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THE SOLITUDE OF THE INDIVIDUAL  AGGRESSED BY HISTORY IN 

NICOLAE LABIķô POETRY 

 

Mihaela-DumitriἪa BAHMAN*  

 

Abstract: Time spent alone is the way in which man discovers himself. Alone, man gives up social 

masks, has the freedom to be alone with himself and to reflect. Reflection, meditation can be ways to heal the soul. 

Solitude can lead man on a journey of self-discovery that will profoundly affect his path of life. Anyone can make a 

demonstration of loneliness, but also of communication at the same time. The importance of solitude has been 

emphasized throughout history. Often ideas are crystallized in solitude. Reflections in solitude enhance 

discernment, observation, understanding, intuition. Just as the brain needs socialization, it needs loneliness. In a 

world in constant motion, there is a need for a balance between sociability and loneliness, but not a loneliness 

seen as isolation, but that loneliness that can lead to self-knowledge. 

Keywords: loneliness, solitude, aggression, inner spirit 

 

 The connection between loneliness, solitude, aggression, history and faith is illustrated in the 

statement made by Saint Nicolae Velimirovici Ăwe donôt have to be afraid when deprived of people, 

because we are not alone. Alone is the one that doesnôt know God, even if one had all the people as 

frends. He is the only one who does not know about God, even if all people are his friends. One like 

this, even in a friendship as numerous as possible will say, as some say even now: Iôm bored! I do not 

know what to do anymore. Iôm all terribly bored. These are souls empty of God, ashes without fire.ò  

(Saint Nicolae Velimirovici, The faith of saints - Catechism of the Orthodox Church, 2004) 

 

Aggressiveness / aggression / violence 

 

 As many other psychological concepts, the terms aggressiveness, respectively aggression and 

violence belong to both the common language and the technical arsenal of psychology, the two points 

of view may not necessarily coincide. 

 Without necessarily adhering to a philosophy according to which man is good or bad, the man 

on the street has a more or less clear idea of the origin of aggressive behavior. Aggression would be: a 

natural and instinctual individual behavior; a social fact generated by the constraints, the difficulties of 

living together; a reaction to frustration; a learned behavior. 

 These conceptions reflect - at least in part - the different theoretical approaches that have been 

taken in this field: biological, ethological, sociological, psychological and psychosociological. 

Regarding the attempts of the specialists to define, analyze and interpret aggressiveness, not only do 

we not find a more general consensus, but it seems that the range of views expressed is greater than in 

the case of other psychological phenomena. 

 A first meaning given to aggressiveness is that of aggressive behavior. From this perspective, 

aggressiveness can be defined as Ăa set of hostile behaviors that can manifest in a conscious, 

unconscious or phantasmatic way for the purpose of distroying, degradating, coercing, denying or 

 
* University of PiteἨti, miduci@yahoo.fr  
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humiliating a person, an object invested with social significance or oriented towards oneôs own person 

(self-aggression), such as self-destructive behaviors encountered in some mental disorders or even 

outside them.ò (C. Gorgos, Encyclopedic Dictionary of Psychiatry, Medical Publishing House, 1987, 

pp. 110-111) 

 Other authors, referring to the concept of aggressiveness, define it as a specific human 

tendency marked by the will, the desire to commit an act of violence against another. Thus, Laplanche 

and Pontalis define aggressiveness as Ăa tendency or set of tendencies that are actualized in real or 

phantasmatic behaviors, which aim at hurting, destroying, coercing or humiliating another.ò (J. 

Laplache, J.B. Pontalis, 1994, p. 34) From a psychoanalytic perspective, the idea of aggressiveness, 

which Freud defines by the term Ăaggressionò (a term that designates both aggression and 

aggressiveness) lies within the individual. According to the Larousse Dictionary of Psychology (1995), 

aggressiveness is defined as the tendency to attack the physical or mental integrity of another living 

being. 

 Behind this simple definition, however, lies a major ambiguity of this concept. From such a 

perspective, aggressiveness is situated at the level of dispositions, representing that tension that sets the 

body in motion, until the motivation of the behavioral act will be reduced or satisfied. The definition of 

aggressiveness is very broad and, as many authors have pointed out, aggressiveness is an indispensable 

disposition for a person to be able to form, for a living being to take its place in the social and 

geographical environment. 

In a narrow sense, the aggressive behavior is an offensive verbal or actional behavior aimed at 

humiliating, minimizing or even physically suppressing other peers, at destroying objects invested with 

social significance or against oneself. 

Therefore, aggressiveness, which is not always synonymous with violence, can manifest itself 

in many different behaviors. 

What is aggression? Today, most social psychologists agree in saying about aggression that it 

is a behavior performed with the intent to harm, to cause harm to another person. (J. Ph.D. Leyens, 

1992) The damage, the injury - psychological or physical - that is sought can take various forms: theft, 

murder, humiliation, deprivation of an early reward, etc. It can also be desired either only for itself or 

as a means to another end. In the first case, it can be said about aggression that it is hostile (angry 

aggression), in the second case it is instrumental. A particular form of instrumental aggression is what 

Levine and Campbell call Ărealistic group conflict.ò It occurs when certain social groups, of different 

sizes, compete for a resource of limited existence. (P. IluŞ, in I. Radu (coord.),1994) 

Even if it satisfies a lot of people, this definition is not without problems. What for one is 

aggression, for another is not. (J. Ph.D. Leyens, 1992) 

Summarizing, we can define aggression as a specific form of behavior, in a situation of social 

interaction, which aims to injure or harm another in different ways and to varying degrees, producing 

a more or less serious harm to the physical or mental integrity of it. 

Dictionaries and current speech do not seem to establish a clear difference between 

aggressiveness and violence, both terms being understood as Ăan unprovoked attack or the use of force 

to aggress oneôs partner.ò However, even if in the current speech the terms aggressiveness, aggression 

and violence seem to have almost the same meaning, it is necessary to establish a gradation and to 

respect the different nuances of these notions. 

The notion of violence, in a general sense, refers to the use of force intended to exert a 

coercion. Etymologically, the term Ăviolenceò comes from the Latin Ădreamò which means force, 

power, the use of physical force, but also quantity, abundance, essential character of a thing. 
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Originally, however, the term Ădreamò means force in action, the available resources of the body to 

exercise its strength and power. 

 

Loneliness /solitude 

 

The philosopher Paul Tillich said the word Ălonelinessò  was created to express the pain of 

being alone, and the word Ăsolitudeò  was created to express the glory of being alone, while Seneca 

believed that loneliness is for the spirit what food is for the body. 

Time spent alone is the secret way in which man discovers himself. Being alone, man gives up 

social masks, has the freedom to be alone with himself and to reflect. Reflection, meditation can be 

ways to heal the soul. 

Some people are afraid of being alone for the simple reason that they have never learned how 

to do it. Solitude can lead the man on a journey of self-discovery that will profoundly affect his path of 

life. Anyone can make a demonstration of solitude, but also of communication at the same time. The 

importance of solitude has been emphasized by great philosophers, writers, men of culture and world 

leaders throughout history. There is a tendency to look at time spent alone as wasted time, or as an 

indicator of antisocial, melancholic personality. Often, ideas are crystallized in loneliness. Reflections 

in solitude enhance discernment, observation, understanding, intuition. Scientific research reveals that 

just as the brain needs socialization, it needs loneliness. Detachment from work projects and routine 

activities is often necessary. 

For a person who is always busy, aggressed by what the present means with all its attractions, 

it is difficult to have time to be alone. 

Psychology explains the term solitude which means to choose to be alone, to want to be alone 

and to feel comfortable in this situation. Loneliness means that there is always discomfort because you 

actually want to be with other people and you donôt know what to do to get out of this situation. 

If solitude is the basis of a relationship with yourself, in which you learn and accept who you 

are, which further prepares you to enter into genuine relationships with others, loneliness is the failure 

of trying to enter into relationships with others, failure accompanied by shame and judgment of others 

and of oneself. Psychologist Karyn Hall explains in different terms: loneliness has nothing to do with 

the number of friends, it has to do with how you feel about yourself. In short, if you donôt have a good 

opinion of yourself, itôs hard for others to have it. If you canôt love yourself, itôs hard for others to love 

you. No wonder some describe loneliness as a death, an enormous loss. It is the loss of the self. 

Loneliness means that psycho-social state in which a personôs circle of relationships is smaller 

or less satisfactory than he wants. Depending on the nature of the feelings that accompany the state of 

loneliness, a distinction can be made between emotional isolation and social isolation. In the case of 

emotional isolation, dissatisfaction is generated by the lack of a deep emotional relationship; in the case 

of social isolation, dissatisfaction is the result of a lack of friends to provide social support in a difficult 

period of life. 

Man has long struggled to find answers to questions such as: Why are moments of solitude 

and peace full of anxiety and discontent? What is the purpose and passage through life on earth? Man 

likes to understand, to embrace the world. We understand that we are born and that we die - at least we 

are aware of these obvious things. With the period between these two events we need help. The thing 

we need is faith! 

In a world in constant motion, there is a need for a balance between sociability and loneliness, 

but not a loneliness seen as isolation, but that loneliness that can lead to self-knowledge. Although the 
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common point of the two terms, loneliness and solitude, is the idea of solitary, a distinction must be 

made. Loneliness is a negative state, marked by sentimental, by isolation.  
Solitude is the state of being alone without feeling alone. It is a positive and constructive 

state, a state of agreement with yourself. Solitude is desirable, the state of being alone in which you 

are to yourself a wonderful and sufficient company. It is the state that can be used for reflection, 

inner search, growth or pleasure of a certain kind. Applied reading requires solitude, as well as 

contemplating the beauty of nature, as well as thinking and creativity. Solitude suggests the peace 

that comes from a state of inner wealth. It is a way to enjoy the calm that satisfies us and from 

which we draw our energy. Itôs something we cultivate. Solitude refreshes you, it is an opportunity 

to renew ourselves. In other words, it enriches us. Loneliness, on the contrary, is harsh, a 

punishment, a state of lack and dissatisfaction marked by a sense of alienation, the consciousness 

of excessive loneliness. Solitude is something you choose. Loneliness is imposed on you by others. 

Solitude restores body and soul. Loneliness desolates them. (Hara Estroff MARANO, in 

Psychology Today, Aug. 25, 2003) 

Loneliness is often considered a negative aspect of life being associated with mourning or 

loss. Peopleôs fear of being alone and doing all they can to be in the company of others is enough to 

dispel this feeling. People are tempted to believe that being surrounded by people solves the problem of 

loneliness. In reality, contexts that are theoretically not conducive to such a feeling lead to this idea. 

People who experience the feeling of loneliness describe it as an oppressive sadness, an 

emptiness of the soul. The most interesting aspect of loneliness is the paradox it creates, namely that 

we can feel loneliness only in relation to others. Because people have always lived in communities, 

they have developed a sense of belonging and understood that there are both similarities and 

differences between two people. It is these differences that lead to the perception that the void inside 

the being induces loneliness. Solitude brings to the fore the need for the presence of something to 

compensate. 

Changing perspective, solitude is the ideal context to be in touch with ourselves. After all, 

each of us needs a moment spent with himself, a moment to clear his thoughts and soul, a refuge from 

the tumult of life. In fact, only in solitude can man be fully present in his inner life and can leave the 

hidden parts on the surface. 

Although we live today in a society where people seem to be in communion with their peers 

through various means of communication, still more and more people complain of loneliness. It is not 

the multitude of virtual friends that cures this problem of the contemporary world, but the quality of 

friends and friendships, of interactions. 

Loneliness does not only refer to the physical isolation of other people, because some feel 

alone, although they have family, colleagues, neighbors, and others live in urban areas and still feel 

lonely. But there are also people who assume loneliness, embrace it, so that through it they can reach 

communion with God faster. Some want to live in loneliness, others suffer terribly because of it. 

Psychologists have clearly delimited the two hypostases of the controversial phenomenon: we talk 

about loneliness when you feel unhappy because you are alone, and about solitude, when you love the 

state of being alone. 

Worrying is the suffering of those who live surrounded by people, but have the impression 

that they do not belong to anyone, that no one loves them, that their life or problems do not interest 

others, feeling socially excluded. Some research has concluded that the state of loneliness has 

consequences not only on the human soul, but also on the body. 
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In solitude man reveals God more easily if he prays. That is why, Father Dumitru StŁniloae 

says: ĂAn individual life is blind and atheistic. We have lost our humanity because we have became 

solitary.ò 

Faith appears as a psychological support in overcoming fear in moments that are impossible to 

face. All people, absolutely all, have spiritual needs, just that many ignore them, to their unhappiness, 

thus diminishing their being. Spiritual literature (including religious poetry) is the work of authors with 

conscious spiritual needs and is addressed to readers with the same kind of inner life. 

In this context, all the great Romanian poets dealt with religious themes, but in the second half 

of the last century, continuing today, the search for God in the form of literary prayer in religiously 

inspired poetry was a goal. Poets such as Ion Gheorghe, Cezar Baltag, Ileana MŁlŁncioiu, Vasile 

SperanŞia, Ana Blandiana, Adrian Popescu, Dan Verona, Lidia StŁniloae, and more recently Dumitru 

ŝabra, Iosif Zoica, Florin Moldovan, Maria CunŞan, Nicolae BŁciuŞ, Daniela Cecilia Bogdan, CŁlin 

SŁmŁrghitan knew loneliness through the sensitivity of the verse. 

Poetry is, thus, an endless source of self-knowledge. 

 

Distance from the world 

 

Nicolae Labiĸ brings in poetry the breath of the great moral problems, the inner universe of 

man, his dilemmas, without the fearful prejudice that they will sound unusual, prosaic or discursive. 

In Labiĸôs poetry, innocence, immaculation of the childhood and the rapid growing up process 

coexist. Childhood is a permanence, a continuous present of the poetry, even when it is consumed by 

questions. The feeling of guilt, of oppressive anxiety, appears very early. There is a permanent return to 

childhood, which is for Labiĸ a check of the maturity of thought and action. 

Nicolae LabiἨôs poetry, for example, does not consist of actual themes, but is an outburst and a 

flow, a fundamental emotion that becomes a verse in itself. Sheôs entirely occasional, strictly 

determined by biographical circumstances. In Nicolae Labiĸ it is obvious the effort to integrate a 

biography in the events of the new history, the attempt of romantic scope to give it a lyrical expression. 

He Ăclearedò himself in this poem, which offered him that endless source of self-knowledge. 

In the volume First Loves the directions of the lyrical biography crystallize. The most valuable 

pieces are those that correspond to some Ăphasesò, of some states of mind. There is a permanent 

imbalance between anxiety, collapse in emptiness and the great reconciliation with destiny, the 

undisturbed peace of the distance from the world. In Labiĸôs life and work is found the expression of a 

way of existence. Poetry is an extension of life, it is the spontaneous expression of the inner spirit eager 

to clarify, to assert itself: ĂMy wing always strikes the bars of infinity / And itôs like a century since I 

flew, / Today, before a new and wild boar, / I want to sing my song from the beginning.ò (Beginning 

song) 

The place of evocation in the volume First Loves takes him in The struggle with the inertia of 

confronting his own existence with the world of the present. In this volume, the returns to childhood 

are much rarer. 

The specific forms that the struggle with inertia takes on are offered by the unfinished poem 

The Common Man, which is a story of the liberation from inertia, mediocrity, cowardice through 

conscious integration in the movement of life and history. 

In the universe of childhood, however, evil attacks early the edges of a fairy world, something 

unsettling always appears to destroy the Edenic. The growing up process intervenes prematurely and is 

achieved quickly. Labiĸ always starts with the idea of glorifying childhood in his poems, but something 
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always intervenes that opposes this attempt. A state of his poetry is manifested in this, a restlessness 

that appears in any situation as a stable fact. In terms of maturity, even it has an incompletely 

consolidated boundary, childhood continues to intersect with adulthood. Their complete separation is 

impossible. 

The death of the deer is an elegy of fragile purity, a poem of essential losses. An opposition 

between a candid, childish layer of sensitivity and the harshness of reality crystallizes here. The 

awareness of this opposition accelerates the growing up process. 

The death of the deer can acquire a richer meaning, in the direction of suggesting an 

existential drama, an engagement in an existence governed by immediate necessity. The characteristic 

mood is the disturbance, the restlessness: ĂI walk like on another / Planet, huge, foreign and heavy.ò 

There is an obvious opposition between the certainty of some structures - the ritual of hunting 

with its laws - and that feeling of uncertainty, of an inner fear. The revelation of the hidden cruelty in 

manôs relationship with nature will cause a shock that will speed up the growing up process. 

The nightmare of bloody hands will return to the thoughtful waking state of the mature man 

marked by the consciousness of moral guilt. No rule, no matter how authoritarian, is exempt from the 

critical examination of conscience that may or may not accept it. 

The tension that materializes here refers to a polar pair: cruelty and compassion. Compassion 

is heartbreaking, but it has complete explanations and results: ĂI eat and cry. I eat.ò 

The distance between them is immense, its passage involves a rapid growing up process. The 

father and the son appear at first as two opposing symbolic entities: maturity and childhood. In the end, 

the child approaches the condition of the adult with the help of the ritual he witnessed. 

Moral drama is anticipated by a dry environment. The solution appears as a fluid current, 

necessary for the hot atmosphere suggested by words such as: Ădroughtò, Ăthirstò, Ămeltedò, Ăhotò, etc. 

The connection with the dying creature is made through thirst: ñI feel bound by thirst to the dying 

creature.ò 

Compassion, remorse are fluidly symbolized by crying. The poem evokes a ritual - that of 

growing up - which is performed through another ritual - that of hunting. 

The last verses of the poet are under the sign of Ăfatigueò, of a feeling of breaking ties, of a 

strange resonance. They seem to start from a great silence, from a paradisiacal reconciliation, from a 

state of bliss that is no longer of life, of extinguishing the vital impulse, of enigmatic stagnation. ñI 

knew no other joy / Than of a thought that opened / And the juvenile, bad preoccupation, / We 

exchanged for wine an ephemeral boredom.ò (The modern man) 

In The fight against inertia, the antithesis of childhood - stagnant sensitivity, sclerosis of 

maturity is emphasized. It is a dialogue of the mature consciousness with childhood in a moment of 

alienation of man from his original substance. Labiĸ identifies evil with an external one, of a social 

nature and with an internal one generated by the imperfections of his own conscience. Human 

existence is called Ăawake reason that captures the meaning of the world.ò 

The annulment of the individual existence due to the impossibility of identifying the mature 

man with the childhood period appears here through the reason of alienation from oneôs own person: 

ĂWhen I was staring with flowers, when I was not...ò (A vision of the common man) 

The poems The marine and The idyll are the expressions of a dramatic effort to seek peace. It 

is intended to emphasize the inner strength felt as a burden. The marine is, at the first level, the poem 

of the reminiscent of a love, but, in reality, he concentrates the attempt of a redemption of turmoil. The 

tumult of the sea symbolizes the primordial uneasiness: ĂIt was a barbaric rupture / Inside out. / The 

sea breathes as we sleep / Calm, strong at dawn.ò 
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The marine appears as the allegory of Labiĸôs own spiritual biography, remembering of 

Valeryôs Marine Cemetery. 

The feeling of a great and unsatisfied need for peace also appears in The idyll. In the first 

verses the silence appears as a privileged moment between past and future anxieties: ĂThe next day I 

seemed to calm down, / But I still felt in me how are gathering / Plump mists, how they are slowly 

charging me.ò 

Labiĸôs last verses describe a gloomy inner landscape, dominated by remorse and the regret of 

an impossible recovery. The masterpiece of this period is The killed albatross. It is the spiritual 

testament of a magnificent dignity of the one who anticipates his end and discerns, while alive, the 

message, the consequences. They live under a controlled and cold verse, with a power that disturbs 

only the depths of the poem, leaving its surface quiet: And, revived for a moment by an unseen urge, / 

It seems to you that it will fly again, for the last time, / To a more sober and dignified cemetery. 

Labiĸôs poetry surprises with its thematic diversity and stylistic verbal richness. In imagery, he 

often uses elements from nature, but also linguistic elements from functional styles as diverse as 

possible. He brings old, worn-out words back to life, making surprising associations, and he often uses 

visual and pictorial images without being a pastelist. The auditory sensations are visually transposed: 

ĂThe valley resounds with withered rustle. Or I was waiting in a place where the springs still sound / 

From the strings of the smooth waves.ò (The death of the deer) 

One can notice at Nicolae Labiĸ the tendency to use concrete terms Ădirectly related to some 

deeply characteristic features of the content.ò (G. I. TohŁneanu, The lexicon of Nicolae Labiĸôs poems, 

in ñBanat writtingò, 1962, no. 12, p.68) 

We often encounter in his poetry the idea of purity, of white. The word pure is often used with 

the meaning of clean, immaculate. The poet goes so far in search of purity linguistically linked to the 

idea of white, that at some point he has the impression that he is the only one who darkens the world: 

ĂAnd everything is white and I am ashamed / That only I darken the light.ò (Intimate turmoil) 

In conclusion, we can say that in Nicolae LabiἨôs work the lyrical subject is sought and found. 

Although it seems to exclud each other, in fact, loneliness and solitude are two facets of the same self 

in his creation, LabiἨ identifying evil with an external one, of a social nature and with an internal one 

generated by the imperfections of his own consciousness. 
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BIZARRE CHARACTERS IN ALEXANDRU MACEDONSKIôS SHORT 

PROSE ï THE RELUCTANCE TO LIVE IN A óNORMALô WORLD 

 

Lavinia BŀNICŀ* 

 

 
Abstract: At the core of short prose lies Maʩʝdʦnskʽôs inner contradiction tackled by Adrʽan Marʽnʦ: the 

contradiction between reality, on the one side, and imagination, dreams, on the other. Reality does not satisfy 

Maʩʝdʦnskʽ, just as it does not satisfy Ƀdʦrʝsʩu or Pandele Vergea, who perceive themselves to be above the wretched 

circumstances of the world surrouding them, as the author says. In the same way, Maʩʝdʦnskʽ feels the need to fight 

aginst reality with the aid of dreams, even resorting to utopia. This contradiction stems from his ʽmagʽnatʽvae, 

϶ʝdʦnʽstic, ʽndʽvʽdualʽstic and absʦlute nature. He believed that man was made for pleasure and that suffering debased 

man and made him worse than he was. Marʽnʦ does not call these mere speculations, but conclusions drawn from 

Maʩʝdʦnskʽôs confessions, as the writer had put together an oneiric life scheme for himself early on. That is why it is his 

prose and not his poetry that exposes the writerôs true spirit, divided between reality and dreams. In prose, the 

Maʩʝdʦnskʽan spirit reveals itself in all its fullness and depth. 

Keywords: reluctance, reality, dreams 

  

Literary critics have often limited themselves to qualifying the short story ñĊntre coteἪeò 

(Among the Coops) as a case, a naturalistic story that includes the madness of Pandʝlʝ Vʝrgʝa. This is the 

same error that psychiatry in general is guilty of: failing to probe beyond this madness in a refusal to violate 

the secret of hidden things; it is a lack of the will to discover the force that would enable one to look inside, 

to uncover the mystery. Man is the only creture on Earth endowed with the will to look inside another and 

this is something to bear in mind when analysing Pandʝlʝ Vʝrgʝaôs soul, as ñĊntrʝ ʩʦtʝŞʝò is, in our opinion, 

a plaything of depth and we are the ones who diassemble it in order to see what lies hidden inside. Pandʝlʝ 

Vʝrgʝa is, first and foremost, a bizarre character and his strangeness includes the notion of mental illness 

implicitly. He ʽs a social misfit, yet he is also one who feels uncomfortable inside his own self, so he is 

maladjusted to his own psyche as well, for, before anything else, he fails to adapt to his own self. It is 

important to always bear in mind that a mentally ill person is someone who either does not come to assume 

the social role attributed to them or refuses to do so ï an unacceptable attitude for which one pays dearly. 

This is what happens to Pandʝlʝ Vʝrgʝa, as the ending of the short story reveals his condition and the 

punishment it has earned him.  

Pandʝlʝ Vʝrgʝa, a resident of the capital, lives in a house situated a mere quarter of an hourôs 

stroll from the heart of the city, with a courtyard vast enough to allow him to build a genuine hen farm in it.  

The short story begins with a sunrise in Vʝrgʝaôs yard; having risen early, he is enjoying the 

morningôs peace and quiet while smoking his cigarette. However, his courtyard is packed full of coops 

sheltering the poultry that Pandʝlʝ had managed to raise. He is overwhelmed with bliss to discover ï yet 

again ï the beauties of his yard, as he stands in the midst of his birds. The text breaks into a baroque 

description of the yard, with occasional ironic notes, meant to emphasize its overcrowding and the various 

types of stranded winged creatures crammed into that space at the moment of Pandʝlʝôs appearance. 

Standing in the midst of these birds, Pandʝlʝ sees himself as a lord and master and, like the good 

leader that he is, he will not have his subjects go hungry. Unlike the master in Animal Farm, Pandʝlʝ wishes 
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to surfeit the birds he rules over, yet he is the lord of a broken flight, as suggested by the poultry ï birds 

shipwrecked on the island of the impotence to soar, to evolve, their fate being akin to that of Pandʝlʝ. As he 

does not want to waste a single egg, since that would be another hen that would lay more eggs, resulting in 

more hens, Pandʝlʝ Vʝrgʝa will soon run out of feed for them. He will squander his fortune trying to get rid 

of the yard which had become too small for the large number of birds and to buy a larger property in order to 

ensure the best conditions for them.co  

Pandʝlʝ Vʝrgʝa has no sense of measure and wishes to increase the number of birds endlessly, 

without thinking about the way in which he is supposed to provide for all those creatures. Discontentment 

with the lack of feed and space leads the birds to mount a rebellion against their master. The sacred battalion 

will eventually succeed in driving Pandʝlʝ out of his own home.  

One obvious ï even striking ï fact arises from the entire short story: Pandʝlʝ Vʝrgʝa has not 

grown up at all; his psyche does not match his physical age. Several pieces of evidence testify to this idea. 

At the very beginning of the short story, Pandʝlʝ is still aided by his childhood nanny, who has not left him 

even at this age. Pandʝlʝ still needs help, support and guidance through life. Margᴃʽʦala has been his nanny 

since he was small, yet continues to be his ñnannyò even now, when he is 35. He is not a grown-up, he is 

incapable of getting by on his own. As we advance into the story, we discover that his pursuits, as well as his 

utter lack of measure, have been manifest in Pandʝlʝôs life since early on: even as a child, he loved nature in 

all its living manifestations. Thus, he started raising ants and filled the house with them. Upon learning the 

truth, old man Vʝrgʝa, who was unaware of the cause of the calamity that had befallen him, collapsed with 

grief and, struck by apoplexy, soon passed away. After that, Pandʝlʝ gave up ants and immediately 

dedicated himself to raising silk worms, which would end up perishing because of the ants, which had not 

been properly stamped out. By the age of twenty, he had completed much of his research. He had moved 

from frogs to lizards, then to fish and was already preparing to sell one of the three local estates. All these 

childish manifestations characteristic of early age acquired practical forms from as early as the age of 

twelve. Just as the onset of maturity was looming, a change occurred in him and he never began to grow up. 

We find Pandʝlʝ Vʝrgʝa, now thirty-five years old, harbouring the same pursuits as he did when he was 

twelve. Pandʝlʝôs lack of maturity is all the more important as it fails to appear at a critical time, namely the 

moment when his sexual development was supposed to begin.  

The repression of sexual energy, in Freudian terms, brings about a complex revealed by 

Pandʝlʝôs dreams, while also entailing a halt in growth, maturation, mental development and, in the case of 

the character in Maʩʝdʦnskʽôs short story, in the transition to another stage. The growth impulse is 

repressed. Fate has forgotten Pandʝlʝ somewhere in time, or rather, in timelessness, in that realm of 

permanence, that Nʝvʝrland often found in English fairy tales and particularly in the story of Pʝtʝr Pan.  

Pandʝlʝ Vʝrgʝa is trapped in that place of permanence; from a psychological point of view, he 

is incapable of feeling guilt or taking responsibility. Ergo, the development process is at a halt, the person 

not being capable of reaching the stage of maturity.  

It is interesting that Pandʝlʝ inclines towards maturity, yet, at the same time, represses that 

desire. More aptly put, he refuses to go through the pains of growing up, rejects evolution, which is precisely 

why ñOne thing troubled himé A rooster, why had God not made him a rooster?ò The rooster represents 

the final stage of maturity, the acquisition of sexual identity, the departure from Neverland; it represents life. 

Being a rooster would have spared him the pains of the maturation process that he does not even wish to 

enter, it would have yanked him out of his prolonged childhood to put him through all the stages leading to 

maturity. The desire to tread almost all the birds in his yard stands for enjoying life to the fullest, which is 

otherwise obvious, as it is precisely when a child acquires sexual identity, a libido, that life truly begins. 

Thus, leaving the realm of eternity, the child is cast into life. That is why, the further he went into the other 
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world ï the land of dreams ï the ravings of his mind made it seem to him that life was starting over, that he 

was still himself, although, had he examined himself more closely, he would not have found himself to be 

the same. He felt that something unnatural was happening to him, yet he could not understand it. However, 

this wish unfulfilled in real life takes a real shape in the world of dreams, which is why he endures the pain 

caused by the transformation not with stoicism, but with joy.  

In the context of Pandeleôs psychology, the attainment of maturity by substituting old attributes 

with rooster-like ones stands for progressing beyond an important stage of inferiority experienced in real 

life. Dreams are invested with such a compensatory quality. The masʩulʽne protest (debated by Alfrʝd 

Adlʝr) of Pandʝlʝôs waking life, characterised by deep grief caused by God not having made him a rooster, 

is eventually eradicated in the land of dreams, in an oneiric world. Here, in this second dimension, the 

overcoming of the inferiority complex becomes fully manifest. Thus, the inferiority of the infantility that 

Vʝrgʝa suffers from is removed through maturation, by acquiring rooster-like attributes, which testify to 

having reached a certain stage in the complicacted process of growing up. In order to overcome his 

inferiority, Pandele needs more subjects upon which to exercise his superiority. This is the simple 

mechanism that drives Pandʝlʝ the rooster to submit the hens in his yard to ordeals:  
A rooster all purple and gold, with spurs and feathered feet, a blazing voice, circled by chickens, hens, 

guineafowl, hen turkeys and geese... ʅa! ʅa!... and all of them obeyed him, called to him, looked at him fondly and 

longingly [...] and he would go rough on them one by one, covering them all with his wings, and, teeming with too much 

love, would peck at their heads until they bled and make them lose their crests. 

The psychoanalytical dimension is integrated into the artistic one, being of undeniable value for 

Maʩʝdʦnskʽ in gʝnʝral and for prose in particular. Exhibiting a special nature in the context of its time, Al. 

Maʩʝdʦnskiôs prose reveals indisputable prose-poem qualities. Nevertheless, Maʩʝdʦnskʽ, an advocate of 

freedom in the realm of literary prose, resents the prosodic constraints entailed by prose poems.  

Pandʝlʝôs zoophilic tendencies and his longing to become a rooster and tread all the birds in the 

yard, the turning of these desires into a life goal, make the protagonist of the short story óĊntrʝ ʩʦtʝŞʝô a 

nearly grotesque being, thus adding a naturalistic touch to this piece of writing.  

We agree that the writer meant to draw up a study, under the influence of naturalism, but we 

must also admit that, in writing this short story and outlining the character of Pandʝlʝ Vʝrgʝa, he 

accomplished more than he had set out to do. However, we cannot accept a simplistic approach to the 

character, labelling him as a kind of manic amateur naturalist possessed by a passion for cross-breeding 

birds to the point of total ruin and insanity. The text itself provides clear clues that enable us to dive into the 

depths of the protagonistôs spirit and psychology, while the above analysis proves that Pandʝlʝ Vʝrgʝaôs 

metamorphosis is not sheer pathology, a clinical case frequently encountered in naturalistic literature. What 

is certain is that Pandʝlʝ succumbs to the pleasure of reverie, sometimes to utopian extents, yet these are 

mere clues leading to the depths of the main characterôs spirit.  

As we have seen in the case of Pandʝlʝ Vʝrgʝa, oneirism is related to the idea of development, 

of overcoming the threshold between childhood and maturity. The same issue of growing up, yet seen from 

a greatly different perspective, is present in the narration titled ñNʽʩu Dʝrʝanuò, in which the process 

involves concepts such as fantasy and power.  

In the context of Maʩʝdʦnskʽôs writings as a whole, thought to be mostly built along the lines of 

Romanticism, Nʽʩu Dʝrʝanu is another charater that belongs in the Romantic gallery. A dreamer incapable 

of adapting to his time, always looking back towards the greatness of the past, Dʝrʝanu works as a copyist at 

some ministry, thanks to the insistence of his uncle, a former minister. He does not find school attractive for 

what is found inside it, namely that which courses have to offer to a student, but for what is on the outside of 

it, namely the buildingôs outer appearance, which projects into the young manôs mind the image of a 
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glorious past embodied by the statue of Michael the Brave. When contemplating such views, Nʽʩu was 

absorbed by the very time when certain events occurred in this life, thus becoming that which psychologists 

label as autistic: he seemed to have lost all touch with the world, barring himself inside his own soul to 

dream of other worlds: sitting on his bench, more often than not, Nʽʩu saw and heard nothing. His big black 

eyes lent their stillness to the fakirs, while, in his mind, he was heading towards worlds completely different 

from those of everyday life.  

Remembering the time of the great ʅʝlʽadʝ, Nʽʩu Dʝrʝanu wishes nothing other than for his 

name to be heard everywhere, to become known to the entire world. In order to achieve that goal, Nʽʩu 

chooses a path that is sure to lead him to notoriety, to fame: solving the problem of movement through 

movement, that pʝrpʝtuum mʦbʽlʝ which humanity has been dreaming of for thousands of years. That is 

why he is greatly engrossed in his dreams, where manifest content solves the problem only halfway, as, 

every time, oneiric reality skids out of Dʝrʝanuôs control, acquiring fantastic attributes at times, hyperbolic 

ones at others; what we need to look at here is the latent content of the dream, which, in essence, solves the 

young manôs problem through the surpassing of a limitation, as oneiric hyperbolisation translates into the 

satisfaction of the young studentôs desire for glory.  

Nʽʩu Dʝrʝanu exhibits an interference between the realm of everyday reality and the one of 

oneiric reality, as that which he so meticulously plans in his mind, namely the movement-through-movement 

machine, also appears in his dreams while sleeping. Thus, his desire turns into obsession, insofar as it 

features in both his diurnal reveries and nocturnal dreams. At the bottom of this notion of fame lies an 

ancestral desire, the instinct for acquiring power. 

The characterôs imagination is fully at work so that, from the locomotive platform, he sees 

himself transferred onto a horseôs saddle, as he leads the Romanian army towards an unprecedented victory, 

to be subsequently acclaimed by an entire nation. This same imagination is the one forging the young 

studentôs illusions; we are dealing with the same representations regarding the future that man is interested 

in and that he tries to foreshadow, outlining it in his own way. In Dʝrʝanuôs case, all this occurs under the 

impulse of a well-hidden, repressed inferiority complex caused by a lack of parental affection. In order to 

escape the real world, he resorts to his imagination, which, together with his dreams, accompanies manôs 

desire for precognition, the quest to carve his path towards the future and tread on it confidently. Confidence 

is another thing that Dʝrʝanu lacks, as a consequence of the above-mentined complex. It is this very sense or 

complex of inferiority that spurs his being to assert itself.  

For Dʝrʝanu, dreams, through their latent and manifest content, successfully sunstitute a 

compensatory reality, in which the young man is at the centre of attention, of the world even, while, in the 

immediate reality, he is surrounded and overwhelmed by triviality and poverty: óReality was taking over him 

once again. Here he is once more, fallen from the height of his dreams like a bird with its wing broken by 

the hunterôs lead shot. Here he is once more, a poor miserable student, wearing his winter trousers in 

summer and no trousers in winter, his boots gaping at the tips through the cloggy mud of the alley. Every 

time he feels overpowered by the triviality of everyday life, he jumps in the saddle of a new Bucephalus and 

heads towards the realm of dreams, leaving everything behind.  

The humdrum of daily life is opposed, in dreams, by a completely altered world, as Dʝrʝanu 

would built the world on a different foundation. Maʩʝdʦnskʽôs expressiveness in describing the triviality of 

the life of the student Dʝrʝanu reveals the authorôs compassion for his character, in whom we find bits of 

Maʩʝdʦnskʽ himself, as well as that repulsion towards the hypocritical society they both live in, manifested 

here in its most elegant attitude of protest, namely irony. By virtue of his job, the copyist Dʝrʝanu comes 

against the closed-mindedness and hypocrisy of those who direct his activity in that part of the ministry. The 

authorôs irony is caustic, revealing hilarious, even absurd attitudes contained within the rebukes received by 
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the young man as to mistakes which were too big indeed. Three times had he happened to write óaccording 

to the letter and spirit of the lawô instead of óaccording to the spirit and letter of the lawô.  

The pleasure of dreaming, of weaving illusions, that oneiric voluptuousness is very vivid 

throughout Maʩʝdʦnskʽôs works. For the poor student Dʝrʝanu, dreams do not play the role of surrogates. 

Aside from being the only possible way of life and of forgetting the pain of existence, they also reveal the 

duality of Dʝrʝanuôs life, who essentially lives inside himself, as proven by the fact that, in the end, he 

becomes fully transferred into the oneiric dimension.  

The dreams into which Dʝrʝanu dives so voluptuously are pervaded by creativity, due to the 

fictitional personalities that the young man builds through his own suggestion. The modification of 

personality is based on two categories of suggestions: those whose aim and direct effect is the creation of 

new personalities and those whose goal ï completely different from the other one ï can be reached, 

however, only through the division of consciousness.  

The young manôs suggestion is of the former type, namely the one aiming to create a new 

personality, turning him, from a person with no power to act and no manifest will, into a strong, notorious 

personality that can change not only the course of his own life, but that of the entire world. The tendency to 

alter oneôs own personality, in Dʝrʝanuôs case, is only partly successful in transferring another 

consciousness. That is because the character remains aware of his own existence. Even though he transferss 

the personality of the inventor of the movement-through-movement machine, or that of the commander 

leading his army towards a resounding victory into his own personality, this occurs only in part. It is, in fact, 

an integration of one personality into another and not a substitution of one by the other and that is because 

imagination has the gift of launching itself into space, yet our memory of ourselves will stay with us. Each 

man knows he is himself and not another. The memories of actions past, which are always present in spirit, 

form our awareness of our own personality. The narrator, a typical element of literary narrative texts, uses 

the textôs explicative function to provide the reader the information about the past of the character Dʝrʝanu 

with respect to the latterôs uncle, the brother-german of his poor mother, who died soon after giving birth to 

him, information which has been taken from the history of his protagonist. The presence of these memories 

reveals the characterôs awareness of his own personality, thus absolving him of the histeria syndrome in case 

of personality substitution. As there is no question here of one personality being removed in order to be 

replaced by another, one cannot speak of a psychiatric or pathological case in Maʩʝdʦnskʽôs story. What 

characterises Dʝrʝanu is the presence of imagination, of fantasy, which works at the level of the studentôs 

personality in a process triggered by his desire to assert himself, to step out of anonymity and even to gain 

power. All these elements, combined with his sense of inferiority caused by his lack of integration into the 

time and society he lives in and with his feelings of insecurity due to a lack of protection from his parents, 

whom he had the misfortune to lose, provide the full picture of the personality of young Dʝrʝanu in his 

battle agains the life that fate has thrust him into.  

Ƀdʦrʝsʩu, the protagonist of ñCʦmʝta luʽ Ƀdʦrʝsʩuò (Odorescuôs Comet), is a young man who 

does not shirk his own age, just like all of Macedonskiôs characters, in fact. Conforming to his age, he is a 

dreamer. In accordance with the Romantic ethos, he dreams of being remembered by posterity, thus proving 

to be a poet by nature, a poet in the fullest sense of the word. What is interesting about this young man ï a 

good lad ï is his lack of a relationship with dreams. The source of Ƀdʦrʝsʩuôs substance is his relationship 

with infinity, which is mediated by reverie, thus being dominated by intellect.  

Ƀdʦrʝsʩu is a good lad, a pupil in his fourth year of middle school, living at an auntôs, who is 

constantly pressuring him to study, while he occupies himself by reading novels, poems and popular science. 

Due to reading ɱulʝs Vʝrnʝ and Flammarʽʦn, Ƀdʦrʝsʩu fails the year. In order to set his thoughts free to fly 

into ótranscendental worldsô, he moves out of his home on the new boulevard. Given his history as a poet ï 
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óHe had had a few lines published in a daily newspaperô ï the young man will only aim towards infinity and, 

in order to attain his goal, he even gives up writing in verse. However, his aunt seeks to recover her prodigal 

nephew and, just as she approaches and is chastising him, he, Ƀdʦrʝsʩu, raises his eyes and sees the long-

awaited comet: ñhe raised his eyes ï yet, wonder of wonders! He saw, ï he saw, ï and it was no fantasm, ï

he saw a comet, a real comet, one whopping comet, with a red core that terrifies the hell out of you and a 

kind of tailò.  

For the moment, young Ƀdʦrʝsʩuôs dream had come true, he was going to be famous; Bucharest 

was talking of nothing but his comet, which he had had the chance to see first and which had escaped the 

scrutinising eyes of astronemers in Nʝw Ɉʦrk, Lʦndon, Parʽs, Pʝtʝrsburg and ȸʝrlʽn.  

Yet it all eventually turned out to be a hoax, as the cosmic object in question was nothing but 

the figment of the young manôs imagination: a colossal kite of purple paper belonging to the children across 

the road, who had hung Ƀdʦrʝsʩuôs comet by a rope.  

Even though the protagonist of this narration is not starkly outlined, his character is dominated 

by romanticism, by his aspiration towards heights, towards infinity, by his literary pursuits and, especially, 

by his desire to stand out among the population of the entire planet. All this concealed drama is limited to 

the bounddaries of his intellect pervaded by the will to assert himself, to step out of anonimity. This desire 

becomes the drive for the action that Ƀdʦrʝsʩu mobilises himself to undertake. It is interesting that, unlike 

Nʽʩu Dʝrʝanuôs, Ƀdʦrʝsʩuôs aspirations surpass terrestrial borders and go on to invade outer space.  

His even greater wish is that an object that belongs to infinity should thus bear the name of the 

one who discovered it. Thus, the adolescent desire for self-assertion penetrates his conscience in a way that 

is in accordance with his soul and statements. What characterises the artistic spirit, particularly the poetic 

one, is the overcoming of oneôs own condition and the aspiration to immortality, glory being a suitable way 

to achieve that purpose: ñAnd ï who knows?... ï .. ï Ƀh! But that would be too great a glory!... the day 

might never come when they say ñɃdʦrʝsʩuôs Cometò, just as they say ñȸʽʝlaôs cometò.ô  

Irony and humour thus become key elements of Maʩʝdʦnskʽôs story. The author is ironic about 

the impact of certain readings at an age when oneôs desires and power of assimilation are enormous. The 

naivete hidden behind an audacious spirit is obvious.  

Even though it eventually turns out to be a hoax, an irony of life, all of Ƀdʦrʝsʩuôs fuss about 

the kite comet ends up being advatageous for him, first of all, because he finally makes up with his aunt and, 

second, because he manages to pass the year, Maʩʝdʦnskʽôs irony being a nod to opportunistic teachers: 

ñɃdʦrʝsʩu had successfully escaped failing the year... Perhaps, following the event, teachers even had an 

interest in doing things differentlyò.  

The very image of the comet is full of humour and irony, as it is a ówhoppingô comet that 

óterrifies the hell out of youô.  

At the core of this story lies Maʩʝdʦnskʽôs inner contradiction tackled by Adrʽan Marʽnʦ: the 

contradiction between reality, on the one side, and imagination, dreams, on the other. Reality does not 

satisfy Maʩʝdʦnskʽ, just as it does not satisfy Ƀdʦrʝsʩu, who perceives himself to be above the wretched 

circumstances of the world surrouding him, as the author says. In the same way, Maʩʝdʦnskʽ feels the need 

to fight against reality with the aid of dreams, even resorting to utopia. This contradiction stems from his 

ʽmagʽnatʽvae, ᴃʝdʦnʽstic, ʽndʽvʽdualʽstic and absʦlute nature. He believed that man was made for pleasure 

and that suffering debased man and made him worse than he was. Marʽnʦ does not call these mere 

speculations, but conclusions drawn from Maʩʝdʦnskʽôs confessions, as the writer had put together an 

oneiric life scheme for himself early on. That is why it is his prose and not his poetry that exposes the 

writerôs true spirit, divided between reality and dreams. In prose, the Maʩʝdʦnskʽan spirit reveals itself in all 

its fullness and depth. 
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Ƀdʦrʝsʩu is the materialisation of an aspiration towards other dimensions, towards another 

reality. The desire to rise above anonymity, to assert himself, mobilises his willpower and sets his entire 

inner mechanics into motion in order to attain his set goal. Nevertheless, Ƀdʦrʝsʩu is unable to overcome his 

given condition, as he represents an embryonic phase in Macedonskian oneirism, which manisfests itself in a 

stronger manner in Pandʝlʝ Vʝrgʝa and especially in Nʽʩu Dʝrʝanu.  
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NARRATIVE PERSONAE IN NICOLAE BREBAN'S NOVELS 

Cristina CERGAN * 

 

Abstract: This paper gives an analytical view on the narrative techniques employed by Nicolae Breban 

in some of his best-known novels. "Bunavestire" (The Annunciation) is considered one of the first post-modern 

novels in Romanian literature due to the way the central character is constructed and the novelty of the 

relationship between the author ï narrator ï character ï and reader. 
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Nicolae Breban is the quintessential novelist for Romanian '60s literature, "the architect". 

Both ostensibly and at the level of his creation, Nicolae Breban shows a tendency towards imposing, 

complicated and exciting designs. Unlike other novelists of that age, BŁnulescu, FŁnuἨ Neagu, D.R. 

Popescu, who were storytellers first and foremost, Breban was attracted to massive, impressive 

constructions, as atested by his sizeable, hefty novels. 

 In discussing and dissecting a novel, an important aspect is the analysis of narrative personae 

and the way in which they interact with each-other and function within the text. There are many 

theories regarding narrative personae, especially the relations between them (author ï narrator ï 

character ï reader), and they have been a subject of interest for researchers of all literary periods and 

modes. The novel itself is so hard to define as a genre, so protean, that it is extremely difficult to devise 

a frame for reading and interpretation that is both all-encompassing and uniform. 

 The difficulty in dealing with all those frameworks becomes apparent in the case of modern 

and especially post-modern works. While traditional writing follows a certain narrative formula, here 

we see it shattered, as the relations between narrative personae become ambiguous and ever-changing. 

Both Nicolae Manolescu, when speaking about the Corinthian novel, and Radu G. Ἡeposu, using the 

term metanovel, note the existence of a playful, parodic narrator who is aware of the literary 

convention that he constantly mocks. The two theoreticians include Nicolae Breban's works in the 

category of corinthian/metanovel, along with those of D. R. Popescu, BŁlŁiἪŁ and ἧtefan BŁnulescu. 

 In his novels, Nicolae Breban uses several means of relating the narrator, the characters and 

the author to the epic context, both traditional and modern. Thus, in Bunavestire (The Annunciation), 

the narrator is omniscient, the narration is done in the third person, but he often adopts the characters' 

viewpoint, he becomes contaminated by their mannerisms and speech patterns, creating ambiguity. 

Ioan Buduca said that "Rebreanu's narrator is a hidden God. Breban's involved author is the devil 

himself." (Buduca, 1980:10). The author is present in the text, playing a sadistic, cynical and ironic 

game with the reader's expectations, but also with his characters' struggles. 

 In the novel Ċn absenѿa stŁp©nilor (In the Absence of Masters), there is an omniscient, 

undramatized narrator who relates events from an outside perspective, who knows everything about the 

universe he presents. This omniscience, however, is relative, because the major narrative persona 

surrenders some of his attributes to his characters; through their eyes and conscience, he can filter 

certain events (for example, the "flocks" of elders are presented through the eyes of Pamfil, the 

antiquarian). There is also a character narrator in this novel, EB, and a witness narrator, mrs Iamandi, 
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who relays details about the Willers. The narrative visions identified here are "from behind" and 

"with". 

 The first novel in which Nicolae Breban fully adopts the first person narrative is P©ndŁ ѽi 

seducѿie (Lurking and Seduction). Here, the narrator is also one of the characters and he tells the story 

subjectively. 

 Bunavestire (The Annunciation) was the novel that sparked particular interest for critics, due 

to its unusual character, but also its narrative style. 

 Radu G. Ἡeposu considers it to be a handbook for applied rhetorics, given the many relations 

established between narrative personae. "The novel epically illustrates various instances of previous 

lives, of narrative voices and the voices of characters, but chiefly the mutual collaboration between 

them and the reader. Narrative logic is subtly shattered, echoing the chaos of a life in which anything is 

possible." (Ἡeposu, 1983: 166). Bunavestire is awe-inspiring mainly because of the narrator's style. As 

one attempts to understand his intent and tools, one must keep in mind Nicolae Breban's words from 

the Afterword: "The abyssal feeling of the small bourgeois, the forms of imposture (of which imposture 

in love seems to me one of the most desatruous!), vanity, amorality, here are some of the human vices 

targeted by this book. Above all, I attacked the small bourgeois, the one whom Dostoevsky saw as the 

devil, not only the historical and social aspects of it (those are also included, obviously!), but primarily 

its structural, abyssal form, one of the most vital and obstinate enemies of humans and humanity." 

(Breban, 1977: 589). 

 Thus, Breban's first declared intention was to paint the provinces and the small bourgeois with 

all that they entail, with all the instances of imposture, of kitsch, "from the social to the stylistic". The 

main character of the novel is Grobei, a small provincial clerk whose existence is constrained by all the 

norms and dictates of provincial life. His portrait, dressed in his eternal windbreaker, with the transistor 

radio on his shoulder, following a strict daily routine, always seeking "the instructive side of things", is 

anthological. He despises well-to-do people who are rich and well-connected, "thugs who scurry 

through resorts in search of frivolous entertainment". Although he envies them, Grobei also despises 

him, confident in his future and his intellectual superiority. 

 After weaving a spiderôs web around his fianc®, Lelia CrŁiniceanu, in which, one by one, he 

traps family, acquaintaces, the provinces and, finally, Leila herself, the seducer abandons his pray and 

disappears. Here we see the rift in the architecture of the novel and, implicitly, in the evolution of 

Grobeiôs destiny. 

 Up to this point, the author builds the portrait of a bland, mediocre character, often worthy of 

contempt or compassion. His attributes are sometimes well below those of an average person. Grobei 

does not appear to be anything special, having nothing in common with the superheroes or strong, 

powerful characters specific to Brebanôs works. Therefore, he is merely an ordinary clerk with the airs 

of an intellectual and an ambition that he puts towards conquering and transforming Lelia. He is one of 

those characters, like Gregor Samsa and Traps, the famous salesmen from the novels of Kafka and 

Durrenmatt, who live in an age where tragedy can no longer exist or be felt, an age in which they, 

themselves, are ridiculous and ridiculed. Life changes are random, the result of chance or error, they 

are not in the least part of a superior, well thought-out plan: "we no longer have a fear of God, we no 

longer care about justice, about the everpresent Destiny from The Fifth Symphony. Instead, we have 

traffic accidents, dams that break down due to faulty construction, explosions at nuclear bomb factories 

caused by the negligence of some technician, by a poorly tuned generator." (Durrenmatt, 2004: 10). 

 Thus, with no other logical, rational, profound explanation, Grobeiôs destiny takes a different 

path. Destiny no longer flows naturally, causally, instead throwing Grobei into an adventure that 
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cannot be explained by man, not even by the gods themselves. Henceforth, we observe the 

metamorphosis of the small salesman into the prophet of a new religion as he takes on Farcaôs ideas. 

From the moment when he discovers a photograph and reads Mihai Farcaôs letter, Grobei becomes 

fascinated by him and his ideas. Farca, a relatively bland character in his own right, believes in a 

religion of power, in dominating others. This break, this sudden change undergone by the character is 

seen by critics as one of Brebanôs shortcomings. But Bunavestire (The Annunciation) is not a 

traditional, coherent realist novel, in which every element, gesture and event has a logical explanation 

and is the result of a causal relation. In Brebanôs case, one might say there is a poetics of rupture. 

"From the quasi-traditional, epic novel of social criticism, the ideological novel emerges and breaks 

away from the great provincial novel, not only succeeding it, but subverting it." (MaliἪa, 2001: 13) 

 The poetics of rupture is supported by the ambiguisation of the narrative voice. According to 

the author, Bunavestire (The Annunciation) is, narratologically speaking, a post-modern novel, because 

it is the first one in Romanian literature to create a new relationship between the narrator and the 

character. "Instead of distancing myself from the ideas of a character, as the classical author does, I put 

myself in his shoes, as in any postmodern novel. When Farca or Grobei spoke, I thought alongside 

them. But, at the same time, in other parts of the novel, I kept my distance from them, in a caricature 

sort of way." (Breban, 1977: 153). 

 Thus, there is a new relationship between the author-narrator and his characters. The distance 

between the classical, objective, omniscient narrator and his characters, whose destinies he knows and 

controls from above, is subverted and cancelled. The novel ironically shatters the auctorial voice, 

confusing it with the voice of the characters and generating ambiguity. Breaking away from the 

techniques of the traditional realist novel and the objective, omniscient narrator, Breban plays a 

complicated game of closeness and distance from his characters. Taking one of Flaubertôs coined 

phrases, Nicolae Breban confessed that "Grobei, côest moi", noting that it is not a mere transposition of 

the author into his character, but a more complex relation, a "flagellation" of the author through the 

effigy of the character. (Perian, 1998: 106). 

Nicolae Manolescu observed that, in Bunavestire (The Annunciation), there are two stylistic registers: 

"One of the narrator, the one who, in the novel, performs the act of storytelling and who reflects 

Grobeiôs shadow, a register of insidious, ironic and ambiguous identification of the narrator with his 

character; the second register, that of the person who does the writing, the author, is also one of 

distance, of an anxious lucidity." (Manolescu, 2001: 198). Those two registers, the grobeised narrator 

and the ironic author, are present throughout the novel, and one of the novelôs strengths is precisely this 

ambiguity. "The Grobei-narrator parodies the classical language of the novel; the author, in turn, 

demythisizes the language of the Grobei-narrator." (Manolescu, 2001: 198). 

The discourse of the grobeised narrator is marred by all manner of clich®s, tropes, platitudes, 

conventions and kitsch from traditional realist novels. Those elements are pushed to the extreme in 

order to infuse the subtext with irony. The narrator is an accomplice to the ignorance, knowledge and 

understanding of the characters, but he is also sarcastic. From the opening phrase of the novel, we are 

in Grobeiôs world, we see what he sees, we perceive the universe through his worldview and his eyes: 

"The snow was melting, leaking into the drains. The sun burned merrily, the air was still and the 

resortôs center swarmed with people." (Breban, 1977: 3). The author himself offers this reading key in 

the Afterword, indicating that this sentence belongs to the sphere of kitsch that defines the world and 

gestures of the salesman, so comments that the novel is "poorly written" or "gramatically incorrect" are 

rendered invalid. 



 

26 

 

 "The one who tells the story in Bunavestire [...] is not Nicolae Breban, but a narrator that has a 

very special relationship with his character, a kind of attraction-rejection, affinity or pressure." 

(Manolescu, 1998: 684). The narrator presents the world to us though the eyes of little Grobei and he 

seems to like his character, but in the subtext there is always a tendency to mock him, his language, his 

level of perception and understanding, the hierarchies and values that govern his life. 

 However, there are passages in which neither the narrator, nor the Grobei-narrator is the one 

speaking, but the author himself (chapter VIII). Thus, the other narrative persona becomes involved: 

the reader. At one point, the author establishes a relationship with him and addresses him directly, as an 

accomplice. Everything is a game, a dance of subtleties and ironies. Breban targets, first and foremost, 

the reader of realist novels who has a certain horizon of expectation. He is used to being given 

believable stories, coherent, life-like characters, "slices of life". For this kind of reader who interprets 

fiction using the tools of reality, Breban attempts to shake him out of his peaceful reading experience. 

He promptly announces that this is the point where we part ways with the novelôs female protagonist, 

"the enchanting Leila-Haretina", and her father, "old ἧtefi ï bacs". Then, in a taunting tone, he turns his 

attention towards Grobei and plays the role of the reader whose expectations are confused by the 

attitude of this character who "as soon as he achievs his purpose, he deserts, he runs like a 

schizophrenic, leaving the labour of his ambition and perseverence unfinished, putting the stability of 

his entire existence, the esteem of his acquaintances and readers, at risk." (Breban, 1977: 402). 

 Here, Breban advances the idea that the author does not lead his characters, but that the 

characters are self-governed and dictate the flow of the narrative. It is not Breban who decides upon the 

sudden metamorphosis of his character; Grobeiôs inner structure supports it, and the author must 

observe it and relate it to the readers. The genius and the exercise of writing leave no room for personal 

choice. He, the author, must dutifully follow his characters and their destiny. "After all, I have no 

choice! I must follow him, the wizardôs apprentice, once he unleashes the watersô fury, shall drown, 

and no omnipotent master shall be able to save him, like legend says. I must follow him, I truly have no 

choice." (Breban, 1977: 405). 

 Such passages and interventions hold clues that help to explain the poetics of Brebanôs novels; 

they are genuine reading keys with which one may decipher Brebanôs work. 

 In the end, the author salutes his character with the same mix of irony and compassion, trying 

to draw the readerôs attention and coaxing him to reflect for a few moments upon the significance of 

this characterôs destiny, a washed-up clerk from southern Banat: "Here is the story of Grobei Traian-

Liviu, the merceologist from southern Banat, who has wrapped entire living body around his idea to the 

point of melting, of moaning, of incandescence. Will humanity learn anything from this parable?! From 

this modern myth?!" (Breban, 1977: 583). 
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LES EMPRUNTS DE LA LANGUE FRAN¢AISE DANS LES £CRITS DE 

VOYAGE PUBLI£S DANS LA REVUE PROPŀἧIREA  

Gabriela COMŀNESCU* 

 

Abstract: At the beginning of the 19th century, the influence of French on the Romanian language is 

more and more obvious. French has a great popularity among young Romanian writers who study in France, 

learn French very well and even start writing in this language. All these can also be seen in travel literature that 

was published in the journal PropŁѽirea (1844) belonging to several representative writers of the 19th century. In 

this study we are going to analyze the vocabulary of travel texts from PropŁѽirea and present some French words 

and expressions adapted or not to the phonetic Romanian system. 

Keywords: literary language, travel literature, French language, neologisms, phonetic adaptation of 

loans. 

 

 La langue roumaine a connu, ¨ partir du d®but du XIXe si¯cle, un ample processus de 

modernisation de sa structure, en g®n®ral, et de son vocabulaire, en particulier. Dans lôhistoire de toute 

langue il y a des moments o½ les emprunts se font surtout ¨ partir dôune certaine langue, en fonction du 

contexte historique, g®ographique, politique, social ou culturel de la p®riode en question. Au fil du 

temps, diverses influences ont ®t® exerc®es sur la langue roumaine : latin, slavon, turc, hongrois, russe, 

grec, n®o-grec, italien, allemand, fran­ais, anglais, raison pour laquelle le lexique roumain a un 

caract¯re tr¯s h®t®rog¯ne. On peut parler dôune contribution des influences ®trang¯res ¨ 

lôenrichissement de la structure interne du vocabulaire, dans la p®riode ancienne de la langue roumaine 

litt®raire, et dôune contribution ¨ la modernisation du vocabulaire, surtout par lôemprunt, dans la 

p®riode moderne. 

