard experientd care a
facut din mine, la o vdrsta destul de fragedd, un ascet, retras
intr-o cochilie cu cartile sale, si datoritda cdreia mi-am petrecut
cei mai frumosi ani ai adolescentei, impotriva firii, intre patru
pereti”¥. Pdrerea este confirmatd de critica specializata: ,om de
munte, Octavian Paler are in el o indarjire de ascet laic si
spmtul lui e mesianic™®. In alte situatii autocritica referitoare la
izolare devine mai severd, aseminandu-se cu un »pustnic
ratat”’. Nici tineretea nu este scutitd de o asprd autocriticd,
numindu-se deseori ,solitar sdlbatec”, iar din registru animalier
,greiere-lichen”, ,termite™®,  lup singuratec”, o amestecaturd

4]bidem, p. 486.

44]bidem, pp. 221-222.

45]bidem, pp. 286-287.

46 Eugen Simion, op. cit., 4, p. 515.

47 QOctavian Paler, op. cit., p. 278: ,A existat in adolescenta mea o perioada
in care am semdnat cu unul din acei pustnici ratati, care n-au curajul sa se
inchida intr-o grota, departe de lume; se inchid intr-o camerd, de unde se
aude toatd larma orasului; si care n-au tdria sd stingd in ei orice pasiune;
se multumesc sd-si aleagd o pasiune comodd”.

“Jbidem, p. 226: Am senzatia c3 singurdtatea lucreaza ca acele termite,
patrunde in obiecte si le macind fard si vdd, le imbolndveste. Totul
pdstreazd un aspect normal, forma obisnuitd, dar md surprind cd md
invart prin camerd prudent, cd spionez lucrurile din jurul meu, nu umblu
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de ,lup si animal domestic”. Maturitatea il determind sa
constientizeze tot mai mult neajunsurile singurdtatii in care s-a
adancit: ,am crezut intr-o vreme ca singurdtatea a ars, ca in vis,
o parte din padurile mele si cd m-am trezit cand ravagiile erau
clare, nu mai era nimic de facut. M3a tem, insd, ca n-as putea
invinui pe nimeni pentru partea mea de singurdtate si cd sunt
unicul ei artizan”¥. Vocatia de scriitor ii ofera posibilitatea de a
analiza si constientiza starea sufleteasca a omului introvertit:
,Probabil, orice scriitor suportd doud presiuni contrarii cand se
asazd la masa lui de lucru. Una care il impinge sd fie singur cu
obsesiile sale, alta care-l sileste sd vorbeascd despre singurdtatea
lui; una care-l indeamna sa inchida usa, alta care-l face sa-si
descrie acest refugiu. E in acelasi timp discret si impudic Fuge
si 1i cautd pe cei de care fuge. Mi tem totusi ci dintr-o
singuratate idealizatd sunt foarte putine sanse sa iesi. Iti inalti
tu insuti, din ce in ce mai sus, zidurile pe care ar trebui s3 le
escaladezi. Iti faci mai suportabild singurdtatea, instalindu-te
insd in ea mai durabil. De aceea ma feresc sd fiu multumit de
discretia mea. Din pdcate, nu stiu sd le spun oamenilor pe care
ii iubesc cat de mult ii iubesc. Imi ascund, dintr-o proastd
pudoare, ori din timiditate, ori din mandrie rdu inteleasd, ori
din toate aceste motive la un loc, nevoia mea dureroasa de ei,
recunostinta pentru tot ce mi-au dat, regretele pentru tot ce nu
le-am dat eu. Aici este adevdrata mea salbdticie. Cea mai grava.
Cea mai tristd.”° Ideea singurdtdtii se resimte ca un motiv
recurent in scrierile din anii maturitdtiisi mai pregnant prezent
in eseurile din anii senectutii, deseori camuflatd in dorinta
autorului de comunicare prin interventii, confesiuni si
dialoguri.

oare intr-o lume aparentd? si md misc cu grijd, pentru a nu risca. Apoi,
descopdr cd tocmai aceastd prudenta face treaba termitelor”.
#9]bidem, p. 221, scritorul face aluzie la un incendiu perceput cu naivitate
in copildrie, constientizand doar efectul devastatorului eveniment: ,Intr-o
noapte din copildrie, m-am trezit auzind tipete si m-am speriat. In
ferestrele casei luceau valvdtdile unui foc urias, iar pe ulitd se vedea ca
ziua. M-am ghemuit in pat, infricosat de lumina violentd care lingea
amenintdtor geamurile si, convins cd visam, am adormit din nou.
Dimineata am zdrit padurea arsd, neagrd, ca o rand urdtd si intinsd pe
toata coasta Secii.”
5°Jbidem, pp. 226-227.
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Finalul volumului ne asigurd cd interlocutorul e doar o
amintire, strategie salvatoare a scriitorului, pentru a nu fi singur
in vacarmul coridelor, o strategie de alteritate. Autorul este
incercat de un regret, intrebandu-se : ,Nu cumva am fost,
totusi, prea vanitos cidnd am crezut cd md pot madsura cu
madsura toreadorilor? Intr-o corida totul se tese cu trei fire de
canepd, Raul, Tubirea si Moartea. [...] Pe cand intr-o viata firele
sunt mai multe si uneori se incalcesc pana la confuzie™'
Complexitatea acestui volum amplu este anticipata de titlu prin
asocierea ineditd a vietii cu o coridd, sustinutd de diversitatea
temelor de reflectie, nu numai despre sine, ci despre umanitate
in general, dovedind o mobilitate intelectuala si confirmatd de
criticii literari: ,Cartea totald a autodefinirii caracterologice si
spirituale este, insd, Viata ca o coridd (1987)%.

III. Initierea prin drumul inapoi

Intoarcerea in trecut mentie vie starea de singuratate
mascata de fraimantarea spiritului, dar lasa taine nedezlegate.
Gandurile autorului sunt de obicei indreptate spre trecut, nu
neaparat spre unul ,glorios”, mai degraba fiind atras de
episoadele infrangerii, iar ,privirea intoarsd spre trecut, pentru
a-1 pune mereu in oglinda stramta a prezentului, va condamna
ganditorul, in orice societate, la singurdtate”3. (Rugati-vd sd nu
vd creascd aripi, Don Quijote in Est, Vremea intrebdrilor,
Aventuri solitare)

Volumul Rugati-vd sd nu vd creascd aripi a fost initial
conceput ca o versiune romaneasca dupa un volum apdrut in
1991 in Franta cuprinzdnd capitole din Viata ca o coridd si
Polemici ciordiale, ulterior au mai fost addugate unele capitole.
Tristeteascriitorului se resimte in tensiunea ce strdbate eseurile
acestui volum, iar sursa ar putea fi tocmai acest modern
»echivoc al condamnadrii/acceptdrii cu indiferentd”>*. Eseul din

S'Ibidem, p. 536.
52Mircea Zaciu, Marian Papahagi, Aurel Sasu (coordonatori). Op. cit., p.
563.
53 Bogdan-Alexandru Stanescu, Confesiunile unui semibarbar, prefatd in
volumul Octavian Paler, Rugati-vd sd@ nu vd creascd aripi, prefatd de
Bogdan-Alexandru Stdnescu, editia a II-a, lasi, Editura Polirom, 2010, p. 10
54]bidem, p. 7.
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debutul volumului, care preia si titlul, pare o unda de
nedumerire fatd de societatea contemporang, fie ea chiar din
Bruxelles, instrainata de culturd, devenitd tot mai comerciala.
Refugiul spre trecut, explicatiile erudite, nu fac altceva decat sa-
| indepdrteze pe autor de realitatea imediatd, cuprinsa de o
indiferentd generald precum personajele lui Pieter Brugel cel
Batran (1525-1569) din tabloul Prdbusirea lui Icar, afundate in
nepasare, neavand timp de compasiune la cdderea prea
indrdaznetului cuceritor al vazduhului. Octavian Paler si prin
acest volum a dovedit prin excelentd cd este ,adeptul unei
literaturi confesive sau parabolice, in care dezbaterea etica
devine esentiald”>.

Cartea Don Quijote in Est este ,complexa si foarte nuantata
despre identitatea romdaneascd ce, dupd aproape cinci decenii in
care fusese confiscatd si fabricata politic, are, in sfarsit,
posibilitatea de a fi reflectatd de o gandire libera™®.
Evenimentele trdite cu frenezie de scriitor sunt raportate la
trecut, recurgdnd compozitional la imbinarea discursiva dintre
,epistold, confesiune si eseu, in ceea ce s-ar putea numi eseu
autobiografic tocmai pentru cd preeminenta ideilor supune
celelalte modalitati”™”. Scriitorul mdrturiseste alegerea titlului®®,
dar isi marturiseste si singurdtatea: ,ma sperie tot mai mult
faptul ca ma simt, uneori, instrdinat intr-un oras unde am trait
o jumatate de veac”

Volumul Aventuri solitare (1996)anticipeazd singurdtatea si o
confirmd prin cele trei parti componente: Jurnal la mare -
surprinde o solitudine maximd a protagonistului, Contrajurnal
la mare — dominatd de contemplatia solitara si Jurnal american -

55 Aurel Sasu, Dictionarul bibliografic al literaturii roméne (M-Z) DBLR,
Pitesti, Paralela 45, 2006, p. 272.

56 Sanda Cordos, O acutd radiografie identitard, prefatd la volumul
Octavian Paler, Don Quijote in Est, prefatd Sanda Cordos, editia a II-a,
lasi, Editura Polirom, 2010, p. 7.

57[bidem, p. 5.

58 Daniel Cristea-Enache, op. cit., p. 139: ,Am gisit la Quijote, in schimb, o
detasare, o indiferentd sau o fortd de a ignora ridicolul care ma intriga.
Am vdzut in «seriozitatea » lui misterioasa, pe care nimeni n-a explicat-o
(e «eroicd» asa cum sustine Unamuno? e a unui «nebun patentat», cum
sustine Ortega y Gasset?) un fel de model”.

59Qctavian Paler, op. cit., p. 309.
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contactul cu alteritatea radicald a Lumii Noi. In acest volum
sunt prezente trei ipostaze ale ,aventurierului solitar:
contemplativul deziluzionat si nostalgic, observatorul moralist

9960

si estet, martorul implicat™®°.

IV. Initierea prin retrdiri nostalgice (intoarcerea spre
sine)

In strddania de a contura cdt mai clar o posibild ipoteza
despre confruntarea dintre viatd si moarte, autorul a pastrat un
traseu compozitional relativ linear, recurgdnd la exemple
mitologice umanizate prin decorul, drag scriitorului, spatiului
autobiografic. (Desertul pentru totdeauna, Autoportret intr-o
oglindd spartd, Calomnii mitologice)

Volumul Desertul pentru totdeauna (2001) este ,madrturia
tulburdtoare a unei constiinte ajunse la capatul propriului
pustiu launtric”®. Gandul recurent spre locul natal, spre Lisa e o
justificare cd , In mintea oricui existd un loc, locul; numele are o
rezonantd personald, dincolo de infinitele posibile trimiteri
livresti”®2. Volumul pare delimitat de doud stdri de teamd in fata
singurdtdtii: prima a scriitorului in copildrie, la inmormantarea
bunicului, rdmas in gradind, dupd bucuria de a vedea aerul
luminos ,am descoperit golul din jurul meu, am constata cd eram
singur, cd nu mai auzeam nici un zgomot din curte, si m-am
speriat. Am impresia cd atunci am tras prima spaima din pricina
singuratdtii”®. Finalul volumului surprinde scriitorul inainte de a
pardsi locuinta cu gandul de a pleca in Italia pentru o interventie
chirurgicald, incercand prin jocul impus sa-si alunge frica de
singurdtate.

Franturile autobiografice sunt niste limite ale marturisirilor, ele
relevd destinul, exemplul explicatia introductiva la Autoportret
intr-o oglindd spartd (20040, il insotesc, indiferent daca abordeaza

boyezi Paul Cernat, Trei moduri de a fi strdin, prefatd la volumulOctavian
Paler, Aventuri solitare. Doud jurnale si un contrajurnal, prefatd de Paul
Cernat, editia a II-a, lasi, Editura Polirom, 2008, p. 6.
 Dan C. Mihdilescu, Dincolo de Lisa, prefatd la Octavian Paler, Degertul
pentru totdeauna, prefatd de Dan C. Mihdilescu, editia a II-a, lasi, Editura
Polirom, 2009, p. 7.
62 Irina Petras, Literatura romdand contemporand. O panoramd, Bucuresti,
Ideea Europeand, 2008, p. 649.
63 Octavian Paler, op. cit., p. 31
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stilul epistolar sau o variantd de multiplicare in cioburile unei
oglinzi sparte, simbolizdand o memorie lacunard, incercand sa-si
explice singurdtatea. In acest volum ,intelegerea de sine e mediatd
de semne, de simboluri si de texte si cd se dobandeste prin operatii
succesive de cunoastere, de volitiune, de evaluare”+. Autoanaliza
primeste  dimensiuni  amplificate, individualizind etape
autobiografice, marcate in mod special de solitudine. Numit de N.
Manolescu pentru acest volum ,un solitar diletant®5, majoritatea
scrierilor sale sunt incluse 1in ,Genurile biograficului’*
Singurdtatea fard remediu este posibilitatea ajungerii la sine,
cunoasterea prin autoexaminare. Marile ocoluri pentru a ajunge la
sine, amintite in Polemici cordiale, formeazd pentru scriitor un
labirint al initierii in singurdtate. Cu alte cuvinte, cunoasterea de
sine se dobandeste in timp, dupd o indelungata experientd, dupa
parcurgerea unui traseu initiatic, incluzand cei doi poli: aproapele
si departele®. Alternativd pentru analiza initierii in singuratate
pare a fi propunerea lui Philippe Lejeune in volumul Pactul
autobiografic. Astfel se pot identifica in proza paleriand forme ale
pactelor instinctive, asumate, impuse ori cdutate. In descrierile,
confesiunile sau meditatiile sale scriitorul se intoarce in anii
copildrie, mereu infruntarea dintre trecut si prezent, convins cd
doar aga prezentul se poate intelege mai bine. Pastrand legdtura sa
vitald cu acasd intr-un mod emotionant, plin de nostalgie, de fapt
s-a condamnat la singurdtate.

Scrierile lui Octavian Paler au si o altd nota comund deoarece in
ele ,exista o voce multiplicata, un ego ce se diminueaza voit, ca sa

64 Irina Petras, Cdrti de ieri si de azi. Scriitori contemporani, Cluj-Napoca,
Casa Cartii de Stiintd, 2007, p. 283.

65 Nicolae Manolescu, Istoria criticd a literaturii romdne. 5 secole de
literaturd, Pitesti, Paralela 45, 2008, p. 177.

66 Alex Stefdanescu, Istoria literaturii romdne contemporane 1941-2000,
Bucuresti, Editura Masina de scris, 2005, p. 763: ,aldturi de cele similare
ale lui Sainte-Beuve, Serban Cioculescu, Jorge Luis Borges, Teohar
Mihadas, Valeriu Cristea, Paul Goma, Belu Zibber, Radu Rosetti, Gabriela
Melinescu, Petre Pandrea.”

67 Vezi Andrei Plesu, Parabolele lui lisus. Adevdrul ca poveste, Bucuresti,
Editura Humanitas, 2017, p. 15: ,Pentru a gasi ceea ce cauti, trebuie mai
intdi sd faci un lung ocol, sd te intorci la tine de departe, sd faci un drum.
«Aproapele» se valorificd numai dupd o laborioasd experientd a
«depdartelui»”.
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inregistreze alteritatea. Persoana intdi singular nu este rezervatd
unui anumit narator; prin ea se exprimd, pe rind, diferite identitdti,
proiectate si explorate de un scriitor care stie sa asculte. Cand
interlocutorul lipseste, Octavian Paler si-1 creeazd, dedublandu-se
si purtand pasionante dialoguri interioare®®.
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LES RELATIONS ENTRE LES
PERSONNAGES ROMANESQUES.
L’ECRIVAIN ET SON TRADUCTEUR PAR
LA PROXEMIQUE DE E. T. HALL
Relationships Established Between the
Characters in the Novel. The Writer and

His Translator through E. T. Hall’s
Proxemics

Sonia ELVIREANU

Abstract: The American anthropologist Edward T. Hall
developed the theory of physical distances between
human bodies during interaction: proxemics. The study
of inter-individual distances within a society provides
insight into interpersonal relationships, as well as the
psychology of space. It enables us to observe individuals’
gestures and behaviour in all areas of their lives: intimate,
personal, social and public. These are, in fact, the four
proxemic spheres in which the four types of interpersonal
distance manifest themselves in humans: intimate,
personal, social and public.

When applied to literature, proxemics reveals the
psychology of characters and the relationships they enter
into out of a need for affection, and for family,
professional and social success.

The physical distance they impose on others reveals
the nature of their relationships: whether close,
reassuring or oppressive, or distant.

We propose to analyse, through proxemics, the
relationships between fictional characters in order to
arrive at those established between the writer and their
translator.
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From fiction to real life, and from real life to fiction,
everything revolves around space and the presence of
human beings within it, whether alone or in relation to
others; for apart from the indomitable loners who seek
refuge in solitude and replace the individual with the
animal or nature, human beings are social creatures, and
therefore in relation to others.

However, their sense of privacy compels them to
maintain a certain physical and psychological distance
from others. This varies according to their culture, as
evidenced by their behaviour.

Keywords: fictional characters; the writer; the translator;
E. T. Hall's proxemics; Emile Zola; Charles Baudelaire;
Edgar Allan Poe.

I. La proxémique de E. T. Hall

La proxémie ou proxémique, un concept créé
par l'anthropologue américain Eward T. Hall, permet
I'étude de la distance physique entre les personnes
dans leur interaction.

Le besoin d’espace personnel impose une
certaine distance face a lautrui. Elle varie en
fonction des personnes et des cultures.

Dans son oeuvre Proxémique, E.T.Hall établit
quatre spheres proxémiques et quatre catégories
principales de distances interindividuelles chez
I'humain: intime, personnelle, sociale et publique.!
Chacune comporte le proche et le lointain, selon
Hall. Voila les distances proxémiques selon Hall :

! Ibidem.
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- distance intime : de 15 cm (mode proche) a
40 cm (mode éloigné); elle implique une grande
implication physique et échange sensoriel élevé.

- distance personnelle : de 45 cm a 75 cm
(mode proche), a 125 cm (mode éloigné);

- distance sociale : de 120 cm a de 210 (mode
proche), a 360 cm (mode éloigné);

- distance publique : de 360 cm a 750 cm
(mode proche), au-dela de 750 cm (mode éloigné).

La distance intime est nulle de corps et
sécurisante par la confiance accordée a autrui, mais
l'acceés y est restreint, permis aux personnes dans
lesquelles nous avons confiance, car elle permet aux
personnes de se toucher et de s’embrasser (mari et
femme, amant,-e, ami,e). Dans la zone personnelle
la distance est celle du bras étendu, le poing fermé,
possible en famille, entre collégues, car c’est la zone
de la communication.

Dans la zone sociale la distance est celle
d’entre un citoyen et les employés. Un objet
s'interpose souvent entre les personnes: un guichet,
un bureau, une table. Dans la zone publique, c’est la
distance utilisée lorsqu’on parle a des groupes, aux
étrangers.

La distance interpersonnelle dépend des
rapports individuels, des sentiments et des activités
des personnes concernées, du statut de
lI'interlocuteur.

La théorie ne serait qu'une belle réflexion sur
un aspect de la vie, si 'on ne pouvait pas I'appliquer
dans certains domaines pour tirer des conclusions
pertinentes sur la vie des gens. L'étude des distances
entre les corps humains est liée a 'observation des
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gestes et des comportements a connotations
culturelles.

II. La proxémique en littérature

2.1. La relation entre les personnages
romanesques : Emile Zola, Au Bonheur des
dames

La proxémique peut s’appliquer en littérature,
dans le roman surtout, pour établir les liens entre les
personnages et leurs sentiments. La psychologie des
personnages est intimement liée a I'espace ou ils
vivent et subissent leurs expériences heureuses ou
traumatisantes. IlIs évoluent dans tous les spheres
désignées par Hall, de 'espace intime a celui public,
et ils connaissent tous les types de relations
interpersonnelles. Parfois le méme personnage
évolue entre les extrémes, telle Denise dans sa
relation avec Octave Mouret dans le roman d’Emile
Zola Au bonheur des dames.

Dans la sphére intime on retrouve le couple,
femme/ homme, qu’il soit marié ou en union libre,
consentie et rendue publique, mais aussi celui qui a
une relation d’'amour secréte, 'amant et son amante.
Dans 'espace personnel on admet les membres de la
famille et les amis, dans celui social, les rapports se
lient entre le manager, chef, patron et ses employés,
dans celui public entre ceux qui subissent l'influence
d'un leader ou ceux qui se réunissent pour donner
des conférences ou partager leurs expériences.

L'espace intime qui témoigne des relations
interpersonnelles intimes peut se modifier au fil de
lintrigue. Les personnages peuvent s’éloigner 'un de
l'autre et passer d’'une spheére a l'autre: personnelle,
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s’ils gardent une relation d’amitié et continuent de
se voir et de se parler apres leur séparation, surtout
s’ils ont été liés par la naissance d'un enfant; sociale
s’'ils cessent de se voir et se rencontrent par hasard
grace a leur profession; voire publique parfois.

Nous voulons définir la nature des relations
entre deux personnages d’Emile Zola, Denise et
Octave Mouret du roman Au bonheur des dames. Au
début du roman, la jeune fille est tres éloignée du
grand magasin qui rayonne sous la baguette
d’'Octave Mouret, son patron. Elle se trouve a
I'extérieur, dans la sphére publique, car il n'y a
aucun rapport entre elle et le patron qu'elle ne
connait méme pas, ni entre elle et les autres
employés. Il n'y a que le réve d’une fille séduite par
la splendeur de la ville incarnée par le magasin Au
bonheur des dames. Elle le regarde de l'extérieur,
c’est 'objet de son réve, la distance qui la sépare de
celui-ci correspond a celle d’entre le réel et le réve
inaccessible. La relation est univoque et de nature
intérieure.

La distance physique entre elle et cet
immeuble convoité est trés éloignée, elle n’entrevoit
aucune chance d’y accéder. Mais elle se rétrécit a
mesure qu’elle ose s’en rapprocher. Dés quelle y
pénetre, elle peut voir, toucher la marchandise, se
confondre dans la foule des femmes assoiffées de
luxe et de beauté. Elle passe ainsi de la spheére
publique a la spheére sociale. Elle va développer sa
carriere en relation étroite avec ce magasin et grace
a son intelligence commerciale et a son charme
féminin elle réussit dans la vie.

Denise passe au domaine social et sa vie sera
comblée par son travail Au bonheur des dames. Ses
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relations avec les employés et son patron est de
nature sociale, mais celle avec I'espace qu’elle habite
et ses objets devient personnelle, puis intime,
beaucoup avant la modification de sa relation avec
son patron, Octave Mouret.

On peut parler donc d'une double relation

dans le cas de Denise :

a. entre la femme et un objet. Le magasin est
créateur d’espace social qui sera peu a peu
personnalisé, puis intimisé, investi
d’affectivité. Ses objets subissent la méme
modification. Une relation affective nait
entre Denise et l'espace intérieur du
magasin qui est a la fois 'un social lui
permettant d’évoluer dans
I'administration et l'un personnel, puis
intime, car elle y habite, recoit une
chambre a elle, qui deviendra son espace
intime.

b. entre la femme et 'homme. Dans 'espace
social du magasin s’engagent des relations
interpersonnelles de nature sociale; d'une
part, entre Denise et son patron, d’autre
part, entre elle et le personnel du
magasin, mais aussi entre elle et sa
clientele féminine. Celles-ci imposent une
certaine distance, un comportement social
en fonction de la hiérarchie a l'intérieur
du magasin, au niveau de I'administration
et du personnel, mais aussi a l'extérieur
envers les clients de condition sociale
différente.
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Les relations interpersonnelles dans la sphére
sociale ne sont pas immobiles, mais souples. Elles
évoluent en deux directions: dans la carriere de
Denise qui se distingue par wune habilité
commerciale innée lui permettant d’évoluer et
d’occuper un poste supérieur; dans ses relations
avec le personnel et son patron. Dans la premiere
situation, les relations sociales seront déterminées
par sa promotion dans 'administration qui engendra
des sentiments d’envie et de haine, car elle occupe la
place d’'un autre. Elle n'est plus la fille humble,
heureuse d’étre acceptée dans un poste modeste, mais
elle devient une jeune femme habile, perspicace et
intelligente, qui attire I'attention de son patron. Celui-
ci veut faire d’elle son amante, mais Denise ne se laisse
pas séduire par '’homme, car elle est forte de caractere,
bien qu’elle ne soit pas indifférente a son charme. Elle
finit par 'aimer et lui inspirer le respect et 'amour.

Le magasin qui lui était extérieur au début
devient le sens de sa vie, elle finit par s’identifier avec
lui. Toute son existente s’y attache, si bien que sa
relation avec celui-ci évolue et connait tous les quatre
types de relations définies par Hall, mais en sens
inverse, car la distance physique entre les deux est la
plus éloignée au début et diminue jusqu’a devenir
nulle, de méme que les relations déterminées par celle-
ci: publique, sociale, personnelle, intime.

La méme évolution de la sphere publique vers
I'univers intime sera enregistrée dans la relation
entre Denise et Octave Mouret. La distance
infranchissable entre le patron et une vendeuse sera
convertie en relation intime et bénéfique par
I'amour. Au début Denise ne représente que l'objet
du désir de son patron qui y voit une proie facile a
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gagner par son statut, mais il comprend bien que
celle-ci n'est pas une femme légere a se laisser
entrainer dans une liaison passagére avec un
homme, d'autant plus avec son patron, mais une
femme volontaire, d’honneur, un vrai caractére, dans
laquelle Mouret trouvera un associé habile et finira par
I'aimer et I'épouser.

Clest toujours dans la sphere sociale que la
nature de la relation peut changer et se convertir en
amitié, au début par pitié, ensuite par admiration pour
les qualités de la personne de qui on se rapproche par
confiance.

Denise illustre le mieux la souplesse des
relations interpersonnelles qui évoluent de la sphere
publique ot la distance physique entre les humains
est la plus éloignée a la sphére intime ou elle sera
nulle, car les corps finissent par saimer. Cette
modification n’est par le fruit de la ruse, des
manoeuvres pour réussir et faire carriére, mais la
suite d'une évolution sociale et personnelle par ses
propres qualités.

Emile Zola donne ainsi un sens moral aux
relations sociales interpersonnelles dans son roman
Au bonheur des dames. Denise incarne leur cote
positif, elle est a I'antipode de la passion destructive
du roman Thérése Raquin, un cas morbide dans le
siage du naturalisme que lécrivain frangais
représente.

2.2. La relation entre I’écrivain et son traducteur
On peut appliquer la proxémique de Hall

pour définer la nature des relations entre I'écrivain
et son traducteur. Il faut distinguer entre les
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professionnels de la traduction qui en font une
profession et vivent par la traduction et les
traducteurs qui s’adonnent a la traduction d’'une
certaine oeuvre littéraire par affinité esthétique ou
mentale.

Dans le premier cas, la distance entre
I'écrivain et son traducteur est tres éloignée, leur
relation est de nature publique au début, car la
sélection des auteurs et de leurs oeuvres ne leur
appartient pas, c’est I'éditeur qui la leur impose.
Mais parfois, c’est le traducteur qui cherche a
proposer a 'éditeur un certain écrivain par un choix
personnel, justifié par des raisons de célébrité ou
subjectives. Cette distance peut rester la méme par
la neutralité du traducteur a I'égard de celui qu'’il
traduit surtout lorqu’il n’est plus en vie. De son
vivant, il est obligé d’entrer en contact avec celui-ci
et d’'entamer un dialogue avec lui sur les différents
aspects soulevés par le texte ou il peut ne pas le faire,
ne pas le consulter, choisissant de se débrouiller tout
seul. La distance reste donc aussi éloignée qu’au
début, le traducteur ne cherche pas a la réduire.

Au cas contraire, un rapport quelconque
s’établit entre les deux personnes qui se rapprochent
pendant la traduction d'un livre. Ils peuvent se
retrouver dans le méme espace social, dans une
relation purement professionnelle ou, par contre,
dans un espace personnel engagées dans une
relation d’amitié.

La relation sociale, convertie en amitié¢ entre
l'auteur et son traducteur, peut donc engendrer
entre eux un rapprochement qui pourrait durer le
temps d'une traduction ou continuer apres. Donc de
la zone publique vers celle personnelle, d'une
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relation éloignée et neutre a I'une personnelle, tres
proche, voila un parcours flexible dans I'échange
interpersonnel.

Nous avons choisi pour illustrer la relation
entre I'écrivain et son traducteur un cas célébre dans
la littéraute frangaise: Charles Baudelaire et Edgar
Allan Poe.

2.3. Charles Baudelaire, le traducteur de
I'écrivain américain Allan Edgar Poe

Allan Edgar Poe (1809 - 1849) a été I'un des
plus connus représentants du romantisme
américain : poete, romancier, nouvelliste, critique
littéraire, journaliste, dramaturge et éditeur.
Charles Baudelaire (1821- 1867), appelé « Dante
d’une époque déchue», « nourri de romantisme »2, le
chantre de la « modernité », représente le
symbolisme francgais. Les deux écrivains sont nés sur
des continents différents, ils appartiennent a des
cultures et des courants littéraires différents, mais ils
s’apparentent_par leurs vies et leurs conceptions de
I'art. Comme le symbolisme est né du romantisme,
Charles Baudelaire se fit I'écho d'une nouvelle
esthétique qui aspirait a 'impersonnalité dans l'art, a
la transgression de I'égo romantique, passionné et
larmoyant.

2 « Il y a du Dante dans l'auteur des Fleurs du Mal, mais c'est
du Dante d'une époque déchue, c'est du Dante athée et
moderne, du Dante venu apres Voltaire, dans un temps qui
n'aura pas de Saint Thomas ». Les (Euvres et les hommes
(1re série) - III. Les Poétes, Paris, Amyot, 1862, p. 380.
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Pendant sa vie débauchée, Baudelaire
découvre le poéte américain Allan Edgar Poe par les
traductions parues dans les journaux francais, mais il
fixe la découverte de Poe entre 1846-1847, trois ans
avant la mort de celui-ci. Il s’enthousiasme de cet
inconnu deés la premiére lecture et se passionne de
son oeuvre étrange. Son fidéle ami Asselineau le
confirme: « Dés les premiéres lectures, il s'enflamma
d'admiration pour ce génie inconnu... J'ai vu peu de
possessions aussi completes, aussi rapides, aussi
absolues ».3 Baudelaire le reconnait lui-méme : « J'ai
trouvé un auteur ameéricain qui a excité en moi une
incroyable sympathie ».4 (Cétait plus qu'une
sympathie, c’était une passion de toute une vie et
une dévotion a I'égard de Poe.

Lorsque  Baudelaire le découvre, le
romantisme que celui-ci représentait en Amérique
touchait a sa fin en France, mais son influence
persistait encore chez les parnasiens et méme chez
les réalistes (Gustave Flaubert, Salambd) et les
naturalistes (Emile Zola, La faute de 'abbé Mouret).

En juillet 1848 parait sa premiere traduction
d'un récit de Poe, Révélation magnétique, dans la
revue « La Liberté de penser »5. Bien qu’il ne soit pas

3 Apud Bentabet, Faffa, Baudelaire, traducteur d’ Edgar Poe,
These de doctorat, pdf, 2015, p. 103, disponible sur
http://dspace.univtlemcen.dz/bitstream/112/8671/1/bentabet
-fafa.pdfp. 103, disponible sur
http://dspace.univtlemcen.dz/bitstream/112/8671/1/bentabet
-fafa.pdf

4Ibidem, p. 104.

5 Michel Brix, Baudelaire, «disciple» d'Edgar Poe ? dans
« Persée », nr. 122, 2003, pp. 55-69.
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le premier traducteur de Poe, ni son découvreur,
Baudelaire devient son traducteur attitré et
contribue a sa gloire en France. L'auteur américain
jouit d’'une grande popularité en France qu’il n’avait
pas dans son pays.

Léon Lemmonier affirme que de tous les
traducteurs de Poe Baudelaire était « son égal par le
talent » et que son ame vibrait a l'unisson de la
sienne ».° Il a traduit des poémes et des nouvelles de
Poe, mais il a publié aussi des études sur son oeuvre
et sa vie qu’il a réunies dans Histoires extraordinaires
(1856). Mais tout ce qu’il a écrit sur Poe porte
I'empreinte de son admiration sans réserve pour
I'écrivain américain qu’il présentait aux Frangais
comme « la plus puissante plume de cette époque »,
« un des plus beaux génies qui aient jamais existé ».7

Baudelaire a investi son temps et son travail a
traduire Poe non pas par curiosité passionnée, mais
parce qu’il a découvert que celui-ci lui ressemblait,
donc par fraternité artistique :

« Savez-vous pourquoi jai si patiemment
traduit Poe? Parce qu'il me ressemblait. La
premiére fois que j'ai ouvert un livre de lui, j'ai
vu avec épouvante et ravissement, non
seulement des sujets révés par moi mais des
phrases pensées par moi, et écrites par lui
vingt ans auparavant. »®

6 Apud. Bentabet, Faffa, Op. cit., p. 7.

7 Ibidem.

8 Charles Baudelaire, Correspondance Générale, éd. Jacques
Crépet, Paris, Conard, 1948, IV, p. 277; Apud Judith
Woodsworth, « Traducteurs et écrivains: vers une
redéfinition de la traduction littéraire » , dans « Traduction
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L’ empathie de Baudelaire pour Poe allait
jusqu’a faire de lui son alter ego.

«Ce qu'il y a d'assez singulier, et ce qu'il m'est
impossible de ne pas remarquer, c'est la
ressemblance intime, quoique non
positivement accentuée, entre mes poésies
propres et celles de cet homme, déduction
faite du tempérament et du climat. »°

Si on parle de distance physique entre les
deux poetes, au début elle est immense, car ils
habitent  sur des  continents  différents.
Physiquement elle reste la méme par la mort de Poe,
mais psychologiquement elle se convertit en lien
intime par la traduction de sa création. Mais en
lisant son oeuvre et en la transposant en francais,
Baudelaire parvient a comprendre leur ressemblance
de visions, de vies, de talent et a lui vouer une
véritable admiration. Ainsi leur relation se modifie-
t-elle grace a la traduction et passe dans la sphéere
personnelle, ensuite intime, car Baudelaire finit par
s'identifier presque avec Poe, il se reconnait dans
son écriture.

Baudelaire fait une véritable obsession pour
Edgar Poe et s’assume la traduction de son oeuvre
comme une sorte de mission religieuse, en se
proposant de faire de lui un grand écrivain en

et culture(s) », « Traduction, terminologie, rédaction »,
Vol.1, Nr.1,1988, p. 123.

9 Charles Baudelaire. Cité par Léon Lemonnier dans « Les
Traducteurs d’Edgar Poe de 1845 a 1875 : Charles Baudelaire ».
p.108; Apud Bentabet, Faffa, Op.cit., p. 106.
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France, selon sa confession dans sa Correspondance
avec Saint-Beuve et dans son journal intime Mon
coeur mis a nu. Il cultive le mythe Edgar Poe™ en
France, repris par Mallarmé et Valéry qui y croient
aussi. Il écrit a Sainte- Beuve: «Il faut, c'est-a-dire
que je désire qu'Edgar Poe qui n'est pas grand'chose
en Amérique, devienne un grand homme pour la
France»".

Il le fait non seulement par la traduction,
mais en présentant la personnalité, la vie et 'oeuvre
de son confrére américain dans ses préfaces, notes
critiques et articles. Il veut tout connaitre sur Poe a
une époque ou il n'y avait pas d’édition d’oeuvres
completes, c'est par des emprunts faits au
Américains qui vivaient a Paris qu’il se procure des
collections de journaux dirigés par celui-ci.

Baudelaire traduit Poe en vertu dune
convergence de pensée, d'une affinité artistique,
d’'une parenté évidente de leurs existences. Ils sont
contemporains, Baudelaire nait douze ans apres Poe.
IIs ont tous les deux une vie malheureuse, traquée
par des difficultés financieres et des dettes, ils
sombrent dans la débauche, ils sont doués d'un
talent hors commun et cherchent le renouveau dans
l'art. Ils sont compatibles par leur 'esprit poétique et
critique, étant tous les deux les partisans de l'art
pour ['art. IIs ont une vie breve, Poe a vécu 40 ans,
Baudelaire 46 ans.

© Charles Baudelaire, Mon coeur mis a nu, dans «Histoire des
Histoires extraordinaires», Paris, Conard, 1932, pp. 352-353;
Apud. Judith Woodsworth, art. cit., p. 122.

" «Histoire des Histoires extraordinaires», p. 378 ; Apud.
Judith Woodsworth. art. cit., p. 123.
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Charles Baudelaire semble reconnaitre en
Edgar Poe un précurseur et son frére semblable, sa
moitié. Il lui arrive de découvrir dans l'oeuvre de
celui-ci ses propres pensées encore confuses, mais
formulées avec une extréme clarté par son confrere
ameéricain :

« La premiére fois que j'ai ouvert un livre de
lui, je trouvai, croyez-moi si vous voulez, des
poémes et les nouvelles dont javais eu la
pensée, mais vague, et confuse, mal ordonnée,
et que Poe avait su combiner et mener a la
perfection ».”?

Il se confesse aussi dans une lettre a sa meére :

« Savez-vous pourquoi j'ai si patiemment
traduit Poe ? Parce qu'il me ressemblait. La
premiére fois que j'ai ouvert un livre de lui, j'ai
vu avec épouvante et ravissement, non
seulement des sujets révés par moi, mais des
phrases, pensées par moi et imitées par lui vingt
ans auparavant ».

2 Lettre a Armand Fraisse, 1856. Cité par Léon Lemonnier
dans " Les traducteurs d’Edgar Poe en France de 1845 a 1875 :
Charles Baudelaire ». p.106 ; Apud Bentabet, Faffa, Op.cit., p.
106.

B Lettre a sa meére, 26 mars 1853 (Revue de Paris, nr. 1,’ sept.
1917). Lettre a Th. Toré, 1864 (Lettres, éd. du Mercure). Cité
par Léon Lemonnier dans " Les traducteurs d’Edgar Poe en
France de 1845 a 1875 : Charles Baudelaire ». p.109; Apud
Bentabet, Faffa, Op. cit., p. 106.
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Sa meilleure motivation de s’étre consacré
avec dévotion a la traduction de 'oeuvre de Poe, leur
ressemblance d’esprit et de vies, dévoile a quel point
Baudelaire se sentait intimement attaché au poete
ameéricain:

« Pourquoi n’avouerais-je pas que ce qui a
soutenu ma volonté, c’était le plaisir de leur
présenter [aux Frangais|] un homme qui me
ressemblait un peu, par quelques points, c’est-
a-dire une partie de moi-méme ».'¢

Edgar Poe meurt en 1849. Des 1850, Charles
Baudelaire consacre son travail a la mémoire de Poe
(dix-sept ans), s'adonne a sa traduction et a son
étude critique. Le poeéte frangais reprend le portrait
d’écrivain maudit fait par la presse américaine a la
mort de Poe, car il y voit une ressemblance avec sa
propre vie. En réalité, ce n’était pas I'image réelle de
I’Américain, rien qu'un portrait fait par Rufus W.
Griswold qui convenait a Baudelaire et qui lui
permettait de s’approprier Edgar Poe, un poéte
maudit a la francaise, de pénétrer intimement la
pensée de celui-ci:

« Baudelaire a pénétré d'une fagon si
intime la pensée et le style d’Edgar Poe que ses
traductions font sur nous limpression méme
d'un original ; et elles ont contribué non
seulement a révéler au public frangais un génie
ameéricain, mais encore a augmenter sa propre
gloire. »

4 Bentabet, Faffa, Op. cit., p. 37.
5 [bidem.
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Les essais et les articles sur la relation écrivain
et traducteur dans le cas de Baudelaire et de Poe
relevent d'une part I'influence de Poe sur I'oeuvre de
Baudelaire, d’autre part, celle de Baudelaire sur la
perception de I'écrivain américain.

Le portrait de Poe que Baudelaire offre aux
Frangais est le fruit de son imagination qui y méle
admiration, tendresse et pitié pour ce jeune écrivain
d’une intelligence brillante mort si tot. Il comprend
ultérieurement qu’il a mistifié son image, que le
véritable Poe ne se retrouve pas dans son image de
poete maudit :

« Quand aujourd’hui je compare , dit encore
Baudelaire, l'idée fausse que je m'étais faite de
sa vie avec ce qu'elle fut réellement, - 'Edgar
Poe que mon imagination avait créé, riche,
heureux, un jeune gentleman de génie
vaquant quelquefois a la littérature au milieu
des mille occupations d'une vie élégante, avec
le vrai Edgar Poe - le pauvre Eddie... cette
ironique  antithése ~me remplit d'un
insurmontable attendrissement . »'°

Les Francais qui haissaient 'Amérique pour
son pragmatisme et son progres matériel, tournérent
leurs fleches contre ce pays accusé d’avoir poussé
Poe au malheur et a la mort : « Il fut en vérité « la
victime de sa patrie, cet homme que lI'Amérique,

1© Charles Baudelaire. Oeuvres posthumes , « Histoires
Extraordinaires », cité dans « Edgar Poe et la critique
frangaise de 1845 a 1875 », p.31; Apud. Bentabet, Faffa, Op.
cit., p.49.
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mere de ses vices et de ses miseéres, a poussé au
suicide contre elle »7, écrivait Barbey d’Aurevilly. La
haine de cette société dont il a critiqué durement la
médiocrité et le matérialisme ne fait pas Poe se
courber, il sait qu’il appartient aux élites et ses
contemporains le savaient aussi, car ils
reconnassaient « qu'il écrivait dans un style trop au-
dessus du vulgaire ».8

Baudelaire a été influence par I'oeuvre de Poe,
il en a pris le gotit de I'étrange et du mystére. Dans
ses traductions on a remarqué la méme passion et
enthousiasme que dans ses articles critiques, car
Baudelaire a respecté le style de Poe, cherchant le
mot juste, fidele au sens et a la forme, étant tres
consciencieux et soucieux de faire paraitre les
qualités de celui-ci. Les contes d’Edgar Poe « ont été
traduits par Baudelaire avec une identification si
exacte de style et de pensées, une liberté si fidele et
si souple que les traductions produisent Ieffet
d’ouvrages originaux et en ont toute la perfection
originale »."9

Baudelaire connait un grand succés comme
traducteur avant de publier Les fleurs du mal. Ses

7 Barbey d’Aurevilly, Littérature étrangeére., cité par Léon
Lemonnier dans « Poe et la critique francaise de 1845 a 1875 ».
p. 40 ; Apud. Bentabet, Faffa, Op. cit., p.54.

8 Charles Baudelaire, Oeuvres posthumes. Cité par Léon
Lemonnier dans « Poe et la critique frangaise de 1845 a 1875 ».
Apud Bentabet, Faffa, Op. cit., p. 76.

9 Théophile Gauthier, notice des “Fleurs du Mal”, dans « Les
traducteurs d’Edgar Poe en France de 1845 a 1875 : Charles
Baudelaire ». Léon Lemonnier, p. 159; Apud Bentabet, Faffa,
Op. cit., p. 191.
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traductions se distinguaient de celles des autres
traducteurs par «la fidélité au texte-source, fait
nouveau pour l'époque».?® Il « donne beaucoup
d’importance a la littéralité du texte et il veille a ne
pas modifier 'ordre des mots ».*

Ce qui nous parait malheureux dans cette
relation intime avec l'oeuvre de Poe cest que les
deux écrivains ne se sont pas connus, n‘ont pas
engagé une correspondance, car Poe a été fauché
trop tot par la mort. La relation intime est univoque,
fonctionne dans un seul sens, du poete frangais vers
celui américain. Cela se justifie par la mort
prématuré de Poe, Baudelaire I'a découvert avant sa
disparition de ce monde. Cela pourrait expliquer
aussi son attachement et acharnement a le rendre
célebre en France.

Conclusions

La proxémique de T. E. Hall n’est pas une
simple théorie, car elle nait de l'observation du
comportement humain dans une société. Elle aide a
I'étude de l'espace social et publicc a la
compréhension des relations humaines dans ces
spheres de la vie, mais aussi dans la zone privée. Elle
dévoile les différences de comportement social a
travers les cultures du monde. Elle intéresse a la fois
antropologues, sociologues, historiens,
psychologues, architectes, peintres et écrivains.

Le monde humain est au fond l'histoire de
I'homme dans le chronotope historique, c’est-a-dire

20 Bentabet, Faffa, Op. cit., p. 239.
2Jbidem, p. 241.
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‘étre dans l'espace et le temps, sa relation flexible
avec I'espace habité. Les psychologues ont développé
la psychologie de l'espace, témoignant du rdle de
I'espace dans la psychologie des gens et dans la
construction de leur identité.

La proxémique en littérature rend
compréhensibles les relations entre les personnages
et 'espace romanesque, de méme que celles entre les
auteurs et leurs traducteurs.

References:

AQUIEN, Pascal (1992). « Traduire la poésie », Huitiémes
assises de la tradition littéraire », Arles 1991, dans « Actes
du Sud », 1992,

http://www.atlas-citl.org/wp-
content/uploads/pdf/8actes.pdf

BRIX, Michel, « Baudelaire, « disciple d’'Edgar Poe ?»
dans Romantisme, Revue du 19e siécle, nr. 122, Maitres et
disciples, Paris, Sedes, 2003.