 Au XIXe si¯cle, le vocabulaire de la langue roumaine a ®t® influenc® par les emprunts de la 

langue fran­aise, fait qui sôexplique, ¨ lô®poque, par le prestige culturel de la France au d®but du XIXe 

si¯cle, mais aussi par les relations dôordre ®conomique, politique, culturel existantes entre la France et 

la Roumanie.1 

 Le contact de la langue roumaine avec le fran­ais commence au XVIIIe si¯cle, pendant les 

r¯gnes phanariotes, quand le fran­ais ®tait parl® ¨ la cour royale, lorsque lô®tude obligatoire de la 

langue fran­aise a ®t® introduite ¨ c¹t® dôautres langues : le latin, le grec, le slavon et le roumain, et 

lorsque des traductions du fran­ais ont ®t® faites, par lôinterm®diaire grec. 

 Apr¯s la R®volution fran­aise du 1789 et surtout au d®but du XIXe si¯cle, il y a eu des contacts directs 

et ininterrompus avec la France, par les ®tudiants, les hommes politiques, les scientifiques et les 
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artistes. La langue fran­aise commence ¨ jouir dôune grande popularit® parmi les jeunes ®crivains 

roumains, qui font leurs ®tudes en France, arrivent ¨ ma´triser tr¯s bien le fran­ais et commencent ¨ 

®crire en fran­ais. ἧtefan Munteanuobserve çquô¨ la base de lôinfluence de la langue fran­aise se 

trouve, sans doute, la conscience latiniste de la descendance romaine commune des deux peuples et, 

par cons®quent, de la parent® entre la langue roumaine et la langue fran­aise.è(Munteanu, ŝ©rŁ, 1978 : 

145) Ainsi, lôorigine commune et le grand prestige politique et culturel de la France sont les plus 

importantes circonstances qui ont favoris® lôinfluence de la langue fran­aise sur la langue roumaine 

litt®raire çfait qui a d®termin® lôassimilation dôun nombre impressionnant de termes dôorigine fran­aise, 

qui se sont fix®s dans le tissu de notre langue culte, contribuant ¨ son enrichissement et ¨ sa 

modernisation. è (Munteanu, ŝ©rŁ, 1978: 145) 

 La grande r®ceptivit® aux ®l®ments lexicaux dôorigine fran­aise, au XIXe si¯cle, a cr®® la 

controverse parmi les chercheurs pr®occup®s par le d®veloppement de la langue. Par exemple, I. 

Heliade RŁdulescuaborde la question des emprunts, appelant ¨ une attitude mod®r®e et ¨ une s®lection 

judicieuse de ceux-ci, selon le besoin : çIl faut emprunter, mais il faut bien voir quôil nôy a pas de 

passion.[é] Nous ne devons prendre que ceux dont nous avons besoin etdôo½ il devrait, et comment il 

devrait. [é] Les mots ®trang¯res devrait appara´tre devant nous env°tements roumains et avec le 

masque roumain. è (Heliade RŁdulescu, 1980: 57) 

 Lôinfluence de la langue fran­aise sur la langue roumaine se refl¯te ®galement dans la 

litt®rature de voyage publi®e dans la revuePropŁѽirea, appartenant ¨ quelques ®crivains repr®sentatifs 

du XIXe si¯cle, qui font leurs ®tudes aux ®coles fran­aises. 

 PropŁѽirea, hebdomadaire de la culture, appara´t ¨ Iasi entre le 9 janvier et le 

29 octobre 1844, sous la direction de la r®daction de Mihail Kogalniceanu,Vasile Alecsandri, Ion Ghica 

Ἠi Petru BalἨ. Apr¯s 10 mois dôactivit® et 42 de num®ros, la revue a ®t® suspendue par la censure sur 

ordre de Mihail Sturdza. Le mot PropŁѽirea dans le titre ®tait consid®r®, d¯s le premier num®ro, 

comme trop r®volutionnaire. Côest pourquoi la revue a ®t® renomm®e Revue scientifique et litt®raire. 

Cô®tait la premi¯re revue encyclop®dique dans laquelle ont ®t® abord®s des probl¯mes dôart, 

dô®ducation, de langue, de droit, dôhistoire, de g®ographie, de vie sociale, dô®conomie, de commerce, 

dôindustrie, dôadministration, de m®decine, dôagronomie, de science.La litt®rature de laPropŁѽirea 

d®passe consid®rablement le niveau des ®crits publi®s dans dôautres revues contemporaines et les ®crits 

de voyage sont largement cultiv®s ¨ travers Vasile Alecsandri(O preumblare prin munѿi), Dimitrie 

Rallet (O plimbare. La iarmarocul FŁlticenilor), Grigore Alexandrescu (Cozia Ἠi Pasaj dintr-o relaѿie 

de voiaj ´n Ѿara Rom©neascŁ), Costache Negri (Veneѿia)et un ®crivainanonyme, identifi® plus tard 

dans la personne de I. Voinescu II (C´teva zile pe munѿi).Synonyme dôaventure, des d®couvertes, le 

voyage a repr®sent® pour les ®crivains du XIXe si¯cle une opportunit® pour ouvrir les yeux sur le 

monde ext®rieure. Cette ouverture nôest pas seulement au niveau intellectuel, le voyageur ayant le 

motif de voyage le soif du savoir, dôapprendre, de mieux se conna´tre, de prendre plus de distance vis-

-̈vis de sa propre soci®t®, mais aussi au niveau de la langue litt®raire. Lô®crivain du XIXe si¯cle ouvre 

les yeux sur le mod¯le linguistique fran­ais, qui influence lô®volution de la langue roumaine et 

contribue ¨ lôenrichissement et la modernisation du vocabulaire. Mais il d®nonce parfois la tendance ¨ 

lôimitation qui se manifeste ¨ cette ®poque, comme le faitDimitrie Rallet dansO plimbare. La 

iarmarocul FŁlticenilor:çLes auberges sont russes, les salons anglais, la langue, les mariages et la 

mode sont fran­ais. Nous prenonsdes ®trangers tout ce que nous voyons, sans choix, et ce nôest 

https://www.reverso.net/translationresults.aspx?lang=RO&sourcetext=El%20abordeaz%C4%83%20problema%20%C3%AEmprumuturilor,%20%C3%AEndemn%C3%A2nd%20la%20o%20atitudine%20cump%C4%83tat%C4%83%20%C8%99i%20o%20selec%C5%A3ie%20%C3%AEn%C8%9Beleapt%C4%83%20a%20acestora,%20dup%C4%83%20criteriul%20necesit%C4%83%C8%9Bii&action_form=translate&direction_translation=rum-fra-0
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passouvent bon, comme beaucoup de marchandises trompeuses et bon march®, et nous ne faisons 

quôimiter selon nos caprices. è1 

 Dans une tentative de souligner que lôinfluence fran­aise a jou® un r¹leparticulier dans le 

d®veloppement du lexique n®ologique roumain, nous consid®rons quôil est important ce qui a constat® 

Liliana Soare sur les emprunts lexicaux, côest- -̈dire que çcôest le moyen le plus simple et le plus 

pratique de cr®er ou maintenir le contact linguistique avec dôautres langues de culture et dôenrichir, 

avec un minimum dôeffort, le bagage lexico-s®mantique dôune langue. è (Soare, 2012: 101) 

 Nous ferons ensuite une pr®sentation de certains emprunts de la langue fran­aise extraits des 

six ®crits de voyage publi®s en 1844 dans la revue PropŁѽirea, avec des informations sur lô®tymon et le 

contexte dans lequel il se produit: 

adresate (< fr.adresser): ĂDupŁ c´teva meritate complimente adresate proprietarului 

echipajului. [é]ò (IVC: 570) 

aristrocraѿia (< fr. aristocratie): Ă Aristocraѿia merge p©n-a-Ἠi ´nvŁli caii, spre a-i deosŁbi de 

celelalte dobitoace de soiul lor.ò(DRO: 56) 

bal(< fr. bal): Ă La baluri mergem ca cel mult sŁ ostenim zŁdarnic Ἠi pretutindene, cu mari 

cheltuieli, ne deprindem a nu fi buni de nimicŁ.ò (DRO: 58) 

barierŁ (<  fr. barri¯re): Ă De cealaltŁ parte a r©ului, un Ἠir de munἪi acoperiἪi de copaci 

formeazŁ monastirei o statornicŁ barierŁ [é].ò (GAC: 123) 

civilizate (< fr. civilis® ): Ă[é]dovadŁ cŁ se mai pŁstreazŁ pe la noi astŁ frumoasŁ Ἠi moἨtenitŁ 

virtute, ce n-o gŁseἨti chiar pe la unele din naἪiile prea civilizate[é].ò (DRO: 57) 

complimente (< fr. compliment): ĂEa ´mparte complimentele, care ajung a nu mai mŁguli pe 

nime [é].ò (DRO: 55) 

conѿert (< fr. concert): ĂNu am trebuinἪŁ sŁ mai descriu mulἪŁmirea ce ne-au pricinuit acest 

conѿertoriginal.ò (VAO: 37) 

curajul (< fr. courage): Ă[é] numai el singur ´nsuflŁcurajul fŁrŁ a culege [é].ò (GAP: 178) 

damŁ (< fr. dame): Ă ï Cum vorbiἪi, domnilor, zisŁ LetiἪia, cu aἨa mare uἨurinἪŁ dinaintea unei 

dame [é].ò (CNV: 14) 

demuazele (< fr. demoiselle): Ă[é] din galbeni cum eram, ne0am ´nroἨit ca niἨte demuazelede 

pansion.ò (VAO: 36) 

diletanѿi (< fr. dilettante):Ă Diletanѿi mulἪi se adunŁ ´n casa BiancŁi, cŁci ea era bunŁ 

c©ntŁreaἪŁ [é].ò (CNV: 12) 

discuѿie (< fr. discussion): Ă[é] Ἠi din fir pŁnŁ ´n ac, cum zice proverbul, ne pomenirŁm ´n 

discuѿie despre [é].ò (IVC: 571) 

echipaj (< fr. ®quipage): Ă Patru ageri telegari de deosebite v´rste, ´ncep©nd de la 20 de ani Ἠi 

cobor©ndu-se pŁnŁ la 2 İ, fŁcea sŁ zboare echipajul cam cu primejdia g©tului nostru.ò(IVC: 569) 

faѽionabilŁ (< fr. fashionable): Ă[é] cine nu joacŁ cu m´nile sau cu picioarile face cam 

proastŁ figurŁ ´n adunarea ce mai faѽionabilŁ.ò (DRO: 55) 

favorit(< fr. favori): Ă[é] Ἠi cu toate cŁ ἨtiἪi pe Teodor, cŁ Ἠi cam este favoritul meu [é].ò 

(CNV: 13) 

flata (< fr. flatter): Ă Ne flatam cu ´ncredinἪarea cŁ subt un aseminea acoperiἨ ne vom odihni 

mai bine dec©t am merita.ò(GAP: 178) 

 
1Le r®cit de voyageO plimbare. La iarmarocul FŁlticenilor de Dimitrie Rallet est parudans la revuePropŁѽirea 

(Foaie ѽtiinѿificŁ ѽi literarŁ) nr.3, 23janvier 1844. 
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hazard (< fr. hasard): ĂFŁrŁ efectul hazardului, eram ´n primejdie a lua, fŁrŁ voia noastrŁ o 

baie rece [é].ò (IVC: 572) 

himeric (< fr. chim¯rique): Ă Dar oamenii ´nἪeleg anevoie Ἠi r´d bucuros de ´ntreprinderi al 

cŁror sf©rἨit li se pare himeric.ò (GAP: 178) 

idealism (< fr. id®alism): Ă[é] materialismul au ´nŁduἨit totdeauna idealismul.ò(VAO: 35) 

impoza(< fr. imposer): ĂUnii vreua impoza numai cu vreun titlu apucat, a cŁruia n-au mŁcar 

aerul [é].ò (DRO: 56) 

improviza (< fr. improviser): Ă Acolo, fiecare va fi slobod a improviza fel de fel de ode, elegii 

sau alte asemenea parascovenii Ἠi bocituri poetice.ò(VAO: 37) 

interesant(< fr. int®ressant): Ă pŁrinἪii, ´n buna lor voinἪŁ de a ne arŁta tot ce au mai interesant, 

ne duserŁ la douŁ chilii fŁcute ´n peatrŁ [é].ò(GAC: 124) 

´ntreprindere (< fr. entreprendre): Ă[é] orice ´ntreprindere ne´mplinitŁ din partea unui om mi 

s-au pŁrut cea mai vie dovadŁ de slŁbiciunea caracterului sŁu.ò(VAO: 37) 

materialism (< fr. mat®rialisme): Ă[é]materialismul au ´nŁduἨit totdeauna idealismul.ò 

(VAO: 35) 

malinĂrŁutŁcios, maliἪiosò (< fr. malin): Ă -  Tot ce vedeἪi este fŁcut de cur©nd Ἠi descripἪia nu 

o mai puteἪi gŁsi ´n tot adevŁrul ei, rŁspunse castelana cu un z©mbet malin.ò (IVC: 661) 

merita(< fr. m®riter): Ă[é] subt un aseminea acoperiἨ ne vom odihni mai bine dec©t am 

merita.ò(GAP: 178) 

moralitŁѿi (< fr. moralit®): Ă[é] ne gŁteam sŁ rŁspundem prin mai multe moralitŁѿi [é].ò 

(GAC: 123) 

objetelor(< fr. objet): Ă Apropierea serei ´mprumuta objetelorcolore fantastice [é].ò(GAC: 

124) 

pansion (< fr. pension): Ă[é] din galbeni cum eram, ne-am ´nroἨit ca niἨte demuazele de 

pansion.ò(VAO: 36) 

particularitŁѿi (< fr.particularit®): Ă SŁ ne luŁm deodatŁ pe la locurile obἨteἨti, cŁci mi-i ur´t Ἠi 

nici se cuvine, socot, a mŁ abate la particularitŁѿi.ò(DRO: 55) 

peizajuri (< fr. paysage): Ă Multe soiuri de peizajuri am vŁzut prin deosebite ἪŁri [é]ò 

(VAO:37) 

pledoiereĂpledoarieò (< fr. plaidoirie): Ă[é] cŁ ucigŁtoare pledoiere nu au tocit resorturile 

acestui duh at´t de felurit Ἠi at´t de cu folos ´ntrebuinἪat.ò (IVC: 568) 

projetaserŁmĂproiecta, organiza, plŁnuiò (< fr. projeter): Ă[é] cu care projetaserŁmo 

pre´mblare prin munἪi, ca sŁ hotŁr©m ziua plecŁrii Ἠi itinerariul nostru.ò(IVC: 567) 

piesŁ (< fr. pi¯ce): Ă[é] ba Ἠi piesele au ´nceput a cuprinde ce ne zŁdŁreἨte ca sŁ-Ἠi 

´nmulἪeascŁ antrelele.ò (DRO: 57) 

 reciteze(< fr. r®citer): Ă[é] arŁt´nd cu m´na la ferestre, se puse sŁ ne reciteze cu multŁ 

veselie.ò (IVC: 661) 

 rezon (< fr. raison): Ă NemulἪumiἪi de acest rezon, ne gŁteam sŁ rŁspundem prin mai multe 

moralitŁἪi [é].ò (GAC: 123) 

 seanѿŁĂἨedinἪŁò (< fr. s®ance): ĂDupŁ aceastŁ seanѿŁ parlamentarŁ [é].ò(VAO: 37) 

 simtimentele(< fr. sentiment): ĂImpresiile  de dimineaἪŁ se ἨterserŁ ca sŁ facŁ loc 

simtimentelor celor nouŁ ce ne ´nsufla deosebirea locului.ò(IVC: 662) 

suvenire (< fr. souvenir): Ă Numai numele fondatorului deἨteaptŁ niἨte suvenire mŁreἪe [é]ò 

(GAC: 123) 
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vizit´nd (< fr. visiter): Ă[é] vizit´nd´n fugŁ mŁnŁstirea, ne-am pornit ´napoi spre Hangu [é].ò 

(VAO: 37) 

voiaj (< fr. voyage): Ă[é] voiajul au fost destul de vesel [é].ò (VAO: 37) 

utopist (< fr. utopiste): Ăἧi apoi mai zicŁ utopiѽtii cŁ robia nu e trebuincioasŁ societŁἪii!ò(IVC: 

660) 

 En ce qui concerne lôadaptation de ces emprunts, un certain nombre de particularit®s 

linguistiques propres au XIXe si¯cle sont not®es. Le processus dôint®gration des n®ologismes est long 

et jusquô¨ ce que ce processus dôadaptation au syst¯me phon®tique de la langue roumaine soit termin®, 

ont ®t® utilis®es des formes interm®diaires, tr¯s proches des mots fran­ais dôorigine, pas encoreadapt®es 

au syst¯me phon®tique de la langue roumaine, telles que : rezon, seanѿŁ, suvenire, objetelor, pledoiere, 

projet, peizajuri, demuazele, impoza. Certains de ces mots ne sont plus utilis®s, et dôautres ont 

enregistr® des d®veloppements phon®tiques qui ont conduit ¨ lôapparition des formes existantes dans la 

langue actuelle. 

 Tous deux appartenant ¨ la famille des langues latines, le roumain et le fran­ais pr®sentent de 

nombreuses similitudes, les plus facilement perceptibles ®tant ceux au niveau lexical, mais il y a aussi 

des diff®rences, parce que le latin a ®volu® diff®remment sur le territoire de la Roumanie. Les emprunts 

dôorigine fran­aise sont normalement adapt®s au syst¯me phon®tique de la langue roumaine, les 

difficult®s ne surviennent quôen raison des diff®rences sonores entre les deux langues. Par exemple, les 

plus grandes diff®rences sont entre les voyelles: sept voyelles en roumain et seize en fran­ais. Certains 

cas dôadaptation des voyelles sans correspondant en roumain sont int®ressants, dans les textes ¨ 

lô®tude : 

- e muet> z®ro : ®quipage - echipaj; 

- e muet > Ł : dame ï damŁ; 

- a nasal, not® en >im / en: sentiment - simtiment; 

Dans les textes analys®s, il y a des emprunts avec ®tymon fran­ais bien ®tabli, comme ceux 

®num®r®sci-dessus, et des mots pour lesquels les dictionnaires ®tymologiques ou explicatifs proposent 

des ®tymologies multiples, y compris le fran­ais : 

naѿie (< lat. natio, it. nazione, fr. nation, rus. naѿiia); 

capriѿios(< fr. capricieux, it. capriccioso); 

imitaѿie (< fr. imitation, lat. imitatio); 

inscripѿie (< fr. inscription, lat. inscriptio); 

impresii (< fr. impresion, lat. impressio); 

ambiѿios (< fr. ambitieux, lat. ambitiosus); 

triumf (< lat. triumphus, fr. triomphe); 

diademŁ(< fr. diad¯me, lat. diadema); 

talent (< fr. talent, lat. talentum); 

caracter (< fr. caract¯re, lat.character); 

modŁ (< it. moda, germ. Mode, ngr. m·da, fr. mode); 

geniu (< lat.genius, fr. g®nie); 

patriotic(< fr. patriotique, it. patriottico); 

patrie(< lat. patria, fr. patrie); 

armonie (< fr. harmonie, lat. harmonia); 

marѽrut (< rus. marѽrut, fr. marcheroute, ger. Marschrout); 
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ospitalitate (< fr. hospitalit®, lat. hospitalitas); 

excursie(<  fr. excursion, lat. excursio). 

Par cette br¯ve analyse des six ®crits de voyage publi®s dans la revue PropŁѽirea, nous r®affirmons 

lôimportance de lôinfluence de la langue fran­aise pour lôenrichissement et  la modernisation du 

vocabulaire de la langue roumaine ainsi que pour la red®finition de sa physionomie lexicale n®olatin, 

au XIXe si¯cle, comme le dit Theodor Hristea dansSinteze de limba rom©nŁ:çla plus puissante de 

toutes les influences modernes sur notre langue (¨ partir, en particulier, du XIXe si¯cle) reste, 

incontestablement, lôinfluence fran­aise. Gr©ce ¨ elle, tout dôabord, le roumain sôest enrichi avec 

quelques milliers de mots en modernisant son vocabulaire dans tous les domaines de la vie physique et 

spirituelle. è (Hristea, 1984: 59) 
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ANTON HOLBAN'S CREATION IN AN EUROPEAN CONTEXT 
 

Andreia Maria DEMETER * 
 

 

Abstract: As a writer belonging to a particular type, exersising ñauthenticityò or, defining his prose 

with a term that Petru Comarnescu coined ñexperientialismò, Anton Holban approached theoretically the genuine 

literature as plain recording of subjective experiences, along with Camil Petrescu, Mircea Eliade, Mihail 

Sebastian, Max Blecher, C. F©nt©neru, Petru Manoliu, H. Bonciu. Developed in relation to the concept of 

ñauthenticityò, the literary art that Ioanaôs author promotes sustains subjective experience, which is also tragic 

and genuine, sprung from inner feelings. A great admirer of some French authors like Proust, Gide or classical 

writers, Anton Holban made the attempts of the critics to include him in a certain formula very difficult, so he was 

accredited as descending from Rousseau, Amiel, Constant, Stendhal or even Proust, Gide, Huxley. The attempt 

proved to be even more difficult as Ioanaôs author also pleaded in favour of authenticity, experience, sincerity, 

remaining in the same time an adept of the constraints of classical art, paying close attention to craft, proportion 

and inner harmony. 

Keywords: suggestion, authenticity, narrative 

 

 

In the most common view, narrative means telling some facts in a certain order. These facts 

can be real, belonging to history or corresponding to real events order, or imaginary, belonging to 

fiction. 

 There is a time of fable (storyline), obviously situated in past places, and which can be 

regained through the time of discourse (narrative time), the permanent oscillations between these 

temporal lines defining what we call narrativity. The fable time is one-dimensional, chronolinear, 

unrepeatable and irretrievable, a result of the narrative event order and of the real data chained in time. 

The time of discourse (speech) has the most diverse representation, being pluridimensional, easily 

manipulating real  or realistic data; it can be universal cosmic, mythic, historical, individual, 

psychological, chronolinear or relative and it permits different types of moves on the timeline, back or 

forth, or even transgressing the temporal levels. Identifying its typology represents, in literary analysis, 

sources of in depth interpretation, as  temporality is a hey theme in the univesral literature.  

 òHolbanôs literary work is the reflex of a spiritual insurrection against alienation and solitude, 

an effort to demistify the reality and a way to reestablish the relationship with humanityò. [ Beram, 

1972, p. LXXXIX]  
The reader of his literary works faces two types of texts: some of them are radically 

objective(òMirelôs Novelò, òSand Castlesò, òDifferent Peopleò), where the action takes place owing to 

characters with individual features and independent lives, the presence of the author being permanently 

felt, while the others are radically subjective (òA Death That Cannot Prove Anythingò, òIoanaò, 

òDaniaôs Gamesò and the stories), being first person narratives. 

A monochord author, love analyst, Anton Holban involuntary directed the literary critics to 

Sandu, the character-narrator.  

Appllying Lintveltôs judicious taxonomy to Holbanôs narrations, we can observe the 

obedience of this protagonist-narrator who, òon the perceptive psychological level completely 

identifies himself with the actor character in the narrative actorial typeò. [ Lintvelt, 1994, p. 102] So, it 
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comes as natural to analyze not only  the relationship between this actor narrator with the 

representative reality, but also his attitude towards this reality. 

Referring to the specificity of the represented reality, Nicolae Manolescu observed: All Holbanôs 

novels are focused on the study of intimacy. [ Manolescu, 1981, p. 436] His narrator, as in Camil 

Petrescuôs novels, is oriented on the identity of the others, especially female. Therefore, his literary 

speech is always motivated by the cognitive itinerary that he deliberately follows: How she is like is the 

only thing I want to know. The aim of this long analytic periplus in the novel òDaniaôs Gamesò is right 

Dania. 

But this reality is very different from everyhing he knew before. He constantly misses this 

nonchalant, flexible, proteic reality, refusing to accept the cognitive itineray of the protagonist narrator: 

Daniaôs reality and, in the same time, his fluid existence, are my greatest torment. Even if I know 

Daniaôs kiss, Iôm shaking of sadness to be happy only in my imagination exactly when her presence 

makes me the happiest. 

Lacking any intention and incapable of making decisions, timid as a character, this reality 

wonôt allow being subjected to investigations and it doesnôt submit to the flow of the expectations that 

the actor narrator has. She always acts differently from what he expects, wishes or hopes. The narrator 

will feel dominated by this mysterious ans voluntary reality, that he is unable to reach in spite of all his 

desperate efforts. Her reality is a kind of Fata Morgana that disappears at his first try to  approach, as 

he is too eager to get certainties and absolute proves in a space that is absolutely uncertain and relative. 

In this situation, his knowledge avidity cannnot be satisfied because of the lack of reality.  

Using  medical terminology, we can say the Sandu suffers from the reality deficit syndrom, a 

disease he is very aware of and that stirs a permanet feeling of inferiority and insatiety: I felt 

humiliated, struggling with windmills. 

Unlike other Holbanôs novels, in which the narrator interprets and investigates a reality, in 

òDaniaôs Gamesò it is not the reality but its absence the one that provokes analysis and interpretations.  

If we considered Holbanôs novels in which Sandu is the narrator a trilogy, we would design  

the following picture: the first novel, òA Death That Doesnôt Prove Anythingò is the narration of an 

uncertainty, òIoanaò is the novel of a jealousy and òDaniaôs Gamesò is the story of a game. In òA 

Death That Doesnôt Prove Anythingò the reality is passive and submissive, having no requests. Being 

unable to discover enough space for his cognitive itinerary in this reality, the narrator diverts the 

attention to his own identity. In the second novel, his attention is focused on the couple, and the 

narrator balances the represented reality, while in the thirs, the narrator is dominated by this reality 

which doesnôt meet his intentions to find and interpret.  

We can therefore conclude that his semi-absence in òDaniaôs Gamesò is not the prerogative of 

the narrator, as Mihai Zamfir suggested: òHolban didnôt confess in Daniaôs Games to protect his love 

pain, but he voluntarily provoked Daniaôs concrete  games to use the reality as a support to a literary 

suggestion, a represented reality.ò [Zamfir, 1978, p.82] 

This actor narratorô s drama gets consumed in relationship to this proteic, fluid, overhead 

reality. Even from the beginning, the narrator realizes that his existence is phantomatic to Dania. She 

had fancied him even before the met: She had waited for me even before she saw my face. Itôs fantastic 

how reality-less her mind is. I had been a phantom to her. An later he notices the same thing 

ostentatively: Dania has an imaginary life and she can afford all kinds of audacities only with my 

image, not with the reality of my existence. 

Daria imposes this sufficient and natural existence in semi-absence also to the protagonist 

narrator. She was the one who wanted to know him and imposed the rules of the game, but the narrator, 
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who was used to dictate, didnôt understand and accept them: With my temperament tormented by 

doubts, I always ask myself this type of questions. To have fellowship with a human being for whom 

you have to keep secrets, tu guide her, to amuse her according to a plan that you plotted in the 

darkness. How could I accept such a situation, when I have never conceded any confinement and got 

revenge as soon as I could? 

He will feel overwhelmed by reality because he is involved in an unfamiliar game whose rules 

are unknown. Along the way, the game fascinates and subdues him, but it remains unfamiliar and all 

his efforts to grasp the rule will be useless. The semi-absence is the basic of this game which has no 

certainties, consistency and profoundness. òDania plays with her dresses, with books, with love. She 

doesnôt have any guess that this game doesnôt honour her and she gets excited deluding  that she is 

deep.ò 

The narrator realizes that he is involved in a game(and the title of the novel confirms this 

aspect) whose active player he imagines he is and he feels schocked when he becomes an outsider: òAt 

the  cinema, you take part in the game of the actors, you are happy or sad in the same time with them, 

still  you see nothing but images and phantoms of people and when the light is on, you realize the 

screen in empty. I pick the same impressions from my friendship with Dania. I hold her in my arms, 

she vibrates at my grip, if I take her coat a bit away I can discover the traces of the hiugs that havenôt 

vanished even if itôs been a week since I las saw her. Still, the distance is there, I cannot play freely 

with her soul, as the kids usually do in the sand at the seaside.ò 

The distance that this character constantly notices doesnôt come, as he suggests, from the age, 

religion or welfare status gap between them, but from the different ways in which they perceive this 

game. 

And if reality offers him a certainty, absence gives him thousands of possibilities. He will 

imagine her leaving, dancing, eating in the restaurant next to his house, where he knew she could 

come, he will imagine her at home or anywhere else, alone or with somebody else. In other words, he 

will try to fold another reality on the one that didnôt lend to the analysis, a reality that he thinks it is 

suitable to him. This hidden game contains a small dose of perversity and will remain unknown to 

Dania. She, unlike Sandu, doesnôt have any guess that she is unintentionally the object of an unfamiliar 

game. His wish for certainty comes form a perfectionist artistic conscience, which was present in the 

other novels but it doesnôt work in this one: ĂI cannot make any plan work with Dania. I will get you 

know great books and good music. She is pleased, she will listen to everyhting Iôm going to tell her. 

But what I have enthusiastically decided can never start.  Never. Not any event without luck. Every 

single day with a desillusion.ò An artistic and didacticist spirit, Sandu wants to be a Pygmalion who 

needs material to realise his work, but Dania cannot offer the material he needs because her game 

doesnôt include commitment, her rules do not suppose opennes to the other. This is why the following 

statemnent comes tough: There is no point in these games, Dania... 

 òA Death That Doesnôt Prove Anythingò is a dynamic novel, òIoanaò is a static one. This is a 

first difference between them, Anton Holban confesses in his Literary Will, but this doesnôt prove  to 

be an observation on his own novels, but a writing poetics which he conceives and willingly imposes, 

Obvioiusly, the expressive and value seriuosness inclines to the static, as a modern way to write, the 

dynamic remaining a trace of tradition or of an innocent age that it is worth being overcome. The 

author observes that, being explained from the insideof the writinng process, the static is boring. An 

effort is needed to observe that you gave up any show, and only the game of the details pleases you. 

The static has a deep meaning to those who regard literature not only as entertainment, thinking that it 

is the expression of the most intimate life. A static book forces you to remain inside people.ò How far 
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is this way to define from the inner monologue, soliloquy, involuntary memory, stream of 

consciousness- modern techniques of introspection through which novel overcomes its previous 

century condition? Still, Anton Holban prefers the term òstaticò to preserve all of them together. Or, 

maybe the other way round, applying all these modern varieties of writing, we will only reach the static 

novel, as an absolute expression of ògame of detailsò, synonim to òthe expression of the most intimate 

lifeò , and we understand it not only as òthe authenticity of the discourseò, but also as òbeing through 

and for writingò. 

If  òA Death That Doesnôt Prove Anythingò(1931) is considered a dynamic novel by the 

writer, then, òIoanaò(1934) and òDaniaôs Gamesò(published away later, after the authorôs death, 

because the editors  feared some protagonist characters could be recognized) are static novels which 

demonstrate  the evolution and the maturity not only of the narrative perspective, but also of the 

concept of literature itself. We will distinguish some particularities of this type of novel on the 

narrative level. Even from the start we should define the òstatic narrativeò, which seems to oppose the 

definition of the narrative in general, which òconsists of telling past events in a time orderò, one of its 

basic conditions being to utter òa change of statusò; we can infer that òthe very essence of the narrative 

should be found in events and actionsò. Some other characteristics of the narrative, as Rodia Zafiu 

points out, are related to the following criteria: sequence, individuality, causality, intentionality and 

meaning, which can be transmitted via òstructuring the narration according to certain cultural patternsò 

and which particularly reveal the dynamic character of the narrative discourse. 

A gibelin spirit, Anton Holban belongs to the category of writers  born in atrocious pains, 

creators for whom art is not pleasure, but craft. òNo one can imagine what minutious work every single 

line has and how deep the feeling hidden there isò , òthere is not a single page  without bleeding under 

questionsò, the writer confesses. For Daniaôs Gamesô author, literature is under the sign of difficulty, 

not as far as creation is concerned, but also regarding the way it tackles the existential matter able to 

grasp the relation between the human being and their fellows or themselves. Holbanôs art is not simply 

writing, but the tension of writing or of finding the specific pitch. Hence the rapid translation from one 

to another, the obssersive reccurency of a key-element, the annoying repetition in the same sentence, 

the apparent stylistic negligence, therefore the formless character of his writings in search of 

authenticity. The holbanian turmoil supposes immediate experience, in which writing is based only on 

personal observation and tends to reflect only the ingenuity of the moment. The writer is obssessed 

with the idea of living, with all nerves, the psychological possibilities which are generated by the facts 

that he narrates while writing. The death intuition determines the need to live the short time that has 

been given to maximum intensities, not to simulate anything, to fulfill thorugh a perfect authenticity of 

reactions. Similar to Max blecher or Octav Sulutiu, Anton Holban proves incapable of imagining 

experiences which are outside his ego, travelling the way to return to himself. His writing imperative 

being sincerity, the true world, he imposes an implacable critical spirit, going as far as nude 

transcriptions, like gide. Nothing more tormenting for the writerôs  sickly sensitivity than the 

presentation of an apparently complex  inner life , but based exclusively on pastiched reactions.  

The authenticity, an obssessively recurrent condition at Holban, is focused on the idea of 

feverishness and signifies, first of all,  capturing, in the most viable way,  the emotional tensions right 

in the very moment they are produced. The concept represents the sneak of òthe genuine personal 

turmoilò, avoiding, as much as possible, any òliteraryò misrepresentation. Living the very moment of 

transcribing the event seems more important than the value of the story told in itself.. A live notation 

gidian-style: you need to record them immediately, just like Iôm going to try in these pages, otherwise 

either later turmoils will stifle the initial ondulationsor indiference will make you stay away from those 
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events. The authenticity of experience cannot be obtained, in Holbanôs view, through a direct copy of 

the feeling, but via immediate reflection or through a òno complacencyò self-analysis, owing to a 

thorough selection that preserves in the moment of writing only the moments with maximum 

psychological intensity. Ăit is important only to choose what is typical from the multitude of events that 

you are offered. The imagination consists in combining these poignant details. Because I donôt think 

that observation is the same with taking a photo.òThe writer makes a selection, being aware that not 

everything that lies inside him  can be of interest and that only some coordinates of what he 

experiences can become representative for more individuals. But he reserves the right to select and 

combine only real and authentic facts from his experience. The selection process indicates a steady  

laboratory work and helps us discover Holban as a genuine artist who can model the narrative material 

so as to reveal the vibration of life. A true writer should know how to choose the characteristic fact of 

life, picked mainly from his  personal experiences. 

A mechanical  and photographic transposal of the individual reactions cannot reproduce the 

inner strucure of the characters. Like Camil Petrescu, he is against reducing the concept of authenticity 

to the notion of photography. ĂA novel must contain a slice of life. But it shouldn;ôt be photography.ò 

The writer should consider, in any circumstances, the boundary between reality and fiction, says Anton 

Holban, so as to give literature what it belongs to it, without the clarity of a camera viewfinder. 

According to the standards of writing in his times, Holban puts stress, in the texts referring to the 

essence of prose, on emotion but not on transposing the reality in art literally; confession, imagination, 

emotion are some of the authenticity elements in living a profound feeling whose iridescences trancend 

the limit of plain photography, too clear and too inert, as ofelia Ichim observes. 

 òNever provide all the explanations, letôs just suggestò, the writer claims, obeying this 

principle in all his works. In òIoanaò, more than in any other novels, he will operate with symbol and 

suggestion.Tristan and Isolde myth, the image of sea, the focus, in the second part of the novel, on a 

cat, Ahmed, are symbolic elements which elevate the herose drama into an absolute dimension. 

Following the art of suggestion, the writer also supported the aesthetic value of the open ending which 

elicits certain resonances in the readerô s mind. The reader becomes the writerôs partner due to the 

recreational act of reading. Therefore, he proves to be a believer in opera aperta, in whose pages the 

characterôs life doesnôt end once the last page has been read. Ending the novel, it is preferrable for the 

writer to sneak in the necessary dose of imprecision- Ăthat last line should be slightly confusing and 

lead to the impression that the action will go on, it should obssess the reader even after the lecture has 

finished.ò The writer sees in this openness of the novel, in the appearance of being unfinished that it 

leaves, o condition of the viability of the novel. In this respect, all his works can be circumscribed to a 

poetics of uncertainty, whose centre is an enigma that stays  unlinked even after  the reading ends. 

The uniqueness of Holbanôs creation consists in his talent of endowing the character, an eager 

seeker of the ideal, with an overarching desire to prolongue his existence in time, heralded by 

disappearance, not losing lucidity in spite of the drastic situation that destiny forces him to face. The 

uncertainty that appear as soon as the infinitesimal analysis of any feeling rules upon his life, ending in 

permanently questioning himself on love, jealousy, solitude or sorrow. Also, Sandu, who experienced 

along his existence so many contradictory states, fears he wouldnôt have a proper attitude towards the 

unavoidable end. 

A key feature of Anton Holbanôs writing is the standstill, consisting, on one hand, in the 

juxtaposition of the narrative parts and, on the other hand,  in the presence of descriptions or od diary 

pages, which turn the discourse into a chronical interupted by anachrony lacking the traditional 

dynamic, Holbanôs discourse made of parts takes the form of a narrative tree. Stopping time and 
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interrupting the chain of actions, the description often comes before  some future actions in his novels. 

In such situations, the description has unifying attributes. In some other cases, it functions as a 

metaphorical projection of previous situations and states. The disruption of the syntactical unity of the 

text smoothes, in his novels,  the conflict between narrative and description in the stave of a modern 

Romanian poetics. The mechanism of text order induces the form of an assembly. Ignoring the 

articulation of the segments on the surface, a typical technique in the new novels, facilitates achieving a 

type of writing which òsuffersò from technicism. In this respect, Holbanôs formula is closer to Proust or 

Sßren Kierkegaard( The Diary Of A Seducer), J. M. G. Le Cl®zio, Allain Robbe-Grillet than to Liviu 

Rebreanu or to Sadoveanu. Of course, Holanôs novel are not superior to the masterpieces of his times, 

but his formula mirrors a new conception about novel, a conception open to the so-called òmovementò 

of the interwar European literature.  

The actual interest in Anton Holbanôs prose is greater than the interest that his work raised in 

his times. His work has been recently viewed from the point of the experimental prose. The intimate 

diary fragments from his novels, as well as the sequence of the episodes in line with the so-called static 

prose and, respectively the game of the charactersô feelings, a game on the sinking sand of the 

uncertaintiesor that in the pessimistic stave of the certainties, provides the writing within Holbanôs  

erotic triptych with undeniable modernity. 
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THE VERACITY OF THE INTERIOR SPACE IN THE SHORT STORIES AND 
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Abstract: Gib MihŁescuôs short stories, excellent surveys in the hidden regions of the human soul, bring 

a special, colourful world, whose identity was imposed in the prose between the two world wars by approaching in 

depth an area between dream and reality. The novels deepen their poetic meaning and creation through a subtle 

and varied infusion of a social reality in the inner universe of the main characters, in all the layers of their 

existence. Gib I. MihŁescu is an authentic artist, unique in the way he managed to conceive an oppressive and 

threatening atmosphere, having an absolute language. The great merits of Gib I. MihŁescu are the diversification 

of the human typology and the analytical deepening of the characters, which bring an increase of substantiality 

and complexity, of epic narrative. 

Keywords: Gib I. MihŁescu, inner universe, generation, poetics, language 

 

 

Gib I. MihŁescu writes short stories at a time when the genre was very little cultivated, 

succeeding, through his own vision, to capture the attention of critics, and the longer prose, the novels, 

impose him as one of the most original contemporary authors. Therefore, the literary critic appreciates 

that Gib I. MihŁescu is the creator of a style in Romanian prose and he is, by other means, alongside 

Hortensia Papadat-Bengescu and Camil Petrescu. Regarding his qualities as a prose writer, the literary 

critic ķerban Cioculescu said thatò The work of Gib I. MihŁescu remains at a crucial point in our 

literature, in which he brought the short story to its last brilliance and gave two of the greatest 

achievements in the novel field.ò (Cioculescu, 1935: 643).  

In the short stories, the dramas of the main characters develop with great sensitivity, the main 

characters are mastered by primary instincts, which, through their own obsessions, go beyond the real-

life framework. Gib MihŁescu creates characters with intense feelings, his short stories beingò more 

clinical files of obsessive feelingsò. (CrohmŁlniceanu, 1972: 513). Just as no individual would remain 

the same if he were removed from his environment, Gib I. MihŁescuôs characters can no longer retain 

their specific character if they are placed in other social contexts. The adapted and the maladapted are 

found in the work of the writer, but not equally (the maladapted predominates). One of the typical main 

characters, whom we find in a fairly large number of Gib I. MihŁescuôs short stories, is the suspicious 

and jealous husband. The elementary psychology of the main characters, the lack of will, often lead to 

mental imbalance. Three notions define these characters: jealousy, fear of ridicule and the inferiority 

complex in front of the lover, sometimes also in front of the wife. The fear of becoming ridiculous in 

front of others takes on catastrophic proportions in an environment where people are dominated by 

prejudice. For the provincial bourgeois, whether it is called Captain Naicu (The vision), the ñengineerò 

RŁrunc (The square), Sandulian (Deus ex machina) or Sava Manaru (La "Grandiflora"), public opinion 

is above all. The typological gallery of the 5 ñcuckoldedò spouses, who suffer from the fear of ridicule, 

is specific to the provincial life and we will find it in all the work of the writer. Jealousy is not only the 

result of this fear, it comes from the complex of inferiority that husbands have towards women, but 
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also towards lovers. The inferiority to the lover is obvious both in terms of age and behaviour and 

physique. Often, infidelity exists only in a manôs mind. The inner balance of these characters, no matter 

how much willpower they might have, it is lost when they find out or suspect that the woman is 

cheating on them. 

There are, however, a fairly large number of spouses for whom the wifeôs infidelity is no 

longer a suspicion, but a certainty: Mircea (The Cold), the boyar Glogovan (The Incident), Captain 

Naicu (The vision), Mina (Between Porcelains), Orghidan (The painting), Mircea (The icon). Most of 

them spend a lot of time outside the home, considering that the status of husband is fulfilled if they 

offer their wives a respectable social and economic situation. The two categories of individuals 

(adapted / maladapted) are very well represented in the writerôs short stories, but especially in novels. 

Although the structure of the novels is, to some extent, similar: a man, placed in different backgrounds, 

aspires to an ideal woman, usually inaccessible, but during this time, he has relationships with other 

women met in completely unexpected places. Around this main character there are a series of 

individuals, among which the cheated husband is never missing. 

In a series of short stories, the main characters are perfectly integrated in society, tailored to 

that environment and others that focus on individuals who lack trust in the social role, forever in 

conflict with society. In the first category, there are found the short stories that reproduce aspects from 

the provincial life of the petty bourgeois, of individuals with cultural pretensions, the satirical 

intentions being obvious in some cases (In the train, The figurine, The Square, The Monument, New 

wine, Filodor, Spring Day, etc.). The second category includes short stories in which the main 

characters are in conflict with the environment. The imbalance between the individual and the outside 

world, the escape from reality, generates real inner dramas and obsessions: The First Line, The Soldier 

Nistor, La "Grandiflora", The Ugly, The End, Between Porcelains, etc. It is noteworthy that these 

individuals, although they cannot accept reality, do not have the power to rebel, which causes their 

moral imbalance. Individuals detached from the petty bourgeois (owners, officials, teachers, merchants, 

soldiers, etc.) form a special world: they are individuals who lack will, their ideals are small, the 

atmosphere of provincial life crushing any character. These main characters do not want to go beyond 

their own condition. Satisfied, perfectly adapted, they feel very well in that environment and cannot 

conceive the idea of living elsewhere. Aspects of political, social or cultural life in the provincial 

environment are always told by the writer in this category of short stories, with satirical intentions and 

social criticism. 

The most significant short stories of the writer: The Dream, The Return, The Cold, The Vision, 

The Night of the Fires, The Chance, Danutôs Signs, La "Grandiflora" are collected in the volumes La 

ñGrandifloraò and ñThe Visionò. Once the two volumes were published, the critical opinion, who was 

less confident in the value of the short stories published until then, it became, surprisingly, interested in 

the new style of the author, considering him as one of "the greatest short story writers of Romanian 

writing after the war", noting that "many of his short stories are masterpieces of this genre". 

(Philippide, 1935: 1) 

In the short story La ñGrandifloraò, Sava Manaruôs inner turmoil, which appears as a libertine 

individual, is analysed in detail: 

Instead, at the slightest movement of RamurŁ, he was fidgeting nervously, bending his back 

like a kitten vigilant to the trepidation of the prey: sparkling effluvia poured from his eyes, terrifying 

the other, urging him to plan a sudden and clever exit, and yet dispelling at the first glare any trace of a 

more suitable plan (MihŁescu, 1967: 224). 
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Even if the action evolves for a long time around the only central character, Manaru, is, 

according to Florea GhiŞŁ, ña small novel of the Oltenian provincial boroughò, which explores the 

ñprovincial atmosphere and eros, the violent soul dramas generated by jealousyò (GhiŞŁ, 2017: 109). 

In its final form, the short story The Vision points to ña victory of Gib I. MihŁescuôs writing in 

the field of analytical proseò (Ibidem: 84). In his characteristic style, the narrator introduces, as a 

projection of the imagination, the central motif, the vision, in the form of the ordinance left at home to 

take care of the household, the soldier Anton, ña vision [...] of erotic origin that derives its substance 

from the suspicion that his wife asked to change the ordinance in order to make Anton a loverò (CincŁ, 

1995: 115). 

In fact, in The Ugly, a short story with obvious satirical accents, the ñmacabre comicò (Ibidem: 

145) of the writer is highlighted in the wedding scene. 

I entered with the monkey in arm in the church full of the sizzling and deadly smell of 

wax, between the two walls of curious people. In the playful penumbra I read on some faces the 

barely restrained laughter, on others the uncontrollable horror. The marriage of a man with a 

monkey! I was under the rule of this impression, which was in fact nothing but empty reality, for 

the ugly, once he pushed me here, had no interest in enchanting me any longer. It pulled the veil 

off from my blind eyes, cruelly. And he could only have left it there, on my forehead, the saving 

veil of stupidity. When the strange ceremony began, the hearts were silenced with fear, all laughter 

froze in the throats. The songs resounded gloomily under the old vaults; through the thick smoke I 

could see everyone wiping away the cold sweat. I was the cataleptic who hears with his yellow 

ears and sees with his own stiff and dry eyes his own funeral (MihŁescu, 1976: 198). 

From the first period of the writerôs creation, several short stories are preserved that 

objectively reproduce aspects from the war or from the social reality. The post-war individual goes 

through a period of transition, but the writer presents the aspects of the outside world only in strict 

dependence on the inner universe of the main characters. Most of the main characters in his short 

stories, which have lived through the experience of war, are peasants affected by the tension on the 

front that has left deep marks on their psyches. At the same time, individuals in Gib I. MihŁescuôs short 

stories are incapable of dominating their inner dramas, they become what they think and do not have 

full control over their thoughts. Fixed ideas shape their lives, and the world becomes a mirror of 

obsessive thoughts, a force that attracts everything they imagine. Everything that is impregnated in the 

subconscious of the characters, finally materializes. Any representation, which their mind accepts as 

true, takes deep roots in the subconscious and turns into deeds through the automatic action of 

behaviours. On the other hand, social conflicts, misunderstanding or non-acceptance of a real fact 

generate internal conflicts (emotional and cognitive). Anxiety and neurotic disorders appear as an 

inevitable consequence of these types of external conflicts.   

The female portraits in the writings of Gib I. MihŁescu, ñswinging between demonic and 

angelicò, are ñromantic in aspiration and temperament and at the same time modern, adapted to the 

century and the requirements of everyday lifeò (GhiŞŁ, op. cit.: 98). Also, the common feature of all his 

female main characters is inaccessibility. Distance is mandatory for the character to maintain its status 

as a female ideal; whether it is an intellectual distance (The Days and Nights of a Late Student) or of 

another nature, between the main characters and the desired woman there must be this distance that 

makes the female main character at least seemingly inaccessible. In the short stories The Square and 

Deus ex machina the heroines, Florea GhitŁ remarks, ñthey have the fascination of the unique and of 

adventure, of extramarital loveò (Ibidem:  106). Conceived as a space of aspirations, but also of 
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disappointments, Gib MihŁescuôs short prose joins a male model in finding his love or maintaining it, 

in contrast to the female model subordinated to a simple logic of survival.  

In his characteristic style, the narrator introduces, as a projection of the imagination, the 

central motif, the vision, in the form of the ordinance left at home to take care of the household, the 

soldier Anton, ña vision .... of erotic origin that draws its substance from suspicion that his wife had 

asked for a change of ordinance to make Anton a loverò (CincŁ, op. cit.: 115). 

In most of his short stories, Gib I. MihŁescu creates a ñmasterful atmosphere of terror, anxiety 

and uncertaintyò (GhiŞŁ, op. cit.: 161), while emphasizing the dark outer frame of action. That is why 

most of his short stories take place at night, in a sinister winter environment, a favourable season for 

visions, outlining fantasies, ñfor stirring memories.ò (Ibidem, : 161).  

Parts of a unitary whole, some short stories seem to make up ña real monograph of the 

obsessionò, observes Laurentiu Ulici, in the afterword of the short story The Vision (MihŁescu, 1973: 

296), thus being ñmodels of the genreò (ķuluŞiu, 1974: 266). In essence, in Gib I. MihŁescuôs short 

stories, ñthe line between normal and abnormal is bent, erasedò (Chinezu, 1930: 84). 

 Regarding the vocabulary of his short stories, the literary critic Tudor Vianu concludes that 

The vocabulary is taken from the sector of strong expressions, with adjectives such as: 

sudden, suffocating, stubborn, barren, mischievous, devilish, sinister, naughty, enormous, 

impetuous, agitated, vehement, relative (harsh), with verbs like: to push, to overwhelm, to gush, to 

pierce, to gore, even to horrify, with the nouns: awfulness and savage, restlessness, grin, cruelty, 

sarcasm, paroxysm, horror, madness, outbursts, disasters and so on. The verbal sphere of Gib I. 

MihŁescu clearly offers the icon of the painted feelings, with the gifts of an analyst of a rare 

penetration, in a style that masters many resources (Vianu, 1966: 261).  

Even if the authorôs prose was accused of frivolousness by some critics of the era, it 

unquestionably achieves notable results for Romanian literature. As a conclusion, Ov. S. 

CrohmŁlniceanu stated that ñthe reconstruction of the case of obsessive psychology, nervous tension, 

the entry of the inner life under the rule of a single overwhelming feeling are well suggested, with 

expressive means and an appreciable technique of epic gradationò (CrohmŁlniceanu, op. cit.: 514). 

Between the two great novels, with obvious connections between them, The Russian Girl and 

Donna Alba, Gib I. MihŁescu wrote The Days and Nights of a Late Student, the fourth in order of 

appearance, but started before The Chocolate Woman and ended after ñthe masterpieceò (Stoicescu, 

2010: 128) The Russian Girl.  

Since its publication in 1934, at the Cugetarea Publishing House, the novel has been received 

in a way praised by most critics, being appreciated as ñthe authorôs first perfectly written novelò 

(ķuluŞiu, 1935: 75-78), ña remarkable novel in the general average of the timeò (Diaconescu, 1973: 

256). However, some analyses have highlighted some imperfections of the novel. 

 The protagonist of the novel is Mihnea BŁiatu, ñthe late studentò (Cioculescu, 1935: 637) 

which seems to be the prototype of the author, through various allusions and detailed stories, 

reminiscent of the student experience of the author. The picaresque story fixes the many adventures of 

Mihnea BŁiatu in an intimate conflict, which could give meaning to existence and would save him both 

from the daily life and the love of the slum. The narration of the novel The Days and Nights of a Late 

Student is a cinematic one, the events follow one another at an alert pace, projected ñin an ingeniously 

conducted, flamboyant intrigueò (GhiŞŁ, op. cit.: 226), with countless conflicts competing for 

ñexpectation transformed into momentumò (Diaconescu, op. cit.:  251). 
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In the first part, the dynamics of the relations between the characters are in a closed circle, 

most of them taking place within the conjugal triangle: BŁnicŁ (husband) - Polixenia (wife-lover) - 

Mihnea (lover). In the second narrative sequence of the novel, the conjugal triangle is restored through 

a staging, through the fictitious marriage of Mihnea with Vev® and an extramarital affair between Vev® 

and Dumitru Bobescu. In the third part, the confrontation between Mihnea and No±l for Arina Velovan, 

the moments of hesitation of the girl produce ña real drama, based on a false choice of Arina, between 

value and non-value, between genuine passion and its reverseò (GhiŞŁ, idem: 227). 

 In fact, Arina is enchanted by ña tall young manò (MihŁescu, 2004: 252), with ñsweet blue 

eyesò (Ibidem:  264), ñdelicate and velvety cheekò (Ibidem:  264), a military doctor whom she and her 

friends jokingly call No±l. For Arina, No±l is not just  

a medical officer. But outside of his medicine, which he also barely passed, he reads 

nothing else - if he reads that one as well - but books of poor quality, of light, pornographic jokes 

and even sensational novels, he likes bandit movies and the slightly sentimental ones, operettas and 

magazines, of which he is very fond. He is up to date with all the couplets he is producing for you, 

with a lot of talent, and he knows how to fine-tune all the obscene nuances. And as for wisdom, as 

you say, and philosophy, for him these are laughing matters. [...]. (MihŁescu, ed. cit.: 253) 

The author uses in the economy of the narrative remarkable picturesque descriptions, 

respecting a priori the social environment, the typology of the characters and the favourable occasion. 

Likewise, the Seven Fountains Alley shelters the mirage, a circumstance in which the uniqueness of the 

universe and the originality of people accumulate. 

Of course, due to the veracity of the environment, many of Mihneaôs dominant memories live 

somewhere, and if these memories start to get a little complicated, they become more and more well-

defined refuges. In fact, the space calls for the dense action of the novel and presents the external 

reality of the main characters in dependence on his inner universe. The successive houses, where 

Mihnea BŁiatu lived, shape his image about the world and about himself. Placing his main character in 

the Bucharest slum, the writer emphasizes the protagonistôs predisposition to aspire to a special 

woman. Mihnea, who ñfelt very Bucharest-likeò, (Ibidem,: 41) wants to look different than what he is, 

which leads, at the end of the novel, to the loss of the woman he loves. 

Hereôs how Gib I. MihŁescu uses ñhealthy humourò (Diaconescu, op. cit.: 257), built mainly 

on the self-irony of the main character. Likewise, one can speak of a social and intellectual inferiority, 

which is, in fact, a world to which he cannot have access, because of his character folded so well on an 

urban environment. 

Indeed, once the evocation of Bucharest symbolizes the direct consequence of the inevitable 

chasm between inner and outer life, outlining an atmosphere of confusion, cynicism and erotic 

endurance: 

For a moment, a streak spread over his eyes and he thought he was living the time of the 

end of all ends. An end more disgusting than what the fantasy of astronomers and future readers 

could have imagined. A canal stench, bursting like an explosion from all the basements of the city, 

a suffocating stench, painfully rotten. A terrified world storming the shops, absorbing with thirst 

and in vain the refreshing smell of all the bottles of perfumes [...]. Steaming the glass clearness of 

the air above the fields with his bitter breath, to the bottom of the attacked forests as well, 

knocking them into the most infected lethargy, under the invincible power of the stench exalted by 

the corpse of the earth. (MihŁescu, op. cit. : 274) 



 

44 

 

The description of the urban space, exalting spirits in which a whole world is immersed, as if, 

is destined to symbolize the ñpsychic collapse of Mihneaò. (Diaconescu, idem: 255)   

For,  

for the four months, in different forms, she (Arina - n. a.) tok life in Mihneôs mind. Ever 

since she had run away from him, secretly, with all of her, the other, in the very room of the other, 

her executioner ð since then he had been obsessed with the strange discovery he had made, 

seeming to feel in whatever the smell of rot hidden in the outer luster, he himself felt the 

impression of the lucid dying, who shuddered, feeling how from within the soul the sour smell of 

the future corpse blows from time to time. (MihŁescu, ed. cit.: 274) 

 However, Mihnea detaches himslef from erotic passion and manages to reconstruct, in the 

opposite direction, Arinaôs professional path, starting from life towards the abstract universe of 

philosophy. At the same time, Mihnea BŁiatu, apparently a rudimentary type, is able, instead, of pure 

feelings and aspire to a distant ideal of femininity. Even if, at the end of the novel, the woman is no 

longer inaccessible, the erotic fulfilment of the character does not take place, the emptiness of soul that 

the main characters feel in their pursuit of the absolute is just as painful. The writer does not analyse 

the womanôs emotional turmoil, because the narratorôs male eye cannot look beyond this matter, which 

is the body. Their inner lives are not put under the magnifying glass of the artist; the woman is defined 

by her erotic, sensual side and by her relationship with the world. 

Regarding the female characters from the first part of the novel The Days and Nights of a Late 

Student, it can be seen that they are the hosts on the outskirts of the city, perfectly adapted to the 

environment in which they live: passionate or sentimental housewives are sketched with humour, but 

behind this mask hides the womanôs revolt against a destiny that bears the imprint of negativity and 

embodies everything that means dirt. 

Under these conditions, at Gib I. MihŁescu, the erotic aspirations towards the ideal of beauty 

and perfection, which these people face, influence the existence. 

No other writer in Romanian literature has leaned with such interest and artistic 

competence on the continuous transformation of feelings and struggles between the opposite 

tendencies in the human soul like Gib I. MihŁescu. The soul he intuited is the vast field of 

relentless battles, between morality and immorality, between the beautiful and the ugly, between 

the purest beginnings and the turbulent inclinationsò. (Diaconescu, op. cit.: 250)  

From the aspect of poetic creation, the elements of tropology merge in the narrative discourse 

for the analysis of the erotic obsession, which destabilizes mentally / morally and for the subtle 

evocation of the inner turmoil of its characters. Polygenesis is seduced by ñthe impression of warm, 

elastic and strong touchingò (MihŁescu, ed. cit.: 8) of Mihnea BŁiatu and most of all of the audacity of 

the future tenant, who at parting, with ñheavy eyes, was rummaging deeply for her lost gazeò (Ibidem:  

9), sending her ñtender smile ... thrown over the fence, like a kiss.ò (Ibidem:  10) The spontaneous 

evocation of the physical and moral features of the characters are gradually revealed to us, in a gradual 

epic construction, which preserves the naturalness of the language. Thus, Mihnea, Vev®, Arina and 

even the adventurer Dumitru, conceived as a flat character, appear to us individually. Seen as ña 

scholar," (Ibidem:  260) a ñchild of books, child of studiesò (Ibidem, :  257), a different image than the 

real one, Mihnea scares Arina, causing her to prefer the brutal young man, No±l. 

The depth of Gib MihŁescu's work, seen as a whole, as one of the foundations of Romanian 

literature, continues to still open contemporary meanings. 
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PANAIT CERNA - BETWEEN ROMANTIC PHILOSOPHY AND THE 

'SŀMŀNŀTORISM' BACKGROUND 
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Abstract: From the perspective of literary history, Panait Cerna belongs to a period when the influences 

of Romanticism and Realism are still felt, at a time of literary crisis with no intellectual poets, a time when new 

concepts and orientations are being defined, looking for exponents to validate their aesthetic principles promoted. 

Literary criticism regards him as a vitalist by conception, a messianic humanist related to the Paѽoptist 

generation, an Eminescian by his taste for philosophical poetry, by his imagery, structure of the lexicon and, 

sometimes, structure of the verse. As regards his approach to Symbolists, the opinion can be explained starting 

from Cernaôs outlook according to which a valuable poetic idea becomes more expressive and better highlighted if 

it is close to the receiverôs sensitivity by the objectification of artistic images. Therefore, a total approach is 

remarkably achieved by the use of symbols. He remains in the Romanian literature as the exponent of the 

emancipation of Romanian poetry in late 19th century and early 20th century, bringing his own contribution in 

terms of technique and lexicon, as text construction comes first. The self utters within the limits of an era and a 

culture that imprint a certain mark, semantics and symbolism that individualize him in the Romanian cultural 

field. 

Keywords: Panait Cerna, poetry, imaginary, empathy, generation 
 

 

Panait Cerna emerges at a time of literary crisis with no intellectual poets, a time when new 

concepts and orientations are being defined, looking for exponents to validate the aesthetic principles 

they promote.   

From the perspective of literary history, Panait Cerna belongs to a period when the influences 

of Romanticism and Realism are still felt. Thus, we mention here Dumitru Popoviciôs point of view 

who states that Romanticism is characterized by the triumph of local values over universal classical 

values, through the literature ñof feeling and fantasyò (Popovici, 1972: 6). The literary critic asserts 

that  

Romanticism creates a world of its own where the determinants are feeling and fantasy, 

unlike Realism which starts by guessing objective reality. Since Cernaôs texts include themes 

related to the people as well as to the creation of an ideal homeland, one can identify Cerna as 

being a Romanticist.  

For that matter, Mircea Zaciu claims in ñDicѿionarul esenѿial al scriitorilor rom©niò that 

ñjudging by Cernaôs structure, he is a vitalist; by his mindset, he is like O. Goga, a messianic humanist 

related to the Paѽoptist generation, to Grigore Alexandrescu or especially to N. BŁlcescu; by his 

preference for philosophical poetry, imagery, structure of the lexicon and sometimes structure of the 

verse, he is like Eminescu; however, by the construction of his poems, he turns to a pre-Eminescu 

Romantic stage dominated by V. Hugoôs rhetoric.ò  (Zaciu, Papahagi et alli, 2000: 166) 
Panait Cernaôs work is quite limited: a volume of poetry, a doctoral thesis, studies on Eminescu and 

Faust, two or three reviews. Being dissatisfied with the appearance of his poetry in 1910 when he 

composes his volume, he rejected all the verses published until 1900 and he only chose a few from the 1901-
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1904 interval. There are true testimonies that before his death the poet expressed his desire to fully review his 

work and to undertake an outright selection thereof with the aim of removing the productions that could not prove 

their originality over the years. (Ionescu, 1930: no 5) 
           Poems such as ñOrientaleò, ñLorò, ñCavalerò are deemed as being under the influence of 

epigonous Romanticism. The frame of the poems appears gloomy and the knights are presented as if 

bored, disappointed, exhausted because of their rampant lives, an atmosphere reminiscent of 

troubadoursô lyric which Nicolae Manolescu reckons as the beginning of the modern era Romanian 

lyric poetry. (Manolescu, 1990: 6-10) 
 Here is how the knight is introduced in ñOrientaleò: ñAveam chiulaf de smirnŁ, eram frumos ĸi tare, / 

Ċn Meca de-al meu nume ĸtia ĸi Mohametð/Dar prea-mi plŁcurŁ multe str©nsori istovitoareò. (Cerna, 

1976: 115) 

The Romantic poet feels urged by the past or the future, even when he ñconnects himself to realityò, as 

the analyst states further on and therefore we extend our approach in order to highlight the Realist 

elements of Cernaôs poetic fantasy. There are many of them even if they do not emerge well shaped 

from the beginning. The thirst for life that Cerna expresses so fiercely is a proof of Cernaôs Realism, 

says M. L. Ungureanu. In fact, the themes that the Dobrudgea poet reflects in his work are of Realist 

nature. They are poems in which Cerna depicts the hard life of the peasantry, and some reflect his own 

life and feelings: longing for his homeland, for his girlfriend, for the friends he left behind, and others 

describe the countryôs nature. They all include Cerna within Realist literature. A Realist issue worth 

remembering in our study is also the presence of folk motifs in Cernaôs poetic universe. We 

corroborate the idea with the SŁmŁnŁtorist influence by idealizing peasantsô lives and we find that his 

poems are impressive by their ñspecial charm, the freshness and the liveliness of his images borrowed 

from folklore - a further proof of his love for the people.ò (Ungureanu, 1955: 293) 
              Along with the release of the ñSŁmŁnŁtorulò Journal, the poet makes his debut within its 

pages with his poem ñNoapte de varŁò in 1901, being inspired by the journalôs coordinators, namely 

Alexandru VlahuἪŁ and George CoἨbuc for whom he holds strong admiration. 

The poem ñTriumfò marks a new stage in Cernaôs work. The SŁmŁnŁtorist themes and motifs 

are easy to identify in the text of the poem: ñĊn dimineѿi frumoase ca visul de-altŁ vreme/Tot lanul e un 

z©mbet zglobiu ѽi fericit, /Iar muncitoru-i vesel cŁ-a izbutit sŁ cheme/O aurorŁ nouŁ dintr-un pŁm©nt 

trudit.ò (Cerna, 1976: 148). One can notice the cheerful tone in the beginning of the verses concluded 

with the phrase carrying the message of social oppression. 

If one speaks of SŁmŁnŁtorism, the so-called folk motifs are assimilated in the creation of a 

stylized-idyllic rural vision which is the landmark of the SŁmŁnŁtorism.  

Alternating the tragic picture of the peasantry in 1900 with the minimized feeling of love 

whose role is often to moderate the intensity of pain and social inequalities is also to be found in other 

texts by Cerna: ñCŁtre paceò, ñZile de durereò or ñPoporulò. Social injustice troubles him so deeply 

that his artistic outlook on life and love turns into a strong long-lasting feeling for the causes of the 

unfavoured. Although far from the events in his country, the poet empathetically lives the sufferings of 

those left at home and all of a sudden he shows feelings of resistance, hatred and even revenge, feelings 

that are exposed as follows: ñApunŁ toѿi ! Tu nu lŁsa sŁ cadŁ/Din m©na-ѿi rece cumpŁna divinŁ/Iar de-i 

pieri sub pietre ca profeѿii/De dincolo de negrul ѿŁrm al vieѿii/ĊnalѿŁ spada ta nestrŁmutatò (Cerna, 

1976 : 69). 

In his poem ñPoporulò, the poet uses interrogation and repetition precisely in order to render 

more in-depth to the revolt and pain he feels when depicting the miserable life of the peasantry: ñCine-i 

cel ce se jeleѽte cŁi-e masa-n lŁcrŁmatŁ?/CŁ nu-i vitŁ ´n ogradŁ, cŁ nu-i pitŁ ´n covatŁ;/CŁ, la cel ce 
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hodineѽte, chinul n-are nici o platŁ;/CŁ la s©nul mamei pruncul e-o pelincŁ ´ngheѿatŁ,/CŁ la cer nu e 

nŁdejde, cŁ la inimi nu-i crezare /CŁ din leagŁn i se c©ntŁ c©ntecul de-nmorm©ntare?.ò (Cerna, 1976: 

112). 

Nicolae Iorga starts to coordinate the journal in 1904 and that is enthusiastically 

regarded by Panait Cerna, as he confesses in a letter to the former dated 1907: "From 

overseas, I am sending my warmest, most respectful wishes to the great son of the 

country, as I am one of the many who have known his open-heartedness and advice, and 

will never forget him. P. Cerna.ò (R©peanu, apud Cerna, Volume VIII: 221) 

Yet, as time goes by, Cerna starts to manifest his reserve against the lack of aesthetic criteria in Iorgaôs 

critical system, as expressed in a letter dated 1912:  

It seems that nothing outstanding has emerged in our literature é Fearful sterility - 

although people write more than ever. Ever since Iorga launched the unhappy formula which 

mistakes talent for fecundity, it seems as if all the ambition of the young were going towards one 

single goal: to create not something that is intense and viable but something that is very fast and 

consumable. (R©peanu, apud Cerna, Volume VIII: 221). 

Another movement of the time, a movement bearing ñnew poetryò against the Eminescianism 

and SŁmŁnŁtorism is the Symbolism. On behalf of the Symbolists, Cerna receives an unfavourable 

review in ñViaѿa nouŁò, a literary journal promoting Symbolism. The literary movement would regard 

the Romanian poetry as a piece of artistic work which would alienate itself from nature and go up ña 

higher level of artistic expression renewed by the power of first-class talent, capitalizing on the 

acquisition of modern French poetry, a certain type of sensitivity.ò (R©peanu, 1968: XVII). However, 

Cerna is able to find supporters even from among the Symbolists. (Cerna, 1976: 26). 

We could say that the artistic means by which Cerna expresses the content of his poetic ideas 

are of Symbolist influence. That view can be explained starting from Cernaôs outlook according to 

which a valuable poetic idea becomes more expressive and better shaped especially if it is close to the 

receiverôs sensitivity by the objectification of artistic images. Therefore, total intimacy is remarkably 

achieved by the use of symbols. The poem ñĊn peѽterŁò published in 1904 is representative of such 

attitude of the poet. In its text, the idea of resistance is symbolized by the presence of stalagmites and 

stalactites, the tears of the ceiling that have built the columns holding it: ñDe pe tavane-ntunecate, / 

TŁcute lacrimi cad mereu, / ķi parcŁ tot sporesc din greu, / Din mari izvoare depŁrtateò. The author 

continues the text by ñTot astfel, lacrimi nesecate/Ċn suflete ne-au picurat, / ķi de furtuni 

nenumŁrate/ViaŞa noastrŁ-a tremuratéò (Ungureanu, 1955: 302) in order to portray the resemblance 

with human life.  

The poetôs symbols are distinct from the Symbolistsô. Whereas they would perform abstract, 

individualistic, distrustful poetry, Cerna suggests symbols that are new, lively, related to life, to human 

aspirations, ñwith meanings full of human significance and able to awaken artistic emotion.ò 

(Ungureanu, 1955: 302) 

From the perspective of social poetry, G. IbrŁileanu himself ranks him along Mihail 

Sadoveanu and Octavian Goga:  

These three writers represent the literary generation emerging around the year 1900, 

during the great crisis when national awareness awoken and alerted is seeking the cause of evil and 

finds it in weakening the sense of national preservation and the dark misery of the countryside 

people. (Ungureanu, 1955: 302) 
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Although built on an Eminescian foundation, the work of Panait Cerna finds new resources at times: 

the faith in the ultimate triumph of strenuous torment, the praise of the victorious and the contempt for 

the fate of the weak, born to be subdued. We find them with a personal mark in poems such as ñCŁtre 

paceò: ñO, zee! / Nu-i printre noi un suflet, sŁ nu poarte/Dorinѿa pŁm©ntescului tŁu rai/Spre tine-

ntindem dreapta toѿi, dar vai! or ñDura Lexò: ñApoi le pleacŁ legii de fier:/Cei slabi sŁ piarŁ, / SŁ nu le 

dea vieaѿa nimic din c©te-or cere!...ò (Constantinescu, 1967: 273) 
 ñCerna does not lack ideation; it is perhaps harmful to himñ, says Pompiliu Constantinescu, 

so that philosophical poetry depicts an optimistic picture of the world, but ñthe plastic power to clothe 

ideas in the living coat of imagination is low; cold analytical reflection is not accompanied by the 

explosion of feeling which instinctively erupts from the tumult of the soulò, as the literary critic goes 

on.  We identify such feelings in Cernaôs philosophical poetry which Paul Zarifopol considers as being 

ñespecially for scholars, the highest possible literary value.ò (Cerna, 1976: 16). The poetry of ideas 

even more clearly emphasizes Cernaôs preference for the dramatization of lyrical reflection. Adam is 

the man who suffers divine penalty in order to redeem the original sin of love at the cost of an aversion 

path given to his descendants, Cain and Abel: ñGŁsi-vei tu vrodatŁ liman nem©ng©ierii/SŁ-i ierѿi pe-

aceia care te-au hŁrŁzit durerii? / Noi nu ѽtiam, copile, cŁ tu ai sŁ plŁteѽti/Cu chinuri clipa noastrŁ de 

vrŁji sŁrbŁtoreѽti!ò (Cerna, 1976: 34). 

Manôs aspiration to the welkin by his confrontation with natural energies that constrain him is 

a repetitive process in a predetermined way, and the poetôs attempts to awake his ideas by tangible 

pictures turn into annexes of the demonstrative pattern of the poetic text. Thus, through verses such as 

ñSubt st©nca fulgeratŁ de la limanul mŁrii, / Nu-i undŁ sŁ nu ѽtie cuvintele pierzŁrii;/Ѽi numai aripi 

negre bat apele ce sunŁ, / Numai chemarea morѿii rŁsare din furtunŁéò (Cerna, 1976 :13), the author 

illustrates the struggle between the philosopher and the poet who want to leave their optimism at the 

disposal of their own creation.  

One can feel in Cernaôs texts more or less obvious influence of Eminescu type: ñDar, cum te 

pierzi ´ntunecatŁ, / Apune-trista mea sc©nteie,- / Cu raza ta mŁ nasc deodatŁ, / Cu d©nsa viaѿa-mi se 

´ncheieò (Cerna, 1976 : 13). The lyric pact thus becomes a reflection upon the self, upon the bonds of 

consciousness, an interpretation of symbols, emotional states and human values. 

In Rodriguezôs vision (Rodriguez, 2003: 92) a lyrical pact is created which ñarticulates an 

implementation of human feelings,ò a fictitious pact ñthat places the self in human action,ò and a 

critical pact that ñmeans a critique of human values.ò More specifically, the lyrical pact can have two 

discursive objectifications through the lexical-grammatical marks of the self (ña mea sc©nteieò, ñmŁ 

nascò, ñviaѿa-miò) and implicitly through the word ñpulsatoriuò which bears affectionateness: 

ñ(apune) trist.ò  In addition, it aims at expressiveness, at feeling and empathizing with the affective 

life of the self, the poetics of being too much/too little. (Cistelecan, 2011: 13-21) 
              However, what belongs to Cerna is mannerly optimism acquired in a didactic way, as it ensues 

from the poem ñEcouriò: ñķi, dacŁ nebunii divine, / VŁ smulg ´n ceruri, tremur©nd, / E cŁ un neam 

´ntreg ce vine, Se bucurŁ cu voi ´n r©nd; ķi, dacŁ-n ora fermecatŁ/Asemeni zilelor pŁreŞi, / E cŁ trŁiŞi, 

ca-n vis, deodatŁ/At©tea mii ĸi mii de vieŞi...ò (Cerna, 1976: 11). In this case, Cerna makes a 

compromise: he transcribes in the same form the sentimental attitude from the first person to the third 

person, which makes the poet turn from a subject into a spectator. Here, the fictitious pact (created by 

transfer from the epic into the idea that the self acts in the realm of connection) refers to the subject, to 

the plot, to the first and final stage, with a focus on affectionateness and the poetics of transition. 

Polyphony deepens if we take account of the view of T.S. Eliot who identifies the three voices of 

poetry determined by the authorôs presence to various extents: thus, it is the poetôs first voice that 
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speaks to itself or to no one, then it is the poetôs second voice addressing the public, and then it is the 

poetôs third voice that tries to build a dramatic character able to communicate to another imaginary 

character. (Eliot, 2013: 124) 
               The self utters within the limits of an era and a culture that imprint a certain mark, semantics 

and symbolism that individualize it in the cultural field because ñany work of art is the child of its time 

and most often the mother of our feelings.ò (Kandinsky, apud. Musina, 2004: 1). 
               With poems such as ñPŁr©ul ѽi floareaò or ĂFloare ѽi genuneò, although there is 

ñemancipation from under the masterôs tutelageò (Stelian, 1943: no 28), nevertheless through the 

optimism of oneôs own creation, the harmony of verses, the variation of concepts and style of Cernaôs 

lyric poetry persist altogether with their influence. Cerna synthesizes his idea by paraphrasing and his 

sensitivity although at high level is conveyed in rhetorical sentences, most of the time comprising more 

than ten verses. For instance, in order to express the soulôs impatience at the moment two lovers meet, 

the poet succeeds in creating a single picture by two eleven-verse sentences: ñN -ai somn, ´n astŁ 

noapte de-aѽteptare!.../Nici pace n-ai: din soarele de ieri,/O razŁ, un mŁnunchi de sc©nteieri,/A-

nt©rziat ´n ochi, tremurŁtoare/Ѽi nu se-nchid pleoapele-arzŁtoare.../Ѿi-i inima numai de visuri 

plinŁ.../Ca-ntr-o bisericŁ strŁlucitoare,/C©nd se aprind fŁcliile la denii,/Aѽa, deodatŁ, s-a fŁcut 

luminŁ,/Ċn sufletul neadormit pe care/Se scuturŁ un stol de dulci vedenii...ò. (Cerna, P., op. cit.: 21) 
We notice in such verses the ñmotif consistenciesò (Zaciu, Papahagi, et alii, 2000: 167) 
that evoke the cohesion of Panait Cernaôs creative work: the fire symbols in the picture of the 

destructive but saving blaze (ñѼi nu se-nchid pleoapele-arzŁtoareé), along with the terms ñluminŁò, 

ñrazŁò, ñstrŁlucitoareò, ñfŁcliiò which stand for the steady astral type of fire as an idea.ò (Zaciu, 

Papahagi, et alii, 2000: 167) 
What is defining of Cerna is the optimistic flavour in his hymns of love. In ñChemareò, 

ñNoapteò, ñѼoapteò, ñDespŁrѿireò and ñTorquato cŁtre Leonoraò, direct lyricism becomes the 

personal hand of the author and thus ñPanait Cerna takes erotic poetry a step further, which Eminescu 

absorbed and the paraphrasing of his epigones lowered.ò (Constantinescu, 1967: 274) 

For instance, in the poem ñѼoapteò, we notice a tamed self showing its preference for 

intimacy and idyllicism, having a moderate conservatory attitude: ñEu i-am vŁzut cum se 

pierdurŁ singuri/Pe drumuri fermecate Ƅ/Ċn freamŁtul aromitor din cr©nguri/ķopteau, 

ca-n vis, cuvinte tremurate.../Era iubirea, visul cel dintŁi:/UitaŞi de tot, ei toate le 

uitarŁ/Privirea lor nu mai zŁrea-n afarŁ, / At©t era de plinŁ de vŁpŁi...ò (Cerna, 1976: 

29) 

The poetic self manages to encompass the entire experience of love in a totalizing attitude 

with the self expanding to the maximum. The obsession for humanness and genuineness validates the 

poet as a spirit of depths, seriously reflecting upon the human condition of the couple in love. The 

reflexive tone is imposed by the lyrical pact at discursive level observing through the deixis of 

subjectivity in the first person singular (ñIò). Such assumption of individuality suggests a ratio of 

otherness via the picture of the couple and its symbolic duality.  

The humanist nature of his poetry praising both poetry and the poet within a high context of 

devotion is underlined by Ion Pillat at a conference on 18 January 1916 at the ñBlind Friendò 

Fellowship:  
Poetry can be religious or erotic, social or descriptive, it does not matter as long as it remains humane. Cerna is 

one of the latter poets. For him too, issues and spiritual crises arose, but what interested him most was not his own 

personal suffering but the human pain vibrating inside it. (Cerna, 1916: 5) 
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In conclusion, by doing an exhaustive analysis of Panait Cernaôs work and biography, he is found to be 

a special case. He is in the Romanian literature an exponent in the emancipation of the Romanian 

poetry in late 19th century and early 20th century, bringing his own contribution to the technique and 

lexicon, as construction comes first, and Panait Cerna is a ñlaborious poetò (Cerna, 1916: 5) as 

Constantin Ciopraga named him. An additional idea comes from the end of Simion MehedinἪiôs speech 

held on 24 May 1913 which lists Panait Cernaôs virtues: ñYet, his work is all we have - the most 

beautiful literary creation in our native tongue in early 20th century; and it will be a source of eternal 

joy for the entire Romanian people as long as the Romanian language lastsò. (Cerna, 1916 : 330) 
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CAUSES DE LA R£TICENCE DANS LE ROMAN ç CINCIZECI DE ANI  è DE 

STELIAN TURLEA 

 

Lavinia-Ileana GEAMBEI * 
 

 

Abstract: As shown by its symbolic title, the novel "Cincizeci de ani" by Stelian Ѿurlea, published in 

2013, Bucharest, manages to restore the communist daily life very well, without making history, the writer 

insisting on Dejôs communism. Therefore, Stelian ŝurlea does what he had intended in his previous novel "Trei 

femei" as he would confess in an interview: "to describe half a century of history through the insignificant actions 

that man used to bear anywhere in the country, not the great history of the political decisions, but that sand in 

which I lived ï me, my family, their families, your families." The terrible period of communist installation and the 

50s and 60s are retold from a female perspective and seen through Elviraôs "eyes". In this way Stelian ŝurlea 

proves to be a fine connoisseur of female psychology which he greatly highlights in this novel, especially in 

relation to History. The most common attitude of the heroine in relation to the dictatorship and the other social 

events is based on reluctance, which actually hides turmoil and indecision that lead to self-alienation. Starting 

from these premises, the present paper aims to follow the way in which the communist daily life is restored in the 

novel, and especially to identify the causes of the individualôs reluctance to the political system and social events.  

Keywords: reluctance, daily life communism, ignore, scepticism.  

  

 

Les ç cinquante ans è du titre symbolique du roman de Stelian Turlea, publi® en 2013, ¨ 

Bucarest, renvoient non pas tant ¨ lôHistoire en tant que telle mais ¨ la vie quotidienne pendant le 

communisme, car lô®crivain parvient ¨ recr®er le quotidien communiste de la Roumanie de Gheorghiu-

Dej sans en faire un roman historique. Stelian Turlea r®ussit donc ¨ faire ce quôil sô®tait ®galement 

propos® de faire dans un autre roman, Trois femmes, comme il lôavoue dans un entretien : ç d®crire un 

demi-si¯cle dôhistoire ¨ travers les faits les plus banals de la vie de tous les jours que lôhomme devait 

endurer partout dans le pays, pas la grande histoire, celle des d®cisions politiques, mais ce sable dans 

lequel nous avons v®cu ï moi, les miens, leurs familles, les v¹tres è (Turlea, 2016, p. 179). 

Lô®poque terrible de lôinstauration du communisme et les ann®es ᾷ50 et ᾷ60 sont reconstruites 

dôune perspective f®minine, ®tant per­ues par les ç yeux è du personnage principal, Elvira, une femme. 

Ainsi Stelian Turlea confirme °tre une fin connaisseuse de la psychologie f®minine quôil r®ussit ¨ 

mettre en ®vidence dans ce roman, surtout dans sa relation avec lôHistoire. Côest la r®ticence qui est 

lôattitude la plus courante de lôh®roµne dans ses rapports au syst¯me politique dictatorial et ¨ dôautres 

®v®nements sociaux et cette attitude cache en fait des tourments et des h®sitations qui aboutissent ¨ une 

sorte dôali®nation de soi. Côest pourquoi la plupart du temps elle joue le r¹le du t®moin, non impliqu® 

dans les ®v®nements.  

A partir de ces pr®misses, nous nous proposons de nous arr°ter dans cette ®tude sur la mani¯re 

dont le quotidien communiste est repr®sent® dans le roman et, surtout, dôidentifier les raisons de la 

r®ticence de lôindividu face au syst¯me politique et aux ®v®nements sociaux. Les causes sous-jacentes 

de la r®ticence sont tant¹t li®es ¨ la peur, tant¹t ¨ lôincompr®hension totale des horreurs du r®gime, 

tant¹t au scepticisme. Finalement, cette r®ticence suppose ®galement ignorer, faire comme si tout cela 

nôexistait pas, afin de survivre dans des circonstances historiques atroces.  
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Ainsi, en lisant ce roman, nous lisons ç lôhistoire de la Roumanie ¨ partir de 1944 dans le 

filigrane dôun destin f®minin, un destin attachant par le courage de la simplicit® et par le naturel avec 

lequel il dessine ses propres ®checs (sentimental, professionnel, familial), les auto-accusations de 

l©chet®, lôinnocence coupable ou bien la culpabilit® innocente, en fonction de la mani¯re dont nous 

choisissons de regarder les choses è (MihŁilescu, 2-13, couverture IV). 

Le roman a un incipit ex abrupto : Elvira se souvient quôelle ®tait ®tudiante en premi¯re ann®e 

et passait la veille du Jour de lôAn toute seule dans la chambre dortoir, au milieu des ann®es ᾷ50. 

Ensuite, le roman suit de mani¯re chronologique le destin dôElvira, lequel est projet® sur le fond de 

lôhistoire communiste. Mais, gr©ce aux analepses et ¨ la technique du fragment, la p®riode pr®c®dant le 

Jour de lôAn est ®galement r®tablie. D¯s le d®but du roman, on observe lôattitude de r®ticence de 

lôh®roµne ¨ lô®gard du syst¯me politique communiste, la jeune Elvira d®voile cette attitude par des brins 

dôironie am¯re finement parsem®s dans le r®cit. Cette r®ticence-ci est synonyme de scepticisme. La 

jeunesse permet cependant ¨ Elvira dô°tre r°veuse la veille du Jour de lôAn, m°me si elle est toute seule 

et quôelle ait eu envie de pleurer peu avant. Ainsi, tout en contemplant la ville depuis la hauteur du 

septi¯me ®tage, Elvira pense ¨ ce que cela serait si elle connaissait les noms de toutes les ®toiles et 

quôelle en d®couvr´t une autre ce soir-l¨, une ®toile qui soit la sienne. Côest lôoccasion pour elle de 

renvoyer ¨ lôid®ologie communiste li®e ¨ lôutopie de lô®galit® humaine, ¨ lôan®antissement des concepts 

dôç individu è et de ç propri®t® è : ç ... une ®toile qui soit la mienne, mais sans le dire ¨ personne, car je 

ne savais pas si cô®tait ill®gal ou non dôavoir sa propre ®toile et si on ne môaurait pas fait compara´tre 

devant le comit® du parti pour °tre devenue riche, alors que cela nô®tait pas autoris® et que je dusse 

rendre mon ®toile au peuple, ils môauraient appel®e m°me dans le b©timent ¨ c¹t® de lôuniversit®, qui se 

dressait sombre dans la nuit è1 (p. 8). Lôantith¯se entre les aspirations de la jeune ®tudiante et la r®alit® 

sociale et politique sôexprime au niveau textuel par lôantith¯se entre lôobscurit® et la lumi¯re, entre le 

bas et le haut :ç le b©timent sombre, dôen bas è et son balcon ç dôen haut è, lequel lui permettait devoir 

le monde par-dessus les toits, comme si elle flottait, et dôo½ elle aurait aim® sôenvoler ç vers les 

lumi¯res qui brillaient timides jusquôau loin è (p. 8). 

Le premier souvenir dôElvire est de lô©ge de sept ans, en 1944, une ann®e si importante pour le 

destin de la Roumanie. Ainsi, son premier souvenir est li® au d®but de la p®riode communiste. Elvira se 

souvient que son p¯re, qui ®tait greffier ¨ la cour de Tecuci, ®tait charg® de transporter les archives au 

d®p¹t abris puisque la vague de la guerre approchait et ç il y avait des rumeurs terribles sur la fa­on 

dont les Russes allaient br¾ler et empaler tous les piliers du r®gime è, côest pourquoi les trois membres 

de la famille sont partis ¨ la h©te de Tecuci vers Bucarest, avec deux ç bonnes charrettes couvertes è, 

remplies ç de balles de fichiers attach®s avec de la ficelle, bourr®es, comme des tr®sors, dans des sacs 

empil®s jusquôau toit de la charrette è. La petite fille, qui comprenait que le p¯re devait sauver 

lôhistoire, ®tait fi¯re de lui, le ç sauveur è, et sôimaginait quôils allaient arriver dans une ville fabuleuse, 

o½ ils seraient accueillis avec les honneurs par le roi pour avoir apport® le tr®sor et seraient invit®s ¨ 

participer ¨ un grand bal. Mais il y a un grand contraste entre ses attentes et la r®alit®, avec lôentr®e des 

Russes ç lib®rateurs è. Ce sera ce contraste qui va caract®riser toute la p®riode communiste : ç mais je 

nôai pas pu voir ma m¯re faire ma robe de bal, nous nôavons point atteint la ville fabuleuse, nous avons 

®t® arr°t®s sur le chemin, ¨ Buzau, quelques jours plus tard, et on nous a dit que lôarmistice avait ®t® 

conclu et quôil nô®tait plus besoin de transporter les archives ¨ la capitale, et nous sommes rentr®s dans 

 
1(n.t.) Pour toutes les citations du roman qui paraissent au cours de lôarticle nous utilisons lô®dition cit®e dans la 

bibliographie. 
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notre ville è (p. 14).  ê leur retour, la famille trouve la maison les fen°tres grandes ouvertes : ç il nôy 

avait rien dans la maison, pas de chaises, pas dôassiettes, pas de v°tements, pas m°me mes poup®es, 

seulement les murs vides, avec des carr®s plus blancs qui rappelaient quôil y avait eu des peintures è (p. 

15). Ainsi, la famille dôElvira devient victime de lôhistoire. Son destin change radicalement. Face ¨ 

cette situation, la m¯re se met ¨ pleurer, mais le p¯re se procure vite un gramophone, y pose un disque 

en ®bonite, tourne la manivelle et aussit¹t ç la chambre vide r®sonna dôune musique divine è. En 

regardant ses parents d®fier lôhistoire en dansant la valse, Elvira comprend que ç la musique peut vous 

sauver è. De plus, la phrase ç la musique peut vous sauver è devient le leitmotiv du roman. Ainsi, le 

message de ce souvenir m®morable est que devant le tourbillon de lôhistoire lôhomme peut trouver le 

salut dans lôart.  

Le mensonge de la vie dans le communisme conjugu® de fa­on permanente ¨ la peur est mis 

en ®vidence dans le souvenir dôElvira li® au p¯re qui ®coutait clandestinement Radio Londres. Quand 

celui-ci d®couvre quôelle en ®tait au courant, il lui demande de garder le secret et elle va comprendre 

plus tard le danger dôune arrestation abusive, avec une parodie de proc¯s et m°me le danger de la mort 

ï ç ... apr¯s longtemps, jôai compris que si jôavais parl®, des mauvais gars seraient venus lôarr°ter 

pendant la nuit et je ne lôaurais plus vu è (p. 17). 

Dans la solitude de cette nuit du Nouvel An, Elvira est saisie par un autre souvenir, plus 

r®cent, de lôarrestation de son oncle, un chirurgien, chez qui elle avait v®cu pendant une certaine 

p®riode et qui ®tait devenu son p¯re adoptif. Le mode de vie de la famille de ses oncles ¨ Braila 

pr®serve la beaut® de la vie de lôentre-deux-guerres, avec la maison pr¯s du Danube et son grand jardin, 

son oncle qui jouait du piano, tandis que sa tante tournait les pages de la partition, lôodeur du tabac 

parfum®, la r¯gle de prendre les repas ¨ heures fixes, apr¯s quoi chacun pouvait faire ce quôil voulait, 

les quelques morceaux quôElvira avait appris ¨ jouer au piano avec tante Clelia. Mais une nuit, avant 

son admission ¨ lôuniversit®, son oncle est appel® ¨ lôh¹pital et il ne rentre plus cette nuit-l¨, ni le 

lendemain, ni jamais. Sa tante apprend quôil nôy avait pas eu dôop®ration, mais une discussion qui 

r®v¯le lôabsurdit® du r®gime communiste, une discussion ç avec des camarades qui lui reprochaient 

dôavoir sauv® la vie de quelquôun qui ne devait pas °tre sauv®, parce quôil avait ®t® l®gionnaire ou 

quelque chose comme ­a, tonton sô®tait disput® avec ces gens-l¨, il ne fait pas de la politique, lui, il 

sauve des vies, mais peut-°tre toutes les vies ne doivent -elles pas °tre sauv®es, lui ont-ils dit, pour moi, 

toutes les vies doivent °tre sauv®es, a insist® tonton, m°me quand ils sont des ennemis du peuple, lui 

ont-ils demand®, je ne sais pas ce que côest quôun ennemi du peuple, dit-il, un ennemi du peuple peut 

°tre celui qui sauve la vie dôun ennemi du peuple, lui ont-ils r®pondu è (p. 22). Bien que la tante aille ¨ 

lôh¹pital, ¨ la mairie et ¨ la milice, elle nôen apprend pas grand-chose. Quand Elvira crie impuissante 

que son oncle nôavait fait rien de mal, la tante r®pond tout court que cela nôa aucune importance. Côest 

la premi¯re fois quôElvira vit un sentiment de r®volte, lequel est ¨ la fois un sentiment dôimpuissance 

face aux injustices du communisme : ç je voulais avoir un grand pouvoir pour d®couvrir et changer les 

choses, changer le monde, tout me semblait aberrant, dôabord mon p¯re, ensuite mon oncle, les parents 

dôautres copains dont jôavais appris quôils avaient ®t® envoy®s creuser le canal vers la mer et dont on 

nôavait plus de nouvelle depuis è (p. 23).  Mais, chemin faisant, Elvira va apprendre ¨ contr¹ler sa 

r®volte, ¨ ignorer les injustices. 

Une fois admise ¨ la facult® de biologie, Elvira re­oit un conseil important de sa tante, qui 

comprenait bien les horreurs communistes : ne parler ¨ personne de son oncle et de ne dire grand-chose 

de son p¯re non plus. Bien que cela soit difficile, Elvira suit le conseil de sa tante, car elle comprend 

elle aussi le danger : ç côest mieux, disait-elle, ce sont des moments terribles, ­a ne vaut pas la peine 

dô°tre arr°t®e de ton chemin ¨ toi, tu es la fille de ton p¯re, qui est ¨ la retraite pour raisons de sant®, ne 
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leur parle pas de tes autres parents, tu ne les connais pas, tu ne les as vus depuis longtemps ou peut-°tre 

jamais.  Il me semblait que je trahissais, mais jôai fait ce quôelle môa dit è (p. 23).  

Le roman pr®sente ®galement les ç anomalies è de lôenseignement universitaire des ann®es 

1950, de la p®riode prol®tcultiste. Elvira se souvient avec de lôauto-ironie que tous ses coll¯gues en 

biologie nô®taient pas ç non m¾rs è comme elle. Une vingtaine dôentre eux ®taient venus des ç facult®s 

ouvri¯res è, donc sans avoir suivi dôabord les cours de lyc®e : ç ils suivaient cette facult® ouvri¯re 

dôune dur®e de deux ann®es qui ®quivalait au lyc®e, quôils avaient rat® pour une raison ou une autre, et 

ensuite ils avaient le droit de suivre une vraie facult® è (p. 30). ątre ç militants du parti è avait de 

nombreux avantages, ce qui suscitait lôenvie des ®tudiants comme Elvira, qui avaient ®t® admis ¨ la 

facult® suite ¨ un examen difficile. En plus, ¨ la fin de la facult®, les ç militants è avaient des emplois 

tout pr°ts pour eux et cô®taient les meilleurs postes, ¨ Bucarest ou dans les usines dôo½ ils ®taient venus. 

De m°me, comme ils ®taient des trentenaires, ç les enseignants ®taient indulgents avec eux, m°me sôils 

nô®taient pas s®rieux dans leurs ®tudes, pourtant personne ne leur reprochait rien è. Leur activit® ®tait 

avant tout dôordre politique : des r®unions, des s®ances dôinformation, auxquelles tous les autres 

®tudiants devaient participer et sôil arrivait que quelquôun y manqu©t, ils en informaient qui de droit. 

Elvira devient plus intime avec un de ces ®tudiants, Matei, un Bucarestois, dont elle ne sait 

rien dôautre, ni o½ il vit, ni ce quôil a fait avant lôuniversit®, ni ce quôil veut faire par la suite. Ses 

premi¯res illusions mais ®galement ses premi¯res d®ceptions ®rotiques vont °tre li®es ¨ cet homme-l¨. 

Matei faisait son apparition et disparaissait de mani¯re myst®rieuse. Lorsque Elvira comprend ce quôil 

faisait en r®alit®, elle en a peur, comme elle lôavoue elle-m°me. Matei ®tait lôinformateur de la 

Securitate. 

Apr¯s cet ®pisode, Elvira passe par une autre exp®rience douloureuse, notamment la perte de 

ses deux parents en peu de temps.  

Et, lors de la R®volution ®tudiante hongroise, en automne 1956, Elvira comprend comment le 

tourbillon de lôhistoire peut sôabattre sur la vie de lôindividu. Face aux mouvements ®tudiants qui ont 

®galement lieu ¨ Bucarest, Elvira h®site, puis elle nôen veut rien savoir, tout cela ¨ cause de la peur. 

Elle y adopte lôattitude du t®moin qui nôest pas directement impliqu® dans les ®v®nements d®crits. Car 

elle sait par lôexp®rience de sa propre famille combien les mesures peuvent °tre s®v¯res contre ceux qui 

nôç embrassentè pas compl¯tement lôid®ologie communiste. Elvira se souvient des premiers tracts 

distribu®s par les ®tudiants qui esp®raient au d®but que les membres du gouvernement allaient discuter 

avec eux et ils y avaient ®crit quelques questions dôordre ®conomique, sans aucune r®f®rence politique 

ou id®ologique. Puisque toutes leurs questions portaient sur des aspects ®conomiques (par exemple, ç 

pourquoi le pain est-il vendu sur carte de rationnement dans un pays agricole ? è), personne nôavait ®t® 

arr°t® ¨ cette occasion, ce qui a donn® un peu dôespoir aux organisateurs, lesquels ont continu® ¨ 

organiser des protestations pendant plusieurs cours de politique. Puis des ®tudiants en philologie et en 

sciences juridiques ont pr®par® une manifestation Place de lôUniversit®, exhortant la population ¨ sôy 

joindre. Côest alors quôil y a eu les premi¯res arrestations. Elvira reconna´t : ç et je nôai plus voulu en 

savoir rien. Jôavais vraiment peur è (p. 48). Apr¯s que lôarm®e sovi®tique a commenc® la r®pression ¨ 

Budapest le 4 novembre, la nuit du 4 au 5 novembre, ç la n¹tre est s®v¯rement intervenue elle aussi è. 

Des camions de soldats ont occup® la Place de lôUniversit®. Cependant, comme le raconte Elvira, qui a 

tout vu depuis le balcon de la maison, cach®e derri¯re un rideau, ç il y a eu des r®volt®s bien courageux 

qui avaient vu toutes les pr®parations contre eux, mais qui nôy ont pas renonc® et ont atteint la place, 

bien quôils nôeussent plus aucune chance, et ont ®t® in®vitablement arr°t®s ou dispers®s è (p. 49). Il 

sôensuivit des mois difficiles, avec des arrestations, des expulsions, des r®unions, des appels ¨ des 

mascarades de discussions au cours desquelles les ®tudiants devaient montrer leur indignation face ¨ 
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lô®claboussure que certains avaient projet®e sur ç la jeunesse ®tudiante de la Roumanie, laquelle ®tait, 

dans la grande majorit®, profond®ment attach®e aux id®es et au r®gime communistes è, avec des proc¯s 

de d®masquage et des exclusions. Mais Elvira avoue encore une fois quôelle voulait tout oublier, se 

sentant impuissante face aux horreurs de lôhistoire : ç jôavais trop peur, jô®tais trop petite pour le 

monstre qui sô®croulait sur nous pareil ¨ une montagne. Je ne voulais pas en °tre ®cras®e è (p. 50). Et 

lorsque côest son tour ¨ elle dô°tre appel®e devant un comit® pour devenir une ç informatrice è, Elvira a 

la chance de retrouver Matei, son ç ancien petit ami è, parmi les membres de la commission. Celui-ci y 

occupe une position importante et la d®fend devant les autres membres de la commission en disant 

quôelle est ç une tr¯s bonne ®tudiante. è Côest tout ce quôElvira raconte au d®but sur cet interrogatoire. 

Ce nôest que vers la fin du roman que le lecteur en apprend davantage. 

Bien quôelle esp®r©t pouvoir obtenir apr¯s la licence en sciences un poste au Mus®e Antipa, 

aux Jardins botaniques ou un poste dôassistante ¨ lôuniversit®, elle est affect®e comme enseignante ¨ la 

campagne, plus pr®cis®ment ¨ Viziru, une commune situ®e ¨ plus de trente kilom¯tres de Braila. Elle 

est donc oblig®e ¨ y trouver une chambre dôh¹te. Toute cette exp®rience comme enseignante lui d®voile 

une fois de plus les absurdit®s du r®gime. Par exemple, tout professeur principal ®tait oblig® de parler 

aux ®l¯ves afin que ceux-ci persuadent leurs parents de rejoindre le ç collectif è, pour la fameuse 

collectivisation des terres. Tous les enseignants devaient se rendre chez les paysans et les convaincre de 

rejoindre le ç collectif è (p. 84), mais cela ®galement se r®v¯le inefficace. Il faut ®galement dire que 

côest toujours le sentiment terrible de la peur qui pousse Elvira ¨ br¾ler le journal quôelle avait 

commenc® ¨ tenir dans un cahier de math®matiques. Elle ne veut pas attirer lôattention : ç je serais 

s¾rement gel®e en labourant les roseaux dans le Delta, on disait quôil y avait les pires conditions pour 

les condamn®s sô®tant oppos® au r®gime è (p. 88)  

Apr¯s la r®forme administrative de 1961, Elvira est transf®r®e ¨ ĊnsurŁἪei, o½ elle doit 

continuer ¨ convaincre les paysans ¨ adh®rer au ç collectif è. Les enseignants devaient aller dans toutes 

les maisons des paysans et lire aux gens des articles des journaux centraux afin de les convaincre dôunir 

leurs terres. Finalement, le processus de collectivisation est fait par la force, avec une violence cruelle. 

Apr¯s tout cela, Elvira se confronte de nouveau avec la proposition de devenir informatrice de la 

Securitate. On lui offre le poste de directrice dôune ®cole dans un village de Braila ¨ condition quôelle 

devienne dôabord membre du parti et quôelle suive ensuite ç un nid dôennemis du r®gime è et en donne 

toutes les informations recueillies. Elvira r®ussit ¨ fuir ¨ cette situation difficile en disant quôelle nôa 

pas le dossier ç propre è parce que son p¯re a ®t® enferm® pour des raisons politiques. En d®voilant la 

v®rit® sur son p¯re, elle prend un grand risque et elle vit longtemps avec cette peur terrible, pensant 

quôils essaieraient de la recruter ¨ nouveau et quôils la menaceraient avec le pass® de son p¯re. Elle est 

consciente du pouvoir que le r®gime a sur la psychologie individuelle : ç cô®tait incroyable comment ils 

avaient r®ussi ¨ môinculquer un sentiment inexplicable de culpabilit® è (p. 96). Elvira devient un 

ç coupable innocent è.  

Pourtant, ce qui arrive lôhiver de 1962 montre que la solidarit® et lôhumanit® survivent dans 

nôimporte quel r®gime politique. Elvira se souvient quôun apr¯s-midi dôhiver, vers la soir®e, alors 

quôelle rentrait en bus de Braila, par une forte neige, elle a v®cu une exp®rience bien difficile. En raison 

de la neige et des blizzards, le bus est rest® coinc® quelque part pr¯s dôun village de d®port®s, Rubla, un 

village situ® ¨ dix kilom¯tres de Insuratei, au cîur de Baragan. Il sôagissait des Souabes, des Serbes et 

des Roumains riches, ç chiaburi è, comme les appelaient les communistes, qui y avaient ®t® emmen®s 

par la Milice et la Securitate il y avait une dizaine dôann®es, pour avoir refus® la collectivisation forc®e. 

Ils y avaient ®t® emmen®s dans des wagons de train, sans pouvoir amener grand-chose avec eux : 

ç quelques centaines de familles que lôon avait fait descendre du train directement dans les champs, des 
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vieillards ou des hommes encore jeunes et forts, des femmes et des enfants, des familles enti¯res, 

auxquels on a montr® lô®tendue de terre o½ il y avait des pieux dans le sol ici et l¨; ils y devaient 

creuser pour construire leurs taudis, creuser des puits, labourer la terre, obtenir leur nourriture, 

construire des maisons ou mourir. Tout cela pour effacer leurs racines. La plupart dôeux se sont 

obstin®s ¨ y r®sister è (p. 104). Les d®port®s ®taient marginalis®s, ils ne pouvaient sôen ®loigner plus de 

dix kilom¯tres et ils devaient porter un sac ¨ dos sp®cifique afin quôon p¾t les reconna´tre. Les autres 

nô®taient pas autoris®s ¨ leur parler, comme lôavoue Elvira : ç Je nôavais pas le droit de parler de ce 

monde, jôaurais probablement ®t® expuls®e juste parce que jôen connaissais lôexistence è (p. 104). 

Cependant, lorsque les dix passagers du bus sont bloqu®s dans lôobscurit® de Baragan, attaqu®s par des 

loups affam®s, ce sont les d®port®s qui les sauvent gr©ce ¨ deux tra´neaux tir®s par des chiens. Personne 

ne sait comment les d®port®s aient appris quôils y ®taient bloqu®s, mais personne nôose rien demander 

non plus. Encore une fois Elvira adopte lôattitude de r®ticence, cette fois-ci par un souci 

dôautoprotection : ç Je nôai rien demand®, je ne voulais rien en savoir è. Les d®port®s emm¯nent les dix 

passagers au village et les d®posent ¨ lôentr®e du village, car ils ne sont pas autoris®s ¨ rejoindre le 

groupe.  

Apr¯s toute lôexp®rience p®nible de la p®riode pass®e en BŁragan, Elvira r®ussit finalement ¨ 

se transf®rer ¨ Bucarest m°me si ce nôest pas le poste dont elle r°ve. Elle commence ¨ travailler dans 

une ®cole ç sp®ciale è, pour les sourds-muets, o½ elle nôenseigne pas la biologie, mais occupe un poste 

dôenseignante ®ducatrice. Elle y est marqu®e par la terrible injustice que subit lôun de ses ®l¯ves, 

VasilicŁ, que les autres appelaient ç IcŁ sans Peur è. Un soir, le gar­on ©g® de quatorze ou quinze ans, 

fuit lô®cole, comme il lôavait d®j¨ fait tant de fois, mais il est ensuite accus® dôavoir accost® une fille 

dans les rues avoisinantes, de lôavoir port®e dans une ruelle d®serte, de lôavoir viol®e et de lôavoir 

bless® ¨ la t°te pour quôelle ne puisse plus reconna´tre son agresseur. Tel Ion, le personnage du fou 

dans le drame de Caragiale, Vasilica est faussement accus®. Elvira r®ussit ¨ le voir et ¨ lui parler dans 

la cave de la milice. Elle comprend aussit¹t la v®rit® ¨ partir des ç g®missements è du gar­on : il avait 

®t® le t®moin de lôhorrible acte commis par deux gar­ons du quartier, Gore et ἧleampŁt, qui avaient 

r®ussi ¨ sôenfuir, alors que lui, il avait ®t® trouv® sur les lieux. Elvira raconte tout au milicien charg® du 

quartier, mais, en d®pit de ses efforts, elle apprend que le gar­on a ®t® condamn® ¨ la prison ¨ vie. 

Comme elle est convaincue que ç IcŁ sans Peur è a dit la v®rit®, Elvira souffre beaucoup et elle sôen 

sent coupable et responsable. Côest pourquoi elle cherche de sôen aller ¨ tout prix. Apr¯s lôexamen de 

definitivat, la certification d®finitive des comp®tences dôenseignement, Elvira trouve un poste 

dôenseignante dans une ®cole agricole dans le quartier Voluntari. 

Elvira ®pouse un ing®nieur topom¯tre, CosticŁ, dont le pass® est sinueux. Son p¯re avait ®t® 

emprisonn® pour sô°tre oppos® ¨ la collectivisation de ses terres. CosticŁ a ®t®  lui-m°me arr°t® parce 

que les officiers de la Securitate sô®taient souvenus quôil avait ®t® un ®tudiant ç r®calcitrant è. Apr¯s 

deux ans de prison, il nôa pas pu reprendre son boulot, mais il a ®t® oblig® de r®colter du coton et de 

cueillir des petits pois ¨ MŁzŁreni et BumbŁcari, des villages de d®port®s, puis de fabriquer des dizaines 

de milliers de briques dôadobe pour la construction du dispensaire et du b©timent de la milice l¨-bas et, 

enfin, de travailler comme topographe sur un chantier de construction.  

Bien que tr¯s am¯re, la le­on quôElvira apprend de lôhomme dont elle tombera amoureuse et 

qui deviendra son mari est malheureusement la m°me - si lôon veut survivre et maintenir son ®quilibre, 

il faut ignorer les injustices du r®gime: ç Je devais vivre ma vie tout en ignorant le syst¯me autant que 

je pouvais, ne pas le haµr car la haine est paralysante, elle excite lôesprit, elle trouble la raison et  fait 

fixer des objectifs qui peuvent °tre mauvais, elle emp°che dô°tre lucide et dôagir ; ignorer, voil¨ le 

salut. Il ®tait inutile de sôenfuir, cô®tait pareil partout [...] Le pays avait ®t® occup® par une arm®e 



 

58 

 

concr¯te, ®trang¯re, et, apr¯s son d®part, il y a eu une autre arm®e dôoccupation autochtone. Mais il 

valait mieux nôen parler, ne pas prendre le nom du parti en vain. Si on voulait rester libres. Le syst¯me 

semblait ®ternel. On a d¾ survivre è (p. 129).  

La fin du roman ç vous jette de nouveau dans le chaos è, selon le mot de Dan C. MihŁilescu 

(MihŁilescu, op. cit. Couverture IV). Lorsquôelle range les affaires de Costica dans lôappartement quôils 

ont lou® et o½ ils viennent dôemm®nager, Elvira trouve quelques vieilles photos et côest alors que ç le 

pass® revient è sur elle. Elvira se souvient quô¨ lôautomne 1956, elle avait une amie, Stela, qui ®tudiait 

le journalisme et qui avait ®t® arr°t®e en raison de son implication dans des manifestations ®tudiantes et 

dont elle ne savait plus rien. Celle-ci lui avait dit ¨ lô®poque ce quôelle allait faire avec dôautres 

®tudiants, Alexandre, Marcel, Ligia, Radu et dôautres dont elle ne se souvenait plus. Elvira nôa eu 

aucune r®action lors de la discussion avec Stela, elle nôa pas pens® ¨ se joindre ¨ eux dans les 

manifestations, et Stela a compris sa faiblesse : ç tu as peur, disait-elle, cela ne va pas la peine de te 

charger avec ce que tu ne peux pas porter è. Elvira reconna´t elle-m°me sa faiblesse : ç Jôavais peur. 

Stela ®tait gentille avec moi, et moi, jô®tais une l©che è (p. 131).  Lorsquôelle a ®t® appel®e dans la salle 

des s®minaires pour °tre soumise ¨ de durs interrogatoires, Elvira, qui ®tait ç morte de peur è, a 

divulgu® quelques noms du groupe de Stela. Dix ans plus tard, dans ces photos toutes petites de 

CosticŁ, de la p®riode de leurs ®tudes, Elvira reconna´t Stela ¨ c¹t® de Ligia, Alexandru, CosticŁ et 

dôautres quôelle ne reconna´t plus. Une dure v®rit® lui est ainsi d®voil®e, une v®rit® qui devient aussit¹t 

un fardeau auquel elle ne pourra sô®chapper pour le reste de sa vie : ç Jô®tais terrifi®e. Mes paroles les 

avaient peut-°tre envoy®s en prison, ils y seraient arriv®s de toute fa­on, mais je les y avais ®galement 

pouss®s. Mes paroles lôont peut-°tre envoy® lui aussi ¨ BumbŁcari. [...] Jô®tais une l©che, me 

demandais-je è (p. 132). Elvira comprend que lôon ne peut pas ®chapper au pass®, mais quôil faut, par 

contre, vivre avec son pass®.ç Moi, jôavais voulu lôoublier et maintenant il se pr®cipitait vers moi è (p. 

130). 

Elvira se souvient donc de la mani¯re dont elle a v®cu sa vie sous la pression du contexte 

historique malheureux. Cette femme sensible a enregistr® les horreurs du communisme, adoptant le 

plus souvent une attitude dôh®sitation. Elle nôest jamais devenue membre du parti, mais elle nôa 

protest® ouvertement contre le syst¯me politique non plus. Elle a essay® dôignorer le r®gime politique, 

mais le r®gime, quant ¨ lui, il ne lôa pas ignor®e. Finalement, lôhistoire de la vie dôElvira nous apprend 

que pour elle la r®ticence signifie ignorer, faire semblant de ne pas voir ou de ne pas savoir, afin de 

survivre dans des circonstances historiques terribles. 
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Abstract: G. M. Zamfirescu's Nastasia and Felix Aderca's NuŞa are detached from parallel mirrors: the 

woman with a tragic destiny, a priori damned to existential failure, but who does not give in to resignation and 

does not accept the fate of the defeated. Even the death of the two, caused by suicide, is a dual sign: one of defeat, 

but also of victory. If means defeat not to reach your high existential ideal designed by your consciousness, it is a 

victory not to give in to the destiny that the heroines face with dignity and pride. On the other hand, Alina, the 

heroine of the òGod of loveò represents an incarnation of the eternal feminine, she is the foul purity or virgin 

prostitute, the construction of character allowing many comparative associations with the heroines of G. M. 

Zamfirescu: Safta or Maro. The character's construction is based on reluctance. In it the opposites are united. 

Nastasia is the innocent - she lives a double delusional hope, one of social escape and one of absolute love. When 

she seems overcome by fate, when both ideals fall apart, she becomes the murderer. Her suicidal gesture kills. The 

metaphysical dyad is encountered neither in "Miss Nastasia", nor in "The Young Lady in Neptun Street", the 

heroines lose their adamatic partners under different circumstances. But the possibility of restoring the primordial 

unity is passed on to another generation of actors, because the myth of the eternal return involves a continuous 

series of erotic avatars. The physical impulse determines the metaphysical one, through anamnesis, and thus the 

human connection with the divine principle is restored. 

Keywords: erotic archetype, archetypal virgin, prostitute virgin. 

 

 

I.  Pr®liminaires 

Lôesth®tique et l'herm®neutique moderne d®couvrent les valences de la r®ticence dans lôart 

litt®raire comme proc®d® de construction et de pens®e qui donnent au texte la possibilit® dôavoir des 

d®marches interpr®tatives originales, capables dôinduire et dôapporter des significations latentes, 

profondes, incub®es dans les couches  abisales de la cr®ation.  

Les hypostases esth®tiques de la r®ticence ne seront pas ®puis®es dans la pr®sente ®tude. M°me 

pas par rapport au th¯me choisi comme sujet, mais nous esp®rons que notre intention analytique 

constitue un arr°t essentiel pour les ex®g¯tes qui se rapporteront ¨ l'îuvre litt®raire des deux ®crivains 

dôentre les deux guerres, G. M. Zamfirescu et Felix Aderca.  

La r®ticence devient ainsi le silence r®v®lateur conform®ment ¨ lôintentio auctoris1, mise en 

relation directe avec lôintentio operis. Par rapport ¨ la physique et ¨ la m®taphysique de lôamour, la 

r®ticence refl¯te l'®rotisme des personnages, la vari®t® des hypostases de lôamour, le substrat 

philosophique et surtout mythique-magique que le texte litt®raire exprime dans la pluralit® des sens et 

des niveaux dôinterpr®tation.  

Comme proc®d® de construction du personnage, la r®ticence refl¯te dualement la manifestation 

et la psychologie des actants. Verum ipsum factum, un personnage r®ticent dans ses d®cisions, sera 

soumis ¨ un long et profond conflit int®rieur, il peut traverser un profond processus subjectif 

 
* Universit® de PiteἨti, cristianhoaghea@yahoo.com 
1 La trichotomie  intentio auctoris, intentio operis, intentio lectoris est reprise du travail Limitele interpretŁrii, ECO 

Umberto, 2016.     
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dôh®sitation au niveau cognitif, affectif et de comportement. Mais un personnage r®ticent nôest pas 

obligatoirement h®sitant, mais peut-°tre le contraire :  la r®ticence se manifeste comme expression 

dôune forte volont®, vindicative, tout le processus volitif ayant ®t® con­u en d®tails pr®cis, dôune 

intelligence abisale.  

Nastasia de  G. M. Zamfirescu et NuἪa de Felix Aderca viennent des mondes parall¯les: la 

femme qui a un destin tragique, vou®e a priori ¨ l'®chec existentiel, mais qui ne se r®signe pas et qui 

nôaccepte pas vaincre son destin. M°me la mort des deux femmes provoqu®e par suicide, se trouve- 

sous le signe de la r®ticence- un signe dual : de d®faite, mais de victoire aussi. Si ne pas atteindre le 

haut id®al existentiel projet® dans la conscience, constitue une d®faite, ne pas c®der au destin que les 

h®roµnes affrontent avec dignit® et avec orgueil, côest une victoire.  

Dôautre part, Alina, lôh®roµne de Zeul iubirii repr®sente lôincarnation de lô®ternel f®minin, elle 

est la puret® macul®e ou la vierge prostitu®e, la construction du personnage permettant de nombreuses 

associations comparatistes aux h®roµnes de G. M. Zamfirescu: Safta ou Maro.    

In extremis, nous allons essayer dô®clairer quelques aspects de la mani¯re dans laquelle les deux 

®crivains dôentre les deux guerres traitent le th¯me de lôamour ; chez ceux-ci le r®alisme de surface est 

sap® constamment par le filon mythique. 

Le dionysiaque et l'®rotisme deviennent des permanences esth®tiques. 

 

II.  Sous le signe de lôamour  

 

Chez G. M. Zamfirescu et chez Felix Aderca, lôunivers de fiction est circonscrit au surth¯me du 

bidonville. Celui-ci est, eodem tempore, topos litt®raire et personnage collectif.     Le bidonville 

repr®sente des gens qui ont des existences abruties par lôalcool, par la violence, par les passions, 

esclaves du corps et de lôexistence lamentable, incapables de s'®vader de la cage de leur propre 

impuissance. Cette sous-esp¯ce humanoµde, d®grad®e jusquôau larvaire, est compos®e de cr®atures qui 

ont ç lô©me d®form®e è, qui ç vivaient comme des taupes pour manger et pour leurs d®sirs è 

(ZAMFIRESCU, 1998, p. 17).  