HALL, E.T, La Dimension cachée. Traduction en francais
par Amélie Petita, postface de Frangoise Choay, Paris,
1978.

MOLLES, Abraham.& ROHMER, Elisabeth, Psychologie
de lespace, Paris, Casterman, 1972.

PECASTAING, Sandy, Poe et Baudelaire: pour une
hantologie du texte. Thése de doctorat. Littératures.
Université Michel de Montaigne : Bordeaux 11, 2013.
ZOLA, Emile, La Paradisul femeilor, Traducere din limba
franceza de Sarina Cassyvan, Bucuresti, Curtea veche,
2007.

ZOLA, Emile, Au bonheur des dames, [...], Mockba, 1964.
WINKIN, Yves, La Nouvelle Communication, Paris, Seuil,
coll. « Points / Essais », 2000.

148



Proxemica in literatura

WOODSWORTH, Judith, « Traducteurs et écrivains :
vers une redéfinition de la traduction littéraire »,
« Traduction et culture(s) », « Traduction, terminologie,
rédaction », Vol.1, Nr.1,1988, pp. 115-125.

Sitographie

BRIX, Michel, « Baudelaire, «disciple» d'Edgar Poe ? »,
« Persée », nr. 122, 2003, pp. 55-69,
https://www.persee.fr/doc/roman 00488593 2003 num
33 122 1221

BENTABET, Faffa, Baudelaire, traducteur d’ Edgar Poe,
These de doctorat, pdf, 2015,

http://dspace.univ-
tlemcen.dz/bitstream/112/8671/1/bentabet-fafa.pdf
GARRAIT-BOURRIER, Anne. « Poe/Baudelaire : de la
traduction au portrait littéraire ? », « Loxias », nr. 28, mis
en ligne le 08 mars 2010,

URL : http://revel.unice.fr/loxias/index.html, id=599o0.
HENNEQUET, Claire, « Baudelaire, traducteur de Poe »,
http://baudelaire-traducteur-de-poe.blogspot.com/
WOODSWORTH, Judith, « Traducteurs et écrivains :
vers une redéfinition de la traduction littéraire »,
« Traduction et culture(s) », « Traduction, terminologie,
rédaction », Vol.1, Nr.1,1988, pp. 15-125,
https://www.erudit.org/en/journals/ttr/1988-vi-
nittri468/037008ar.pdf

Sonia ELVIREANU, Assistant Professor at Universitatea
Tehnicd, Cluj-Napoca; poet, literary critic, essayist, prose
writer, translator; member of the Speculum Research
Center of the Imaginary and of the Francophone
Association  AMI  Alba-La  Manche.  Volumes:
Metamorfozd, novel, 2015; Printre priviri de nuferi/A
travers des regards de nénuphars, verse, 2015; Intre
Rdsdrit si Apus/Entre le Lever et le Coucher, verse,

149



Proxemica in literatura

2014;Rodica Braga-reprezentarea interioritdtii, 2014; Fata
intunecatd a lui lanus, 2013; Singurdtatea irisului/ La
solitude de l'iris, verse, 2013; Gabriel Plesea, O perspectiva
asupra exilului romanesc, 2012; Le retour de I'exil dans le
roman L’Ignorance de Milan Kundera, 201; In umbra
cuvintelor, verse, 2011; Dincolo de lacrimi/Au-dela des
larmes, verse; Timp pentru doi, verse, 2010; Itinerarii
literare, 2009 (coord. vol.). Transaltions from French:
Michel Ducobu, Loc calm. Catrene pentru meditatie,
2015; Denis Emorine, Dintotdeauna, 2015; Jose Maria Paz
Gago, Manuel pour séduire les princesses, 2010. Articles
and studies published in: Cahiers de I'Echinox, Incursiuni
in imaginar, Faire vivre les identités francophones. Actes
du 12-e congrés mondial de la FIPF, Québec, 2008,
Proceedings of The First International Conference on
Linguistic and Intercultural Education, Aeternitas,
2008;Le francais, une langue qui fait la différence. Actes
du premier Congrés européen de la FIPF, Vienne
2006;Les presses de Zaklad Graficzny Colonel s.c.,
Krakow, 2008; Evaluare alternativd, 2005; Metodele
gandirii critice, 2004. Numerous book presentations,
essays, translations, poems, prose in: Discobolul, Tribuna,
Apostrof, Viata Romdneascd, Caietele Echinox, Vatra,
Verso, Familia, Nord literar, Luceafarul de dimineata,
Romdania Literard, Steaua, Annales Universitatis
Apulensis, Rupkatha, Baaadul literar, Boema literara,
Gand romanesc, Dialogues et cultures, Pietrele Doamnei,
Théorie et Pratique, Nouvelle Approche du francais,
Universul catedrei, Glasul, Claviaturi, Mistral, Messager.

150



THE SPACE THAT SHAPES US VS WE WHO
SHAPE THE SPACE.
A LITERARY ANALYSIS: “BETWEEN THE
SHADES OF GRAY” AND “THE BOOK THIEF”

Ovidiu IVANCU

Abstract: In The Crowd: a “Study of the Popular Mind” (1895), Gustave
le Bon wrote: “It is only the uniformity of the environment that creates
the apparent uniformity of characters. I have shown elsewhere that all
mental constitutions contain possibilities of character which may be
manifested in consequence of a sudden change of environment”. The
present paper understands the concept of ‘literary space” not only as
“setting” or “territory.” A three-dimensional reality cannot convincingly
delineate the entire universe of a narrative. At the beginning of the
20othcentury, Albert Einstein introduced a new variable into the
equation - time. Thus, “literary space” or, if we are to use le Bon's
terminology, “environment”, in our understanding, also encompasses the
concept of time. Both novels that we analyse are set during the Second
World War. Regarding the proxemics, however, they diverge
fundamentally. While in “The Book Thief” (Markus Zusak), the nine-year-
old Liesel Meminger shapes the space, in “Between the Shades of Gray”
(Ruta Sepetys), the fifteen-year-old Lina Vilkas is shaped by the space.
What does it take for a character to subdue the space-time, and how does
the reader perceive the connection a character has with the space he/she
occupies? Both characters being children, an analogy between the way they
occupy/ let themselves being occupied by space proves to be relevant and
insightful. They both step outside the comfort zone forcibly and have to
handle the fundamental threat the war poses, i.e. losing humanity. They
both find refuge in writing or reading. While Liesel Meminger designes a
space of tranquillity, subjected to her own will and desire (a basement
where she shelters Max), Lina Vilkas's private space is shrinking by the
day. It seems like a minor detail, but, for what it is worth, it might be a
significant twist in the narrative.

Keywords: Proxemics; Space; Literature; Spacetime

Introduction. Space, Time, Chronotope
Space and the nature of space preoccupied, over the centuries,
artists, philosophers and scientists. In his book, The Critique of
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Pure Reason (1781), Immanuel Kant argued, using arguments from
mathematics, that space was not an objective, independent reality
but a representation of our mind, a form of intuition that our mind
imposed onto us. What Kant called a “transcendental ideality of
space” referred to the idea that space was a subjective projection
but at the same time an a priori reality.

The transcendental concept of appearances in space [...] is a
critical reminder that absolutely nothing that is intuited in
space is a thing in itself, and that space is not a form that is
proper to anything in itself, but rather that objects in
themselves are not known to us at all, and that what we call
outer objects are nothing other than mere representations of
our sensibility, whose form is space, but whose true correlate,
i.e., the thing in itself, is not and cannot be cognized through
them, but is also never asked after in experience. (Kant, 1998,

p.161)

In his Decline of the West (1918), Oswald Spengler repudiated
Kant's theory.

Kant's error, an error of very wide bearing which has not even
yet been overcome, was first of all in bringing the outer and
inner Man into relation with the ideas of space and time by
pure scheme, though the meanings of these are numerous
and, above all, not unalterable; and secondly in allying
arithmetic with the one and geometry with the other in an
utterly mistaken way. It is not between arithmetic and
geometry — we must here anticipate a little — but between
chronological and mathematical number that there is
fundamental opposition. (Spengler, 1927, p. 6)

For Spengler, the space was detached by time. “The space is; the
principle of its existing at all is that it is, outside time and detached
from it and from life” (p. 173). He perceived the space as an
expression of the “soul”

The need for such a unifying theory was and still is stringent
since the understanding of the mechanisms that drive literary
characters to behave in one way or another is a task that involves
finding the intersection between all the three concepts mentioned
above. When Gustave Le Bon (1895) discusses the influence of the
environment on humans' mindset, he identifies in people
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dormant character traces that can be activated by a sudden change
of environment: “[...] all mental constitutions contain possibilities
of character which may be manifested in consequence of a sudden
change of environment” (Le Bon, 2001, p. 14).

In the light of Le Bon's findings, it becomes paramount to use a
literary concept similar to what the French sociologist understood
as“environment”. It was still difficult to find a unifying theory that
embodied three of the fundamental notions of any narrative:
space, time, literary characters. Mikhail Mikhailovich Bakhtin
provides us with such a concept. Unlike Kant and Spengler,
Bakhtin did not differentiate between space and time. He coined
the term “chronotope” (1937) and included Einstein's findings into
literary studies. Since then, space and time have constituted a
single unit.

We will give the name chronotope (literally, “time space”) to
the intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in literature. This
term is employed in mathematics and was introduced as part
of Einstein's Theory of Relativity. The special meaning it has
in relativity theory is not important for our purposes; we are
borrowing it for literary criticism almost as a metaphor
(almost, but not entirely). What counts for us is the fact that
it expresses the inseparability of space and time [...].
(Bakhtin, 1981, p. 84)

Since Bakhtin, a four-dimensional universe, innovative in
science, has become, with Bakhtin, a tool available for literary
studies as well. A chronotope is subjected to alteration by the
nature of the literary characters. The process is visible and evident
in novels that document atrocities. The mere presence of Anne
Frank or Malala Yousafzai as leading characters in The Diary of a
Young Girl or I am Malala distorts the reality of the tragedy
described by inserting islands of normality and hope into the
chronotope otherwise dark and gloomy. One can easily witness a
similar pattern in the novels by Khaled Hosseini, Andrei Makine or
Elif Shafak. A literary character can either take possession of the
time-space, creating ruptures in the fabric of it or become a
constitutive part of the space-time, moving alongside and being
embedded in its structure.
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The chronotope of the literature of atrocity (Holocaust,
deportation, ethnic cleansing, genocide, etc.) does not function in
the same manner it does for adventure novels, for instance. In
adventure novels, the chronotope is not restrictive, determined,
and strict. The hero can influence it decisively or even create it
anew through his/her extraordinary abilities, while the hero of a
Holocaus or deportation narrative has limited options. Thus, in
the latter case, a recurrent theme of the literature of atrocity
consists of coping mechanisms individually designed and
mastered to grant survival (physically and psychologically). There
is no hero morally and intellectually equipped to deal with
atrocities when they arise; while adventures require
exceptionalism, the characters of the literature of atrocity crave for
normality and the restoration of the fundamental human values.

The basic problem facing writers of the holocaust was the
brutal fact that nothing in their experience, or in the cultural
tradition, had prepared mankind for its sheer atrocity [...]
Incomprehensible for those exposed to it, it was unbelievable
for those who later heard about it through reports and the
various postwar trials. (Ziolkowski, 1977, p. 135)

From this perspective,the analysis of Between the Shades of
Gray by Ruta Sepetys and The Book Thief by Markus Zusakmight
be relevant and insightful. The use of similar chronotope results in
different literary outcomes. Ultimately, in dealing with the reality
of the Holocaust (The Book Thief) or deportation (Between the
Shades of Gray), Lina and Liesel, the main protagonists, have to
find ways of bending time, of living partly in an alternative reality.

Common grounds and dissimilarities

Born in 1967, in the US, Ruta Sepetys is a contemporary
American writer. Daughter of a Lithuanian refugee, she specialises
in historical fiction. Between the Shades of Gray is a novel
published in 201, translated worldwide, and adapted into a movie,
in 2018 (Ashes in the Snow, directed by Marius A. Markevicius).
The novel tells the story of a Lithuanian family (Elena, Kostas,
Jonas, and Lina Vilkas) deported to Siberia by the Soviets, in 1941.
Lina Vilkas, a fifteen-year-old girl, tells the story in a first-person
narrative where images from deportation are intertwined with
memories from the family life before the occupation.
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Markus Zusak was born in 1975, in Sydney, Australia. His
family, of German origin (mother - German, father - Austrian),
emigrated to Australia in the 1950s. He published The Book Thief
in 2005. In 2013, a movie based on his book was released (The Book
Thief, directed by Brian Percival). The narrator is Death itself, who
tells the story of a young girl, Liesel Meminger, adopted by a
German family at the dawn of the Second World War. The story
starts in 1939. Liesel is nine years old at the time of her adoption
and tries to make sense of a world in which Jews and Communists
are hated and face execution. Liesel helps his foster family to
shelter a young Jew (Max Vandenburg).

Both novels explore the same chronotope of the atrocity: the
Soviet occupation, on the one hand, and the rise of Nazism and
antisemitism, on the other hand. Nonetheless, the novels differ
greatly from each other regarding the general atmosphere: while
Lina Vilkas seems incapable of creating a space-time buffer, Liesel
designs and occupies a safe space in the basement of her foster
family. The two children protagonists encounter the same moral
dilemma: what could one do when forced to face a destructive
reality that collides with one's ethical conviction and education? It
all starts with the displacement; Lina is taken away from her home,
Liesel is given a new family. They both react by succumbing to
denial, by refusing the new reality, by being abashed by the
incoherence of the world: “Were we being arrested? Where was
Papa?” (Sepetys, 201, p. 6).

“For Liesel Meminger, there was the imprisoned stiffness of
movement, and the staggered on slaught of thoughts. [...]
This isn't happening. This isn't happening” (Zusak, 2013, p.
29)

The instinct of self-preservation does not just cover the need to
preserve one's life but, more importantly, the desire for protecting
life as it was before the atrocity had arisen. The instinctive reaction
of both Lina and Liesel is to hide in an artificially induced space-
time, a territory of normalcy and balance. Throughout the long
journey to Siberia, Lina constantly remembers fragments of her
family life before the invasion; small flashbacks that make the
return to reality even more traumatic. Memories are vivid,
regretful and nostalgic.
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We all set on the velvet settee, Jonas on Papa's lap. Mother
wore her green silk dress with the full skirt. Her yellow hair
fell in shiny waves against the side of her face, and her
emerald earrings sparkled under the lights. Papa wore one of
his new dark suits. I had chosen my cream-colored dress with
the brown satin sash and a matching ribbon for my hair. (p.

34)

On the other hand, Liesel constructs her comfort zone within
the reality itself. The basement where she hides Max and reads or
studies is as tangible as the Nazis marching outside the house. In
the basement, the girl bonds with her foster father. The location
becomes a sanctuary and a territory of knowledge and wisdom.

In one of their basement sessions, Papa dispensed with the
sandpaper (it was running out fast) and pulled out a brush.
There were no luxuries in the Hubermann household but
there was an oversupply of paint, and it became more than
useful for Liesel's learning. Papa would say a word and the
girl would have to spell it aloud and then paint it on the wall,
as long as she got it right. After a month, the wall was
recoated. A fresh cement page. (p. 77)

Regarding narratology, Martin Zusak successfully avoids the
narrowing of the perspective, by not telling the story exclusively
through the eyes of a young girl. Death, as a narrator, has the
liberty of moving to and fro across the narrative, giving the reader
a broader view of reality. When the ambience becomes too dense,
when the development of the story gets too emotional and
anxious, Death can change the scenery or create more tension by
inserting thoughts and ideas that briefly distract the reader or
redirect his/her attention.

Now for a change of scenery.

We've both had it too easy till now, my friend, don't you
think? How about we forget Molching for a minute or two?

It will do us some good.

Also, it's important to the story.

We will travel a little, to a secret storage room, and we will
see what we see. (p. 145)
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Liesel herself, seen from above by the omniscient narrator,
acquires a three-dimensional profile; she gains depth and
astuteness. Death pretends to be distant and apathetic performing
surgical depictions of terror. The result is a chilling sentiment that
the reader experiences alongside with an augmented sense of
empathy. Death depicts one of Liesel's dreams about the trip she
took by train, with her mother and her soon to be dead brother.
The richness of details and the uniqueness of perspective come
from the writer abandoning the first person narrative in favour of a
third person narrative.

For the most part, all is identical. The train moves at the
same speed. Copiously, her brother coughs. This time,
however, Liesel cannot see his face watching the floor.
Slowly, she leans over. Her hand lifts him gently, from his
chin, and there in front of her is the wide-eyed face of Max
Vandenburg. He stares at her. A feather drops to the floor.
The body is bigger now, matching the size of the face. The
train screams. (p. 339)

Ruta Sepetys chooses to deliver her story through the eyes of a
child. Lina becomes the narrator. A significant side of the story,
therefore, remains hidden for the reader. The writer submits
herself willingly to the restrictions of the narratological perspective
she so has chosen; as a result, the novel suffers a loss regarding
drama and climax. Whenever there is a need for witnessing the
story from a different angle, Ruta Sepetys simply abandons her
narrator or makes her observe, “hear whispers” (p. 72) and express
thoughts or views slightly incongruent with the age and the
experience of a fifteen-year-old girl.

People discussed the war and how the Germans might save
us. For once, the bald man said nothing. I wondered if what
he said about Hitler was true. Could we be trading Stalin's
sickle for something worse? No one seemed to think so. Papa
would know. He always knew those sorts of things, but he
never discussed them with me. He discussed them with
Mother. Sometimes at night I'd hear whispers and murmurs
from their room. I knew that meant they were talking about
the Soviets. (p. 72)

Space, the final frontier!
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“Space, the final frontier” is the opening line of a well-known
sci-fi series created by Gene Roddenberry in the 60s. The long and
adventurous voyages of starships through space are an analogy for
the human spirit refusing to be confined to a singular reality. Even
before Star Trek, the metaphor had been widely explored in a
novel published by Arthur C. Clarke in 1953 (Childhood's End).
There, an advanced race of aliens, the Overlords, seized the Earth,
assuring its prosperity provided that humans would not explore
the space anymore.

In all the major utopian/dystopian narratives (The Bible,
Thomas More's Utopia, George Orwell's 1984, Aldous Huxley's
Brave New World, Tarun Tejpal's The Valley of Masks s.0),
individuals are compelled to comply with a space that others have
created for them. As a recurrent outcome, the being upon whom
the restriction is dropped rebels. Scrutinising the motivation of
such refusal in accepting a space shaped and imposed by others,
one may attain an inevitable conclusion: space has to be moulded
to a certain extent by those who inhabit it. When the possibility
removed, humans face the anxiety of surrendering their freedom.

Marc Augé, in his book Non-places:An Introduction to
Anthropology of Supermodernity, published in 1992, defines the
opposition between an “anthropological space” and a “non-space”.
While the former delineates a space charged with human
emotions, the latter refers to a space of transience. An elevator is
an anthropological space for the lift attendant while remaining a
non-place for the individual who uses it occasionally. Augé's
concept eases the understanding of the complex mechanism of
rejecting and dismissing space that does not resonate with one's
self.

If a place can be definedas relational, historical and
concerned with identity, then a space which cannot be
defined as relational, or historical or concerned with identity
will be a non-place. The hypothesis advanced here is that
supermodernity produces non-places, meaning spaces which
are not themselves anthropological spaces and which, unlike
Baudelairean modernity, do not integrate the earlier places:
instead these are listed, classified, promoted to the status of
‘places of memory', and assigned to a circumscribedand
specific position. (Augé, 1995, p. 78)
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Liesel and Lina perceive the Soviet occupation and the Nazism
as non-places. Compensatorily, they react by designing
anthropological spaces. It is a common practice and a coping
mechanism that literature uses when having to solve the
discrepancy between the outer and the inner reality, the
contradictions of a horrific world that dramatically and drastically
alters the coherence of a previous one:

“Place and non-place are rather like opposed polarities: the
first is never completely erased, the second never totally
completed; they are like palimpsests on which the scrambled
game of identity and relations is ceaselessly rewritten” (p. 79).

The basement where Liesel Meminger shelters and hides Max,
a young Jew, turns into an epitome of the lost coherence of the
world. There, Liesel, her foster father (Hans Hubermann), and
Max read, talk and discuss the subjects that are dangerous and
taboo in the outside world. Mythologically, the choice of the
basement as space of normality and coherence is, at the same
time, a catalyst of joy and sorrow. The fact that there is at least one
zone of coherence falls into the realm of optimism, while the
location of such a zone (underground, where Greek mythology
places the Kingdom of Hades, god of the underworld, associated
by modernity with the idea of death) becomes an indication of
hopelessness.

Martin Zusak constructs three layers of reality, corresponding
to three spaces; the basement, where the Nazis and their ideology
are powerless; the house of the Hubermanns, where the turmoil of
the outside world brutally and savagely discontinues but do not
entirely suspends the commonality of a decent existence;Band the
fictional city of Molching (probably, Munich), where the horrors
seem to have wholly confiscated the everyday life. The three layers
are separated by physical doors; when one opens, the reader gains
access to a new reality. Two of the realities oppose each other (the
basement and the streets of Molching), while the third one
constitutes an agreeable transition retaining elements from the
other two.

The Hubermanns lived in one of the small block houses on
Himmel street. A few rooms, a kitchen, and an outhouse
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shared with neighbours. The roof was flat and there was a
shallow basement for storage. (p. 39)

With the weather warming, Max remained downstairs all the
time. During the day, the basement door was left open to
allow the small bay of daylight to reach him from the
corridor. (p. 257)

The smallest of the layers (the basement) holds the most
humane of the three realities, while the biggest (the city itself)
hosts large-scale atrocities. One can decode the message as an
antinomy between the decency of the individual vs the irrational
of the collective. Many times throughout the novel, the most
emotional scenes take place underground, either in the basement
or in a bomb shelter where individuals bond and rediscover values
long forgotten in the city, such as generosity, kindness,
compassion or empathy. The undisputed queen of them all is the
young Liesel Meminger. She controls space with gaiety and
sensibility, refusing to surrender to the outside world. Waiting for
the sound of the sirens to indicate the threat is over, thecrowd
gathered in the Fiedler's basement experiences fear and regains
compassion.

Frau Holtzapfel's eyes were trapped open. Her wiry frame
was stooped forward, and her mouth was a circle. Herr
Fiedler busied himself by asking people, sometimes
repeatedly, how they were feeling. The young man, Rolf
Schultz, kept to himself'in a corner, speaking silently at the
air around him, castigating it. His hands were cemented
into his pockets. Rosa rocked back and forth, ever so gently.
‘Liesel', she whispered, "come here’. She held the girl from
behind, tightening her grip. She sang a song but it was so
quiet that Liesel could not make it out. The notes were
born on her breath, and they died at her lips. (pp. 381-382)

The Hubermanns die under the ruins of their own house, torn
apart by bombs. The underground takes its toll, but the young girl
continues to live, and, with her, the hope survives as well.

In Between the Shades of Gray, Ruta Sepetys chooses to design
the refuge space in a different manner. Lina Vilkas, on her way to
Siberia, recollects memories from her life before deportation. Born
into a family of intellectuals from Kaunas, Lithuania, the young
girl is interested in arts and paints with fervour and talent.
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Insignificant details from the narrative present trigger Lina's
withdrawal; she goes back in time, compensating the shock of
deportation with serene images of a peaceful and happy existence.

“Our sense of humor”, said Mother, her eyes pooled with
laughing tears. “They can't take that away from us, right?”
We roared with laughter. The lantern flames flickered in the
dark. Joana's brother pumped a playful tune on the
accordion. My uncle, who had indulged in blackberry liquor,
danced a disjointed jig around the backyard of the cottage,
trying to imitate our mothers. He pretended to hold a skirt
and looped from side to side. (p. 125)

Lina is incapable of controlling the process, which relies on
external factors. Having to leave her house hurriedly, threatened
by Soviets, she grabs “the loaf of fresh bread”(p. 8), and the gesture
results in Lina remembering a scene from the bakery. Ruta Sepetys
uses the same technique of writing whenever she feels the need to
transport her literary character back in time. Patent of Marcel
Proust (In Search of Lost Time), the method seems slightly
inadequate in Ruta Sepetys's novel. Firstly, because it interrupts
the dramatical and alert events that take place in the narrative. In
Search of the Lost Time, Swann escapes a rather placid reality and
dives into an infinitely richer world of his memories, while in
Between the Shades of Gray, Lina often disconnects when a certain
climax is about to be attained. Consequently, the reader feels it as
a fracture in the fabric of the narrative.

We waited for our daily stops. It was the only time the door
would be open to light or fresh air. [..] I had dreamed of
seeing blue sky and feeling the sun on my face. But earlier, it
had begun to rain. We had all scrambled to hold cups and
containers out of the little slot to catch rainwater. I snapped
my umbrella closed, shaking the excess rainwater onto the
sidewalk. A gentleman in a suit emerged from a restaurant,
stepping quickly away from the drops I was splashing about.

(p- 63)

Secondly, the refuge-space does not have, as it happens in
Liesel Meminger's case, an invigorating aspect. Lina does not
create an alternative reality but works within the limits of a frame
controlled and defined by the oppressors. Her escape into the past
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brings her temporary comfort but does not equip her with a better
understanding of the future. Liesel reads and tries to understand
and make sense, Lina capitulates and dedicates her energy to
surviving and coping: “There were only two possible outcomes in
Siberia. Success meant survival. Failure meant death. I wanted life.
[ wanted to survive.” (p. 319)

The transition from the universe of the deportation to the
refuge-space, the movement to and fro from one to the other is
always harsh, with no physical door to make things easier. The
world of memories finds itself continuously under siege, being the
only one expected to compensate for the horrific reality of Lina's
existence. One time, Lina evades from reality to find herself in an
equally painful universe, where she remembersone of Munch's
paintings, seen on a trip to the museum.

I was exhausted but couldn't sleep. I wondered if my cousin
Joana was also on a train somewhere. Maybe she was near
Papa. Papa said I could help him, but how could I help him if
we were really going to Siberia? I dozed off, thinking of
Andrius, trying to see his face. As I walked by the piece, my
feet stopped. The face. It was enchanting, like nothing I had
ever seen. It was a charcoal portrait of a young man. The
corners of his lips turned up, yet despite his smile, the pain on
his face made my eyes well with tears. (p. 52)

Both Liesel and Lina acquire a taste for art; Liesel steals and
reads books, Lina draws. Art, in times of horror, becomes a tool of
abandonment, a space in itself, a shelter that can sustain the
individual and give him/her hope. However, while The Book Thief
could fully enjoy her readings, in an isolated basement that offers
the illusion of normality, Lina's art requires the benevolence of her
oppressors. Without pencils or papers, in a work camp where
there is no intimacy, drawing could not function anymore as a
space of calmness and privacy: “My drawings had failed. I had
failed. I tried to sketch, but couldn't. When I started to draw, the
pencil moved by itself, propelled by something hideous that lived
inside me.” (p. 301)

Moreover, not only that Lina's skill does not seem to help her,
but draws attention on her when Komorov, the commander of the
NKVD unit, wants his portrait drawn. The scene itself is one of the
most emotional throughout the entire novel. The reader witnesses
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the confrontation between the oppressor and the oppressed, the
clash between ingenuousness and acrimony. Lina could not lie in
her drawings; she draws what she sees. Consequently, Komorov's
portrait accurately reflects his viciousness, his malevolence, his
barbarity. From that moment on, it becomes clear that art could
not function as a retreat space anymore; it has been stained and
corrupted by a touch of evil.

The uniform would be easy. [ could draw it very accurately. It
was his face that concerned me. When I imagined sketching
the commander, I had no problem untill got to his head. My
mind saw a clean and pressed uniform, with a nest of wicked
snakes sprouting out of his neck, or a skull with hollow black
eyes, smoking a cigarette. The impressions were strong. I
longed to draw them. I needed to draw them. But I couldn't,
not in front of the commander. (pp. 212 - 213)

The only space left for running from reality remain Lina's
memories. Under constant and permanent pressure, the space of
Lina's memories does not hold for long. There is a glitch in the
universe of memories, a Trojan horse in the belly of which
fragments from outside reality hide, waiting for the right moment
to penetrate and contaminate. If at the beginning of the novel
Lina's recollections are mostly bright and serene, by the end of it
they attain a certain gloominess and sadness.

Conclusions

By analysing chronotopes, one gains access to the depths of a
literary text. The space-time in the literature of atrocity functions
compensatorily as an alternative to an inhumane reality. The
literary character becomes a paramount element that could mould
the space or allows himself/herself being embedded in its fabric.
By designing elaborated techniques of surpassing and
transgressing the space, the narrator controls the general
atmosphere of the narrative. In novels that deal with atrocities,
hope comes from the ability to escape reality and from the
capacity to conceive a surrogate universe that holds and preserves
sanity. In order to hold, it has to be as robust as the primary
reality.

Space depleted of human emotions becomes non-space. In a
non-space, mechanical laws function. Individuals are valued only
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as part of a collectivity, and everything is sacrificed on the altar of a
greater good. The greater good is a promise postponed
indefinitely. These are the thesis encapsulated in all
utopian/dystopian narratives. They equally operate for the
literature of atrocity. Liberation may arise from the attempt of
turning non-spaces into anthropological spaces, through the
refusal of collectivity and the firm pronouncement of one's
individuality. When the oppressive machinery makes the task
unachievable, individuals have the option of creating and shaping
their own anthropological space (Liesel Meminger, in The Book
Thief) or seeking refuge in a pre-existing one (Lina Vilkas, in
Between the shades of Gray). In the first case, the resistance could
be active and tenacious, in the second one, there is always a strong
probability that the primary space invades and contaminates the
space of resistance.

A buffer zone between the dominant space (Nazism and
deportation, in our case) and the safe space (the basement and the
realm of Lina's memories) facilitates the transition to the safe
zone, once created. In its absence, the proximity of the two worlds
increases the risk of overlapping. Whenever Lina evades from the
working camp into her own memories, she brings with her the
hardship and the troubles she has experienced in the camp. Liesel
Meminger, having a decontamination zone, the house of the
Hubermanns, which interposes between the basement and the
streets of Molching, succeeds better in preserving her genuineness.

Art is the first target of any utopian/dystopian society because
art is the affirmation of individuality. The novels of atrocity often
contain passages where Art is perceived by the establishment as a
menace. In The Book Thief, the Nazis burn the books considered
submissive and threatening, and in Between Shades of Gray Lina's
fondness for drawing is strongly and severely discouraged. When
practised out in the open (Lina's attempt to draw inside the
working camp), Art is subjected to alteration and adulteration.
Consequently, it may lose its power to act as an escape route. A
literary character needs to unfold Art in a confined space of safety
and security (the basement, in Martin Zusak's novel) to preserve
its powers and functions.
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_ VALENTELE PROXEMICII
IN ROMANUL MANUSILE ROSII -
INFLUENTA SPATIULUI CARCERAL ASUPRA
PERSONAJULUI PRINCIPAL

Valences of Proxemics in the Novel “Red Gloves” -
The Influence of the Carceral Space upon the Main
Character

Elena Teodora Mihaela SACAREA (COLDEA)

Abstract: There are certain universal philosophical concepts, such as
space and time, which are essential dimensions of reality and implicitly
of literary space. Introduced as a notion in literary theory by Edward
Twitchel Hall, the term proxemics defines the connection of space with
the other major category of the text - the character. This concept is
supported and argued in his studies by this important theorist who
defines proxemics as "the study of perception and use of space by man".
The subject of the novel is a historical one the phenomenon
described is real, as well as the character who passes through the events
presented in the book and film. He is still living, as we find out at the
end of the novel. The action of the novel runs 80% in the limited space
prison in Brasov, describing in detail the author’s period of detention, a
traumatic experience, between December 1957 and December 1959. The
main character of the novel “Red Gloves”, Felix Goldschmidt,
corresponding in fact to the author of the novel, Eginald Schlattner, is a
complex character in or outward living, influenced to a large extent by
the carceral space. What deeply impresses are prison relationships:
between the investigated and the investigator, but also the detainees.
The absurdity and cruelty of the people representing the law at that
time, but also what a man can endure without any guilt, how radical
ideas and ideals can change under the influence of torture, all these
become overwhelming food for reflection, especially the complex theme
of working with the Securitate (the political police).
Keywords: proxemics, Red Gloves, Eginald Schlattner, Securitate
(political police)

Existd anumite concepte filozofice universale, cum ar fi
spatiul si timpul, care reprezinta dimensiuni esentiale ale
realitatii si implicit ale spatiului literar. Edward Twitchel Hall
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defineste legdtura spatiului cu cealaltd categorie majora a
textului - personajul, prin conceptul de proxemicd. Acest
concept este sustinut si argumentat in studiile sale proxemica
ocupandu-se de ,studiul perceptiei si utilizarii spatiului de catre
om”™.

Literatura poate fi privitd ca o modalitate de aproximare a
unui spatiu ce comporta fie o realitate constantda, fie un
ansamblu proteiform, supus unor reguli de organizare
irationald®. Astfel, opera devine un intermediu pentru atribuirea
unui nucleu comun spatiului local si spatiului global potrivit
reprezentdrii pe care omul o are despre situarea lui in spatiu.
Spatiul determina identitatea subiectului: individul se
(auto)construiegte in periplurile sale sociale, etice, politice.

Genul de literaturd care oferd cea mai relevanta experientd a
eului traversand paginile scrise, in cdutarea unui nou mod al
fiintarii, este literatura detentiei, care descrie dimensiunea
devenirii eului interior in spatiul carceral. Ca fenomen istoric,
totalitarismul marcheaza, prin amploarea sa, un secol intreg - al
XX-lea -, cat un curent cultural precum supranumitul secol al
Luminilor sau secolul romantic, dar in sens invers proportional
- pe dimensiunea regresului si al degradarii intelectuale,
morale, fizice si afective a individului. Sistemul totalitar
comunist a facut 100 de milioane de victime in U.R.S.S., China,
Vietnam, Coreea de Nord, Cambodgia, Europa de Est, America
latind si Africa pe cand cel nazist a numadrat 37 de milioane de
victime in randul civililor din tdrile ocupate, al evreilor,
tiganilor, ostaticilor sovietici>. Pentru a judeca relevanta unei
literaturi privind fenomenul subminarii din totalitarism, putem
contrapune aceste cifre adunate (137 de milioane de victime
plus familiile si apropiatii acestora, plus detinutii din afara
regimului totalitar impreunda cu apropiatii lor) cifrelor de

'Edward Twitchel Hall, Proxémique, in Bateson, Birdwhistel, Goffman,
Hall, Jakson, Scheflen, Watzlwicck (eds) La Nouvelle Communication,
Paris, Seuil, 1981, p.ag1.

Dictionnaire historique, thématique et technique des littératures.
Littératures frangaises et étrangéres, ancienne et modernes. Sous la
direction de J. Demougin, p.534.

3Statistica victimelor regimului totalitar
http://ler.is.edu.ro/~ema/proiecte/totalitarism/totalitarism
statistici.html (ultima accesare: 10.11.2018).
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cititori ai unuia dintre cei mai celebri scriitori ai unui secol, desi
nu exista statistici despre numadrul cititorilor lui Dostoievski,
spre exemplu. Literatura carcerald este in prezent subevaluatd,
depdsind cu mult semnificatia ei constientizata de catre fiecare
dintre noi. In fond, totalitarismul este un adevirat ciliu al
secolului al XX-lea, deﬁmt, dupd cum constatd Hannah Arendt*,
de doua particularitéti esentiale: pe de o parte, de o atractie
maladivd fatd de rdu, de partea cealaltd, de un dispret total fatd
de viata umans. In Titeratura europeana sunt numerosi autori
celebri care descriu spatiul carceral in toatd complex1tatea sa,
printre care 1i putem aminti pe Herta Miiller, nemtoaica
repatriata, ndscutd in Romadnia, laureata a premiului Nobel
pentru literaturd, Nicolae Steinhardt, un intelectual evreu
notoriu convertit in inchisoare la ortodoxismul romanesc si nu
in ultimul rand, Eginald Norbert Schlattner, preot evanghelic in
Rosia, judetul Sibiu, autor a patru romane considerate de mare
valoare de cdtre criticii literari ai spatiului germanofon,
incadrandu-se in tematica spatiului carceral cu romanul
Manusile rosii. La acesti autori gasim vectorul intreg al evolutiei
sinelui care cunoaste impactul submindrii, al pulverizarii si
pierderii, dar si fortele si resursele depdsirii acestora, ale
reculegerii si reinvestirii propriei identitati. Dincolo de acest
aspect important al literaturii carcerale - devenirea eului
interior — care poate fi extins, printr-un exercitiu hermeneutic,
la intreaga literaturd de fictiune, tematica abordatd isi revendicd
dreptul la existenta in virtutea faptului cd literatura propriu-zisa
a detentiei este, istoric vorbind, o relativa noutate. Majoritatea
cartilor acestui domeniu din literatura romdnd, spre exemplu,
au inceput sa apard dupd caderea comunismului, adica in
ultimele trei decenii, dar au reusit sda cucereasca publicul si sa
devina bestseller-uri si carti de referintd pentru experienta
literard in general.

Subiectul romanului Mdnusile rosii este unul istoric, pentru
ca fenomenul a existat, este real si chiar si personajul, care este
insusi autorul, a trecut prin cele povestite in carte. Actiunea
romanului Mdnusile rosii se desfasoard in proportie de 80% in

4 Hannah Arendt, The Origins of Totalitarianism (Originile
totalitarismului), 1951
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spatiul limitat al inchisorii din Brasov, descriind in detaliu
perioada de detentie a autorului, traumatizanta experienta
carcerald, decembrie 1957 - decembrie 1959. Romanul
povesteste in cele patru capitole ale sale, cu alte 32 de
subcapitole, despre un student si viitor scriitor, membru al
minoritdtii germane din Romadnia, care a fost retinut de catre
Securitate in decembrie 1957. Actiunea romanului este cuprinsd
in doud parti principale: prima parte prezentata in primele trei
capitole, In penumbrd orbitoare, Noaptea fratelui, In alte limbi si
descrie in detaliu cei doi ani de detentie, cu chinuitoarele
interogatorii, fiind un amestec de planuri, reale (spatiul celulei)
si mentale (amintiri din perioada anterioard arestdrii) iar in
ultimul capitol, Pete albe, din partea a doua a romanului, se
povesteste perioada de dupd eliberare, parte in care este
evidentd transformarea personajului principal. Personajul
principal al romanului Mdnusile rosii, Felix Goldschmidt, il are
corespondent in realitate pe insusi autorul romanului, Eginald
Schlattner, este un personaj complex in trairi exteriorizate sau
nu, influentat in mare mdsurd de spatiul carceral. Ceea ce
impresioneazd profund sunt relatiile din inchisoare: dintre
anchetat si anchetator, dar si dintre detinuti. Absurditatea si
cruzimea cu care se purtau oamenii legii din acea perioada, dar
si ce poate sd pdteascd un om asa, pur si simplu, fara nici o vind,
cat de radical se pot schimba ideile si idealurile sub influenta
torturii, toate astea te coplesesc si te pun serios pe ganduri, mai
ales cd tema colabordrii cu securitatea este foarte complexa.
Prima parte a romanului prezintd planul de baza, despre
dezvoltarea interioara si exterioara din detentie a personajului
principal, despre timpul petrecut in celula, intalnirile cu diverse
personaje, ocazionali colegi de celuld, comisiile de ancheta si
chiar completul de judecatd in fata cdruia este prezentat,
precum si propria condamnare si eliberare din finalul
capitolului 3. La inceputul actiunii romanului este descrisa lipsa
de orientare, cauzatda de conditiile de detentie ,O mdand ma
impinge intr-o incdpere pe care nu o pot vedea™. Aceastd
imagine vizuald a acestui ,nu pot vedea” explica si incapacitatea
personajului de a intelege situatia necunoscutd trdita in

Eginald Schlattner, Mdnusile rosii, Editura Humanitas, Bucuresti, 2005,
p.7.
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prezent, prin nicio metoda experimentatd anterior. ,Cu ochii
inchisi, cu madinile legate, asa ne-au adus din Cluj-Napoca. La
sosire, mdini strdine ne-au scos ochelarii si catusele.””. In
autoreflectia autorului, sunt descrise situatii biografice, mediul
social si politic anterior arestarii, copildria, dezvoltarea social-
familiala precum si pierderea situatiei burgheze. Pentru
completarea  portretului  personajului  principal,  Felix
Goldschmidt, sunt prezentate amintiri din anii de studentie din
Clyj Napoca, este tematizat si angajamentul cultural si politic,
primii lui pasi in viata culturald prin infiintarea Cercului literar
al studentilor germani din Cluj-Napoca "Joseph Marlin”, la care
erau afiliati 300 de studenti germani. In acest context se reflectd
si atitudinea lui politicd. Sunt povestite tendintele istorice si
politice a Romaniei, din punctul de vedere al minoritdtii
germane, prin descrierea ridicarii in masa din 13 ianuarie 1945
din toata tara, si deportarea in lagarele de munca din Rusia, a
tuturor persoanelor apte de muncd. Relatarea acestor episoade
importante din istoria minoritdtii germane este fdcutd cu
trimitere la date din biografia autorului, strans legate de
persoane dragi din familia acestuia, amintirea deportdrii este
legatd de ridicarea tatalui, a unchiului Hermann si a madtusii
Herta, persoane de care atdt personajul romanului cat si
autorul, sunt foarte legate sufleteste. Planul narativ istoric este
pastrat si de celelalte personaje cu care intrd in contact, cum ar
fi spre exemplu, colegul lui de celula, Anton Rosmarin, care
spune: ,Hitler era Dumnezeul meu. Da mi-a trecut!”®, replica
aceasta confirmand opinia autorului, care criticd atitudinea
minoritdtii germane fata de Al Treilea Reich, distantandu-se ca
ideologie, modificare care apare dupd evenimentele din 23
august 1944. Cu toate acestea, toate trdirile acestuia din
perioada de detentie, frimdntdrile interioare, franturile de
amintiri, demonstreazd imposibilitatea ruperii complete si
implicit dependenta de mediul in care a crescut, cel al
minoritdtii germane. Tot in spatiul carceral, Felix Goldschmidt
intra in contact cu alti detinuti, arestati dupd el, de la care
culege informatii din libertate, printre sursele de completare a
realitdtii din afara spatiului carceral aflandu-se chiar si unii

7Ibidem, p.13.
8Ibidem, p.59.
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angajati ai Securitdtii sau colaboratori care se invarteau in alte
cercuri din afara inchisorii. Toate aceste personaje din roman,
completeazd punctul de vedere al personajului si implicit al
autorului asupra realitatii de afard, dar in acelasi timp i creeaza
o stare de incertitudine sau nesigurantd. Unul dintre gardieni ii
sopteste pe traseul spre sala de interogatoriu ,Este plind
inchisoarea cu oamenii si prietenii tai” un apropos cd au fost
incarcerati si cei din Grupul Topfer, grup din care ficeau parte
multi dintre prietenii lui.

Fragmentarea planului narativ intr-un fel de mozaic, dispare
in cea de-a doua parte a romanului, in cadrul capitolului Pete
albe, in favoarea unui stil narativ, a unei structuri narative
lineare. Dupa eliberarea din inchisoare a personajului principal
al romanului, Felix Goldschmidt, acesta Incearca s3 se
reintegreze in societate, dar nu reuseste, fiind privit atat de
cdtre familie cat si de comunitate in urma declaratiilor din
cadrul procesului in care a fost anchetat, ca un comunist si, mai
mult decat atit, ca un traditor de neam, fiind evitat,
marginalizat de membrii comunitdtii din care facea parte. Este
momentul in care trairile lui, viata lui anterioard este sectionata.
Incercdrile lui de a-si relansa cariera literara de dinaintea
detentiei este sortita esecului precum incercarea reintegrarii in
societate ,Orizontul se innegreste. Nimeni din Cluj Napoca sau
Bucuresti nu vrea sd mai aivd de-a face cu mine™, personajul
aratandu-si dezamagirea.

Romanul se fincheie cu o imagine vizuala plina de
semnificatii, o baie noaptea intr-un rdu, moment in care Felix
Goldschmidt, personajul principal, realizeaza ca ,petele albe” de
pe pielea lui nu se pot spdla, acest lucru simbolizand ca
actiunile lui vor fi vizibile pentru toatd lumea. Petele albe
simbolizeazd faptul cd in cadrul procesului el ar fi dat declaratii
asupra evenimentelor si a persoanelor implicate in Procesul
scriitorilor germani, ,albe” fiind deoarece declaratiile lui au fost
doar faptelor care s-au desfdasurat cu adevarat in cadrul
grupului, fard alte acuzatii calomnioase sau exagerate asupra
acestora.

In romanul Mdanusile rosii apar aproximativ 100 de personaje
secundare, care se manifestd in diverse configuratii. In

9bidem
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numeroase caracterizdri sunt schitate mini-portrete individuale
dar si caractere bine realizate reprezentative pentru tinutul
multi-etnic unde are loc actiunea romanului.