Chez Felix Aderca, dans la description du bidonville les mots cl® sont les ç animancules è et les 

ç animaux humains è (ADERCA, 1982, p. 42), des termes qui d®finissent une humanit® rudimentaire, 

dont la coordonn®e principale est la reproduction v®g®tative. 

Dans le bidonville la femme est le droit de celui plus fort, parce que la violence redevient le 

signe du m©le dominant, le seul qui ait le droit de transmettre ses g¯nes ¨ une nouvelle g®n®ration de 

condamn®s du sort : ç les jeunes filles ont le bon go¾t et la fiert® de se lier dôamiti® avec les plus forts 

et les plus f®roces è (ADERCA, 1982, p. 43). Et ces aspects constituent quand m°me, des d®tails 

r®alistes, insignifiants, qui donnent lôimage r®elle dôun monde, mais qui ne surprennent pas ses 

coordonn®es essentielles.  

Dans le bidonville seulement deux aspects restent fondamentaux : lôamour et la mort ï eros et 

thanatos. La mort est une pr®sence physique et m®taphysique et lôamour lôest aussi. 

 Fane, le beau prisonnier de Cotroceni absolutise ces valeurs lorsquôil affirme ĂAmour et mort, 

mon Seigneur! Il nôy a pas autre chose dans ce monde !è (ZAMFIRESCU, 2009, p. 108). La mort 

physique est la disparition du biologique, parfois une solution salvatrice, lôalternative de lôenfer 

existentiel, une option assum®e parfois volontairement. La mort m®taphysique signifie vivre sans aimer 

ou vivre avec la conscience de lô®chec de lôamour. Comme lôamour est le seul qui donne du sens ¨ la 

vie, la mort devient alors lôexpression dôune existence vid®e de sens.  
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Le m°me personnage, Fane, apr¯s avoir exprim® sa conviction ®rotique comme le­on de vie 

pour le Seigneur Ivan Fedotici Karasoff, dans Maidanul cu dragoste, reprend son r¹le de mystagogue 

dans Sf©nta mare neruѽinare, en ®clairant un aspect initiatique essentiel pour le n®ophyte: çLôamour est 

en nous et il meurt en m°me temps que nous. Les femmes passent comme les fleurs se fanent - lôamour 

ne dispara´t quôau moment o½ notre ©me meurt. On vit parce quôon aime. è (ZAMFIRESCU, 1998, p. 

57)  

Son affirmation entre dans la sph¯re de la r®ticence comme proc®d® de construction du message. 

Il exprime explicitement et apodictiquement le culte de lôamour. Fane, le prisonnier, personnage 

r®flecteur, exprime le Weltanschauung de lôauteur et dissocie les deux grandes hypostases de lôamour : 

lôamour physique et lôamour m®taphysique. Le premier est la nourriture du corps, ®ph®m¯re- il 

sô®vanouit- et il est conditionn® de la mat®rialit® de la femme comme objet ®rotique ; lôautre, la 

nourriture de lôesprit ï medicamen animi ï est lô®nergie qui donne du sens ¨ la vie : ç On vit parce 

quôon aime è. Cette chose est conditionn®e par ce manque de mat®rialit® du concept dôarch®type 

®rotique. Lôarch®type se mat®rialise p®riodiquement dans des formes diverses, mais il reste immuable 

et reconnaissable.  

Chez G. M. Zamfirescu on vit sous le signe de lôamour.  

 

III.  La vierge arch®typale                         

3.1. Lôarch®type 

 

La pens®e mythique a vu la cosmogonie comme un ph®nom¯ne de sacrum sexuale. La Divinit® 

est une dyade m®taphysique ï un principe f®minin sôunit ¨ un principe masculin pour donner naissance 

au monde anim® et inanim®. Lôhomme, r®flexion de la Divinit®, est ab origine lôincarnation de cette 

unit®ï lôandrogyne, lô°tre parfait, la fusion des contraires. Le passage de lôunit® ¨ la dualit® est d¾ ¨ un 

p®ch® originare - lôexistence dôun hybris. Lôimpulsion ®rotique devient pour les °tres humains un 

summum bonum, parce que par £ros, vu comme une force cosmogonique et m®taphysique r®sulte le 

mysterium coniunctionis capable de refaire lôunit® primordiale et implicitement, r®tablir la liaison de 

lôhomme avec la divinit®.1 Ainsi, le masculin et le f®minin sont, a priori , des principes transcendants, 

des forces surindividuelles qui se manifestent dans lôindividu comme des arch®types. Lôarch®type est 

lôanamn¯se du divin... Et le jeu ®rotique dans le monde humain est un ph®nom¯ne dôimitatio dei. 

Lô£ros est la voie vers le mod¯le original et la r®miniscence de ce mod¯le. Reste suggestive dans ce 

sens la fin du roman Zeul iubirii de Felix Aderca, o½ le jeu-narrateur, lôhomme, essaie dôexpliquer 

lôimpulsion ®rotique m®taphysique : ç Chaque fois quôune femme a couru dans mes bras, jôai senti que 

je prenais la forme de Dionis, le Dieu aux pieds de bouc... è (Aderca, 1991, p. 127) 

De la perspective de la r®ticence comme principe de construction du message artistique, la fin 

du roman ouvre la possibilit® des multiples interpr®tations : lôhomme a la perception de lôarch®type 

masculin, de la virilit® absolue. (EVOLA, 1994, p. 188). Lôimpulsion physique d®termine celle 

m®taphysique, par anamn¯se et de cette mani¯re on refait la liaison de lôhomme avec le principe divin. 

Eodem tempore, on red®couvre la force cosmogonique de lôamour qui annule la coordonn®e 

chronologique de lôunivers, parce que lôamour est ç quelque chose qui nous pousse en avant, mais aussi 

une force qui nous pousse en arri¯re [...] En aimant, mon cher, on entre dans le paas®... è (Aderca, 

1991, p. 127) 

 
1 Vide Evola, 1994, p. 84-89 Ἠi Platon, 1996, 189d-193b. 

https://context.reverso.net/traducere/franceza-romana/le%C3%A7on
https://context.reverso.net/traducere/franceza-romana/n%C3%A9ophyte
https://context.reverso.net/traducere/franceza-romana/m%C3%AAme
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La r®int®gration dans le myst¯re cosmique est lôattribut de lôamour m®taphysique. Seulement de 

cette mani¯re on peut red®couvrir lôarch®type ®rotique, le mod¯le originaire. 

 

3.2.  Virilit® et f®minit® dans le bidonville  

 

La perception de lôineffable ®rotique transforme lô°tre, le transpose sur un autre plan existentiel, 

en contradiction avec la norme. Ainsi, poss®d®s par le d®mon de lôamour, les personnages cherchent ¨ 

red®couvrir lô®ternel masculin ou lô®ternel f®minin, ¨ refaire lôandrog¯ne. Hoc modo, on doit interpr®ter 

la tribulation ®rotique de Nastasia, le plus conuu personnage dramatique de G. M. Zamfirescu. Nastasia 

a un double id®al : social et ®rotique. £lev®e dans un bidonville, elle se trouve dans un divorce 

m®taphysique avec le monde dans lequel elle vit, elle refuse la vie du bidonville comme modus vivendi. 

Le th¯me de lôenrichissement rat® se retrouve aussi dans Maidanul cu dragoste et dans 

Domniѽoara din str. Neptun. NuἪa est la fille n®e ¨ la campagne, mais ®lev®e dans le bidonville de 

Craiova. Elle nie son origine rustique, que trahit le surnom donn® par ses copines- la malotrue. NuἪa et 

Nastasia aussi affrontent des mentalit®s et des principes in extremis, elles affrontent le destin, elles 

luttent contre lui : ç NuἪa vit cette d®faite du destin dans une d®cision qui ne peut pas °tre comprise, 

dans une id®e de g®nie.è (Aderca, 1982, p. 42) 

Une mentalit® commune aux habitants du bidonville est la supr®matie par force, le m©le 

dominant sôimpose et impose. Selon ce principe, NuἪa doit accepter LŁpŁdatu dont la bande de voyous 

va battre   Ciocan, lôennemi vaincu.  

LŁpŁdatu et Ciocan sont des vari®t®s de Fane, le beau prisonnier de Cotroceni, il est vrai quôils 

nôont pas le style et la profondeur psychologique de celui-ci. Fane de Maidanul cu dragoste a fait 

sienne par force lôamante, la belle Salomia, de Hagiul, le ma´tre des maisons. Lô®limination du 

pr®tendant constitue la loi naturelle et le bidonville rest® au niveau dôinvolution biologique et sociale, 

ne sôest pas d®tach® de ce concept. VulpaἨin, amoureux de Nastasia, tuera Luca pour prendre la 

r®compense ®rotique ï lôabsolu f®minin r°v®. ç VulpaἨin la suit dôune humble passion, mais tenace et 

dangereuse. è (Craia, 1999, p. 62)  

Pour les hommes, la femme est un troph®e.  

Ce qui attire est seulement la beaut®. NuἪa et Nastasia sont des prototypes de la beaut® f®minine. 

Dans celles-ci se sont r®incarn®es la f®minit® primordiale et la vierge arch®typale.  Leur beaut® sans 

limites1 est un hybris qui attire ®galement lôadmiration et lôenvie : ç Comment prit naissance tant de 

beaut® ? De quelles profondeurs apparurent ces lignes-l¨, courbes quôavaient acquises lô®paule, la 

hanche ?  Selement la t°te ®tait rest®e la m°me, une petite t°te blonde, avec deux cailloux bruns entre 

les cils. è (Aderca, 1982, p. 50)  

Nastasia nôest pas seulement la belle vierge, mais elle est aussi la femme fi¯re qui m®prise la 

mis¯re morale et sociale dans laquelle se complaisent Paraschiva ou Niculina. Celles-ci cultivent 

lôamour tarif®. Dans le plan du romanesque, Sultana et Domnica sont leur correspondant de Maidanul 

cu dragoste. Lôunicit® et la beaut® sont frustement exprim®es par VulpaἨin au moment o½ il croit et il 

esp¯re que le troph®e trop r°v® lui appartient : ç (perdu) Comme tu es belle !è (Zamfirescu, 1989, p. 

64) 

 
1 Edgar Papu consid¯re la beaut® f®minine un attribut du style baroque. La beaut® est lôarme de la femme, lôarmure 

du faible. Elle se sert de la beaut® et de lô®clat et surtout de lôenjolivement comme dôun çsubstitut du pouvoirè. 

Vide Papu, 1977, p. 251 sqq. 
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Pour Nastasia, lôid®al social est de sô®vader du bidonville o½ lôexistence est terne et pr®visible. 

Lôid®al social se confond souvent ¨ lôid®al ®rotique.  La solution de lô®vasion est Luca, sa moiti® 

adamique, lô®ternel masculin, avec lequel Nastasia sent la vibration de lôunique. Nastasia doit choisir 

entre Luca et VulpaἨin. Lôun repr®sente son ©me sîur, ¨ c¹t® de laquelle on peut refaire lôandrogyne, 

lôautre est la virilit® brutale, lôinstinct de la possession physique dôo½ le souffle m®taphysique manque 

totalement. ç Luca me comprend, il va me prendre du bidonville. Luca est ma chance de demain ! 

VulpaἨin : la pauvret®, les coups, et la jalousie... è (Zamfirescu, 1989, p. 15)  

Un v®ritable personnage de trag®die antique1, Nastasia vit la peur que sa chance peut °tre envi®e 

par la force implacable du destin n®faste qui annonce le d®nouement tragique : ç Jôai peur, Luca, jôai 

peur du monde ! Ma chance nôest pas pour tout le monde et elle ne se trouve pas partout è. 

(Zamfirescu, 1989, p. 20)  

VulpaἨin tuera Luca. Il se substitue au destin. Parce que lôhomme peut °tre parfois, dans la vie 

ou sur la sc¯ne, lôinstrument du destin immuable. Mais le conflit dramatique est loin dô°tre fini. 

Nastasia acceptera VulpaἨin quôelle sait assassin. Les pr®parations pour le mariage surprennent aussi le 

comportement de la femme qui est duplicitaire-la souffrance caus®e par la mort de Luca, le bonheur du 

mariage avec VulpaἨin !  

La fin de lôoeuvre est impr®visible pour les instances intertextuelles, et partiellement pour le 

lecteur : Nastasia se pend le jour de son mariage avec VulpaἨin, m°me dans la chambre o½ elle lôavait 

invit® pour avoir le troph®e de sa f®minit®.  

Par l'interm®diaire de la r®ticence, comme moyen dôexpression du message, le geste, est celui 

dôun symbolisme abyssal : côest un suicide, un geste de d®fi du destin, un geste de r®volte ou de 

r®signation, mais surtout il repr®sente une vengeance.  

La construction du personnage se trouve sous le signe de la r®ticence. En elle sôunissent les 

contraires. Nastasia est lôinnocente ï elle vit une double esp®rance illusoire, de lô®vasion sociale et de 

lôamour absolu. Lorsquôelle semble vaincue par le destin, lorsque les deux id®aux s'®croulent, elle 

devient lôassassine. Elle se suicide et elle tue. Sa mort ne signifie pas reconna´tre la d®faite 

existentielle, mais lôexpression de lôesprit vindicatif.  Le plan avait ®t® minutieusement pr®par®. 

Lôarchitecture labyrinthique de son forum int®rieur nôest pas communiqu®e aux autres actants, mais le 

lecteur est partiellement mis au courant. La r®plique de la fille adress®e au p¯re ï ç Jôai une arme 

beaucoup plus forte [...] Son amour !è (ZAMFIRESCU, 1989, p. 53) ï r®v¯le ¨ peine ¨ la fin son sens. 

La splendeur et la s®duction f®minine repr®sentent, de mani¯re baroque, la force lib®r®e par la femme.2  

Dôautres r®pliques immergent dans la m°me direction ; au niveau du langage elles expriment la 

r®ticenceïle silence r®v®lateur, la r®v®lation partielle des pens®es, la suggestion que derri¯re le voile se 

cahe une autre intentionnalit® : ç Mais les procureurs sôen foutent que VulpaἨin a tu® Luca ? Côest 

seulement moi qui souffre et seulement moié è (Zamfirescu, 1989, p. 39)  

Lôacceptation de VulpaἨin, lôamour mim® pour celui-ci, le mariage, le conseil pour celui-ci ï ç 

Et Amuse-toi bien, VulpaἨin, amuse-toi !è (ZAMFIRESCU, 1989, p. 65) ïle but de toutes ces choses 

est de r®veiller dans lôhomme le sentiment extatique, la certitude quôil pourra poss®der la Vierge et il 

 
1 La fibre tragique du personnage est vue aussi par Sultana Craia. Celle-ci int¯gre le personnage dans la cat®gorie 

dôune çpetite s®rie de femmes fatales des milieux sociaux, marginauxè, en consid®rant que Nastasia nôest pas 

çmanqu®e dôimportance pour lôhistoire du personnage f®minin dans la litt®rature roumaine.è CRAIA, 1999, p. 63. 
2 Vide PAPU, 1977, p. 252. 
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calmera sa soif dôamour, en d®vorant le troph®e longuement r°v®.1 Son id®al est lô®ros physique.  

Lôhomme, attir® dans la chambre de la femme pour lôacte charnel, vit le drame. Il devient fou dans une 

souffrance qui le d®figure lorsquôil voit Nastasia pendue. Elle tue par son geste lôillusion de la propre 

r®ussite ®rotique, comme VulpaἨin m°me avait tu® dans Luca lôillusion de la r®ussite ®rotique de 

Nastasia.  

Lôaction de lôh®roµne constitue une ç d®fensive d®sesp®r®e par lô®clat qui prend la forme de la 

s®duction ®rotique è (PAPU, 1977, p. 265). Le motif litt®raire de la s®duction, associ® par Edgar Papu 

au baroque, est un topos litt®raire commun pour les deux ®crivains soumis ¨ notre ex®g¯se. 

Et la construction du personnage VulpaἨin reste sous le signe de la r®ticence et des contraires. Il 

est ç un assassin qui a un couer dôenfant è (Zamfirescu, 1989, p. 89). Une didascalie nous le pr®sente 

comme timide. Il pleure souvent et il est gifl® par Nastasia pour son audace. Il ne fait aucun geste 

contre la femme dont il est obs®d®. Abruti par lôalcool et sale, violent, lent, dou® dôune intelligence 

instinctuelle, il est la brute candide, lôassassin naµf qui vit lôillusion de lôabsolu ®rotique. Il d®clare son 

intention assassine dans des r®pliques qui tiennent ¨ la r®ticence du langage dans : ç Et si Luca... 

(geste) est enlev® ?è (Zamfirescu, 1989, p. 13)  

Pour VulpaἨin, Nastasia est la femme ing®nue, le troph®e f®minin auquel il aspire, la plus Belle de 

toutes les Belles des contes de f®es o½ lui-m°me est le dragon, le laid, lô°tre diforme physiquement et 

moralement. En lui, la coincidenѿia oppositorum se manifeste sous la forme de lôassassin-victime, le 

rus® (le nom est suggestif dans ce sens) et le naµf.  

 

3.3. La dyade m®taphysique  

 

 La dyade m®taphysique ne se r®unit ni dans Domniѽoara Nastasia, ni dans Domniѽoara din 

strada Neptun. De facto, il nôest r®uni ni dans les autres oeuvres de G. M. Zamfirescu et de Felix 

Aderca, except® le couple Iacov-Fana des romans du cicle Bariera. Nastasia et NuἪa rencontrent leur 

paire adamique, mais ils ratent lôunion avec celle-ci par le mysterium coniunctionis. Lôamour physique 

avec leur partenaire pr®destin® aurait g®n®r® lôimpulsion ®rotique m®taphysique, capable de transmuter 

lôavatar f®minin et masculin dans le principe arch®typal ï la f®minit® primordiale, la virilitit® 

primordiale ï dont la communion parfaite aurait r®tabli lôandrogyne, en d®terminant le mysterium 

transformationis, côest ¨ dire entrer de nouveau dans lô®tat de gr©ce : ç Elle savait que Ciocan ®tait le 

seul pour lequel son existence f¾t vraiment importante. Et puis ce nô®tait pas Ciocan quôelle avait 

attendu pour la premi¯re fois sous le laurier ?è (Aderca, 1982, p. 68) 

Lô®chec ®rotique est enti¯rement un ®chec existentiel, parce que son but est la d®livrance du 

p®ch® originaire qui transforme la vie de paradis en enfer. Et la chute se r®p¯te sans cesse.  

NuἪa, la protagoniste de Domniѽoara din str. Neptun vit sous le signe dôun hybris plus aigu, 

sous le signe de la fiert® sans mesure envers la propre beaut®, elle lui ajoute lôhorreur envers lôorigine 

rurale, le m®pris envers les parents. Elle incarne, dôune mani¯re plus cat®gorique, lô®ternel f®minin, 

parce que les proc®d®s de lôart narratif font possible, par description, des d®tails qui mettent en 

®vidence lôunicit®, la beaut®, sortant des limites du naturel. Dans son °tre prend naissance le principe 

potence-transindividuel qui existait ant®rieurement, qui ®tait au dessus de toute femme2 et qui la 

transforme dans la vierge arch®typale. On explique ainsi lôattraction ®rotique quôelle exerce sur tous les 

 
1 En faisat r®f®rence ¨  cet aspect, Sultana Craia observait: çLa virtuelle ®pouse lui provoquait la surexcitation 

totale, lui cr®e lô®tat dôesprit qui le rendra ¨ coup s¾r vuln®rable.è  CRAIA, 1999, p. 63.  
2 Vide EVOLA, 1994, p. 188. 
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hommes. Par analogie, son arch®type masculin est Ciocan, ç le gar­on ®lanc®, la voix pleine, 

retentissante comme le cuivre, le petit cordonnier aux mouvements courb®s quôont seulement lôeau et 

la lumi¯re ; dans sa t°te aux cheveux roux, ne se forgeaient pas de bonnes pens®es, mais seulement des 

pens®es rus®es. è Aderca, 1982, p. 44); 

Du point de vue de la r®ticence du langage, le rapport ¨ lôeau et ¨ la lumi¯re peut signifier 

lôimmergence des principes ou le mysterium coniunctionis, de la perspective mythique, lôeau ®tant le 

symbole f®minin et le feu, la lumi¯re le symbole masculin. 

Comme Nastasia, NuἪa reconnait elle aussi sa paire adamique. Elle sait que Ciocan repr®sente 

pour elle la virilit® absolue. Elle guette la nuit son arriv®e dans le bidonville, cach®e sous un laurier. La 

s®quence est suggestive par la multitude de symboles qui sôouvrent dans le plan de la r®ticence du 

message : la nuit repr®sente le principe f®minin de la cr®ation. Elle est aussi la divinit® primordiale qui, 

selon plusieurs mythes, a cr®® le monde. Le laurier derri¯re lequel elle se cahe, est un sacra arbor, 

charg® de significations mythologiques qui renvoient au mysterium transformationis, ¨ la 

m®tamorphose. Il repr®sente, eodem tempore, lôarbre sous lequel Eve attend Adam, en le tentant, avant 

de perdre le paradis : ç La jeune fille se mit un manteau sur les ®paules et courut dans la cour pr¯s de la 

porte, dans les t®n¯bres du laurier. è  (Aderca, 1982, p. 47) 

La Vierge arch®tipale exerce une impulsion ®rotique ambivalente : physique et m®taphysique. 

Pour LŁpŁdatu elle est la femme d®sir®e par chaque homme, le troph®e duquel VulpaἨin r°ve aussi. Les 

deux symbolisent la force brutale, qui arrive jusquô ¨ la violence extr°me et au crime.  NuἪa comme 

Nastasia ont peur de ce genre dôhomme et leur instinct leur dit de le repousser. Pour Ciocan, NuἪa est 

lô®nergie f®minine n®cessaire pour la propre existence ï lôimpulsion ®rotique transindividuelle et la 

femme, lorsquôelle se trouve pr¯s de lôhomme, repousse la paix primordiale de la dyade m®taphysique, 

lôanima qui retrouve lôanimus : ç NuἪa se vit seule, dans la m°me chambre, avec lôhomme que son 

coeur avait chosi auparavant, seule avec le premier homme quôelle avait d®sir®, et duquel elle nôavait 

pas peur. è (Aderca, 1982, p. 68) 

Ciocan, comme Luca, opposent lôintelligence ¨ la brutalit® : ç Et Ciocan mit en jeu une autre 

arme que le b©ton : lôid®e !è (Aderca, 1982, p. 44) 

LôActe ®rotique consomm®, a un effet thaumaturgique sur lô©me de lôhomme, tourment®e par la 

souffrance. Il sent le go¾t du paradis d®finitivement perdu par lôinfid®lit® de la femme. Dans lôattitude 

®rotique de la femme on remarque des manifestations maternes ; NuἪa se transpose de lôarch®type 

v®n®rien dans lôarch®type de Demeter. Et la r®f®rence ¨ la chair qui sent beau sugg¯re le fait que 

lôimpulsion ®rotique reste physique, parce que la femme nôest plus sacr®e. Elle nôest plus la vierge, 

mais lôamante arch®typale. La transposition au plan m®taphysique nôest plus possible, une fois r®alis®es 

la d®sacralisation et la profanation de lôacte divin de lôamour.   

Lô®chec ®rotique est total. Le geste de tourner les yeux exprime le refus de la communion 

spirituelle, lôanima ne se refl¯te plus en animus : ç Elle le regarda dans les yeux, en cherchant lô©me, 

lô©me qui lôaimait. Mais le gar­on nôeut pas le courage et il regarda en bas, ¨ c¹t®... è (Aderca, 1982, p. 

69) 

Lôhomme vid® dô®nergie de lô®ros f®minin, perd sa virilit® et sa vitalit®. La maladie ®rotique 

dont il souffre est lô®quivalent de la mort spirituelle, ¨ laquelle est pr®f®rable la mort physique. Son 

geste de suicide confirme lôimpossibilit® dôexister dans lôabsence du souffle vif de lôamour. Si on ne 

peut pas vivre dans lô£ros, il est pr®f®rable dôentrer dans le Thanatos que dôavoir une existence 

v®g®tative.  

Il y a une diff®rence essentielle entre les deux h®roµnes. Nastasia de G. M. Zamfirescu est et elle 

reste le mod¯le arch®typal v®n®rien. Rappelons-nous quôelle refuse VulpaἨin dans lequel elle voit la 
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brutalit® et lôunion v®g®tative : ç frapp®e par le mari, m®pris®e par tout le monde et suc®e par les 

enfants ?è (Zamfirescu, 1989, p. 9) Quand Luca est tu® par VulpaἨin, elle perd la potentialit® de la 

perfection par amour, et, refusant lôunion germinative se suicide le jour de son mariage.  

Nastasia reste la vierge arch®typale.  

 

IV.  Conclusions 

Il nous reste ¨ valider le fait que le dionysiaque et lô®rotisme deviennent des permanences 

esth®tiques chez les deux ®crivains. G.M. Zamfirescu dans Domniѽoara Nastasia, dans Maidanul cu 

dragoste, dans Sf©nta mare neruѽinare et dans C©ntecul destinelor ; Felix Aderca dans Domniѽoara 

din str. Neptun et dans Zeul iubirii contreposent deux types de f®minit® et deux types dôattitude 

dô®rotique. Nastasia, Maro, et jusqu'¨ un certain point Kiramu de C©ntecul destinelor, Alina et NuἪa, 

d'un autre c¹t®, repr®sentent des concr®tisations et des incarnations du prototype v®n®rien ï la f®minit® 

primordiale. La Vierge arch®tipale est un mod¯le de beaut® et de s®duction. Elle peut devenir lôAmante 

ou la Prostitu®e sacr®e, lôh®taµre qui sert ¨ £ros interpr®t® comme force universelle ou elle cherchera ¨ 

refaire la dyade m®taphysique, ¨ reconstituer lôandrogyne, avec le couple adamique. Mais les h®roµnes 

des deux ®crivains refuseront toujours le mod¯le de Demeter, lôamour reproductif, la f®condation 

germinative. Rest®e enceinte, NuἪa se suicide. 

Le filon tragique des h®roµnes et la dualit® de leur °tre sont dôautres coordonn®es fondamentales. 

Le suicide de Nastasia est le sceau de la vengeance, la mort de NuἪa est le r®sultat dôune d®faite 

existentielle, de lô®chec.  

La dualit® f®minine se manifeste comme puret® macul®e chez Maro, ou chez Kiramu, chez 

Alina ou chez NuἪa, parce que la femme est en m°me temps de la beaut® et de lôabjection. Nastasia 

lib¯re le pouvoir de vengeance du faible, lôarme de la s®duction et lôautosacrifice.  

La femme est sous le signe du baroque.  

Chez les deux ®crivains, le prototype de Demeter et la prostitu®e mondaine deviennent des 

symboles de la f®minit® rat®e. La vierge prostitu®e ï Maro, Alina, NuἪa, Kiramu ï trouve son reflet 

dans lôinstitution de lôh®taµre antique. La prostitu®e mondaine pratique lô®ros tarif®. Le couple Sultana-

Domnica, les soeurs prostitu®es de la prose de G.M. Zamfirescu, est transpos® chez Felix Aderca dans 

lôimage des soeurs Ema et Carolina.  
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FORMES DE R£TICENCE £ROTIQUE F£MININE 

DANS LES NOUVELLES DE HORTENSIA PAPADAT-BENGESCU 

 
Alina Mihaela ILIE (FLOREA) *  

 

Abstract: The prose of Hortensia Papadat-Bengescu is constituted under the sign of erotic reluctance by 

mirroring the intimate springs. The characters in front of the waters have the revelation of their identity, of their 

double virile and feminine powers. Using various tools of seduction, the heroines investigate love in all its phases. 

The semantic area marching between the perverted and the candid woman. The unraveling as a form of erotic 

reticence is the quintessence of Bengali prose. We think of the analyst's work as an open work par excellence: 

desire, disease, metamorphosis, mental process. 

Keywords: erotic reluctance, polytropic eros, psychological analysis. 

 

  

 Hortensia Papadat-Bengescu est la cr®atrice du roman local d'analyse psychologique. Telle 

une danse dionysiaque, ®crivain capte le drame d'une humanit® r®ifi®e, le drame des ©mes mortes 

(BurἪa-Cernat, 2011: p. 93). Ses ®crits contiennent, comme dans un film panoramique complexe, 

diverses exp®riences humaines - repr®sent®es dans leurs sources intimes - parmi lesquelles occupent 

une place particuli¯re celles qui se d®roulent sous le signe de la r®ticence ®rotique. Un 

pluriperspectivisme des voix narratives est greff®, la prose commen­ant sous la forme d'un discours du 

moi narrateur, ayant au centre l'image de la femme : 

 J'ai toujours trouv® l'®tude des femmes plus int®ressante que celle des hommes, car chez les 

hommes, on fait le tour des faits et les faits sont rarement trop int®ressants, tandis que la femme a 

une riche r®serve de mati¯re d'©me, ¨ la recherche de laquelle vous pouvez partir ¨ une recherche 

aventureuse pleine de surprises. (Papadat-Bengescu, H., 1980: p. 80). 

L'©me f®minine devient un champ d'observation unique, dont l'examen ®quivaut ¨ une ç recherche 

aventureuse pleine de surprises è (ibidem: p.80). Ressentez la goutte am¯re mais parfum®e de la 

trahison. Pris au jeu de l'attraction ®rotique, la femme devenue Femme scrute le corps porteur de 

tentations, devenu l'objet d'un d®sir ardent. 

 En faisant une analogie entre la prose d'Hortensia Papadat-Bengescu et le Banquet de 

Platon, nous constatons que le probl¯me de l'ego, le r¹le de la femme, le th¯me de l'amour sont repris 

par les prosateurs dans un dialogue : 

 

Plus psychologique, plus intime que son mod¯le grec dans lequel sont d®crites les deux visions 

oppos®es sur les femmes, la perspective misogyne pour laquelle l'apparition de la femme est un 

d®sordre des eaux spirituelles masculines et la perspective ontique dans laquelle la femme ®quilibre 

l'®quilibre spirituel (Maxim, N., E., 2019: p. 81 ¨ 82). 

 Dans le m®canisme de construction du personnage, l'auteur est parti de l'observation, mais 

autour d'un fait vu. Il brode indiscr¯tement les humeurs du h®ros (Ciobanu, V., 1965: p. 267). Ils sont 
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m®ticuleusement captur®s par les affrontements bruyants, les sports violents et les flirts jusqu'¨ la 

destruction de la f®minit® sacr®e, de ses charmes fragiles, en abdiquant le pouvoir qui r®side dans la 

faiblesse f®minine elle-m°me (Papadat-Bengescu, H., op. cit.: p. 81). 

 L'auteur de la prose a introduit une nouvelle f®minit® et cr®e une nouvelle id®ologie 

f®minine, selon le critique CurticŁpeanu : ç en essayant de motiver le caprice, d'®clairer intelligemment 

l'appr®hension, par l'effort c®r®bral permanent d'appr®cier, de juger et de classer les observations de 

d®tail è (CurticŁpeanu, D., 1973: p. 10). Les femmes ç ont un parfum de gr©ce et de myst¯re, mais pas 

le myst¯re d'existences compliqu®es, mais le myst¯re de la vie de lô©me è (Papadat-Bengescu, H., 

1980: p.79). Tout l'op®ra est peupl® de dames grises, de cr®atures grises ç aux yeux gris, aux yeux 

flottants, aux sourires p©les, au brouillard sur l'©me et ¨ l'apparence, avec cette froideur qui recouvrait 

les sens de toute nature è (CurticŁpeanu, D., op.cit: p. 12). Beau et ®tranger explore les myst¯res de la 

profondeur. 

 Poss®d®es par les sensations, les vierges fortes vivent ç dô®tranges saisonsé minutes de 

chair, elles ont les fr®n®sies tactiles les plus raffin®es è (Papadat-Bengescu, H., op.cit: p. 17); çJ'ai 

touch® ses bras pour couvrir son torse, mais ses bras ne pouvaient pas se balancer, j'ai liss® l'®corce 

rugueuse et le chant du bois a gliss® dans ma main. Jaillissant ¨ juste titre de l'argile humide, le frisson 

de l'amour de la terre è (ibidem: p. 61). L'®crivain en prose inventori® une multitude de corps f®minins 

que l'on peut rallier ¨ la diversit® des formes d'®ros. Domin® par la fr®n®sie de l'eros, il examine son 

corps, qui appara´t comme un miroir dans lequel çla vanit® masculine peut °tre vue è (ibidem: p. 66). 

La femme poss®dant une virilit® sexualise l'eau, ®voque la nudit® f®minine ç le corps nu d'une femme ¨ 

moiti® sortie de lôeau è (ibidem: p. 23). Les vagues couvraient le reste de son corps, gardant son 

®nigme : femme ou undina ? Qui aime l'undina veut la femme qui baigne. 

 Les h®roµnes convertis le laid en beau : Sephora devient une force du mal, rev°tue de la 

forme trompeuse de la beaut® (ibidem: p. 67). Les silhouettes f®minines, en signe de r®ticence, tissent 

une toile du clair-obscur de la condition de la femme : çle corps onduleè, çles mouvements voluptueux 

des doigtsè. Penelope fonctionne comme un conte de f®es de la reconstruction d'eros ç sur le monde 

d'un petit carr® de tissu dôargent è (ibidem: p.81). 

 Les nouvelles de la premi¯re ®tape de la cr®ation de Hortensia Papadat-Bengescu sont 

esquiss®es dans l'esprit d'une litt®rature consacr®e ¨ l'®ros, comme une forme de r®ticence ®rotique. Il 

illustre la condition de la femme passionn®e et charnelle dans laquelle la litt®rature de l'ardeur 

®rotique et son revers ®merge sous le signe du passage de l'h®donisme au malheur, dans des 

significations plus ou moins ostentatoires, avec le centre dans le snobisme et les ponts entre la 

d®ification r®elle et aphrodisiaque (Zalis, 1993: p. 7). Il s'agit de petites existences obsessionnellement 

r®alis®es, de femmes qui vivent sous la loupe de la r®ticence toute l'humiliation entre quatre murs, dans 

un lit d'h¹pital, offrant de v®ritables radiographies de souffrances consommant consciemment leur 

portion quotidienne de ç bovarisme è (Holban, I., 2006: p.100). Ce sont des incarnations du 

parvenitisme. La dialectique de la perversit®-puret® est mise en lumi¯re par l'antith¯se entre les deux 

sîurs Mika-L® et Elena DrŁgŁnescu. L'antinomie converge pour contrer les structures hybrides. L'un 

(Mika-L®) est insignifiant, f®tiche, ©me de mendiant, un autre (Elena) est fier, beau, souverain, dot® de 

multiples s®ductions. 

 Dans ces ®crits on retrouve la m°me h®roµne : la prisonni¯re, la captive fix®e dans une 

certaine relation sociale, d'o½ elle n'a pas le courage de se ravir. La femme devient l'histoire de la m°me 

volont® captive, elle devient le personnage d'un roman ç dôattente, de d®sirs insatisfaits et insatisfaits è 

(Tudor, E., 1972: p. VI). Les femmes sont sensuelles et ignorent doucement le charme de leur f®minit® 

: Mamina, Mme M de Femmes, entre elles, qui rejettent l'amour qui leur est montr® comme un ç 
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ennemi et sous forme d®moniaque, dans son principe satanique, au lieu de prendre les doux regards du 

s®ducteur Cupidon è (ibidem). 

 Ils deviennent Salom® qui se d®cha´ne ¨ travers la danse subsum®e par des r®ticences 

®rotiques o½ ç le corps ondule et raconte les myst¯res des religions pass®es è (Bengescu, H., op.cit.: P. 

20). Ils deviennent Deliles tromp®s o½ leur jeune corps de perversit® naµve appelle comme un ç signal 

de pillage, de br¾lure et de ne pas °tre aussi mince que les longs cheveux qui s'enchev°treraient autour 

d'un cîur è (ibidem: p. 67). Portant le stigmate d'Eve, je recherche la sensualit®, la douce beaut®. La 

femme n'abandonne pas tant qu'elle n'a pas fait un ç ®loge declamatis de lôabandon è (Ciobanu, V., 

1965: p. 59). Les femmes du triptyque sensuel Les eaux profondes de Hortensia Papadat-Bengescu sont 

les pr®curseurs des maniaques des romans du cycle Hallipilor, d'une Aneta Pascu, Nory, Coca-Aim®e, 

qui ont un autre objet de culte. 

 Dans l'univers f®minin bengali, subsum® par des r®ticences ®rotiques, le miroir est le t®moin 

r®v®lateur des flirts et de l'©me qui vibre de volupt®, oscillant entre puret® et instinct. La femme devant 

le miroir est une d®finition de tout son lyrisme. Elle cherche l'©me telle qu'elle est, comme le remarque 

Manuela ç son regard interrogateur, tourn® des profondeurs vers le monde ext®rieur, puis tourna le 

monde ext®rieur vers les profondeurs, dans le m°me miroir permanent è (Papadat-Bengescu, H, op.cit: 

p. 283). Par la contemplation de soi, elle devient l'objet ®rotique ¨ travers lequel elle se cherche, 

explorant ses ab´mes jusqu'au d®lire : ç un grand miroir courb® lui jetait une image claire. Il a 

finalement trouv® sa v®ritable apparence, et avec lui le pas, et avec lui l'©me è (ibidem: p. 281). Chez la 

femme, les plaisirs de la vie s'unissent, se m®tamorphosent ¨ travers le sang menstruel et incarnent les 

tentations de la terre, du sexe, du d®mon. Manuela affiche sa sensibilit® en se regardant dans le miroir, 

comme Lilia, Bianca Porporata : çé Manuela avait le culte du beau st®rile; ¨ la beaut® comme ¨ 

l'amour, qui consomme en soi toute sa substance et ne fructifie que par son existenceè. 

 Elle aspire ¨ l'homme id®al, ador® des femmes. En fusionnant avec lui, ils deviennent aussi 

des donjuans qui subjuguent leurs hommes. Un exemple est Nina du Fianc®, qui devient Mika-L®. Elle 

sait diriger un homme, contrairement ¨ sa sîur Ana, qui s'oppose ¨ devenir la ma´tresse de son oncle. 

C'est un personnage monstrueux, une sorte de Coca-Aim®e, ¨ ç un stade o½ Hortensia a un d®go¾t 

retenu è (Ciobanu, V., 1965: p. 216). 

 L'univers des personnages de fleurs du mal se conjugue sur la toile de r®ticence de 

l'araign®e. Des femmes avec un instinct ®rotique et des passions amoureuses sont engag®es. Ces ©mes 

d®sordonn®es sont peintes en d®tail et prennent la forme de statues. Les contours antith®tiques mettent 

en ®vidence l'opposition entre le statut de sphinx f®minin et le statut de bont®. Les h®roµnes essaient de 

s'®lever au-dessus de leur propre vanit®, ç pour cultiver les qualit®s sup®rieures de soi è (Petrescu, L., 

1979: p. 85). Il se r®jouit entre frivolit® et puret®. Ils voient une attitude ambivalente, leur ©me se d®bat 

et se bat dans l'obscurit® comme çla chauve-souris aveugle, pour na´tre, pour s'arracher ¨ la non-

existence de la virtualit®, pour se faire jour è (ibidem: p.117). 

 La prose d'Hortensia Papadat-Bengescu m°le, aux innovations psychologisantes, la 

m®tonymie de l'®ros ¨ travers la dichotomie de la femme sensible et de la perverse. Ce carrousel 

comprend des femmes qui vivent des robinsonades ou des donchijotismes (Robert Marth®) de l'®ros 

polytropique : de la femme naµve, gracieuse, chaste, ¨ la femme courtoise, perverse, ç d®sordonn®e è, 

aphrodisiaque, d®m®trique, poss®d®e de sensations. Unweaving, comme forme de r®ticence ®rotique, 

compose dans une symphonie les effusions de la sexualit® des femmes qui p¯chent. C'est une 

m®taphore pour lib®rer les femmes des sch®mas de l'®poque. Par l'effilochage, la femme se lib¯re, vit 

ses exp®riences de plaisir sexuel de mani¯re sensible et charnelle. Dans ce jeu de d®m°lage sont 

attrap®s Manuela, Bianca, Lilia, qui deviennent des anticipatrices pour les personnages Buna Lina, 



 

70 

 

Mika-L®, Nina. En tant que m®taphore, cela signifie la toile de Penelope en attente d'°tre refaite. Ici, en 

se d®faisant, la route de l'eros n'est plus restaur®e, mais elle constitue une ambivalence d'eros ¨ travers 

laquelle se dessinent les formes r®siduelles de l'amour. Ces vierges deviennent celles qui succombent 

aux matrices des valences des sph¯res de l'amour et fusionnent le monde des id®es avec celui des 

sentiments. Comme les id®es de Platon et des vierges perverses du prose, ils convertissent le monde 

mat®riel en un monde charnel, un monde de p®ch®, de vice. Le p®ch® provoque une lib®ration de 

l'esprit des contraintes du monde, il devient ç une exploration des possibilit®s, une connaissance d'un 

visage accessible uniquement ¨ une connaissance d®miurgique è (ibidem, p. 143). 

 Le renversement ®rotique, comme hypostase du p®ch®, r®appara´t dans le Concerto de Bach. 

Ada Razu a une passion violente pour LicŁ ç cô®tait un amour en suspens, en cachette, un amour des 

laquais dans les coins, ce qu'Ada aimait, mais la d®plaisait aussi et la guidait vers le d®sir d'une libert® 

plus favorable è (Hortensia Papadat-Bengescu, 1986: p. 196). Elle ne lib¯re pas l'homme de la tutelle 

de l'amour charnel pour se former comme une unit®. 

  Coca-Aim®e, la vaniteuse petite porcelaine, aux instincts flous, entre dans un monde de 

luxe, un monde de tromperie. Elle est coopt®e par les sîurs Persu pour vicier son corps vierge. Je 

l'introduis dans la soci®t® qui pratique les plaisirs charnels. Contrainte par le groupe, elle doit pratiquer 

le lesbianisme. Elle se sp®cialise dans les hommes ¨ la virilit® pl®b®ienne. Elle est conqu®rant en raison 

du manque de virginit® physique, en composant un trait® sur la pathologie ®rotique (Constantinescu, P., 

1977: p.77). Elle a l'art de la s®duction, il ®labore le meilleur plan pour pi®ger Walter, celui encapsul® 

dans la virilit®. Comme le serpent qui s'enroule autour de l'arbre, Coca-Aim®e ondule ses m®canismes 

de s®duction autour du m®decin qui poss¯de tout un sanatorium. 

 Le sanatorium, v®ritable Cit® vivante des tribulations et perversit®s sexuelles, rassemble les 

principaux modes de manifestation de l'°tre humain : la folie, la r°verie et l'®ros. La Cit® vivante r®unit 

les femmes passionn®es, qui dans leur d®lire ressentent les sensations candides. Je sens le sang et les 

d®sirs ®rotiques difficiles ¨ calmer couler dans mon sang. La Cit® vivante, compos®e de poly®driques, 

devient le salon dans lequel nous pouvons entrer comme dans un palais de miroirs, o½ l'on nous 

pr®sente l'odyss®e des femmes modernes. On d®couvre une infinit® de visages d'h®roµnes qui montrent 

des affinit®s d'amour. 

 Le f®minin est suivi dans son immense espace s®mantique, de la prostitu®e ¨ la candidate. 

C'est le point de th®matisation et d'articulation du discours sur l'®rotisme dans son int®gralit® : çsans 

muliers fascinans et sans l'homme qui vit et est enlev® par la f®minit®, l'®rotique n'existe pasè (Beck, 

2013: p. 10-11). Par Lenora, l'®crivain en prose institue l'®ros charnel. Son attrait provenait de sa beaut® 

impressionnante : ç Elle avait des mains blanches et velout®es è, çsa poup®e blonde, poup®e de 

Nuremberg, avec une petite bouche rouge, des joues en porcelaine rose, de grands yeux bleus, des yeux 

en verre clair. Elle ®tait d'une f®minit® extr°me, elle ®tait une femme d'alc¹ve, une ®pouse aimante 

d®sint®ress®e par ses enfants. Poss®dant une virilit® des hommes confus, elle avait un pouvoir 

hypnotique sur eux. Mizileanca, fascin®e par sa coquetterie, lui imposa un statut particulier : ç cette 

Lenora charnue dont le corps de sentiments primitifs, incontr¹l®e par sa petite intelligence, se tordait si 

fortement sa cr®ature è (Papadat-Bengescu, Hortensia, op.cit.: p. 70). ê travers son corps, elle ressent 

tout le plaisir de l'amour, comme si elle ®tait poss®d®e par cet avion. L'impudeur amoureuse de Lenora 

est surmont®e par l'attitude froide du Dr Walter. Pour Walter, Lenora ressentira encore une fois le 

retour de la f®minit® d'un autre temps, lorsque sa maladie s'aggrava. 

 L'auteur cr®e un trait® d'®rotologie faisant r®f®rence, ¨ la fois, aux femmes poss®d®es par les 

sensations et les plaisirs ®rotiques et ¨ celles expos®es par le sensualisme, le vice, le charnel, ce courant 

de conscience. Elle r®v¯le leurs ®tats ®rotiques, pris dans des formes de r®ticence. La relation ®ros-sexe 
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a un caract¯re ouvert, la femme d®complex®e et d®pouill®e de la conscience collective est libertin®e. 

Elle n'est plus g°n®e, mais se r®v¯le ¨ l'extase. Elle est aim®e des hommes imaginaires, tels que la 

vague, l'eau, le sable. L'®crivain prose innove en introduisant cette nouvelle f®minit®, cr®ant une 

nouvelle id®ologie f®minine. Hortensia Papadat-Bengescu part du v®ritable substrat de l'amour et de 

ses racines capricieuses, qui est la physiologie elle-m°me (Constantinescu, P., op.cit: p. 79). L'homme 

la veut charnelle, sexuelle, son sexe est avidement nourri par le sexe masculin. 

 Le pervers naµf, la courtisane, Sephora ®merge, dont çla voix fine est le nîud coulant de la 

sir¯ne, faite pour sonner comme un signal, siffler comme un serpent, pour ne pas br¾ler pour apaiser, 

mince comme les longs cheveux qui s'enchev°trent d'un cîur è (Hortensia, 1972: p.67). Le personnage 

conventionnel, Sephora, repr®sente une symbolisation de l'instinct de vie, d'un type de f®minit®. La 

sensualit® est stimul®e par les ar¹mes, vibrante de volupt®. Des personnages tels que : Lenora, Coca-

Aim®e, Salema, Ada Razu, Mika-L®, Madona, Nory, Sia, Nina deviennent ç les exposants d'une 

f®minit® extraite, r®prim®e par l'absence de censure ou par une infirmit® in®vitable è (Vancea, V., 

1980: p. 152). 

 Salema, la nymphomane et amateur de plaisir, ach¯te Walter et en fait son esclave. Elle 

avait pay® cher l'amour du jeune Walter. Walter devient la victime de la femme. Ainsi que Farine 

ach¯te le prince MaxenἪiu. Nous avons affaire ¨ des substituts de l'amour. Ce n'est pas un hasard si 

l'auteur de la prose sonde ces exp®riences de sublimation d'®ros. Mika-L®, "le moustique", "la petite 

punaise", "la sauterelle", "la poup®e ®gyptienne", la "poup®e f®lahina", la courtisane, attrape l'homme 

dans le nîud coulant de la passion, offre tout pour se tordre la t°te. Elle attrape Greg, MaxenἪiu, LicŁ 

dans le jeu passionn®. Le possesseur de certaines strat®gies dans le domaine de la perversion et du vice 

charnel s'interpose entre Maxence et sa sîur Elena, l'incluant dans le chîur des perversit®s. 

 Son d®m°lage est encore petit. C'est un enfant du p®ch®, une erreur de la belle Lenora, avec 

des talents d'incestueux et de vagabondage. Explorez avec une magnifique acuit® les phases d'®ros qui 

prennent des formes de r®ticence : l'®ros pervers. Elle a une liaison amoureuse avec le neveu de 

l'®v°que ¨ la retraite, un gar­on d'environ 15 ans. Elle tente de s®duire LicŁ, devenant la rivale de sa 

sîur Coca-Aim®e. Elle se souvient m°me de la courtisane et prostitu®e de Zola: Nana. La victime des 

fatalit®s de la soci®t® et du droit de l'h®ritage. Un personnage qui fascine par son empreinte amorale. 

Elle s®duit ¨ l'humiliation, ¨ travers son miroir elle se r®jouit des flirts. £lev®e au rang de haute 

courtisane par son statut de prostitu®e, Mika-L® comme Nana est repr®sentative de ces demi-mondes. 

Nana est la Femme, vue dans l'hypostase de son animalit® f®minine. Elle repr®sente l'objet de d®sir 

autour duquel grouillent les hommes. Symbole d'une soci®t® malade et pauvre, avec ses frustrations. 

Comme Nana, elle vit une maternit® rat®e. Elle ne sait pas et ne peut pas devenir m¯re, alors elle perd 

la grossesse, ®galement n®e d'une grossesse non d®sir®e. L'Hortensia le d®crit comme un ferment de 

destruction, provenant de la classe inf®rieure inject®e de vices. Une ®trange figure, Mika-L®, r®jouit les 

cercles de l'Enfer du Vice, gardant son identit® d'ombres et de lumi¯res. C'est le symbole de toute une 

soci®t® et d'un certain type de vie - d®crit. Ses victimes sont des hommes faibles, ancr®s sous les 

projecteurs des perversions. Elle ®pousera LicŁ. 

Au cîur de la fusion des viandes, ç aucun miroir ne donne une image vraie, aucun des partenaires de 

l'autre, n'®voque aucune androgynie ni le mirage d'une compl®mentarit® que les amoureux ont au moins 

esquiss®e au passage è (Bruckner, P., Finkielkrant, A., 1995: p. 207). 

 Ces personnages f®minins - dont le principe est la r®ticence - semblent vivre dans un ç 

sanatorium ®rotique è, d®sapprouvant ¨ la fois les femmes qui s'oublient dans les filets du plaisir et les 

hommes caract®ris®s par la brutalit® et l'®goµsme ®rotique. Rim menant une double vie est un ç 

jouisseur refoul® et ®goµste è (Ciobanu, V., 1965: p. 172), un esprit g®om®trique pauvre et 
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hypocondriaque. Elle lisait Don Juan, projetant de s®duire Sia, m°me si laide s'®tait abandonn®e. Il 

faisait une th®orie insidieuse de l'amour physique. Il y a des repr®sentations d'une qualit® humaine, 

celle de vivre en esprit et en affectivit® : Manuela, Adriana, Bianca Porporata se regardent comme dans 

un miroir, ¨ la recherche de v®rit®s au plus profond de l'©me. Manuela, outre le culte de la beaut® 

st®rile, avait aussi le culte de l'amour, ç dans lequel elle consomme toute sa substance et ne fructifie 

que par son existence è (Cristescu, Maria-Luiza, 1976: p. 32). 

Sur la toile ®rotologique, les personnages tissent leurs amours m®tamorphos®es en bovarismes et 

pathologies. La forteresse vivante - m®taphore de la r®ticence - rassemble sans r®ticence des demi-

mondains de la cat®gorie des fameuses Demi-vierges de Marcel Prevost (Ciopraga, C., 1972: p. LIX). 

Nina et Ana sont deux hypostases d'amour, l'une ®tablissant l'amour pervers, l'autre payant de la vie le 

moment de la joie tardive. La d®couverte de l'amour donne ¨ Ana une impulsion n®gative qui est 

devenue une obsession "pour Nina de dispara´tre d'eux". Les femmes n'ont pas de visage, elles n'ont 

pas d'existence, on ne sait pas d'o½ elles viennent et o½ elles vont. Le d®fil® des ç ann®es folles è dans 

cette m®tropole, enregistr® par deux embl¯mes, m®taphores de la r®ticence ®rotique : la vierge en 

d®sordre et le b©tard. Toutes les vicissitudes s'enroulent autour d'eux, les ©mes souill®es se sont 

enr¹l®es dans la mystification de l'ego, composant un funambule (Doina Modola, 1986 p. 501). 

 Par la technique du ç regard poly®drique è (Barbu, Marian, 1990: p. XIII), l'®crivain en 

prose capte le voyage aventureux vers la fondation de l'©me ¨ travers la technique pointilliste (Alb®r¯s, 

R.-M., 1968: p. 18), la transcription subtile de l'intimit® humaine, de conscience, int®riorit® (ibidem: p. 

23). On assiste ®galement ¨ la d®sint®gration de la femme, qui devient un maniaque ®rotique. Un 

exemple est Aneta Pascu, une sorte de ç Costel f®minin è (Valeriu Ciobanu, 1965: p. 218), qui court 

apr¯s un fianc®, tombe d'un tramway et perd connaissance. D®finie par les attributs : menteuse, 

imb®cile, pr®tentieuse, ingrate, elle devient un personnage monstrueux en contradiction avec sa manie 

®rotique. Le look aux multiples facettes met ¨ la loupe un autre personnage, la femme homme, sans 

f®minit®, Nory. Elle a de l®g¯res distractions ®rotiques ç ce qui l'a attir®e vers Madonna, dans le pass®, 

c'®tait sa f®minit® tourment®e et contradictoire è. Elle avait ®t® une jeune fille, joueuse, volontaire avec 

un esprit d'ind®pendance. Elle semble avoir ®t® amoureuse de son p¯re et elle d®testait sa m¯re. Sa 

sîur, Dia, a exerc® une sorte de fascination sur elle. Il la consid®rait comme ç ®nigmatique, sphinx ... 

pour Nory sa sîur ®tait et avait ®t® une ®nigme, avec tout le prestige et le charme des ®nigmes è 

(Papadat-Bengescu, Hortensia, op.cit.: P. 33). Dia devient pour Nory une sorte de curiosit® maladive 

pour la vie sexuelle, il cherche ¨ la divertir avec un amour l®gal, apr¯s avoir perdu son fianc®. Il essaie 

de d®couvrir le myst¯re de ç lô®trange fa­on de Dieu de supporter la douleur et le deuil è. Elle devient 

un °tre compliqu® pour Nory, c'est une sorte d'®nigme qu'il a voulu d®m°ler : ç Alors Dia ®tait un °tre 

compliqu® et chaque geste n®cessitait une interpr®tation, chaque mot avait un sens cach®. Pourquoi Dia 

n'a-t-elle montr® aucun des sentiments naturels ? (ibidem: p. 33). Elle est obs®d®e par les secrets de sa 

sîur, elle est f®rocement ®goµste, elle est une ç grossi¯re neurasth®nique è (Ciobanu, Valeriu, op.cit.: 

P. 225). Cette forteresse vivante comprend donc aussi des femmes r®prim®es ®rotiquement, glaciales, 

maniaques. 
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RETICENCE AND MYSTIC EXALTATION IN LUCIAN BLAGAôS 

DRAMATURGY 
 

Elena Marilena NŀSTASE (MIHAIL)* 

 

Abstract: The present study briefly illustrates the transition from the imagery disputed by the literary critics 

of the first Blagaôs poetry volumes to the metaphysical dimension, unspoken, which continued also in his 

dramaturgy. The conflict between the significant and the signified can be also noticed in the use of ñthe 

reticenceò, while deciphering the literary texts. In this regard, ñthe reticenceò does not have only the 

characteristics of a figure of construction and thinking, but also the capacity to emphasize the message of the 

modern discourse through ñsilenceò, ñinferenceò, ñnon-expressionò ï pragmatic concepts. Therefore, the 

philosopher, doubled by the poet is capable of transforming any empty and abstract concept into a vision idea. As 

a consequent, our research develops the path initiated by Blagaôs poetry with reference to the non-word, a concept 

which can be also found in his dramaturgy. This is not the opposite of silence, on the contrary, together they 

denote the hidden tension of the human being which can be found in the relation with the names of things (·noma) 

and their being (·n). 

  Keywords: Daimonion, Zamolxe, myth. 

 

The dramatic work conceived by Lucian Blaga renewed the Romanian interwar theatre, 

shifting the emphasis from outlining the facts to the ideational drama, perceived, for example, in the 

work Master Manole, as a struggle of the conscious with the irrational. This tendency of 

spiritualization as in Claudel in the French literature or Werfel in the German literature, whose plays 

culminate with moments of ecstatic lifting of the characters into spiritual elevation, was also noticed by 

the Romanian writer (Blaga, 1938: 136,137). The poetic expression provides the dramatic one with the 

inner side of the conflict, preserving the primordial model and the characters filled with daimonic 

energy (MihŁilescu, 1984: 15). In addition to the poetsô status of mesotes (Platon), there are other 

features of the new theatre: the tendency to essentialize the human structure, as well as the 

transformation of actions into conflicts of ideas, with a visionary end. Thus, the main theme of Blagaôs 

poetry and dramaturgy is revealed: the ontological meaning of the relations with oneself, with the 

universe, with the Divinity, not through a philosophical debate about them, but in mystery and for 

revelation. The reticence of the original experience of the real, emptied of vital essence, will be 

compensated using myths, symbols and metaphorical structures. In fact, the theatre of ideas identifies 

with the poetic and philosophical theatre. Goetheôs influence on Blagaôs creation is relevant regarding 

the aspiration towards solarity and the assimilation of contraries. Expressionism finds its inspiration 

and even uses romantic elements: the nostalgia of purity rendered by the myth of the androgynous, the 

abyssal areas, being well-known Goetheôs decisive role in the Romantic Movement Sturm und Drang. 

Going beyond the European synchronism, Blagaôs dramaturgy has as main sources of inspiration both 

the Romanian folklore (organizing, in cult forms, myths and local legends) and updated Christian 

motifs, along with historical ones, all included in a universal perspective. Thus, Blagaôs expressionism 

is essentially classical, precisely through its folkloric side, as E. Todoran notices (Todoran, 1967: 11). 
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Manôs relationship with the transcendent pervades the authorôs lyrical work while in his theatre there is 

the drama of the creator caught between transcendence and tragic fall. According to Dan C. 

MihŁilescu, optional tragedy, seen as a result of the conflict state, will be transferred to the dramatic 

situations. (MihŁilescu, 1985: 47). As stated by the literary critic, we can talk about the tragedy of the 

luciferic knowledge ï ñTo put a problem within the range of Luciferic knowledge means to determine 

the Luciferic crisis in the object, namely to open a mysteryò. (TŁnŁsescu, 1975: 84). The author restores 

the sacred power of words and the consciousness of the celebration delimited by everyday life by 

reiterating the great cosmic game on earth. In this regard, we can justify the idea according to which 

ñAny mythical system relies on an ontology, of idealistic type, whose supporting pillar is the sacred.ò 

(Angelescu, 1999: 25). The myth of Orpheus emerges from Blagaôs entire work, his songs inducing the 

same revelation as in the case of Jesus when he uses the Divine Verb. (B©rsilŁ, 2014: 21). Another 

approach of the writer Mircea Barsila brings Orpheus closer to Shiva. Thus, we can notice the 

purifying purpose of the suffering of both characters. Although he loses Saki, the hero discovers the 

relationship between eternity and ephemeral. (B©rsilŁ, 1995: 22). Eugen Lovinescu notices the original 

structure of Blagaôs theatre influenced by expressionism, through the fact that he relates the artist to the 

cosmic, the unlimited and the irrational, by its vitalism, by internalizing feelings and by rejecting the 

individual in favour of the symbol (his characters embodying concepts, ideas, elements). Along with 

the expressionist aesthetics, Lucian Blaga rediscovers mythology and magical practices (Zamolxis ï 

1921, Master Manole ï 1927, Noahôs Ark ï 1944), medieval mysteries in the Byzantine-Christian 

tradition (Childrenôs Crusade ï 1929, Whirling Waters ï 1923), human personalities projected in the 

fabulous world of the folklore (Avram Iancu-1934, Anton Pann-1945), and feelings of the 

subconscious transformed in universal symbols (Daria-1925, Fapta, Ivanca). The myth certainly 

remains a linking factor between present and past through its capacity to restore situations in the 

history of humankind. Thus, we can notice the synchronism of the archaic world in which man finds 

himself in the surrounding things (Dorfles, 1975:32). Myth and metaphor, conscious and unconscious 

combine so to preserve the vitality of the reality. 

Written between 1920 and 1921, the play Zamolxis outlines the influence of the German 

expressionism by exploring the abyssal and the original, by the archetypal features of the individual 

and collective imaginary (respectively of the non-Latin background). The Pagan Mystery, Zamolxis 

evokes the conflict between the classical polytheism, spread by the Priest - Magician, and the 

pantheism preached by Zamolxis. The Great Blind, The God Pan in the Prophetôs Steps are deities who 

precede the Great Anonymous. In line with the philosophy of Nietzsche and Klages, Blaga believes 

Divinity is instinctual. To re-establish the connection between it and man, in the beginning Zamolxis 

manifests himself through elements (ñThere was a time when I howled. I wanted to raise even the 

mountains in mutiny against you, and I called to them: tumble down your skies, madness and watersò). 

We should remember that the elemental aspiration brings together primordial cosmic principles, which 

can be found throughout Blagaôs work. In this play, the Dacian people, a collective character, 

resemble the earth (the rocks), the water (the spring), the fire (the lightning) (Gorcea, 1995: 43). Then 

the protagonist appears in the form of an Orphic prophet. In this regard, Orpheus reflects the original 

world of essences, the archaic identity between thinking (logos), truth (aletheia), and existence. 

(Dumitriu, 1986: 596). As long as it remains in the space of the indivisible, of the sensitive world, he is 

connected with the Muses, namely with the memory. In Hell, Orpheus was a being made of two 

individuals, a Janus Bifrons. Nevertheless, his doubt about Eurydice brings him closer to the water of 

oblivion, to the Lethe, moving away from the truth. Equally, the hero in Blagaôs play seeks 

individuality, non-differentiation. Expelled from the fortress, Zamolxis locks himself into a cave, 
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identifying himself with the God Pan. The Hunchback is the only character who recognizes him, as, in 

his turn, the latter also harmonizes himself with the rhythms of nature. Rejecting its balance, modern 

man eliminates the anthropocosmic consciousness. This is Blagaôs warning, supported also by Vasile 

Tonoiu ï the real is a receptacle of magical, religious forces, reproducing primordial acts. The archaic 

man feels the need to relive the entity, to periodically repeat the cosmogony and to equate human 

experiences with the elements and moments of the cosmic life. (Tonoiu, 1989: 150). One way is the rite, 

by recalling the myth into the present, facilitating the lived transcendence. (Gusdorf, 1996: 23) 

The persecution of the prophet of a new religion was a literary theme exploited by Euripide, 

Holderlin or Nietzsche. In the Bacchantes, Euripides outlined the confrontation between the classical 

polytheistic religion, whose priest-king was Pentheus, and the orgiastic religion preached by Dionysus. 

Blaga will identify with these prophets through the demonic spark of his creation. The spontaneous, 

Dionysian experience in the Poems of Light is now viewed with detachment, revealing rebellion. 

Mircea Muthu points out that in the southeastern background, the demiurge sends to an ethnical 

constant of the Ancient Romanian ï Sadoveanu or Voiculescuôs magician descends directly from 

Zamolxis, invested with paradigmatic value. In Blagaôs poems, Pan becomes a prophet or a magician, 

similar to the classical type, as well as the man-wolf or Berevoi, Vasile Voiculescuôs character, who 

are placed in the same category, of great initiates. All these figures appear at the transition from the 

pastoral to the agrarian age, when manôs magical connection with the animal is broken and the 

legendary semi-anthropomorphic ancestor replaces the animal totem. (Muthu, 1986: 18,19). 

If in the ancient theatre, the tragedy was determined by forces external to man, in the drama of 

expressionist origin, it becomes internal, being triggered by the dilemma of the human consciousness. 

In this respect, the creator conflicts with moral laws and Christian principles, which he breaks. There is 

no ethical justification of the human sacrifice; the justification is aesthetic, the protagonist hesitating 

between life and creation. Atonement through death is the only solution to the conflict. What the poetic 

theatre of ideas tries, what Blagaôs dramaturgy implicitly tries, is precisely the return of the dramatic 

to the original, to the power of the word, felt as sacred energy and to sum-situations which connect the 

human to the essential dimensions. The conflict will mainly follow those parts of the human that keep 

the primordial pattern, the characters will be laden with essential, daimonic energy, the situations will 

gravitate around The Limit. (MihŁilescu, 1985: 74). Nevertheless, Blagaôs hero, Zamolxis, withstands 

the daimonic side through the energy-releasing zeal under the aegis of the human. The demonic 

conception is Goethean, revealing itself as a balancing force. The demonic nature, composed of many 

opposites, gives complexity to the characters. In order to find a solution to the daimonic crisis of the 

self, Blaga will transfer it to divine level. Thus, I attributed to The Great Anonymous, also through an 

intervention of the mythical thinking, both divine categories and demonic features. He generates the 

divine differentials (the man and the world) after an inner crisis and a need for self-preservation. The 

world and the man arise not because of a natural primordial intention, but as products of stalemate. 

For the first and the most natural of the possibilities of the Great Anonymous, which has infinite 

possibilities to generate, is to prevent, to hinder infinite theogony, which might lead to a 

decentralization of existence in general. (Blaga, 1977: 212) 

Blagaôs well-known play, Master Manole, explores hidden dramatic outbursts of the ballad 

ñThe Arges Monasteryò, but the storyline is partially followed. First, there are differences in terms of 

onomastics, Negru-VodŁ being replaced by VodŁ. Furthermore, Master Manole signifies both the 

mythical hero, the admirable founder through dedication and sacrifice, and the tragic hero. The 

recipients of the architectural work will be the ones to feel the joy of contemplation, while the creator 
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will feel the sadness, as in the expressionist drama where only the protagonist matters, all the other 

characters being his projections.    

The above-mentioned drama is based on expressionist elements, with a certain aesthetic value. 

The protagonist fights with elemental forces, realizing that the church is a cosmic symbol. He would be 

a projection of the sacred into the profane. The cosmic element, constituted by the building process, is 

explained by the divine power. As well as Eminescuôs romantic heroes, the protagonist wants to be a 

constituent part of the universal spirit, of the Great All. Understanding the mysteries of the world, his 

mind borrows from the creationist attributes of the Great Anonymous theorized by Blaga. In the end, 

detaching himself from the sacred script, he will return to the profane world, tired of a superhuman 

effort. He represents the irrational forces, another Gilgamesh, eager to reach the new. His inner conflict 

reveals two opposite forces: The Good and the Evil. Lucian Blaga resumes the idea from the poem Pax 

magna, according to which the Devil and the Divinity have always been united, each of them 

accomplishing the divine plan of continuous transformation of the Matter. The masterôs passion 

corresponds to the energetic vitality of other characters, such as Zalmoxis and the daimons. Some 

people assimilate them with the demons of the Earth, and others to the warrior angels. Another 

apocalyptic character is GŁman. Dominated by hidden powers, he perceives the powers from the other 

world, being another Pan. From the stage directions we find out that he ñgrimly moans and gnashes U-

u-u-u!vrrr! Save nas nr sei ceas! Its powers are unbaptized and nameless, as they do not belong to the 

ordinary world. The primary duality is sustained by its force. Powers of the depth, they do not keep 

away from the cross, they even respond with hatred to this symbol. The church is built by uncreated 

energies, although they come from a space before the worlds. The four elements, symbolized by the 

typically expressionist characters, remind us of Eminescuôs lyrics from the poem The Ghosts (Strigoii). 

The mythical structure of the work rebuilds the image of the Fates (Moirae). Manole notices the burden 

of the churches which the Earth humbly bears everywhere. The country is laden with holy places. 

Wooden or stone, they stand still as the Big Dipper above the storm. For my miracle alone, there is not 

enough lime to bind it and any stone untouched by curse to support it under the heavens. Where is the 

stone that will not shake, and where is the Great Builder? By praising Him through my earthly making, 

have I strayed too far from Him? We live in ignorance and everything happens the same way... The 

main character bears a tragic guilt, having to choose between abandoning his work, becoming a 

commoner or sacrificing somebody to finish the monastery. His intense turmoil comes from this 

dilemma. Mira will sacrifice herself to give eternity to the creation. She will substitute herself for the 

architectonic body of the church, reiterating the myth of the sacrifice for creation. At the end of the 

construction, Manole is accused by the boyars and the monks that he built the first place of Antichrist. 

Yet, he immortalized himself through this sacrifice. Monk Bogumil is timeless, coming from beyond 

time, to demonstrate that beyond God and Devil, there is also The Great Anonymous.   

A drama in six scenes, Whirling Waters, written in 1923, continues the expressionist, 

archetypal theatre. The playwright illustrates the introduction of the Reformation to the Romanians 

from Transylvania as well, being interested in the collective imaginary. Now, the characters are ideas 

through which Catholicism, Reformation, Orthodoxy and Pantheism are confronted. The title 

anticipates Popaôs inner storm determined by Nona, a daimon of nature shaken by the bells of the 

church. Setting fire to the place of worship, burning Nona, destroying the statue signify setting free 

from the barren intellectualism as well as the founding sacrifice. If Nona is the unconscious, Dionysian 

force, the Old Man reveals the identity of the sacred energy with the entire nature. His death is similar 

to a fusion with Jesus the Earth. The poem Earth - Daughter Dances illustrates the euphoric wandering 

of a maenad whose personality was taken over by the chthonic god of nature Through your mornings I 
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laugh, / old sun, new sun / Birds on fire struggle through the air / Who calls me, who drives me away? 

A-la -la! E-la -la!    Thus, we can notice the ritualic cries by which Dionysos-Iacchos is invoked at 

Eleusis. This daughter of the Earth sings the death and the resurrection of the vital principle, descended 

into Hades and returned like an ñold sun, new sunò. 

The Childrenôs Crusade transposes a historical reality into an eschatological myth, illustrating 

the conflict between the Catholic and the Orthodox perspective on salvation. This is where the dramatic 

tension of Blagaôs work comes from, the childôs good soul, burdened by the unfulfilled oath, will 

slowly destroy the body that prevents the act of faith to be done, and when his mother allows him to go 

to Jerusalem, the miracle happens, but the child dies. Released from his body, his soul ascends to the 

true Jerusalem, the one beyond the world, the ultimate goal of his real creation, the definite hypostasis 

of his great soul, hindered in his earthly renewal by the idolatry of the Earth and the vanity of glory. 

(Papilian, 1938: 123,126). The image is relevant, reminding us of Night of December, by Macedonski. 

The Ameer becomes the victim of his own ideal ï the rediscovery of original perfection. Converting 

the salvation from sins into the salvation from guilt is the result of poetic living of the eschatological 

myth of Christian origin in The Childrenôs Crusade, according to the modern spirit of the tragedy. 

(Todoran, 1985: 142) 

The drama Avram Iancu reveals the belief according to which the human soul is embodied in 

a bird the first days after death. Blaga himself recalls the existence of a custom of placing a pillar, 

instead of a cross, on the grave of a man, and putting on its top a wooden bird, a soul bird. Starting 

from the totemic role of protecting the dead against evil spirits, the drama reiterates the motif of the 

bird in which the mythical hero returns (Breazu, 1935: 20). Iancu is another Pan and another Zalmoxis 

born from the folklore. The bird which ñis trying to become human will maintain the signification of a 

myth, identifying itself with Br©ncuἨiôs magic bird. Blaga had dedicated the poem The Holy Bird in 

Praise of Sleep to the famous sculptor: Are you a bird? Or a bell carried through the world? / We 

could call you a being, an earless grail / a golden song circling / above our fright of dead mysteries / 

Lingering in darkness as in fairy tales / with a would-be wind-flute you play to those who drink their 

sleep/ from dark subterranean poppies.  

Avram Iancu - Janus with the ambivalent energy is also placed on the same trajectory of 

daimonion. Springing from the metaphysical, (God escaped from Himself) the demonic manifests itself 

in history (turbulent times). His tools are especially people of great character (Blaga, 1977: 45). Blaga 

will differentiate in this work the magic demonism from the creative one, his hero becoming complete 

through self-sacrifice, like Manole. 

 The play Anton Pann, written in 1945, brings in the fore the mythical wisdom through the 

voice of Anton Pann. The erotic drama refers to the love for people, as we only know what we love. If 

for Anton Pann the lyrics gave the idea of frivolity, in Blagaôs case they become a cosmic force 

represented by the marvellous seed. The big mistake is to identify with the poetôs destiny, of the 

popular rhapsodist, eager to feel the wonder, finding in himself the creative force - Friends, you who 

stand by me, / warm your clay with wine, / lay your eyes over things. / We are only song bearers / 

under the black land of the forces, / we are only song bearers / behind closed doors, / but our 

daughters will give birth to God / here where loneliness is killing us today.  

We can notice that the expressionist theatre shifted its space in the unconsciuos, actually 

materializing repressed desires in the shape of some illogical characters and actions. In this way, The 

Deed and Daria have a psychological, Freudian origin. In Daria (1925) the Oedipal complex is 

manifested by the fact that the heroineôs son commits suicide after she had forced him to take a letter to 

the man who she wanted to run away with. Dariaôs attitude towards the one who saves her denotes the 
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joy of living, not an instinctual outburst - I feel the need to give you a different name. I feel like calling 

you ï heavens!, depth! This is the meeting point of psychoanalytic theatre, in accordance with the new 

style of expressionism, with the fundamental topic of Blagaôs poetry ï the ecstasy of the soul in Luciferic 

knowledge, its growth from the spirit of the Earth in a great passage on the endless dimension of 

heaven, which makes the whole universe a rushing projection of the poetôs nature (Todoran, 1985: 46). 

On the other side, The Deed surprises the reader with the main characterôs archei that determines him to 

commit murderous acts and which he carries in his atavistic blood. The hero escapes his predisposition 

to murder by unleashing himself, committing the simulacrum of the murderous gesture 

(CrohmŁlniceanu, 2003: 144). 

Although it has been said that the mentioned plays give up the myth, they fall within the 

dramatic myth of the writer, in the myth of the other realm. We can notice here the cosmic unconscious 

looked into by the abyssal noology (Blaga, 1969 :20) 

Noahôs biblical myth reflects the projection of the traditional village in a mythical time. The 

structure of Noahôs ark becomes a metaphor that explains the fact that the man, pervaded by the thrill 

of revelation, fulfills a human ideal when in his revelation we can recognize the man.. (Todoran, 1985: 

64).  

The myth of the flood is connected to the original, cosmogonic myths, since the immersion of 

the Earth in water, its destruction by fire, followed by regeneration, signifies the regression to chaos. 

There is the same confrontation between Divinity and Devil, in a folk form ï the Old Man and the Evil 

(Nef©rtatul). In fact, it is a heretical dispute, acknowledging Godôs weakness and the fact that the evil 

must be sought at the time of Genesis. Doesnôt it seem to you ï Good - Old Man, that the beings 

divided in two, man and woman, came out of a wrong thought from the very beginning? For the new 

world whose building you are pursuing, it might be wise to rectify the flaw and to start using other 

sources as well! Noah, the chosen one, together with Ana, restore the image of the original couple We 

are chosen, you and I, and our two of us, to be the beginning of a new mankind! Like Adam and Eve! 

The characteristics of Blagaôs plays can be identified with Adriano Tilgherôs ideas, according to which: 

...expressionist drama calls the man to that Ur-erlebniss (primitive experience) oh his... . Mysticism 

without God, always in search of God. Non-religious religiosity...Expressionist drama develops in non-

psychological times and places, in the field of pure ideas... Not characters, but souls in the storm and 

eruption... Expressionist drama achieves, after half a century, the Dionysian tragedy foreseen by 

Nietzsche ï the unleashing of the primordial forces of the being, the representation on stage of the 

mystery of man and life. (Tilgher, 1926:91)  

At the end of the current study, we reiterate the special merit of Lucian Blaga, that of 

surpassing the imagery of the first volumes through the overall vision of the reality of metaphysical 

level, which he tends to restore and the analysis of the ñlightò, a metaphor with multiple meanings, we 

might add here, the game of its shades, does not mean fragmentizing the self and the reality, but 

putting on stage a reality originally, mythically lived (Doinaѽ, 1975: 271) 
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BASES OF THE RELATIONSHIP BETWEEN THE MYTH ITSELF AND THE 

LITERARY MYTH  

 
Victoria Norma PETRE* 

 

 
Abstract: The myth narrates a sacred event, a primordial event, a fabulous story about the origins of the 

universe or about something that happened for real. The myth always refers to a creation by narrating how a thing 

came into being and was transmitted from one age to the next. The characters of the myth are gods, fantastic 

beings, timeless heroes, immortals and not human beings. The literature takes from mythology themes and 

symbols, ideas, images, the possibility of creative expressions and fee thinking. In the literary myths the writers 

assume various liberties related to ôôhypo textôô. They can  take certain sequences from a myth, they can redefihne 

the myth according to the ideas and also, they have the liberty to innovate starting from the myth source. 

Keywords: myth, literature, to resemnify. 

 

 

                Les recherches et les ®tudes d®di®es au mythe jusquô¨ pr®sent ont ®t® men®es en consultant 

les archives ou ç en observant directement les r®alit®s dôune culture traditionnelle è. (Angelescu, 

1993 :19) 

                    Selon la d®finition du DEX, le mythe est une histoire fabuleuse avec un caract¯re sacre qui 

comprend les croyances dôun peuple sur lôorigine de lôunivers et les ph®nom¯nes de la nature sur les 

dieux et h®ros l®gendaires. Le mot mythe a son origine dans le n®ogrec mythos, le fran­ais mythe. 

                   Dans lô®tude consacr®e ¨ la relation entre le mythe et la litt®rature, Silviu Angelescu nous 

invite ¨ r®fl®chir ¨ la question suivante, si le mythe lui transmet une v®rit® ou un mensonge ? 

                   Reprendre le mythe comme un mensonge, une fiction est appropri®e par plusieurs 

chercheurs et linguistes parmi lesquels on peut citer Platon, Max M¿ller, George CŁlinescu, etc. 

                   Platon dans Protagoras appr®cie que mythos signifie une fabrication, une histoire sans 

d®monstration logique et côest lôantonyme du logos qui repr®sente un discours logique et convaincant. 

                  Selon la th®orie du linguiste Max M¿ller ç a mythologie est une maladie du langage è 

(M¿ller, 1987: 27) 

                  George CŁlinescu d®finissait le mythe comme ç une fiction herm®tique è et il soulignait son 

caract¯re transcod® ç qui peut °tre li® ¨ la structure m®taphorique des repr®sentations mythiques è. 

(CŁlinescu, 1941 :144) 

                   Bronislaw Malinowski et Mircea Eliade ont soutenu lôid®e que le mythe ®tait lôexpression 

dôune v®rit® m®taphasique. 

Bien quô¨ des p¹les oppos®s, les deux mani¯res de comprendre le mythe ne sôexcluent pas 

mutuellement. 

                  Mircea Eliade appr®ciait comme caract®ristique du mythe sa relation avec le sacr®. 

Apr¯s tout, les mythes d®crivent les explosions diverses et parfois dramatiques dans le 

monde du sacr® ou du surnaturel. Pourtant, côest cette explosion du sacr® qui substantifie 

vraiment le monde et le fait tel quôil en a lôair aujourdôhui. Plus encore ¨ la suite des 
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interventions dô°tres surnaturels, lôhomme est ce quôil est aujourdôhui, un °tre mortel, 

sexuel et culturel. (Eliade, 1978: 6) 

                  Dans la vision de Mircea Eliade ç le Temps pour lôhomme religieux nôest ni homog¯ne ni 

continu è. (Eliade, 2000: 48) 

Il ya, dans sa mentalit®, deux intervalles de temps : le temps sacr® et le profane. 

                   Le temps sacr® est r®versible, ç côest un temps mythique primordial ramen® au pr®sent è, 

car toute f°te religieuse, tout temps liturgique signifie la r®actualisation dôun ®v®nement sacre qui a lieu 

dans un Temps mythique. Ainsi, le Temps sacr® est toujours r®cup®rable et irrempla­able ind®finiment. 

Le Temps profane est une dur®e. Cela comprend les actes sans signification religieuse>>. Entre le 

temps sacr® et le temps profane il y a une rupture ¨ lôaide des rythmes que lôhomme religieux peut 

passer du temps profane au temps sacre. (Eliade, 2000: 48) 

                   Silviu Angelescu consid¯re que le sacr® repr®sente le point dôappui de tout syst¯me 

mythique.  

                   Le sacr® a un double caract¯re, contenant ¨ la fois des pouvoirs constructifs, b®n®fiques que 

des puvoirs mal®fiques, destructives d®terminant la structure conflictuelle du monde. 

                  Le professeur Silviu Angelescu consid¯re le mythe comme une exp®rience religieuse, tandis 

que la fiction d®pend de lôexp®rience esth®tique. 

Les liens entre les mythes dôun peuple et la cr®ation litt®raire ont ®t® mis en ®vidence dans les 

®tudes de plusieurs chercheurs. 

                 La litt®rature reprend de la mythologie des th¯mes mythiques, des symboles, des images et 

des suggestions quôelle adapte et capitalise dans le portatif du mythe litt®raire, y autorisant la 

restructuration de lô®pop®e ou simplement la reprise de certaines s®quences. 

Sorti de lôordre du religieux et ramen® dans lôordre artistique, le mythe se m®tamorphose, devient un 

motif po®tique.               

  En prenant certaines s®quences dôun mythe ou certains motifs, les ®crivains peuvent r®-

signifier le mythe, en effectuant certains changements, avec une grande libert® cr®atrice, ou ils peuvent 

innover ¨ partir de la source mythique.  

La reprise des mythes par la fiction signifie leur transformation po®tique. 

               Mircea Eliade consid¯re que la litt®rature, surtout ®pique ç nôest pas sans liens avec la 

mythologie et les comportements mythiques. On sait que lôhistoire ®pique et le roman comme les autres 

genres litt®raires prolongent le r®cit mythologique è (Eliade, 1978: 178) 

                  George Gusdorf dans Le Mythe et la m®taphysique appr®ciait que ç le mythe diff¯re dôune 

simple histoire ou dôune l®gende en ce quôil est li® ¨ une pratique religieuse, un rite è. (Gusdorf, 1996: 

23) 

                  Le mythe d®veloppe une corr®lation, le rite devenant un facteur dôordonnancement du r®el. 

Le rite, comme moyen de r®p®ter lô®v®nement mythique, est un c®r®monial d®riv® dôanciennes 

traditions religieuses qui se d®roule selon certaines r¯gles ¨ lôoccasion dô®v®nements importants de la 

vie humaine, tels que la naissance, le bapt°me, le mariage ou la mort ou en relation avec des ®tapes de 

travaux agricoles.  

                Van der Leeuwen consid¯re ç le rite comme un mythe en action è. (Van der Leeuwen, 1940: 

120) 

Le lien entre le mythe et la litt®rature est certifi®, entre autres, par la pr®sence dans la 

litt®rature du fabuleux, du fantastique ou de lô®tranger comme ç des effets esth®tiques dans 

lôorganisation dôune îuvre litt®raire car pour obtenir une certaine vision et lôeffet esth®tique 
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correspondant, la litt®rature emprunte des types de personnages, des th¯mes, des motifs, des images, 

des symboles propres au mythe è. (Angelescu, 1999: 32) 

               Si dans la vision fabuleuse dominant est le mythe qui subordonne la litt®rature, dans la 

litt®rature fantastique et ®trange la litt®rature est celle qui subordonne le mythe. 

               Le fabuleux, remarque Silviu Angelescu bas® sur lôinterf®rence du sacr® dans lôexistence 

humaine est pr®sent ¨ la fois dans les îuvres culte, comme LôIliade dôHom¯re (la cause de la guerre a 

sa source non pas dans le plan humain, mais dans le plan divin, la querelle des trois d®esses au mariage 

de Peleu, ainsi que dans les cr®ations folkloriques telles que les contes de f®es, les l®gendes et les 

ballades. Dans le fabuleux, le surnaturel domine le naturel. 

              Le m®lange entre lôhumain et le divin est ®galement ®vident dans la cr®ation du h®ros. 

Le c¹t® divin (Achille est le fils de la d®esse T®this), assure son autorit® sur le plan humain, mais en 

m°me temps ç la substance humaine alt¯re le divin, car le h®ros est sous le signe des limites et de la 

mort è (Angelescu, 1999: 30) 

             Contrairement aux textes qui rel¯vent du domaine du fabuleux, dans la litt®rature fantastique ç  

le mythe devient une pr®sence discr¯te è, ayant pour effet lôapparition du doute, de lôincertitude du 

lecteur qui peut expliquer ses actes ¨ la fois dans lôordre du naturel et du non-naturel, induits par le 

mythe. (Angelescu, 1999: 31) 

Ainsi, dans la fantastique nouvelle dôI.L. Caragiale A lôauberge de Manjoala, le manque dôic¹nes 

sôexplique ¨ la fois dans lôordre du naturel par lôobsession de lôaubergiste pour la propret® et de la 

pr®sence du mal car lôaubergiste est une sorci¯re. 

           Dans la vision ®trange, la pr®sence du mythe nôest n®cessaire que pour °tre plus tard ni®e par un 

sens logique dans lôordre du naturel ç le mythe devenant un simple ®l®ment dôaccessoires è, que 

lôauteur utilise pour lôinduire sur un faux indice. (Angelescu, 1999: 32) 

Ainsi dans Lôeffondrement de la Maison Usher dôE.A. Poe, le th¯me mythique des morts-vivants nôest 

quôun pr®texte pour introduire un th¯me du domaine du naturel (la mort clinique du personnage). 

           Lôexistence des trois cat®gories esth®tiques ®galement d®battue par Tzvetan Todorov dans 

Introduction ¨ la litt®rature fantastique, d®montre que la relation entre la litt®rature et le mythe peut 

changer. 

Le mythe peut subordonner la litt®rature ou lui °tre subordonn®. 

           Silviu Angelescu nous propose une classification des mythes selon le th¯me du r®cit. Ils peuvent 

°tre : 

- Des mythes cosmogoniques (qui racontent comme le monde est n®).  

- Des mythes eschatologiques (qui racontent une fin de monde). 

- Des mythes ®tiologiques, se r®f®rent ¨ lôorigine de certains ph®nom¯nes, habitudes.   

         George Calinescu dans LôHistoire de la litt®rature roumaine de ses origines jusqu'¨ pr®sent, 

d®crit quatre th¯mes de source mythique. 

- La premi¯re source mythique, Traian et Dochia r®v¯le la gen¯se du peuple roumain. 

- La balade Miorita r®v¯le lôexistence pastorale du peuple roumain et lôattitude vers la mort 

assum®e avec s®r®nit®. 

- Le Ma´tre Manole symbolise la cr®ation. 

- Le mythe ®rotique du voleur signifie lôamour. 

Ces quatre mythes ®voquent quatre probl¯mes fondamentaux : la naissance du peuple roumain, la 

situation cosmique de lôhomme, le probl¯me de la cr®ation et la sexualit®. 
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THE UNSPOKEN IN THE MEMOIRS OF COMMUNIST 

DETENTION 

     Mihail ROGOJINARU* 

Abstract: The complex world of the memoirs of communist detention brings us face to 

face with the lives of the ones that survived the inhumane conditions of the imprisonment of those 

times. Although through confession they go through a healing process, there are always things 

that the memoir author leaves unspoken. This may occur because of memory gaps caused by the 

passing of time or by repressing traumatic memories. Another reason is represented by fear, as 

the former political prisoner is still under the sign of subversion. Thus, the paper focuses on 

analysing these gaps and attempting to fill the puzzle, making one more step towards the complete 

picture of the magnificent universe of political detention.   
Key words: imprisonment, political prisoners, memory, unspoken 

 

When reading memoirs, one sometimes wonders what is left out from the story 

and why this is happening. Naturally, a memoirs author is unable to put into writing all 

his/her experience. When it comes to the former political prisoners of the communist 

regime, there are a few reasons why some parts of their experience are not put into 

words and they briefly displayed bellow.      

 CŁtŁlin-Dumitru Rogojanu considers that the reasons why not all of what is 

experienced and felt is expressed in the writings of these men and women: ñCertain 

conditionings may arise in the narration of the facts: emotions, the victimsô fear of 

torturers, beatings in investigations, their degree of attention, their submission to 

different constraints (an investigator can tell in more detail the conduct of an 

investigation than another, because his memory, attention and interest were higher at 

that time), social condition, education, cultural environment in which he workedò 

(Rogojanu, 2014: 22).  

Selective memory  

Thus, a former prisoner may be under the influence of a selective memory 

which does not allow him to recollect an entire detention period, but rather the aspects 

that meant a great deal to them. In this respect, researcher Irina Flige, within Nicola 

Werthôs attempt to discover the Siberian concentration camps in Kol´ma, states the 

following: Ă[...] after 60 years, only the most traumatic moments remain, almost 

peripheral to the camp itself: arrest, imprisonment, investigation, conviction, transfer 

from one camp to another, a few notable episodes, names. It is very important for them 

to remember their name, surname and nicknames. It's a way to keep your individuality, 

first of all, to avoid losing your face in an anonymous crowd. To mark and keep 

landmarks ï dates, places, namesò (Werth, 2012: 60). Moreover, researchers have stated 

the existence of a Ăporosityò (Rocoeur in Cesereanu, 2018, p.12) that exists between 

memory and the historical time, altering the purity proper to history. In other words, the 

temporal and chronological dimension (belonging to istoriei) is intertwined with a non-

chronological one ï being of esseyistic nature (Cesereanu, 2018:12).   
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This reality is also found in the confessions of the Romanian former political 

prisoners, as is the case of Traian Bodea, arrested at an early age: "Many of my former 

cellmates, from the prisons I went through, will blame me for forgetting their names and 

no longer render correctly certain events, or that I put into their mouths words they did 

not sayò (Bodea, 2017: 9) ï, the colleague from Former Political Prisoners Association 

with whom he discusses invoking the informative function of the approach (Bodea, 

2017: 9).  

Fear/caution 

Another category is the one that deals with an intended tendency towards 

silence. Getting released does not necessary mean that the fight of the former political 

prisoner is over or that the danger has passed. Always on guard, ready to resist and not 

fall into the traps of the prison administration and the other authorities, some former 

prisoners take this subversive attitude outside the walls of their confinement and 

continue to lead a psychological battle.     

 In the works written before the end of the Communist regime, the authors have 

often changed the names of the ones who were still alive, in order to hide their identity, 

out of caution or discretion, as it is the case of Marcel Petriĸorôs memoirs. Names such 

as Gheorghe Calciu, his cell mate, and even his own name were replaced, in order to be 

introduced when the book was published, following the Romanian Revolution in 1989 

(Codrescu, 2017: 29).         

 But fear and caution extend also beyond the fall of Communism. Elisabeta 

Rizea is terrified by the possibility of a return of those who made her life an ordeal: she 

sleeps for fear of being shot - ñ[...] That theyôre going to shoot me here, through the 

window, in bed. We sleep like this: I sleep here and Gheorghe (the husband, our note) 

here. I say ï at least one of us should make it, for the children to note remain without 

both parentsò (Rizea, 2019: 23); creates subversive scenarios, informing the 

interviewers ï ñI think they took your carôs license number, thatôs what I thinkò (Rizea, 

2019: 23); she has doubts about her confession and the echoes it may have ï  ñI don't 

know if it's good to publish the book now, madam, until things change...ò ï the first 

edition was published in 1993 (Rizea, 2019: 26) ; [...] ñAnd I still have a lot of secrets, 

but I don't tell them until I feel the end is near, when I will call the girls to tell them, at 

least to let them know... Because, madam, you don't know who you're talking and they 

find out and shoot you. I mean, I escaped the first bullet ï should they give it to me 

now?ò (Rizea, 2019: 27, 28). ñThe brave woman of Nucĸoaraò ï as she was called ï 

could resemble one of those Japanese soldiers who were still fighting in a war that had 

ended a long time ago if post-revolutionary political instability did not prove at least 

half of her fears to be legitimate, especially considering that many of the former 

members of the repressive apparatus were still alive at the time of her confession. 

Decency          

The final category presented here is that of decency, as the authors have 

difficulties or refuse to introduce in their confessions aspects that are considered taboos. 

One relevant example is the re-education period within Piteĸti Penitentiary, in which a 

lot of blasphemies took place. Dumitru Bordeianu has very hard time remembering the 

atrocities of those times and shares this with the readers: ñIt's hard for me to describe 
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these iniquities and not just for those of us who have been through them, but also for the 

readers, who will have the same reaction of repulsion, disgust and nauseaò (Bordeianu, 

2014: 170). This attitude is most of the time  chosen by the authors which were part of 

the re-education period, a great majority of them having strong religious beliefs.   

Conclusions 

 Thus, one is able to acknowledge that there are a number of reasons why many 

aspects of the experience of the former political prisoners do not find their place within 

their confessions. Time is one of the most important enemies of the ones who managed 

to survive in inhumane conditions. Also, the hardships endured are able to alter their 

memory, as possibly important facts are left unspoken. Moreover, there is also the 

subversive attitude, most of them continuing the fight against the totalitarian regime that 

imprisoned them. Decency, seen as the tendency to not horrify the reader with the 

description of taboo facts is all the same a reason why silence is spread over certain 

events, as the authors also find that those memories can only give way to sorrow. 

 However, hope that at least a part of these memories will be known one day is 

not lost. The human souls is always capable of surprising the intellect and it is possible 

that one day those people from which everyone has to learn something will choose to 

express one ore more aspects that were hidden to the world. 
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WANDERING IN THE MIRROR, OR REDISCOVERING NARCIS 

 

Romulus Marius SŀLŀGEAN* 
 

 Abstract: Being a writer who resides in an inner Arcadia, O. Paler creates true 

mythological scenarios, in which characters like Narcis become credible from a new axiological 

perspective. Without using scientific searching instruments, regarding tracing this extramundane 

space (populated by mythological heroes, gods and goddesses), the author of "Self-Portrait in a 

Broken Mirror", appeals to a book props with surprising allusions and interpretations that arouse 

the reader's interest, recalibrating the narrative-confessional texture. Obsessed by Narcis image, 

"the slandered Narcis", the essayist passionately mixes a time of recognition and reconsideration 

of deeply human truths. The deep  message of this thinker "sui generis" leads us to the "hypocrisy 

and modesty" of a world unable to manage a "minimum morality" , having instead authoritarian 

reflexes exhibited in extreme situations, when they have to protect their so-called interests of ... 

caste. 

Keywords:  Narcis, mirror, self-portrait. 

 

Octavian Paler agrees to the re-evaluation of myths whose penetrating force 

has proven to be decisive in the cultural history of the modern world, singing a solitude 

hymn with increasingly graves notes. 

You don't have to aim a big explanation to identify the master's belonging to 

this "hall of mirrors", where the reflection of the Ego, the "detestable I", seems to be 

multifaceted if we accept the writer's reflection in as many mythological hypostases, 

like as Narcis, Odysseus, or paradigms of a cultural and bookish nature, such as Don 

Quijote or Don Juan. 

Don Quijote remains the writer's favorite in shaping that syndrome of evasion 

from reality. Residing in an inner Arcadia, Paler creates true mythological scenarios, in 

which characters like Narcis become credible from a new axiological perspective. Not 

being a follower of scientific research, in terms of tracing this mythological space 

(populated by mythological heroes, gods and goddesses), the writer appeals to a book 

props with surprising allusions and interpretations that arouse the reader's interest, 

recalibrating the narrative-confessional texture.  

Although his literary work, sometimes, has sequences that can be framed in 

"variations on the same" theme, Paler carefully adjusts his speculative scope, with the 

consequence of putting on the wallpaper some disconcerting nuanced ideas. 

Obsessed with the image of Narcis, "the slandered Narcis", the essayist 

passionately combines a time of recognition and reconsideration of deeply human 

truths. The explicit message of this sui generis thinker leads us to the ñhypocrisies and 

modestyò of a world incapable of managing a ñminimum moralityò, having instead 

authoritarian reflexes exhibited in extreme situations, when it has to protect its so-called 

interests from caste. Selfishness in culmination is a constant accessory that our fellows 

turn to. On the other hand, the criticism continues to Narcis person, invoking that 

pathological self-love. There are so many "Narcis" specimens around us, so would need 

to have many mirrored fountains ... 

The difference is that these young people of modernity do not want to commit 

suicide, but only to claim their "self-worship" as the writer called it. And no myths or 
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legends will appear in the devices they are looking at. Alienation and terrible 

annihilation float to the surface of this abyss "out of immediate unreality." 

Obviously, mutatis mutandis, the story of the "slandered Narcis" will take 

advantage of the famous saying of Greek philosophy: "Know yourself!". 

From here, the road to the Self, the path to ourselves, the "steps of the world", 

which are just as many challenges, vibrations of the ontic range. 

Insensitive to the clouds of girls and nymphs who assaulted him, Narcis is 

subjected to an act of vindictive by the goddess Nemesis. 

In the volume ñMythological Slandersò, which includes the last essays of the 

regretted writer, finding the following clarifier: ñFrom the moment Nemesis made the 

decision that the legend mentions, Narcis entered like Oedipus,ñ in destinyò (Paler, 

2017: 177). The argument of care reappears the initiator for the restoration of morale is 

a chimerical, mythological character, acquires, but may capture a topicality, because, 

indeed, the son of the nymph Liriope is a "victim". 

Even if we admit egotism as a defining feature of the beardless Narcis, in close 

connection with its recognized beauty, we still have no reason to trumpet those biases 

with reference to self-love and by extension to narcissism. 

Apart from his frequent evasions in the spirituality of ancient Greece, Paler 

also proves his quality as a fine analyst of the human condition. 

Giving up the "glass masks", a metaphor that belongs to him, the writer 

"wonders", through an authorial concealment, if we do not live in a world where no one 

loves himself, he gave up the mirror of the original certification, and on the other hand, 

we are in a frenzy of the love of others, we always admire another, as for us ... we are 

deplorable and we assume a fall in derision with a masochistic voluptuousness! Nothing 

is falser, proves the author of the micro-essays, and those who place Narcis in the 

pathological area should carefully scrutinize their "inner fountain", in order to 

distinguish there how many hypostases, how many faces are quickly reflected in the 

cold waves, looking for in a hallucinatory attempt to capture the perfect image! 

What is striking, all the more, is the evidence of manifestations of self-

admiration present in all social levels that shape the mundane space of the postmodern 

era. Everywhere we meet models, vloggers, whose video images, posts, influence the 

young generation. Iconic looks that reflect current fashion trends, divas conquer the 

world, many of them look the same, invoking perfection. Aren't all these forms of a "sui 

generis" narcissism? 

Facebook is not an online platform, in which we follow the most authentic 

manifestations of narcissism, degraded, or why not? increased? 

Now we understand the narrative outburst of the writer, who wants to 

rehabilitate the mythological character, "nailed forever to the pillar of infamy." (Paler, 

2017: 177). 

After all, what seduces us is the cultural paradigm that survived, eclipsing even 

the innocent narcis that rose on his grave, beyond the tribulations of this exponent of 

Greek culture. 

Turning to another issue raised by the myth of Narcis, we conclude that only 

self-love, egotism does not bring any clarification, on the contrary, the writer says that a 

"slander" is born that will make history. 

We agree with what Octavian Paler said, showing that the handsome young 

Greek "actually carries the urge of Greek philosophers to the last consequences" [...] 

(Paler, 2017: 176). 
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The aphorism "Nosce te ipsum" highlighted on the frontispiece of the temple 

dedicated to Apollo at Delphi seems to have guided Narcis. But on closer inspection, 

the waters of the well will be disturbed, "the road to ourselves," proving to be a very 

winding one. The writer confesses that in his youth he was fascinated by the suicidal 

act. He had even wished to begin a rather elaborate study of prominent figures in 

literature and art in general, who resorted to this alternative. One of those mentioned is 

Cesare Pavese, the author of a unique book: Mestiere di vivere, the journal covering the 

years 1935-1950. A detail that Paler offers us, reiterating the last moments, life scenes 

of the famous Italian writer - Cesare Pavese, can be an "anchor" in this dialectic of life 

and death, although, at a superficial glance, would go unnoticed. Apparently, before 

arriving at the hotel, where he was going to commit suicide, Pavese had stopped by a 

newspaper and searched its archives for a set of photographs that represented him. In 

the end, he chose one of them and left without saying a word. The rest is silence... 

The request for that photo seems new to us, quite strange. What else did the 

writer need for an image of himself from a turbulent time, a perhaps irrelevant 

appearance, of his personality, if he had made a grim decision ...? 

But is photography, after all, still a reflection of each of us, a stage of 

becoming, another mirror?! Does she also keep a piece of the journey to ourselves, a 

station where we stop, near Nothingness ...? It's possible! 

Drawing a parallel between the suicide of Narcis and that of Pavese, the 

essayist Paler finds affinities only in terms of the "fragility of the human soul." (Paler, 

2017: 170). 

Untiring in understanding some facts, or rather, building a true casuistry, with 

a conquering nonchalance, the writer considers that around the suicide of Narcis a real 

"mythological scandal" would have been born. (Paler, 2017: 182). 

Octavian Paler's rhetoric is seconded by philosophical intuitions, his 

accommodating style ensures total ease, so we are right, when he emphasizes that the 

unfortunate Narcis "no one defended" [...] (Paler, 2017: 182) .  

ñIn the streetò (Paler, 2017: 182), specifies the writer with his fine irony. 

The argument that O. Paler claims starts from a very conclusive nuance of 

ideas, showing that in history, those who loved themselves too much did not resort to 

such a gesture! 

Consequently, we also ask ourselves, even rhetorically, why a young man 

described as an Adonis, committed suicide, in love, at the top, with his own image?! 

The perspective changes, the mirrors cannot be covered, the waters of the well 

cannot endlessly reflect the iconic appearance. The "foreign eye", the mirror or the 

fountain, hides something beyond the physical projection. Strictly, self-knowledge is 

subsequent to the human condition, but even more so it will prove tragic. At this point 

where humanity will find itself outraged precisely by the fragility of the Ego, by the 

impossibility of seeing anything else, as if you were looking in a turned mirror, we will 

be able to see that "the sentence decided by Nemesis has become final". (Paler, 2017: 

183). The writer himself seems surprised when he confesses that he had a constant 

temptation regarding Narcis, ñalmost an obsessionò ... (Paler, 2017: 280). 

His face, as a motive, or a mytho-poetic pretext, is present in "Subjective 

Mythologies", but also in the volume "A Museum in the Labyrinth". 

Certainly, in these last considerations of Octavian Paler, from "Mythological 

Slanders", the whole issue of self-love is exhausted in counterweight to the thirst for 

knowledge. 
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Even here, in the context of "Nosce te ipsum", the authorial voice makes a 

credible remark, indicating that the suicidal act used by Narcis "is not so much the 

consequence of self-knowledge as its failure." (Paler, 2017: 179). 

Taking advantage of the artistic issue of the self-portrait, to which he dedicates 

entire pages, in the economy of his work, Paler tells us explicitly that in the guise of a 

painter, Narcis would have refused "certainly to make his self-portrait" [...] (Paler, 

2017: 179). 

As a chimerical character, but even more fascinating, the young man to whom 

a hyperbolization of self-love is due, a concept so present in the modern world that it 

has become a cliche, wins a belated victory. 

We talked about those degraded forms of narcissism, correlated, why not? with 

augmented manifestations, in a not inconsiderable revival of the postmodern man. The 

writer uses the expression "resurrection of the person." (Paler, 2017: 179). But what 

gives depth to this mythological journey, as the essayist Octavian Paler nuances, is the 

impossibility of accepting a "failure". 

We will not know what Narcis saw in the foreign eye of the well, which he 

distinguished beyond the "seen" part of the original experiment. We find, however, that 

the authorial voice also offers us a credible variant in this ñtemptation of the 

impossibleò (Llosa, 2005: 91) to which Narcis resorts. 

It seems that this exceptional thinker and moralist, we refer to Paler, has the 

last word. Indeed, the "nothingness", the blind kingdom of nothingness, surrounded the 

hero of this strange event. From now on, ñthe sentence decided by Nemesis has become 

finalò ... (Paler, 2017: 183) The affine relationship involved in Narcis' pilgrimage to the 

famous fountain, on the one hand, with that perpetual search for the meaning of life, on 

the other on the other hand, it leads the writer to a paradox. 

Octavian Paler remarks ñSearching for the meaning of life is perhaps the first 

step to understanding something dangerous: namely that life only makes sense as long 

as you do not try to find itò [...] (Paler, 2017: 191). 

Surprisingly, we discover in an Irish writer, of notoriety -Oscar Wilde-, 

improbable scenes with reference to the same myth of Narcis, but with the pre-

eminence of the dark motif of the double. 

In "The Portrait of Dorian Gray", beyond the programmatic aesthetic, a 

hallucinatory image of the main hero appears, a painting of Hallward, representing 

Dorian. After a praise of the beauty that Lord Henry pays to his young friend, Dorian, 

the painter Basil Hallward completes his memorable work of art. 

The beardless Dorian contemplates with undisguised pleasure the portrait made 

by Hallward, noticing with astonishment how "alive" he was! It has the revelation of its 

own Self, the "detestable self", as Octavian Paler called it. 

In Oscar Wilde's novel, this Dorian, an exponent of a typology specific to 

aesthetics, confronts his double, having: ñthe consciousness of his own beauty pours 

over him like a revelation. He had never met her before. " (Wilde, 2019: 37) 

Confused with "the shadow of his own beauty ..." (Wilde, 2019: 37), Wilde's 

character anticipates, from the first pages of the novel, the drama that will tear his split 

personality. In an anthological outburst, he expresses his fear and disappointment at the 

expiration of his charming being, overshadowed by the eternity of that picture that 

would not change. 

Keeping the proportions, Dorian Gray heads to the fountain, represented by 

that perfect portrait that Basil Hallward makes of him. The tragic conscience of the 

character belonging to Oscar Wilde is transparently reproduced, even in the words of 
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Dorian Gray: ñ-I am jealous of anything whose beauty has no death. I'm jealous of my 

own portrait, painted by you. Why should he keep what I have to lose? ò (Wilde, 2014: 

39) 

This Narcis, "sui generis", the young man in Wilde's novel, tries, in a terrible 

struggle with himself, to keep his youth bright, making a faustic pact with the portrait 

that had made him lose his mind. His double, created by the brush of the unfortunate 

Basil, should have exonerated him from the tyranny of time. Dorian Gray's utopia, its 

tragic end, reproduces "in a nutshell", the result of forcing the limits of the human 

condition. The sequence in which Dorian gets lost in the mirror given to him by Lord 

Henry, but revolts against the beautiful face reflected there, seems sensational to us. 

The gesture by which the young man transforms the mirror into a multitude of 

shards, becomes an attempt to restore the original balance. Beauty will show its share of 

fragility. The illusion. Unfortunately for Dorian, it's too late. 

Let's not forget that putting in parallel two cases, two events, one starring a 

native of Patagonia, and the other revealing the "son of the nymph Liriope" - 

Narcis-, Octavian Paler considers that the latter tried to ñidentify with his double 

...ò (Paler, 1986: 25) 

Noting that Narcis' story is much more acceptable to European thought, 

compared to that unfortunate Patagonian who is said to have lost his mind, seeing his 

image in the mirror, the writer concludes with a rhetorical interrogation that it is normal 

to we accept the self-portrait as an expression of the artistic spirit of the old continent. 

In a praise of the self-portrait, as a supreme knowledge, we understand that a 

formidable artist must pertinently assume the other face reflected by the luster of the 

mirror. Tragic is the act of knowledge, which we know is imperfect. 

But immortal is the gesture that fulfills a destiny. We can say that Narcis took 

his face from the well for eternity. 

And his beauty reached its peak when he realized that his loneliness could be a 

triumph of sincerity. The idea of a complementary mirror to the fountain seems to 

arouse interest: the Latin speculum "mirror", which gave rise to the term speculation, in 

a philosophical sense, was originally an instrument for observing the sky. In the history 

of culture, however, the mirror does not mean a direct knowledge (solar, in the light of 

day), but a reflected, mediated one, placed under the incidence of the moon, the water, 

the feminine principle and the night. 

The mirror becomes a symbol of knowledge - in general - a metaphor for 

literature and art, the starting point of all duplications. 

The mirror gives an inverted image of the object, and as such is a departure 

from Principle and Essence. Many peoples believe that the mirror does not reflect the 

true face of man, but a duplicate of him, often with some evil qualities. Related to this 

belief is the prohibition to look at your own face in the water, because you could be 

attracted to the world beyond [...]. The mirror is a foreign "eye" in which we seek the 

truth about ourselves, so it appears as a symbol of virtue and sin ... (Eveseev, 1994: 63) 

We find that the symbolism of the mirror and the image reflected in it are 

surprising. Narcis apparently unknowingly violated a taboo ban on looking at your own 

face in the water. (Eveseev, 1994: 69) Octavian Paler shows that, hypothetically, the 

young king's son was enchanted by a kind of spell and stretched out his hands to his 

face with a tenderness he had never felt before. But barely touched, the water shook and 

the image disappeared giving Narcis a sense of emptiness. He suddenly feels divided in 

two and all his drama feeds on the desperation of not being able to remove the invisible 

barrier that separates him from "the other". (Paler, 1986: 29) 
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Much blasphemous self-love is no longer defining as far as the mythological 

hero is concerned; the prejudice that Narcis is an egotist must be completely removed. 

Continuing his "pro domo" plea and implicitly removing any suspicions about the self-

portrait, the artist and the beneficial reflection through art, Paler makes the necessary 

dissociation between the painter who probes his own identity in front of the mirror 

using the brush and the unfortunate suffocated by self-admiration. . 

The writer, the painter, the artist in general must assume the inferno of 

excessive lucidity. 

Paraphrasing the great Florentine exile, the writer notes: Leave any hope, you 

who do not enter, could be written above the mirror. (Paler, 1986: 22) 

The phrase The Inferno of Excessive Lucidity is, for Paler, the surprise of 

meeting yourself, the sincerity of acknowledging that you are a being more than fragile, 

but also the strength to use this fragility to provoke Destiny or to accept it. 

Other meanings that your own image can generate, reflected in a mirror, are 

related to ignorance. There is a possibility of losing your matrix image reflected in a 

maze of mirrors. The foreign eye, as has been said, can turn a completely changed face 

on you; your double, your double, from there can create the feeling of nothingness or 

self-loss. 

In the novel A Lucky Man (1984), belonging to Paler, the hero, but also the 

antihero of extreme situations, Daniel Petric, manages to enter an unreal space, a room 

of mirrors, where he should have met the Old Character enigmatic, present in his 

dreams and transformed into a local myth. 

Later, the sculptor - Daniel Petric - participates in the unraveling of the myth, 

causing an inherent chaos in the collective consciousness that fed him. Entering the 

room choked with mirrors, even a beautiful Venetian mirror sits on the ceiling, Daniel 

Petric loses touch with reality: The room was a kind of huge and bright incubator, 

square rather than rectangular, in which, on all sides, he greeted me. amazed, my figure, 

reflected in hundreds, even thousands of copies in the mirrors bathed in a dazzling, cold 

light. Unknown, strange sensation that simply made me dizzy ... Left, right, up, down, 

in front, at the nape of your neck, everywhere you are looked at, examined, measured, 

weighed out of your eyes, of countless faces that resemble you perfectly, surprised 

themselves by your appearance and slightly amused. (Paler, 1984: 244) 

To draw some conclusions, we must mention that - in Paler's opinion - Narcis' 

suicide is unlikely. The only plausible explanation would be that his attempt was 

doomed to failure. The act of knowing once again proved to be imperfect. The waters of 

the mirror were troubled and Narcis tried to identify with his double. Error, says the one 

who rehabilitated the unfortunate young man, or trying to move you to Utopia. In the 

volume Caminante (1980) we find a motto from Octavio Paz's Labyrinth of Loneliness. 

In this labyrinth of loneliness now resides the image of the writer Octavian Paler. At the 

same time, however, Narcis appears ... a glimmer of love shines in his sad eyes again, 

tired. He tasted the unhappiness of discovering nothingness in his own being. Leaning 

over his image in the water, he suddenly found himself bent over an abyss that is 

himself. After that, no compromise is possible. (Paler, 1975: 85) 

It is interesting that the approach of the essayist Paler becomes current. The 

postmodern era seems to bring revenge on Narcis. The world is talking more and more 

insistently about its triumph, as a sign of the postmodern era, (Paler, 2005: 11) shows 

the writer. It's not hard to look around. The postmodern individual overbid not only his 

inner evolution or, in other words, the tribulations of the Ego. It is, in fact, the invention 

of the body as perfection and the supreme reflection in the eyes of others. Personal 
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image tends to play a decisive role with any risk. The true Narcis- as the negative side 

of the myth, as the son of stupid self-admiration - only now seems to shine our sight. 

Beyond these digressions, here is what Paler himself tells us: the abstract man, whose 

chimera has sometimes advanced over piles of concrete corpses, gives way to the man 

in whom flesh and bones, as Unamuno wanted him since the beginning of the last 

century, probably trying to through this recoil movement to get rid of the crust of the 

schematizations that endangered his identity. (Paler, 2005: 11) 

It is notorious that Octavian Paler finds himself, or on the contrary "constantly" 

gets lost in a multitude of famous self-portraits, whose "subjective history" he assumes. 

Between the artist who wants to flatter himself and the one who seems eager to 

paint an undesirable image, each of them having a personal pleasure, the tribulations of 

the Ego are outlined. 

In a chapter dedicated to Leonardo in the volume "A museum in the labyrinth", 

the writer views him, Da Vinci, as "the deep mirror". The others are "shadows": "We 

perish in front of the mirror, discovering in amazement that we will have only what we 

were ready to have, we will love only what we deserve to love" [...] (Paler, 1986: 84) 

What is certain is that as long as we enter the alley of lost steps, looking for the 

stranger who lent us his face, we will find that any mirror tends to become a sacrifice. 

"Self-portrait in a broken mirror", is the title of the volume that Octavian Paler 

generously offers us. It's a wound the writer doesn't mask. If we look closely, it is He 

Himself. 
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THE MUTE VOICE OF COMMUNIST FEARS 

    Maria -Cosmina UCEANU-PETRACHE* 

Abstract: Intensely debated and controversial, the literature from the communist period 

between 1944 and 1963 became an occasion for the revelation of sacredness in the poetic space. 

If free speech and writing were censored, then writers resorted to forms of reluctance to 

communicate with themselves and others. Silence was born where faith, freedom and dignity were 

condemned. Writers who did not fall prey to Stalinist obedience resorted to mass arrests, torture, 

physical and emotional torture. In communist prisons, reluctance was a way of survival, and the 

voice of inner faith spread beyond the bars. Silence, repentance, and faith in salvation became the 

attributes of confessors. Today the literature born in the communist prisons is still viewed with 

reluctance, the confessors must be constantly brought before the public who lose their Christian 

identity. The desecrated world forgets its true confessors who by faith have salvation of the soul. 

Keywords: transfiguration, suffering, salvation.  

 

The communist regime and the Romanian culture 

The intensely debated and controversial literature of the communist period is a 

living page of illustration of the liberation of the individual by faith. Reluctance to new 

challenges has been transformed by curiosity, obsession, perversion, doubt, 

manipulation and other transfigurations of actions that would have been based on 

humanity. Living chaotically, evasively, superficially and selfishly, the individual 

forgets his origins, loses consciousness, and finally leaves God indifferently. History is 

the one that gives us examples of the rebellion of the human being for the preservation 

of faith revealing shocking scenes that bring revelation in the soul of the common man. 

Such a historical moment, widely debated and controversial is that of establishing the 

communist regime in our country. 

The period between 1944-1963 represented for the Romanian people the 

darkest stage in the history of the nation by establishing an atheist regime led by a 

nihilistic-Marxist ideology. The communist regime stuck its tentacles like an octopus in 

all fields, especially in Romanian culture. The human being was suffocated by the 

presence of an imposed regime that annihilated total freedom. The individual faces a 

constant struggle to maintain the balance between inner and outer reality. 

Although worldly existence was threatened by an atrocious force, the 

individual found refuge in faith, and escape into the sacred brought him salvation. The 

persecution of people of culture and the censorship of literary writings that did not 

relate to the ideologies of the regime is a black page in the history of quality Romanian 

culture. 

Communism became the executioner who imposed, by various means, 

obedience. The ferocious regime brought reluctance into the soul of every being. The 

freedom of the individual was subjugated and then annihilated by an ideology born 

against God. Thus a miserable, infernal struggle took place through the persecution of 

the Church and its representatives, of the intellectual elites, of the people of culture and 

not only. Romanian culture had to go through a process typical of re-education using 
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cruelty, terror and repression to exterminate an entire generation aspiring to freedom. 

The free, rational, faithful, and morally-driven man had to be replaced by what was 

called the new man, homo sovieticus. 

The dictatorial regime severely punished faith in God. Christianity was 

tolerated only as an imprint of the past destined for extinction, and the testimonies of 

the persecuted show the image of a regime that manifested itself through satanic actions 

committed by man against man. 

Dungeon-space of escape to the sacred 

Faith in the good, beautiful, truth, justice, freedom, sacrosanct principles of the 

God-loving man, constituted for the communist regime an offense against the country, 

an act of betrayal and especially an affront to the human being. The draconian 

communist regime waged a permanent struggle with the intellectuals, wanting a mass 

imbecility favoring manipulation. Those who did not adapt to the regime and did not fit 

into the paradigm of the new man, of a homo sovieticus, came to be considered bandits, 

enemies of the people who would suffer in communist prisons and forced labor camps. 

The hell endured by those persecuted terrifies even today the hearing, the sight, 

the reading of the man who is aware of the martyrdom acts of those who are truly 

considered the Saints of the prisons. The burning desire to preserve and amplify the 

faith, so as not to pass into the zone of madness, to maintain verticality and reason in an 

unleashed hell were translated into confessional verses dedicated to divinity. Poetry thus 

acquires a pronounced hymn character. The inner strength of the creators of poetry has 

found its anchor on the road to God, the only savior in the abyss of madness and 

despair. The totalitarian regime subjugates the intellectual elites, and through torture the 

apostasy is desired, a goal diverted by the force and power of the confessors' sacrifice. 

The poems created in detention were true moral and spiritual resources for detainees. 

The alteration of the national identity, the annihilation of the Romanian spirituality, the 

ostracization of the Church and the torture of the Christians represented in general the 

principles of this atrocious ideology. 

During the communist period, the individual was forced to learn what reticence 

means, censorship of thought, free expression, will, living. But inner freedom existed, 

and no one could handcuff it. 