Personajul principal al romanului este naratorul de gen
masculin. Existd numeroase remarci in text care fac trimitere la
numele autorului, Eginald. Pe linie paternd, originea
personajului principal, Felix Goldschmidt, este identicd cu cea a
autorului, tatal lui era om de afaceri iar stramosii lui au fost
mestesugari din Biertan iar pe linie maternd, el provine din
nobilimea maghiard. Prin exproprierile de dupa Al Doilea
Rdzboi Mondial, familia a pierdut o mare parte din avere si
statutul social, ajungand sa traiascd intr-o cldadire pdrasitd. Un
alt episod care reda experienta proprie a autorului o reprezinta
chiar momentul arestarii, Felix Goldschmidt fiind student in
Cluj-Napoca, Facultatea de Hidrologie, suferind fiind de o boald
psihica care ii cauzeazd stari de depresie, toate aceste episoade
fiind parte integrantad a biografiei autorului.

Autorii secolului XX atribuie spatiului un rol din ce in ce in
ce mai important, astfel incat acesta sd nu mai poatd fi
considerat un simplu tablou de fundal. Acest mod de perceptie
a spatiului relevd o noua conceptie a raportului dintre om si
mediul sdu. Locurile se transformd, ele nu mai sunt simple
spatii-decor si teritoriul nu este ,de o parte” sau ,in jur”’ ci e
consubstantial cu personajul.

Referinte (selectiv):

Hall, Edward Twitchel, Proxémique, in Bateson, Birdwhistel, Goffman,
Hall, Jakson, Scheflen, Watzlwicck (eds) La Nouvelle
Communication, Paris, Seuil, 1981.

Eginald Schlattner, Mdnusile rosii, Bucuresti, Editura Humanitas,
2005.

Dictionnaire historique, thématique et technique des littératures.
Littératures francaises et étrangéres, ancienne et modernes. Sous
la direction de J. Demougin.

Elena Teodora Mihaela SACAREA (COLDEA) is a PhD student
at 1 Decembrie 1918 University of Alba lulia. Her research is focussed
on the creation of Eginald Norbert Schlattner, a contemporary
German writer from Romania. She is about to publish a preparatory
study on this topic (The German minority in Transylvania, from its
origins to the present) in Annales Universitatis Apulensis, Series
Philologica, Aeternitas, Alba Iulia, 2018.

172



DIN PERIMETRUL EUROPEAN






RELATIILE UMANE DETERMINATE DE
DIFERITE TIPURI DE SPATIU IN DERVISUL SI
MOARTEA, DE MESA SELIMOVIC

The Space leed as a Determinant of Human
Relationships in the Novel “Death and the Dervish” by
Mesa Selimovi¢

Gabriela CHICIUDEAN

Abstract: The problematic of space and character has been of constant
interest to us and, along the way, we have approached the subject of
both space and literary character in different studies. Now we wish to
underline the connection existing between the space of the text and the
characters of Mesa Selimovic’s novel, “Death and the Dervish.

The idea of proxemics, which deals with the study of the correlations
between the two major categories of the literary text, namely the text
and the characters, when applied to literature, such a privileged space of
the imaginary, serves to prove that, within the text, the characters are
self-constructed according to their available playing space, whereas the
space has its own specific characteristics and is symbolic only if
perceived as such by the same character. Space is a place of experiences,
of encountering the other, both in a private and a social setting.

Obviously, such an analysis is not exhaustive, it is only one step, but
a step that offers possibilities and opens the way towards surprising
analyses. We have always been tempted by this subject primarily
because the issue of space and time continues to attract and provoke, as
proven over the years by the multitude of published works and
conferences on the chronotope.

Keywords: space, character, dwelling, shell, dervish, Me$a Selimovi¢

Introducere

Problematica spatiului si a personajului este o preocupare
permanentd a noastrd si de-a lungul timpului am abordat atit
spatiul cit si personajul literar, in studii separate. Acum dorim
sd aducem in atentia cititorului legatura creata intre spatiul
textului si personaje in Dervisul si moartea, romanul lui Mesa
Selimovi¢, unul dintre cei mai importanti romancieri ai
secolului XX, din literatura fostei Iugoslavii.
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Ideea de proxemicd, ce se ocupad cu studiul corespondentelor
dintre cele doua categorii majore ale textului literar, spatiul si
personajul, aplicata in literaturd, un teren privilegiat al
imaginarului, demonstreaza faptul cda in cadrul textului
personajele se autoconstruiesc in functie de spatiul lor de joc,
asta in vreme ce spatiul are caracteristici specifice si este
simbolic doar in mdsura in care este perceput ca atare de acelasi
personaj. Spatiul este un loc al experientelor, al intilnirii cu
celdlalt, atit in viata privata cit si in cea sociala.

Dervisul Nurudin din romanul lui Mesa Selimovi¢ savarseste
o cdlitorie intr-un spatiu exterior, reprezentat, de la mic la
mare, de tekia in care este seic, de orasul si de tara in care se
gdsesc acestea, dar si o cdldtorie interioard, in cdutarea
propriului Sine, a propriei identitdti. Partea interioard a seicului,
oscilind intre credintd si lumesc, suferd transformdri importante
ce se dezvaluie treptat, si in functie de simtirile si cautdrile sale
este atras fie de linistea si confortul tekiei, fie de agitatia
tirgului, fie de mirajul depdrtarilor oferit de peisajul de dincolo
de zidurile orasului.

Dinspre spatul exterior spre interior

Perceptia spatiului de cdtre om este un domeniu ce se poate
aplica si in literaturd,aceasta fiind domeniul ce poate restitui cel
mai bine ,sensibilitdati” din alte timpuri, un teren privilegiat al
imaginarului care contine diferite situatii sociale, modalitatile
de exprimarea spaimelor, a angoaselor, a sperantelor, a
idealurilor comunitare etc.

Mesa Selimovi¢, isi plaseaza actiunea romanului Dervisul si
moartea la sfirsitul secolului al XVIII-lea, intr-o Bosnie aflata
intr-o relatie de supunere fatd de puterea Otomand.Ne
propunem sd incepem analiza noastrd plecind de la un spatiul
mai larg, foarte important si el in economia cdrtii, dupd care sa
ne restringem concentric spre spatiul interior al eroului, spre
propriul sdu Sine, acea ,bula fenomenologicd” sau ,cochilie”
cum este numitd de cdtre A. Moles!, in care se duc batalii
nebdnuite in cdutarea propriei identitati.

'A. Moles, Les coquilles de 'homme et proxemique, in sens Autobiographie
d’Abraham Moles. Le cursus scientifique d’Abraham Moles, Texte inédit
écrit par A. Moles et E. Rohmer Publié dans le ,Bulletin de
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Asa cum bine observa Rodica Grigore, dincolo de tipurile de
interpretare a care se preteazd romanul Dervisul si moartea,
Bosnia se releva ca un ,al treilea spatiu™. Acest aspect scoate in
evidentd ,latura subversiva din Dervisul si moartea, adesea
ignoratd de critica orbita de elementele de atmosfera, ori de
acelea lirico-simbolice™. Aceasta ipostaza de ,al treilea spatiu”
este oferitd de actiunea personajelor care se revoltd impotriva
cliseelor de comportament, intr-o zona geograficd diferita de
lumea musulmand dar si de lumea occidentald. Bosnia rdmine,
de-a lungul romanului, ,un spatiu complex, scapind mereu
cliseelor cu care atit Orientul, cit si Occidentul erau mult prea
obisnuite («enclava musulmand din inima Europei») si incrcind,
dincolo de cuvintele rostite sau scrise ale lui Nurudin, sa-si
afirme, mdcar in fundal, propria voce si, desigur,
individualitatea™.

Retragindu-ne concentric, locul in care isi consuma energiile
seicul Nurudin este orasul Sarajevo, vazut ca un tirg ,mucegadit”,
un tirg ,intunecat, inghesuit intre munti” cu ulite strimte, din
care orice tindr viseazd sd ,zboare” spre Tarigrad sau in altd
parte. Oamenii din acest tirgusor ,nu erau niste ingeri”® si, desi
oras musulman, acceptau si se ldsau dominati de sdrbatori
straine, ,ghiaure” cum le numeste seicul.

In aceastd arie geograficd exista si oaze de liniste, oaze ale
impacdrii, tekiile in care locuiesc si se roaga dervisii. Cu
prezentarea unei astfel de tekii isi incepe povestea seicul
Nurudin, personajul principal al romanului, pe care-l vom
urmari in relatiile sale cu puterea locala, cu familia, cu oamenii
din oras si cu propriul sine.

Micropsychologie”, nrs 28 et 29 (mars et juillet 1996). Les intertitres ont
été rédigés a cette occasion par Elisabeth Rohmer, pp. 30-31, disponibil pe
http://www.infoamerica.org/documentos pdf/ moles autobiografia. pdf,
site accesat la data de 20.12.2016

2Rodica Grigore, Vocile Bosniei, in ,Cultura literard”, Nr. 277, 10 iunie, 2010
http://revistacultura.ro/nou/2010/ 06/vocile-bosniei/, site accesat la data
de 22.11.2017

3]bidem

4Ibidem

5Mesa Selimovi¢, Dervisul si moartea, in romdneste de Voislava
Stoianovici, Chisindu, Editura Hyperion, 1990, p. 268

®Ibidem, p. 269
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Corespondenta dintre cele doua categorii majore ale textului
literar, spatiul si personajul, a avut de-a lungul timpului mai
multe denumiri, ,topologia personajului’, ,microspatiu al
intilnirilor interpersonale”, ,oriologie sau studiul frontierelor”,
sau ,spatiu social ca biocomunicare”, sau ,proxemica”. Ne-am
oprit la termenul de proxemicd, definit de E.T. Hall drept
studiul perceperii si utilizarii spatiului de cdtre individ®.
Cercetdtorul american investigheazd modul in care un individ
structureaza inconstient spatiul din jurul sau, mai exact cum fisi
stabileste distantele interpersonale in relatiile sale zilnice, cum
isi organizeazd spatiul in case si cladiri si nu in ultimul rind cum
isi configureazd orasele®.

Astfel, ideea de proxemica aplicata la literatura, dezvidluie
faptul cd in cadrul textului personajele se autoconstruiesc in
functie de spatiul lor de joc, asta in vreme ce spatiul are
caracteristici specifice si este simbolic doar in mdsura in care
este perceput ca atare de acelasi personaj. Spatiul este un loc al
experientelor, al intilnirii cu celdlalt, atit in viata privata cit si in
cea sociald. Tema centrald a romanului fiind cdutarea de sine,
iatd cd putem urmari personajul nostru in diferite spatii si in
diferite ipostaze, transformadri cerute de locul in care se afld la
un moment dat si de oamenii cu care intra in contact.

Tekia, mediul privat in care vietuieste seicul Ahmed
Nurudin, ca orice casd este un spatiu important care, in
comparatie cu spatiul public larg, deschis, este impartita in
sectoare bine stabilite si izolate de privirile celor din jur.
Clddirea se afld situata ,la iesirea din tirg, intre piscuri
intunecate, negre, care ascund zarea totald, ldsind doar o
crdpaturd albastra deasupra lor™. Loc de reculegere si

7Vezi W. Noth, Proxemics. The semiotics of space, in Handbook of
Semiotics Advances in Semiotics, Indiana University Press, 1990, p. 411,
https://www.scribd.com/document/208727092/Winfried-Noth-
Handbook-of-Semiotics-1990, site accesat la data de 20.12.2016

8Edward T. Hall, Proxemique, in G. Bateson, R. Birdwishstell, G. Goffman,
E.T. Hall, D. Jackson, A. Scheflen, S. Sigman, P. Watzlawick, La nouvelle
communication, textes recueillis et présentés par Y. Winkin, Paris, Edition
du Seuil, 1981, accesibil si pe https://edc.revues.org/3306#ftni, site accesat
la data de 20.12.2016

9Vezi W. Noth, Op. cit., p. 41

“Mesa Selimovi¢, Op, cit., p. 7
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rugdciune, tekia este izolatd si izolatoare, cu ziduri groase de
cetate, cu zdbrele dese, intre care ascunde o ,grddina, tufe de
trandafir, vitd de vie deasupra verandei si un mic geamlic lung,
in care linistea este moale ca puful si pare si mai adincd din
pricina clipocitului neincetat al pirfului din vale™. Vechi harem
daruit acum dervisilor de catre Ali-aga, tekia este o oaza de
verdeatd, un loc plin de liniste adinca, in care saikul se bucura
de mersul naturii. Totusi, are poarta deschisd la orice ord din zi
si din noapte, pentru drumeti si cei ce aveau trebuinta de
addpost.

In jurul tekiei curge un riu ce vine din munte salbatic, iute,
navalnic. Chiar Nurudin se aseamdna cu acest riu la inceputul
povestii, se regaseste in curgerea lui, prevestind parcd destinul
sau. S-a necdjit cind riul a fost stavilit de oameni pentru a fi
folosit sd invirtd roata morii si s-a ,bucurat cind s-a umflat, a
ddrimat stdvilarul si s-a revdrsat liber”. Cu toate acestea, seicul
e constient cd riul macina griul doar daca este ,imblinzit”, la fel
cum simte cd el va fi poate mult mai de folos oamenilor dupa ce
nu va mai fi.

In acest spatiu seicul este un om al religiei, si se comporta ca
atare. Respectd doar legile Coranului, este sigur pe el, dar
neutru, fard sentimente fatd de oamenii ce ii par egali in fata
vietii si a mortii. Stia doar ceea ce profesorii lui I-au invatat si
nimic altceva: ,Sa ascult, sa rdbd, sa trdiesc pentru credintd /.../.
Totdeauna am stiut ce trebuie sd fac, ordinul calugdresc a gindit
pentru mine, iar temelia credintei e largd si trainicd, si nu am
nimic al meu care sd nu poata sta pe ea”. Nu vedea nimic din
ce nu-l privea pe el, era educat sa aiba o viata controlats,
crescutd cu grijd, cu o vointa de fier. Gindirea lui se baza pe
cuvintele: ,oamenii isi au socotelile lor /.../. Cit timp nu stiu
nimic, nu sunt obligat sa hotarasc, si nu vreau sa md amestec™.

Pe de alta parte, acest tip de locuintd, de cochilie numitd de
Le Corbusier masind de locuit®, este un univers familial, un loc
al obisnuintelor si al rutinei, fiind considerat un loc cu densitate

"Jbidem

2]bidem, p. 9

BJbidem, p. 77

4]bidem, p. 39

SA. Moles, Les coquilles de 'Thomme et proxemique, pp. 30-31
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actantiald joasa, cdci actiunile de aici sunt comune, obisnuite,
efortul creator al spiritului fiind foarte mic comparativ cu alte
spatii. Ahmed Nurudin este seic, restul vietuitorilor tekiei i se
supun. Fiecare are camera si tabieturile lui, si nu se deranjeaza
unul pe celalalt. Atmosfera este una caldd, dar de supunere
inaintea de a fi prietenoasa.

Doar ca aceastd stare este perturbatd de o veste trista: fratele
lui Nurudin a fost intemnitat, fdrd sa se stie pentru ce fapta.
Acest lucru schimbad total viata seicului si mai ales linistea si
siguranta dobindita de-a lungul vietii, mersul vietii ajungindu-1
din urma si dezgolindu-l brutal de tot ce-a cladit cu luciditate.
Acum incep o serie de cdutari care il pun fatd in fatd cu diferiti
oameni si cu diferite spatii, locuinte, magazine, strdzi sau piete
ce 1i determind comportamentul.

Convins cd fratele lui este nevinovat si cd s-a facut o
nedreptate, Nurudin, om al legii si el, reprezentatul credintei in
oras, se gindeste sa mearga la ceilalti reprezentanti ai puterii, la
cadiu si la muselim, pentru a afla care e soarta fratelui si dacd e
posibil sa-1 salveze, dar in limitele legii. Un prim prilej i de aratd
atunci cind este chemat in casa cadiului, judecatorul orasului,
sa-1 vada pe socrul acestuia aflat pe patul mortii. Desi la Ali-aga
a fost chemat hafiz-Muhamed, si de obicei se ferea de astfel de
vizite, profitd cd acesta din urmd e bolnav simerge in locul lui
cu gindul ascuns de a-si ajuta fratele.

Stiind cd merge la un muribund, isi aminteste de cele
invdtate despre pregdatirea bolnavilor. Insensibil, e convins cd
,moartea este soarta noastra, singurul lucru neindoielnic, care
stiu cd nu ne va ocoli™®, gindeste el. ,Moartea este o stramutare
dintr-o casda in alta. Ea nu-i pieire, ci o noud nastere/.../.
Moartea este destramarea lutului si nu a sufletului. /.../ Moartea
e schimbarea stdrii. Sufletul incepe sd trdiascd singur™’.

Nu afld nimic din ce-l interesa aici, unde, de altfel, o
intilneste doar pe sotia cadiului, dar isi da seama cad fratele lui ar
putea muri. Totul capdtd alt sens. Linistea lui se spulbera, la fel
si siguranta pe sine, devine framintat si plin de amadrdciune.
Chiar si credinta lui nestramutatd, pentru care era cunoscut in
oras, incepe sd se clatine. ,Pentru prima oard /.../ moartea nu mi

Mesa Selimovi¢, Op, cit., p. 1
Ibidem
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se mai pdrea atit de simpld cum crezusem eu, si acum incercam
sd-i fac si pe altii sd creadd™®. Desi a fost un soldat curajos in
tinerete, si a participat la rdzboaie singeroase, acum se
confruntd pentru prima datd cu spaima de moarte, mai exact, cu
ceea ce Philippe Ariés numeste ,La mort de toi™, o atitudine in
fata mortii ce se cristalizeazd incepand cu secolul al XVIII-lea.
Constatarea morti cuiva drag, a cuiva apropiat este ceva ce
smulge omul din viata sa cotidiana, din societatea sa, pentru a-1
supune unei tensiuni si pentru a-1 arunca intr-o lume irationalg,
violentd si crudd®. ,M-a sfisiat si pe mine, mdrturiseste seicul,
pind la singe. Simt, desi nedeslusit, cd masura luatd impotriva
lui e crudg, il cunosc pe acest bdiat, nu e in stare sa facd rau...”*.

Casa mare a cadiului, cu covoare in care piciorul se afunda si
nu scdpa nici un zgomot, era intunecoasd in timpul vizitei
seicului. Si ,Desi stateam in colturi opuse, intre noi se asternea
o prea micd depdrtare si asteptarea era chinuitoare”?, fsi
aminteste el, chiar dacd ar fi vorba in termenii lui Hall de o
distantd sociald, ceruta intre doi strdini. Nici la muselim nu
gaseste bundvointd, ba este acuzat ca vrea sa isi apere fratele
1mpotr1va legii. Intre el si glasul ,mort” al muselimului prapastia
era si mai mare. Locuinta acestuia, desi o binuim impunétoare,
e lipsite de orice descriere, marcata fiind parcd de privirea
stearsd si vorba lenesd, cu Iintreruperi, sau de tacerea
indelungata a muselimului.

Edward T. Hall, plecind de la studiile unor oameni de stiintd
bazate pe comportamentul animalelor, propune o scard de
distante interpersonale. El identifica patru ,bule” de bazd
determinate de distanta si anume distanta internd, distanta
personald, distanta sociala si distanta publicd, acestea
constituindu-se in patru teritorii. Spatiul intim presupune o
anume apropiere precum si posibilitatea atingerii, este un
spatiu in care putem vedea ochii celuilalt, 1i putem simti si auzi
respiratia, lucru regdsibil in cazul tekiei sau in cazul locuintei

8]bidem, p. 12
‘9Ph111ppe Arieés, Essais sur lhistoire de la mort en Occident du Moyen Age
a nos jours, Paris, Edition du Seuil, 1975, p. 51.
>°Vezi Ibidem
*Mesa Selimovi¢, Op, cit., p. 77
2Jbidem, p. 14
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lui Hasan, cum vom vedea. Tot aici se incadreaza soptitul la
ureche, imbradtisarea, fiind vorba de o zond afectiva, emotionalg,
dar, in acelasi timp este o zond a abandonului si a unei
securitdti relative, cdci nu exista suficient spatiu pentru a putea
avea loc un act agresiv. Distanta personala este limita noastra
psihica asupra lumii si tine cit lungimea bratului nostru intins
in fatd, este o mdsurd folositd intre prieteni sau intre membrii
familiei, sau la distantarea oamenilor care stau in rind. Distanta
sociald masoard cit doud distante personale, este folositd in
cadrul partenerilor de afaceri, dar si la separarea in locurile
publice de strdini, iar distanta publicd se situeazd dincolo de cea
sociald, de exemplu, distanta dintre un vorbitor si publicul sau.

Dupad intilnirea cu nevasta cadiului, care in realitate ii cere sa
il tradeze pe fratele ei, Hasan, seicul constatd cd ,Nelinistea ma
astepta rabdatoare, de parcd as fi lasat-o la usa acestei case, si as
fi luat-o din nou la iesire. Numai ca acum era mai incilcita ca
adineauri, se imbogdtise, devenise mai grea, mai tulbure”.

Nurudin, nu intimpldtor, incepe sa caute dreptate pentru
fratele lui in chiar ajunul sdrbatorii Sfintului Gheorghe, care,
desi ,ghiaura”, este adoptatd de localnicii care se veselesc si
profitd de ,stravechiul drept al pdcat™. E noaptea in care in
oras toate lucrurile sunt permise, dar si noaptea in care dervisul
rupe zagazul asemenea riului din jurul tekiei, vuietul din el
crescind treptat, chiar daca incearca sa-1 tind ascuns: ,latd, dar,
zdgazul a fost rupt. Totul n-a durat, desigur, mai mult de o
clipd, o clipire a pleoapelor, stiam asta pentru ca bdiatul tot mai
stdtea in fata mea cu zimbetul lui inghetat si pierdut, n-a vazut
nimic, n-a auzit vuietul din mine, nu este uimit de nebunia care
m-a ravasit dintr-o datd. Ea a izbucnit ca o revoltd, dupd chinul
si teama pentru fratele meu, dupd toate indoielile care m-au
zguduit din temelii, s-a revarsat clocotul vietii darimind totul in
calea lui, si-a mdturat ca un puhoi mldditele crescute cu grija,
lasind in urma piatrd seacd si pustiu”.

De acum pardsirea tekiei si a confortului oferit de ea se face
tot mai des, din diferite motive. De exemplu, seicul se intilneste
cu tatdl sdu, care a auzit de intemnitarea lui Harun, la hanul din

3B]bidem, p. 26
24]bidem, p. 28
»]bidem, p. 33
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oras. Detasat de multi ani de lume si de familie, revederea este
dureroasd. Desi par doi straini, seicul ii promite tatdlui ca va
incerca sd-si salveze fratele, cu toatd durerea pricinuita de
atitudinea tatdlui ce nu-l recunoaste decit pe Harun drept fiu.
Mai constata ca vorbesc amindoi despre Harun ca despre un
mort, fara sd-i spune numele, pe cind ,el, disparutul, ne-a
unit”.

Linistea bazata pe educatia primitd a seicului se surpd in
continuare. ,,Ce s-a petrecut oare, asa, dintr-o datd, ce piatra s-a
urnit din temelii, facind ca totul sa se surpe si sd se destrame?
Viata pdrea o alcdtuire bine durata, nu se vedea nici o crapaturd,
si deodatd o zguduire, absurdd si nemeritatd, a ndruit-o de
parca ar fi fost nisip”. De aici incolo si pina la final, siguranta
religioasd a lui Narudin se va spulbera, cescind in alta directie,
in lumesc, in latura uitatd, ignoratd si redescoperitd cu uimire.

Intre peregrindrile sale, Nurudin se intoarce mereu la tekie
unde se simte puternic, apdrat de rugdciunea lui. Gindul
apdsdtor este ldsat la usa geamiei, si chiar dacd il va astepta
acolo, o vreme va fi linistit. ,,Cind /.../ am inceput rugdciunea,
am simtit, mai puternic decit oricind, tihna ocrotitoare a locului
cunoscut, mirosul cald si gros al cerii topite, pacea
tamaduitoare a peretilor albi si a tavanului afumat, duiosia
maternp a razelor de soare care scinteiau pe firele de praf aurii.
Asta-i mosia mea, covoarele uzate, sfesnicele de arama,
mirhabul din care finalt rugdciuni in fata oamenilor
ingenuncheati, linistea si siguranta mea; de ani de zile sunt aici
eu Insumi...”*. Si totusi, simte mereu nevoia sd plece, sd iasd din
oras sd stea in soarele zilei, sd gindeasca altfel, sa caute solutii
iesite din strimtoarea dogmei religioase. Tekia oferea, cum
spuneam, rutina, iar spiritul descatusat al lui Nurudin nu-si mai
gdsea locul.

El trebuie sa depaseasca orizontul obisnuintelor, trebuie sa
gindeascd, sa actioneze pentru a-si salva fratele, de aceea se
simte atras fie de agitatia tirgului, fie de orizontul oferit de
spatiul de dincolo de zidurile orasului, unde-i place sd se plimbe
si sd mediteze, aceasta in aceeasi masurd in care este tentat sa

6]bidem, p. 63
27]bidem, p. 65
8Ibidem, p. 74
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caute ajutor la persoanele publice egale lui, dar incd in aceeasi
limitd a legii ce o reprezintd. Si cu cit merge mai mult prin alte
locuri, cu atit nelinistea si nesiguranta lui cresc, pe parcurs
impletindu-se si cu alte sentimente.

Si daca in singurdtate, aldturi de divinitate nu ai nevoie de alt
sprijin, in lume ai nevoie de prieteni. Hasan, fiul lui Ali-hogea,
pe care l-a trddat, si pe care-l considera doar un om bun, in care
nu avea incredere, va deveni ce mai bun prieten al sau. Prietenia
lor va creste si se va intdri cu fiecare faptd savirsita de ei, pind ce
Narudin va deveni dependent de bunadtatea lui Hasan, lucru ce-1
vom urmadri si-l vom puncta in lucrarea noastrd la momentul
potrivit.

Si Hasan va fi prezentat de-a lungul romanului in functie de
spatiul in care se miscd si actioneaza: tirgovet, prieten,
desfrinat, petrecdret, indragostit fard sorti de izbinda etc. Aceste
ipostaze au rolul de a ardta madstile pe care la purtam in lume,
de oameni buni, rdi, virtuosi sau viciosi, iar dervisul, vazindu-I
in toate aceste feluri, indrdgindu-1 sau simtindu-se dezgustat de
comportamentul lui, ajunge in final sd-1 iubeasca asa cum e. De
exemplu, cind cei doi se intilnesc prima oard, Hasan se intorcea
dintr-o cdldtorie, fiind plin de praf in fruntea unei cirezi de vite,
intr-o harmadlaie asurzitoare. Cind acesta vine la tekie pare deja
alt om, cdaci se spald si se imbracda conform uzantelor locului
respectiv, avea barba proaspdt tunsd si era: ,parfumat, senin,
zimbitor - spdlase de e el cele trei luni de calatorii, mirosul de
vite, de sudoare, de hanuri, de colb, de noroaie, uitase
1n]uratur11e uitse de codri, de treceri prlme]dloase peste ape si
acum ardta ca un agd tindr si rasfitat de o viatd ce nu-i
pretindea nici trudd, nici curaj "9,

Pe de altd parte, Hasan este singurul care ii va oferi seicului
informatii despre fratele lui, fapt ce il determind pe Nurudin sa
ii caute prezenta peste tot: ,aveam nevoie de cuvintul lui linistit
si de siguranta sa de neclintit care potolea furtunile din jurul
meu, asa cum doreste omul sd se aseze uneori lingd un riu
puternic si domol ca sd dobindeascd liniste de la curgerea lui
inceatd si neabdtura™®.

29]bidemn, p. 81
3°Ibidemn, p. 99
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Regasirea Sinelui

De legdtura personajelor cu spatiul in care actioneazd si
trdiesc s-au ocupat si cercetatorii francezi Abraham Moles si
Elisabeth A. Rohmer, in studiul lor Psychologie de l'espace, din
anul 1972, unde Ceilalti, personajele situate in spatiul propriu al
eroului central, erau numiti ,accidente locale”. In functie de
modul de a vedea si de a actiona, lumea exterioard se inlantuie
in jurul Eului in straturi. O conditie a existentei lumii unui
individ este situarea Sinelui in centrul ei. Lumea centrata in
jurul Sinelui e populata cu fiinte si evenimente in masura
perceptiei fiecdrui individ>'.

Constituindu-se intr-o prelungire a poeticii spatiului a lui
Gaston Bachelard, Abraham Moles, in capitolul Les coquilles de
homme et proxemique®, constatd cd omul, in realitatea sa
perceptivd, isi structureaza viziunea spatiald pe baza unei
structuri proprii. Personajul, considerat ca Centru al lumii,
descompune lumea de la Aici si Acum-ul filozofilor pind la
limitele universului fintr-o serie de cochilii concentrice,
cochiliile omului. In  fiecare  cochilie  tipologia
comportamentelor este diferitd. Doar cd acest lucru este valabil
si pentru exteriorul cit si pentru interiorul individului.

Nurudin si-a contruit cu multa grija zidurile impotriva
Celuilalt, incepind cu Iimbrdcdmintea si continuind cu
atitudinea tdcuta si indiferentd sau cu vorbele putine si bine
alese, iar cind constata cu teamda schimbarea sa, alteritatea din
cadrul identitatii, cere ajutor divinitatii pentru ca totul sd
redevind cum a fost, sd se intoarcad la linistea lui netulburata.

Cu toate acestea, nu poate sta deoparte continuind sd
,caute”, sa ,scormoneascd”, lucru ce va genera citeva atacuri
impotriva lui. Nducit fiind de aflarea motivului intemnitdrii
fratelui, Hasan il sfatuieste sd uite ceea ce i-a spus daca nu i
foloseste. ,- Asta nu se poate, rdspunde el, lucrurile nu exista
pind nu se spun./ - Lucrurile nu se pot spune pina nu exista™3, i
raspunde Hasan. Apoi, o straja ii transmite o amenintare din
partea unor ,prieteni”, care ii spun sd nu mai pund intrebadri,

3'Abraham Moles si Elisabeth A. Rohmer, Psychologie de lespace, in
Autobiographie d’Abraham Moles. Le cursus scientifique d’Abraham Moles
32A. Moles, Les coquilles de 'lhomme et proxemique, pp. 30-31
33Mesa Selimovié, Op, cit., p. 89
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fapt ce 1i atrage atentia ca cineva vrea sa il impiedice sa facd
ceea trebuie cu adevdrat sa facd. Daca pina acum avea indoieli,
acum e convins cd trebuie sd caute adevarul si mai stie ca acei
,prieteni” nu sunt ,siguri, si cd le e teama™*.

Prietenia cu Hasan nu e 1nt1mplatoare, cdci, asa cum am
vdzut, acesta a trecut prin transformadri la rindul sau, in cdutarea
propriei identitati. El era un om invatat, care avea o slujba buna
la Tarigrad, dar a renuntat la acea viata atunci cind a constatat
desertdciunea, falsitatea si minciuna in care se scdlda asa-zisa
putere locala. Nu e usor sd te schimbi, sd renunti la tot, pentru
cd, spune acesta, ,trebuie sd te descotorosesti de tot ce ai fost,
de tot ce ai invdtat, de tot ce a devenit obicei’®, exact
comoditatea oferitd de spatiul strimt al camerei seicului din
tekie. Treptat renunta la sotie, la o parte din avere, si cu riscul
de a stirni dezaprobarea familiei sale se apucd de facut negot cu
animale, lucru ce ii da prilejul sa calatoreascd, sa evadeze din
prezent.

Dervisul, cunoscindu-i povestea, se intreabd el cum s-ar
putea schimba si i se pare imposibil sd o facd deoarece el are
doar credinta, iar transformarea ar insemna chiar renuntarea la
ea: ,in ce fel ai putea trai fard credinta care s-a lipit de sine ca
propria-ti piele, care e una cu tine? Cum sd trdiesti fara tine
insuti?”®. Din aceastd neputintd il va refuza pe Hasan cind ii va
propune sd il rdpeasca pe fratele sdu si sa il ducd departe,
oriunde, numai sd trdiascd, deoarece el incd acceptd voia lui
Dumnezeu. Prin acest gest Nurudin refuzad revolta la care il
indemna Hasan si se inchide in sine ,ca intr-o fortdreatd
asediata de care se loveau in zadar sz“igetile”37

Se va convinge de necesitatea pdrdsirii drumului drept abia
dupi vizita la cadiu. Intotdeuna se pregdtea in aceste cazuri,
gindindu-se dinainte ce strategii verbale sd foloseascd pentru a
avea sorti de izbinda, pentru a-i indupleca sau chiar a-i induiosa
pe puternicii parteneri ai cuvintului. Nurudin realizeazd cu
spaima ca ,se afla in primejdie. Totul - asta e foarte vag, dar si
foarte real. Asta inseamnd impas si pieire, inseamna padrdsirea

34]bidem, p. 129
35[bidem, p. 103
3Ibidem

37]bidem, p. 110
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fagasului vietii, iar alt drum nu este, e un simtamint de groaza
fard nume din pricina golului surd ce se cascd in jurul tau”®. Si
golul va tot creste, la fel ca nesiguranta si groaza pentru ce va
urma.

Mai face o vizitd la muftiu, fard sd stie ca fratele lui era mort
deja, de trei zile, dar va afla aceasta de la Hasan, un Hasan
morocdnos, obosit si acru dupa mai multe nopti petrecute cu
tovarasi cheflii.

Momentul in care afld de moartea fratelui sdu este hotaritor.
Seicul Nurudin nu acuza pe cineva anume, o singura persoand,
ci un intreg mecanism care a condus la acest fapt: ,Mi se pare
doar ca toti laolalta mi-au facut un rau, aproape deopotriva de
mare, m-au zdruncinat, punindu-md fatd-n fatd cu viata din
afara drumului meu drept, silindu-md sd ma pronunt intr-un
fel. Ce sunt eu acum? Frate nevrednic sau dervis sovdielnic? Am
pierdut iubirea omeneascd sau am ciuntit neclintirea credintei,
pierzind astfel totul?3°.

Dervisul Ahmed Nurudin isi contempld viata de pind acum,
din tekie, comodd, cu obisnuintele ei, din care vrea sa iasa
pentru prima datd cu adevdrat pentru a afla pe cine supdrd viata
lui: ,Mie mi-este dragd, ca o gheatd veche scilciata. Poate sd ia
apa, poate fi caraghioasd, dar nu-ti face batdturi, nu-ti vine s-o
dai jos in mijlocul drumului, nici nu simti ca o porti. De ce sa-
mi facd viata bdtaturi si s-o simt ca pe un cosmar?”4°.

Cind e atacat in drum spre geamie de patru cdldreti, Mula-
[usuf 1i sugereazd sd renunte la plingerea ce ar fi fost indreptadtit
sd o facd, in calitate de seic al tekiei. Neascultindu-l, hotarit sa
se tina tare, sd intdreascd ,stavilarul din fata acestui suvoi, pe
care il si aud vuind”, spune el, scrie o plingere pe care nu
apucd sd o trimitd nicdieri, cdci in scurt timp va fi arestat.

In temnitd, locul cel mai de jos al coboririi sale, a catabazei,
putem spune ca incepe purificarea necesard inaintea anabazei,
si chiar o renastere spirituala. Aici simte singuratatea,
umezeala, mizeria, frica si mai ales intunericul. Intrebat de un
simplu paznic cum il cheamd, e pentru prima datd cind isi

3Ibidem, p. 123
39]bidem, pp. 77-78
4°Jbidem, p. 167
4]bidem, p.130
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rosteste numele intreg: ,- Dervis, seicul tekiei, Ahmed
Nurudin”#. E ca o iluminare de sine rostirea acestui nume, care
aici nu are nici o insemnadtate, e o renastere, deoarece o noapte
intreaga, din cauza spaimei, a uitat cine e cu adevdrat. ,Dervisul
Ahmed Nurudin, lumina credintei, seicul tekiei..., cugeta el. Am
uitat de el, toatd noaptea n-am mai avut nume, nici cin. Mi l-am
amintit acum, l-am invdtat in fata acestui om. Ahmed Nurudin,
invdtat si predicator, acoperisul si temelia tekiei, mindria
orasului, stapinul lumii.”.

Partea a doua a romanului ne dezvaluie drumul eroului spre
luming, dar o altda lumind decit aceea cu care era el obisnuit
pind acum, a credintei. De data aceasta, drumurile dervisului
duc dinspre exterior spre interior, respectiv dinspre rdtdcirile
prin orasul tentacular spre vechea liniste a tekiei si, in final, spre
propriul Sine

Trecutul uitat, ignorat, incepe sd-si gaseascd loc in viata
seicului, sa-i descopere sensuri, dar 1i aduce si
indoiala.Amintirile sunt o parte din el si ,apareau la suprafata
farime si aschii. Toate acestea sunt eu, mdruntit, facut bucdtele,
sunt licdriri, clipiri, intimplari, pricini nedeslusite, sensuri care
au existat, dar s-au pierdut, si acum nu mai stiu ce sunt eu in tot
prapadul acesta”.

Farimitat, seicul se adund si constata ca anumite intimplari i
deschid drumul pentru razbunare, si nu se va da inapoi de la
nimic. In aceasta noud etapa a vietii lui dragostea se impleteste
cu ura, convietuiesc amindoua, dominind cind una, cind alta.

In afard de prietenia lui Hasan, Nurudin stie cd e un om
foarte singur, lucru revelat cu durere de cautdrile sale. Drumul
spre adevdr a fost lung, l-a parcurs cu smerenie, cu umilintd
uneori. A stat de vorba ,cu pazvangiul, cu Kara-Zain, cu
gardieni, cu slujbasi, cu dervisi, cu inrditii, cu nemultumitii, cu
suspectii, cu oameni care, fiecare in parte, stiau putin, dar toti
la un loc stiau tot (s.n. G.C.)".

Cind descopera trdadarea cumplitd a lui Mula Iusuf, Hasa isi
pierde toatd dragostea fatd de semeni, devine indiferent la tot si

4]bidem, p.178
“]bidem

44]bidem, p. 202
45]bidem, p. 221
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la toate, si credinta, arma lui cea mai puternicd, 1i va deveni,
treptat, nefolositoare. Tot cdutind ,sd deslusesc taina, i-am
pierdut dragostea, iar altceva in loc n-am agonosit™®. Se
considera liber in tekia lui, dar acum constata cu amdardciune ca
,Fiul meu spiritual veghea asuprd-mi din porunca cuiva lasindu-
mi din libertate doar convingerea stearpd cd o am. De ani de
zile sunt un captiv, tintuit de cine stie citi si cine stie ai cui ochi.
Mad simteam umilit si strivit, pierzind spatiul acela liber pe care,
inainte de nenorocire, mi-l inchipuisem drept al meu. Mi l-au
luat, nu mai merita s& md intorc in lumea amintirilor’#.
Neincrederea si nesiguranta pun stdpinire pe el. Pind acum a
pasit prin viatd sigur pe el, fard indoiala, mergea pe marginea
prapastii fara teamd, dar acum se teme si pe drumul drept.
Simte cd nu mai are un tel, cd i-a rdmas doar nimicul: ,ar fi fost
mai bine sa fi continuat cdutarea fara incetare, as fi avut un tel,
cel putin™®,

Hasan, fdrd a sti de ura cumplitd ce i-a impaienjenit sufletul,
se bucurd cd nu I-a osindit pe Mula-lIusuf, ficindu-1 sa realizeze
cd si el l-a tradat pe Hasan, primid in schimb dragoste. Hasan
nici nu l-a dispretuit, nici nu I-a alungat, ,Doream sd ma ierte,
dar el a facut mai mult: mi-a ddruit iubirea lui. /.../ Cel mai
frumos e cd iubirea lui nici nu trebuie macar s-o meriti. Dacd ar
fi trebuit s-o merit, nici n-as fi avut-o, sau as fi pierdut-o
demult. El o pdzeste singur, el o daruieste, fara alt motiv decit
trebuinta pe care o simte el insusi, si fard de altd rasplata decit
multumirea lui si fericirea celuilalt™.

Toti cei din jur cred ca dervisul l-a iertat pe Mula-Iusuf, insd
el considera cd nu Mula e singurul vinovat ci, ca si in cazul
fratelui sau, toti aceia care s-au aflat in spatele lui si I-au impins
spre tradare. In sufletul sdu stie cd nu va uita si nici nu va ierta
pind nu va gusta rdzbunarea.

Stapinitde gol, de nimicul din jurul sau, seicul nu face nimic,
,las sd treacd timpul, spune acesta, m-am pierdut punctul de
sprijin, nu mai simt nici o bucurie in ceea ce fac”°. Hasan i

46]bidem, p. 222
47lbidem, p. 225
“®[bidem, p. 223
49]bidem, p. 17
s°Jbidem, p. 227
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propune sd cdldtoreascd impreuna cu el, sa uite, sd se elibereze,
insd el nu vrea sd plece, asteaptd ceva. Si acel ceva va sosi sub
forma unei dureri de foc, chinuitoare, ce il sageta din cind in
cind ca un circel. ,Eram cu sufletul indoit si schimbdtor ca omul
care nu e nici bolnav nici sdnatos /../. Din starea aceea
chinuitoare m-a scos ura. M-a readus la viatd si m-a intarit,
izbucnind intr-o zi, intr-o clipd, ca o vilvataie. A izbucnit, zic,
cdci pind atunci a mocnit acoperitd de cenusa, si s-a dezldntuit
furioasd, pirjolindu-mi inima cu vdpaia sa. Se afla in mine de
multd vreme, o purtam ca pa o scinteie, ca pe un sarpe, ca pe un
buboi care s-a spart, si nu stiam unde se ascunsese pina atunci,
de ce stdtuse linistitd, de ce tdcuse, si de ce a apdrut intr-o
imprejurare care nu era cu nimic mai prielnicd decit altele de
dinaintea ei. S-a pirguit la loc ferit, ca si oricare alt sentiment, si
s-a ndscut viguroasd si navalnicd, indelung hrdnitda cu
asteptare.”™",

Mai are nevoie doar de prietenia lui Hasan, care il accepta in
preajma lui, purtindu-l cu el peste tot si luindu-i apararea. In
tlmpul unei phmbarl o intimplare il impinge pe dervis cu un
pas inainte in actiunile sale. Intilnindu-se cu Ali-hogea pe
drum, acesta Vorbeste doar cu Hasan, prefacindu-se ca Nurudin,
desi acolo de fatd, era invizibil. ,Nu-l cunosti pe seic-Nurudin?/
- Cum sd nu-l cunosc pe seic-Nurudin! Unde e?/ - Aici, cu
mine./ - Cu tine? Nu-l vid. De ce nu vorbeste, mdcar sa-l
aud?”*. Intrebindu-se de tilcul intimplarii, selcul isi dd seama ca
in ochii comunitdtii este un las care nu a 1nfaptu1t ceea ce
trebuia sd infaptuiasca cu privire la fratele sau mort, cd nu
ajungea doar predica rostita la geamie, in fata multimii, cd era
nevoie de mai mult de atit, trebuia sa rdspunda cumva loviturii
primite. Pentru ceilalti, ,ceea ce a ramas [din el] nu mai este
decit carapacea goald a unui fost om”.

O alta intimplare declanseazd ura seicului fatd de muselim.
Intilnindu-se cu acesta in casa negustorulul hagl Sinanudin, si
suportindu-i dispretul, dervisul marturiseste cda nu s-a speriat,
dar ca si-a ,amintit, insd, totul. Mi-am amintit de totul,
Dumnezeu stie pentru a cita oara, dar altfel decit oricind

S'bidem, p. 229
52Jbidem, p. 231
53]bidemn,p. 236
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inainte™4, asta deoarece acum in sufletul sdu sdldsluia ura.
Intimplarea pretuieste pentru erou ca o schimbare la fata, cdci
de acum va putea sd priveascd ,luminat de o flacara nougd,
ldauntricd, la ceafa lui puternica™s si va putea spune ,este al meu,
imi e de trebuintd, m-am legat de el prin ura. Te urdsc, sopteam
pdtimas, intorcindu-mi privirea de la el, il urasc, md gindeam,
privindu-l. Urdsc, urdsc, imi ajunge acest cuvint, nu ma mai
saturam rostindu-l. Avea o dulceata tindrd si fragedd, dureroasd,
ca dorul si ca dragostea”®. Si-1 cduta si-l urmdrea pe muselim
peste tot prin oras, doar sa-l poatd uri: ,Dacd ura ar avea miros,
in urma mea s-ar simti iz de singe. Dacd ar avea culoare, pasii
mei ar lasa dire negre. Dacd ar putea sd ardd, ar tisni flacari din
mine prin toti porii”’. Este noul punct de sprijin, noul tel al
dervisului, care il scoate din amortire: ,Gindul meu nu mai
bijbiie in intuneric, orb, inima mea este un cazan incins in care
fierbe o otravd”®.

E sfatuit de un alt seic sa lase ura deoparte, dar nu poate, el
si-a ales deja calea. Cautd ramadsitele fratelui sdu si le ingroapa
lingd tekie, mormintul devenind in scurt timp loc de pelerinaj.
,2Dezlegarea pentru mort” este data din sute de piepturi, de sute
de oameni, nechemati acolo de nimeni, si anuntd clocotul ce va
urma. Dervisul simte puterea multimii care e gata sd rupa
zagazul si desi intuieste pericolul la care se expune aceasta si
raul ce va urma, nu face nimic, caci multimea nu poate fi oprita
si 1si urmeazd doar ura si setea de razbunare.