Being in extreme situations, facing hell, the human being is strictly related to 

spirituality, the return to faith, repentance, and the rediscovery of sacredness are the 

chance to access salvation. In the prisons of terror, the act of creation became a saving 

and purifying exercise for the suffering human being. Romanian poetry has survived in 

this terrifying space thanks to faith. 

The voice of suffering is fully known by the cold walls of the cells where the 

confessors murmured the prayer transfigured into poems to divinity. Spaces of terror, 

grotesque and torture, the dungeons will become places of rediscovery of God. The 

oppressive regime ruled by Machiavellianism divided and ruled the suffocation of the 

voice of all those who opposed the system, kept their faith alive and did not give in to 

pressure to transform into that new man. In the prison spaces, all the landmarks of the 

Romanian society, faith, religion, culture, family were destroyed and ridiculed. 

The relationship between communism and quality culture was nihilistic 

because the political regime aimed to exclude divinity from the life of the individual. In 

this context, man's connection with the divinity becomes the only way to survive in the 

face of the regime's oppressions. 
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Defenders of the faith, those imprisoned preserved their inner freedom in 

spiritual ways. Communication with and in itself was the only way to mental survival, 

restraint even in front of cellmates was a sign of reason. The enslavement, humiliation, 

abuse and mutilation of the human being sum up the principles of a red plague that 

awakens even today shocking memories of the regime's survivors. The confessor 

resisted in a place of terror hard to imagine by the satanic actions taken against the one 

who was considered different from the others, the one who believed in freedom, unity, 

goodness, truth and repentance. 

The knowledge of history and especially of this atrocious period that the 

Romanian people went through must be permanently revived in the national 

consciousness. Reeducation in Pitesti was a terrifying experiment in which he 

dominated demonism, physical and mental destruction, satanic acts difficult to imagine. 

The voice of God was heard inside the dungeons through the silent prayers 

raised to heaven. Lacking any means of communication, the detainees invented various 

methods of conveying their thoughts, feelings, revolts, testimonies, prayers, and the 

silent cry of repentance versed in what Richard Wurmbrand called the Kingdom of 

Silence. Faith was the only way to save the soul handcuffed from passions, tormented 

by mental and physical abuse. Lame, trembling, hungry, chilled, and with a vivid image 

of relentless death, the prisoner, the true Christian, kept alive the flame of faith by 

aspiring and attaining soul salvation. 

Thematic registers in the prison space 

The prison space becomes a place of intellectuality, love of God and spiritual 

creations that could not be stopped. The sacrosanct principles of the human being were 

mocked, tortured, shamed, and slandered in the prison that became a place of 

purification for confessors. The walls of the cells hid the mystery of the salvation of 

burdened souls who metamorphosed suffering into poems and prayers for union with 

Christ. Father Constantin CŁtanŁ evokes this heroism of the handcuffed ñThe martyrs 

and confessors of the communist prisons, known and unknown, are those who oscillated 

between constructive heroism-zeal and faith in God, in our country, morality, fairness, 

common sense and values should have their proper place. ñ(Herman, Vlad, 2014: 61) 

The creations born in the prison space can be considered document poems that 

truly attest to the harsh existence in prison, but also transmit religious experience 

through the force of the logos with spiritual reverberations. 

Confessors such as Radu Gyr, Nichifor Crainic, Sandu Tudor, Valeriu 

Gafencu, Demostene Andronescu, Zorica LaἪcu and many others sublimated the 

physical suffering and terror to which they were subjected in lyrical creations in which 

the feeling of religiosity and the revelation of the sacred predominate. ñPoetry born of 

the feeling of religiosity is positioned in the area of resistance to the aggressions of 

history.ò (Rusu, Mina, Maria, 2018: 102) 

The themes cultivated by the confessional poets can be hierarchized taking into 

account the message transmitted, the images captured, but also the moment when they 

were conceived. We can thus talk about various topics, but which essentially capture the 

suffering of an entire generation. The themes around which prison poetry revolves could 

be ranked as follows: 

a) the dungeon-place of loss- is a theme approached in the poems that 

describe this space of terror. In the prison space is born the poetry that attests in verses 

of a shocking realism, extremely hard the torture endured by the detainees. The image 

of the dungeon, of the labor camps, of the isolation are rendered in a concrete way, 
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without aesthetic artifices: ĂIatŁ-ne de-acum ĸi-n lanŞuri! / P©nŁ c©nd va sŁ ne Şie? / Mi-

au fŁcut la glezne ĸanŞuri, /  brazde trase-n carne vie./  Zi de zi, oric©t de-alene, /  mi-au 

tŁiat ciorapi, izmene. ò (Nicolae CaratanŁ, C©ntec pentru lanŞurile de la picioare). 

(ñHere we are from now on and in chains! / How long will you hold us? / They made 

ditches in my ankles , / furrows pulled in living flesh./ Day by day, no matter how lazy, 

/ they cut my socks.ò) Radu Gyr offers a true image of the prison from Aiud ĂAiudule, 

Aiudule, / temniŞŁ cruntŁ, / fŁ-te, zŁludule, / piatrŁ mŁruntŁ.// Focul mŁn©ce-te, / cŁ nu te 

saturi./ Mereu vrei sc©ncete/ ĸi bei oftaturi.ò (Radu Gyr, Blestemul Aiudului) ñAiudule, 

Aiudule, / cruel dungeon, / make yourself/ small stone. // Fire eat yourself, / that you 

don't get tired./ You always want whining / and you drink sighs. ò) 

b) solidarity - love of neighbor, mercy, pain and generosity are the attributes 

of confessors who suffered together for the faith. Andrei Ciurunga dedicates an ode to 

the poet Radu Gyr: ĂPrietene de temniŞŁ duĸmanŁ / ĸi frate bun de p©ine fŁrŁ gr©u, / ne 

doare pe-am©ndoi aceeaĸi ranŁ / ĸi spumeg©nd muĸcŁm acelaĸi fr©ué / C©nd noaptea 

mŁ prindea de caraulŁ / ´ns©ngerat de-al g©ndurilor ĸir, / Isus venea la mine ´n celulŁ, / 

adus de mucenicul Radu Gyrò (ñ Friend of the enemy dungeon / and good brother of 

wheatless bread, / the same wound hurts us both / and foaming we bite the same 

bridleé / When the night caught me by the chariot / bloodied by the thoughts, / Jesus 

came to me in the cell , / brought by the martyr Radu Gyr.ò) 

c) sacrifice - suffering in communist prisons is associated with Christ's 

sacrifice. Forgiveness of sins and salvation of the soul are obtained through the sacrifice 

that confessors make. ĂNoi stŁm ĸi astŁzi strajŁ-ndelungatŁ, / Sus, sus, la ale veĸniciei 

porŞi, / SŁ aducem iarŁĸi jertfŁ ne´ntinatŁ, / LuaŞi aminte, noi nu suntem morŞi!//  C©nd 

treceŞi albe drumuri prŁfuite/ Care strŁlucesc ´n soare, luaŞi aminte, / PŁĸiŞi ´ncet, cu rugi 

´n g©nd rostite!/ CŁci nu cŁlcaŞi dec©t pe oseminte. ñ (Zorica LaἪcu, Noi nu suntem 

morѿi) (ñWe still stand guard for a long time, / Up, up, at the gates of eternity, / Let us 

bring back the undefiled sacrifice, / Remember, we are not dead! // When you cross 

white dusty roads / That shine in the sun, remember , / Walk slowly, with prayers in 

your mind! / For you only tread on the bones. ò) The confessor accepts his fate, assumes 

his suffering and considers that his sacrifice will not be in vain zadarnicŁ ĂAvem un Rai 

de sfinἪi ´n temniἪi daἪi la moarte/ ἧi aruncaἪi ´n groapŁ neἨtiuἪi;/Dar astŁzi d©nd 

pŁm©ntul la o parte/ Ies moaἨte sfinte-n zeghe grea de deἪinuἪi.// E jertfa lor de veacuri 

mŁrturia/ Ce strigŁ din morminte p©n' la noi:/ SŁ apŁrŁm cu r©vnŁ Ortodoxia/ ἧi-acest 

pŁm©nt, de SfinἪi Ἠi de eroi!ò (Radu Gyr, Avem o ѿarŁ) (ñWe have a Heaven of saints in 

prisons given to death / And thrown into the grave unknown; a part / Holy relics come 

out in a heavy dungeon of detainees.// It is their sacrifice for centuries / The testimony / 

What cries from the graves to us: / Let us zealously defend Orthodoxy / And this earth, 

of Saints and heroes! ò) 

d) hymn poetry -prayer- poetry became the prayer that approached salvation. 

Creations during detention in prison have become emblems of sacredness. Confession 

of faith, release from suffering, memories, cries, riots, all these poetic contents truly 

highlighted a world that wanted to demonize the prisoner. Through poetry, the 

confessor is freed from the burden of suffering and injustice. Poetry born in communist 

prisons is a purely Christian poetry. In it dwells the encounter of the oppressed being 

with God, only faith can save him in the face of the relentless process of demonization 

specific to communism. Poems born behind the bars of terror cells are undisputed 
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evidence of authentic faith. Freedom of faith could not be manipulated, belief in 

salvation and moral-Christian values remained unstoppable pillars in the face of the 

plague  ĂPuteἪi sŁ nŁpustiἪi tot iadul/ ca sŁ mŁ fr©ngŁ p©nŁ-n miez./ Eu stau ´n viscole ca 

bradul/ Ἠi tare, tare ca un crez. ò (Radu Gyr, Crezul) (ñYou can rush all hell / to break 

me to the core./ I stand in blizzards like a fir tree / and hard, hard as a creed.ò) 

e) the revolt-cry of helplessness, the exhortation to fight as well as the 

injustice are translated into calls of the rebellious ñMr. Commander, / soften our age of 

restrictions, / give us the right to letters / as the communists prisons. ò ( Nicolae 

CaratanŁ, Pl©ngere) ; ĂNoi nu tŁcem, cŁci urlŁ de pe roatŁ/ ´n trupul nostru oase ce s-au 

fr©nt/ ĸi strigŁ morŞii ce-au tŁcut odatŁ/ cu gura caldŁ plinŁ de pŁm©nt.ò (Andrei 

Ciurunga, Noi nu tŁcem). Created in the cell and memorized, the poem-manifest 

ĂRidicŁ-te, Gheorghe, ridicŁ-te, Ioane!ò brought the death sentence to the poet Radu 

Gyr, being considered an instigation in the fight against the communist regime ĂPentru 

s©ngele neamului tŁu curs prin ĸanŞuri, pentru c©ntecul tŁu Şintuit ´n piroane, pentru 

lacrima soarelui tŁu pus ´n lanŞuri, ridicŁ-te, Gheorghe, ridicŁ-te, Ioane!ò (ñFor the 

blood of your people flowing through the ditches, for your song nailed to the nails, for 

the tear of your sun put in chains, get up, Gheorghe, get up, Ioane!ò) 

f) death - the relentless image of death is often associated with a liberating end 

from the burden of hard trials in prisons ĂC©nd voi muri ´n temniἪa asta spurcatŁ, / 

strivit de strigoii celulei Ἠi de milenii, / or singur pun©ndu-mi o sfoarŁ de beregatŁ, / ´n 

moartea mea nu vor fi duioἨii, nici sfinἪenii.// Niciun heruv nu va fi lunecat peste faἪŁ, / 

morἪii sŁ-i dea ´mpŁcare, sur©s Ἠi bl©ndeἪe./ Ċngerii mei au fost os©ndiἪi la ocnŁ pe viaἪŁ, 

/ sau sp©nzuraἪi, ca hoἪii, prin pieἪe.ò (Radu Gyr, C©nd voi muri) (ñWhen I die in this 

filthy dungeon, / crushed by the undead of the cell and for millennia, / or alone putting a 

string of berets on me, / in my death there will be no tender ones, no saints.// No cherub 

will slip over it. face, / to give the dead peace, smiles and gentleness./ My angels were 

condemned to death for life, / or hanged, like thieves, in the markets. ò) 

The poetry in the communist dungeons illustrates a strong testimony of the 

torment endured for faith in God, but also a perpetual relation of man to the divine will. 

Shocking testimonies, prayers to heaven, repentance, remembrance, principles of life, 

and the desire for communion with Christ became the spiritual food of the imprisoned. 

Martyr poets 

From the gallery of the poets of the communist prisons many remained 

anonymous, and others stood out through the originality of the expression, the mastery 

of the language, the aesthetic valences and the artistic refinement of the logos. 

Confessors such as Radu Gyr, Nichifor Crainic, Sandu Tudor, Valeriu 

Gafencu, Zorica LaἪcu and many others sublimated the physical suffering and terror to 

which they were subjected in lyrical creations in which the feeling of religiosity and the 

revelation of the sacred predominate. ñPoetry born of the feeling of religiosity is 

positioned in the area of resistance to the aggressions of history.ò (Rusu, Mina, Maria, 

ibidem) 

Radu Gyr's poetry transcends external reality and reaches the heights of 

mysticism through the pure and liberating cry to God. Through the intense living of 

faith, through the inner force that accesses the sacred, he penetrated through his verses 
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into the depths of identity consciousness. The ascetic existence in the dungeons revealed 

the boundless power of prayer as well as the permanent connection with God through 

spiritual communication. Hymn poetry born in prisons had a saving role for minds that 

could take the path of wandering and for the revolted spirit that had not yet found its 

true path, that of salvation.  ĂPeste fericiri apuse, / Tinde mila Ta Iisuse./ Cei din 

´nchisori/ Te aĸteaptŁ-n zori, / Pieptul lor suspinŁ./ Cei din ´nchisori/ Te aĸteaptŁ-n zori/ 

SŁ le-aduci lumina.ò (Radu Gyr, Colind) (ñOver the past happiness, / Tend your mercy 

Jesus./ Those in prisons / Are waiting for you at dawn, / Their breasts sigh. / Those in 

prisons / Are waiting for you at dawn / To bring them light.ò)   

Zorica LaἪcu, mother Teodosia, a model of Christian life, endured the 

persecution of the communist regime which did not take into account her physical 

disability. From the atrocious dungeons he instilled in the prisoners a thirst for prayer, 

reconciliation, acceptance of suffering and devotion to God. ĂDin harul TŁu sŁ-mi dai, 

mereu / SŁ-mi dai / Bl©ndeŞea, mila, dragostea din rai, / Pe Crucea ta mŁiastrŁ suferinŞŁ, 

/ SŁ-nalŞi la Cer sŁraca mea fiinŞŁ. (Zorica LaἪcu, MŁiastrŁ suferinѿŁ). ò (ñFrom Thy 

grace to give me, always / To give me / Gentleness, mercy, love from heaven, / On your 

Cross my master's suffering, / To ascend to Heaven my poor being.ò) Traian Popescu, a 

detainee who lived the horrors of the communist prisons, confesses how he was saved 

by the power of Mother Theodosia's prayers. ò (Popescu Traian, 2002) 

Valeriu Gafencu impresses with the purity, gentleness and healing power of the 

verses that reflect the total devotion to the divinity. ĂNu plangeŞi cŁ mŁ duc de l©ngŁ 

voi/ ķi c-o sŁ fiu zv©rlit ca un gunoi/ Cu hoŞii ´n acelaĸi cimitir, / CŁci crezul pentru care 

m-am jertfit/ Cerea o viaŞŁ grea ĸi-o moarte de martir. ñ ( Valeriu Gafencu, RŁmas bun). 

(ñDo not weep that I go away from you / And that I will be thrown like garbage / With 

thieves in the same cemetery, / For the creed for which I sacrificed myself / It demanded 

a hard life and a martyr's death.ò) 

Prison poetry - a high form of resistance 

  Chained, oppressed, humiliated and mocked, the detainees were forced to 

abjure their faith, and communication was extremely difficult by banning writing tools. 

The desire to keep alive the flame of faith, of encouragement, of alleviating suffering, of 

learning and especially of keeping reason in the given conditions, all this led to the 

creation of ingenious methods of communication: the Morse code, writing on barks of 

soap, on the sole of the boot, on the ranges, on the papers of the medicine boxes.). 

Poetry born in prison is based on suffering, an assumed suffering that the 

human being experiences as a Christian, waiting for divine salvation. The confessors of 

the communist dungeons escape in the transcendent and bind their destiny to divinity, 

being the path of truth and salvation. Prison silence, temperance, reluctance and the 

measure of words became a way of living, of surviving, and the voice raised to the sky 

had a redemptive role. The sacrifice of the confessors became like a liturgical act by 

sacrificing one's own existence, an existence marked by bodily tearing and redemption 

of the soul. The silent voice of the dungeons transfigured into the serene gazes of the 

confessors who raised their inner voice to the gates of heaven. The hymn poems had a 

healing force by alleviating the sufferings, the forgiveness and love of the fellows and 

the light of the soul becoming what Valeriu Gafencu called the prayer of the heart. 

The poems springing from the fiercest trials of the faith, from the most ruthless 

betrayals of the fellows, from the inferno of torture of the torturers constitute a true 
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undeniable poetic creed, an unwavering landmark in our true national and spiritual 

identity. The silence, reticence, reason, morality, verticality of the detainees were 

strengthened by Christ's communion, repentance, humility and access to salvation the 

principles of a homo religiosus. ñWhoever transposes himself into a state of sacrifice is 

transposed into a state of holiness. Christians can give themselves to God, which means 

full devotion on their part.ò (Bujoreanu, Ana, 2014: 23) 

The heartbreaking cry of torture, the pain, the physical and mental torment all 

incarnated in a voice of faith, and the invocation of God was the only support of the 

confessors. The salvation of the human being meant prayer, the prayer specific to 

Christian identity, and it conveys a certain tension in the plane of piety, because ñprayer 

means a struggle to keep the faith, to maintain a spiritual vision and a confident and 

patient hope to compel God to - and fulfill his promises. ò (Radosav, Doru, 1997: 79-

80) 

ñBefore having aesthetic value, the poetry of communist prisons has an ethical 

value, because, through its very existence, it denies tyranny, violence, horror and 

affirms man's eternal need for beauty and therefore poetry.ò (GomboἨ, Stelian, 2017) 

The resistance of those in prison was strengthened by religious, artistic and 

cultural experience. ñA unique, eternal, unbeatable solution, our anchoring in God, the 

observance of the Christian moral grid was and is the lifeboat from the communist 

stagnation, but also from the dissonant and hurried madness of our world, postmodern, 

contemporary.ò (Ibidem) 

Confessors in communist prisons are the living expression of anti-communist 

resistance and the preservation of our spiritual identity. By divine grace they do not fall 

prey to impotence or fear, but proudly rise to salvation and spiritual identity, the escape 

into the sacred being the only way to regain spiritual identity. 
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ѼTEFAN AUGUSTIN DOINAѼ : REPĈRES DANS LA 

CR£ATION LITT£RAIRE 

             Andreea Emanuela VĊLCESCU* 

 

 

Abstract: This article represents my activity of observation and synthesis on some 

generic aspects of Ѽtefan Augustin Doinaѽ literary creation. In dealing with the subject of Ѽtefan 

Augustin Doinaѽ, landmarks of literary creation, I had in mind the memory of literary life, 

translation activity and literary criticism, as well as the personal interpretation of the universe of 

his poetic work. The arguments put forward in support of the article are strengthened on the basis 

of scientific data about the author, as well as on the basis of personal interpretations of his work. 

 I also took into account the role that Ѽtefan Augustin Doinaѽ had in improving the quality of 

literary life during the period in which he was noted as a poet. The originality of the style, the 

criti cal spirit, the tendency towards evasion, the avoidance of the gregarious spirit, the 

hermeticism of the language represent the main characteristics that broadly define his poetic 

work. 

Keywords: evasion, hermeticism, modernism. 

 

1. La vie litt®raire. 

 

ἧtefan Popa ou ἧtefan Augustin DoinaἨ, tel quᾷil est connu dans notre histoire 

litt®raire, est lᾷune des figures les plus importantes de la litt®rature roumaine moderne, 

 ̈c¹t® de ses confr¯res qui font partie du Cercle litt®raire de Sibiu : Radu Stanca, 

Constant Tonegaru, Geo Dumitrescu, Dimitrie Stelaru, Ion Caraion, Ilarie Voronca, 

Virgil Teodorescu, Gellu Naum. 

ἧtefan Augustin DoinaἨ a ®t® r®compens® avec de nombreux prix et 

distinctions, parmi lesquels on mentionne: Le prix E. Lovinescu, pour le 

volume  Alphabet po®tique,  Le prix de lԁAcad®mie roumaine, Docteur Honoris 

Causa de lᾷUniversit® Lucian Blaga de Sibiu, nomin® avec sept prix de lԁUnion des 

£crivains, ®tant reconnu m°me ¨ lᾷ®tranger pour sa valeur dans lᾷart litt®raire et dans 

lᾷart de la traduction: Chevalier des Arts et des Lettres, en France (1999), ainsi que de 

nombreux autres prix ¨ cela on ajoute de nombreux autres prix. 

ἧtefan Augustin DoinaἨ ®crit 14 po¯mes en Anthologie, occupant la deuxi¯me 

position, remarque Cornel Regman, dans la pr®face du livre de I. NegoiἪescu, De 

Dosoftei ̈  Ѽtefan Aug. Doinaѽ1. Dans la m°me pr®face, Cornel Regman met en lumi¯re 

la p®riode de difficult®s que traversait la Roumanie ¨ ce moment-l¨, une p®riode critique 

pendant laquelle le po¯te sôest fait remarquer. 

Le r¹le de ἧtefan Augustin DoinaἨ a ®t® particuli¯rement important, surtout en 

1947, 1989 et 1991, et ce fait a ®t® reconnu par un grand nombre de ses contemporains 

qui, en 1990, lᾷont ®lu comme membre de lᾷAcad®mie. 

 

 

 

 

 
*Universit® de PiteἨti, andreeavilcescu@yahoo.com 
1 La traduction nous appartient. 
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2.  Lᾷactivit® de traducteur. 

 

ἧtefan Augustin DoinaἨ est une personnalit® complexe. Il est la somme de tous 

les auteurs quᾷil a traduits, critiqu®s et les r®f®rences critiques apport®es par ses 

contemporains post-mortem sont parmi les meilleures. 

Sa carri¯re de traducteur a laiss® une forte empreinte sur son travail, vu quᾷil a 

traduit divers auteurs, qui ont repr®sent® des points dᾷinspiration, de mani¯re 

involontaire m°me, pour le po¯te dᾷArad. 

Son esprit po®tique, son travail de critique litt®raire, et le fait quᾷil 

®tait polyglotte, sont quelques-uns des atouts dont il a pleinement joui et qui 

lᾷont beaucoup aid® dans lᾷart de la traduction, de la critique et de la po®sie. Ainsi, il 

traduit de lᾷespagnol le volume Vers ®lus de Ruben Dario;  du fran­ais  Po¯mes de 

Pierre Emmanuel et Po¯mes de St®phane Mallarm®;  de lᾷitalien le volume  

Rimes de Dante, dans Oeuvres Mineures;  Po¯mes de Roberto Sanesi, de 

lᾷitalien ; Po¯mes, po®tique et esth®tique de Paul Val®ry, une ®dition avec pr®face 

ordonn®e par ἧtefan Augustin DoinaἨ, traduite du fran­ais en collaboration avec Alina 

Ledeanu et Marius Ghica ;  de lᾷallemand Po¯mes  de Friedrich Hºlderlin, en 

collaboration avec V. Nemoianu et I. NegoiἪescu; de lᾷallemand  Pō mes  de 

Gottfried; de lᾷanglais  Alibi et autres po¯mes ; du mac®donien Tasna Svezda; de 

lᾷhongrois Az ®n birodalman de Szil§gyi Domokos , et la file de traductions ne sᾷarr°te 

pas l¨. 

 

3. Son activit® de critique litt®raire.  

 

Son activit® de critique est marqu®e par des volumes   dᾷessais, tels que la 

Lampe de Diog¯ne, Po®sie et mode po®tique, Orph®e et la tentation du r®el, essais qui 

certifient le fait quᾷil avait un riche bagage dᾷinformations tant sur les cultures, les 

civilisations et les litt®ratures ®trang¯res constituant lᾷobjet de sa critique, que sur les 

langues quôil connaissait si bien. 

Ses livres de critique litt®raire se distinguent par leur complexit® ®tant des 

documents historiques, philologiques, philosophiques, litt®raires et politiques, fait pu 

rev¯le lᾷ®rudition et lᾷesprit analytique quᾷil poss®dait. 

ἧtefan Augustin DoinaἨ rappelle dans lᾷun de ses livres de critique litt®raire la 

continuit® entre la po®sie traditionnelle et la po®sie moderne, qui doivent °tre 

maintenues en contact constant par lᾷharmonie, harmonie r®alis®e par le dialogue 

mutuel :1 

 
La vie authentique et fructueuse dᾷune culture commence lorsque le dialogue 

interne entre contemporan®it® et tradition devient un dialogue du pr®sent avec lui-

m°me: lorsque les valeurs litt®raires - dans leur processus naturel dᾷaffirmation et 

dᾷint®gration culturelle - sont plac®es face ¨ face, dans le cadre g®n®ral et unitaire 

du m°me °tre spirituel, comme modalit®s diff®rentes dᾷexpression.

 

1  DoinaἨ, A.ἧt., Lampa lui Diogene : 97; la traduction nous appartient  
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La communication entre les g®n®rations se fait par la r®conciliation des id®es, des 

pens®es, des tourments de lᾷesprit, qui doit r®aliser une permanente continuit® pass® - 

pr®sent - futur, comme dans un r®cit, et les effets de ce processus doivent assurer la 

compr®hension du message litt®raire, lanc® ¨ un nombre croissant de lecteurs. 

Ce d®sir vivant de r®concilier la tradition et lᾷinnovation se concr®tise chez ἧtefan 

Augustin DoinaἨ par lᾷexploration des compartiments les plus subtils de la pens®e humaine, 

par la promotion des valeurs de la nature comme ®l®ments primordiaux, traduits en cl® 

philosophique et moderne. ê ce type dᾷextrapolation fait r®f®rence aussi Virgil Nemoianu, 

ami de la famille et coll¯gue avec le po¯te, qui le connaissait tr¯s bien et qui a ®t® en mesure 

de se rendre compte des aptitudes intellectuelles et de lᾷesprit analytique, d¾ ¨ une subtile 

psychologie :1   

 
[...] si la valeur dᾷun po¯te consiste ¨ enrichir, par lᾷinvention, 

la perception harmonieuse de la r®alit® par la communaut® linguistique dans laquelle 

il  est n® et o½ il vit, dᾷaugmenter, par lᾷexploration, la connaissance des profondeurs 

psychiques [...], alors le r¹le dᾷun po¯te comme DoinaἨ sera imm®diatement reconnu 

comme lᾷun des plus importants.  
 

Dans Le sanglier aux crocs dԁargent lԁauteur d®sire que chaque lecteur se forme 

son opinion personnelle, la po®sie ayant de multiples valeurs interpr®tatives. Le lecteur 

d®m°lera tout seul les coquilles int®rieure et ext®rieure de la cr®ation po®tique. Les r®ponses 

¨ cette balade sont obtenues gr©ce ¨ la balade Chasse aux faucons, o½ le dialogue nᾷa plus la 

m°me valeur symbolique, interpr®table, mais il devient allusion ¨ la discordance entre les 

valeurs de la culture et les valeurs de la politique obscure de cette p®riode. On a mentionn® 

ces deux grandes ballades, parce quᾷelles repr®sentent des points de rep¯re marquants de la 

cr®ation de ἧtefan Augustin DoinaἨ : Le sanglier aux crocs dԁargent d®finit la p®riode de la 

jeunesse, consacr®e ¨ elle-m°me, et la Chasse aux faucons est un po¯me de maturit®, qui est 

adress® ¨ la soci®t®, comportant des allusions ¨ lᾷ®tat du pays et de la culture roumaine de 

cette p®riode. 

Dans la deuxi¯me ®dition de Mod¯les dԁanalyse litt®raire et stylistique. De Budai-

Deleanu ¨ Ѽtefan Augustin Doinaѽ2  se r®f®rant au chef-dᾷîuvre Le sanglier aux crocs 

dԁargent, ἧtefan Augustin DoinaἨ avoue de mani¯re modeste et critique le fait quᾷil souhaite 

une position neutre, sans trop dᾷimplications personnelles, qui, certainement, le 

submergeraient. On y per­oit une modestie de g®nie autocritique, accompagn®e des 

myst¯res dans lesquels il veut envelopper sa propre cr®ation, sans dᾷautres messages 

suppl®mentaires justificatifs : ç je voudrais r®ussir ¨ me positionner, par rapport ¨ ce 

po¯me, en simple lecteur, d®tach® de tous ses ant®c®dents extra-litt®raires ; plut¹t en qualit® 

 
 1Nemoianu, V., Sur©sul abundenѿei. Cunoaѽtere liricŁ ѽi modele ideologice la Ѽtefan Augustin 

Doinaѽ: 14; la traduction nous appartient 
2La traduction nous appartient 
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de critique et ex®g¯te è. 1  (HanѿŁ, Al. : Modele de analizŁ literarŁ ѽi stilisticŁ, de  la I. 

Budai-Deleanu la Ѽtefan Augustin Doinaѽ: 416). 

 

4. LôUnivers po®tique. 

 

Dans sa carri¯re de po¯te, il est reconnu par la multitude dᾷîuvres qui lᾷont 

consacr® pour quᾷil puisse °tre plac® ¨ c¹t® de Philippide, Mallarm®, Baudelaire, Val®ry, Ion 

Pillat, Mihai Eminescu, Tudor Arghezi, Nichita StŁnescu, Lucian Blaga, Ion Barbu. 

La m®moire formidable tout comme la capacit® de reproduire des messages dans 

un langage soign®, correspondant ¨ un style de recherche avanc®e, sont les atouts qui font de 

ἧtefan Augustin Doinaĸ un po¯te majeur dans le vrai sens juste du terme. 

Les po¯mes du d®but litt®raire de ἧtefan Augustin DoinaἨ ont une teinte narrative-

ballad¯sque ; et ils d®crivent un environnement mythique-fantastique, ®tant bas®s sur des 

id®es philosophiques, expos®es dans des teintes et des tableaux f®eriques, irr®els, mais qui 

pr®sentent, en fait, des faits v®ridiques, cach®s sous un masque diff®rent que celui de la 

r®alit® ; leur position ®tant tr¯s difficile ¨ °tre ®tablie par les critiques :2  

 
 Les balades de DoinaἨ nᾷappartiennent pas en substance au fantastique, mais, on dit, 

au pr®-r®el, au moment qui pr®c¯de (¨ lᾷ®chelle du devenir), lᾷentr®e en existence. Ils 

affectent une extension r®fl®chie des fronti¯res de la r®alit®, en y annexant le territoire 

le plus proche. Cᾷest pourquoi les oscillations des critiques dans leur placement. 
 

 

 De plus, I. NegoiŞescu a un point de vue similaire ¨ la vision de Virgil Nemoianu, 

sur le lyrisme de ἧtefan Augustin DoinaἨ et sur la substance de sa po®sie,  proposant ainsi 

une lecture inverse de la po®sie, venant de lᾷid®e sur le vers, sur la parole  puisquᾷil a besoin 

dᾷune pr® - traduction, surtout lorsque le public ignore ce type de langage: ç [é] Ovidiu 

Cotruѽ ou Virgil Ierunca, ont pr°t®  dans le m°me sens une attention particuli¯re ¨ lԁesprit 

axiologique enflamm® du lyrisme de Doinaѽ, cԁest- -̈dire ¨ sa modernit®, qui  exige une 

lecture sous-jacente.è 3 

Lᾷ®criture de ἧtefan Augustin DoinaἨ a fait couler beaucoup dᾷencre ce qui atteste 

lᾷexistence dᾷun style souvent imp®n®trable. Son inclusion dans un courant ou un 

mouvement litt®raire est assez difficile ¨ ®tablir ; I. NegoiἪescu h®site ¨ le situer dans le 

classicisme ou le modernisme, et ¨ juste titre, car le placement sur une certaine position 

litt®raire est difficile, et les ®l®ments de composition du texte tout comme le style 

dᾷapproche varient souvent dᾷun texte ¨ lᾷautre. 

Dᾷautre part, le classement dans le n®oclassicisme nᾷest pas exclu dans le cas de 

ἧtefan Augustin DoinaἨ, car dans beaucoup de ses po¯mes il manifeste son go¾t pour 

 
1 HanἪŁ, Al., Modele de analize literare ѽi stilistice, De la I. Budai-Deleanu  la Ѽtefan Aug. Doinaѽ, p. 

416; la traduction nous appartient 
2 Modele de analize literare ѽi stilistice, De la I. Budai-Deleanu la Ѽtefan Aug. Doinaѽ, p. 32 la 

traduction nous appartient 
3 NegoiἪescu, I.,  Scriitori contemporani, p. 192 
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lᾷantiquit® et le romantisme, et lᾷappr®ciation pour la culture grecque ou romaine, le 

rapproche du style de Lucian Blaga, Ion Barbu ou Al. Philippide. 

Peut-°tre que les oscillations par rapport dans le maintien dᾷ une 

seule direction litt®raire sont la cons®quence du fait quᾷil ®tait un bon connaisseur 

en litt®rature universelle, histoire de la philosophie et du fait quᾷ il avait eu lᾷoccasion de 

faire des ®tudes dans des conditions privil®gi®es, ayant ®t® toujours en contact avec 

des personnes de valeur. 

Je cite en ce sens, la cr®ation lyrique Amor universalis, dans laquelle le po¯te 

prononce avec pathos le nom de la d®esse de la beaut® et de la fertilit®, V®nus, quᾷil supplie 

de le conduire vers des terres de lumi¯re. La comparaison tranchante utilis®e ici par ἧtefan 

Augustin DoinaἨ est construite sur la technique de lᾷesth®tique du laid par laquelle le 

po¯te annonce que la collision entre les ®l®ments c®lestes et les ®l®ments terrestres 

est mortelle : ç Oh, V®nus, en bleut®s porte-moi, d®esse livide / sur une terre vaste avec un 

scintillement trop vide/ pour sentir autour de moi battre les lumi¯res / comme des cîurs 

consomm®s de poussi¯re. // è1 

Ici, comme dans dᾷautres po¯mes, on rencontre des tableaux romantiques, par 

exemple, le moment de la tomb®e du soir quand des touches d®cor®es de faisceaux de 

lumi¯re embrassent le po¯te, ç pour sentir autour de moi battre les lumi¯res è. Il est 

 ̈noter ici le d®sir de s®paration entre lᾷ®l®ment c®leste / tellurique, la composante 

mat®rielle ç des terres vastes avec un scintillement trop vide è pour dissoudre ç des cîurs 

consomm®s de poussi¯re è, en pr®sence dᾷ®l®ments ®metteurs de lumi¯re dans lᾷunivers 

entier. 

La cr®ation litt®raire de ἧtefan Augustin DoinaἨ a une composition cryptologique 

tr¯s dense, compos®e dᾷingr®dients emprunt®s ¨ Lucian Blaga ou ¨ Ion Barbu. 

Personalit® politique forte qui a d®roul® son activit® dans de milieux sociaux 

diff®rents, ce qui exigeait force de caract¯re, ἧtefan Augustin Doinaĸ d®voile 

dans certains po¯mes, une sensibilit® accrue, noble, confin®e dans un langage rugueux et 

f®roce en m°me temps, ce qui contredit lᾷharmonie et lᾷ®quilibre que lᾷon retrouve dans 

certains de ses po¯mes. Le po¯te sᾷagenouille humblement au pied des montagnes et 

des vall®es, des mers et des oc®ans, de lᾷunivers, autant dᾷ®l®ments quᾷil v®n¯re comme des 

divinit®s. 

Si ἧtefan Augustin DoinaἨ est dans la p®riode de sa jeunesse po®tique comme un 

subordonn® des instruments dᾷart, dans la p®riode de maturit® de la po®sie il 

devient beaucoup plus comp®tent dans le contr¹le du langage artistique, sᾷappuyant ses 

id®es sur des r®f®rences solides. Ses po¯mes sont des exercices empiriques dont la solution 

exige un effort de maximale r®flexion. 

Lᾷ®quation po®tique propos®e par ἧtefan Augustin DoinaἨ vise un code vers la 

modernit®, un code ¨ travers lequel il exprime ses sentiments les plus nobles ou les 

frustrations les plus profondes. Son lyrisme appartient ¨ lᾷintellectuel qui d®sire sᾷ®loigner 

de lᾷexpression banale, d®pourvue de sensibilit®. 

 
1 DoinaἨ, A., ἧt., Versuri, p. 13; la traduction nous appartient 
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Le concept de Gen¯se appara´t souvent d®consacr® chez ἧtefan Augustin DoinaἨ, et 

le D®miurge semble plut¹t un individu hideux apparu des flammes de lᾷenfer ; il 

est compr®hensible que la d®formation, lᾷimperfection et le d®s®quilibre spirituel hantent ce 

paradis explosif. On assite ¨ une r®volution po®tique similaire ¨ la r®volution de Tudor 

Arghezi, mais qui a comme principal contestataire ķtefan Augustin DoinaἨ, qui, dans 

certaines paraboles ®nigmatiques, semble profond®ment ®cras® par la doctrine 

dᾷexistentialiste. 

 Successeur de Tudor Arghezi, en particulier par lᾷid®e de la religiosit®, ἧtefan 

Augustin DoinaἨ oscille entre le drame de la connaissance, reconnaissance de la divinit® 

et la croyance divine contestable et la convinction que lᾷhumanit® r®side dans les mains du 

Christ Tout - Puissant. Ces contradictions dᾷopinion proviennent de lᾷendroit o½ ç le Tibre 

sԁ®coule/ è1 , o½ les statuettes ne sont pas de simples figures innocentes des saints, mais ç 

des statues mutil®es, r®v®lant une ©me hideuse// è2, notons ici le manque de gr©ce avec 

lequel les objets de la divinit® sont construits. La situation est diff®rente dans le Jeu des 

vivants, o½ lᾷauteur est conscient du pouvoir de jugement et de lᾷesprit de sacrifice de J®sus 

: ç Tu - sois comme le juge qui condamne. / Tu portes fi¯rement ton aur®ole dԁ®pines / Tu - 

chantes. Tu - restez in®branlable et immobile, / Et tu - tԁessayes de ressembler ¨ un esprit 

aujourdԁhui. // è3 . Ce jeu d®crit un cercle vicieux dans lequel les activit®s reprennent 

®ternellement ç Parfait ! Maintenant, permutez-vous ! // è4, et la conjoncture pr®sent®e 

semble anticiper un ®pisode du Jour du jugement dernier, o½ les gens devront justifier les 

actes commis, devant le Juge, portant une aur®ole dԁ®pines, rappelant la crucifixion : ç Nous 

devons imaginer la chute / une phrase dure de comprendre et de lumi¯re. Tu - sois comme 

le juge qui condamne. / Tu portes fi¯rement ton aur®ole dԁ®pines. // è 5. 

Dans la m°me direction que St®phane Mallarm® et Charles Baudelaire, ἧtefan 

Augustin DoinaἨ ajoute ¨ ses po¯mes sa s¯ve philosophique, ®crite sur un fond de lyre 

accord®e, anticipant la fusion de la musique avec dᾷautres arts, une hypostase po®tique o½ 

lᾷhomme et la nature fusionnent.  

 ἧtefan Augustin DoinaἨ veut transmettre la vibration et la fr®n®sie de multilples 

aspirations gnos®ologiques, transmises dans le style cryptique du po¯te Ion Barbu. Il c®l¯bre 

souvent une victoire de la d®formation du m®connu dont le principal topos est repr®sent® par 

le voyage instable ¨ travers lᾷunivers, d®cor® de personnages anctiques, en majorit® 

grotesques, et le moment pr®f®r® est fr®quemment le cr®puscule. 

 Dans une analyse g®n®rale, ἧtefan Augustin DoinaἨ peut °tre inclus dans la 

cat®gorie ç des nains modernes sur les ®paules des g®ants de lԁAntiquit® è6 (CŁlinescu, G. : 

27), une conception qui suppose que le po¯te emprunte certaines id®es ¨ nos anc°tres, id®es 

quᾷil exploite dans ses oeuvres, en leur offrant, en les enrichissant de nuances dans un style 

original, incontestablement               

 
1  DoinaἨ, A., ἧt., Versuri, p. 246 
2  Ibidem, p. 258, la traduction nous appartient 
3  Ibidem, p. 261 ; la traduction nous appartient 
4  Ibidem, p. 258; la traduction nous appartient 
5 Ibidem; la traduction nous appartient 
6 La traduction nous appartient 
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Malgr® lᾷhypostase de pygm®e - position relative ¨ lᾷid®e de lᾷAntiquit®, une 

p®riode quand les anciens pensaient que les id®es modernes ®taient acquises des anc°tres -

 , ἧtefan Augustin Doinaĸ nᾷest pas un adepte de kitsch. Lᾷart contrefait, emprunt®, ¨ la 

douzaine, aucun attribut ne d®finit son travail. 

La communication avec la soci®t® est dans sa vision, banale, redondante, 

d®pourvue de substance vitale, et cela nᾷest pas damnable aussi longtemps que le lyrisme 

de ἧtefan Augustin DoinaἨ est une philosophie de vie. 

 ἧtefan Augustin DoinaἨ repr®sente souvent le retour au pass® historique, ¨ la 

Gen¯se, ¨ la litt®rature grecque, ayant pour fondements des divinit®s, mais ®galement le 

retour au pr®sent qui propose une perspective de la future po®sie roumaine, ¨ laquelle aspire 

la soci®t®. Dᾷun autre c¹t®, on constate comment dans son îuvre po®tique, la temporalit® a 

une double dimension : le temps terrestre, mesurable en heures, minutes, secondes, qui 

ronge, d®vore, appel® Cronos ; et le temps Cairos, par opposition au premier, un certain 

temps qui spiritualise, repr®sent® par la dimension temporelle cosmique. 

En adh®rant ¨ une po®tique expressionniste moderne, ἧtefan Augustin DoinaἨ 

revient aux origines anciennes, aux paradigmes mythiques, en cultivant divers 

arch®types. Les ®poques primordiales, la fusion avec le cosmique, lᾷaspiration vers lᾷabsolu, 

repr®sentent le refuge dans lequel il parvient ¨ se r®unir. Lᾷ®vasion du quotidien ouvre les 

portes dᾷune sorte de pal®olithique quᾷil propose transformer, et les objets amorphes 

acqui¯rent de nouvelles teintes et dimensions. De cette fa­on, les sentiments dᾷali®nation 

vis- -̈vis du citadin, dᾷabsurdit® de la vie, sont annihil®s, on leur substitue ainsi la 

quintessence de lᾷexistence. 

Comme son p¯re spirituel, Lucian Blaga, pour lᾷoeuvre duquel il a d®velopp® une 

passion pr®coce, ἧtefan Augustin DoinaἨ cherche lᾷoriginal, lᾷincr®®, lᾷin®dit, lᾷillimit®. Il y 

a souvent une hypertrophie et une d®pendance transcendantale de lᾷhomme ordinaire qui, 

ensemble, font acqu®rir au po¯te une double nature : tellurique et cosmique. Comme chez 

Lucian Blaga, les sentiments ordinaires et les connaissances superficielles en faveur des 

sentiments m®taphysiques sont an®antis, et le langage herm®tique, construit sur 

des symboles, parsem® dᾷassociations ®tonnantes, est tr¯s proche de celui dᾷIon Barbu. 

En outre, le caract¯re de ballade des po¯mes de ἧtefan Augustin DoinaἨ rend 

possible la proximit® avec le lyrisme dᾷIon Barbu, et la vision math®matique conf¯re une 

position g®om®trique ¨ la po®sie, per­ue sous des angles approximativement congruents 

avec celle-ci. Dᾷun autre c¹t®, le d®cor polaire min®ralis®, les formes g®ologiques et 

v®g®tales, ainsi que lᾷ®vocation fr®quente des divinit®s mythologiques, des cr®atures 

bizarres composent lᾷUnivers parnassien commun aux deux po¯tes. 

Les ®l®ments qui composent lᾷornement arctique ou tropical : 

arbres, terre, banquises, montagnes, lichens, soleil torride, chaleur ®touffante, 

etc., produisent des oscillations qui encerclent et verrouillent lᾷ°tre ou le conduisent ¨ une 

d®lib®ration compl¯te. 

Des ®l®ments astronomiques tels que le z®nith, le nadir, le firmament, ainsi que les 

termes galactiques cr®ent lᾷautre d®coration, la supraterrestre, en repr®sentant des sources 

biotiques qui lib¯rent le po¯te. Lᾷherm®tisme po®tique, les termes rares, lᾷappel aux divinit®s 

et aux cr®ations mythologiques grecques donnent aux îuvres lᾷimpression dᾷun langage 
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typiquement livresque. Cependant, la pr®sence des mythes grecs est une cl® pour d®coder 

lᾷunivers po®tique. Ces caract®ristiques permettent de se rapprocher de ἧtefan Augustin 

DoinaἨ du style des îuvres du po¯te fran­ais Leconte de Lisle. 

Lᾷherm®tisme de ἧtefan Augustin DoinaἨ est conf®r® ¨ la fois par le symbolisme 

des po¯mes et par la philosophie des conceptions. Ainsi, sa po®sie reste souvent 

contemplative, et sa r®ception ®quitable dans une proportion ®lev®e est presque 

impossible pour un public non averti. 

Les tendances fluctuantes ¨ lᾷ®vasionnisme et lᾷopposition intentionnelle au 

sch®ma (mais pas dans lᾷint®gralit® de lᾷîuvre) de la po®sie traditionnelle rapprochent 

ἧtefan Augustin DoinaἨ du comportement po®tique du po¯te Al. Philippide. Le sentiment de 

sup®riorit®, comme dans lᾷoeuvre po®tique dᾷAl. Philippide, dans un monde superficiel, fait 

de ἧtefan Augustin DoinaἨ un homme orgueilleux ¨ qui le confort psychique g®n®ral est 

offert par lᾷambiance mythologique et par les substrats ontologiques. Lᾷabsence de ces 

®l®ments r®confortants fait de lui un inadapt® qui ®touffe dans un monde hostile et 

d®s®quilibr®, hors des sch®mas auxquels il aspire. 

 Par ailleurs, on rencontre aussi chez ἧtefan Augustin Doinaĸ la technique de 

lᾷenjambement, les vers libres, disproportionn®s les uns aux autres, surtout dans la po®sie de 

maturit® sans pour autant r®sulter une sorte de po®sie hybride g°nante. Ces modalit®s de 

r®volution donn®es par la tendance ¨ lᾷantipo®sie d®signent un po¯te renfrogn®. 

ἧtefan Augustin DoinaἨ d®teste souvent lᾷesprit gr®gaire, choisissant de courir avec 

les Psaumes ¨ Dieu. Ses hymnes religieux contiennent un substrat consolid® dᾷattitudes 

fluctuantes, ce qui fait penser ¨ Tudor Arghezi. Il glisse de lᾷesprit r®volutionnaire ¨ celui 

confessional et puis r®sign®, m°me humble, en cr®ant une impression dᾷune v®ritable vie 

mystique. 

Lᾷattitude de r®bellion peut °tre une cons®quence de la r®volution contre la 

m®chancet® et les difficult®s dans le pays, caus®es par le communisme, une doctrine sociale, 

politique et ®conomique ¨ la manifestation de laquelle le Dieu assiste passivement, bien que 

les ©mes humaines soient d®termin®es par Sa puissance. Ses recherches sont marqu®es par 

des questions heuristiques et rh®toriques, de v®ritables ®meutes et des incertitudes 

personnelles. Le langage utilis® ici est beaucoup plus ordinaire que dans dᾷautres types de 

po®sie ; lᾷauteur utilise des termes th®ologiques, et lᾷinformation est perceptible, 

assimil®e. Lᾷauteur compl¯te ®galement sa liste de po¯mes par des sonnets sur divers sujets. 

Outre le contenu religieux, les po¯mes de ἧtefan Augustin DoinaἨ ont dans leur 

composition des allusions sociales ou politiques piquantes, satiriques. 

En combinant les traits de la po®sie moderniste et en r®gressant vers la mythologie 

ancienne, ἧtefan Augustin DoinaἨ, ¨ c¹t® de Lucian Blaga, Ion Barbu et Al. Philippide, cr®e 

une nouvelle mode po®tique dans la litt®rature. Il r®concilie la po®sie dite sensuelle avec la 

po®sie intellectuelle dᾷune mani¯re tr¯s r®ussie. 

ê travers la complexit® de sa po®sie comme message et la polyvalence de son 

style, ἧtefan Augustin DoinaἨ peut difficilement faire partie d'un courant litt®raire, avec un 

art po®tique unitaire. ê travers chacune de ses cr®ations, il a explor® les limites du langage 

po®tique, en contribuant de mani¯re substantielle ¨ son ®volution et ¨ sa modernit®. 
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Abstract: George Coѽbucôs creation represents an important argument for the theory of the 

continuity of the popular language as a basic element of the literary language. The study focuses on 

the fact that, although the poet was not a linguist, he dealt with the problems related to the formation 

and cultivation of the literary language.     
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1. Among the theories about the origins of the Romanian literary language, the 

one that had few chances of imposing was argued by Al. Graur, I. Coteanu and Liviu Onu, 

according to which the first phase of the development of the Romanian literary language 

was the oral phase, that has been preserved so far in the masterpieces of the popular 

creation. 

It is based on Ferdinand de Saussure's idea about the continuity of the language, which 

always appears as a legacy of the previous generations. Regarding the literary language, Al. 

Graur concludes: ñit can be said that today's literary language is much superior (...), but it 

did not appear four or eight hundred years ago, and it has not reached perfection even today 

(...) it is continually perfected without ever getting perfect (Graur, 1960: 318). 

It is emphasized the fact, which was later accepted by the other linguists, that the 

exemplary status of the language (the literary language) is established not according to the 

current norm, but to the dominant norm of each epoch.  A community, no matter how small, 

has its own way of using the language, has a norm of its own. The formation of the literary 

language implies the exact or modified propagation of the norm of one collectivity over 

another and its extension on all the speaking communities of the respective language. This 

role was essentially fulfilled by two cultural facts: the folk literature -before the appearance 

of writing (but also after that) and the religious literature - after the appearance of writing.  

The most important phases in the evolution of the Romanian language are 

determined by the appearance of writing, the appearance of functional styles and the 

disappearance of dialectal differences. 

Thus, Dumitru Irimia shows that before the appearance of writing, one can speak 

of a primary orality, specific to the rural culture, which was very important for that phase of 

the society's evolution: "The primary constituent, in diachronic terms, of the first level in the 

organization of the language stylistic system, the popular language represents the expression 

of the national egoò (Irimia, 1999: 82). 

The supporters of the popular origin of the literary language claimed that the 

popular creation, especially the lyrics, has an accurate character, ensured by the changes 
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made by the collective creator. No matter how uncertain a situation may be, the researchers 

agree that we can discuss about many centuries of existence before the appearance of 

writing and that this evolution manifested itself through its unification and improvement. 

The persistence of some dialectal features, especially in the lexicon area justifies the 

coefficient of diversity that is to be found in the texts of great writers, too (in Ion CreangŁ' s, 

for example), but, as Ion Coteanu said, in addition to these dialectal characteristics there are 

also the common features. 

The problem was whether, regarding the accurate aspect of the language, one could 

detect a more or less sustained concern for selecting certain modalities of expression, with 

an increased aesthetic expressiveness, which should be found in the everlasting spirit of the 

Romanian language (cf. and Munteanu, Ἡ©ra, 1983: 35). 

Al. Graur shows that the mere fact that the language is used to form the accurate 

structures of the lyrics, to make a selection of figures and to do this in order to ensure the 

communication of the message to as many communities as possible are landmarks and 

features of the literary character, a voluntary form of norming (cf. Graur, 1960: 319). 

The researchers in the history of language did not validate this theory, nor did they 

influence any further written literature: ñIf the respective theory were well-founded, the 

language of the 16th century texts should enable us to decipher a visible influence of the 

language of the popular poetry on it. But this influence is not visible in any wayò (Istrate, 

1981: 229). 

The problem is that the texts translated from the 16th century are religious texts, 

translated from Slavonic or ancient Greek, considered sacred languages and thus they 

canonically submit to those structures. They contain many lexical elements and artificial 

syntactic constructions for the Romanian language. A direct influence of the popular 

language was not avoided. 

But, in the 16th century, one can speak of such an influence even in the translated 

texts. Thus, modern pragmatic studies have described the specific marks of the oral 

communication at all the levels of language: dialogic structures, stereotypical addressing 

formulas, morphological procedures used for establishing a higher degree of affectivity 

(vocatives, presentative interjections, imperatives, the use of some specific transphrastic 

connectors etc. (cf. Manu Magda, 2015: 715-726). 

Such phenomena have previously been reported by the language history studies: 

ñThe royal acts and records incorporated here have very few terms that could fit into the 

neologisms of the time. One can appeal to the popular fund, to the spoken languageò 

(Ἡepelea, 1994: 172-173). 

Al. Graur dismantled the myth of the incompatibility between the oral literature 

and the literary character, showing that the Homeric poems, which founded the Greek 

li terary language, had several centuries of oral circulation before their appearing in written 

form.  A similar situation happened with Kalevala, the epopee of the Nordic people.    

Ion Coteanu states that the first texts of fiction, the hagiographic legends translated 

from the European literature (Legenda Sfintei Duminici, Visul Maicii Domnului, CŁlŁtoria 

Maicii Domnului la Iad etc.) ñresemble folk tales so well, having similar techniques of the 

revival of exposureò(Coteanu, 1981: 159); in the same way it is reported the ñobviously 
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popular oral explanation of one of the most widespread stories, Alexandria (Ibidem); There 

are further reported: Psaltirea pre versuri tocmitŁ, in which the popular influence in terms 

of artistic language is very clear (through it, Dosoftei asserted himself as being the first 

Romanian poet), Neculce's O samŁ de cuvinte, which contains legends written in a popular 

language; not even the cultured poems of the VŁcŁreἨti poets ñdeviate from the popular 

ones, although they are influenced by themò (Ibidem: 160). 

On the other hand, Gavril Istrate shows that ñthe popular element acted in the 

language of all epochsò (Istrate, 1981: 232), but he especially mentions the dialectal 

elements used by the writers, from which he deduces their deviation from the literary 

language. Thus, it is shown that Ureche and Neculce are Moldavian par excellence; ñSlavici, 

Ag©rbiceanu, Rebreanu are Transylvanians; Sadoveanu, Cezar Petrescu, PŁstorel and Ionel 

Teodoreanu cannot escape their Moldavian environment (...), as in Caragiale's, Odobescu's 

... and Marin Preda's writings we encounter the main characters of the Wallachia's idiomò 

(Ibidem: 328). 

It is concluded that ñthe popular poetry is presented to us in a language in which 

the regional particularities abound and is therefore, by this very fact, external to the literary 

language" (Ibidem: 254). 

It is true that there are many popular creations in which regional elements are 

common, but the ratio between the common language elements and regionalisms is clearly 

in favor of the literary characteristics in the masterpieces of the popular poetry: Mioriѿa (in 

many of its variants), the legend of MŁnŁstirea Argeѽului, Toma Alimoѽ, C©ntecul Bradului, 

C©ntecul zorilor etc. For these, it is stated that ñfrom the use in literature of vulgar, wrong 

words and expressions, no argument can be made to prove that in an older period, the 

language of the popular literature was illiterateò (Graur, 1960: 320). 

2. The strongest argument of the continuity of the popular language as a basic 

element of the literary language is offered by CoἨbuc's creation, which even his detractors 

(Grigori Lazu) appreciated in superlative terms. It can be said that, through Cosbuc's poetry, 

the popular language in which he wrote his entire work represents the phase through which 

it came to light with all its strength and expressiveness. 

2.1. The considerations about George CoἨbuc's language were many and always 

favorable. A linguist like Ovid Densusianu noted: ñAs simple and harmonious as also 

correct (...) CoἨbuc's style is simple, natural and with a power of suggestion similar to that 

of all our popular creations. CoἨbuc's language can be taken as a model of a well- chosen 

and remarkable Romanian languageò (Densusianu, 1982: 72). 

Eugen Lovinescu, the one who promoted the modern, Parnassian, symbolistic 

poetry, a theoretical opponent of SemŁnŁtorism and Poporanism, appreciated Coĸbuc from 

the language perspective: ñThe Transylvanian poet is the best craftsman of our verse (...); 

but he has a sovereign mastery ... He is not a poet who softened his language in fine lam¯le 

auteò (Lovinescu, 1982: 179, 180). 

ἧtefan Augustin DoinaἨ, a great translator, like G. CoἨbuc as well, considers him a ñbrilliant 

Romanian language handlerò; ñthe extraordinary capacity to model the usual Romanian 

expression, the spoken language, in the most diverse prosodic patternsò; ñIn no other writer, 

our language has a more natural graceò (Augustin DoinaἨ, 1982: 309). 
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Tudor Arghezi, the one who assumed the important phenomenon that had occurred 

(the appearance of the popular language at the level of the poetic perfection) suggested a 

theoretical approach to the event of bringing old values to contemporaneity. ñIn our 

Romanian language, George CoἨbuc created a new language: opinion of the philology 

faculties (...) the Transylvanian G. CoἨbuc is a golden linkò (Arghezi, 1985: 394).  

The phenomenon was indeed reported by philologists, especially by Gavril Istrate, 

who, however, being an opponent of the theory about the contribution of the language of 

popular creations to the evolution of the Romanian literary language, records it as a diverse 

fact, not as a victory of the popular language. ñHe (CoἨbuc, s.n. L.V.) manages to achieve 

something unique in our literature. Although coming from the rural area, he avoids the 

regionalismò (Istrate, 1970: 242). 

2.2. G. Coĸbuc about the literary language. Although he knew the classical 

languages which he had studied extensively in high school and also German (later, in order 

to understand the message of Dante's Divine Comedy, he had also learned Italian), CoἨbuc 

was not a linguist and was not concerned with the linguistic theories of the time. In his work 

he had paid great attention to poetic language, because he was convinced of the importance 

of language in the life and culture of a nation: ñThe language is the strongest bond of a 

nation. It is the soul of the nation; it is its nature and beingò (cf. Istrate, 1970: 238). This 

coincides with one of the evaluations in the European linguistics which was recorded, as 

seen above, by Dumitru Irimia, according to whom the language, and especially the popular 

language, represents the expression of the national ego. 

CoἨbuc knew, apparently from Garabet IbrŁileanu's writings, that the Romanian 

literary language was not yet formed (after the Union of 1859 and after Constantin Negruzzi 

had accepted many of Ion Heliade RŁdulescu's ideas, except for his Italian preoccupations), 

that the dialectal basis was the language of Wallachia (actually, of the southern dialectal 

area). The poet did not agree with this idea, nor did he agree with the theories of the 

linguists from Cluj, according to which the texts from MaramureἨ, from the northern 

dialectal area, constituted the beginnings of the standardization of the Romanian language.  

The idea of a tolerance of the regionalisms in any part of the country was theorized 

as being a process of the language enrichment, but it was only considered a stylistic process. 

The solution is in accordance with the availability of Ion Pillat who used, without 

exaggerating, out of metrical needs, regionalisms easy to decrypt from different dialectical 

areas. However, in theory, Ion Pillat definitely rejects neologisms, considering that, when 

they are sought at any cost, they are not normal for our literature. CoἨbuc uses some 

regionalisms in the versified fairy tales in order to render the local atmosphere, as, in the 

translation of the Divine Comedy, because the text required, neologisms were frequently 

used. Considering that it is a measure in all, according to the classical poetics, in the original 

texts, he manages to express the most subtle emotions through the suggestive force of words 

that belong to the common language. This fact was emphasized by researchers: ñOn the 

other hand, the original poetry operates almost exclusively with basic words known 

throughout the worldò (Istrate, 1970: 242). 
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However, the Transylvanian poet uses many neologisms, framing them naturally in 

contexts, being not only semantically determined, but also euphonic, related to the formal 

codes of the rhythm and rhyme. 

Although Gavril Istrate shows that ñthe poet only popularizes ideas expressed by 

others before him (...). CoἨbuc was not a linguist, but a simple amateurò (Ibidem: 238), it 

can be seen from the analysis of the articles on language written by the poet that he had 

thorough knowledge on the history of language, which even allowed him to develop a new 

linguistic theory that he followed throughout his literary creation. 

The poet knew Al. Lambrior's, B.P. Hasdeu's and Al. Cihac's studies. He 

corresponded with H. Tiktin, offering him explanations for certain words, from the period 

when the linguist was working on Dicѿionarul etimologic al limbii rom©ne. He had a great 

admiration for the romanist Fr. Diez who was preoccupied with the knowledge of the 

Romanian language and whom CoἨbuc used as an argument in front of those who 

sympathized with the poverty of the Romanian language. Diez had stated that all languages 

which evolved from Latin inherited its beauty and complexity. The poet considered that 

ñthose who support the weakness of the Romanian language (...) did not know their 

ancestral language well enoughò (cf. DumitraἨcu, 1966: 206). 

He was also concerned with the study of grammar because "he couldn't imagine 

that a good writer had never read a grammar book"(Ibidem: 208). He writes short articles on 

the cultivation of language about the morphological problems that he publishes in 

periodicals or that remained in manuscripts. Thus, he disputes the issues related to the 

formation of the plural of nouns (the article ñUn plural ajuns de batjocurŁò); in the 

preserved manuscripts he describes the different ways of conjugating various verbs, while in 

the syntax of the connectors (the article ñInvazia lui pentruò) he disputes the calque of some 

structures from the western languages. 

Most theoretico-applicative manifestations occured in the vocabulary field. Thus, 

in response to a study by Sextil PuἨcariu ñDiminuѿia ´n limba rom©nŁò, he writes an article 

about ñMania diminutivelorò, with special reference to their abusive use, rather than to the 

necessities of rhyme in poetry. 

In the magazine Vatra he writes regularly in the rubric entitled Vorba Łluia, in 

which he explains the origin and meaning of some popular phraseologies, in the same 

direction in which he provided the information to H. Tiktin. 

Knowing the Latin denominations of the plants, but also the popular ones, he left a 

botanical dictionary in one of his manuscripts, which should come to the attention of the 

researchers. 

Of course, all this knowledge and concerns are not enough to guarantee the poet's 

status as a linguist, but to these there should be added the knowledge of foreign languages 

(Latin, Greek, German, Italian and French) and especially his experience as a language 

handler and of its permanent refinement in his poems. 

Thus, in the study ñCe ne-au dat slavii ѽi greciiò George CoἨbuc shows that from 

the multitude of borrowed words one can see the backward state of the people's culture. 

First, he differentiates the lexical spheres of the two influences. The Slavic elements refer to 

shepherding, cattle breeding and cultivation of land, which proves ñthe mixture of country 
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and blood of the Romanian people with the Slavic peopleò (CoἨbuc, 1991: 247). Not the 

same thing can be said about the Greek influence which was related to church, school, 

commerce and industry. 

But the poet recognizes the resistance of the Latin character of the language in its 

grammatical structure: ñour language has nothing Slavic except wordsò (Ibidem: 248). 

The poet monitors the Cihac - Hasdeu controversy, which was famous at the time, 

and correctly concludes that the language of ancient charters and records does not 

essentially represent the living language of the people, having an exact intuition on the 

etymological structure of the representative vocabulary of the Romanian language. The 

areas of interference between the source language and translations are correctly identified: 

you cannot ñtake their syntax and their dictionary as a modelò (Ibidem: 249). Moreover, his 

admiration for the old church language did not prevent him from virulently criticizing the 

way translations of his time were made: "he rises up against the language of church texts, 

translated in his time" (Istrate, 1970: 241), since the modernizations allowed by translators 

("almost always incorrect") were not in the spirit of the Romanian language. 

The poet aims to "seriously research the foreign elements of our language" 

(CoἨbuc, 1991: 250) and thus deals with Slavonisms, Greekisms, French and Latin 

neologisms (it was the era of French post-Pasoptist influence, the re-latinization of the 

Romanian language), a period when the Latinist purism dominated the Romanian Academy, 

when ñCipariu's school, with Laurian and Maxim, being the first in line, wanted to latinize 

the languageò (Ibidem). 

The theory stated in this way was that of a popular purism, which accepted the 

Slavonisms and Greekisms that had entered the popular language by means of religious 

books, but did not accept neologisms or Latin exaggerations. 

That is why he did not accept that old translated religious texts should be studied in school 

books (ñThey will definitely be important for the history, but do they have any importance 

for the language?ò- Ibidem: 251). Instead, he recommends the untranslated texts of the 

chroniclers: "How is it that at the same time Grigore Ureche wrote so beautifully in 

Romanian and so close to today's language?" (Ibidem). 
The popular purism, a theory that Coĸbuc launched in the popularization studies, 

explaining it without too many theorizations, meant a conformity to the popular basis of the 

Romanian literary language. 
On the other hand, this must be related to the Enlightenment vocation of the 

Transylvanian poet, who managed to bring the popular language in the light of great art and, 

as George CŁlinescu stated, to facilitate the poetic reception for a large mass of readers who 

were not familiar with the aesthetic doctrines and could not have access to the texts of 

modern poetry that had appeared at the time. 

In this way, the poet follows the line of the historical and popular aesthetic current, 

which was theorized by Mihail KogŁlniceanu in Introducѿia to Dacia literarŁ from 1840 

(HaneἨ, 1904: 162).  

In the dimension of this popular purism, the linguists have shown that the poet 

manages to avoid not only the archaisms in the translations of the old religious texts and the 

artificial Latin deviations, but also the authentic regionalisms, which a Transylvanian writer 
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would have used. However, analyzing the work as a whole, it can be mentioned that in 

accordance with the classical balance of the ancients, the poet also uses provincialisms 

(popular terms) and regionalisms and neologisms. The classical balance required a measure 

in everything, that is what CoἨbuc actually did: he used them moderately, whenever the 

context, the metric foot and the rhyme required them. 

In all the other studies, in which the conceptual apparatus is replaced by a language 

of popularization, the poet consolidates this orientation, which he explains every time and 

respects it in his entire creation, without stating it as such.  

Being aware that ñthe language is the strongest means of the cultural development 

of a nationò (CoἨbuc, 1991: 430), the poet shows that the language ñshould be understood 

by all Romanians, not only by some of themò (Ibidem: 428). 

He does not agree with those who constantly complained, comparing the 

Romanian language with the Western ones ("we find our language barbaric and poor, 

because we always compare it with French" - Ibidem) and disputes those who, regardless of 

the evolution of the language, want to modernize it through personal initiatives. Things were 

already known and the poet no longer insisted on their analysis, instead, like Hasdeu in his 

controversies, he leads the irony to the extreme: "BŁlŁἨescu was not just a simple man mad 

about latinization (...) his illness was more complicated" (Ibidem: 300); "Pumnul (...) had 

created his own language and then translated the language of the Romanian writers into his 

own language" (Ibidem); "Eliade's case is not so interesting - the man had failed in his old 

age" (Ibidem: 301). 

The concept of the literary language implies its unity and cultivation and, in this 

respect, a very special role is assigned to schools: "Schools are undoubtedly a huge preacher 

of the unity of the language, they also help to cultivate it"(Ibidem: 430). 

The poet was certainly not familiar with the ideas of the Prague Language School, 

but in the matter of lexicon, he distinguishes between the static meaning of words, as they 

appear in the dictionary, and the dynamic one, as they appear in context: ñI do not 

understand them gathering in the dictionary, but rather in literature, in which the elements of 

language are vivid and circulateò (Ibidem: 428). Related to this, in the study 

ñProvincialismele scriitorilor noѽtriò, he distinguishes between regionalisms that circulate 

only in certain areas, and provincialisms, those popular terms, which, even if he does not 

use too often, most of the people can understand. The literary language should gather these 

popular terms that are part of its traditional dowry from everywhere, should select them and 

put them into use. 

The accusation, which the writers bring to each other, that they bring 

provincialisms in literature is not one to be blamed for. Through these, the poet 

counterbalances the recent tendencies of the massive entry of neologisms into language, 

which he does not accept, but which he cannot oppose. 

The popular terms, involved in the national specificity of the language, can also be 

recovered from the chroniclers' texts: ñIn this naivety and plasticity it's to be found the 

beauty of their writing and only in them does the philologist find the true popular forms of 

the language of that timeò (Ibidem:430). Writing in prose, they were not concerned with the 

poetic care of language, so they were placed at an intermediate stage in the process of the 
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language cultivation.  Thus, it can be deduced that George CoἨbuc had the same ability to 

understand that some of our linguists had for a while, that the literary language is the same 

with the language of literature, hence the superiority of the poetic language over the one 

used in prose. 

3. In conclusion, although George CoἨbuc was not a linguist, he had a complex way of 

understanding the most important problems related to the formation and cultivation of the 

Romanian literary language. It is interesting that, in spite of his land Enlightenment, he 

followed and fulfilled his program: he revived the popular language and brought it to the 

level of a great art and, what is more important, he offered ordinary people the opportunity 

to participate in the beauties of literature, creating for them accessible values, at the highest 

valuable level, alongside the modernist creations of the contemporary writers. 
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FICTIONAL ASPECTS OF THE BUILDINGS OF BUCHAREST 
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Abstract. Fictional dwellings are a second protective skin for the characters of a novel and 

are reluctant to intruders. The central home of the heroes plays a pivotal part. Home is a kind of 

guardian and stands up for recurring scenes: childhood homes, homes under threat, lost or regained 

homes, coveted ones, trophy houses etc. Bucharest contains a discreet vastness of such homes that 

have housed characters and literary intrigues. The present contribution highlights the possibility to 

read the Dictionary of Literary Places in Bucharest (by Corina Cioc©rlie and Andreea RŁsuceanu) as 

a novel with intertextual aspects. The confessions are partial in order to determine the reader to find 

out more information, to discover other perspectives or to reread favorite novels through the optics of 

another author. Literary geography and archeology form an enquiry in literary structure created 

through a combination of experience, documentation, knowledge and imagination. The meticulous 

literary map of the capital contains chapters with an intelligent amplitude and an ending in which the 

stylistics of reluctance unites literary approaches and epochs. 

Keywords: reluctance, literary archeology, en-code. 

 

Published, considered and commented as a dictionary or an encyclopedia, the book 

signed by Corina Cioc©rlie and Andreea RŁsuceanu(A Dictionary of Literary Places in 

Bucharest) can be read and analyzed from another perspective also ˈ as a meta-novelwith a 

predominant kaleidoscopic character from a stylistic point of view and as a literary 

genre.From such a perspective, the work has as characters: the city of Bucharest, the 

narrative voices of the authors which impose a certain perspective, holding the function of 

organizing the text; to all these it might be added the heroes of Romanian fiction living 

through quotes, but enlivening the various places of the capital.There have been other 

hybrid attempts in the modern writing of Romanian authorsô ˈRaspberry Plain by 

MirceaNedelciu is a worthy example. Nedelcuôs work had the subtitle: A novel against 

memory. On the contrary, the recent Romanian dictionary might be considered a special 

type of what it is generally called memorial writing fighting for preserving remembrances. 

The volume is also farfrom being regarded as a mere monograph of the city of Bucharest. It 

is much more in a subtle way. Besides, the two authors are reluctant to declare that they are 

writing a meta-novel. The novelist's state is disguised, which is another form of reluctance. 

Interviews and statements, confessions about the way and type of documentation are 

eloquent, and sincere. The recognition of their interest in geo-criticism, also appears 

explicitly in the text: consumed. "The house is an image of condensed, synthesized history 

or, in other words, of compressed temporality, a perfect transposition of the definition that 

geo-critical theorists give to space today: the sum of units of time consumed." (Cioc©rlie, 

 
*Ecological University of Bucharest, arodette@live.com 
* *ĂGr. T. Popaò University of Medicine and Pharmacy, Iasi, cristianarhip@hotmail.com 

 



 

120 

 

 

 

RŁsuceanu, 2019: 176). But the frequency of perceptual verbs along with the terms of the 

lexical family of gaze, through which it introduces the spaces it radiographs, emphasizes the 

narrative perspective and the epistemic difference between the narrative voice and the 

reader. Here's a simple example: "A phantom image, taken from a Fellinian film, appears 

iné"(Cioc©rlie, RŁsuceanu, 2019: 226). 

In the posture of novelists, for which we try to bring arguments, we notice the two 

writers in disguise, a form of authorial prudence, but managing to turn the characters into 

puppets. These were positioned by the two authors according to the described places, taking 

into consideration the coordinates of the original fiction, but adding new elements. Whether 

it is an alley or a boulevard, the points of the Bucharest cultural topos weave a network as 

comprehensive as possible, much denser, apparently only with an evocative function. Their 

meetings on a street or in a neighborhood have multiple reasons, which implies a diversity 

of conflicts.For example, the Botanical Garden and the parks (CiἨmigiu, HerŁstrŁu) offer the 

settings for love intrigues;Floreasca neighborhood and many others are frames of social 

decay and a kind of rebirth during the communist era.Gambrinus Beer House is the center of 

gossip and comic discussions between friends, while Intercontinental Hotel and the Press 

House politicallyimply issues related to the 1989 revolution and the communist 

regime.PacheProtopopescu Boulevard and FoiἨorul de Foc (the Museum of Firemen) 

areareas for characters under the net of absurdity, psychic confusion (Caragialeôs dramatis 

personae), but also they are places with mythical implications (MirceaEliadeôs novels and 

short stories).ColἪei Tower, an old, unfortunately destroyed landmark of the capital, was 

admitted as a setting for horror plots by the mentioned writer himself ˈ Ion Ghica 

(Cioc©rlie, RŁsuceanu, 2019: 108). Spirei Hills have always been a framework for military 

storylines next to a famous boulevard ˈ DorobanἪi (the legionary offensive depicted by 

CŁlinescu). Antim street covers the classical plot of the quest (Booker, 2004: 69), bringing 

into attention CŁlinescuôs Enigma Otiliei.Other spaces, meant for travel, relaxation, 

circumscribe initiation, the desire to know and to be the reader's center of interest (Gara de 

Nord, Hanul lui Manuc/Manucôs Inn), but stepping along the history of the city.ò The 

Roman Square is a chameleon place, full of unsuspected resources. The conflict of the 

original works is respected, the mentioned characters appear predictably, and the absence of 

an action in the authors' script can be interpreted as a narrative ellipse.Onwards, the plurality 

of perspectives reminds us what Vladimir Propp said about folktales ˈ analyzing their 

structure will increase the possibilities of creating new stories (Scolari 2009: 601). In other 

words, the so-called dictionary, from our point of view a neta-novel, offers the impulse to 

read for the first time, to read again, but also to write using new methods. 

Also, we must remember a rhetorical figure that imposes intermediality and helps 

the present demonstration ˈekphrasisˈ literature tells through painting, painting describes 

through sculpture, etc. Existing since antiquity and being discussed by Plato, Aristotle, can 

be easily exemplified by Oscar Wilde's novel, The Portrait of Dorian Gray. The 

representations of Bucharest's literary symbols must be complementary to the effort of 

assigning a signifier and a meaning to a latent signified. 

Somewhat in parentheses, we appreciate as irrelevant the observation of the 

renowned literary critic MihaiZamfir: ñSomething even stranger is happening here. The 



 

121 

 

 

 

selection of the prose fragments that concern the respective urban space groups in the same 

article the works of extremely different authors as literary level. No matter how many 

precautions the authors have taken, they cannot prevent LiviuRebreanu, CamilPetrescu or 

MirceaEliade from reaching Octavian Soviany, Filip Florian and Marius Chivu; in other 

situations, such approaches would be a source of comedy, here they seem somewhat 

plausible." (Zamfir, 2020). And dictionary if only, taxonomy, axiology is not in the center of 

interest, as the writers do not mention those who have already written about literary 

Bucharest (perhaps precisely because they had a pedantic, rigid approach, focused on 

history and geography). We explain this by the fact that, in many cases, the welcome 

critique has become a tribute to routine, relaxation, and, although it notices and appreciates 

the value of the work, it seems taken by surprise by such a book. The fact that the characters 

do not have the traditional features, just as the narrative does not follow the known laws, 

enriches the work, brings it to a new reading light. At this point, we allow ourselves to 

mention RodicaZafiu's reference volume, Narration and Poetry. The author refuses to 

reduce poetic discourse "to static and convergent." (Zafiu, 2000; 23). The narrative 

completed the lyrical genre, allowing ethical values and capturing the temporality. 

However, they only state that they have found that space occupies an essential 

place in literature and then it is necessary to solve the problem of the concept of 

intentionality. The solution is offered precisely by intertextuality - The network of places 

with a real literary connotation brings us closer to the arachnology to which Nancy Miller 

refers (Miller, 2002: 18), but also generously opens to heterochrony. Also, we admit, as 

readers of this volume, that we wanted at the very beginning only to visit the cultural 

monument called Bucharest, learning as much as possible about the past. The past is always 

easier to examine and is pleasantly intimate. The present has a "visceral connection" (Pavel, 

1999: 17), with the past, but the intellectual effervescence and our own cultural habits look 

for the new, therefore the different present or future. Therefore, we set out to linger and 

discover the details that give a special character to the work. 

The eclectic style of the city has a correspondent in the heterogeneity of the 

recalled characters and intrigues. Apart from the excellent and enormous documentation 

work, the two authors have offered us innovative, ingenious techniques. For example, they 

have successfully re-encoded the map of the city (explicitly and implicitly), and have 

included inter-textual features. The source of inspiration or a very handy comparison is 

James Joyce's novel, but that representation introduced the reader exactly to the reality of 

Dublin, while in the writing of the two, we find collages of stylistically divergent fictional 

worlds, although they describe the same place. From our point of view, we appreciate that 

RareἨ IonaἨcu's magical drawings do not constitute a simple atlas. We identify an art of 

collage that recalls the beginnings of modernism in the picture (Derain, Matisse, Braque). 

They did a real fictional archeology that revitalizes Bucharest. As behind a work there is 

another work, narrative plasters can be seen on the real and imaginary walls of the capital 

due to centuries of Romanian literature. The place is neither "one-sided 

presented"(Hardyment, 2019: 5), nor "offers meaningful symbols of social status" 

(Richardson, 2017: 9). 
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An intertextual connection also exists graphically in this meta-novel in the form of 

maps. These can be considered indices of literary geography. But from our point of view, 

every place in the capital becomes a crossroad with an innwhere the characters of the writers 

come leading the way for fragments of their stories. The association with Hanu-Ancutei, the 

Decameron, and Canterbury Tales is obvious; nevertheless, the work of the two writers 

goes beyond this status. The reader interacts twice. For the first time, he finds out the 

history, significance and urban importance of any place in Bucharest, all this information 

being offered through the voice of the two authors. Secondly, it recalls the intrigues of all 

Romanian novels with heroes placed in those frames by their creators. Jenkins has argued 

that transmedia storytelling ï "the art of world-building" (Jenkins, 2006; 166) ï immerses 

audiences in a storyôs universe, providing a comprehensive experience of a complex story" 

(Freeman, 2016: 38). In Cioc©rlieôandRŁsuceanuôs work the styles of so many writers meet 

naturally, converging without the artificial effort noticed in modern trends which involve 

multiple media. We assume that the form of a dictionary has helped a lot to build such a 

harmonious and captivating novelistic structure. 
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Abstract: The content of the charm has several particularities, including its structure which 

is atypical, it doesnôt have lyrics with rhyme, it has formulation with their own logic, the lyrics are 

whispered, repeated, jerkey. They are learnt only in a live context, during the ritual, they are Ăstolenò 

by new young disciples from old charmers, this means orally learnt. Evil-eye is connected with seeing, 

with the intensity of seeing, with the way the eye is connected with the feeling. To see and to hide from 

seeing, here is a gradual way of the occult gestures meant to fight the evil-eye: to wear the red color, a 

red string at the right hand, or garlic, or other objects meant to chase away the eveil sprits. These 

gestures may be seen as superstitions and may be understood with reluctance as well as many of the 

atitudes of the witch women. The use of magical plants may be avert with the same reluctance. Many 

of the gestures of the witch women may be removed from the ritual context and understood with 

reluctance which can put her at a marginal position in the community. The witch woman may be 

looked from a dual position, from fascination to reluctance and reject. The ethnologist must be awear 

of both perspectives and discribe the both situations and its motivations.  

Keywords: charms, magical herbs, ritual, witch, reluctance, rejection, femininity, magic. 

 

 

The content of the charm has several particularities, including its structure which is 

atypical, it doesnôt have lyrics with rhyme, it has formulation with their own logic, the lyrics 

are whispered, repeated, jerkey. They are learnt only in a live context, during the ritual, they 

are Ăstolenò by new young disciples from old charmers, this means orally learnt. Evil-eye is 

connected with seeing, with the intensity of seeing, with the way the eye is connected with 

the feeling. To see and to hide from seeing, here is a gradual way of the occult gestures 

meant to fight the evil-eye: to wear the red color, a red string at the right hand, or garlic, or 

other objects meant to chase away the eveil sprits. These gestures may be seen as 

superstitions and may be understood with reluctance as well as many of the atitudes of the 

witch women. The use of magical plants may be avert with the same reluctance. Many of 

the gestures of the witch women may be removed from the ritual context and understood 

with reluctance which can put her at a marginal position in the community. The witch 

woman may be looked from a dual position, from fascination to reluctance and reject. The 

ethnologist must be awear of both perspectives and discribe the both situations and its 

motivations. 

 Reluctance to enchantments or to enchanters or witches can be born either from 

a super-rationalist perspective, of rejecting the supernatural, or from a fear of the 

supernatural or the fear of creaturesò, ñthat it can put a witch on you, if you ask for his/her 

helpò1. The enchanting woman may be different from the witch.  

 
* Institute for Socio-Human Researches ĂC.S. NicolŁescu-PlopἨorò, Craiova, of the Romanian 

Academy; e-mail: boangiu_g@yahoo.com 
1 R.I., born in 1952, village BaldovineἨti, Olt department, interview realized on 25th of March 2019. 
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The enchantress is usually old, she knows enchantments that call for divine help: God, the 

Blessed Sacrament of the Lord, some saints, she is wise, she believes in God and asks for 

His help. The witch is sometimes younger or older, has occult practices, and asks for the 

devil's help, she practice black magic.  

Their portrait is ambivalent, between beauty and fascination and old age and ugliness. 

Usually, the woman is a main actor in terms of the folklore of family and calendar customs, 

some women are specialized in a category of customs, but all of them, from the former 

village community, knew something about something. Every woman knew the purpose of 

things, an enchantment, for example, not just the specialized witch. 

 Those who turn to the help of the enchantress or witch are in an uncertainty, in a 

syncope, because, usually, the community avoids, rejects, isolates, marginalizes the witches. 

Enchantment is a reaction of removal of the negative. Simion Florea Marian considers that 

enchantment has its origin in primitive culture and especially in its m 

anifestations, which are related to magical thinking. He also defined "enchantment" as "the 

totality of the words spoken by the sorcerer or sorcerer who makes the cure, the spell, or the 

charm, from which he expects a pre-determined result." (Marian :1896 :5). The peculiarities 

of protective practices include either certain references to prophylactic, apotropaic elements 

- to keep evil away, to protect: garlic, basil or various practices meant to ward off the eye. 

 The typology of enchantments takes into account their destination, being either a 

cure or to protect households, or a love charm etc. These former practices refer to a horizon 

of gesture oriented towards prophylaxis and remediation, a set of attitudes that remains in 

the attention of researchers through the richness of its symbolism. 

 Both in poetry and in the practice of enchantment, factors predominate that 

speak of ancient magical beliefs, of man's attempts to subdue the forces of nature by the 

power of word and gesture, with the help of elements whose real effect was discovered 

through long practice. Later, over this primary layer overlapped the superstitious beliefs in 

spirits and saints, derived from Christian mythologyò (Gorovei :1931 :85). 

 The appearance of enchantment was favored and conditioned by two mythical 

elements: dualism - the belief in a genius of evil and a genius of good (in Christianity the 

opposition devil-God) - and the belief in the magical power of the word (Pop, 

RuxŁndoiu :1976 :219). To these is added a factor related to rite practice: the existence of 

the professional, the shaman, the sorcerer. 

 The practice of enchantment is determined by individual situations. Its function 

is to eliminate the unpredictable and to restore its natural course to life. Mihai Pop and Pavel 

RuxŁndoiu point out that they are enchanted usually before dawn or in the evening, after 

sunset, on certain days of the weekò (Ibidem).  The sorcerer never disenchants on Sundays, 

because the cure comes from God or the Mother of God. "Sunday is a day of rest, they are 

not allowed to use their helpò (Gorovei :1931:90). 

 To enchant you need several objects. Some of them are plants: plum and willow 

leaf, garlic, hazelnut wood, pepper, basil, thyme, rosehip, etc. They were selected according 

to their healing qualities, known and verified by the people, following millennial practices. 

Other elements are objects invested with magical value: knives, brooms, spindles, scissors, 

sieves, screeds etc. or substances such as: salt, fresh water, coal, embers, dough, honey, wax 
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etc. (Pop, RuxŁndoiu :1976 :220). The enchantment is transmitted from one generation to 

another, in closed circles by initiation. The magical efficiency is conditioned by the radical 

character of the formula, which often leads to the use of linguistic expressions that do not 

exist in the current language, ñan astonishing wealth of verbal invention; surprising image 

associations; discharges of effects of great intensity, both in the sense of the frequency of 

the diminutives towards the patient, and in the sense of the invective, alternating with 

flattery, or of prayer, alternating with the curseò. (Papadima :1968 :362-363). As a poetic 

structure, the enchantment goes beyond the simple framework of incantation poetry, 

approaching the poetry of wish. 

 The enchantment is never addressed to the beneficiary, but to the force that acts 

in his favor, or to the evil force. Among the positive forces, the Virgin Mary occupies an 

important place in our enchantments. In the classification made by Artur Gorovei, we find 

enchantments with the formulas: "The Mother of God sends the patient to the enchanters", 

"The Mother of God heals", "Walking on the path, on the path, she meets the healer, whom 

the Mother of God sends to cure the disease ", Or" The sick man goes on the road and 

mourns, the Mother of God heals him ". She is present, regardless of the kind of 

enchantment. In an enchantment, we find out: "I go to Mother I prayed to the Lord / to get 

rid of charms / of throws, / N. to stay cleanéò (Gorovei :1931:238). In another 

enchantment, the Virgin dialogues with the one who invokes her: / The Mother of God 

answered: / -Shut up, but don't whine anymore / Because I will untie youò (Ibidem :287). 

Sometimes the Mother of God is the only one who can drive away the pain, because she 

knows them all: "No one has seen her / no one has heard her, / without the Mother of God" 

(Ibidem :297). In an "evil eye" enchantment, she can be a model of beauty and cleanliness: 

"Run, eyes over your head / at whose door she sent you, / N. clean, enlightened, / like the 

Mother of God from heavenò (Ibidem: 298). The same thing happens in an enchantment of 

"quinsy": "you shook him, / you smashed the quinsy / with a broom, / you cleaned them 

from N., / like the lap of the Mother of God you left him / clean and litò (Ibidem :329). Mary 

can also be a source of illness: "If it were the knife, / the thorn and the stab / from the 

Mother of God / the Mother of God to remember/his medicine/and to bring it"(Ibidem :25).  

In some enchantments, the Mother of God heals only by commanding the sick person to get 

up or heal, enchanting herself. Her magical object is the cross: "He met St. Mary on the way 

and dropped him with the golden cross on his forehead." (Ibidem :185). To heal, the Mother 

of God also runs to the aid of other deities. Send on Holy Sunday to bring the cure or call on 

Saint George to slap the whip and drive away the disease. Saint John also comes to the aid 

of the Virgin. The Mother of God can indicate to the patient the cure with which he can be 

cured: "Saint Mary came and said to them: çdo not cryé but go home quickly, cut your hair 

from your head, soak them in oil and the longing will drown and passè"(Ibidem).  

  She can also turn the disease around, which goes to the patient: "The Mother of 

God said: çrun away from the N.è". (Ibidem :187) or she may return healers (St. Paul and 

St. Peter) from the way, sending them to the sick man (Ibidem: 188). She can send the sick 

man to the enchanters: "Go to the grandmother and she will enchant you"(Ibidem). 

Sometimes the feasts of Mary are invoked in an enchantment: "Holy Mary little, / Holy 

Mary great, / Holy day today, / let the yellowing / and all the pain come out, / from the 
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brains of the head, / from the front of the cheek"(Ibidem :324). The Virgin Mary can also 

appear in the final formulas: "as the silver in the lap of the Mother of God left", "as the gold 

blown, / as given by the Mother of God" or: "the enchantment from me, the cure from God 

and the Mother of God"(Ibidem :194). 

 The structure of the enchantment refers to who enchants, to whom, when 

enchanted, thus encountering several types of enchantments, constructed either as a request, 

as an indication, or as a direct or indirect command (Gorovei:1972:87) (for example: 

enchantment of evil thoughts: ñFlee cursed thoughts, / And unclean thoughts / walk in the 

wilderness / through the mountains, through distant valleys ... / Scatter yourself in the winds 

/ In the seas and other depths / (...) Come out ugly thoughts / Run, go bitter / Come good 

thoughts ò. 

  The ways in which enchantments are constructed are varied, either by 

comparison, enumeration, gradation or dialogue, storytelling (Ibidem). Enchantment is 

foreshadowed by overcoming the impasse, sometimes invoking certain entities, deities St. 

Mary, God, Holy Days of the Week - Good Friday ... ("Ladies / Empresses / Worthy / and 

Hardworking / Strong / and Saints"1, or help is required for elements that appear 

symbolically invested with healing power - "Jordan brook", "unshakable dew" and so on. 

Sometimes ignoring the disease makes her upset that she is not paying attention and leaves. 

 The spatial and temporal coordinates of the enchantments open new ways of 

reading the enchantments, of understanding them. Space and time acquire new qualities in 

Romanian enchantments. 

Mircea Eliade speaks in his works about profane space and time and sacred space and time. 

Here is what he confessed about the sacred: ñMan is aware of the sacred because it shows 

itself, it shows itself as something totally different from the profane. In order to translate the 

act of this manifestation of the sacred, we propose the term hierophany (...) something 

sacred is shown to usῤ (Eliade :1965 :17).  

 As we have noticed, in the Romanian enchantments often appears the Mother of 

God who mediates healing, descends on a golden ladder from the vault of heaven and hears 

the tears that flow to the ground of the sick: What do you repent, / What do you mourn, / 

What do you cry / With a loud voice to heaven, / With tears to the ground?ò ( Marian 

:1996:80). There is a communicative axis from top to bottom, and healing also appears from 

above, because the Mother of God is involved in the healing process of the sick: ñThat I am 

worthy / And strong / To heal youò. The axis between heaven and earth ensures 

communication in a situation related to a blockage, an intervention of evil on the column 

between heaven and earth. The restoration of the initial state is in the hands of the sacred, 

because often the enchantress concludes the enchantment with the formula: "Undoing from 

me, / The cure from God!" (Marian:1996:83). 

 Ethnological researchers have given considerable importance to a folk 

phenomenon "stealing mana". Gheorghe Pavelescu, in his work "Research on magic at the 

Romanians in the Apuseni Mountains", states: As for the word mana, it could be translated 

 

1 Field informant Floarea Mitrache 79 years old, UrdiniἪa locality, Dolj County, Field research 2016. 
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in terms of logic, to some extent, by essence or substance. "Mana is the good from milk or 

wheat.ò If a cow's mana is taken away, she doesn't stop for being milked by her master or 

doesnôt give her milk and she always moos, because she calls the witch who took her mana 

(Pavelescu:1945:65-66). Taking or stealing mana is done in several ways: 

 Some witches directly milk the milk they use on certain spells and then the cow 

loses her mana, and the milk either shrinks or becomes thin and blue. Others take only hair 

from the hips or udder of the cow [é].Other witches go through the village at night, 

especially on holidays, and knock with a stick on the gate of the cows whose mana they 

want to take, saying that the milk should come, but only a little from each one, because 

otherwise her cow will crack.The undead in the region of VaἨcŁului (Bihor) when they want 

to take the mana from the cattle, they take a stick and go with it to the field where they graze 

the cows or even in the stable and waving to the good dairy cows, they say:çFrom here a 

little, from here more, from here everything!è. And then they make so many signs with the 

knife on the stick, from how many cows they took the milk. Then they go home, untangle 

their hair and surround the cow to whom they want to give the stolen milk from the others. 

(Ibidem:67) 

 The community is reluctant to such practices and punishes witches suspected of 

practicing such procedures: 

However, it can happen that the witch caught taking the cattle's mana is also 

recognized as a certain woman from the village and is given the appropriate punishment, 

which is often a terrible beating. Punishment can be mitigated if the witch apologizes and 

discloses the procedure by which the mana can be guarded [...]. There are also magical 

procedures by which you can force the witch who took your mana from the cows to come 

home to you to confess her deed asking for forgiveness. (Ibidem: 68). 

 The specific gestures of stealing mana, as well as other rituals practiced by 

witches, involve certain characteristics, including those that the witch, when performing, 

must be with her hair disheveled and undressed: 

In the field of cultural anthropology research, it has been frequently observed that the 

nakedness of the body is a way of returning to the primary state, of annulling the separation 

between man and the environment, for a direct communication with natural energies. Hence 

the ritual, perhaps legendary, nakedness of the Celtic warriors who went to battle; that of 

certain sacred dancers or even certain wizards, sensitive, in this case, especially to inferior 

forces (Coatu: 2004: 108) 

 Another important episode for the approached topic is the harvesting of the 

mandrake.  It is used especially for spells of love, marriage, play, love, but also to sow 

quarrel and ugliness in certain couples. That is why it is very important how the mandrake is 

harvested, depending on what you are going to enchant with it, good or bad: 

 The process of bringing the mandrake is quite complicated: 

 In OcoliἨ, two girls go naked after midnight. In SŁlciua-de-Jos, two older women 

pick it up on Tuesday and on an empty stomach. On the way to the place where they pick 

up, they don't talk to anyone, that's why the pickers leave the village early in the morning so 

that they don't meet someone who will discover their intentions. At her harvest they go with 

bread, salt and a penny. They seek it by saying the prayers in their mind ... The harvesters 
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must undress and make three rosaries facing east. Then they surround her three times, while 

enchanting or enchanting her. The mandrake is then removed with a hoe and laid to the east. 

In the place where the women took it out, they place bread, salt and money, which are the 

payment for the mandrake. (Pavelescu:1945:55-56). If the plant is not paid, in addition to 

the fact that it is not medicinal, but will be able to reveal those who brought it to the village, 

from the darkness of the forest. To help with the charms of love or to be often chosen to 

play in the choir, the girls sing when they pick up the mandrake: "Hop, hop, hop, / with me 

in the game / Mandrake, good lady! (Ibidem:56). 

 Closer to the present day, a frequent reluctance occurs in the case of Roma 

witches, because in many cases, their main goal was not enchantment, but theft. I met two 

field informants who reported the theft by the so-called Roma witches. Thus, Gena M., a 

textile maker, married to a citizen of Saudi Arabia, in 2020 is 64 years old, born in Craiova, 

reports that when she was 32 years old, she agreed to be enchanted by a Roma witch. She 

said to her: ñTake all the gold out of you, because it hinders me and I cannot cast the spell. 

Here we tie them in this handkerchief and now bring me the pillow you sleep at night and 

put them in this pillow and sew the pillow back. And every night, for 7 days, sleep with 

them under your head, but don't open the pillowò. Then she asked for a glass of fresh water 

in which she put out several matches and gave the water to the field informant to drink. 

Then he put a cloth over the mouth of the glass and turned it over, but the water did not flow 

and this made the informant believe that the gypsy had powers. 

Rodica F., born in Craiova, in the 1980s, was 48 years old, she was a nurse, 

unmarried, she went to a witch to help her get married. The Rroma witch demanded a small 

sum. She asked for a coat she was wearing, told her to keep her eyes closed while she sewed 

the handkerchief coat. The field informant waited and did not walk in her coat for 12 days, 

as the witch had told her.  
Then, as he walked, he discovered that the ornaments were not there. In order to help her, 

she made a statement to the police and announced a local daily newspaper - "Inainte", today 

"Cuvantul Libertatii". 

 It can also be about reluctance when learning enchantments. Usually, the 

enchanters stole the job from an early age, at the time of the various performances in the 

community: When my grandmother enchanted the ladies, I remembered her sayings and 

enchantments; I always listened to her wise words, she didn't repeat them to me, but she 

always told me: Stand by me and learnò1. So, in order not to lose their powers, witches are 

reluctant to say enchantments outside of performance. From the experience of field research, 

I can confess that it is very difficult to convince a witch to tell you the spells without 

performing. 

 Reluctance can therefore arise both on the part of the witch or enchantress and 

on the part of the community towards the acts of witchcraft. Collaborations or rejections, 

attraction or disapproval can be born between the two poles, but the enchanting 

performances will always attract through a special symbolism. 

  

 
1 Ioana Frigioiu, 74 years old, Field informer, BŁlceἨti, interview realized in february 2020. 
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Abstract: As any other form of rhetoric, the rhetoric of reticence uses the same instruments 

of analysis. Applied on such a complex state, the analytical attitude towards the human behaviour 

gives room for a more synthetic perspective which tries to find the supporting nodes that hold the 

functional dynamics of life, narrated or not. In this case, the reticence represents the mediation 

between the objective reality and the subjective reality, functioning as a metaphor, as a means of 

transporting the mind from one state into another. Being a real person or a character, the signified of 

this type of metaphor has to be related to the context which is always uncertain, ambiguous and full of 

nuances. Considering that any experience may function as a source of inspiration, as a muse, the 

reticence could be understood as an effect, as a climax containing sensations, associated images, 

allusions and emotions. When analyzing the descriptions of the reticence, it will be noticed the fact 

that they reconstitute a kind of ritual, a specific type of behaviour that could also be identified in real 

life. The study intends to analyse the different registers that the descriptions of the reticence is 

handling with in Kingsley Amisôs Lucky Jim. 

Keywords: rhetoric, metaphor, reticence, Kingsley Amis   
 

 

          Reticence as a Complex State ï General Characteristics     

 

          As strange as it may seem, the reticence may be regarded as a form of 

communication, mediating between the objective reality and the subjective one. What 

reticence is communicating represents not a real emotional state but the contemplation of it, 

the state of contemplating what was felt. Usually, the real emotional states are meant to be 

experienced, but the state of reticence does not intend to communicate what was felt but to 

describe the state of contemplating of what was felt. In this case, reticence offers a new form 

of representation for what is called reality. The manner in which reality is perceived during 

the state of reticence is based on two elements: the differences of perception which makes 

reticence an individual state and the attitude towards perception which, most of the times, 

becomes a way of relieving.1 The person involved in such an experience uses all the 

sensorial, conceptual, affective and even volitional elements in his individual representation 

of reality, generating the impression of communication his experience as it is.  

          When referring to the individual representation of reality, it is necessary to mention 

the fact that during the state of reticence, it is not the true reality that is communicated but 

an imaginary one, a distorted one; but, in this case, one might ask whether the 
communication still stands as being real when the reality referred to is not the true one. The 

answer is always yes. The act of communication could be related to the objective reality or 
to the subjective one. Regarded from within the state of reticence is definitely subjective. It 

 
* National University of Music, Bucharest, carmendominte2@gmail.com 
1 The relieving should be regarded as an affective one mainly because the attitude towards reality 

could be not only sentimental and affective but also appetitive and volitional.  
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does not matter whether the reality that is communicated is the true one or an imaginary 

one.  

          Going even further the person experimenting such a state, transcends reality into 

imagination developing a distinct persona capable to deal with all those sensations and 

emotions, interpreting them according to his individual subjectivity. The real and habitual 

language is now communicating individual illusions using exclusively lexical and 

syntactical means. Between the common communication and the communication already 

described, there is only one quantitative difference of expressivity. The purpose is to step 

out of generality and clich® of a language, to transform it, to make it capable to create the 

illusion of his individual state of reticence.  

          The intention of using the language with such an aim is descriptive as well as rhetoric, 

trying to integrate subjective and imaginary reality into the objective one which is 

recognizable easily. During the state of reticence, the imaginary reality A becomes more 

imaginary if it accomplishes the condition Z, which is supposed to be unachievable, and 

thus the imaginary reality A is conditioned by the accomplishment of Z. That is why the 

imaginary reality A is impossible to be entirely revealed but only approximated according to 

the element Z which provides all the necessary ingredients for the act of communicating the 

individual illusions to be possible. (Bouso¶o, 1970: 54) This element Z is represented by all 

the emotions that the person facing the state of reticence has to experiment, to understand, to 

interpret and then to communicate. This is also the common element between the two 

realities. The link between these realities is given by the significance of the element Z, of 

the emotions generated by the state of reticence. This is the only way such emotions are to 

be related to the objective reality.  

 

          The Reticence as Visionary Image 

 

          Experimenting reticence always implies emotions, but they are very different, making 

each experiment individual and subjective. The understanding of all those emotions 

presupposes implication and not detachment. The person in such a state is trying to adjust 

the imaginary reality he finds himself in to the objective reality he remembers. Most of the 

times, the objective reality is impossible to be approximated using only emotions. All he has 

in addition is the impression of it. Needless to say, those impressions are full of emotions. 

Thus, this person creates specific images of reality which are then transcended into the 

imaginary reality, making his own vision upon the objective reality. Opposed to the 

traditional images which are based on the similarity to reality, the visionary images are 

based on the impression the objective reality has generated. The state of reticence allows the 

shift from the traditional image upon the objective reality to the visionary image upon the 

same type of reality.  

          During the state of reticence, the visionary images could be regarded as visions, 

mainly because they represent particular states which permit the assignment of unreal 

functions and qualities to an object or event. In other words, the specific and unreal quality 

and function b could be assigned to a real object, state or event A, on the basis of the 

emotions Z that were experienced during the state of reticence. The unreal quality and 
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function b are given in the form of qualitative and functional complex a1 a2 a3. The manner 

in which the assignment and the function of the complex b is made possible, is implicit and 

through affective effects, such as the emotion and intuition Z. When summing up, these 

ideas are put together in the following sentence: in the state of reticence, a person can assign 

to a real event, state or object the unreal features and functions b developed in a1 a2a3. The 

new state ï Z ï is represented by the previous A which has included b as a1a2a3. 

Z = A + b (a1a2a3) 

          Thus, it is entitled to mention that the whole significance of this process is covered in 

emotions. That is why emotion should always be taken in consideration when referring to 

reticence and to the act of understanding it.                     

          The emotions based on reticence are not conditioned by understanding1. It is expected 

for the emotions to dispense from the understanding but the act of understanding is 

impossible to be dispensed from emotions.  

          The article is trying to explain the rhetorical function of the visionary images and the 

narrative movements generated by the state of reticence experienced by the main character 

in Kingsley Amisôs novel Lucky Jim as affective effects.  

 

          The Rhetoric of Reticence in Kingsley Amisôs Lucky Jim 

 

          Before looking upon specific episodes taken from the novel Lucky Jim, episodes that 

offer the grounds for the rhetorical analysis, it might be necessary to make a general 

description of the context.  

          Written in 1954, Lucky Jim may be considered one of the first British campus novels, 

marking the beginning of a new literary subgenre in the contemporary literature. Since then 

the subgenre developed continuously and this fact made Kingsley Amisôs novel become one 

of the classics. (Lodge, 1992: v) There were some contemporary critics that considered that 

the success of Lucky Jim represented not only a real revolution in the cultural domain but 
also an important change in the register of fiction. (Bradbury, 1993: 324) Amisôs 

perspective upon the academic life is emphasized through his satirical and ironical views, 

trying to reshape most of the moral, ethical and even social functions of life in such an 

environment. The relationship between the main character, Jim Dixon, and the academic 

community shows the manner in which most of these functions are developed gradually and 

changed through the novel.  

          The story is concentrated on the main character who is working in the history 

department at an academic institution. Jimôs biggest concern is to secure his position at 

university, but, as the story goes on, this thing seems to become more and more improbable. 

Being lazy and inefficient, he needs Professor Welchôs approval to continue teaching for the 
next year. Knowing that Professor Welch is not thinking highly of him, Jim Dixon appears 

to be continuously in the attempt of mending his bad reputation which makes his behaviour 

more and more obedient. Till the end of the novel, things will come to a climax which 

 
1 Understanding is not emotionally implicit but understanding is conditioned by emotion and in the 

process of understanding emotion becomes implicit. 
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reveals the main character as he really is, changing completely his destiny. This climax is 

represented by the episode Merrie England.1 This is a lecture for which Jim Dixon had to 

prepare according to Professor Welchôs request. Its purpose is to sustain a longing for a 

perfect English society that is impossible to find in modern times. Apparently, things go 

wrong but, in fact, everything seems to solve for Jim preparing his way out of all his 

miserable life.  

          Jim Dixon was sketched as a problem character, not fitting in the academic 

environment, becoming the source of laughter, irony and sarcasm. Even though he is not 

treated fairly by other characters but mostly by Professor Welch, he is involved in many 

minor acts of vandalism among which: striking a colleague with a rock and sneaking then 

off, burning the blankets belonging to Welch family with a cigarette, stealing Professor 

Welchôs taxi and many others. He is not interested in the academic life, having the policy of 

reading as little as possible of many recommended books, neglecting most of the people 

around him, even the students, especially the student Mr. Michie. In spite all his complaints 

and protestations Jim remains a sympathetic character, understood by most of the readers 

and critics. Till the end of the novel Jim Dixon turns into a triumphant character, beginning 

the life he was always dreaming of together with the woman he loves.  

          Jim Dixon knows the fact that he is regarded as a lousy teacher for all the other 

students and teachers, not fitting at all in the university environment. Developing a 

hypocritical way of behaviour, Jim prefers to show a different attitude than his thoughts, 

most of the times criticising an imagined model of professor that he created in his mind. 

Being placed between two different worlds, the one inside him, governed by truth, and the 

other, outside him, to which he has to correspond and to integrate in, Jim Dixon feels 

trapped in such a medium to which he will never belong.2 The contrast between these two 

worlds is developed gradually. During the whole novel Jimôs public appearance does not 

relate to his internal attitude and this fact can be noticed in his reactions and in all those 

faces Jim is doing behind other people, trying to show that he is different somehow. But 

Lucky Jim is not a flat novel. It develops certain episodes that are meant to change the 

perspective upon the main character completely. Thus, till the end, Jim will be able to make 

terms with both worlds he was confronting. The fist moment when Jimôs true attitude 

reveals is the episode when he meets Bertrand. As Welchôs son, Bertrand has developed the 

same arrogant way of being. He first encounters Jim at the madrigal gathering at Welchôs 
residence where he introduces Christine, his girlfriend. Later on, Jim gets close to Christine 

and things will degenerate into a fight with Bertrand. Considering David Lodgeôs analysis 

of the scene, the moment of confrontation between Jim and Bertrand represents the turning 

point of the novel. This is the episode which shows the change in Jimôs attitude, right now 

Jim is able to get rid of the life in which he has found himself trapped for a long time. In 

spite of his black eye, Jim starts to experience a true happiness.  

 
1 Merrie England represents the old spelling for the notion Merry England which describes the utopian 

mode of life of the peasants in medieval times.  
2 Although this type of behaviour seems to be childish and comic, it hides Jimôs impossibility of 

adapting himself to an artificial world, a world in which he does not believe.  
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          The scene of fighting is in fact an effect of a cause that has started when Jim was 

preparing the Merrie England lecture. While writing, Jim begins to ask himself upon the 

real reason of this faking event. Although he comes up with a very well-written speech, as it 

could be noticed in the example below, his real attitude emerges, marking the turning point 

in his evolution. 

 
          ñWHAT, finally, is the practical application of all this? Can anything be done to halt, 

or even to hinder, the process I have described? I say to you that something can be done 

by each one of us here tonight. Each of us can resolve to do something, every day, to 

resist the application of manufactured standards, to protest against ugly articles of 

furniture and table-ware, to speak out against sham architecture, to resist the importation 

into more and more public places of loudspeakers relaying the Light Programme, to say 

one word against the Yellow Press, against the best-seller, against the theatre-organ, to 

say one word for the instinctive culture of the integrated village-type community.ò (Amis, 

1992: 138) 

 

          The very end of the speech may refer to the Merrie England event, but in fact it is a 

rhetorical statement questioning the reason of objecting against the standards imposed to 

anyone, of exhibiting a true or a fake attitude towards a community to which one is unable 

to correspond and to integrate in, enlarging the perspective upon both a particular event and 

life: ñIn that way we shall be saying a word, however small in its individual effect, for our 

native tradition, for our common heritage, in short, for what we once had and may, some 

day, have again ï Merrie England.ò(Ibid.)  

          The concluding part of the speech may be regarded not only as a masterpiece of 

rhetoric but also as an expression of Jimôs real attitude.1 Right in the moment when Jim 

finishes writing the lecture, Bertrand gets into the room. The confrontation between the two 

characters represents the climax of the whole story. Until this moment the main characterôs 

perspective was outside ï inside, the inner world should integrate into the outer world 

according to its specific standard, but from now on the perspective is inside ï outside, the 

outer world is supposed to correspond to the inner world. Jim Dixon manages to convey his 

thoughts into an action and the following fragment, containing Jimôs own words while 

confronting Bertrand, shows this fact: ñThe bloody old towser-faced boot-faced totem-pole 

on a crap reservation, Dixon thought. óYou bloody old towser-faced boot-faced totem-pole 

on a crap of reservation,ô he said. (Ibid. 141) From now on, Jim Dixon thinks and acts as a 

whole person, not dividing his personality into what is real and true, hidden from the others 

and what is exhibit for the others to see according to their expectations. Once the change 

was made, the main character continues to re-shape his identity. 

 

          Narrative Movements as Affective Effects of Reticence in Lucky Jim 

 

          As it was mentioned before, the state of hangover could be regarded as a particular 

state that allows the assignment of unreal qualities and functions to a real object, state or 

 
1 From this moment and the moment of Jimôs radical change it is only one step.  
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event on the basis of the emotions experienced during such a state. The manner in which 

this assignment becomes possible is mainly because of the affective effects generated by the 

state of reticence. In other words, the state of reticence affects the following movements of 

one character according to his emotional experiences.  

          During the whole novel, in Jim Dixonôs evolution there are plenty moments of 

experiencing the state of reticence as a generating point of visionary images. Among these 

moments it could be specified the scene when Jim, being annoyed by the vagaries of 

Professor Welch starts the following imaginary scene:  

 
           ñ[Jim Dixon] pretended to himself that heôd pitch up his professor round the waist, 

squeeze the furry grey-blue waistcoat against him to expel the breath, run heavily with 

him up the steps, along the corridor to the Staff Cloakroom and plunge the too-small 

feet in their capless shoes into a lavatory basin, pulling the plug once, twice and again, 

stuffing the mouth with toilet paper.ò (Ibid. 11-12) 

 

          Most of the imaginary visions starts and develops rapidly reducing the distance 

between the true reality and the imaginary reality. For example, when Margaret behaves 

strange while producing one of her emotional crises, trying to complicate things in such a 

way that will implicate Jim and will make him feel bad, Dixon transfers everything into 

imaginary visions, as it could be observed in the following fragment: ñDixon wanted to rush 

her and tip her backwards in the chair, to make a deafening rude noise in her face, to push a 

bead up her nose. óHow do you mean?ô he asked.ò (Ibid. 161) 

          The most representative scene of turning the imaginary reality into the true reality 

during the state of reticence is given by the episode of delivering the speech at the Merrie 

England lecture by Jim Dixon.1 Recognizing the whole audience, he begins to feel ñlike 

going round and notifying each person individually of his preference that they should 

leave.ò (Ibid. 213) His emotions start going wild tormenting him completely. Being 

completely reticent to anything, Jim starts to experience an undesired alienation from his 

own verbal utterance. Trying to mend the situation, he thought that it might be better if he 

improvised but all he could do was even worse. His true emotional feelings went out of 

control letting him reveal his true personality. Partly unconscious and feeling freed from any 

inhibition, he begins to act as naturally as possible, speaking up his real thoughts, saying all 

the things that were not supposed to be ever said, mocking, criticizing and even imitating 

voices of the persons in the audience, about whom he has to speak highly.2  The climax of 

Jimôs uncommon speech is given in the moment of answering the question ñwhat, finally, is 

the practical application of all this.ò (Ibid. 231) The answer that Jim has found is not the 
expected one and the whole audience felt astonished by what they heard: Merrie England is 

in fact ñthe most un-Merrie period of our history.ò (Ibid. 231) While the people present at 

this lecture still wonder about the truth of what they have just heard, Jim Dixon makes 

another step towards his freedom, recreating his integrity.  

 
1 This scene is presenting the main character according to his true nature. It starts in the moment when 

Jim gets into the lecture hall, scanning all the people there as usual.  
2 The whole picture of his lecture is disastrous and it continues this way till the end.  
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          According to the theory already presented in the article, this climax not only of Jimôs 

lecture but also of the whole novel, becomes the most important moment of shifting from 

one narrative movement to another.1  

          In a usual development of narrative movements, the scenes follow one another 

according to the cause ï effect diagram as noticed in figure 1: 

 

    A                                                     A1                                      A1                                              Z1       

         

             

                                                                   Figure 1  

               

          Considering the moment A1 the one representing the experience itself, the actions that 

might come are under the influence of reticence experienced as such. The cause effect 

diagram is no longer able to continue as expected, because the new emotional state has 

changed everything and what might come is totally unexpected and up to the characterôs 

own emotional experiences and will. The diagram needs to be changed too as it could be 

seen in figure 2. 

 

        A                                              A1                    A1                                               Z2 

                                                                                        ....................................................      

 

                                                                  Figure 2 

                       

          For the new diagram the moment A1 represents the moment of experience too, but the 

narrative movements that may follow are those affective effect experienced during the state 

of reticence. Thus, the narrative movement from A1 to Z1 gives all the characterôs actions, 

reactions, states, feelings generated by reticence and functioning as affective effects. In this 

segment everything is conditioned by emotions and the prediction of what might come is 

always imprecise. In a normal state of affairs all that is placed on the reticence segment 

would have been considered as being imaginary, if not impossible, but under the new 

circumstances, everything could become real.   

          Analysing the events that belong to the segment A1 ï Z2, Jimôs lecture turned out to be 

a real success in spite of its failure-like appearance. Even though Jim Dixon has imagined 

himself to sound ñlike an unusually fanatical Nazi trooper in charge of a book-burning 

reading out to the crowed excerpts from a pamphlet written by a pacifist, Jewish literate 

Communistò, till the end of the speech everything changed into Jimôs favour. (Ibid. 226) 

Unfortunately Jim loses his job and his only means of income, but instead he gains 

liberation from anything that has constrained him to a dull life both professionally and 

personally.   

 
1 While reading Gavin Keulksôs analysis of this episode, it becomes easy to regard the scene as he 

stated: ñthis scene can be interpreted as the novelôs true turning point in that it portrays Jimôs 

transcendent release from the constraining world of the Welchesò. (Keulks, 2003: 114) 
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          After the Merrie England lecture, Jim Dixon finds himself departed for ñcomedyôs 

literary reward of a good job and the nicest girl, out there in the ordinary commonsense 

working worldò. (Bradbury, 1993: 321) Fortunately these things were not meant to remain 

this way. Christineôs uncle, the philanthropist Gore-Urquhart who has the same dislike for 

the academic life as well as for any type of pretence very similar to the dislike Jim Dixon 

also has, offers Jim a very well-paid job in London. After ending the relation with Bertrand, 

Christine turns to Jim who let her know that he also has finished with Margaret for good.     
The end of the novel represents a promise for happiness and success.1 Having a good job 

and certain prospects for marriage, Jim can consider himself a lucky person. Everything was 

in fact due to the emotional state of reticence which determined the development of the 

following narrative movements. Till the Merrie England episode, the state of reticence 

exhibited a specific type of behaviour which contains both the real and the imaginary 

development of the narrative movements but after the lecture the imaginary reality replaces 

the reality experienced so far. It could be said that imaginary was transformed into reality 

and in the process reticence functions as a metaphor which was designed to mediate not 

only between the objective and subjective reality but also between reality and imaginary.    

          According to a more general perspective upon the novel, reticence may also represent 

an opportunity for sharing the authorôs true beliefs about the moral development of 

academic life. The main character can be regarded as a means of delivering the authorôs 

points of view about the degradation of the moral state of the university life but in a satiric 

manner and not in an abrupt way as Womack says: 

 

               ñAmisôs satiric attacks on the university community find their targets, 

moreover, in those privileged individuals who endeavour to maintain the 

academic status quo in their favour through the exploitation of junior colleagues, 

and, ultimately, through the threat of expulsion from the seemingly sacred 

groves of campus life.ò (Womack, 2002: 27) 

 

          Thus, Amisôs novel can reveal the fact that the scholarly community represents a real 

and true obstacle in the young academicôs path to self-knowledge. (Ibid. 27)      

 

 Conclusion   

 

          If experience as such may be considered a muse for further artistic representations, 

reticence, as an affective effect of the same experience, may also function as a source of 

inspiration. Thus, the climax becomes the source of further inspiration. Experienced as a 

complex state containing sensations, associated images, allusions and emotions reticence 

mediates between objective reality and subjective reality. Inside a literary text, reticence 

receives rhetorical features that enable it to function as a metaphor that links reality and 

imaginary, influencing the development of the narrative movements or stating opinions 

about academic reality.           

 
1 Like in fairy-tales, the universal order has been restored and justice continues to prevail endlessly.  
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ARTIFICIAL INTELLIGENCE: BETWEEN SENSE AND 

SENSIBILITY ïTHE QUESTION OF SOCIAL RELUCTANCE 

Teodor DUMITRACHE * 

 
Abstract: In 1956 John McCarthy viewed artificial intelligence (AI) as a machine that would 

display cognitive functions associated with intelligent human beings. Many ñAI wintersò later, this 

technology is here to stay, despite the fact that most people are still reluctant. Nowadays, in its early 

stages of social implementation, every isolated mishap is considered newsworthy. Moreover, science 

fiction representations of robots tend to further polarize the debate. There are multiple factors to take 

into account when explaining the AI trust crisis, but probably the most intriguing one is the following: 

while we might see AI as intelligent, its intelligence is still not human-like. Machines fail to adopt a 

philosophical thinking comparable to the Cartesian cogito or the Socratic paradox. Thus, social 

sciences and humanities are expected to play a greater role in the future development of AI. Maybe the 

only way for robots to appear as similarly as possible to a human being is to mimic the very emotional 

reasoning of those whom do not trust them. 