Rdmas singur lingd mormint, prin cuvintele rostite, de
dervis, se creeazd o legdturd ce va rezista dincolo de moarte:
,2Harune, frate, acum suntem mai mult decit frati, tu m-ai ficut
pe mine cel de astdzi, sd fiu tinere de minte; eu pe tine-
insinguratul, sd fii un semn. Ai sd md intimpini in fiecare zi,
dimineata si seara, am sd md gindesc la tine mai mult decit
atunci cind trdiai. Si dacd or uita cu totii, cdci memoria

54]bidem, p. 240
55Ibidem
5$Ibidem, p. 241
57Ibidem
8Ibidem
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omeneascd este scurtd, eu nu vd voi uita, nici pe tine, nici pe ei,
jur pe lumea asta si pe lumea de apoi, frate Harune™®.

Ali-hogea, nebunul care astepta tdcut in stradd, acum il vede
si il recunoaste. li recunoaste durerea pierderii fratelui, dar fi
aminteste ca moartea lui Harun a devenit o pierdere a tuturor, a
intregii comunitati, ,desi este si un cistig, cdci mortii pot fi mai
folositori decit cei vii, si sint asa cum vrem noi sd fie — nu
imbadtrinesc, nu se cearta, nu au o pdrere a lor, primesc fdrd
impotrivire sd fie luptdtori, si nu tradeazd atita timp cit sint sub
drapel”®.

Ura creste tot mai mult si Nurudin are nevoie de prietenia lui
Hasan, cdci ura nu putea vietui singurd, ci avea nevoie de iubire.
Seicul se teme sd nu fie sfisiat de urd si doar aldturi de prietenul
sdu simte cd poate astepta, cd poate sd-si adune puterile pentru
ceea ce va urma.

In timp ce Hasan era plecat intr-una din calatoriile lui, prin
tirg tece miralaiul Osman-bei care va innopta la tekie. Acesta
aduce vestea cd fiul lui hagi-Sinanudin a fost numit sileahdar
impdrdtesc. Cum in acea noapte niste detinuti au reusit sd
evadeze, Nurudin intrevede o portitd pentru a infaptui marea
razbunare. El il trimite pe Mula-lusuf la cadiu sd il mintd cd
hagi-Sinanudin a avut o legdturd cu evadarea, sperind ca acesta
din urma sa fie arestat, lucru ce se si intimpla. De asemenea,
considerd cd fiul, insdrcinat cu demnitatea de a purta armele
sultanului si de a-i taia bucatele la masd, n-avea cum sd nu sard
in ajutorul tatalui sdu aflat la necaz, grabindu-se sd-i trimitd
fiului o scrisoare. Doar cd urmdrile acestui complot sunt mult
mai largi decit si-ar fi dorit Nurudin, lucru ce l-a intuit, cum
spuneam, fdrd sd intervind in vreun fel. Negustorii isi inchid
dughenele, orasul incepe sd clocoteascd, lumea iese pe strazi, si
oun amurg tulburat, nori grei si nemiscati si liniste”™ se
asternura peste oras.

Intors in acea noapte din cdldtoria sa, Hasan constatd uimit
situatia: ,tata e bolnav rdu, hagi- Sinanudin - inchis, miralaiul
Osman-bei s-a dus sa-i cotropeasca pe cei din Posavina”®.

]bidem, p. 245
°Ibidem, p. 246
& Jbidem, p. 300
%2Jbidem, p. 305
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Nurudin se amestecd prin multime, curios sa afle ce se
intimpla. Ia si el parte la revoltd, striga pind ce devine si el una
cu multimea, iar multimea e el: ,ridicam mfiinile in sus,
amenintam pe cineva care nu era acolo, eliberat de toate
spaimele, incredintat cd a venit ceasul cind toate pdcatele se
platesc /.../. Ce strigam? Nu stiu. Poate: moarte! Asa credeam.
Sau glasul meu nedeslusit se topea in celelalte, ca tipatul si
amenintarea sd fie mai tare, caci eram unul de ai lor. Nu! Eram
numai al meu, dar cu o sutd de voci, cu o suta de miini, cu o
sutd de capete; sute de suferinte erau in mine, ale tuturor, dar
ale mele. Urlam: aaa! Gindind: rdzbunare! Gindind: singe!
Gindind: sfirsit! Sfirgitul lui? Sfirgitul a tot ce nu e bun, ce nu e
fadcut anume pentru oameni. Stiam asta si fard sa ma gindesc.
Un cer luminos se deschidea inainte-mi”®.

Cind, la un moment dat, aude si glasul multimii, constatd cu
surprindere cd nimeni nu striga pentru negustor, nici pentru
Harun, nici pentru el sau altcineva, ci fiecare in parte se ocupa
de durerea lui, ,si 1i dureau multe: lipsurile, scumpetea, frica,
nedreptdtile mici i mari, fagaduielile mincinoase, anii sterpi,
nddejdile inselate, noptile prea multe, batrinetile timpurii,
iubirile mici, urile mari, nesiguranta, umilinta, toatd mizeria
aceea care se numeste viata”®. Retras din mijlocul oamenilor,
singurdtatea il reumple, definitiv.

Muselimul fuge din oras impreund cu fii sdi, cadiul este
omorit, iar hagi-Dnanudin este salvat de Hasan, implinindu-se
tot. Obosit, Ingrozitor de singur si fara rost, seicul se simte ca si
cum vintul ar suiera printr-o pestera pustie. O iarnd grea vine sa
acopere totul: ,zdpada, ploaie, ceatd, nori josi. Solii iernii
amenintd de mult, iarna insdsi va fi nesfirsita”.

Nurudin ajunge cadiu si el va fi judecatorul celor buni si
celor rdi ai orasului. Continua sd locuiascd in tekie, chiar daca
nu mai simte nimic din pacea si linistea ei, iar demnitatea
primitd ii va da un sentiment de siguranta si de putere. In noul
spatiu in care se miscd, este agitat, mereu atent, incordat,
urmarind fiecare miscare a presupusilor sau a realilor dusmani.
E normal ca starea lui de spirit sd fie alta.

8Jbidem, p. 309
%4Jbidem,
Jbidem, p. 319
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Ostenit si mihnit, singur si neputincios, simtindu-se urmadrit
la tot pasul, Nurudin simte o capcand intinsd pentru el, de care
nu va putea scdpa. De acum, timpul nu mai are rdbdare,
derulindu-se vertiginos spre final. Constrins, il va trdda pe
Hasan a doua oard. Hasan este arestat dar salvat printr-un
viclesug, in ultimul moment, de Mula-lusuf, care face ceea de
Nurudin nu a avut curajul sa facd. Doar cd asta inseamnd
condamnarea lui Ahmed Nurudin la moarte. Catul-firmamul
adus in oras de Tatarul din Tarigrad, anunta sugrumarea lui
Nurudin. Initial, acesta se revoltd, dorind cu orice pret sd
trdiasca, dar cind isi da seama cd nu poate fugi, ca totul e in
zadar, se resemneaza si in camera lui din tekie, in care s-a simtit
cindva atit de bine, izolat si protejat, intors spre propriul sine,
va scrie povestea celor ultime doud luni ale vietii lui. Zadarnica
regdsire, inutile cainte, cdaci ceasul din odaie bdtea ,mersul
nestavilit al ursitei. Md inunda spaima ca un puhoi, recunoaste
el. Cei vii nu stiu nimic. Invatati-ma, voi, mortilor, cum se poate
muri fard spaimd, fdard groazd. Cci moartea este absurda, ca si
viata”®®.

Hasan, in urma lui, constata mirat: ,N-am stiut cd a fost atit
de nefericit”’.

Concluzii

[atd cd o analizd a romanului luiMesa Selimovi¢ din prisma
proxemicii, a relatiilor stabilite intre personaje determinate de
spatiul in care actioneazd, ne oferd imaginea unui dervis,
apdrator infocat al credintei, care scos din mediul sdu, acela al
tekiei izolatoare, in care isi consuma rutina si obisnuintele, si
stramutat In mediul orasului, al tirgului printre negustori, in
alte case, in temnitd sau in afara orasului, se transforma intr-un
razvratit in sufletul caruia sdldsluieste deopotriva ura si iubirea
pentru aproapele, sentimente necunoscute pind atunci, si care
va trdi doar pentru a-si rdzbuna fratele ucis pe nedrept. De la
cdutarea ucigasilor fratelui sau, Ahmed Nurudin ajunge la
cdutarea propriei identitati, ingropatd undeva aldturi de
amintirile sale uitate si ignorate.

%6Ibidem, p. 363
7Ibidem
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Evident, o astfel de analizd nu epuizeazd opera, este doar o
etapd, insd una ce oferd deschideri si permite efectuarea de
analize cel putin surprinzdtoare. Am fost tentati mereu de
aceastd tema in primul rind datoritda faptului cd problema
spatiului si a timpului continud sd atragd si sa provoace, lucru
dovedit, de-a lungul anilor, de multitudinea de lucrari publicate
si de conferinte organizate pe tema cronotopului.
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SPACE AND CHARACTERS:
THE CONSTRUCTION OF INDIVIDUAL
EXPERIENCES IN D.H. LAWRENCE’S LADY
CHATTERLEY’S LOVER

Space and characters: the constitition of individual
experiences in D.H. Lawrence’s “Lady Chatterley’s
Lover”

Corina MITRULESCU

Abstract: The word proxemics was coined by the American
anthropologist Edward T. Hall in 1963 (“A System for the
Notation of Proxemic Behaviour”). Whereby he meant “the
interrelated observations and theories of humans’ use of space as
a specialized elaboration of culture”. A picture will
reproduce objects and people distributed in space, yet Hall is
interested in the “hidden dimension” of what Henri Lefebvre (“The
Production of Space”) would define as “perceived space’, its
subjective image in the observer. Nevertheless, the proxetics/
proxemics polarity - physical space versus perception of human
contact within a hierarchy of proximity - intimate, family,
institutional, public - seems to us to be a postwar elaboration of
psychologist Wilhelm Wundt’s physical image/psychical image
binary (“Sinnliche und {ibersinnliche Welt“ 1914). Modernist fiction
was epistemologically indebted to this school of physiological
psycbology (Wundt) or pragmatism (William James). D.H.
Lawrence is a case in point. In his notorious novel, published in 1928,
D.H. Lawrence investigates, among other themes, how personal
experiences can be shaped by space. The characters in “Lady
Chatterley’s Lover” and their interpersonal relationships are molded
according to the features of the spaces they inhabit or pass through
at different moments of the narrative. The varying modes of
connection between the characters and the spaces they populate are
formulated in terms of both distance and proximity.

Key words: Proxemics; Space Perception; D .H. Lawrence;
Interpersonal Relationships
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Space and setting have always been important components of
literary fiction because they do not only frame the story but they
also set the mood or a certain state of mind. Spaces, both indoor
and outdoor, generate meanings on public and private levels; i.e.
the individual is prone to fall under the influence either of the
cityscape’s magnificent architecture or the vastness of natural
spaces while at the same time experiencing occurrences generated
by the smallness of their private space.

The scientific and social transformations that the European
society underwent at the end of the nineteenth and the beginning
of the twentieth century generated transformations in human
perceptions of time and space. The notions of temporal and spatial
dimensions of reality became altered and ultimately disrupted,
thus resulting in an undermining of traditional ideas of a stable
universe. The anguish caused by these fragmentations and the
individual’s search for selfhood was captured by modernist writers
who succeeded through their works to give “expression to the
widespread and varied experience of liberation from old
frameworks of perception” (Eysteinsson & Liska, 2007, p. 251).

While modernist writers such as James Joyce and Virginia
Woolf were interested in altering the form of the novel by taking
space and time to the extreme, D.H. Lawrence was dedicated to
expanding the subject-matter of his books by including mystical
religious themes or straightforward descriptions of sexuality.
Lawrence became somewhat of a marginal figure of the
modernism that Joyce, Woolf, or Eliot came to define; and
although he rejected some of the modernist experimentation with
space and time while professing that the works of art should stem
from their author’s unconscious mind, his concerns stemmed from
the same historical and social context.

Lawrence became one of the leading practitioners of modernist
fiction through his efforts to depict sexuality in a realistic and
honest manner; his intention was to determine human mind to
liberate itself from the constraints imposed by various social
norms. Although Lady Chatterley’s Lover is not the typical
modernist urban-novel, its protagonist is in search of her own
identity and achieves a new type of selthood or individualism
through her sexual emancipation: by the end of the novel, Connie
Chatterley casts the burden inflicted upon her by the modern

198



Proxemicain literaturd

world (represented by the enclosed spaces at Wragby Hall) in
order to embrace the renewal that originates in nature.

The present study intends to analyse the functions of space in
Lawrence’s Lady Chatterley’s Lover and particularly how it shapes
the individual experiences of the main character. Stefania
Michelucci points out that “[t]he function of place changes
significantly in Lawrence’s artistic evolution, yet in all of his works
we see an opposition between places of nature and places of
culture” (2002, p. 4). Lawrence himself accentuated the
importance of places in his Studies in Classic American Literature
(indicate the year, please), where he explains that the relationship
between men and space acquires the form of an antinomic
structure, meaning that communities influence the places they
settle in while at the same time their own identity is shaped by the
very place they inhabit.

Space can mold interpersonal relationships enforcing certain
types of behaviour upon the people who populate it. The
connections that can be established between the characters in the
novel and the spaces they interact with are formulated in terms of
both distance and proximity.

The discrepancy in the characters’ impressions stems from the
fact that space is a ubiquitous element of human interaction and
communication and it reveals itself in modes of both physical and
psychological expression. The dichotomy of distance and
proximity translates itself in the dialectic of liberation and of
confinement which ultimately maps the relations between the
characters in the text.

The spaces Lawrence creates in his novel are perceived
differently by the main characters. Most of the action of the novel
is set at Wragby Hall, the estate of the Chatterley family. The
manor represents a source of bonding and confinement for Connie
who feels like a prisoner, while Sir Clifford “professed to like
Wragby better than London” (Lawrence, 2013, p. 15). For Clifford
the surrounding countryside, in spite of the “sense of isolation”
and of the fact that they were “cut off from those industrial
Midlands in which they passed their lives” represents a source of
inspiration.

One of the main topics in Lady Chatterley’s Lover is that related
to the lack of sympathetic connection between people. The author
emphasizes the fact that it is not only personal space that shapes
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the experiences of the protagonists but the entire modern world,
seen as an extensive space inhabited by people who have lost
touch with one another.

The novel begins by offering a colourless historical context of
post-war England and evoking Connie and Clifford’s past. Even
from the beginning, Lawrence stresses the idea that the modern
world is characterized by a loss of communication and feelings in
interpersonal relationships as a result of the traumas caused by the
Great War.We are told that Clifford Chatterley had become
alienated from the people around him as a result of being lamed
during the war: Connie and he were attached to one another, in
the aloof modern way. He was much too hurt in himself, the great
shock of his maiming, to be easy and flippant. He was a hurt thing.
And as such Connie stuck to him passionately. But she could not
help feeling how little connexion he really had with people.
(Lawrence, 2013, p. 15)

The reader can assume that the horrors of the war are at the
root of Clifford’s emptiness since, after six months on the front, he
was shipped back home “more or less in bits”. But whilst the war
had contributed to this lack of touch, it was not necessarily the
main cause for the problem. Lawrence points out that Sir
Geofffrey, Clifford’s father, had contributed to the expansion of
this lack of connection by isolating his family at Wragby: The
Chatterleys, two brothers and a sister, had lived curiously isolated,
shut in with one another at Wragby, in spite of all their
connexions. A sense of isolation intensified the family tie, a sense
of the weakenss of their position, a sense of defencelessness, in
spite of, or because of, the title and the land, they were cut off
from those industrial Midlands in which they passed their lives,
and they were cut off from their own class by the brooding,
obstinate, shut-up nature of Sir Geoffrey, their father, whim they
ridiculed, but whom they were so sensitive about. (p. 10)

Lawrence explains that the isolation of the place had shaped
Clifford’s personality accentuating his numbness and turning him
into a barren individual, unable to show natural sympathetic
connections with others and the world. Wragby Hall impoverished
their lives by generating a “strange denial of common pulse of
humanity” (p. 14).

200



Proxemicain literaturd

The pervasive feeling that one picks up while reading this novel
is that there is a great deal of uncertainty about the future.
Lawrence proves that modern human life had been depleted of
any profound meaning as a result of the loss of sympathetic
connections between people and also between them and the space
that surrounds them. Although the ending of the novel is rather
ambiguous, Lawrence suggests that reviving the sense of touch
between people might help heal the world after the horrors of the
First World War and bring about a more luminous social
environment.

The text abounds in fluctuations between claustrophobic places
(such as Wragby Hall) and extensive sights (such as those
provided by the woods and the surrounding countryside). We can
notice Clifford fuelling his energy from the so-called
improvements he makes to the colliery. He is drawing his
renewing vital force from the coal that comes out of the Tevershall
pit, i.e. from the inert world of minerals. By contrast, Connie’s
vigour is derived from the vibrant forest which is bustling with the
new life of the recently hatched pheasants.

This specific organization of the text based on polar oppositions
is easily recognizable because Lawrence manages to transcribe
feelings into spaces. During one of their walks through the park on
a frosty February morning, Connie and Clifford come to the edge
of the wood, bordered by old oak trees where the soil was padded
with crisp leaves. Clifford remarks to Connie that for him this part
of their estate represents the “true heart of old England” and that
his intention was to preserve it intact and “shut off from the world”
(Lawrence, 2013, p. 49, 48). One can say that Clifford stands as an
epitome for boundaries and restrictions because he manages, in a
few short paragraphs, to narrow down the wideness of the woods
to a constricted space just by using the power of his own will. He
wants the woods to remain “untouched” and therefore he hires a
gamekeeper to protect and take care of it. Gouirand (2017) points
out that when the keeper lets “Eros enter the wood bordering the
park of Wragby, Lawrence has us witness a return to primordial
reality, an attempt to escape the chaos characterising the modern
world by proposing tender sex.” The author also points out that
Wragby Hall and the woods act like opposing symbolic spaces
while Clifford Chatterley’s amputed body stands for the “parcelled
out space of an ever mutable England bearing the wounds of war.”
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Clifford’s inability to feel generates tension between Connie
and her husband; but even though she “stuck to him passionately”,
she realizes at the same time that their marriage is nothing more
than a “simulacrum of reality” (Lawrence, 2013, p. 19). The lack of
physical connection makes her find it increasingly difficult to
relate to her husband: He was not in touch. He was not in actual
touch with anybody, save, traditionally, with Wragby and, through
the close bond of family defence, with Emma. Beyond this nothing
really touched him. Connie felt that she herself didn'’t really, not
really touch him; perhaps there was nothing to get at ultimately;
just a negation of human contact. (p. 16)

Therefore, Connie becomes aware of the fact that she needs to
change something about her life, and it is precisely this
understanding that gives her the optimism to move forward:
physical touching connects her with the game keeper on a
profound level. She begins to feel that her life with Clifford is
nothing more than a replica of reality therefore she finds refuge in
the woods. Wragby Hall becomes an oppressing environment in
which Connie feels suffocated: Everything went on in pretty good
order, strict cleanliness, and strict punctuality; even pretty strict
honesty. And yet, to Connie, it was a methodical anarchy. No
warmth of feeling united it organically. The house seemed as
dreary as a disused street. (Lawrence, 2013, p. 17)

Wragby Hall symbolises Lady Chatterley’s spatial confinement
in the company of her disabled and impotent husband who soon
starts acting as a tyrant, demanding her presence at all time. Living
in this “simulacrum of reality” starts to transform Connie as she
“knew herself that she was going to pieces in some way. Vaguely
she knew she was out of connection: she had lost touch with the
substantial and vital world.” (p. 21) The woods become a space of
refuge, an alternate reality where Connie could kick “the brown
leaves of autumn” and pick “the primroses of spring” (p. 19). The
walks in the park where she can enjoy solitude and connect with
nature allow her to escape the dreary atmosphere at Wragby Hall
and reconnect with herself and the wider world.

Connie starts to seek the quietude of the woods more and more
consciously as she needs to move away from the world of fake
emotions that surround her at Wragby. She not only looks but also
starts to yearn for the serenity offered by the forest so she soon
begins to rush off across the park, to the woods where she could
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find refuge from the suffocating manor. In this sanactuary of peace
she experiences an epiphany when she accidentaly sees her
husband’s naked keeper washing himself at the back of his cottage,
unaware of her presence there. Seeing Mellors’s “slim back curved
over a big bowl of soapy water” Connie feels she is having a
“visionary experience: it had hit her in the middle of the body” (p.
77). But although her body senses the shock of this vision all the
way inside her womb, her mind urges her to ignore the sensation
even to the point of ridiculing it: “A man washing himself in a back
yard! No doubt with evil-smelling yellow soap! She was rather
annoyed; why should she be made to stumble on these vulgar
privacies?” (p. 78)

This vision of the naked gamekeeper washing himself in the
woods later leads Connie to observe her own naked body in a
mirror thus triggering the very starting point of her own
conversion that will eventually activate the discovey of her own
self. In the beginning she understands that her body was
becoming “dull and opaque”, an “insignificant substance” to the
point that “it made her feel immensely depressed and hopeless” (p.
83). She senses that an overwhelming absence of something she
cannot yet define is taking over not only her body but her entire
life. Subsequently she starts going to the woods as often as possible
in search of that particular thing or emotion that would make her
feel complete and full of life. The sense of lack that had gradually
instilled in her life starts to fade away from one visit to another as
her connection to the woods becomes stronger, providing her with
an experience that ultimately leads her to get a taste of the real
world.

Connie becomes fascinated with the new life she discovers in
the woods as she starts seeking not only the tranquility of the
woods but also the gamekeeper’s presence. During one of her
solitary walks she gets in touch with the primeval atmosphere of
the dampened woods. The spirit of the forest, this pure space,
unfolding in front of her, untouched by the bitterness of modern
world, determines a kind of inertia in Connie who does not want
to leave in spite of the heavy rain: She came to the clearing. No one
there! The hut was locked. But she sat on the log doorstep, under
the rustic porch, and snuggled into her own warmth. So she sat,
looking at the rain, listening to the many noiseless noises of it, and
to the strange soughings of wind in upper branches, when there
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seemed to be no wind. Old oak-trees stood around, grey, powerful
trunks, rain-blackened, round and vital, throwing off reckless
limbs. The ground was fairly free of undergrowth, the anemones
sprinkled, there was a bush or two, elder, or guelder-rose, and a
purplish tangle of bramble: the old russet of bracken almost
vanished under green anemone ruffs. Perhaps this was one of the
unravished places. Unravished! The whole world was ravished.
(Lawrence, 2013, p. 111)

Connie’s process of renewal happens simultaneously to the
seasonal rebirth of nature. The novel starts in spring and ends with
Mellors’s letter from September; this period coincides with that of
fruition in the natural cycle. The contact with this space influences
Lady Chatterly to such a degree that she even starts resenting her
husband whom she feels she has completely lost touch with. Her
feeling of aversion and the lack of passion eventually leads to a
“profound physical dislike” and she soon comes to realise that she
had married him because of the mental attraction she had felt
toward him. Now that this excitement had worn out, she “realized
how it had eaten her life away” (p.u5). As Gouirand (2017, p.)
suggests, “Connie’s instinctual being is now freed, she is open to
the sensuous potentiality of the self.”.

The spaces described in the novel can be mapped as a series of
concentric circles where the outer circle represents the turbulent
modern world epitomized by the industrial areas surrounding
Wragby Hall and Clifford Chatterley’s collieries while the inner
ring represents the pastoral world of Wragby Woods; at the centre
stands the sacred space of the cottage where Connie’s awakening
takes place.

Lawrence’s intention was to convince his readers that Connie’s
sexual regeneration coincides with her spiritual regeneration.
Humma (1990) argues that the wood acts as a sacred place that
“must impart its religious properties to the sexual activities taking
place there” (p. 86). By connecting the individual with nature,
Lawrence attempts to convey that the transition from
disintegration to integration is a process that can only take place
by connecting the individual with nature.

The opposition between the woods, as the main locus of the
novel, and Wragby Hall and Tevershall village as secondary spaces,
stands as a metaphor for the contrast between “the life of the body
and intuition” and “the life of the mind and reason” (Nakada, 2003,
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p. 74). Thus, Lawrence accomplishes an important point:
shattering the deception and cynicism that were characteristic to
the disillusioned landscape of the modern world in an attempt to
revitalize postwar England.
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BASM, CREDINTE POPULARE
SI STIINTA- FIC TIUNE






SPATIUL DE GRANITA SI
COMPORTAMENTUL MAGIC IN BASMUL
POPULAR ROMANESC CU ZMEI RAPITORI

DE FECIOARE
The Space of the Border and the Magical Behavior in
the Romanian Folk Tale with Dragons Stealing
Virgins

Petru Adrian DANCIU

Abstract: This study examines the comprising aspects of the proximity
state situated at the boundary between the sacred and the profane in
the folktale worlds, per se as many laws structured on either side of a
line that defines the concept of otherness. The proximity of these worlds
is in itself a tale with well-defined rules to be gradually revealed, from
one folktale to another, but having in common the motif of the
transcendence from the sacred to the profane or that of the
transcendence from the profane to the sacred according to the folktale
actants’ courses of action.

Keywords: dragon, sacred, profane, folktale, space

Plecand de la premiza cd expunerea orala a basmului
genereazd in primul rand o stare de trdire prin cunoastere a
sacrului, ea urmdreste sda poarte ascultdtorul, in acelasi timp,
spre o realitate basmicd sau ,Jume a basmului”, ultimd formula
de trdire 1n sacralitate. Pentru cd in esenta este aceeasi,
povestirea sau mai degraba mesajul ei se adreseaza tuturor celor
care s-au lasat ,amprentati” de limbajul basmic. Aici sunt inclusi
cei aflati incd in spatiul sacrului regional (de la sat) precum si
putinii ,adaptati” la structurile imaginarului, adica avizatii prin
stiintd ai lumii basmului. Acestia din urmd raman cunoscatorii
profani, catd vreme gnosisul basmic, in absenta oralitdtii, este
,dobandit” doar prin intermediul lecturii.Daca expunerea
basmului prin intermediul oralitatii este unicd, perceperea
mesajului se face, insa, diferit, in functie de ,calitatea”
auditoriului de a fi sau nu in re-cunoasterea - cuantificata mai
degraba prin trdire decat prin intelect — proximitdtii sacrului.
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Cu alte cuvinte, basmul nu se adreseaza necunoscdtorului
absolut (echivalent gnostic al prostului hylic), ci neofituluice
,<rezoneazd” cu lumea supranaturalului, capabil, deci, sa treacd
pragul.

1. Povestirea ca viu in actul initierii

Dincolo de calitatea povestitorului' de a se transforma in
autor de basm, nu de putine ori prin inserarea si compactarea
mai mult sau mai putin reusitd a unor franturi de actiune din
alte basme ori prin inserarea in continutul povestit a unor
elemente care tin, sd spunem, de ,stiintificul cotidian”, autorul
nu face altceva decat sa incerce ,prinderea” si ,ancorarea” in
propria povestire a auditoriului. Dacd pentru filolog aceasta
atitudine seamndnd mai degraba cu o tehnica prin intermediul
cdreia se urmdreste captarea atentiei pentru a-l introduce in
traditie pe neofit, din perspectiva povestitorului, ea trimite mai
degraba la creatie sau la procesul magic al vorbirii generator de
imagine vie. Avem de-a face cu suflul modelator al cuvantului,
capabil de a se revela in act, cuvantul sacru devenind continut
pentru profan. Pentru a prinde contur, acest logos-scdnteie a
lumii divine trebuie sa fie incubat mai inainte in povestitor, un
adevarat purtator de pnevma al lumii gnostice. Eliberat, fluxul
povestirii va trebui sa inunde recipientul sau neofitul al cdrui
suflet nu este complet trezit la recunoasterea realitdtilor ultime.
Cu alte cuvinte, trdirea basmicd face diferenta intre cunoastere
si recunoasterea acestor realitdti.

Procesul povestirii intentioneaza sa cuprindd concentratd in
singurul flux* intreaga paletd de imagini si sunete basmice
(sacre), proiectat asupra tuturor simturilor, dupd cum scopul

"Dupd cum vom vedea spre final, nimic mai mult decat o copie profand a
eroului basmic ce-si povesteste la nuntd isprdvile, el este receptorul
gnozei pe care, prin actul povestirii, o va transforma in traditie. Adevdrata
kabbalah, basmul suportd insertiile repetate, mai mult sau mai putin
inspirate (de sacru), ale diferitilor povestitori, fard a imbogdti in esentd, cu
mult, regia basmelor cu zmei rdpitori de fecioare.

2 Basmul trebuie sda marcheze. De aici ,plictisul” celor care deja stiu
povestirea, natural de vreme ce initierea, de la actul memordrii pand la cel
al trdirii, a fost deja primitd. Intrucit etapele au fost parcurse, pentru
acestia basmul nu se desacralizeaza prin reascultare, ci doar le va fi
indiferent.
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sdu este de a produce treptata ,,deconectare” din profan, pentru
a le transpunere trdirea in noul spatiu al sacrului basmic. Tot
ceea ce se ,percepe’ aici, la finalul basmului se ,decantaza” ca
gnozd. In acest proces, povestitorul aflat pe tot parcursul
relatdrii in sacru primeste functia de ,ghid” sau daimon capabil
de a directiona cu intelepciune, de la inceput pand la final3,
corecta (coerenta) initiere a neofitului.

La inceput, atat auditoriul (re)gdsit in profan, cat si gnosticul
sau povestitorul (aflat in sacru) se privesc fata in fata, ,din
afara”, fiecare aflindu-se in proximitatea granitei (initierea) care
le desparte lumile, la jumdtatea distantei ce face posibild
nasterea contactului (auzirea logosului). La fel ca in cazul
fecioarei rdpite de zmeu, simpatetismul magic asigura corecta si
completa derulare a procesului de initiere.Astazi putem vorbi
de un ,ateism basmic’doar In mdsura in care basmul doar se
citeste si nu se mai povesteste, iar despre ,autism”, in mdsura in
care, netrditd de povestitor, relatarea nu provoacd in auditoriu
reactiile ,firesti” ale intdlnirii cu sacrul: uimire, teama si
bucurie. Atunci cand aceste opozitii sunt depasite, efectul cel
putin terapeutic al basmului este pe deplin dovedit*.

Asadar, ambii sunt destinati> sa se gaseascd in proximitatea
spatiald a celuilalt. Am stabilit deja cd initierea ,conexiunii”,
identicd gestului de depdsire a granitei, se face prin rostire, un

3 Este si motivul pentru care un basm ,slab”, pierdut in amanunte ori, si
mai grav, fard final, nu se constituie ca initiere, probabil unul din motivele
pentru care povestile sunt considerate inca ,basme” sau ,prostii” fard
sens. O concluzie partial adevdratd, cdci relatarea nu si-a atins scopul
initiatic. Sigur, un rol important il are deopotrivd capacitatea neofitului de
a percepe lumea basmicd, dupd cum si numdrul acestora. Dacd dorim ca
basmul sd fie bine primit (insusit), spre exemplu, de o clasa de 32 de elevi,
este necesar un maxim efort din partea povestitorului pentru ca
magismul povestirii sd-i cuprindd pe toti. Numdrul mic asigurd reusita, de
vreme ce basmul nu se adreseazad tuturor, fiind astfel opusul procesului de
evanghelizare.

4Cf. Bruno Bettelheim, Psihanaliza basmelor. Traducere de Teodor
Fleseru. Bucuresti, Editura Univers, 2017.

5Cu privire la rolul vital al cunoasterii destinului in credinta noastra
populard, v. Nicula Chiper, Reprezentdri ale destinului in folclorul
romdnesc (Representations of destiny in Romanian folklore). Bucuresti,
Editura Saeculum 1.O., 2006.
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act cu scop ,recuperatoriu”, pornind de fiecare data dinspre
sacru spre profan. Profanul va raspunde la chemarea sacrului
iesind de bund voie (ca raspuns al simpatetismului magic
generat de logos) propria lume si depdsind, nu fdra ajutor,
granita, patrunde in sacrul unde urmeazd a se regasi pe sine.
Completarea de sine ar putea fi identicd androginului edenic, in
structura cdaruia, lipsite de orice eroare, animus si anima
functioneaza armonios, ca un tot unitar.

2. Pierderea si regdsirea proximitdtii

Inceputul si finalul actului initiatic ,dezorienteazad”. Criza
apare pentru inceput, in timp ce receptorul (neofitul) se
conecteazd la fluxul generat de logosul povestirii. Eliberandu-se
pe sine de gravitatia ~mundanului, el primeste
imponderabilitateaincontrolabild a zborului. Cine o face este
povestitorul, iar in basm e calul fermecat. Detasarea de cotidian
socheazd prin profunda derutd, orice reper cunoscut
evaporizandu-se nu in fata uneia, ci a mai multor perspective
(sau lumi sacrale), cu legi asemdndtoare cu cele ale profanului,
dar diferite prin raportul la o altfel de diversitate si prin
vechimea lor eonicd. El se lasd purtat de fluxul povestirii, ,un
zbor” de a cdrui magie cuvantul profan nu este lipsit total si de
care nu are cunostintd, regasindu-se intr-o lume la ale carei legi
se adapteaza.

,2Naturalizarea” cu lumea basmului presupune acceptia unui
tip specific de gnozd, al cdrei inceput se afla in profan. Evident,
odatd pdatruns in sacru, el are de-a face cu o cunoastere
superioard, dar nu total strdind profanului. Cu toate ca lumea
basmica este o altfel de fiintare, diferenta nu ar trebui sa fie
substantiald, caci altfel ea ar scdpa simturilor ,rdpite” din
profan. Socul asupra simturilor vine din diversitate si nu din
legile fundamentale pe care lumile, indiferent de stare (sacru/
profan), se structureazd.

Odata depadsit pragul derutei provocatd de noua realitate,
intreaga istorisire sacrd va fi parcursa cursiv pand la declicul
final, respectiv al doilea moment de derutd. Otpustul basmic
este un ritual de o extremd importantd, caci el inchide circuitul
fara a lasa ceva pe dinafard sau la ne-locul lui. In sens strict, el
rezoneaza cu reintoarcerea ulterioard a neofitului, acum a
gnosticului in profan. In sens spiritual finalul este insasi starea
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si momentul cind el este nevoit sa apeleze la reevaluarea
corectd trdirilor avute, pe care trebuie sd le pastreze in memorie
ca reale. Astfel, rimane initiat doar dacd va reusi sa treacd peste
incertitudinea provocatd de iluzoria falsitate a profanului,
capabild sa distorsioneze proaspdta experienta trdita.

Abia dupa ce va fi fost trecutd ispita aruncdrii in derizoriu
sau minciund a experientei trdite, initiatul devine credibil ca
povestitor. Perspectiva personald asupra alteritdtii basmice este
rodul expus al propriei experiente. In sine, ea este o stiinta, de
vreme ce aduce experienta personald ca dovadad a cunoasterii
altor lumi. Vorbim deci despre un statut ce face diferenta intre
povestitor si ascultdtor. Primul are credinta in propriile trdiri,
pe cand ultimul ia doar cunostinta de ele. El se va baza in sens
strict pe receptareapovestirii din perspectiva strictd a ascultarii/
lecturii, fapt ce-l obligd la o evaluare indirectd si restransa
practic la dezvoltarea unei viziuni stiintifice ce pierde gnoza
emotiei. Acesta ar fi si motivul pentru care basmele, pentru a fi
cunoscute prin trdire, nu se citesc, ci se asculta.

3. Ce se intampld in proximitatea spatiala a lumilor
basmice?

In basmele cu zmeii rapitori de fecioare, proximitatea se
naste din firescul apropierii celor doud spatii aflate in disputd,
prin fiintele ce le populeazd. Astfel, atat sacrul, cat si profanul,
in proximitatea granitelor ce le despart, genereaza proximitatea.
Ea este maleabila, functie de actiunile actantilor celor doua
tabere. Proximitatea ar putea fi definitd ca o stare a spatiului
unde, atdt de-o parte si de alta a lumilor, influxurile lor se
resimt cu putere. In acela51 timp, este un spatiu al starilor de
degradare si reconfigurare a fiintei in procesul de trecere peste
granitd. Intelegem proximitatea ca pe un terminal unde
consistenta specifica fiecdrei lumi in parte sldbeste, motiv
pentru care aici este atdt locul, cit si momentul grelelor
incercari care deschid si inchid ciclul intrigii basmice.

lesirea din profan se prezintd ca o ldsare in urma a tot ceea
ce este familiar si patrunderea treptatd intr-o spatialitate care,
desi ramane profand, isi pierde treptat din consistentd, primind
in aceeasi mdsura ,influxuri” straine pand la ceea ce numim
granita cu sacrul. Prin actul cdldtoriei, asistam la o deschidere
treptatd spre sacru, urmand ca, odata ce am pasit peste ,prag’
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(prin simpla trecere sau zbor), sd fim introdusi, lin sau abrupt,
in dimensiunea ,tare” a sacrului unde, in cea mai mare parte, se
deruleaza intreaga intrigd. Urmeazd inevitabilul deznodamant.
Ea este finalitatea ce se impune pentru a inchide cercul magic al
ritului expuneru orale. In acelasi tlmp, oferd echilibrul necesar
intre cauzd si efect®.Concret, vii sau moarte, personajele
basmice trebuie sd rdmana in dimensiunea cdreia i apartin,
restabilindu-se astfel echilibrul afectat de intersectarea celor
doua lumi.

Cu sigurantd cd in proximitate se deruleazd si urmatorul
exemplu cu privire la moartea violenta a zmeoaicei’ care, aflatd
in urmadrirea fugarilor ajunsi in profan, se opreste la limita
dintre lumi si cere sd-1 priveascd pe erou pentru ultima datd cu
intentia de a-i soarbe ochii/ sufletul®. El se afld acum protejat,
desi incd in proximitatea periculoasd a sacrului, totusi in
limitele propriei sale lumi, adicd in spatele zidului, granita
stare” ce-1 desparte de sacru. Este incd in pericol pentru cd se
afla in apropierea gdurii sau ,fisurii” prin intermediul cdreia
transferul absolut, uneori necesar, al fiintelor intre lumi este
permis. Aici are loc conflictul final cu adevirat important, in
urma ciruia se reinstaleazi echilibrul sau pacea mult doriti. In
cazul ,pasnicilor’actanti profani ai basmului cu zmei rapitori de
fecioare, constientizarea proximitdtii cu sacrul se certificd ori se
clarificd doar in urma actiunilor agresive initiate de ceilalti.

Rareori este afirmata locuirea zmeilor in profan. De cele mai
multe ori, dupd incursiunile in profan, ei se retrag in lumea de

Subscriem astfel parerii lui lon-Aurel Candrea care sustine cd basmele au
un caracter moral (Lumea Basmelor. Studii si culegeri de folclor romdnesc
[The World of Fairy Tales.Studies and collections of Romanian folklore].
Editie ingrijitd de Antoaneta Olteanu.Cuvant inainte de Alexandru Dobre,
Bucuresti, Editura Paideia, 2001, p. 94.

7 Fiintd imbdtranitd a elementului umed (feminin), moare ingerand prin
absorbtie cdrbunii (sau ,ghiuleaua” in cazul basnului Tugulea, feciorul
madtusil, in G. Dem. Teoforescu, Basme romdne (The Romanian fairy tale).
Editie ingrijitd, prefata si rezumate in limba francezd de Stanca Fotino,
Bucuresti, Editura Pentru Literaturd, 1968, pp. 42-43), ori drugului de fier
incins, simboluri ale tinerei masculinitati a eroului.

8 S4 fie vorba despre o reminiscentd a mitului orfic, prin care se
promoveaza interdictia celui de pe tardmul ,de aici” de a privi inapoi spre
y2lumea de dincolo”?
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dincolo. Modelul lor comportamental il imitd pe cel al invaziilor
barbare. In linii mari, basmele cu zmei rapitori de fecioare ne
lasd sd intelegem cd profanii au cunostintd de sacru, de vreme
ce nu se mird de existenta lui. In functie de distantd, el apare ca
indiferent, inaccesibil sau infricosdtor, de altfel tot atitea stari
de alterare ale (viziunii asupra) sacrului in lumea profana. Cert
este cd atunci cind este constientizat atdt prin legile si
constitutia fiintelor sale, el este ostil profanului. Fara ajutor, aici
,nu calca picior de om”, motiv pentru care in lumea de dincolo
profanul este strdinul sau agresorul care cu greu isi poate
ascunde intentiile.

In profan, dinspre proximitatea cu sacrul se resimte ,unda de
soc” a rapirii fecioarei, expusd ca fapt in basme prin ,zvonul”
raspandit in impdrdtie de tatdl disperat. Furtul fecioarei
,nevinovate” va fi, de fiecare datd, conditia (profand)
declansatoare de efect (in sacru). Actul rdpirii sau al ludrii in
posesie a ceea ce nu iti mai apartine va fi de fiecare data
incipitul basmelor cu zmei. Din perspectiva invingdtorului care
isi povesteste aventura in final, zmeii se fac vinovati pentru
raspunsul la o provocare venita din profanul cdreia nu-i poate
face fatd. Nu sacrul, ci profanul, prin refuzul de a fi activ sau
precis prin incapacitatea de a-si manifesta dorinta incubata in
fecioard, ajunsa la varsta deplinei maturitdti, constituie de
fiecare datd cauzddeclansatoare a repetatelor invazii ale
zmeilor. Stricto sensu, pasivitatea ,dospitd” a potentelor captive
in profanul tamp are ca efect in sacru dorinta acestuia de a le
elibera pentru sine. Fecioara este prototipul pasivitdtii
permanente, dovetitd atat in fata actului de rapire, cat si in fata
celui de recuperare. Natura ei saturnalica inhibd orice proces de
autodescoperire. Ea nu se poate cunoaste pe sine citd vreme
sinele i rimdne adanc cufundat in ,motaiala” produsd de aceste
forte.

Din perspectiva noastrd, pasivitatea este generatd de
imposibilitatea capacitdtii personale de a gestiona potentele
creatoare rebele din propriul corp, o materie prea grea pentru
sine, dar suficientd in consistentd pentru a le mentine captive.
Aceste stdri nemanifestate nu pot fi activate din proprie vointd
si transformate, cu atdt mai putin trasformate in energii
creatoare. Situatia se schimbd dupa rdpire cand, impreuna cu
trupul, rdman captive in creuzetul alchimic al castelului
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zmeului, adevarat centru al energiilor sacrului, singurele
capabile de control absolut. In profan, ele nu sunt altceva decat
,0 irosire” de valori creatoare, de vreme ce evita sa fie
,desdrtate” (fecioarele refuza cdsdtoria), dupa cum nu au vointd
proprie si nu se opun asalturilor dorintelor patimase ale zmeilor.
Pentru cd ,mocnesc”’, comportamentul lor in profan rdmane
atipic. Ele sunt atrase de tot ceea pofta activa dar nespusd isi
poate imagina. De aici, refuzul normalitatii, al tuturor cererilor
in cdsdtorie. Situatia lor este cu atdt mai criticd, cu cdt aceste
,exemplare” frumoase® sunt lipsite de initiere. Or, pentru a
initia e necesara scoaterea in afara (din profan) a acestor
potente in sacrul cu putere de ,exorcizare” a materiei care le
tine captive. Dacd in profan, potentele lor sunt ,mocnite” si ele
par bolnave, in sacru ele ,dospesc”, se vindecd, urmand sa
primeasca sens prin cdsdtoria cu zmeul.

Sigur, din perspecitva socio-antropologica, prin gestul rapirii
credintele  populare = romadnesti  recunosc existenta
comportamentelor deviante de la cutumele satului, plecand de
la cauza rapirii, o prosteasca incdpdtanare fetei de a refuza
maritisul si, implicit, de a-si asculta pdrintii. Efectul este petirea
de cdtre celdlalt, zmeul sau strdinul, ,incubul’omniprezent al
sexualitdtii interzise. Pand la experienta intalnirii cu sacrul,
fecioarele rdmdan totusi proprietatea profanului, chiar daca
disfunctionald, greu, daca nu aproape imposibil, de reintegrat.
Pentru aceasta este nevoie de un ,erou recuperator”, un barbat
nu doar curajos (viril), ci si intelept, care sa isi asume rolul de a
o recupera pentru profan (de a o aduce cu ,picioarele pe
pamant”) pe fecioara aflatd ,cu capul in nori”. Dincolo de
initierea social-profand cu tenta moral-patriarhald, pentru
sacrul basmic fecioarele rdman acea rara sursa de potente nu
doar creatoare de wumanitate - caracteristica unilaterala
specifica profanului -, ci si generatoare de specii, inca atribut
unic al sacrului. Retinem ca astfel de ,accidente” se intampla

9 Frumusetea lor este ,extrema”, de vreme ce aflaim c3 ,la soare te puteai
uita, dar la dansa ba”. Interiorul radiaza in exterior frumusete, una
superioard creatiei lumii materiale, semn cd fecioara este posesoarea unor
calititi la care nici un pamantean nu se poate ridica. Tensiunea
asteptdrilor ei trece dincolo de granita acestei lumi, iar rdspunsul, firesc,
vine din altd parte.
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aproape de fiecare datd in proximitatea sacrului, care uneste
cele doud ,imparatii”.

4. Legile granitei si ale proximitatii

Dacd in sens concret, proximitatea este apropierea spatiald
dintre doud teritorii sau vecinatatea la finalul cdreia se impune
,granita”, proximitatea basmicd este zona comund celor doud
spatii care include granita dintre acestea. Ea nu este granita, ci
doar spatiul situat de o parte si de alta ei, pand la limita unde
fiecare teritoriu intrd pe deplin sub incidenta propriile legi.
Proximitatea este, asadar, ,zona de confort” a sacrului cu
profanul, dupa cum granita devine centrul proximitdtii
despartind-o in doud. Mai mult decat atat, nu granitele sunt
cele care se extind, ci proximitatea impusa ca rezultat firesc al
asaltului ciclic si reciproc al celor doud stdri. Astfel, avem
exemplul elocvent al basmului Tinerete fdrd de bdtrdnete si viatd
fard de moarte, unde in drumul spre casd, eroul nu mai
recunoaste teritoriile dominate candva de fiinte fabuloase, caci
dupd disparitia acestora ,imparatiile” au fost ,diluate” in
mundanul profan.

In basmele cu zmeii rapitori de fecioare, proximitatea poate
fi ,cuantificatd” ca distantda in zilele petrecute pe drumul
parcurs de actantul uman pdnd la granita sau centrul perceput
fie fizic - munte, padure, mare curgere de apd, lac - fie
artificial-magic drept o constructie ,suspendatd” sub forma de
pod. Parcurgerea acestui spatiu pand la granita ori dincolo de ea
se mai poate face prin ascensiune si coborare.

Atunci cand vorbim de proximitatea cu sacrul, ne gandim si
la locul unde neofitului ii va fi incercat curajul, bundtatea si
rdbdarea. Chiar daca ele sunt virtuti (cavalaresti) ale lumii
profane, ele trebuiesc dovedite aici si inainte de trecerea
granitei dintre lumi. In timp ce spatiul-stare al granitei este
trecut, ele se transformd in trei verbe magice: a sti, a vrea si a
tdcea, la fel cum, odatd depdsit centrul, in proximitatea cu
profanul, ele se transmutd in cele trei virtuti crestine, credinta,
nddejdea si dragostea. Astfel, dacd, spre exempluy, in profan eroul
are nevoie de curaj (calitate mai degrabd intelectuald decat fizica)
pentru a-si incepe cdlatoria, pentru a trece granita, nu poate fi
altfel decat intelept, fapt in permanentd dovedit (prin ascultarea
daimonului, calul fermecat) prin insusirea gnozei transformatd in
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,2nhormd de credintd”. Apoi, inainte de a pdrdsi profanul, el trebuie
sa-si arate bundtatea, ardtand prin gesturi concrete empatie si in
acelasi timp respect fatd de tot ceea ce a fost adus in existentd,
chiar si fata de zmeii ce primesc astfel ,reactii” umane®. Rezultatul
este feedback-ul pozitiv primit in semn de recunostinta de la toate
aceste fiinte. In fine, esentiald in profan este rdbdarea, de vreme ce
aici timpul se dovedeste a fi, de cele mai multe ori, principalul ei
reprezentant.

La granitd, acolo unde timpul se suspendd, rdbdarea se
transmuta magic in tdcere, iar dincolo de granitd, ea va fi rasplatita
cu dragostea fecioarei, pentru cd, nu-i asa, dragostea pe toate le
rabdd, ,ea nu cade niciodata” (I Corinteni, 13, 7). Rezultd cd in
proximitdtile celor doua stari, despartite ca intreg de granitd,
calitatile psihice, spirituale si sufletesti ale eroului sunt incercate,
ele suferind in acelasi timp nuantari specifice fiecdreia dintre cele
trei situatii si care trimit de fiecare datd la pdstrarea aceluiasi
echilibru interior, indiferent de factori (v. tabelul).

Proximitatea Granita Proximitatea
profanului cu | dintre cele doua | sacrului cu
sacrul fiintari profanul

Curaj A sti Credintd

Bundtate A vrea Nadejde

Rabdare A tdcea Dragoste

Tabelul atributelor eroului in proximitate si in centrul sdu

Dincolo de normele sociale, legi care reglementeazd
comportamentul in profan, putem vedea in aceste atribute reflectii
ale legilor sacrului, superior profanului atat cantitativ, cat si
calitativ, de vreme ce basmul cu zmei rapitori de fecioare releva un
numdr de trei lumi din cele patru create. Cu toate acestea, insd,
sacrul pare a fi dependent existential de profan, intrucat rapirea
fecioarei 1i asigura continuitatea. Dupd cum se poate observa din
imaginea de mai jos, daca spatiile sacrale sunt interconectate
(granitele lipsesc), relatia profanului cu acestea se deruleaza in
proximitatea a trei granite. Geografia lor sacra nu este altceva
decat perspectiva profanului asupra a ceea ce intelege prin

1°Cf. Vasile Nicolescu, Starea liricd. Eseuri (The lyrical state.Essays), vol. I1.
Bucuresti, Editura Eminescu, 1984, p 42.
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notiunea de axialitate si, prin urmare, numai din aceasta
perspectivda le putem intelege in relatie. De vreme ce in
proximitate dispare ceea ce am numit interactiunea spatiilor
sacrale, notiunea de centru pentru acestea nu o mai reprezinta
granita.

4

sacrul ascendent
sau ,cerul”

2

sacrul continuum
sau ,linear”

sacrul descendent
sau ,lumea de dedesubt”

JHarta” lumilor basmice.

Cu alte cuvinte, plecind din profan, chiar dacd nuantate in
functie de moment sau stare, aceste legi vor ajuta eficient eroul
pe tot parcursul demersului recuperator. Legile sunt,
asadar,universale,cu toate ca nu par a se aplica eficient dincolo
de vatra sau centrul sacro-social al satului. Atat profanul cat si
sacrul, cu mici exceptii (zmeii ,uitati” in paduri sauin oricare
alta geografie constituite ca proximitate a profanului cu sacrul
sau cazul mosilor ,pierduti” in ,lumea de dedesubt” ori a fetelor
acum femei madritate cu diferite personaje fantastice), raman
reprezentantele fundamentale ale diferitelor tipuri de alteritate,
pastrand aceasta stabilitate pentru ca se supun unor legi comune
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ca fond. Astfel, baza acestor constructii std in legile ce le aduc si
mentin In existentd.

Putem vorbi de o ,axa” pe care cele patru lumi se construiesc,
motiv pentru care putem lua in discutie o ,lege universald”,
nuantatd in functie de directia spatiald unde se aplicd. Acesta ar fi
unul dintre motivele pentru care este posibild comunicarea si
deplasarea inter-mundi. Trebuie doar ca aceste nuante esentiale
pentru supravietuirea eroului la legea universald sa fie bine
insusite. Reusita supravietuirii nu este calitatea acestei lumi. Ea se
va gdsi dincolo de granita cu profanul, dar numai in mdsura in care
legile acestuia sunt urmate cu temeinicie pana intr-acolo, incat
intrusul va deveni ,frate de cruce”. In sacru, a cunoaste legea
inseamna trecerea de la ,vorba”, ,asimilarea de cunostinte”
(urmarea intocmai a sfaturilor), la ,fapta”. Totul se dezvoltd pe o
baza deja existenta dobandita cind eroul se afla in profan (cei
,sapte ani de acasa” reprezintd exact perioada cand basmele sunt
spuse copilului). Caldtoria prin lumi nu face altceva decat sd-si
,recalibreze” natural propriile legi la noile provocari fara a renunta
vreodatd la memoria identitara (,,sd nu uiti niciodata cine esti si de
unde vii”), permanentd fara de care nu exista drum de intoarcere.

Practic, ajungand in sacru, ,Fat-Frumos” nu face altceva decat
sa recunoasca originile propriei sale lumi, de vreme ce legile
profane sunt doar o ,reflectie” a celor divine. Descrierile
taramurilor basmice sunt cat se poate de plastice, un anumit tip de
materialitate asupra cdreia magicul cuvantului ori al gestului are
puterea de a o modela in forme specifice magiei simpatetice. Cert
este cd in credinta populard romdneascd nu apare nici o formula
expozitiva in care sa avem de-a face cu o spiritualitate pura, cum
intalnim, spre exemplu, in crestinism. Rezultatul: nu exista rai si
iad, iar moartea si riturile dedicate ei scapa registrului descrierilor
basmice cu zmei rdpitori de fecioare”, fiind inlocuita de somn (in

" Nu este exclusd din credintele populare. Ele pun accentul pe efectuarea
corecta a ritului de trecere, precum si pe cele de protecttie (cf. Gherasim
Rusu-Togan, Pdmdntul si ordinea lumii [Earth and the order of the world],
Bucuresti, Editura Fundatiei Culturale Libra, 2005, pp. 159-182). Basmului
ii lipseste moartea, pentru cd moartea este neantizare. Teoria noastra se
bazeaza pe faptul cd fapturile supranaturale prinse de eroul recuperator
isi manifestd frica fatd de moarte, pe care nu o personalizeazd, semn cd
moartea reprezenta in unele credinte populare insusi sfarsitul viului sau
disparitia completa. Teoria noastrd este dublatd de credinta basmicd in
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cazul eroului) ori de neantizarea prin ,crapare” (in situatia aceasta
aflindu-se ~ de  obicei zmeoaica uneori si  zmeii).
Hiperspiritualizarea materiei rdmadne straind credintelor noastre
populare, ,lumea de dincolo™, ca lume a spiritelor absolute,
neregdsite nici in basmul nostru popular. De altfel, orice incercare
in acest sens reprezinta aportul insertiilor dogmatice ale teologiei
crestine.

Din punct de vedere initiatic, cunoasterea sacrului nu survine
in urma unui act dezinteresat de credintd. Ea presupune urmadrirea
unui scop (a unui interes propriu), motiv pentru care este necesara
asimilarea treptatd de cunostinte, invatiturd de care se face
responsabil calul fermecat sau daimonul socratic. Dincolo de
practica descoperirii prin cunoastere/ gnozda menitd eroului
recuperator, rolul ,martorului”se reduce la acela de afura prin
ascultare, intampldrile expuse primind astfel ,efectul gnozei” sau
calitatea magica de prim povestitor. Este cunoscutd credinta
magicd dupd care ,meseria (de povestitor) se furd, nu se invatd”.
Furtul apare ca o consecintd ,a foamei” de care viitorul narator
suferd.De cele mai multe ori neinvitat la masa nuntasilor,
Jintrusul” va ,fura” gnoza, hranindu-se cu povestirea, motiv petru
care va deveni primul vector inductiv al sacrului in spatiul profan.
Se naste astfel primul creator de basm, de vreme ce gnoza care
initiaza va fi incastratd intr-o poveste de viatd. De fapt, plecand de
la insertia imaginatd a creatorului profan al basmului in nunta
basmica, noi, aflati acum la finalul expunerii ne regdsim in aceeasi
posturd, de a participa icognito la acelasi ritual al mesei in comun,
de unde primim in cadou darul povestirii. Nu avem cum sd nu
recunoastem aici o formuld ingenioasd de apostolat, de care
singurd oralitatea se face pe deplin responsabild. Doar in mdsura in
care se transpune in actul povestirii, povestitorul devine un
credincios, chiar dacd, aproape de fiecare datd cand se apropie de

viata fiird de moarte, semn cd moartea nu reprezenta nimic, fiind insusi
nimicul.

2 Datd fiind directia relativ pland a cdldtoriei, ,Jumea de dincolo” nu se
afld neaparat orientatd pe axa verticald a geografiei fizice profane, ci, in
cele mai multe cazuri, in continuarea, am putea spune, fireascd a
profanului. Daca granita dintre ele nu ar exista, sintagma si-ar pierde cu
totul esenta. Altfel, adverbul de loc nu isi are sensul decat in relatie cu
aceastd ,barierd”, existentd mai degrabd pentru profan, decit pentru
spatiile sacre.
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finalul expunerii, isi va manifesta incertitudinea, semn cd, in
esentd, povestirea, la fel ca initierea, nu este a lui. Avem de-a face
aici cu trdirea caracteristicd a profanului in permanenta
nesiguranta/ necredinta, cu ,foamea” de certitudine si dorinta de a
primi un ,,semn” (cf. Matei, 12, 38).
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REFLECTARI ALE SPATIULUI iN CONSTIINTA

Beyond boundaries: reflection of the space in the
consciousness

Alexandra GRUIAN

Abstract: The threshold, the border draws our acts and lives.
Philosophically, freedom can only be defined under the existence of the
limit. As a principle of organization, the limit explains the identity of
things and the existence of the universe. A world without boundaries is a
world of pre-existence.

To set boundaries means to reconfigure ourself as an Entity. The being
is a fragment that came out of the unlimited indeterminacy of Nothingness
receiving a limit. We have emerged from Nothingness and we tend to return
to it. The lack of tension between contrariness within the limits of our being
is synonymous with the abolition of the Cosmos, and therefore, with our
own oblivion. “A Cosmos is defined precisely by becoming, by movement.
(...) Not being conditioned by pairs of contrariness means enjoying absolute
freedom, absolute spontaneity.” (Mircea Eliade, “Mefistofel si androginul’,
p.108)

In order to study the connection between the characters of the
Romanian fairy tale and the universe they lived in, we will discuss the “Story
of the Pig” by Petre Ispirescu.

Keywords: fairy tale, threshold, boundaries

Pragul,hotarul, este cel care dd hotarareactelor si vietii noastre.
Din punct de vedere filosofic, libertatea poate fi definitd doar in
conditiile existentei limitei. Pentru Martin Heidegger, prezenta
limitei este cea care delimiteazd nefiinta de fiintare. Ca principiu de
organizare, limita explica identitatea lucrurilor si existenta oricarui
univers, asadar o lume fara hotar e o lume a prefiintei. ,Acesta insg,
faptul de a sta inaltat in sine insusi, de a ajunge la o situare ferma si
de a rdmdne in situarea fermd (Stand), grecii il inteleg drept

v »

fiintd”(sublinierile aut. - n.n.)!

'Martin Heidegger, Introducere in metafizicd. Traducere din limba
germand de Gabriel Liiceanu si Thomas Klininger, Bucuresti, Editura
Humanitas, 1999, pp. 86-87.
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A da hotare inseamna astfel a te constitui ca Eu, a lua nastere ca
fiinta, deoarece fiinta este o fardmad ce a iesit din indeterminarea
nelimitatd a Nimicului, primind o limita. Nimicul sau ,plenitudinea
care continea toate virtualitatile”si din care am aparut, este locul
spre care tindem, constienti fiind de faptul cd lipsa ,tensiunii dintre
contrarii’, in limitele fiintei noastre, este sinonima cu abolirea
Cosmosului si deci, cu propria noastra aneantizare.

Constantin Noica spunea cd ,orice fipturad este in limitatie, dar
spre a fi cu adevdrat trebuie sd treacd, dintr-o limitatie ce limiteazad,
intr-una ce nu limiteaza. Intru, care sugereazd tocmai o asemenea
limitatie ce nu limiteazd, este in fapt o intrebare.” (subl. aut. - n.n.)3
Interogativitatea ,«incarca» lumea cu posibil™. Tot datoritd ei
spiritul incearcd sa afle ,cum e cu putinta ceea ce este” si deci, care
sunt limitele tuturor lucrurilor care exista. Prin intrebare ne largim
universul, dar, in acelasi timp, ii cdutdam marginile. Suntem
determinati ca oameni si avem o naturd individuald care ne
ingrddeste, dar ne si obligd sd ne deschidem cdtre omenesc.
Suntem, deci, ,,0 inchidere ce se deschide™.

Scara apare in riturile de restabilire a echilibrului cosmic, de
stopare a haosului cu ajutorul fortelor cerului. Este simbolul unui
drum greu, de purificare, asociat ascensiunii si cobordrii, dar si o
legdtura intre lumea de aici si lumea de dincolo. , Ascensiunea
celesta prin urcarea ceremoniald a unei scdri facea probabil parte
dintr-o initiere orficg.”

Porcul cel fermecat, basm din colectia Petre Ispirescu’, face parte
din Ciclul ,Pdardsirilor sau Om-animal, tipul ,Amor si Psyche
(barbatul animal)’, combinat cu Ciclul ,Interzicerilor] tipul
,Camerei oprite’, din clasificarea propusd de Lazdr Sdineanu®, sau

*Mircea Eliade, Mefistofel si androginul, . Traducere de Alexandra Cunita.

Bucuresti, Editura Humanitas, 1995,p. 108.

3Constantin Noica, Sentimentul romdnesc al fiintei, Bucuresti, Editura

Humanitas, 1996,p. 10.

4Ibidem, p. 21.

5Ibidem, p. 5.

®Mircea Eliade, Imagini si simboluri. Eseu despre simbolismul magico-

religios, Prefatd de Georges Dumezil. Traducere de Alexandra Beldescu,

Bucuresti, Editura Humanitas, 1994, p. 59.

7Petre Ispirescu, op.cit., pp. 42-52.

8Lazdr Saineanu, Basmele romdne in comparatie cu legendele antice clasice
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425 A, in clasificarea internationala si cea a lui Adolf Schullerus®.
Povestea debuteaza cu imaginea unui impadrat, care avea trei fete si
care trebuie sd pdrdseasca palatul pentru a pleca pe campul de
lupta. Isi cheama fetele si, odatd cu cheile de la toate camerele
palatului, le impune o restrictie: ,numai in cdmara din fund, din
coltul din dreapta, sa nu intrati, cd nu va fi bine de voi."°Fata cea
mare nu respecta dorinta tatdlui si, fiind pdstrdtoarea cheilor,
deschide odaia interzisd. Camera se dovedeste a fi una lipsita de
stralucire, in discordantd cu restul palatului. ,Casa nu avea nici o
podoabd; dara in mijloc era o masd mare cu un covor scump pe
dansa, si deasupra o carte mare deschisa.™ Din aceasta carte fetele
isi afld destinul: celei mari ii este sortit sd se mdrite cu un fiu de
impdrat de la rasdrit, mijlociei cu un fiu de imparat de la apus, iar
,pe fata cea micd a acestui impdrat are s-o ia de sotie un porc.™
Sentintele par fara echivoc. ,Cartea de pe masa este (...) Liber Vitae
(subl. aut. - n.n.), Cartea Vietii, in care sunt scrise destinele tuturor
fiintelor din toatelumile.”3 Impdratul, pazitorul si pastratorul cartii,
ii cunostea deja continutul, de unde si interdictia fetelor.

Cartea, care contine tainele viitorului, nu poate fi pastratd decat
in Centrul Lumii, cdmdruta inchisd si fard podoabe, aflatd in
strafundurile palatului. Doar in acest loc este posibild ,ruperea de
nivel™si comunicarea cu ,Marele Timp al inceputului’, illud
tempus. ,Dar prin insusi faptul cd se transcende Universul, lumea
creatd, se transcende implicit timpul, durata, obtinandu-se stasisul,

si in legdturd cu basmele popoarelorinvecinate si ale tuturor popoarelor
romanice. Editie ingrijitdi de Ruxandra Niculescu. Prefatd de Ovidiu
Barlea, Bucuresti, Editura Minerva, 1978, pp. 230-238.
9Adolf Schullerus, Tipologia basmelor romdnesti si a variantelor lor -
Conform sistemului tipologiei basmului intocmit de Antti Aarne, Bucuresti,
SAECULUM 1.0., 2006, p.44-.
°Petre Ispirescu,Legende sau basmele romdnilor, Timisoara, Editura Facla,
1984, P. 42.
"Jbidem, p. 43.
2]bidem, p. 44.
BVasile Lovinescu, Creangd si Creanga de Aur. Editie ingrijita de Florin
Mihdescu si Roxana Cristian. Editia a doua, Bucuresti, Editura Rosmarin,
1996, p. 225.
““Mircea Eliade, Imagini si simboluri. Eseu despre simbolismul magico-
religios, p. 49.
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prezentul etern intemporal.” Prin patrunderea in odaia interzisd,
fetele intrd intr-un templuy, al cdrui altar este masa pe care se afla
Cartea Vietii, un templu in care timpul este cel al prezentului etern.
E un spatiu mitic, pastrator al destinului fetelor, consubstantial lor.

Axa destinului fetelor celor mari este una orizontald, de la
Rasarit la Apus, urmand drumul Soarelui. Marianne Mesnil
numeste acest drum ,Calea mortilor”. Etnologul vorbeste despre
doud planuri de realitate ,concepute ca omoloage, intre care se
stabileste, prin intermediul limbajului, o mediere ce face posibila
circulatia intre cele doud spatii.”® ,Calea Mortilor”, ce apartine
spatiului terestru, este reiteratd in itinerarul convoiului funerar de
la casa mortului pand la mormant. ,Geografia terestra™” stabileste
un raport orizontal, orientat pe directia est - vest, dupd modelul
drumului soarelui, lumea aceasta - lumea cealaltd, centrat pe
deplasarea corpului mortului. Existd un ,sens al vietii” - nou-
ndscutul care vine pe lume cu capul inainte, si ,un sens al mortii” -
mortul care pleaca cu picioarele inainte. ,Trecerea de la viata la
moarte apare deci, ea insdsi, ca o schimbare de directie, o
inversiune, o intoarcere.®

Pe de alta parte, traseul mezinei se inscrie in ,Calea sufletelor” ce
corespunde figurii astronomice a Cii Lactee. In decursul derularii
basmului, directia ascensionald a drumului fetei de impdrat va fi
sugerata de sfatul de a urma Calea Robilor, primit de la Vant,
situdndu-i destinul pe un ax vertical. In traditia populard, Carul
Mare este cel care duce sufletele pe lumea cealalta, iar ,dupa ce a
parcurs Calea Sufletelor (...) Carul se intoarce si isi inverseaza
sensul de mers.

Intors acasd, tatdl isi dd seama ca fetele i-au incdlcat porunca,
deoarece ,fica-sa cea micd din ce in ce sldbea si se posomora’, dar
,Ce s-a facut, s-a facut; vazu el cd acum o mie de vorbe un ban nu
fac?° Profetiile se implinesc si fata cea mare se casatoreste cu un fiu

Ibidem, p. 93.
Marianne Mesnil, Etnograful intre sarpe si balaur; Marianne Mesnil si
Assia Popova, Eseuri de mitologie balcanicd. Cuvant inainte de Paul H.
Stahl. Traducere in limba romdnd de Ioana Bot si Ana Mihdilescuy,
Bucuregti, Editura Paideia, 1997, p. 94.
7Ibidem, p. 102.
8Ibidem, p. 96.
9]bidem, p. 102.
*°Petre Ispirescu, op.cit., pp. 44-45.
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de impdrat de la rdsdrit, iar mijlocia cu fiul unui imparat de la apus.
Intr-o zi, la curte se aratd un porc, insotit de un intreg cortegiu
porcin si care declard cd ,,am venit in petit”. Imparatul, ,ciand auzi
de la porc asa vorbe frumoase indata isi dete cu pdrerea ca aci nu
poate sd fie lucru curat™si acceptd sd i dea fiica de sotie. ,Soarta
(subl. aut. - n.n.) actioneazad in numele demiurgilor gemelari, al
dualismului teocosmic si al deplinei libertati de actiune in cadrul si
limitele bunei incadrdari cosmice si antropocosmice. Autoritatea ei e
plenara, decizia ei, desi fard apel sau fdrd recurs, romdnii o accepta
uneori cu resemnare, alteori cu eroism moral.”*

Menirea fiecdareia dintre fete fusese stabilitd, iar acum, cunoscuta
fiind, trebuia acceptatd, trebuia gdsit rostul existentei. Spatiul
secret, intim al camdrutei din palat, prin actiunea fetelor, a fost intr-
un fel eliberat. Pastrdtor al destinelor, asumate prin patrunderea in
spatiul sacru, este indreptadtit sa le materializeze.

Tatal ,isi povatui fata sd se supund ursitei, cdci asa a voit
Dumnezeu. (...) Tu insa sa fii ascultdtoare, sa nu iesi din cuvantul
lui; cdci Dumnezeu nu te va ldsa sda chinuiesti mult timp..
Cuvintele impdratului par sd fie rostite cunoscand intreaga soarta a
fiicei sale. Supunerea mezinei este testatd intr-un fel de sotul ei, in
momentul in care, tavdlit ,in noroi pana s-a facut una cu tina, (...)
zise miresei sd-1 sarute. Biata fatd, ce sd faca? Scoase batista, il sterse
nitel pe bot si-l sarutd, gandindu-se sd asculte povetele tatalui
sdu.>* Noroiul este un ,simbol al materiei primordiale (subl. aut. -
n.n.)si fertile, din care, conform traditiei biblice, a fost plamadit
omul. Amestec de pamant si apa, noroiul uneste principiul receptiv,
apartindnd matricei (pamantul) cu principiul dinamizant, al
schimbdrii si al transformadrilor (apa).””> Trimiterile se fac tot spre
elementul primordial, spre matricea in care lucrurile si fiintele pot

2Jbidem, p. 45.
2Romulus Vulcdnescu, Mitologie romdnd, Bucuregti, Editura Academiei
Republicii Socialiste Romania, 1987, p. 163.
»Petre Ispirescu, op.cit., p. 45.
24]bidem, p. 46.
»Jean Chevalier, Alain Gheerbrant, Dictionar de simboluri. Mituri, vise,
obiceiuri, gesturi, forme, figuri, culori, numere. Traducerea de Micaela
Slavescu, Laurentiu Zoicas (coord.), Daniel Nicolescu, Doina Uricariu,
Olga Zaicik, Irina Bojin, Victor-Dinu Vlddulescu, Ileana Cantuniari, Liana
Repeteanu, Agnes Davidovici, Sanda Oprescu, Bucuresti, Editura Artemis,
1995, vol. 2, p. 349.
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sa primeascad orice forma.

Casa porcului ,era intr-o padure mare’, intr-un spatiu din afara
lumii create, cosmicizate. Padurea trimite la simbolurile inghitirii si
la regressum in utero. In basmul popular romanesc, orice trecere
dintr-o lume intr-alta se face prin punctul matricial, printr-un
regressus ad originem, o intoarcere la inceputuri, de unde se
cdlatoreste fie in lumea de sus, fie in cea de jos.

,Peste noapte fata imparatului simti cd langa dansa era un om,
iard nu un porc. (...) Porcul seara se dezbraca de pielea de porc, fara
sa simtd fata, si dimineata, pana a nu se destepta ea, el iard se
imbraca cu dansa.”*® Dupd o vreme, ,,cand simti rodurile cdsatoriei”,
fata se intdlneste cu o altd fapturd a padurii, ,0 babd cloanta
vrajitoare” Aceasta, sub pretextul cd vrea sd o ajute, o invdta cum sa
facd ,sd-i taie farmecele”. ,Tine icea, puisorul mamei, ata aceasta. Sd
nu stie el de dansa, ca n-are leac. Sa te scoli cand doarme el,
biniisor, si sd i-o legi de piciorul stang, cit se poate de strans, si sa
vezi, draga babii, cd dimineatd rdmane om.*” Fata de imparat fi
urmeazd sfatul, dar ,.cind sd strangd nodul, pac! Se rupe ata, caci
era putreda. Desteptandu-se, barbatul speriat ii zice: - Ce-ai facut,
nenorocito! Mai aveam trei zile si scipam de spurcatele astea de
vrdji; acum cine stie cat voi mai avea sa port aceastd scarboasd piele
de dobitoc. Si numai atunci vei da cu mana de mine, cand vei rupe
trei perechi de opinci de fier si un toiag de otel, cdutdndu-md, cdci
eu md duc. Zise si se facu nevazut.?®

Baba reprezintd feminitatea demonica. E o fapturd dinafara
oecumeniei, din spatiul patronat de haos si intuneric. E Talpa
ladului, ,zeita rdddcinii’, o ,rdddcind fard rdddcind, cdci n-ar fi
rdddcind dacd ar avea ea finsdsi rddacina”. Functiunea sa,
eminamente negativd, este aceea de declansatoare a unei initieri.
,In rolul ei negativ, "Baba’, "Harca’, reprezintd tendinta de
subversiune, de tardre in abis, de pulverizare. Dar daca, in procesul
de realizare initiaticd, Baba e "fixatd”, "mortificatd”, ea devine, fard sa
vrea si fdrd sa stie, rdddcina Arborelui axial™°. Orice edificiu
spiritual se ridica pe aceeasi dualitate primordiala intre Bine si Rau.

*6Petre Ispirescu, op.cit., p. 46.
*7[bidem, pp. 46-47.
BPetrelspirescu, op.cit., . 47.
*9Vasile Lovinescu, op.cit., p. 47.
3°Ibidem, p. 101.
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In lipsa Nefartatului, FArtatul nu poate clidi.

Cosmogonia romaneasca se bazeaza pe actiunea acestor ,doua
fapturi supranaturale gemelare: Fartatul si Nefdrtatul, sau doud
ipostaze spirituale ale uneia si aceeasi personalitdti divine, sau
dubla personalitate a aceleiasi divinitati primare. Fartatul si
Nefartatul erau de fapt expresii ale tendintelor contradictorii
proprii Haosului.”(sublinierile aut. - n.n.)** Primul lucru creat de
Fartat este Arborele Cosmic, Axa Lumii, sub care se afla Nefartatul.
In jurul lui s-a construit apoi Cosmosul intreg. Scoaterea Arborelui
Cosmic din apele primordiale se datoreaza unui accident
(aruncarea in apa de catre Fartat, intr-un gest de revoltd, a
toiagului sdu, care se transformda in arbore), dar demonstreaza
Demiurgului cd ,in Apele Primordiale exista stihiile lumii (subl.
aut. - n.n.), pe care le va putea astfel folosi in constructia
Cosmosului, incd nedefinit ca atare in imaginatia lui divind.”>
Pamantul a fost scos din ,stihiile Haosului” de cdtre Nefartat, in
numele Fartatului, la a treia incercare. Din turtita ovoidald de
pdmant fdcutd de Fartat, Nefartatul creeaza pamantul intreg in
incercarea sa de a-l ineca pe Fartat trdgindu-l in Apele
Primordiale. Cei doi fac apoi toate formele de relief, din surplusul
de tdrdand. Urmeazd cerul cu luna, soarele si astrele, pe care-l
sprijind pe arborele Cosmic si pe marginile pamantului. Pentru ca
acesta din urma sa nu se scufunde in apd datorita greutdtii cerului,
Nefartatul a inchipuit un peste urias, care sprijind pamantul.

Urmadtoarea creatie a Nefartatului a fost sarpele, despre care o
legendd spune ca a apdrut incoldcit pe raddcinaArborelui Cosmic.
Sarpele, deoarece il ispiteste pe Nefartat sa-1 omoare pe Fartat, este
aruncat in hdu si transformat intr-o spirald care inconjoarad
pamantul de noud ori, aparandu-l de ,prapddul apelor”. Se creeaza
astfel Calea Lactee. Spirala este ,Conceputd ca o imagine
schematicd a cosmosului (subl. aut. - n.n.), care se intinde in
spatiu si creste pe mdsurd ce se desface, pierzdndu-si un capdt in
haos (..). Centrul spiralei a devenit centrul potential al
cosmosului, al delimitdrii dezordinii de ordine, al miscarii
progresive a lumii spre periferia haosului, care simbolizeazd mitic
puterea creatoare a cosmocratorului principal, Fartatul, si a

3'Romulus Vulcanescu, op.cit., p. 240.
32]bidem, p. 243.
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extinderii treptate a puterii lui in haos.”? In opozitie, Nefartatul
creeazd vartejul, uraganul, sorbul apelor. ,Arhedemonii si spiritele
rele horesc in spirale (subl. aut. - n.n.), iesind din iad, in jurul
pamantului si in vazduh.”*

Legat de acelasi simbolism al spiralei ,se intrevede mitul Apei
Sambetei - un fel de Styx - care inconjoard pamantul de noua ori,
separandu-l astfel de ostroavele intunecate ale apelor cosmice, in
negurile cdrora falfiie umbrele rdtdcitoare ale mortilor ce nu-si
gdsesc linistea™s.

Aceasta lume este creata de fdpturi antagonice,
interdependente, care actioneazd in virtutea unor principii mitice
complementare. Acest lucru duce la ,dualismul arhaic autohton*,
in virtutea cdruia existd un echilibru prestabilit intre bine si rdu,
acesta din urma fiind necesar existentei, conturand-o.

Nodurile si funiile caracterizeaza divinitatile mortii. Printesa,
incercand sd se transforme in ,legdtor”, in suveran, rupe firul,
preludnd atributele Moiraei Atropos din mitologia greaca. ,Firul
este din punct de vedere simbolic in primul rand agentul care
leagd intre ele toate stdrile de existentd si pe acestea de Principiul
lor. (...) leagd efectiv lumea noastrd de lumea cealaltd.” (subl. aut. —
n.n.)¥” In momentul ruperii firului, toate legiturile dispar, porcul
vrdjit ramanand in lumea de dincolo, acolo unde trebuie sa fie
ciutat de citre sotia lui. In momentele de trecere (nasterea, nunta,
moartea), ,0amenii, ca mdsurd preventivd, nu trebuie sd poarte
nici un fel de nod asupra lor”®. Piciorul este un simbol al
autoritdtii si al fortei. , L' équilibre, grace a la station debout, est un
des traits les plus caractéristique de I'homme. Le pied este ainsi
symbole de 1'ame.??” Eliade*® vorbeste despre un complex magico-
religios al legdturii, cdruia 1i corespunde simbolul destinului uman,

3]bidem, p. 246.
34[bidem.
35]bidem.
38Ibidem, p. 235.
37Jean Chevalier, Alain Gheerbrant, op.cit., vol. 2, p. 51.
3¥Mircea Eliade, Imagini si simboluri, p. 138. i
3%Paul Diel, Le symbolisme dans la mythologie grecque. Etude
psychanalytique. Préface de Gaston Bachelard, Paris, Editions Payot, 1952,
p- 98. ,Echilibrul, datoritd posturii in picioare, este una din trasdturile cele
mai caracteristice ale omului. Piciorul devine astfel simbolul sufletului.”
4°Cf. Mircea Eliade, Imagini si simboluri, pp. 151-154.

230



Proxemicain literaturd

al arhetipului labirintului, cu tot ansamblul magico-ritual care
conduce spre ideea de primejdie, dificultate si moarte.

Fata de imparat pleacd in cautarea sotului ei, nu inainte de a-si
face opincile de fier si toiagul de otel. Datorita incapacitadtii sale de
a simti interventia exponentului haosului, se afld acum in varsta de
fier, pe care trebuie sd o consume, sd o ,toceascd”, pentru a regdasi
varsta de aur. Germenele ei il pdstreazd in pantec, prin copilul
nendscut. ,«Eul» feminin porneste in cautarea «Sine»-lui
masculin.”" Directia cdldtoriei sale nu este dinainte stabilitd,
Anima Mundi este atrasa de varsta de aur, e condusd de credinta
intr-o fortd supraumand care guverneaza umanul si de propriile
sale instincte: ,,...pleca incotro va duce-o voia Domnului si dorul
barbatului. Se duse, se duse, peste noud mari si peste noua tdri,
trecu prin niste paduri mari cu busteni ca butia, se poticnea
lovindu-se de copacii cei rasturnati si, de cte ori cddea, de atatea
ori se si scula; ramurile copacilor o izbeau peste fatd, crangurile i
zgdriase mdinele, si ea tot inainta, mergea si inddrat nu se uita™>.
Interdinctia de a privi inapoi este tipicd pentru orice initiere,
intorcandu-se, cel pornit in marea caldtorie, ar putea vedea
Eriniile. Descrierea drumuluiplin de obstacole sugereazd volutele
unei spirale ascendente ce o vor purta spre casa Lunii. ,Muma
santei Lune” o ajutd sd nasca.

Riturile lunare sunt in stransa legdtura cu cele ale fertilitdtii, ale
renovdrii naturii si timpului.,Simbolismul lunar a legat intr-un tot
unitar nasterea, devenirea, moartea, femeia, fecunditatea, viata
prenatala si cea de dincolo, ciclurile vietii umane si ciclurile
cosmice. Divinitdtile lunare patroneazd vegetatia, nasterile,
mortile, fertilitatea pamantului, cresterea plantelor.” Este firesc
deci carenovatiosi nasterea varstei de aur sd fie legate de Luna.
Simbol feminin prin excelentd, aceasta nu are cum sd stie unde se
afla barbatul ei, dar fata de impdrat e cdlauzitd sa meargd spre
rasarit, la santul Soare, care s-ar putea sd o ajute. Primeste, ca
merinde, o gdind friptd si este sfatuita ,sa nu piarzd nici un oscior,
cd-i va fi de mare trebuinta.”#* Aici femeia lasa o pereche de opinci,
tocite. O etapa a drumului a fost trecutd. Spre deosebire de Soare

“Vasile Lovinescu, op.cit., p. 232.
4*Petre Ispirescu, op.cit., p. 47.
“lvan Evseev, op.cit., pp. 234-235.
44Petre Ispirescu, op.cit., p. 48.
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sau de Vant, ambivalente, Luna este perceputain mitologia romana
ca o faptura pozitivd. Este singura de care fata de impdrat nu
trebuie sd se ascunda.

Drumul spre Soare este si mai dificil decat cel spre Lund. Mai
intdi ,merse, merse, prin niste cAmpii numai de nisip; asa de greu
era drumul incat facea doi pasi inainte si unul inapoi; se luptd, se
lupta si scdpa de aceastd campie, apoi trecu prin niste munti nalti,
coltosi si scorborosi; sarea din bolovan in bolovan si din colt in
colt. (...) Glodurile, coltii de munte, care erau tot de cremene, atat
ii zgdriase picioarele, genunchii si coatele, incat erau numai sange;
cdci trebuie sd va spun cd muntii erau inalti incat intreceau norii, si
pe unde nu erau prdpastii peste care trebuia sd sard, nu putea
merge altfel decdt suindu-se pe branci si ajutandu-se cu toiagul.”
Spre deosebire de Lund, care stdtea intr-o cdsutd, Soarele locuieste
intr-un palat. Caldtoria fetei se desfisoard pe aceeasi axa
ascendenta. Strdbate campiile de nisip, care imprimd un anumit
ritm sacadat, iar apoi repetitiile exprimd durata, intensitatea,
supliciului ei. Anima Mundi oferd muntelui sacrificul de sange.
Urcusul sdu, de-a lungul axului lumii, este impregnat de
repetabilitate (,din colt in colt”, ,din bolovan in bolovan”). Varsta
de Aur este pe cale sa apard din strafundurile padurii intunecate a
babei vrdjitoare. Dupa nasterea copilului, lumea incepe sd se
inscrie in spirala ascendenta.

Muma Soarelui o ascunde deoarece, asemenea capcaunilor,
Soarele miroase omul din alta lume. Tot ea ne descrie traseul din
fiecare zi al fiului ei: ,el dimineata std in poarta raiului, si atunci
este vesel, vesel si rade la toata lumea. Peste zi este plin de scarba,
fiindcd vede toate necuratiile oamenilor si d-aia isi lasa arsita asa
cu zapusald; iard seara este mahnit si supdrat, fiindcd std in poarta
iadului; acesta este drumul lui obicinuit, de unde apoi vine
acasd.”® Drumul Soarelui e incadrat de poarta raiului, rasaritul, si
poarta iadului, apusul. ,La mijloc de bine si de rau” se afla
pamantul, cu toate ,necurdtiile” lui. Rasdritul corespunde diminetii
umanitdtii, varstei de aur, iar moartea, varsta de fier, este
eufemizata in asfintitul astrului. Fiecare zi este o reeditare a
ciclului antropogonic.

Deoarece Soarele nu poate pdtrunde in padurile dese si

45]bidem.
46]bidem, p. 49.
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intunecate, mama cu pruncul ei este indreptata catre Vant, nu
inainte de a-si lepada o alta pereche de opinci si de a primi o altd
gdind, ale cdrei oase trebuie sd le pdstreze. Cu copilul in brate,
toiagul in manad si ,legdtura cu oscioarele” pe umadr, porneste spre
casa Vantului. Trimiterile catre arhetipul legdturii apar si in
aceastd parte a basmului. De aceastd data, oasele sunt cele legate,
sunt stranse impreuna intr-un recipient in care-si asteaptd
adevdrata menire. Cdlatoria spre Vant este si mai grea. Din muntii
de cremene tdsnesc flacdri de foc, padurile sunt neumblate, iar
campiile ,de gheatd cu ndmeti de zdpadd”. Fata de impadrat atinge
extremele, fiind nevoitd, asemenea samanilor, sa intrunte focul,
cdldura rugului, si gheata, frigul cumplit. I se testeaza astfel
rezistenta si perseverenta. Drumul sdu este unul in spirala: trece
prin padure pand la Lund, traverseazd campuri si munti pentru a
ajunge la Soare, iar apoi reface volutele splralel in drumul spre
Vant mergand prin munti, piduri si cAmpii. Intre volutele acestei
spirale se afld Anima Mundi care ocroteste germenele Varstei de
Aur.

Casa vantului, o adevdratd cetate, se afld intr-o ,vdgdund care
era intr-un colt de munte, mare de putea sd intre sapte cetdti intr-
insa. (...) Gardul care o inconjura avea o portitd.”#” Vantul pare sa
fie inchis intr-un dublu recipient: vdgduna si gardul care o
inconjoard. Se remarca discrepanta dintre marimea pesterii si
dimensiunile liliputane ale intrdrii. Pentru cei ce vor sa urce pe
lumea cealalatd, cel mai greu de escaladat este vazduhul, pentru ca
este ,conceput ca un mediu de tranzitie intre pamant si cer (...).
Vdzduhul eratara miticd a nimdnuisi totodata a tuturor fapturilor
mitice, in stare de alertd sau de atac la orice pretext de inciudare.”
(sublinierile aut. — n.n.)*

Femeia este ascunsd si de aceastd datd, pentru a nu fi simtitd de
Vant, dar acum afla unde se afld sotul ei: ,locuia intr-o padure
mare si deasd, pe unde nu ajunsese toporul incd; cd acolo si-a facut
un fel de casd, gramddind busteni unul peste altul si impletindu-i
cu nuiele™. Primeste incd o gdind, pentru a 0 manca, si sfatul de a
pastra oscioarele. Este povdtuita sd_urmeze Calea Robilor »Si sd
mearg3, si meargd, pAnd va ajunge”. Isi continu cilitoria urmand

47]bidem.
#Romulus Vulcdnescu, op. cit., p. 572.
49Petre [spirescu, op.cit., p. 49.
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spirala spre cerurile superioare, cu picioarele goale. Pentru a
ajunge in Raiul visat, la sotul ei, redevine ,Tota-Puri’, Omul
primordial. Varsta de fier se termind odatd cu tocirea celei de a
treia perechi de opinci, dar varsta de aur refuza sd se manifeste.

Ajunge la ,,0 poiand verde si frumoasa la marginea unei paduri”,
unde se odihneste, iar apoi , Intrd in padure. Nu se uita nici la iarba
cea verde si frumoasd care i mangdia picioarele, nu voia sa asculte
nici la pasdrelele ce ciripeau de te asurzeau, nu cduta nici la
floricelele ce se ascundeau prin desisurile crangurilor, ci mergea
dibuind prin padure.”> Acest codru nu are nimic din intunecimea
celui in care se afla casa porcului. E o imagine a Raiului. Dacd
inainte de a intra in padurea vrdjitoarei am avut imaginea
noroiului mare in care se tdvdlise porcul, acum ne apare poiana
verde. Prima poarta fusese una telurici, dar acum simbolistica
trimite spre poienile sacre. Cu picioarele goale, copilul in brate si
legdtura de oscioare pe umadr, fata de imparat rdtdceste pentru trei
zile In acest ultim cer. Urcusul sdu in spirala pe Calea Lactee a
purtat-o dincolo de Apa Sdmbetei, spre ,,ostroavele luminoase sau
albe in grddinile carora fapturi pioase traiesc in posturi si rugdciuni
pentru viitorul omenirii”™'. Pe ,Calea Laptelui” oamenii puteau
ajunge in Rai, urmand spirala ,cu multe piedici nebdnuite:
hartoape, prdpastii, pustietate, dar si cu multi monstri care tineau
calea cutezdtorilor pentru a-i descuraja sau goni 1napoi pe
pamant.”

Luna si Soarele nu stiau de existenta acestei paduri nu pentru
cd privirea lor nu putea pdtrunde dincolo de desis, ci pentru ca se
afla deasupra lor, intr-un cer superior. Vantul este ,sinonim cu
sufletul divin3, perceput in mitologia romdneascd ca ambivalent,
pe de o parte violent, aducator de boli (femeia trebuie ascunsa de
el), iar pe de alta parte, apare in imaginarul Paradisului si al Insulei
Fericitilor.

»Atat de mult era ruptd de oboseald, incat cdzu si rimase acolo
0 zi si 0 noapte fard sa miste, fara sd bea si sd mandnce ceva.”>* E o

5°Jbidem, p. 50.
5'Romulus Vulcdnescu, op. cit., p. 246.
52[bidem, p. 364.
33lvan Evseev, Dictionar de magie, demonologie si mitologie romdneascd,
Timigoara, Editura Amarcord, 1997, p. 484.
54Petre Ispirescu, op.cit., p. 50.
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moarte initiatica , ,un sfarsit urmat imediat de un nou inceput. Se
moare la un mod de existenta ca sa se poata accede la un altul.
Moartea constituie o ruptura de nivel ontologic si in acelasi timp
un ritual de trecere, intocmai ca nasterea si initierea.”»
Regenerarea este acum totald, toiagul, ultima reminiscentd a
Varstei de Fier, este tocit, iar femeii i se dezvdluie casa pustnicului,
sotul ei. ,Nu mai facu zece pasi si zdri cdtre un desis un fel de casa
precum ii spusese Muma Vantului. Porni intr-acolo si abia, abia
ajunse. Acea casd nu avea nici ferestre, nici usd.”® Urmeazd un
ultim urcus al femeii, cel pe scara de oscioare. Asemenea spiritelor,
ea trebuie sd patrundd in casd pe horn, prin Centrul case, acesta
fiind locul prin care se opereaza ruperile de nivel si patrunderile
dintr-o lume in alta. Gdina, pasare asociatd principiului feminin,
este un animal psihopomp, cdlduzd a sufletului spre lumea de
dincolo. Dar inainte de a pdtrunde in sanctuarul vegetal, tandra
trebuie sd-si construiascd o scard din oscioarele pastrate de la cele
trei gdini. Dar pentru cd a pierdut un os, fata trebuie sa-si aducd
propriul tribut de sange, degetul de la mana. Fara acesta, nu poate
intra. Odatd scara terminatd, poate incepe aceastd ultimd
ascensiune.