Keywords: artificial intelligence, reluctance, human-robot interaction 
 

 

Intelligence is undoubtedly one of our most distinctive features, often 

differentiating human from other life forms, but the capacity of humans to recreate and 

recognize intelligence in an artificial environment is still up for debate. The term ñartificial 

intelligenceò is believed to have been introduced by mathematician and computer scientist 

John McCarthy in 1956. Since its coinage, when the capabilities were only theorized, 

artificial intelligence (hereafter referred to as AI) has been paralleled to human cognition 

and its uses have been largely anthropocentric as well. AI has been successfully used in our 

everyday online activities, be it social media, e-commerce, or personal assistants. But there 

is also an imminent reluctance toward AI, especially with regard to the implications it might 

have if it were to gain too much power over humans. There is also a great concern over the 

fact that AI jeopardizes the jobs of many human employees. Most of the time, AI is 

criticized for not being transparent, thus only the developers know what is behind the 

curtain, what do the algorithms and the neural networks actually seek, how they interpret the 

large data and for what purpose. Deep learning systems are capable of extended 

multitasking, whether it is audio-video recognition and analysis, offering customized 

insurance policies, obtaining a loan, or driving a car. But repeatedly using algorithms can 

lead to what is called an ñecho chamberò, a phenomenon observed on Facebook, where we 

can see users constantly sharing political posts with a close group that matches their bias1. 

 
* University of Bucharest, teddydumitrache@gmail.com  
1 PricewaterhouseCoopers. (2019). [In French] Vers une intelligence artificielle ®thique? PwC. 

https://www.pwc.fr/fr/decryptages/transformation/ia-quelle-place-pour-la-morale.html 
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It is normal for AI to simulate human cognitive functions as closely as possible, 

whether it is perception, reasoning, learning, or interaction. However, in our quest to better 

understand the human brain, we must not forget the bigger biological picture. Although 

cognition is a great part of what makes us intelligent as a species, it is definitely not 

sufficient. Neurologist Raymond Tallis, in a journal article which examines neuroscienceôs 

limits of explaining human behavior, argues that humans are not only governed by 

intelligence, namely the brain. Thus, neuroscience cannot fully account for the basic 

conditions required by behavior and consciousness, the idea that it can being known as 

ñneuroscientismò. Tallis remarks the confusion that is often being made between the 

ñnecessaryò and ñsufficientò requirements, a confusion on top of which lies the entire 

discourse of many disciplines prefixed with ñneuro-ò.  

As Tallis further explains, if organs are used solely for survival and reproduction, 

then we are just like beasts. The neurologist makes a thought-provoking analogy to John 

Grayôs 2002 book, ñStray Dogsò, in which the author adheres to the belief that human life is 

not any different from that of a mucilaginous fungus, Tallisô expostulation being that Gray 

would not have pursued an academic career at London School of Economics had that been 

the case. Tallis makes another compelling argument as to why neuroscience will never be 

able to fully account for human consciousness in terms of neural activity. Using human 

perception as reference, he explicates that we have the property of being conscious that 

other material things exist beyond our own being1.  

Thus, the scientific explanation of someone staring at a glass of water and 

becoming conscious of its existence is due to an internal chain of events: the reflected light 

enters the eyes and engages the neural activity. However, this does not clarify how our 

conscious mind, our ñoutwardò look, or our intentionality work. Furthermore, there is 

nothing that suggests our neural activity signals to our visual receptors that what we are 

currently doing is ñaboutò the things we are seeing. Intentionality thus differs from 

feedback, in the sense that we are not dealing with an inverse causal chain in a time-space 

context, but the activity takes place in a conceptual and conscious medium. As science 

makes further progress, we are in danger of moving away from the experience of subjective 

consciousness, preferring abstract quantitative terms instead2. Building on the arguments 

above, we must not attribute a circuit board or a chip quality that it still does not possess, 

and it is uncertain if it ever will. It must also be noted that machines equipped with AI are 

not yet capable of competing with humans in terms of hand-eye coordination.  

However, AI exceeds at accurately resolving routine tasks; thus, somewhat 

unexpectedly, white-collar jobs might face greater risk of automation than blue-collar jobs. 

Reluctance is strongly related to the concept of otherness, as we our greatest fears and 

uncertainties emerge from what we do not know. Thus, a perpetuated sense of reluctance 

will eventually lead to stigmatization. As a sociological concept, stigma refers to a set of 

actions that are meant to discredit, degrade, and devalue oneôs identity so they can no longer 

be accepted by a community. Just like workers who lost their jobs to freelancers, migrant 

 
1 Tallis, R., What Neuroscience Cannot Tell Us About Ourselves, 2010. 
2 Ibidem. 
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workers, or outsourcing firms might despise these entities, it is not long before AI will be 

blamed for the rising unemployment rates. This will continue the process of dehumanizing 

the workforce in the name of profit. With the advent of AI in the business sector, most 

entrepreneurs will seek robots that require little maintenance, have no salary expectations or 

basic needs and, moreover, are faster and much more accurate. It seems like there is no 

alternative for the future human but to adapt to these changes and embrace intelligent body 

enhancements in order to compete with not just fellow humans, but with the mighty AI 

itself. This is also a classic scenario in most science-fiction films ï the robotization of 

human beings and the humanization of robots. There is also the aspect of nationality and 

geopolitics which will weigh considerably in how we will relate to AI in the future. It is 

expected that AI algorithms and robots that are developed by competitors will be deemed as, 

on the one hand, stupid and ineffective, on the other hand, insecure and evil.  

Richard Kearney has a captivating take on the figures of otherness, dividing them 

into three possible categories: strangers, gods, and monsters. All three groups threaten us 

with the unknown: the strangers are historically foreigners, alien invaders, ñbarbariansò, or 

ñsavagesò (although this notion goes both ways, as different groups see each other as the 

stranger), the gods are always surprising, both cruel and merciful, and the monsters are by 

default unrecognizable and they remind us that nothing is safe1. It is therefore intriguing to 

realize that AI fits all categories. For humans, AI is the stranger because its appearance, 

behavior, and reasoning are clearly different. Moreover, AI can be used by foreign 

governments for their own benefit or to sabotage other nations, therefore it is not welcomed 

by everybody, being assimilated to a stranger meddling in the internal affairs of other 

countries, a trust issue that is expected to rise with future developments. If AI technology 

does not work in our favor and if it not used merely as a tool, the humanization process 

might face serious backlash, as robots could be perceived as a new civilization or the 

ñotherò. As if that would not be enough, following the aforementioned otherness principle, 

robots might consider us as the ñotherò.  

Furthermore, AI will gradually be perceived as a deity once its powers approach 

the point where they are no longer under human control. Thus, it is quite plausible that such 

a powerful machine will assume the role of an oracle, foretelling everything from the 

weather to global events. This did happen before with AIôs predecessor, the automata, most 

notably, the all-knowing bronze head allegedly created by Roger Bacon and Robert 

Grossteste2. But AI could also place itself in charge of the whole world, not unlike an 

authoritarian leader, creating either a utopia or a dystopia. Long before AI could even aspire 

to achieve technological singularity, every nation involved in the AI race will praise their 

product, potentially portraying it as a god. And, last but not least, AI is already widely 

perceived as the monster because it handles our private and sensitive data, and therefore, our 

lives, and puts a growing number of human jobs in jeopardy. But reluctance does not always 

imply a negative answer, it can also mean that one has to receive more information or agrees 

to the proposal because they put their trust in others (due to closeness or authority). 

 
1 Kearney, R., Strangers, Gods, and monsters: Interpreting otherness. 2003: 3-4. 
2 Royal Society, Portrayals and perceptions of AI and why they matter 1 Portrayals and perceptions 

of AI and why they matter. 2018. 
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Humankind has witnessed this over and over again with every single technology developed 

in the past. An AI system that does not comprehend doubt, uncertainty, ignorance, deceit, 

cynicism, and reluctance in small doses cannot make inspired decisions that impact us, 

because those features, although negative in their broader meaning, are powerful tools of 

persuasion. In essence, for AI to be trusted, it must ironically be capable of displaying the 

whole range of human thoughts, be it positive or negative. Otherwise, it will not be trusted 

and will be classified as a hypocrite or a demagogue, and not an efficient one either. 
In an attempt to better emulate human emotion and talent, AI has brought 

significant changes to the art world, algorithms being able to generate songs, poetry, and 

even paintings. Just like with any other craft, AI had to first lean by mimicking, thus the 

technology can convert any given image into a work that closely resembles the art of van 

Gogh or Picasso. Thus, it is unsurprising that AI was quick to make its way into the art 

world. A milestone of the accomplishments of AI in the art world, or more exactly, the art 

market, is the purchase of an artwork created through the GAN (Generative Adversarial 

Network) method for $432,500 US dollars at Christieôs1. It was noticed that, in the case of 

this auctioned piece, but as well as all the other AI-generated portraiture efforts in the early 

stages, the algorithms were not capable of rendering a clear depiction of the human face, 

leading to a disfigured or amorphic aspect which Mazzone and Elgammal have correlated 

with paintings by Francis Bacon. The two researchers explain the appraisal of this type of 

artificial art through the principles used by psychologist Daniel E. Berlyne2. But do people 

really appreciate AI art more than human artists? In a study conducted by Hong and Curran 

in 2019, the 288 participants had to fill-out a form used by art critics when assessing the 

value of an artwork. The results show that human painters scored better at ñcompositionò, 

ñexpressionò, and ñaesthetic valueò; moreover, the difference was even greater when the 

participants were told beforehand whether an artwork was made by human or AI3.  

The ultimate goal of AI is to achieve technological singularity, the point in which 

robots will have surpassed all human knowledge in order to gain independence and the 

ability to make their own decisions, although there are still debates on when or whether this 

will happen. The outcomes of singularity displayed in popular culture, which have become 

more or less clich®, include the seductive (usually female) personal assistants, self-

replicating AI machines seeking independence, rampaging robots, feeling machines, 

androids living among us, human enslavement, or mind uploads4. 
Although there are countless definitions of AI, most share a salient characteristic: 

this technology is centered on intelligence as it is perceived by human understanding. John 

McCarthy also claimed that the governing principle behind AI involved robot behavior that 

 
1 Quackenbush, C., A Painting Made By Artificial Intelligence Has Been Sold at Auction for $432.500. 

Time. 2018. 
2 Mazzone, M. and Elgammal, A., Art, Creativity, And the Potential of Artificial Intelligence. Arts, 

8(21), 26. 
3 Hong, J.-W. and Curran, N. M., Artificial Intelligence. Artists and Art. ACM Transactions on 

Multimedia Computing, Communications, and Applications, 15(2), 1-16. 
4 Desjardins, J. (2017, September 16). The Future of Artificial Intelligence, According to Pop Culture. 

Visual Capitalist. 
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would be described as intelligent had it been displayed by a human being. There is also a 

great risk of oversimplification, as intelligence is hard to determine. So it would seem 

natural that mathematical systems based on logic will make sense to a machine, but would 

appear odd to a human. If AI research and development does not keep up with society and 

will focus only on equations, it will run the risk of being deemed unnatural, therefore not 

human-like. Many definitions of human and machine intelligence are almost the same: both 

are intelligent to the extent that their actions can be expected to achieve their objectives. 

However, machines have no objectives of their own, thus they should be assigned the 

objectives of humans, just like any other tool, medicine, policy, mechanism, or solution. As 

a consequence, inputting an undesirable objective, whether voluntarily or not, into a more 

intelligent entity could have a bad outcome for humans1.  
We can also imagine what will happen in the likely event that a highly acclaimed 

AI product will fail at an important task. It will certainly feed peopleôs reluctance toward 

new technology, as we have already seen in the case of a self-driving car that ran over a 

woman. Such accidents usually happen because AI is only faster than human only when the 

data are clear; in the case just mentioned, the self-driving car owned by Uber misclassified a 

cyclist as ñan unknown objectò, ña vehicleò, and ña bikeò, which resulted in late action and 

poor decision2. This also raises the question of accountability ï which party is to blame. 

Other concerns pointed out that these systems can be hacked and used against innocent 

people. Predictive AI systems are also considered a danger because they could lead to 

disempowerment. But are these concerns legitimate? If a government halts AI research 

because it seems dangerous, does that guarantee that other (potentially hostile) countries 

will refrain as well? Does a technology that could save countless lives become an enemy 

because of a few unfortunate and tragic accidents?  
Probably the most of the rhetoric against AI comes from false expectations and 

fears which might distract from serious research issues and challenges, like digital 

infrastructure, bias and accuracy, privacy and agency. False fear can cause potential 

solutions to not be adopted; repeatedly stating that robots will replace humans effectively 

and immediately is not beneficial. Another aspect of expressing false fears is the subsequent 

overregulation which slows down research funding and methodology (Royal Society). A 

discredited field of research will be the first whose funds will be cut, resulting in what is 

commonly known among scientists as an ñAI winterò. Apparently, this fear stems from a 

simple logic that prevalent in famous works such as Frankenstein or Westworld: if 

intelligence serves humans as a tool for self-protection, then why would an intelligent robot 

seek to protect us instead of their own selves3. 
AI is more than just an ordinary tool in the hands of humankind; it is in itself a 

philosophical statement ï for the first time in their existence, humans are challenged in all 

aspects of life, work, business, war, medicine, knowledge, justice, and art, areas in which 

 
1 Russell, K., Branding Artificial Intelligence: whatôs pop culture got to do withé; SignSalad. 2017, 

January 12. 
2 Li, M., Another Self-Driving Car Accident, Another AI Development Lesson. Medium; Towards Data 

Science. 2019, November 16. 
3 Russell, K., op. cit. 
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they thought they will forever rule. In terms of social reluctance, it is noticeable that the 

Western countries, primarily France and the United Kingdom, that have prevailed after the 

First Industrial Revolution are much more hesitant toward adopting AI than emerging 

economies, like China or India, which are instead hopeful. According to a 2019 survey, AI 

(in any form) is implemented in more than half of the companies and decision-makers 

questioned, a swift rise, considering that in 2018 the amount was just under a third. 

Approximately two-thirds of the employees who participated in this survey declare that they 

are enthusiastic about the idea of having robot coworkers and almost a quarter describe their 

work relationship with AI as rewarding. Of all the nations surveyed, France is the most 

reluctant, with only 8% of employees willing to embrace AI1. One study from France claims 

that 42% of jobs could be automated and 3 million others could disappear by 2025 entirely2. 

This intelligent technology is also changing the way workers interact with their managers, 

thus human resources departments must adapt accordingly: 64% of the employees would 

rather trust a robot than their own manager when seeking advice and more than 80% favor 

robots as bosses due to their orientation on facts, time managing skills, problem solving, and 

assessing risks3. It seems like France is more reluctant to new technology as it feels more 

present in everyday life, an approach that differs from Japan which invested massively in 

this department in the 1970-1980s (Orange, 2018). In another study, this time in the United 

States, it was found out that 37% of the respondents aged 18-24 are worried about AI 

replacing their jobs, mostly in industries such as retail, logistics, automotive, marketing, and 

advertising. This amount is 10% higher than all the other age intervals surveyed, showing 

that the younger generation is more connected to AI research and development news. 

Another fact to take into consideration is the lack of experience in the job market might lead 

to uncertainty over future careers and their predictability. However, in the United States, the 

majority of employees do not display this fear and this trend has been on the rise in recent 

years. But this has also something to do with how the workforce is divided: workers in 

fields which have been using AI for a long time (automotive, logistics, advertising, and 

retail) are much more worried than others. For example, self-driving trucks are threatening 

truck driversô jobs. The study in the United States also points out to the career reconversion 

issue. While employees of the business, marketing, or advertising companies might turn out 

to be more flexible in choosing a new career, truck driversô risk to remain unemployed 

(Douglas, 2019). We must not forget that the United States are just as eager, if not more, 

compared to emerging countries to benefit from this upcoming technological boom, 

especially considering the new AI race with China, therefore being more familiar with the 

concept of AI. There is also a calendar published which marks the years when AI is 

expected to replace the jobs of humans: 2024 for translators, 2027 for truck drivers, 2031 for 

 
1 Hervier, G., [In French] Peut-on faire confiance ¨ lôintelligence artificielle? InformatiqueNews.Fr. 

2019, October 24. 
2 Orange., [In French] Dossier : lôIntelligence Artificielle, entre espoirs et dangers pour lôHomme. 

Hello Future. 2018, November 9. 
3 Hervier, G., [In French] Peut-on faire confiance ¨ lôintelligence artificielle ? InformatiqueNews.Fr. 

2019, October 24. 
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the retail sector, 2049 for writers, 2053 for surgeons, and ultimately by 2062, AIs will have 

gained the capacity to outperform us at any job (Orange, 2018). 
It is also fascinating to look at the historical and political context of AIôs distant 

correspondent, the automata. Thus, in a book by Hero of Alexandria (1st century BC), details 

the plan for a puppetry act meant to deceive believers into thinking that they were 

witnessing the gods themselves. However, with the fall of Greek and Latin influence, these 

plans had been lost and a shadow of doubt and suspicion had been cast as a consequence, 

mainly due to the fact that the Byzantine and Islamic state were now more skilled in this 

field of mechanics, a situation that lasted up until the 13th century. There could be a number 

of possibilities for the widespread anthropomorphization of AI, first premise being that 

humans see themselves as the most intelligent beings on the planet, thus it was only logical 

that humans will try to narcissistically replicate themselves to the detriment of other 

creatures. Furthermore, these machines are meant to carry out human labor and this 

characteristic is also convenient for storytelling, as it is easier for spectators to follow and 

understand the plot and human actors can naturally adapt their moves1. 

Researchers have found out that chatbots used in therapy produce results which 

resemble a closer human interaction when adopting Aristotelian formal logic, which studies 

inference and syllogisms, as opposed to modern mathematical logic, which uses quantifiers 

and variables (predicate logic) or binary true-or-false statements (propositional logic). 

Human reasoning relies on deduction, induction, and abduction. While deduction is by far 

the most accurate of the three, induction and abduction separate human from machine, as a 

less reliable reasoning requires complex programming2. 
As we have seen so far, reluctance is strongly associated with the element of doubt. 

Thus, there is perhaps no better way to address this issue than to see how French 

philosopher Descartes meticulously analyzed the concept and why he found it to be at the 

heart of our human existence. The hypothesis of this study is that AI could benefit from 

learning to reason exactly like a human being. In 1641, Descartes wrote his ñMeditations on 

First Philosophyò, a self-analysis of doubt and certainty regarding reality, the external 

world, the mind-body connection, and the existence of God. The work attracted numerous 

critics, namely from Mersenne, Hobbes, Arnauld, or Gassendi3. Descarted notices that his 

preconceived notions that he accumulated since childhood had turned out to be false, 

therefore he develops a method of doubt, devoting himself to finding the truth and for this 

he must consider everything to be untrue because he finds out that his senses can be greatly 

deceiving. Descartes, sitting by the fire, cannot be sure that he is not in fact experiencing a 

dream. But he reaches the conclusion that whether he is sleeping or not, the mathematical 

truths, such as basic equations, must remain intact. He then further develops this idea, 

 
1 Royal Society, Portrayals and perceptions of AI and why they matter 1 Portrayals and perceptions 

of AI and why they matter. 2018. 
2 Ireland, D. and Bradford, D., Aristotle And The Chatbot: How Ancient Rules Of Logic Could Make 

Artificial Intelligence More Human. The Conversation. 
3Audi, R., The Cambridge Dictionary of Philosophy. New York: Cambridge University Press. 1999 : 

224. 
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claiming that if there was an omnipotent God, then it would interfere with his mind and alter 

the result of the mathematical truth. If, on the other hand, there is no God, then he was a 

result of a random chain of events and there would be even less ground for his supposition. 

But then the reaches another hypothesis: everything he believed, all external things, were 

just a trick used by a demon. Descartesô quest for the truth then reaches its pinnacle. He does 

not care how much the demon can deceive him because it can never make him think that he 

is nothing as long as he thinks he is something, thus expressing his famous cogito argument: 

ñI am thinking, therefore I existò. Descartes now can start to believe in the outside world 

again because God is perfect and not systematically deceitful. Although labeled as a 

ñrationalistò, Descartes does not rely solely on reason, but also applies empirical 

observation1. Descartes argues that we cannot doubt without thinking; although doubt and 

thought are only slightly different, when we consider the origin of mind and body, we can 

perceive them as being separate. It is thus important for future robots that aim to be more 

human-friendly to adopt thought experiments like the one Descartes had undergone. Such 

robots would immensely benefit from doubt and they would seem more natural in their 

endeavor to mimic human complexity. These robots would, just like Descartes, would have 

to doubt the information they get from their sensors (senses). Of course, this type of robots 

would not be fit, at least in the early stages, to drive cars. But they would surely find their 

purpose in hospitals and care centers. Future robots could also incorporate the Socratic 

paradox, which states that ñI know that I know nothingò. Although there are debates 

whether Socrates did in fact ever said these words, in this form, the principle has already 

become widely known, and I consider it to be an essential part of not just our growth as 

humans, but which can successfully be translated to robots. 

We can conclude that AI development can no longer afford to neglect art, literature, 

humanities, and social sciences. These fields might seem irrelevant when we are dealing 

with the so-called hard or exact science that is central to operating any machine. In order to 

become more accurate in humanizing AI, research in the field should also incorporate 

neurologists and even biologists. Human-robot interaction cannot be bridged unless the 

robot accepts that, as a creation of human, it too is not perfect, has it flaws and can use them 

to its advantage, being more captivating in its authenticity than in its failed attempt at 

perfection. Not only that, but in its process of better understanding the human nature, the 

machine developers must try to replicate as closely as possible the human way of thinking 

without disregarding it as outdated. Concerning the job safety, is expected that the service 

sector will be the first to become completely automated. We are all familiar with phone 

robots initiating and receiving calls and most of us might complain about the lack of 

genuineness, longing for that ñhuman touchò. While it will take some time before AI will 

convincingly be able to mimic human emotion, empathy, and reasoning, some tech and 

finance companies 
AI is following the footsteps of other great achievements of humankind, such as nuclear 

power or genetically modified crops, which despite their proven efficiency, raise serious 

concerns, sometimes rightfully so. AI will probably forever be accused of privacy breaches 

 
1Audi, op. cit., 225-226. 
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since it needs access to our most sensitive data for it to be helpful. Of course, as a recurring 

irony, we will need AI solutions to keep us safe from AI. Also, there is a serious 

dehumanization factor and technology has been known to alter human relationships if not 

used responsibly. There is a legitimate concern that AI will perpetuate toxic attitudes that the 

world is trying to escape from today, like segregation, social injustice, and racist behavior. 

However, it is quite natural for humankind to be confident that we are finally getting closer 

to the great breakthrough of creating a life-form that surpasses our intelligence and 

resembles our image and likeness. While this might sound like playing God, only this time 

with an immediate overthrow, let us not forget that this technology is just a mirror of the 

current state of our scientific advancements. Just a few centuries ago we might have 

imagined the human body as a complex mechanism or clockwork. Or that it functions 

similarly to a steam engine. Our own beliefs make us vouch for the origins of our species: 

some say we are made of earth dust; some say it is stardust. We are always eager to learn 

what makes us human, how our brains work, why do we behave in a certain way, and 

ultimately, why do we even exist. Returning to AI implementation, the most probable 

scenario, before we can explore technological singularity, is that we will realize that we 

cannot explain and extrapolate our distinctive and purely biological features and we will be 

expected to adopt body enhancements, being permanently assisted by AI, through a process 

called ñbio-hackingò, thus creating what is widely known as a ñcyborgò. This time it is 

clearly that, probably for the first time ever, we are no longer talking about technology, but 

life itself. This time, after millennia of repeated segregation, we must bring all sciences to 

the table and form interdisciplinary schools and think tanks. 
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Abstract: The need for social workers with a specialization in gerontology has become a 

global priority. The schools of social work prepare students for this kind of activity but there are some 

barriers that make students to be reluctant to working with elderly people. Reasons for studentsô 

disinterest in this area of work are considered, altogether, more general barriers to learning. The 

purpose of this study was to explore social work studentsô reluctance to gerontology and to encourage 

reflection on attitudes towards working with older people, allowing both individual self-assessment 

and the exchange of opinions with colleagues. 

Keywords: students, practice activity in gerontology, reluctance. 
 

Introduction  

 Romania, like many other countries in the world, is facing an ageing of its 

population. Current demographic trends indicate that overall population growth will 

continue to decline and the number of older people will increase. Although life expectancy 

is higher, the birth rate continues to decline, creating a ñgreyingò of the population (Pew, 

2014). Increasing both life expectancy and the number of older people has implications for 

economic and financial services, health and social services, and the elderly and their 

families (Ortman, Velkoff Ἠi Hogan, 2014). 

In this context, at the community level, additional health and social services will be 

needed, which in turn will require more social care practitioners (and other health care 

professionals) who are trained to provide quality support and care for the elderly. Basically, 

this is the area with the fastest growth in social activity, however, the number of 

gerontological social workers is still insufficient to meet the growing demand (Hooyman, 

2014). 

A possible explanation for this is the fact that students studying social work tend to 

indicate a lower interest in doing specialized practice in this area, and implicitly to become 

practitioners at the end of university studies. The reasons for the students' disinterest in this 

area of activity will be analysed in this study along with the general barriers to learning.  

 

Challenges of the social work curriculum and barriers to learning 

In vocational education on social work, students attend a course motivated both by 

the intention to obtain a professional qualification and to learn how to be a social worker, 

but they are not necessarily equally interested in all aspects of the curriculum: the challenge 
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for the facilitator in social work education is that it is necessary but not sufficient to respect 

students for who they are and what they bring; there are also clear expectations that they 

assume the ideology of the profession and they develop specified knowledge, skills and 

values (Taylor, 1996, p. 85). 

In the educational curriculum there are several disciplines that address the issue of 

the elderly and their social assistance and more specialized practice offers the opportunity to 

carry out the specialized practice in special centres for the elderly.  In addition, there is 

support in the literature that the social work profession is making progress incorporating 

social work for older people training into graduate curricula and professional development. 

However, the difficulty remains to encourage students to practise in these centres and to 

motivate them to work in these social services in the future.   

Empirical studies that study the reluctance of social work students to work with the 

elderly during specialized practice are rare and very few have taken into account their 

attitude. Jack & Mosley (1997) examine the user group preferences of British social work 

students, and also provide a useful review of studies from other countries (Israel and the 

USA, as well as the UK). Among students, too, work with children was preferred and work 

with older people was least popular. Their conclusion is that: a disturbing picture has 

emerged from the literature of an entrenched hierarchy of user group preference, little 

changed over a quarter of a century among qualified social workers in several countries, 

which exists among students when they enter their programmes and survives almost 

unaffected when they leave. In that this hierarchy reflects negative stereotypes and attitudes 

widely held in Western society, conflicts with the expressed principles of the social work 

profession and the needs of the majority of its clients, and seems to survive social work 

education intact, it must concern all involved in educating social work students for practice 

in a radically changed welfare environment (Jack & Mosley, 1997, p. 897) 

Another study on this issue was conducted in 2006 by Ann Quinn, who concluded 

that reflective learning is problematic if the learner is resistant to the topic. I have 

considered such reluctant learners in relation to social work studentsô lack of interest in 

work with older people, and their consequent difficulty in engaging with learning about this 

area of practice. Such negative attitudes about work with older people are characteristic of 

a wider ageism amongst professionals and in society more general. While understandable in 

this context, they are nevertheless unacceptable in students who are aiming to qualify as 

competent professionals. As well as conflicting with the espoused ethical stance of social 

work, such attitudes run counter to service usersô and agenciesô needs: older people are the 

major group of users of social services (p. 235).  

Moreover, given the pre-existing knowledge of students in the field of social work, 

it is clear that they come to courses on social work for the elderly based not directly on 

previous experience, but on stereotypes formed over time. These ageist attitudes are not 

simply cognitive beliefs that can be easily changed, but we are talking about emotional 

investments, which makes them well-anchored in their perception of certain categories of 

people. 

Within social work education, the predominant anti-ageist strategy has tended to be 

cognitive and impersonal (Biggs, 1993). Such authoritative information giving is not going 
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to serve the purpose of transformatory learning, nor prepare students to engage in reflective 

practice with older people. Attention needs to be paid to the emotional component of 

studentsô attitudes to work with older people (A. Quinn, 2006). 

 

Development of professional skills and abilities in working with the elderly 

In their work with older people, the students assume a wide variety of social work 

roles, from counselling to case management and advocacy to consultation. They develop 

skills in competencies like critical thinking, engagement of diversity, application of 

knowledge about human behaviour and the social environment, and engagement with 

individuals, families, groups, organizations, and communities. 

In practice, students learn firsthand about the dilemmas of implementing various 

theories in work with older people, addressing in particular the application of ethical 

principles and the definition of the social work role. One of the major functions of the field 

teacher coordinator is to help students grapple with these dilemmas in engagement, 

assessment, goal-setting and referral or intervention. Core clinical skills, such as 

engagement, reflective listening, and validation, build a foundation for engagement, 

assessment, and goal-setting. (M.  LeGeros, J. S. Borne, 2012) 

Students have often commented that, in the beginning of their time at centre for 

adult people, risk assessments appeared to be simple flow chart or checklist tools. However, 

students are instructed to use these assessments as the foundation for a deeper dialogue that 

will foster an ongoing clinically supportive relationship. Teacher coordinators teach students 

to increase clientsô support networks and access to resources, and also work with the 

realities of the many barriers clients face in residential centres for older people, chief among 

them strong feelings of ambivalence 

 

Materials and Methods 

The analysis of the topic was based on a qualitative  research using primarily 

observation as a method precursory of other tools and the questionnaire method composed 

of questions that focused on the following indicators: their attitude towards the elderly, the 

preference to work with various social groups, the perception of the similarities and 

differences between working with the elderly and working with other groups of clients, the 

frequency with which the roles of the geriatric social worker were mostly appreciated, the 

reasons for the reluctance to work with the elderly. The methodology for these 

questionnaires was based on a theoretical approach allowing the identification of relevant 

elements of students' attitude. 

The study involved students in the third year, studying at the University of Piteĸti, 

Social Work Department. The Ethics Agreement for this study was given by each student 

and each of the respondents was informed about the confidentiality of the information 

provided. All respondents, however, wanted to answer questions and discuss issues related 

to their perception.  

The aim was to encourage reflection on attitudes towards working with older 

people, allowing both individual self-assessment and the exchange of opinions with 

colleagues. 
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Limitations  

The limitations of this research may be grouped into several categories: limitations 

relating to the interpretation of results, limitations related to the method of research 

(questionnaire), limitations that are related to the theoretical and methodological issues 

specific to any study dealing with the subjective perception of individuals. 

 

Analysis and Discussion 

The application of the questionnaires to 3rd-year Social work students allowed the 

analysis of this problem, identifying the reasons for the studentsô disinterest in this area of 

activity. 

In the first part of the questionnaire, we proposed a list, containing possible 

positions of the social worker on two age groups: elderly people and children: 

 

social worker/ recovery center for children  

social worker/ geriatric home care 

social worker /day center for children  

residential social worker, childrenôs home 

residential social worker, older personôs home 

social worker /hospital for elder people 

social worker/ day center for elder people 

hospital social worker, paediatric unit 

 

The analysis revealed that a majority percentage of more than half (70%) belonged 

to respondents who prefer to work with children, in the top of preferences being childrenôs 

home residential social worker with a percentage of 55% followed by children hospital 

social worker, 15%. This shows the increased interest of students to work in areas related to 

child and family care, which is also explained by the diversity of types of services offered 

for these groups with high social risk. Nearly a third of respondents (28%) declared they 

want to hold a position in social services for the elderly ñto a very small extentò and 2% do 

not want to work in the field of social work, being already employed in other positions in 

the fields related to it.  

Regarding the ideal position they want to occupy in the analysed fields, the 

students were asked to choose on a scale from 0-5 how much they want this, and the 

situation is as follows:  
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Role 

 

Frequency rated 

most like 

Frequency 

rated 2nd 

most like 

SW, residential home for children 

SW, day center for children  

SW, paediatric unit 

SW, hospital for elder people  

SW, recovery center for children 

SW, residential home for older people 

SW, geriatric home care 

5 

5 

3 

3 

1 

1 

ï 

4 

3 

4 

3 

4 

2 

1 

 

In opposition to the ideal job, students also expressed their opinion on where they 

would not like to work: 

 

 

Role 

 

Frequency rated 

most like 

Frequency 

rated 2nd 

most like 

SW, geriatric home care 

SW, residential home for older people 

SW, day center for elder people  

SW, day center for children  

SW, hospital paediatric unit 

SW, residential home for children 

3 

3 

2 

2 

1 

- 

4 

2 

1 

1 

1 

4 

 

As for the reasons why students want a job in social services for children, these are 

the most diverse. The most common reasons invoked by them, approx. 45.5% are: they can 

communicate and empathize much more easily with children, children get actively involved 

in educational and non-educational activities and are sweeter. Another reason found on the 

list of respondents, approx. 12%, is that good performance can be achieved with children 

and significant progress can be observed, compared to the elderly where there is a 

continuous decline. Moreover, the diversity of activities that can be carried out with children 

increases with age, and job satisfaction is another reason mentioned by the respondents. 

There were some questions about how the attitudes that were acquired towards 

certain groups of beneficiariesô work, and the direct absence of experience working with 

those groups was most often mentioned, approx. 80%, instead some attitudes could be 

identified as social constructs. 

After completing the questionnaire, students discussed the issues related to the 

matter under analysis and those students that are already working in a residential centre for 

the elderly had the opportunity to share their experience by providing examples of a variety 

of tasks they have to perform and yet managing to get closer to the beneficiaries, and to 
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provide quality services. This was a way to convey positive attitudes and information about 

caring for the elderly, giving other students the opportunity to reflect on their initial 

reluctance to care for the elderly. This way of providing concrete examples and the fact that 

satisfactory results can be obtained can influence the views of their colleagues. 

The application of the questionnaire method gave a structure that supported the 

studentsô reflection on their attitudes to work with different groups of beneficiaries and in 

different situations, with an emphasis on attitudes towards working with the elderly. Also, 

the discussions at the end of the questionnaire allowed students to reflect critically on their 

attitudes towards working with the elderly, being a necessary first step in removing barriers 

to their learning in this area. Moreover, it has helped dispel myths and stereotypes about the 

elderly. The students themselves evaluated this research in a positive way, being also a way 

to reflect from the perspective of the fact that we will all become old at some point and their 

formation in this field is of overwhelming importance, because education not only trains 

professionals, but shapes characters. The students also appreciated the opportunity to learn, 

both in the courses and during the specialized practice, more information about geriatric 

social work and palliative care, giving them the opportunity to develop new professional 

skills. 

 

 Conclusion 

Reflective learning is problematic if the student is reluctant to the subject. We 

considered that such students lack interest in working with the elderly and their difficulty in 

engaging in learning activities dedicated to this field do nothing but create negative attitudes 

towards these groups of people and an antiageing attitude that can manifest in general and at 

the level of society. If in a broad context these attitudes can be accepted in certain 

circumstances, in social work such attitudes are unacceptable because the ultimate goal of 

the educational process is to train competent and well-trained professionals who respect 

primarily the individual and the ethical principles of this profession. The study, in addition 

to identifying significant issues related to this issue, managed to provoke stereotyped views 

by encouraging more careful reflection based on these attitudes. 
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FAITH AND DOUBT IN HOLY SCRIPTURE 

 

Horia DUMITRESCU* 

 
Abstract: The notion of faith pervades the whole of Scripture, from Genesis to the end of 

ages, manifested both in Godôs faithfulness to His word, from beginning to end, and in manôs response 

to the Creator. Faith as manôs answer is preceded or followed by the doubt that arises from the 

reduction to reasoning of human thought; it often stands in the way of divine revelations, of their 

acceptance as truths above rational knowledge. People tend to think that sooner or later they will 

doubt or have doubts about something they will later believe in. 

Keywords: Faith, doubt, Scripture. 

 

 

The Greek word that defines faith (ˊɑůŰɘɠ) derives from the verb ˊɘůŰŮ ɤ, which 

means ñto convince by argumentò. When we talk about Faith, we mainly think of faith in 

the existence of God, the glorified Trinity: the Father, the Son and the Holy Spirit, but also 

to designate the truths supported by Christianity. Regarding the interpersonal relationship, 

but also in the interpretation of the scriptural text, the term ñfaithò sometimes becomes 

synonymous with trust, as a simplified term, because they put their trust only in things they 

consider true. 

The Holy Apostle Paul clarifies this biblical term when he writes to the Jews in his 

epistle: ñfaith is the substance of things hoped for, and the sign that the things not seen are 

true.ò (Hebrews XI, 1) 

Biblical faith is not contrary to reason, it is consistent with it. When you put your 

trust (belief) in something that you think is true, but is not seen, it is not tangible (Lawrence 

Feingold, 2016: p. 41). God always reminds the chosen people of the reasons why they can 

trust Him: ñI am the Lord your God who took you out of the land of Egypt, out of the 

prison-house.ò (Exodus XX, 1-2), and in the writings of the New Testament the Saviour 

testified: ñI am the Way, the Truth and the Lifeò and the Holy Apostle John writes in his 

Gospel: ñBut these are recorded, so that you may have faith that Jesus is the Christ, the Son 

of God, and so that, having this faith you may have life in his name.ò (John XX, 31) 

 The first Christians in Rome, converted after the preaching of the Holy Apostle 

Paul, ask him ñBut how will they give worship to him in whom they have no faith? And 

how will they have faith in him of whom they have not had news? And how will they have 

news without a preacher?ò (Romans X, 14); the answer is edifying: ñSo faith comes by 

hearing, and hearing by the word of Christò (Romans X, 17). Believe in your heart that 

Christ is the Son of God, and he raised Him from the dead, thus believing, the word comes 

to transform the mind, heart and being of the one who hears and will believe and become a 

member of His Church through Baptism. (Edwin D. Freed, 2005: p.112) 
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Such a faith is salvatory; it is the faith that the Lord taught us when metaphorically 

likening faith to a mustard seed: ñWhatever you make a request for in prayer, have faith that 

it has been given to you, and you will have it.ò (Mark XI, 24) 

 Eve in front of the Deceiver 

At the beginning of the seen world, God created, out of love, the human being, man 

and woman, visible and finite beings, the face of the infinite and unseen Creator (Jerram 

Barrs, 2012: p. 16), blessing them: ñSo God created man in his own image, in the image of 

God he created him; male and female he created them. And God blessed them. And God 

said to them, ñBe fruitful and multiply and fill the earth and subdue it and have dominion 

over the fish of the sea and over the birds of the heavens and over every living thing that 

moves on the earthò (Genesis I, 27-28). God created man free, He let him walk freely in the 

world created for him, He did not build a wall of defense around Heaven, to protect man 

from the coming onslaught of the enemy (Hugh Ross, 2015: p. 80), the serpent, a name that 

was given to it by Adam himself (Henry M. Morris, 2000: p. 23), which proved to be ñmore 

crafty than any other beast of the field that the LORD God had madeò (Genesis III, 1) 

In this Paradise where everything was perfect, the only thing man had to do was to 

give glory to God, to remain in communion with Him, to remain in righteousness and 

holiness (Jerram Barrs, op. cit.: p. 17), this being the intention of the Creator (John H. 

Walton, 2015: p. 116), obeying a single commandment: ñYou may surely eat of every tree 

of the garden, but of the tree of the knowledge of good and evil you shall not eat, for in the 

day that you eat of it you shall surely dieò (Genesis II, 16-17), thus clarifying from the 

beginning the relationship between Creator and creature, between God and man (R. W. L. 

Moberly, 2009: p. 78). 

Long before the creation of man, a revolt broke out in Heaven: Lucifer rebelled, 

refused to serve, refused to convey his divine message, wanted to be original, author of his 

own destiny, bearer of his own lights (Denis de Rougemont, 1994: p. 22); he fell ñlike 

lightning from heavenò (Luke X, 18), out of pride and the desire to be like God; not bearing 

the idea that such a fragile and limp creature enjoys so much attention from the Creator, he 

appears to Eve and as if unknowingly asks her: ñDid God actually say, óYou shall not eat of 

any tree in the gardenô?ôò (Genesis III, 1). He knew the command, but he wanted to see 

Eveôs answer, which did not take long to appear as God had left it.  

The deceiver and the father of the lie speaks to Eve, through the serpent, plants 

doubt in her mind with regard to the word of God, telling her: ñYou will not surely die. For 

God knows that when you eat of it your eyes will be opened, and you will be like God, 

knowing good and evil.ò (Genesis III, 4-5), the word of the Devil comes more as a 

suggestion and not as an argument (Derek Kinder, 1967: p. 77). Eva doesnôt seem surprised 

that the snake is talking to her, maybe it was the first interaction with an animal, she 

understands it and makes herself understood, she hears the snakeôs word and wonders 

whether that wasnôt the truth. 

She does not realize the fine but effective deception of the serpent, and 

consequently ñwhen the woman saw that the tree was good for food, and that it was a 

delight to the eyes, and that the tree was to be desired to make one wise, she took of its 

fruit and ate, and she also gave some to her husband who was with her, and he ate.ò 
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(Genesis III, 6) Thus the devil casts doubt on the reality of the voice of God which was 

imprinted in the mind of man, because the two inhabitants of Heaven did not think to taste 

the tree of the knowledge of good and evil. He found temptation in the word of the Devil, 

and thought that it was easier to be like the Creator using a shortcut so as not to wait in 

obedience to Him. 

Two rational passions of man contributed to the fall of the first human beings: pride 

and lust, but by his fall man did not completely lose the grace of God, for he fell because of 

a temptation of the devil. (Ilie Cleopa, 2004: p. 31) 

God is faithful, He is faithful to His word and respects it (there are few cases in 

which God changes His mind about His decisions, and this is done for good reasons), this 

was also felt by our forefathers, through the sentence received for the shortcut used: the 

pains of childbirth, the toil of labor and the death that had been announced in His command 

(Peter Enns, 2012: p. 66), the sentence of the Creator did not only affect the two, but also 

their descendants, ñFor as in Adam death comes to allò (I Corinthians XV, 22) so will Eveôs 

descendants feel the pains of childbirth (Henry M. Morris, op. cit.: p. 24). 

Therefore, deception becomes a harm to human nature through lies (Saint Ignatius 

Briancianinov, 2005: p. 3) and since then it has fought constantly, trying to prevent man 

from regaining the first built face, permanently tempting him, walking as the Holy Apostle 

Peter says: Ăthe Evil One, who is against you, goes about like a lion with open mouth in 

search of foodò (I Peter V, 8). 

After the devilôs first and greatest victory over man, he preferred to work secretly 

behind his own image (Denis de Rougemont, op. cit.: p. 14), staging the greatest deception: 

to make man believe that he does not exist. 

Sara laughs in the shadow of the tent 

Throughout the history of the salvation of the human race, God showed His will in 

various ways, so after the covenant with the patriarch Abraham He showed Himself to the 

latter at the oak in Mamvri, announcing the fulfillment of Abrahamôs burning prayer to have 

a son. Being in the tent, Sara listened to the discussion between the guests and her husband, 

doubting in herself the veracity of the word, because she herself confessed: ñBehold now, 

the LORD has prevented me from bearing children.ò (Genesis XVI, 2), attributing to God 

her barrenness, but this in no way offending the power of God. (Safta Roger Cristian, 2019: 

p. 245) 

The years weighed heavily on her shoulders (Vanessa L. Ochs, Ph.D., 2004: p. 

111), her frustrations intensified when, at her suggestion, Abraham conceived a baby with 

the maid Abgar, proving his fertility. How could she believe what those young people were 

saying? Sarahôs doubt was justified, she only knew God from her husbandôs words, he 

would be told of the covenant. She didnôt know who those young men were, she had never 

seen them in front of their tent.  

Even though she laughed to herself at hearing these promises, doubting: ñSo Sarah 

laughed to herself, saying, óAfter I am worn out, and my lord is old, shall I have pleasure?ôò 

(Genesis XVIII, 12) and even if she does not confess before God that she laughed, He did 

not change his mind about the word given, so Abrahamôs faith strengthens the word of the 

Lord, dispelling Sarahôs doubt when she conceived a baby in her womb and Isaac was born. 
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Moreover, God calls them from their land to the Land of Canaan because ñI will 

make of you a great nation, and I will bless you and make your name great, so that you will 

be a blessingò (Genesis XII, 2), from this point of the book of Genesis, the Old Testament 

becomes the history of Godôs people raised from the descendants of Abraham and Sarah, 

expressing Godôs faithfulness and following the promise of salvation to mankind given to 

Eve: ñI will put enmity between you and the woman, and between your offspring and her 

offspring; he shall bruise your head, and you shall bruise his heel.ò (Genesis III, 15), by the 

birth of the New Adam from a woman. 

Zechariahôs muteness  

Such feelings, such sadness for the infertility of an elderly couple, are also to be 

found in the New Testament, in the person of Saints Zechariah and Elizabeth. After years of 

waiting and fervent prayer, God sends Archangel Gabriel to announce the birth of St. John 

the Baptist. (Oliver Davies, 2013: p. 117) 

Zechariah was a member of the family of Abijah, he was married to Elizabeth of 

the family of Aaron, and he was a priest of the temple of God. The years had passed like 

seconds and their temples confessed this, the sadness of their hearts was given by the lack of 

children, which in the Jewish society of the time was a stigma, a curse. 

The day when Zechariah was destined to serve, the archangel Gabriel appeared 

unto him, sitting on the right side of the altar, telling him: ñ óDo not be afraid, Zechariah, for 

your prayer has been heard, and your wife Elizabeth will bear you a son, and you shall call 

his name John.ò (Luke I, 13) Thus the angel announces his birth, but also the role that the 

baby will play in the history of the salvation of the people of Israel. (Jonathan Knight, 1998: 

p. 82) 

This angelophany is similar to that recorded in the book of Judges in the Old 

Testament which tells the story of the birth of Samson: ñNow there was a certain man of 

Zorah of the family of the Danites, and his name was Manoah; and his wife had never given 

birth to a child. And the angel of the Lord came to the woman, and said to her, See now! 

though you have never given birth to children, you will be with child and give birth to a 

son.ò (Judges XIII, 1-2)  

The same thought of the years makes Zacharias doubt (Doreen Virtue, 2014: p. 1) 

the words of Godôs messenger: ñ óHow shall I know this? For I am an old man, and my wife 

is advanced in years.ô ò (Luke I, 18)  

The herald of the divine will, the archangel Gabriel, strengthens the Lordôs 

decision: ñ óI am Gabriel. I stand in the presence of God, and I was sent to speak to you and 

to bring you this good news. 20 And behold, you will be silent and unable to speak until the 

day that these things take place, because you did not believe my words, which will be 

fulfilled in their time.ô,ò (Luke I, 19-20) reminiscent of Ezekielôs silence, ñand I will make 

your tongue fixed to the roof of your mouth, so that you have no voice and may not make 

protests to them: for they are an uncontrolled people.ò (Ezekiel III, 26) 

God proves His faithfulness, and at the end of time Elizabeth gives birth to a son 

whom she wanted to name Zecharia after her father, but to fulfill the prophecy to the end, 

her mother said: ñ óNo; he shall be called John.ô And they said to her, óNone of your 

relatives is called by this name.ô And they made signs to his father, inquiring what he 
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wanted him to be called. And he asked for a writing tablet and wrote, óHis name is John.ô 

And they all wonderedò. (Luke I, 60-63) 

This birth of John the Baptist, annunciated by the angel, made him from the 

beginning an extremely important person in Godôs plan of salvation, because ñhe will turn 

many of the children of Israel to the Lord their God,ò (Luke I, 16), he was to be the one who 

would prepare the ways of the Lord and of whom Christ will confess: ñAmong the sons of 

women there has not been a greater than John the Baptistò. (Matthew XI, 11) 

Peter between waves and doubts 

Walking with His disciples, Christ asks them: ñWho do men say that the Son of 

man is? And they said, Some say, John the Baptist; some, Elijah; and others, Jeremiah, or 

one of the prophets. He says to them, But who do you say that I am?ò (Matthew XVI, 13-

15) Nobody said anything, there was silence. Peter being the eldest, confessed: ñYou are the 

Christ, the Son of the living God. And Jesus made answer and said to him, A blessing on 

you, Simon Bar-jonah: because this knowledge has not come to you from flesh and blood, 

but from my Father in heaven. And I say to you that you are Peter, and on this rock will my 

church be based, and the doors of hell will not overcome it. I will give to you the keys of the 

kingdom of heaven: and whatever is fixed by you on earth will be fixed in heaven: and 

whatever you make free on earth will be made free in heaven.ò (Matthew XVI, 16-19) 

What a responsibility it is for a fisherman to be called the cornerstone of the 

Church, to receive the keys of the Kingdom, to be able to bind and untie on earth, and his 

word to be heard in heaven. 

Always in the midst of the disciples, constantly followed by crowds of people, 

Christ spoke to them countless times about faith, performed unparalleled miracles, healing 

suffering people after the confession of their faith.  

After feeding the crowds in the wilderness, Christ the Savior forced the disciples to 

board the ship and leave, and He went to the mountain to pray in solitude. Overnight, 

however, the waves began to stir, and a great storm arose, so that the ship in which the 

disciples were was about to sink. And, crying out in horror, at one point they saw Jesus 

walking on the water, but, thinking He was a ghost, they became even more frightened. But 

the Lord reassured them, telling them: ñTake heart; it is I, have no fear! (é) And Peter, 

answering, said to him, Lord, if it is you, give me the order to come to you on the water. 

And he said, Come.ò (Matthew XIV, 27) 

Without further ado, without any fear, Peter jumped out of the ship, entrusted 

himself to Christ the Savior, against all rational evidence, and went to sea as if on land, 

looking to Christ, his abode, his escape, his salvation. A strong faith, great courage, mixed 

with fear, makes Peter jump out of the boat into the waves raised by the wind (Matthew 

Henry, 2000: p. 302). 

Walking on water as if on land, Peter had his eyes fixed on Christ, the Word, the 

Power that miraculously held him above the water. Looking away from the Lord for a 

moment and seeing the waves raised by the wind, says the Gospel, he started to be afraid. 

He remembered for a moment the fear he had felt when the storm threatened the boat. And 

the moment he doubted, the water stopped holding him and he began to sink and, in terror, 

shouted: ĂHelp, Lordò! And straight away Jesus put out His hand and took a grip of him, 



 

161 

 

 

 

and said to him, O man of little faith, why were you in doubt?ò (Matthew XIV, 31), He 

brought him to the ship, and the winds stopped. It is noteworthy how Peter cries out to 

Christ, terrified, the doubt that gripped him for a moment brings him to the brink of despair, 

even if he was a fisherman and we can only assume that he could swim. But now it was 

different, the waves were big, the storm was getting stronger, the faith had begun to wane. 

The words of the Apostle James are so expressive for this image ñfor he who has doubt in 

his heart is like the waves of the sea, which are troubled by the driving of the wind.ò (James 

I, 6) 

The faith of the Apostle Peter was often put to the test, the last time in the court of 

the high priest on the night Jesus was arrested and taken before Caiaphas, when the people 

there recognized him as part of the Galilean group and they accused him of it. Frightened, 

confused by the events unfolding in front of him, he shouted: ñI have no knowledge of the 

man about whom you are talkingò, so that the prophecy of Jesus could be fulfilled, who 

stated that ĂTruly, I say to you that you, today, even this night, before the cockôs second cry, 

will say three times that you have no knowledge of meò (Mark XIV, 30). At that moment, 

Jesus turned and looked at him as only the Savior can look at someone, and Peterôs heart 

was filled with sorrow. He had changed instantly. This happened in a matter of seconds. 

Any trace of fear of people or self-confidence was gone. Peter went out into the darkness of 

the night like a wicked man, and wept bitterly. 

After the Sabbath day, the women came to anoint His body with oil: and they found 

the stone overturned and the angel of the Lord announced to them the Resurrection: ñBut 

go, say to his disciples and to Peter, He goes before you into Galilee: there you will see him, 

as he said to youò (Mark XVI, 7). The angel pays special attention to Peter, referring to him 

nominally. The Lord calls him and puts him back in the apostolate. 

The same man, who rejected the Lord Jesus, who believed and doubted, was filled 

with courage and fear, stood before the Jews and told them: ñBut you have denied the Holy 

and Righteous Oneò (Acts of the Apostles III, 14 ). 

Thomas and the locked doors 

After His Resurrection, Christ showed himself to His disciples who, fearing that 

they too would be caught, hid themselves in one of the houses in Jerusalem. With the 

resurrected body He enters through the locked doors saying, ñPeace be with you,ò when this 

happened, Thomas the Apostle, called the Twin, was not with them, and when the other 

disciples said to him, ñI have seen the Lord,ò he did not believe, but wished to convince 

himself, to see, and to touch the marks of the nails with which the Lord had been crucified. 

He wanted to know what he knew to happen in order to be able to measure Him, to be able 

to touch, to feel without a doubt the wounds suffered by Christ.  

And after eight days, when the disciples were assembled, and Thomas with them, 

the Lord appeared to them, and said to Thomas: ñPut out your finger, and see my hands; and 

put your hand here into my side: and be no longer in doubt but have beliefò. Thomas, seeing 

and touching the life-giving coast of Christ, said: ñMy Lord and my God!ò In this way the 

resurrection of the Lord was preached with more force, for the Saviour not with delusion, 

nor with another body, but with the same body with which He suffered for our salvation, 

truly rose, and appeared to the disciples. 
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The Holy Apostle Thomas does not show unbelief, he had been with the Lord 

throughout His activity, he had witnessed the miracles performed by Him, he had listened to 

His words of instruction, he had often heard His prophetic words that testified to the days to 

come: ñThe Son of Man must suffer many things and be rejected by the elders and chief 

priests and scribes, and be killed, and on the third day be raised.ò (Luke IX, 22). 

 Thomasôs reaction when he heard the news of the Resurrection is not unbelief in 

the sense that he did not believe that Jesus was risen, but rather a doubt springing from the 

emotion of the moment, from the news received, that he was not there when the Lord 

appeared to the apostles, for which the appearance after eight days, that is, on the second 

Sunday after the Resurrection, of Jesus Christ to His disciples, passing through the locked 

doors of the same room, is aimed directly at him because after entering through the locked 

doors and blessing all who are in room, he addresses Thomas: ñPut out your finger, and see 

my hands; and put your hand here into my side: and be no longer in doubt but have belief. 

And Thomas said in answer, My Lord and my God!ò (John XX, 27-28) Touching the 

wounds of the Lord, the Apostle was assured that not by delusion, nor by any other body, 

but by the same body with which He suffered for our salvation, was the Lord truly risen, and 

appeared to the disciples.  

Thomasôs answer is confession, it is the assumption of the apostolate, the 

strengthening of his faith that will later guide him to the parts of India where he preached 

the saving word of Christ, will be his hope in the last hours of his life, when confessing 

Christ the Risen One he was pierced by five spears, finding his end. (The Saintsô Lives, 

2012: p. 46) 

As a result of the confession of Thomas, He states that ña blessing will be on those 

who have belief though they have not seen me!ò (John XX, 29) The signs of Christôs 

Passion, preserved in His resurrected Body, prove far more than His existence and the 

reality of His incarnation. They prove His love for us and His victory over death. 

 

Conclusions 

Faith has its source in the revelation of God, when He decided that ñwhen the time 

had come, God sent out his Son, made of a woman, made under the law, that he might make 

them free who were under the law, and that we might be given the place of sons.ò (Galatians 

IV, 4-5), faith opens us other perspectives on this world, towards another level of its 

existence. 

It is not objective, evidence-based knowledge, but manôs edification of God, Ănow 

faith is the substance of things hoped for, and the sign that the things not seen are true. 

 For by it our fathers had Godôs approval. By faith it is clear to us that the order of 

events was fixed by the word of God, so that what is seen has not been made from things 

which only seem to be.éò (Hebrews XI,1-3). 

Faith is something that has to do with those things that are beyond our five senses. 

ñThe things hoped for,ò that is, things that are based on promises; then ñthings that are not 

seen,ò that is, things that are beyond the natural realm. 

The Holy Apostle Paul, after showing the way in which the leaders of the people, 

the elders of the Temple, the scribes and the Pharisees erred, because of their unbelief and 
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doubts about the messiahship of Christ, speaks of faith from the heart, that inner impulse 

that entitles man to see the unseen. This is what Paul had in mind when he said: ñWhile our 

minds are not on the things which are seen, but on the things which are not seen: for the 

things which are seen are for a time; but the things which are not seen are eternal.ò (2 

Corinthians IV, 18) 

Doubt cannot be foreign to man, it will raise questions in manôs mind, he wonders more 

and more often, where he comes from, where he is going, what he represents for the world 

in which he lives, what his role is. 

Thus, there is a paradoxical connection between faith and doubt, because apparently the 

two notions should mutually reject each other, not be tangent, but it seems that the power of 

attraction between them is much too great, they complement each other, then complete each 

other when Godôs will requires it. 

 
Bibliography 

***, Vieѿile Sfinѿilor, pe luna octombrie, retipŁrite Ἠi adŁugite cu aprobarea Sf©ntului Sinod al Bisericii 

Ortodoxe Rom©ne, EdiἪia a III-a, V©nŁtori ï NeamἪ, Ed. MŁnŁstirii SihŁstria, 2012 

Barrs, Jerram, Femeile Bibliei, prin ochii lui Dumnezeu, Editura Casa CŁrἪii, Oradea, 2012 

Briancianinov, Sf©ntul Ignatie, Despre ´nĸelare, Ed. Apologeticum, 2005 

Cleopa, Ilie, ĊndrumŁri duhovniceĸti pentru vremelnicie ĸi veĸnicie, Ed. Teognost, Cluj-Napoca, 2004 

Davies, Oliver, Theology of transformation. Faith, freedom, the Christian Act, Oxford, 2013 

Denis de Rougemont, Partea diavolului, Ed. Anastasia, 1994 

Enns, Peter, The evolution of Adam, what the Bible does and does¡t say about human origins, 

Michigan, 2012  

Freed, Edwin D., The Apostle Paul and His Letters, 2005 

Feingold, Lawrence Faith Comes from What Is Heard - An Introduction to Fundamental Theology, 

Steubenville, Ohio, 2016 

Henry, Matthew, Commentary on the Whole Bible Volume V (Matthew to John), 2000 

Kinder, Derek, Genesis an introduction and commentary vol. I, Illinois, 1967 

Knight, Jonathan, Luke¡s Gospel, London, 1998 

Morris, Henry M., Biblical creationism, what each book of the Bible teaches about creation and the 

flood, 2000 

Moberly, R. W. L., Old Testament Theology, The Theology of the Book of Genesis, Cambridge, 2009 

Ochs, Vanessa L., Ph.D., Sarah laughed, Modern lessons from the wisdom & stories of biblical 

women, Ed. McGraw-Hill, New York, 2004  

Ross, Hugh, A matter of days, Covina, CA, 2015 

Safta Roger-Cristian, The laughter of of Abraham and of Sarah, in Language and literature European 

landmarks of identity, 14th International conference of the Faculty of Theology, Letters and Arts, 

PiteἨti, 14-16 June 2019, No. 24/2019 

Virtue, Doreen, Virtue Miracles of Archangel Gabriel, London, 2014 

Walton, John H., Lost world of Adam and Eve, Genesis 2-3 and the human Origins debate, Michigan, 

2015 