Surprins sd vadd scara de oscioare si degetul din varful ei, sotul
printesei ,facandu-se un porumbel, ca sd nu se lipeasca farmecele
de el, zburd pe deasupra fdrd sa se atinga de scard si intrd induntru
in zbor.”s” Apare aceeasi credintd potrivit cdreia spiritele, bune sau
rele, pot patrunde prin hornul casei. Porumbelul este un simbol al
dragostei si fecunditatii, al armoniei cuplului, dar si intruparea
Sfantului Duh. ,Devine un simbol al puritatii si imortalitatii
sufletului, debarasat de tot ce e terestru si de pacat. Este inima
celor drepti”>®.

,Scara este prin excelentad simbolul trecerii de la un mod de a fi
la altul.”™® Prin aceastd ultimd ascensiune, fata de impdrat
dobandeste Varsta de Aur, se realizeaza ruptura de nivel necesard
inceputului unui nou ciclu cosmic. In illud tempus se poate recrea

55Mircea Eliade, Mituri, vise si mistere. Traducere de Maria Ivdnescu si
Cezar Ivanescu, Bucuresti, Editura Univers Enciclopedic Gold, 2010, p. 56.
56Petre Ispirescu, op.cit., p. 50.
57Ibidem, p. 51.
58Ivan Evseev, op.cit., p. 383.
59Mircea Eliade, Mituri, vise si mistere, p. 122.
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lumea. Este momentul unui nou inceput, ,incipit vita nova”, cum il
numea Eliade, iar copilul este primul reprezentant al unui nou
ciclu antropogonic. Putem spune ca fata de imparat a purtat cu ea
scara incd de la inceputul ascensiunii ei, in legdtura de oase de pe
umadr. Urcusul sdu, prin mijlocul spiralei cosmice, a fost de fapt o
cale catre realitatea absoluta. ,In simbolismul scdrii, sunt implicate
ideea sanctificdrii, a mortii, a dragostei si a eliberdrii, fiecare dintre
ele reprezentand intr-adevdr abolirea conditiei umane profane,
deci o rupere de nivel ontologic: prin dragoste, moarte, sfintenie,
prin  cunoastere metafizicdi, omul trece, cum spune
Brihadaranyaka-Upanisad de la «ireal la realitate»”. La aceastd
adevdratd realitate a ajuns fata de impdrat, traversand toate etapele
despre care vorbeste Eliade. Pornitd din dragoste pe un drum
,incotro va duce-o mila Domnului si dorul barbatului”, martiriul
sau o conduce spre cunoasterea metafizicd a lumii prin moarte si
inviere.

Intorsi in impdrdtia pdrintilor, ciclul este definitiv inchis: de la
spatiul sacru al camerei pastratoare a Cartii Vietii, fata de imparat
a trebuit sa treaca prin padurea primordiald, teluricd, prin varsta
de fier, prin ostroavele apelor cosmice, pe Calea Robilor spre
padurea ocrotitoare a Varstei de Aur.
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ANTROPONIME SI NUME DE LOCURI SACRE
IN BASMUL ROMANESC

Anthroponyms and Denominations of Sacred Places in
RomanianFolktales

Cristina Ileana ILEA (ROGOJINA)

Abstract: Names of characters and denominations of sacred places in
Romanian folktales are not mere conventions the reader has to accept
unequivocally in order to play the reading game as it generally happens
in high culture literature. Since the primary function of a folktale is
apotropaic, the names of characters and the denominations of sacred
places are defined by their symbolic value, a value which concentrates
through language an entire system of ancestral worshipping and beliefs.
Sometimes, the character is the main definer of the space it unfolds. Other
times, it is just the opposite. The character and environment are influencing
one another and this is the reason why we consider that names and
denominations of places are efficiently analysed if they are taken into
consideration altogether, since the scheming of the folktale binds them
indiscrete.

Regarding the places represented in folktales, we agree that the
fantastic projections present in the narrative belong both to the human
world and to the other world as well. The contact between them displays
natural borders such as forests, rivers or seas, but oftentimes the characters
step imperceptibly into the other world. The coordinates of these possible
worlds generated by the reveries of an archaic mentality are autonomous;
the lands the characters reach have their own physical laws and
dimensions, sometimes overlapping the real world, the place where heroes
live. However, even in the human world, the characters feel the emanation
of the magic. The denomination process completes the narrative structure
of the folktale since some names of places are influenced by characters and
some characters draw their power from the sacred places they visit.
Keywords: Folktale; Denomination; Name; Sacred, Fantastic; Character

Tardmul de basm este o structura complexd care integreazd
elemente ce ar putea apartine lumii reale si fantastice deopotriva,
bazandu-se pe substratul mitic al naratiunii. Viziunea arhetipald a
spatiului este binard pentru ca acesta poate fi interior sau exterior.
Spatiul este un element crucial al procesului de initiere prin care
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eroul trebuie sa treaca. Initierea este un mecanism convolut, cu
mai multe etape. Asadar, eroul va caldtori de-a lungul taramului de
basm pana va indeplini toate sarcinile atribuite si va obtine
statutul de initiat. Initierea fiului de impdrat demonstreaza
capacitatea acestuia de a deveni viitorul impdrat, ludnd locul
batranului tatd. Drept conducator, eroul trebuie sa demonstreze cad
detine valori morale, cd este apt de luptd, sd aiba in posesie obiecte
magice si un cal ndazdrdvan si ca poate castiga mana unei fete de
impdrat sau chiar a Ilenei Cosanzene. Toate acestea demonstreaza
cd eroul este alesul si cd poate deveni, la finalul cdlatoriei sale
initiatice, impdrat. Chiar dacd in unele basme scopul eroului nu
este obtinerea impadrdtiei si a fetei de impdrat, spatiul este un
element component esential, a cdrui valoare poate fi sacrd sau
profand.

Taramul de basm este un conglomerat de piese sacre si profane
care se imbind armonios si natural. Mentalitatea arhaicd intelege
cd exista un spatiu in care trdiesc oamenii si altul, denumit in
general, celdlalt tdrdm, unde locuiesc fiinte fabuloase. Sub
influenta credintei crestine, spatiul sacru include resedinta lui
Dumnezeu si iadul in care sdlasluiesc fiintele demonice. Este
important insa de remarcat faptul ca celdlalt tdrdm nu coincide cu
iadul. In timp ce in iad rezida fiintele cu puteri malefice despre
care ne invata Biblia, in celdlalt tdram locuiesc atat fiinte malefice,
cdt si fiinte benefice, care pot ajuta sau impiedica eroul in a-si
indeplini sarcinile date. Pe langa locurile care denota spatii sacre,
existd si constructii care, prin natura lor, se instituie ca locuri cu
valente simbolice.

Numele de locuri, reflectate de antroponimul personajului,
afiseazd o ierarhie mitologicd. Zeii principali, precum Soarele,
locuiesc intr-o impdratie, in timp ce fiintele magice inferioare,
domnesc peste curti sau mosii. Sistemul divinitatilor supreme se
compune dintr-o familie diving, insd o particularitate a mitologiei
romdane este amestecul dintre credintele pre-crestine si cele
crestine. Spatiul locuit de zeii supremi este unul sacru, a cdrei
reprezentare in termeni umani ar fi impdrdtia. Romulus
Vulcanescu considerd cd zeii cei mai importanti ai mitologiei
romane sunt: Cerul Tatd, Pamantul Mumd, Soarele si Luna, Stelele
si apele sacre precum Dundrea, Marea Neagrd, raurile Olt si Mures.
Pe langa acestia, apar figuri de tipul mosilor si stramosilor, cu
echivalentele lor feminine, mumele si babele. Mosii, babele si
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mumele apar in basme intrucat aceste naratiuni extinse sunt
reminescente ale miturilor. Prin statutul de fapturi mitice, acestia
posedd spatii inferioare, comparativ cu zeii mari, la nivelul
reprezentatiei simbolice. Totodatd, taramul de basm este populat
si de figuri crestine, ale caror atribute se amestecd uneori cu cele
ale unor divinitdti antecrestine. Asadar, nu de putine ori il intalnim
pe Dumnezeu, ai cdrui pasi sunt purtati de Sfantul Petru,
colindand taramul de basm. In acelasi timp si spatiu, adicd in
acelasi basm, intdlnim figuri feminine cu aspectul unor divinitdti
primordiale, ale cdror atribute imprumuta calitati crestine. Acelasi
lucru se observa si in cazul echivalentelor masculine, a semizeilor
de tip Santilie, Sdngiorz, Sinmedru, Santoader, care doar poarta
antroponime ce provin de la sfintii crestini. Se observd, asadar,
acea autohtonizare a crestinismului despre care vorbea Lucian
Blaga, sau tolerarea unor pseudo-sfinti, dupa cum afirmda Romulus
Vulcdnescu in studiul sdu asupra mitologiei romane. Locuinta
divinitatilor crestine este Cerul, dar acestea coboara pe taramurile
basmului atunci cand eroii au nevoie de ajutor.

Antroponimele si numele de locuri sunt structuri cognitive
deoarece basmul urmaregte un tipar mitologic, care functioneaza
prin gandirea simbolicd. O analizd lingvisticd ar dezvalui prea
putine informatii dacd aceasta nu ar fi urmatd de o ancheta
mitologicd. Daca ,omul sfinteste locul”, atunci geografia basmului
nu ar fi la fel de semnificativa fara studiul personajelor. Uneori, un
spatiu este definit printr-un antroponim. Din acest motiv
consideram ca numele eroilor si numele locurilor din basmul
romanesc trebuie analizate impreund, cu scopul de a dezvalui
semnificatii noi. De exemplu, impdrdtia lui Rosu-impdrat este un
spatiu periculos, unde eroul trebuie sa indeplineascd sarcini
multiple pentru a cdstiga mana fiicei de imparat si unde viata sa se
afld constant sub amenintare.

Dupa cum aminteam anterior, Soarele este una dintre cele mai
importante figuri mitologice. In basme, locul unde Soarele se afla
este tara Soarelui sau impdrdtia Soarelui. Uneori, locuinta Soarelui
este descrisd ca un palat, iar acelasi lucru se poate afirma despre
Lunad. Luna, divinitate feminind, a cdrei importantd in panteon este
similara cu cea a Soarelui, locuieste intr-un palat sau intr-o colibd.
Numele care denumesc locuintele divinitatilor sunt de mare
insemndtate pentru intelegerea raporturilor dintre palierele
mitologiei. Putem, astfel, remarca importanta atribuitd Soarelui si
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aspectului solar prin prisma locului unde este plasat in basm si
simbolistica sa. Palatul Soarelui poate fi rivalizat doar de palatul
Dumnezeului crestin. Uneori, Soarele este asimilat de eroii din
basm, acestia prezentand atributele sale. Trasaturile solare ale
eroului pot fi regdsite ca madrci ale corporalitdtii. Urmd galbend,
erou solar, lasd in urma pasilor sai amprente ale solaritdtii.
Remarcabil este faptul cd, potrivit basmului, nasul acestui personaj
este insusi Dumnezeu, subliniind o contradictie in sistemul
credintelor. Desi crestinat, basmul poartd reminescente primitive
in care cultul Soarelui ocupa locul suprem in sistemul divin.
Aspectul solar apare in basm si in cadrul descrierilor corporale:
eroul are ,parul de aur” si haine cu atribute divine - ,,cu Soarele in
piept, cu Luna in spate si doi luceferi in umeri™.

Singurul personaj cu care eroul impdrtdseste caracteristici
comune (vitejie, posesia armelor si a animalului fabulos) este
impératul, chiar tatil eroului in cele mai multe cazuri. Impdratul
este conducdtorul tardmului oamenilor, la fel cum Soarele este cel
care conduce universul arhaic si este cea mai importantd figurd
sacrd a panteonulul Impératul conduce un domeniu care primeste
numele generic de impdrdtie. Imparatiile din basme, indiferent de
natura lor umand sau sacra, denumesc spatii vaste, ale cdror
granite sunt vagi, uneori chiar indistincte. Marginile acestora se
suprapun cu vamile celuilalt tdram si de multe ori eroii pdsesc pe
nesimtite in acesta. Impdratiile din basme nu au nume propriu-
zise, ci se definesc prin antroponimul celui care domneste peste
acele domenii: impdrdtia lui Verde impdrat, impdrdtia cerurilor,
impdratia Zorilor, chiar si impdrdtia lui Dumnezeu. Se observa cd
acestor spatii le lipseste individualitatea, insa o obtin atunci cand
se definesc cu ajutorul unui antroponim.

Curtea este un alt element recurent care intra in componenta
numelor de locuri din basme. Curtea, din punct de vedere
semantic, implica ideea de protectie sau apdrare a unui spatiu,
avand astfel o valoare simbolica. Curtea din basme nu reprezinta
curtea de tip medieval a unui rege. Din punct de vedere simbolic,
curtea are o valenta porzitivd atunci cand apartine unui om sau
unei entititi sacred. In celdlalt tdrdm, curtea isi pierde trisiturile
pozitive, devenind un spatiu negativ, vatamdtor pentru erou.

'Petre Ispirescu, “Fat-Frumos cu pdrul de aur”, in Legendele sau basmele
romdnilor, Bucuresti, Editura Polirom.
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Curtea poate fi echivalentul impdratiei intrucat cele doud concepte
apar in mod interschimbabil in diverse basme. Ea prezinta aceeasi
lipsd a individualitatii precum impdrdtia, atunci cand nu este
insotitd de un antroponim.

Alt spatiu este determinat de notiunea de casd. Este, in mod
natural, un termen comun pentru a descrie locuinta cuiva care
apartine taramului oamenilor. Cu toate acestea, o casa poate fi
detinutd de fiinte mitologice; acest fapt denotd o incercare de
umanizare a divinitdtilor din panteonul romdnesc. Viziunea
arhaicd este simplista si reflectd tendinta de oranduire a tuturor
lucrurilor dupa modul in care o fac oamenii in viata de zi cu zi.
Deci, Soarele poate locui intr-o casd, iar acelasi lucru este valabil si
pentru Dumnezeu. Divinitatile mai putin importante, care apar in
basmele romanesti, posedad case. Si pentru acest spatiu se pune
problema individualitatii, la fel ca in cazul impdratiei si curtii.

Spatiul in care locuiesc babele si alte fiinte fabuloase este
celdlalt tardm. Conform studiului sau?, Ernest Bernea descrie acest
spatiu ca fiind dintr-o altd lume, dar nu este acelasi lucru cu iadul.
Este un spatiu deosebit, cu dimensiuni si legi proprii. Pe de alta
parte, Jean Chevalier si Alain Gheerbrant? il descriu ca spatiul in
care se duc sufletele celor trecuti in nefiintd, asimildndu-l cu
spatiul vietii de apoi. Victor Kernbach considera ca ambele spatii
(atat taramul oamenilor, cat si tardmul celdlalt) pot fi plasate in
acelasi plan al existentei, dar ele difera si taramul celdlalt nu
reprezintd nici raiul, nici iadul crestin, ci este mai degraba o lume
magica paraleld*. Informatii privitoare la celdlalt taram sunt
furnizate de povestitori si notate in antologii de cdtre folcloristi.
Spre exemplu, in colectia lui I. Oprisan, un povestitor afirmd ca
taramul celdlalt este populat de zmei si de alte fiinte fabuloase.
Tardmul celalalt pare a fi situat sub pamantul oamenilor.> Accesul
la aceastd lume se poate face si prin puncte care strapung cele

Ernest Bernea, Spatiu, timp si cauzalitate la poporul roman, editia a II-a,
Bucuresti, Editura Humanitas, 2005.
3Jean Chevalier, Alain Gheerbrant, Dictionar de simboluri, mituri, vise,
obiceiuri, gesture, forme, figure, culori, numere, vol I-III, Bucuresti, Editura
Artemis, 1995.
4Victor Kernbach, Universul mitic al romdnilor, Bucuresti, Editura
Stiintificd, 1994.
5I. Oprisan, Basme fantastice romdnesti, vol V, Bucuresti, Editura Vestala,
2006, pp. 133-134.
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doud lumi (prin gauri, la capdtul pamantului). Alt povestitor
afirmd ca tardmul celdlalt este un loc in care sdldsluiesc felurite
lighioane si lucruri urate, un loc unde se intampld numai necazuri
si unde poti intalni sdlbaticiuni. Cu toate acestea, existd si palate in
care locuiesc divinitati feminine, locuinte care nu se intalnesc pe
taramul oamenilor. Celdlalt taram este un loc sacru; desi acolo nu
existd Soare, acesta este luminat prin vointa divind.

Atunci cand discutam despre categoria babelor trebuie sd avem
in vedere atat antroponimul cat si spatiul in care locuiesc. Intr-un
alt studiu® am analizat, din punct de vedere lingvistic si mitologic,
antroponime care denumesc entitdti sacre de tipul babelor.
Analiza noastrd a condus la cdteva idei in legdtura cu mecanismul
procesului de denominatie a unor personaje ca Baba Cloanta, Baba
Harca, Vdjbaba, Baba Babelor de la sfdrsitul lumii, Baba Cioarna,
Baba Rdcoare. Toate aceste babe au o valoare simbolicd multipla.
Dupd cum s-a observat in studiul mentionat anterior, babele
prezintd trdsdturi materne la fel ca Muma Pddurii si se pot
distribui in doud categorii: babele fird nume, la care se noteazd
tendinta de a ajuta eroul de basm spre a-si indeplini sarcinile si
babele care poarti nume, la care se noteaza caracterul malefic. In
aceasta lucrare vom lua in considerare doar a doua categorie
datoritda antroponimelor pe care le au aceste personaje de basm.
Aspectele materne ale babelor sunt redate prin existenta
progeniturilor lor. Baba Cloanta este, in unele basme, mama
zmeilor. Majoritatea babelor au fiice care nu poartd nume, insa isi
ajutd mamele sd ingele eroul. Chiar si lipsa antroponimelor trebuie
evidentiata atunci cand analizim personaje cu atribute divine.
Analiza semantici a numelor de babe mentionate anterior
dezvaluie trasdturi comune. Toate antroponimele implicd semele
/batran,a/, /uzurd/ (a hainelor), /obiect ascutit/ sau /obiect de
tdiat/. Ce este si mai interesant este faptul cd, din punct de vedere
etimologic, toate numele pe care aceste babe le poarta sunt
cuvinte imprumutate de origine slavd. De aceea, credem cd aceste
babe sunt reprezentari arhaice pan-slave, mitologeme care sunt
atat de vechi(si au circulat in tot spatiul est-european), incat s-au

SCristina Ilea (Rogojind), Considerations on the Anthroponymy of Sacred
Figures in Romanian Folktale, lucrare prezentata la Conferinta
Internationald Polifonii culturale, editia a IV-a, Constanta, Romdnia, 2018,
in curs de publicare in volumul conferintei.
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integrat in tesdtura mitologiei romane. Babele noastre dezvolta
trasaturi similare cu baba Yaga a rusilor. Ele derivd din divinitati
primitive, fiind exilate la capdtul tdramului celalalt si prezinta
trasaturi de tip deus otiosus. Scenariul de basm care implica
aparitia acestor personaje se deruleazd astfel: eroul are nevoie de
un cal ndzdrdavan pentru a-si duce la bun sfarsit sarcina. Aceste
babe posedd o herghelie fabuloasd, insa locuiesc intr-un spatiu
sacru periculos. Herghelia babelor se afla la capatul lumii, in
celalalt taram, iar babele locuiesc in cdsute, colibe ori bordeie. Caii
babelor sunt nazdrdvani, alearga ca vantul si ca gdndul, pot zbura
sau au doud ori mai multe inimi. Locatarele acelui spatiu fantastic
(babele si fetele lor) prezintd caracteristici canibale, redate prin
imaginea gardulul care inconjoard locuinta lor i care este alcdtuit
din tepuse in care sunt infipte capete de oameni. In unele basme se
povesteste cd sufletele oamenilor, care au ajuns pe tdaramul
babelor, sunt pastrate de acestea intr-o covatd. Covata este un
obiect magic, in care, potrivit unor basme, baba se ascunde pentru
a nu fi gasitd de erou sau pentru a-si regenera puterile dupd o lupta
cu acesta. Covata poate fi simbolic echivalentd cu oala care are uz
ritual. Oala rituala poate fi folosita doar de persoane initiate (ca
vrdjitoarele), pentru cd poate gazdui spirite. Acelasi fenomen este
intdlnit in basme in cazul covetii in care sunt captive spiritele
vitejilor care au ajuns pe taramul celalalt si au fost pacdliti de babe.

Muma Padurii este o fiintd mitologicd a cdrei locuintd este, in
general, padurea necdlcatd de om. Veneratd in trecut ca Mare
Zeitd, Muma Pddurii are atribute malefice, patronand spiritele rele
care populeazd pddurile. In unele basme descrierea ei o aldturd
bestiilor din pricina urdteniei si a parului care ii creste pe corp.
Desi are aspecte materne (unele naratiuni atestd si personajul Fata
Pddurii, fiicdA a Mumei Pddurii), ea este condusd de instincte
antropofage, dezvoltand tendinta de a consuma oameni. Spatiul in
care locuieste aceastd fiintd este denotat de antroponimul sdu.
Tendint;a de a umaniza aceastd figurd mitologica reiese din faptul
cd ea poseda o casd, unde pdstreazd inimile oamenilor pe care i-a
consumat. Intr-un numér limitat de basme, Muma Pddurii trdieste
in varf de munte, spatiu sacru aflat in proximitatea Cerului, si se
arata binevoitoare fatd de erou, dacd acesta o ajutd. Stelian
Dumistracel examineazd numele Muma Padurii si conchide ca
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acesta prezintd o evolutie semanticd influentata de crestinism’. La
inceput, conotatia numelui nu era una negativd. Investigand
ocurenta personajului in basmul romanesc, s-a observat ca exista o
dihotomie in privinta credintelor despre acesta, avand in vedere
caracterul benefic. Stelian Dumistrdcel considerd cd trasdturile
negative i-au fost atribuite intr-o incercare a crestinismului de a se
impune in teritoriul ocupat de poporul roman. Credem cd lupta
crestinismului pentru a ocupa statutul de cult religios oficial si
unic in fosta Dacie a dus o campanie de stergere din memoria
autohtonilor aproape toti rezidentii panteonului pagan si i-a exilat,
pe unii dintre ei, pe taramul celdlalt. Divinitatile care au ramas au
imprumutat nume de sfinti crestini, suferind o metamorfoza (cum
este cazul lui Sdntoader, Sdntilie, Sdnpetru etc.), supravietuind
distrugerii instituite de cultul crestin. Incd din 1895, Lazar
Saineanu afirma cd Maica Domnului a inlocuit zeitatea primitiva si
entitatile mitologice bune au fost inlocuite de sfinti si cele rele de
diavol si subordonatii sai. Tranzitia de la Muma Padurii la Maica
Domnului este explicabild, intrucdt ambele conserva atribute
protective si vindecdtoare, iar antroponimele lor contin termenul
mamd, sugerand natura materna.

Existd si alte divinitdti care pot fi introduse in categoria
mumelor: Muma Crivdtului Muma Vantului Turbat, Muma
zmeilor, Muma vdantului de primdvard,inclusiv Mama Soarelui.
Acestea sunt, din punct de vedere lingvistic, inovatii care urmdresc
tiparul Mumei Padurii. Aceste divinitdti feminine sunt temute de
oameni i, in basme, primele trei sunt malefice, in vreme ce
ultimele doua ajuta eroii. Si acestea populeaza celdlalt tardm, insa
nu ocupd spatii la fel de bine definite ca alte personaje mitologice.

Femeile sfinte au un statut special in mitologia romand. Cu
toate cd antroponimele lor insistd asupra sorgintii crestine, ele
sunt zeitdfi mult mai bdtrane, apartindnd panteonului pdagdan.
Discutdm despre personificdrile zilelor sdptamanii, care incep cu
Sfanta Luni si se incheie cu Sfanta Duminicd. Cele mai importante
sunt Sfanta Miercuri, Sfanta Vineri si Sfanta Duminicd, avand cea
mai mare frecventd in basme. Ele sunt considerate cele mai
benefice dintre sfinte, ajutand protagonistul la nevoie. Conform
credintei populare, zilele de marti si sdmbdtd sunt rele si sunt

7Stelian Dumistrdcel, Lexic romdnesc. Cuvinte, metafore si expresii,
Bucuresti, Editura Stiintifica si Enciclopedicd, 1980, pp.83-89.
245



Proxemicain literaturd

patronate de zeitdti feminine bizare precum Martolea. Simbata
este insd o zi potrivitd pentru pomenirea mortilor (Sdmbdta
Mortilor), favorizaind comunicarea celor in viatda cu defunctii.
Sfanta Luni si Sfanta Joi, surori cu celelalte sfinte, sunt mai putin
vizibile in basme, dar sunt bune cu oamenii. Etimologic, numele
acestor sfinte este de origine latina (pentru cd numele zilelor in
limba romand este de origine latind), integrand aspecte mitologice.
Duminica este singura zi care se inscrie traditiei crestine. Avand in
vedere aceste aspecte, cultul reprezentdrilor zilei ar putea s sa
dateze din perioada etnogenezei romanesti, in ciuda faptului ca
miercuri, vineri si duminicd au un simbolism crestin (zile de post
si de odihna in cazul duminicii).

George Cosbuc discutd mostenirea etimologicd latind a
numelor zilelor sdptdmanii. Miercuri si Vineri provin de la
Mercurius si, respectiv, Venus. Autorul recapituleaza aspecte ale
mitologiei grecesti si latine si considerd ca Mercurius reprezinta
apusul si vantul de seara, in timp ce Venus reprezintd zorile si
stralucirea soarelui. Concluzia sa este ca sfintele reprezentdri ale
zilelor reprezinta aceleasi fenomene, insa se inscriu in axa
simbolicd inversate fatd de divinitdtile grecesti si latine. Cum
vinerea este cea mai importantd zi pentru mentalitatea arhaica®,
Sfanta Vineri este cel mai puternic personaj al triadei mai sus
mentionate. Dupa ce crestinismul a castigat mai multi adepti,
multe dintre caracteristicile Sfintei Vineri au fost preluate de
Sfanta Duminicd. Acest proces pare sa fie unul dintr-un lant mai
lung de transformadri si suprapuneri ale traditiei crestine peste
cultul pagan existent. Astfel, reprezentdrile zilelor au trdsaturi
pagane si crestine, ce reflecta simbioza dintre vechea si noua
religie a teritoriului ocupat de romani. Caracteristicile primitive ale
cultului pagan incd transpar prin intermediul basmului si sunt
dublate de numele de locuri in care traiesc aceste divinitdti. Spre
exemplu, desi toate sfintele cdldtoresc pe tdaramul oamenilor,
metamorfozate in babe fard nume, ele traiesc pe taramul celalalt,
in osmoza cu natura inconjuratoare. Chiar daca locuiesc la capatul
lumii, ele detin o colibd sau casd, rareori un palat. Acest fapt
demonstreaza contrastul dintre aparentad si esenta. Cu toate cd au
acces la puterea sacra, isi asumd totodata un statut umil, fiind

8 Ton Ghinoiu, Calendarul tdranului roman. Zile si mituri, Bucuresti,
Editura Univers Enciclopedic Gold, 2018.
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plasate in locuinte specifice oamenilor de rand (case, colibe), in
timp ce scorpiile si gheonoaiele au, in general, curti si hotare. In
basme, sfintele sunt introduse ca divinitdati care trdiesc in contact
cu natura, ingrijind lighioanele de pe taramul celdlalt. Animalul
care ocupd un loc primar aldturi de aceste sfinte este cdinele,
uneori oferit in dar eroului pentru a-l ajuta.

Basmul este o naratiune secventiald complexd, care combind
teme si motive care apartin mitologiei. De aceea, basmul trebuie
analizat atdt din punct de vedere lingvistic, cit si din punct de
vedere mitologic. Stiind cd antroponimele si numele de locuri sunt
structuri cognitive, nu putem sd le analizam separat si sd speram la
rezultate inedite, intrucit ele se determina unul pe celdlalt.
Personajul de basm si mediul in care acesta se deplaseazd se
influenteazd reciproc, iar efectele acestui proces se observda in
dezvoltarea naratiunii. Studiind atat antroponimele, cit si numele
de locuri intdlnite in basme, putem determina algoritmii pe baza
cdrora colectivitatea creatoare fabricd productiile folclorice. De
remarcat este si relatia dintre antroponime si numele de locuri, o
relatie ce reflectd sincretismul religios, care supravietuieste in
basme, pentru cd numele care denumesc locuintele divinitatilor
sunt de mare insemndtate pentru intelegerea raporturilor dintre
palierele mitologiei.
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ALICE’S ADVENTURES AND PROXEMICS - A
POSSIBLE APPROACH

Rodica Gabriela CHIRA

Abstract: In E. T. Hall’s theory on proxemics, space is perceived in light
of the way in which human beings use it as a specific cultural product.
We intend to analyze the way in which Lewis Carroll’s Alice engages
herself'in the discovery of new worlds from this perspective.

Two important directions are opened: the different levels of
proximity between characters, alluding to different social relationships
and categories such as children and parents, children and adults in
general, hierarchy; communication on different levels: who addresses to
whom and in which context; the objectives of the message -
transmitting something or creatingconnections; differences in our ways
of organizing ideas/ arguments and the way in which we communicate
them (inductively or deductively); which are, according to cultures, the
codes of non verbal communication — paralanguage, gestures, silence...
(Sauquet & Vielajus 2014: 355-368).

Since in “Alice’s Adventures in Wonderland” these two directions are
exploited through sophisticated logic and pure fantasy intermingled
with social satire the results of an analysis could be an invitation to re-
readings of these most instructive and interesting texts.

Keywords: Proxemics; Social relationships; Levels of communication;
Alice’s Adventures.

Preamble

According to E. T. Hall's theory on proxemics, people of
different cultures live in different sensitive worlds. There is no
universal mechanism in establishing distances (1981: 218), the
senses mainly are those which play the important part. In these
conditions, the way in which the space is structured is also
different (195). Hall had experimented since 1953, with George. L.
Trager', a modality of using linguistic models in this approach of

' American linguist, president of the Linguistic Society of America in 1960,
Tragerworked in the 1950s, at the Foreign Service Institute of the
Department of State. His mission was to contribute to the training of
diplomats prior to their departure abroad. On this occasion he worked
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space. (196). On the other hand, in order to interact with an
organism, one needs to master communication systems (197)
which allow to establish personal distances, social distances and
critical distances. The content of a conversation, for example, is
connected to the distance and the situation as well as to the
relationship between the participants, their emotions and
activities. This connection - debated by the German linguist
Martin Joos in Five Clocks (1962) - that linguistic analysis has with
distance and situation in a conversation may be applied in
proxemics. In this respect, E.T. Hall evokes Martin Joos’ five styles
— intimate, consultative, casual, formal, frozen - as corresponding
to types of distances to be established between persons in certain
communicative situations such as intimate, socio-consultative and
public (216).

If, according to the same E.T. Hall, space is perceived in light of
the way in which human beings use it as a specific cultural
product, we should first situate Alice’s case - the captivating
character in Lewis Carroll’s famous creation - in its epoch. First
published in 1865, Alice’s Adventures in Wonderland is part of the
1850-1870 glorious decades of the Victorian’s era. By that time,
Charles Lutwidge Dodgson had already had a stable position as
lecturer of mathematics at Christ Church, Oxford, thus preparing
his career as a mathematician, logician, Anglican deacon and
allowing his passion of portrait photography to develop?. The third

with Edwart T. Hall (American anthropologist and cross-cultural
researcher) and Ray Birdwhistell (American anthropologist).
While Trager’s project was the development of paralanguage, Birdwhistell
worked on kinesiks and Hall on proxemics.

2 He practically belongs to a family of High Church Anglicans in the
Victorian era when the Church of England had the Anglicans in favour
and who enjoyed a great popularity. The Church of England also
exercised its power in the state of England during the 19" and then the
20th centuries although the nonconformist churches strived to impose
their points of view. Retrieved August 23, 2018, from Lewis Carroll.
Retrieved October 12, 2018, from https://en.wikipedia.org/wiki/Lewis

Carroll.

His epoch did not lack challenges of all kinds. 1832, the year of his birth,
for example, marked the beginning of the second Asiatic Cholera
Pandemic but it also was the year of the First Reform Act concerning the
augmented number of male voters, the vote still being denied to women.
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of eleven children of first cousins, he leaves home for school at
fourteen, he loses his mother at nineteen, he meets the Liddell
family including Alice, their youngest daughter, at twenty-three,
more exactly in 1855. He is said to have invented Alice’s Adventures
in Wonderland in July 4, 1862, during a summer boating trip with
the three Liddell sisters. Three years later, in 1865, the book is
published.> Alice must have been a very intelligent and curious
girl, reminding him of his family mostly constituted of sisters, and
probably with a deep need for affection. Being part of a numerous
family, his mother might not have been as close to him as he
wanted; moreover, his rather early departure from home for study
also deprived the young boy of an affectionate closeness. In my
eyes, this might have influenced his generally solitary life, which
made him retire little by little from public positions, even giving

In1898, the year of his death, a primitive model of electric cars already
exists. By the time Alice’s Adventures is published, Charles Darwin also
writes and publishes his famous Origin of Species.

In as far as education is concerned, 1g9th century reforms expanded
education provision and introduced widespread state-funded schools so
that, by 1880, education was compulsory for children aged five to ten
(with school leaving age progressively raised since then). At the same
time, until the government established free, compulsory education, the
Church of England sponsored most formal education. “Since the
establishment of Bedford College (London), Girton College (Cambridge),
and Somerville College (Oxford) in the 19™ century, women also can
obtain a university degree.” Retrieved August 23, 2018, from History of
education in England.https://en.wikipedia.org/wiki/ History of

education in England

The nonsensical discussion between Alice and the Mock Turtle helps us
discover the way elementary schools, with their disciplines, were
organized. Thus, in the sea, there were regular classes like “Reeling and
Writhing”, different branches of Arithmetic (“Ambition, Distraction,
Uglification and Derision”), “Mystery, ancient and modern, with
Seaography: then [..] Drawling, Stretching and Fainting Coils”, the
disciplines taught by the Classical master (“Laughing and Grief”) and
finally extra classes like French, Music and Washing. The schooldays
went from ten hours to one hour per day, with theoretically a holiday in
the eleventh, passing from “lesson” to “lessen”.

3 In 1867, a sequel to Alice’s Adventures is published, Through the Looking
Glass and What Alice Found There.
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up passions like photography. He could probably find in children
the lost purity he was longing for.

Alice is a girl in primary school, a future woman herself, with a
specific type of education.* She still fluctuates between two worlds,
the imaginary one, still tremendously rich at this age, and the so-
called real world, built by adults. Lewis Carroll thus creates a
parallel universe, the Underground in the first edition, the deep-
rooted world, alluding to our inner world, that of the imagination.
Or, according to certain exegetes, the enchanted garden is
assimilated with paradise. The passage from the real to the
imaginary world is quite natural: in the garden of their house,
close to teenagers or adults, the child is getting bored and falling
asleep so that she may follow the Rabbit into its hole. The return
to reality is still natural, Alice wakes up in her elder sister’s lap, she
tells her the dream and is sent afterwards for her cup of tea,
because it is already tea time.

Once arrived in the strange world, Alice is confronted with
weird situations. Distances are created between herself and the
strange characters she meets, from all kinds of animals more or
less familiar like the cat, the dog, the mouse, the rabbit, but also
the Gryphon® or the Mock Turtle, birds and fish afterwards, to

4The situation of women slowly started to improve although there still
were many disadvantages. During Queen Victoria’s reign, women did not
have the right to vote, sue, or own property. They were generally
“expected to marry and perform household and motherly duties rather
than seek formal education. Even women who were not successful in
finding husbands were generally expected to remain uneducated, and to
take a position in childcare (as governesses or as supporters to other
members of their family). The outlook for education-seeking women
improved when Queen’s College in Harley Street, London was founded in
1848 - the goal of this college was to provide governesses with a
marketable education. Later, the Cheltenham Ladies’ College and other
girls’ public schools were founded, increasing educational opportunities
for women- and leading eventually to the development of the National
Union of Women’s Suffrage Societies in 1897.” Women in the Victorian
Era.Retrieved August 23, 2018, from https://en.wikipedia.org/wiki/
Women in_the Victorian era.

5“As Jerry Maata says in his analysis on the book, Charles Dodgson’s
academic education shows: “The exotic fantasy creatures who inhabit the
worlds of his imagination all have very peculiar names made up from real
words in English, French and Latin. For example, the Dormouse is a
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human beings like the Duchess, the Queen and the King of Hearts,
the royal court. If the animals are more or less close to children
through their dimensions first of all and to the special type of
perception children have for them, the adults, just like in the real
world, prove difficult to cope with. We can also speak about the
distances a child creates with himself/herself. Alice often remarks
she is two persons in one: an impulsive voice and a calculated one.
Of great importance are the eleven modifications of her body’s
dimensions which make her act accordingly, not without certain
difficulties.

Up to this moment, references were made to distances in space.
Can these distances be perceived through language as well? They
certainly can. The dialogues Alice has with herself and the
characters she meets on her way help us understand her
positioning as an individual. In the course of her adventures Alice
asks herself several times who she is. She once comes to the
comparison between herself and Ada, the little girl with curly hair,
then with Mabel. But she cannot be Ada, her hair is not that curly.
She cannot be Mabel either because she knows many more things,
although she is not entitled to be so sure about what she knows
considering the big amount of changes in the course of one day
only. In her conversation with the Caterpillar, she again cannot tell
who she is because her dimensions have changed several times
already. Henceforth, our perception of the world is favoured by
and dependent on dimensions, more specifically on our age.
Therefore we may become confused when we lose control on our
own dimensions.

sleeping mouse. Dormire in Latin means to sleep, while there’s no need to
explain the rest of the word.” (*** March 1997). The mythological creature
called Gryphon is to be met in Chapter IX. Mythological characters
intermingle in fact with creations of the epoch, such as the mock turtle
soup, made of veal instead of a turtle, so the Mock Turtle is a
combination between a veal and a turtle and proposes a funny dance
where all words are adapted to this type of character’s imagined or
imaginary life. On the other hand, like in Antoine de Saint Exupéry’s
Little Prince, even if this time they do not belong to the author, the
images are very important in helping the reader understand spatiality.
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What changes in fact with dimensions? Do they modify our
way of thinking and the reactions we are having towards the
others? Is this change in dimensions restraining or favouring
communication? Our existence is influenced not only by
dimensions but also by the way in which human beings think
determined by their age, social status and character. To all these,
we should evidently add the self-preservation, common both to
animals and human beings. Since human beings are endowed with
the gift of speech, words may encourage or terrify them.

Henceforth, the way in which we submit to or control our self-
preservation instinct through our cultural level and self awareness,
the relationship between myself and the other acquires new
values, reflected through gestures and language. Hence, the word
puns, the homophones, the allusions to habits of the epoch or of
the country such as the five o’clock tea with its endless nonsensical
repetitions in conversations.®

6 The fact that the Hatter comes to the trial with the bread-and-butter in
one hand and the cup of tea in the other shows that his only
preoccupation besides making hats is tea time which seems to go on for
ever. The funny part about the five o’clock tea, in Chapter VI, “A Mad
Tea-Party”, is probably the ridiculing of this habit so common to English
people and so absurd sometimes through insipid discussions taking place:
people half asleep, too common conversations, saying things just for the
sake of saying something, etc. and how stupid this may seem to children
to see the adults practicing it; they may also feel like tea-time is endless
and they cannot have their parents with them. It could be as if a child
watches the adults without understanding their way of speaking.

That is why Alice is satisfied when she finally gets in the “beautiful
garden, among the bright flower-beds and the cool fountains” (100).

The tea party also underlines this new English fashion. Although
introduced in England by the middle of the 17th century, it was during
the Victorian era that tea became very popular. It even became the most
favourite of all beverages. “The drinking of tea led to the birth of a thing
beyond a mere habit or addiction. It became a culture. Tea rooms
mushroomed all over the place, private teas and teas in hotels were in
demand. Tea dances were held as meeting place for potential match
making and also so that young men and women could interact with each
other.” Now, in our story, one can talk about the Low tea, meaning more
conversation and less food, contrasting with the high tea, accompanied
by a proper lunch. There also were garden teas, as in Alice’s Adventures,
which allowed “promenades around the estates” and helped bridge the
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1. Managing distances through communication

These remarks introduce us to an interpretation of Alice’s
Adventures with some of the instruments used by proxemics. Two
important directions are opened: the different levels of proximity
between characters, alluding to different social relationships and
categories such as children and parents, children and adults in
general, hierarchy; for the animals are nothing else but human
projections; communication on different levels: who addresses to
whom and in which context; the objectives of the message -
transmitting something or creatingconnections; differences in our
ways of organizing ideas/arguments and the way in which we
communicate them (inductive or deductive); which are, according
to this type of culture, the codes of non verbal communication -
paralanguage, gestures, silence... (Sauquet & Vielajus 2014: 355-
368). Since in day to day existence physical distances go hand in
hand with communication, no distinct reference to one or the
other will be made during the present analysis.

Let us take into account another very important detail: Alice’s
age probably goes between six or seven and nine years. Theories
sustain that up to a certain age, we are no more able to believe in
imaginary worlds, in other words adults teach us that fairy tales
are nothing but imaginary. Then, all of a sudden, our little girl
“falls” into such a world facing the difficulty to find a “rational”
thread, without being particularly frightened.

1.1. Politeness and authority

If we were to judge this imaginary world with the instruments
of the real world, the first thing we have to face is authority.
Human beings - or rather playing cards - or animals must be
granted what they ask according to their social status. Thus, the
rabbit trying to find his gloves, then the Duchess, the King and the
Queen of Hearts. Politeness is one thing, total submission is

divide between genders, connected the social strata. *** Victorian Era Tea
Tradition and Tea Parties. In The Victorian Era.England facts about Queen
Victoria, Society & Literature. Retrieved October 2, 2018, from
http://www.victorian-era.org/victorian-era-tea.html
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another. All along the book, we will discover a very polite Alice,
but not a very submissive one. Through politeness we do not only
express respect, it is also a means allowing us to keep the
appropriate distance from the other for self protection.

Alice will be polite with everybody, beginning with the Rabbit
to whom she addresses with: “If you please, sir”. Sometimes
politeness is not enough when you are a giant and your
interlocutor a Rabbit with certain fears in mind, namely the ones
of being scolded by the Duchess for being late, a Rabbit who does
not expect to see you in that place and at that specific time. In fact,
the Rabbit’s attitude towards her changes. When she is small, he
takes her for Mary Ann, his housemaid, and asks for his gloves and
fan, then, on the croquet ground, he will address herin afriendly
tone.

On the other hand, it is not easy to be polite in an environment
you are not familiar with. During the dialogues following Alice’s
getting out of the pool of tears from where lots of “birds and
animals that had fallen into” (a Duck, a Dodo, a Lory, an Eaglet)
also come out, she proves not to have enough knowledge about
these creatures’ behaviour.

A caucus-race follows the pool event (Chapter III), having as
main topic the way in which Alice could get dry. A caucus-race is
an electoral committee used in a pejorative sense sometimes,
something like a race-course in which all the participants could
run and leave when they wanted to so that, half an hour later,
“Everybody has won and all must have prizes” (Carroll 1992: 34).
The dialogue that ensues is a mere proof of misunderstandings
and of the way in which each person perceives words and,
subsequently, worlds. The confusion-creating words may invoke
naming objects and lively creatures — homophones like “tale” and
“tail” as “sad tale” and “long tail’, “not” and “knot”, etc., —
intervene, so that finally Alice’s problem of getting dry is solved in
the time elapsed and all the company abandons her for not having
had the proper discourse, that is for having Alice talk again about
her cat who used to eat mice and birds. In fact, as long as a
nonsensical dialogue does not affect you personally you can stand
it, even if it leads nowhere, but as soon as you feel offended or
threatened, you find an excuse to leave.

Similar things will happen in Chapter V when meeting the
Pigeon and pronouncing the word “serpent”, then admitting that
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not only the serpent but herself eat eggs. Or in Chapter II, when
she is talking about cats in the presence of the mouse: she is
choosing the wrong discourse and unwillingly keeps on with it she
remembers her favourite cat, Dinah who likes mice. Her discourse
cannot avoid animals that mice do not like, because after she
finishes talking about her cat, Alice goes on about her dog which
also catches mice. Nevertheless, when very small, she will avoid
the puppy, consenting a little after, in a kind hearted tone: “And
yet, what a dear little puppy it was! [...] I should have liked
teaching him tricks very much, if - if I'd only been the right size to
do it!"7(Carroll 1992: 51).

In Chapter X, on the occasion of the Lobster’s quadrille, Alice
says that she knows things about lobsters, she even tasted once
some... but then rapidly realizes she could offend them and also
the Mock Turtle, so she “checked herself hastily”, denying all
connection with this kind of sea fruit.

There is also the question of physical distances, like for the
puppy, met in the fourth chapter. Being quite small, Alice avoids
it. Once arrived in a safe place, she reflects upon the situation:

“And yet, what a dear little puppy it was’ said Alice, as she
leant against a buttercup to rest herself, and fanned herself
with one of the leaves: ‘I should have liked teaching it tricks
very much, if - if I'd only been the right size to do it!” (51).

Further on (Chapter IX), when “the two creatures [that is the
Mock Turtle and the Gryphon] got so close to her, one on each
side, and opened their eyes and mouths so very wide” (128), the
feeling of insecurity reinstalls. She may also be an “obstacle to the

7 Exegetes gave multiple interpretations to Lewis Carroll's book, among
which that the dog would be the only animal who behaves in the
imaginary world like in the real world, aspect which could express the
author’s hatred for dogs in real life. Let us say this could also be because
of the character’s need to have something closer to the usual world, or
that the author created a balance in the chapter: if at first she succeeded
in frightening so many animals, now Alice sees how the feeling is like.
Chapter 4: The Rabbit Sends in a Little Bill. In SparkNotes Editors.(2005).
SparkNote on Alice’s Adventures in Wonderland.Retrieved October 3, 2018,
from http://www.sparknotes.com/lit/alice/;  https://www.sparknotes.
com/lit/alice/section4/.
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others”. When her coming back to usual dimensions occurs,
during the trial (Chapter XI), while staying close to the Dormouse
and getting bigger, the latter is disturbed and concludes: “You've
no right to grow here!” (182).

To continue talking about reactions, once arrived at the
Duchess’ house (Chapter VI) Alice meets the two footmen, the
Fish-Footman and the Frog-Footman. First she avoids them, then
in the same polite tone she uses with strangers, she addresses the
first, being confronted with the nonsensical words as an
illustration of a nonsensical way of thinking. The servant sees
nothing else but his obligation and mission to stay for days in front
of the door till someone will get out in order to let him announce
the invitation addressed by the Queen to be part of a croquet
game. The Duchess’ answers are absurd as well (appreciations like
“You don’t know much [...] and that’s a fact.” (71) expressed on a
high tone, a result of the power adults have upon kids merely by
virtue of their size and over other adults through their rank. A
funny position in fact, since she is being subjected to the cook’s
great dissatisfaction and to the baby pig’s cry silenced with such a
rough lullaby one would think the world is upside down. The
Duchess does not seem to have much personality after all, since
she will reproduce one of the Queen’s commands provoked by a
new homophone word play talking about axis and axes: “[...] chop
off her head!”(71).

In Chapter IX, we discover the Duchess’ habit of always finding
a moral to no matter what in order to express her wiseness but
most of all to underline her position. The Duchess’ “lessons” are
quite nonsensical sometimes, as, for instance, this one which Alice
feels like noting down in order to understand it:

“Never imagine yourself not to be otherwise than what it
might appear to others that what you were or might have
been was not otherwise than what you had been would have
appeared to them to be otherwise” (108).

Absurd conversations lead nowhere and are most often
interrupted by the arrival of someone else, like the Queen in the
case of the Duchess, the one person who could make her cease her
nonsensical talk, still in the sense of authority.
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In as far as physical distances are concerned, Alice does not
enjoy her company “first because the Duchess was very ugly; and
secondly, because she was exactly the right height to rest her chin
upon Alice’s shoulder, and it was an uncomfortable sharp chin.”
(106). We understand Alice’s permanent care to be polite in order
to avoid this most embarrassing high degree of proximity.

In Chapter VIII, the King and Queen of Hearts dominate the
garden and it necessarily needs to look the way their majesties
want it to. So, if the rose-trees are not all red, they need to be
painted before the arrival of the Royal Household. If the
authorities discover the fake, the subjects will be beheaded. This is
a satirical way of expressing authority. At the croquet game®, when
the Queen orders “Get to your places!”, people run in all
directions, “tumbling up against each other” (98). The funny
croquet ground, constituted of live hedgehogs for balls, live
flamingoes for mallets, soldiers for the arches, made the game
quite difficult. In fact, the croquet ground soon became almost
empty because of the Queen’s wish of beheading everybody. This
“Off with his/her head” may also mark, besides the taste for power,
the fear or incapacity of doing the right thing, of choosing what
would be best. Therefore, they are put in a really embarrassing
situation when ordering that the Cheshire cat be beheaded. This is
a croquet game where people should have fun, but no fun is

8Croquet was a popular lawn game in Britain beginning in the 1860s, so it
must have been a novelty for the epoch. The funny thing is that, through
his taste for the absurd, the author proposes a rather strange way of
playing it. (Badminton and tennis also were popular occasions for parties,
with women playing “mixed doubles” alongside male players.)

Another popular occasion of distraction (entertainment) at that time was
the quadrille, mentioned and even “explained” in an “adapted” and more
than funny way in Chapter X. Its fashion started in late 18th and 19th
century Europe and its colonies. “Performed by four couples in a
rectangular formation, it is related to the American square dancing. The
Lancers, a variant of the quadrille, became popular in the late 19th
century and was still danced in the 20th century in folk-dance clubs.”
Retrieved September 22, 2018, from Quadrille.https://en.wikipedia.org/

wiki/Quadrille.
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possible since the Queen is in such a changing mood all the time
so that “all the party looked grave and anxious” (104).

Alice’s authority changes according to the shifts in her
dimensions. While in her case politeness remains the same even
when her dimensions would allow her to behave differently, the
royal authority is absurdly “authoritarian” and does not change
except when fear intervenes. It proves that this roughness in
manifesting authority is issued from the fear of being unable to
master situations. Chapter XI, “Who stole the tarts?”, may be seen
as a satire addressed to the court of justice where the jurors are
putting down their names on slates “for fear they should forget
them before the end of the trial” (125). The judge, the King himself,
seems to be in a hurry and asks the court “Consider your verdict”
before inviting the witnesses to come with their evidence, while
the queen says “Sentence first, verdict afterwards!” (145). The King
is also inventing on the spot laws and rules like: “All persons more
than a mile high to leave the court” (140-141).

1.2. Alice versus Alice

As stated above, the story has a rather common beginning:
“Alice is sitting by her sister on the bank” and getting bored by the
hot day. She is at the age of books with “pictures and
conversations”. Then the red eyed talking rabbit appears. Should
this be a continuous oscillation? An oscillation between usual rules
and reason’s demands or reasonable things and strange ones —
probably because she is at the age when the difference between
the two worlds in which a child lives becomes troubling? The real
world imposed by the adults and subsequently what the society
imposes and, on the other hand, the children’s world, based on
intuition which also is real but forgotten by the adults are in some
kind of confrontation. Alice is about to fall into that rabbit hole
with courage, she is careful and always in touch with what her
parents might say about it (a feeling of obedience and protection
experienced by the child): “Well! [...] after such a fall as this, I shall
think nothing of tumbling down stairs!” (13). She calculates
distances according to what she had learned, her memory being all
the time connected with what could be good or useful to her (the
instinct of self-preservation, but also her education). When she
gets in the underground, in the “long, low hall” with doors all
around, they are all locked (adults forbid children certain things).
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But Alice’s courage also marks the fact that if you wish something,
you just need to be more attentive and you will find what you are
looking for or at least you will make a step forward. Children act
all the time for the sake of the game. Because they live in the
present, they are open to the present. They also use their previous
knowledge gained from personal experience, from what they have
learned in school or from stories:

“I wonder if I shall fall right through the earth! How funny
it'll seem to come out among people that walk with their
heads downwards! The Antipathies, I think -’ (she was rather
glad there was no one listening this time, as it didn’t sound at
all the right word)”

and finally decides not to ask where she is for fear of being
considered as “an ignorant little girl” so she hopes she could “see it

written up somewhere” (14). Feelings of inferiority are testified by
children especially when adults make fun of them in “serious
situations”. But, in the end, tired of so much nonsense, she starts

x(/von)dering “if anything would ever happen in a natural way again”
125).

In order to get to the small door whose key she discovers on the
table, she wishes to “shut up like a telescope” and indeed she
succeeds, thus beginning the adventure of changing dimensions.
The beginning is a little strange though, unfamiliar, accompanied
by a feeling of bewilderment and fear intermingled with curiosity:
“Curioser and curioser” (21), she will remark, pretty much aware
that there should be a grammar mistake in it.

Quickly passing from her usual, then small and big dimensions,
probably close tothose of an adult, Alice remarks the existence of
distances between parts of her body. She is looking at her own feet
with the eyes of a girl - because her way of thinking remains about
the same - and following the example of the adults, she imagines
what she could do in future to handle the situation - talking about
her own feet in the third person, personalizing them, in fact, and
she utters: “T'll give them a new pair of boots every Christmas”. A
gesture adults would make, and which gives Alice the allure of an
adult, that is having power over her own feet. This sends us to the
relationship a child has with his/her own body: it appears that the
mind, the soul are detached from the body, form a different part of
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it, so in the beginning children observe themselves and discover
their resemblance with adults.

Later on in the book (Chapter V), her throat will become so
long that she will see her shoulders go too far, to say nothing
about the hands she cannot see any more. In an attempt to move
them she can only observe “a little shaking among the distant
green leaves that lay before her” (61).

Sometimes, when she finds herself in difficult situations, she
longs for the security waiting for her at home where she is not
growing “larger and smaller and being ordered about by mice and
rabbits all the time”or “Everybody says ‘come on! here,’ [...] I never
was so ordered about in all my life, never!”. Being in such a strange
place and with no parents around to stop her or determine her to
say something, Alice asks questions more or less timidly, “for she
was not quite sure whether it was good manners for her to speak
first” (69). She will also make other decisions by herself like the
one of saving the baby by taking it away, till she discovers it is a pig
and makes the comparison with ugly children she had already
seen. The absurd conversation with the Cheshire Cat, a “cat
without a grin” and “a grin without a cat” goes in the same
direction. Alice’s remark that she does not want to go among mad
people is welcomed with the unusual observation: “Oh, you can’t
help that [...] we're all mad here. 'm mad. You're mad.”. Alice must
be mad “or you wouldn’t have come here”. The wrong way in
which we are directing our reasoning is illustrated by the Cat: “you
see a dog growls when it’s angry, and wags its tail when it’s
pleased. Now I growl when I'm pleased, and wag my tail when I'm
angry. Therefore I'm mad”(76).

Finally the girl becomes aware of the importance certain
gestures might have so that her intervention in the discussion with
the Gryphon and the Mock Turtle is wise: “I could tell you my
adventures - beginning from this morning [...], but it is no use
f(goin)g back to yesterday because I was a different person then”

122).

In the end, returning to her usual dimensions, she makes the
pack of cards fly away. She is neither bigger, nor smaller than
usual. She is smarter in exchange, more courageous also, being
able to express her opinions and to make decisions by herself. Her
final remark “Stuff and nonsense [...]| Who cares for you? You're
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nothing but a pack of cards” (145) marks the positive ending of her
adventures.

The “voice of reason”, of the double, is beside her all the time,
supporting her in the so rapid change of dimensions experience.
Alice used to pretend to be “two people” quite often, so she is
somehow prepared. One may start asking as Alice does: “Who in
the world am 1?” (24) like in a puzzle: Tm sure 'm not Ada (...) for
her hair goes in such long ringlets, and mine doesn’t go in ringlets
at all”, on the contrary, she is not sure not to be Mabel, because all
her knowledge acquired in school such as Arithmetic or
Geography goes wrong, a poem goes wrong as well, her emotion is
too big to let her remember correctly (24-25).

Alice doesn’t want to go to the surface, that is in the real world
any more unless the others, those around her at the present
moment, tell her who she is and she likes “being that person”.
Then she thinks again:

“I shall never get any older than I am now? That'll be a
comfort, one way-never to be an old woman-but then-
always to have lessons to learn! Oh, I shouldnt like
that!”(43)°.

But in that world and in that situation, she realized there was no
room for books and lessons. So she creates a conversation with
herself.*°

9 An important detail resides in the fact that Lewis Carroll also suggests,
through italics, powerful uncertainties, preferences or dislikes of the
characters. Sometimes there also are explanations in brackets
constituting most useful marks of proxemics for the reader. Another
category would include homophones: “hare”, from March Hare, and
“hair” in Chapter VII, for example, when a rather sensical discussion is
interrupted with nonsensical remarks of the kind “Your hair wants
cutting”.

Word games like: “I say what I mean” vs “I mean what I say” and “I see
what I eat” vs “I eat what I see”; “I like what I get” vs “I get what I like”
and” I breathe when I sleep” vs “I sleep when I breathe” are connected to
logic. We recognize here the British inclination towards puns and
limericks.

' Let us remember Chapter IV when the Rabbit, the master of the house,
gives orders, as in the real world, and the servants are supposed to do the
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Further on, she gives an embarrassing answer to the Caterpillar
to the question “Who are you?” “I-I hardly know, Sir, just at
present-at least I know who I was when I got up this morning, but
[ think I must have been changing several times since then.” [...] I
can’t explain myself [...], because I am not myself, you see.” [...] I
can’t understand myself, to begin with; and being so many
different sizes in one day is very confusing” (54).

Dimensions modify our way of thinking and the reactions we
have towards the others. Things become even more confusing
when these changes occur in a totally unfamiliar place. Alice
knows she would feel “a little queer’ being a caterpillar for
example, when changing into a chrysalis and then into a butterfly.

Conclusions

Among the multi-layered meanings of Alice’s adventures, we
chose the one connected to proxemics and discussed its most
striking aspects. This book is about the world of children and the
way in which they may adapt to a world as that of the Victorian era
and not only. In helping us discover this peculiar world of Alice’s
adventures, Lewis Carroll shows to which extent words may be
revealing or hiding the truth from us. On a closer look, the reader
may observe that the author follows a specific structure in his
book: he interrupts the so-called order of things to come up with
something weird — word puns usually in order to awaken us.

Our reduced power of concentration which leads us back to
mechanisms makes us lose the thread of conversation in general
and if we lose an important word, it becomes quite difficult to get
reconnected. It is at this moment that the role of such or such
culture intervenes through its well established mechanisms which
help us react in a way or another. Sometimes these mechanisms
may prove useful, some other times...

By an extended reasoning, the globalization phenomenon
might direct humanity towards the loss of landmarks, as the
American sociologist George Ritzer states when talking about
something or nothing.We run the risk of “globalizing nothing”,
since in our society dominated by the market economy,
something’s characteristics (“unique, spatial relations, specific to

hard work, in this case to free him from the embarrassing situation of
having a giant girl in his house.
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the age, humanized, bewitched”) are confronted with nothing’s
characteristics (“untraceable/generic, with no geographical traces,
non-specific to the age, dehumanized, not bewitched”). G. Ritzer
thus demonstrates how

“the nothing’ ‘the non-human’ non-things and non-places
invade everybody’s life to a greater and greater extent. The
question to be asked is the following: what happens with the
individual’s system of values, his identity, and his education?
Do we risk promoting non-values, non-identities and even
certain types of non-education, in Ritzer’s view?” (Voinea
2012: 289)".

If Alice’s Adventures story was initially written for the
enjoyment of children, it does not address to them only, as Carroll
himself says: “we, adults, are but older children, dear™. Lewis
Carroll is thus creating an alternative or parallel universe, inviting
us to open our minds. There certainly is a connection to the age in
which the book was written, but its message remains valid even
today, both for children and adults.
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PROXEMICA UMAN-ROBOT
IN PLANETE SAUVAGE

Human-Robot Proxemics in “Planéte Sauvage”

Madalina-Flena POPESCU

Abstract. Our presentation has as starting point the distinction
operated by Edward T. Hall (“The Hidden Dimension”, 1966; “Handbook for
Proxemic Research”, 1974) between proxetics, or the physics of our
universal spatial patterns, and proxemics, or our subjective perception of
the culturally constructed spatial relationships which often modify or
distort the former. The “Planéte Sauvage” animated movie, a screening of
the novel “Oms en série” (1957) by Stefan Wul, inspired an original
intepretation in areview of the time. A subtle combination of two
scenographic directions is involved: on one hand, the defamatory effect of
mankind’s repositioning in the chain of creation (being now carried
about as a puppet by the giants of an interplanetary cyber system), on the
other hand, the diminution of the distance between the two civilizations at
war with each other through the moment of discontinuity in which a
giant female approaches an orphaned human child, this transfer of a
relationship from the social sphere into a private one accompanying the
achievement of a connection of the little one to the non-human masters’
sources of information and knowledge. The female giant is trying to get
closer to the child by giving him access to her knowledge. By accessing the
culture of the other (the child becomes a sort of Trojan horse, the saviour
child, a Messiah), people get into their space andfatally interfere with them.

Keywords: Proxetic; Proxemics, the War of Civilizations, Virtual Reality.

Prezentarea noastrd pleacd de la distinctia operatd de Edward
T. Hall (Handbook for Proxemic Research,1974, The Hidden
Dimension, 1966) intre fizicalitatea relatiilor noastre din punctul
de vedere al distantei percepute in raport cu semenii, cu lucrurile
si proxemica lor, care este corelativul psihologic al sentimentului
subiectiv ce le insoteste si cel mai adesea le distorsioneazd. Cu atat
mai complicate sunt reactiile noastre la mediul non-uman, fie el
cel al lumii subcreaturale, ca in Alice in Tara Minunilor, fie cel
opulat de extraterestri cu o culturd sau un ethos total diferite,
superioare tehnologic.
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Despre filmul de animatie Planéte sauvage, realizat sub egida
lui René Laloux si Roland Topor in anul 1973, ecranizare a
romanului Oms en série (1957) de Stefan Wul, s-a scris intr-o
cronica la vremea lansdrii: ,Elle propose ainsi un changement de
point de vue qui permet de repenser la place de I'homme
comment réagirions-nous si nous n'occupions plus la méme place
dans la nature ? Notamment, que se passerait-il si, au lieu d'étre
maitre et prédateur, nous devenions esclave et proie ? Cette ceuvre
n'est évidemment pas la premiére a traiter de ce sujet, mais elle
permet d'y réfléchir d'une maniére originale™.

Maniera originald la care se refera cronicarul ni se pare a fi
subtila combinatie a doua directii scenografice: pe de o parte,
efectul defamiliarizant al repozitiondrii omului in lantul creatiunii,
el fiind acum purtat de zgarda ca un cdtel de uriasii unui sistem
informational interplanetar, pe de altd parte, imblanzirea distantei
dintre cele doud civilizatii in razboi prin momentul de
discontinuitate in care o uriasa isi apropie un omulet orfan, aceasta
transformare a unei relatii din sfera socialului intr-una privata fiind
insotitd de conectarea micutului la sursele de informatie si
cunoastere ale stipanei sale.

Uriasa al cdrei nume era Tiwa incearcd sa-si apropie copilul
oferindu-i acces la cunoasterea ei. Aceasta apropiere este
dezavuata de ambele parti: tatdl ii interzice fiicei revelarea
cunostintelor ei cdtre un exemplar al rasei condamnate la pierire,
iar oamenii taie simbolic zgarda, legdtura cu dusmanul care le
refuza dreptul la un spatiu personal.

Lui Terr i este schimbat destinul din momentul in care uriasa
,isi leagd soarta de-a lui”, devenind un captiv menit sd traiasca
izolat, intr-o separare absoluta, in care psihicul sdu tanjea dupa
necesitatea libertatii sinelui (,un sujet tourné vers lui-méme qui
selon la formule stoicienne est caractérisé par la tendance de
persister dans son étre”)*. Din momentul in care Tiwa decide si-1
adopte pe micutul orfan, ea doreste sa substituie cadldura materna
suprimatd prin uciderea cu bestialitate a mamei, inima sa dand
dovadd de bundtate in numeroase situatii: isi asumd
responsabilitatea domesticirii lui, il protejeazd, il indrdgeste si evita

‘Boris Henry, La planéte sauvage, articol disponibil online la

https://www.cinemapublic.org/IMG/pdf/La Planete sauvage.pdf,consult

atin 7.10.2018.
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sa folosesca colierul la putere maximd pentru a nu-i face rdu, desi
el evadase. Ea suplineste un alt rol al mamei, atribuirea numelui
Terr pentru a iesi din anonimat. Este de remarcat faptul cd prima
propunere era reprezentatd chiar de numele sdu, tatdl
interzicAndu-i insd acest lucru, motivul invocat fiind cd acesta nu
constituia un ,nume de om”.

Observam ca familia uriagilor este dominatd de autoritatea
paternd, educatia fiicei fiind realizata pe linie masculind. Un
exemplu in acest sens este observatia pe care tatal i-o face fiicei in
momentul in care ea isi intrerupe mama din ritualul meditatiei,
depdasind astfel bariera spatiului personal, reprezentat in aceasi
manierd perceputd de Edward Hall, ca un loc pe care un organism
il creazd in jurul sau pentru a se izola de ceilalti*. Bineinteles cd ea
ar fi putut fi mustratd de mamd, dar se poate remarca cd ea nu
intervine. Figura maternd este reprezentata ca o fiinta caldg,
iubitoare care la rdndul ei se supune legii tatdlui nerostind niciun
cuvant pentru a interveni in mustrarea adresata fetei. De
asemenea, in momentul in care Tiwa isi doreste sa ia sub custodie
copilul ii cere permisiunea tatalui, fagaduindu-i ca va avea grija de
el : ,Nu-l putem lasa aici ! Pot sa il pastrez ? Te rog, tatd, o sa am
grijd de el I'3.

Motivul pentru care uriasii doreau exterminarea speciei umane
de pe planeta Yang este pus pe seama diferentelor culturale si
biologice. Se remarca o criza a comunicdrii care a iscat grave
conflicte. Lipsa dialogului intre cele doud specii care erau destinate
sa Impartd acelasi spatiu a ficut numeroase ravagii.

Uriasii considerau cd singura solutie pentru a coabita intr-un
loc populat doar de fapturi identice este exterminarea celor care
nu poseda aceleasi trasdturi, model regdsit si in istorie prin prisma
lagdrelor construite de nazisti in care au fost ucisi cu cruzime
numerosi evrei doar pentru ca nu erau adeptii aceleasi religii si
culturi. Specia umand este caracterizatd in acest film prin

2Lonard Rosmarin, Emmanuel Levinas, humaniste de l'autre homme,
Lonard, Editions du Gref, 1991, fragment disponibil online Ila
https://epdf.tips/humanisme-de-lautre-homme.html (consultat  in
7.10.2018).

3René Laloux si Roland Topor, Planeté sauvage, 1973, minutul 03:55, film

disponibil online la https://www.cinemapublic.org/IMG/pdf/La Planete
sauvage.pdf , consultat in 7.10.2018.
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conceptul de alteritate, prin fragilitate expusa prin expresia
plasticd a fetei, din acest motiv avand destinul trasat spre moarte.

Pentru tribul uriasilor era imposibil de inteles cd pe o planetd
pot exista diferite specii care trebuie sd invete sd convietuiasca in
pace, sa fie pozitivi la o posibilitatea unei deschideri si sd inteleaga
cd si cei cu o ,altd fatd” au dreptul de a fi inclusi intr-un grup,
conditia fiind depasirea tuturor barierelor. Solutia pentru fdurirea
unui spatiu social in care sa convietuiasca o populatie identicd,
care sa mpdrtdseascd aceasi culturd, sd vorbeascd aceeasi limba si
sa aibd aceeasi infdtisare consta in exterminarea celor slabi.

Dificultatea dialogului intercomunitar duce la comiterea unor
numeroase atrocitati care ar fi putut fi impiedicate*.

Pentru un trai lipsit de griji comunicarea trebuie sd fie perceputa
ca nucleul vietii si al culturii. Chiar sunt vorbite limbi diferite, ar
trebui sd se ajunga la un consens, limba trebuind sd fie perceputd ca
o modalitate de exprimare a gindirii si nu ca o metodd de
constituire a colectivelor>. Uriasii aleg sd domine spatiul prin
puterea fizicd, nu sd comunice cu oamenii, catalogandu-i pe seama
aparentelor ca niste animale predestinate la moarte doar datoritd
faptului ca nu impadrtdseau acelasi mod de viata.

De asemenea, specia umand este divizata la randul ei in mai
multe colective din cauza diferentelor ce le individualizeaza. O
primd distinctie se face intre oamenii domestici (animale de
companie pe care copiii uriasilor le indrageau) si intre oameni
salbatici (,,paraziti care locuiau in parcuri”). A doua ierarhizare este
realizata chiar in interiorul tribului de oameni salbatici, fiind
impartiti in oameni buni si oameni rdi (banditi care isi atacau
semenii cand le invadau teritoriul si le furau mancarea obtinuta tot
prin furt). Semnificativ in acest sens este episodul in care Terr este
prezentat grupului de oameni sdlbatici, el fiind privit cu dispret
pentru cd avea o infatisare diferita: ,Am fost intdmpinat cu
batjocura de cdtre oamenii sdlbatici.”®. Pentru a putea deveni
membrul acestui trib care trdia in Marele Arbore, a trebuit s3

4 Emmanuel Levinas, Alterite et transcendance, Montpellier, Coll
»Essais 7, 1995, p. 8o.

5Edward T. Hall, The Hidden Dimension, New York, Doubleday, 1996, p. 15
6René Laloux si Roland Topor, Planeté sauvage, 1973, minutul 32:10, film

disponibil online lahttps://www.cinemapublic.org/IMG/pdf/La Planete
sauvage.pdf , consultat in 7.10.2018
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castige o lupta acerbd, motivata de absenta comunicdrii, speciei
umane fiindu-i din nou atribuit un instinct specific animalelor,
agresivitatea’.

Oamenii salbatici care trdiau in parcurile abandonate de uriasi
isi marcau spatiul prin conceptul de teritorialitate, fenomen
intdlnit cu precddere in studiul comportamentelor animalelor,
fiind schitat si in acest film ca un comportament prin care un
organism isi manifests o pretentie la o_anumitd zond pe care o
apard chiar de membrii speciei sale®. In episodul in care Terr
patrunde pe teritoriul celluilalt grup pentru a-i avertiza de
masacrul intentat de uriasi, este luat ostatic din cauza dobandirii
statutului de intrus, iar vorbele sale nu sunt luate in calcul: ,Ce
faceai pe teritoriul nostru? Am venit sa va avertizez. Uriasii vor
extermina specia umand din parc... Nu-l asculta. E o capcana!™.

Planeta Salbaticd pe care uriasii evadau in timpul meditatiilor
pentru a se intdlni cu fiinte din alte galaxii este reprezentatd ca
avand o ,dimensiune ascunsd” perceputa prin prisma simturilor si
sentimentelor lor, dobandind un rol semnificativ in gestionarea
relatiilor cu ceilalti®.

In spatiul vital populat de uriagi, specia umand incdlca limita
personald impusa de acestia, fapt ce pricinuia accentuarea stdrii de
tensiune, uriasii simtind ca spatiul personal le este invadat. La
randul lor, oamenii nu se puteau bucura de un spatiu al lor in care
sd nu nu fie cuprinsi de teamd de moarte. Observam cum lui Terr
ii este construit de Tiwa un spatiu simbolic, o cdsuta fard usd, fara
nicio barierd, spatiul lui intim fiind invadat in orice moment.

Specia umand avea calitatea de a lucra in echipd, de a se uni
pentru indeplinerea scopului ce le cdlduzea actiunile, acela de a
dobandi un nou statut pe planeta uriasilor. Cooperarea, depasirea
diferentelor, rdbdarea si perseverenta se dovedesc a fi atuuri de
pret in numeroase scene din film. De exemplu, oamenii hotardsc
sa facd front comun pentru a-l ucide pe uriasul care ii urmdrea

7Edward T. Hall, The Hidden Dimension, New York, Doubleday, 1996, p. 4.
8Edward T. Hall, The Hidden Dimension, New York, Doubleday, 1996, p. 9.
9René Laloux si Roland Topor, Planeté sauvage, 1973, minutul 48:29, film
disponibil online la https://www.cinemapublic.org/IMG/pdf/La Planete
sauvage.pdf , consultat in 7.10.2018.
“Vezi Edward T. Hall, The Hidden Dimension, New York, Doubleday,
1996, p. 10.
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pentru a-i extermina. Observam cum prdddtorul devine pradd, el
fiind in cele din urmd victima rapusd, scend semnificativa si pentru
ideea cd intr-o comunitate puterea nu este eternd, putand apdrea
in orice moment rdsturndri de situatie. De asemenea, oamenii
domestici si cei sdlbatici formeazd un singur trib si lucreaza
impreund vreme de cincisprezece ani terestri pentru a reusi
inventarea unor rachete menite s patrunda pe Planeta Salbatica.

Uriasii aveau ca scop creearea unei lumi utopice care se putea
realiza doar prin inldturarea celor diferiti. Utopia nu reprezentd,
asadar, un ,ideal frumos”, atribuit de Levinas doar celor care nu
incearcd sd suprime fata celuilalt, care sunt deschisi si toleranti fatd
de alteritate". La randul lor, oamenii isi aveau propriul vis utopic:
descoperirea Planetei Sdlbatice unde doreau sa construiascd o
lume in care ,oamenii pot trdi in pace si fericire, o lume departe de
uriasi, o lume pentru copiii nostri™>.

Diferenta dintre cele doud grupuri destinate sd impartd acelasi
spatiu nu consta doar in vorbirea unor graiuri diverse, ci si in
faptul cd ele locuiau in lumi senzoriale diferite, fiind modelate de
experienta in care percepeau mediul, locuintele si addposturile
fiind construite din aceasta perspectiva®. Oamenii salbatici erau
considerati de uriasi niste paraziti datoritd comportamentului lor,
ei fiind murdari si supravietuind de pe urma futurilor comise,
avand chiar un miros specific: ,Miroase a oameni! Ce paraziti!
Detinerea unui om domestic este un lucru amuzant, insd toti
acesti oameni sdlbatici furd si sunt murdari.”™.

Calitatea atribuita de Edward Hall omului ca fiind un organism
cu un trecut extraordinar care se distinge de celelalte animale
gratie faptului cd a elaborat extensii ale organismului sau prin care
a reusit sa imbundtateascd sau sd specializeze anumite functii este
pusd in acest film pe seama uriasilor care dobandeau o vasta
tehnologie dominatd de computere si de acele casti prin care

"Emmanuel Levinas, op. cit, p. 119.

2 René Laloux si Roland Topor, Planeté sauvage, 1973, minutul 72:15, film
disponibil online lahttps://www.cinemapublic.org/IMG/pdf/La
Planete sauvage.pdf, consultat in 7.10.2018.

3 Edward T. Hall, The Hidden Dimension, New York, Doubleday, 1996,
p-134.

““René Lalouxsi Roland Topor, Planeté sauvage, 1973, minutul 53:34, film

disponibil  online la  https://www.cinemapublic.org/IMG/pdf/La

Planete sauvage.pdf, consultat in 7.10.2018.
273



https://www.cinemapublic.org/IMG/pdf/La_%20Planete_sauvage.pdf
https://www.cinemapublic.org/IMG/pdf/La_%20Planete_sauvage.pdf
https://www.cinemapublic.org/IMG/pdf/La_%20Planete_sauvage.pdf
https://www.cinemapublic.org/IMG/pdf/La_%20Planete_sauvage.pdf

Proxemicain literaturd

informatiile erau intipdrite direct in memorie. Astfel, computerul
prin care conducdtorii uriasilor comunicau problemele
intdmpinate de populatie si masurile luate devine o extensie a
vocii, iar castile extind o parte a creierului.

Pacea ce se incheie intre cele doud specii diferite este datoratd
efectelor nefaste ale razboiului iscat intre civilizatii. Ei aleg sd ia o
hotdrare inteleaptd, sa nu se mai ucida si sd convietuiasca intr-un
spatiu, in care toti sd beneficieze de acelasi tratament, indiferent
de diferentele ce ii individualizau. Desigur ca prin descoperirea
secretului legat de perpetuarea speciei uriasilor, oamenii ar fi avut
sansa sd nimiceascd intregul trib, dar nu s-au ldsat stapaniti de
setea de razbunare, intelegind cd o planeta nu poate fi
proprietatea celor care impartasesc acelasi mod de viata.

Dupa finalizarea armistitiului, oamenii s-au aflat in pozitia de a
crea lumea in care urmau sa traiascd, construind orase si un satelit
artificial al planetei pe care l-au numit Terra: ,Acum planeta
noastrd are doi sateliti: unul natural si unul artificial. Cel natural,
Planeta Salbaticd este rezervat meditatiei uriasilor, iar satelitul
artificial a fost creat de oameni si l-au numit Terra, dupd planeta
lor ancestrald™s. Se remarca faptul cd dupa acest razboi, oamenii
au luat decizia de a respecta spatiul personal al uriasilor, mai exact
cel destinat meditatiilor si cd ei au fost integrati in cultura
dominanta a planetei.

In final, uriasii si oamenii au dobandit calitatea de a descifra
atat comunicarea verbald, cat si pe cea nonverbald, realizand ca
aceasta poate fi singura solutie prin care se poate ajunge la
persoanele diferite din acelasi grup sau dintr-un alt grup".

Omul era perceput ca un animal preocupat sa aducd prejudicii
planetei deoarece nu avea acces la cunostintele tehnologice. Terr a
fost cel care a produs schimbarea in universul uman si a creat o
noud dimensiune, cultura, solutia tuturor problemelor intalnite in
spatiu. Relatia dintre om si dimensiunea culturald a devenit

5Edward T. Hall, The Hidden Dimension, New York, Doubleday, 1996, p.3.
16 René Lalouxsi Roland Topor, Planeté sauvage, 1973, minutul 70:00, film

disponibil online la https://www.cinemapublic.org/IMG/pdf/

La Planete sauvage.pdf, consultat in 7.10.2018.
7Vezi Edward T. Hall, The Hidden Dimension, New York, Doubleday,

1996, p.16.
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reciprocd, atat omul cat si mediul sdu participand la modelarea
acesteia.

Prin acces la cultura celorlalti (copilul e un fel de cal troian,
copilul slavator, Messia), oamenii pdtrund in spatiul lor si
interfereazd fatal. Avand ontologii diferite, contactul lor e sugerat
de imagini mitice sau suprarealiste, dupd cum remarcd Boris
Henry recenzand filmul. Nu numai acest episod, amintind de fiica
faraonului care il salveazd pe Moise (Exodulz2), dar si
contextualizarea intrigii prin aluzii la panze de Jérome Bosch, Yves
Tanguy, Max Ernst, Salvador Dali, Victor Brauner si René Magritte
din desenele lui Roland Topor invitd la meditatii asupra mutatiilor
din sfera proxemicii sociale si publice carora omul contemporan
trebuie sa le faca fata (Fig. 1, 2, 3 ,4) : ,L'univers visuel développé
dans le film est celui de Roland Topor, mais il est fortement nourri
d'influences picturales, au premier rang desquelles les ceuvres de
Jérome Bosch et des peintres surréalistes Yves Tanguy, Max Ernst,
Salvador Dali, Victor Brauner et René Magritte. Ces différentes
influences se retrouvent notamment dans les décors et les
créatures fantastiques.”.

In concluzie, filmul Planéte sauvage constituie o sursa proprice
pentru a reprezenta conceptul de proxemicd, conflictele iscate din
cauza diferentelor ce definesc fiintele destinate sd convietuiascd in
acelasi spatiu si modul in care acesta este perceput de fiecare suflet
in parte.

Fig. 1. La Planéte sauvage Fig. 2: Victor Brauner

(http://surrealism.website/

brauner.html)

BHenry Boris, Planéte sauvage, fragment disponibil online la
file:///C:/Users/user/AppData/Local/Microsoft/Windows/Temporary%2o

Internet%20Files/Content.[E5/TWNMoBQ3/La Planete sauvage.pdf,

consultat in 07. 10. 2018.
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Fig.Hieonymus Bosch
(https://www.google.ro/
search.....)
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_ OPERALITERARA
IN PERSPECTIVA JUNGIANA
The Work of Art in Jung’s Approach

Nicoleta MARZA

Abstract: In C.G. Jung's perspective, the science of the soul shows itself
to be perfect for explaining the psychological structure of purposeful,
concrete products, emerged from complicated psychic activities, as well
as the psychological statuses of the artistic creator - considered to be
unique in his personality. Against Freud’s reductive doctrine, Jung
brings forth some objections which finally reveal the last instance of the
differences between the two. Jung states that arts, like dreams, do not
contain simply denied desires, can not be considered diseases, yet they
require different investigating approaches. Artwork, in Jung’s vision
represents a process in itself, alive and “creative” whose nature is
different from its origin, a figment of the creator which starts from
preliminary conditions of which he/she disposes in an absolutely free
manner.

The work consists of something overly personal which has a specific
rationality in itself. It creates its own meaning and nature, setting on a
trajectory towards what it desires to become, establishing and planning
its own becoming. From the analytical psychology’s point of view, this
creative process is an autonomous complex which leads an independent
life, existing as a distinct part of the soul, unsubordinated to the power
of will, to its ordering processes.

Keywords: unconscious, artistic creative process, psychological
creation, visionary creation, autonomous complex

Incercarea lui C.G. Jung de a aborda relatia dintre opera
literara si psihologia analitica reprezinta intai de toate inceputul
unor discutii fructuoase in legdturd cu doud domenii ample si,
in acelasi timp, o oportunitate de a limpezi pentru posibilii sdi
adversari puncte de vedere proprii intr-o problema extrem de
controversatd, aceea a legdturii dintre arte si psihologie in
general. Legdtura dintre aceste domenii incomensurabile, dintre
psihologie ca stiintda a proceselor psihice si stiinta artelor ca
activitate umana produsd de factori psihologici, este pentru el,
dincolo de faptul ca disciplinele sunt intemeiate pe principii
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diferite, foarte stransa si invita la obligatorii discutii si puneri in
relatie. Stiinta despre suflet se dovedeste in perspectiva sa apta
sa explice structura psihologicd a produselor intentionate,
concrete, ivite din complicate activitati psihice, precum si
conditiile psihologice ale creatorului artist considerat ca
personalitate unica. Plecand deci de la faptul mai mult decat
evident cd profesarea artei este o activitate ivita din motive
psihologice, Jung stabileste cd este necesar ca ea, aldturi de
investigarea aparatului psihic al creatorului, sd devind obiecte
ale psihologiei si sd fie evaluate conform unui criteriu psihologic
pentru a se obtine elemente specifice esentiale pentr-o
apreciere psihologica justd a artei prin care sd se inlature o
eventuald unilateralitate rigida a perspectivelor teoretice.

Psihologul isi propune doud obiective de natura diferita,
analiza si interpretarea operei concrete prin urmdrirea in
special a fenomenului psihic de imaginatie literard, aldturi de
explicarea aparatului psihic creator. De pe pozitia psihologului
cu indelungatd experientd pe care o afirmd, Jung isi propune
astfel sd facd accesibil din punct de vedere psihologic domeniul
cunoasterii artistice in care sufletul nu este numai un loc de
origine, o matrice a acestuia, ci devine mai ales un recipient
multicolor, polimorf, formd vizibila, concretd de manifestare,
exprimare spirituala specificd ce poate contribui, prin urmadrirea
si cercetarea unor parti izolate la intelegerea intregului, la
clarificarea esentei sufletului. In aceasta calitate, aceea de
psiholog, Jung vorbeste despre forta de creatie, despre procesul
creator, despre materialul psihic care apare apare la suprafata in
literaturd cu scopul de a orienta prin opiniile sale avizate o
examinare psihologica a fenomenului artistic.

Constatarile lui Jung in legdturd cu controversata relatie a
psihologiei cu arta in general se referd numai la acea parte a
artei care reprezintd procesul psihic al plasmuirii artistice, la
fenomenele sale emotionale si simbolice, nu si la esenta intima
a acesteia, la valoarea sa specificd, intrinsecd, la ceea ce ea
reprezintd in sine, aspect care ramane discutat in continuare de
catre un domeniu specific al stiintei literaturii care nu poate fi
supus in viziunea lui decdt unui criteriu de naturd estetica-
artisticd, nicidecum psihologicd. Jung nu atinge prin
preocuparile sale esenta fenomenului literar si nu cauta sd
substituie prin punctul siu de vedere alte opinii emise de
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istorici literari sau de esteticieni. El nu trateaza arta ca pe o
stiintd deductibild din premise cauzale, ci ca pe un domeniu
spiritual care are un teritoriu rezervat cu propriile legitati
explicabile doar prin ele insele. Referirile sale vizeazd si se
limiteazd strict la partea artei care existd in procesul psihic al
fantazarii artistice considerat de el manifestare psihica ce
permite consideratiile binevenite ale unui psiholog. Jung
impune astfel inca de la inceput o deosebire principiald intre
esenta literaturii, domeniu specific al esteticii si al teoriei
literaturii in general si fenomenele plasmuirii artistice, fapt care
inldturd un eventual abuz de a subsuma arta unui simplu
subcapitol al psihologiei sau de a inlocui alte modalitati de
abordare teoreticd a creatiei literare. Reductia nefiind posibila
in urma precautiilor expuse preliminar de Jung, artele raman
considerate in continuare ca domenii spirituale autonome care
nu pot fi subordonate unor concepte psihologice. Examinarea
jungiand a operei de artd are impusa astfel incd de la inceput o
atitudine specificd, diferitd esential de cea a teoriei literaturii.
Limitarea absolut necesard a utilizdrii unui punct de vedere
psihologic in considerarea fenomenului artei trebuie asociata
unei alte probleme semnificative, aceea a modului in care acesta
trebuie aplicat. Jung atrage in felul acesta atentia asupra
faptului cd operele literare au fost deseori gresit interpretate
prin reducerea conditiilor initiale ale creatiei, ale dezvoltarii
individuale, particulare a wunui subiect la simple stdri
elementare, mai ales la relatia speciald din copildria timpurie a
autorului cu pdrintii sdi, la deprinderile sale rele, la convingeri,
la pasiuni, nu de putine ori la tulburari patologice. Metoda de
interpretare freudiand pe care Jung o are de fapt in vedere este
pentru el gresitd si aduce impotriva acesteia importante
obiectii. Metoda de interpretare este la baza o tehnica medicala
aplicatd nevroticilor pentru intelegerea unui fundal psihic
inconstient care se afld ascuns sub un prim plan constient al
individului, fundal in care se adund continuturi cu evident
caracter negativ refulate din constiinta din cauza
incompatibilitdtii lor morale cu aceasta. Dedesupturile
inconstiente sunt considerate active si producdtoare de
fantasme de natura specifica ce influenteazda procesele
constiintei. Tehnica reductiva freudiand, adunand toate acele
continuturi constiente care lasa sa se intrevadd fundalurile lor
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inconstiente  Incearcd  reconstituirea, transparentizarea
fenomenelor pulsiunilor elementare prin analiza si prin
interpretarea indicatiilor detinute, ocupandu-se in fond numai
de culise, de dedesupturi, de subsoluri. Aceasta directie
medicald de cercetare a artei, pe care Jung o considera o "un fel
de psihanalizd", lasd ca opera de arta si nevrozele sd fie
considerate in spatiul public identice, ambele fiind considerate
ca bazdndu-se exclusiv pe material refulat, penibil din punct de
vedere moral sau estetic. Realizarile artistice sau fantasmele
amadgitoare ale pacientilor nevrotici sunt considerate simptome,
surogate ale fanteziilor inconstiente obscure care ajung sd
infranga, prin deghizare, o cenzurda morala a constiintei. Teoria
refularii este de altfel folosita de Freud pentru explicarea multor
fenomene psihice. Jung atrage atentia cd geneza creatiei
artistice nu poate fi explicatd ca geneza fantasmei unei nevroze
deoarece opera de arta ar fi in acest caz inteleasd ca fenomen
maladiv, iar nevroza ar putea trece drept opera de arta.
Psihanaliza artei nu trebuie sd se indeparteze, prin urmdrirea
unor intortocheate labirinturi ale conditiilor artistice
preliminare, de obiectul sdu real de investigare, opera de artd cu
datele sale semnificative si esentiale. Metoda de interpretare
elaborata de Freud duce, din perspectiva jungiand, la acelasi
inevitabil rezultat descoperit de fiecare datd cand este aplicata.
Reflectiile lui Jung asupra examinadrii freudiene a conditiilor
preliminare ale artei stabilesc faptul cd aceastd modalitate
descoperd aceleasi dificultati tipice ale indivizilor, scoase la
iveald si in cazul celor nevrotici, dar si al celor normali. Aceasta
metodd de analizd nu ajunge, conducand mereu spre momentul
dinaintea credrii operei ca atare, decit intr-un domeniu al
general-umanului nesemnificativ, la un elementar al speciei
umane existent de altfel pretutindeni, din care nu se pot
desprinde decat concluzii banale sau explicatii plate in legdtura
cu o explicare psihologicad a artei.

Pentru Jung aceasta metoda de psihanaliza a operei este doar
un alt grad al unei metode literar-psihologice nuantate care
trebuie folositd cu madsurd, cu precautie, cu multd iscusintd
deoarece ascunde pericolul imediat de a ajunge la concluzii
indrdznete, extrem de indiscrete, care transformd biografia intr-
o cronica scandaloasa si scriitorul intr-un adevdrat caz clinic,
deseori de naturd sexuald. Pe de altd parte, evidentierea unor
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relatii speciale cu pdrintii de pilda, chiar daca ele lasa urme
semnificative in text, nu ajutd la intelegerea felului in care opera
a rezultat numai din aceasta legaturd, cu atat mai mult cu cat
toti autorii au complexe materne sau paterne. Ea aratd cel mult
influenta marcanta a trdirilor intime asupra universului artistic,
oferind de fapt o imagine de ansamblu a modului in care opera
si viata personald a scriitorului se imbind, o perspectivd mai
ampla, dar care nu contribuie nicidecum la intelegerea artei in
sine a unui scriitor. Psihologia personald a autorului nu poate
explica opera insdsi, ci numai anumite aspecte despre ea.

Jung se delimiteazd fata de directia psihologiei inauguratd de
Freud care acorda posibilitatea istoricul literar de a pune intr-o
ecuatie anumite caracteristici concrete ale operei de artd cu
trdirile personale ale autorului ei provenite din copildrie si
remarcarea unei intreteseri permanente, intentionate sau nu,
intre text si trdirea intimd. In viziunea sa, psihologia nu este
aptd sa stabileascd in zona propriu-zisd a sufletului, aceea a
complexelor, raporturi cauzale stricte prin desemnarea unui
singur eveniment ca necesar in cazul pldsmuirii artistice.
Precautiile sale in aceastd privintd sunt justificare mai ales de
necesitatea de a obtine elemente cu adevdrat relevante pentru
judecarea valabila a fenomenului creatiei, si nu doar o addncire,
o cunoastere temeinicd a factorilor istorici.

Impotriva doctrinei reductive dezvoltate de Freud Jung
aduce unele obiectii care dezvdluie in ultimd instantd
diferentele de viziune dintre cei doi. Jung stabileste ca artele, ca
si visele, nu contin doar dorinte refulate, nu pot fi considerate
maladii, ci solicitd alte directii de investigare. El adopta pentru
explicarea operei de artd un punct de vedere opus celui
freudian, ignorand o problemd pe care o considerd inutild, cea a
cauzalitatii directe a conditiilor care au prefigurat-o, luand in
discutie in schimb sensul operei ca singura componentd ce
contribuie cu adevdarat la cunoasterea ei. Potrivit conceptiei
sale, pentru intelegerea operei de artd nu se poate recurge la un
criteriu personal, opera reprezentand in fapt un domeniu al
suprapersonalului care poseda ratiunea sa specifica de a fi.
opera este un produs care, inainte de toate, se elibereaza de
toate limitdrile, de toate ingrddirile personalului si efemerului.
Abordarea psihanalitica a lui Jung inldtura astfel cauzalitatea
curentd, orientatd exclusiv biologic din incercarea de explicare a
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fenomenului producerii artei. Stabilirea unor raporturi strict
cauzale nu este permisa psihologiei decat in zona instinctelor si
a reflexelor.In rest, ea nu poate decat sd furnizeze descrieri
detaliate ale evenimentelor psihice produse si scoaterea in
evidentd a unor urzeli extrem de ingenioase, de neobisnuite, de
neomenesti pe care ele le creeazd, fdrd a putea insa desemna o
cauzd certa. O psihologie pur cauzalistd nu poate fi, in opinia
sa, aplicatd intr-un mod just operei de artd sau creatorului ei, ci,
doar intr-o anumitd mdsurd si cu multd moderatie pacientilor.
Mai mult, dacd psihologia ar putea evidentia cauzalitati sigure
in domeniul fenomenelor complexe ale creatiei, atunci teoriile
artei ar deveni simple anexe, simple specialitati ale psihologiei.
Jung renuntd asadar la un tip de psihologie care ia in
considerare originea si derivarea operei deoarece efectul ei
imediat este acela de reducere a oricarui individ creator la
conditia de simplu reprezentant al speciei sale. Opera de arta
pretinde alt tip de cercetdre. Ea este pentru Jung mult mai mult
decdt un simplu loc de pornire si o inevitabila descendentd, mai
mult decat un simplu produs rezultat din ceva. Conditiile
indubitabil general-umane care au precedat-o sunt interogate
inutil, cauzalitatea personald neavand posibilitatea de a explica
o creatie care se dezvoltd si care intervine ca o altfel de realitate,
posedand alte legi. Ea este in primul rand un proces in sine, viu,
creator, a carui naturd se diferentiaza si se rupe de obarsia sa.
Produsul artistic intentionat trebuie considerat in aceastd
abordare o plasmuire creatoare care izbucneste din conditiile
preliminare de care dispune in mod absolut liber, fapt pentru
care ea nu poate fi dedusd intr-un mod valabil de o psihologie
cauzalista. Oprirea la cercetarea aspectelor personale se
dovedeste inadecvatd. Creatia isi abordeaza creator datele sale
initiale care devin exterioare ei si din care se naste ca fiinta
autonomd conform propriilor legi. Opera constituie ceva
suprapersonal care are o ratiune specificd in ea insasi. Ea isi
dezvolta propriul ei sens si propria sa naturd, orientandu-se
singurd spre ceea ce vrea sd devina, stabilindu-si propriul ei
scop si planificaindu-si propria devenire.

Examinarea psihologica jungiand a operei pune in evidentd
existenta unui factor creator irational care se afirmd deosebit de
clar si de evident in domeniul artei. El desconsiderd si ocoleste
toate eforturile rationalizatoare de intelegere a procesului
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artistic. Jung se indepdrteaza astfel de interpretarea lui Freud
pentru care factorul irational nu este decat un simplu simptom,
desigur incapabil de explica stralucirea operei, dar mai ales
modul in care un anumit creator ajunge tocmai la o anumitd
operd. Pentru Jung numai evenimentele psihice din interiorul
constiintei pot beneficia de explicatii cauzale, in timp ce
factorul creator rdmane vesnic necunoscut, el avandu-si
raddcinile intr-un domeniu inconstient care precede constiinta,
domeniu absolut imprevizibil , inzestrat cu mijloace proprii de
expresie, care 1isi trdieste viatd conform propriilor sale
modalitdti printr-o lucrare continud care se dezvoltd neincetat.
Impulsul creator nu poate fi decat presimtit si zugrdvit in toatd
manifestarea sa, nicidecum cuprins de o cunoastere logicd,
rationald. Pentru teoria artei principiul sdu prim este de altfel
acela cd psihicul se defineste ca ceva care pur si simplu
fiinteazd, iar puterea lui de creatie nelimitatd.

Pentru a explica opera autenticd, Jung ia in considerare o
varietate a genezelor posibile pe care le reduce teoretic la doua
cazuri semnificative. Unul este reprezentat de situatia asa-
zisului roman psihologic in care un scriitor produce literatura
avand o hotirdre de a obtine un anumit efect. In aceastd
situatie, subiectul este supus intentionat unei anumite orientadri,
autorul folosindu-si in fiecare moment judecata pentru
atenuarea efectelor nedorite sau, din contrd, pentru accentuarea
celor planuite anterior. Tratarea subiectului este in intregime
subordonatd intentiei sale artistice planificate si este insotita de
cantdrirea foarte atentd a nuantelor, a culorilor, de alegerea
permanentd a exprimadrii, a formei frumoase, a stilului in care de
altfel se va dizolva. Opera psihologica, subordonata unui scop
bine definit, isi propune sd prezinte un anumit lucru si nu
altceva. Este realizatd in acest caz o productie intentionatd,
atent condusa de procesele constiintei scriitorului care nu se
indepdrteazd niciodatd de la obiectivele urmadrite si de la
exprimarea adecvatd a acestora. Acest mod de creatie posedd un
subiect cunoscut in intregime constiintei autorului, de pilda o
situatie de viatd, o emotie intensd, pasionald, natura,
frumusetile ei, destinul uman in general. El provine din prim-
planul constiintei, dintr-o sfera a omenescului etern, a
inteligibilului, a experientei umane care nu are nimic obscur.
Materialul psihic originar al trdirii scriitorului este limpede, deja
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cunoscut. El este un continut al constiintei sale ce capdtd doar o
configurare poeticd prin care constiinta cititorului ajunge de
asemenea la o clarificare superioard. Acest tip de creatie se
explicd prin ea insdsi, pe traseul de la traire la configurare ei
psihologul care o investigheazd nemaiavand nimic de addugat.
Subiectul creatiei de tip psihologic nu are nevoie de intrebarea
in ce constd acesta deoarece totul se explica de la sine, in mod
convingdtor. Jung considera acest tip de activitate artisticd cu
subiect constient care isi cautd doar desavdrsirea formald, o
configurare de exceptie a continuturilor ei, un caz in care
autorul devine identic cu 1nsdsi miscarea creatoare, cu
plasmuirea insasi, indistinct de ea, fie cd el se asaza de bunavoie
in varful procesului creator, fie ca este pe deplin prins de acesta
si folosit ca instrument care poseda putere si intentie, dar care
pierde constiinta acestui fapt. Nepretinzand decat trdire de
prim plan din partea autorului si a cititorului ei, creatia nu
provoaca socuri individuale, nu are forta de a deschide alte
perspective asupra lumii, nu poate oferi alte posibilitati de
cunoastere.

Jung numeste si o alta modalitate psihologicd de creatie,
desemnata de el ca modalitate vizionara. Existd asadar si un alt
tip de operd literard, in opozitie foarte clara cu creatia
psihologicd, care nu mai pretinde trdirea de prim plan a
constiintei creatorului, ci o trdire care apare parcd neintentionat
in el. Ea este opera in care scriitorul aduce pe lume lucruri care
se impun ca o revelatie spiritului sdu limitat in acest caz la
sesizarea, la inregistrarea si la scrierea cu nedumerire a unor
aspecte inspdimdntdtoare, grotesti, demonice sau, din contrd,
de o frumusete indicibild pe care vointa sa proprie nu le-a
produs niciodatd. Constiinta scriitorului ramane uimita si lipsita
de reactie in fata unui fenomenului creator care il copleste si il
ameninta totdatd printr-un suvoi puternic de imagini si de idei.
Autorul se lasd condus fdrd sda poatd opune rezistentd de acest
puternic impuls strdin, necunoscut lui anterior, distinct si rece.
Opera 1i depdseste si i subordoneazd vointa, i domind intreaga
simtire si putere de intelegere. Ea izvordste ca o intamplare
puternicd si incurcata ce poseda o fortd de nestdvilit. Autorul
parcd intra sub puterea unei vointe strdine cdreia nu i se poate
sustrage si pe care este nevoit sd o urmeze si sd o asculte.
Subiectul vizionar care devine continut al unei configurdri parca
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impuse din altd parte nu este ceva cunoscut intelegerii umane.
El are nevoie de explicatii si de comentarii pentru cd nu aratd in
mod limpede in ce consta sau ce inseamnd. Pentru autor, ca si
pentru cititor, subiectul starneste uimire, surprindere sau
dezgust, fiind ingrijorator de coplesitor. El nu este stapanit sau
cuprins de intentia scriitorului, nu reprezintd viata de zi cu zi, ci
se remarcd tocmai printr-o nesupunere incdpatdnata fatd de
aceasta, indicind necunoscutul . El apare pe lume intr-o forma
mai mult sau mai putin desdvarsitd, exact asa cum se iveste.
Opera vizionara isi aduce cu sine propria sa formd, respingand
mereu ceea ce si-ar dori sa realizeze autorul sdu, dar impunand
in schimb tot ceea ce acesta nu vrea sa accepte. Scriitorul nu
creeazd liber ceea ce vrea, ci simte in propria vointd
constrangerea, inspiratia strdind care apare in pofida constientei
sale. Trdirea originard indicd abisurile unei naturi supraumane,
profunzimile unor vremuri imemoriale, pardnd o trdire
necunoscutd, de o esenta strdina si ascunsda autorului,
incomprehensibild pentru spiritul sdu. Ea provine insa din chiar
Sinele autorului, din natura cea mai intimad a acestuia. Prin
grozdvia cu care apare din profunzimile preumane, ea ameninta
si chiar reuseste sd invingd natura umand prin distrugerea
valorilor cunoscute de ea. Ea construieste alte posibilitati de
fiintare ale omului neintrezdrite pand atunci.

Jung aratd prin acest tip de creatie cat de puternic este
impulsul creator izvorat din inconstient ca dintr-o origine
profundd, intunecatd, nestiutd, cat de despotic, de viclean, de
perfid este in actiunea sa de acaparare a constiintei.

Aceastda pulsiune capricioasd si tiranicd reuseste sa
stdpaneascd si sd controleze tot ceea ce este omenesc in creator,
dorinte, fericire personald, sdndtate, sd le pund la dispozitia
creatiei sau chiar sa le sacrifice in chip nemilos. Opera care nu
se naste din constiinta artistului a fi cu adevarat o fortd a naturii
care are inscrisd in ea un scop de neclintit, un scop de
nedeturnat al naturii insdsi. Omul devine un pamant roditor
pentru creatie, un teren fertil din care creste ca o fiinta vie
creatia ce contine in ea substanta umana, sufleteascd din care a
luat nastere. Procesul plasmuirii artistice este considerat de
Jung un complex autonom care, ca parte distinctd a sufletului
duce o existenta independentd, scapand de vigilenta constiintei
si de actiunea inhibatoare a acesteia, producind o altfel de
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realitate in constiintd, cu propriile sale legi.El se face cunoscut
prin vocea sa inconfundabila care irupe aducind cu sine o
viziune ciudata a haosului.

Aprecierea psihologicd jungiand depinde mult de aceste doua
posibilitati de genezd a operelor artistice, numind primul tip de
creatie introvertit, iar pe cel de-al doilea extravertit. Atitudine
introvertitd se defineste prin afirmarea constientd a subiectului
fata de exigentele obiectului sau, de stipanirea subiectului de
intentia autorului, in timp ce atitudinea extravertita se
caracterizeaaza prin subordonare totald fatd de obiect care
demonstreaza posibilitatile nesfarsite de creatie pe care le
posedd fondul obscur sufletesc, in continud reinnoire. Operele
literare ilustreaza in general una dintre cele doua atitudini
posibile fatd de subiect. Din modelul prezentat se poate
remarca faptul cd in abordarea lui are loc o deplasare
psihologica fatd de viziunea in care autorul era conceput ca
persoand si nu ca proces creator. In abordarea lui interesul se
deplaseazd asupra ultimului aspect. Chiar si in cazul in care
scriitorul considera cd fdara nicio constrangere, intr-o deplina
libertate fatd de obiect creeazd, Jung considerd cd opera provine
din ea insdsi si din propriul ei mestesug, nu din vointa autorului ei.

Modelul formulat de Jung isi are originea in experientele
psihologiei analitice. Investigatiile asupra inconstientuluiau dus
la descoperirea modurilor in care constiinta este influentata sau
condusd de acesta. Dovezile furnizate de acest domeniu aratd
cat de capricioasa, de puternicd, de autoritard, de despotica este
pulsiunea oprei ivite din inconstient. Analiza practicd aratd ca
in unele cazuri dorinta de creatie a unor artisti devine atat de
puternicd incdt ea poate acapara intreaga dimensiune umand a
acestora, pundndu-i in slujba operei intr-un mod deplin, chiar
cu riscul pierderii fericirii sau al sandtdtii. In abordarea
psihanaliticd a lui Jung, opera care nu se iveste din sufletul
artistului este o fortd remarcabild a naturii care, purtdnd in sine
un scop al naturii de nedeviat, patrunde fie ingenios, subtil,
viclean, fie tiranic, autoritar, indiferent la fericirea personald sau
la suferinta purtdtorului creatiei. Opera se alimenteaza sau
chiar isi smulge hrana din chiar fiinta in care trdieste si creste.
Acest aspect important conduce spre ideea ca procesul
plasmuirii artistice trebuie considerat o fiinta vie in care se afld
substanta sufleteasca a creatorului ei. Din punctul de vedere al
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psihologiei analitice acest proces este un complex autonom care
duce o viatd independentd, care exista ca parte distincta a
sufletului, nesubordonatd vointei constiintei si procesului ei
ordonator. Corespunzator valorii sale energetice pe care o
detine, fortei sale pe care o posedd, el poate sa apard ca
tulburare a proceselor constiente orientate intentionat sau ca o
instantd supraordonata care supune eul.
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BETWEEN THE IMAGINED COMMUNITY AND
THE POSTMODERNIST VIEW OF
COLLECTIVE IDENTITY IN SALMAN
RUSHDIE’S “SHAME”. A LITERARY ANALYSIS

Maria MURESAN

Abstract: The present paper succeeds to our theoretical framing of
what distinguishes New Historicism from traditional historiography
and to a survey of the theoretical positions assumed by the main
representatives of this school that has fuelled literary studies since the
8os. This time we are examining the writing practices drawing on the
assumptions of a New Historicist view of the past which bear upon
narrative structure, rhetorical devices, character construction and troping.
According to Linda Hutcheon, postmodernism is less a period than a
poetics or an ideology. Historiographic metafiction is a type of writing that
doubles back upon itself, a generic hybrid in its inscribing of both historical
and literary intertexts. But it often does so by using the very techniques of
modernist aestheticism against themselves. The autonomy of art is
maintained; metafictional self-reflexivity even enforces it. But within this
seemningly introverted intertextuality another dimension is added through
the ironic inversions of parody: art's critical relation to the "world" of
discourse and beyond that to society and politics. History and literature
provide the intertexts in the novels examined here, but there is no question
of a hierarchy, implied or otherwise. They are both part of the signifying
systems of our culture. They both make sense of our world. This is one of
the lessons of that most commonly practised genre of postmodernism:
historiographic metafiction. "Shame” is Salman Rushdie's third novel,
published in 1983. It portrays the lives of two historical personages, Zulfikar
Ali Bhutto and General Muhammad Zia-ul-Hagq, disquised as Iskander
Harappa and General Raza Hyder. On the high level of a nation’s history,
the professed purpose of the novel is to teach the readership a lesson about
overthrowing a dictator. On the level of commoners, it is a plumbing of the
collective unconscious affected by such a totdlitarian regime: its
psychological pressure gives birth to violence. In New Historicist fashion,
Rushdie judges the present society against its historical background,
producing a hybrid overlay of past and present history. Rushdie
interrogates the sense of guilt and of shame that is seen as an heirloom of
colonialism. It is precisely the lack in confidence that comes with a nation’s
awareness of its roots, of its past that makes it vulnerable, that induces
spiritual paralysis. It is worth noting that the freedom in the treatment of
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the past does not at all indicate contempt for the past as was the case with
the vanguard movements of the last century. New Historicism is a critique
of false ideas about history, of political attempts to rewrite the past
according to circumstantial interests of the power system. Rushdie is a
master in providing tropes of this lack of authenticity affecting some
versions of the past: fading photographs, vanishing ink, empty luggage, and
letters instead of meaningful linguistic units.

Keywords: Collective Identity; Salman Rushdie; New Historicism;
Historiographic Metafiction.

Introduction

Linda Hutcheon in her book Historiographic Metafiction.
Parody and the Intertextuality of History, tries to identify the
context in which the postmodern historical sense situates himself:

“What we tend to call postmodernism in literature today is
usually characterized by intense self-reflexivity and overtly
parodic intertextuality. In fiction this means that it is usually
metafiction that is equated with the postmodern. Given the
scarcity of precise definitions of this problematic period
designation, such an equation is often accepted without
question. What [ would like to argue is that, in the interests
of precision and consistency, we must add something else to
this definition: an equally self-conscious dimension of
history. My model here is postmodern architecture, that
resolutely parodic recalling of the history of architectural
forms and functions. The theme of the 1980 Venice Biennale,
which introduced postmodernism to the architectural world,
was "The Presence of the Past." The term postmodernism,
when used in fiction, should, by analogy, best be reserved to
describe fiction that is at once metafictional and historical in
its echoes of the texts and contexts of the past. In order to
distinguish this paradoxical beast from traditional historical
fiction, I would like to label it "historiographic metafiction”.
The category of novel I am thinking of includes One Hundred
Years of Solitude, Ragtime, The French Lieutenant's Woman,
and The Name of the Rose. All of these are popular and
familiar novels whose metafictional self-reflexivity (and
intertextuality) renders their implicit claims to historical
veracity somewhat problematic, to say the least.” (Linda
Hutcheon, Historiographic Metafiction. Parody and the
Intertextuality of History, p.3)
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Historiographic metafiction is particularly doubled, like this, in
its inscribing of both historical and literary intertexts. Its specific
and general recollections of the forms and contents of history
writing work to familiarize the unfamiliar through (very familiar)
narrative structures (as Hayden White has argued [“The Historical
Text”, 49-50]), but its metafictional self-reflexivity works to render
problematic any such familiarization. And the reason for the
sameness is that both real and imagined worlds come to us
through their accounts of them, that is, through their traces, their
texts. The ontological line between historical past and literature is
not effaced (see Thiher 190), but underlined. The past really did
exist, but we can only “know” that past today through its texts, and
therein lies its connection to the literary. If the discipline of history
has lost its privileged status as the purveyor of truth, then so much
the better, according to this kind of modern historiographic
theory: the loss of the illusion of transparency in historical writing
is a step toward intellectual self-awareness that is matched by
metafiction's challenges to the presumed transparency of the
language of realist texts.

Historiographic metafiction, therefore, represents a challenging
of the (related) conventional forms of fiction and history through
its acknowledgment of their inescapable textuality. As Barthes
once remarked, Flaubert’s Bouvard and Pecuchet become the ideal
precursors of the postmodernist writer who

“can only imitate a gesture that is always anterior, never
original. His only power is to mix writings, to counter the
ones with the others, in such a way as never to rest on any of
them” (Irnage 146).

The formal linking of history and fiction through the common
denominators of intertextuality and narrativity is usually offered
not as a reduction, as a shrinking of the scope and value of fiction,
but rather as an expansion of these. Or, if it is seen as a limitation-
restricted to the always already narrated-this tends to be made
into the primary value, as it is in Lyotard's “pagan vision”, wherein
no one ever manages to be the first to narrate anything, to be the
origin of even her or his own narrative (78). Lyotard deliberately
sets up this “limitation” as the opposite of what he calls the
capitalist position of the writer as original creator, proprietor, and
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entrepreneur of her or his story. Much postmodern writing shares
this implied ideological critique of the assumptions underlying
‘romantic” concepts of author and text, and it is parodic
intertextuality that is the major vehicle of that critique. Perhaps
because parody itself has potentially contradictory ideological
implications (as “authorized transgression”, it can be seen as both
conservative and revolutionary [Hutcheon 69-83]), it is a perfect
mode of criticism for postmodernism, itself paradoxical in its
conservative installing and then radical contesting of conventions.
Historiographic metafictions, like Gabriel Garcia Marquez's One
Hundred Years of Solitude, Gunter Grass's The Tin Drurn, or
Salman Rushdie's Midnight's Children (which uses both of the
former as intertexts), employ parody not only to restore history
and memory in the face of the distortions of the “history of
forgetting” (Thiher u Linda Hutcheon 202), but also, at the same
time, to put into question the authority of any act of writing by
locating the discourses of both history and fiction within an ever-
expanding intertextual network that mocks any notion of either
single origin or simple causality. When linked with satire, as in the
work of Vonnegut, V. Vampilov, Christa Wolf, or Coover, parody
can certainly take on more precisely ideological dimensions. Here,
too, however, there is no direct intervention in the world: this is
writing working through other writing, other textualizations of
experience (Said Beginnings 237). In many cases intertextuality
may well be too limited a term to describe this process;
interdiscursivity would perhaps be a more accurate term for the
collective modes of discourse from which the postmodern
parodically draws: literature, visual arts, history, biography, theory,
philosophy, psychoanalysis, sociology, and the list could go on.
One of the effects of this discursive pluralizing is that the (perhaps
illusory but once firm and single) centre of both historical and
fictive narrative is dispersed. Margins and edges gain new value.
The “ex-centric’-as both off-centre and de-centred gets attention.
That which is “different” is valorised in opposition both to elitist,
alienated “otherness” and also to the uniformizing impulse of mass
culture. And in American postmodernism, the “different” comes to
be defined in particularizing terms such as those of nationality,
ethnicity, gender, race, and sexual orientation. Intertextual parody
of canonical classics is one mode of re-appropriating and
reformulating-with significant changes-the dominant white, male,
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middle-class, European culture. It does not reject it, for it cannot.
It signals its dependence by its use of the canon, but asserts its
rebellion through ironic abuse of it. As Edward Said has been
arguing recently (“Culture”), there is a relationship of mutual
interdependence between the histories of the dominators and the
dominated. It is generally accepted that intercultural learning
“starts with learners achieving various degrees of cultural
awareness or cultural understanding”. Cultural
awareness/understanding, in turn, is conceived as requiring some
form of critical thinking or (self-)reflection which can roughly be
described as “a process through which one is examining one’s
cultural assumptions when confronted with a different world
view” ( A.E. Jacobsen 2016:190).

Magic Realism and Discourses of History in Salman
Rushdie’s Shame

Shame is Salman Rushdie's third novel, published in 1983. Like
most of Rushdie's work, this book was written in the style of magic
realism. It portrays the lives of Zulfikar Ali Bhutto (Iskander
Harappa) and General Muhammad Zia-ul-Haq (General Raza
Hyder) and their relationship. The central theme of the novel is
that violence is born out of shame. The concepts of 'shame’ and
'shamelessness' are explored through all of the characters, with
main focus on Sufiya Zinobia and Omar Khayydm. Shame
discusses heritage, authenticity, truth, and, of course, shame and
shamelessness, as well as the impact of all these themes on an
individual, the protagonist Omar Khayyam. This story takes place
in a town called “Q” which is actually a fictitious version of Quetta,
Pakistan. In Q, the three sisters (Chunni, Munnee, and Bunny
Shakil) simultaneously pretend to give birth to Omar Khayydm
Shakil. Therefore, it is impossible to know who Omar's true
mother is. In addition, they are unsure of who Omar's father is as
the three sisters got pregnant at a house party. While growing up,
Omar becomes mischievous and learns hypnosis. As a birthday
present, Omar Khayydm Shakil's “mothers” allow him to leave Q.
He enrols in a school and is convinced by his tutor (Eduardo
Rodriguez) to become a doctor. Over time, he comes in contact
with both Iskander Harappa and General Raza Hyder.

One potential reading in terms of New Historicism is Rushdie’s
symbolism of the Hegiran calendar:
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“All this happened in the fourteenth century. I'm using
the Hegiran calendar, naturally: don't imagine that stories of
this type always take place long ago. Time cannot be
homogenized as easily as milk, and in those parts, until quite
recently, the thirteen hundreds were still in full swing.”
(Rushdie, 1997:10)

The excerpt bellow tries to identify the social and national
networks tensioning the lives of the Shakils:

“It became clear, however, that the snobbishness which their
father had bred into the sisters' bone-marrow had fatally
infected the guest list. Most of the burghers of Q. had already
been mortally insulted to find themselves deemed unworthy
of the company of the three lustrous ladies, whose gilt-edged
invitations were the talk of the town. Now the crimes of
omission were compounded by those of commission, because
it was seen that the sisters had committed the ultimate
solecism: invitations, scorning the doormats of the
indigenous worthies, had found their way into the Angrez
Cantonment, and into the ballroom of the dancing sahibs.”
(Rushdie, 1997:14)

The effect of ideological constraints and taboos on individual
psychology can be highly seen in the following paragraph:

“Omar Khayyam Shakil was afflicted, from his earliest
days, by a sense of inversion, of a world turned upside-down.
And by something worse: the fear that he was living at the
edge of the world, so close that he might fall off at any
moment. Through an old telescope, from the upper-storey
windows of the house, the child Omar Khayyam surveyed the
emptiness of the landscape around Q.,

..... How young he was when he made the surprisingly
adult resolution to escape from the unpalatable reality of
dreams into the slightly more acceptable illusions of his
everyday waking life!” (Rushdie, 1997:5)

The gendered bodies can be compared in an asymmetric

relationship to the Ophelia/Hamlet polarity in relation to
madness:
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“His wife, the elder daughter of General Raza Hyder, was
an insomniac too; but Omar Khayyam's sleeplessness is not
to be compared with hers, for while his was willed, she,
foolish Sufiya Zinobia, would lie in bed squeezing her eyelids
shut between her thumbs and forefingers, as if she could
extrude consciousness through her eyelashes, like motes of
dust, or tears.

.................. Dizzy, peripheral, inverted, infatuated,
insomniac, stargazing, fat: what manner of hero is this?”
(Rushdie, 1997:24)

The anatomy of “shame” can be easily recognized in Rushdie’s
referential Pakistan. Analysing the plot of political antagonism in
the excerpts below, one can define the “imagined community” and
the postmodernist view of collective identity:

“When individuals come unstuck from their native land, they
are called migrants. When nations do the same thing
(Bangladesh), the act is called secession. What is the best
thing about migrant peoples and seceded nations? I think it
is their hopefulness. Look into the eyes of such folk in old
photographs. Hope blaze sun dimmed through the fading
sepia tints. And what's the worst thing? It is the emptiness of
one's luggage. I'm speaking of invisible suitcases, not the
physical, perhaps cardboard, variety containing a few
meaning-drained mementoes: we have come unstuck from
more than land. We have floated upwards from history, from
memory, from Time. I may be such a person. Pakistan may
be such a country. It is well known that the term 'Pakistan’,
an acronym, was originally thought up in England by a group
of Muslim intellectuals. P for the Punjabis, A for the Afghans,
K for the Kashmiris, S for Sind and the 'tan', they say, for
Baluchistan. (No mention of the East Wing, you notice;
Bangladesh never got its name in the title, and so, eventually,
it took the hint and seceded from these cessionists. Imagine
what such a double secession does to people!) So it was a
word born in exile which then went East, Shame? 86 was
borne-across or translated, and imposed itself on history; are
turning migrant, settling down on partitioned land, forming
a palimpsest on the past. A palimpsest obscures what lies
beneath. To build Pakistan it was necessary to cover up
Indian history, to deny that Indian centuries lay just beneath
the surface of Pakistani Standard Time. The past was
rewritten; there was nothing else to be done.
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Who commandeered the job of rewriting history? The
immigrants, the mohajirs. In what languages? - Urdu and
English, both imported tongues, although one travelled less
distance than the other. It is possible to see the subsequent
history of Pakistan as a duel between two layers of time, the
obscured world forcing its way back through what-had-been-
imposed. It is the true desire of every artist to impose his or
her vision on the world; and Pakistan, the peeling,
fragmenting palimpsest, increasingly at war with itself, may
be described as a failure of the dreaming mind. Perhaps the
pigments sed were the wrong ones, impermanent, like
Leonardo's; or perhaps the place was just insufficiently
imagined, a picture full of irreconcilable elements, midriff
baring immigrant saris versus demure, indigenous Sindhi
shalwar-kurtas, Urduversus Punjabi, now versus then: a
miracle that went wrong. As for me: I, too, like all migrants,
am a fantasist. I build imaginary countries and try to impose
them on the ones that exist. I, too, face the problem of
history: what to retain, what to dump, how to hold on to
what memory insists on relinquishing, how to deal with
change. And to come back to the 'roots' idea, I should say
that I haven't managed to shake myself free of it completely.”

(284)

The reasons for Sufiya’s progressive psychic disturbance are
directly related to the analogy between Sufiya as “miracle that
went wrong” and Pakinstan spoken of in similar terms:

“The heroine of our story, the wrong miracle, Sufiya Zinobia,
was as small a baby as anyone had ever seen. (She remained
small when she grew up, taking after her near-midget
paternal great grandmother, whose name, Bariamma, Big
Mother, had always been a sort of family joke.)

And at this point' I am quoting from the family legend
again when her parents had to admit the immutability of her
gender, to submit, as faith demands, to God; at this very
instant the extremely new and soporific being in Raza's arms
began it's true! - to blush. 'O rubescent Sufiya Zinobia! It is
possible that the above incident has been a little embellished
during its many tellings and retellings; but I shall not be the
one to question the veracity of oral tradition. They say the
baby blushed at birth. Then, even then, she was too easily
shamed.” (142)
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The efffects of ideology on the gendered body are presented in
the following paragraph:

“Who sits at her father's feet while, elsewhere, Pinkie
Aurangzeb grows old in an empty house? Arjumand
Harappa: thirteen years old and wearing an expression of
huge satisfaction, she sits cross-legged on the marble-chip
floor of a rococo bedroom, watching Shame, Good News and
the Virgin? Isky complete the process of remaking himself;
Arjumand, who that will stick to her for most of her life. She
has always known in the precocity of her years that there is a
second man inside her father, growing, waiting, and now at
last bursting out, while the old Iskander slips rustling and
discarded to the floor, ashrivelled snakeskin in a hard
diamond of sunlight. So what pleasure she takes in his
transformation, in finally acquiring the father she deserves! 'l
did this," she tells Iskander, 'my wanting it so badly finally
made you see.' Harappa smiles at his daughter, pats her hair.
'That happens sometimes.' 'And no more Omar-uncle,'

Tust wait and see!" Omar Khayyam's absent bulk carries
with it the shadows of the past. Iskander, supine in white-
and-gold bed and sunk in frenzie dreverie, states with sudden
clarity: 'It's a man's world, Arjumand. Rise above your gender
as you grow. This is no place to be a woman in.' The rueful
nostalgia of these sentences marks the last death-throes of
Iskander's love for Pinkie Aurangzeb, but his daughter takes
him at his word, and when her breasts begin toswell she will
bind them tightly in linen bandages, so fiercely that she
blushes with pain. She will come to enjoy the war against her
body, the slow provisional victory over the soft, despised
flesh ... (157)

The surrogate identity, in Omar as well as Babar’s case can be
considered a characteristic of Postmodernist identity philosophy.
The influence of politics affects the characters in the novel as it
follows:

“Under the impact of the tragedy, Chhunni, Munnee and
Bunny began to crumble inside, becoming mere facades,
beings as insubstantial as the sloughed-off corpse of their
son. She must have been sleepwalking, because when they
found her she looked rested, as if she'd had a good deep
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sleep. When the wind died and the household awoke from
its turbulent afternoon slumber Shahbanou noticed the
empty cot at once and raised the alarm. Afterwards nobody
could work out how the girl had escaped, how she managed
to sleepwalk through an entire houseful of government
furniture and sentries. Shahbanou would always say that it
must have been quite a wind, it sent soldiers to sleep at the
gate and wrought a somnambulist miracle of such potency
that Sufiya Zinobia's passage through the house, into the
garden and over the wall acquired the power of infecting
anyone she passed, who must have fallen instantly into a
wind-sick trance.

But it is my opinion that the source of the power, the
worker of the miracle, was Sufiya Zinobia herself; there
would be other such occasions, when one could not blame
the wind ...

They found her in the aftermath of the Loo, sitting fast
asleep under the sun's ferocity in the turkey-yard of the
widow Aurang- Shame, Good News and the Virgin ? 143
zeb, a little huddled figure snoring gently amidst the
corpses of the birds. Yes, they were all dead, every one of
the two hundred and eighteen turkeys of Pinkie's
loneliness, and people were so shocked that they forgot to
clear away the corpses for a whole day, leaving the dead
birds to rot in the heat and in the crepuscular gloom of the
evening and beneath the ice-hot stars, two hundred and
eighteen that would never find their way into ovens or on
to dining tables. Sufiya Zinobia had torn off their heads and
then reached down into their bodies to draw their guts up
through their necks with her tiny and weapon less hands.
Shahbanou, who found her first, did not dare to approach
her; then Raza and Bilquis arrived, and soon everybody,
sister, servants, neighbours, was standing and gaping at the
spectacle of the bloodied girl and the decapitated creatures
with intestines instead of heads. PinkiAurangzeb looked
hollowly upon the carnage, and was struck by the
meaningless hatred in Bilquis's eyes; the two women
remained silent, each in the grip of a different horror, so
that it was Raza Hyder, his watery black-rimmed eyes
riveted upon the face of his daughter with her bloodied lips,
who spoke first in a voice echoing with admiration as well
as revulsion: 'With her bare hands,' the new government
minister trembled, 'what gave the child such strength?
'Now that the iron hoops of the silence had been snapped
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Shahbanouthe ayah began wailing at the top of her voice:
'Ullu-ulluullu!',a gibberish lament of such high pitch that it
dragged SufiyaZinobia out of her lethal sleep; she opened
those eyes of watered milk and on seeing the devastation
around her she fainted, echoing her own mother on that
far-off day when Bilquis found herself naked in a crowd and
passed out cold for shame. What forces moved that
sleeping three-year-old mind in its twelve-year-old body to
order an all-out assault upon feathered turkey-cocks and
hens? One can only speculate: was Sufiya Zinobia trying,
like a good daughter, to rid her mother of the gobbler
plague? Or did the anger, the proud outrage which Raza
Hyder ought to have felt, but refused to do so, preferring to
make allowances for Pinkie, find its way into his daughter
Shame? 144 instead? - What seems certain is that Sufiya
Zinobia, for so long burdened with being a miracle-gone-
wrong, a family's shame made flesh, had discovered in the
labyrinths of her unconscious self the hidden path that
links sharam to violence; and that, awakening, she was as
surprised as anyone by the force of what had been
unleashed. The beast inside the beauty. Opposing elements
of a fairy-tale combined in a single character ... Bilquis did
not, on this occasion, faint. The embarrassment of her
daughter's deed, the ice of this latest shame lent a frozen
rigidity to her bearing. 'Be quiet, 'she ordered the ululating
ayah, 'go in and bring out scissors." Untilthe ayah had
completed her enigmatic errand Bilquis would let nobody
touch the girl; she circled her in a manner so forbidding
that not even Raza Hyder dared go near. While Shahbanou
ran for scissors Bilquis spoke softly, under her breath, so
that only a few words wafted as far as the watching
husband, widow, younger daughter, servants, anonymous
passers-by. ... Tear your hair ... birthright ... woman's pride
.. all fuzzy-wuzzy like a hubshee female ... cheapness ...
loose ... crazy, and then the scissors came, and still nobody
dared intervene, as Bilquis grabbed hold of great clumps of
her daughter'’s savaged tresses, and cut, and cut and cut. At
last she stood up, out of breath, and working the scissors
absently with her fingers she turned away. Sufiya Zinobia's
head looked like a cornfield after a fire; sad, black stubble, a
catastrophic desolation wrought by maternal rage. Raza
Hyder picked his daughter up with a gentleness born of his
infinite puzzlement and carried her indoors, away from the
scissors that were still snipping at air in Bilquis's
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uncontrollable hand. Scissors cutting air mean trouble in
the family

'O, Mummy! Good News giggled with fear. 'What did
you do? She looks like ...

'We always wanted a boy," Bilquis replied, 'but God
knows best.'

To come to the point: for some days Omar Khayyam
watched Sufiya at home, playing with the numberless
children, skipping for them and shelling pine-kernels, and
he could see that she was getting worse, because this was
the first time that the violence bursting from her had left no
after-effects, no immune-disorder, no comatose trance; she
was becoming habituated to it, he thought in fright, it could
happen again at any time, the children. Yes, he saw the
danger, now that he was looking for it he caught the flickers
in her eyes, the coming and going of little pricks of yellow
light. He was watching her carefully so he saw what casual
eyes would have missed, which was that the edges of Sufiya
Zinobia were beginning to become uncertain, as if there
were two beings occupying that air-space, competing for it,
two entities of identical shape but of tragically opposed
natures. From the flickering points of light he began to
learn that science was not In the Fifteenth Century? 249 ...
The Beast has many faces. Some are always sad. A hanging
in the courtyard of the District Jail at dead of night.
Prisoners howling, banging cups, sang Isky's requiem. And
the Hang man was never seen again. Don't ask me what
became of him; I can't be expected to know everything. He
vanished: poof! - And after the body was cut down, the
flight to Mohenjo, Rani tearing the death-sheet from the
face. But she never saw the chest. And then blind men
seeing, the lame walking, lepers cured when they touched
the martyr's tomb. It was also said that this tomb touching
was a particularly efficacious remedy for disorders of the
teeth.” (249)

According to Rushdie art is free from contextual constraints, as
one can notice in the following excerpt:

“They told me the story of a recent attempt to stage Julius
Caesar at the University of P. It seems that the authorities
became very agitated when they heard that the script called
for the assassination of a Head of State. What was more, the
production was to be in modern dress: General Caesar would
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be in full dress uniform when the knives got to work.
Extreme pressure was brought to bear on the University to
scrap the production. The academics, honourably, resisted,
defending an ancient writer with a rather martial name
against this assault-of-the-Generals. At one point the military
censors suggested a compromise: would the University not
agree to mount the whole production, just as scripted, with
the single exception of that unpalatable killing? Surely that
scene was not absolutely necessary? Finally, the producer
came up with a brilliant, a positively Solomonic solution. He
invited a prominent British diplomat to play Caesar, dressed
in (British) Imperial regalia. The Army relaxed; the play
opened; and when the first-night curtain fell, the houselights
went up to reveal a front row full of Generals, all applauding
wildly to signify their enjoyment of this patriotic work
depicting the overthrow of imperialism by the freedom
movement of Rome.” (258)

Rushdie’s attempts to fight back fundamentalism are highly
stressed in the following passage:

"The people are not only like Robespierre. They, we, are
Danton, too. We are Robeston and Danpierre. The
inconsistency doesn't matter; I myself manage to hold large
numbers of wholly irreconcilable views simultaneously,
without the least difficulty. I do not think others are less
versatile. Iskander Harappa was not just Danton; Raza Hyder
wasn't Robespierre pure-and-simple. Isky certainly lived it
up, perhaps she was something of an epicure, but he also
believed that he was always, unarguably, right. And eighteen
shawls have shown us that he wasn't averse to Terror, either.”
(161)

What makes Rushdie remarkable in point of depth psychology
is the representation of the character in the passage below:

“On all fours, the calluses thick on her palms and soles. The
black hair, once shorn by Bilquis Hyder, long now and
matted around her face, enclosing it like fur; the pale skin of
her mohajir ancestry burned and toughened by the sun,
bearing like battle Shame? 270 scars the lacerations of
bushes, animals, her own itch-scratching nails. Fiery eyes and
the stink of ordure and death. 'For the first time in her life' -
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he shocked himself by the sympathy in the thought - 'that
girl is free." He imagined her proud; proud of her strength,
proud of the violence that was making her a legend, that
prohibited anyone from telling her what to do, or whom to
be, orwhat she should have been and was not; yes, she had
risen above everything she did not wish to hear.” (172)

In terms of plot we may say that it twists to “fairy tale”, to
magic, while still in the historical world. Rushdie uses the magical
style of magic realism in which myth and fantasy are blended with
real life. The entire novel is an example of magic realism:

“How does a dictator fall? There is an old saw which states,
with absurd optimism, that it is in the nature of tyrannies to
end. One might as well say that it is also in their nature to
begin, to continue, to dig themselves in, and, often, to be
preserved by greater powers than their own. Well, well, I
mustn't forget I'm only telling a fairy-story. My dictator will
be toppled by goblinish, faery means. 'Makes it pretty easy for
you,' is the obvious criticism; and I agree, I agree. Butadd,
even if it does sound a little peevish: ' You try and get rid of a
dictator some time." Approaching across the pine-kernel
droppings is the forgotten figure of Bilquis Hyder. Who is
carrying a heap of shapeless garments, a selection from the
work of her isolated years. Burqas, Omar Khayyam realizes,
as hope bursts inside him; head-to-toe cloaks of invisibility,
veils. The living wear shrouds as well as the dead. Bilquis
Hyder says simply, 'Put these on.' Shakil seizes, rushes into
his womanly disguise; Bilquis pulls the black fabric over her
husband's unresisting head. 'Your son became a daughter,’
she tells him, 'so now you must change shape also. I knew I
was sewing these for a reason.'" The President is passive,
allows himself to beled. Black-veiled fugitives mingle with
escaping servants in the darkened corridors of the house.
How Raza Hyder fell: in improbability; in chaos; in women's
clothing; in b lack. Nobody questions women wearing veils.
They pass through the mob and the ring of soldiers, jeeps,
trucks.(...) For days they scarcely speak, and force themselves
to remain impassive when policemen walk squinting along
queues of waiting travellers at small-town depots, tapping
their lathis against short-trousered thighs. For Shakil and
Hyder, the humiliation of the ladies' latrines. There is no
country poorer than Escape.(...) 'Look where we've got to in
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this country,’ the bus-driver sneers, he is enormous, with
tree-trunk arms and a face like a horsehair cushion, 'even the
transvestites are going into purdah now.” (174)

Conclusion
The overall conclusion which can be drawn from the analysis is
that, according to Linda Hutcheon,

“postmodernism is less a period than a poetics or an
ideology. It clearly attempts to combat what has come to be
seen as modernism's hermetic, elitist isolationism that
separated art from the ‘world’, literature from history. But it
often does so by using the very techniques of modernist
aestheticism against themselves. The autonomy of art is
maintained; metafictional self-reflexivity even underlines it.
But within this seemingly introverted intertextuality another
dimension is added through the ironic inversions of parody:
art's critical relation to the ‘world’ of discourse and beyond
that to society and politics. History and literature provide the
intertexts in the novels examined here, but there is no
question of a hierarchy, implied or otherwise. They are both
part of the signifying systems of our culture. They both make
and make sense of our world. This is one of the lessons of
that most didactic of postmodern forms: historiographic
metafiction.” (Hutcheon, 1989:28)

It is generally accepted that intercultural learning “starts with
learners achieving various degrees of cultural awareness or cultural
understanding. Cultural awareness/ understanding, in turn, is
conceived as requiring some form of critical thinking or (self-)
reflection which can roughly be described as a process through
which one is examining one’s cultural assumptions when
confronted with a different world view.
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